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Abstract
AV .
\ .
Ao ‘
Parody has influenced detective fiction from the

genre's inception in 1841. In this thesis I examine how

‘parody worked in the creation of the formula, and how

’
-

self-consciousness almost immediately became part of the
¥ . '

formulaic structure. I also"SEudy how parody created new

strains within the genre, nameﬁy female detective fiction

and hard-boiled:detective fictign; and how already strong

parodic structures influence the success of postmodern

& uses of detective fiction. {
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Inttoduction

[y

( o .
On January 20, 1945, in an essay entitled "Who Cares

1

Who Rilled Roger Ackroyd?"L Edmund Wilson stated with
unequivocal fervour his oplnion of detective fiction:
"With so many fine books to be read, so much to be studied
and known, there is no need to bore odeelves with thls

rubbish"® (264-5).| ince then, a small but steady body of

etiticism has evolved with Wilson as mentor. In 1972;
Geoffrey H. Hartman announced that:

. - - the trouble with the detectlve
novel is not that it is moral but-
that it is moralistic; not that it
is popular but that it is stylized; »
not that it lacks reaL&sﬁ but that N
it picks up the latest realism' and ' '
exploits it. A voracjous formalism
+ -dooms it to seem unreal, however
Eeal" the world it describes. (225) -y

4
..
'

To counteract the views of these criticsr‘who~pa’adoxical~

ly study\detective fiction~in order to dismiss it, many

respected authorltles have come passlonately to the
defense of the genre. Jorge Luis Borges has said that "in
our chaotic time, there is something that humbly has mﬂine
tained our classic vHrtues. the detectlve story (Dgsgant

24). Jacques Barzun has called the detectlve "the last of

the heroes.” Thus, "it follows that to produce him the
\‘ LY

A PO

‘author must be at least his equal 1n observatlon and’
‘vvocabulary: wit, learning and repa;tee constltute the ‘

hallmark of.dEtectxve llterature (Wlnks.1§3). In hlS



places the study of detective. fiction in a logical 1ight,
by, comparlng detectlve fiction to Restoration Comedy

. . .,nobody condemns Restoration

comedy outright because it lacks the

profundity of Jacobean drama. It is

an inferior thing, but a thing with

its own particular and unique

merits. . . . A double standard of

judgement has to be used, . . . 80

that one can say first of all that

‘the characteristic detective story -

has almost no literary merit, and o .

second that it may still, be an

ingenious, cunningly deceptlve and

finely . constructed plece of work.

(24)

\ |
A , : .
It would seem that people have been apologizing for
the imperfectiOns" of detective fiction. ever since it
|

became recognlzed as a genre, but with the amount of

serrous scholarshrp it has generated in the latter half of

this century,uonemcan agree wrth George .M. Dove, who

"doubt[s] if it is now necessary to apologrze for detec~
?\

tive flctlon“ (205) It isy however, necessary to survey

brlefly the crltlclsm of the genre that has already ap-’

peared in order to 81tuate my own approach to detective

/

fiction. Serlous crxtlcal study of detective fiction can
be seen to fall into th ee maxnvcamps. psychological.
soCio-cultural, and histor1calrf&t is iR this order,.thenw
that I wish to dlscuss them.// o

CrlthS who favor the irSt approach,-the psychologi-

cal, tend to focus on the,question of why the genre ap-

peals to readers. The cl ssic essay which tries to answer



Geraldine Peaersoanrag in 1949, and is entitled "Detec-
tlve.storles and the Primal Scene.” Dr. PederSon~Krag )
defines‘"the unique feature of the mYBtery story" as “thet'
intense curlos1ty it arouses (15)~ She parallels the act
of read1ng a plot concernlng a v1c£1m, a secret crlme, and
an unlikely murderer with a subconsq1ous rellv1ng of the
chtiad’ s terror at wltneséxng the sexual coupling of his
parents. The reader/chlld 1dent1f1es with the detective,
the‘victimvrepresents the parent for whom the child har~ |
bours negatiye'oedipal feelings,hand the murderer is "the';]‘
parent toward whom the child's‘positive oedipal feelings
weredirected/ the one whom the child wished least of al%
to imagine partfcipating in a secret crime” (16). She
attrlbutes the addiction to the formula to a capacxty for
voyeurlsm, "the voyeur gs never entlrely sat;sfled with

. his peeplng whlch he has the compulsion endlessly to
‘repeat llke the detec§hve story addlct who rereads the‘
' 'same basic mystery tale wlthout tedxum (18L

Other psychologxcal approaches to detectiye fiction
combine erotic theories of literathre with theories on
violence. Dennis Porter eneapsglateﬁﬁthis trend: '
. . Aggression, like’ ®coticism,- begins

" in the cradle. And in the imagina- B

tive reenactment of our pursuit of
pleasure, it-turns out that a. tale

= of aggression has as much appeal as
" a tale of eroticism. . .~The les-

: son of popular fiction 1s that the "
. .a° goal of a coupling is no more common

" thanlthe destruction of an enemy as
- a sou .of pleqsure.«‘..‘From the



arouse, theretore, the representa-
tion of crime overcome is an alter— .
‘native to sex, not a substltute. ¥ o
| (104) - : :
A T ' o - A

While psychoanalytlc theor1es pe;talning to literature can

‘be appealing, John G. Cawelti nas plnpoxnted the great‘
weakness of such read1ngsm‘ ' - A
They depend on an a priori
P " assumption that a particular social
or psychological dynamic is the‘u
. . basic cause of human behavior. If it
‘ '4s the case that, for example, uiéi;/// y
solved childhood sexual co
‘ generate most adult’ behav1or, then ‘
it does not really explain anything
to show that the reading of detec~
tive 'stories is an instance:'of such
behavior. The anterpretation does_
not go beyond the original as-= " SR -
‘'sumption, except to .show how the " o
form of the detective story can be :
interpreted in this wayr But the
only means of proving that the de-
tective story sbguég be 1nterpreted . S
im this way is throeugh the origlnal no ‘vx
- assumptxt)n. (25) - | . -

“Critics'who'espouse psychological theories tend. to'
. ‘ o ‘ & ’s . by
-trace the roots of detective fiction as far back as the

. ) . ' 0/‘«' . ‘ A . , ‘ ‘
-Greeks (e.g. Oedipus) andlvardous Biblical riddle stories.

Crltlcs who favor a. socio—cultural approach to the genre

usually set the b1rthdate of detectlve fiction as 1841,'
‘ et
the year’ Edgar Allan Poe's "The Murders in the Rue Morgue

was‘first published. Mystery, puzzles and various acts‘of

e’

deductlon can be found 1n earller llterature, but it is

, not untll the" mld-nlneteenth century‘that detective fic-‘
. tlon flourlshed for the srmple reason that, until that‘v'



time, there was no such thing as a detective. Scholars
like Stephen Knight aﬁé Ian Ousby effectively trace the
metamorphosis from criminal hero (s;ch as Robin Hood, Dick,
Turpin, or Jonathan Wild) to detective hero, by noting the
decline. of horrific pubiic punishmepts and the rise of the

stability-seeking middle classes. As Dennis Porter ex-
't

plains:

- .

. e e by the 1840s a .greater diffu-

sion of the nation's wealth into the
middle and lower—-middle classes re-

. ‘sulted in a form of embourgecisement

that led to a more positive percep-

tion of the.forces of order. Politi-

cally, also, the enlargement of the

"suffrage after: 1832 dinvolved a

broader section of the population in

the making of thel laws they were

compelled to obey. As a consequence,

the most visible class features of

the law tended to disappear.(149~50)
According to this view, the Age of Reason'gave birth to
the Great Detective, an individual who could unravel any
puzzle and counter every mysterious happening with a logi-
-cal expléngtion. Scientific method became the new
religion, and those characters who could think through the
maze of a puzzling murder and determine thé answer from
their armchairs became the new prophets. The Great
Detective was to reign supreme as the king of detectlye

fiction until after the First World \gar.

Beyond sociological reasons for the inception of
detective fiction, scholars within this @iscipline tend to

focus on several other points of common interest. These
M . ‘ " , .

include: the identifiable properties of the Great Detec-



£ive, and what makes this usually outrageously eccentric
Qilettante popular;l the historical preceQenﬂs which make
the British country village or "manor house” mystexies
popular, and the disparate social factors which created a
- demand for the "hard-boiled private eye" in the United
States;? the examination of the social appeal of formu-~
laic structure;? qualified comparisons to the éhared
audience appeal of other genres sucﬁ'és fairy tales, fa-
bles,4\ga éb,sand comedies of manners;® and various
pr%dictioZl.of what will happen ta_the detective novel of
‘the future.7 |

It is trge that the most innovative and scholafly of
all critical work on detective fictjion can be found in the
body of work labelled socio-cultural study. The only
criticism to be madé of this group is that, with a few
exceptions, the scholars seem inclined to turn the geﬁre‘
into"sociological.fodde:, instead ofbadapting their socio-
cultural tools to purposes of literary criticism. The
reason fot’this focus is elementary: detective fiction is
almost universally‘recognized as sub—liferary, and there-
fore unworthy of serious iitexary analysis.

Perhaps it is not the issue'of literary merit so much
as the provén popularity of detective fiction that has led
to severai first-class historical surveys. While the timé—
span of the genre covers only 150\years. the sheer‘volume'
of material-to-choose from means that most surveys shafe

very few common denominators. The two most respected his-



torians of the genre are Howard Haycraft and Julian _ __

Symons. ' Y

Haycraft's Murder s£or Rleasure was‘publ&shed in 194&4V~/
and therefore does not take into account any hard-boiled
writers after Dashiell Hammett, but‘ﬁe discusses the con~
‘ventional chronology from Poe to the end of the Golden
Age As a purist, he forbids thrillers and spy storles
entrance to the genre. ngons Bloody Mnldﬁxr ELQm the
Detective Story to the Crime Novel was first publlshed in

1972, with a revised edition released in 1985. It is not a

mere continuation of Haycraft's history, but a convinc-

ingly argued rebuttal to Haycraft's hopes for the purity
of the puzzle ndvel. Symons expands the genre's family

tree by including William Godwin's Caleb Williams (1794)

" as a~forerunner'to the modern detective novel, and discus-

ses minor wrxters who, as contemporarxes of Dickens and
Colllns, refiected the trends that were bexng set in the
late nineteenth century. AEMthe'other'end of the spectrum,
Symons,‘frOm-his vantage pointiof writing thirty years’
iater then‘ﬂeycreft, does justice to the American ﬁard—

boiled school; he also sees fit to include police proce-

Y

dural novels, crimeé novels, irreverently comic renditions

-

\

(which he labeis members of'the "Farceur" school), and.

postmodernist uses of detectlve fiction conventlons.

. Most 11terary crltxcs agree that Poe must be credited.

kwith the'invention of-the, detectlve story, and the

5

disagreements about what must or must not be 1ncluded in

Ju— i e
. ‘, -

Lo



"the canon are helpful only in tnat they pinpoint a given
critic'é'idiosyncrasies. The one issue that itlseems im-
perative1x>tekeeistand on when discnssing the genre as a
whole concerns thelturning points in its development. A
perfect example of such‘a turning point is the birth of
the hard-boiled school: did it evolve from'the.Golden Age
of the Great Detective, or is it a hybrid--a cross between
the pdpular detecgive puzzle mystery and the American
romantic tradition? ' ' “Q

‘How one :eQQLVes this question depends o;eatly on‘hoe
one views the genealogy ofliteroture as a whole. While it
is safe to say that certain forms dominate in certain
eras, can we assume that tne previous reigning'styie or

'genre disappears completely when its successor comes lnto,
vogue? I think not. The "Balzacian" novel 1s still beinyg
written and enjoyed by readers, no matter what the new
novelists say to the contrary 8 Likewise, Golden Age de-
tective fiction is still belng written, in tandem with
both hard—boiied novele and postmodernist "antidetective”
nOVelS-g The genealogical pictorial analogy of a t:ee'is
useful: Godwin and the Gothics are the roots; Poe, Dickens
and Collins form the trunk; and each braneh, complete with

its own offshoots, carrig§_a‘remerkabLe‘family fesemblance

to the others. With this concept in mind, I think it is‘
fpossfoie to resolve the'problem?of sequential ohenge8~and

: deVelopmenes in”thE“genre« one can idterpret each new

development w1th1n the genre as an evolutionary ‘point in



the history of detective fiction without requiring a com-
plete transmogrification of the formula which remains,
essentially: a crime, a‘detective, and an answer of sorts.
As defined, the psychological approach attempts to
answer the questxon of why we read detective flctxon. So-
does the soCio—cultural approach,WDut as well, it address
the questions of why the formula:is so»massively'popular,”
and why literature ofithis‘SOrt came to be writtenr An
“historical survey,fof course, tells us what has been

N

written where and wkhen. The quest;on 'still to be asked is
"how":‘how does the genre generate ‘new material wlthxn
each sub-genre, how do these sub—genres evolve, how does
the formula plot stay true ‘without becoming tiresome?
CaweIti sees these changes\occurrxng in response to °
'changes in. the cultural climate (51), but’ I ,do not
cons1der th1s‘gxplanat10nuto be the complete answer.fI
"would argue that there is also an 1nterna1 dynamlc wlthln
the genre that aids in its propagat1on -and flexlblllty. It
is my hypothesxs that we will. élscoder parody to be a key:f

tool in the development of the popular,formulalc genre

- known as ‘detective fiction.

-

Before advancing any argument regarding parody as an -
instrumental facter in the gtowth of the genre of detec—‘
‘Ative f1ct1on, it is, necessa y ‘to def1ne the—term parody.

Thxs may seem a simple task, but,‘although everyone:. be-



1ieves he knows the meaning of the word 7parody,“ea8 yeé;

there has been no consensus on a concise definition.hThﬁre
ARE . ' o .

s, first of‘all,'the Ooxford English Dictiopnaxy defini-

tion:
A composition in prose or verse in
which the characteristic turns of
thought and.phrase in-an author or = = .
class of authors are imitated in
N such a way as,to make them appear —
rldlculous,,especxally by applying ,
them to ludicrously inappropriate - - ‘
subjects; an ‘imitation of a work
., more or less closely modeled on the
original, but so turned as to'pro-
duce a ridiculous effect. (489)

'

¢

This definition has oftenfbeen called into question, bé-
cause 1t is based on only one of the two meanxngs of the
etymologxcal root‘of,~parody." J. Hilllis Mlller explains

the ambiguity of ‘the word "parody" (fromJthe Greek

<parod1a ) by defxnlng para as a b

« . . double antlthetlcal preflx
signifying at once proximity and

. distance, similarity and difference,
_interiority and exteriority, some-

thing inside. . . and -at the same

time outside, . s . something simul-

C . taneously this’ side of. a boun ary
T line, threshold or margin, and also E

' ' beyond it. (219, Conlon 221 2) \

i

'As L1nda Hutcheon‘suggestsr~thls double meanlng allows
parody to cut both ways' it can either~refer to counter
agalnst" or it can. mean ”besid@% (as in parallelJ and
ktherefore«prov1de iasuggestlon of an accord or intimacx,‘
v1nstead o£ a contrast' (Rixﬂﬂx 32).,In light of ‘this'

expanded etymology, we can free parody ftom the copstant'

\ !\. . ,'_

JUT o . 5 - e s " T . '



need to ridicule. o
. A . . ' ,
Clearer differences can be established between parody

and other terms with which it is often associated: travesi

N ' \ B . Y .. .
Tty bur-lé’sque,‘ pastichgand satire. This differentiation

W

has recently‘become‘an'important task; . with the advent of

,

postmodernism, which can be 1dentified predominantly by
its overwhelmingly self reflexive nature, parody.has re-
‘surfaced as.a major literary term. ‘

Fowler makes the distinction that while parody, tra-

o
r. .

veﬁty and burlesque can often be used synonymously, bux-
lesque and parody had each a spec1al provxnce, actlon‘or;
‘acting is burlesqued,.‘.. and verbal expreSSion is paro~
" died."” In contrast, "travesty differs from the others bothi,
.in haVing no speCial province, and if being more used than |
they when the 1m1tat10n is meant to be an exact one but
'fails" (68). Therefore, travesty refers to failed imita~
:tion,‘while burlesque implies the inclusion of a Jokeh‘

"burlare" being the Italian for "to ridicule.4
In her attempt to distinguish between this abundance

of‘confusingly similar terms, Margaret Rose,has made thl%

ot
'

{observation about the term pastiche

This term is taken from the painting
term."pasticcio analogen,” and means. °
- -the compilation of motives from
E , ‘several works. There is little infe-
.~ .. rence of "“the discrepancy typical of
' .. parody ‘in such 'd ‘term, or of ‘the
critical’ :refunctioning: of texts .
© found.in parodistic works ('Defining-;
‘.Parody 14) . '

.’.'

l.. . . N
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"~

Sanda Colopentia:Eretescu makes‘the distinotion hetween
parody,and‘pastiche in this way: "Le pastlche.rénfo?te; la
parodle sape la textua11t€ 4 election” (125)
| The term parody is most often confused w1th satire.
Llnda Hutcheon believes that thxs is so because, although
distinct, "the tuo genres are often used tOgether (Eﬁlﬂﬂx.
:43f;Joseph AL Dane states that "parody deals with llter-
ary norms (collectlve understandlng of a text o6r genre),
“while satlre deals with social norms" (153). This seems to;
be an apt explanatlon of Vladlmlr Nabokov s playful apho—
. rlsm.}“Satire is a lesson,.parody is a game” lSLxgng‘
QQLMQD§75) | " | | '
The above examples sdggest that the most popular

\

ethod' for def;nrng parody has been to determxne what it

B

not rather than what it is.’ lt is not travesty, for

travesty is faxled 1m1tatxon, neither is it burleSQue,
because burlesque requires r1d1cule whxle rxdicule is
.merely an optxon for parody. Pastlche ‘refers to a collage
of varlous forms, rather than ‘a parody of ‘any. form in

part1cular,\and satire is a 11terary form of social Cr1ti-~

cism rather than l1tefary criticism.
) ‘ ‘
There are cr1t1cs, however, who have recognized the

1mportance of parody and have made an attempt to: define it

. as a: posxtlve torce. The SChOOI of crit1c1sm known as
' b

Ru551an Formalxsm 1n general, and CrltiC‘JuriJ Tyn)anov in

partlcular, v1ew parody as a lever of. literary change

»

, T~ .
}‘,(Erllch 165),‘and~a s1gn of emanc1pation, indeed an act

o ) K : o . .
U " Y W \ . . o



3

R | o .
of l1t;\ary 'warfare"%Erlich 225). While'many critics and

theorists will grant to parody -an element of llterary

’
f '

'crlticism,‘J. Gerald Kennedy comes closest to the Russian
‘ *r

[
. V' '

Formalists when he labels parody exorcism

b | Precisely because great writlng"- T
el we1ghs‘upon subsequent, writers, A
' .., exacting the tribute of conscious or S
unconscrous .emulation, any author ' .
who wishes to establish his own ‘
L ' voice must come tlo terms w1th the ..
‘F : : .‘enemy"h~the genlus of»hrs prede— )
R .- cessors. (166 7) ! [ .

‘ \
[ A

(.
. t -

Formallst crlticlsm takes thls’yndividual exor¢ism one
\ S
step further. the presence of parody 1nd1cates another ,
. [ ’{l .
step 1n the evolutlon'of literature as a whole. As Vlctor
'Erllch explarns, to the Formalzst cr1t1c, parody is: |
.f#. how, llterary change comes :
about The o0ld is presented, as’ it
were.\ln a new key. The obsolete o
device is not thrown overboard, but - - .
repeated in a new, incongruous con- I
"+ text, and thus either rendered’ ab-'
surd through the agency of mechani- 7
'zation or made percept1b1e again.. »
: ' ".In other words, a new art is not an
~antithesis of the precedxng one, 'but -
. its reorganization, a regrouplng of
the olg elementsﬂ(226)

' N . ' '
i 1‘ \ ) [ (

i

More xecently, Llnda Hutcheon has deVOted herself to the .
N I ‘ o ‘
dlscovery of a posxtzve def1n1t1on of the term, and has
¢ { H ] ] 1 i Iy

done an, admlrable ]Ob of wlnnowlng through the varlous

explanations of parody to synthesize them 1nto a usefuln

: worklng definltion v J ;'3“ ol Eﬁ
. ) S P T s ———

N ?‘.“ Y e e ..parody is repetltxon. but. o

ot Qrepetition that includes difference; x

ooy it is imitation ‘with critical ironic

AT “distance, whose irony can.cut both"'

Voo ' y pot Lo - . oo ) ' .
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ways. Ironic versions of "tYans—
I contextualization” and inversion are
+ its major formal operatives,,and the
/. range . of pragmatic ethos is from .
scornful. ridicule. to reverential ' :

! homage . (zgrgg% 37)

f ' i

S

with these definitions in mind it is pOSSible to see
_parody as a p051tive inﬁiuence on literature. At the same
'tlme that it acknowledges its predecessons, a parodic work
carves out its own territory by means of a delicate
critical,dietancing.l?hrough self-consciousness and 'self-~
reflexiveness, a parodib work repeats "in a '‘new,
incongrous context"‘(Erlich 226), and thus acknowledges a’
debti;at the’ sam%}time that it\“e*oréises ;mat has gone
beforeé. Irony 1S also a major component of a parodic work.

_As HutCheon argues, because of the structural similarities

., ’ . . , N

between parody and irony, fparody can use ironymeasily and
.naturally as a preferred, ewen privileéed, rhetorical
mechanism (Rargﬂy 54) While there 'has been much thought‘
devoted to parody, most critics discuss the term as a

genre rather than a literary device. Margaret Rose, how—

ever, is an exception to. this _tendency. In Rargdx[Mgtgfig_

tion., her study of intertextuality in a range of post—

modernist works, she has shown that a dev1ce which 'is

'parodic'(according to my definition above) can be an,

important element in'texts which are not,primarily
‘ ‘ - - PLAM

: parodiesf ‘
T wish to £ollow Rose s lead to examine ‘how parodic
\ elements work within detective fiction,rand how certain'~;,

-



} ,
features of parody affect and structure this l1terary

'genre.,There are several reasons to believe that parody 15
Aat work within the genre of detectlve fictlon The first
‘indication is that detectlve flct1on creates the context

‘necessary to audlence recognltlon of parody Readers of

.

detective fxctlon often read widely wlthln the genre.It

\

is safe to assume that such addlcted" Jeaders are lxkely_
't0vhave read‘or-récogniZe a11u31ons to the ormglnal of .any

g;ven parody Thls pre knowledge 1s necessary to the ap+

W

preclat1on of parody As J. G.‘Rlewald says, since

-

. . . the recogn1t10n of the origi-
nal‘is a primary condition of the

v integral enjoyment of parody, it '
' must be granted that thé reader who

is ignorant of the original is se-
verely’handicapped. (128) ‘

Furthermore, because of the imitative nature of parody, 1t-
is espec1ally 1nterest1ng to study 1ts effects and uses 1n
an 1nherently formula1c genre. There are strlklng s1m1—
ularltles ‘between Cawelt1 s deflnltlon of a successful
formula1c work, as .« o in addltlon to the pleasurej
inﬂerent in, the convent1onal structure, t brings a new
element into the- formula,'or embodies the personal v1sxon'
"of the creator (12),'and Llnda Hutcheon ;‘def1nit1on of*
;parody as repetltion that includes difference (37)." This,k

is not to say that all formhlaic f1ct1on is parodlc in

AN}

‘ na%t;e, but it does lend_cLedence to the study of parody”'[

- within'a’ formulaic genreL

1

There is parody at work w1th1n the spec1f1c formula

v ' . .
y . S, A



of a, detectlve narrative as well as w1thin the larger'
aspect of the genre as a whole As Lacan has stated, the
.lbasic formula of a detective novel is one in which the
_detective s actions parody those of the murderer (21 54)

/

"In'his ability to deduce the criminal’ s_actions, or, "re-

.construct ‘the scene of the: crime the detective effects a

arepetétion that includes d'fffrence. The ironic and inconr”

.grous) effect is Flaracter who embodies ultimate

</
good (th;\detective)is the only character who can under—'

stand ultlmate evil e S \

Also central to the formula are 'red'herrinQS,“‘Which

are parodies of clues. These ultimately unimportant de-"
] l
tails must be enough like‘real clues To confuse the

'reader; but: they must also contain enougb of a difference
R

from real Clues to keep’ the reader from claimingﬂfoul play

- - TN

on'the part of the author. Red herrings emphasize th?
. ‘ \ \
1mportance placed on reading correctly, and also

ironically delineate the flne line between appearande and -

\

reality which 1s the essence of both parody and deteétion.

| Another parodic element often found within the fdrmu—b
"la is the slow_w1tted partner of the Great Detective.
There 1s, of course, a sense in which the Watson charadtér
is merely a f011. As Julian Symons Bays: ;lmwf;ﬁ“

[Poe] established the convention by': -
'which thé brilliant intelligence of = -
* . the detective is:made to shine éven:
' ‘more brightly through the compara-. ..
" tive obtusepess of his friend th
. teﬂls the story.-(38) ST

-



As well as serv1ng thls funct1on, however, this secondary

character 50 often found in detective fiction fulf1lls '

_— I

: another, parodic, funct1on. He. situates the reader in
terms of the text by portraylng a parodlc example of a

naive reader. As Margaret Rose wrltesr ;

|
.. . the parodist creates a situa-
tion whereby the reader must also
relate to .himself as .an object of
the author's discourse if he is to
understand|the status of other ob-
jects represented in' the fiction. He . R

» must, that is, see his own worlad

"through the ‘image of himself, the:

reader, 'in the text before him, as a

‘part of a fiction which, as he him- ,

self, has taken on a different form .

than\in the world of objects.(gzm

65) n,

- co
As indicated, . there are var1ous ways in which -parody

‘functlons Wlthln the genre of detectlve flCtlon. In order
to dlscover if - parody works systematlcally tLroughout-the |
genre, I wxll examlne some stages ln the formuls &
ydevelopnent whlch are generally seen as cruc1al by .
Cawelti, Porter, and Symons. My gquestion. of each of these

'stages is, “Has parody enabled thls development to occur

-~
'

and, 1f 80, in: what way?"

The first chapter thgcefore deals w1th the 1nceptuon
of the genre. A study of sq&ected works by Edgar Allan‘f
”Poe, Wilkie-Colldns,.Fergus Hume, and er;Arthur Conan
‘Doyle, will delineate the function of parody 1n two ways°_
as the catalyst (by way of mocklng both the novel of '
‘manners and the gthlc) whlch creates a.new genre, and asy.

J,the means of establishing one 's unlque authorlty thhinﬁ



the l1m1ted parameters of a prescrlbed form.

The focus of the second chapter w1ll be on female
writers of detectlve fiction. Spec1f1cally, I w1ll examlne/flky
"how ‘female authors, as well ‘as utilizxng the same parodic ..

deyic s as theirlmale‘counterparts, also develop a‘
parvor’@, se1f~conscious gor‘mula‘ unique to themselves. .

| Chapter'Three will discuss the hard?boiled schooi of
detectrve flctlon. A study of Raymond Chandler's works
will hlghllght how ‘this offshoot from'%he Golden Age
formula came 1nto exrstence through means of parody,,andfﬂ
an' examlnatron of the 1nfu51on of reallsm into the
‘styllzed formula will show the parodlc metamorphosrs of
kthe 1nfa111ble great detect1ve into the wrsecracking urban
loner. As well, three other specrflc writers will be
examined for their 1nd1v1dual parodrc inversions of the \
prototyp1cal prlvate eye: Howard Engel, with his "soft-
.borled" Benny Cooperman, Ted WOOd, who brrngs an urban‘

v1olence into " a rural settlng, and Sue Grafton, creator of
a tough female prlvate eye. | S - ) ' i
The final chapter w111 deal, not with parodies within

'the genre, but with postmodernlst parodies of the genre.‘
Selected works by Umberto Eco, Tom Berger, Jorge Luis.

'Borges, Alain Robbe—&rlllet and Thomas Pynchon will be

" studied to determlne both the effects of parody upon the’
é%ite of detectrve flction, and the reasons for detective

:"{flct1on (as 0pposed to other formulaic genres)being the :

most popular victlm of the postmodernists.\' A S
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By means of examination withln these four distinct
areas in the popular genre of detecthe flctlon, it is
hoped that parody wxll be revealed as an important
literary devxce for establlshing certain elements of the
formula, generatlng new directions within the genre, and

malnta1nlng the popularlty of the formula itself.

i



- Chapter One:
The Beginning

In his essay‘entitleé "From Poe to Valery" (l94éff
T‘S Eliot remarked that,,"as far as: detectxve fiction is
concerned, '‘nearly everything caﬂ be traced to two authors
" Poe and wi?kie Collins" (208). This statement 1ndicates
that a study of the,gen:e would not be complete without an
examinatidn of the works bf both these lumiparies, as well
as a look at the lnfluence they wielded on those :rlters
who followed. It can be seen that the genre now known as
detective fiction came about éartially due to -a perceived
‘need for rational and logical- solutions within the sen§a~
tional and gothic horrdr nZCEis popular in the léte
eighteenth and early pineteenth,century. Thé.patterns
developed by Poe,?@%?&%ns and{}to a lesser extent, Char&es
Dickens almost‘immég{ately became formulaic. The focus of
the latter part‘of this chapter will be on the parodic
self~consc1ousness whxch invaded the formula almost . from

Ky

its inception. The two authors who dxsplay this early
‘ e
self-consciousness in their work are Fergus Hume and Sir .

Arthur Conan Doyle. ' . s

N

While the-four "tales of ratiocination"™ ("The Murders

: and "The Mystery of Matle ROget ) are Poe’ 5 onl detective

storles, we must take note of his stance as a’ c itic ‘as

- .
well ds an author to determlne how 1nstrumental paro y was

_“;

C20 B -t. A
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on the birth of detective fiction;‘Many scholars,
'1nc1uding w H. Auden, saw Poe -as a selfzappOLnted
‘fguardian of good taste and clear wrlting Robert Daniel,
in his article entltled "Poe 5 Detective God, connects
pPoe's er1t1cal stance to his llterary work, in a way

remlniscent of the .Russian Formalist defxnltron of parody,

~
)

»’

as critical tool. He states: : , ' : .
' [} '

' There are several ways in which the . ¢
detective stories appear to be ex-.
terisions of Poe's criticism. As a
reviewer he is very much the sleuth~-
hound; he ferrets o t plagiarism,

- and hunts down writers guilty of bad . Q

- taste, confused thinking, or the
murder of the language. Contrari-

_wise, the detective stories may be
regarded as essays 1n criticism. .
(105) ‘ > <

‘ @
Danxel s reading of the tales of ratlocxnatxon.Ei_ixterary
criticism equates. wlth the Ru551an Formalxst deflnltlon of
parody as llterary crltlcism,pln whxch "the obsoletey
devxce is not thrown overboard, but repeated in a new,
1ncongruous context, and thus elther rendered absurd_
through the agency of mechanxzatzon or made perceptlble

"again” (Erlich'226),‘1n order, however, to accept Danlel‘s

statement we must«examineﬁPoe's focus as a literary;‘

t

‘critic. As well.’we must examlne whether or not the tool )

of parody was used by Poe in the way in which the Russian

"

'Formal1sts have defined and prescrlbed.

The crux of Poe s critical stance 1s that he unxtes

'the two opposxng forces of rat1ona118m and imaglnatlon.
t . . . ‘

)
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‘David Ketterer explains this undercurrent present in Poe"s
tales_of ratiocination. Poeidistrusted'reason because he .
considered "imagination (to be] the only avenue to a
perception of ideality -and reason being 1argely respon~
sible for man's state of deceptxon (238)” Privileging the
1maglnat10n did not mean, however, that reason had no
place in the work of an artrst Poe waged war.on artists
who he believed used slovenly drction (Auden xiii) or
suffered from "confused thinking" (Daniel 105); Poe dej
veloped a"theor?' of art‘;lstic sy‘nthesis between the two
' states. Both-the declaratidh‘and the demonstration of this -
kp081t10n are to be found in ‘the tales of ratxocxnatxon. It
is Dupln s companion, the narrator,‘who says'it most
,SUCC%nCt1Ya 1n the open1ng of "The Murders in the Rue
: Morgue™: "It 111 be found, in fact, that the ingenious
are always fancifuI; and the truly imaginative never oth—
erwise than analytlc (175) .
By examining the synthesis of reason and 1magination'
'1n his tales of rat1oc1natlon,_Poe accompl1shed two
lthlngs, ‘He 1mposed standards of quality onto tales of
gothrc and sensat10na1 horror.' No longer could writers
1ndu1ge in horr1f1c sequences for sensation & sake alone..
In sticking Mademoiselle L' Espanaye«up the chimney upside
down in "The Murders in the Rue Morgue," Poe. had outdone
. any horror 1maginable. By deducing a logical reason for
‘thls terrlfylng action, he challenged writers to be res-.

ponsrble for the1r creatlve powers. He had proved that a
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reasonable explanation could be just as terrlfylng and far
more believable than an unexpla1ned phenomenon._It is
important to note that Poe d1d not dlelSS elements of the'ﬂ

sensational, by .using horror and intrxgue to tell\a story
of rationalrty,fhe made it imposs1ble for readers to be
satisfied wrth the old formula. As Erlich descrxbes parody
according to the Russian Formalxsts, Poe created a new
formula that was' "not an ant1thesis of the precedlng one,
but its reorganizatlon,'a regroupxng.of the old ele-
'ments'" (226) o - | :
As well as imposing standards on gothxc thrxllers.
IPoe developéd the prototype for all detectlve fiction that
was to follow.""The Murders in ths(?ye Morgue is the
first. locked room mystery, a style whiéh John Dickson Carr
later personallzed with hlS detect1ve, br. Gldeon Fell.g
,"The Murder of Marie Roget" is the f1rst example of the»
'armchaxr detect1ve _Baroness Orczy s 01d Man 1n the Cornerp
is the most- famous descendant of thls 1ine, though Agatha'\
- Christie’ s Mlss Marple mlght be sa1d to 1ndulge 1n thlS:
port from time to time. One of the ba81c rules of detec—f
tive' fiction is that the most unlikely answer w111 be the
correct answer."The acknowledged prototype for thxs is‘
Poe' 5 "The Purloined Letter.' "The Gold- Bug,f whlch in-;
volves M. Legrand rather than’ the amazing Dupin, is baseii__;_

on Poe 's love of cryptography. Without it, Dorothy L.

Sayers' ﬂgxg His Qa;gaag might not have been. wr1tten.\ ‘”Zt\

\

v Poe used hxs tales of ratioc1nat10h as vehlcles for

t
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i\ ) ] . , ‘ .
literary cr1t1c1sm, and his favorite critical device seems

to have ‘been 1rony It is in."The Murders in the Rue.
Morgue that the infamous argument proving chess to be an
‘1nfer10r game to checkers or whist is found Stephen L.

‘ Mooney sees this thread of 1rony throughout Poe's writing.h“
. . . ( o .
He statesr\ ‘

» Al

His mode is irony. The serious dis-
' guises of .so many of the tales that-
are comic in origin, and the comic -
disguises of the serious, are his
~ratigcinative discovery of himself
as Eiron. (295) o

1 -

While,MOOney and other scholars who‘follow this line‘make o

a case for Poe as ironist, my argumenthor Poe as ‘parodist o

does ‘not rely merely upon the family resemblances betWeen
parody and irony- It 1s the recontextualized nature of the
stories of rat1001nation which prove Poe a parodist in the . -

“ . k
Russian Formalist sennse.cﬁf Poe was: arguxng ironically

for the need for rational thought and disc1pline in the‘;

‘vcreation of Art,»he was also wielding a "lever: of literary
change‘ (Erlich 165) when: he set “‘the patterns for the
 tremendously popular genre known as detective-fiction tnat
p -would be ! followed for the next 150 years.t —: | |
' If Edgar Allan Poe 1s the. father of the detective
story. ‘then Wllkle Collins is the father of the detective‘
novel The two WOIKS he 1s best kpown for, Ihg Hgmgn in]‘v'
| M (1860) ‘and m u_anﬁ_t_Q_ng (1868), are. the prototypes
'for the mystery thriller and the detective novel, respec-ff

A

tlvely. Collins takes the basxc recipe for the sensational

$
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gothic thtiller and,‘like Poe,‘uses the ingredients to

vy

devise a new and far more satiszing concoction. _\'ﬂ X

Ihe‘ﬂgman in White contains various essential ele—l

ments from the standard sensational novel ‘of the time

-‘(Symons 43~ 49)ﬂ These include.‘a case of . sw1tched and
: \ | .

'mistaken identity,,kidnapping, drugs, true love and ar

1

‘,dusty and unused wing of a manor house. heme is even an
v N

.insane asylum thrown 1n for good measure. Two additions to

this - list are what signaled Collins as an innovator. Count

'Fosco,‘an ev1l mastermind the likes of ‘whom literaturefhad

\
)

never seeh, and the fact that,wfor all the mysterious and

.

horrific events which occur throughout the: novel, the

' &

seeds of plausxbility and rationality are‘sown from the

] I \

{
beginning. In this latter respect Collins differed from

,
\ t )
C M

ot

s

llPoe 1n the degree of his con51stency, While Poe perl—‘

leged rationality, there have been countless articles

”which have proved that .Dupin could not have seén the~

address on the purloined letter, he Rue Morgue orangutan

4

‘could not have reached the shutter from the drainpipe, and

vMary Rogers likely‘&ook her own life. Collins, on the

othqr hand, does not suffer from 81mi1ar attacks. It seems

,that every clue is planted from the beginning, and no

Ve '[‘»

\loose ends are left trailing.iu, ‘~; . "'q

5

Collins had trained in law- this discipline 1s per-‘

v‘;haps what persuaded him to- use the techniqqe of switching
"narrators throughout the novel. Each narrator speaks of

Q.only what he could have known*at the time, although the

N .L

WY

l

—



narratlng characters know the ultimate truth -as they re-

late the story, they are honour bound not to reveal the

v conclusxon until the reader 1s apprised of all the facts

in the case. In the Preface to th Hgmgn in ﬁhi;g Collins

lwrltes-

‘

. f»1n the text wh1ch/ paradoxxcally, enforces the plausibili— Ny

ty of

the s1tuat10n. }j w'

" story of an offense

A

be told by more’ thafi one pen, as the

. .ﬂ the story her? presented w1ll

is told 'in Court. by more than one
witness--with- .the same object, in

. both cases,. to present the ‘truth

always in its most direct and most

1ntelllglble aspect. (l)

; '.
A

—_

[ .
4

~N

against the laws

LN
'

4 ‘ “. \

Multiple narrators create a bullt in selfeconsclousness

“r
N

Coll1ns often pushed thlS self con501ousness "to the

b extreme.aA case 1n p01nt 1s the first narrator of Ihg

gggns;gng Gabrlel Betteredge.kBetteredge himself believes

o 1n the power and veracxty of 11terature He shows that a

|

noVel can be as powerful as srrlpture through his OWn

! !
i '

example of d1scover1ng truths in rereadings and consulta-'

t1ons w1th hls wellworn copy of Bgninggn g;nggg

\

s

‘I have tried- that book - for years—- .

generally in combination, with a. pipei"ﬁ‘.
" of tobacco--and 'have. found it my

frxend in- need 1n all the necessi-

“ties of this mortal 'life. When my

spirits are “bad--Robinson Crugoe.
When I-want advice~-Robinson Crusoce.
Ip past times, when my wife plagued

“mej.in, present times, when I have. '

. had ‘a. drop too. much--gghinggnwf'

. Crugoe. T have worn out 'six stout ﬂ
‘Robinsoén Crusges with hard work in. '

ny. ;service. On my. 1ady s 1aste,

R P
e B "|j." N ’
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birthday she gave me a ‘seventh.. T
took a drop too much on the strength
. of it; and Robinson anﬁgg put me
rlght agaan. (34 5) ' At
. 1
AR

In the flfth chapter of" h1s narratlve, Betteredge
Hmakes a highly self—conscxous statement to the 'reader:

Here. follows‘the substance of what ¥ =,
said, written out entirely, for your o
benefit. Pay attention to it, 'or you
will be- all abroad, when we get L
deeper intothe story. Clear your -

., mind of thé children, or the, dlnnerh ‘
or ‘the new bonnet, .or what not. ‘Try '

"if you can't forget politics, hor- . - R
ses, prices in the City, and grle- ‘
vances at the club. I hope. you ‘won't
take this freedom ‘pn my part amiss;
'it's the only wa§31 have of ap- . ‘ N

~;pea11ng to the gentle reader. Lord! - . e

- haven't I seen you with the greatestte_‘ ‘

" authors in your hands, -and don' t I

" know, how ready your attention is 'to
wander when it's a book that asks -
for 1t, 1nstead of a person? (54) )‘ .

'Thls passage is, remarkably simllar to the openlng

paragraph of Italo Ca1v1no s postmodernxst novel, Iﬁ Qn Q

Hintsx_s Nzght a Ixayalgx (19791

You ‘are about to begin readlng
"yItalo Calvino's new .novel, If on a
~winter's night a txaxalex- Relax.\
o ‘Concentrate..Dlspel ‘every other
T thought. Let the 'world around you,
'~ fade: Best to close the door; the TV
'is always on. in the next room. Tell
the others right away,"No, I don't
want .to .watch TV!" Raise your
voice~-they won't hear. you other-

wise--"I'm: reading! I don t want to o

.be disturbed!" 3 . ,” x‘%"f .o

ThEndifference between these two passages, both parodles
| of the standard evocation to the gentle reader, 1s that

™ Calvino 8 openlng automatlcally creates a barrler between

. -
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'the text and the reader who Wishes merely to Sink into a
fiction. It challenges the reader to participate rather
:Il than merely read. This postmodernist barrier is created by

means of the v01ce CalVino uses, the voice of the implied“
. . 1

author. Collins is dOing something different. True, he is
parodying the Richardsonian style of. appealing to the‘b
reader to demonstrate the truth of’ what - is written,- but at
the same time he is creating a convinCing portrait'of
someone who has been asked to relate the truth as he
’fitnessed it By using multiple narrators rather than an
omniscient unseen storyteller, Collins has already created
| an atmosphere of veraCity, once he has esﬂablished this:

+

reality for his readers, he can parody the wooden sty—i

listic devices of others w1th impunity. By inserting his -

authorial address to the reader,‘Calvino raises the‘
i
conscious ‘about the form of his narrative, but only in..
order te prove that ‘the substance of his narrative is

~true.

Poe played with the pOSSibilities of detective fic—"-

question of his narrative 5 plaUSibility. Collins is self— g

‘ tion, but quickly tired of the genre.Collins, likewise, ~

Coa -\

. ventured into new areas (withput as. ‘much success) after‘
ﬁ i Ihg nggnstgng Gav1n Lambert says of Collins, 'he Was the
first to grasp [the mystery novel’s] expressive possibili-;
ties. The genre became per@bnal with Ih Hgmanlin ﬂhi;g.

. and mechanical soon afterwards (ix). Perhaps it was this?

fear of the mechanical that kept these innovators from’

Lo
-
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cdntinuing‘to‘write inlthe'genre they had helped to forge.
Needless to say, many writers were Wllllng to Jump into,

the breach Detective fiction became,'and has remained,
’ "

one of the most popular genres of formulaic fiction.

Parody and self consciousness, tools which helped to

,create the genre, continued as elements of the genre.‘A

study of two early practitioners of the genre will show

B how parody guickly became an element of the formula‘

itself. an element deSigned both to foster credibility -and
' N

to generate new material w1th1n the highly mechanical‘

B ‘ . f |
' . C . . RN

formula. ‘ » ‘ ' :

The history of detective fiction is studded With'

successful practitioners of the craft who denigrated both

the genre “and - their own fame w1thin it. This seeming o

' distaste occurred very early, but made no difference to

the proliferation of the genre, or indeed, the productiVi—

ty of the particular authors. ‘A case’ in pOint is that of

‘ the Australian writer Fergus W Hume.

| Although the name Fergus W. Hume does not con]ure up:
the same recognition as that of his contemporary, Sirj

Arthur Conan Doyle, at one. time his mystery work entitled
Ihﬁ Hx&;gxx Qf thg Hansgm Qah (1886) outsold the Sherlock -
Holmes stories, Hailed as the best—selling mystery novel;

. of the nineteenth century, Hume s first foray into detec-

tive fiction was written,' not for any special love of the L

form, but to make his name knOWn in order‘to advance hls

career as a budding playwright. In a preface written lnrlpw

-



1896 (ten years after Qap was first published). Hume‘

-

describes the manner in wthh he ‘came’ to write the book-

I enquired of a 1eading Melbourne'
. bookseller' what style of ‘book he
sold most of. He replied that the -
detective stories.of Gaborjiau had &
~large sale; and as, at this time I
had never heard of this -author, I
bought all his worksi.iend read them -
~carefully. The style of -these
stories attracted me, and I deters
mined to write 'a book of the same
'+,  c¢class; containing a mystery, a mur- ‘
der, and a description of low life = = ;

o in Melbourne. This was the origin of ' -

the 'jCab. (8) -

\

Hume never became a playwright He wrote over a hupdred

more thrillers, and though none of them reached the'

i popularity of the Qap He made a comfortable diving..

Ihg sttexx 9_ 'the ﬂansgm Qap 1s 1ndeed a respectable

mystery novel, but it 1s the manner by which Hume claimed

4‘)

“to have Written it that makes it of interest to us todaya‘

' One can infer from his explanation that, even as early as .

v

- 1886, the\detectfge novel had reachedasuch a stage of

»

Aformulization that any reasonably intelIigent wordsmith

could manufacture one, given an’accurate recipe. Almost

from 1ts 1nception, the detective genre was relegated to

the readership that Wllkle Collins had once named the

unknown public (Symons 42). Detective fiction was. not

*‘serrous literature, and no serious writer, no: matter how
lmuch he might profit from it, could admit to championing

By denigrating the genre, Hume insinuated that he

{

'*indeed was a serious w;i:;? who had, to—crib from Oliver

“ "e'
PRI [
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Goldsmith, stooped to conquer." The implication wgscthat‘l

\

, a detective novel written by an author who realized how
inconsequential such novels were could not be of the same.
low stature as most detective novels. Like many writers

'who were to come, Hume managed, by this subtle subterfuge,
to claim superior status for his novel which actually fol~"

' 1owed the hateful formula stringently. ;'

| Self- conSCiousness, which Wilkie Collins had used to .
vplead the‘plauSibility of his narrative, was now being’

“used to distinguish one's novel from the morass of. the

L)

formulaic. in the QQD reference is made to other works of

.‘

,detective fiction in a very self ~conscidus way. One would

"assume that this. reminzjgjto the - reader of the existence

. of the genre would nec ssarily harm . the verisimilitude
ﬂ‘-‘

!

. ;attempted by the author of said work In postmodernist':;,

fiction, self consciouSness is used deliberately to

.highlight the fictionality of the work in which it ap—
pears. However, in detective fiction, a peculiar doublef
P\ ‘

,“.negative effect seems to occur. References to fictional

‘ works, and especially those within the- same genre, en~

i _r

:hance,.rather than deny the reality of the given nove1 In“

“much the same way as the play within the-play structure

:gives credence to the outer drama which frames the . inte—hd

‘rior 'fiction," references to fiction within detective’f‘

“Pnovels extend the distance between the acknowledged formu- T

f"laic genre and the particular example at hand. "If this.,w

i
', ,r o

wfﬁwere a detective plot, I should expect so—and—so to be the

'~ . . e "’
[ ' [ ' . . s
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murderer; but. . " ds a familiar utterance to mystery‘

readers. Statements such as these remlnd the reader force—

*_“ﬂfully of the formulalc and predlctable nature of the
genre,, but, in addltlon, they 1mply that the story that

-

houses them lS superlor to such conventions. The argument
is as conV1nc1ng as 1t 1s fallac1ous- detectlve novels

follow an obvxous and predictable formula, if this wereh
L)

such a novel,‘lt would not speak d;sdalnfully of its ilk;
therefore this is not such~a~novel.ﬁﬂume is no stranger,to‘
~ this ploy. -
' | "Puts one 1n mlnd of The ngygn_
- - worth Case, and all that sort of-
\\ - thing," - said Fellx, whose reading
was of the llghtest descrrptlon
(48) ‘

"Murdered in a cab, he said,;

“lighting a fresh cigarette, and~y L

blowing a ‘cloud of smoke. "A romance L.t
in real 1life, which: beats Mlss ‘ o N
‘Braddon hollow.} (56) o : : T

"Bqt do you anw anythxng of the
‘detedtive bu51ness?" SOmeone would“ '
ask. . \ T :
"Oh, dear yes,"” With an" a1ry wave .
of 'his hand; "I've read, Gaboriau,
you-know~ awfully qolly llfep
'tect1ves. (88)

» \
. .
)1‘ 0’ .
AN
~

* The key to a successful detectlve novel. Vhich Fergusbw
;”Hume (and countless wr1ters who have s1nce followed him)‘ﬂ
,md1SCovered, B€ems to be th18° follow the formula to the'
letter,.and deny d01ng 80 at&every turn. |
rU, Whlle Hume had foilowed Collins‘by concentrating on :

the persona of the law offlcer or. profe551ona1 as: detec-‘.‘

. " & [ . “'1‘ . 3 B -~
. _' ¥ . e e [ e . DI n i \‘ '
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Poe,and‘Gaboriau'for his models.

1

o7

. . ' Val ;o )
tive, Sir Arthur Conan Doyle turned back t6 Edgar Allan‘

33

-

As Ian Ousby states:

"Doyle's achievement was to create a stereotype  of the

/l‘

knowledged his debt to Poe,

many features of Poe s logical hero.

\

‘Now, in my opinion, Dupim was'a very

inferior fellow. That trick of his
of breaking in on his friends'
thoughts with an apropos remark
after a quarter of an hour's silence
is really. very showy and superfi-
cial. He had.some analytfcal genius,
no doubt; but he was by no means
such a phenomenon as Poe appeared to

imagine . (Vol. 1 24)

Al

private'detective as complete end as expressise of its
time as the earller stereotype of the police detective had
(136). Sherlock Holmes owes much to the Chevaller
Auguste Dupxn ‘who dislikes the sun, lives in seclusxgp,v
and astbunds his companlon/narrator thh his acts of
rationel deductxon Holmes, too,ls an eccentric.he is a
CQCaine addict, plays the violxn. is insufferably ar~
6bgant; demonstrates mlsogynxst1c tendenc1es, and indulges
fn elaborate disguises. In his memoirs, Conan Doyle ac-
but Holmesfhimself made clear

what he thought oﬁ the comparison in A Study in Sgﬁxlﬁ

" om

\

Sherlock Holmes may then be considered e'pafodi*of
Auguste‘Dupih, in the sense that Doyle recontextualrzed
He is similar in

order to qualify for the p081t1on of Great Detectlve, he
is different from his: predecessor in order to Justlfy his -
fexistence as a’ separate entity. He is a repetition with a;

difference (Hutcheon 37); ‘he is a reorganizatron of
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{

Dupin, to make himfpéreeptible‘again (Erlich 226); he 1s
Doyle's way of comlng to terms with the genius of his
predecessoré" (Kennedy 166) The above passage not only
demonstrates ,the previously diecussed disparagement of

similar fictién to enhance’the position 0f one's own;
< it also shows how thetgreat,detective of t&n oﬁee his
‘creation to the detectives who go before. .

The passage also highlights another feature often
found in, Fﬁ? make up of flctlonal detectives of the "great
detectlve mold””eccentr1c1tya As Conan Doyle s brother~
in-law, E. w. Hornung\?ereator of Raffles) once humorously
penned: "Though he might be more humble, there S no polxce.
iike Holmes" (Symons 85). Arrogance is not always a syno-
nym for,eccentricity, nor is it necessarily a prereqnisite
‘for a great detective. However, in'the etiqnette~filled
m1nef1eld of Victorian England, \where selfecongratulatlons
would be consldered an exercise in bad taste, arrogance in
'-the.demeanour of an otherwise respectable gentleman would
be the height‘of eccentricity. Eceentricitj'is a necessary,

] [

element for a great detectlve. An ordxnary 1ndividual

-

Vcannot move freely through all c1rc1es-bf soc1ety.x Anyone
who can (and a detectlve must) has to be seen to be unlike
other peOple, the greater h1s skxlls as a detective, the
greater nls eccentric1t1es. As a parodic element, eccen-
tricities can be'defined'ae exaggerations of;certain.feaf :

tﬁresﬁofjbehavior,‘and‘therefore'as parodies; or verbal

‘c?;ieatures,,bf”the great.detective. At the same time that
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the detective wrlter had to 1mpress the reader w1th the
plausrbillty of his fiction, ‘he had to underllne the
ultimate ihpossibility~of his hero. As‘readers, to accept
a fictlonal great detective as real, we must be convxnced
‘of'his _superhumanness," or 1ndeed his flctlonalxty. A .
'successful great detecbive must be a paradox of reality
and illuszon, a realxstically artzculated figment.: |
As, shown from Poe's determinat1on for ratxonalxty,
andyCollins insistence on a plausible explahation for the
éeneational,‘detective3fiction owes its,;hception to‘paro~
dy as "a lever of ‘literary change” (Erlich 165). The
'formula almost 1mmediately absorbed the devxce of . parody,
and authors used it to 'sxtuate their novels self-con-
sciously above those of thexrdpredecessors and competl—»
tots. Parody also 1nf11trated the persona of the great
detect&ve by moldlng eachpney character on those who had

'gone before, and exaggeratlng hls abxlitles and f01bles

alike to: emphasize his superhumanness.



' Chapter Two: o
. Deadlier than the Male '

. ‘ - ”

- 'In the last chapter, it was shown that many detective
novels refer to the art of the detective story within‘
their plots. This device is not used to detract from the
believability of the story (as it is in postmodernist fic-

.tiOn);‘instead it is intendedwto holster the"realism of
-the detective-plot.in question. References to reading
detective fiction help to create an 1nternal reality fOr

the narrative, because, as readers, we believe ourselves

to be detectives on the case, and reading detective fic-

-

tion has been oQur only training. This pronounced self-_
reflexive tendency can be found throughout the canon of
"detective fiction and 1s worthy of attention here because '
its 1mpetus ‘is parody. Another curious 'gharacteristic of
detective fiction 18 the seeming attraction it holds for

'.female writers. Ever Since Anna Katharine Green published

Ihg Lgaxgnxgxth case 1n 1878, women have figured among the

most famous and well- 1oved writers of the genre. ‘AS vell
v .

as subscribing to standard uses of parody already discus—

. \

sed, women detective writers demonstrate several parodic

”elements that seem indigenous to ‘the female of the
. \ —
: specxes._These elements include a move toward the celebra-[n

, tion of detective fiction demonstrated by the occasional'

lov1ng parody of previous writers; and the self-conscious

3
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‘inclusion of female detective writers and readers (self—u

parody) into the stable dr characters.‘ ‘

In much the same way that—Sherlock Holmes was shownb
1to be a parody of Auguste Dupin,‘all other great detec- .
iVes to follow may be considered parodies of Sherlockl

Holmes. Eccentricities abound within the personas of" theser

fiendishly clever men The first real difference that we

\
!

note about the great detective when penned by a woman is
that he is no longer the loner that Poe envxsaged and the
. hard-boiled cynic the Americans perfected ‘Women often
feature within the works of female detective writers, and
many great detectives have their partners, Dorothy L*‘.

Sayers Lord Peter Wimsey has Harriet, nargery Allingham

gave Albert Campion Lady Amanda,'and most mystery readers.-

are waiting for P. [L James to reintroduce Cordelia Grey
'yto Adam Dalgleish. | :
As well ‘as demonstrating a greater ratio of women
".within the works, a detailed study of the works of female
detective writers shows their female detectives becoming
more'and more’ self reflexive. This claim can be proven by
,an examination of three particular female characters
created by the acknowledged "Queen of Crime,f Agatha
Christie. Before 1 continue 1n this examination, however,“
a brief study of societal factors must take place in orderv
to explain the shift occurring in the parodic nature ofk
. detective fiction.f_ o 7 ; 'yﬁ . . o

The formula followed by female detective writers‘f
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\

'still includes the Self;COHSCIOUS mention of the genre of
detective fiction This self consciousness has evolved, y
h'however{'from the denigrating tone affected by Fergus*f
Hume, into ‘a lov1ng celebration of the genre. This change
.is linked to Cawelti s explanation of generic changes‘p
occurring in relation to soc1etal changes. Society had
changed its mind about detective fiction by the end of the
' First World ‘War. Many academics admitted to en)oying the
formula, ‘and. quite a few were writing them.‘Detectivef
‘f1Ct10n had been‘reclaimed from Wilkie Collins unknown.
public," and ‘was’ by thrs time the plaything of the cog—
noscenti,\Agatha Christie, along Wlth many of her peers,
lbelonged to. the Detection Club, which according tob
‘Dorothy Sayers, was and "is a private association of.
'writers of detectiv§ fiction in Great sritain, existing'
' chiefly for the purpose of: eating dinners together ato
;suitable intervals and talking illimitable shop EIhg~
' Elgg;;ng Adm;;al 2) Detective fiction had become legiti-
mate,'and, inStead of discarding the parody which had
vfyhelped to disclaim the nature of the formula, the formulaf

N

merely inverted the self consCiousness to acclafm thedd
‘particular narrative s membership within the genre. .'
| With this celebratory parodic inversion in mind; let
us examine ‘three female characters created by Agatharﬂ
"Christie. Miss uarple, Tuppence Beresford, and Ariadne,~
'vOIiver. One of Christie 5. most amiable and delightful*
;characters is Miss: Jane Marple, spinster lady from St{'

~

Cy ¥,
i
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Mary Mead. Miss Marple is an astute Judge of- human charac-
ter; haVing observed village life for many years. She
solves crimes by means of recontextualiZing\the cast of
characters into situations from her sleepy little Village;_

Scotland Yard learns not to dismiss the. observations of

1]

" this. particular old pussy.

' popence Beresford is at her most self- reflexive in‘

' the collection of short - stories entitled Partners in
Qrimg. In this collection, Christie used her characters
TOmmy "and Tuppence to parody other fictional detectives of"
her time. Poirot, her first detective, was a professional
and therefore could not s1nk to emulating others, while
Miss Marple was too much the delicate amateur - to indulge-
in mystery novels. Tommy and Tuppence Beresford, who had

a first appeared in Christie 5 second detective novel Thg;
Sggrg; Aﬁygxsaxy (1922), were the natural ChOlceS for the
purveyors of parody. They were first introduced‘as a young~
__couple who ineVitably found»the peace after the Great Warfv'

rather tedious in comparison ‘to the adventurous lives they'

)
‘ '

had each led during the war.‘They were ready to be con-
| scripted by the mysterious Mr. Carter into a'double life
<with the secret serVice. In 1929,, again thanks to Mr.
Carter, they reappeared masquerading as Blunt s Brilliant
Detectives‘ A detective agency is suspected as a drop for
, Russian spies, and Tommy and Tuppence are installed as Mrc |
Blunt and his secretary, Miss Robinson. As they await the 1,

Russians they solve all other cases (barring divorce) that

EXI
o
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come thelr way -
Tuppence, 1n partlcular, believes herself to be‘emi%"

nently sultable for the job. When he fhnsband'pofnts“out '
that she has "no expert knowledge whatever she self-

reflexlvely replles, "Well, I have read every detective»

novel that has been publzshed in the last ten years (14)
!
To liven thlngs up, Tuppence offers a special twenty—four

hour serv1ce (18) and Tommy dec1des to use a different

‘;method, as dlctated by hlS lxbrary of great detectives, on

1

‘éach . case.' R Ty .
' o a 14 ‘ e
"These .books are detective .
stories by. the leading - masters of '
the art. I intend to try‘dlfferent
g“styles, and compare results.”
"H'm," said Tuppence.| "I often
wonder ‘how these detectives would

‘have got on in real llfe. (21)

{ The Beresfords therefore have a ll.erary "dQuble life”
well as* a f10t10na1 one. In the1r im1tations of famous
literary detect1ves, they parody ‘ther flctional detec-'
tlves as they solve ‘each 1nd1v1dua1 case. In her autob10~
graphy, Mrs. Chrlstle desc es t book in this way. ;

_Each story here was wri ten in the
‘manner of some. particul, r detective -
of the time. Some of them by now I
cannot even recognize.’ I remember
Thornley Colton; -the blind detec-. - ¢
tive--Austin. Freeman, | of course;. :
Freeman Wills Croft wit ‘his wonder-
ful timetables; and inevitably Sher-
lock Holmes. It is interestingin.a
© way to 8ee who of the twelve detec-
tive story. ‘writers that I chose are,
'still well known--some are. household o
, names,. others -have. ore: or 1ess R
";“perished in ob11vion. 447) SRR

‘—a—\
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She may not have remembered all their names, but the other

writers she chose to parody include G. K. Chesteérton, Henry

“"C. Bailey, Alfred E.W. Mason, Isobel Ostrander, Valentine

e ﬁilliams, Baroness Orczy, Anthony Berkeley, and Edgar’
Wallace..She even 1nc1udes a' few digs at herself when
Tommy implores Tuppence to make use of her "little greyl
cells"(51) X la Hercule T01rot. |
Although Tommy and Tuppence are parodying other de~
tectives 1n~style, “and the cases they encounter are
reminiscent .of standard plots by other. writers, Ear;ngrs
in Qrime Stlll reads as a satisfying detective novel. The
oself consc10us use of method does not’ detract from the 0

reader'@ ability to 1dentify w1th the hero and herOine,

'instead 1t reinforces 1dentif1cation because Tommy and

Y Tuppence are Just like us-—readers of detective fiction.

Mrs. Christie s parody does more than make the.
,Beresfords believable characters, it reinforces the accep—_
1tance of those writers she did parody. Tommy and Tuppenceh
rely on the methods of fictional detectives to solve thefl
crimes they find themselves 1nvolved in. Their reliance on
" these methods, which work Just as well for them as they
4worked for the detectives tﬂé} cribbed the@ from seems to

'prove the authenticity and value of the methods used by.

’their fictional mentors.fTherefore, Rartners in Qrime

‘bolsters, rather than shatters, the reputations of theﬁ_‘”

fdetectives parodied.‘ln Linda nutcheon s words, MrSrrﬁfV"

'f“Christie s use bf parody seems to exemplify the definltlon-;h’i

v
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that implies “be51de rather than "counter and thus "sug-
gest[s] an accord or 1nt1macy instead of a contrast“ (32l
wlth the works parodied.

Ariadne Oliver,"Christie's‘female detectiye‘writer,
.1s a useful bridge between non- self conscious mysteries’
‘ané the highly self-reflexive works that were to follow
in that she seems to be the prototype for the character
which allows the author to .be .a player in "her own game;

Mrs Oliver, who appears in several of the POirot books,

,,usually stumbles upon mysteries that baffle her, accus—”
"tomed as she is to solving problems of her own devxsing‘

(1n, for example, M Girl, The Rale ﬂsu;ﬁe D_ead Man's
- Folly). She is a successfu‘li mystery writer,' and she can be 7
"‘seen as, a lighthearted self caricature of Agatha Christie.

! She shares secret habits with her creator/ such as eating
apples 1n the bathtub for 1nsp1ration, and secret fears
about the 1nab111ty to come up with yet another plot,zshe.
’1s also allowed to complain about mamy/of the duties she
}shares with her real life model.

"Ivm glad it's you. . . . It might , Co
have been anybody. 'Some gjlly woman..
~who wanted me to open a bazaar, or.
. « someoné wanting an interview-- @ ' \
asking me all those embarrassing.
questions which are always the same’
every time. What made .you first -
think of taking up writing? How many: -
_ books have.you. written?. How much
-money do you make? Etc, etc.”I never -
know: the answers to any. of them and
it ‘makes me look such a foolu' (Ihg

“J,'Bal.engrs.en) BRI | , ,
'Th qugh the persona of Mrs.,OIiver. urs. Christie is B

.‘\ .

.r
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allowed to enter into her own game.‘She Joins forces w1th
Poirot her favorite detective, and pits herself against
. R\

her own clever puzzles. In addition, through Mrs. Oliver,

she is- allowed to give voice, with impunity, to all her;

V—npersonal peeves concerning her profession. It - should be'

\

noted, however, hat Mrs. Oliver never ‘quite beats POirot7.

to the answer, although she is usually of invaluable aid.

‘, ot
A

Perhaps this was Christie s way’ of preening——the inference.

is that her plots were 8O clever that, had she not deVised

them, even she would not be able to solve them. Even if

i

'she does not solve the mysteries, Mrs Oliver 8 presence{

and aid prove that the reading and writing of mystery"n

novels can be the means by which analytical and deductive
TJ-. f
minds are forged The character of‘{ Mrs Oliver acts as an

/"
ladisrtisement for the benefits of.reading detective

fiction, and also as a Vindication for Christie s devoting;‘

her life to writing detective fiction. It might also be'

suggested by Mrs~ Oliver s inability to solve the -
mysteries that the focus of Mrs. Christie 5. works is in
the ingenious puzzles she sets rathergthan the solutions

to those puzzles. TN A o S

' Mrs. Christie developed a fine female detective in -

"‘;the persona of Miss Marple,‘in Egrtngxs in gximg she

I

foffered up a self-conscious female detective in the char—f

vE ‘- -

f.acter of Tuppence Beresford' with the creation “of Mrs.

g;ﬂAriadne Oliver, she went one steg further and created a
o g—
%
self-conscious female detective writer. This seems to be a

: * ' . . . . o
L o u - . . R .
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habit which various other female detective writens have

a

'.found enjoyable as well; the most famous practitioner of

this self reflexive tendency is Dorothy L. Sayers.

If it can be said that Agatha Christie enjoyed the

“puzzle element of her mysteries,_we can see that the

reverse applies to Dorothy L Sayers;: she cherishes her ,

solutions rather than her puzzles Critics of Dorothy L;.
Sayers have seen Barriet Vane, the Oxford-educated mystery ‘
writer, merely as a means-for Miss Sayers to make love,‘
vicariously, to her hero, Lord Peter (Symons 100) Onev‘

does not haVe to be terribly sympathetic to Sayers, how-,'

"ever, to see Harriet as much more . than a fictional surro— '

d'gate for the author. By creating Harriét, Sayers was‘

forced to build up the rather cardboard figure of d="~

vPeter into a character worthy of the full blooded charac—

‘ter he had fallen in love with H;\\iet s profession as ‘a

ystery writer qualifies her with an analytic, puzzle-“

‘.solVing mind——a necessary regu1rement for ‘a detectiver

Unlike Mrs. Oliver, Harriet usually manages to solve the

J :mysteries ‘she finds herself in (in, for instance, ﬂaxg ﬂig i

Qus:ass sa.uslx night nnsmsn_a Hsznﬁxmsmn), all the while -
bemoaning the' fact that real life is'not a bit like ‘tiay
mystery novels.:If we move back from a close-up discussiongbf
of plotting deVices, we also see Hatriet s presence opex:aei--‘~
ting as a parodic element, an element on a much higher*
literary plane than’the use made of Ariadne Oliver.}ﬁbf-‘

Harriet iS|a mystery writer.‘narriet is also a

g . ‘..‘.' I . ) 4 P
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‘character wiéhin a. mystery novel. Many of the inSights weq_
‘have about Lord ‘Peter come to us via Harriet. She is:
portrayed as a relatively equal partner to Lord Peter and
not merely as a Watson to. his Holmes. Therefore; Harriet s:'
ifunction Within the plot is not that of the naive reader’;
‘ that a real reader can feel superior to when bested by the,"-

master detective. Harriet possesses a certain amount ofg”

authority within the téxt,'while she cannot be considered.

the implied author of the text,, she may be a parodicﬁ;_

iinversion of Wayne Bootgﬁsimplied author, the implied}

-real author.i'Here is Booth's famous narrative diagram

o Real -Implied P(Narrator)-(Narratee)— Implied -Real
Author Author o . o Reader Reader

According to Booth (Ihﬁ Bhe&gxis of Ei&tign). the im-‘,\ ’.

plied author is nof'fh_“‘ear“author, but the lmpllCltu-'

“Wyoice behind the particular narrative. Seymour Chatmanw\

‘gives the example that ‘the implied duthors of ggngthgn‘7?'"‘

N Hildr lﬂhﬁph Andxexa and Amﬁllﬁ ??e all very different,lf;

‘and yet the real author of all thre works is Henryfy

J
i

| 'Fielding (148).

| Harriet ‘cag ot\ 'be t‘he implied author because she isa
R

EIN \

real charaquA” mpt\a disembodied VOice, and neither is
x\ y;\' -
‘she the narrator,«but Harriet represents the thoughts of

s

ot b, 3

',the real author, and\she also is allowed insights that the‘{

o greal author~might make which might not be accepted by the(

';reader from the implied author. As the "implied real




-
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{

Ve

C "many'things in‘commonlwith’her‘creator. Miss Sayers worked

'on a biography of Wilkié/CollinSi Harriet goes to the

A '

Bodleian Library to researth Sheridan LeFanu, another'
P | \early mystery writer (Qﬁndl Night). They both 1ove Lord

Peter, although obvxously not 1n the same way; and they

[

both write mystery nOVels. ﬂarriet, however, is‘not a“

"

Dante scﬁolar, and Miss Sayers was never accused of mur-
der. One ‘can presume that Harriet personifies Dorothy L,

Sayers the mystery Writer, but not the. complete Dorothy L.

A
L

Sayers..w o .i‘.'”uﬂ‘ J,H"“‘ oy
| with the creation of Harriet Vane, Miss Sayers has
managed to demohstrate visibly and invert (albeit, light—

heartedly) Booth s diagram of the narrative process.
'fi 1 'L, Harriet 1s a fictional author, but\not the fictional

author, in the way that, for 1nstance, Tristram Shandy is

i

, the fictional author. ' ‘H' }*?Hf

"’,‘ f',,ﬁ , If Miss Sayers was playing with the idea of implied‘.
.’ B . C ‘ . l . / .
~ wauthor, Martha Grimes 1s certainly playing with the im-

. -

3

. consc1ously plays w1th detective conventions in her no-
i . ' ooy .
3 vels. Grimes standard Characters include Superintendent,“
W '

Richard Jury of scotland Yard, Melrose Plant,‘a brilliantl
o k.and cultured arastocrat who has forsaken his title, andg
Melro»e ] hideous Aunt Agatha, 2, pushy American aunt-by—ﬂz

REAUES marriage who insists on being in on’ everything. Auntwm

. l
\,.v S

Agatha acts as a f01l to thefintellectual superiority ofphh

‘”*. Jury and Plant. All Aunt Agatha ever seems to do is- toﬂf‘
s £ R . Do : . .': ." K "‘\;: o X

*

plied reader. Grimes,'an Ameriqan professor of English,"



<3

"

,rhas invited them to

, S ‘ . ' .41
¢ ' ‘ ‘. L LN f""(?a&
annoy people and eat fairy cakes. She is positive that’ she
: /

. possesses an analytical mind and Will be a great detective

{n

'writer. She has never written a word, and likely never

will. She is constantly misreading clues, as well as

.
N

;ﬂbople. Aunt Agatha is ‘identified thh everything ‘that 'is

common and distasteful about formulaic lit%rature. Grimes

'has returned to .the parodic ploy of denigrating the genre

» :
as a. whole to carve a niche of plausxbility for one's own

narrative. We, as readers, despise Aunt Agatha, and B8O do

! u

the sympathetic characters,-Plant ‘and Jury. The' syllogism

fs, therefore. Aunt Agatha is crass, Just like pulp lit—;

‘-1 )

erature; Jury and‘Plant-despise this crassnesﬁ, as do.we,

therefore--a novel which aligns 1tself wrth Jury and Plant

cannot bé crass pulp 11terature Grimes, by making Aunt

Agatha the '1mplied real reader of . formula detective -

fiction,“has paid 'us the compliment of according us a

l

higher station; the implied reader of her fictiqn loo

gy
It 1s)1mperative not tp'confuse Aunt Agatha with\a

Watson—like character; she has no understanding of the

\

mysterious whatsoever. Grimes has aligned Aunt Agatha with

those readers of mystery novels who read for the story

.
N

alone: readers who refuse to engage in the game the writer
gbin. To Aunt Agatha, a mystery novel

is a diversion from reality, with a plot that leads the'

reader from beginning to end. If Aunt Agatha is a negative

. | o , . ~
down on ' Aunt Agatha s ilk. -~ ' o \\\\\ o

S

‘example, then Grimes ideak rsader must engage in: the‘
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puzzle which Grimes has set.
Y.

' Amanda Cross, the pseudonym of Caroline Heilbrun,

,‘another American scholar. provides the third example o£m~5

this triumVLrate of selfwreflexive characters. While she

includes no mystery writers within her plots, she goes one

v

‘step better——she 1ncorporates'scholars and 1nteliectualsh
trained "readers.” Her characters are brilliant; the in-

ference is that her  implied reader is likewise brilliant.

)

‘ N ‘ . . :
Examples, % he;\adept use of the self-conscious smoke:
screen can befo&nd in one of her early novels, The James

"Do you read mystery stories?“ -

- "Certainly," Kate said. "And" do
_Double-Crostics. It's either that, .
I've found, .or bridge, boats and
skiing.". -

"It is 1nteresting,“ Grace. said,

"how unlike life those stories real-

~ .ly are. Their whole point is that so

much happens. I don't mean those Ian

Fleming books. Even nice little .

-English mysteries, of what Auden E

calls the body in the vicarage type,

@ + they're so full of events. We have

: had a ‘murde., now, ‘but all we do, of

course, is talk about' it, and walk

down a road together, three odd

ladies in tennis shoes, to watch the

husband of the deceased milk some
‘cows.‘ (94~ 5) . CT

IConVersations like‘this'signai to the reader fhat} while

"real” mnrder might .not be as eventful as "fictional"

"murder. a thorough’ grounding in mystery novels is the best.

¢

training p0581ble to solve either.
Terms like "implied real. author and "impiigd real'

reader" are- necessary to explain the parodic way in~ which

- ‘»



these female detective writers and readers work to engage

.the reader in what amounts to a clever subterfuge. Thev

W

most asked questionoabout genre and formulaic fiction is,
’ “
- "Why do people keep reading it?" As Dennis Porter ex-

“plains, "the most readable novel is, in fact,.not only one

‘which derives from a familiar model but also one we' have

previously read” (99). In other words, the object, when.

reading detective 52ction, is not to fina a new ex~

perience,. but!to match the noved we are reading for inge—

nuity, style and fun against all others we have read This
.explanation may be true, but it is my belief that we |

resp0nd to/this playful'deSire only subconsciously. In

«

‘order to. rationalize our- deSire to. read yet another detec~

tive noVel there must\Bf something about the genre that

-;allows us .to deceive ourselves into belieVing that the_

r‘.

‘\next one will be different from all the rest that went

‘before. Female mystery writers seem-: to understand this

need and include within their plots the: selfeconSCious and.'

L}

parodic features that allow this complicitous deception to

oCCur. The inclusion of an implied real author, an

'implied real reader and an implied ideal reader allows‘

us, the real readers, to place ourselves within the con?

text of the novel and to acknowledge subliminally our

x

opponent (the real author) in a contest of wits.;

In this chapter I have shOWn that parody and self~
reflexivity flourish in the hands of female detective_'“

:fwriters.’Not only;do we' find the same forms of parody to

]



A
\
v

I \ : e ' ! i
create the great ?etectxve that we witness in the works of

male detectlve wr1ters, w1thin the works of many female

detective wrlters e also f1nd a straln of ‘pelf- reflexlve-

ness unequalled 1n the works of their male counterparts.

The role of female detectlve transmutes into self con-

b RN

 detective writer. Onc the character of the female detec—

-

ti§e<Writer appears, new triad is formed: the lmplied‘

real author,‘the impl ed’ real reader, and the implied‘

1deal reader. ‘The - connectlons are .o logxcal, and‘the
llnhs 50O strong, that it seems obvious that, through the
aegis of parody,lfemale' etective writers have' developed

their own strain of mystery figtion.:

" B

‘sclous feqﬂle deteqi:ve,:and then into self conscious‘

Ly
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. o w-" ! Chapter Three. , “S\\l',u e
S - The Hard-Boiled School o Lo

. The hard—boiled detective story is a distinctively

;American construct. Dashiell Hammett and Raymond Chandler
laid ‘the ground rules ﬁor this new inversion of .the formu—
la in the 19203. There are such obvious differences be—

"tween the hard boiled novel and its British cousin, the

classical detective mystery, that there is no ‘need to

',‘dwell at length upon their varied characteristics. In-

stead, I shall compare them in order to determine their

'jremaining Similarities. By examining the works of Hammétthf

Vo

Chandler,_and other significant authors in some detail, I

will arrive at my own answers to several questions.,what
‘Jprompted the hard boiled writers to depart from the - tradi—a
| {tional formula, whether or not their inquio; of gritty

_realiSm destroqs the formula“and, finally, how parody
'.works within the subgenre known as the hard bOiled school.

' The claSSical mystery formula, which has become par-t

ticularly associated with ‘the British, reguires several

“ ’

"fessential components, ‘the foremost being a great detec-“

tive. The detective is usually noble, often eccentric,
‘sometimes comic, frequently mysterious, but rarely fal-

"fliq1e. He is somehow beyond society,.and able to move

'\.freely among the various strata. He is occasionally joinedi LQJQ

‘»

’ 5by a slower-witted companion._g

On the surface, the hatd-boiled detective looks very o

N o o vl NI S \

s s_jis-j-




different from his classical forerunner. There is a seedi-.

ness attached to the character of the private investiga-

A

tor, and he 1s often shown to be tired, embittered and

[

fallible. However these different characteristics are used
for exactly the ‘same purpose as the aforementioned oppo—
site characteristics of the great detective.'rhe private
eyelis similar to the great detective in that he is beyond

society, and therefore able to move between the wealthy

and the ragged with’ eaSe. His attractiveness and manner

enable h1m to explore the world of the rich and mighty who

seem to be‘just as criminally inclined as their lower,

i

.class counterparts.The greatest superficial difference

between the characters of qhe priVate 1nvestigator and the

[ N,

- great detective actually accounts for their greatest simi— ﬂf

larity. o “,w%xw o ”iiﬁ, |
Classxcal mystery stories are'most ‘'often puzzle sto-

ries, 'in which the reader attempts to discover the truth

before the detective proclaims it in the lasf chapter. The ;

',solution of the murder always restores peace tp the 1and~

'

‘and the people of - the land are assumed to be basically

good.}This is the cruc1al difference betwéen the classical

detective story and the hard-boiled mystery. The solution,~

o 1n the". context of the American hard—boiled mystery, rarely [,l‘

brings harmony back to the land. The land’ is essentially
bad, and the detective is left to consider whether or not
his violent actions have been Justifiedrby the meager -

| results (Gregory 22). As the Continental Op says in"

Te
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'Dashiell Hammett 8 Bgd ﬂg;ygﬁt

o "This. damned. burg s getting to
» : me. If I don't get away soon I'11l be

: ‘ going blood-simple:like the natives.
R 'j There's been what? 'A dozen and a
“half murders’ since I ve been here.™
, (142)-'[m‘“ : C

\ : ! ' A
v" ¢ b * 0

k{At the COﬂClUSlon of his stay in ”Poisonville," tiie Op
‘reports to his client, Elihu Wilson,.that "you'llﬁhave'

your city back, all nice and clean and ready to go to the'

dogs again" (187) This concluSion, 1ike the concluSions

' Fof most hard- boiled detective novels, does little to reaf
store the peace in the land Many elements of the puzzle‘

are’ not tied up by’ the end of the narrative, yet it must

. l
. be’ stressed that hard boiled detective writers somehow'

feel the need to try to explain everything Within their

own narratives.‘A 1ogica1 ending,'while tenuous, remains,

part of the formula. “A . "". £ w‘ﬁ
v ‘ v | i ‘ . ¥,
Glenn w. Most makes another distinction between the

'two traditions by pointing out that while the standard
‘A .
plot Within British tradition "begins with the discovery‘

| of the crime," the American hard-bOiled novel begins.,

A .
oy

.*; ; not with a murder, but with ‘
"the client's" hiring the detective ‘in ,
gome far more. minor. ‘matter: ‘a . |
-'painting has 'been.. stolen,-a~O”‘
blackmailer .must'be foiled, a ‘runa- .
‘way teenager must be found. The
- ‘detective. begins to investigate-'and
" only then“do theé murders begin. The
detective relentlessly pursues his .
‘course on. a- path increasingly strewn.. '
'with :corpses until a truth is . un-_ . =
covered for which the'original as+'gh S
" signment . represented at 'best a mis-
"-understanding,atworstaploy. (347)

G R R .
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_In hard bOiled fiction one senses that the deteCtive-

'himself is culpable for starting the chain of events which ,.ﬂ

o

occur ‘in the novel This is, contrary to the sense one has
y

of the great detective entering to tidy up a rather messy'

-bUSiness However, for all their differences, the hard-‘

b011ed and traditional detective narratives are similar in
that there is a detective, he is "beyond" society, theren\
is at least one body, and there is a murderer to be - apprerf‘
-hended. \5v - "J, o A | o
; While there are. connections between the British mys—n
‘teries of the golden age and the hard bOiled mysteries.
from the United States, the two types are’ impossible toi
yconfuse The question then becomes one of rationale.:for
what, reason have hard bOiled detective stories drastically'
inverted S0° many aspects of the claSSical formula,‘and yet
remained essentially Similar? One can readir‘,see the

1

inverSions. from an infallible great detective toa falli-~

ble private eye, from rural serenity to urban jungle; from
I

lcalculated plotting to wholesale murder. It might be posf
 81ble to make the argument that this was a meaﬁs of -

‘-finding a distinctive American VOice within the formula,

, but one would then have to ignore the work of S S.§Van

i \

J‘Dine and Ellery Queen, American writers who, amon othets,”"

:fW1thin the genre 1s a desire for an infusion of social<§ﬁy

o realism. In "The Simple Art of Murder,' Raymond Chandlef;:fﬁ




wr1tes of the difference between the Br1t1sh and Amer1can

r

sensib111t1es<toward the genre. He‘uses-Dashlell Hammett
" as his example.‘. L

Hammett wrotevat first (and ,
almost to the end) for people with a'~ L.
L sharp,aggresslve attitude to life. - o
. .. "They were 'neot afraid of:.theé seamy
S side, of things; they lived there.
Co Violence-did not dismay them, it was
‘right down their street. Hammett
gave murder back to, the kind of’
. people that commit it 'for reasons,
o , npt just to ‘provide. a ‘corpse; and
' " with the means at, hand, not- hand- k6 - .~
o ‘wrought dueling. pistols, curare and ' o
tropical fish. He put. ‘these, people
down on paper as they were,.and te
made them talk and thlnk in the
‘language they customarily used for
“these purposes. (16) - e

e ) L ».gﬁl‘. v ~_35ﬁ“g'
“gStephen‘Marcus sees Hammett 5 urge to transform the
mformula as an attempt to dlrect the genre toward lltera—

\ y . N

‘ N ‘ .
‘ TtUre by 1nst1111ng it w1th soc1a1 reallsm. He descrlbes o

-

‘ ﬂ"' the Contznental Op 5’ typlcal Journey througB‘a case as
v" . X such.‘l o .’ ~ , _'; . . [N

L . he' soon, dlsCOVers.f. ' ‘that’
fﬁe reallty thatganyone 1nvolved
" will gwear to is, 'in fact, itself a’, -
- L . constryction, a fabrication, ‘a fic~- .
c2y s ot "tion, a faked.and alternate reality.
’ oo .0 == and that it has been gotten toge- :
- " 'ther before ‘he ever arrived on the '~
. ! scenew, And: ‘the. Oop's work is there-:
- fore to deconstruct,. decompose, de- .
. plot: and defictionalize that real!ﬁfj
~ty“:and to constxuct or reconstruct o

0.7 out of it a true fiction: that is an'
Do account of": what\ really happenedx~ e
B SR PR ¢ 1 C T R o T
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reality is revealed in an astounding reconstruction oh the

'part of the great detective, the hard-boiled focus is on

the process of evil depicted during the detective s’ quest“ L
rather than the solution of the crime. As’ Raymond

Chandler once said, "The ideal mystery was one you wouldn

—

'read if the end was mlSSlng (Gregory 24) It was a desire

to infuse realism into the formula which motivated Hammett f

and Chandler to equip the claSSical formula to survive in

the mean streets.“ They may haVe been attempting,‘as F.R.

"\

against the reality of death itself, stale death, reaching

:out to remind the living of its own moldering resting .

place” (148). R

t

However, while Jameson and Marcus show that the

‘ ‘intent of hard- b01led writers Iike Hammett and Chandler‘
o ‘was to raise the form from its pulp beginnings by infusing

it Wlth soc1a1 realism, not even Chandler himself attempts '

r

to. define the hard- bOiled detective novel as literature.

‘Chandler goes so far as. to say that: : :TV\'h L CH"‘

o v .". the good novel is not at.all’
the. same ‘kind of book as the bad’
. novel. ' It is about entirely daif- -
. ferent things. But the good detec- ' o
[ tive story. and the ‘bad detective ‘
_.story. are about exactly:the same yr}a
. .things," and they ‘dre about them. in
.~ very much the same way._PThe Simple S

. \ .
d A
"‘ (-

‘Art of Murder v 4) e e e AT

1 ‘

:-;v. . N 4 \

Furthermore,‘if this parodic inversion of the formula was‘

a. revolution of a stature that the Russian Formalists

ot F "./‘ .‘
PRI -

‘}, iJameson claims,."to bring us up short, Without warning,,;

‘1‘

. e
T



o ‘do w1th the source of that literary realism. To- prove

\

‘i;describe, the classical formula would have been exploded ;
' and«supplanted by hard bOi ed literature. Revolutionary

<‘parody subsumes its prey and creates a v01d to be filled

L 1

ﬂby a new form of literature. Instead of obliterating*
‘traditional detective fiction, hard boiled defective fic—

tion has continued to contain many of the formulaic quali~

ties of the claSSical mode, Instead of destroying the'
genre, hard boiled detective fiction ]Olned the family,

both formulae goexist within the superstructure of detec—i

‘tive fiction t) this day.LThe reason for ‘hard- boiled'_”

fiction s becoming an offshoot, rather than a successor
Vflies in the fact that the genre could subsume the gritty

.realism and turn it into another facet of the formula. The‘

A

adaptability of realism to the formula does not have so{'
W/

_much to do with the strength of the formula, as it has to'

-

“fthis, we must digress slightly in order to examine briefly' fﬂ

;)

,thswlarger American literary tradition.

Richard Chasev——whe conSiders the characteristic .

g,American novel to be a romance, defines and separates the

'V‘two categories of novel" .and romance in this way~”i

e e the main difference betweenﬂm' RS
‘the novel .and the romance'is in the '~ - =
way'in which they view: reality.The. N
‘novel ‘renders 'reality .closely and in- R

e comprehensive detail..‘.. By con- o

e . ‘trast;the- romance, ‘following dis-. .

. tantly the medieval-example, feels .- ,

- free ' to’ render reality in less,g?i

volume and. detail. It tends to. = ' .

refer action"to character. v.(lz-u,gs,;nug L

......



SRR SRR N s | -
Lo He then goes on specrfically to examrne what he calls the '
"Amerrcan romance ,‘3 ’ "_‘ L _h,'p
¥ , In Amerlcan romances it will not[.
oo e ,: matter much what 'class people ‘come o
. : from, and where the novelist would - R
‘arouse our interest-in a: character B ‘
by - explor1ng his origin, the
romancer" will probably do. so by
. enveloping. it in mystery. Characterf
*  itself becomes, " then, somewhat
‘ abstract and ideal, 80 much.so in
3 - ~ . some romances that it seem& to be .
L merely a'function of plot. The plot’
" -".we may expect to be highly colored.
N . Astonishing events may occur, and
e ‘ /;hese are likely to have a symbolic
e ' < 1deolog1cal,. rather 'than a'.:
e o realistic, plaue;bllity,.Being less
N o ‘ committed to the immediate rendition‘
R 7 of reality than: the noVel, the
' o : 5romance will more freely veer toward'
y mythic, allegor1ca1, and symbolist1c AR
forms. (13) L AP TTLRA

',]‘\

V:Chase could be deScr1b1ng the hard bo11ed detectrve novel

when heé ' speaks of the Amerrcan romance. The romance 3

8 J

b m',tradltlon can be found when Hammett s Sam Spade sets out‘

‘E}"h» to avenge the death'of hlS partner 1n Ihﬁ ﬂﬁl&ﬁﬁﬁ Eﬁlﬂﬂﬂ

‘,thlle Archer wasn t a particularly good partner, and Spade
was’ cuckoldlng h1m, the moral code dempnds that a hero do

O i"?‘,What a hero must do.f, ,

P

: , ‘ H
‘ . LA R '«
' '

Chase s argument becomes even more revealing for our

to P o . \ ' . —

‘M"aﬁpurposes when he examines the character of Natty Bumppo~dl’
‘ ;.flpt‘from Fenrmore Cooper s Lga;hgxg;ggking Ialgs He comments
| "~jon D. B. Lawrence s description of Natty. and determines

i%;fﬁ" that, 'The equivocal word in Lawrence s description of

Natty Bumppo 1s 'krller'" He points out the difference




Qbetween a villain and a romantic herﬁ\by saying that,

"Natty kills only out of nece351ty, and he kflls,'as it

‘”r‘.were, lovingly. His code does not: allow him to plunder,‘

' exploit, or. kill in hate“ (62). It is" this kind oﬁ 1ov1ng,

', \

'killer we witneSs in hard boiled detective fiction.‘Cor—.:
hrupt police might beat h1m to pulp‘before Marlowe would

fink on a friend 1n Ihﬁ LQBS.EQQQDXQ Ned Beaumoﬁt tries.‘:

everyway he can to protect his friend and boss Paulj

A

uMadvig, in mhg glagg xgy ‘even afterlMadvig has turned on'
:‘Qg‘hinu Private eyes live by this code which Natty Bumppo Set .
Wihfmotion, and they can recognize like values in other:
l‘people - sometimes, disconcertingly,,in the murderer. In '

‘Ihg Lﬁdx in th Lakg Marlowe and Patton (a straight cop)*

f.~watch alnurderer slir>out.of their hands- T f ;
s IRV T

"l“ B '“He - crossing ghe dam,"'I said.;j S e

. "Has 'Andy gdot'a gun?“‘-' .
"I don't figure he'd use .one ‘if

he had,"” Patton said’ calmly.“"Hng”?;karl
don t. know any reason.why he"u ‘S_H
should. . '\ | Lt

L el I'll be- damned, \J said.gw
L Patton sighed. "He hadn't: ought |
‘to. have given mé a break like. that,” :
- ' “he-said. "Had me cold. I got to give’ " .
N . it back to him.\Kind Yf ' puny too. . .
' .Won t. do him a lot of-.good.”: Lo e
"He's a killer," I said.

ikatton said.‘u e ST
‘ SRR R PR
e \,* "Guy . didn't ‘stop for the sentry.ﬂ‘"f ' |
N _jthe sergeant said, .. . "Orders are -
.to shoot 'in-a case like that,' ‘he. -,
- said, "The sentry shot.". He" pointed .
.. to the gfooves in' the shoulder at

“ffﬂ o ;ﬁlj the edge: of the drop. 'This is wheref- qimf

" he.went off."
L » ¥ hundred feet down in the canyon PO
Al ‘small.coupe was smashed- against~fquf“
‘Qmﬁ“;”:'jthe side of a huge granite boulder.il; L

' "He din't that kind of killer,,;“.ni‘j..é'



LIt was: almost upslde doWn, leaning a
_ lrttle.‘There ‘were three men. down:
there. They had: moyed the car enough

to lift something out. ., SR .

- Something that had’ been a man.
(215 217) R SRS
"A"lebM-“‘.

i

A \
.1 y

.‘»The bltterness that Phllip Marlowe shows for all the’

/

‘wastgd/llves he encounters 1s more than a mere obbllgato

hllne runnlng above the harmonies of the narrative.This

!

bltterness 1s the theme which underlxes all hard boiled .

W
’

detective novels. It 1s as Af the romantlc melody of |

s
vy 0 f\»

Amerlcan flctlon has been transposed 1nto A mlnor key The

\prAVate eye: is not only the wayward son of the great

A‘detectlve, he 1s also the d151l1u81oned grandson of Natty

:Bumppo and Huck ‘Finn.

Rlchard Chase sees Cooper 5. mmmm Tales as’

‘the flrst proof of Tocquevxlle s, 1dea that although the
(Qir.f

Uabstractness and generallty of the dé%ocratlc 1mag1nat10n,

would make unavallable some of the trad1t10na1 sources of

- flctlon, thls abstra tness would 1n itself be a new sourcef

A

of mythlc 1deal1ty (IS). Deerslayer was the archetypal

.Amerlcan hero, and the hard bo1led r1ters molded part of

1

jthelr self su£f1c1ent loner heroes n Cooper 8 brave .new

K

4man.~§owever,\as Phlllp Durham and George Grella polnt

fout, there is someth1ng of the. ch valric hero in ‘the

"jprlvate eye as well.\Marlowe was ac owledged by Chandler :

l

as'an anagram of Mallory. and othe names ‘and titlé% in

. -
AN B
’ -

'\fjjthe Chandler canon 901nt back to th' Arthurian legends;‘z

,4,:”Helen Grayle{ Orfamay Quest, Ihg ngy in thg Inka Grellaighﬁ



I8 1

sees ch1valric romance as' the blueprint for the hero,

"narrative structure and moral judgement" of the hard—

boiled novel (113) As he,says, of Chandler s Ihg B;g
! O
. "Marlowe, "the shop-soiled Galahad"
e (The High Window, ch..xxviii), does
| in fact become the knight of the . -
novel. Hired by the incredibly old,
incredibly feeble General Sternwood,; .
an impotent Fisher King, to save his =
daughter from the Gorgon of
blackmail, Marlowe finds the beauti-
ful, depraved girl naked, and saves
her, only to discover she is a mur— .
deress, the Loathly Lady instead of
the fair damsel, the Dark Sister of
romance. The detective reali "It
wasn't a game for knlghts" ( B;g
, Sleep, ch.xxiv). His quest is ironic
R since the hidden truth he discovers '
is a source of further evil..(114)

The character of the private eye[}by becomlng an

ironic inversion of ‘the knxght vho' is pure and brave, 1s'

'seen to "be a parody of th the Arthurlan tradltion and

the romantlc assumption t at ev1l can be vanqulshed. ' The

hard =bojled hero shares many characterxstzqs~w1th both the -

v

knights of old and his early Amer1can predecessors Per-

i

‘haps Raymond Chandler came up with the best descrlptlon,

‘to date, of the hard-bomled hero when he sé1d.
. . . down these mean streets a ‘man .
must go who is not himself mean, who ' :
is neither tarnished nor afraid. The’
- detective in this kind of story must

be such a man. He is the hero, he is . ‘:q o
everything. He: muét be:a complete O
man and a ¢ommon m. and yet -an ‘'

unusual man. He mubst be, to use a
rather weathered phrase, .a man of
. honour, by instinct, by inevitabili- °
¢ 7 ty, w;thout thought of it, and cer-

- .‘/
hY

/)



‘Angels is run by the underworld (Grella, 116).

tainly without saying it. He must be -
."the best man in his world and a good b e

enough man for any world, (" The -
"Simple Art of Murder", 333)

. .
t . !

‘The private eye, then, is both the heroic loner and the

modern knight errant searching for the elusive grail of
truth and Justice. However,‘unlike the earlier possibili—
ties as penned by'Twain and Cooper, the American hero can
no longer "light out . for the territories.“ There is no

more frontier. It lS no accxdent that the novels of

"Hammett, Chandler and Ross Macdonald all take place in the

state of California, the’ furthermost western state in - the
Union. The frontier has been subdiVided, the idyllic holy
wood has become the corrupt Hollywood, and the City of

It is because of this inherited baggage of the
romantic tradition that the hard -boiled detective novel
cannot break the patterns of the classxcal detective

formula by infusing them with realism‘ Instead of social

realism, the combination of detective puzzle and romantic -

quest comes closer to allegory. Because'the realism
inserted cannot undermine the formula, the formula instead
absorbs the insertion~39 social realism. Realism. instead

of subverting the forrula (which Jameson implied was

Chandler s 1ntention),t becomes part of the requirements

»M of hard boiled detective fiction° a new element of social

consc1ousness must be inserted into the tradition, in. the

same way that the creation of a new great detective re-

-\

-

\



-quirés some form of inversion on‘thelmodels already in -

\

existence.
‘ It is thus pOSSlble to see new and different inser~
tions of social realism into ‘the standard hard boiled
theme, not as revolutionary attacks on' the old structure,
but as necessary elements of the old structure. In this
'way, one must‘read each new inversion as a capitulation to
thelformula, not a siege against the tradition.Three of
the most innovative inverSions on the hard- boiled theme
are by Sue Grafton, Ted Wood and Howard Engel By exami-
ning each sp€c1fic inversion that these writers employ. If
can determine to what extent each author succeeds 'in
;creating a new niche within the tradition by complying
with the need for an inc1u51on of a particular social
statement. | |
- Sue Grafton s novels (B is fgx Alibi and ﬁ is for
Burglar) are set in California and involve a first-person
,narrative by a private investigator. In'these chOices, "she
“has set herself up as following the Hammett/Chandler
tradition.fnrafton s principle addition to the pattern is
that her private eye, Kinsey Milhone, is a woman.‘
 .Milhone 5. sex helps to point out various elements of the
“?genre. She shares" many characteristics with her‘male pre-f
' ,decessors- she is a loner, twice-divorced, was with ‘the
.police force, has killed, believes in people, and is often
‘5disappointed in them. The. continuation of these traits

emphasizes the fact that these traits thigfelves (those of

Ay
t

"



the . knig t errant) are somehow‘necessary to the make-up of
the priva e investigator.

Grafton udes other standard elements of tradi—

tional detective fare in her novels; in particular she
pays homage to the puzzle element of the Cl&BBlC&lu
formula By making her detecthe 8 landlord a creator of
crossword puzzles, she not only pays ipservice to the
puzzle element of the genre, but also a[

tribute to other self-conscious writers.“

‘ "I know ‘the guy who writes those
puzzles, I said. "He's my
 landlord." "

His eyebrows shot up.~"This,guy
1ives in town heére? He's a-whizl He'
drives me up the wall with these -
thing Look at this one.
Eightee th-Century Novelists and he -
includes all their books and their -
characters and everything. I had to = R
go read Henry Fielding and Laurence . L
Sterné and people I never even heard
about just to get through the

+ thing." (B is fox Burglar, p-125)
By mentioning Sterne and Fielding w1th1n her narrative,j

Grafton is, by 1mplication, attempting to legitimize ‘her

-own work. ' ' _ .
| Although Grafton extends the scope of hard boiled :
detective fiction by making her private eye female, she
| has not deviated from the pattern of the American formula{_
‘It might seem, to the ordered mind, that an inversion of ‘,t
formula that is already an inversion of another formula.;'
“would take us back to the original plan, but this is not;:
rthe case.In order for an inv)ysion to work effectively,njf

\4

A

tfully includes a '



it cannot completely destroy the structure which 1t in—

'”'verts.‘ n other wprds, ‘only one or two pieces of the

rn can be changed within any one inversion. There—

fore, Sue Grafton 8 female private eye does not create a

§

new eubgenre, Kinsey Milhone is, in effect, merely the

element of social realism which the formula requires.,

In the same manner as Grafton, Ted Wood shifts his‘,.

hard boiled hero from the "mean streets” to a pastoraly

i

Betting, the eby not creatin a new tradition so much as’
5 g

’

:maintaining the. inherited mandate of soc1al realism. In

the novels Dgad in Lthe Ha.tgr hur_d_ex on Ls:g and Live

Bai; Ted Wood s detective hero is once again a man, butﬂ‘

" he has been transplanted from the mean streets"'to a

rural village. Reid Bennett,‘an exJMarine,‘ex—Metro ?

l

"Toronto policeman, is Chief ‘of Police in Murphy ] Harbour,
Lla,sleepy village which doubles its population in the‘1
summer months. By changing the traditional locale, and‘
superimposing urban violence onto a rural setting, wOod

explores and deflates the common yth that evil exists on

.ra diet of concrete and glas ,,V,“

Chief Bennett is still‘a 1oner,‘and the plots in_

'which he exists contain Ehe familiar thread of one- man-“‘

fagainst the world common’ to the hard boiled school. By;‘ﬂ

| placing evil in the garden, however, Ted WOod_has taken
7l'the hard-boiled detective novel one step further along its

4:b1eak path.He has withdrawn the chance of asylum in the’*‘

same way that Hammett and Chandler relieved their readers'~ff¢f

e L
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of a frontier by placxng their tales of corruptions as far.

west as they p0581bly could. Wood has extended, rather

i

'than completely 1nverted “the. formula of the hard boiled-

' detective. He has replaced -the concept of the urban jungle ‘

with that of the universal jungleuilﬁ

i

Howard Engel may someday be known as the father of.;%~

\

the; soft bdiled detective novel.. Bis hero,‘Benny,w“‘

LY

Cooperman, operates in Grantham, Ontario. Benny grew up .

Jewish in a small town,‘w1th these two character featuresp,n'

Engel has effectively hamstrung him as a shadow of anyfﬁ

‘ kind. Wherever he goes, people either know him by name, N

' I

dvreputation,'or family connection. Half the town went to . :

[N

school with him, the- other half watched him grow up. Benny’;'a

Vv
'

is also blessed w1th an" atypical JeWish mother, she has noﬁ"

.time for him, doesn t really care what he does, and limits

'

him to one home—cooked meal a week..

Engel does not focus on Jewishness merely for the-

'JOke 1t will create. Instead _he: is 1nverting the role of__f

'the detective to 1ts most logical extreme.-While thef\

-

' ! q

' private eye must be self- sufficient to succeed, Benny is :f’

Y 1

grounded in'a community. This inversion does not mean,,.

N

jﬁ however, that the deteétive is no longer a loner; instead,ﬂ
lﬁ it comments on the concept of community. Benny does solve

crimes. Being a competent private eye places Benny in the'"'f

tradition of loners who find their roots in Poe PER

Chevalier Dupin. Technically, Benny does work alone andu;jr

ot

live alone, but his separation from the community is notﬂ[

BN ' 27 . b B L e
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.'-complete.‘Herstillitries‘to‘eat kosher, andvis‘COntinuallYHd'
lhaVing to“report the comings and goings of his family tofr
the people he attempts to interview. The inference that we“
‘are alone, even when rfsiuing in a tightly—knit community,l
'is the infusion of realism that Engel seems to ‘be high-

T‘QIighting. Vﬂ'i“ L ’: h“:/ | ” ' L
R ‘Engel plays with many of the same parodic conventions~

‘witnessed in previous works. Benny belittles the fictional.
”'efforts of literary detéctives in order to authenticate‘

his own actions.~ ’»

_ "Good - morning.'tI returned the. ////i .
g greeting ‘and tried to find evidence. BRI
. of Pete’s state of mind in his: face. ...
~ '+ " . He looked like he hadn't been up all TR :
AR 'nlght. He hadn't cut hinself sha—n, e
o . .ving, -and his breakfast wasn't - .. 7 o -
4.~ drying on his tie:'I asked him what - :

~ .0 was on his mind. I.always did that'
when the Holmesian stuff didn't pay - -~ . . |
'off (A Qi&x Qillﬁd lnlx 32) o S

T;Engel also plays w1th the convention of the 1mplied author
| ‘finéknovel wayu In’ his latest book, A Q;;x Qallgﬂ anlx‘
vf:fBenny discusses ‘various: odd but lovable characters who are
i'part of the local colour of Grantham. Among them is~f
'_someone he refers €o. as 'The Mad Scribbler"-.f

[ v

'He hasn t been around for~“

r} awhile.< : .
e “, .."What are’ ou talking about? He . .
o eats in the, nited at least three SRR ‘»'ﬁz‘-

times a week.": ' S
o o"still ate his'great work?“ i L T
;f“ 'Sure.! T 'sdid, ‘“he must have ..~ . ... e
' covered a ton of paper: by this. time,u DTS o
~'And .y6u' know how he writes: on’ the ' . oo it
~lines, between the lines, down:the "~ .. -7 " SN
pagey diagonally, and always in a ':_f SR T

”"‘,'. . PRI B R . P Vo . - . IR
e Yo e - . '." L "‘4". : o e Lo
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. 1ndeed part of the scenery, and was played by Engel him-

, . |
'great”frenzyt“ (852

In 1986, Engel s first Benny Cooperman novel, The . SQigidg

i

' -angigggg,'was filmed for television. The Mad Scribbler was“"

' : {

x'self What might have seemed local colour to the unini-

tiated watching the telev181on show was actually an in-'

tertextual (1ntermedia?) link’commenting on truth and

fiction. While we, as readers/v1ewers, know that Engel .

"ﬁerQe the Benny Cooperman novels, which are. fictions,‘S '

Engel playing the Mad 5cribbler adds a dimension of reali—:
ty to Benny. Engel enters the same plane of reality-as >
Benny, and, because we know that Engel is real,sBenny
becomes more palpable as a result of his connection to
Engel._Benny becomes more than a first-person fiction,_he

1s actually a. construct of the Mad Scribbler who sits in

the United Cigar Store and furiously monitors Benny s‘-

‘ every move. By entering the fiction as the Mad Scribb

Engel adds his own reality to the world of the fiction. As/i>

"well as 1nfus1ng an element of soc1a1 realism into the

hard-b011ed tradition by creating a loner within a cOmmu-
nity, Engel’has added another element of realism by
building into the novels.the construct of an eyewitness.

) As we have seen, the inversions which occur in hard-.‘
b011ed detective fiction, whether they pertain to;

feminism, the loss of asylum, or the incorporation of the}_f

detective into the cpmmunity, are all absorbed within the

....

S
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‘”infusion of reality which Hammett and Chandler attempted

to instill into the genre became, almost immediately, part

'Jof the formula. This was possible for two main reasons-

N

‘the mode of the romance that the American version of

realism created a form of allegory rather than authentic1—

'

fty,pand the formula,,based as it is on self—conscious and

Vv

parodistic elements was stronger than the. elements of

realism 1ntroduced to 1t. In a sense, while Hammett.and

—AJ‘Chandler attempted to create a new form by mixing realism

winto the format of the detective novel. they 1nstead

‘ managed to innoculate the formula against the disease of

literature. Hard boiled detective fiction is respon31b1e

Mpfor.the conscription_of social realism 1nto the genre.g

:the American literary tradition was so thoroughly set in}

Q
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L f. f Chapter Pour. L
The Anti—Detectives

_ In the prev1ous chapters, I“ekamined:elémentsdofﬁj
'tparody that can Pe found w1th1n the genre of detective f
'fiction. In, t e, last chapter 1n particular,,I examined how f
:'parodic 1nvers%pns wotk to create new sub genres withinl e
“the formula.iIn thls chapter, I shall do some inversions
of my own, and examine how the genre of detective fiction' 7
itself is used as' a parodic element by postmodernist |
’awriters - | | |

,,.l

Linda Hutcheon,bwhen discussing the postmodernist
;"rationale for.internalizing the structures of detective ‘{
‘fiction, cites the three main elements of detective‘
“fiction whlch appeal to the postmodernfst sen81bilities ’Av
;*as "the self—consc1ousness of the form 1tself, 1ts strong
.‘conventions,_and the 1mportant textual fu‘ction of the S

hermeneutic act of reading ©71).

‘,We have already seen how detective writers refer to fic-
ftion,'and particularly detective fiction, withrn theirl'
ttexts to 1nstill a sense of verisimilitude in their own

B work.,The strong conventlons of the genre are what Dennis

':f Porter uses to claim»that the detective novel can be seen‘

. .as a paradigm of Barthes readable text" (83) The reader fgﬂ

" s able to refamiliarize the mysterious and the puzzling

‘"1ﬁﬁbecause "the reader of~aﬁdetective novel. ;l carries in




-his head the model of which -the WOrk 1n nand is an exam= .

‘f ple"' (91) Because the classical puzzle mysteries essen-,.
5

tially invite the reader to participate in the solvxng of“~‘

-
g

the mystery before the detective can, the reader shares”

the role of detective in the same way that ‘the detective i"

-canvbe seen Qﬁ the most gifted of readers. h'f ;
LM .
Hutcheon sees the postmodernists' use of detective

patterns as a “defamiliariZing technique,'a tool to p01nt
f out the chaos and illogicality that is; real life. While
Hutcheon 1s clear and concxse 1n her determination of why

postmodernist writers delight in 1nvert1ng detective pat~

terns 1n their novels, she 1s concerned only wi ‘the///\\

A effects that are wrought on postmodernist works. Ifhave

‘ been examining how parody works within the context of

.

detective fictlon, however, and therefore the focus of

this chapter w111 be to discover whether or ‘not the

v' . t

L postmodernist anti—detective novel 1s an exp101tation of\.'

the formula, or an: 1nnovative new plateau of the genre”

“ o
ot

rltSElf. e J:[ ¢V3‘ . o -

'. In.Ihg nggmgd,ngtggtiyg (1984), Stefano Tani arguesi‘
that the anti detective novel is an exp101tation,of them”
detective novela He explains how inverted detectrVe fic-\'”

tion is used by the postmodernist8°"~g C “\;j‘u '[f\ o
S K The detectiVe nOVGI, a reassuringly‘, ‘ A
. '.. 7 "low" genre that 'is ‘supposed.to ’

e wr~yxmplease'vhe reader, ‘thus. becomes the

.Y ‘ideal medium ‘of postmodernism in its.

! wginverted form, the ‘anti-detective ,
St novely which: frustrates the expecta-= . :
e s o kions. of ‘the: reader,” transforms a = . .70
SRR R '\”Hmass-media genre into a sophisti- LA




cated. expression of avant-garde sen-—
dsibility, and substitutes for the
y detective. as central ‘and ordering.

o character the decentering and chao-

‘tic admission of mystery, of 'non-
" solution. (40) : o

Through Tani s exploration of various anti~detective texts

' .
yhich he has 1abelled innovative, deconstructive ‘and meta—v

"J”Fictional, he determines that today, "a contemporary‘i

v

literary detective novel is almost necessarily an anti-‘
~detective novel, espe01a11y if its author is aware of his
place in the postmodernrggend" (74) He sees anti detec—

tive fiction as an 1nver51on of Poe’ S\origindl efforts to

'codify the irfattonal (150)

Tana va01llates when it comes to determining the

question of 1nnovation as. opposed to exploitation. In one’

sense, he determines that the postmodernists have ex4

i

p101ted the genre, and thus effectively killed i%ﬁ when hehd

'calls on the inver51on arguments of Tynjanov (36) to”

' éxplain the evolution of anti-detective fiction,'on the

other hand, he attempts to see it as a separate genre, K

L. e s 31nce the detective story as a

' genre has. evolved into: a tightly
‘structured system of rules obeyed by
professional writers exclusively
devoted to. detective fiction, it
seenis most reasonable to view the

- —anti- -detective novel not as a con- ' -

. tinuation® of 'the genre but as a

: transgression of 'it, or as a muta- .

- .tioni A nev use. of old. techniques,

.’ .can lead not only:'to a renewal of a e

- '.genre. but ‘also to. ‘the constitution“_, Co e

", .of ‘another genre,-or,.as I. ‘think: the

.| “casé is here; to-a: phenomenon ‘that-
?"st111 maintains visible connectionsg;{“ ‘




s ' W1TN TNEe JderteCllVvVE IUVTL (\LUT alec
' rary and intellectual anti-detective

novel 'is mainly in the stream of the
rational Poesque and British tradi-
tion'even though it offers no solu-
tion) but has a- basxcally new
meaning.‘(40 41) .

Michael Holquist,‘in'his;influential articleif

’"Whodunit and Other Questions. Metaphysxcal Detective

’Stories 1n Postwar Fiction, maintains that what the'

structural and philosophical presupp051%}ons of‘myth and.

.‘depth psychology were to modernism (Mann, Joyce, Woolf,w'

and 50 forth), ‘the detective story is td postmodernism

“(Robbe-Grlllet, Borges, Nabokov, and so on)"‘(150) HlS":

. argument .is. that an. 1ntegration of kltsch and serious arthg

’

.can’ be seen as equéi_to the modernists desire to rein—‘
“tegrate myth 1nto twentieth century sen51bllities.~ﬂe‘
"describes detective flction as . ‘an escape from llteraturem
itself and that 1s the glamour which 1t holds for post-’
‘modernists w1sh1ng to undermine the complacency w1th whichf,

0
shto,

‘-‘literature has come to be. viewed. It is not 1mperat1ve to‘?

1

3 our argument to agree or disagree w1th Ho&quist 5 de—r

VVtermination of the genre as kitsch; Holquist s 1nterpreta—

tion is useful in that it propqses a reasonable answer to.

ythe question of how postmodernists view detective«fictionﬂ'

,and their subsequent uses of the genre.na

.;n art there is always the potential“ K

.ffor reduction to kitsch, especially; '

- in‘an-‘age in: which we possess the. .
“technology 'to. print the Mona Lisa on:

. bath towels. That. is unfortunate, . .-
~but not the.cause for alarm it isso” ., 7
‘Goften felt to be. If we really be—s Lo
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faith in its capacity to survxve'
even such indignities. And one .of
the ways that art does survive is by
going on the counterattack, exploi—s !
ting kitsch for new effects of which

" kitsch in. its complacency, ‘its urge
to reassure, was itself .unaware.
That is the lesson of the metaphysi-

cal detective story in our own time. -
(173) ‘

. A . .

From their'argumentsvwe}can dedUCe‘that both‘HolgUist
and Tani see postmodernist ant1~detect1ve novels ex—
l ploltlng classlcal detectlve flctlon, but wheregs manl
sees this exploltat1on as 'the ultimate death of detectlve
flctlon, Holqulst is willing to aLlow~detective fiction to
continue in the realy of kltséh‘which he helieves it never
rose above. .To d!tQ\hane my ‘own ' pOSltlon[ it wrll be.
helpful to examine two acknowledged postmodernlst works

which use detective f1ct10n for their own partlcular pur—

poses: Umberto Eco S Ihg NQme gf the ngg, and Tom
Berger s Who' 1§ Igddx !lllﬁﬂgiﬁi Each work explolts the
genre in a d1fferent way. Eco follows the claSﬁlcal golden
-‘age formula. and Berger gambols in the realm of the hard-
boiled novel. Because of their approaches to the two main
curfents of,the‘genre, these two novels serve as the’
paradigm‘of.the postmodernists effects on the. detective ;

AN

‘genre. &

;
Umberto Eco s novel Ihg uam_e _Q_f ;h_e B_Qg_g has all the

‘earmarks of a postmodernlst novels intertextuality, self—~ \

1aware concentration on the booklshness of the world it
e

'*creates, encycloPaedical list84~emphasis on the chaos and

LR VPSTE
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illogicality of the world without,\a\chinesebox structure
of narrators, subversion of suspense, and a. concentration
on abstract philosophical issues and semiotic structures.
It also uses and attempts to subvert the'conventions of
the detective novel, a favorite postmodernist activity as

\

we ‘have been informed.

, f} ;

In “Reflections on The Name gﬁ the Rose™ Umberto Eco

1nsists that the idea for the novel came about because he

"felt like poisoLing a monk“ (9) Later in the same ar-

ticle, he describes his rationale for the "detective meta~

t

.physic” employed in his novel:

I believe people like thrillers not
because there ape corpses or because °
there is a finall ¢elebratory triumph

of order (intéllectual, social, ]
legal and moral) over the disorder
of evil. The fact is that the crime
novel represents a kind, of
conjecture, pure and 51mp1e. (14)

It WOuld-seem from his expianatibn;that ECo' chose the
genre of detective fictio;\because of its inherent popula-
"Ilty. It is strange, then, that Eco and many other critics
~and. sophisticated readers sere surpgised when Ihg namg of
Lhe Bgsg bec‘af a bestseller. Postmodernists have become
'Hrcclimatized to. if they do not- actually cherish, the

realization that the general reading public will not he-

,'\;‘tald the.ayant garde. Eco, in the subsequent above men-

“tioned article, hypothesizes several reasons why the 'in-
"genuous,reader was s0 taken Wlth the book. The narrator

was young and naive (12), the detective metaphysic de-

L]
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ceiveslthe reader until the end of the text (14), and "the
ingenuous reader entered into direct'contact, beyond any
‘mediation of content, with the‘fact that it-is‘imposeible
for there to be a story" (15). What Eco does not seem to
take into coneideration, when trying to explein his vast
:and §3ried audience, is that meny of the conVentions which

'he»considers defamiliarizing and metafictional act quite
contrarily when'used in tandem with the detective meta-

’

' phyeic, as he call's it. We have seen in previous chapters‘
that detective fiction isj; genre of.eelf-awarenees, hut
that the self-awareness of detective fiction‘does not jolt,

| the reader .from his complacency so much as involve him in
a time- honoured conspiracy to accept the given text as.
divorced from and superior to' the encompassing formula.

+Eco was not fooling ingenuous readers into imagining a
formula; he was unintentionally signalling to the inoe-
nious, trained detectite reader a familiar message to
snspend disbelief in the selfsame formula.

Just as Plant, Campion, Poirot, Wimsey, Cuffland
Holmes assimilate and send up their predecessors, William-
of Baskerville is dreated in the accepteble manner of the
great detective: a little of ell the rest, and an ad-

) ditionel'eccentricity or two. Adso describes his lifestyle-
w1th William as an irregular one: "even at the abbey Qe
remained up at night and collapsed wearily during the
day" (9)."This description is evocative of Auguste 5upin,

'Poe s detective who never went out in daylight hours. When\‘,
. ‘ Py '

-



%illiam is first described, there are remarkable reso-

.nances of the first description Watson gives of Sherlock

5
Holmes.

',Brother William 8 physical appear-
ance was at that time such as to
attract the attention of the most
inattentivé observer. 'His height
surpassed that of a normal man and
he was so thin that he seemed still
taller. His eyes were sharp and
penetrating; his thin and slightly
beaky nose gave his countenance the

- ‘expression of a man on the lookout,
save in certain moments of slug-
3)ishness. . - (The Name of the Rose

His very person and appearance were
such as to strike the attention of
the most casual observer. In height
he was' rather over six feet, and so |
. excessively lean that he seemed to
be considerably taller. His eyes
were sharp and piercing, save during
"those interval of torpor to which I
have alluded; and his thin hawk-like
nose gave his whole expression an
air of alertness and.decision. (A

study in Scarlet 20)
William proveﬁ himself even more Holmesian when he speaks
to the'cellarerrwho is.searching for the abbot's horse,
Brunel&us. William informs him of ‘the horse's whereabouts
.(and even reﬂers to the horse by name), although he admits
he has never seen the horse. It 18 no accident that one is

made to thinklof-nolmes' famous introductory line to

‘Watson. "You have been in Afghanistan, I perceive”

(18). Allusiqns are foind to the predilections of both"

nCollins' Sergeant Cuff (roses) and Christie s Hercule

———
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Poirot (vegetable marrows), when Adso informs us that

g Wiilian "would spend the whole day walking in the vegetat

ble garden (10)

As we have already seen, this patchwork method of

'creating a great detective is not a postmodernistic novel-
‘ty.to the informed detective reader, but a conventional
method of simultaneously.conforming to and breaking out of
'the formulaic mold. Likewise, the detective reader who has
. grown accustomed to Lord Peter "Wimsey's continual quota-

tions and Philo Vance's dilletantish knowledge will not be

thrown off‘balancetby'discussions of private language
(120), semiptics_(48), or histories of medicinal herbs
(72) . -

Furthermore, Eco is not the innovator he claims to be

~when he states that his novel continues.to deceive the

1ngenuous~reader until the end, so the ingenuous reader
may not even realize that this is a mystery in which very

little is discovered and the detective is defeated." We

,L

need only look at E. C Bentley's famous I;gn;_a Last Jﬁﬁg

(1913) to see that while Eco'has given us a detective who

; ®
discovers the right answer for all the wrong reasons, we

have already weathered a detective who persuades us of the

wrong answer for all the right reasons.
L0 :
"Where is all my wisdom, then? I
behaved stubbornly, pursuing a
semblance of order,. when I should: =
have known well that there is no
- order in the universe. '
. * - ' * . P
"You have no. reason to’ repfoach
yourself' you did your best.



"A humhn best, which is very
. 1ittle. It's hard to accept the idea
that there cannot be an order in the

. universe. . .."(mhs Name .Q.ﬁ the Rose
599- 600) ’ :

"I am cured. I will never touch a
crime-mystery again. The Manderson

affair shall be Philip Trent's last’

- case. His high-blown pride at last

breaks under him." Trent's smile
suddenly returned.: "I. could have:

borne everything but that last
revelation of the impotence of human

'reasonr Cnngn;_ﬁ Lgat Cage 237-238)

Stefano Tani is Justified in labelling Ihg Nape g£
the Bgsg an anti—detective novel insofar as Eco s text has
definite postmodernist leanings and does employ a detec—
tive metaphysic. What” is not Justifiable is Tani's claim '

“that postmodernist anti detective novels are strongest
» when inverting. the cla851cal ratioc1native patterns of the
genre. Instead, with the metafictional purposes of post-
H‘modernism deflated by the longstanding conventions ofﬂl
self—reflection 1n the detective novel, the root stock of ;
the | 'genre seems to be stronger than the newly grafted'
| nti‘detective sapling. Ihg Name of ;hg Rose could be:
' called.ggasuccessful contemporary detective novel writtenf
© in the classical tradition.f | | S |
5§ We have seen that the classical tradition of detec- :

tive fiction is strong enough to subsume postmodernistic

intentions. By examining Tom: Berger s th is mggﬁg y;llg_;;°[#

n&!ﬁl a postmodernist inversion of the hard-b01led novel,f 3

' f ve shall see if this holds true for sub-genres of detec-j



‘tive fiction as well. The hard -boiled school of detective
'fiction, although more recent than’ the classical tradi—
‘tion, is now an equally well-established formula. It dif—
fers from the classical tradition mainly in its desire to
infuse the formula with social realism\_In the last
':chapter I showed that the attempted realism of. the hard~
boiled school became subsumed into formulaic allegory.
While hard boiled detective fiction priVileges realism, it

ltimately does not deliver realism. 1t is, however, this

impetus to priVilege realism that makes it the perfect

‘ target for the 'anti detectives. Since the postmodernist

wish is to "defamiliarize“ (Hutcheon, Naxgissia;ig

n;rrgtiyg 72), this w1sh may be granted within a formula

which priVileges the familiar.'

I

Tani has stated that the postmodernists' rationale"

for subverting the detective formula is to highlight the

illogicality of our contemporary world (149) Instead of a

‘familiar structure in which the strange ‘becomes explained,,

the anti- detective novel shows how the strange becomesl

stranger. Tom Berger s novel, Who: ;s Igddx villanovaz

plays with the known and the unknown by attacking the very

conventions of how we know things. by their names. This”

-'means of attack is not particularly new to postmodernist_ti

- thoughtr in his influential essay s[z, Roland Barthes”

KA

,posits that "what is obsolescent in today s novel is notlwf*

" the novelistic, it is the character, what can . no longer be, ,

@

B written is the PrOper Name" (95) The proper name is, .

3
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however, important to hard b011ed detective fiction as

‘Dennis Porter explains in his discussion of Dashiell
Hammett: . B | |

The problem of naming is, in effect, K
also raised by implication in. , )
Hammett's paragraph [the opening . ,
- paragraph of The Maltese Falconl, =~
‘" but it is.raised in.order to' be
ismissed. The inference to be drawn
: m such a description 'is that
thete is a simple, direct ‘equivalen-:
ce between words and the things they _
denote. Sam Spade is named by his. e
author by means, of words that them- SR
selves have the honesty of concrete-
things, and Spade will himself be
used as an instrument of further
honest . naming. The stylistic message .
-of such a passage is 'the'recog-
nizably American one that the world
may be disclosed through the word, .
if the word divests itself of con- -
ventional literary associations and
- makes itself plain again in order to
"record no more than the senses per-" i
,ceive. (165 166) o . i

t

é '
A
<
?
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<
e
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.Names are important to Chandler as . well, as seen in the:
preVious chapter. Although the names are distortions,
(anagrams like Marlowe, homonyms like Grayle), they are,
ina Specific way, to be trusted. The hard- -boiled trad1-~
tion has created the allegorical signpost of the proper ‘
;name to designate the character; the postmodern anti—”
;“detective explodes that convention.;f |

Berger 5 novel begins with the line, "Call me Russell"

;,Wren.“ This sentence does three things simultaneously for

ffthe readar°"it situates the novel in the tradition off~v':fﬁ

-Y]American fiction by pointing out the antecedents the textwf"

is willing to allow itself, 1k poxnts to the parodic;
i S f—ﬂ\'/ﬁﬂfﬁgeff*'if‘w"w.i“:." 3




' nature of the work, and it calls into question the relia-
bility and 1nfallibility of pfoper names. Is this narrator,
‘*really Russell Wren, or Russell ‘Wren only for this narra—

Hutive? As the narrative progresses, “the naming processf

Ubecomes the focus of the text. Russell is told by Bakewell,w'

(a fat man, in the tradition of Collins Count Fosco ‘and .

-

Hammett 5 Casper Gutman, for -whom Russell affects a Peter‘f'
: Lorre llSp) to give}a message to Teddy Villanova.Trying
"to. determine who this Villanova might be, Russell notices
that an E. Newhouse is listed on the office directoryl
" board. Hav1ng played w1th the etymology of “Villanova, )
" Russell- 1s sure he has found his man. The listing disap—l

pears, however,yand Russell is soon accused of being

* Villanova himself. o f o

: » 1 hung my head. My voice was
. .sheepish as well. "You wobn't believe
"~ this, eitheér, but my name isn t
Teddy Villanova." . . !
He smirked Significantly at his-
confreres and shrugged. Then to me: -
. "If you say so. Maybe you'd like to‘
tell us what your name 18?“
' "Russell Wren."™ '
"Mind Jif I look at them other‘
cards you got. there?" .
. I"handed them over. He began to
“‘read ¥oud the designation oneach, o
and on all 1t was. yillangya; (76 77y" !

‘ Bakewell, the fat man, is’ killed, and his body disappears
""‘:and reappears w1th metronomic regularity. Russell's wea- '

_‘pon,, ..25 caliber Browning automatic, might be the murder:

| ;weapon. The bullet from a Browning automatic is found in a-;;f”"”

f‘brownie bought from the ”Homemade Bakery.F'Ru"

”ell eats_”‘t“




[

‘fthe brownie at an open house at Ganymede Press, which is'
not (as he believes) a publishing house specializing in

pedophilia, but a company owned by a ‘man named Press which

- B

produces pressure cookers.

"Qanymgdg_a his first name?" -

. She rolled her eyes behind the’

lenses.."Ganymede s ‘another thing;
It's the pressure gooker, you know. -
. .. Many years ago"--she assumed a .

" maudlin- purse of mouth-- "the teeny
Tittle daughter of the president of

- the. pressure.cooker makers, sitting

in her high chair_at mealtimes,

‘banging her tiny little spoon, would

try to :say, -'Give me meat!' But what
it sounded like, Yyou. see, was,
\'Ganymedel” (64)~ - L e

Oddly, it seems that Russell is the only person ever to
‘have made this mistake. Names and words continue to be
1mportant, later in the narrative policemen named Zwingli{

| Calv1n and Knox handcuff Russell on the grounds that his

7library is too snobbish. Reality is continually calledf

into question as well. The Protestant namessakes might be

' policemen,r r they might be actors 1n a mov1e entitied

"\

‘"The Reformers.

RusSell tries to- discover the truth among the various_

?

«,illusions he is subjected to. His detecting tools are'
‘ythOSe of the deductively trained readermi‘ N | |

~‘.'"0bviously the man is a charlatant o
- - ‘He has all: the earmarks: arch’ idiom;- . |

f*ﬁwstrained .and impertinent reference8¢a_;‘ h“i .

7' to: thé "higher:'dulture;: a pose; as.n g L

~;§fbeing, at’, oncey., ‘all the: kinds of “de- . S

u:ﬁ‘generate I confessed:to ‘you, Justp
fﬁfnowvfthrough the door; ; hat I am




It 1s obv1ous from his predilection to give: credence to‘

| ﬂthe relevance of names that he will also rely on literary |
,skills to aid him 1n his solv1ng of the puzzle..The expla-
,nation for this reliance on literary allusions and com—

; parisonf is that Russell has an M. A. and taught English

11terature before becoming‘! private eye. ThlS is not an'

) uncommon tpread in detective fiction,.writers as disparatef'

‘“'as Amanda Cross, Martha Grimes, Umberto Eco,‘hnd1pven the‘

Thard boiled Sue frafton have stressed the importance of
1terary analy51s in the solv1ng of mysteries. Russell

l‘differs from his predec so;s only in ‘the fact that hei jl

'fails to deduct the rici answer. ger deflates the

formula at the same time as he. use'iit. In Russell s‘

'conversation w1th has landlord he explainé what is os--,

ten51bly Russell s opinions of the police force, but what

"might be seen as Berger s opinions of literature. |

.1 should.ask you to call ‘the police, |

\but ‘they have ‘proved 1nept, if not

impotent, in their preVious efforts.

. « Like all contemporary art- forms,ﬂ

theirs is in -its decadence;. occupled:

solely with structure and not_;&b>

stance, more ritualistic role-
playing, (229)

The po tmodernistic sen81b111ties of this work succeed in‘
and exploiting the genre they subvert. Realism,y

fl the,hardr_'iled addition to~the formula, is twisted toﬁai

a'-‘"




‘Jﬂwants to make sense out of the situation, is illeeguipped‘

for the world in which he findq himself. Who 15 Teddy

'fyillgngxaz succeeds ‘as an anti detective novel " because“

”Berger has chosen the proper formula to parody- the
‘ American hard boiled detective novel.lq o

Jorge Luis Borges also recognizes the need to use the‘

‘,.x
ghard boiled structure as is ‘seen in his description of

V
-

rLdnnrot in "Death and]the Compass"? . e

TR Lonnrot believed himself a pure
B -~ reasoner,  an Auguste Dupin, but
.. - there was something of the adventu-

- rer in him, and even a little of the.

UL : 'gambler. (Lgbxgin;hs 76)
i . . l ‘\ Al . "" ' A .
dThomas Pynchon sets his Ihg Q;y;ng Qﬁ Lg;AAQ (which Tani
‘-labels a {deconstructive anti detective novel ) in

California,ﬂthe birthplace of the hard-b01led strain, and

- Robbe Grillet s&',_l'hg ﬁ;_a_s_g_;ﬁ plays more with the seamy,'

“~ﬁgritty elements of the genre than the . ratioc1nat1ve urge.

’

’ ‘,-A case could be made, furthermore, ‘that . Robbe-Grillet was

,f;attempting a bilingual NabOROVian pun w1th the title,,Lgs
'jiggmmgg,»which, while literally serv1ng a. figurative pur- ..

pose to the narrative (erasérs as erasers, erasers as

“,killers),,may also be seen.as an allu51ve reminder of the;

-

‘nickname for the American private eye—-the gumshoe.;

Stefano Tani is adamant in hlS belief that the anti—f.b*ff

}fﬂ;detective novel'takes its point of departure with.the

formula from“the Poesque tradition. Howevér, even as heﬁf:fgg




N ‘bOiled school, detection could become a personal existen-"

tial quest, but not to the point of being unfulfilled (as’

‘1t is 1n!!Lg g;ying gﬁ Lg; 32) or fulfilled in'a tho-j,

broughly unconventional way ("La muerte y la brujula, ng‘

ngmgg) (42). What Tani fails to acknowledge is that it is

/;/:j601sely this distance from the classical formula that
a

kes the hard boiled school ‘the’ most positive and produc—

tive form of the' genre to parody.

Vo

‘ Postmodernist anti detective novels put forth the»

1

theory that there is no: solution.The hard- boiled school

attempts a solution, but. it is nothing when compared to

the claSSical formula which demands not only a solution

but a resolutionﬂ‘The private eye is more realistic than

!
v

g

‘the. great detective, in that.he is potentially fallible;’

it is therefd?e more rewarding to explode the myth of the'
]
realistic by denying closure than it is to toy with an

'already stylized formula. Eco fails to astonish his‘

'readers because he attempts to denote fallibility in a

v

'-Great Detective. This is not subverSion of the formula,“
this is exactly the method chosep by the hard -boiled . -
writers to create their own brand of detective fiction.fp A

.By concentrating on making a great detective fallible, Ecolﬁ€f

yas one-step short of subverSion, and his novel ends up~

v*fgthat Berger, Pynchon, Borges and Robbe-Grillet'"ucceed inlfﬁf'

“‘subsumed by thé’fOrmula. It is for pmecisely this reasonhr




) their hero——the private investigator. Whereas the.reader

‘will accept anything within tho confines of. the classical

p»model, he becomes defamiliarized quickly and,effectively

when "the best man for his world" is. used as the dupe. Inﬁ

order to play With and subvert realism, one must begin‘

‘with a model which cherishes the‘hotion of reality.

The Russian Formalists saw parody as the battleground

oo

of revolution..Perhaps this is the test we can use to’

[

determine the validity of Tani' s argument. If successfulh

..'1

yparody of each strain of detective fiction should, by

necessity, explode the genre to the extent that no innova-‘

Ation cad'continue Within the genre. |
This statement 1s uphefd when eiamining hard bOlled

‘.detective fiction..As we. have demonstrated in the preVious

‘chapter,‘for~all the inverSions which occur,‘no 1nnovation

‘ nd e
is. occuring.vinverSions such as sex, race, and locale are

.M

repetitions along th lines of 1nfusing SOClal commitment
9 S ‘

,‘into the genrewvﬁgﬁzer, Pynchon, Borges, Robbe Grillet,
"and those who follow in- their wake have effectively sub—

' "sumed and supplanted the hard-boiled school of detective

B

'5'fiction.,‘

The same. cannot be said of the classical tradition.y

'A

wThe labyrinths, maps agd dlassical alluSions which were'

Jf:ﬁused in the attempt to subvert the genre have been incor—ﬂ

Afporated into the genre itself. Onep“ped 1ook only as far7fp4ﬁ‘

A



lgm Inn (1984) for example, an Angllcan prlest discusses .

In Ihe Qgg; ngp (1985), Jury flnds hlmself embro1led in a

ol

‘land Yard based detect1ve.

A
~

"Semiology is more or less the study

.of signs.". . . He held up' his
' ‘.draw1nga‘noth1ng\more than a square,
thh rosspars like a large . K X
joi ‘the" corJEN%MCThesemiotic
'SQuare. We 'live by c
we? Life, death. Thought, non--

thought. We think by contrarizs.” To °
each corner he added a letter) the

traries, don't

same letter--M. "I'd say you, of all

people, mlght be able to appreciate -
the notion. Again, that small purse -

of a e, that cut- glass 'gaze.
"One might\finally arrive at some

.paradigmatic. model which- ‘would be
universal enough to take in all:

possibilities.” Father.Rourke tore

' off the back cover oﬁ-the periodi- "
"A structure.

cal, handed it to Jury
that might slmpllfy t ought._ :

~ Jury laughed, foldeg the thiqk
paper in quarters, and put it in hlS

back pocket. “qather Rourke, 'you're
. doing anything. but: slmpllfylng ny -
.thoughts. And . what s ‘the M stand‘

for?" .

. . The prlest looked\amused.“Real-‘
ly, Superintendent. uyﬁtg;y, of

course. Fill it in. It's but an
1nterpretation of s;gns.f (p$23*4)

i

A

ysemiotics w1th Superin endent Richard Jury, Grimes' Scot—

an undlsruptﬁge place in the classical formula. In ngngn_

"y

o

mystery whlch conxalns both mazes and m;gg gn apymg‘

-

L”teminlscent of W1 k1e Colllns.'

f;On the - walls left’and rlggt, two.
S 1dentical
.seemed to be a- reflection not only .

-1'ceil murals. ‘They

'*Vof each other, but of the ireal scene.

between them

. on; aither side of a

: m1xed 1nto a plot of mlstaken identlf&és which 18 higg;y 1




At

ke

\ . .
marble fireplace, french doors led

to separate stone paths that“in turn

led to the wide gardens beyond. Jury
blinked. It was worse than seeing
doyble. (104-5) '

x* - R ® { )
.+ They, were walking between the
privet hedges. that made up the maze,
another of the Baron's practical
jokes, she told him. "It's very -
carefully constructed,” said Gillian
. Kendall. . . . "It's quite in-
tricate,” she went on. "For one
thing, it's round. It can't hele but {

give the impression'a person is \
going in circles." A
. "Metaphorically speaking, a h ™

. pérson usually is." (113)

Grimes, whil‘,éh t’k—]oro‘ughl\y ro&ted in the classical\'
tradition, assimilates many postmodernist motifs into her
detective novelé.'These elements enhance, father than
distract from the classical puzzle mystery becaué; the
root p£f both impulses arelﬁhe pame: the reader has been

invited to share in an intricate game with the a@ithor.

. \
It is possible to agree and disagree with Tani's

' [ .
' pronouncements on detective fiction. The anti-detective

4

., novel does exploit detective fiction for its own ends. The

anti-detective noyel is the new detective.novel, but only
if one is following the hatd-poiled strand. Superficial-
ly, the anti-detective novel can be seen to be parodying

the ratiocinative classiCalvtradition,'but only insofatr as

the hard-boiled dete¢tive novel parodies thé_classical'

tradition. However, the chaotic, illogical reality of the

anti-detective-novel cannot be seenftp'supplant the order
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ofﬁthé tradi;ional detective novel,-because Ehe first

prémise(accepted by any ?eéder of the éénge'i§'that re- .

ality of any kind has. no place in cléssital.detective.&\‘

« fiction. fherefore, while postmodernists'may have suc-
cessfully subsumed tge hatd—boiled school of detectiye

~ "fiction, they ha;e also s:fgngtg%ﬂﬁﬂ‘the genre by adding .
yet anotheyr wrinkle. to theﬂexgéedfﬁgixﬁgopular clpssicall

formula. R



Conclusion

-~ Inithe Ihtroduc;ion, I quoted Gedffrey H. Hartman
’ denigrating detective fict}nn on the grdunds that its
stYIizétioh and formqlism cont{ibuted t? a gsnée'of %nred—
lity within the gehge. WhileoI agree that detee}ive fig-
tion is formalistic and often stylizéd,.fdo nht believé'
that these qhalities<are“necegsarily bad or e;én sub-.
.liﬁerary. instead,-it seems obvious ch% a genre which
favours style and form, and prxvxleges the literary ele-

ment of parody throughoat, cannot be considerpd anything

less than 1i
?As I hagéy‘hown, parody was largely responsible for

the creat19h§o detectlve flctlon, and almost immediately
became aﬁiéléﬁent of‘thé formula itself. Various strains
within the genre, including female detective'fiction and
hard-boiled detective fiction,?hwg hheir inception to
parody; and’ the inherent self-cénéciouéhess of detective
fiction 1s what saves it from being completely subsumed by
the postmodernists.

Wh11e some people mlght cringe at the thought of

‘delaneating detect1Ve f1ction as literature, I suggest

'-that there is a large semantic grey - area between the

“deflnltlon of 11terature as a qualitative term. and the'

v . . .

9
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dénotat;ve descriﬁ(;on w@ich mefelypsuggestg nonfactual

. wordplay. It is not my purpose to befine‘the term. "litera-
: . ‘ !

_ture” here.~My'quebt has been to éhow_that while‘detec—

N .

. (€. o . ! L ° . 4 \
tive fiction may superficially appear t6 be’ formulaic and

LT

easily dismissed, its.self-consciousness, sélf—reflexivi—:

\ . . N ' . .
ty, and deliberate use of many elements of parody imply

that it is truly one of .the most conscious of literary
' ) ‘ o . ‘ ’

genres. T E w
. ' 5 \ N
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inquiry.
o N )
6. Hanna Charney, The Detgctive Novel of Manners:
vﬂsdgnismi Morality. and the Life of Beasgn (hondon:
Associated Universities Press, 1981).

“n
Y

7. Michael Holquist in "Whodunit and other Questions-
Metaphysxcal Detective Stories in Postwar Fiction in Ihg
zggtigs gﬁ uy;dgx (Most), Dennis Porter in The Pursuit of
‘Qximg, and Stefano Tani in The pggmgd Dg;ggtlxg all
predict that the genre will be subsumed by tl_;e
postmodern;sts..Gav1n Lambert, in Ihﬁ Dangsxgnﬁ Eﬂgﬁ\sees

- the emergence of factual crime accounts like In ggld Blggd

as a signal of ‘the end of detective fiction as we ve known

‘it (pad. Ju ian Symons believes'detective novels will be

~supp1anged by ctime npvels in popularity (alggdx.unrdgr

235 6), and John Cawelti agreesq pointing to Puzo s Ihg,"
'ﬁgdﬁg;hgr as an example of the shift of focus from
'_so itary criminal to gangland syndicates (@Adx_en_tu_r_e_,_ '

xiﬂ_ﬂgf
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8 Alain Robbe Grillet For A N!ﬂ Ngygl (New YOrk Grove
Press, 1965) 135-6.

—_—

‘9. According to Stefano Tani the term was originated byfu
William V Spanos in "The Detective and the Boundary: Some
Notes on the Postmodern Literary Imagination ngnndgry{}k
~(Fall 1972). Spanos defines the term in this way'

the paradigmatic archetype of -the
postmodern literary imagination. . .
“ the formal purpose of which is to
. "detect” and/or to psychoanalyze . in
order to v1olently frustrate it by
refusing to solve the crime (or find
the cause of the neurosis). (154)

This is quoted by Tani on page 160, Note #40.

10, I am‘not,trying to claim that Berger ‘is a supérior

‘artist to Eco..Instead, Iwhant to shou that}Berger has

\
chosen the proper form of detective literature to parody.

The hard boiled novel is no stranger to parody, like allf
facets of detective fiction, parody has been influential'
in the. development of the formula. Dashiell Hammett is
‘ﬂ con31dered the creator of the hard-boiled .detective novel;

yet, in an exploration of his seemingly seminaf\works in..
: N
" the genre, we can already see parody and self reflexive-,

‘ness at work As’sinda Gregory says, in his discugsion ofu' |
g,Hammett- T ..‘ L o _‘?“*4 | '
B ,;.,ra at the same time that his -
~books are .almost. . universally ac- -
: claimed as the.best of American '~
., detective fiction,  they are -also ', .
L among the best examples of the anti-,;-
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detective no el. As Hammett main-
tained theoutward form and pattern

»of the hatrd~boiled story; he -also.
infuged it with irony, paradox,
parody, and humour so that, like the .
Maltese fal¢on, all is not as it

7 seems. Thus the black-and-white ap- '

" peal of the detective story--a de- s
tective who pursues, a villain who . = .
eludes, a mystery created by evil
and dissipated by good--is.present
in Bammett's fiction with disquie-
ting contradictions that keep the//ﬁ\ :
reader slightly off bglance. \\\\

, Inu&tigati.qna pol2)

&

Hard boiled detective fiction has already taken the neces—

.

sary steps away from the stylized formula of the classical

tradiﬂion by priv11egdng reality and the gllogicality that
is redﬁ life. From this vantage=901nt, rather .than that of

=

the classical ratiocinative recipe,’ postmodernist anti—y
detective novels are able to exploit the chaos which is'.

our- world. Therefore, to succeed with their postmodernibt
J

'intentions, writers must choose the hard—b011ed.stra1n of

a

detective fiction. - .
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