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Chaos theory proposed by llya Prigogine and Isabelle Stendemsinates new

conclusions about narrative structures in contemporary French amtoph@ane

literature. Espousing an order-out-of-chaos paradigm, my tutas bgx#Annie Ernaux,
Frankétienne, and Jean-Philippe Toussaint demonstrate how the comtignmubions of

identity, gender and genre are innately chaotic but simultaneousy ioffiovative

insights into how these entities are being (re)conceived and gse)ed. Scientific,
philosophical, and cultural models of chaos described by PrigogineyZaeand Glissant
respectively, offer a means to understand the world in ordéamee a contemporary
cultural topography. Liberated limits of the novel, poetry, and diaryegeviewed

through the concept of chaotic “noise”, represent richness of inflemedther than a
dearth in order. With Prigogine’s Arrow of Time, identityfasind in the future not in the
past suggesting a non-linear development that is plagued witertaimty but

possibilities. Consequently, identity in contemporary literatur@dated in others and
not in the self challenging traditional notions of this concepfur8ation points serve as
nodes of “textual instability” revealing themes and trends cquesg the function of

language, identity and generic transitions in contemporary litexat hrough the concept
of strange attractors, women, men, language and places ti#sa chaotic tutor texts
serve as points of order to which chaotic narratives consistaitiynradvocating the
creative force of non-gendered chaos. Accordingly not only can thennaft identity,

love and language be viewed as fractal within their own texjpetes but the texts
themselves transcend generic boundaries. Finally, the contempatamal topography
is expanding to include electronic literature as an area ti€atristudy. Due to the
medium of transmission, i.e., the computer code, electronic literptesents chaotic
form and content and challenges traditional notions of ‘readingta@ensequently, the
reader interacts with the computer code causing the ‘narrativieifurcate resulting in
multiple, unpredictable reading experiences. Chaos theory thus affpertinent tool
through which to read and interpret this genre. Electronic tiitexa literariness, viewed
through chaos theory, is defined as what changes instead of what remains constant.
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INTRODUCTION
Chaos: The Contemporary State of Becoming

Using an interdisciplinary approach, my dissertation exploregpénadigm of
order out of chaos in literary texts through the intersection ehsei with literature,
positing that science and literature both contribute to shape ds ‘@maltural
topography.” Within this topography is what N. Katherine Haybtefines as the
‘ecology of ideas’: a collection of “feasible ideas” thaty emerge given different
influences within a cultureQhaos Bound185). This analysis asserts that the notion of
chaos is one idea within this ecology which is influencing and shaggintemporary
science and literature. Society has witnessed the increasmpgbyrtant, creative, vital
force of disarray in non-linear dynamics or “chaos theory” not omphysics, but also in
weather systems, game theory, and economics. Moreover, insteadtirfignsn an array
of orderly values to understand a system, science and technologgrivdege a non-
hierarchical, irreducible “noisy” system of information as thendard instead of the
exception for a model of the world.

Likewise, chaos theory has emerged as an alternative, prodtaostivef literary
investigation. However, while many contemporary critical works hexe@mined both
British and American literature through the optic of chaos thabere is a dearth of

similar critical inquiry into contemporary French and Francophdtezature® The

! For critical studies investigating chaos in Amaricand British literature see, for example, Harriet
Hawkins, Strange Attractors: Literature, Culture, and Chabiseory.New York: Prentice Hall/Harvester
Wheatsheaf, 1995; N. Katherine Hayles, €thaos and Order: Complex Dynamics in Literature and
Science.Chicago: The University of Chicago Press, 1991 Kidtherine HaylesChaosBound: Orderly
Disorder in Contemporary Literature and Scientthaca: Cornell University Press, 1990; Ira Liyston,
Arrow of Chaos: Romanticism and PostmodernMinneapolis: University of Minnesota Press, 1997;



paradigm of order-out-of-chaos, as developed by Belgian Nobel wizeng chemist,
llya Prigogine and Belgian philosopher of science, Isabelle Sengédl serve as the
model of scientific chaos for this dissertatforhdding to this important discussion
between science and literature, my examination will privilebaos theory as an
appropriate paradigm through which to (re)explore genre, identity, andegen
contemporary French and Francophone literature while simultanecaséydering the
numerous conceptual and experimental differences between saishdigerature. First,
this introduction will offer a brief consideration of three majqresss which influence
contemporary literary production, especially the tutor texts aedlyerein: the socio-
political context, the recent evolution in the history of literatand the influence of the
media on literary production. A formal presentation of this invetstigs three authors
will follow, closing with a summary of the subsequent chapters.

This dissertation will examine works by Annie Ernaux from Frakcankétienne

from Haiti, and Jean-Philippe Toussaint from BelgitiAs such, social and political

Thomas Jackson Ricdpyce, Chaos and Complexit@hicago: University of lllinois Press, 1997; ahal
Alyson Parker,Narrative Form and Chaos Theory in Sterne, Prodgplf, and Faulkner New York:
Palgrave Macmillan, 2007.

2 llya Prigogine was born in Russia and became aralized Belgian citizen in 1949. He attended and
taught chemistry at the Free University of Brusskls also taught at the University of Texas at Aust

the United States. He won the Nobel Prize in chgyis 1977. His major works on chaos (non-linear
dynamics) theory includérom Being to Becomin@New York: W.H. Freeman, 1980Qrder out of Chaos:
Man’s New Dialogue with NaturgNew York: Bantam, 1984), arithe End of Certainty: Time, Chaos and
the New Laws of Natur@dNew York: The Free Press, 199%abelle Stengers is a Belgian philosopher of
science and currently teaches at the Free Uniyeo$iBrussels. She co-author&@tder out of Chaos:
Man’s New Dialogue with Natur€l984) with Prigogine as well as collaborated witm onThe End of
Certainty: Time, Chaos, and the New Laws of Nat(lrf®97). In addition she has published on the
relationship between science and contemporary tgoaiePower and Invention: Situating Scien¢e.
Bains, transl. Minneapolis: University of Minnesd®aess, 1997) an@ihe Invention of Modern Science
(D.W. Smith, transl. Minneapolis: University of Miasota Press, 2000).

® Frankétienne was Franck Etienne until he was 36syeld when, as he claims in an interview with &os
Adele Joachim entitled “Entre Franck Etienne et nkédienne” Raj Magazine “Frankétienne
‘L'immortel” special series number 1, January 209853-59) at the time of publishitgjtravocal that “I
was seeing the printer and | asked him to put Fra@kne as one word on the cover. At the timedhdi
know why, and it was only by the events to folldvatt | realized it was a way to kill, to rid the war of
division which was devouring our country. And whée world calls me as such, | felt that | was liyia



motivations influencing literary creation are admittedly quitéedént among the three
countries. In the second half of the twentieth century, France algguBedid not
experience the devastating, chaotic dictatorship as Haiti dichgddine reign of the
Duvaliers (1958-1986). As Marie-Agnes Sourieau and Kathleen Bakyanote:
“During Papa Doc’s dictatorship, and to a lesser extent during Bals’s presidency,
state repression muffled political and literary expression, banbouks, censuring
magazines, and stifling book publishing” (21). Despite or perhaps inaghies political
oppression, literary creation continued in Haiti.

Sourieau and Balutansky characterize this post-war period indsadne of rich
inspiration that would fortify Haitian literature henceforth:

In the years following World War Il, Haiti lived a period of inge

intellectual immersion in the worldwide expression Négritude and

Surrealism. Inspired by Aimé Césaire and Léopold Sengigtgitude

and André Breton’s surrealist movement, as well as by the works of

Cuban artists Wilfredo Lam, Nicolas Guillen, and Alejo Carpentier

Haitian arts and literature expressed a sense of urgency andhhopee

country has not experienced since. (20)
Césaire in fact claimed in his woRahier d’un retour au pays natgNotebook of a
Return to a Native Landhat Négritude first stood up in Haiti. In addition, Kaiama L.
Glover asserts:

Indeed Spiralismewas founded on the same sentiment that prevails in

modernist consciousness in general, that is, the notion that literatdre

become increasingly less satisfying in the face of the alianchanges

that marked the whole of the society over the course of the iétfent

century. In the Franco-European context, this notion was initiallyfieddi

by the surrealist writers and reached its culminating poitit the [New

Novelists], the sole established movement with which the Spiraileste
ever claimed affiliation. (Sourieau and Balutansky 247)

sort of profound unity of my person, unlike all theas happening in my country which was sectionféd o
cut, fragmented by divisions of all kinds.”



Surrealism would influence literary creation on the European confireween the two
World Wars while its influence would not reach Haiti until aiféorld War Il. The sense
of defiance against colonialism from Neégritude, surrealismitoraatic writing and
subversion of the ordinary, and the New Novelists rejection of waditnovelistic forms
would prepare the Haitian writers well in the face of the Daxsll absolute tyranny,
oppression and manipulation of the truth.

If the literary legacy of Surrealism in France and Belgiwmas broadly
Existentialism, Absurdism, OULIPO, and ultimately the New NpiweHaiti, it would be
Haiti Littéraire, Spiralism, Plurealism, and Surplureali$mihis investigation will focus
primarily on Spiralism as it is a movement inspired by sdienthaos theory. In Haiti,
Joseph J. Ferdinand claims: “The notion of a literary school doesitoohatically imply
a large collection of members united under a conceptual umbrella peactugt more or
less dogmatic instructions” (Sourieau and Balutansky 207l is just these fluid
boundaries that he asserts are responsible for the eclectic liter@rgrcia Haiti since

[tlhe members could emigrate from one group to another (andrcertas

did) without having to disown, without having to forswear their aestheti

convictions. What should be remembered ultimately is the eclectic

character of literary production from this era, where, exseparticular

cases, writing goes confusedly to irrigate itself frontladl currents of the

signifier and the signified. (202-233)

Interestingly, similar reactions in Belgium, France andtiHa literary production did

occur despite political and evidently economic disparities. Nottaitieéng several well-

* For a discussion of each of these Haitian movesnseé Joseph L. Ferdinand “Doctrines littéraires et
climats politiques sous les Duvalier” in Sourieaud 8alutansky.

® La notion d’école littéraire n'implique pas forcent un large rassemblement d’adhérents réunisisous
parapluie conceptuel ponctué de prescriptions @usioins dogmatiques.

®Les adhérents pourraient émigrer d’un groupe &rka(et certains le feront) sans se renier, san§ av
abjurer leurs convictions esthétiques. Ce qu'ilvient de retenir en fin de compte, c'est le caracte
éclectique de la production littéraire de I'époqoe, sauf dans des cas particuliers, I'écriture va
confusément s'irriguer a tous les courants du Sagrtiet du signifié. (202-203).



known literary movements in all three countries, authors tended td bgwig grouped in
specific literary movements. In fact William Thompson admits that
the majority of novelists [writing in France post-World War dhose to
follow paths independent of the more prominent and well-advertised
attitudes of the times. In spite of their enduring renown, by no nveaires
existentialism and the nouveau roman the only, or even the dominant,
tendencies in the novel in France during the period between the end of
World War Il and the end of the 1950s. (7)
According to Jean Mainil in his entry “Francophone writing (fictipnetry): Belgium,”
French-speaking Belgian authors fled to France in the twiertgntury to write due to the
lack of “institutional or academic support” in Belgium such thghtoughout the history
of Belgian literature, the trend of exile to Paris has beerossistent that there is indeed
some truth to the adage that ‘One French author out of two is BEI{d41). In spite of
this immigration to Paris, Mainil does affirm that
While many [Francophone Belgian] authors of the first hathefcentury
have set their own work within a movement or have been ‘labeled’
according to French literary taxonomy [...] contemporary Belgiahaast
remain idiosyncratic. The 1980s saw a tremendous development as far as
Belgian writers were concerned, both with new voices and wittensr
who had published before and who came back with much-acclaimed
novels. (242)
Beginning in the 1970s, in Belgium, France and Haiti fewer andrféliterary schools”
surfaced. In Haiti, many writers fled the Duvaliers andgsred to write in exile while
others chose to stay at their own peril. Consequently, influencesnbeginal and exterior
to Haiti would influence the Haitian literary discourse. Sourigad Balutansky astutely
summarize:
Several writers who lived abroad for a while and returned it Ha]

have produced novels that represent, to a large extent, the individual a
collective experience of Haiti's descent into greater palitchaos and

" Since Toussaint, although Belgian by birth has/ gniblished with Editions de Minuit in France, this
analysis will primarily consider French literaryflurences from France in conjunction with those mitH



economic impoverishment. In the diaspora the generation of writers of

Haiti Littéraire remained for a time profoundly attached to Haitian

predicaments and settings while expressing their obsessions hwver t

impossibility of their return. [...] The younger generation of Hiauti

writers in the Americas and Europe [...] offer thematic or thezaiy

challenging experimentations. Yet, both tHaiti Littéraire generation

and the younger generation of exiles continue to produce works that

constantly mirror the reality of life under siege. (36)

Not only is Haiti chaotic socially, politically and economicalbut the diverse literary
movements and varied locations of Haitians writers as welleasage has led to assorted
influences on their writings. Consequently, in form and in content, thégdation claims
that Haitian literature reflects the chaos its writeesexperiencing. Literature in Haiti and
France since World War Il both seemed to experience a dedlinmified literary
movements in favor of developing nascent literary forms. If threalders’ reign primarily
influenced Haitian literature post-World War Il, France, as Tham@slvocates, counts
the World War Il recovery effort, the Algerian War, the coldr,wauclear proliferation
and May 1968 “as well as the endless list of scientific disces’egs events that shaped
French literary production in the second half of the century” (1).

Equally, critics of French literature have acknowledged therdigsand lack of
specific names of schools or characteristics of different moweshi@he New Novel in
France is the last of the well-defined literary “schoolsimmvements in the second half of
the twentieth century, a school which paradoxically rejected itvadlt literary forms.
Jean-Louis Hippolyte claims “[I]f the New Novel was a teat against the tenets of

Balzacian prose, today’s prose does not present itself as weaacvement, and this is

one of its major idiosyncrasies” (9). However, instead of this terydespiraling

8 For example, see Jean-Louis Hippollftezzy Fiction Lincoln: University of Nebraska Press, 2006; Eiek
Schoots,Passer en douce a la douane: I'écriture minimalidee Minuit: Deville, Echenoz, Redonnet et
Toussaint Atlanta: Rodopoi, 1997; and William Thompson,,ethe Contemporary Novel in France
Jacksonville: University Press of Florida, 1995.



contemporary literature into complete disarray, this current pefochetamorphoses
offers the opportunity for productive bifurcations in answering Sartpgestion “what is
literature?® For Thompson, “the apparent disorder of the contemporary novel [is not]
crisis to be lamented, but [is] the inevitable process of chahgeaateristic of the
contemporary world in general” (3). As will be discussed below, sficeahaos, eternally
evolutionary and unpredictable, is an appropriate paradigm through vehsew this
progression in literature.

If Haiti's literature has been substantially influenced by tmall, social and
economic disorder, contemporary literature in France is also @rgilshaotic patterns
suggesting undercurrents of disarray in its culture as Mathel Butor admitted as early
as 1967 in an interview with Georges Charbonnier regarding his Mobie that “It is
not the singular that comes first for me, not the individuas, ihe plural, and it is inside
the plural that the singular will condense itself” (Charbonnier 189-fdm)is notion of
valuing the plural over the singular is a notion integral to chhesry that views
movement and events on a systemic, collective level rather thadigitiial one. Butor
may not have been very familiar with scientific chaos theluy,he is sensing a theme
from an “ecology of ideas” present in contemporary society. Hippolyte alsostsglgat

If the randomness of today’s fictions seems to account for a watds

terminally chaotic, it is the very blurring of ontological boundagied the

persistent presence of formal determinisms that give thatseséense of

purpose. In this unpredictable environment it is narrators who function
first and foremost as the text’s chaotic attractors. (23)

® Jean-Paul Sartr@u’est-ce que la littératur@ Paris: Gallimard, 1948. Written in response tiiosr
questioning his notion of an “engaged” literatuli#térature engagéehe separates his book into four
chapters centered on three questions and one stattewhat does it mean to write?, why write?, fdrow
does one write? And the situation of the writet 947.

10 All translations are mine unless otherwise not@e.n’est pas le singulier qui est premier pour roei,
n’est pas l'individu, c’est le pluriel et c’est’atérieur du pluriel que le singulier va se consien



Hippolyte describes contemporary fiction as being “fuzzy,” inspifeaim the
contemporary domain of “fuzzy” mathematics. This field suggéwss dbjects, in this
case literary texts, do not belong solely to one category ohemlotit that the boundaries
between different literary works are, according to Hippolyterfyable and changing”
allowing migration between formerly strict categories (13). Hipigokven characterizes
narrators in contemporary fiction as being fractal strangacatrs, an element inherent
to scientific chaos theory. Whereas Hippolyte emphasizesuitsy fnature of fractals,
this dissertation will explore fractals’ chaotic qualitiesGhapter One and Chapter Four.
In serving as a chaotic attractor Hippolyte claims that modearrators are similar to
older narratives where “characters carried the symbolic hweafy the story” (23). In
essence he concludes that contemporary fiction, despite its cimabticec and fuzzy
ontological boundaries still “carr[ies] on the traditions of old. In so doing [it][shapt a
road through chaos and display[s] a persistent tendency towarchgattéorder” (23).
This dissertation contends that order does not always result fiaos ¢n the texts by
Ernaux, Frankétienne, and Toussaint and that it is in exploring thediifins, which
move a text to order or to more chaos, that textual instabilitiksuvface and offer
important points of investigation for contemporary literature.

Without question, the media in Haiti, France and Belgium does infludrece
proliferation and sustainability of literary production. In Haignsorship against all that
denounced the government required writers to be creative in prodaumihdistributing
their work. Although Frankétienne’s works were subversive to theanadtictatorship,
the Duvalier government judged him to be insane and thus did not either hensork

or kill him. Frankétienne has stated that it was in fact hiting that kept him from



becominginsane. In France and Belgium, while censorship is not an issueatio of
newspapers and media outlets to works published is incredibly anththe daily press
has diminished considerably. Hippolyte describes the state of publishifgance as
grim (4)!* Specifically, Hippolyte underscores the large role that medtes in
promoting literature: “caught in the nefarious dynamics of thdiazation of literature,
writers must now vie for five minutes of fame on television, withehich their books
have little chance of existing” (2). While the quality of booksyrhave declined, the
quantity of books published is still high and competes for fewer ewdrfadvertising
slots.

The media not only influences the distribution and success of contesnpora
literature, but also serves to influence the form and content of thesks. With the
increasingly dense network of information on the Internet coupitdthe diverse forms
of information (Facebook, Youtube, blogs, online newspapers and journals, aod aut
websites), the contemporary writer in Haiti, France and Beligwill have equal access
to details on the same headlines and world events. This analygsd®tiiat chaos, both
scientific chaos theory and popular notions of chaos, is one element écdlugy of
ideas that influences contemporary writing.

In France and Belgium, various newspapers carried stories aboutcmthfis
chaos theory and the deformation of its foundations in all areas ietysda February

1989, the daily Belgian papke Soir(The Eveninggran articles on chaos theory and its

™ Hippolyte acknowledges that the presence of bigighing houses dominates small ones. In addition,
large book stores such as FNAC and Amazon sell a@ayrbooks that literary works become lost among
popular fiction. He also reports that pre-World MIB about 60 newspapers existed for 100 books
published each year. Today, however, there are anlyozen newspapers for every 300-400 books
published — thus fewer advertising spots today thr@World War Il and thus less public advertisemen

(4).
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application in medicine. Jacques Poncin frben Soirin his article “Vive le chaos du
monde vivant” (“Live the chaos of the living world”) even draws tlesleg’s attention to
the fact that popular and scientific chaos is not necessagilyaime thing suggesting that
contemporary science is challenging an age-old notion:

Careful! The word chaos is not exactly for scientists whag for the

larger public. It's a state in which the evolution seems to not aieyude

other than that of chance and seems strictly unpredictable. Se¢ym®

because upon closer inspection, there is however a certain logihjsbist

only possible to see using highly complex mathematic tools ¢tits)

which have only been available for a short time. And which made chaos

fashionable. (Ponciff
Consequently, Poncin emphasizes that scientific chaos theorysdiiben the “original
chaos” of Antiquity. He also notes that scientific chaos theofgrofa shocking
conclusion: “the living world must be chaotic in order to function well Traditionally,
literature and other domains associate chaos with complete disdedtruction and
lawlessness. This dissertation contends that contemporary literatist be chaotic to
function well. Frankétienne as a mathematician and scientist akeady aware of
scientific chaos theory and its implications for being productive wienwith René
Philoctéte and Jean-Claude Fignolé, initiated the literary conéefpiralism™* He was
also surrounded by social and political chaos in Haiti and understood fleeertie
between cultural and scientific chaos. Furthermore, he recoghizéitnits of applying a

notion borrowed from scientific theory to the experience of the gepeldic or to a

particular society. Toussaint and Ernaux are however, not tramestiénce and

12 Attention! le mot chaos n'est pas exactement fesuscientifiques ce qu'il est pour le grand puliliest
un état dont I'évolution semble n'obéir a aucurteeaggle que celle du hasard et semble doncestmit
imprévisible. Semble seulement car a bien y regaildea quand méme une certaine logique, maie-azl
n'est qu'a la portée d'outils mathématiques fompdexes (les «attracteurs») qui ne sont disponiies
depuis peu. Et qui ont mis le chaos a la mode.

13 e monde vivant doit étre chaotique pour bien frommer.

14 See the Introduction for a brief definition of Bpism. All its tenets will be developed over thlaurse of
the following chapters.
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mathematics, but are certainly susceptible to media influense® avhat chaos is
described and understood as in contemporary society.

For example, articles ibe Soirshowcased llya Prigogine’s work on chaos theory.
Guy Duplat in his article “Quand la science philosophe” (“Wheenee philosophizes”)
explains in layman’s terms that:

Prigogine is the one who has advanced the most the notions of ilsévers

phenomena in science. He showed that classical physics, tgith i

deterministic laws, unchangeable with respect to time, wereuffatisnt

to explain life. Only irreversibility, only ‘the arrow of timellows for the

emergence of life. (Dupldd
Prigogine even made an appearance on November 22, 1997 on the Bebgidoast
“Noms de dieux” (“Names of gods”). This monthly news magazine evaated by
former journalist Edmond Blattchen who described it as “a breaddaich reflects upon
the century — that which is ending and that which is beginning —massien which
would not be submitted to the diktat of a Polaroid, which would give usntieeto look
for some sense in the whirl of current affairs” (“Pour une téiéml’).*® The principal
criteria Blattchen claims he has for the selection of histgugespluralism”: they are not
restricted to one country or one philosophical belief. Furthermoraffimens that his
show affords television viewers a chance to learn about persan#iidiemight otherwise
remain unknown by the general public: “Many viewers discover soméeoinvited

guests for the first time [on our show]. Our mission as a notigdjzed channel permits

us to attract people who, without this channel, would have never been actowith this

15 Prigogine est celui qui a le plus fait avancesd&nce dans l'analyse des phénoménes irréversibées
montré que la physique classique, avec ses logsrdétistes, immuables par rapport au temps, n'ptet
suffisante pour expliquer la vie. Seule lirrévhilite, seule “la fleche du temps” rend compte de
I'émergence du vivant.

' Une émission de réflexion sur le siécle - celuisgitermine et celui qui va commencer -, une éomiss

qui ne soit pas soumise au diktat du polaroid, quis donne le temps de chercher du sens dans le
tourbillon de I'actualité.
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or that way of thinking™’ Ernaux, Frankétienne or Toussaint may or may not have seen

the broadcast with Prigogine. However, his appearance demonshatest feast one
Belgian media source believes that Prigogine is essential tostenaing contemporary
beliefs in science and philosoptyAs such, his appearance offers an example of the
prevalence of the media presenting scientific chaos theory to abpublic.

Similarly, the French media has popularized scientific clthesry. The daily
financial papeiLes EchogThe Echoesran two editorials in early 1996 entitled “Chaos
et hasard” (“Chaos and Chance”) and “Vie et chaos” (“Life and ChaBach article
presents a layman explanation of scientific chaos theory andsgondes its importance
in understanding real life:

The growing field of knowledge, in reversing ignorance, normally oféss
of a risk to make a mistake, to commit errors. A richer legreurve and an
increased mass of reference data should logically allow rgoraved
anticipation. But, at the same time, the bigger the number of tlzatsare
available that one can account for, the more the quantity of esialdreases
— and among those, those that have an unpredictable and changing
characteristic - the learning curve becomes less perimehhot as easy the
choice of elements truly determinant for action. (“Vie et chdds”)
Anyone who has searched the Internet for information has encoutiteyedry problem
of increased information leading to greater uncertainty idstdagreater certainty. In

chaos theory, sensitivity to initial conditions, which leads to larfjerdnces in outcome,

reflects this exact idea. As such, daily life and scieneensi® be encountering similar

17 Beaucoup de téléspectateurs découvrent des inpiigs la premiére fois. Notre mission de chaine
généraliste nous permet d’attirer des gens qus sala, n'auraient jamais été en contact avec d¢ellelle
maniére de penser.

18 See the article by Christian Laporte “Noms de xiet la fleche du temps : Prigogine, penseur et
scientifique”’Le Soir 22 November 1997 exisNexis AcademitWeb. 1 March 2010.

19 | 'élargissement du champ des connaissances, samfaeculer l'ignorance, offre normalement moias d
risque de se tromper, de commettre des erreurscbimbde d'expérience plus riche et une masse aderue
données de référence devraient logiquement peemneérmieux anticiper. Mais, en méme temps, plus
grand devient le nombre de données disponibled'qu@eut prendre en compte, plus s'accroit la tijgan
de variables - et, parmi celles-ci, celles qui ant caractére aléatoire et changeant -, moins devien
pertinente la courbe d'expérience et facile lexcdes éléments réellement déterminants pour Iactio
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problems. Thus, while the media is popularizing scientific chaos ythéloe general
public may already be experiencing some of the same phenomenatadvbyg chaos
theory suggesting common themes in the contemporary ecology of ideas.

The French newspapée Mondehas run a suite of articles beginning at least in
1991 in which it discusses chaos theory and its implications beyysitsf? Le Monde
is a widely read and distributed newspaper not only in France but lglessakecially in
the Francophone world. The newspaper’s attention to scientific da@y tover several
years, specifically in the 1990s when the authors of this digsertatere writing,
confirms that its notions and implications were readily availabléhe authors. This
focus emphasizes chaos’s particular importance scientificalyg aulturally.
Approximately one article every two years does not constitutevredming proof of its
validity as a strong cultural and social influence. However, thdsdes combined with
its presence in other domains especially politics but also inclubde@rts, suggest that
chaos is one of the many elements that compose the conceptual dulicgontext of
contemporary literaturé. Finally, one of the most widely-read literary magazines in
FranceLe Magazine Littérairgpublished an edition entitled “La fin des certitudes” (“The

End of Certainty”) a title from one of Prigogine’s books in whichdescribes chaos

% See Jean-Paul Dufour “Le chaos des physicienghigsique et en mathématiques, la théorie du chaos
ouvre aux chercheurs des terrains nouveaextonde29 May 19911 exisNexis Academieb. 1 March
2010. ; Jean-Paul Dufour “L’invasion du chaok® Monde 30 June 1993 exisNexis AcademitVeb. 1
March 2010. ; Jean-Francois Augerau and Jean-Ra#olud “Le chaos remet de I'ordre dans la natie”
Monde 2 February 1996.exisNexis AcademidVeb. 1 March 2010. ; and Jean-Paul Thomas “tehg

du temps; Du chaos a l'intuition du temps-matiérecallya Prigogine”Le Monde 7 February 1997.
LexisNexis AcademitVeb. 1 March 2010.

%L See Sylvie De Nussac “Le chaos Charles Cré-Angeemte au Festival d'Arles une bien décevante”
Cuisse de Nymphd'e Monde 27 July 1990LexisNexis Academi®Web. 1 March 2010. ; “INITIATIVES
L'entreprise et le désordre : L'effet papillohd Mondel8 mars 1992LexisNexis AcademidNeb. 1
March 2010 ; the theatrical work “Chaos debout”fpened at the Avignon festival in 1998 ; Rosita
Boisseau “Le chaos analytique d'Anne-Teresa de dfemeker; A partir d'un texte de Peter Handke, une
ceuvre hybride et passionnantee’ Monde 19 June 1999.exisNexis Academi®Veb. 1 March 2010.
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theory as a requisite condition for understanding a world once domimatddwtonian
science. In this edition dfe Magazine LittéraireJean-Jacques Duby believes that “from
a certain given initial condition, the succession of evenfeifectly deterministic; it's
the hypersensitivity to initial conditions that introduces uncertaiotyto use modern
terminology, chaos” (34Y.

A more recent article on August 27, 2004 by Jean-Claude Hazé&mesikchos
entitled “L’attraction étrange du chaos” (“The strange attraction of Ehessforces that
chaos was not just a fad of the late twentieth century, butttisapeérhaps even stronger
now. Hazera’'s article discusses the topic for the competititendscaping, architecture
and design at the International Festival of Gardens at the chateau de Chaumontesur-Loi

This year, chaos. Not the “original” chaos, but the chaos whidh is

fashion; that of the theory of chaos. The French garden or the iomant

garden was a reflection of its time. “What could our gardessmble if

they sought to be in phase with the thinking of our time? Jean-RaydtP

creator and great inspiration for this event, writes to explaircioice of

theme [...] Results? [...] The creations of 2004 undulate in three

dimensions and play with spirals, with “strange attractors”, vvdhtals

and the Fibonacci series. The young enthusiastic guides [...]l aeady

to refresh scientific culture for visitofs.

Not only has chaos infiltrated the physical and natural sciepoétics, economics, art

and literature, but now even everyday life. Chaos indeed has becpermanent idea in

our contemporary topography, this study argues, as evidenced in thé press and

22 [3] partir d’'une condition initiale donnée, la sassion des événements est parfaitement déterenjnist
c’est I'hypersensibilité aux conditions initialesigntroduit I'incertain, ou, pour utiliser la teinologie
moderne, le chaos.

% Cette année le chaos. Pas le chaos originel, lmaisaos & la mode ; celui de la théorie du chiaes.
jardin a la frangaise ou le jardin romantique étales reflets de leur temps. “A quoi pourraierssembler
nos jardins s'ils cherchaient & étre en phase lavpensée de notre époque ?”, écrit pour expligoer
choix Jean-Paul Pigeat, le créateur et grand iatsir de cette manifestation. [...] Résultat ? [...] Les
créations 2004 ondulent dans les trois dimensibjauent avec les spirales, les « attracteurs gaam, les
“fractales” et la suite de Fibonacci. De jeunesigsienthousiastes [...] sont tout préts a rafraiahiulture
scientifique des visiteurdhe Figaroalso published an interview with Pigeat regardiiggfestival entitled
“Une créativité née du chaos” by Fabienne ReybautiJune 2004.exisNexis AcademidVeb. 1 March
2010.
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perhaps in a strong part due to the mélli€onsequently, analyzing contemporary
literature in light of the prevalence of chaos, specificatigrdtific chaos in our society,
allows for a better understanding of the ecology of ideas atwpthyn the contemporary
cultural topography including literature as this dissertation avijue. In essence, this
monograph will argue that chaos, as defined by science, at@neporary state of
becoming evident in literature.

Many French critics have demonstrated how feminism, idefatitgt,the quest to
explore the function of writing pervade Annie Ernaugisuvre® In addition, Siobhan
Mcllvanney claims that “Ernaux’s writing points up a number opontant areas in
contemporary critical thought [including] the categorization of geme its particular
fluid manifestations in the realm of autobiography” (3). Ernauxdvas stated: “| have
this desire, | believe, to transgress established forms. Whesk lteesay something of
strong importance, it is necessary for the form to explodee#isiwa certain way; one
cannot do otherwise” (“Ecrire®® Indeed her desire reflects the phenomenon most
contemporary literature, and not just strictly feminine liteigtig confronting: only fluid

and permeable forms can accurately represent the contemporary chaotiapihpdg

24 For recent articles on scientific chaos, see Migtigerganit, “Benoit Mandelbrot, explorateur duads;
Le mathématicien inventeur de la géométrie fractalpassionne pour des domaines, comme la finance,
la science bute sur la complexité. En assurant@are promotion."Le Monde 25 juin 2005 LexisNexis
AcademicWeb. 1 March 2010. ; Pierre le Hir on the dedtBaward Lorenz “ Edward Lorend’e Monde
23 April 2008.LexisNexis Academi®Veb. 1 March 2010.

% See Warren Mott&mall Worlds: Minimalism in Contemporary Frenchekiture Lincoln: University
of Nebraska Press, 1999; Lyn ThomAsnie Ernaux: An Introduction to the Writer and H&udience
New York: Berg, 1999; Siobhan Mcllvannénnie Ernaux: The Return to Originsondon: Liverpool
Press, 2001; Michéle Chossé&trnaux, Redonnet, Ba et Ben Jelloun: Le personégenin a I'aube du
XXleme siecle Washington, DC: Peter Lang, 2002 ; and Jenniféligitg Telling Anxiety : Anxious
Narration in the Works of Marguerite Duras, Anniengux, Nathalie Sarraute, and Anne Héb&tffalo:
University of Toronto Press, 2007.

% Jai ce désir, je crois, de transgresser les ferétablies. Quand je cherche & dire quelque chese d
vraiment trés fort, il faut que la forme éclatesawbune certaine maniere; on ne peut pas fainemgnt.

27 Motte states in hiSmall Worlds“[Ernaux] has deliberately put the specificity afitobiography and
fiction on trial, interrogating traditional notiorsbout the possibilities of limits of those mod€54).
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Ernaux has received wide media attention in France for her wolksh vas
discussed above plays an important role in the success of a &sqitdDthis media
popularity and winning the Prix Renaudot in 1984 for her wakPlaceshe receives
more academic attention in Britain and the United States. Lyn a®®uggests that
“French academics have paid relatively little attentionrtwabx’s writing. Indeed one of
the main manifestations of interest in her work in Francameng sociologists rather
than literary critics” (143). Since the releasdaksion simplén 1992 Thomas points out
that critics from théNouvel ObservateusndMadame Figaro “attack the popular culture
version of femininity which the text represents and [the critiamf the Nouvel
Observateur seems disturbed by the expression of female desire intliterdabeling
the book ‘a touch extreme™ (143). Rather than viewing Ernaux'sagsxepresenting a
“pop culture version” or less intellectual version of femininitysthnalysis posits that
her expressions of sexuality can be productively describedatioreto chaos theory
which is in essence genderless. However, Ernaux favors the qootmdiaer works
suggesting her work belongs to the minimalist style. Chaathexent in the quotidian.
As such, Ernaux’s corpus is relevant not only for women but for merelhsnstead of
being viewed pejoratively as a less pertinent version of feminism.

Thomas summarizes one of the dominant journalistic discourses surrounding
Ernaux’'soeuvreas an attempt “to disqualify Ernaux from the literary spheregrgue

that although her writing may be moving, powerful or popular, ihas literature”

Mcllvanney inReturn to Originsclaims: “This desire for generic transgressioncarss-fertilization of
genres, is commonly associated with women writgiis.variously interpreted as constituting a rasgoto
what is perceived as the androcentric rigidity ofiventional generic categories; as indicative om&n’s
relational, rather than separatist, perceptiorhefdelf/other duality; and in the case of autoldpby, as
attributable to women'’s traditional lack of seltesmm and reluctance to consider themselves ashkuita
eminent subjects for autobiography, leading thewotaflate it with other genres” (4).
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(147)28 In the same way Jean-Paul Pigeat has argued that todegénganeed to reflect
contemporary thinking, Hippolyte has claimed that today’s fiction should@&gudged
by yesterday’s standards and that one must consider the “emipaitiédns” of today’s
writers in “today’s cultural institutions” (2). If yesterday&itobiography categorizes
many women’s texts as merely venues for self-expression ntfay be otherwise
hampered in other genres, contemporary autobiography should allow foticcha
migrations between genres in one work. Only “noisy” texts composedabdbus
“traditional genres” which intersect and overlap can accuratapture not only the
fractal and unpredictable notion of identity, but the “embattled positioh&male and
male writers exploring “pop culture” or contemporary notions of iderdaitd genre.
Chaos theory offers one literary tool of investigation through whictalgsr's literary
experiments may be deciphered.

Jean-Philippe Toussaint’s work which privileges the quotidian likeul’s, has
also been described as minimafiSHippolyte characterizes his narratives as “reticent”:
“The world of Toussaint is deceptively simple, unpredictable, and litdis.a world
concerned with finitude and unpredictability, as seen through the afya Pascalian
observer, wedged between action and inaction” (25). While Hippolyte atimitghe
state between action and inaction serves in Toussaint's worksask“the chaos that
threatens our lives, as violence may, at any time, throwolifeof balance” his analysis

emphasizes the importance of this “fuzzy state” of being @I)mp characterizes them

% Thomas's analysis in Chapter 6 underscores theisingly subtle questioning by the French meditoas
the literary value of Ernaux’s works due to theinimalistic form and obscene content.

29 For more discussion on Toussaint and minimalisee, Warren Motte’Small Worlds: Minimalism in
Contemporary French Literaturd.incoln: University of Nebraska Press, 1999 ameké& Schootfasser
en douce a la douane: L’écriture minimaliste de MinDeville, Echenoz, Redonnet et Toussaftlanta:
Rodopoi 1997.
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as “unfinished.” If his works have been accurately characteagexlich, critics have less
pursued investigating the ramifications and implications of his t@xd particularly how
elements of scientific chaos theory can illuminate Toussamiesstigation of narration,
identity and genré® From his first novelLa Salle de bair{The Bathroomdivided into
three chapters like a right triangle called “Paris”, “Hypatse” and “Paris” to his latest
novelLa Vérité sur Marig(The Truth About Mar)epassing by his contemporary reticent
polar (detective novellLa RéticencgThe Reticengeand self-portraitAutoportrait (a
I'étranger) (Autoportrait (abroad or to the stranger, Toussaint’'s texts challenge the
reader’s expectations in works that offer an orderly format tekrttee chaos lurking in
the content. Indeed, the visible orderly structure results in reingptbe nonlinearity of
his narratives and the conventions of the genres he explores.

If Ernaux’s and Toussaint’'s corpuses have not been examined rétativ@os
theory, the analysis of Frankétienne’s Spiralism cannot exiebwt referring to chaos
theory which is the constituent structure of beuvre Greatly influenced by the New
Novel and its inclination to reject narrative linearity andlitranal novelistic forms the
Spiralists, Glover ascertains, “have never entirely idedtivigth this Franco-European
aesthetic philosophy. On the contrary, they have explicitly eefughat they view as the
propensity of the [New Novel] writers to throw up their hands inftlce of literature’s
decline” (Sourieau and Balutansky 249). Instead of viewing the vesrkclosed,
Frankétienne derives his inspiration from modern physics, partigudhdos theory. In

Notre Librairie, Frankétienne claims:

%0 Schoots’s work launches a discussion of minimgllisbrks such as Toussaint and its relation to shao
theory (see pages 128 — 137 of her work), but herotritics have ventured to develop an investigati
into the relationship between contemporary Freigtfofi and scientific chaos theory.
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| became aware of the phenomenon of chaos in all its aspedis, didit

chaos was a constant and not an exception, that the glimmet®oélity

were the exceptions. It's this constant, this discovery, reinfdogeohy

scientific readings which allowed me this transporting towarsl lihear

form of the spiral. (“Entretien” 114)
Consequently, Frankétienne effectively defines a spiral compositidns preface to
Ultravocal as one which

constitutes a space-time continuum of which the belonging elements a

susceptible to permutations, translation, exploration. Moving maps.

Variable axes. Nothing is imposed on the reader who can thus evolve, i

the space of the book, without being constrained to observe a pre-

established itinerary. (11-1%)
If the New Novel rejected well-defined characters and a inearative, Frankétienne
privileges what he terms as schizophonic writing where language, atloeatc but also
productive, becomes the principal actor in his works. At the centéri®fchaos and
schizophony is undoubtedly Haiti. Notions of exile, zombification and the pofvine
voice overcoming enforced silence pervade Frankétieromsre If Ernaux’s works
have garnered media attention that questions its literary valwweiGtemarks that
“[G]eographic marginalization, in addition to a rather vague theatettance, have led
to a near-exclusion of Spiralism from consideration by mangrits of Francophone
Caribbean literature” (Sourieau and Balutansky, 235). This thsieer, employing
notions from chaos theory that inspired Spiralism, seeks to spbgifatéer the first

detailed analysis across a large span of Frankétienne’s corpudeinto reinforce the

notion that chaos is a contemporary state of becoming. Furthermisrénwéstigation

3 yai pris conscience du phénoméne du chaos daedés aspects de la vie, que le chaos était ustaton
et non une exception, que les lueurs de la raiiénataient des exceptions. C'est ce constat, cette
découverte, renforcés par mes lectures scientsigue m’'ont permis cet acheminement vers cette éorm
linéaire de la spirale.

%2 [L]a Spirale constitue un continuum spatio-tempaient les éléments d’appartenance sont suscegtible
de permutation, de translation, d’extrapolatiomnBlmobiles. Axes variables. Rien n’est imposéatelr

qui peut ainsi évoluer, dans I'espace du livresgre contraint d’observer un itinéraire préétabli
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aims to demonstrate Haitian literature’s relevance as anl @aqucipant in French
Caribbean studies which is primarily occupied with studies ontliterdrom Martinique
and Guadeloupe. Finally, in comparing and contrasting Frankétienne’s witiikifat of
Ernaux and Toussaint, this dissertation will bridge the criticalodue between the
Franco-European context and the Caribbean that moves beyond traglitetzablonial
and subaltern studies in identifying chaos as a common thread irotitemporary
topography of literary studies.

Chapter One presents chaos as a scientific, philosophical, andicuaitatel of
the world in order to frame a contemporary cultural topography befcaenining its
impact on literary creation. Since French mathematicianiHRaincaré’s scientific work
at the turn of the twentieth century, essentially two brancheshabs theory have
developed. One branch primarily claims that order can enieygechaos through self-
organizing structures. This branch has been led primarily by gng@nd Stengers. In
their 1997 bookThe End of Certainty: Time, Chaos and the New Laws of Nature,
Prigogine and Stengers assert that non-linear dynamics, avs’cha the standard not
the exception through which all “systems,” whether they asmsfic or cultural, need to
be explored. Specifically, they assert the irreversibilityiraetas conceptualized in their
“Arrow of Time.” Since the seventeenth century and English physiciathematician
and astronomer Isaac Newton'’s classical dynamics, time avesdered reversible where
no temporal distinction existed between past and future. With tlogliration of chaotic
systems, the Arrow of Time establishes the difference betpasnand future not only
introducing incertitude and irreversibility but also possibilitiad arobabilities. Another

element of Prigoginian chaos pertinent to this investigation gdafion points which
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are situated far from the system’s center where insiabilidccur. Consequently, the
systems become “self-organizing” at these instabilitiesleting orderout of chaos as
well as underscoring the importance chance plays in the worldrigananathematician
and meteorologist Edward Lorenz’s work on weather prediction uilgndormalized
Poincaré’s work on the importance of recognizing system sengsitivinitial conditions
(i.e., small changes lead to large effects) and consequdrglygetond branch of chaos
theory which asserts order existghin chaos. Notwithstanding these differences, the two
branches of chaos do share some common elements including nonlinedraynaplex
forms demonstrating the importance of uncertainty, chance, atehsjsctalization. In
order to remain within a Francophone context, my dissertation piynmdraws from
theories of Prigoginian chaos without neglecting the contributiobooénzian strange
attractors (analyzed in Chapter Four).

Equally, Chapter One examines how contemporary French and Francophone
philosophy exploits notions of scientific chaos suggesting chaosimm@ortant cultural
reference serving to bridge the two domains. French philosopherisicMithel Serres
asserts that the concept of chaotic noise, borrowed from informdimorytis a
constructive conduit through which the human sciences and the humamitissinicate,
thus affirming a complementary relationship between the “two @dturFrench
philosophers Gilles Deleuze and Félix Guattari describe writitgrms of smooth and
striated spaces which emulate scientific concepts of chaos dad &inally, Edouard
Glissant, founder of the Antillanité movement in Martinique, claitms the poetics of

his ‘chaos-world’ g chaos-mondetheory that will assure the future of humanity,
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namely the spiraling together (acceptance and integration buasseonilation) of all
cultures.

In Chapter Two this dissertation examines liberated limitthefnovel, poetry,
and diary genres through the concept of chaotic “noise” representhgess of
information rather than a dearth in order. Spiralism, founded in 1968 Iaridauthors
Frankétienne, René Philoctete and Jean-Claude Fignolé, is groundedésthetic of
chaos and noise. This literary movement rejects the formativerpofivaditional
Western genres as delimited in the novel, poetry and theatevan d& constructing a
chaotic reality through a non-linear, fragmented clutter ofettgesres in form and in
function. | argue that in Frankétienne’s works these remnants, liberatethigorgeneric
frames, no longer function within their established limits but cteand collide,
ultimately changing the operational force of traditional Westggnres. Furthermore,
Ernaux’s and Toussaint’s minimalist texts, although often viewestaak and barren in
style and form, actually also offer an interesting invesbgaof liberated generic limits
examined through the lens of noise. Their works serve as an exangite oépetitions
which contain slight alterations that seem only to clutter thegser of the novel.
However, this analysis shows that these repetitions are gctidations of new
information. Toussaint and Ernaux also underscore the importancénivé moise’ as a
generic tool of communication. Accordingly, linear forms of commation no longer
effectively function in a noisy world and notions of genre itself nings(re)considered
and (re)defined.

The next chapter explores identity and genre in the works of Ernaux, Fesmiati

and Toussaint through two concepts essential to chaos theory: the @éfribwe and
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bifurcation points. Viewed through the Arrow of Time identity is foumthe future not
in the past. Consequently, identity is not a linear development, butkbpment that is
plagued with uncertainty, chaos and possibilities. This is groftant conclusion for
Francophone and other postcolonial studies as identity is a problesméitie often

entangled and aligned with past her/histories. This chapter atsuoirees identity as
constructed through bifurcation points, specifically examining the oblchance and
“self-organization” in its development. Bifurcation points indicate [goaitinstability in

a system. This investigation asserts that Ernaux uses nlaegicaunters and a
marginalized aspect of a diary, photographs, to destabilize arghnere identity and the
diary genre. Alternatively, Frankétienne uses the marginalit&tan society as the
background for his textual bifurcations. Toussaint, through textualittepeas well,

guestions the stability of the detective novel and ultimately thel msva genre. Finally,
presenting and discussing the significance of iterations agagerse of identity and
memory, Chapter Three reinforces a spiral identity: one thabvwslla pattern of
assimilation and accommodation which never returns to its precgiasobut is always
moving toward greater complexity.

The final chapter investigates the de-gendering of chaos througloticept of
strange attractors in Ernaux, Toussaint and Frankéti€dimange attractors serve as
locations of order embedded deeply within chaos; in essence, thgyiate that a
chaotic system returns to however divergent its trajectories.chiaigter advocates that
women, men, language and places within these chaotic texts byxEfrankétienne,
and Toussaint serve as actual places to which chaotic narraowssstently return

advocating the creative force of non-gendered chaos. For litexaty, this holds two
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implications: not only can the notion of identity, love and languagedveed as fractal
within their own textual space, but the texts themselves can bedewsts as not
belonging specifically to one genre, but instead as havingmacharacteristic, a point of
deep order, which allows these texts to be compared despite difpeitical and social
situations surrounding their creation or generic associations. The giaileep order in
Ernaux’s, Toussaint’'s and Frankétienne’s texts are diverse,|l biteg writers offer the
possibility to view chaos not as a gendered quality but as a momalneuiversal and
fluid one around which chaos with deep order is generated.

This dissertation concludes by recognizing that the contemporatyraul
topography is expanding to include electronic literature as ancéredtical study and
consequently investigates the intimate role of chaos in readingnéegbreting this
emerging genre. Due to the medium of transmission, e.g., the cormapdegrelectronic
literature not only offers chaotic form and content, but also chatetrgditional notions
of ‘reading’ a text. Consequently, the reader interacts witlcdhgouter code causing the
‘narrative’ to bifurcate resulting in multiple, unpredictable ragdexperiences. A brief
investigation of electronic literature and the intimate roleoshplays in reading and
interpreting this emerging genre serves as a relevgnedeom contemporary literature
which is highly invested in innovative forms to another burgeoning, eeckitiéerary form
that is exclusively located in the digital realm. This reatmhonly influences the success
and distribution of print literature but also now serves as theidocaf electronic

literature thus adding another level of influence requiring criticatcgtin.
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CHAPTER ONE:

SCIENTIFIC, PHILOSOPHICAL AND LITERARY INTERPRETATION®F CHAOS

This chapter serves to establish a summary of scientific, philasd@mnd literary
texts which justify this dissertation’s scholarly approach to bamgpwdeas from
scientific chaos theory. This introduction will thus prepare théleateial foundations to
study certain contemporary French and Francophone literary textseisubsequent
chapters. The first subsection “From Chaos to Order” offers aricit review of
interpretations of chaos and order in literature, science ahaspphy. “Difference and
Repetition” will outline various concepts borrowed from science xplagn other
academic domains. In the following section, “Time’s Arrow” cdess the question of
time’s direction to establish a point from which to reconsider the représaenttime in
literature. A review of indispensable concepts adapted from dhaosy used in the
successive chapters will be presented in “Chaotic Choices.” &ktesection, “Spirals
and Noise” examines vital philosophical theories and literarygjags from fundamental,
contemporary Francophone scholars whose work reflects influencesdrentific chaos
theory. “Literary Fractalization and Noise” reviews an innovagéivaluation between the
concept of scientific fractals, philosophy and literature, establisa precedent for this
investigation. Finally “Breaking It Down” suggests how thiwdstigation will use
scientific chaos to expand concepts beyond what current philosophicalitenady |

theories are interpreting from science.



26

From Chaos to Order: A Question of Time

Since Antiquity, poets, philosophers and scientists have examined thardete
and chaos play in the representation of the world and the human conditiood'$les
Theogonya poem written circa 750 B.C., describes the birth of the cosntbtha gods
and offers a description of creation as an evolution of order out of chaos:

Chaos was first of all, but next appeared/Broad-bosomed Earth, sure
standing-place for all/The gods who live on snowy Olympus’ peak,/And
misty Tartarus, in a recess/Of broad-pathed earth, and Lovet mos
beautiful/Of all the deathless gods. He makes men weak,/He owengpow
the clever mind, and tames/The spirit in the breasts of men and gods./From
Chaos came black Night and Erebos./And Night in turn gave to Day and
Space/Whom she conceived in love to Erebos/And Earth bore starry
Heaven, first, to be/An equal to herself, to cover her/All over tarxk a
resting-place/Always secure, for all blessed gods. (lines 116-130)

From this chaotic beginning can be traced the organization of go@yofpus in
mythological narratives. Aristophane8irds (approximately 414 BT and Ovid’'s
Metamorphosegapproximately 1 AD) also locate chaos at the beginning oticrea
Ovid writes:

Before the seas and lands had been created/before the slopvked
everything,/Nature displayed a single aspect only/throughout tmeosps
Chaos was its name,/a shapeless, unwrought mass of inert bulk/and
nothing more, with the discordant seeds/of discontented elements all
heaped/together in anarchic disarray. (1.6-13)

According to Ovid, chaos is the “seed” from which all Naturd waiganize. However,
order is not permanent. Chaos will overcome order and a continuaifaraechaos-
from-order cycle pervades until the end of the poem. Jeanneret notes that

At the beginning oMetamorphoseghe world and humanity are endlessly
beginning. No sooner is form or a balance attained than it stasary.
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And yet an organizing god did intervene in the heart of chaos to separa

the elements and assign a fixed place to earth and water,nueabld,

and various winds. Just when the initial confusion seems to be
surmounted, the deluge occurs, turning the world upside down and
drowning everything. For the second time, the world has to be

reconquered over chaos, and this is the signal for the chronic change [...].
(105)

Ovid’s poet Pythagoras says:

Everything changes and nothing can die, for the spirit/wanders vdnete
wishes to, now here and now there,/living with whatever body it chooses,
and passing/from feral to human and then back from human to feral,/and
at no time does it ever cease existence;/and just as soéasdy takes on

a new shape,/unable to stay as it was or keep the same form,/and et is stil
wax, | preach that the spirit is always/the same even thoumigiates to
various bodies. (15. 209-217)

Indeed, Jeanneret notes that Pythagoras “could have said: | clilangd am” (31).
Equally pre-Socratic philosophers and scientists such as Arjdegtleagoras, and Euclid
attempted to describe and instill order in the chaotic universstofe’s view on nature
was, as Prigogine and Stengers summarize, that it was “peglaaccording to final
causes. The purpose of change [...] [was] to realize in each tengerfection of its
intelligible essence”@rder out of Chaas40). Aristotle also believed causes and their
effects were reciprocal: A caused B and thus one can say BdcAausResultantly, time
to Aristotle became irrelevant as far as the order of eveythagoras and his school
believed that reality could be represented by numbers. Euélldimentsdevelops the
basis for our modern day geometry. One of his tenets is that sphoemogeneous and
isotropic (identical in all directions). Consequently, Euclid couladles objects without
having to consider their coordinates in space. Two cubes on a taltebe accurately

compared without their position on the table modifying the descriptiorthé final
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analysis, the first scientists and mathematicians consideeelws of physics in a way
that was independent of time and sp&ce.

On the other hand, Lucretius’ atomist t€xt the Nature of Thingsupported the
essential belief in change. As Prigogine and Stengers note:

Yet it is well-known that the driving force behind the work of &temists

was not to debase nature but to free men from fear, theofeany
supernatural being, of any order that would transcend that of men and
nature. Again and again Lucretius repeats that we have nothifegrto

that the essence of the world is the ever-changing assosiaif atoms

and the void. (3)

As will be shown below, French philosophers Michel Serres, Gillsu2e, and Félix
Guattari will exploit Lucretiusclinamen the slight disturbance in the fall of the atoms
that causes chaos in an otherwise ordered world. Ultimatelypdite and Stengers
astutely note that similar considerations of order and chaos have geivamanity since
Antiquity:

in the space of a few generations, the pre-Socratics collebsedissed,
and criticized some of the concepts we are still trying ¢@amize in order

to understand the relation between being and becoming, or the aggearan
of order out of a hypothetically undifferentiated initial environment. (38)

Defining and understanding time became central to the notions of erngeaoming in
the Early Modern era with Descartes.

Descartes in “Part V: the Order of the Questions of PRYysit Discours de la
Méthode(Discourse on the Methpdicknowledges the natural transition from chaos to

order that the world has experienced,

3 However, Einstein’s theory of relativity shows thgavity can be defined as a space curvature thus
negating the isotropy of space in special conditifiirigogine and Stenger®rder out of Chaos34).
Geometry based on this notion is called non-Eualidgeometry which was discovered in the nineteenth
century.
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So that, even if [God] had, in the beginning, given the world no other form
at all but that of a chaos, provided that he has established theolaws
nature, and he were to lend it his concurrence in order for nature to operate
thus as it is accustomed to do, one can believe without finding fahlt w
the miracle of creation, that by this means alone all thingfsate purely
material could have been rendered, in the course of time, such ssewe
them at present. And their nature is much easier to conceivhesf one

sees them coming to be little by little in this manner thdren one
considers them only as totally finished. (67)

Descartes views time as the intrinsic condition on which ordérewolve from chaos.
Man does not need to mettle with chaos such that order follows. pitrgture is
chaotic but will automatically evolve to an orderly state. Tlagomcontribution brought
by contemporary thinkers, llya Prigogine, Isabelle Stengers, amrdchr historian
Fernand Braudel, has been to try to connect the scientific notiotimef to its
representation and utilization in the social and cultural domain. Aleffeinotes in his
foreword to Prigogine and Stenger&sder out of Chaogtranslation ofLa Nouvelle
Alliance, 1979) “Part of today’'s vast revolution in both science and cultura is
reconsideration of time’xii).

Before discussing this revolutionary reconsideration of time, rengefirst how
to measure time is essential to establishing a base froochWkiestern contemporary
scientific theories on order and chaos would eventually originatderToites three
interpretations of time according to Braudel as

‘geographical time’ in which events occur over the course of eoes; th
much shorter ‘social time’ scale by which economies, stated, a
civilizations are measured; and the even shorter scale of ‘individuz

— the history of human events [...] For some [cultures] time iSaajct
history endlessly recurrent. For other cultures, [the West] indltides is

a highway stretched between past and future, and people or whole
societies march along it. In still other cultures, human livessaen as
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stationary in time; the future advances toward us, instead winesd it.

(xvii — xviii)
If different cultures view or measure time according to theiditions, the Western
conception of time has not been unique and consistent through the centuties.
Renaissance, writers and artists privileged the continuaégpae metamorphosis from

chaos to order. As Jeanneret states in his Werbetual Motion:

In chaos germinate the seeds of the cosmos, which itsel§ libar
principle of its own destruction: Ronsard, like da Vinci and other tenants
of transformist thought, seemed to inscribe history — naturdduaran-
within the succession of alternations. Whether or not the cyckes ar
regular, whether they are necessary or contingent is of not grea
importance. What remains is the fundamental idea that every condition is a
stage, that all things tend to alteration and may metamorphasseries

of mutations with no fixed term. The mechanism of this forviardst
already lies coiled in the heart of primitive chaos, the acative from
which perpetuum mobilsprings into action. (90-91)

This evolution in time was neither considered necessarily complditetar and
unbroken: the future was not predicted by the past nor a closed cogala as Willis F.
Overton describes: “The machine metaphor yields the Cycle of, Tanmd this structures
change as contingent and reversible variation, with direction uoddrss illusory
phenomenological appearance [...] constructed from the simple imade dfirtle”
(220). During the Renaissance, time was considered as advanciraglispdy and
inconsistently. The metaphor of the coil that launches time intguilae alternative
action anticipates Overton’s description of the Arrow of Timehe&TArrow of Time
draws its imagery from more complex sources that involve botle eyal direction [...]
understood as the directionality that emerges from the remetfi non-closed cycles”

(220). In essence, Overton’s Arrow of Time is a spiral. This notidh b& further
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developed below in relation to the thermodynamic Arrow of Timepmcept which
greatly influenced the development of chaos theory.

The conception of time by Renaissance writers could be summedaufpydsid
of Braudel's categories of time: not necessarily privilegingeagraphical, social or
individual time, but rather favoring cycles alternating between claaaok order and
composed of a mosaic of geographies, societies or individuals. Isetrenteenth
century, the need to establish order in France and to become ‘modsinéd the quest
for order in science (Newtonian physics for example) as vgelhdanguage, literature
and philosophy. John Lyons in his boskngdom of Disorderproposes the idea of
“progress” as essential in the seventeenth century ‘ecologgeaf’i as it spurred the
pursuit of order from chaos in the theatrical and scientific donaaith ultimately
culturally launched seventeenth France into the ‘modern era.’ Lyons points up:

How does it happen [...] that such leading figures of scientific and
philosophical modernism as Descartes and Pascal are stillywigiedl
[and] studied [...] while the writers whose theories are said to have
brought about a major continental transformation in the idea of treater
rarely read [and] almost never republished? Apparently the idea that
modernism is most of all scientificmovement and attitude has become so
deeply rooted that we forget that in the century of modernisnestois
dominance it was primarily an aesthetic and literary phenomenon. As
DeJean writes “progress, rather than science, was themildteg factor

for the first Moderns” Ancientsagainst Modernd5) - in other words, the
seventeenth-century’s sense that it possessed superiority ®fctase
first, and scientific progress was later invoked to buttress ittitial
cultural achievementx)

Notably, many modern theorists propose that classical theatrepaétd to impose order
on chaos through the three unities of day, place, and time. Lyonssssighus that

modern readers of seventeenth century French theatre may beddmpiew the unities
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more as “the working out of certain axioms or postulates [andftiret think of tragedy
as a dramatic counterpart to the mechanistic view of the woridedefrom Descartes’
and Bacon’s new science” (140). However, Lyons concludes thattialfatie unities
“are justified by appeals to an inward reality, the spectatomd” and have nothing to
do with following science’s lead (140). On the contrary, | would propuedike science
in this era, theatre wanted to appeal to the spectator's desieee anaccurate
representation of the world where she lived. For example, througimttyeof time the
intrigue must not take more than 24 hours and thus imposes a lineawitima distinct
past, present, and future. In Corneille’s plag Cid “temporality takes the form of
genealogy” thus representing a linear recording of time ((eyg 39). Greenberg
argues however that although this genealogy “presents a worldesf oféduccession, of
hierarchy and devolution it is not, for all that, a world impervioushaos” (39). InLe
Cid, King Fernand is the new king and as such his reign is estildus and thus “the
entire social and temporal unity Fernand represents [...] caragieback into chaos”
(39). Recalling the cyclical view of time from the Renaissance and Jedspergietuum
mobilg the seventeenth century can be said to still have undercurrehts oétillation
between chaos and order despite the well-known movement of classgibish sought
progress and modernity under the guise of Cartesian thought and Aastatepired
theatre.

Classical comedy, specifically Moliére’s, also refledte turbulent oscillations
between chaos and order in the seventeenth century. While MiSha€bppisch
acknowledges that “[a] commonplace in writing about comedy emphatszggest for

an order disturbed by the machinations of absurd or baneful charattsrsivalries in
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Moliere’s comedies that illustrate a need to define order betWgmod and evil, right
and wrong, legal and illegal-that makes it possible for soadetyriction smoothly” (16).
These rivalries do not remain an effective tool for permanentkaposing these
opposites since, according to Koppisch, the “difference between isvdikited as they
spar with each other. Similarities in thought, word, and deed comesdormpmate and
chaos, in which good and bad, right and wrong can no longer be so te&kigpart,
looms” (16). Furthermore, Koppisch recalls Serres’ characteneaf Tartuffe in his
work Parasiteas “the canonic example of the parasite that the host canact’ r&9).
The parasite creates chaos in the host system complicatmgunication and disrupting
order but also driving the system to another ordered state. Accgrdikgppisch
contends that at the end of Moliére's play order is reestablibéd'a troubling
suggestion that it cannot endure invariably hangs over the conclusibisspbdys” (17).
Koppisch’s evaluation of Moliére’'s plays offers another example haf instable
alterations between chaos and order that is reflected in Geméiagedy instead of a
focus on the linear passage of time to offer order and stability.

Isaac’s Newton'rincipia Mathematiceof 1687 would revolutionize and define
the notion of time as reversible (and thus independent of motion) wbidequently led
to order being exalted over chaos both culturally and scientifiéatlynore than two
centuries. Not until the early twentieth century would chaos &ednsidered as a
fundamental rather than exceptional explanation of the world duestvaluation of the
role of irreversible time.

The relationship between chaos and time is best elucidated in conggynpor

physics through the classical “three-body problem.” Since steenteenth century,
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scientists have tried to use Newtonian classical mechaminish is based on Euclidean
geometry, to solve the ‘three-body problem” (or more generdilyntbody problem
wheren equals the number of bodies involved in the problem). This problem &eeks
find the equations of motion of three different bodies interactiniy @ach other, such as
the sun, the moon, and the earth, when one knows the mass, position, and g&locity
each body. In the early twentieth century, French mathematandnphysicist Henri
Poincaré found that Newton’s classical equations of motion (and thusdéarcl
geometry) failed to solve this problem, and thus anticipated one pfithary behaviors

of chaos theory known today — sensitivity to initial conditions. Heesta his work
Science and Method

If we knew exactly the laws of nature and the situation of the rs@vat

the initial moment, we could predict exactly the situation of gahe
universe at a succeeding moment [...] If that enabled us to préeict t
succeeding situation witthe same approximatiornhat is all we require,

and we should say that the phenomenon had been predicted, that it is
governed by laws. But it is not always so; it may happen thail sm
differences in the initial conditions produce very great ones initiaé¢ f
phenomena [...] Prediction becomes impossible, and we have the
fortuitous phenomenon. (original emphasis; 68)

Since Poincaré, essentially two branches of chaos theory haviepl.eOne branch
primarily claims that order emerges from chaos through selfhaigg structures. The
other branch asserts that order is located on a strangeaattséittin chaos. The former
of these philosophies has been led primarily by Russian Nobel prize-winning chganist
Prigogine and Belgium philosopher of science Isabelle Stengettseitnl997 booklhe
End of Certainty: Time, Chaos and the New Laws of Ngtuneslated fronlLa fin des
certitudes1996)Prigogine and Stengers assert that non-linear dynamickaoscis the

standard not the exception through which all systems need to be explored:
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We live in an evolutionary universe whose roots, which lie in the
fundamental laws of physics, we are now able to identify throbgh t
concept of instability associated with deterministic chaos [.hdrCe or
probability is no longer a convenient way of accepting ignorance, but
rather a part of a new, extended rationality. (155)

Specifically, Prigogine and Stengers confirm the irreverglolf time as conceptualized
in their “Arrow of Time.” English physicist Arthur Eddington wasee first to introduce
the phrase ‘arrow of time’ in 1929 in order to “describe the issudirettionality and
irreversibility of change” (Overton 221). From the seventeenthucgrgnd Newton’s
classical dynamics until Einstein and relativity in the yeanlentieth century, time was
considered reversible in physics, that is, no systemic distinctisted between past and
future: velocities could be reversedliecomes v where the negative indicates reverse
direction) and all subsequent motion and positions could be (re)calctflatéith the
introduction of non-equilibrium physics and unstable systems, the Aobwime
establishes the difference between past and future, introducingtud=rirreversibility
but also possibilities and probabilities.

As Prigogine and Stengers remark: “figuratively speakindgtanat equilibrium,
with no arrow of time, is “blind”, but with the arrow of time idins to “see” (3}> Two
important conclusions can be drawn:

the system is made to go backward in time”, a new “anomalolusitisin
is created in the sense that certain molecules are them@&¥sb meet at
a pre-determinable instant and to undergo a predetermined change of

3 For example, imagine a film of a softball beingothin from the pitcher to first base. In a Newtonian
universe, reverse the velocitw)-of the softball (play the film in reverse, in esset becomes t) and
witness an exact inversion of the trajectory of hh# from first base to the pitcher. All processesild be
reversed to their exact initial condition. However,the viewer, this would seem unnatural: imagime
inverted motion of the first basewoman and thehgitc Physically the throw would appear awkward and
highly unlikely.

% In the example of the softball throw, with no awof time, the softball does not experience any
difference between the throw from the pitcher tetfbase and back to the pitcher.
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velocity at this time, however far apart they may be atithe of velocity
inversion. Velocity inversion thus creates a highly organizecksysand
thus the molecular chaos assumption (initial conditions of a gay timl
the particles “behave independently of one another” creating matecul
chaos) fails. The various collisions produce, as if by pre-edtallis
harmony, an apparently purposeful behavior. (246)

The irreversibility of time thus implies that the “the futiseno longer determined by the
present, and the symmetry between past and future is brokendf{thalSthrows cannot
in all actuality be reversed because Newton’s laws of dynaappl/ only in the very
particular case of a “perfect world” where forces on objectsna direction can be
reversed to produce a mirror image of the movement and extertmisface ignored®
In addition to the unnaturalness of forces, it is not possible to coralidefluences on
an object in order to recreate the motion in reverse. In essemeceannot “know”
without producing a collision all the information needed to establistelations that
typically are established post-collision. We cannot “set” the popicoits scatter pattern
and velocity without having dropped it on the pan first. Resultantly, “thesetwo
conflicting worlds, a world of trajectories (appearance) and &vadiprocesses (nature),
and there is no denying one by asserting the other. [...] [Yet] lowtlee world of
processes and the world of trajectories ever be linked?” (252)podtie and Stengers
express this relationship in terms of being and becoming:

Let us notice that initial conditions, as summarized in a sthttheo
system, are associated with Being; in contrast the laws imgpteimporal
changes are associated with Becoming. In our view, Being acwhiteg

are not to be opposed one to the other: they express two related aspect
reality [...] a more subtle form of reality that involves both daand
games, time and eternity. (310)

% In the softball example, in Newton’s world, winelecity, air temperature, and friction from the
thrower’s hand and the catcher’s glove, birds flyoverhead, and the integrity of the players’ dgédr
example can be ignored.
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Possibilities (becomings) arising from irreversible thermodyogmocesses (Arrow of
Time) replace certitudes (being) in an attempt to understandaithe. \Before examining
communication as an irreversible process, discussion of the direftitre Arrow of
Time and additional interpretations of “time’s arrow”, discussedlTime’s Arrow: A
Question of Perception”, will enrich the notion of time and irrebdisi and provide
vital notions to explore literary narratives from a “scientific” persipec

The second branch of chaos theory asserts order exists within ahdosas
developed in the 1960s with Edward Lorenz’s work on weather predictiarestarch
ultimately led to the formalization of Poincaré’s work on the imgrosé of recognizing
system sensitivity to initial conditions. Lorenz found that byhgligadjusting the initial
conditions, the system would exhibit large variations in its evolution over time. énaspit
these large divergences, strange attractors serve as locatiordenoembedded deeply
within this chaos; in essence they are points that a systémendrawn back to however
divergent their trajectories. Unlike Prigogine’s system wharaos is inherent to a
system and order evolves out of chaos from self-organizing sydteenshaotic systems
described by Lorenz and others (American mathematical phtysiditchell J.
Feigenbaum and French-American mathematician Benoit Mandetbrexdmple) are
intrinsically orderly although their trajectories would indecatherwise. Hayles remarks:
“For [strange attractor systems] the focus is on the ordedgent into chaos rather than
on the organized structures that emerge from ch&isddqs Bound0). In essence, chaos
becomes an effect of the sensitivity of the system’s initial conditions.

A result of this orderly descent is an increase in acquired “fAdisephysics,

noise is defined as “an unwanted signal or a disturbance (as ctaéi variation of
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voltage) in an electronic communication system (as radio or sedeyi (“Noise” def.
1c). There are many forms of “colorful” noise relating to sipectral density (power
distribution in the frequency spectrum) found in physics ranging biack to white and
several colors in between such as blue, gray, pink antl fideermal or “Johnson” noise
is due to fluctuations in voltage. Computer science on the other haneéslabise as
“irrelevant or meaningless bits or words occurring along withrel@snformation (as in a
computer output)” (“Noise” def. 1le.). Hayles defines noise in oglahip to
communication as “anything that interferes with the receptiohefriessage the sender
sent — misprints in a book, lines in a TV image, static on a radding errors in a
telegram, mispronunciations in speec@h@os Bound5). The further a strange attractor
system is probed, the more “noise” will inevitably be produced. Unlikeréehowever,
nonlinear dynamicists now consider the data or “noise” generated thhe strange
attractors to be rich in information rather than poor in organizatidnrameaning as this
dissertation will demonstrate by studying examples of digrnoise in Chapter Two in

the works of Frankétienne, Ernaux, and Toussaint.

Difference and Repetition: A Question of Change
In his 1994 article “The Arrow of Time and the Cycle of Tin@oncept of
Change, Cognition, and Embodiment” Overton claims that the Arrow of Time

is a deep metaphor entailing a relational field of both nonclosel@éscy
(spirals) and direction. The Arrow of Time emerges from the ocgani
narrative. Within the context of this metaphor, and the broader organic
metaphor that forms the wider conceptual context, development is
understood as entailing both direction and variation. (215)

37 For a discussion on certain “colorful” noises $éartin J. Turner et aFractal Geometry in Digital
Imaging San Diego: Academic Press, 1998.
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In essence, Overton asserts that many domains in the natural and $cier@es are
moving away from a mechanical model perspective of the world to oaa ofganic
perspectivé® The mechanical model began with Newton: forces on objects were
reversible and time independent. Traditional machines embody the

uniformity, stability, and linearity. Entities framed by machoategories

are necessarily understood as operating according to a simpidegagn

that is additively decomposable. The whole is the additive sum of
independent isolated parts that can be represented as aofeligsncts
and/or conjuncts(222)

This mechanical linearity and stability in turn suggests daseles of evolution such as
a motor. The intrinsic assumption of a machine is its continuousysséate reinforcing
the metaphor of the Cycle of Time and creates a narrativéOthexton characterizes as
follows:

The machine metaphor generates metatheoretical narrativespghegant

the domain under examination as fundamentally uniform, fixed, reactive,
isolated, linear. Thus, in metatheoretical terms, when the person is
represented by this metaphor, he or she is understood either as taeloutw
manifestation (responses, behaviors, declarative and procedural
knowledge, representations) of additive historical contingencies
(reinforcements, stimuli, information) or as a list of mechasidimat
constitute the machine itself (input systems, central prougssistems,
storage systems, output systems). (222)

3 paul Ricceur in his worka Métaphore Vivétranslated a3he Rule of Metaphpraddresses the role of
metaphor not only in literature but in philosophydascience offering another example of a link betwe
the three domains. He astutely recalls Max Blacktwk on models and metaphors between art and
science: “metaphor is to poetic language what misdigl scientific language concerning the relatothe
real. (la métaphore est au langage poétique céeguedele est au langage scientifique quant alddioa

au réel)” (302). Ricoeur examines the meaning ef ietaphor across various linguistic levels: word,
phrase, and hermeneutical level. This analysis geep that Ricoeur’'s theory on metaphor is essantiall
rhizomatic or fractal as his notion of metaphonas arborescent: one linguistic level of metaphoeginot
replace the other. They tend to share some quakiiespecific points but spread in other directiahs
others.
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This narrative simultaneously represents a Cartesian-Newtorgan ofi the world as
well as a structuralist perspective across the domains of ppilgs science, sociology
and art.

In opposition to this mechanical narrative, Overton asserts the qyiofathe
organic narrative and the organic metaphor of the Arrow of Time in uaddisg
concepts of change. The spiral adequately illustrates the neoveand integrity of the
organic narrative which Overton describes as “interpretationalstieol relational-
dialectic [and] directional” (215). Unlike the Cycle of Timeetaphor, however, the
Arrow of Time is not closed but “draws its imagery from more pl@x sources that
involve both cycle and direction” (220). The Arrow of Time describehange that
involves an integration of repetition but also advancement simultaneotébually,
Overton describes the Arrow of Time as an advancing spiral arcaambered nautilus,
“a shell with minute inner spirals that successively widenmnodressively form a broad
spiral that yields overall direction — a vivid natural imageamfarrow of growth” (211).
The nautilus also embodies the notion of a fractal in non-linearndgaaas will be
discussed in Chapter Four. A fractal retains recursive levelsywimetry at each
magnitude of measurement where each level is representatihe sfymmetry of the
entire system.

This metamorphosis of time can be viewed as an iterative prazesmtinual
feedback loop in the sense that final conditions of one phase senle asitial
conditions of the next phase. However, the iteration never fullynseton itself: the

system evolves into new states which in turn generate newidtexaOverton recalls
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Swiss philosopher and psychologist Jean Piaget's assimilatoniacodation
psychology which emulates this iterative process:

Assimilation/accommodation defines the relational activity ixatr not
isolated, independent processes. Assimilation is the thesis — thod fier
process that affirms, integrates, and regulates the systens isTlie
conservative activity that imposes itself on the surroundings and makes the
surroundings like itself. Accommodation is logically secondaryis It
antithesis — the part of the process that negates, diffeemtiaansforms

the system. Assimilation imposes necessity, and accommodation opens
possibility. As the process cycles between assimilation and
accommodation, no single cycle returns to its precise beginning but
ascends toward greater complexity and coordination. (226)

The Arrow of Time thus conceived also debunks Freud's mechanicaodate and
“directionless change” similar to the Cycle of Time theoryefn quotes W. Ronald D.
Fairbain’s theory and in particular points out that

Freud’s mechanical, atomistic position of an inherent separatieneogy
(i.e., libido) and structure (i.e., ego) leads necessarily t@akgion that

the only change possible, outside of one that disturbs the systelh (itse
reversible and directionless), ‘is one which makes for the estatdint of

an equilibrium of forces, i.e., directionless change.’ (226)

Freud believes the libido, designated as energy, is disconneatedhe ego, defined as
the structure. In general the libido seeks pleasure to relieve its ngrarteThus Fairbain
argues that Freud’s “direction” of the libido’s desire is towigsdlf, and thus does not
have an exterior, designated target or direction. So the attedibido satisfying its
desires is cyclical and directionless. The quest for satpfyleasure always leads back
to the libido. To be evolutionary, Fairbain argues that the libido would bauee
primarily “object-seeking, and [...] the tension which demands rsligfe tension of the
object-seeking tendencies. This means that for me, libido hasiahe(Fairbain 149).

As the object of desire changed, so would the ‘direction’ of the libieleésgy. Fairbain
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makes a salient point regarding the relationship between Freud’'s psyglaoid its link
to physics:

Freud’'s divorce of energy [libido] from structure [ego] represeat
limitation imposed upon his thought by the general scientific atmosphe
of the day. It is a curious feature of modern times that thentsc
atmosphere of a period always seems to be dominated by thentcurr
conception of physics. Be that as it may, the scientific atmospbier
Freud’'s day was largely dominated by the Helmholtzian concegiain t
the universe consisted in a conglomeration of inert, immutable and
indivisible particles to which motion was imparted by a fixed gyper
separate from the particles. However, modern atomic physiashhaged

all that. (150)

Fairbain argued for a dynamical systems approach that yersrd structure are
inseparable and that any changes would require a directional evahwimaing both
energy and structure. To conclude, Fairbain’s analysis of the inflwdribe ‘physics of
the day’ in the scientific arena echoes Lyons’s point madeeedhat the science of
Descartes and Bacon is (mistakenly) seen as influencingatieast for classical theatre.
Admittedly, Freud and Fairbain do seem to be influenced by phystesever their
domain, psychology, is a science, whereas theatre is not in diteotral sense. What is
relevant to this analysis is the fact that the contemporarysiphpf the day”, or “chaos
theory” is not influencing the development of literature, but asnkypoints up, the
trends in both domains (science and literature) are a resthtaot in general being one

of many ideas in an ecology of ideas.
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Time’s Arrow: A Question of Direction and Perception

In physics, the second law of thermodynamics rejected Newtatyaamics’
Cycle of Time in favor of the Arrow of Time. The second lavtr@rmodynamics states
that

all isolated systems — including the universe itself as thd idekted
system — move in a direction toward maximally diffuse or randatest

This irreversible process, this inherent direction, is measuyedhé®
guantity termed entropy, a signpost to the direction of time:réhmsing
entropy corresponds to the spontaneous evolution of the system. Entropy
thus becomes an ‘indicator of evolution,” or an ‘Arrow of Time’ [...] For

all isolated systems, the future is the direction of incrgasin
entropy.’(Prigogine and Stengers, 1984, 119).” (Overton 227)

Entropy in thermodynamics is the Arrow of Time in the sensesysiems evolve toward
higher entropy and usually do not reverse (a hot cup of coffee wilirotold and then
spontaneously return to its initial hot state). It is this notdnirreversibility that
Prigogine and Stengers use as the basis for their Arrownad in their order-out-of-
chaos paradigm. A question that still looms large, however, is hawtheaevolution
toward increasing entropy be defined in terms of a physicatctihn? That is, does
Prigogine and Stengers’ Arrow of Time advance in a linear fashion intattme or does
it progress in a different manner? This question is pertinent soathalysis in light of
Western linear and Eastern non-linear views on history, identity ultimdately the
evolution of order and chaos.

The notion of advancement in all the above examples projects aa ohajgange
evolving to the future temporally (repetition but also advancement whichesnglimate
forward movement and not a return to the beginning). As will be dsdusghe section

“Spirals and Noise” of this chapter, Edouard Glissant, a French philes@md writer
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from Martinique and founder of th&ntillanité movement, suggests that time moves in a
spiral just as Overton’s Arrow and Piaget's model. Overton points out a dilenimehei
entropic arrow: “[T]he molecular laws of motion are themselvesctonless. They
would allow the increase in entropy in either direction” (228). Tieato say, the
molecular laws of motion do not indicate one direction as being “fofwamd another
being “backward,” “east” or “west,” or even “north” or “south.” Theermodynamic
arrow is thus “directionless” physically, but indicates a qudiv@ancrease in entropy
over time. This question inevitably leads to understanding our perceptiba direction

of time and change.

Philosophy suggests four other types of arrows of time which ithaginate
human temporal understanding of “evolution”: the psychological arrow, thabifity
arrow, the epistemological arrow, and the explanation-causatiomerfactual arrow.
We believe psychologically that we cannot change the past batffegh the future, thus
the past is not mutable but the future is, which implies epistemsalbgthat we can
know more about the past than the future. Consequently, we can offanaiqnts of
what caused an event to take place as opposed to explanations of Whappen in the
future. Huw Price suggests causal perspectivalism as a noéageplaining human
beings’ experience of time and thus our view that causation is asymmetrical

There is a genuine asymmetry in our deliberative practice -elgam
roughly, the fact that our deliberations are future-directed but rsit pa
directed — and this calls for explanation. In the end then, this temporal
asymmetry needs to be explained in terms of some temporairetyrin

our own physical constitution, or in our environment, or some
combination of the two. (Price 236)
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One option Price proposes as a solution to our asymmetric deleepatictice is an
objective non-causal asymmetry: a thermodynamic gradient. §,hdo the ways that we
characterize the increase in entropy explain our view of asymenecausation? Another
dilemma is making a disciplinary leap from the sciences r{tbdynamic arrow) to
human perception of time (the other arrows as offered by @ve@lissant and Piaget).
While using the thermodynamic Arrow of Time as a basehfwother Arrows of Time is
still being debated, it is clear that these arrows rejeet @ycle of Time and the
mechanical metaphor of closed cycles. These arrows do containasieauls repetition
and advancement as proposed by Overton’s spiral Arrow of Time.difrectedness is

still under question.

Chaotic Choices: Bifurcations and Metaphors

The irreversibility of time as defined in the second law fwrinodynamics
encouraged further work on non-linear dynamics or chaos theoryddiioa to the
Arrow of Time, another fundamental element of Prigoginian chabguecation points.
Essentially these points exist far from the center wheystara will become unstable. A
system may be defined as chaotic or orderly; the only quafdien “system” is its
boundaries and not necessarily the “order” or “disorder” of the pestfound within it.
Fluctuations or dissipative structures at these points then infltleacehoice” a system
makes as to its next state. This “choice”, according to Pngognd Stengers, is
completely random. The system does not prefer one state over theaaloan only talk
about probabilities and chance which replace certitudes. A chastersyhen becomes

“self-organizing” choosing a stable or unstable state that leadsdther bifurcation
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point which leads to more “choices.” As a result, order and chaosoanplementary
with order resulting from chaos in an open cycle as Prigogine smy&s assert in
Order Out of Chaos: Man’s New Dialogue with Nattea Nouvelle Alliancg This
complementary relationship recalls the sporadic alterationsebatwhaos and order
advocated by Renaissance artists such as Ronsard and Da Vinci mentioned leere abov

The iterations between order and chaos are neither cyclicallinear, but
resemble more the Arrow of Time as represented visually int@verchambered
nautilus or conceptually in Piaget's theory of assimilation/accodation: while the
inputs from order and chaos are registered in the bifurcatiomggfizing process, new
states are always created. The past development of thése cinnot be reproduced or
retraced due to the role of chance in their development. Overtomuwestti“[T]he
evolution of a system can still be understood in terms of a taggf,ay attractor. In this
case, however, it is not a fixed-point attractor but what is callestrange or chaotic
attractor” (229). The concepts of strange attractors in chesasyt will be discussed in
detail in Chapter Four.

Like the mechanical metaphor for the Cycle of Time, relevattis analysis, the
Arrow of Time is a metaphor within chaos theory: “Recent iigasons on the subject
of self-organization and in the field of deterministic chaos and @datplsupport the
narrative plausibility that the [second] law [of thermodynamiesfact opened the door
to establishing the metaphor of the Arrow of Time as the rtiherahan the exception in
both the natural and social sciences” (Overton 228). Furthermore, ttleaoyg itself has
been taken as an explicit metaphor in other disciplines. Peter &veiagd Sabine

Maasen point up the use of non-linear models in micro- and macro-eicsh@imaotic
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attractors in the brain sciences, and self-organizing theories in psgtymanin all these
domains, chaos theory has served to enlighten these domains ithatgasviously had
been either been ill-defined or inexplicable. As a result, WeiragadtMaasen suggest
three theories of metaphors in their analysis of the role of chaos contemporary
metaphor: semantic, pragmatic, and constructive:

Semantic theorie®f metaphors draw attention to the possibility that,
ultimately, both the term chaos and the importing discourse maygeha
each other. Moreover, they stress that there are positive, negatie, a
neutral analogies, which have to be analyzed for each interaction
separately, as different discourses become attracted to difeespects of
chaos. (483)

Semantic theory proposes that metaphors represent a familartadéhe adopting
discourse. In essence, Weingart and Maasen use Max Black and B&ag'$isemantic
theory of metaphors which asserts that one discourse (the primaoyjler to better
describe a process may borrow a term from another discourssefthadaryf® As a
result, the two discourses will interact and

This interaction might presuppose an initial similarity or corapéity of
phenomena and their associated meanings. According to Black, however,
it is the metaphor that actively evokes this process that wétiynaill lead

to a mutual transfer of meanings or aspects of them. For theaitieen
example "man is a wolf," it is held that it eventually wouldkenanan

more wolf like, and in turn would make the wolf appear more human.
Semantic theories thus are about shifting meanings in both metaphor and
context (original emphasis; 476)

Secondly, some discourses will view metaphors in a positive, heutregative light.

Pertinent to this analysis are the two interpretations of tagarship between chaos and

39 See Max BlackModels and Metaphors: Studies in Language and Bbpay (Ithaca, N.Y.: Cornell
University Press, 1962); Mary Hesse, "The Explanateunction of Metaphor," inLogic, Methodology,
and Philosophy of Sciencéth ed., ed. Yehuda Bar-Hillel (Amsterdam: Elsevi®72), pp. 249-259.
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order. Prigogine and Stengers advocate an order out of chaansetigt, while Lorentz,
Mandelbrot and others suggest and order within chaos correlation. Accgrdiegigart
and Maasen point up that some will be drawn to the assurance oitystahd order
within chaos while others will be attracted to the possibilityclodos serving as the
principle reality and thus chaos

unites opposing (research, political, . . .) interests. The ambigutgrm
and message corresponds to the mixed science- theoretical appezd®f
theory: Either nonlinear dynamics is seen as a way to bringpleam
behavior within the scope of rational analysis (e.g., physicahses), or
it is embraced because it is seen as resisting totalizirgyieke(e.q.,
literary studies). (482)

As Hayles confirms: "This double edge to the current preoccupatitm chaos [...]
suggests that disciplinary traditions can play crucial roleeiarmining how isomorphic
ideas are valued and interprete€hfos Boundxiv). As an example, Weingart and
Maasen cite Tom Peters’ bookhriving on Chaos: Handbook for a management
revolution. Peters was debating whether the title shouldl'beving amidst Chaosr
Thriving on ChaosHe explains his choice:

To thrive ‘amidst’ chaos means to cope or come to grips with it, to
succeed in spite of it. But that is too reactive an approach, andsntinss
point. The true objective is to take the chaos as given and ledmnve t

on it. The winners of tomorrow will deal proactively with chaos, ek

at chaos per se as the source of market advantage, not as a poogtm
around. Chaos and uncertainty are (will be) market opportunities for the
wise; capitalizing on fleeting market anomalies will be thiecsssful
business’s greatest accomplishment. It is with that in mindwkatust
proceed. Xiv)

Clearly Peters is attracted positively to the order out of chammkel. Cardiology and the
cause of sudden death first offered then challenged the positivelfreegative analogy

with chaos. Weingart and Maasen explain in their example thabgiste death the
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human heartbeat is characterized as chaotic. The predonmaoargcientificview of

chaos is that it is the opposite of order and therefore this ‘ichdatartbeat just before

death was associated with malfunction. However, after more siodya scientific
understanding of chaos, cardiologists discovered that a “normal’bbatris largely
chaotic and so chaos came to be associated with good health. Weingart and Maasen note:

Chaos, in this case, functioned as a heuristic cage: irregdantist be
seen as pathologies, and do not allow for divergent observations. The
interpretive switch--in this case, at least--seems to atelican
epistemological switch: as long as the metaphor was embeddée in t
traditional reasoning of the medical system, chaos was bouncdardc

for the pathological;, only by taking recourse to the epistemcdbgi
consequences of chaos theory (complex systems show noisy periodicity)
could the heart's noisy periodicity be regarded as the normaluddéers
death [according to Goldberger and Rigney] "as a bifurcatidnof not

into chaos" (25). Or, to put it in terms of disciplinary power: Thedwi

from the pathological to the normal (Canguilhem) indicates tbmemt
when the importing physiological discourse accepted the epistenallogic
consequences of the chaos metaphor. Presumably due to the double
resonance of chaos (theoretical and pre-theoretical), the plyistelavere
tempted to fall for the initial option: to look for disorder (i.ée tthaotic
heart state), and explain it with the pertinent approach (i.e., theosy).

(516)

Returning to theories on metaphors, Peters’ example on managenwgtahd
its relationship to chaos leads to a second theory on metaphovédimgiart and Maasen
propose:

Pragmatic theorie®f metaphors highlight the importance of a new term's
having to be processed in the importing discourse in order to make sense.
In any discourse outside physics, one may expect more oelbdzsrate
variations of uses aimed at integrating it into the existogous of
knowledge (e.g., into management theories or public debates). (483)

Pragmatic theory suggests that metaphors will often be undamdi the adopting

discourse. Management theory is not grounded in quantitative but quealitat
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measurement. Thus, incorporating terms from chaos theory ephwetical ways can
offer a sense of scientific credibility. Furthermore, théntézal details of chaos theory
will be converted into generalities that can be applied in management operations

In chaos theory, non-linear systems go through bifurcations whachdither to
self-organization or continued chaos. Metaphorically, market fluchusitan be viewed
as ‘bifurcations’ which lead to self-organizing gains or continuecefsimnovation is
also a chaotic state which can self-organize or not. Matlheahatlculations will not
describe this process, but qualitatively the innovative procesbeavaluated as self-
organizing: some inventions lead to more streamlined production, some sowtath
case the state of production could be riddled with chaos until anothegatiorois found.

The third theory of metaphors is constructivist:

Constructivist theoriegighlight the observation that once a term has been
successfully integrated into one discourse, this result stimulaiteer
applications (e.g., the termhaos may then be considered helpful in a
political debate), in the course of which various discourses conoect
chaos--the latter thus assuming the role oflispositif which again
contributes to distributing a "new vocabulary," to which furthecalisses

are attracted. (original emphasis; 482)

Again, like pragmatic theories, constructivist theories considetetine adopted into the
primary discourse as unfamiliar. In shortphstructivist theories are about inventing a
new language game capable of integrating metaphor and context in a meanindful way
(original emphasis; 477). First, Weingart and Maasen offethps$lyerapy as an example

of integrating an unfamiliar metaphor of strange attractors itstdiscourse on family-
systems therapy. Essentially, family-system therapysassethat conflicts do not center

on one event (which typically leads the family to therapy), but icdsftan be traced to

the inner workings of the family as a whole. It is the thistas goal to find the ‘strange
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attractor’ which tends to destabilize the family-sysf8msychotherapists have access to
patients who can personatigscribetheir instances of chaos to order (self-organization)
and thus may offer greater insight into self-organizing prosetbga simply observing
experiments in a laboratory (504).

In conclusion, the metaphors derived from chaos theory pervadg coamains
outside of physics as witnessed in the domains reviewed in thigsianancluding
economics, business management, medicine, and psychotherapy. This appropria
constitutes a transfer of knowledge which can be viewed as atiiéeprocess: Domain
A appropriates a term from Domain B as a metaphor. In turn the agpeapmetaphor
encourages new knowledge about the metaphor which may serve as initial input back into
Domaine B’s understanding of its own term. Indeed regardingachgal process of
knowledge transfer from Domain A to Domain B and sometimes back tcaiDof)
Weingart and Maasen suggest that

A carefully designed tool to analyze the evolution of knowledge both
within and across (specialized) discourses, metaphor analysislithws a

us to observe knowledge dynamics as a cultural process. Units of
knowledge wander between different local sites and eventually cdestit

a "cultural matrix." Chaos, in our view, serves as a fascinattagiple of

the mechanisms and intricacies underlying this process. Mostebsef

its career in different cultural discourses regard this psoesschaotic;
interestingly enough, they may be right, if for reasons unknown to.the
While their parlance is pejorative, we intend to argue from tiielises

that the dynamics of metaphoric transfer of knowledge indeed shows
features characteristic of chaos theory. (478-479)

“YWeingart and Maasen paraphrase Linda Chamberlaiosk in her chapter "Strange Attractors in
Patterns of Family Interaction,” in Robertson andmBs, Chaos Theory in Psychology and the Life
Sciences Simply stated, if there is an imbalance in the egpion of love or fear in the family, the task is
to assist the family in redirecting their energyl aattention to the attractor point that is beingided or
denied in order to allow the family to shift to éferent level of functioning”(502).
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Fittingly, the process which transfers the knowledge of chadsdschaotic. Literature
has also appropriated chaos as a metaphor either implicitly phicidyx, and either

semantically, pragmatically or constructively.

Spirals and Noise: A Question of Communication

Edouard Glissant in his 1994 essay “Le Chaos-Monde: 'oral ett|"édescribes
the broken symmetry of time in terms of the spiraltcitpos-mondegchaos-world).
According to Glissant, thehaos-mondelismantles the Occidental founding myth which
by extension has legitimized colonization and what he assertBei “the claim on
[human] beings which organizes the human accession ladder” {1 TRe Western
founding myths are generally written down, and the narrative advéineasy in time.
This permanent recording by the West continually justifiesd@dminance over others,
never retreating or looping back to (re)consider its claims onsotfer the other hand,
Glissant claims that the Caribbean countries do not have written faungiths like the
West, as Caribbean myths originate in the oral traditiqoireg memory and repetition
but also allowing variations to survive. Resultantly, time is noessarily measured
linearly in the Caribbean but is imagined as a spiral:

We have a conception of time as a spiral which corresponds naither t
linear time of Westerners nor circular time of the Pre-Colambior
Asian philosophers, but is a sort of result of the two, that is, wetrcalar
movement always escaping from this circularity toward sometbiiseg —
that is what constitutes the spiral. (123)

*L prétention & I'étre [...] qui organise des échellesckssion a I'humain.

2 Nous avons une conception du temps en spirale@abrrespond ni au temps linéaire des Occidentaux
ni au temps circulaire des Précolombiens ou ddsgwphes asiatiques, mais qui est une sorte déagsu
des deux, c’est-a-dire avec un mouvement circulaiaés toujours une échappée de cette circularitg ve
autre chose — c’est ce qui constitue la spirale.
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Hence time viewed as a spiral will serve to replace thed@ntal founding myths by
rejecting a linear or circular origin of time, history, andinsately dominance and
legitimacy. The spiral of time moves forward, however theavigys a slight return on
itself, a (re/new(ed))consideration of events such that a foundinly ngver remains
permanent, but is always evolving. This image exactly emulage©verton’s spiraling
Arrow of Time as represented in the chambered nautilus whiath&eacterizes as “a
shell with minute inner spirals that successively widen and prsigedg form a broad
spiral that yields and overall direction - a vivid image of an arrow of ¢grof@1).

This notion is also similar to Gilles Deleuze and Félix Gugst rhizomes and
their chaotic, non-arborescent natffteGlissant’s spiral of time does not permit a fixed
point from which all history is based. Like the rhizomes that “spill over” into other
areas, Glissant's spiral is continually advancing into othes @®#& moves forward, not
allowing for a fixed point of reference. Michel Seffesffers another interpretation of
myth that touches on Glissant’s distinction between the purposes ttérnwand oral
myths and their authority:

In a culture with an oral tradition, story takes the place of sahem
Myth, then [...] is less a legend of origin than the very form of
transmission; it does not bear witness to the emergence of esdenc
authority in Glissant’'s case] so much as it communicateslement of
science [...] The schema is the invariant of the tale insteatieotale
being the origin of the schem&ldrmes: Literature38)

As such, the Glissantian spiral of time will establish a petiqueto replace these

former Western myths, a poetic that will embrace all culfuresessence thehaos-

*3 See “From Oedipus to Schizophrenia” of this aralyier a formal presentation on Deleuze and
Guattari's rhizomes.
4 See “Spirals and Noise” of this analysis for arfal presentation on Michel Serres’ philosophy.
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mondewhere “it does not suffice to “understand” a culture in ordémuly respect it. For
this, one must accept that this culture opposes you with sometredgdiiole and that
you will integrate this irreducible in your relation to thistawt” (Glissant, “Le chaos-
monde” 129 The trace of the spiral which moves forward but also loops back
qguintessentially embodies the integration and acceptance of tedutible” in other
cultures. Instead of marching forward linearly, assimilatingedkffit cultures into one’s
own, the Glissantian spiral allows for forward progress in relatimts/een cultures.
However, the loop back demands not assimilation but a continual imb&goétcultures
without one culture being subsumed by others. According to Glissampio#tehas the
primary responsibility to bring to the surface througte parole éclaté€‘a bursting or
exploding speech”) this new poetic, which is all the chaoticrahgs of the world which
have been suppressed by the Occident. Consequently “It's the moeticsf this chaos-
world which contain the reserves of the future of humanity of today” (£24).

Similar to chaos envisioned in the Renaissance “the wellsprihig’'sfpromise”
(Jeanneret 82) and to Prigogine and Stengers’ interpretatifen far from being outside
the natural order, appears as the supreme expression of tbhegselizing processes [of
chaos] that occur”@rder out of Chaosl75). Glissantian chaos is constructive, not
destructive, and it will assure the future of humanity: “Chaos doésnean disorder,
void, introduction to the void, chaos means the confrontment, harmony, coorgjlia

opposition, rupture, joining between all these dimensions” (Glissant¢ciiies-monde”

*5 il ne suffit pas de ‘comprendre’ une culture ptaurespecter vraiment. Pour cela, il faut accepter
cette culture vous oppose quelque chose d'irréolecet que vous intégriez cet irréductible dangevot
relation a cette culture.

“cest la poétique méme de ce chaos-monde qui cuniies réserves d'avenir des humanités
d’aujourd’hui.
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124)*" The movement of the spiral embodies this definition of chaos. Apasiemust
disperse the poetics of this chaos in order to assure the future ahiyrhiterature is an
appropriate medium through which to reveal this chaos.

Frankétienne will also appropriate the notion of chaos and the sphi literary
aesthetic. Glissant’s notion of chaos and the spiral are locatkd domain of myth and
his interpretation of chaos and the spiral is creative in natus ¢hanging not only a
traditional non-scientific view of chaos as devastating but alsosiew of the spiral as
incoherent and dizzying. Frankétienne, on the other hand, appropriates the ofoti
scientific chaos explicitly to create his literary movement, Spirali

The spiral represents a new genre which allows the translafidhe
palpitations of the modern world. A spiral work is constantly in omotit

is this that explains in part a suite of ruptures in the developofethe
text. Furthermore, it is not at all necessary to constructwibr& from a
particular subject. Writing becomes from this point forward a true
adventure, that of a multipolar story where each word, playing theofol
the trigger, is susceptible to transform itself into a coreyréadplit apart

in order to give birth to other verbal entities. In this sensespiral is
ultimately an open work never finished. The spiral is an attemaiptiie

the real in the diversity of its aspects. (Kaués)

Recalling Overton’s notion of the organic narrative, Frankétienmeislist works are
equally in constant motion, in constant transformation and are ultymager finished.
Most importantly, the spiral, an essential element in Overtomgept, is the base from

which Frankétienne created his literary aesthetic founded on ¢haas;ientific concept

7 chaos ne veut pas dire désordre, néant, intraduetii néant, chaos veut dire affrontement, harmonie
conciliation, opposition, rupture, jointure entoaites ces dimensions.

“8la spirale représente un genre nouveau qui perneettrdduire les palpitations du monde
moderne. L'ceuvre spirale est constamment en mountei@&st ce qui expligue en partie cette suite de
ruptures dans le développement du texte. D'aflleiim’est nullement nécessaire de construireviesa
partir d'un sujet précis. Ecrire devient dés lone wéritable aventure, celle d'un récit multipaaot
chaque mot, jouant le réle de déclic, est susdeptib se transformer en noyau prét a se désagoéger
donner naissance a d'autres entités verbales. E@nsela spirale est fondamentalement une ceuvestey
jamais achevée. La spirale est une tentative d& saréel dans la diversité de ses aspects.
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that accurately characterizes a non-linear world and ultiynagality. The spiral which is
always changing and advancing captures the chaos of the modern world.

The relationship between myth, philosophy and science is criticélichel
Serres, a French philosopher and a scientist, who is also cahedthehe interplay of
communication, chaos, and information theory. To initiate this intgrpBerres
advocates specifically that “whether knowledge is written idopbphical, literary or
scientific language it nevertheless articulates a commbofsproblems that transcends
academic disciplines and artificial boundariede(mes: Literature ¥i Relevant to this
analysis, Serres claims that “It is not, it has never been the caseidmate is on one side
and myth on the other. In a given myth, millennial tradition, or barbatwught, the
proportion of relevant science is probably as great as the proportioytblogy that
envelops any given science” (Harari and Bell translatidermes Il 258). Serres
primarily uses myth to bridge literature with philosophy andrsm. InFeux et Signaux
de Brume: Zola Serres asserts that “Mythical discourse is a venture irvimggaa
junction, a connection between places that are closed, isolated, inwjafsaicessible,
dangerous, or mortal - disconnected, in any case. The weaving aclwdplone can
speak of science” (169j. However, myth does not end in science. As Josué V. Harari
and David F. Bell point out in their introduction to Serrdsrmes: Literature, Science,
Philosophy “weaving of disparate spaces accomplished by myth resultsei birth of
science, on the other hand, it creates a new field in which the warknokecting and
disconnecting will continue, namelyterature” (original emphasisxxxiii). However, the

“mythical” bridge is not always easy to find or to traverddarari and Bell claim that

9 Le discours mythique est une entreprise de tisségeaccordement et de connexion entre des lieux
fermés, isolés, inviolables, inaccessibles, dange mortels, non connexes en tout cas. Le tissage
réalisé, on peut parler de science.
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“there exists a passage (or passages) between the dracesd...] and the sciences of
man. [...] Such an itinerary is complicated for at least tvasoas: [...] thenature of
knowledge [...] and thevolutionof modern knowledgex{-xii).

Regarding thenature of knowledge, they underline the long tradition of
separating the academic domains of the hard sciences and thetlreen@unsequently,
the world consists of “scientists without culture (educated but nativated”) and
humanists without scientific knowledge (cultivated but not “educatdgafi). Regarding
the evolution of modern knowledge, Harari and Bell observe that on one side of the
“knowledge” bridge modern science becomes increasingly com@exsequently,
smaller and more specific research areas appear. Funddwetitisl trend isolates
researchers in these domains, denies access to information em#éralgublic due to its
obscure specialization, and renders science more a trade tharfagqulesowledge as
fewer people are involved in the knowledge creation process.

On the “literary side” of the bridge Bruno Vercier and Jacquesarme
acknowledge a similar partitioning of the reading public of taentieth century French
literature:

We participate in a parceling of the literary field, in &nazation of the
public in subsets relatively confined although it is not out of thetigues

that these writings in the long term, which form a group which eee

the subject of election and the privileged addressee, can attain through
oblique ways, the universal. (£2)

As French literature from this era attempts to address hhescpervading society,

forcibly smaller and smaller reading groups will develop netatd the style and topic of

0 On assiste & une parcellarisation du champ litééra une atomisation du public en sous-ensembles
relativement clos bien qu'il ne soit pas exclu g@ag terme ces écritures, qui font d’un groupa fols le
sujet d’élection et le destinataire privilégié, ga@nt atteindre, par des voies détournées, I'iséver
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discourse. However, Vercier and Lecarme acknowledge that it isnpossible for one
of these “subsets” of novels to become universally read acrosseaderships.
Furthermore, these literary works do not necessarily becomecéssible’ in the sense
that Harari and Bell suggest the knowledge generated bgctbatific community has
become. However, the lack of an encompassing literary movemertiecarewed as
literature ‘losing its broad reach’ to the reading communitya aghole and thus only
implicating smaller and isolated communities of readers in the lkdge creation
process. In the final analysis, both communities on either sithee §Eerresian” mythical
bridge are becoming more and more isolated rendering commanidaticult not only
across the bridgdetweenscience and literature, but alsathin each knowledge-
generating community (scientific and literary).

In spite of this increasingly complex and isolating labyrirftkrmwledge, Serres
appropriates the model of information theory to explain the ofterculiffout existing
path of communication between science and literature. Serres wmohisLe Parasite
(The Parasitgdiscusses the vocabulary of the parasite as borrowed from conatnomic
theory and acoustical physics. To illustrate his meaning, hetlhisesdory of the county
and the city mouse:

One parasite (static), in the sense that information theorythsesord,
chases another, in the anthropological sense. Communication théory is
charge of the system; it can break it down or let if function midipg on

the signal. A parasite, physical, acoustic, informationahrggng to order

and disorder, a new voice, an important one, in the contrapuntal matrix.

(6)
In his essay “Platonic Dialogue” Serres underscores thelasimes between

communication between humans and between machines
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Pathology of communication is not only a fact of writing. It alsistexn
spoken languages: stammerings, mispronunciations, regional accents,
dysphonias, and cacophonies. Likewise in the technical means of
communication: background noise, jamming, static, cut-offs, hysteresi
various interruptions. If static is accidental, background noisssential

to communication.Hermes: Literatures6)

According to Serres, the parasite or noise belongs to both order sodledi A
traditional understanding of the function of the parasite evokes a ymistrsthat is
thrown into disorder. Serres associates however the notion of pasdsiténoise” as
understood in physics as defined in the section “From Chaos to Ord#risafhapter.
Nevertheless, in this instance, the parasite belongs to both ordeinasl Thus follows
one of his theorems:

noise gives rise to a new system, an order that is more cottgale the
simple chain. This parasite interrupts at first glance, consefidahen

you look again. The city rat gets used to it, is vaccinated, becomes
immune. The town makes noise, but the noise makes the tdwe. (
Parasite14)

In essence, chaos disrupts the system which leads to a néveflerder. This notion
echoes Prigogine and Stengers’ notion of order out of chaos. Furteer®emres
highlights the fact that the language of communication theory actuallyategi in social
customs and thus offers a bridge between the scientific and humanistic domains:

The basic vocabulary of this science comes from such ancient and
common customs and habits that the earliest monuments of our celture t
of them, and we still see them, at least in part: hospitetitwiviality,

table manners, hostelry, general relations with strangers. Tis t
vocabulary is imported to this pure science and bears severas tod
anthropomorphism. The animal-host offers a meal for the larder or from
his own flesh; as a hotel or hostel, he provides a place to sleep, quite
graciously. (6)
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Consequently, Serres asserts that like hosts and parasites,léescience, culture, and
society are interrelated, leading him to this evaluation:

Hosts and parasites. We live, in the city or in the country, irsplaee of

the two rats. Their fabulous feast is this book. A book that is adl
aural, about famine and murders, about knowledge and bondage. Both in
the fable [about the two rats] and in this book, it is a question ofgshys

of certain exact sciences, of certain techniques of telecwncations, a
guestion of biophysics and of certain life sciences, of parasytolag
guestion of culture and of anthropology, of religions and literatures, a
guestion of politics, of economics. (10)

For Serres, one domain is not the exclusive repository of knowl&tgrains become
intertwined like hosts and parasites. The discussion above on metapWesngart and
Maasen offers an excellent example of the parasitic overlapebpt literature and
science. Literature appropriates a term from science whicbnies embedded like a
parasite. After an initial period of irritation and integration“leospitality” the domain
will be changed to a new level or organization. The sameepsois true when science
appropriates a term from literature.

Harari and Bell's claims about modern science and literaewerlerate well
with Serres’ philosophy

Modern science is [...] concerned with the study of all aspectheof
transmission and propagation of messages - information, noise,
redundancy. (Literary criticism understands these same prohtetesns

of theories of code, language, writing and translationderrhes:
Literature xxiii)

Hayles points up that Roland Barthes makes an effective linkekatliterature, science
and noise in his worlS/Z “[Barthes] points out that even within one (linguistic) code

disparate connotations are often at work, as if two voices weekisyg at once over the
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same channel [...] and concludes that ‘literatures are in fecbfinoise’ (Chaos Bound
188). Barthes states 81/Z:

In relation to an ideally pure message (as in mathemattesyivision of
reception constitutes “noise,” it makes communication obscure, talgci
hazardous: uncertain. Yet this noise, this uncertainty, is emitteitheb
discourse with a view toward communication: they are given toeter

so that he may feed on them: what the reader reads is a
countercommunication. (145)

Hayles asserts, however, an important distinction between noisdormation theory
and Barthes literary noise: contrary to information theory theksséo reduce noise,
Barthes actually encourages noise “as the reader will fingl itiformation more
delectable than the original messag€h&os Boundl88). Chaos theory, similarly like
Barthes’s literary codes, characterizes noise as being averéate.

Finally, another important characteristic of complex systenits feedback loop,
where one operation serves as initial input for the next operadiayigs,Chaos Bound
14). Thus, a system is constantly “feeding” itself on informationnmise” generated
from each operation. For example HiEros-Chiméresby Frankétienne writes: “Babel
and the Void succeed one another in total complicity at the healntos, in connivance
with Time, on a dreamed beach continually noisy, continually silent” (t40)
Frankétienne insists that noise (Babel) and silence (Void) mdughe other in a
constant feedback loop.

In essence, any dialogue or transmission of knowledge will inthgravolve
“noise.” Serres demonstrates that one such parasite is Lu&etinamenwhich “marks

the moment when an atom in laminar flow deviates from its pathdeslivith another

*1 Babel et Néant se sont succédé en toute compdinitgceur du chaos, de connivence avec le Temps, sur
une plage onirique tantdt bruyante, tantét silemsse
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atom, and initiates the formation of things and ultimately of dadr(Hermes: Literature

51 n13). In other words, th@inamenor parasite, which is integral to the system, creates
chaos within a system, which drives the system to another ordettedrspetitively.
Prigogine and Lorenz both came to the same conclusions about feciehtos.
According to Serres, noise or tparasiteserves as the “third person” in a conversation
between two people which simultaneously inhibits communication bypdisg the
message but it also advances communication in that it servée dmdtkdrop against
which the message is deciphered. Serres claims in his essay “Platoguei”

Such communication [dialogue] is a sort of game played by two
interlocutors considered as united against the phenomena of integferenc
and confusion, or against individuals with some stake in interrupting
communication [...] To hold a dialogue is to suppose a third man and seek
to exclude him.Klermes: Literaturé66-67)

Thus, Harari and Bell affirm that “the parasite attests fuaithin order the primacy of
disorder; it produces by way of disorder a more complex ordgvii). In fact, Prigogine
and Stengers claim: “Communication is at the base of what probsbillye most
irreversible process accessible to the human mind, the progresgivease of
knowledge” QOrder out of Chao95). The first level of communication can then be
described as person to person. Another level of communication is betligegplines.
Different disciplines use different language games to commaenitatn within the
discipline. The language games become more complicated once contiroarbegomes
interdisciplinary.

Pertinent to this analysis, Weingart and Maasen suggest chaoe af the most
important contemporary metaphors in communication and knowledge transfer.

Consequently they ask the following questions:
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The phenomenon of concepts such as chaos sweeping through the whole
array of scientific disciplines and crossing the borderline ineryelay
discourses merits further questioning and a deeper understanding than that.
What accounts for this phenomenon? Is it a product of the globalizdtion
communication, which amplifies any herd effect? Or do those smagepi
concepts, catchwords, or topics provide the connecting links in a wforld
constantly differentiating and specializing discourses that make
communication among them possible and act as the necessatiweselec
mechanism? (467)

As stated earlier, Weingart and Maasen even suggest thanhlyots chaos a pertinent
contemporary metaphor for knowledge transfer between disciplines, sy
characterize the transfer process as chaotic. Serres’ camceptnyth and how it joins
literature and science is similar to Weingart and Maaseat®n of how metaphors
transfer knowledge between discourses. To Serres, myth is ange¢agether of several
different “spaces.” Weingart and Maasen view metaphors as ohitknowledge
containing their own language games. Feux et SignayxSerres even makes a
connection between language, narrative, communication and chaos: “Andarwe c
understand how the primitive and original narratives carry out itigular forms of
space, render habitable a given expanse despite its accidenter speakable a chaos
where communication could not pass” (189).

Relevant to this investigation are the language games thiatlite adopts from
science. The communication between science, literature and philosaphthus be
characterized as chaotic and noisy. However, viewed as an sitdgeprocess,
communication also imitates Overton’s spiraling Arrow of Time.om@unication

between three domains is constantly evolving through an assimilatonienodation

2 Et nous pouvons comprendre comment les récitsitifdnet comme originaires mettent en ceuvre des
formes singuliéres de l'espace, rendent habitalle étendue donnée malgré ses accidents. Rendent
parlable un chaos ou ne pouvait passait la comratiorc
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process which “ascends toward greater complexity and coordinat@verton 226).
Consequently, communication is not a closed cycle and thus not doomed tectiddi
understood as illusory phenomenological appearance” (226). Communication, however
noisy, does increase knowledge.

Through his discussion of information and noise transmission sincetiustse
discussion of the beginnings of the world, Serres traces the lirsywhunication that
through time have joined literature, philosophy, and science. Essgnt@ll Serres,
literature encompasses all forms of knowledge. As Harari and Bell remark:

Literature represents for Serresl@urnal a plusieurs voieghe personal
log-book of a poet-philosopher of science who speaks with many voices
and journeys across many paths (journal and journey do sharantiee s
root), all of which lead tesophia— wisdom and knowledgeHérmes:
Literature x-x).

In the final analysis, chaos and noise, although actindpegparasite or disruption in
communication, are critical venues through which literature, seiand philosophy can

be coupled together.

Literary Fractalization and Noise

If Glissant and Serres employ chaos and noise as the conduit thwbigihto
associate literature, myth and science, Deleuze and Guagarichaos as the common
factor relating art, science and philosophy. These three diskimetins of thought are
delimited by their purpose according to Deleuze and Guathfith its concepts,
philosophy brings forth events [through the plane of immanence or comyisteArt
erects monuments with its sensations [through the plane of composi@oighce

constructs states of affairs with its functions [through the ptdrreference]” What is



65

Philosophy199). Resultantly, these three planes will operate on chaostimctisays.
As Elizabeth Grosz suggests

Art, philosophy, and science each erect a plane, a sieve, over, @haos
historicotemporal and mutually referential field of interactargworks,
concepts, and experiments (respectively), not to order or control bhtos
to contain some of its fragments in some small space (auwlgs a work

of art, an experiment), to reduce it to some form that the livamgutilize
without being completely overwhelmedhiaos28)

Deleuze and Guattari’'s planes of art, philosophy and science al@aes to be
represented without being ordered or controlled such that each danailse chaos in a
productive manner. Art, philosophy and science will thus each emptbpr@sent chaos
in a way befitting each domain in “artworks, concepts, and expetanfieGrosz
summarizes the relationship of each of the planes with chaos accordingly

[P]hilosophy develops nothing babnceptsto deal with, to approach, to
touch upon, harness, and live with chaos, to take a measured fragment o
chaos and bound it in the form of a concept [...whereas...] science
primarily develops functions (“functives”, formulae, algorithms) to
address and exchange with chaos; and art elaborates, produces, and
intensifies affects and percepts as its mode of response to and
contamination by chaos. (27)

Deleuze and Guattari acknowledge that one plane is not superiordthéren terms of
thinking (What is Philosophyl98). However distinct the planes are, chaos is their
common denominator. Resultantly, as Grosz points up “all the planesssdiiinglar
problems, similar events, and similar forces, [...] the planes cirewind develop their
connections, their strata they form, with other plan€3ia0s28). Thus connections will
be made inevitably because of the prevalence of chaos amongst dbpmins.

However, this is not to imply that science will start to prodee@cepts any more than art
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will produce functions because of their link through chaos. Each donilastilvremain
faithful to its purpose and interact with chaos in its own way.
Mark Bonta and John Protevi state in their woeteuze and Geophilosopthyat

Deleuze [...] can be the Kant of our time [...] the great philosopher who
provided the philosophical ‘grounding’ of classical, modern science. Just
as Kant'sCritiqueswere in a sense an epistemology, metaphysics, ethics,
and aesthetics for a world of Euclidean space, Aristoteliae, tiand
Newtonian physics, Deleuze provides the philosophical concepts that
make sense of our world of fragmented space (the fractals mdditaot,

the ‘patchwork of Riemann) [...] twisted time [...] and the non-linear
effects of far-from-equilibrium thermodynamicsii (- viii )

Bonta and Protevi astutely suggest science and philosophy irotireiway vocalize an
idea within the ecology of ideas relative to a cultural topograytat is relevant to this
analysis is Bonta and Protevi’'s affirmation of the vital refeghip between Deleuze’s
philosophy and chaos theory.

For example, Deleuze and Guattari propose a model from physicFhousand
Plateausthat serves as analogy to their philosophy in the same t@itimathematical
fractals serve for their rhizomes: they do not propose to perforemcsc with these
analogies. In the physics model they propose, analogies are lmeadeen classical
Newtonian physics, traditionally associated with order and clesizetl as striated space
and State science, and Lucretian physics, traditionally assdciaith chaos and
characterized as smooth, nomad space.

In Hermés IlI: La TraductiorSerres actually anticipates Deleuze and Guattari's
dialectic between nomad (chaos) science and State (Nemfaui@nce: “The theory of
science is akin to the theory of domination. Knowledge, including saickiowledge,

is always finalized by political practice. ‘To know is to agg in a practice implicated in
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the ideology of command and obedience.Xvi(). In essence, Newtonian physics
represents State science in that it is accepted and condoribd Byate as it institutes
order in society. On the other hand, Lucretian physics (chaos)asiaesl with nomad
science or the War Machine which the State seeks to controleui@eland Guattari
describe this relationship between State science and nomad science:

It would seem that a whole nomad science develops eccentricaédy,

that is very different from the royal or imperial sciencésrthermore,

this nomad science is continually ‘barred,” inhibited, or banned &y th
demands and conditions of State science. Archimedes, vanquished by
the Roman State, becomes a symbol. The fact is that the two kinds of
science have different modes of formalization, and State science
continually imposes its form of sovereignty on the inventions of nomad
science. State science retains of nomad science only whamit ca
appropriate; it turns the rest into a set of strictly limited formulas without
any real scientific status, or else simply represses os ha A
Thousand Plateau362).

Chaos theory was rejected early by scientists and the &tabe appropriate explanation
of the universe and judged as superfluous. What prevailed was the amder
predictability of Newtonian physics which for nearly 300 yearsgated chaos theory to
the margins of scientific rationalization.

Deleuze and Guattari borrow from Michel Serres his philosophyaoscand the
clinamenwhen they define “nomad science.” Essentially, according t@§dreginning
with the physics of laminar flow, “one no longer goes from thraight line to its
parallels [...] but from a curvilinear declination to the formation of spirals anccesrtin
an inclined plane.”A Thousand Plateau361). For Deleuze and Guattari, striated space
is joined by smooth space through spirals and vortices. For Séreetinemenwithin
laminar flow creates life: “The angle of inclination cutbe plague, breaks the chain of

violence, interrupts the reign of the same, invents new reason andit@meg..] gives
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birth to nature as it really is. The minimal angle produceditiespirals here and there”
(Hermes 111100). Deleuze and Guattari affirm the creative powers oflthemen “The
strength of Michel Serres’s book is that it demonstratedittkidetween thelinamenas

a generative differential element, and the formation of voraoesturbulences insofar as
they occupy an engendered smooth space” (489). Although Deleuze anariGester
name their physical model for the smooth and striated spackaas ¢heory, their
incorporation of fractals, bifurcations and of Serreslmamen theory affirms the
analogy, reinforcing an overlap between the scientific and philosagbecspectives on
chaos.

Collections of rhizomes (Deleuzian smooth spaces) emulate thé&ofunaf
chaotic systems (fractals for example) in that they are bigtved as groupings or
dimensions and not as units established in a non-hierarchical ordenasimng the
focus on the group as opposed to the importance of the individual. In essaooth
space is an approximate equivalent to a scientific chaotiersygtdditionally, Deleuze
and Guattari claim that rhizomes offer the possibility to “maptl “survey” writing,
without which writing is not sufficiently captured.

Frankétienne characterizes spiral writing as such:

Spiral writing functions across [...] the ensemble of quotidian rifubés
configuration of anecdotal massifs, the projection of concrete ewedts
the tormented cinema of collective emotions and individual sentiments
perceived across the refractions, the diffractions and the disienif the
active memory.’Eros-Chiméresl 202

%3 écriture spirale fonctionne a travers [...] I'enselmdes rites quotidiennes, la configuration dessifis
anecdotiques, la projection des événements corefrégscinéma tourmenté des émotions collectivetest
sentiments individuels percus a travers les rébmast les diffractions et les distorsions de la roigen
active.
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Frankétienne’s spiral writing in fact recalls Deleuze amnt@ri's schizophrenic subject
who scrambles codes and reactions to daily encounters. Moreover, Eramiét
incorporates not Deleuzian schizophrenia but schizophony into Spirafisgording to
Yves Chemla Spiralism is

the attitude or posture of the artist in rupture with the cleared up,
common language of his demand for truth, but who realizes [...] these
sounds he hears and [...] produces are also the only ones to even evoke
the chaos and pollution which is overtaking the world (that is tdheay
language) by the route of neologisms, by lexical invention, sbgmaas

and some echoes, some alliterations and some encounters of sound and
images>*

Right away, echoes of Deleuze and Guattari’'s notion of minor |gegimarelation to a
major language are evident since “Minor languages do not extstamselves: they exist
only in relation to a major language and are also investmentsabfanguage for the
purpose of making it minor’A Thousand Plateauk05). Frankétienne’s minor language
translates as schizophony as he is using French, creole anchBEnglis also combining
the words in novels ways through complete sentences, fragments nghel words.
Deleuze and Guattari indeed laud minor authors who place language state of
continuous variation [...] Conquer the major language in order to delineateas yet
unknown minor languages. Use the minor languageeial the major language racihg
(original emphasis; 105). As will be discussed in Chapter TwanKétienne’s use of the
visual and the verbal indeed send the major language, French, i@hielgla concludes

that the primary purpose of the schizophonic spiral is to jostle hath [is] in the

> |'attitude ou la posture de l'artiste, en ruptareec le langage courant dégagé de son exigencérité, v
mais qui se rend compte [...] que ces sons qu'il ehtenqu’il produit sont aussi les seuls a méme
d’évoquer le chaos et la pollution qui atteignentmonde (c'est-a-dire aussi le langage), par la dai
néologisme, de linvention lexicale, des rimes e$ @chos, des allitérations et des rencontres e efo
d'images [...]
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[major language] discourse [...] [the schizophonic spiral] padteip in a subversion of
current hierarchies. Writing for Frankétienne is immediatelgravto plurality, and turns
away from ideological classificationg> In much of his works, Frankétienne is writing
in French, but through the schizophonic spiral, he is deterritorializing French.

As Bogue summarizes in his bobleleuze on LiteraturéThe object of minor
writing is to make language vibrate, to induce disequilibrium, toaetifrom within a
language itself the lines of continuous variation immanent wittingrammatical,
syntactic and semantic patterns” (102). Frankétienne does justwitiathis spiral
literature. Ernaux and Toussaint accomplish similar results thrélugir minimalistic
approach to writing. Blank spaces in their texts, examined in €hapto, translate not
only into white noise which disturb the text but also as a patieotext that forces the
reader to make her own connections between paragraphs. Toussaiftrargkeétienne’s
textual repetitions in some of his texts serve to induce disedquihbrather than
regularity in language.

According toWebster’'s Ninth New Collegiate Dictionagtymologically “schiz-
" or schizo-" can mean “split” or “cleft” (etymologically chaos@lmeans abyss or cleft),
and “phon-" or “phono-" is derived from the Greek waqibné which means “sound,
voice or speech” (“schiz-“ def. 1 and “phon-* def). In Deleuze and t&niat
schizophrenia, “phrenia” is derived from the Greek “phren” which meand (fPhren-*
def. 1). In effect, Frankétienne’s schizophony represents a spulé:vaie that is chaotic
yet empty simultaneously. Deleuze and Guattari’'s schizophreniasesgs a similar

situation but with the mind. As Frankétienne expresses schizophongrnrs tof

* ce qui dans le discours est de l'ordre de l'awtiscours [...] elle participe d'une subversion des
hiérarchies courantes. L'écriture, pour Frankétierast immédiatement vouée a la pluralité, et ssudde
des classifications idéologiques.
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alliterations, neologisms, rhymes and echoes, these elemawt$irag can be considered
rhizomatic and fractalized as suggested above by Deleuze anérGuBtigogine and
Stengers equally advocate the seminal importance of fractals to theirticbans

Our work is based on recent progress in functional analysig)dadf
mathematics that has come to the forefront only in recent dedadgs
This new field of mathematics, which uses generalized functions or
fractals, as Benoit Mandelbrot called them, is now playingtiaairrole in

the understanding of the laws of natuiiéh€ End of Certaint$8)

One then could count fractals as an important and relevant concet thieéhecology of
ideas in the cultural topography of the late twentieth cennffyencing intellectual
thought.

Finally, Deleuze and Guattari’'s philosophy on becoming can be equikethe
chaosmos, an image derived from Guattari’s chaosmosis that he tuad adopted from
James Joyc® Jeffery A. Bell states: “[Chaosmodjoth involves the identity and
completeness of cosmosnd it entails a chaos which subverts this identity and

completeness” (178). In effect, the chaosmos is simultaneously oidiehaos, a system

* The term chaosmos appears in Joyce’s 1939 rtimakgans WakeBecause, Soferim Bebel, if it goes
to that [...] every person, place and thing in the oslmaos of Alle anyway connected with the
gobblydumped turkery was moving and changing eyeny of the time.” (118). Kuberski characterizes
Joyce’s chaosmos as such “Joyce [..] employs antgel of verbal fission to dismantle the material
universe of European scientific culture and a methiofusion that reconstitutes what he calls ‘clnags."™

(5). Indeed, pertinent to this analysis, Joyced #cts as a precursor to Frankétienne’s, Ernaart
Toussaint’s own verbal fission: Frankétienne wiik hombardment of unexpected word pairings and
Ernaux and Toussaint with their striking but payaf words. In fact, Frankétienne has been comptoed
Joyce in an article in the edition of thlwuvel Observateuirom December 30 1998 to January 6 1999:
“This untiring inventor of worlds, expert in dynaimig syntax and lexical pyromaniac is already coraga

to Joyce, Gabriel Garcia Marquez and Rabelais. j@@¢fatiguable inventeur des mondes, expert en
dynamitage syntaxique et pyromane lexical est d&jmparé a Joyce, Gabriel Garcia Marquez ou
Rabelais]”. Furthermore, Frankétienne himself d@dnio being an admirer of Joyce (Aubel 60). Kubeersk
continues “Texts such @innegans Wakég...] which abandon the linear and abstracting tenasnof
modern literature, show how chaos and cosmos caadmmciled and yet appreciated distinctly witHie t
dynamics of a multi-leveled, multitemporal, pluroad language whose surplus of meaning begins to
resemble the ‘noisy’ but engendering status of sligd 7).
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that is balancing on the edge of chaos. Both chaos and order are imrnmarleat
chaosmos. Accordingly, the chaosmos is a system of becoming:

As a dynamic system, chaosmos is necessarily self-ide(galésimilar)

and complete, for without the integrity of this self-identityystesm could

not function and perdure; and yet chaosmos is forever open to an outside it
presupposes, an immanent chaos which both threatens the system and
allows it to create novel adaptations [...] to the chaos withihfwit, or to

the chaos chaosmas, and hence a dynamic system is a system that
creates itself — that is, it creates and constitutes thetitylat is in
response and adaptation to the chaas. itTo be, in other words, is to
become. (178)

To be clear, the chaosmos is not a system balancing on thebettgeen chaoand
order. It is in fact balancing on the edge of equilibrium and non-equililrhaos.

Deleuze and Guattari are not trying to use scientific theariéheir philosophy to
perform science just as chaos theory does not suppose to offer phibtesdpbories.
They both are, however, sensing influences of certain ideas irstisggd cultural web.
Deleuze’s three planes of immanence, reference, and art do ingleddaugh chaos
according to each domain, and chaos is a common denominator for edsbsef t
approaches to thinking.

Ira Livingston in his 2006 booBetween Science and Literature: An Introduction
to Autopoeticsalso acknowledges the fluidity with which words serve as metaphors
between the domains of nature and culture:

One could try to imagine what it would mean to havphgsicsor an
ecology of cultureThese arenetaphorssince physics and ecology were
developed with reference to different kinds of phenomena, but it is
important to keep in mind that such differences among phenomenaemay b
themselves neither natural nor eternal; they have been veryisdiec
elaborated in modern language, discourse, and culture-and they ar¢ subjec
to ongoing rearrangement. Increasingly, in fact, there sed® aonumber

of concepts that move with relative ease-that fly under the -waitiain
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and between the nature/culture divide otherwise so definitive for modern
knowledge, concepts and paradigms such sgstem, information,
emergence, evolution, diversity, relativity, chaos, ecology, complexity
these concepts perform transcoding operations among various m&alms
the knowledge network. (4-5)

Livingston astutely underscores that words and their ‘memberishgie discipline are
not permanent. Indeed “diversity” is a term used to describe bialogimpulations,
choice of brands in the supermarket, and investment accounts. Livingstactehaes
this exchange of metaphors between disciplines as ‘traffic’:

modernity consigns much of the traffic to a black market. To sakee
easy examplescience fictiomot only is illegitimate science but has also
mostly been illegitimate literature as well; the use ofapleor, supposed
to make good poetry, has mostly been thought to make bad science. (5)

According to this evaluation, modernity views metaphor exchangeebatdisciplines as
negative. However, instead of concentrating on the impact of metaplcbange,
Livingston explores how the ‘kinds of knowledge are changing [rdttaar] where they
fit into an imaginary hierarchy” (5). A metaphor also represarfbrmation as noted by
Weingart and Maasen above, and Livingston defingmationas “a controlled mix of
redundancy and predictability with novelty” (39). Hayles offers alainadefinition of
noiseas “anything that interferes with the reception of the ngessiae sender sent [...]
Noise is measured in the same units as information; indeedjnitormation” (Chaos
Bound55). Livingston’s information as “novelty” could be interpreted as arfertence
of the message or noise. Thus the traffic of knowledge proposed imgdtion can be
equated with noise.

Furthermore, Livingston claims not only does the transfer of irdbon across

domains create traffic, but texts in their own domain creates&iodr “traffic.” He
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claims that autopoetic systems are both open and closed (83). stsmss have
“semipermeable membranes” that not only keep things “in” and “out”’also create
boundaries across which theyanageandcreate

traffic by producing differentials between the two sidesbofindaries,

thus also producing more openness (flow across boundaries where none
had been before.) Finally [...] boundaries and the autopoetic systems built
around them do more thacreate traffic: they are traffic. (original
emphasis; 84)

Texts equally create boundaries: book covers and bindings, chapters, paggraphs,
and sentences construct closure but also allow openness and tligsotrafformation’
through textual fragments being photocopied and dispersed in coursewatibnsitin
articles, and intertextual references between books. Thus, téduabaries, while
regulating and “creating traffic”, are in and of themselveaffit” that is dispersed into
the world.

Frankétienne clearly encourages boundary crossings betweenapasagind
pages which will undeniably create traffic in his text. Hetestan the preface to

Ultravocal:

Moving blueprint. Variable axes. Nothing is imposed on the reader who
can thus evolve, in the space of the book, without being constrained to
respect a pre-established itinerary. In such a case, the {agioaly
serves as a frame of reference; it does not define the ortlee ofading.
(12)57

Consequently, the boundaries such as the pagination become a ‘movingnbltiegris

in and of itself traffic. The use of images in textual worksoalihcreases the text's

*" Plans mobiles. Axes variables. Rien n’est impaskeeteur qui peut ainsi évoluer, dans I'espacéwie,
sans étre contraint d’observer un itinéraire pidétBans un tel cas, la pagination ne sert qusydtieme
de repérage ; elle ne définit pas I'ordre de laulec
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noisiness. As per Hayles’ definition of noise quoted above, the imagesnpede the
author’'s message to the reader since the images are antiffewde of expression than
words: they are visual rather than verbal. In some of Ernauis#ége de la phofpoand
Frankétienne’s textsL{Oiseau schizophoneH’Eros-Chiméres Galaxie Chaos-Babel,
Corps sans repéereandLa Diluvienng the use of images — photographs and paintings -
adds another layer of closure and openness within the work: the itregés a unified
image-text (closure) but simultaneously impose traffic (opehassthe image competes
with the text for meaning.

Frankétienne’s texts can be as graphical as his paintingsforASrnaux her
photographs can be as journalistjoufnalistique as diaristic journaliere) creating
traffic or noise around the interplay of these domains. Ernaux’kswalso create textual
snapshots of daily life in the city idournal du dehorsand La Vie extérieure These
entries to hejournal extime(her eximate diary as opposed to hetimate one) are
sporadic and usually without date or relation to each other. Toussdiile not
physically inserting images into his novels, creates tr#ffiough exploiting the use of
still and repetitive, moving verbal images in the plot of sever&iotexts L’Appareil-
Photqg La TélévisionAutoportrait a I'étranger andLa Réticenck

French literary theorist Gérard Genette defines intertétuan his work
Palimpsestsas “a relationship of copresence between two texts or amongalstads:
that is to say, eidetically and typically as the actual pesef one text within another”
(1-2). The way texts interact with each other according to @erethrough quotation,
plagiarism or allusion. However, it is actually Genette’s notbrranstextuality that

accurately captures Livingston’s concept of traffic and itgioglahip to intertextuality.
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Genette defines transtextuality as “the textual transcerdehthe text, which | have
already defined roughly as ‘all that sets the text inlatiomship, whether obvious or
concealed, with other texts™ (1). Intertextuality is only one fioke categories of
transtextuality. The other category Genette defines is gdrata title, a subtitle,
intertitles, prefaces, postfaces, notices, forewords, etoginahrinfrapaginal, terminal
notes; epigraphs; illustrations, blurbs, book covers, dust jackets, andothankinds of
secondary signals, whether allographic or autographic” (3). Elhausrks offer an
example of Livingston’s ‘traffic’ or Genette’s paratext whbr epigraph irdJournal du
dehorsfrom Jean-Jacques Rousseau: “Our true self is not completipn wis” (6)°
Ernaux chooses as her epigraph a quote from an 18th century philosopheitemavar
effectively inspired the Romantic literary movement. This i@tship between Ernaux’s
text and her epigraph will be discussed in detail in Chapter Thte@ever, using a
paratextual element from the eighteenth century in a diam fihe twentieth century
intuitively suggests some rough edges and noisy associationsas<isrminimalist text
is void of the abundance of description and natural referencesfofted in Romantic
texts: Ernaux’s text does suggest a contemponai tu siéclésimilar to that found in
Rousseau’s writings.

Toussaint cites Pythagoras in his epigrapH_to6alle de bain“The square of the
hypotenuse is equal to the sum of the square of the two other sid&sIn(®e spirit of a
seventeenth century classical writer as opposed to a twenéathrg minimalist yet
ludic one, Toussaint is quoting a scholar from Antiquity. Again, &ffuliscussion of the

transtextuality in Toussaint’s texts will be developed in Chapheee but for a text that

%8 Notrevrai moi n'est pas tout entier en nous.
%9 Le carré de I'hypoténuse est égal a la somme ateécdes deux autres cotés.
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puts forth the appearance order (all the paragraphs are numbered tmddlohapters in
the book are entitled “Paris” “Hypotenuse” and “Paris”) the ataris life is quite
disjointed.

As a last brief example, in the preface to Frankétienbdtimvocal the story
between the two opposing characters, Vatel and Mac Abre, is contpates mythical
story of Theseus (Vatel) the Minotaur (Mac Abre). Vatel's “sxban” voyage is also
evoked as the preface suggests he will encounter great chalgaiest Mac Abre and
have to face his own Calypso. This paratext suggests a rhizoamtopposed to
arborescent relationship between Frankétienne’s mosigral and Greek mythology
since there are clear similarities between the two teiesl above but yet Frankétienne
uses spiral and not linear writing to present his story. Consequeditgct (arborescent)
“lineage” between the texts is rejected for a more rhizomaticafraetl one.

Fractals offer one method for examining “traffic” within andoss literary texts.
As such, the text is no longer considered as a unitary entityirdghlgnced by the forces
contained within it: for the reader, a text interacts on mawugl$ across many different
texts ensuring some level of incertitude when examining the &wtilarly, chaotic
systems no longer consider of primary importance the movemewtsegparticle since
some of the forces on the individual particle are unpredictable. Wttikiframe of chaos
theory, incertitude can be defined as the “absence of assuramoafmence: doubt”
(“incertitude def.).

When speaking about certainty, Prigogine and Stengers recaltubgos that
surrounded both Descartes and Einstein while they were developingptheical

theories: social chaos. For Descartes, it was the religiats between the Catholics and
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the Protestants which offered no certain path of belief. §ingoand Stengers highlight
that

It was in the midst of this strife that Descartes begansé@ch for a
different kind of certainty that all humans, independent of theigiogls,
could share. This led him to his famocsgnitg the foundation of his
philosophy, as well as his conviction that science based on mathematic
was the only way to reach such certainthd End of Certaint§84-185)

Mathematically valid solutions would offer certainty to understanding the chaotld.
In Einstein’'s era, World War | and Il had devastated populations and riesunt
Resultantly,

Einstein’s view of the human condition was profoundly pessimistic. He
had lived through [...] fascism and anti-Semitism and two world wass. H
vision of physics has been defined as the ultimate triumph of human
reason over a violent world, separating objective knowledge from the
domain of the uncertain and the subjective. (185)

Like Descartes, physics offered Einstein the only certaingeeffrom an uncertain,
subjective world of humans and their wills. However, incertitude doesimply
complete randomness. Prigogine and Stengers suggest therersoa path’ between
“the two alienating images of a deterministic world and an raryitworld of pure
chance” (189). It is a path of incertitude but also possibilitiesrtitwge does not imply
a completely arbitrary world, but a world where creativity cay @ role in describing
events. Similarly, Ernaux, Frankétienne, and Toussaint offer éasiatiitude toward the
uncertainty of the contemporary world in their works to be investigatéhe subsequent
chapters.

Chaos theory focuses on systems as opposed to individual units. Consequently
scientists study recursitevelsof symmetry containing many points coupled together at

certain nodes. Symmetry in physics is defined as a “the pyopkeremaining invariant
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under certain changes (as of orientation in space, of the sidre @ldctric charge, of
parity, or of the direction of time flow) — used in physical phentanand of equations
describing them” (“symmetry’ def. 4). So in physics, symmelggcribes a relationship
that a system has relative to a transformation it undergoes. For PrigndiS¢eagers the
Arrow of Time breaks the time-symmetry condition proposed by Neamomechanics.
As noted above, according to Prigogine and Stengers a systberthwiArrow of Time
can “see.” With time symmetry a system is “blind” due to thet that it knows no
difference between past and future.

In general terms, symmetry characterizes the beauty fofma “arising from
balanced proportions” (“Symmetry” def. 1). In this instance, sgtnyndescribes the
relationship an object has with itself or others and is notectlatd a transformation of
itself. Furthermore, these recursive levels of symmetry amgposed of irregular forms
where as Hayles observes, “measurements on scales of difeargtits do not converge
to a limit but continue to increase as measurement scalesadecFractal geometry [...]
expresses this complexity through increased dimensionalifyag¢s Bound12-13). An
example of a fractal is a palm frond: seen as a whole thee gitint has limbs and
leaves. If one looks only at one limb, this physical outline of the entire plapieiates: a
central limb with leaves as offshoots. Looking at one leaf,gtéhaein that serves as the
primary limb with other vein ‘offshoots.” Thus, as one probes each ¢éwveagnitude of
the palm plant, recursive symmetries appear in its physiegbe: the palm plant as a
whole is composed of branches which resemble the plant on a sreedlejulst as each
leaf on each palm frond repeats this symmetry, and so forth. dbigerthambered

nautilus as mentioned earlier, is an also excellent example of a fractal.
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Livingston advocates that texts and books can

get fractal on you, branching out in multiple copies from Xerox mashine
and printing presses, breaking off discreet little bits into otk&ts,
feeding not so discreetly into new texts that resemble there ordess,
brokering relationships between other texts and slithering alathgthe
push and pull of disciplinary and interdisciplinary forces, not jusheg t
circulate in the world but also as they circulate in their yeliee. Look
closer and the little rectangular block or slab of the book, the saheet
paragraph, cracks open into sprawling, rhizomatic networks, allsedge
across various scales. (85).

In electronic literature Hayles's characterization of gemaraart serves as a pertinent
example to Livingston’s theory of books going fractal: “Generatite whereby an
algorithm is used either to generate texts according to a ranebrscheme or to
scramble and rearrange pre-existing texts is currentlyobribe most innovating and
robust categories of electronic literaturélgctronic Literature18). As an example,
Hayles cites the French electronic téxd Série des UThe Set of Y by Bootz and
Frémiot where

The work generates a different text-that-is-seen (textetrg-each time it

is played through subtle variations in the timing at which theuséx
elements appear and the relation between verbal text and the sonic
component, which is not directly synchronized with the words but
nevertheless gives the serendipitous impression of coordination through
programmed meta-rules. (19)

Other such texts that use algorithms includ@ipoemsby Niss and Deed andean-
Pierre Balpe oules Lettres Dérangédsy Burgaud. The conclusion to this study will
examine electronic literature in more detail.

Indeed this analysis is pulling and pushing the texts of Framke&tj Ernaux, and
Toussaint through scientific, philosophical and literary boundaries, bgedke texts

apart and (re)assembling them through different levels of an&bysranetry) across the
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corpus of all three authors. As such, it is through the lens of Igaatad chaotic,
recursive symmetry that allows texts which critics otheewtonsider too disparate to

compare to be effectively and astutely analyzed and evaluated.

Breaking It Down: Recursive Symmetry or Self-similarity

Yet, an essential difference between a rhizome and a fraetDeleuze and
Guattari do not address is the recursive symmetry, scalingooplicg between
rhizomatic levels. Hayles points up that “complex couplings betweales of different
lengths [...] are at the center of fractal geometr@€h#&os Boundl65). Clouds and
shorelines offer examples of this scaling found in nature; the precesely one tries to
measure the contour of a shoreline, the smaller the measuremgnitudes become
(from kilometers to meters to centimeters and infinitely ewealler), the more infinitely
long the shoreline becomes (a shoreline viewed from the magnitudaithingeter looks
infinitely longer than one viewed from the magnitude of kilometdfsctal geometry
thus attempts to reproduce the contours of complex forms ranging“th@erhuman
vascular system and the lumps and clusters of galactic star systems” (166)

Notably, this coupling between measurement scales does not insiicatly a
symmetrical form at different magnitudes (that is, a lafgactal is not simply three
times larger than a smaller fractal). The symmetry amfbetween levels involves the
same scale oirregularity found at each magnitude. For example, a triangle is not an
enlarged version of a snowflake. Still, recursive levels ofupeation on a triangle can
result in a snowflake. Mandelbrot illustrates this phenomenon in his &owe. Figure 1

shows the first three iterations of the Koch snowflake.
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Figure 1: A Koch snowflake. Starting with a tridgmgdivide each side equally in two and add

another triangle. Repeat the process iterativelrtive at more detail.

Still, these fractals created in a deterministic, methodieahion, despite their
complexity, are still too orderly to imitate non-symmetricdjects in nature. For
example, contours of a mountain are constantly being unpredictabledalby the
weather. Mandelbrot advocates using probability theory to pethebsystem even
further as probability is “the only mathematical tool availabléé¢lp map the unknown
and the uncontrollable [...] the importance of chance [in scaling rafidatals] remains
constant on all levels, including the macroscopic one” (201).

Recursive symmetry or scaling leads to two conclusions. Ryandelbrot
underscores the importance of using chance and deterministic taltaulto generate
realistic fractals that approach imitating nature’s comptexctire. This is an important
distinction from Deleuze and Guattari’s rhizomes because whid®mes and fractals
both allow for nonlinearity and complex forms, fractals in their fumelatal nature are a
combination of order and chaos. Rhizomes make up smooth (chaotic) ssphaceill
interact with striated (orderly, aborescent) space, butdbeayt belong to striated space.
Consequently, rhizomes serve as a metaphor for connections in seveaaisiddeleuze
and Guattari mention “organizations of power, and circumstancesveelatithe arts,
sciences, and social struggles” (7). This conclusion does notsubge these domains

may be integrally simultaneously chaotic and orderly. Accorginfjlactals, to be
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discussed in Chapter Four, offer a paradigm through which to considemiyobur
encounters as being chaotic but also to consider our internal agtbeeng both chaotic
and orderly.

Secondly, recursive symmetry allows a comparison of two sgsteat in
reference to their respective physical forms (which mayeog different, such as clouds
and streams or in chaotic systems of weather and economicsgjloert through the rate
at which their levels of symmetry change. Thus, ordered inflsmabout seemingly
disparate chaotic systems can be revealed and compared. Equiyatentirsive
symmetry offers a novel framework with powerful implicatioms philosophy and
literature through which to consider identity and genre and mossllyréhrough which
to examine how literature and science as systems approach cankepwledge. This
dissertation will offer such an example of this approach withatheysis of the tutor
texts.

In his workHeaven’s Fractal NeWilliam Joseph Jackson shrewdly remarks of
philosophy as follows:

The assumption of perennial philosophy is that the same basiedsnel
truths are expressed again and again in various times and cuitures,
different language and with certain nuances elaborated dependihg on
conditions. In the view of the enduring philosophy and in light of the
reality of life’s flow, ownership of one idea by one thinker isilasion.
Each view is indebted to others; all are interdependent.” (7)

Serres would say the same “timeless truths” of scienceiteratlire, science and
philosophy are intertwined. In essence, recursive symmetry tfieqsossibility to better
understand notions of “partness” and “wholeness.” For example, througtsivecur

symmetry or fractals, identity could be (re)defined and (repéxed. Jackson offers an
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appropriate evaluation of this proposition: “Fractals can usefully hibdepartness and
wholeness of our situation, suggesting more accurate ways to paunesalities of
relation and belonging” (21). Fractals will offer an excell&aisis for analyzing
Frankétienne’s spiral genre which is a blend of poetry, theatrethandovel that does
not form a smooth whole, but rather a fractalized generic.sEtally, recursive
symmetry will offer the possibility to compare the minimiagenre with the spiral, two
seemingly disparate genres when considered as a whole.

Recalling Jackson’s quotes about philosophical ideas being expresssdidaly
over time, the same could be said of literature. From Antiquithi@gresent, explicitly
or not, authors have investigated the relationship between chaos @ad ®his
investigation suggests that chaos already belongs to the “ecabgyleas” in
contemporary topography as is evidenced through recent philosophicdlteandy
scholarship. In an effort to productively expand the “tool box” of literavestigation,
this dissertation will borrow the concepts of noise, the Arrowliofie, bifurcations,
strange attractors and fractals from scientific chaos thedy such, disparate
Francophone texts will be compared and contrasted in an innovativehatayeveals

trends in contemporary exploration of identity, genre, and gender.
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CHAPTER TWO: NOISY TEXTS

From Noise to Information

Prigogine and Stengers advocate that in systems far froribegm order can
emerge from chaos. Typically entropic systems move from ord#isdoder, and as will
be discussed in the next section “From Information to Noise”. Tare;eentropy, which
is the measure of disorderliness in a system, always increases. Howweresgre pockets
or instances where order does emerge from chaos. Mark C.rTdgdoribes these
instances as negentropy or

negative entropy. Whereas entropy represents the loss of difference
constitutive of organizational structure, negentropy designates the
temporary reversal of this process, which occurs when diffatedti
structures and systems emerge in the midst of disorder [...bdhng
labels the islands of negentropy that form in the river of tassipative
structures [...] Prigogine’s dissipative structures dissipatedigspation

in a process that approximates a dialectical negation of negation.
Dissipative structures, which always emerge spontaneously in amsditi
far from equilibrium, complicate the relation between informataom
noise. (119)

Taylor explains negentropy not as a complete reversal of chabss a process that
“[b]y temporarily slowing the slide into chaos, negentropic prosegseerate organized
structures, which create redundancies. This increase in ordeaskexithie randomness
and increases probability” (120). In spite of this increase in otderAtrow of Time is
still irreversible. The dissipative structures simply retiwel advancing chaos but do not
become reversible as in a Newtonian system. As discussed ine€Chape, this
spontaneous ordering occurs at bifurcation points where the systeohege between

order and chaos.



86

This chapter will begin with an examination of two texts bwnkeétienne
assuming a transition from noise to information through a combinationsoél and
verbal techniques which serve as dissipative structures slowingrtggession into
chaos. An analysis of texts by Toussaint and Ernaux investigatirgy@ution from
noise to information will follow. As this inquiry will illustratd-rankétienne’s visual and
verbal combinations support a Deleuzian minor language, a schizophony, iftiopgos
the Duvalier dictatorship. This is the foundation for all of Fraekéte's texts and
therefore beginning with this basis is pertinent for future uwatans of his texts.
Toussaint and Ernaux do not manipulate language as Frankétienne daafi,dmploy
immobility and repetition to attempt to slow the slide into disoffer.

Immobility is not a productive tool in schizophony which is an intégbien of
language inherently influenced by the events in Haiti. As such, this affarglication as
to how Frankétienne’'s text is situated relative to chaos: imination equaled
zombification and essentially a social, moral and cultural deathrubdealier.
Toussaint and Ernaux, alternatively, do employ immobility as an agptoaconfronting
chaos suggesting freedom rather than confinement through immobiidmittedly,
Frankétienne’s texts differ dramatically in content and fohlmant Toussaint's and
Ernaux’s. Despite similarities amongst the three authorsesemied in the Introduction,
strong socio-political differences do exist and must be alldedxbtter understand each
of these three authors. The establishment of these importaneddésr will then liberate

a discussion on similarities amongst all three authors in Chapter Three and Four

% Frankétienne does use repetition in his texts,thistphenomenon will be developed in Chapter Three
relative to bifurcation points and nodes of texinatability.
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Spiraling Noise: “Ultravocal” Auditions

Frankétienne’s chaos aesthetic is also similar to thatdo@i&d Glissant’s in that
Frankétienne’s spiral and Glissant’s spiral both allow for a-lm@ar conception of
movement and both claim to represent the modern world. Glissaire$ iepresents the
movement of time and the creation of the Creole identity in opposdibnear identities
of the West. Glissant characterizes the spiral inchmsos-mondgchaos-world) as “a
circular movement but always escaping from this circulaotyard other things — that’s
what constitutes the spiral” (“Le chaos-monde” 1¥3)n addition, Glissant’s spiral
encouragesmétissage(mixing), and affords language the opportunity to continually
change and incorporate new aspects from a variety of culturaskétienne’s spiral in
opposition is much more militant: his spiral does not emphaséssageas much as he
uses the spiral in a minor literary function as a means to dutbeepolitical domination
of the Duvaliers. Frankétienne confronts the political and socialschra Haiti with
chaotic language ibltravocal:

The power to diminish the divide between the cries the faces riddikd

pain comes from the verbal magic of the poet at once solitarwiamess.

Who claimed that language remains an archaic weapon? Creatnichs

as destructor, the voice makes a way beyond its cry. Infalliblgesur
undertaken by the means of words, sometimes simple, sometimes
complex, but always new because they are intangible.®214)

Frankétienne’s spiral gives the poet a tool “a weapon” with whicloviercome the

deafening silence of Duvalier’s dictatorship and to give voice ltnguistic rebellion. In

1 un mouvement circulaire mais toujours une échapleéeette circularité vers autre chose — c’estue q
constitue la spirale.

%2 e pouvoir de diminuer I'écart entre les crisest faces criblées de douleur reléve de la magkeaiedu
poete tout a la fois solitaire et témoin. Qui &tpndu que le langage demeure une arme archaique ?
Créatrice autant que destructrice, la voix se frapechemin au-dela de son cri. Infaillible chirgrgi
entreprise au moyen de mots, tantét simples, taotdplexes, mais toujours neufs parce qu'intangible
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the final analysis, Glissant’s chaotic spiral allows farglaage and cultures to come
together; Frankétienne’s chaotic spiral prevents language awé W#am becoming
extinct: words of the poet are the only means to promote revolutigitelédse fact that
he is speaking schizophonically or in other words using language thiatutaneously
chaotically full and emptyUltravocal written in 1972, is a work that illustrates superbly
the political battle that ensued in Haiti at that timeUliravocal, Frankétienne writes: “If
you really want to die/start by becoming quiet/But if you yeaant to live/speak louder
than the noise of your body” (229).

An outcome of minor literature, as defined in “Literary Fraztdlon and Noise”
in Chapter One, is inspiring a collective political effort: “tBituation allows the writer
all the more the possibility to express another possible commumtjoeorge the means
for another consciousness and another sensibility” (Deleuze and Gueasfia 17).
Frankétienne asserts that schizophonic writing and later paingng tive only way for
him to deal with the political chaos in Haiti:

The madness to write saved me from suicide and schizophrenia and als
from an interior exile under Duvalier which was terrible for. Mé&iting
nourished my life and allowed me to assume a great madness. When one
assumes his madness, one ceases to be mad. (Def4porte)

For Frankétienne, schizophrenia meant death. On the other hand, schizdyatseayon
chaos theory, saved his life. Fortunately when his first novek caum, MQr a crever

“Papa Doc” Duvalier took him for a fool, allowing him to keep imgt against the

83 Si tu veux vraiment mourir/commence par te tairiévbi tu veux vivre/parle/parle plus fort querachs

de ton corps.

% La folie d’écrire m’'a sauvé du suicide et de laisophrénie, et aussi d’'un exil intérieur sous Digva
qui a été terrible pour moi. L'écriture a nourri wia et m’'a permis d’assumer ma grande folie. Quamd
assume sa folie, on cesse d’étre fou.
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dictator (Aubel 61). As a result, a minor literature known as $gmabnd based on
chaos theory flourished in the shadow of the major language in a state of tyranny

An essential element of Frankétienne’s chaotic aesthetalugng language over
plot and form over content. Two of Frankétienne’s worlditravocd and HEros-
Chimeresdemonstrate how the massive amount of information or ‘noise’ provided
through a variety of language forms, fonts, images, and formatting pradyreenmar in
disequilibrium, chaos in essence, impacting traditional Westemregieand ultimately
modern literary creation. As previously mentioned science andtliterboth contribute
to shape an era’s cultural topography. Essentially, Hayles cldnaisgiven an era’s
cultural landscape, certain ideas may be possible, although notagllbe realized.
Similarly, Frankétienne has specifically acknowledged the infliaricsociety and the
continual advances in science and technology on his literaryiotreéte states in an
interview with Kauss:

In essence, born in the context of the flowering of a bourgeois paitiet
novel is inept to realize the changes in all the genres whieltahe
actual world. The metamorphoses that our era is undergoing can only be
understood by a writing in perpetual explosion. In this perspective, it
evident that one cannot continue to write as before. Innumerable changes
have already been produced at the cosmic level and one cannot blindly
stay attached to anachronistic writing of the past. It suffilce us to
enumerate a few facts from current events to underline thesitgcesa

new and functional writing: man landing on the moon, the development of
the mass media, the accentuated interdependence of differents;uthere
progressive transporting towards a planetary civilization. Alhaf keads

to changes in plan, vision modifications, and profound changes in the
human conscience. (KauSs)

% En effet, né dans le contexte de I'‘épanouissedeita société bourgeoise, le roman est inapte dreen
compte des bouleversements de tous genres quieaffde monde actuel. Les métamorphoses que subit
notre époque ne peuvent étre appréhendées quenpaéaiture en perpétuel éclatement. Dans cette
perspective, il est évident qu'on ne peut pas coeti & écrire comme auparavabBtinnombrables
changements se sont déja produits a I'échelle qo®m@t I'on ne peut pas, de maniere aveugle,cdiatta
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Every aspect of society’s cultural topography whether thasdentific, political or
cultural, infiltrates and refashions traditional genres likenthnel. For Frankétienne, the
spiral, the “schizophone”, and its relationship to chaos are esseotiahs within the
“ecology of ideas” in the cultural topography of Haiti, butoals the world. Firstly,
Frankétienne affirms the fundamental relationship of Haiti tanvhisngs in an interview
with L’Humanité in 2004 claiming “Fundamentally, Haiti cannot be absent from my
work and it is she who inspired the spiral esthetic” (Delap8tthot only is Haiti the
subject of his writing, but more importantly Haitcharacterinfluenced the aesthetics of
Spiralism. Furthermore, a large preoccupation of Frankétienned splanguage and its
relationship to chaos as previously discussed. Consequently, an ipdgrad this spiral
is Frankétienne’s “schizophone” as explained by Chemla in Chapter(‘Qiterary
Fractalization”).

Genre in the West has offered a frame through which worksecatasified and
analyzed according to certain criteria: the novel, poetry, thieadtre for example.
However at once a work could belong to a “fuzzy set” of genres, several genres, to
borrow from Hippolyte’s theory in his 2006 workuzzy Fictionwhere he advocates
recognizing valid, “fuzzy” boundaries in terms of defining narratidentity and truth:
each concept does not quite comply with distinct criteria but inefeists somewhere in

between. If we admit to “fuzzy” boundaries on genres, then we lvaadow for one

encore a I'écriture anachronique du passé. Il soffi d'énumérer quelques faits de I'actualitérpoettre

en évidence la nécessité d'une écriture nouveftenetionnelle: le débarquement de 'hnomme suatie] le
développement des mass-média, linterdépendancentaée des différentes cultures, I'acheminement
progressif vers une civilisation planétaire. Toelacentraine des changements de plan, des moiifisat
de vision et de profonds bouleversements dansrisctence humaine.

% Fondamentalement, Haiti ne peut pas étre absenteod travail et c’est elle qui m’'a inspiré I'edihée
de la spirale.
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genre to bleed into another, unquestionably reframing our analysis t@xthed\s John
Frow states in his article ‘Reproducibles, Rubrics, and Everytiiog Need: Genre
Theory Today,” genres may encourage “patterns of meaning and regetaisee to
particular communicative functions and situations”; however one drawback is that

genre continues to be considered a matter of the categorizatiemt®f
rather than a matter of the textual categorization and moimlzatf
information about the world. Rather than asking, What kind of thing is
this text? We should be asking something like, What kind of world is
brought into being here—what thematic topoi, with what modal inflection,
from what situation of address, and structured by what formafcaes?

Who represents the world to whom, under what circumstances and to what
ends? (1631-1633)

The chaotic noise iblltravocal andH’Eros-Chimeéresffers the reader a conduit through
which she can reorient her frame of reference when readig & order to answer the
latter of Frow’s questions.

Ultravocal was Frankétienne’s first spiral work. Loosely, the “plot” isadiegory
about Haiti during the reign of Francois Duvalier. Vatel isgbet and creator of souls,
who must encounter Mac Abre, the tyrannical figure who sweeps ovensat
slaughtering all citizens and silencing their cries of pratashis journey to Mégaflore.
The two will meet in Vilasaq (translated “ville a sag” or ¢dy to sack”) for a final
attempt to determine Mégaflore’s destiny either of gladiahee or creative chaotic
noise. Unlike Prigogine and Stengers who affirm that chaos is mhere system and
order evolves out of chaos from bifurcating, self-organizing systdrashaotic “strange
attractor” systems described by Lorenz, Mandelbrot and othersitaresically orderly
although their trajectories would indicate otherwise. Hayles niesndFor [strange

attractor systems] the focus is on the orderly descent intosctather than on the
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organized structures that emerge from cha@iaps BoundlL0). In essence, chaos can
ensue due to the sensitivity of the system’s initial conditionsesilt of this orderly
descent into chaos is an increase in acquired “noise.” In physis® is defined as a
disturbance, especially a random and persistent disturbance thatesbsc reduces the
clarity of a signal.

Recalling Hayles description of noise as “anything that imesfewith the
reception of the message the sender sent [...] Noise is measutteel same units as
information; indeed, its information” (Chaos Bound5), Frankétienne’s text embodies
this interpretation: his text is a confluence of poetry, pros@ologues, and dialogues
and is physically a (dis)array of various type fonts and si¥esially and textually,
Ultravocalis noisy, including spaces of silence or “white” noise as representeduiresig
2-4.

Although there are approximately three conventional word-image#ravocal,
physically the written word on the page and its variations sdreace as the text and
image. As W.J.T. Mitchell states in his woRicture Theory: Essays on Verbal and
Visual Representations,

‘pure’ texts incorporate visuality quite literally the momentythare
written or printed in visual form. Viewed from either side, frohe t
standpoint of the visual or the verbal, the medium of writing deconstruct
the possibility of a pure image or pure text, along with the opposit
between the “literal” (letters) and the “figurative” (piogs) on which it
depends. Writing, in its physical graphic form, is an inseparableirsgt

of the visual and the verbal, the “imagetext” incarnate. (95)

As an act of subversion to the Western genre of the novel, Frankétemnty
foregrounds thevisual importance of the text asli@u de savoir a place of knowledge,

through his spiralist collage of the imagetext. Spiralism, likeeslist collage, privileges
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process over product as pointed up in the introduction: “The spiral represents a new genre
which permits the translation of the palpitation of the modern world the]spiral is
fundamentally an open work, never finished. The spiral is an attenggize the real in
the diversity of its aspects” (Kaus€)Furthermore, Adamowicz notes: “The collage
principle has been considered by some critics as the fundamtrnotdlral model of the
twentieth century, not only in the field of aesthetics but more rgépein social,
scientific and philosophical thought” (13). The collage principle wisiebks to present
images that reflect chance and the aleatory, also emulatg®oals of Spiralism as stated
above. Accordingly, collage can be considered as a central fattie Wrankétienne’s
works.

W.J.T. Mitchell suggests a pertinent question for this analysspiolist
collage:

The real question to ask when confronted with [...] image-textioakis

not ‘what is the difference (or similarity) between the woes&l the
images?’ but ‘what difference do the differences (or sintiée) make?’
That is, why does it matter how words and images are juxtaposed,
blended, or separated? (91)

In Ultravocal, the importance is less what Frankétienne’s choice of different font or script
size for each segment tells about that particular segmennhdwé that the collage of
fonts, script sizes and paragraph divisions, in opposition to a traditiomal where the
visual stylistics are uniform, physically embody these modaentdrs” of chaos and
disorder and insert noise, indeed detractors, into a traditional, texdaal reading. His

spiralist imagetext subverts the ‘authorized’ novelistic fornfairor of an unauthorized

®7 La spirale représente un genre nouveau qui pateneaduire les palpitations du monde moderne [...] la
spirale est fondamentalement une ceuvre ouvertgijaachevée. La spirale est une tentative de daisir
réel dans la diversité de ses aspects.
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genre that incorporates and realizes cultural influences wiki@ntext. This suturing
between the visual and verballitravocal anticipates a spiralist (re)interpretation of the
surrealistcollage-romanequally incorporating images and textsHiEros-Chimeéresto

be discussed below.

In addition to visual noise, textuallyltravocal imitates noisiness through
fragmented phrases, disjointed paragraphs, and various stylistic forangtive,
dialogue, and poetry for example) which continually challenge tlierdaa readjust her
generic frame of reference and to resist asking questiohsasuds this a narrative or a
poem? Where’s the plot? Who are the main characters? Who lengfed&ecalling
Frow’s questions, instead of asking “What kind of thing is this tetkt®”’reader should
ask “What kind of world is brought into being here [...] Who representsvtiréd to
whom, under what circumstances and to what ends?” (Frow 1631 — 1633). Indeed,
Chemla states regardindjtravocal: “One understands that such a project deploys itself
even to the limits of literary writing” (Cheml&j.Furthermore, juxtaposition of noise and
silence riddleJltravocal as noted in the following phrases:

The silence of the desert (160)

No glimmer on the heavy water of silence (163)

The piling up of silence (165)

Rhythms and sonorous plans do not obey any known rule, all in attaining
however an atmospheric unity, an internal logic (181)

Echoes marching to the heart of anarchy. The drums of silencedexpl
(262)

Proliferation of echoes (305j.

® On comprend qu'un tel projet se déploie aux lisnitéme de I'écriture littéraire.

% e silence du désert (160) ; Aucune lueur suni’eairde du silence” (163) ; “L’'entassement dursik.”
(165); “Rythmes et plans sonores n'obéissant arsmicégle connue, tout en atteignant pourtant aunité
d'atmosphére, a une logique interne. (181) ; “Echopsmarche au cceur de I'anarchie. Les tambours du
hasard explosent (262) ; Prolifération d’échos §302
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Yet, the text makes clear the relationship between noise amtesil“If you really want
to die/start by becoming quiet/But if you really want to live/&pleader than the noise
of your body” (222)° Speaking and making noise offer life whereas silence ensures
death.

Furthermore, another example of chaotic noisblinavocal takes the shape not
so much in verse and prose, but in the physical quest of Vatel to imptseto the
chaotic disruption of printed communication. In an effort to resurtextstowly dying
noise in Mégaflore, Vatel collects newspaper fragments throughsyouniney that he
finds on the ground. These fragments are incomplete, and Vatel, wittimthe reader,
struggle to add letters and words to the sentences to fill in the meaning.

The suppleness of the plan conv  of an agreement the del agtibsthi
echelon has an exam appro  the negotiation had started in ligig of
peace the discussion is centered on the mon  and on the otheras  while
the negotiations continued on the cha  with  pe. Vatetweating,

forcing himself to reconstitute the fragmented pieces. The snegd of

the plan conv . Conventional. Convex. Convertible. Convertability.
Convenient. Agreed. Convergent. Agreed plan of agreement.’t{144)

However, each fragment is so incomplete that neither Vatel theoreader) can be
absolutely sure of their message, leaving only noisy infoamatFiguratively and
physically, these fragments represent the vestiges ofAWae's slicing: he ravaged the

word as well as the people of Mégaflore. Although “meaninglé¢lsee fragments

9'Si tu veux vraiment mourir/commence par te tairiévbi tu veux vivre/parle/parle plus fort querachs

de ton corps.

™ La souplesse du plan conv  d'un accord le délau plus haut échelon a un examen appro la
négociation avait commencé en vue d'ins & padiscussion s’est centrée sur le mon etesinltres

as tandis que se poursuivraient les négoceon la cha avec poir. Vatel suaitffsieait de
reconstituer le texte morcelé. La souplesse du ptarv . Conventionnel. Convexe. Convertible.
Convertissable. Convenable. Convenu. Converggah convenu d'un accord.
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represent the dying clamor of noise and life in Mégaflore. Conadguthese fragments,
chaos in essence, inspire Vatel to continue his journey to face Mac Abre.

Clearly chaos reigns in Mégaflore (Haiti), and this is uaky and visually
expressed using a collage of genres and fonts. Nonetheless, eaaljepasether
composed in dialogue, poetry or prose form, offers an extremely amount of
information, no matter how disjointed, about the “story.” Narratipegtry and theatre
perhaps express the same message but approach this task diffaceatiding to its own
aesthetic. This persistently chaotic state where many geaexsst and collide changes
the operational force of traditional genres. The reader is cordpelldiberate these
genres from their normal limits, and to allow them to work togein an innovative,
chaotic manner, enhancing the message, and ultimately the mddeengng cannot be
understood or found for this text through the plot as Frankétienne privitlegdése story
but language as a way to access meaning.

The answer to Mitchell's question “What differences do theeBfices make?” is
that language is simultaneously the conduit and the essenbaas. cThe message and
the messenger become one so that the answer to the question “What wiaddois
brought into being?” is a noisy, chaotic one. Information theorydsdfan important lens
through which to analyzBltravocal. Without noise being understood as information rich
as opposed to poor in meaning, order would be the point of departure fromm tehic
analyze and relate aspects of the work. Resultantly, thisoetd be considered linearly
nonsensical and simply an allegory for a country that has fallenirnefparable ruin.
Instead chaos serves as the point of departure, as the “choicgbsprd for artistic

reverie and imagination because it is the necessary passafgdonination, the vacant
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site where new forms take shape” (Jeanneret 82). Indeed, PhBgmard says of
Frankétienne’s writing in the preface blitravocal “His writing will be that of an
aesthetic of decay, because when only ruins remain, one must disayn them as
beautiful ruins” (6). Amidst the ruins of Vilasaq (i.e., Port-ainée) Vatel gives form to
the chaotic ruins through words. Jeanneret advocates that in Montaigsalgs “the
form corrects the formless, but somehow the formless shouldzertiie form” (103).
Prigoginian chaos asserts the necessary passage obotaédchaos through bifurcation
and self-organization in states far from equilibrium, and that cirass$ precede order.
Frankétienne also acknowledges of his text:

Moving blueprint. Variable axes. Nothing is imposed on the reader who
can thus evolve, in the space of the book, without being constrained to
respect a pre-established itinerary. In such a case, the {agioaly
serves as a frame of reference; it does not define the ortlee odading.
(12)72

Similarly Ultravocal resembles the structure of theuveau romaror New Novel as
characterized by William Thompson as “the rejection of the@ted trademarks of the
so-called traditional novel (well-delineated characters antbgécal, consequential
narrative for example)” (8). Non-linear events, novel author/reeglationship, and a
singular concern with artistic creation were essential al&sria the New Novel. Indeed,
Robbe-Grillet attempts to explain the confusion a reader would exgeriin reading
such a novel: “If the reader has trouble sometimes to locate Ihim#age modern novel,

it is in the same way that he gets lost in the same wonlhich he live, when all gives

2 Plans mobiles. Axes variables. Rien n’est impaskeeteur qui peut ainsi évoluer, dans I'espacéwie,
sans étre contraint d’observer un itinéraire ptdgtBans un tel cas, la pagination ne sert qusydiéme
de repérage ; elle ne définit pas I'ordre de laulec
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way around him of the old constructions and the old norms” (£1ybbe-Grillet points
up a clear relationship between the confusion and chaos of the Nest &l present
society. Fundamentally, theouveau romaroffers a literary interpretation of societal
chaos.

Frankétienne’s text reflects these same challenges @ald. dndeed as cited in
the Introduction, Glover acknowledges the influence of the New Novel aaliSp.
Still, Prigoginian chaos allows us to understand Frankétienne’s mdireprint as an
accumulation of invisible causes which, explained through the Arrovinoé, Tcannot be
retraced to their origin. Instead of outright indifferenceetiablishing why events
happen, Prigoginian chaos permits complete acceptance of unknown @iglinastead
of seeking an explanation for the past the reader can focus pnetient. As Prigogine
and Stengers recognize, events measured by the Arrow of Goménually move
forward temporally, “the future is no longer determined by thegptesind the symmetry
between past and future is brokehé End of Certaintg). Consequently, each reading
can be different as the reader will encounter bifurcation pointseinéing her choice of
the next passage bringing order to her understanding or continuingnecatge chaos.
Chapter Three will analyze specific examples of the ArrdwTone applied to
Frankétienne’s texts.

Surrealism equally influenced Frankétienne’s texts as note&dwyieau and
Balutansky in the Introduction. A surrealist text allows a \weiahaotic (re)reading of

every text, as their creation was “Dictated by thought, in theerace of all control

3 Si le lecteur a quelquefois du mal & se retrodesrs le roman moderne, c’est de la méme fagon sg'il
perd quelquefois dans le monde méme ou il vitgieestout céde autour de lui des vieilles constonstiet
des vieilles normes.
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exerted by reason, with no aesthetic or moral preoccupationto(B&s)’* Surrealism is
an example of a literary, indeed artistic, movement that tegjethe current rational
thought found in early twentieth century science and technology andegedi
imagination, the dream, the fantastic, and the unconscious. Automatiogwand
automatic collage were two art forms that privileged sporntiaaeid fragmentation, and
they incorporate pre-formed phrases and pictures of everydainiifea single text.
However, unlike chaos in surrealistic texts which leads to a dligamhallucinatory
state or unlike chaos in theuveau romarwhich contents itself to simply represent
chaos as a factual reality, viewed through Prigoginian cha@nmké&tienne’s text
acknowledges the presence and understanding of the power of chaokétiename’s
texts while exhibiting characteristics of theerveilleux the fantastic, and a priority for
nonlinear plots and innovate reader participation, are not a credtible unconscious;
they do not serve to offer either an escape from reality noagsiyely accept chaos in
reality. Although Frankétienne’s writing did offer him an outié expression during the
reign of the Duvaliers, Spiralism is grounded in reality and ael&s be proactive. Thus
his texts can be viewed not as randomly chaotic, but a detergatlistthaotic reflection
of Haiti. Furthermore, Prigoginian chaos allows for recognitiothefunity and diversity
in nature. The world may be chaotic (diverse), but everythingwnllifollow the same
Arrow of Time (unity).

This conclusion frames Frankétienne’s text as being diversendiegeon how
the reader chooses to read the text) and unified in that the e¥e¢hesbook will move

the reader along the same Arrow of Time despite (re)rgadResultantly, we can view

™ Dictée de la pensée, en absence de tout contéteéepar la raison, en dehors de toute préocaupati
esthétique ou morale.



100

Frankétienne’s text not as an example of an updated or combinatiosunfealist or
New Novel text, but as a spiralist text that purposefully andrbgoletracts various
genres from their tradition role employing visual and textoahponents to implicate the
reader in a chaotic but valuable text creatiditravocal captures the chaos of
contemporary society but also advances the notion that chaos is cessai@dy the
antithesis of order, and that chaos and order are complementatyinocwmo form a
schizophonic, multifaceted, multidimensional expression that is thd.sSpiia process
provides a means to (re)question, (re)challenge, and (re)exptoreeanporary notion of
genre and reality which insists that order can emerge frawoschlthough this evolution

is in constant disequilibrium and movement.

Spiraling Noise: Chimerical Visions

On the first page of Frankétienne’s 2002 autobiographical, spirali&tkEros-
Chimeress a phrase that embodies perfectly the essence of his work:si@gle image
is worth more than all the words in the dictionary” (1Physically, this work is an 8.5
by 11 inches, 350 page volume containing Frankétienne’s drawings (heeagsdc
approximately 1000) overlaid with texts in various fonts, sizes andtatiens’® As Jean
Jonassaint states in his article “Beyond Painting or Writiaginkétienne’'s Poetic
Quest™:

Frankétienne, wittH’Eros-Chimeéresis without a doubt the francophone
writer who pushed to its furthest limit the integration of image text

into one great whole, and who moved beyond poetry into the text-image or
image-text, the written-painting, to relate, comment, communicate
follow the movement of the spiral. (153)

" Une seule image vaut plus que tous les mots diodiwire.”
® See Figures 5-8 for some sample pages fitEnos-Chiméres
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More so than irtUltravocal, the reader experiences high definition visual noidd’'@mos
Chiméres Frankétienne started painting after he widligavocal, and he claimed in an
interview with B.T. Mohamed fo€allaloo that he is as much a painter as he is a writer
(385). Surrealism clearly influenced Spiralism as is evidencedAdgmowicz's
characterization of surrealist collage: “the absence of pittoahesion or semantic
coherence in collage disturbs the viewing or reading subject;mafeyn seemingly
withheld frustrates and thus implicates the addressee, induciragtihngr engagement in
the construction of the work” (21). Fundamentally, the noisy, chaotreaist-like texts
anticipate the central role noise and chaos will play in fgmaln cutting them from
their accepted milieu and bringing together disparate péwssurrealists subvert the
fragments’ original message bringing chaos to where order once existed.
Adamowicz confirms: “as a subversive act, it is an instrumedémfurnemenof
pre-formed messages [...] As a creative act, it involves thesfiormation of these
messages” (13). The text that accompanies each imag&ins-Chiméressuggests a
cutting and pasting of word fragments together such that the remd®ot be sure if she
is reading an intended ensemble of “textimage” which exiygressalts noise to
communicate the “message” of chaos or if the text and irhage been randomly joined
in an effort to get order out of chaos and piece together thenafmn serving as the
messenger of chaos. Even the text's name suggest a noisyaggxtilm the subject of
work about heroes or is it about eros (love, lust, and sex)? In additiber ef these
images is to be chimerical thus offering an element of $gnta the fantastic or a
mythical reference to the Chimera, the mythical creature cazdpot many different

animals’ bodies. Finally, this work is characterized as an aut@pbyg which leads the
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reader to further speculation on its relationship to the author. Tdegdkenges recall
Vatel's attempts itJltravocal to piece together the newspaper fragments.

In addition, unlike inUltravocal, some of the text appears to have been
handwritten, indicating a mixture of “official fragments” and @@ commentary in the
form of a personal diary suggesting autobiographical content. Theslatedrmessages
collaged together whether as text or images, are seentnagisformed from coherent
messages into pure chaotic, noise. Indeed the Surrealists priviggedss over
meaning, hence the chanassemblagef their texts and the resulting “information”
became more valuable than any meaning extracted from lolgiealy texts. Adamowicz
asserts Surrealism’s reaction to rational thought as an influinttee introduction of
new scientific theories:

the surrealists concerted exploitation of the accidental, theoateand the
chance encounter, makes collage an essential agent in the grand epic of th
rout of rationalism following the 1914-18 war. New concepts of space
were elaborated in non-Euclidean geometry, while quantum physics
explored the nonsequitur, and the irrational and the fractured subjext wer
charted in Freudian psychoanalysis. (14)

A tenet of Spiralism discussed above is the implication of thderem the work’s
creation process also privileging process over product, chaos arder. As in
Ultravocal, the reader will be visually and contextually implicated inhsagrocess in
H’Eros-Chimeéres Similar to the lexical fragments lditravocal, the unrelated pictorial
images that follow on each page too remain incomplete and noissingf vast amount
of “information” for reader consumption and interpretation. The imagesn black and
white (although originally some were in color; Frankétienne’s 2pd@lsvork Galaxie

Chaos-Babepresents some of his paintings in color) and do recall the iampmtof the
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merveilleux from surrealist collage. Analogous to the Surrealists’ frags)
Frankétienne’s fragments retain their syntactical coherencehbyt are semantically
incoherent again implicating the reader in the work’s creative process.

A distinct quality of Frankétienne’s fragments is their constefgrence to chaos,
chance, and perpetual movement. The reader is continually disoriemdeckfacused
with each page rarely offering a ‘continual’ reading on one iptatichaos. One of the
rare exceptions of a quasi-linear reading is the theatrical spiralggay-{gures 9 - 11 for
scene 1, 5 and 9). Visually, the reader’s experience with thle with be chaotic. The
fonts and orientation of the text allow for a varied reading: soordsxcould be skipped,
rearranged, or repeated. The book can be rotated as well taaftaw reading frame.
Furthermore, the text in essence becomes inseparable frgraitii@gs, filling the white
spaces of silence or “white noise” around the painting, all transgribformation about
the effects of living in the chaos of Haiti. As powerfully asused words to create noise
in Ultravocal, Frankétienne’s textimages or imagetexts or Deleuzian “visiori$'Hros-
Chimeresoffer just as profound an experience. The noise they generate issjust
“ultravocal” as text alone.

Recalling again Mitchell’s question “What differences do théedéhces make?”
and examining this text through the prism of Prigoginian chaasatralysis must now
consider the surrealistollage-romanor the collage-novel created by Max Ernst. The
surrealist collage novel which predated Graphic novels is composed of imagebdake
nineteenth and early twentieth century literary, scientifig historical texts. The images
are then collaged together around a melodramatic theme or plas that necessarily

linear. Occasionally, the written word would accompany thesedmadgrankétienne’s
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text H’'Eros-Chiméresblends the structure of the collage-novel juxtaposing images
(written-painting) on facing pages with what could be considerecbliection of
individual surrealist works. Except for a few examples of quesali plot,H Eros-
Chimeérediffers from surrealist collage-novels in that there is no traditionahtiner the
unifying theme is chaos which permeates life as depicted iphb&os. Frankétienne
manipulates and subverts the power of ready-made phrasd&ins-Chiméresby
cutting and pasting them in various ways. He does attempt tonpdire some of the
language as is suggested by the hand-written script.

Short of creating his own language, Frankétienne, in a state obghbizy, must
use the same chaotic, empty language, used by the dictatoopamedsors in Haiti, as a
creative tool to convey chaos. Instead of using ready-made imagaspfiblic texts
however, Frankétienne’s pictures are his own personal paintingsmbiaces the power
of his imageshis creativity, andhis voice to create his own language beyond the control
of his repressors. The ‘difference’, what is important aboutkétienne’s work in light
of previous surrealist work which already incorporated collage anfbpmed phrases, is
the incorporation of a personal element in his quest to privilegpdge, noise and
chaos over meaning. Adltravocal, H’Eros-Chiméresis at once the message and the
messenger of chaos.

H’Eros-Chiméresffers new perspectives on genre as well: this work isieei
collage-romannor a traditional autobiography, nor a simple compilation of unrelated
works as chaoss the work’s guiding themet’Eros-Chiméresembodies the ultimate
spiral genre, narrated by the poet who, according to Glissanthbagsponsibility to

bring the churning chaos of the modern world to the surface. Asdskat Jennifer
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Bartlett in Lorin Cuoco’sThe Dual Muse“When painting, the artist is always moving
her body to make something that will be still. In writing, theéhor's mind is moving
fast, while his body sits still. Writing must move, painting maesstill” (Cuoco 58). The
spiral, through the written-painting, combines movement and stiltngssrsonify chaos.
Unquestionably, Frankétienne privileges process over product: read@ipation is
primary in Spiralism as it allows multiple bifurcation pointst ¥ies process does inform
his product which is the essential function Prigoginian chaos affersderstand and not
reject a complex, contemporary society.

To conclude, Frankétienne calls his spiral worksganfte total Not to be
confused with the Western idea of genre, and in spite of these Weirkg extremely
visual, Frankétienne still integrates various genres of poetrativartheatre and even
cinema. Frankétiennetgenre totalis actually a total (non)genre in that Spiralism cannot
be classified as one or several genres, no matter how encompasisadjtional genres
it may be. The spiral is a (non)genre in the sense that Framk&Beworks, through the
aesthetic of chaos and the accompanying noise underscore Mitcligience in the
differences. As such the question changes the question from, Rildadf thing IS this
text?” to “What kind of world is being brought into being?” The ansveeminor
literature pushing the limits on major literature through theoghaesthetics of

schizophony and Spiralism.

Maximizing Minimalistic Noise
Toussaint’s textda Salle de bainandL’Appareil Photoalso offer examples of

negentropic events which seek to slow down the passage of time ahdehets chaos
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through immobility and repetitive actions. Toussaint’s novels have besariely
characterized by Hippolyte as reticent and undecided (31). If Hijgpalyo underscores
the fuzziness of Toussaint’s narrators and content as residingdreaction and inaction
in an effort to mask the chaos of the external world (27), this igegisin seeks to probe
exactly how immobility and repetition can offer pockets of orderdaimthe chaos.
Consequently, Toussaint's immobility and repetition offer movementdsimihis

reticence.

Immobility

Immobility is a theme that permeates all of Toussaint¢stat various levels
including in narrative structure, character's comportment and disgoamg style. Ira
Salle de bain at certain intervals, the narrator reflects on the passagenef The
bathroom is a place of tranquility and calmness but also aneefwathe narrator from
the chaos of life. He admits to Edmondsson in the bathroom that “I should take a risk [...]
the risk to compromise the quietude of my abstract life for. | didinish my sentence”
(15).” Staying in the bathroom offers the narrator a place tmptteo slow time down
and observe its passing. While in the bathroom, the narrator atamesrack in the wall
“trying in vain to surprise [its] progress” (1%).He admits to undertaking other
‘experiments’ where he tries to distinguish time passing: dtcived the surface of my

face in a pocket mirror, and at the same time, the displaceménhe needle of my

" Je devais prendre un risque [...] le risque de compttre la quiétude de ma vie abstraite pour. Je ne
terminai ma phrase.
8 essayant vainement de surprendre un progrés.
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watch. But my face revealed nothing. Ever” (12)He monitors his face again a while
later in the text: “Standing in front of the mirror, | was lookatgny face with attention.

| had taken off my watch, which was lying in front of me on thédf sifethe sink. The
second hand was turning around the face. Immobile. At each turn, one roitedeby.

It was slow and nice” (25%)

During this scene the narrator also describes how, when shawnigda, he
shaved away “rectangles of shaving cream” suggesting agaithéhaaithroom provides
him a refuge of order. The world may be advancing in a chaotic sougadfirgers, but
in the bathroom the only encounter the narrator has is with hisHee®uter, physical
appearance does not betray evidence of time’s passing. In a isticcigshion, the
narrator’s face becomes a symbol of immobility. The only “infaromd he is interested
in is whether time is passing, and he attempts to do this througfazes He gains vain
satisfaction in that while looking at himself, he detects no chafges immobile in time
and this comforts him.

The narrator’'s self-absorbed attachment to “stopping timelobiting in the
mirror prevents him from effectively functioning in the real \doMWhen Edmondsson
comes to visit the narrator in Venice, she asks him severad tivhg he will not come
back to Paris. The narrator does not have an answer. As discussed dsove, t
communication he has with the outside world establishes noise withputfarmation
about the world. However, after Edmondsson has returned to Paris frome\Vére

narrator has an epiphany while lunching with his doctor in Venice:

" Je surveillais la surface de mon visage dans imvimie poche, et parallélement, les déplacemeets
l'aiguille de ma montre. Mais mon visage ne laisgan paraitre. Jamais.

8 Debout en face du miroir, je regardais mon visagge attention. J'avais enlevé ma montre, quisaipo
en face de moi sur la tablette du lavabo. La tostetournait autour du cadran. Immobile. A chaque, t

une minute s’écoulait. C'était lent et agréable.
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Standing in front of the rectangular mirror of the toilets,asviooking at

my face, which was illuminated by a yellow lamp behind me. Onegbar
my eyes was in the shadow. | was looking at my face thus dividdaeby
light. | was looking at it intently and asked myself a simple question. What
was | doing here? (118)

The narrator seems to do his clearest thinking in the bathroongfa@nown image.

However, that half of his face is obscured implies a visual shabti clear or ordered. His
face, which represents stability, immobility even, is now halfléeh and so cannot offer
him the “information” he needs about why he is in Venice. As Biigoand Stengers
affirm, dissipative systems do not bring about complete order, thgytial some order

for a short amount of time before chaos inevitably marches on. \Adeal to be his

“dissipative structure” offering order out of chaos, his face imtireor, is beginning to

bifurcate towards chaos.

On the other hand, when the narrator “immobilizes” himself anésgant his
bedroom window while it is raining, he first imagines that the peoplthe street are in
an aquarium and he wonders if they are afraid of water filiegdnk. However, what he
realizes is that he is the one who is afraid:

| told myself that people did not fear the rain; certain onesjngout of

the hairdresser, feared it, but none were really scared theaithevould

never stop again, continual flowing making everything disappear —
destroying everything. It is | who, in front of my window by a cordns
which justified fear that had inspired me different moments hvhic
unfolded before my eyes, rain, displacements of men and cars, had been
suddenly afraid of bad weather, such that it was the passageepbtice
again, which had horrified me. (31)

8 Debout devant le miroir rectangulaire des toiktje regardais mon visage, qu'éclairait une lajapee
derriere moi. Une partie des yeux était dans I'amBe regardais mon visage ainsi divisé par ladtemie

le regardais fixement et me posais une questioplsir®ue faisais-je ici ?

8 je me disais que les gens ne redoutaient pasiie; ertains, sortant de chez le coiffeur, lagmaient,
mais nul n'avait vraiment peur qu’elle ne s’arr@ifits jamais, écoulement continu faisant tout desje —
abolissant tout. C’est moi qui, devant ma fenéae yne confusion que justifiait la crainte que raliant
inspirée les divers mouvements qui de déroulaientdt mes yeux, pluie, déplacements des hommes et
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Looking outward into the world, the narrator can see that people andnctrs street are
forever moving, and this offers the narrator tangible evidencenwd passing. The
narrator leaves his room upon this thought, only to return a short ateletd begin to
reconsider the rain. He believes there are two ways in whighatch the rain: either to
pick an area in space and to watch the rain that fall in thaespdy; or, to choose one
drop and to follow it until it stops. This method of putting order to tmeotic event of
rain falling is one way the narrator attempts to slow down tima¢ he earlier admitted
horrified him. He wonders: “Is it thus possible to imagine thatrtowement [of the
rain], as dazzling as it may appear, tends essentially towam®bility and that
consequently, as slow as it may seem sometimes, drag bodiesiabntiowards death,
which is immobility. Olé” (36) The narrator’s reflection on death equaling immobility
echoes the position discussed in Chapter One according to which aiclgyatem that
is rigid and fixed means death. On the other hand, an entropic systetertds toward
ultimate chaos also means death as no order can be estaldishaimtain evolution. A
balance between order and chaos must be found for a system to continue evolving.

The narrator eventually has two experiences where he @gdlig cannot stop
time, no matter how immobile the object. On the train to Venice opimin a train car,
he spends the evening reflecting on the passage of time exteh@ body but also to
time passing inside his body:

Sensible to the exterior movement, obvious, which displaced me, in spite
of my immobility, but also to the interior movement of my body \whic

des voitures, avais eu soudain peur du mauvaissteahprs que c'était I'écoulement méme du temps, un
fois de plus, qui m'avait horrifié.

8 Ainsi est-il possible de se représenter que le vament, aussi fulgurant soit-il en apparence, tend
essentiellement vers I'immobilité, et qu’en consgpe, aussi lent peut-il parfois sembler, entraine
continlment les corps vers la mort, qui est imnitghiDIé.
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was destroying itself, imperceptible movement to which | begatevote
exclusive attention, that | wanted to fix with all my force. But how to seize
it? Where to detect it? The simplest gestures distractexdtian. | handed
my green passport to the Italian police officer. {61)

Unlike when the narrator is in the bathroom, he does not know how or whierek to
seize time. The narcissistic mirror and his watch offer hiranef fleeting, affirmation
that time is not advancing on his face. His reflection in theomdiscussed above seems
to be the only immobile element. In the train, however, he canndhsasterior of his
own body and is thus convinced that his body is changing with timendinator wants
to detect time and stop it amidst the chaos of his life. Wthiéetrain is speeding him
toward the unknown in Venice, his immobile body is evolving inside. Whéenarrator
is in Venice, he orders an ice creandaane blanchevhich he described earlier while in
the bathroom as “A Mondrian. The smooth chocolate on iced vanilla, hotcad c
consistency and fluidity. Instability and rigor, precision” (¥5)The narrator later admits
that it is the immobility in Mondrian’s paintings that pleases .hikarthermore, the
immobility in Mondrian’s paintings is

not absence of movement, but the absence of all perspective of nmyeme
it is death. Painting in general, is never immobile. Like insshats
immobility is dynamic. Each piece, immobile power, is a moseirin
power. With Mondrian, immobility is immobile. Maybe it is for ghi
reason that Edmondsson finds Mondrian really boring. Me, it reassures
me. (84%°

8Sensible au mouvement extérieur, manifeste, quidémacait malgré mon immobilité, mais aussi au
mouvement intérieur de mon corps qui se détruisadtivement imperceptible auquel je commencais a
vouer une attention exclusive, gu’a toutes foreeggulais fixer. Mais comment le saisir? Ou le ¢ates ?

Les gestes les plus simples détournent I'attenfieriendis mon passeport vert a un policier italien

8 Un Mondrian. Le chocolat onctueux sur la vanillecge, le chaud et le froid, la consistance duidifé.
Déséquilibre et rigueur, exactitude.

8 L'immobilité n'est pas absence de mouvement, rdaig’absence de toute perspective de mouvement,
elle est mort. La peinture, en général, n'est jamaimobile. Comme aux échecs, son immobilité est
dynamique. Chaque piéce, puissance immobile, estmonvement en puissance. Chez Mondrian,
'immobilité est immobile. Peut-étre est-ce poulacgu’Edmondsson trouve que Mondrian est chiant.



111

Thedame blanchgelike a Mondrian, according to the narrator, possesses similatiegiali
of a dynamic system which encompasses order and chaos. Boéh dbgests are
negentropic as they posses immobility but also fluidity. Negentromnly a passing
state but does offer some order out of chaos for a short whiltheAsarrator realizes,
time will always move forward. He does not know how to stop the pasdatyme,
however he does offer that simple gestures help distract himm.afllysis suggests that
games are one of the narrator's simple gestures which disiractrom his quest to
detect and seize time, one that is marked by the irreversible arrow &f time

In L’Appareil-Photq the narrator needs to get some passport photos taken for his
driver’s license. In this rather reticent quest, the narratonobilizing himself in a gas
station bathroom, eating chips, finds that thinking while immobilized means by
which to slow time, a dissipative structure in essence:

Sitting there a moment already, my regard locked, | guesasicalmly
meditating, ideally pensive, to pee being to me rather favoraleyst

say, to think [...] Thought, it seemed to me, is a flux to whichgbisd to
leave the fuck alone such that it can bloom in the ignorance ofwvits
flow and continue to surface naturally and in innumerable and wonderful
ramifications which end up converging mysteriously toward an immobile
and fleeting point. (32-3%)

Over time, thought can immobilize, however short-lived, and in this imination,

emulate an effort to slow time’s passage. This image atstlseDeleuze and Guattari's

87 See in this Chapter “Noisy Games: From Noise formation” and “Noisy Games: From Information to
Noise” for a discussion on the role of games insBaint's oeuvre.

8 Assis la depuis un moment déja, le regard fixe,fonaje méditais tranquillement, idéalement pensif
pisser m'étant assez propice je dois dire, pousg@erj...] La pensée, me semble-t-il, est un flux aligu

est bon de foutre la paix pour qu'il puisse s'épanaans l'ignorance de son propre écoulement et
continuer d’affleurer naturellement en d’innombesblet merveilleuses ramifications qui finissent par
converger mystérieusement vers un point immobifeyant.
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rhizomes suggesting its non-arborescent, fluid nature. As sucle thoilght may be
immobile for a while, it will never be stationary.

When the narrator finally finds himself in the photo booth he stdtess seated
in the shadowy light of the booth for a moment already, the stoaldgiredjusted to the
right height, and | was not hurrying myself to insert the coits the machine. All the
conditions had come together now, it seemed to me, - to think®®{$8.immobilizes
himself within the photo booth not to capture his image in a single ashahay be
expected, but to escape from the chaos of the world and slow the gpasdage by
considering his thoughts. He says, recalling the narratonsnations on the rain iha
Salle de bain:

rain to me seemed to be an image of the flow of thought, fixed otamins
in the light and disappearing at the same time appearingapid
succession on itself. Because what is thinking — if not to somettsegd
It's the flow that is nice, yes, the flow, and its murmur whidvaaces
outside of the world’s noise. (93-94)

He ultimately does not take his picture in the photo booth, remaieticgmt to capture
his image. However, later, he does take haphazard photos of hafteelie has picked
up a camera left on a bench next to him. Upon seeing the pictevetoped later, he
remarks:

| was fleeing with all my might, my feet skipping over thepstemy legs

in motion flying over the metal grooves of the boat steps, the phibtoev
blurry by immobile, the movement will be stopped, nothing would move
any longer, neither my presence nor my absence, there would egthiger

8 yétais assis dans la pénombre de la cabine dapuisoment déja, le tabouret réglé a la bonne haute

et je ne me pressais pas d'introduire les piéces d& machine. Toutes les conditions étaient r&unie
maintenant, me semblait-il, - pour penser.

%la pluie me semblait &tre une image du cours gelsée, fixe un instant dans la lumiére et dispeaat

en méme temps pour se succéder a elle-méme. Gzstapg que penser - si ce n'est a autre chosest C’

le cours qui est beau, oui, c’est le cours, etrsarmure qui chemine hors du boucan du monde.
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entire expanse of immobility which precedes life all thatcltiollows it.
(113y*

He realizes that in the end his picture, the immobile imagesdfabe is not and cannot
be one which is still, but one which can only be captured while in mai®icannot take
his picture because he cannot stop time. The photo, literally takée owrt, though, will
capture the pause, the effort to slow time, however blurry, ancradlr the move from
noise to information in a constantly moving world. Although immobile,pheto will
still only be an instant, stopped in time marking a before andraftenent in his life. In
all the hustle and bustle of his life as represented in himdeehile furiously snapping
random pictures not taking the time to look through the view finder, he ifimasbility
in the midst of this chaos. In due course, the narrator has the phottpdevand in fact
the ones he had taken had been overexposed. Looking at the negatives hiespéraei
“here and there a few shapeless shadows like imperceptibles todcamy absence”
(116) % Despite his frantic efforts, he is still incapable of takifgypicture, and stopping
time. Only chaos is certain in his world. What he does see, ifgnica that in the
background of one of the pictures that had been taken by the owrites camera is
unknowingly a silhouette of Pascale, his driving school instructor. ddae represents
an “almost taken” photo of the narrator, denoting the pure randomnedgs déspite
efforts to order it.

The novel concludes with the narrator having passed the night inaysplione

booth in the middle of nowhere as and he attempts one last tinh@wdime: “I was

e fuirais de toutes mes forces, mes pieds sadesimarches, mes jambes en mouvement survolant les
rainures métalliques des marches du bateau, leopdergit flou mais immobile, le mouvement serait
arrété, rien ne bougerait plus, ni ma présencean absence, il y aurait 1a, toute I'étendue dertiobilité

qui précede la vie et toute celle qui la suit.

% ca et la quelques ombres informes comme d’impéitep traces de mon absence.
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watching the day appear and was dreaming simply of the préserpresent moment,
trying to pin down once more its fugitive grace — like one would imhzebihe end of a
needle in the body of a living butterfly. Living” (128)The butterfly, although its body
immobilized, would continue to flap its wings in a furious motion tegs
immobilization. As with life, one instant may be held stationatylevall the other
elements and inputs would continue to flutter wildly about, continualfgriafy
“information” that could not be immobilized. The final word of the novelyirily,”
suggests that the needle does not kill the butterfly, just aggpilovwn an instant in time

will not prevent time’s progression.

Repetition

One result of dissipative structures is the spontaneous creatianmaesf out of
chaos. Above, an attempt to slow time through immobility offers on@geaof slowing
the encroaching chaos. Furthermore, repetitions are a retiul emerging order which
slow the slide into chaos. In many of Toussaint’s works discussed,abowuebility is a
mechanism through which characters attempt to slow or stop #hmresult of this
slowing is deferred chaos. Repetition of dialogues and descriptemother. IrLa Salle
de bain Chapter 1, paragraph 10 is approximately the same as Chapteagraph 49.
The only difference between the paragraphs is that in Chapter efferance to the
narrator’s invitation to the Austrian Embassy is located in gheagraph just prior
(paragraph 9) and in Chapter 3 this detail opens paragraph 49. Botlpanagephs

illustrate the narrator’s reticence to leave the bathroom:

% je regardais le jour se lever et songeais simpitme présent, a linstant présent, tachant de éxeore
une fois sa fugitive grace — comme on immobiligdtaxtrémité d’une aiguille dans le corps d'un plam
vivant. Vivant.
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Sitting on the edge of the tub, | was explaining to Edmondssort thati
not perhaps very sane, at twenty-seven years old, soon twentyeairse y
old, to live more or less as a recluse in the bathtub. | should tagle &
was saying, my eyes lowered, in caressing the enamel tdlthéhe risk
to compromise the quietness of my abstract life for. | didn’t Himisy
sentence. (15 ;12%)

In fact, this scenario is also repeated in the paragraphsdprgdbe ones from Chapters
1 and 3. For the narrator, social situations mean chaos. He phefenslerly, solitude of
the bathroom. However, the narrator notes his age and the inevitaf¢,unrealistic,
advancement in age from twenty-seven to twenty-nine, expljaithping over twenty-
eight. Whether he stays in the bathroom or whether he compronssqsiéi life, time
will move forward. Thus, there is no stopping time. Neverthelessethetition of this
paragraph offers a chance to slow the time of the narrative. dinusdaimed in an
interview that “I didn’t want to name ‘28 years old’, a sort of ss{igon [...] of even
numbers in general and ‘28 years old’ in particular. | was 26 wheaslwriting this
passage. | preferred the character to be 27 years old thus | foenéorinula”
(Ammouche-Kremers 32§, The life that the narrator will receive in exchange for
forfeiting his in the bathroom is not enunciated, suggesting thaiattator cannot bring
himself to admit the chaos which awaits him. Furthermore plifiside the bathroom is
unpredictable. Nothing about the past can predict the future therefatanitbe

indescribable.

% Assis sur le rebord de la baignoire, j'expliquai€édmondsson qu'il n'était peut-étre pas trés sain,
vingt-sept ans, bientét vingt-neuf, de vivre plusmoins recluse dans la baignoire. Je devais peemadr
risque, disais-je les yeux baissés, en caresganall de la baignoire, le risque de compromettiguigtude
de ma vie abstraite pour. Je ne terminai ma phrase.

% Je nmavais pas envie de nommer 28 ans, sortepisdiiion [...] des chiffres pairs en général et 28 *
ans’ en particulier. J'avais 26 ans lorsque j'émisvce passage. Je préférais que le personnage Zh a
alors j'ai trouvé cette formule.
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The one line paragraphs that repeat immediately following thesgrpahs is
“The next day | left the bathroom” (16;12¥)One distinct difference is that in Chapter 1,
the verb “to leave” is conjugated in thassé simplea French tense which is only used in
literature that is otherwise not written or spoken. This conjugasioséd liked thpassé
composgor the past tense, for actions of limited duration, a sudden actiomitadl
repetition, suggesting that the narrator will not be out of the bathroomefy long, that
his leaving was a sudden occurrence, or that he will not be ledwnbathroom too
many times. Toussaint has also commented on his usagepafabé simpleoffering this
explanation: “I really like th@assé simplethey say it's the present in the past, it's true
that all that | write is always the present, the instant. 8 igevery little past, future; it's
always in the moment that everything, everything that could be pmetizal is
perceptible” (Jourde). Consequently, the act of leaving the bathroom can be thought of
as an event, an instant, which has really no connection with thetonarrarior
contemplation of risking leaving the bathroom.

This conclusion emulates the notion in chaos theory that due to spontaedeous
organizing systems, i.e. dissipative structures, events cannaideel tback to the prior
event as the self-organizing was completely random. The verb pa#is& simpléeaves
the reader to speculate what the relationship is between the narrator pondemagthea

bathroom and the actual act. What the verb in the conjugation doestsisgtiat the

% Le lendemain, je sortis de la salle de bain. Abd lendemain, je sortais de la salle de bain.
9" Ca me plait beaucoup le passé simple, on dit @s¢ du présent dans le passé, c'est vrai quectoque

j'écris c’est toujours le présent, l'instant. laytrés peu de passé, d’avenir, c’est toujours tasgant que
tout, tout ce qu’il peut y avoir de métaphysiqus, gerceptible.
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narrator’'s disordered state of mind, as evidenced by his inabiditgomplete his
sentence, evolved into information which was that he left the bathroom.

At the end of the novel, the verb is conjugated innigarfait, or imperfect tense,
which implies a repetitive action in the past or is used agigtsn. Thus, the action of
leaving the bathroom repeatedly implies that this action willesas a self-organizing
event for the narrator in the midst of his chaotic life. Exaethen and under what
circumstances this will occur is unknown. Toussaint has suggestddcatisatlle de bain
could be read chronologically in two ways. One could start withisP&hapter 1 and
read from start to finish. Another could also start with Chaptédyp6tenuse” and then
read Chapter 3 and then Chapter 1. If the latter method is used pirdeion tense at the
end of chapter three suggests this action of leaving the bathroom will happen again.

The notion of movement from noise to information, or chaos to order, offers a
interpretation of these repetitive events that goes beyond an anahysh simply states
that Toussaint's characters and plots are reticent and ingecisi reaction to
contemporary society. This repetitiveness, characteristic ofinMilism, focuses the
emphasis on the banal. Dissipative structures, according to Pwegagd Stengers, do
exist in everyday life. However, the notion of dissipative structafiess the possibility
of viewing these repetitions as not simply a focus on the quotidiaajdaués a narrative
tool that can offer the reader information in the midst of a novel gbams rather
superficial and noisy as discussed above.

Rick Altman, in his workA Theory of Narrativg2008) proposes new approaches
to examining narrative, one of which is to understand a narrative as a

series of individual following-units, joined by modulations and arranged in
a particular manner. Each narrative text thus displays a gpecifi
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“following-pattern.” Our perception of any given narrative is \hlga
marked by the interdependence of individual following-units and the
overall following-pattern perceived in the text. By the sawieen, the
pattern perceived in any given text depends in part on the rangeeshpat
we have previously experienced. One of the major missing links in our
understanding of narrative is a general account of the various foewi
patterns that characterize narrative organization. (28-27)

This analysis posits that chaos theory, and specific to this chidqaermtions of entropic,
negentropic and dissipative systems offer the unconventional and perhdpsount
rarely-encountered “following-pattern” needed to interpret Toussaiekxts. As such,
this following-pattern draws its influence from the contemporayural topography in
which Toussaint’'s works were written.

In Monsieur the characters do not really know each other that well. The
characters will construct facades to appear that they know soma&tinevhen in fact,
just the opposite is true. Earlier this analysis showed how these relat®oshiribute to
the “noise” in Toussaint’'s novels. This investigation proposes thaac¢hel act of
repetitively realizing that people hardly know each otbennaitre a peinecan serve as
a dissipative structure, allowing order out of chaos, informatiom fnoise. Monsieur
does not seem to really know his fiancée, Madame Pons-Romanov hardly éitfosvs
Kaltz or the guests at her weekend house party, and Monsieur doeallyokmow Anna
Bruckhardt. That this “unknowingness” is wide-spread in the novel undesstiee lack
of information friends and neighbors have about one another, but it alss servfer
pockets of continuity or sameness in a society that is cldatpnnected. Most people

hardly know each other but conversely, they all share the common dfai

% Altman defines following-units not as “point ofewi” but as “a series of segments each made upabf th
portion of the text where a character (or grouglmracters) is followed continuously” (22). He def
modulations as the “transitions from one followimgit to another” (23).
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unknowingness. The characters names alone represent diverse backgktomslsur
being the quintessential unknowable character beginning with his intistame.
Toussaint even claims that he spends a lot of time searchirgsfaharacters names
which are not all French. As a result, the characters do not seem to shataracsitare,
although they are all living in Paris. About the only thing thegltiare is their ignorance
of others, and this is an ignorance they all seem to embrace.oNtrecharacters seem
concerned about the superficiality of their relationships.

This communal ignorance may serve to slow the encroaching chaosoafety
that only shares anecdotes in the respect that it seemisas adocus of order, however
chaotic, offering some information in a world that seems unknowabéeallhg
Altman’s narrative framework, this communal ignorance constitateSoussaintian
following-pattern associated with dissipative structures. Withbunking in terms of
dissipative structure “following-patterns”, the reader may syntpke these instances
only as a general commentary on the disconnectedness of society amdtigiidhese
instances actually work to advance a narrative based on fragimentaoise and
information.

Another repetition found iMonsieuris the phrase “People, reall}?"This phrase
appears approximately eight times throughout the novel. Two of theeces occur
immediately following a meeting between Monsieur and somatsliat his office, the
first of these appearing as a one-line paragraph. That this phrigaséy appears alone
emphasizes the pertinence of the phrase to the development of tesdreesl as one of

the few descriptors in the work. This reinforces Monsieur's comieaén ironic,

% This English translation for all quotes frdonsieurare from John Lambert’s translation Mbnsieur
(Champaign, IL: Dalkey Archive Press, 2008). Lesggd¢out de méme.
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perspective on the world. The second time the phrase appears is at the end ahplparag
without parenthesis, just after a business meeting statindl,“Well, other questions
gentlemen? said Monsieur at the end of the meeting. No.Madbhmé& he added in
nodding his head with respect to address the only woman presentdnobleover, but
must wait and see. People, really” (%) The lack of parenthesis suggests that in this
instance, the phrase is less comical and more matter-of-fact.

The other six times, the phrase appears in parenthesis. RecEdlusgaint’s
claim, the majority of his parentheses are comical. The soenare humorous and
absurd: the doctor sizing up Monsieur’'s height while backing him intooraer,
Schrédinger’'s cat being killed in the thought experiment, Kaltz'stexent at being
Monsieur’s neighbor (as if he had never had one before and givenpédigality of
relationships discussed above), Ludovic finishing his recitation on gshysid not
noticing Monsieur has left the room and is now on the street looking hipmahrough
the window, people bragging about their trips and exaggerating theybefdeir
photos, and Anna and Monsieur thinking of people stuck in an elevator duripgviee
outage. Consequently, the phrase takes on a more ironic and playful tone.

These parentheses also create authorial intrusion or the inopressit the
narrator is now speaking directly to the reader as if to invblrein the joke and the
commentary on human beings and their stupidities and their ambitioneirstory.
However, the other important aspect of authorial intrusion is tpmévtents the readers
from experiencing the emotions of the characters when the charasgerience the

event. The author cuts short the identification between reader andtslgeq this

1%Bjen, bien, d’autres questions, messieurs? disaihdiéur au moment de lever la séance. Non. Et
madame? ajoutait-il en inclinant la téte avec respel’adresse de la seule femme présente, pasiunal
reste, enfin faut voir. Les gens, tout de méme.



121

phrase in this manner only reinforces not only the character’s inability to krabwodzer
but also the reader’s inability to really know the charactdras;Ta device which appears
more personable to the reader actually distances her from theAtmordingly, the
insertion of this phrase acts as a dissipative structurgalistthe reader out of the chaos
briefly to reinforce directly to her the irony and disconnectedogfise text and society.
While authorial intrusion traditionally serves to bring the narratad the reader closer
together, Toussaint uses it as a rhetorical device with the iortetd organize this

narrative.

Noisy Games: From Noise to Information

Sports and games are prevalent in Toussaint's texts and as sagh, m
investigation as another example of ndfSeAs much as the narrator ira Salle de bain
claims to fear distractions as that would mean he could migsgassing, he does play
quite a few sports and games. The act of playing delays but doeshitt the narrator
from facing the inherent chaos in life. In addition to playing garhesis also an avid
sports spectator. He frequently watches soccer while at horRaria and while in
Venice as a way to fill his time and bring routine to his ddye Mmarrator befriends the
barman at his hotel in Venice and they discuss other sports sunyclasy and car
racing. Essentially, discussing sports brings temporary stru@oce order to his
interaction with the barman, however superficial. Conversations can be unjediota
games offer a framework through which to direct and order the atitema He also

watches a soccer match with Edmondsson but he essentiallgsgner and sits about

191 Games in this dissertation represent board gamesard games as opposed to sports such as soccer,
etc.
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two feet from the television. Soccer, cycling and car racinglasports which are a race
against time. Watching time pass during these sports offers the nareatgptortunity to
mark time’s passage while simultaneously remaining outsidédbmstructed’ time, as
he is not a participant and is only a spectator, and thus suspendedotim brief
interval. Consequently the structure of the sport, as with games, hofillac with
chance, offers the possibility of slowing chaos.

He also wants to play tennis while in Venice. Edmondsson does notoyalaly,
but he ultimately gets an invitation to play from his doctor inntb&pital whom he meets
after Edmondsson’s departure. The narrator does not have any rosvar his days
and as such, outside the bathroom, his days will be unstructured. Astat@pand a
willing participant, he passively and actively brings structordis day through sports.
However, he ultimately does not play tennis as his partner dewtiés play, leaving the
narrator to wander aimlessly around the country club as the doaadniarwife play.
Using sports as a way to structure his time, even though he claims tiiviearons, does
not, however, permanently stop chaos from infiltrating his life. &n, ia Venice, after
not being able to play tennis, the narrator asks “What was | done@h@16)°> Not
being able to play the tennis match offers the protagonistétuement into how games
can distract him from real purposes in life. With his question, keoadedges the
futility and pointlessness to his being in Venice. Games have only de#straction
offering no real meaning to his life.

One game the narrator becomes fixated with while in Venidans which also
serves to stop time. He says “l was very focused when | vegsngl darts. Immobile

against the wall, | clinched one tightly between my fingers.eyre body was rigid, my

192 Que faisais-je ici?
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eyes intense. | stared at the center of the target with atusbsletermination, clearing
my head of all thoughts — and throwing” (623. Darts requires that the player stand still.
The narrator associates his own immobility with suspending tipessage. While he
may be extremely focused while playing, he also admits that ¥e®kim ridding him of
chaos (83).

Furthermore while Edmondsson is visiting museums, the narrator istahe
hotel and creates a dart tournament involving five countries: Beldiuamce, Italy,
Sweden, and the United States. Ultimately, Belgium, the nagatotintry, defeats the
French in the finals. One player throwing darts can slow tigneemoving the player
from “real time” and inserting her into artificial “gameng.” Furthermore, a tournament
among five countries extends the time of play a great deal, incldkdéenghtroductory
rounds, quarterfinals through the finals supposedly suspending time'g@as&m more.
Traditionally darts is a social game often played in bars. t@gedis own ‘social’
situation in his hotel room through the five countries, the narratorulaies
communication however artificial and however brief. In this instatiee protagonist is
manipulating the rules of the game to satisfy his own desretotv time. Instead of
playing with others, he chooses to play alone but in so doing hesHeiatown social
circle which extends to an international realm. The protagonist chdbseexpanse of
“simulated” chaos he is willing to allow.

Darts is also a game that requires skill and precision and \ubkipk to slow the
chaos. As stated above, the narrator immobilizes himself ands dagge amounts of

concentration, offering him structure and order. According to Pertti Alasuutari

103 yétais trés concentré lorsque je jouais aux @éels. Immobile contre le mur, j'en serrais uneeenies
doigts. Tout mon corps était tendu, mes yeux étam@enses. Je fixais le centre de la cible avee un
détermination absolue, faisais le vide dans ma-té&telancais.
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Accuracy is only one of the skills needed by dart players. raice
amount of mental arithmetic is necessary for many gameshengrbves
difficult for some [...] The ability to work out scores quickly and
accurately is a highly regarded skill at least in the efethe regular
players. (24)

Not only does the game require physical accuracy in throwingatiehlt also mental
accuracy in keeping score. Both these requirements introduce @m@®ads surrounding
the narrator. Common to many games and sports, the points can be gpedifically
control and mark the passage of time between rounds.

The narrator, when he looks at the target says he did not knowt wéminded
him of Edmondsson instead of Jasper Johns, the American artistJ84di)s created a
series of paintings and drawings of targets and was a predorsoinimalist art. As
stated earlier, repetition results from dissipative structgessdering order out of chaos.
The physical form of a dart board and Johns’s target seriegstohgoncentric circles
which repeat all the way to the bull's eye. These successivies do resemble each
other and are ordered according to a well-defined structure bsitilaeble to distinguish
themselves from each other due to their difference in size. Likewise, thiéive@etions
and phrases, immobility and games attempt to slow time's psgaad to repel
impending chaos from the protagonist's world. Each of these isasimaileach other
while each one remains distinct in its own right.

Likewise, the thrower's movements consist of the same, repetitivgons.
Consequently, this repetition attracts the player’'s gaze ttefoathe center suspending
all perception of motion. Yet, the narrator, when gazing at his dastdbthinks of
Edmondsson. This suggests that the narrator's gaze is contirraliyn back to

Edmondsson in spite of the chaos in his life, and that she represeulisntla¢e target of
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his gaze although she remains hard to attain. Similarly, theéodartl stares back at the
narrator implying Edmondsson’s constant gaze on him trying toefigut why he is in
Venice. He tries to “pin her down” when he throws a dart intoftweshead after she
presses him to return to Paris. Edmondsson returns to Paritheftecident without the
narrator, and he never again mentions the darts. His target has left.

Monsieur plans a trip to Cannes, and when his fiancée asks him vidgbiag,
he says he had no idea, but will see when he gets there. Instatalsafeing, Monsieur
decides to fill his time initially by playing games. The day arrives he first bets on
horse races then goes to a café where he plays billiardsir§théétting on horses, is a
game of chance, embodying his attitude of his Cannes visit. UsadiBtter has several
horses on which she can bet, but she must only choose one, influenced pgrtaps
odds against or for to win. Monsieur lets chance and diversion guidéphiattrer than a
planned itinerary.

On the other hand, Monsieur actually plays billiards and thus moretldire
influences who wins the game. Billiards is also a game ofipeaquiring tactical and
technical skills. Theoretically, billiards is used as a modeNewtonian description of
collisions between two bodies. However, as in the game of GQdlian real life, objects
are subjected to friction, spin, and other various forces. Consequerghtime, billiard
ball motion has been shown to become chaotic. Monsieur is a speialsbdern
physics, frequently citing Prigogine, Schrédinger, and the Copenhgigup suggesting
he is comfortable playing billiards as he understands the mechainiodiards and
chaos. Furthermore, he is quite a good player suggesting hepedbces often or that

he actually plays frequently implying repetition. Monsieur plagainst an older
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gentleman in Cannes who Monsieur believes was probably a great plage he was
young, but he had no chance playing in his old age against MonsieganHalso be
considered a ‘tactical’ person as Monsieur seems to live gisalitically trying to avoid
meaningful relationships and is satisfied with more superficiab.onThis is evident in
his inclination to tell anecdotes. As with many games, the “initial conditiohgie game
continually change and each player is forced to play the gasimey the available
information, such as the placement of the billiard balls afteln éam. Billiards does
offer some order nonetheless: teams are divided between thersbbttiped balls, and a
team will win by sinking all their balls and the eight-balbithe pockets first. Although
Monsieur seems to be knowledgeable in contemporary science amsl teeerganize his
undefined time in Cannes around games, the narrative structstdl isreated on a
following-pattern of dissipative structures: one in which chaos capeaivoided just
delayed as chance is inherent in the prevalence of gameseMdoasid others play. In
addition, Monsieur’s (ultimately Toussaint’s) knowledge of contempquhaygics would
also suggest that he is aware of the role of chance in scamntthus that order will not
reign long. If Toussaint uses games as one method of slowingideeirsio chaos,
Ernaux’s autobiographical texts offer examples of noisy informatibich slows the

inevitable chaos.

Noisy Explorations in Autobiography
This section will examine how noise can serve as informatiomnaux’soeuvre
Immobility and repetition are two forces slowing this confusiont @assin Toussaint’s

works discussed above, Ernau®assion simpleSe perdre andL’'Usage de la photo
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offer pockets of order in this movement toward chaos which carebed as an attempt
to slow the encroaching disarray. Noise, as understood in sciemcesitbar inhibit
communication or serve as information. Whereas immobility and tepetin
Toussaint’s corpus serve to activate an otherwise reticent cootary novel, these

concepts illuminate Ernaux’s explorations in autobiography.

Immobility

In Passion simplethe narrator’s life revolves around staying in her apartment
waiting for “A.” to call. She states: “I didn’t do anythingselexcept wait for a man: that
he would call me and come to my house” (3).Leaving her apartment would mean
interacting with the outside world and thus either cause hers®‘®W.”s call or occupy
her time such that she could not meet “A.” at her apartmeaimitéedly, she wants to
eliminate all other distractions in her life “These momentsl@bchment, ephemeral,
came from the outside, | didn’t seek them out. On the contrary, | avthéesituations
which could snatch me from my obsession, readings, outings and allyafcti which |
enjoyed before” (41)°° Her obsession may invoke confusion and disorder in her life but
staying at home and blocking out the rest of the world eliminated any petiphaos. In
essence, the only order in her life was her mission to stay hoehevait. Whereas
Toussaint’s narrators sought refuge from a general malatke oltside world, Ernaux’s

narrator uses immobility to serve her desire.

1%je mai plus rien fait d’autre qu'attendre un hoemu’il me téléphone et qu'il vienne chez moi.

195 Ces moments de distanciations, éphéméres, vena@enextérieur, je ne les recherchais pas. Au
contraire, j'évitais les occasions qui pouvaienarrcher a mon obsession, lectures, sorties &t tmtivité
dont j'avais le go(t avant.
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Se perdredoes not talk as explicitly about avoiding the outside world antingai
as doedPassion simpleHowever, immobility is constantly present as the narrator slips
into a lethargic depression which inhibits her from going out andriexpeng any sort of
productivity: “Today, did nothing (text on the USSR alarming)” (128), “Idook. No.
Everything is infinitesimally difficult, correct papers, speakea words in Russian
(what'’s the use)” (136), “No desire to work on my text, finished andlbasge(139), “I
am in a psychologically comatose state” (150), and “The immenisgudlafatigue,
impossibility to do whatever” (196f° She even wants to halt two days that she believes
will be the last time she sees him: “I would like to immoleilthese two days, the wait
being that ohever agaif (original emphasis; 277’

She does make one voyage alone to Florence, recalling Touseamégor inLa
Salle de bainwho flees to Venice, where she decided to leave her husband of &8nyear
1982 and gain her freedom and independence. However, she is not seeklogmffieom
“S.” and she questions and regrets why she is even in Florengmi®ng “everything is
different” (247)1°®  Similar patterns of lethargy pervade her vacation as is doe
Toussaint’s narrator. However, Ernaux’s narrator is plagued biyedand not simple
Toussaintian inactivity: “Rain. Discouragement. Dreams, dreamkinghdove to S.”
(255)1°° Upon her return, similar patterns resurface: “Since my resilence. Absolute
horror of all activity, wait, a torn heart, without tears” (262)Passion simpléhus offers

evidence of her physical immobility whil8e perdreoffers proof of her mental and

19 Aujourd’hui rien fait (texte sur 'URSS, angois$pif128) ; “11 heures. Non. Tout est infiniment
difficile, corriger les copies, faire quelques mads russe (& quoi cela sert-il) (136). ; Aucuneierme
travailler sur mon texte, terminé et nul. (139¥;skis dans un état psychologiquement comateux (150
L'immense fatigue habituelle, impossibilité de éagquoi que ce soit (190).

197 3e voudrais immobiliser ces deux jours, I'attegtant celledu plus jamais

18 tout est différent

199 pluie. Découragement. Réves, réves, faire I'aravac S.

10 Depuis mon retour, le silence. Horreur absolutodee activité, attente, coeur serré, sans pleurs.
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psychological immobility. Consequently, waiting and letharghp lsbow her inevitable
slide into a state of chaos.
In L'Usage the pictures offer the reader a moment in time which Ernaux and

Marie tried to capture through the physical traces of clothewmukrmentions that she
hopes the photographs will capture, isolate, and make still thegameent of the clothes
created by desire and chance and which is sworn to disappeari{@3iciure will allow
a frame through which to organize the chaotic result of chance amd.delowever, she
and Marie both realize that the picture does not capture theyrésit they hoped.
Ernaux remarks of one photo, which is applicable to all photos in dhle WEverything
is transformed and disembodied. Paradox about this photo which is destgied more
of a reality to our love than to not realize it. It doesn’t atigthing in me. There is
nothing more here either life or time. Here | am dead” (188)Thus, even if the photos
themselves represent still, orderly images created by disatur enduring legacy
creates a sense of loss and an unavoidable entry into the fleetiidy of attraction,
desire, and disarray. Accordingly, in her explorations in autobiografmgaux
underscores the difficulty and indeed futile quest to capture and audeelationships
with and desire for others either through mental or physicadlngaor material images.
Consequently, despite the immobility of the photographs, chaoticed&tslrcannot be

pinned down, suggesting that desire is rarely ordered.

M1 Tout est transfiguré et désincarné. Paradoxeette photo destinée & donner plus de réalité & notr
amour et qui le déréalise. Elle n’éveille rien eoi.nti n'y a plus ici ni la vie ni le temps. Ici jguis morte.
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Repetition

Repetition of events and actions is another way Ernaux seeks tdh@admraos in
her life. In Passion simpleshe tries to create repetitive circumstances to organize he
time:

If I went to a place where | had been last year when hehergs— to the
dentist or to a staff meeting —, | would put on the same suiefise)
trying to persuade myself that the same circumstances woadidige the
same effects, that he would call me on the phone that night [ea]ized
that | had truly believed in his call all day. (56-57)

This admission underscores her faith in the past to restorelagomship with “A.”. She
also already knows exactly the effects it produced betweenndetAa’. However, she
ultimately realizes that she was only deluding herself, rezognthat the familiarity and
certainty of the past cannot be recreated.

Furthermore, this awareness also suggests the uncertainty epast @vents: if
they cannot be recreated, exactly how predictable were thiallgg Ernaux’s
exploration of desire in autobiography implies the unpredictabifitglloevents, past,
present, or future. Ernaux prefers to write her texts initigarfait (imperfect) as it
implies a continual repetition of actions without finality (61). Rassion simpleshe
attempts to recreate physical actions as well as verbafigribing them to systematize
her life at this time despite the evolving disorder.

In Se perdre unlike in Passion simplavhere Ernaux seeks to recreate certain
situations, she is trapped in an unrelenting cycle of wastingrher “The cycle starts

again: a mournful, anesthetized day” or “I now am in the habit ofingasny time

112 5j je me rendais dans un endroit ou j'étais dlEmée derniére quand il était 1a — chez le desiimi &
une réunion de professeurs-, je mettais le mérileuwagu’alors, essayant de me persuader que lesesé
circonstances produiraient les mémes effets, gqo'dppellerait le soir au téléphone [...] je me rendais
compte que j'avais réellement cru a cet appel tlaufeurnée.
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without dread or culpability” (218)** She recognizes the same pattern with all men:
“My relations with men follow this same invincible course” (##).In addition, her
apathy to this wastefulness reveals an attempt to sheltaifHfeosn the negative social
expectations of not wasting time. Using her time wisely sstggen effort on her part to
sort through the demands of the outside world. As withrtiparfait in Passion simple
Ernaux acknowledges the certainty her writing offers: “Yelsterthis certainty, | write
my stories of love and | live my books in an incessant circle” (269Despite the chaos
that tends to plague her relationships, she can see an oveiclrgrsurfacing from this
situation. Repetition creates order in her life of passion and alse#s such, these
repetitions, which may seem to clutter her life, actuallyeséo offer information about
her chaotic existence consumed with desire.

In contrast taPassion simpleand Se perdre Ernaux’s and Marie’s act of taking
photos inL’'Usage de la photareates a repetitive gesture amidst the chaos of desire and
passion: “Week after week, the photos accumulated. More than a doaknFrom a
spontaneous gesture, the act of photographing became a ritual1)#6- Thus, the
creative act of capturing the disarray of clothing itself bextranal and does not fulfill
the expectation of isolating but yet preserving the passion ane désire moment. Not
only does the physical act of capturing the frenzied scenes bempmtitive, but she
claims that even the objects in the picture are recurring. Sivaathrizes the clothes as

“Not the weapon of a crime, but the repeated signs of a battle” {9Bhe clothes no

13 | e cycle recommence: une journée dolente, andééthgsl’ai maintenant I'habitude de perdre mon
temps sans effroi, ni culpabilité.

114 Mes relations avec les hommes suivent ce cursirscible.

15 Hier, cette certitude, j'écris mes histories d’amet je vis mes livres, dans une ronde incessante.

116 Semaine aprés semaine, les photos se sont acasnBliéisieurs dizaines en tout. De geste spontané,
I'acte de photographier est devenu rituel.

17 pas d’arme du crime, mais les signes répétés diee
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longer represent unique seduction moments, but a repetitive battlesmfrpasd desire.
Ultimately, as mentioned above, Ernaux realizes that the pictlaresot preserve the
passion and associated memories with each photo, but causes ErnauxarendoM

become more estranged from the event.

From Information to Noise

Philippe Réfrégier in his worliNoise Theory and Applications to Physics
characterizes noise as fluctuations in a system, fluctuationsathabest described
mathematically through probability theory (2). Fluctuations orenaie in essence the
result of a high number of “degrees of freedbfhthat is unidentified due to the
complexity of the system and can only be described in terms of pliababiWwhen
speaking about the role of fluctuations relative to the spontaneous apmmeah
dissipative structures (order-out-of-chaos structures), Nicolis agddgmhe claim they
are only interested in theinternal fluctuations generated by the system itself. The
influence of external noise on the instabilities and the assodédtedation phenomena
has been recently analyzed by Horsthemke and Malek-Mansour (1®f&)dgine and
Nicolis 224). Consequently, relevant to this analysis, they equate wils fluctuations
which can either lead to an increased disorder in a system ¢gazhto self-organizing

(dissipative) structures.

18 Degree of freedom is defined as the aspects ahewtystem that is free to be given a certain caimst
For example, a shopper has $100 and wants to Bhytashoes and a scarf. The shirt, shoes anflaea
not “fixed”: the shopper can buy a red, blue, gdpetc shirt, the shoes can be boots, flip flepsdals,
etc; the scarf can be silk, cotton, linen, etc. ©hi parameter that is fixed is the $100. In tisigstem”
there would be three degrees of freedom although fentities” (shirt, shoes, scarf, and $100) exist
physics, the more complicated a system, the higfenumber of degrees of freedom thus increasiag th
difficulty in properly identifying all aspects.
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To begin with the former notion of increasing disorder, the sedawnd of
thermodynamics claims that the entropy of a system, thiheimeasure of disorder in a
system, will always increase. A system in contact with anays&tem (think adding ice
to hot water) will evolve over time such that while the systeay eventually reach a
thermal equilibrium (warm water) our knowledge about the statieofhot and cold
water molecules decreases reducing the ability to acoumstcribe the system. Thus,
the “information” we have about the system (one cup of hot watérames and one cup
of cold water molecules in a specific location (the cups) for example)adjsates.

Although the amount of molecules will stay constant when the tweragscome
into contact (no water is destroyed in combining the two), theteplant or state when
they are mixed becomes less clear, less knowable, and thus more chamtisyf Over
time, as the entropy increases, a system becomes more didoAfaylor states in his
book The Moment of Complexity: Emerging Network Culttifdae most probable state
is one in which differences become indifferent and thus in whiclgrealsdissolves in
noise. If information is understood as a difference that makedeaedi€e, noise can be
interpreted as either the lack of differentiation or the profusf indifferent differences”
(119). In non-equilibrium processes, randomness or lack of differentiatibmalways
increase. Accordingly, noise will increase.

Furthermore, Taylor claims that systems that contain randomaessalso
irreversible because, as their creation was arbitrary,imipessible to reverse a process
to recreate these “arbitrary conditions” (117). As discussed in &hQpie, the Arrow of
Time affirms the irreversibility of non-equilibrium processas.such, Taylor notes that

“the arrow of time follows a trajectory from information to resig117). It is this
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trajectory from information to noise that will launch a continuedyamalonLa Salle de

bain andMonsieurby Jean-Philippe Toussaint.

Noisy forms

The form of La Salle de bainimmediately suggests ordered, differentiated
information. The book is divided into three distinct chapters entitlE@ris”,
“Hypotenuse”, and “Paris” strongly suggesting the chapters take onomigt a
mathematical quality of a right triangle but also the spifiNewtonian order which is
predictable, time-reversible, and regular. Indeed the novel’'s epilsghe iPythagorean
Theorem: the square of the hypotenuse is equal to the sum of thessafuiee other two
sides. Pythagoras was a Greek mathematician and philosopher aptbdheof his
theorem can be found in EuclidElementsand is an important aspect of Euclidean
geometry:*® In an interview withLes Inrockuptibles Toussaint claims that as he was
writing La Salle de bairthat: “[I] had an overview, | had an idea about the three parts as
a triangle” (Jourde¥”® He has envisioned them not only as a triangle, but as a right
triangle as suggested by the “information” of Pythagorasbrdma. A right triangle
typically serves as the point of departure in the Pythagoreanrérhefor solving for
mathematically either the sides, angles or both of other nontrighgles. In this regard,

Pythagoras’ theorem as the epilogue lays the clear foundatidhef@stablishment of a

19 Euclidean geometry served as the basis for Newtoldssical mechanics. Non-Euclidean geometry
would be conceptualized in the nineteenth centutyitbvould not be until the early twentieth centdinat

the notions in non-Euclidean geometry would be eygd. The biggest difference between the two is the
properties of parallel lines. Euclidean geometgnma that infinitely long parallel lines that aredited by

a line will remain at a fixed distance apart. Namckidean geometry shows that infinitely long hypeds

can be bisected by a perpendicular line and mairgtdixed distance apart up to a certain distaafter
which the lines curve away (or toward) each otlkestroying the fixed distances. Applications of Non
Euclidean geometry include Einstein’'s geometrypafce-time and fractals.

120 yai eu une vue d’ensemble, j'ai eu I'idée desstparties comme un triangle.
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frame that emulates the formula. In addition, within each chapterparagraphs are
numbered containing 40 in the first chapter “Paris”, 80 in the sectagbter
“Hypotenuse”, and 50 in the final chapter “Paris.” Toussaint claims that

This manner of writing in paragraphs is very visual | think. lapés me

to see closed blocks of different sizes. At the beginning, | did not know
was going to write in this manner, but | begaa Salle de bainin
numbering the paragraphs. The numbers, it gives a sort of authoritative
force, like in an official report 1 for this 2 for that and one doeginabt

what is happening [..] Next | saw that it was a techniqueai@aived me

to go from one thing to another, to advance in fragments, all while
working on the transitions. (Jourd&)

Ultimately it was a sense of order through numbering that hélpadsaint to organize
the text.

However, upon further inspection, this superficial “classical” olteaks down.
The “information” that is given in the epilogue, the title of the cheptand the
numbered paragraphs, they all ultimately contribute to the movenoemiriformation to
noise. Like the hot water-ice cube analogy, when these chapéetaken on their own,
the reader understands that the narrative occurs in Paris instrenfl third chapter. The
middle chapter is the unknown and could be considered as the “ice” adthedslystem.
Once these chapters are combined and taken as a whole thag stéetact and their
separation becomes less clear as will be discussed belownti&dbgethe life and
communication between the narrator and the other characters becoisies and less

comprehensible. Consequently, what can be seen as “informatiordiféerance which

121 Cette fagon de travailler en paragraphes eswisélle, je crois. Ca me plait de voir des bloasriés,

de tailles diverses. Au départ, je ne savais pasj'qllais écrire de cette fagcon, mais j'ai commé&he
Salle de bairen numérotant les paragraphes. Les numéros,pestdonner une sorte de force d’autorité,
comme dans un rapport administratif 1 ceci, 2 etlan ne met pas en doute ce que se passe [...] &nsuit
jai vu que c’était une technique qui me permetdaitpasser d’'une chose a l'autre, d’avancer pgnfeats,

tout en travaillant les transitions.
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makes a difference according to Réfrégier, is Paris. Hawesert “Hypotenuse”, and
the reader begins to note indifferent differences.

The middle chapter is called “Hypotenuse” instead of perhaps “Ventoere the
action takes place but is never named. Toussaint only gives cltiesthei words
‘gondola’ and ‘Marco Polo airport.” Intentionally avoiding using sanihames for all the
chapters (cities or mathematical terms in this instancgjesis a mixing of a social
(cities) and mathematical realm but also a clean break &itmer one tradition or the
other representing a move from “information” to “noise.” This nanscheme also
suggests a bifurcation in plot which will be further discussed in €haptree of this
dissertation. Furthermore, the number of paragraphs (40, 80, and 50) irethethtapters
respectively do not mathematically “fit” Pythagoras’ theoefm+b” = ¢ or (40¥ + (50Y
= (80Y where 4100 does not equal 6400) if chapters 1 and 3 count as the “sides” of the
triangle opposite the hypotenuse (Chapter 2). There seems to bean@inhter-chapter
relationship between the numbers of paragraphs in each chapter. Eaehn wsdptts the
paragraph count suggesting further discontinuity in the overall formalgplat of the text.
Toussaint even states in an interview “What countd firSalle de baihis to give the
illusion of logic” (30)}?? His point is relevant especially as the Pythagorean Thecaem
be used to construct a Pythagorean spiral discussed in Chapter Orshap@sepresents
the irreversible Arrow of Time which is at the heart of Prigoginian chaos.

Monsieur on the other hand, appears much less structured in appearanta than
Salle de Bain In Monsieut there is no epigraph, no numbered paragraphs, and no
chapters. What is similar to both works is the randomness ofrtgthlef each paragraph

with different sizes of white space in between. Some paragraple @age long while

122 Ce qui compte, c’est de donner lillusion d’ungitpue.
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others are one sentence and all sizes in between. Similar banlaéty in the titleLa
Salle de Bainthe titleMonsieurinitially suggests a story about a non-descript man. The
title is straightforward. However, the title also implies #aament of identity. The title
and the character Monsieur, are non-descript signifying a charaith whom everyone
could identify. There is no trace of foreignness. Consequently, igaadtt “information”
that make a difference in distinguishing individuals from each otharotlexist, and
differences blend into homogeneity. In essence, the differencembandifferent, and
thus the title suggests a movement from information to noise.

Entropy is the measure of disorder in a system. The longer\stenss are in
contact, with each other, as in the hot water-ice analogy, tlegegréhe increase in
disorder and the more difficult it becomes to distinguish therdifiges which make a
difference. This increase is disorder can be seen as chadsngesn a system of
increasing entropy, like Toussaint’s novels, illustrating a movefnemt information to
noise, or order to chaos in this case. Information, depending on theopeietv of the
receiver and what she expects to receive, can be viewed asingiess. For this
argument, however, it is assumed that information implies coherence and clarit

Toussaint’s titles suggest overall a relative simplicitychhsets the expectation
for the work. He affirms this in an interview: “In general, | chodairly simple titles,
which define sometimes the program, like Télévision or Monsieur— you know what
it's going to talk about. That defines the book without looking to have anteffith the
title, the simplest possible” (Hanséer}.From everyday places such as the bathroom, to

guotidian objects such as the camera or the television, to seerangiar personalities

123 En général, je choisis des titres assez simplesdéfinissent parfois un programme, comire
Télévision ouMonsieur— on sait de quoi ¢a va parler. Ca définit ledigans chercher a faire un effet avec
le titre, le plus simplement possible.
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in Monsieurand Autoportrait, to a range of typical human emotions such as reticence,
love and fleeing, his titles suggest familiarity and thus sbimgtwith which the reader
can associate. In Toussaint’s novels followliragSalle de baimndMonsieurt the format
varies fromL'Appareil Photo and La Télévisionwhere the format imitates that of
Monsieur— no chapters, no epigraphs and the paragraphs have become longetilivhile s
co-existing with white spaces - k@ RéticencgFaire 'amour andFuir where there are
distinct chapters andutoportrait (A I'étranger)where, other than iha Salle de bain

the chapters are named after cities and coun&ig®portraitis also the only other work

to have an epigraph lidea Salle de bain

Toussaint claims that writing€riture) is more important to him than a story:

| give obviously a great deal of importance to the manner of writing, since,
as there is not a story, only the writing remains. As soon as there is a story,
writing becomes a secondary means. If there is a strong stolly, we
structured, which advances and then all this....,writing is only a means
more or less efficient which is made to follow this story drereader is

led into the story. If we take away this element, only writggeft, and it

is writing itself which is going to advance it. Interestlwibme from
writing. (Hanson)?*

His rejection of the traditional form of the novel — description aatbdue in continuous
paragraphs and appropriately divided chapters (this format cleadgrounding the
story overécriture) — in favor of disjointed paragraphs separated by small ge lahite

spaces moves the reader into foreign territory structuratlyliitle to no guide as to how

to divide or partition parts of the story into “appropriate” groupir@snsequently, in

124 Jaccorde évidemment une trés grande importarilaendaniére d'écrire puisque, comme il n'y a pas
d'histoire, il ne reste que I'écriture. Dés lordlgua une histoire, elle fait passer I'écriture ssecond plan
comme un moyen. S'il y a une histoire forte, fodaincharpentée, qui avance et puis tout ca..rjtliée
n'‘est qu'un moyen plus ou moins efficace qui faityre cette histoire et le lecteur est entrainésdan
I'histoire. Si I'on enléve cet élément, il ne regte I'écriture, et c'est I'écriture elle-méme qaifaire
avancer. L'intérét viendra de I'écriture.
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spite of the geometrical “closed blocks of varying size” that Jamn$ prefers, the
structure of the novels does not provide “information” on how to readtke, but the
repetitive nature of the non-discriminatory block paragraphs functmreid noise or
chaos to the texts.

Finally, the title Autoportrait (A I'étranger)is the only of Toussaint’s texts to
employ a parentheses in the title, as if more qualifying irdion was necessary as to
where the narrator would sketch his auto-portrait. This is alsortlyenovel that he does
not label as a “novel” (roman) suggesting this work is closeeatity than to fiction.
Indeed Toussaint claims this is his one work where he stamed feality, his own
experiences, to create fiction perhaps explaining the absencke ofitie “novel.”
Toussaint offers further insight when he asserts that heyredeusdys uses parentheses in
a comic way and that for him the parentheses give closure torgpinagin the novel
(Jourde). Assuming the same logic applies for the titluitoportrait (A I'étranger) the
title can be considered comical in the sense that his autoiparag be different had it
been sketched in his home country or humorous in that it is redundanthencsader
opens the book to find the chapters describe his visits to foreige aiti@ countries.
Lastly, it may be amusing in the sense that despite theb&itieg marked “abroad,” the
auto-portrait would be the same anywhere, suggesting dissolutidiffeences in an
auto-portrait and thus resulting in a true lack of information ¢toald distinguish the
author from someone else. Thus what is seen as a coherent ftitlibidgsthe content

actually results in the reader receiving unclear information or noise.
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Noisy content

The irregular inter-chapter relationship between numbered paragrapasSalle
de bain extends to the level of content within chapters. Numbering pplagre a
sequential order could imply an ordered connection in plot between thgrgmra.
Borrowing Taylor’s interpretation, information represents a disandbetween facts. In
fiction, dialogue is usually meant to provide complementary informadidhe reader. In
La Salle de bainthe anonymous narrator has encounters rather than conversation with a
variety characters: Edmondsson, his girlfriend; Edmond Kabrowinski aatMarie
Kovalskazinki, the artists turned housepainters turned chefs; therbandahe doctor in
Venice; and the Soviet at the Venice airport. Each encounter owritdiolds meaning,
however, viewed as an ensemble they essentially lead not to faltlogtation on the
story, but rather to quote Taylor from above a “profusion of indifferent diffesehce

In the first chapter “Paris” Edmondsson and the narrator converse radeihan
they do, the narratadescribesthe conversation rather than giving the actual dialogue:
“Edmondsson thought there was something soul-destroying in my réfussdve the
bathroom” (11)!*° Instead of addressing Edmondsson in reply, the narrator actually
addresses the reader saying: “But this did not stop me from makyngfe easier
providing for the needs of the house in working half-time in an arenyal(11)%°
Sometimes the conversations are one-sided: “Sitting on the edge lodttitab, | was

explaining to Edmondsson that it was not very sane, at 27 years old, soon 29, to live more

125 Edmondsson pensait qu'il y avait quelque choseleiséchant dans mon refus de quitter la salle de
bain.

126 Mais cela n’empéchait pas de me faciliter la sighvenant aux besoins du foyer en travaillant & mi-
temps dans une galerie d’art.
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or less as a recluse in the bathroom [...] | didn’t finish my seete(15)*?’ The reader
gets no response from Edmondsson. The following paragraph is one sefitbraeext
day | went out of the bathroom” (16) offering no details of a potenbalersation
between the two, ultimately depriving the reader of the nalsatitroughts and
motivations?®

In another instance when real communication seems possible, Edmondisson fal

asleep: Edmondsson asks the narrator who could have invited him to rée aothe
Austrian Embassy. The narrator responds by suggesting possitdmatiqris of who it
might be. However, when he finishes offering ideas, he asks Edmondsson what she thinks
of his suggested possibilities but she has fallen asleep. Edmondssonskeldotlze
guestion, demonstrates indifference in that she cannot stay awaksten to the
narrator’'s response, suggesting only a superficial interesthen narrator’s social
activities. The paragraph immediately following this scelescribes waking up the
following morning to the door bell ringing quite early. Taylor propdbas a parasite, as
described by Michel Serres which causes noise in communicatiomeceanaracterized
as either a “present absence” or an “absent presence” withdetgity being
“undecidable” (101). Recalling Serres’ characterization that tmasgpe gives rise to
chaos and order, and can be simultaneously noise and information, the pbsemce in

this case is a lack of meaningful communication or the presgihceise. Likewise, in

this scene, Edmondsson embodies an “absent presence” as she iwith llee narrator

127 pssis sur le rebord de la baignoire, j'expliquai€dmondsson qu'il n’était peut-étre pas trés sain,
vingt-sept ans, bient6t vingt-neuf, de vivre plusmoins recluse dans une baignoire [...] Je ne teiirpas
ma phrase.

128| e lendemain, je sortis de la salle de bain.
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representing an intimate moment but is remarkably absent frominteeaction.
Resultantly, the outcome is “undecidable.”

In her book Passer en douce a la douanBEieke Schoots underscores the
ambiguity, even désarrol (disarray) that critics experience when attempting to
categorize French literature during the late twentietiturg: “Although nearly all the
critics agree there is no longer a literary school, some pereéeimovement, others a
tendency, and still others a generation” (£7)Equally, she demonstrates the indecision
and confusion in designations for literature during this period: “Quesghe following
labels: the New New Novel; the renewal of novelistic styleiguaated by Minuit, the
bathroom generation, minimalist novels [...] impassive novels” {%6This analysis
suggests that the indecision in designations for literature gbéhisd also penetrates the
attitudes of the characters and infiltrates the plot. Later,dddsson and the narrator
guarrel over a sweater they both want to wear although ther neaxker knows the exact
details of the quarrel, only the subject. Not only is real dialogureexistent in the text,
but rarely is there a continuation of a conversation. After the dusboait the sweater
(which ends the paragraph) the next chapter introduces the visit oé sdm
Edmondsson’s friends to the apartment. The reader does not learasthie of the
argument over the sweater. This undecided conclusion reinforcegatjueness and
noisiness of the encounters between the narrator and Edmondsson. This urigcsdabi
also present when the Polish artists clean the octopus in theoriarkitichen. There is

ultimately no conversation between the artists, the narrator and Edmondsson:

129 Bjen que presque tous les critiques soient d’atbpour reconnaitre qu'il n'y a plus d’école littéea les

uns apergoivent un mouvement, les autres une teaddtautres encore une génération.

130.0n colle les étiquettes suivantes: le Nouveau MauvRoman; le renouveau Romanesque inauguré par
Minuit; la génération salle de bain; le roman miaimromans impassibles.
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[Kabrowinski] told how he had passed the night playing chess in the ba
room of a café [...] | looked at him thinking of other things. Edmondsson
wasn’t listening either [...] We were eating in silence [...] tN@ut
preoccupying themselves in the least of my presence, the ¢eéolesued
their conversation, busy and calm. (23 —$2).

When conversation does take place, it is only to offer polite cowstesh as either to
excuse oneself from the room or to say “bless you” after somamezes. Essentially,
the text presents communication as ineffective and leaves tter remm complete the
conversation.

On the other hand, while sitting in the kitchen with the Poles, theatoarr
imaginesa profuse amount of conversations thatuld take placeif he attended the
soirée at the Austrian Embassy. Actually, the narrator imagdhre in fact he would not
talk at the Embassy, but would tell Edmondsson that he had. He woulddesitiihe
complicated subjects about which he eloquently postulated such asafisamt and that
the Ambassador who was extremely bright and austere wasmnety impressed by the
“finesse of my arguments, struck by the relentlessness dbgig’ (29).1*? In reality,
there is no relentless logic or finesse in the narrator'sinaegts during his social
encounters. There is only noise, indifferent differences.

No continuity exists between the end of chapter 1 “Paris” and tharieg of
chapter 2 “Hypotenuse.” Chapter 1 ends in the narrator’s kitchen wieeRolish artists

are prepping the octopus: “when the rinsed octopus was once again ce, pla

131 Kabrowinski] raconta qu'il avait passé la nujioaier aux échecs dans l'arriére salle d'un café Je.le

regardais en pensant a autre chose. Edmondssooutdé&cpas non plus [...] Nous mangions en silence
[...] Sans se préoccuper le moins du monde de mamréskes Polonais poursuivaient une conversation,
occupés et paisibles.

132 finesse de mes raisonnements, frappé par I'impltigade ma logique.



144

[Kabrowinski] asked Jean-Marie Kovalskazinksi to please rejoin him(46)1*® That
Chapter 1 ends with an ellipsis only reinforces the idea of an leten broken thought,
an omitted action and a movement from information to noise, suggesayigr's
previously “indifferent differences.” The facts the readas o this point in the story
concerning the main character, Edmondsson, and the artists leaves wuhdbéne
relevance of these lives that have been brought together. Edmomdsdanin an art
gallery which is selling the Polish artists’ works. That Bappens to ask them to paint
her kitchen while waiting to sell their works offers them the ojypalry to cook octopus
that they happened to acquire the previous evening while at a cagéstriing of chance
encounters offers an example of the uncontrollable chaos in lifgoéugtie introduce
when put together. It is exactly this sort of chaos the main character gsttyyanvoid.
Whether or not the Polish artists finish preparing the octopus, whether
Edmondsson returns in time to join them for dinner, and anything etgeding the
interaction between the narrator, Edmondsson, and the Polish art@imdse an
indifferent difference as the text offers no “closure” on theage. The reader must be
content with story lines and scenes of apparently equal value Hutawiinherently
indifferent, even unimportant, stature. Consequently, the scenes ddananfarmation,
i.e., “differences that make a difference” about the story buplgimoise. In a novel,
traditionally the story is viewed as the sum of its parts: different episodes work
together to build a unified story. Ira Salle de bainthe parts seem to take precedence
over the whole and do not contribute to a unified final version. In this Wayssaint

privileges noise or fragmentation instead of continuity of plot andacters. Novels can

133 |lorsque le poulpe rincé fut de nouveau en placabfowinski] demanda & Jean-Marie Kovalskazinski
de bien vouloir le rejoindre...”
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move from noise to information. Detective novels are an exampléext ghat seems to
only offer noise, or indifferent differences to the reader atb#ginning. As the story
progresses, typically she can assemble the seemingly disparttanto information or
differences that make a difference. Other novels work under the sehema as well. All
events and facts in a novel could be considered noise, however cleaa, refaionship
is established between the events. Toussaint chooses to leavéatioasiap between
events unclear.

Chapter 2, “Hypotenuse” opens with the narrator suddenly decidingvi Reais
without alerting anyone. He waits four days before contadidmondsson. First he
contacts her through a letter, and the reader must imagimé=dfteondsson has received
the letter, she phones him since the text offers no explicit lcahusia for her call. When
the narrator speaks to Edmondsson for the first time after le®ang, he simply states:
“Crouched down against the wall, | whispered a long conversation with Edsoorids
(65)1* Not only is the narrator trying to leave as small a phy$amtprint as possible
and the sound of the conversation is muted, the reader’'s knowledge extédmeled
conversation with her is truncated. The reader must sufficeysimitl the description of
the exchange as being “long.” Consequently, the reader must inthgire®nversation
between the narrator and Edmondsson based on the elliptical inforrotigoed in the
narrative. Following this initial phone call, the narrator and Edmamdgsoceed to talk
every day on such a regular basis that the narrator stopsdetng hotel in fear of
missing her call. Yet, the reader still receives no “dialdgQariously, in an imitation of

the lack of communication the reader experiences, the narrator'weesometimes had,

134 Accroupi contre le mur, jeus & voix basse unglenconversation avec Edmondsson.
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on the line, long silences together. | liked these moments™{&Equally, the reader is
experiencing the “long silences together” with the narrator. Wieatns to offer
‘information’ on the relationship between the narrator and Edmondsson ewolyasto
non-communicative fluctuations that drive the system (novel) forwadtitidnally, the
narrator seems to prefer silence to communication. As will bsused below, even
when Edmondsson comes to Venice after all their conversations, shéglikeader, still
does not know why the main character went to Venice and why he will not return.
Edmondsson decides to come to Venice to get the narrator withoueasgnr
offered to the reader. When she arrives, all she and the narrateredohiange furtive
glances but do not talk. When they are lying in bed looking at azimegtogether, the
narrator describes what they talk about: the contents of the magazluding clothes,
make-up, and the beauty of the models. Nothing of substance is discifgkide
Edmondsson is in Venice, there are more episodes of silence, tme ather ignoring
the other, or visiting tourist sites together without speaking.niheti conversation, the
subject of which being their return to Paris from Venice, i<resd in few details.
However, the reader gains access to the details only laft@onversation “was revisited
in a fragmented, rambling manner” (82§. After this moment, the narrator and
Edmondsson hardly see each other in Venice, each having his/her “gentiaa
Edmondsson visiting museums and the narrator staying in the hotehgldgits.
Edmondsson ultimately returns to Paris without the narrator afténrbes a dart into
her forehead following an argument. Despite hitting Edmondsson wélt atltere is no

dialogue between them. The magazine episode and their non-existentcoimversation

135 Nous avions parfois, sur la ligne, de longs sisnensemble. J'aimais ces moments-Ia.
13 reprenait de maniére fragmentée, décousue.
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are two examples of “noise” that offers little insight into tleationship between
Edmondsson and the protagonist.

The narrator finally returns to Paris in Chapter 3, and Edmondssoomeasgchim
back in a neutral voice. To the reader, the relationship is glatrayed as relatively
dispassionate on a dialogical level, an aspect which is reinfdrgeBdmondsson’s
“neutral” voice, one of the few important details to indicate aratter's emotion.
Ironically, this emotion is vague and dispassionate indicating an fenelift difference.”
There is no explanation or discussion to put closure or at leastatdothe narrator’s
bifurcation to Venice. The narrator simply returns to passing his oayhe bathroom
and receiving a follow-up invitation to the Austrian Embassy.

Fundamentally, the story ends exactly where it began: in the bathwtbniew
details pertaining to the characters’ relationships. The knowledgayissuperficial not
only about the events described in the story, but also about any profausdl c
relationship between characters and events. While Schoots athanhgerhaps plots
from the Minimalist genre are the result of invisible cautigs,analysis advocates that
on the whole, any causal relationship, if it exists, is masked by the nomynteis in the
novel. This noise can be viewed as an innovation in the contemporary novel thatserve
guestion the notion of a narrative.

Monsieuris another important example of Toussaint’s fictional content wisich i
characterized by a movement from information to noise. The novel biegmnediately
introducing Monsieur, his job, and how he likes to order his desk. Unlike thegoran
La Salle de bairwho spoke in the first person voiddpnsieuris written from the third

person voice. Consequently, what the reader experienced as fateasrigx from



148

Edmondsson and the other characterkarSalle de bainthe reader will experience in
regards to all characters Monsieur including the title character. Consequently, while
the reader is introduced from the first page of the novel to Monsisuoffice, his work
habits, his fiancée and her parents, the reader is also heldssarcdithrough the third
person narrative.

The reader does have access to Monsieur’s thoughts and feelindse Begling
of intimacy is one level removed from a first person narratons€quently, no other
perspectives are offered to the reader on situations in the bookx&wople, the reader
does not know Anna Bruckhardt’s interior feelings and thoughts toward Mon$ieus,
while the reader can learn of others’ reactions through Monsieyes, the reader is
deprived of their characterization of the event from multiple pasfitview. As a result,
this analysis posits that the perspective becomes one-sided/iggadt noise since no
other perspectives are offered to challenge or confirm Monsiewasuation of the
situation. This does not imply that comparisons and a lack of information are sentpre
Simply the “information” appears incomplete and one-sided qualifyin@s an
‘indifferent difference’ as no other ‘difference’ exists.

At one level, superficial acquaintances pervade Toussaint's workenW
Monsieur and his fiancée break up, “Monsieur, in all actuality, would Hseen
incapable to say why he and his fiancée split up. He had not vealérstood the matter,
in fact remembering only that the number of things that his émin@ad reproached him

for seemed to him to be considerable” (50)Normally if one is engaged, relationships

137 Monsieur, a vrai dire, aurait été bien incapalgalite pourquoi sa fiancée et lui avaient rompavAit
assez mal suivi I'affaire, en fait, se souvenanilesaent que le nombre de choses qui lui avaient été
reprochées, lui avait paru considérable.
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are more than superficial. In Toussaint’s world, however, they onlyttegeinerate noise
instead of information. If Edmondsson and the protagonidtairSalle de bairtalked
about nothing, Monsieur and his fiancée hardly talk. In fact, Monsieur speordstime
with her parents and lives with them for a while even aftey bieak up. The reader is
left to suppose why Monsieur and his fiancée are together as ats @ee given. The
sparse details, or the lack thereof, about the relationship, onlysegpraoise as no
meaning may be gleaned from these details. It is as if two unkebewacters were
brought together in a book. Traditionally, characters seem to dguepose and are
developed in terms of each other as the world in the book is limitedodssaint’s
novels, however, the reverse is true: that two characters fintséhees in the same
book does not automatically equate to meaningful relationships. IwalyisToussaint’s
novels reflect the chaotic contemporary cultural topography from which reswrit

When Monsieur first meets Mme Pons-Romanov through his neighbor Kaltz,
gets the impression that she and Kaltz know each other quiteHeglever, “Monsieur,
[...] ended up by deciding to engage in conversation [with Mme Pons-Romanov]
permitting himself to ask her if she was a friend of M. Kefilze said no, not really, they
hardly knew each other” (47}® At Mme Pons-Romanov’s weekend party, she oddly
does not know some of her guests. Monsieur’s relationship with Kaittves primarily
Monsieur typing Kaltz’'s manuscript on crystallography. They do noamghing else
socially together, other than the weekend at Mme Pons-Romanov. Advutdieur and

Kaltz are not communicating, but simply Monsieur passively resdive “information”

138 Monsieur, [...] finit par se résoudre & engager dmversation [avec Mme Pons-Romanov], se
permettant de lui demander si elle était une anmeievd Kaltz. Elle dit non, pas vraiment, qu'elle le
connaissait a peine.



150

to type as Kaltz dictate. Not only is their relationship solely based on Morfr&eeiving
information’ from Kaltz, but Monsieur does not understand many of tiresy He often
agitates Kaltz when he asks how to spell the word. As Monsieur knotheng about
crystallography, Kaltz is uttering noise to him, essentialjyifiers without meanings.
The noise in this instance is focused on a fracture betwesifiesig and their signified
meanings. As a result, their relationship is defined around noise rather tharatrdarm

When Monsieur reflects on his relationship with Anna Bruckhardt he realizes

in fact, [he] knew nearly nothing about her. He had only met her one time
at a reception given by the Dubois-Lacours [...] [and they wekentdl

about this and that, without asking each other questions, naturally, by
discretion, such that, during the entire soirée, they had not exchtéreged
least bit of information concerning them. No, they told each other
anecdotes, rather, each taking his turn, that as they accumulated them, they
became more and more insignificant, relating to others that liee ohe

did not know and that, they hardly knew each other. (94°95)

As the narrator and EdmondssonLia Salle de baimuarrel over sweaters and discuss
superficialities in magazines, and do not address serious relagenak, Monsieur and
Anna simply share anecdotes. No real ‘information’ is actuallpgoeiommunicated.
Over time, any information that would be considered “a differenb&ehwmakes a
difference” becomes “indifferent differences.” One anecdoterbes as valuable as any
other. Some will tend to be more “meaningful” than others: some furthgrs sad, and

still others neutral. Indeed by the end of the conversationaliag &lready insignificant

13%n fait, Monsieur ne savait presque rien [d’ellelne I'avait rencontrée qu’une seule fois lors réu
réception donnée chez les Dubois-Lacour [...] [etpdslaient] de choses et d'autres, sans se poser de
questions naturellement, par discrétion, de soue, ge toute la soirée, ils n'avaient pas échaagé |
moindre information se concernant. Non, ils se m&ient des anecdotes, plutdt, & chacun leur tpuira
mesure gu'ils les accumulaient, devenaient de pluplus insignifiantes, se rapportant a des gemes qu
l'autre ne connaissait pas et que, eux, ils cosa@st a peine.
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in themselves as simply a mechanism by which to make “saflgfl &s they accumulate
intensify the noise between Monsieur and Anna.

This is similar to the example above of adding ice to hot watere molecules
are brought together than when the two systems were separates thdy come to a
constant temperature, the state of each molecule is less knowable and thébsgsimes
more chaotic or noisy. Adding ice to hot water leads to less and orat imformation
about the system as a whole. Likewise, instead of drawing tlemarcthe multitude of
stories actually render Monsieur and Anna more and more unfamiliar to each other.

Their stories also represent a parasite which disruptsabeimunication. These
stories are another example of a “present absence” in thatpeastn is sending and
receiving messages which are present, but the stories afdlingsta social void and do
not contain any meaning similar to the above example of Monsieur afid. Khe
anecdotes are also an “absent presence” in that the preseaheeanfecdotes represents
an absence of real “information.” As Anna and Monsieur continue thkitianship,
Monsieur is referred to as “a well of anecdotes” (101) instégmehaps a “wealth of
information.”° As they are having dinner the only way Monsieur knows how tehél
silence is to tell more tales: “Anna Bruckhardt and Monsieurayawstill silent, were
looking at the decoration on the walls, examining the menu. Monsieur tawiel
certainly, and it considered it, revive the conversation by launchiog new anecdote”

(101)4

10N puits d’anecdotes.

141 Anna Bruckhardt et Monsieur, toujours aussi silem, regardaient la décoration des murs, examinaie
la carte. Monsieur aurait pu certes, et il I'engisait, ranimer la conversation en se lancant dawes u
nouvelle anecdote.
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As discussed above, Kaltz's dictations already question the sigsidinified
relationship. In the examples given above, each communication in Trdgisseavels can
only be viewed in relationship to its situation and not to the sty &@hole. Anna and
Monsieur try to have a meaningful conversation, but ultimately @pec tof the
conversation calls into question the notion of what reality isntimel cannot trust what
the eye sees. This scene epitomizes the move from informatianige. Science is
typically credited with being able to describe reality. Howgewerthis case, modern
science cannot even offer an objective, clear view of the worl@. wihld is an illusion
of relationships just as the anecdotes are an illusion for communication.

Other works by Toussaint embody the notion of moving from information to
noise. InLa Télévision the narrator has won a scholarship to do research on Titien
Vecellio for the summer in Berlin. Consequently, he has sworn offhivag television.
However, his entire summer ends up revolving around the television, ofteauis at a
time. He realizes from the beginning that the television ordgyres noise in life and
offers no real information:

Thus our mind, [...] more and more indifferent to the images it vesgi
ends up elsewhere by no longer reacting at all when new sigrals
offered to it, and, even when it still does react, it allowsfiteebe once
again taken advantage of by the television, because, not only is the
television fluid, which leaves no time for reflection to thrive dodts
permanent ephemeral advancement, but it is equally water-tgthtat it
forbids all prolific exchanges between our mind and its content:*26)

142 Ainsi notre esprit [...] de plus en plus indifféremix images qu'il recoit, il finit d’ailleurs par rgus

réagir du tout lorsque de nouveaux signaux lui pooposés, et, quand bien méme réagirait-il endlose,
laisserait de nouveau abuser par la télévision,nmar seulement la télévision est fluide, qui neskpas le
temps a la réflexion de s’épanouir du fait de sanpeente fuite en avant, mais elle est égalemantbe,
en cela qu’elle interdit tout échange de richesgeeotre esprit et ses matiéres.
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The mind cannot handle the wealth of images produced by the tetessimuch so that
the signals become indistinguishable. The mind cannot process the indornetegating
it merely to “indifferent” noise.

Like an entropic system, the television’s information continuallyvesofrom
order — the initial illumination of the screen — to chaos or indiffedifferences between
images. No intelligent communication happens between the viewehanel¢vision, in
which case the television also emulates Serres’ parasitineofthird person” in the
conversation between the viewer and the message from the imagelsolissed in
Chapter One, Serres claims in his essay “Platonic Dialogue:”

Such communication [dialogue] is a sort of game played by two
interlocutors considered as united against the phenomena of integferenc
and confusion, or against individuals with some stake in interrupting
communication [...] To hold a dialogue is to suppose a third man and seek
to exclude him.Klermes: Literature56-67)

The viewer and the message on the television are Serres’ interkband the television
serves as the background for this conversation. The background is cgnshaniing
the message through new images which are not related to eacltbuttserve to stand
alone in their meaning. A suite of commercials may include advertiseroera new car,
for dog food and then for soap. It is the background, the “parasitic” selayiwhich
seeks to interfere with communication.

The narrator later acknowledges a viewer’s expectation that, thietelevision
is turned off, she expects to be missing information in her délyAccordingly only
turning it on will offer the viewer a wealth of valuable information. In fdwt,dontrary is
true as the narrator acknowledges that events in our persoreifdite us more than the

events viewed on the television, which have no connection between our dhegres
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and fears. Lastly, the narrator enumerates the plethora of snaagetypes of programs
available on the television:

Everywhere it was the same undifferentiated images, withoutimsaaigd
without headings, without explanations, raw, incomprehensible, noisy [...]
it was the stereotypical American series it was clipsas English songs,

it was game shows, it was documentaries, it was scenesnofafien out

of context, it was excerpts, excerpts of excerpts!{22)

The television is offering exactly the “indifferent diffeces” or the noise that Taylor
talks about above. Furthermore, the information presented imdragd as represented
by the scenes taken out of context and excerpts from excdrpés.information
broadcasted more and more loses its original meaning, as disalmsedwith Kaltz's

crystallography dictations, and simply becomes noise.

Noisy Games: From Information to Noise
Prigogine in his workErom Being to Becomingsserts:

For most of the founders of classical science — even Einsteemcecwas

an attempt to go beyond the world of appearances, to reach astmele
world of supreme rationality — the world of Spinoza. But perhaps there is a
more subtle form of reality that involves both laws and games, dimde
eternity. (qtd inOrder out of Chao810)

Consequently, he recognizes that the world is not made up stidiyvs or strictly of
chance, but is a combination of both dynamics. Martin J. Osborne arndrébestein
define a game as “a description of strategic interactionrnbkides the constraints on the

actions that the playersan take and the players’ interests, but does not specify the

143 partout c’était les mémes images indifférenciéaas marges et sans en-tétes, sans explicatidespru
incompréhensibles, bruyantes [...] c'était des sémsgricaines stéréotypées, c'était des clips, t'ées
chansons en anglais, c’était des jeux télévisé&sait’des documentaires, c’était des scenes desbirnes
de leur contexte, des extraits, des extraits deaiex
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actions that the playerdo take” (2). As such, games contain overarching rules of
engagement, but chance inevitably influences the outcome. Prigoginie work on
chaos theory is not advocating that the world is completely chsiotte some systems
do obey Newton’s laws. Rather, Prigogine acknowledges that detgrom and chance
are equally inherent. Toussaint’s narrators are frequentlynglagames, whether that is
standard board games or sports, watching games on television asatospec creating
their own games. This investigation claims that games in Toussamitk serve as both
entropic systems and dissipative structures. The games forcevaallgeevolution from
information to noise but the games also tend to slow time, off@acgets of order in
time’s continual march as discussed above in “Noisy Games: Rxmise to
Information.”

In La Salle de bainthe narrator’'s mother encourages him to leave the bathroom
and to distract himself. He responds that “the need for entegains@emed suspicious
to me [...] | feared nothing less than diversions” (3)This statement recalls Pascal’s
divertissemenand in fact, while in Venice, the protagonist reads from an Bngéssion
of Pascal’'sPenséesBut when | thought more deeply, and after | had found the cause for
all our distress, | wanted to discover its reason, | found out tesea valid one, which
consists in the natural distress of our weak and mortal condition, amésstable, that
nothing can console us, when we think it over” (87). These diversions cambielered
as dissipative structures as rules are repeated and ofériorthe midst of life’s chaos.

However, chance is ever present in games eliminating the possibilitynplete order.

144 Je répondis que le besoin de divertissement naéssait suspect [...] je ne craignais rien moins gse |
diversions.
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Games are certainly one form of entertainment. Remaining ibatieoom, the
narrator can control the chaos in his life. Leaving the bathroom ibfuitall lead to the
intrusion of chaos and games represent a possibility for chaose \gdmhes do have
rules, they are also unpredictable at best. In his Bmo&rgence: From Chaos to Order
John Henry Holland affirms similarities between dynamic eyst and games.
Specifically, he recognizes that

A small number or rules or laws can generate systems pfisog
complexity. Moreover, this complexity is not just the complexity of
random patterns. Recognizable features exist [...] Though the lewvs a
invariant, the things they govern change. The varying patterns of the
pieces of a board game, or the trajectories of baseballs, plgaktsies
under Newton’s laws, show the way. The rules or laws genehate t
complexity, and the ever-changing flux of patterns that follovasldeto
perpetual novelty and emergence. (3-4)

While Holland insists that the laws are invariant, he adthés even invariant rules can
generate random results. Specific to this analysis, board gsuodsas Monopoly,
Scrabble, and chess offer a structured form (the board, game pleeasyjes) but a
chance draw of a card, letters, the roll of the die, or an opponeon's will all influence
the game’s progression. The only certainty in board games sl However, these
rules do not determine how the game will advance. The rules can einlyp scertain
conditions which lead to undetermined “moves.”

For the narrator irLa Salle de bainthe rules of the game do not offer him
structure, but a point of departure toward chaod.drBalle de bainthe narrator plays
the board game Monopoly with Edmondsson and her friends. Monopoly is a lggime t
simulates real-world capitalistic experiences of matesiajuisition and domination:

building empires and accumulating wealth (44). As the players acatemul lose their
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acquisitions, the forces in the game are constantly in flux. In d&xrder continually
grows. Choices, which become increasingly more entangled, musideeabout what to
sell, what to keep, and what to buy. Instead of moving towards orddr, pbayger
continually moves towards incertitude and chaos. In addition, one game of Mgpnopol
will never resemble another game, or only quite rarely. Betweenole of the dice, the
cards, and the number of combination these produce, an exact repligaméas nearly
impossible, imitating the structure of a dynamic system’s initial cramdit

Toussaint’s protagonist Monsieur plays Scrabble with his fiangggtnts. The
rules or “information” of Scrabble dictate the conditions for aldwvords as well as
how the words can be connected. Thus, the words are limited to stdamgwdge and
they offer an overarching structure. This rule is simultangdusiting and liberating.
The combination of letters drawn and those on the board can only corigtnoveh
words. On the other hand, the chance combination of letters drawtiaaraglayer to
exploit letters already on the board such that the letters dmotivel and their placement
in essence become a part of the player’'s “hand.” Therefore, thte a@arbinations are
unpredictable. The word created by the player “A” on the boadetisrmined and will
not change. However its placement on the board in relation to ottigpied and empty
spaces sets up new initial conditions for the subsequent player HiB"initial conditions
before “A” deposited her word on the board change after hagy, @etting up new
conditions for “B.” Accordingly, as more words (ordered strucjuese played, the
possibilities for new word combinations fluctuate.

As with Monopoly, decisions in Scrabble become forcedly more compléxeas

“Iinitial conditions” are constantly changing thus guaranteeing eachl8ergdame will be
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different. Noise in Scrabble is defined as the random lettawgndwith each turn. While
these letters or noise can be eventually turned into inform@tiords on the board) new
noise is constantly being reintroduced with each draw. Thus, ordeigspelled on the
board) is only temporary and is always tending toward noise with eew player’s

draw.

Furthermore, as stated above, communication is superficidloimsieur While
Monsieur and his fiancée’s parents are playing a game involving whedprimary tool
for verbal communication between humans, in actuality Scrabble sasvesmetaphor
for the “word games” occurring between the characters in the .ndNel real
communication occurs in Scrabble. Words are joined together not to cooateubut to
garner points. Monsieur only “interacts” with the other playersatdging on to their
words which emulates Monsieur's anecdotes he tells Anna. As didcuads®ve,
Monsieur and Anna only exchange anecdotes, similar to two gamerplexchanging
turns. In actuality, these anecdotes are only word games asWitllher, Monsieur is
only trying to “win points” so she will see him again not so tkat communication will
take place.

Chess is a board game Monsieur plays with his six year-old rietes while
babysitting them. As with Monopoly and Scrabble, initial conditionsngtyoinfluence
the outcome of chess. In fact, as Holland notes about chess

Chess and Go have enough emergent properties that they continue to
intrigue us and offer new discoveries after centuries of stuaky.it is not

just the sheer number of possibilities. There are lines of pray a
regularities that continue to emerge after years of study, areughat a
master of this century would handily beat a master of the previous century.
(23)
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Although the rules of Chess have not changed, new iterations and comigsie to be
discovered. Monsieur wants to teach his nieces chess so as t@“treusnterest” as he
believes young children are easily engaged (70). At firstwirestseem interested and
appear to understand what Monsieur is explaining to them. Howevernndioations
reveal that, in his attempt to teach the girls Chess and lwing srder to the situation,
his estimation of their involvement may be misjudged. For one, hethedsirls picking
their noses while he is explaining the game which indicate boredoiMonsieur.
Secondly, he initially likes that the girls say “adjust” wileay want to straighten a piece
that has been accidentally moved on its square, essentiallyimgstwder to chaos.
However, he soon frustratingly suspects that they are moving gligbes because they
like to say the expression “adjust” instead of really beingréasted in playing and
understanding the game.

Consequently, a progression from order to chaos is apparent on two Fekstls
Monsieur is trying to order his time with his nieces by b&ag them to play Chess,
which insinuates an orderly progression of reviewing rules of the game gdesrappear
interested and engaged, suggesting they are participating orgaerization of events
ordered by Monsieur. Yet, the action of the twins picking their nogksates they are
superficially participating and are becoming less and legagaad and more distracted by
Monsieur’s explanations. On the game level, the girls seem tdhegiag to the rules of
the game by bringing order to the placement of the piecesthbathave disturbed.
Nonetheless, instead of bringing order to the chaos of the pidms,ate actually
increasing chaos by continually “adjusting” the pieces suchhbatue “game” of Chess

is lost into the noise of adjusting. Unlike Holland, who proposes thattomer more
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regularities are noticed in Chess, Toussaint underscores theralaspect of games in
support of his narratives which privilege questioning time’s passageh& inevitable

chaos that accompanies this flow.

Noisy explorations in autobiography II

Annie Ernaux, in her work’Ecriture comme un couteaaffirms that beginning
with La Place all her subsequent works are autobiographical in the sense that “all
fictionalization of the events is put aside and that, except an iernmremory, these
[stories] are truthful in all their details. In short, the 6F'the text and the name inscribed
on the cover of the book refer to the same person™(21jowever, for Ernaux, the term
“autobiography” is inadequate: while distinguishing between fiction anefiotion, she
asserts that the term “autobiography” yields no indicatioto dse goal and structure of
the text (21). Consequently, Ernaux modifies the expression such tivedtksrsince_a
Place*“are first and foremost ‘explorations’, where it has to de legh saying ‘me’ or to
‘recover it than to lose it in a more vast reality, a culture, a condition, a pelir{28).°

Her worksPassion simpleSe perdreandL’Usagede la photodemonstrate that, in the

guest to lose the “me” in a vast reality, random forms and content emerge.

Noisy forms
The titlePassion simpl€Simple Passionmmediately connotes emotions that are

easily understood. Thus, the reader anticipates a straightébreeounting of an easily

145 toute fonctionnalisation des événements est écattgue, au erreur de mémoire ceux-ci sont véregiq

dans tous leurs détails. Enfin, le ‘je’ du texteleenom inscrit sur la couverture du livre renvaiénia
méme personne.
146 “ H » N ’ e H “ m “ »

sont avant tout des “explorations”, ou il s’agibins de dire le “moi” ou de le “retrouver” que de |
perdre dans une réalité plus vaste, une cultuecandition, une douleur, etc.
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understood passion. Indeed the work describes Ernaux’s passion for “thé sabject
of the work is clear. However, structurally, the work is composegavhgraphs of
varying length, separated by small to large white spadegeTare no chapters or dates to
indicate the temporal progression of the affair. Furthermdwe,epigraph by Roland
Barthes from his worlEragments d’'un discours amourétiksuggests the novel is far
from simple: ‘Nous deux the magazine — is more obscene than S¥8&he Marquis
de Sade was a man with perverted, complicated, sexual passaussdeuxs a French
women’s magazine which contains articles discussing love and geedimong other
topics.

Having Barthes’s quote as the epigraph suggests that Ernauxwillealso be
fragmented and that she will communicate in her text an obscetimaetality voiced
from her position as a woman. Her text will border on perversion: “Maux” also
alludes to the love affair between the narrator and her lover “Aithwwill be more
obscene than Sade. Barthes opening in his vdgments captures the sense of
Ernaux’s text:

Everything departs from this principle: one need not reduce the loer t
simple symptomal subject, but rather make heard what there iseof t
obsolete in his voice, that is, the inflexible. From there, the chuiee
“dramatic” method, which rejects examples and rests on the code af

a first language (not a meta-language).We have substituted dhenef
description of an amorous discourse its simulation, and we gavesto thi
discourse its person, fundamental, which is the I, the way to praduce
enunciation, not an analysis. It's a portrait, if you will, whickuggested;

147 Mcllvanney astutely contextualizes Barthes’s tixt Passion Simple“This epigraph is taken from
Barthes’s dictionary of amorous states and assatitgrms,Fragments d’'un discours amoureiRRaris:
Editions du Seuil, 1977), many of which find rat#tion in the thoughts and conduct of the narrator
Passion simpleThis particular remark comes under the entry lscéne de I'amour”, pg. 211, in which
Barthes remarks that it is sentimentality, rathemt sexuality, which is nowadays considered obstene
(196 n142).

148 Nous deux le magazine — est plus obscéne que Sade.
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but this portrait is not psychological; it's structural: iveg to reading a
place of speaking: the place of someone who speaks in himself,Joving
opposite the other (loved object) which does not speak? (7)

Like Barthes’s suggestions, a lover is not a simple object anbene#till Ernaux’s
Passion simplébe either. Consequently, Ernaux, instead of writing a text filled w
dialogue between her and “A.” enunciates her text from the “ItiposiAs such, she
will not analyze the relationship, the content of which will be disedselow, but will
present it as it happened.

The format of her text serves as the trope for her relationship “A.”: the
fractured, sporadic entries simulate the actual physicaliaesdip. Her text is
enunciating the alternation between presence and absence of TAiS minimalist
approach to labeling passion as simple in the title serves paaljpxo underscore its
complexity and the Barthesian belief that a lover cannot be easilticed to a simple
status. Ultimately, the title suggests an ordered work. Nolesthe upon further
examination of the epigraph and structure of the text, a movemenofdento disorder
will occur in comprehension. As a result, the information the retileks she receives
through the title becomes misleading such that not only is the sudfj¢ce work in
guestion, but the fragmented structure of the paragraphs suggests raedisoid even

incomprehensible chronicle of passion simultaneously for the narrator and tée read

149 Tout est parti de ce principe : qu'il ne fallagispréduire I'amoureux & un simple sujet symptémals
plutdt faire entendre ce qu'il y a dans sa voinatiuel, c'est-a-dire d'intraitable. De la le chdixne
méthode "dramatique", qui renonce aux exemplespeise sur la seule action d'un langage premierd@as
métalangage). On a donc substitué a la descrigtiodiscours amoureux sa simulation, et I'on a rénde
discours sa personne, fondamentale, qui est ldgdagon & mettre en scéne une énonciation, non une
analyse. C'est un portrait, si l'on veut, qui esippsé; mais ce portrait n'est pas psychologiquesti
structural : il donne a lire une place de parolda:place de quelqu'un qui parle en lui-méme,
amoureusement, face a l'autre (I'objet aimé), quparle pas.
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Ernaux’s workSe perdreis, she claims, the private diary upon which she created
Passion simpleThe titleSe perdrdranslates “to get lost”, “to lose one’s way” or “to go
astray” immediately implying chaos and uncertainty will pdeséhe character but also
the structural level of the text. ContraryRassion simplethe reader is sure of the work’s
intention thus ordering the reader’s expectation for the work. Furthermotike in
Passion simpleErnaux organizes her journal entries sequentially by month, date and day.
These markings in essence regulate the size of the syates between entries such that
they are more or less the same representing a reductionsertbe of chaos the narrator
experiences as suggested by the title. While the datesafgpprovide order to the text,
in fact the narrator consistently remains lost. The epigraph for the wé¥koiglio vivere
una favola (Je veux vivre une histoiref’with a note “Anonymous inscription on the
steps of the church Santa Croce in Florericklh French tine histoiré can mean a
story, a fable or a fiction. As such, what the narrator desireaggue equally for her and
for the reader offering multiple possible interpretations of twdfee and the reader
experience.

Women’s autobiography has long been labeled as an outlet for personal
expression to give clarity to emotions. In this instance, the pdga@mbiguity of what
she desires directly challenges this one-dimensional assumption \abattpersonal
expression seeks. In Ernaux’s case, she favors expression aitgr €lae inscription’s
anonymity underscores the anonymity Ernaux gives to “A.” which men¢ally begins
the word “anonymous.” The church “Santa Croce” translates theré8 Cross.” Unlike

the Barthesian epigraph Fassion simplevith references to Sade, this epigraph contains

10| want to live a story
151 Inscription anonyme sur les marches de I'égliset&&roce, a Florence.
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religious overtones, creating the image of an anonymous followteeathurch who has
perhaps “gone astray” and wants now to “live a story” or live a life fillgh vedemptive
experiences. What the reader finds however, is a text more hathrdtiassion simple
Ernaux describesSe perdrein its preface as “Something crude and dark, without
salvation, something of oblations. | thought that this must also be browudlght”
(15)1°? Se perdre antithetical to the epigraph, is not sacred and pure. Azagsion
Simple the private diaryse perdreoffers a controlled form which unexpectedly disguises
or reorganizes the underlying disorder.

The third tutor text of this analysik,Usage de la photo(Using Photo¥ is a
work that is co-written by Ernaux and Marc Marie. Immediatkly teader understands
that the writers will be using photos in some manner. The titlekauthie previously
discussed works by Ernaux, contains no element of emotion. Insteatletpeoposes a
mechanical procedure using a physical object. The format ofedtteis consistent: a
photo is taken of their clothes where they were left before ngdkive. Ernaux, in the
preface, describes the “rules of the game” offering organization to thesproce

A rule was imposed spontaneously between us: do not touch the position
of the clothes. To change the place of a pump or a T-shirt would have
constituted a mistake — as impossible, for me, as modifying thex of
words in my private diary — a way to attenuate the realityupfamorous

act. (13}

This rule allows the reader to view the photos and have confideateéhey have not

been altered, representing the accurate “reality” of the clofflasement. Once the

132 Quelque chose de cru et de noir, sans salut, geielose de dblation J'ai pensé que cela aussi devait

étre porté au jour.

33 Une régle s'est imposée entre nous spontanémenpas toucher a la disposition des vétements.
Changer de place un escarpin ou un tee-shirt acoagtitué une faute — aussi impossible, pour o,
modifier I'ordre des mots dans mon journal intimene facon d'atténuer a la réalité de notre acte
amoureux.
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photos were developed, more rules dictated that the person picking ppoties from
the developer could not look at the pictures, and that once together, EmAUMarie
would sit on the couch with a glass of wine, music in the backgroundpakdt the
pictures together (14). This regulated act of looking at the phatoer the same
situation provides a framework for creating the book’s structurepititeres chosen were
submitted to the same ritual each time implying an organizecside process was
responsible for the pictures now organized in the book. Once fourteerepibtant been
chosen, Ernaux and Marie independently wrote a description of the pidthexefore,
for each picture there are two commentaries. Moreover, eachepiaarits own chapter,
with the location and date of the photo on the cover page, followddebgicture, and
then the commentaries which also had their own title. The photosaaedequentially
in time from March 2003 to January 2004. Other than their consistesgnpagion, the
photos’ only commonality is the subject: clothes after lovemakingnRhis point, the
photos do not seem to possess an explicit connection between them.thWhileotos
represent forward movement of time, each photo could and does ktaaediaegardless
of the photo prior or following. Isolated and discontinuous from each othésathsf
“telling a story” the photos serve as, literally, “snapshotgeafity, leaving the reader to
guestion the “use” of the photos and their relationship to each othesankdeg the love
affair between Ernaux and Marie.

The work’s epigraph from Georges Bataill&’&rotisme (Eroticism) implies the

essential place eroticism will hold in Ernaux’s discontinuous t&bticism is assenting
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to life up to the point death™ In his work, Bataille postulates that people use eroticism
as a way to bring continuity to a discontinuous experience. He claims:

On the most fundamental level there are transitions from continuous to
discontinuous or from discontinuous to continuous. We are discontinuous
beings, individuals who perish in isolation in the midst of an
incomprehensible adventure, but we yearn for our lost continuity. We find
the state of affairs that binds us to our random and ephemeral indityidua
hard to bear. Along with our tormenting desire that this evaneduent t
should last, there stands our obsession with a primal continuity linking us
with everything that is. This nostalgia [...] is responsible foe¢ forms

of eroticism in man [...] physical, emotional, and religious. My &nto
show that with all of them the concern is to substitute for the ithai
isolated discontinuity a feeling of profound continuity. (15)

Ernaux and Marie wrote this text when Ernaux was undergoingnieeator cancer. On
one level, her eroticism in this work is a way to affirm kfgowing, for her, death may
be imminent. Secondly, considering Bataille’s characterizaticgraticism, Ernaux and
Marie’s photos are used to try to capture the eroticism in theis and to bring

continuity to their existence. However, Ernaux admits'isage:

Now it seems to me that | always desired to conserventge of the
landscape devastated according to love. | wonder why the idea to
photograph it never came to me sooner. Nor why | never suggested this
idea to any man. Maybe | would think that there was something ther
vaguely shameful or base. In a sense, it was less obscene foonmore
admissible actually — than to photograph M.’s sex.'(32)

Not only are the pictures a way to capture the erotic natutieeafrelationship, it is an

effort to bring to light what Ernaux considers more obscene thaogtamhing Marie’s

154 "érotisme est I'approbation de la vie jusque dansiort.

135 Maintenant, il me semble que j'ai toujours dési@server Iimage du paysage dévasté d’'aprés
lamour. Je me demande pourquoi l'idée de le phatoigier ne m’'est pas venue plus tot. Ni
pourquoi je n'ai jamais proposé cela a aucun homPeit-étre considérais-je qu'il y avait la
quelque chose de vaguement honteux, ou d’indigneurEsens, il était moins obscéne pour moi —
ou plus admissible actuellement — de photograpéisexe de M.
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penis: the vestiges of clothes thrown off in the heat of passiomeii@sent the passion
of the moment. Clothes are often used to seduce a lover so ay,athese tools of
seduction hold more eroticism than the naked human body that is nless @onsistent
in men and women, excepting shapes and sizes.

Structurally, the variety of photos and lack of connection between theneybow
reinforce the discontinuity that Bataille describes and agairtsthwhumans are
struggling. Despite Ernaux and Marie’s effort to bind the photostieg in a defined,
continuous space of a book, the layout of the book attests to its faulweruring a
permanent relationship. Instead, the photos reflect nostalgia farammection between
events, places, and individuals. Ernaux characterizes this longing @tefreent they felt
to seize the spontaneous connection together between them as draeande
unpredictable:

Very quickly, a curiosity occurred to us, an excitement even, tmwks
together and to photograph the ever new and unexpected composition, of
which the elements, sweaters, shoes, were organized according to
unknown laws, from movements and gestures that we had forgotten, of
which we were unaware. (12-1%)

This acknowledgment to discover the eroticism together affBatsille’s assertion that
people long for continuity, for connection with others, and it is throughcesmot that
people seek to establish this relationship. Symbolically, Ernaux anie Beek to secure
this connection through using photos.

Other works by Ernaux structurally model a transition fronindelfto disordered

information. Works such a3ournal du dehorgExteriorg andLa Vie extérieurgThe

16 Trés vite, nous est venue une curiosité, de Itation méme, & découvrir ensemble et & photografhie
composition toujours nouvelle, imprévisible, does Eléments, pulls, bas, chaussures, s’'étaienhiséza
selon des lois inconnues, des mouvements et ddesggs’on avait oubliés, dont on n'avait pas eu
conscience.
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Life Outsidg are two “ex”-timate diaries where Ernaux presents verdahpgshots” or
“photographic writing” (9) écriture photographique as she states idournal, of
encounters she has in her daily life. The paragrapbsumd imitate the format of those
in Passion simplevhile those inLa Vie mimic the framework of those i8e perdre
Thus, in the former, the text requires the reader to piecehtgéhe fragmented
information that the text offers. In the latter, while therkitegs of day, date and year
offer a temporal order to the text, some years contain only ten pagagries, while
others contain up to forty pages. As a result, the formabledtas an awareness of the
irregularity of time, as well as perhaps prejudicing the netdbelieve that certain years
which are allocated more pages are more important than other years svpades.

The title Journal du dehorglays on the word “journal” which in French can
mean either diary or newspaper. Indeed, as will be discussed belthe section on
“Noisy Content” the reader can judge Ernaux’s entries as elittiexg ‘journalieres
(diaristic) or ‘fjournalistique$ (journalistic) Consequently, the title introduces
ambivalence to the reader’'s approach to the text. The titlead¥ie offers no direct
correlation with the content of the work and could suggest eitheeus fon the author’'s
public as opposed to private life, of life “outside” any chosen neéer@oint in life (life
outside the home, life outside of work, life outside of family), or about the lives of others.

La Vieis also the only book starting witha Place and the beginning of her
“explorations” period®’ that does not have an epigraph. On the other hand, as a subtitle
to the work Ernaux has chosen “1993 — 1999.” Thus, this peri-textual mdikes the

reader temporal structure as to the duration covered in the wor& sihiloffering no

37 Cce qu'ils disent ou rierandLa femme geléalso do not have epigraphs but Ernaux categotimese
works as fictional works from her “first period” efriting and are outside the framework of this eatr
analysis on her “exploration” period.
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insight into the work. The epigraph dournal by Rousseau accentuates the location of
self to be both within and without an individual: “Our true self is extirely in us.**®
Accordingly, assuming the “journal” in the title represents rigfiaRousseau’s epigraph
challenges traditional notions of locating oneself entirely in tangugh the diary as a
result of introspection. To conclude, the frameworkJobtirnal and La Vie reveals a
progression from organization to disarray in the reader’s approach to the texts.

In her workL’'Evénement(The EventErnaux describes the abortion she had at
twenty-three years old. The title is not specific, but ratileides to the experience such
that reader knows the text will center on a certain episode. Ebanatly identifies the
event without adjectives or emotion. Furthermore, an ‘event’ is an ecoc@rthat
happens in one moment in time. As will be discussed below, the “evenihfhaenced
Ernaux’s life from the time she found out she was pregnant tprésent. Characteristic
of her style, the book contains no dates or chapters, but only g@inagof varying size
separated by white spaces also of varying dimensions. By not namimgrposefully
delimiting her chapters, the reader is left to discern turrmpoopts and emotional
progression of the incident. This lack of designation also impliegritietermined nature
of “the event” although the word “event” usually implies a delimited time adract

This work contains two epigraphs. The first is by Michel IseifiMy double
wish: that the event becomes written. And that writing is thetéVe’ For Ernaux, the
‘event’, or the abortion, will become written in her book as tlle Buggests. The
epigraph could suggest that writing is the event worthy of hentain. Finally, she

suggests that the act of writing will emulate the abortionivgriwill in fact cut short the

158 Notre vrai moi n’est pas tout entier en nous.
%9 Mon double veeu: que I'événement devienne écriguet!’écrit soit événement.
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life she is creating by telling the event. Ernaux affirmk’Evénementhat writing about
this experience will emulate her abortion but paradoxically apoesents seeing the
event to the end (as opposed to aborting the process): “With this story, &'s/lirch put

it in motion and which leads me in spite of myself. | know now tleath Idetermined to
go all the way to the end, no matter what happens, in the samevids, at twenty-three,
when | tore up the certificate of pregnancy” (38)Structurally she indeed does see it
through to the end.

The second epigraph by Yuko Tsushima enunciates in terms of memory what
Ernaux affirms above: “Who knows if memory does not consist ohgehings through
to the end.*** To establish her memory of the abortion, Ernaux does have to recbunt al
she remembers of the entire event. Tsushima’'s quote suggestsrtima¢rhory to be
complete, all the details must be remembered. Memory is notirfeac but continuous.
Nonetheless, Ernaux’s fragmented paragraphs subvert the sendatortinual memory
while Tsushima’s epigraph proposes continuity, leaving the reader tdioqueghat
exactly memory entails.

As a final point, Ernaux writes approximately half of her geixt this work in
parentheses. This structure suggests an interruption in the ret#lithg “event”, an
insertion of details which do not merit equal recognition on the leividle story, and a
need to clarify details in order for the events of the storyppear valid. These

parentheses also reveal perhaps Ernaux’s attitude toward themlasta whole: a

180 Avec ce récit, c’est du temps qui s’est mis enaaret qui m’entraine malgré moi. Je sais maintenan
gue je suis décidée a aller jusqu’au bout, qual guive, de la méme fagon que je I'étais, a vitrgts ans,
quand j'ai déchiré le certificat de grossesse.

¥1Qui sait si la mémoire ne consiste pas & regaesecioses jusqu’au bout.
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parenthetical event in her life situated between more importantsews such, she is
uncertain as to how to remember, address, and present this eusctur8ly however,
they indicate to the reader a sense of discontinuity and an indi¢dhit Ernaux remains

undecided as to how to join the experiences connected with this event in a coherent way.

Noisy content

As discussed above, the structurd’atsion simplasserts a chronicle of passion
in disarray. The content of the text reinforces this conclusionukropens the text with:
“Beginning in the month of September last year, | did nothing dtreer to wait for a
man: that he would call me and that he would come to my house**¢1Ghce more,
Ernaux’s lines suggest that this story will not be complicated like her pas&graliviost
immediately the narrator’s simple act of waiting turns intoghsgsical act of chaotically
recording details on paper after her lover's departure “notingdisaderly fashion the
details of this encounter” (185 In these details, she strives to conserve this physical
chaos of their encounters:

Soon after his departure, an immense fatigue paralyzed me. 1 dielan

up right away. | contemplated the glasses, the plates withftbedes, the

full ashtray, clothes, pieces of lingerie, scattered in the hgllwze
bedroom, the sheets hanging on the carpet. | would have liked to conserve
as such this disorder where each object signified a gesture, anom
which composed a painting of which the force and the pain would never
be attained for me by anything else in a museum. Naturalignlt bathe
before the next day so as to keep his sperm*%20)

182 A partir du mois de septembre I'année derniéreygé plus rien fait d’autre qu'attendre un homme
gu’il me téléphone et qu'il vienne chez moi.

%3 notant en désordre des détails de cette rencontre

184 Aussitdt aprés son départ, une immense fatiguepétefiait. Je ne rangeais pas tout de suite. Je
contemplais les verres, les assiettes avec dessréstcendrier plein, les vétements, les piécdinderie,
éparpillés dans le couloir, la chambre, les drapwpnt sur la moquette. J'aurais voulu consentaruel

ce désordre ou tout objet signifiait un geste, uwment, qui composait un tableau dont la force et la
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Her lover's presence introduces disorder to her life mentally apsigattly. This same
desire to capture the disorder will be realized through photdsUsage She even
realizes the absurdity of trying to order the experience. Jigsttprher lover’s arrival,
Ernaux would often write on a piece of paper the date and thoughtgasheaving such
as that he was going to come or fears that he would not come or that his desirééal he
waned (18). After her lover’s visit, she would ridiculously look at Hesfdre” and
“after” notes and laugh at the absurdity of words trying dpture all that happened
“between” the two parts: “between the two, there was languagayrgs, which rendered
all the rest trivial, including the writing by which | tried ¢apture it. A space of time
delimited by two car noises” (18> What initially appeared to be an orderly process of
waiting results not only in discontinuous writing represented by vgpiéees between the
entries on the page but also the discontinuity of her memory of/émsein her quest to
compose the before, during, and after of her lover’s visit.

One of the rituals of her simple passion was waiting for a phaliteacsimple
gesture, well-defined and straightforward, that require<e ligffort on her part. In
addition to waiting, the character of the relationship requiredsti@atnot communicate
with him in any way, neither by telephone (oral) or lettemst{gn). If she did write him
letters, she would give them to him when he came to see heharmdsumes they were
most likely destroyed on his way home. Communication is only one waede them

with “A.” being the initiator. However, she states: “Thesmstraints, even, were a

douleur ne seront jamais atteintes pour moi pauaaitre dans un musée. Naturellement, je ne nagslav
pas avant le lendemain pour garder son sperme.

185 Entre les deux, il y avait eu des paroles, desegesjui rendaient tout le reste dérisoire, y casnpr
I'écriture par laquelle j'essayais de les fixer. &€Bpace de temps délimité par deux bruits de oitur
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source of waiting and desire” (38f. Her waiting has morphed into more than “just
waiting” and has evolved into an act of desire. What began as aivengiEssive state
has become active. She asserts later that “In the spring, aitybecame continuous”
(43)'®" implying that somewhere along the way, her waiting used tidsentinuous in
her mind which is opposite of exactly what she claimed to do: sivaed that all she did
was waiting. This constant state of actively waiting fordall becomes painful: “When
he used to call so that we could see each other, his call, a hundesdwished for
changed nothing, | remained in the same painful tension as befor@l[.wias lack
without end” (45):°® She recognizes that she is living a continuous cycle of exjpecta
and claims that she wanted to break up with “A.” so as to “no |dmgeat the mercy of a
call, to no longer suffer” (45F° However, each time she reaches this conclusion, a
worse reality surfaces: she would have “a suite of days withohingoto wait for”
(45)17°

If her waiting for a phone call is continual, and her continual tension and sgfferi
is the major focus of the work, one aspect that is “an absent peéseithe actual phone
call. The phone call fails to make a connection between pre-phorte pakt phone call
where she admits to submitting to another form of waiting: mgifior him to arrive after
the call. The phone call does not add structure or completenesswaiting, but only
causes more confusion and disarray. She claims after one phoripleadis] filled with

a feverish energy for tasks that | wasn’'t able to order: talslhower, get out some

186 Ces contraintes, méme, étaient source d'attentte désir.

187 Au printemps, mon attente est devenue continuelle.

188 | orsqu'il téléphonait pour qu’on se voie, son dpmEnt fois espéré ne changeait rien, je restais &
méme tension douloureuse qu'avant [...] Tout étaitaquarsans fin.

19 pour ne plus étre a la merci d’un appel, ne phusfsr.

0 yne suite de jours sans rien attendre.



174

glasses, polish my nails, pass the floor cloth. | didn’t know who |agdeanymore”
(17)}"* Consequently, her life is thrown into continual disorder as opposed twdae
which is expected with her solitary goal: to wait. The redloes encounters a structural
paradox: the narrator's continual state of waiting is juxtaposedhe author’'s
discontinuous structure of the narrative. No real dialogue occtwe®e the narrator and
A. Accordingly, the physically fragmented structure of te&ttand the incomplete
content of each fragment serves to represent the noise of fail@dunication between
the narrator and “A.”

Ernaux claims thaSe perdreis only one of two of her diaries that she has
published Je ne suis pas sortie de ma rging the other). [Passion simpleentered on
waiting for a phone callSe perdredelves the manic obsession in which the narrator gets
consumed regarding her relationship with “S.” She repeatedly comatesidhe
confusion, purposelessness and mental and physical illness she egseheocause of
her desire for “S.”:

Nothing. Ophthalmic migraine in the sun. Then, | feel like a madayom
depressive in the worst degree, and | am afraid (168)

Disgust with all occupations (garden, etc.) continual anguish (169)

| live in an anesthetized pain (187)

that he left for the USSR without letting me know [...] | am li&e
madwoman at this idea, mad with pain (239)

At the moment of writing, the certitude that he left submergedike a
madness and my waiting in Florence, to see him again, becomes hideous
(263)

| don’t understand this madness, this dream of a man, no more than | don'’t
understand the force of my attachment to ‘S’. Except: to approeethra

to nothingness, to aspire to the primordial fusion with the cosmos (nhyths
(264),

1 remplie d’'une énergie fébrile pour des tachesjgues parvenais pas a ordonner: prendre une dpuche
sortir des verres, vernir mes ongles, passer fillée. Je ne savais plus qui jattendais.
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Maybe | would never have felt this passion for so long if it had net be
continual pain and incertitude. (24%)

Ernaux, like the reader, becomes lost in the repetitive refleatiomsr diary. The reader
is so bombarded with similar entries that the importance accoodeach expression of
pain becomes indistinguishable, and thus minimized. Consequently, thesenamoti
expressions can be interpreted as noise which hinders the message.

She affirms that it is in fact her desire that causescbrse her way: “I cannot
say that men disorient me, it is only my desire which leadastray, the submission to
(or the quest of) something terrible, that 1 do not understand, bdheionion with a
body, quickly gone” (22137 If the epigraph inPassion simpleeferenced Sade with
little details of her sexual encountersRassion simpleit is in Se perdrethat Ernaux
reveals the extent of her sexual experiences with “S.” inclustdggpmy: “Tonight, first
time for sodomy” (31-32) and again later “Continual invention of positigastures. |
pour champagne on his sex, fairly certain that no one had ever dsedhh®s to him.
Sodomy” (282-83}/* Her descriptions are however neutral and without emotion
compared to the above description of her manic feelings for “S.” Tdmdses also are in

reference to his experiences, and not to hers. As such, insteaterigpemotional

72 Rien. Migraine ophtalmique au soleil. Ensuitesigs comme folle, dépressive au dernier degréaiet |
peur” (168), “Dégolt de toutes les occupationgd{ja etc.) angoisse continuelle” (169), “Je vinslane
douleur anesthésiée” (187), “qu’il soit reparti Same prévenir en URSS [...] je suis comme folle aecett
idée, folle de douleur.” (239), “Au moment ou j'é&srla certitude qu’il est parti me submerge comume
folie et mon attente a Florence, de le revoir, detvhideuse.’ (263), “je ne comprends pas cetie,fok
réve d'un homme, alors pas plus que je ne compr@adsla force de mon attachement a S. Sauf:
m’approcher du retour au néant, aspirer a la fupiimordiale avec le cosmos (mythes !).” (264), UPe
étre n’'aurais-je pas éprouvé longtemps cette passio elle n'avait été douleur et incertitude
continuellement.” (243).

173 Je ne peux pas dire gles hommes me perdene n’est que mon désir qui me perd, la soumissiu

la quéte de) quelque chose de terrible, que jeomgrends pas, né dans I'union avec un corps, sitaus
disparu.

174 Ce soir, premiére fois pour la sodomie. (31-32)pvention continuelle, des positions, des gesfes.
renverse du champagne sur son sexe, a peu présqsime ne lui a jamais fait de telle choses.
Sodomie. (282-83)



176

information about the encounters, these descriptions serve as noiagteistfrom how
her desire leads her astray.

She continues to focus on his experience when she writes abouf eltatio :
“In flashes, | see again the moments of love (he asks me to thenis-on his back and
moans during oral sex- he tells me ‘you make incredible love’ — agdides me slowly
toward his stomach, finally taking the initiative)” (35-36).She puts herself in the
position of the more aggressive, more experienced sexual partner.aras ‘t8e more
inexperienced. She seems to be the one who is controlling the ektdrdir sexual
experiences, while her desires for “S.” are clearly out ofcbatrol as discussed above.
She even portrays him as being a shy spectator to his own sagaahters instead of a
participant: “He also always closes his eyes. Except wheardss his sex with my
mouth, he sits up to see, if | lift my eyes, he turns his amayediately. Is this shame,
repression?”(92-93)’°

She encounters “S.” as a spectator who refuses to “see” whappening and
thus refuses to engage. The narrator, on the other hand, engagessaihdex in her
desire. First, she is\amyeur The narrator chooses to engage visually whereas “S.” seems
to be rejecting all that is erotic about passion in closing yes and letting the narrator
be the initiator. Furthermore, the narrator connects herself tbearaesire for “S.” and
men in general physically through sperm, and not emotions when she writes:

All my life will have been an effort to free myself frothe desire of a
man, that is, from mine. In ‘63, | repeated to myself the biblioais:
“And | will make peace run over her like a river”, not knowing even that

175 par éclairs, je revois les moments de 'amoum@l demande de me tourner — il est sur le dos eit gém
sous la fellation — il me dit ‘tu fais I'amour irayable’ - et il me guide doucement vers son verenant
enfin des initiatives.)

178 || ferme aussi toujours les yeux. Sauf quand jeduesse le sexe avec ma bouche, il se souléve pou
voir, si je leve les yeux, il détourne les sienssiidt. Est-ce cela la honte, le refoulement?
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these lines would vocalize my desire, the sperm running over ma like
river. (93-93§"

Extending this conclusion, she affirms the smell associated with what she fitids er

Odor of certain things recall that — formerly detested — turnedeigswn
now, of sperm. May 12 “I can put my sperm on your stomach? [...] |
measure the force of my attachment to my taste or disgusgesi. As
such, violent disgust with “P.” beginning in ‘87. And the first timigh
“S.” my desire to spit it out in the toilet, in Leningrad. (187-188)

Her gaze, smells and touch all substantiate her desire. kexgnsple, the narrator moves
eroticism beyond simply “looking” but extends it to touching and snwellShe is
owning her passion by extending it beyond voyeurism.

Furthermore, this obscene association with sperm not only understt@es
importance of the epigraph Passion simpléut also highlights Ernaux’s assertion that
Se perdreis something crude, obscene and filled with bleakness. She frgquentl
characterizes her days as such: “Black mornings” (79), “Eachsdahlack” (83), “This
month of June will have been the darkest in a while” (205), and “More anmd, rthe
dark impression that he didn't call me before his departure” (31®rnaux’s text
reflects the darkness of both her physical and mental relatpownsth “S.”: as a sensing
voyeur all that is erotic is one-sided, that is, “S.” is a passivéggaent who generates
noisy effects that fuels her desire. Ultimately, this nomytent of her desire leaves her

bleak once “S.” departs.

7 Toute ma vie aura été un effort pour m'arrachedésir de 'homme, c’est-a-dire au mien. En 63ng
répétais les paroles bibliques: “Et je ferai cower elle la paix comme un fleuve”, ne sachant mgas
gue ces paroles voulaient dire mon désir, le speuatant sur moi comme un fleuve.

18 Odeur de certaines choses qui rappelle celleis fHtestée — chavirante maintenant, du spermé2Le
mai, ‘Je peux mettre mon sperme sur ton ventre.}'Je mesure la force de mon attachement a mon go(t
ou mon dégodt du sperme. . Ainsi, violent dégoica®., a partir de 87. Et la premiére fois aveer®n
désir de le recracher dans le lavabo, a Leningrad.

19 Les matins noirs (79); Chaque soir est noir’ (8%e mois de juin aura été le plus noir depuis
longtemps” (205) ; De plus en plus la noire impi@sg...] qu’il ne m'a pas appelée avant son départ.
(319).
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Ernaux’s memory of her encounters with “S.” extend to unexpectechrly
connections: “Write this: | realized that | had lost a contews.| | found it on his sex.
(Thought : Zola lost his eyeglass in the breasts of his women. mpstontact lens on
the sex of my lover!)” (53)%° This entry suggests that Ernaux has becoming fixated on
the penis of her lover to the point of looking at it for so long, as opposée: eyes of
her lover who are continually shut, that her contact falls only drkie Zola, Ernaux
must use artificial means to “see” clearly suggesting ewel bof simulated vision as well
as an erotic desire to see her lover’'s sex in detail. d¢ed point of her gaze on the sex
of her lover indicates the “focus” of her desire. As such, whatsskeeing turns into a
spectacle rather than authentic passion. The allusion to Zola mi&waes the exchange
of erotic roles between men and women: in the nineteenth centuryassamed the
position of thevoyeur in contemporary society, women can equally take on that role. In
addition, where Zola and the narrator each lose their artibgi@lpiece is indicative of
what is considered as erotic between men and women and the rimetestury and
contemporary voyeurism. Furthermore, she chooses to relate hersdesithat of a
nineteenth century male author creating a noisy effect to Iseripigon: an experience
that is extremely intimate is made more banal and impersonalting Zola. This
academic reference for an intimate act could also indicadertaof detachment, of
exteriority on the part of the narrator.

Finally, recalling Zola, a fiction writer, in her text alludesthe epigraph of her
wanting to live a “fable” or a “story.” The narrator is asigting with the ability to create

such a (erotic) story. As such, she seems to demonstrate ég@adles: to live a fable

180 Ecrire cela : je me suis apercue que javais pemti lentille. Je I'ai retrouvée sur son sexe. §@en
Zola perdait son lorgnon dans les seins des femiaise perds ma lentille sur le sexe de mon anant
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and to record her passion, both in writing. Consequently, the act afigMiécomes a
noisy means through which to experience both: as of a woman wheis liberating

women from the taboo of recording bluntly their erotic experien®asthe other hand,
this particular experience is bound up in literature, calling intsteqprethe emphasis on
raw truth. Accordingly, the two “interfere” with each other dagsnoise instead of
information.

Ernaux also compares her relationship with “S.” with Odettelationship to
Swann in Proust'seuvre “To get to a moment where, like Swann, | would say that I lost
my time and money (nearly true) for a man who, contrary to ®dettSwann, was my
type, but who did not merit it” (185" Again, Ernaux is underscoring the social
differences between the beginning and end of the twentietlurgenthe narrator, a
woman, can bear the role of the person who provides in the relatioAshgoich, she is
also the one who is more dominant and who freely accepts the tblevayeur Similar
to her association with Zola, the narrator has moved from réaléyfictionalized, dream
world like that of literature inevitably introducing noise into arhemtvise blunt
recounting of reality. On one level, like Swann’s obsessive love figtt® that is
ultimately unfulfilled and his fixation on whether she is chpaton him, Ernaux is
obsessed with “S.” and constantly believes “S.” may be with sonesaevhen he is not
with her. On a second level, her text is like a noisy mate-en-abimeErnaux is using
literature to describe literature which is offered as nonfiction. Siobhanlgstnearks:

Ernaux’s corpus can be viewed as reflecting the theoreticdl fsbih
homogenous autobiographical certainties of the past to the contemporary
emphasis on fragmentation and on the transformative, rather than

181 Arriver peut-étre au moment ol, comme Swann, jaidjue j'ai perdu mon temps et de I'argent
(presque vrai) pour un homme qui, a I'inverse d'tBalpour Swann, était de mon genre, mais ne letatéri
pas.



180

reflective, relationship between ‘reality’ and literary reprdgation. (11-
12)

This analysis suggests that instead of a “transformativatioaship between “reality”
and “literary representation” Ernaux is using these referdndesert noise into her texts
in order to challenge notions of contemporary desire.

Dreams do figure largely iBe perdreErnaux even acknowledging that she has
little more to write about other than dreams, which torment her and seermsttbetween
her episodes of insomnia since “S.” is gone (341). She writes dbouamented dreams”
(234), “Dreams of S. and his wife” (330), “Insomnia, then waves andse menacing”
(353), and “the hideous dream” (36%j.Furthermore, her text is dotted with examples of
her marking time and dates. The dates offer a chronological ponefesEnce for the
reader. However, with the repetitive nature of her entriesdtites seem to lose their
significance as marking time’s passage: her dreamstiaserlement of noise that
interferes with a way to differentiate time’s passing. Cqusatly, dates become absurd
and themselves become part of the noisy content.

Furthermore, she often cites time in her entries such as: ifi@tes to 10 maybe”
(41) or “Brutal anguish since 4:30” (121) or “11:10. More and more worriejdNoon.

He no doubt is not coming” (208} reinforcing the fragmentation of her life. In
addition, as with the date notations, these references to speoéicbecome another
noisy marker in her journey of desire. The only continuity in theferances, which are

otherwise random, is that they center on “S.”

182 Réves tourmentés (324) ; Réve de S. et sa femB® (3nsomnie, ensuite vagues réves, menacgants
(353); le réve affreux (361).

183 10 heures moins 20, peut-étre (41) ; Depuis dadzees trente, 'angoisse brutale (121) ; 11 hO®.
plus en plus inquiéte [...] Midi. Il ne viendra sarmite pas. (205)
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She ultimately confesses: “Don’t reread my diary, becausdahié worst. This
written pain, this waiting, it was always hope, always lifem (trying here). Now, this
same pain is no longer possible. There is only the void befor&éhe@nnamed terroor
the void, what a choice!” (323¥* The void has supplanted the pain in which she locates
herself and extended the domain of autobiography into a realm ofnesgtinstead of
situating herself in relation to others and the pain associatedsuch relationships, she
offers no reference point for her identi8eperdreembodies Ernaux’s quest to transform
autobiography into an exploration of losing the self in the world to paiffering, and in
the end, either to the void or to the terror and horror of reading si®twrote.
Paradoxically, she uses these diaries to explicitly recorddasire and voyeuristic
eroticism only to be horrified herself kioking at it. Accordingly, the content of her
journal intime foregrounds the inherent presence of disorder, turmoil and incoherence
affirming the absolute “noisy” nature of contemporary autobiographis examination
gualifies such an autobiography not as simply a fragmented egpaésn of life but one
that can be simultaneously erotic, impersonal and horrifying in wio@e plays a larger
role in conveying the situation interior and exterior to the narthtor does information
traditionally assumed to communicate the essence of the persadfe ahd diary
describes.

L'Usage de la photas another of Ernaux’s “explorations” in autobiography in
which she allows another voice to participate with her in theqmnsjouction of her life
through photographs. While not as impersonal or distant as the anonymoes woic

Journal du dehorsand La Vie extérieurghat help create her “extimate” diary, Marc

18 Ne pas relire mon journal, car cest I'horreur.tt€edouleur écrite, cette attente, c’était toujours
I'espérance, toujours la vie. (Je pleure, ici.) Manant, cette douleur méme n’est plus possibigy i que
le vide devant moi. Leerreur sans nonou le vide, quel choix !
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Marie’s participation in this text constitutes not only an expbygaprocess in allowing
two people to (re)create an autobiographical text, but also artigates in permitting
entries from both contributors to be equally valid in establishiatityehrough desire,
perspective, experience and writing. Consequently, two perspectivesteccre
independently of the other are brought to bear on one event capturedchimplezo.
Ernaux admits at the end of th&Jsage:

Soon we are going to exchange texts. | fear to discover whatdte. |
fear to discover his otherness, this difference in points of viewdt#site
and the shared quotidian cover, that writing will reveal in aramsDoes
writing separate or unite? (198)

She in essence questions the ramifications of uniting two people thiteeigvritten word
inspired by desire. Desire is a personal emotion and accordtngiux and Marie will
offer different interpretations of the desire the photo, accordirigem, seeks to capture.
Thus, although the text identifies the two contributors for the tedtseparates their
content for each picture, the subjectivity that each narratinvgdomoves the content of
the text from order to incertitude and disarray. Furthermoreyalkr explicitly
communicates her worry over the noise that may be created imgumnitio texts
expressing desire.

An underlying characteristic of Ernaux’s and Marie’s dgsiom of the photo is
that they both attempt to verbally describe the visual in the photauks narratives
always open with a description with minimal emotional intergectFor example, for the

photo entitled “Chambre 223 de I'h6tel Amigo, Bruxelles, 10 mars” she writes:

1% Bient6t nous allons échanger nos textes. J'ai gewtécouvrir ce qu'il a écrit. J'ai peur de déainson
altérité, cette dissemblance des points de vudegdésir et le quotidien partagé recouvrent, géeriture
dévoilera d'un seul coup. Est-ce qu'écrire sépareéoinit?
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Resembling bald ladie®efore the unmade bed, the breakfast table with
the pot of coffee, toast and the pastries which remain in thet&n the
bedspread a small black spot — the silk blouse that a friend gabefare

my operation at Curie — and something red, maybe M.’s shirt [. thdn
background, a cracked window. (original emphasis-*45)

All of Ernaux’s narratives open in this fashion. This practice offers ordaetodantent of
her narratives: the reader can expect just such a descriptame Bghaux transitions into
the memories or analyses each photo inspires. Admittedly, tbeiassns that come to
mind for her are unpredictable and sometimes recall her pasinanderelevance to her
present situation of being treated for breast cancer. She dekiyas: “It's my
imagination that decodes the photo, not my memory” {¥1As opposed to an
autobiography which is largely founded on recalling memories, thisbegraphy
requires imagination when confronting the photographs. As such, noisategnnto the
text in the form of reactions wished for in a certain situatir recorded thoughts that the
narrator may or may not have experienced at the moment of the pootwdingly, new
interpretations arise allowing for imagination and not just memuryconstitute
contemporary autobiography.

As such, the reader must admit the essential role of timeajirsy Ernaux’s and
Marie’s narrative. Unlike a personal diary where the diariges/iher entry right after an
event and thus captures, based on memory rather than creativity,tratriilly” and
poignantly thoughts and emotions, Ernaux’s and Marie’'s narrativesgenadter a

process which includes taking the picture, developing the picture, andhbesing the

1% ressembler aux femmes tonduBsgvant le lit défait, la table du petit déjeurmsrec le pot de café, les
toasts et les viennoiseries qui restent dans Isedte. Sur les draps un petit tas noir — la blodsesoie que

m’a offerte une amie avant mon opération a Curé guelque chose de rouge, peut-étre une chemise de
M. [...] Au fond, la fenétre entrebaillée.

187 C’est mon imaginaire qui déchiffre la photo, noa mémoire.
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picture. In the final analysis, ambiguity becomes an inherent pyopérErnaux’'s
autobiographical explorations due to time’s passage. Chapter Thregamine the role
of the Arrow of Time in identity, namely that time is irreubls and so identity is not
rooted in the past but is open to the future, affirming Ernaux’s cloiagse imagination
instead of memory to describe the photos.

In contrast to Ernaux’s openings, Marie’s openings fluctuate leetvgeving an
immediate physical description of the photo and offering his memetigrounding the
photo and incorporating details from the photo with this memory.

Annie Lenoxi had gone to buy roses on Anspach boulevard. It was a cool,
gray afternoon, a Saturday. A. had stayed at the hotel, not cahgining

no doubt that | was going to take advantage to contact my ex who | had
broken up with on January 20th. | knew she was worried, and deep down
this didn’t displease me, knowing that | was going to come badk amt
armful of flowers, the first since we had met. These roses,atesthere,

in the shadow on the right of the photo. The window in the room looked
out onto a square where the entrance to the Amigo is locatedn#&brig
emphasis; 51§°

Interestingly, it is Ernaux, a woman, who attempts a more censigpening format than
Marie. As discussed in Chapter One, women have often been assodtitehaos and
men with order. In this work, the way Ernaux and Marie presentdheemt of each
photo questions this tenet. Again, Ernaux and Marie each create thetives

independent of the other. The differences in their presentation inlgvitaroduce not

only dissimilar presentation structure, but also diverse content irdirmyilthis

188 Annie Lenox J'étais allé acheter des roses boulevard Ansp@ehait un aprés-midi gris et frais, un
samedi. A. était restée a I'hbtel, pas tranquilf@ginant sans doute que j'allais en profiter pgeontacter
mon ex, que j'avais quittée le 20 janvier. Je lagainquiete, et au fond cela ne me déplaisait g@shant
que j'allais revenir avec une brassée de fleussptemiéres depuis que nous nous connaissonsosEs r
elles sont Ia, dans I'ombre a droite de la photfdnétre de la chambre donne sur une petite pla@st
située I'entrée de I'Amigo. (51)
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autobiographical work challenging the reader to consider unpredictafdrmation
associated with each photo. Furthermore, as the photographs do not hdtdjiealy
connection other than being ordered temporally but sporadically initirtree text, the
reader will gain access to fragmented events in both Ernaux’s and Miéeiegnforcing
a discontinuous relationship between them as well as an overall nthgjoi
autobiographical composition. The photo, while serving as the inspiratigdhefarerbal
component, contains an element of instability as Ernaux and Marie ttresse photos
from an array of photos they took. Photo selection, perhaps whimsidahppenot, is
not treated in detail in this text, but is a pertinent, unstablmegie in the text's
formation.

The quotidian objects of life make up each photo’s content: clothes aidifeir
essentially. A characteristic of minimalist writing is égrounding the banal. However,
Marie acknowledges that the superficiality of these items dhoat imply a lack of
import:

The rest, the bread basket to the left of the microwave, oranges #ove
trash can full of fruit peels, trays set vertical behind thiedaat the sink,

an open Tupperware, are only illustrations of the quotidian, the rewfains
our breakfasts, behind which is hidden the essential: our uninterrupted
conversations, the portable radio which distills, month after month,
another litany — the entry into war by the United States orciviéih, the
bombardments at six thousand meters in altitude, the fall of Bagde
horror at the other end of our love, as if the external world mustyalw
situate itself there: behind the kitchen window. (79-80)

189 e reste, la corbeille & pain & gauche du micrdesnles oranges au dessus, la poubelle pleinerdes:
de fruits, les plateaux disposes a la verticalei&ler le robinet de I'évier, un Tupperware ouved, sont
que les illustrations du quotidien, les vestigesiog petits déjeuners, derriére lesquels se cadsehtiel :
nos conversations ininterrompues, la radio posatii distille, mois aprés mois, une autre litarie
I'entrée en guerre des Etats-Unis le 6 mars, lesbandements & six mille métres d’altitude, la chige
Bagdad. L’horreur a l'autre bout de notre amoump® si le monde extérieur, toujours, devait seesitu
1& : derriére la fenétre de la cuisine.
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Consequently, the reader must recognizeptiesibleconversations which completed the
scene simply outlined by ordinary objects. As such, these objettheearality of the
scene that Ernaux and Marie experienced through conversations,oratitevision
programs, and leave open for the reader unidentified verbal communicateeebe
them. Again, the photo only offers a superficial reality of the degthpotential
information that the reader must plumb for regarding the scene.

Furthermore, Ernaux underscores the passion and desire that the phdtesrand
objects represent. As discussed above, taking these photos is a wagtume and
preserve the erotic in their relationship and to bridge theinfeaged lives. In addition,
theactof taking the photos increases the eroticism for Ernaux:

The click of the apparatus is a strange simulation of desirehwhishes

to go farther. When it's me who takes the photo, the manipulation, the
adjusting of the zoom is a particular excitation, as if | hachsculine sex

— | believe that many women feel this sensation. Each timsslittie of

the apparatus makes my head shiver with pleasure. The one who does not
also orgasm with her brain does not perhaps know true pleasuré?{123)

The act of looking, of being wyeur implicates in Ernaux a feeling of having a penis,
suggesting she has the power to probe the most intimate andnsesniirbidden areas
of life. As discussed earlier with her contact lenses, the reaserves as an artificial
means to be a spectator to an erotic scene as if her nakelidayot suffice to “take in”
all that is erotic. This artificial viewing device becomeseatension of her own viewing
capabilities, heightening her excitement that she will be ablways view the scene.

However, admitting that it is her imagination and not her memoryatitidbe responsible

199 e déclic de I'appareil est une étrange simulatiardésir, qui pousse a aller plus loin. Quandtaiasi
qui prends la photo, la manipulation, le réglagezdom est une excitation particuliére, commeaigls
un sexe masculin — je crois que beaucoup de ferdpr@sivent cette sensation. A chaque fois, le déelic
I'appareil me fait tressaillir le cerveau de plai€elui qui ne jouit pas aussi avec son cerveaoomgait
peut-étre pas la vraie jouissance.
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for her written reaction to the text suggests that her erggereence could change each
time, implying a background noise that will intervene and chémgénformation” from
the photo.

Additionally, she gains erotic pleasure from taking the pictupsteng a visual
orgasm with that of a physical one. Equally, Ernaux recognizegdkie at the level of
the objects in the photo:

In all these photos, our clothes, suit, shirts, drag on the ground, exhibit
what we never usually see, the tags with their advice on wadmmy,

the support lining of stockings. We threw them in the urgency ofedesir
risking to damage them or to stain them, without worrying about thei
market value: nothingmattered for the moment. They fulfilled their
seduction obligations and they anticipate that which will be tiosiesday,

to serve as a rag to shine furniture or shoes. (original emphasi§**108)

The clothes in the photos are simultaneously erotic, as thepa@seadf seduction and
expose something not seen every day (labels and linings) anddsatiee wearer will
eventually discard them for cleaning rags. Agaiayeurismpervades the process of
mapping the objects in the photo. AsSa perdreErnaux meditates in a sadistic fashion
on fluids rarely seen much less photographed:

| realized | was fascinated by the photos as | was sincehiighood by

the stains of blood, of sperm, of urine, deposited on the bedspreads or the
old blankets thrown on the sidewalk [...] The spots the most material,
organic. | realize that | expect the same thing from writingould like

that the words be like the stains which one is never able to reif@®-e.
100)-%2

191 Sur toutes les photos, nos vétements, taillewmises, trainent par terre, exhibent ce qu’on riepas
presque jamais, les étiquettes avec leurs cordeilavage, la doublure, le gousset des collantsle®ma
jetés dans 'urgence du désir au risque de leseabéinde les tacher, sans souci de leur valeurhaade :
ne riencomptermomentanément. lls ont rempli leur fonction deuséidn et ils anticipent celle qui sera la
leur un jour, servir de chiffon pour lustrer lesubkes ou les chaussures.

192 Je m'apercois que je suis fascinée par les plumosne je le suis depuis mon enfance par les taihes
sang, de sperme, d'urine, déposés sur les drales aieux matelas jetés sur les trottoirs [...] Lehés les
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This excerpt recalls the fragment recordedSe perdrewhere she equates peace with
sperm running over her like a river. The equal fascination with flsgsgifically bodily
fluids, and photos heightens the eroticism of the photos as well asuttatives which
follow. Words, like fluid stains, become just as obscene as the plradothus it follows
that she would compose a visual-verbal text as if the two imesericable. The verbal
becomes obscene as it is trying to interpret the gaze obdpeur Recalling the
imagination’s role in interpreting these photos, the imaginatiomefvbyeur changes
from the visual pleasure experienced at the time the photo wasttakestimulating act
of recording whatever the imagination creates.

Once again, the erotic is evoked through looking at what is usuabidden.
Consequently, objects that the reader encounters everyday carryl dudcizon:
ephemeral eroticism coupled with insignificance. On the other hhadjuman body is
physically absent from the photos. Traditionally it is the human lioalyis the object
and subject of eroticism. However, in this text, the body isadaseént presence” which
Taylor defined above as a Serresian parasite in communicatienpdrmanent absence
of the body in these pictures heightens the eroticism of the unseeasbuenders the
photos incomplete, such that the photos themselves cannot capture @disdion (and
chance) that motivated the scenes.

Some of the most banal objects in life also mask frenzied menoérgassion

throwing the reader into a state fluctuating between the knownuaknown. Indeed,

plus matérielles, organiques. Je me rends comgtg'aftends la méme chose de I'écriture. Je vosdiae
les mots soient comme des taches auxquelles oarmept pas a s’arracher.



189

Ernaux recognizes that both desire and chance create the plaadmiee clothes (12).
She realizes there is no reason why the clothes lay as they do:

No composition of clothes is similar to another. Each time a unique
construction -never a phote- of which the causes and the laws escape us.
[...] At the beginning of the world there is the same principal tvhic
ceaselessly throws living beings against each other.’f£45)

Marie admits that for the two of them, the scenes they photograygredas beautiful as
a works of art “as remarkable in the play of its colorsabe interaction of the material”
(41)** Thus, he elevates or equates their stature with high culigraficance and
challenges their predictability. Ernaux views desire astah)aand the autobiographical
text serves simultaneously as the structure amse-en-abimeof this view. The
autobiographical text is composed of random photos which themselvés aneaverall
“picture of the work” which is the chaos of desire. The texsdus indicate why certain
photos were chosen from approximately forty photos taken. Just as people encotinter eac
other randomly as Ernaux presentdaurnal du dehorsndLa Vie extérieurgso too the
chosen photos were thrown against each other arbitrarily.

Ernaux also admits to having taken a picture of all the pictuitbsher camera
(195). Her written text essentially does repeat the processitsitveords. Seeking some
form of order in not only the chaotic spread of clothes but alsofeedimheaning from
them, she declares: “My first reaction is to seek to discovéra forms, the objects, the

beings, as if before a Rorschach test where the spots weblsced by pieces of clothes

193 Aucune composition de vétements n’est semblableedautre. A chaque fois une construction unique —
il n'y a jamais photoe- dont les causes et les lois nous échappent. [u'g rigine du monde il y a le
méme principe qui jette sans fin les étres viviagsins contre les autres.

194 tant remarquable dans le jeu de ses couleursanglihteraction des étoffes.
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and lingerie” (31)>> The psychological Rorschach test requires the subject to draw
objective conclusions from an undefined image. Not only does Ernaux amrthitst
phenomenon, but also acknowledges a similar effect and importance for the reader:

Photo, writing, each time for us it had to do with conferring hentefor
reality to the moments of un-representable and fugitive pleabarseize
the unreality of sex in the reality of traces. The highegtree of reality,
however, will only be attained if these written photos changm$elves
into other scenes in the readers’ memory or imagination. *£17)

As a result, Ernaux’s and the reader’s interpretation of the phadtdse unpredictable at
best. A photo which seems to capture a well-defined moment in niraetuality offers
little definite proof of a certain reality of desire. Mageen admits that “Photos always
lie” (182)2°" He asserts that while a picture may convey a sense ofbyhappiness
rendering the spectator jealous of the lives represented, tlitg céadesire is that the
time period following the picture may be replete with argusand sadness. In essence,
a photo is only one moment in time that has no bearing or implisatmnthe future.
This statement calls into question the authenticity of intergyea photo in an
autobiographical text. As isolated events, their import is indegnaild as Ernaux
concludes, the only reality is that which is created in the minldeofeader. Interestingly,
despite Ernaux’s claim that imagination and not memory inspiredviigen passages,
she suggests that the reader can use either imagination or menm@yain” a true
reality of passion. As such, she explicitly leaves it to thelee#o decide for herself

which is suitable. In the final analysis, desire is chaotic and noisy. As suenpltbmeral

195 Ma premiére réaction est de chercher & découaris des formes des objets, des étres, comme dewvant
test Rorschach ou les taches seraient remplacédgpaieces de vétement et de lingerie.

19 photo, écriture, & chaque fois il s’est agi paamsde conférer davantage de réalité & des mordents
jouissance irreprésentables et fugitives. De shisialité du sexe dans la réalité des tracesplus haut
degré de réalité, pourtant, ne sera atteint quesiphotos écrites se changent en d’'autres scansslal
mémoire ou I'imagination des lecteurs.

197 _es photos mentent, toujours.
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emotions of eroticism the voyeur experiences in taking the pltogrd to capture in
words, suggesting Ernaux still has not found the exact combination thwehigh to
express desire.

Noise, as defined by science, can either impede informationigmal r can in
turn serve as information. The texts presented in this chapterndeate that in
contemporary literature, noise can serve both purposes as welkarkéfienne, making
noise is essential for communication to thrive. As such, he emplaysthe visual and
verbal to create a minor literature, schizophony, in the midsdofranating, major one.
Frankétienne’s works also tend to eschew a traditional narratedying a mixture of
genres which create noisy forms. Toussaint, while the form ofvbiks, employing a
traditional novelistic style, is vastly different than that ofrikétienne, creates the
illusion of order in texts that are quite noisy. Consequently, Tat&sgireoccupation
with time’s passage is illuminated in considering transitions frmise to information
and the inverse from information to noise: his texts demonstrate that contemporadsy nove
judged to be minimalistic in form are anything but banal. Ernaimilar to Toussaint,
embraces traditional forms in her diaries and autobiographiesekisr like Toussaint’s,
while exhibiting a minimalistic form with a preponderance of wkaces in her texts,
also contain noise that both inhibits and advances information. Ernaoxss aee
concerned primarily with the chaos that desire can generaterésilh, she challenges
contemporary notions not only of the diary and autobiographical genre, budalstly
what constitutes eroticism for women. Given these differencethanuse of genre,

Chapter Three will however analyze generic similaritieth@se authors’ works and will
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expand the examination to considering the role of identity in contemypéicdion

through the lens of the Arrow of Time, bifurcation points and nodes of textual ingtabilit
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— O maitre tout-puissant ! Je ne vais pas par quatre che-
mins, persuadé que vous savez déja le fond de mes pensées.
Je m’adresse A vous, pour que vous m’octroyiez le premier
lot de la borlette. J'ai perdu une forte portion de mes
richesses en misant toujours sur de mauvaises boules. Dai-
gnez, 6 souverain déchiffreur, m’accorder la chance de
récupérer mes biens. Mes amis m’ont abandonné. Et ma
femme m’a quitté,

— Vous avez bien dit. Les chiffres obéissent & mon pouvoir,
Et de plus, je connais les infinies combinaisons de la machine
humaine. Je sais toutes vos pensées. Je contrdle tous les méca-
nismes des désirs. Vous gagnerez le premier lot. Et votre
femme vous reviendra. Vous pouvez vous en aller en paix.

— Je voudrais vous payer maintenant, mon scigneur.

—Inutile. C’est d¢ja fait. La manivelle en marche. Lengre-
nage du destin.

— Comment ? répliqua le ventru étonné.

— Votre femme, répondit Mac Abre en souriant.

Lhomme se leva, pensif. Le signal lumineux fonctionna.
La porte automatique s’ouvrit. Et le visiteur, visiblement
embarrassé, s'éloigna en s’épongeant le crine, miroir
embué de sueur grasse.

Larmes miennes

mes seeurs jumelles
intermittence des eaux ramées
le sel et son rasoir

Jusqiian viol.

D’une coulée

file la barque
vers sa visée
ondes sous le ventre

fleurs fugaces.
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Figure 2: Frankétienn&lltravocal, Paris: Hoébeke, 2004, pg. 19With permission of the arti
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= Quelle heure peut-il étre ? demande Vatel 3 une passante
dont les cheveux et la peau brillent d'un beau reflet d'or.

— Le soleil est loin dans sa course, répond la chabine.
Alors, regarde un instant ma chevelure,

— Il faudrait que tu m'en laisses le temps, insinue Vatel.
Pourquoi es-tu si pressée ?

— Jentends déja le grondement de la marée montante.

— Mais ta chevelure me rappelle que c’est encore la sai-
son des aménagements. Ecoute-moi, ajoute Vatel, la nuit
approche. Poursuivons la route ensemble. Mac Abre campe
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Figure 3: Frankétienné&lltravocal, Paris: Hoébeke, 2004, pg. 148ith permission of the arti



195

la lune en instance de départ.
O ma nébuleuse impondérable
mon ombre crucifiée ou pendue
nuage débranché

mon amour en deuil,

Projection d épines hors des levres pour la décisive rencontre
de la fiction et du réel. Ainsi le lancement des couteanx et le
faillissement des cibles sanglantes en plein air. Les figures du
feu émeuvent avant la mise 2 mort. Les correspondances entre
la chair et la lame demeureront toujours secrétes. Conspiration
au ceeur de nos désirs. La rupture éclaire le point de départ.
Ligne d'horizon. Faux baiser. Paysage mouvant peuplé de
dieux fous. Nos paroles impossibles tracent les limites de nos
réves dans le balbutiement des étoiles subversives.

Nous sommes des bétes boiteuses & la surface du globe
souvent i la dérive

entre serpents et chiens

navires et troncs d arbres

planche de bouée et chat nageur.

La mer revient sur son aire de coraux ensablés
sexe en feu en une pause prématurée.

Je percois les clameurs de la fete

ventre aussi vaste que ma main

de surcroit grice de miel

névrose amére ma poupée muette.

Ville casquée d'orage sur des gradins d'épines et de zinglins
cirque de la mer entrebiillée
aux cris des squales en guerre

263

Figure 4: Frankétienn&lltravocal, Paris: Hoébeke, 2004, pg. 268ith permission of the arti
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Figure 5 : Frankétiennél’Eros-ChimeéredPort-au-Prince: Spirale, 2002, pg. 139. With permission of the
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Rayures d"usure au sillage de la mort. 1 s’agit d’un temps subjectif
illusoire sur un champ de bataille imaginaire au milien d’un entassement
de cadavres mutilés, ol I"on per¢oik les convulsions des moribonds, les
vibrations mécaniques de quelques corps traumatisés par "ampleur dy
désastre. La mémoire hachée, émiettée, pulvérisée par 1'élendue de la
catastrophe que surplombe la fumée des souvenirs éteints.

BI'avenir de la littérature
“ Ve

SR

TR '

Ao e

St sk

I - .- - T g : -
r 4 L] a
méditation sur le pouvoir
D’ wne : ;

£ ImagonE
. LA VIE Lart et la différence
| Et je me surprends en train de tter le pouls de ma douleur en éveil
et de palper, dans une attitude de perversion insoutenable et de démenc

masochiste, les tatouages palpitants de ma mémoire mutilée, les noeuds
briilants de ma mémoire bleuic de gangrene.

&
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Figure 6 : Frankétienné{’ Eros-ChimeéresPort-au-Prince: Spirale, 2002, pg. 130. With pesinis of the artist.
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Figure 7: Frankétiennéf Eros-ChimeéresPort-au-Prince: Spirale, 2002g. 121. With permission of the art
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Babel et Néant se sont succédé en toute complicité au coeur dy |
chaos, de commivence avec le Temps, sur une plage onirigue tantdt
bruvante, tantot silencieuse. ;

atémoignages.”

Temps de la quéte et temps de la voyance avec chance miraculeuse
et voltiges d’ombres hallucinaloires que les pas, les paroles et les gesles.
des voyageurs nocturnes et solitaires s’entremélent et s’harmonisent e
un licu d’oasis et de source retrouvée aprés la traversée poussiéreuse de
la mort illusoire, au terme des nict&jons 3[ dc:: mchr;wrphoscs

%" = incontournables. Q’W :fﬁ:?ﬂt 5
ol Apbell .vb La ' ddve ol
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Figure 8 : Frankétienné{’ Eros-ChimeéresPort-au-Prince: Spirale, 2002, pg. 140. With pesinis of the artist.
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MONOLOGUE INTERIEUR
EN CHAMBRE IMAGINAIRE

(Spirale dramatique en un acte)

OB-SCENE 1

Ni oui, ni non. Mais un si d’exception que j’imagine en flux
d’ondulations sous un drap de velours. Un lit & moustiquaire. Un lit &
baldaquin. La chambre exceptionnelle avec des rideaux roses. Un abat-
jour doré en tronc pyramidal sur une table circulaire en acajou poli. Un
miroir elliptique. Encadrement de bronze. Deux tableaux exotiques.
Peintures impressionnistes. La mémoire imbibée d’inquidtude et
d’angoisse. Tout un apprentissage. Une longue initiation dans
alternance des labeurs exaltants et des tdches fastidieuses. Pour elle,
dans sa petite cervelle de rurale analphabéte, elle vivait dans un espace
magique. Un autre territoire. Un autre espace. Un univers étrange. Un
pays étranger. Sans étre montée dans un avion, ni dans un bateau, elle
évoluait soudain dans le pays des blancs. Un autre monde avec ses
normes et ses convenances. Une autre réalité avec ses perceptions
propres, ses golts, ses parfums, sa musique, ses bruits sourds et le

silence.Une enclave paradisiaque sur la terre haitienne, S

O Q 8 @
O S Yo
& © 0T
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L 5 @
7 o Q
I o] oS

Par ou commencer
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Figure 9: Frankétienndy’Eros-ChiméresPort-au-Prince: Spirale, 2002, pg. 245. With pesioin of the
artitst.



OB-SCENE V
ooa Yosns alictoined damade hamfde’ Histore.

Nuit du 4 juiller 1935. Commémoration de I’anniversaire de
'Indépendance des Etats-Unis d’Amérique. Il pleuvait, rageusement,
- interminablement, sur Port-au-Prince, cette nuit-la. Une semaine
auparavani, France-Mary ¢t la gouvernante Emma avaient pris place a
bord d’un luxueux paquebot pour se rendre a Boston. La grande villa de
© Pacot était presque vide.

En cette nuit du 4 juillet, il avait commencé & pleuvoir trés tot. Dcs
 les premiéres heures crépusculaires. Abondamment. Et sans arrét.

Il pleuvait avec torce. Il pleuvait violemment. 11 pleuvait a vous
couper le souffle et 2 vous crever le tympan. 11 pleuvait intensément dru.
Il pleuvait de la gréle ct des cailloux geles. 11 pleuvait de la glace aussi
dure que des éclats de pierre et des tessons de boutcille. Des avalanches.
Des avalasses. Et de puissantes colonnes d’eau vomies par des monstres
célestes en colére. Une cacarelle de pluie orageuse avec grondements de
tambours diaboliques et roulements de tonnerres sataniques. Une vraie
malédiction de pluie. Une déboulinerie de pluie dévastatrice avec des
hurlements de vents nerveux. Il était ncuf heures du soir. Et il pleuvait
encore. Avec la méme intensité. La méme rage madichonne. La méme
sauvagerie aveugle et totale.

Le chauffeur n’avait pas pu venir chercher son big-boss, invité
officiellement aux festivités organisées par I’Ambassade Américaine a
Port-au-Prince. Les heures passaient. La pluie continuait de taper
furieusement sur toute la ville. Et ils n’étaient que deux. Eux-mémes tout
seuls dans cette immense villa maspinée par les coups de vent et

-

maltraitée les orages. % 1
it por s craees o Jafh  Spinele Tmfimie
tout est interférence gxguse:

UN MONDE QUE

NOUS AVONS PERDU
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Figure 10. Frankétienné{’Eros-ChimeéresPort-au-Prince: Spirale, 2002, pg. 249. With pesinis of the

artitst
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OB-SCENE IX

£ Submergée de silence paralysant, je suis aux prises avec I'inconnu,
Tirréel et Pineffable. Je lutte avec une langue qui n’existe pas. Un
embryon de langue. Une hypothése de langue. Une supposition de
parole dialectale. Il ne me reste que le silence déformé sous forme
d’images foetales. Des déhanchements invertébrés. Des grouillements de
lézards et de reptiles blessés. Des anolis. Des mabouyas. Des couleuvres.
Je sens I’ombre bouger irrésistiblement tout prés de moi. Faut-il résister,
capituler ou me compromettre ? Craindre et en méme temps défier les
tracas d’un scandale fracassant ? Tout s’enchevétre péle-méle sous la
gréle et la pluie orageuse. Une tempéte foudroyante. Un ouragan
magnétique m emporte Un cyclone me souléve brutalement

la sexualité féminine
a rude épreuve  Qu’est-ce a dire ?

Refuser »«djucpenie
la musique

»f»owv.oﬂﬁw. Vers la parole
A gorge dénouce.

253

e

Figure 11. Frankétienné{’Eros-ChiméresPort-au-Prince: Spirale, 2002, pg. 253. With pssiain of the
artitst
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CHAPTER THREE: ORDER OUT OF CHAOS

From Reversibility to Irreversibility: The Arrow of Time
As discussed in Chapter One, the Arrow of Time changes theonslaip

between past and future. In Newtonian physics, time was considgs@dible and thus
the relationship between the past, present and future was cabkgriinked. Events in
the present were related to past conditions in a cause andasffeciation. Essentially,
events were time-independent: rolling a ball across a table beuleversed to yield the
same velocity and energy but in reverse without time playing arraletermining these
characteristics. However, with the introduction of the Arrow ohd,i the link between
the past and the present is irrevocably broken. Prigoginian chaotsabe mandatory
existence of the irreversibility of time as represented in"#reow of Time.” Without
time symmetry, a system’s values can be known only in termsbabpilities and not in
terms of certitudes. Chaotic systems are irreversible gheexactinitial conditions
cannot be known, and thus running time backward on a system will not prdaduce i
original state.

The implications of this relationship suggest that the concept ofitidsnivhich
have been traditionally traced linearly from past to present, teebd reconsidered. In
the diary genre for example, identity has often been sought throughing the past to
find connections and explanations for the present. Considerations of tine Wauld
always be burdened with past experiences. From the optic of tbev Afr Time, such
connections are not so easily elucidated and in fact are often iblpdssuncover. On
the other hand, the Arrow of Time offers opportunities and an open-é&ndeel. Indeed,

identity can be viewed as a series of “becomings” in a wadde up of laws and games.
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This notion of “becoming” identities offers a new perspective for dhalysis of a
collection of works by Ernaux, Frankétienne, and Toussaint inael&di chaos theory as

will be developed hereunder.

Becoming ldentities

Identity construction as represented in literary texts and cp&tly in
autobiography and autofiction, is one of several important problembasitpervade late
twentieth century French literatul® However, autobiography and autofiction as
developed in certain minimalist works such as Annie Ernaudwxgrnal du dehors
(Exteriorg andLa Vie extérieurdLife outsid¢, Jean-Philippe Toussaintsutoportrait
(A L'étranger)(Self-Portrait(Abroador To the Stranggrand Frankétienne'€orps sans
repéres(Bodies Without BearingsndMots d’ailes en infini d’abiméwings of Words in
Endless Abyssgsare not concerned with creating a text that defines the a(iher
individual) according to her own personal experiences but ratheefired the genre at

once by looking outside of self to the experiences of others andarstmiSpiralisnt;”®

19 The term autofiction was first introduced by SeBymibrovsky on the back cover of his wdtits (Son

or NetworR in 1977. Jacques Lecarme in his chapter “Origind evolution of the notion of autofiction”
(“Origines et évolution de la notion d'autofiction”in Le Roman frangais au tournant du XXle siecle,
Bruno Blanckemen, Aline Mura-Brunel, and Marc Daeleds. (Paris : Presses de la Sorbonne Nouvelle,
2004: 15) describes autofiction as “texts whemvails the most perfect heteronymity between thers
author and the protagonist-narrator. The notibautofiction has greatly changed over the lastnty-
five years. [...] Autofiction, such as Philippe Lejeuand | presented it accentuated the prafito- and
gave itself a referential object: the lived persangerience of the narrator; autofiction today bagizes
the substantive- fiction, in giving toauto-a specular and autotelic value: it is the nareatifthe genesis
of a fiction created by itself.” Lecarme also upstht table in this chapter that he created oriyinalhis
work with Eliane Lecarme-Tabond'Autobiographie Armand Colin, 1999: 274-275) where he lists a
broad range of authors who could fall in the catggd autofiction: Ernaux and Guibert (in the caigg
“autobiography as true narrative”), Barthes, Célamed Guibert (according to a strict Doubrovskian
definition), Camus, Duras, Khatibi, Perec and ReGiilet (per the general definition).

199 As noted in Chapter One, Spiralism can be defaseth spiral work constantly in motion. This expiai

in part a suite of ruptures in the developmentheftext. Furthermore, it is not at all necessargawostruct
the work from a particular subject. Writing beconiesm this point forward a true adventure, thataof
multipolar story where each word, playing the rofethe trigger, is susceptible to transform itsatb a
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by simultaneously requiring reader participation in identity conson?® As a result,

individual identity is at once subverted (the author is no longer solefting her own
identity in her autobiography) and exalted (the reader’s individupkereences are
brought to bear on identity creation).

Philippe Lejeune states @n Diary that

An autobiography is virtually finished as soon as it begins sireasttry

that you begin must end at the moment that you are writing it. You know
the end point of the story, because you have reached it, and everything you
write will lead up to this point, explaining how you got there [...] An
autobiography is turned toward the past, of his personality. (191)

Hippolyte, however, points up several authors who (re)define autobiograp$ychs
“Medhi Belhaj Kacem calls today’s autobiographies ‘exobiographibsrida prefers
‘otobiographies,” while Bon speaks of ‘external monologues’ — thatagréphies in
which the reader activates the context” (17). These various lahefsrce the diversity
in describing autobiography in late twentieth and early twensy-fentury French
literature. Chaos theory and its correlates (the Arrow of Tame bifurcation points)
cannot be used texplainthe how and why of literature (in this case locating identity i
others). Yet, using scientific theories as a novel approach foyzamglcontemporary
literature is significant as both domains have been influencedrbharscultural forces.
As a result, these borrowed theories offer insights which would aetve overlooked

due to a popular belief in the irreconcilable differences betwegnce and literature as

core ready to split apart in order to give birtlother verbal entites. In this sense, the spiraltimately an
open work never finished. The spiral is an attetogiapture the real in the diversity of its aspédtauss.

20 Other contemporary authors who are not addressekis analysis and have written autofictions and
autobiography include Michel TournieLd Journal extimeMarie RedonnetGandy Story, and Hervé
Guilbert Suzanne et LouiseGuilbert presents an interesting case studian he, like Ernaux ih’'Usage

de la photo incorporates pictures and text into his autdfictibiographies. Hippolyte has characterized
Redonnet’s autofictions as “always initiat[ing] setming, bringing order out of chaos.”(126).
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equivalentieux de savoif®* Annie Ernaux supports the idea asserted earlier that there is
an important rapport between science and literature particularlifrance as she
acknowledges in an interview ra France dans le monde 2000:

| believe there is a very strong relationship between the gotitvivriting

and scientific research. The scientist has a method, andhgtmethod,

he tries to see if it works. And I, relative to the projéct dloing, | give

my method, and | formulate in the book a kind of discourse of the method.
It is what | do at the beginning afEvénementior example, but also
elsewhere. (Péchedlj

Ernaux’s statement exposes writers’ continued belief in lisraand science both as
lieux de savoirreinforcing this investigation’s choice of borrowing theories femence
to bring a new critical perspective to literary analysis.

Journal du dehorsaandLa Vie extérieurdoy Ernaux are constructed like a diary.
Alain Girard in his bool.e Journal intimg(The Diary characterizes a diary as a text
written daily where the author is personally present in thge #d the writing is not
destined for the public. However according to Girard, “to be intinséiteit is necessary
that the observation focus on the same person as the writer, priviite side of his life,
rather than on the exterior side [...] Even if the writer portexterior events [...] it is
not the event [...] which interests the writer” (32%. Yet, Journal du dehors@ndLa
Vie extérieurepresent observations of haphazard public encounters with little to no
internal observation by the author. Nonetheless it is precisebe thxterior events that

interest Ernaux. Scenes from the metro or the grocery stordsmwthere are presented

21 5ee Chapter One for a more developed presenttitis idea.

22 Je considére quil y a une parenté trés grande &attivité d'écrire et la recherche scientifique
scientifique a une méthode et, avec cette méthibdssaie de voir si ga marche. Eh bien moi, pppoat

au projet qui m'occupe, je donne ma méthode, jadt# dans le livre une espéce de discours de laauét

: c'est ce que je fais au débutldEvénemenpar exemple, mais aussi ailleurs.

203 Mais, pour étre intime, encore faut-il que I'ohgeion porte sur la personne méme du rédacteutesur
cbté privé de sa vie, plutdt que sur le cété extir{...] Méme s’il évoque des événements extérieurs
[...]Jce n'est pas I'événement [...] qui intéresse le oéelar.
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as brief, fragmented, chaotic, and non-linear but surprisingly quotiii@minimalists
retain the banality, the ‘chosisme’ originated in the Nouveau Romwifathe object
presented in its normal milieu (27,

The formless structure and recorded quotidian moments are commalaty as
noted by Girard (3). However, contrary to Girard’s definition, Ernaurs this diary
focus from internal to external, reflecting a shift or (redilon of autobiography as
characterized by Kacem, Derrida, and Bon. Moreover, the disjointedatfoomher
“reality” snapshots combines with the equally haphazard contezdabf entry to offer a
characterization of the modern identity: a chaotic one. Each sh&yrecords seems
unrelated to the previous one, unless specifically noted. For exampbernimal a suite
of unrelated entries beginsJdournalwith “A handicap person was at a cash register [...]
We were waiting at the dentist [...] The S.N.C.F strikers [.(50-51F% and inLa Vie
“The closing of the Renault factories in Vilvorde in Belgium][In Cuba children rent
their toys to other children [...] This afternoon, for an hour, Laet#istudent, recounted
on France Inter [...]" (89-90%°° Consequently, the act of recording these events imitates
the structure of the Arrow of Time: no causal link between eventhe past can be

determined opening up continued possibilities for future encounters. Asul, rher

204 Robbe-Grillet, in his worlEor A New Novel: Essays on Fictigfiransl. Richard Howard. Evanston, IL:
Northwestern University Press, 1989. TranslatiofPofir un nouveau romarParis: Minuit, 1963) states
the purpose of objects in the New Novel (21): “tast of this universe of “signification” (psychologl,
social, functional), we must try then, to constractvorld both more solid and more immediate. Letet
first of all by theirpresenceahat objects and gestures establish themselvddetthis presence continue to
prevail over whatever explanatory theory that rrgito enclose them in a system of references, hdnet
emotional, sociological, Freudian, or metaphysilrathis future universe of the novel, gestures aigcts
will be therebefore beinggomething’

295 Un handicapé était aux caisses [...] Nous attendicimsz le dentiste [...] Les grévistes de la S.N.C.F.

%% | a fermeture des usines Renault & Vilvorde en iBetg[...] A Cuba, les enfants louent leur jouets a
d’autres enfants [...] Cet aprés-midi, pendant unedidiaetitia, une étudiante a raconté sur Frant In

[..].
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identity follows the same model: finding no connections in the pastuEmadmits that it
is only in the future that she can find her identity.

Instead of using unmarked or rarely marked dates, Toussaint ssphevarious
parts of his workAutoportrait (A L’étranger)by cities and countries, some of which
repeat. Michel Beaujour states: “The absence of continuous narnattiie self-portrait
distinguishes it from autobiography. So does its subordination of arratia logical
deployment, a collation or patching together, of elements undds hieat, for the time
being, we shall call “thematic” (2). Beaujour does not believetheself-portrait genre
is autobiographical because of its lack of narrative sequence. mhlgsia posits,
alternatively, that modern autobiography is no longer privilegingneali retrospective
narrative but one that is chaotic as discussed above. Consequentiyagimented
composition of diary genre and self-portraits are more similar than egpecte

Toussaint’s entries do not follow an explicit time-line, the omhetimarker being
indicated when the narrator admits that, in the last “chaptefieofvork, it has been two
years to the day since he has been in Kyoto, situating theonslaip between the two
visits temporally. He takes the reader through the followingscand countries: Tokyo,
Hong Kong, Berlin, Prague, Corsica, Tokyo, Kyoto, Nara, Vietnamjsiauand Kyoto
again. While the cities are predominantly Asian, the visits have different pugubes
not seem related. Viewed through the Arrow of Time, an undesignatpcersce of
events is expected. As the Arrow of Time is a charadees$ta non-linear system, the
definition of self-portraits as a genre can be revisited armqhasize thematic coherence
over temporal linearity. The Arrow of Time thus offers an optiough which to better

understand the dynamics of a self-portrait.
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Frankétienne’s workCorps sans repéerepresents fifteen short autobiographies
of people from around the world. Similar to Toussaint's work, thezesaemingly no
connections between the self-portraits the text presents. Unlike Toussaxtthowever,
where the author is the common thread throughout all the mini-portiaitbsada the
person in question in Frankétienne’s text changes with each vignattés recalls
Ernaux’s format of describing encounters of people she randomlyeaost day. In
essence, Frankétienne combines the “self-portrait” aspect of Ttusisdineated by
cities and countries and the random encounters of Ernaux. This coioirgti
international self-portraits of a variety of people from thédaas to Zimbabwe passing
by Montreal, Suriname and Guyana suggests the global chaostpresar society and
also reinforces the notion of the universality of the Arrow of &ifs will be discussed
below, each self-portrait offers instances of chaos in each @adercing the notion of
chaos existing on a global scale. Time inevitably moves forwarthase vignettes,
essentially from birth to death, often in one sentence covering two pages.

More than Toussaint or Ernaux, Frankétienne’s works highlight the cammect
between memory and the Arrow of Time. He states in hiageetoCorps “l quickly
understood the spiral of memory and silence. The spectral of memdrgireds as
fleeting traces of exploded islands. The absence of the body. The gajpleof
nothingness. The infinitude of imaginary voices” {9)Frankétienne removes a person’s
physical body from their point of reference in the world to trugpresent the

impermanence and randomness of life. A person’s memory is alefeysging and

273'ai vite compris la spirale de la mémoire et dersie. La spectrale mémoire des étres comme desstra
fugitives d'iles éclatées. L'absence du corps. arite du néant. L'infinitude des voix imaginaires.
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moving and is not stagnafit This aspect will be underscored below by the form of long
sentences continued by artwork and poeti@anps

In Mots d'ailes the emphasis is on the train of thought of the writer when
confronted with worldly chaos. Similar to Ernaux’s short recordingeenfencounters
with others,Mots d’ailesreinforces the randomness of the writer’s thoughts in small
paragraphs that imitate Ernaux’s diaristic style of fractuszordings of daily life some
written in prose, some in poetry, and some in dialogue. Frankétienne claims ief&ée pr
to Mots d’ailes:

In my books, there is transparence and numerous fragments of a
communicative nature with a social, political, historic, ideoldgead
autobiographical dimension, nurtured by collective and personal
testimonies. But at the same time, one finds an atmosphere of,poetr
ambiguity, opacity, ludic fantasy, verbal pleasure [...] | would everoay
mystery drenched in metaphysical uncertainty. And this massif, sometimes
chaotic, enigmatic and babelian, transforms, little by litlle, reader into

an active accomplice in a continual, creative process. An intebfaina
quest in labyrinthine depths. (8)

For Frankétienne, the word as a sign, much more than the content, will take precedence
expressing the Arrow of Time. Ernaux’s content is easilygeizable as a description of

encounters she has during her day. Toussaint clearly desonb@&nts during his

208 George Christos in his bodkemory and Dreams: The Creative Human M{h&w Brunswick, New
Jersey: Rutgers University Press, 2003) relatesariemto attractors and underscores their chargfatg
(69): “Memories change with time because they faterwith each other. Old memories determine which
new memories will be learned by determining whitthagtors a network attains, but the storage ofdhe
new memories/attractors also changes the synaptictgre in ways that change the old memories.
Simulations with simple models demonstrate that orées evolve as the network continues to learn.”

29 Dans mes livres, il y a de la transparence etaiebneux fragments a caractére communicatif avec une

dimension sociale, politique, historique, idéolagiq autobiographique, nourrie par des témoignages
collectifs et personnels. Mais en méme temps, drouee une atmosphére de poésie, d’ambiguité,
d’'opacité, de fantaisie ludique, de jouissance alerl...] je dirais méme de mystere gorgé d'incergtud
métaphysique. Et ce massif, a fois chaotique, éaligiwe et babélien, transforme peu a peu le lecrur
complice actif dans un processus créatif continmne Unterminable quéte dansles profondeurs
labyrinthiques.
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narrator’s travels to certain cities. Frankétienndots d’aillescommunicates the chaos
of his emotions and of those around him without giving specific nefer¢éo places or
events. While Ernaux and Toussaint focus more on content and Frankétiewoeds to
portray the societal chaos around them, all three address “becadengties as will be

discussed next.

Diaristic (Re)Directions

Ernaux records her entries, although not all are labeled, in an apptexi
temporally linear fashion. She pushes us along her Arrow of Tineethatfuture which
is typical for the diary genre. However, she acknowledges theigibility of this arrow
when she says in the prefaceJolurnal du dehorg1993):“l felt the urge to transcribe
the scenes, words and gestures of unknown people whom one meetscbnd®an one
never sees again; graffiti hastily scribbled on walls and et48¢.'° Like the graffiti
that she records in her diary entries, the people Ernaux nmmktsbaerves only once
present her reality as well as their own. In other words,IMellw the same Arrow of
Time.

She realizes time moves ahead, situations change, and “ioiiditions” of each
moment evolve. As she records these scenes, she offers one tdwthaternal
observations in the book. Not only does she witness the Arrow @ around her, she
realizes she too is moving along the same arrow. As a reBaltecognizes her identity
is not found within her, but outside of herself and within others. She asséotginat

So it is outside my own life in passengers commuting on the subway or the
RER, in shoppers glimpsed on the escalator of the Galerieseti@and

#%-ai eu envie de transcrire des scénes, des pad@ssgestes anonymes, qu’on ne revoit jamais, des
graffiti sur les murs, effacés aussitét tracés.
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of Auchan that my past existence lays. In complete stranderysdw not
suspect that they possess part of my history, in faces and hdus |
shall never see again. No doubt | am myself, in the crowd on tlegsstre
and in the stores, carrier of the lives of others. (10621b7)

Unlike traditional diaries, Ernaux does not analyze the past but cdhtineeords her
present and must constantly look to the future to learn more about herself.

Prigogine and Stengers make a similar comparison:

Once we have the arrow of time, we understand immediatelyntaia
characteristic of nature: its unity and its diversity: ubigcause the arrow

of time is common to all parts of the universe (your future isfutyre;

the future of the sun is the future of any other star); diveestyn the
room where | write because there is air, a mixture of gdmsgshas more

or less reached thermal equilibrium and is in a state of motedisiarder,

and there are the beautiful flowers arranged by my wife, which are objects
far from equilibrium, highly organized thanks to temporal, irreversible,
non-equilibrium processeslife End of Certaint$6)

Prigogine and Stengers purport that, even though we all follow the aaow of time,
we are not necessarily exactly the same. Different systich as the air or the flowers
in the room will necessarily follow the same arrow of time dnat still diverse irthe
mannerin which they proceed into the future each according to its inteamaposition.
The air can grow stale, cold or hot; the flower will mostaiaty bloom, fade, and then
die. Yet, these two evolutions will happen together into the futureewide, Ernaux
claims others contain her past, implying her necessarilysveature. Each human
being is different and distinct. Yet, Ernaux must continue into the satare of others

and encountering people to find herself. She cannot go back to the past to find her past as

L crest donc au-dehors, dans les passagers du métta R.E.R., les gens qui empruntent I'escalagsr d
Galeries Lafayette et d’Auchan, qu'est déposée existence passée. Dans des individus anonymesqui n
soupconnent pas qu’ils détiennent une part de nstoite, dans des visages, des corps, que je mésrev
jamais. Sans doute, suis-je moi-méme, dans la firdaues et des magasins, porteuses de la vauttes.
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those people who contain her history do not exist in her past; theyirekier present and
her future as she acknowledgegaurnat

Imagine returning to a city from where one left long ago ¢ime will find

the people such as they were immutable [...] the same misunderstanding
of reality and the “me” as the only measure [...] desire topteca the

“me” of another time in the beings stuck forever in their ilastge at our
departure from the city. (74¥

Even she is not a constant in time and cannot try to go back to than et current
present “state of being” as she has also changed. Furtherdaraex rejects looking
within herself to find herself as she noteslaurnat “I am sure that one can learn more
about oneself by embracing the outside world than by taking refude imtimacy of a
diary — which, born two centuries ago, is not necessarily etd®l*** The diary genre

is not eternal for Ernaux whereas, with the Arrow of Time, thddnereternal since the
Arrow of Time assures the future’s openness. As such. She must look to the fuhee for
identity. She echoes this sentiment on the back covetaolVie extérieurewhen
considering the strangers she encounters daily:

It even seems that it's not me who has recorded them. Théikeateaces

of time and history, fragments of a text that we all write onlyiving.
However, | also know that in the notations of this exterior life, nioae

in a private diary, sketches my own history and the faces of my
resemblance$:’

Z2imaginer en retournant dans une ville d’ot I'ast parti depuis longtemps qu’on retrouvera les gens
tels qu'ils étaient, immuables [...] la méme mécorsaise de la réalité et le moi comme seule mesure
[...] désir de ressaisir le moi d’autrefois dans desséarrétés pour toujours sur leur derniére indagetre
départ de la ville.

23 Et je suis sOre maintenant qu'on se découvre gshendavantage en se projetant dans le monde
extérieur que dans l'introspection du journal irgimlequel, né il y a deux siécles, n'est pas fmeet
éternel.

2411 me semble méme que ce n'est pas moi qui lesaascrits. Ce sont comme des traces de temps et
d’histoire, des fragments du texte que nous écevons rien qu’en vivant. Pourtant, je sais agasidans

les notations de cette vie extérieure, plus que danjournal intime, se dessinent ma propre histeirles
figures de ma ressemblance.
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She recognizes that many people of her fragmented life coastitat being.

Consequently her identity can only be realized in living real life.

Evolving Self-Portraits

In his reflection on “Vietnam” irAutoportrait Toussaint compares life in Hanoi to
life in general “Traffic in Hanoi is like life, even, generousyundant, dynamic,
perpetually in motion and in constant imbalance” @8).ike Ernaux who realizes she is
trying to capture glimpses of life that come and go, Toussaintt&dioniime’s inevitable
passing, however unpredictable. His description is essentiallpftttag scientific Arrow
of Time:

Time was flowing and | couldn’t do anything to stop it, | was@vwadong

in the flow of traffic in Hanoi, all this intense traffic whi¢lowed at the
same time that | did in the streets like water in an overfiovireerbed,
never confronting an obstacle, but always avoiding it, dodging it and
following its route, snaking, weaving, starting again and always
advancing, following its path without anything constraining it, without
ever forcing anything, imposing nothing and being however irrbkasti
imperious, with the force of the wind, the necessity of the tides.(86-87)

As Prigogine and Stengers advocate, everything and everyone fatewame Arrow of
Time although each person or object does so according to her own lictarstitution.
Toussaint’s description emulates this belief. In addition, time igpadtcularly linear,

and traffic offers an excellent metaphor for how we advance iArtosv of Time: traffic

25| a circulation & Hanoi est comme la vie méme, g, inépuisable, dynamique, perpétuellement en
mouvement et en constant déséquilibre.

2% | e temps s’écoulait et je n'y pouvais rien, j'étaintrainé dans le flux de la circulation de Hatmite
cette intense circulation qui s’écoulait en ménmape que moi dans les rues comme de l'eau dans le li
d'un torrent, n'affrontant jamais 'obstacle, mdiévitant toujours, I'esquivant et poursuivant saute,
sinuant, se faufilant, repartant et avancant tasjosuivant son chemin sans jamais rien contrajrgies
jamais rien forcer, n'imposant rien, et pourtanésistible, impérieux, avec la force du vent, laessité des
marées.
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is neither completely predictable nor constant and it cannot be stappealy
temporarily. Likewise, life flows without recourse to the past. Lifevier advancing.
Similarly, the self-portrait genre represents this movemdat:author’s life is
advancing in time although no markers are given to demonstnaiationship between
the events. Other than a brief mention of two trips to Kyoto, thes\tsiother cities are
not interrelated. The physical displacement between citidtediislso imitates the
sinuous traffic pattern and time mentioned by Toussaint here akgot can represent
the “starting again and always advancing” characteristitcnoé. Indeed, in his second
trip to Kyoto, he remarks how things have changed, as in other plabes kisited. Like
Ernaux, Toussaint does not experience the same situations when he returns to a city:

It wasn't the first time that | saw a place disappeaswah that | used to
frequent in the past, to see transformed a place that | had knayh [
became aware that time had passed since my departure fraim Ky] |
suddenly felt sad and helpless before this harsh evidence of time’s
passage. (118-119)

He voices comparable sentiments toward time and is saddenedpabspect of time’s
passage. His nostalgia is bound up not only in the passing of timesbun éhe futile act
of writing as a way to slow time’s passing. He ends his self-portrait itasoiicg:

Until now, this sensation of being swept away by time had allags
attenuated by the fact that | was writing, to write wasome way a
method by which to resist the current which was sweeping mg, awva
manner to inscribe myself in time, to mark some reference pioirttee
immateriality of its passage, some incisions, some scratches. (1142120)

27 Ce nétait pas la premiére fois que je voyaisiadisparaitre un lieu que j'avais fréquenté dangdssé,

se transformer un endroit que j'avais connu [...] s gonscience que le temps avait passé depuis mon
départ de Kyoto. [...] Je me suis soudain senti trestempuissant devant ce brusque témoignage du
passage du temps.

218 Jusqu'a présent cette sensation d’étre emportéep@mps avait toujours été atténuée par le faét q
j'écrivais, écrire était en quelque sorte une faderrésister au courant qui m'emportait, une manis
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Ernaux has made analogous claims that writing is a mechanidopttirse as discussed
in Chapter Two in relation to dissipative systems. Writing, likehsdissipative systems,
is a way to bring order to and slow chaos, if only temporarily. Toussaint, in waitedf-
portrait situated abroad, experiences the extreme limits e¥irge identity in foreign
places through writing. Not only is he describing himself among gthatsamong other
foreigners.Changing the point of reference from his fellow countrymen toigoess
suggests that Toussaint underscores the importance, indeed preténetatng identity
to strangers and foreign cultures. Toussaint’s point of view herrettiates him from
Ernaux in the process of shaping their identity. Ernaux chooses a dosatsnhg while
Toussaint chooses a foreign one. However, writing, which is used tobgekfe, will
not stop time as time cannot be stopped. Places and people will dwarigrially as
Toussaint notes here and in his other works discussed in Chapter Two.

As Craig B. Brush notes, “Amid the welter of self-portraitse ahing remains
clearly true: the artist does not change his style when hetakdsrthe unique subject,
himself. A Van Gogh portrait of himself is immediately agnizable as a Van Gogh”
(20). A Toussaint portrait of himself is immediately recogbigaas a Toussaint and the
themes that accompany his portraits even in his fiction. Conségumrén writing about
places in detail will not keep them from changing. His visakbi@ Kyoto confirms this
fact and consequently, his written description of them will chanige fifst trip to Kyoto
was spent outside the city with a friend from Luxembourg. During his secontievisihs

alone and nostalgic about changes he notices in the metro stations and the city squares

m'inscrire dans le temps, de marquer des repéras tianmatérialité de son cours, des incisions, des
égratignures.
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While these writings may capture the moment, they are natagt&nother visit
to Kyoto will inevitably lead to more realizations of changeke Arrow of Time allows
an interpretation that change and time’s passage are inevitablthat writing a self-
portrait is not a permanent representation of self, but is ratileemwhich evolves. As a
result, the identity painted in a self-portrait cannot be retotisqee but must forcibly be
prospective. Toussaint’s anxiety over this impermanence is voicdgk inldsing lines.
Ending his self-portrait on this mournful declaration of time’sspge suggests that even
after writing his self-portrait, he has not been able to captunedii in time. It was his
return visit to Kyoto which exposed this underlying sentiment. Howewnstead of
viewing this incomplete self-portrait as inadequate, the Arrow iofieToffers an
interpretation which allows the existence of an incompletepsetfait. As time is still
evolving and the world is changing, [tlhe concern is not that a persinowsing in a
world of unknowns, but rather that she is advancing and changinghsitdrld. While
Toussaint'smalaiseindicates his desire to preserve time, the Arrow of Time allthe
reader to understand what Toussaint is suggesting: time is nigibée¢o identity. Time
is integral to identity.

Incidentally, Toussaint’s title can also be interpretedSaH-Portrait (To The
Stranger). With this title, Toussaint challenges the traditional notion df@traiture.
Anyone reading or viewing an unknown self-portrait will alwaysIstranger by moving
forward in time, by discerning our identity, that we may not bengaes to ourselves.
Again the malaise expressed in the ending of Toussaint’'s work sekisadesire for
identity to be concrete and permanent. This other interpretation ditllhesuggests

however that Toussaint is a stranger to himself in spite of his self-portrait



218

The Spiral of Diaries and Self-Portraits

In Frankétienne’sCorps each self-portrait is presented by a different person
challenging the traditional notion of self-portraiture by ortestacreating the entire work.
Frankétienne does write the entire work. However, each vigiset@mposed in the first
person immediately framing a self-portrait. As the title sstggethe work “bodies
without bearings” will offer descriptions of individuals without argference or link
between them. Similar to Toussaint’'s portrayal of the disconeess between
journeys, Frankétienne’s examples not only change location, but alsodiralivi
character$!®

The pattern to each vignette, when read linearly, is approximegdtylows: self-
portrait, a painting with various undefined forms often with words fadedthe
background, a poem, another painting, followed by another poem. No relgticesinms
to be established between each of these individual parts. The cphys$near
progression through each chapter imitates the Arrow of Time: wdmld’rigogine and
Stengers claim, we all follow the same Arrow of Time, eiaclividual does so in her
own way. Likewise, although the overall linear progression of edgnette follows the
same order, the stories, drawings and poems are all different and unptedicta

On the other hand, as Frankétienne has noted, a spiral can be reporideaft’
Understood in this fashion, the spiral is an excellent imitatoh@fArrow of Time as

movement into the future is unknown. A reader may choose to reéektha one order

29 His self-portraits visit the following countrieBplivia, Costa Rica, Montreal, Grenada, DominicajtH
Panama, Peru, Zimbabwe, Suriname, Jamaica, Colo@bile, Guyana and the Bahamas.

220 Frankétienne, in the preface Wiravocal, offers the following definition for a spiral tegt2): “Mobile
maps. Variable axes. Nothing is imposed on theaeatho can thus evolve, in the space of the book,
without the constraint of observing a pre-estaklishinerary. In such a case, the pagination oetyes as

a point of reference. It does not define the oafareading. The title is only a problematic indmatvith
multiple resonances.”
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during one reading, and choose another order for a second readitigeséninstances,
the order will be unpredictable but the reader will still “fiifishe work eventually. This
order may never be able to be spontaneously recreated. The exantupdggrs may be
reread in the same order if the reader notes them, but allnitial“conditions”, that is,

feelings and events surrounding the reading can never bateztiexactly. The Arrow of
Time allows the reader to view the text as one which is aotigt advancing and
connected, however chaotic and unrelated it may seem.

A frequent characteristic in each of Frankétienne’s vignettesne sentence
covering two pages which describes the person’s life fronm bartdeath. This form
suggests a life in constant movement. In fact, most of these tegraae written from the
point of view of a dead person, which is another challenge to a tradiselfigdortrait.
This perspective is essential in order to structure the pastrahe Arrow of Time and to
ensure its irreversibility. While each vignette offersvesal concrete markers of the
person’s life (where they were born, the city, the date, and howdibdy, the structure
and content suggest an individual withogpéres

streets of chance (32)

or

to not drive anywhere but to the very depths of the night (32);

or

| prevail, | slave away, | commit crimes, | rhyme, | flyfjyf away, | twirl

in a thousand flowers of writing and | erase doors and windows &t gre

metaphoric coups (39);

or
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| especially lived in Lima at the heart of the urban brouhahas
tombolocotos cocolocos solocotos in the middle of a babel of torn, bloody
wings and in the middle of a chaos of an earth flower (56);

or

| pursued the Caribbean quest in the pirating of stars shipwreckeedet
Bermuda and the Bahamas in the sweet perfume otadgvre exquis
between the absence and presence the foam of nothingness in austroci
triangle. (1015*

The lives of each person are characterized by a lack of boundademarkers. As such,
their life follows the uncertain Arrow of Time. Although told refrestively after death,
chaos and chance pervade each life. As one might look retrospediivedy chaotic
system, the chaos and incertitude are still prevalent. Aspctive analysis does not
bring order to the system, just clarification of the chaos pregentsuch, the self-
portraits inCorps reflect this chaos. Only the first two portraits contain ntbe: one
long sentence. In these cases, the portrait is intermixed withsiemgnces and short
fragments. As the Arrow of Time is unpredictable and irreverssadme memories come
in spurts whereas others seem to begin a thread of life thetnisnuous without
interruption, however unexpected until death.

In Mots d’ailes (Wings of Words in Endless Abyssdse title in French also
sounds like “Models in Endless Abysses” as well) the notion of the echo servedaio ex

memory and its relation to the Arrow of Time. This book is composdchgients of

22 ryes du hasard” (32) ; “pour ne conduire nulletppi'au tréfonds de la nuit” (32); “je prime jérte je
crime je rime je vole je m'envole je virevolte enllenfleurs d’'écriture et je rature portes et feréta
grands coups de métaphores” (39); “J'ai surtoutuéc Lima au coeur des brouhahas tombolocotos
cocolocos solocotos urbains au mitan d’'un babeled'aléchirées ensanglantées et d'un chaos adieur
terre.” (56); “je poursuis la quéte caraibe dangitaterie des étoiles naufragées entre les Bersetle
Bahamas au doux parfum de mon cadavre exquis kailhsence et la présence les écumes du néant dans
un atroce triangle amer.” (101).
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poetry, prose and narrative. Like Ernaux’s texts they are raydspatced throughout the
text and characteristic of Frankétienne’s works in the séragehe fonts and size of the
letters vary. The fragments do not seem to be connected in thedé¢here is no
underlying narrative. As a result, although not directly nameddiarg, Frankétienne’s
Mots d’ailesand Ernaux’s “extimate diaries” resemble each other. Tigenkats inMots
d’ailes represent spontaneous ideas and thoughts of the author. As with Ereads;
the entries inMots d’ailesdo not offer self-reflection, but rather general observations
about life.

In a more explicit fashion though than Ernaux’s teMsts d’ailesunderscores
time’s transitory qualities:

A voyage without caliper or compass towards the devastation an adventure
of blindness irresponsible to a shipwreck of perfection [...] Life
submerged in unpredictable adventures bypassing the game of entangled
roots, the birth of flowers and the fire of fruits. (20)

or

Divine itinerary/the epiphany of the universe/of an infinite banth/
elsewhere without borders (55)

or

It's true that all is relative in this universe of incertitudes. (326)

As with Ernaux and Toussaint, Frankétienne recognizes that immtbe stopped and

that life is filled with uncertainty. Frankétienne’s text, wedl through the Arrow of

22 Un voyage sans compas ni boussole vers I'anéantist une aventure d’aveuglement irresponsable a
perfection de naufrage [...] La vie submergée d'avestumprévisibles outrepassant le jeu des racines
enchevétrées, I'éclosion des fleurs et lincendies dfruits (20); Itinéraire divin/I'épiphanie de
l'univers/d’une infinie naissance/un ailleurs sdrantiéres (55); C’est vrai que tout est relatifndacet
univers d’incertitudes. (126).
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Time, proves that the structure of time is an essential treameell as a structuring
element, instead of simply appearing as a chaotic, surrealistic, rtahrgroduction.
With over 300 pages of three to five fragmented entries per page, aothe
entire or partial sections of the entries do repeat, imitatimgiteen translation of an
echo. Some of the entries repeat word for word while others cosligint alterations.
The texts surrounding each fragment are different in each insocetimes, the repeat
fragments are also surrounded by modified “echoes” of other &aiymA structuring
model of the text is a spiral, one metaphor for the Arrow ofiefi®, one which is
regressing, assimilating and advancing. These echoes caserpleiman memory:
some episodes are sparked by similar situations, some memetges under very
different circumstances, and even some thanks to other memorieé\ribwe of Time
suggests that time is not reversible and that life is unpredictaldlewed as a spiral,
memory continues to evolve. As in Toussaint’s text where tinflewsng like a current
that goes around obstacles, regresses, but is always advaneinkgtienne’s echoes,
serving as memory, also trace this path. Retrospectively, eclikesnémories, are
fleeting and their emergence is never known. Similar to evolvingtitgediscussed
above, memories, viewed through the Arrow of Time, too are evolving an@iogan
Like identity, they are not fixed. Frankétienne mentionsviots d’ailes “cacophonic
echoes” (149) suggesting that memory, like echoes, are not harmtffiGmence

defines an echo as a sound which is reflected off a surfacetacok repeats due to the

22 5ee Chapter One (“Difference and Repetition”)datiscussion of Overton’s suggestion of the spifal

a chambered nautilus as a metaphor for the Arrowiofe. Also discussed in Chapter One (“Time’s
Arrow”) is the question of the physical directiof the Arrow of Time as suggested by Prigogine and
Stengers. Prigogine does not address whether tbhes @ straight or curved, but only that it advanae
time. This analysis posits that the Arrow of Tinadunction like a spiral.

224 échos cacophoniques
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reflection. The repetitions however will be slightly differerdnh the original sound due
to sound wave’s contact with the surface. Frankétienne’s repetitidraginents of
fragments emulates these sorts of echoes. Consequently, modepneiatens of
memory allow for representations of a memory that is discoatdeanpredictable and
evolving, freeing the human being from “the game of entangled roots.”

“Our most sweet existence is relative and collective, and ower gelf is not
entirely within us. Finally, such is man’s constitution in thig that we are never able to
really enjoy ourselves without the participation of others” (Z2¥0This quote is from the
dialogues Jean-Jacques Rousseau wrote between 1772 and 1776 in the form of a
conversation “between two characters”, ‘Rousseau’ and ‘The Frenchwh® discuss
‘Jean-Jacques’s’ works and ideas. Thus, the idea of locatingtyden others is not
singular to the twentieth century. The opening quote to Ernalmisnal is an excerpt
from Rousseau’s text and establishes a precedent for manysebsauthors: “Our
true self is not entirely within us” (6%° To add one more example among many others
in French literature, in discussing self-portraiture, the miaod one of the most
renowned self-portraitist, Montaigne, Brush states:

Does Montaigne need some analogue of the mirror for his wrigkén s
portrait? One might argue (I would not) that he did. The argumentdwoul
run as follows: his only way of knowing or seeing himself would
ultimately depend on seeing himself through others. We know ourselves in
the last analysis by using words to describe ourselves, wordh wia

can learn from others. Our social codes, our expectations for oursalves
are instilled in us by others who are the mirror without which we could not
see ourselves. The self cannot exist and could not be aware hirig

2% Notre plus douce existence est relative et callectet notre vrai moi n'est pas tout entier ensou
Enfin, telle est la constitution de 'homme en eatie qu’'on n'y parvient jamais a bien jouir de sans le
concours d’autrui.

226 Notrevrai moi n’est pas tout entier en nous.
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without this context. While there is some truth to this way of thopkiinis
a truth that does not particularly illuminate Montaigne’s case. (21)

While Brush would advocate that Montaigne only needed self-reffect create his
self-portrait inLes Essaisthis investigation suggests, as does Rousseau, that in fact the
world outside of the self is exactly the mirror needed for seleknowledge. Within this
world is chaos, and chaos theory helps to reveal how each of thbBsesauges such a
mirror. Ernaux chose Rousseau’s quote as an extremely pertineguepi Toussaint
astutely marked his self-portrait as one developed abroad, or inrtigany of strangers
in foreign lands. Frankétienne qualifies his self-portrait andem diary as one without
references, physical and emotional. Ernaux’s experiences in &te,nToussaint’s
encounters in foreign countries, and Frankétienne’s retrospegipreaeh to memories
constitute the mirror needed for the creation of self-identity.

Consequently, this analysis points up an idea within the ‘ecology a$’idethe
late twentieth century about identity that pervades both libexatnd science. As Hayles
advocates: “[My approach] seeks to delineate an ecology of, iteage similarities
between scientific and literary theories as interrelated pitopus that appear in separate
discourses concurrently because they are responses compatibletheitbultural
environment” Chaos Boundl77). Ernaux locates personal identity in others, Toussaint
paints his identity in relationship to his encounters with foreigreamgl Frankétienne
underscores the fragmentary notion of memories. Prigogine andeBsepropose the
concept of the irreversibility of time which prohibits looking intéix@d past to explain
the present or the future which this investigation is using toosxpidentity in
contemporary French fiction. This assumption necessarily calts duotestion the

definition of the diary and self-portrait genre which traditionatigates identity in the
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diarist or self-portraitist and suggests an exception in the ,ganrexception which
allows identity to be found in others, in the future, in evolving mema@unesneither in
self nor the predetermined past. Life is chaotic, but as a asihié Arrow of Time, the
notion of identity will evolve from chaos and not be lost in it.

The Arrow of Time also prescribes that one cannot turn backldbk t better
understand why the system chose to either remain chaotic orlftorganize.” Fieke
Schoots in her booRasser en douce a la douane: I'écriture minimaliste de Minuit (From
qguiescence to declaration: minimalist writing of Minuit publishing hossggests that
chance is the principal organizer of the minimalist narrative (130). Shesclaim

Minimalist writing is not characterized uniquely by brevity, setyr and
simplicity, but especially by the absence of causal conjunctiorel a
levels of the narrative. Due to this absence, the arbitrary bectime
organizing principle of the narration. This does not mean that the
narratives are deprived of structure, but that traditional orgamzatas
abandoned for example in favor of recursive structures. These are the
characteristics of the minimalist esthetic. (56)

However, in light of chaos theories, she views “chance” as a cgmapimulation of
invisible causes (130). This investigation will explore the function am$exjuences of
initial conditions, bifurcation points and instabilities in the diagnmg represented by
Ernaux’s Journal du dehors La Vie extérieure and L'Usage de la photoand
Frankétienne’sMots d’ailes en infini d’abime, Le Sphinx en feu dénigneesi
Ultravocal before concluding with the analysis of a modpotar or detective novel by

ToussaintLa Réticence

227 | *écriture minimaliste ne se caractérise pas uminent par la briéveté, la sobriété et la simpliaitais
surtout par I'absence de conjonctions causalesua kes niveaux du récit. Du fait de cette absence,
l'arbitraire s'affiche comme le principe organisatele la narration. Cela ne signifie pas que legg&ont
dépourvus de structures, mais que l'organisatiaditionnelle a été abandonnée par exemple au pl®fit
structures récursives. Celles-ci sont caractétissgle I'esthétique minimaliste.
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Initial Conditions and Bifurcations: Narrative Instabilities and SelDrganization

As mentioned in Chapter One, Poincaré early in the twentieth gentur
acknowledged the impossibility of knowing exactly all initial corutis of a non-linear,
dynamic system. Simply, all the influences and forces ituat®n cannot be detailed.
Prigogine and Lorenz would later draw a similar conclusion. Thisishohportant
implications for contemporary literature. While an author widgent narrative details, a
fictional work can still take unexpected turns. Critics hauggested that a literary
description cannot be exhaustive. Consequently, the reader will not khooé al
character’s “initial conditions.” Therefore, chaos theory, spailfi through bifurcation
points, offers the possibility to investigate a previously unexplomtequence of an
incomplete literary description.

Initial conditions lead to a series of bifurcation points, anotheetteof
Prigoginian chaos. These points exist on the margins, far fromqtigbrium or center
of a system, and indicate a point of instability in the system. As Weisserts

Bifurcation theory is one of the best-understood models of how ardere
structures can arise from disorder. This model posits intlycéteund

local sites of randomness within larger patterns of order, which
exemplifies the complementarity of chaos and order. Bifimcaheory is

a local theory because it specifies the behavior of the systénal sites,

but does not describe the system’s behavior away from these regions.
(234)

As such, this analysis will examine certain bifurcation pointe@hents of instability in
the tutor texts and will analyze any movement from chaos to ordesm chaos to more
chaos at a certain location in the texts even if the trend diifilmeation point will not

indicate a tendency for the entire text.
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Textual instabilities are also an important focal point for coptaary scholars in
challenging assumed concepts in a text. As Kenneth Knoespel points out,

Today even the casual observer of academic frontiers regassérft from

an unguestioned faith in the consistency of metaphysical systems and
mathematical logic to a hypercritical expectation that perturbati@ysbe
detected in all systems of thought. Where critical inquiry prewousl
assumed stability, it now explores instability and confronts corplex
previously ignored or simply unseen. (100)

In literary theory, Joseph Grigely summarizes two popular focuses on textahllitiss:
“Deconstruction has taught us about the author's (and reader'gbilitgs and
discontinuities vis-a-vis language; textual criticism haghéws about the instabilities
and discontinuities of texts themselves” (90). This analysis, howsilelgok at the text
itself in an attempt to define a third textual instability ahdracterize the instability or
“unstable equilibrium” which is causing the bifurcation.

As Prigogine and Stengers have asserted, the location of bidargmints and
the reason for opting for more chaos or more order is completely raadrmannot be
known before a system evolves. Retrospectively, bifurcation pointsecaetbrmined,
but that does not ensure that the system will bifurcate at the paint again. Likewise,
when an author writes a text, she cannot predetermine where itisslbilay occur.
However, examining textual details surrounding the bifurcation of cdaeatplexts may
shed light on to situations that render a text “unstable” and tbsistan creating a
definition for such instabilities.

Systemic fluctuations influence bifurcations in a scientifideaysas discussed in

Chapter Two. Prigogine and Stengers offer a simple compasfswhat defines a stable
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and an unstable equilibrium when a fluctuation or perturbation sduted around the
system’s equilibrium:

Consider a pendulum [...] originally at equilibrium [at rest] [.f.&lsmall
perturbation is followed by a return to equilibrium this systemesgnts a
stable equilibrium. In contrast, if we put a pencil on its head, ntadlest
perturbation will cause it to fall to the left or right, giving asnodel of
unstable equilibrium.The End of Certaint80)

Since the pendulum returns to its initial center it is consideoedhalve a stable
equilibrium and it is a reversible system. The pencil, howevelrnailreturn to standing
on its head on its own and is thus considered to have an unstable equilibriucannot

be reversed, or is irreversible, to its initial state. Likewibes investigation will seek to
depict the small perturbations that cause the tutor textsftar¢hte” in an effort to better
understand the texts and their instabilities. Specifically, thadyais posits that identity,
“stuttering” to a lesser degree, and the novel as a genrsemi as a point of instability

in modern fiction.

Diaristic Centers
Ernaux focuses on places which exist in the mafffifis JournalandLa Vie the
R.E.R and the supermarket for example. Ernaux insists on trangcsbenes from

places taken as ordinary because

228 The notion of margin, center, and locality areeesisl elements of identity in postcolonial and aitdrn
studies as well. Indeed undertones of chaos angr grervade the binary metaphors from these domains
such as colonizer/colonized, enlightened/ignoraitilized/savage, men/women, and West/East. Homi
Bhaba's third space and notion of hybridity cettaioffer an alternative to this binary relationshipoth
postcolonial studies and Prigoginian chaos thedtynmpt to re-center the universe from the margins.
Prigoginian chaos goes a step further however aridally affirms the complementary relationship
between chaos and order: at bifurcation pointtdlations or dissipative structures force the syste
randomlychoose between evolving to an ordered system oert@in a chaotic one. Consequently, chaos
can lead to order or to more chaos in an internnéedback loop. Therefore, bifurcation pointseoff
subaltern and postcolonial studies a new lens tiiravhich to analyze the above binary relationshis.
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There is no hierarchy in the experiences we have of thkel o] The
sensation and reflection that places or objects inspire are indepearide
their cultural value, and a hypermarket offers as much senskuanain
truth as a concert hallJgurnal 9)*?°

This is where she proposes most people exist: on the traditiongé.frirhis fringe
howeveris their “center.” “Out there” on the fringe are chaotic intvas, instabilities
and encounters: life in essence. Viewed through the notion of hiturcpoints,
Ernaux’s text can be considered as a chaotic one but also orfe agcierately captures
the natural chaotic nature of life. A diary is usually centered parson’s life. Ernaux’s
diaries, however, turn the focus from a traditional center of “$eline of the marginal
“other.” Immediately she challenges the notion of center andyiman the chosen
content of her ‘exterior’ diary. It is at places far from eerihat Prigogine and Stengers
suggest that an event will reach a bifurcation point and wilbiaecunstable or chaotic,
then choose a deterministic (stable) route, or continue to be unstablé chooses a
stable route.

The concert hall which hosts repertoires from Bach to Wagnehe usual
“center” of high culture and the “supermarket” is usually far from thigereas a place of
“higher” truth in who we are. In botbournalandLa Vie Ernaux references the poor,
young people, old people, mothers, babies, and foreigners, all who do notut®nst
anything extraordinary in society but who represent real §fe@osed to movie stars,
prominent political figures or top athletes. Paradoxically, Erdeasns more about life

in the ordinary world than at its “assumed” center: conferdvaiks, galas, the upper

longer do texts need to be examined through aeréithrelationship but through one in which botlaah
and order play complementary roles.

29| n'y a pas d’hiérarchie dans les expériencesrmpues avons du monde [...] La sensation et la réftexio
gue suscitent les lieux ou les objets sont indépeted de leur valeur culturelle, et I'hypermarcliféeo
autant de sens et de vérité humaine que la sattertzert.
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class, and ‘mainstream politics’. In fact, she finds them vogkate as she stated m
Vie: “Once again, the media legitimized propositions, however absurd, &om
authorized voice. | hated it. (This is why | am writing thigses)” (87)%%° She explicitly
chooses the “margin” from which to write; resultantly, bifurcations occur.

Two levels of organization exist in Ernaux’s texts. First,ther diary, the writer
will organize the entries following the Arrow of Time. On anotlesel, the entries in
these works are brief, fragmented, and unrelated, offering ao céise and effect. In
essence the entries represent chance encounters or bifurcatiorbptvrgen the narrator
and the outside world. Prigogine and Stengers would agree thattlsescof these
encounters are invisible as turning back the clock will not reteal origin. The system
self-organizes, but only in terms of probabilities. In Ernaux’s wahese choices and
“self-organization” can be seen as people’s reactions to certain situations

For example, irLa Vig Ernaux describes a scene in the grocery store where “un
type” (a guy) is complaining loudly about the customers who paybgkcor credit card
but not by cash. She notes the customers’ response: “Like for digarsan the metro,
folks look elsewhere” (213** The everyday person, amidst all these chance daily
encounters, “self-organizes” a response to certain unstable séwerifurcation points
which creates an element of identity. A person is usually dgisded who vocalizes a
“truth” which is known by others but often not enunciated. Ernaux’s geeriof the
scene testifies to the fact that most people do not want to dikigpolite” flow of
mainstream society and allow “marginal” people and events t@m&ttnaux, however,

brings to the center these marginal events. As a result, chdasstability ensue and

20 Une fois de plus, le media rendait légitimes lesppsitions, pourtant absurdes, d’'une voix auterisé
J'avais la haine (c’est pourquoi j'écris ces lighes
%1 Comme pour la manche dans le métro, les gensorewgaailleurs.
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thus a bifurcation in response must occur. People must choose eittesptmd with
chaos or with order. In this instance, as Ernaux surmises, people chquseiously
ordered response that suits their purpose.

In Journal Ernaux notes the responses of the passengers on the R.E.R. to two
beggars who enter the train and begin a loud dialogue betweendhef tlvem: “As
opposed to the theatre, the spectators of this scene avoid lookingaatdise act as if
they don’t hear anything. Bothered by life that is a spectactenat the inverse” (104-
105)?% In this case, the audience “self-organizes” a response ofgdidreat this
bifurcation or point of instability according to the situation. NotRAE.R. passengers
may necessarily respond this same way again, but in thisicestat this local site, this
was their reaction. This would also seem to be a marginal gverdst passengers’ lives
that most likely will influence very little their future. How&y Ernaux intentionally
brings this scene from the margins to the center of “truthftd” Beggars do exist and
cannot be ignored. Life is complicated, chaotic, and in these two presxamples,
verbally “noisy” and unstable.

She explicitly compares the “scene” in the metro, a transpilage people use to
get to a final destination, to a “scene” in the theatre, a plagghvis often a “prestigious”
destinationand which portrays fiction but often offers “truth.” Both a theatr@ @ metro
can offer moments of chaos: failed electricity or lossaietis in either case. The metro,
as stated above, simply offers a marginah where more possibilities for uncertainty
exist. The passengers consider this disruption on the metro astablemmoint in their

journey. Ernaux’s “extimate” diary emphasizes the preval@fidbese marginal events

232 A |a différence du théatre, les spectateurs de seene évitent de regarder les acteurs, font epsiita
n’entendaient rien. Génés par la vie qui se donngpectacle, et non l'inverse.
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and the inevitable chaos that surrounds them. Indeed, Raylene Raffisag the
relationship between time, chaos and autobiography in works from tdhéwantieth
century:

Time, in the new autobiographical fictions [...] is at once the verndfy
libidinal obsession and new statistical scientific orders suchhase
emerging from the very unpredictability of the turbulent flovie self-
similar fractal shapes and the sensitive dependency on initialtioorsdi

that chaos theory models as it incorporates both randomness and order.
(40)

Initial conditions (perhaps the mood or schedule of a character) chen&hown
precisely but only approximately, and will condition an event aéréainn bifurcation
point (encounters in the metro for example). The result will eligeichaos or order
which will condition more bifurcation points (encounters).

As discussed in Chapter Twh,Usage de la photas another of Ernaux’s
explorations in autobiography. This work is also an investigation intodern, personal
diary. Whereaslournal and La Vie are more “extimate” diaries, this one is based on
personal photographs of her love-making scenes with Marc MElosvever, she
continues to challenge traditional diaristic conceptions in that bl¢h asd Marc
comment, independently of the other, on the photographs. Usually, the conarents
written a time after the event so unlike a traditional dibat tecords events daily, these
entries are necessarily delayed until the pictures areapmal The photographs depict
the clothes and objects left strewn about where they were taksedw their love
making. Clothing in the pictures includes pants, skirts, underwear, dfglts, and shoes.
These photographs illustrate intimate objects to both Ernaux anik Madramatic

contrast to the public scenesJournalandLa Vie However, pertinent to this analysis, is
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the fact that Ernaux and Marie chose to have at the center wfoitkescenes that are
usually marginal or go unnoticed in works describing passionate love eeuhhe
content, in traditional narratives, is usually focused on the emotionactioms of the
characters and not on where their clothes were randomly tosaaeésdt of a passionate
rencontre These mundane, “marginal” objects of clothing become the center of the work.
Consequently, it is at these margins, now brought to the centethéh@ader encounters
Prigoginian bifurcations and instabilities towards order or to continued chaos.

The pattern of objects themselves is chaotic as Ernaux descfddements,
sweaters, stockings, shoes, had organized themselves according to unkmesyn |
movements and gestures that we had forgotten, about which we werensoioas”
(13)#* The reaction of Ernaux and Marie to the photos differs. Chapterdiseasses
their different approaches to describing each photograph. Ernaesafigiries to offer a
physical description of each photo before moving on to discuss memories surrounding the
photograph or memories of other events which the photograph inspiressNMapeoach
is more varied. He fluctuates between giving an immediateigaiydescription of the
photo and offering his memories surrounding the photo and incorporating details from the
photo with this memory. In both cases, their attempt to verbaleual image is an
effort to bring order to chaos. As such, their verbal reflection orphio¢o serves as a
bifurcation to a chaotic situation.

In these instances, Ernaux and Marie seem to follow a Pnigogoattern of self-

organization of order out of chaos. However, iterations of chaos escwvell, also

233 |es éléments, pulls, bas, chaussures, s’étaiganisés selon des lois inconnues, des mouvemedés et
gestes qu’on avait oubliés, dont on n’avait pasanscience.
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emulating a pattern of continued chaos at the bifurcation. Ernaunds Marie’s
reflections on the photos often wander from the event itself to another one. She admits

Never could | have foreseen the text that we were in the pradess

writing. It is really from life that it came. Reciprocallhe writing under

the photos, in multiple fragments-which will be themselves broken by

those still unknown at this time, of M. — offer me, among other ththgs

opportunity ofputting this reality into a minimalist narrativgoriginal

emphasis; 76§*
The photographs offer the initial conditions for identity exploration. &tisaand
Marie’s verbal responses can be characterized as points of instabifiot only will they
differ, but they will also focus on different aspects of the phopigr&ven with their
written responses, the notion of identity found in the photographs neves teasvolve.
This is exactly the effect Ernaux desires for the readerstaibes: “The highest degree of
reality, however, will only be achieved if these written phatassform into other scenes
in the reader’'s memory or imagination” (£7).The bifurcations will continue with the
reader.

This notion of writing, but also literature at large, recallankétienne’s literary
movementSpiralismewhere the reader’'s continued participation is as important as the
author’s transcriptions. As such, the continued existence of Erndiaxs through the

reader makes the outcome equally unpredictable allowing chaosntmue to exist.

Identity thus serves as a point of instability within and eaten these works. Identity

Z4jamais je n'aurais pu prévoir le texte que nousnsesnen train d’écrire. C'est bien de la vie quit e
venu. Réciproquement, I'écriture sous les photosneltiples fragments — qui seront eux-mémes bpsés
ceux encore inconnus en ce moment, de M.- m’'oéfnére autres choses, I'opportunité d’'unise en récit
minimalede cette réalité.

233 e plus haut degré de la réalité, pourtant, ne ateint que si ces photos écrites se changeatinatres
scénes dans la mémoire ou I'imagination des lesteur
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construction, therefore, is not restricted to the author’'s work mitie text as the reader
will have the possibility to discover her own identity outside of the text.

Viewing these verbal responses to visual images as bifurcatio@as chaotic
system allows the reader to consider the chaos which is innadte tmodern diary.
Pictures have not typically held a primary, physical position irdiaey genre. Normally,
pictures inspire emotions that the writer translates into wordlsel diary. Ernaux moves
the pictures to the center of her diary, in contrast to the naization of narrative
locations described earlier, in an effort to, as completely as possiate,\sith the reader
her desire to capture the chaos of passion and desire. Words argqués opposition
to the pictures in a margin/center relationship.

Moreover, the photographs serve as the base of inspiration for thesentr
underscoring the important role banal items play in passion. Thusdrsteiewing her
photos as an exhibitionistic expression of passion which has beerdetuitnages of
used lingerie, viewed through the lens of chaos, the reader candpgiteciate the chaos
of passion that Ernaux is trying to express in her work. Accardirigrnaux’s and
Marie’s reactions do show tendencies of self-organization but alsontihued chaos in

a diaristic narrative as described in the Prigoginian model of the physiddl

Spiraling Repetitions

Mots d'ailes as asserted above, can be considered as a chaotic combination of a
modern diary and a self-portrait. Although Frankétienne classifie work as a spiral,
aspects of both of these traditional genres are found in theNekin this chaotic text,

the reader will discover textual fragments that repeat butatrenecessarily exactly
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similar. As discussed in the first part of this chapter, ttepetition emulates
Frankétienne’s vision of a spiral as a work following the ArrowTohe. The spiral
advances, returns slightly back on itself and then advances again.r@petstgons found
within the text can be seen as the text's return upon itselfhwbiiers new “initial
conditions” for the future. Likewise this analysis posits that thiepetitions serve as
bifurcation points in the text, which are one aspect as definedigogtian chaos as
points of greatest instability in a chaotic system. Resutathté system can re-organize
to a higher level of organization or continue a chaotic path urdther bifurcation point
arises. Deleuze also contributed to the redefinition of textuatitiepe as Adrian Parr
explains:

[1]t should be noted that for Deleuze, repetition is not a mattdreofame
thing occurring over and over again. That is to say, repetition is dewohec
to the power of difference in terms of a productive process thdupes
variation in and through every repetition [...] To repeat is to begamag
to affirm the power of the new and the unforeseeable. (223)

While bifurcation points do represent the “new” and the “unforeseedblals of
reorganization, they also fundamentally represent a point of instabilityyistem.

In Frankétienne’s text, several patterns within each repetixist. One pattern is
that the words in the fragment are unchanged and are followed fbyedif fragments.
For example on pages 45 and 93 the reader finds the following pthaslee stutter of
elliptical questions the dry echo of a silent ceastifatiowever, the font and spatial
arrangement of the fragment has been altered on the two gagpage 45, the fragment
is in bold italics with a return after “stutters” (“bégaients”), “elliptical” (“elliptiques”)

and “dry” (“sec”). On page 93, however, the fragment is onlypold with one return

2% Aux bégaiements des questions elliptiques I'é@wodsune césure silencieuse.
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after “elliptical” (“elliptiques”). For Frankétienne, the viswapect of the word becomes
an important part of the text as discussed in Chapter Two. So, tingllysthe fragment
reorganizes. In the first instance, the fragment appears plysitare poetic. In the
second instance, the fragment appears physically more prosaic.

If the field of view of the fragment is expanded on the pagergader notes two
more repeated fragments on both pages: “The austerity of thesangthe flanc of the
night smeared with massacrés’”and “ Flutterings and rustlings of fear ravaging some
bodies without composuré® In this case, the first fragment retains the same spatial
format with a return after the word “night (“nuit”). The font hasanged from non-
bolded to bolded and italicized. The second fragment is bolded in both irsstanotes
italicized on page 45 and not on page 93. Due to the change in italibsigiment has a
return in the middle of the word “ravaging” (“ravageant”) in thstfinstance but after
“fear” (“peur”) in the second.

In addition, on page 93, another fragment has been grouped to the begihning
the “Austerity” (“L’austérité”) fragment which is “Blindnessf a shipwreck in divine
voluptuousness?®® This fragment is also bold and italicized like the fragmentcivhi
follows. From this perspective, the reader notes the substancesefttiree fragments
has also changed. On page 93, new information has been added to theamitiele
fragment. As such, not only has the form of the three fragmentsgetia but new
information has been added. Consequently, around this point of instabilitg text, a

bifurcation has occurred and the text has re-organized itselfrieBlder must decide with

237 "austérité des angles au flanc de la nuit badFmide massacres.
28 Erplements et battements de la peur ravageartadps sans aplomb.
239 Cécité d’un naufrage en divine volupté” with auretafter “naufrage.
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her continued reading whether this new information stabilizeartrefr destabilizes the
text.

As with chaotic systems, why a system bifurcates att@io point is unknown to
the reader or author, at least prospectively. What is known i tiegiresents a point of
instability for the system. One possible explanation for this peifibund in the word
“bégaiement” or stutter. While in this passage Frankétienns dokeuse language to
demonstrate a physical stutter, he does call it by name. Relbnzs say: “When a
language is so strained that it starts to stutter, or to murmur or stamneerlatiguage in
its entirety reaches the limit that marks it outside and makeonfront silence” He
Stuttered113). This straining could indicate a textual instability and consgigua
bifurcation point. The result could either be continued stuttering,cgeljeor standard
language. Frankétienne makes references to stuttering itetjsas with the citation
from pages 45 and 93. Rejecting silence and speaking out agaamstytys an essential
element in all Frankétienne’s works. As such, it is natural taesbifurcation points
would center on stuttering and its confrontation of silence asut ref Frankétienne
organizing this system in terms of chaos and order. Stuttering can be seensasbality
in speech and accordingly, can also be viewed as an unstable textuahpehich to
change directions.

In the citations on page 45 and 93, the stutters serve as a taryieche “silent
break.” Although the image is one of an unproductive attempt tk lheatyrannical
silence which has enshrined Haiti, still the stutter represecisllenge to the silence. As
with speaking, some stutters are more meaningful than others baeadittempts at

communication. Frankétienne challenges silence with sounds and wesicgiscussed
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above and in Chapter Two. Such repetitions, different from repetitidhs the diegetic
world, can serve as a way for the author to create instabiiitiehe text. In the final
analysis, stuttering can also be an instrument and metaphore&imgr instability in a
text.

Other examples of spiraling repetitions include texts thatsaneewhat altered
when repeated and focus on identity. Such patterns can be found iralthgudifirst
presented on page 95 and repeated on page 161:

-You have a rather peninsular memory, shredded in infinite,esedtt
fragments which float in a strange suspension of fog and haze.

-Deep down, what have | become?

-Neither time nor space exists for you.

-1 don’t have any more boundaries.

-You made a mistake and are ensheathed in the deaafinstrombrance
and non-being.

-I'm getting close to the crux of the first essences.

-It's rather the inverse journey to the ultimate border of life.

-What?

-You became a prisoner in the middle of zero of d&4th.

However, between the fifth and sixth line of the dialogue on pagetiéIfollowing
fragment is interjected: “The crocodiles, the caimans andrtakes have invaded the
traumatized/petrifiedpantufiéeerrified/ruined city” (1617* This interjection provides
new information and introduces a new level of organization for the dielolg this

instance in the text, one of the character’s identities has become unstabledting tfé

240_Ty as plutét une mémoire péninsulaire, déchiguatéec d'infinis fragments épars qui flottent dane
étrange suspension de brouillard et de brume. &kl fque suis-je devenu ? —Ni le temps ni I'espace
n'existent pour toi. —Je n'ai plus de repéres. —flas fourvoyé et enfouraillé dans l'air de la
déconstombrance et du non-étre.-Je m’approche dinsiceud des essences premiéres. -C'est plutdt le
parcours inverse a l'ultime frontiere de la vieueg? -Tu es devenu prisonnier au mitan du zérdade
mort.

1 |es  crocodiles, le caimans et les serpents ont aténv la vile

traumatisée/pétrifiée/spantufiée/terrifiée/anéahtie
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possibility for recreation and change. In the second iteratidmeodlialogue, not only the
city but also the character’'s identity has been shattered. ifhterjection serves to
propagate the chaotic image of life surrounding this characteswise, it offers more
description and details to the character’s situation although tiadsdenly add more
chaos to the preexisting condition.

A traditional bifurcation pattern as supported by Prigogine is omaefafked path.
In each example of the fragment, the text moves in a diffefieattion following the
dialogue. As such, the future of the text remains random and ilkstia¢ role chance
plays in the future as the reader decides which fragmeniatb mext. There are other
examples (pages 72 and 139) where, in a later version, part ofatimeint has been
omitted. Finally, there are examples (pages 249 and 310) whermgmeht has been
completely reshuffled such that the lines have been reorderedchncase, the reader
notices a new level of organization. In all these instances théésnbeen altered from
one version to the next, offering another aspect at the forvell d¢ “(re)organization”
in the fragment. The fact that these textual repetitions doamstitute a majority of the
text reinforces the notion that bifurcations happen around points obilitgtéar from
the stable equilibrium of a text. In Frankétienne’s text, twotutdx instabilities,
metaphorical and substantive, have been discussed: stuttering and .iditurgy
instabilities would surely be found in a closer examination of dtteer fragment
iterations.

Frankétienne also offers instances of such repetition in othtr $exh as his
poetic spiral workle Sphinx en feu d’énigmé€Bhe Sphinx in a fire of enigmawhere

one phrase is repeated and modified three times. The baseritagriwith odors of gas
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of coffee of cocoa of whisky of cocaine of metal in a fusiobwfets of rottenness and
of blood” (85)?*? This phrase is repeated on page 88 and pages 93-94. In each of the
subsequent fragments, a few more words are added — “of molasae®omothballs of
sperm®® — and included in the following fragments. In the final fragmewgnemore
words supplement the phrase, offering an example of how (new) icatmalitions can
lead to different patterns. This imitates not only Frankétieramiseption of a spiral, but
also Overton’s metaphor of a spiral as a chambered nautilus Paaget's
assimilation/accommodation modéf.

In Le Sphinxmost pages are filled with short poems. However, beginning on page
84, the next eleven pages are broken down only into four sentences, Whiah dntire
page inCorps sans repéreshese repeated fragments can be viewed as the point of
instability for each sentence as they are placed at the emicre®f out of the four
“sentences.” The following sentence initiates a new subjett @@ae. These fragments
can also be viewed as points of instability in terms of geradfilation for moving a
poetic text into a more prosaic form. The text can be seen asamyrcontinuous work,
although chaotic, that exhibits “bifurcations,” “instabilities,” andwndevels of
organization. This instability also underscores the smells surroundenghaos and
confusion in Haiti. Smells are often familiar and comforting inuthese examples the
usual domestic smells of coffee and molasses are intermingtedcacaine, blood,
bullets and tar, reinforcing local instability not only at a genével but also at a

semantic level at this point in the text. In the final analysigual instabilities affect the

242 3 odeurs de pétrole de café de cacao de whiskgodaine de métaux en fusion de mitraille de
pourritures et de sang.

#3 de mélasse de goudron de naphtaline de sperme.

244 See Chapter One (“Differences and Repetition”)efaletailed discussion of Overton and Piaget.
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form and the content, the form by moving from poetry to prose, andotment by
emphasizing the chaos on a sensory level and underlining its poetllg®sswithin a
prose format.

Ultravocal offers a final example of these bifurcations with the fragm@hire
blood. Blood for. Blood against. Vivacious blood. Blood mixes with the earth” @25).
This fragment also appears on pages 226 and 227. In the second repesiingie a
guestion is added at the end: “What innovative planet will flourighisnseed of fire?”
(225)%*® In the third repetition, the question added on page 225 is kept and a new
qguestion is added: “What brand new planet will emerge from this dakeen of red
roses?” (226§ In each instance, the text becomes reorganized in a newThay.
French adjectives for “new” — “nouvelle” and “neuve” - and theic@haent with respect
to the noun “planet” offer some insight into the reorganization happenthg iext. The
common placement afouvelleand neuvewith regard to the nouplanéetewould have
been:nouvelle planétandplanéete neuveFrankétienne has inverted their typical use in
his text and subsequently offers one formal form of instability.

Secondly, in the phrase using “planéte nouvelle”, the narrator asks about what sort
of “unique or innovative” planet could flourish under the named conditions. Iicadisat
the adjective “nouvelle” can either precede or follow the noun. Hakceded the noun,
the meaning would have been “new” in the sense of not ‘brand newn bl sense of
‘new to the situation’ suggesting a previous history. Howeveth@asadjective follows
the noun, the sense conveyed is more “unique” or “original” and indieafdanet that

has changed under certain perturbations to acquire a new form. kecthredgnstance a

245 gang pur. Sang pour. Sang contre. Sang vif. Lg saméle a la terre.
4% Quelle planéte nouvelle fleurira de cette semetecteu?
247 Quelle neuve planéte surgira de ce faux jardirodes rouges?
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“neuve” planet essentially means a brand new planet, never betae Hee careful
reader will note the evolution from an original creation flourishm@ i‘seed of fire” to
one without a previous history. ldentity also enters into question Iseveelh if it is
equated with the planet. Frankétienne first questions whethertydeati be remade into
a unique entity. Then, he questions whether a brand new identibedaorn under these
false pretenses. In all instances, identity is a point of ingtalvil Frankétienne’s works.
As such, a new identity is created. However, Frankétienne opaehe notion of what
“‘new” means” based on initial conditions: brand new with no previousrgior
previously created out of something.

These iterations also build on each other like the fragmerite Bphinxstudied
above demonstrating how initial conditions can generate new infemdtne instability
in the above phrases froditravocal also centers on identity through blood. In essence,
blood can represent identity, a point of instability also seen eamnli®ots d’ailes
Bloodshed in Haiti during the rule of the Duvaliers became commoe.pBlood also
became a symbol of loyalty, whether it was shed in favor of ansfythe government.
Inevitably, though, loyal or rebel blood mixes with the Earth estigg a common end
for all humans. The notion of blood is usually associated with a primarker of an
individual’s identity. However, Frankétienne uses blood as a marldgath as well as a
symbol for the oppressed Haitian community. In this case, idewotitthé collective is
neither stable nor durable but momentary. This characterista@nfrced in the short,
staccato phrases in the fragment. Frankétienne elaborates oity'slemmansitory
character by adding the questions in the fragment iterationsfdlatv. Instead of

simply using repetitions as mere poetic devices, bifurcations prosmmsideration of
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the organization of the text as a purposeful device which bringsorasr to its structure
while allowing chaos to continue. In this instance, blood and ultimatehtity is a point
of destabilization in Frankétienne’s text without blood being now assdcwith death
and the collective identity.

In the final analysis, these examples serve to illusttagefarm of a spiral: a
movement which advances, retreats but then advances again in axdiiezetion. The
reader experiences the first iteration of the fragment, thescend but with perhaps
some modification or none, followed by a new direction in the texoriidyg, viewed
through the optic of bifurcations, seemingly random or poetic repetitans give
additional meaning to the text. Like Ernaux’s examples of people“sdlborganize”
responses to moments of instability in life, Frankétienne isosgénizing his thoughts in
reaction to the world. This process is however still chaotic.

Equally, as a spiral work is not necessarily meant to be readinear fashion,
and, as with Ernaux’s wish ib’'Usage de la photomaintain the reader in a state of
uncertainty, so does the Spiralist reader have a choice asdad#ren which she reads
the text and as to the texts that follow these points of ingiabil Consequently, her
“new level or order” (or chaos!) will vary from any other readditimately, such altered
repetitions can productively be studied for the new level of orghoiz or chaos they
may bring to a contemporary text. No longer should repetitiomghtislimodified or not,
only be viewed as a poetic device for emphasis or magnificati@ewise, the lens of
bifurcations allows repetitions, and the Deleuzian differences pheguce, to reveal
textual instabilities and the associated meaning and relevanceditherein. ldentity is

a prominent point of instability in Frankétienne, and stuttering tessefedegree. As a
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result, his choice of formal structure is more than a searcharfooriginal formal

arrangement; it is one that reflects contemporary chaos.

Polar Differences

Toussaint’s work_a RéticencdReticenci offers another interesting study in the
role of bifurcations and instabilities in contemporary fiction. @sad. Rzepka, in his
bookDetective Fictioncharacterizes the mystery type of detective story as one which

usually contains a detective of some kind, an unsolved mystery (not
always technically a crime), and an investigation by which theteny is
eventually solved. There is another component [...] the so-called ‘puzzle
element’: the presentation of the mystery as an ongoing probletheo
reader to solve. (10)

Toussaint presents just such a storyLan Réticencea story where a man travels to
Sasuelo with this toddler to visit his friends, the Biaggis. @wercourse of the novel,
the narrator is convinced that a dead, black cat he saw floatthg port on his arrival is
first linked to the fact that the Biaggis have disappearedthardto the fact that Biaggi
is in fact secretly stalking him in Sasuelo. The narrator seasethe “detective” Rzepka
identifies in his characterization and the mystery involves thgdsé and the black cat.
The story is only told from the narrator’'s perspective and als, ghe “information” or
“evidence” in the story is limited to his point of view.

As discussed in Chapter One, there has been a long-standinonstigtibetween
literature and science in France, as exemplified byd8atnd Zola in the nineteenth
century, for instance, and their references to contemporary theorpiology,
thermodynamics, and physiology. As a result of the growingentte science exerted

regarding its ability to establish “the truth,” science alsgan to influence detective
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fiction. Regis Messac, in his worke “Detective Novel” et la Pensée Scientifique,
defines a detective novel or@man policier(polar) from the 19th century as “a novel or

a short story, like a narrative dedicated most of all to théhedecal and gradual
discovery, by rational means, of exact circumstances of a mystericu$(@veHowever,

in Cultures en confljitBayle questions the continued conflicted relationship between the
roman policierand science in the twentieth century noting that

The reader [...] contemplates the “facts” across eyeglassethéhauthor

puts on his nose, according to the angle of vision that he imposes on the
reader. To do a science experiment, [however] this supposes that one
controls all the conditions, or, at least, those that one believes to be
important. (1913*

This analysis suggests that, as with chaos theory, uncertairgg element that can
reconcile both: all the initial conditions, even important ones, mapa&hown. In fact,
Bayle points out that it is a dissimulation of facts that ahaubdf detective fiction will
force the reader to sort through in search for the solution to yeterg (191). Although
traditionally thepolar’s investigative process came to be based on the scientific method,
the introduction of paranoia and doubt has pervaded recent detective Jiougsaint’s
reticent polar illustrates influences of paranoia and contemporary scientific ytheor
specifically the role of uncertainty on the detective’s investgat Consequently,
Toussaint’s work offers an example opalar which does not privilege the exactness of
the scientific method, but underscores the importance of irrevessiliid chaotic

iterations.

28 | e lecteur [...] contemple les “faits” & travers lesettes qu'il lui met sur le nez, selon l'angle d
vision qu'il lui impose. Faire une expérience stifeque, cela suppose qu’on contrdle toutes led@ans,
ou, du moins, celles qu’on tient pour importantes.



247

The title sets the tone for the entire work. The narratoetisent about most
action: he hesitates to visit the Biaggis although he haswiittem a letter explaining
that he would like to see them: “It was in some way to sedidggis that | came to
Sasuelo, but, up to now, held back byngsterious apprehensipm had delayed the
moment when | would visit them, avoiding the vicinity of their houserwhwalked in
town” (16)%*° Immediately, the narrator creates a sense of mystery &i®uwisit to
Sasuelo. The narrator is in fact so hesitant about visiting the Biaggis thaheldees go
to their house, he stands outside their gates and ends up taking thewhchi included
his letter to them. He states: “I could have easily lefti¢tier in the box, but maybe |
wasn't interested, it seemed to me, more now in any caseaue &letter there which
announced my arrival in Sasuelo” (¥8J.The narrator never reveals why he is reticent
about visiting the Biaggis: authorial retention of information ®aventional method to
start building a sense of mystery. However, his intention notue tiheem know of his
arrival is strong as he goes so far as to take his letteofabeir mailbox before they
have a chance to read it. The narrator does acknowledge theisflosigce of reticence
on his life, “A reticence that | have never succeeded in conquerieglity, and which,
far from having become more supple with time, has only in truthaseck each day to
the point of clotting” (112-1139" Like time, the narrator's reticence continues to

advance and cannot be reversed.

249 C'était en quelque sorte pour voir les Biaggi geien’étais rendu a Sasuelo, mais, jusqu’a présent,
retenu pamune appréhension mystérieugavais toujours retardé le moment de leur rendsée, évitant

les parages de leur maison quand je me promenasslelaillage. [My emphasis]

20 yaurais trés bien pu la laisser dans la boitds fjean’avais peut-étre pas intérét, me semble-pius
maintenant en tout cas -, & laisser la une lettins thquelle était annoncée mon arrivée a Sasuelo.

%1 une] réticence que je n‘avais toujours pas réaisaiincre en réalité, et qui, loin de s'étre aptielavec

le temps, n'avait fait en vérité que s’accroitrealg en jour au point de se figer tout a fait.
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The presence of a reticent character in general contratietsidfinition of a
traditional polar as usually the detective will actively seek the solution tontlgstery
however confusing or incoherent the evidence may be. In this way, Touspalat'san
be seen to be more influenced by the interest the New Noveéstenstrated for the
roman policier, particularly Robbe-Grillet. His novelSouvenirs du triangle d’'oris
analyzed in Mullen and O’Beirn’€rime scenes: Detective Narratives in European
Cultures Since 1945‘After a few pages [inSouvenirf the reader relinquishes any
possibility of establishing a linear and causal construction of evé@hes more the
‘narrator’ attempts to control the narrative, the more the narration estegegrasp, and
spirals off in implausible directions” (68). They also note in ReBh#et's fiction that
“there is no definitive elucidation or ‘tying together’ of loose eimdthe classic fashion.
Thus the narrative escapes closure” (65). Toussaint’s novel doeda@atosure, but one
which is not typical for golar. In all actuality, there has been no murder of either Biaggi
or the cat.

In Toussaint’spolar, the irony lies in the fact that is the narrator’s reticetace
visit the Biaggis that drives him to believe that Mr. Biagginidact stalking him. His
paranoia becomes so intense that his reticence all but disapgearshe is trying to
catch Biaggi stalking him. Nevertheless it is this reticetlis, unexplainable initial
condition, that sets the chaotic system in motion and sends theonamat quest to link
Biaggi's absence with a dead, black cat he saw floating in the port on his first day

This exaggerated reality leads the narrator to repetitiondifurdations, such as

the narrator’'s encounter with the floating, dead cat in the pdré filst repetition is the
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narrator’s encounter with the floating, dead cat in the port of Saslileé novel opens
with the narrator remarking:

This morning there was a dead cat in the port, a black cat ésafieating

on the surface of the water straight and stiff, and he fledtedy next to

a dinghy. Outside of its mouth hung the head of a decomposed fish from
which came a fishing line broken from a length of about threeowr f
centimeters. (1£5?

This cat becomes thpolar requisite death that the narrator will try to solve before
Biaggi’'s. As such, this instant serves as a point of instalnlithe text and will lead to
new levels of order or continued chaos. Whenever the narrator refetbeceat, he
always repeats the words “le chat qui flottait” (“the waib was floating”) while adding
details each time “Alack cat which floated” (11), “the cadaver of the cat which was
always found in the port, which floated in a gray water” (45), ‘dead cat which
floated” (48), and “[the] cadaver of the cat in the port [...] the bagside down in the
gray water which was floating.” (97)° As seen inMots d’ailes more information is
added that can either lead to a new level of order or to continued.dhahis instance,
the additional information does not resolve the cat's death and cadlg ® more
paranoia for the narrator.
Unlike a traditional detective novel, the “body” has not been claimedhe

detective for further analysis. He leaves the cat, almtsently, in the port to drift with
the current while he tries to solve the mystery. Consequehdlyewvidence” will change

offering more possibilities for instabilities and bifurcations. Eventudily,cat disappears

%52 Ce matin, il y avait un chat mort dans le portchat noir qui flottait & la surface de I'eau, thié droit et
raide, et il dérivait lentement le long d’'une baquHors de sa gueule pendait une téte de poisson
décomposée de laquelle dépassait un fil de pédse cBune longueur de trois ou quatre centimetres.

253 Un chatnoir qui flottait” (11), “Le cadavre duchatse trouvait toujours dans le pomui flottait dans

une eau grise(45), “le chatmort qui flottait” (48), and‘[le] cadavre du chatdans le porf...] le corps
renversé dans I'eau grisgui flottait” (97). [My emphasis]
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altogether and the narrator upon not seeing the cat's body in thelgsxribes this
moment as a return to initial conditions:

we had, in a way, returned to the initial situation now, there wasnger
the cat’s cadaver in the port and the letters that | had takew days
earlier from the Biaggi’'s mailbox were there once again. Aterkturned
to the initial situation, yes, or nearly to the letter, | told efiysa letter
which had fallen into the port last night and the most likely tlegds
would never receive because the current had carried it awayyreaker
had engulfed it forever. (102}

Some changes have been made though to initial conditions which caneatdity
regained as the narrator acknowledges emulating chaos theory. lyymealence in a
detective novel is not altered: only more information is added. However, in this thwvel
evidence does change. The physical appearance of the cat unaddrgogss, ultimately
the ‘body’ disappears, the Biaggis’ letters are returned—péxuoee that has been lost in
the port and replaces the cat’'s body. Time is not reversibletr@ncdharrator cannot
recreate the exact initial conditions of his arrival at Sasuelo. He claims

And it appeared to me in a paradoxical manner that since we hadecbt
to the initial situation and that everything presented itsairafpr me like
the first day, | could again imagine going to see the Biaggis naype
not right away [...] but a bit later in the evening, just to let therow I
was here. (108y°

As bifurcations occur at points of instability in a system far from #esys stable

center, in this instance, the dead cat poses a point of instadilittyef narrator who does

%4 nous étions en quelque sorte revenus a la situatitiale maintenant, il n’y avait plus de cadadans
le port et les lettres que javais prises quelgoess plus tét dans la boite aux lettres des Biaggi
trouvaient de nouveau. Nous étions revenus a Uat®n initiale oui, a une lettre prés, me disaistjne
lettre qui était tombée dans le port la nuit demniét que les Biaggi ne recevraient sans douteiacaa le
courant avait di I'emporter au large maintenantyjoeique déferlante avait di I'engloutir a jamais.

25 Et il mapparut alors de maniére paradoxale quscue nous étions ainsi revenus a la situatioialait

et que tout se présentait de nouveau pour moi coeungremier jour, je pouvais de nouveau envisager
d’aller voir les Biaggi maintenant, peut-étre pasttde suite [...] mais un peu plus tard dans la epjiéste
pour leur signaler ma présence.
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not remove the cat and leaves it in the water, as if to invite reticegoe®the future of
his relationship with the cat as he does with most of his relaijgmsThe cat represents
death’s inevitability, and the narrator’'s reticent quest to discbwer the cat died is a
metaphor for the narrator’s desire to slow time like writing, another techBiaeix and
Toussaint have used to slow time’s passage. Dissipative systehmepetition serve as a
temporary mechanism to slow time as examined in Chapter Twewed through the
lens of bifurcations, death becomes the point of instability for the system.

At first, the narrator believes the cat has died after jumping in aftdr.d ser he
will adjust his estimate and hypothesize that it was Biagwp had murdered the cat:
“And it's exactly the presence of this fragment of fishimg lin his mouth which made
me think, a bit later in the evening — at the time | had simply examined itctisthg this
fragment of fishing line — that the cat had been assassin&eff°{ At this point in the
story, after having visited the Biaggi mansion, finding no one theresdrihg an old,
gray Mercedes parked in the driveway, the narrator becomescedvihat Biaggi is in
town as the Mercedes appears later parked in the town square. liduubge narrator
has yet to see Biaggi and then inexplicably posits the relatiobshiyeen Biaggi being
in town and the cat’s murder. As is typical to a polar, he vaEsalipiestions a detective
would ask regarding a murder and he subsequently draws his conclusion:

Really, how to explain the presence of this fragment of fishiveih its
mouth? How to explain that a fishing line as hard and resistard bauk
been broken by the animal itself? [...] Why, especially, the enthef
fishing line, was it cleanly cut, as if it had been cut by aeknifnot only

26 Et c’est précisément la présence de ce fragmefik die péche dans sa gueule qui me fit pensepaun
plus tard dans la soirée — sur le moment, je Imganplement examiné distraitement, ce fragmeriitl de
péche — que le chat avait été assassiné.



252

because once the cat was trapped that Biaggi had set lastrighause
Biaggi was in the town, | was convinced of it now. (37%38)

The next time he encounters the cat in the port he reahaeshie fishing line with the
fish head on it that used to hang from the cat’s mouth is missirsgif ‘%omeone, during
the night, had come to the port to make them disappear®#8jhen he later returns to
the port, he uses approximately the language used on page 45, butetaslding some
more information, similar to the repetitive process used by Frignké& inMots d’ailes
The narrator reflects:

| don’t remember ever having seen the mouth of a cat open so wide, and
this intrigued me even more since, if, as | thought, someonedme ©

the port last night to make the fragment of fishing line disapijpear the
animal’s mouth, he must have approached the cadaver with a dinghy, and,
having accosted it under the same light of the moon as that of ghis ni

the same exactly, with the same black clouds which glided atresky,

he had to bend over carefully outside the boat to get the animal’'s body
[...] in order to snap the line which hung from its mouth, such that now
the mouth of the cat should show different traces of mutilation. (43°49)

Instead of someone using a knife to cut the line, now the perpetratendg@sed the line
with his or her hand. At this point of instability, the narrator henged his conclusions.

However, this information does not seem to bring him closer to bcfinaling out what

%7 Comment en effet expliquer la présence de ce femgrde fil de péche dans sa gueule ? Comment
expliquer qu’'un fil de péche aussi dur et résistanpu étre rompu par I'animal lui-méme ? [...] Pawg
surtout, I'extrémité du fil était-elle coupée aupsbprement, comme sectionnée net par une lanee si
n'est parce qu’une fois le chat pris au piége qisg@ lui avait tendu la nuit derniére — car Biaggi
trouvait dans le village, j'en avais la convictigraintenant.

%8 comme si quelqu’un, pendant la nuit, s’était redelns le port pour les faire disparaitre.

%9 Je ne me souvenais pas d’avoir jamais vu la gudwlehat ainsi ouverte, et cela m'intriguait d’auta

plus que, si, comme je le pensaipelqu'un s’était rendu dans le port la nuit dem@épour faire
disparaitre le fragment de fil de péche de la geai# I'animal,il avait dG approcher le cadavre avec une
barque, et, 'ayant accoste sous le méme claiune ¢ue celui de cette nuit, le méme exactemeat, k@s
mémes nuages noirs qui glissaient dans le cialait d0 se pencher prudemment hors de I'embarcatio
pour s’emparer du corps de I'animal [...] pour tir&rrdcoup sec sur le fil qui pendait hors de sa tpjele
sorte que maintenant la bouche du chat devait pigsdifférentes traces de mutilation. [My emphjasis
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happened to the cat or eventually, stopping death. Thus, chaos continueslyitaisthe
end of the story that the narrator discovers the truth about the dmherman was
preparing his lines with fish heads when the black cat jumped istodait going for the
fish heads, and got inextricably tied up with the fishing line. fisteerman simply cut
the line allowing the cat to jump from the boat in panic into theemahere it very
quickly drowned (156-157). The narrator incorrectly built a conspittaegry around his
reticence to visit Biaggi. As a result, the initial conditions tedinstabilities and
bifurcations in the narrator’s quest to solve the mystery. Toussagtitentpolar, a non-
linear system far from its equilibrium, renders itself vulnexatd instabilities and
bifurcations.

The narrator physically confronts his own death when he failge¢ohgs own
reflection in the water. While surveying the old, gray Merceldesbelieves to be
Biaggi's, the narrator notices “A large, immobile puddle in thedsha which barely
reflected the trees and the roves of the house [...] however, buttlkhmw what game
of perspectives or blind spot, there was no trace of my preés@é® This realization
represents not only his paranoia and his inability to face deathsouth@ impossibility
for him to view reality lucidly. The instability of life isqeivalent to the unstable
condition of the detective: He has fanatically built an unfoundedaesdtip between the
dead cat and Biaggi and later a relationship of stalker to dtdlkeveen Biaggi and
himself. Later, he breaks into Biaggi’'s house finding “a lavggpden mirror of which
the surface was so somber that, even though | found myself less than tteesefrom it,

one could not distinguish any reflection of my body in the glass, drydense and

%0 yne grande flaque d’eau immobile dans la pénonthriereflétait faiblement les arbres et les toislal
maison [...] cependant, par je ne sais quel jeu dsppetives et d’angle mort, il n’y avait aucune érae
ma présence.
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immutable obscurity of the deserted vestibule” (58 —*89Both instances happen when
he is searching for Biaggi, and constitute two examples of instability iexthe t

The phrase that reappears the most in the text describes hitis slgy: “Under
the same moonlight as that of that night, the same exactly thatsame black clouds
which glided across the sky” (48-48}. The narrator not only repeats this phrase five
other times throughout the text, but insists on the repetition ofe'sitactions in the text.
He wants nature to be predictable. These repetitions, with an sismra “the exact
same” is the narrator's effort to slow time’s passagepigving that time does not
advance but is in fact reversible. As the narrator stated above, since le¢unaelrto the
initial situation, he might be able to visit Biaggi, as if timpassage had been undone
and he could now control the future. However, his reticence immedsudghces again
ensuring unpredictability and time’s irreversibility. Likewi$e is transferring his own
reticence to visit Biaggi to a reticence that controls natwedution. Nature, according
to the narrator, becomes reticent by repeating its situation. $weds strictly the
narrator’'s description of nature, exact repetitions in nature t&lys impossible.
Consequently, the narrator notes that the clouds are moving suggesgis inevitable
passage.

This phrase could evoke a classic detective story wherentlestigation takes
place at night in dark corners; however, for the narrator, this phrase amyssigoments
of instability and his descent into greater paranoia and chaosh vididypical in

contemporary detective fiction. The phrase first appears when tita¢andhas returned to

%1 un grand miroir en bois dont la surface étaisnisre que, bien que je me fusse trouvé a moineoite t
meétres de lui, on ne distinguait aucun reflet denroorps dans la glace, seulement I'obscurité dehse
immuable du vestibule désert.

%2 50us le méme clair de lune que celui de cette leuihéme exactement, avec les mémes nuages ooirs q
glissaient dans le ciel.
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see the cat's body and he speculates that the cat wasiregeassOn page 51, he
assumes that Biaggi had watched him sneak out of his hotel aangjhtad purposefully
locked the hotel's window so the narrator could not re-enter. Ata@Reiteration of the

phrase, the narrator believes Biaggi must have seen him bend owat’'shbody in the

port. The narrator has become convinced that Biaggi is irstaging in his hotel. After

breaking in to all the other occupied hotel rooms, the narrator discaveamera in one
of them and is convinced it is Biaggi’s.

The next repetition occurs when the narrator assumes Biaggakex & picture
of him in the port the night he saw the cat. At the subsequent iteration of when the phrase,
he believes that Biaggi is no longer stalking him, but must have breegled at the port
under the “same” moonlight. With the final repetition, the narratocanvinced that
Biaggi’'s body has washed up on Sasuelo island in the middle of theApdinis point,
the reader is aware of the spiraling paranoia the charactsperiencing. Not finding
Biaggi at home in the story’s beginning has led him to ultimdtelieve that Biaggi was
strangled. In an effort to deny time’s passage, the oarcaedates a non-realistic scenario
of life. As such, this repetition serves again to highlight deatlarainstability while
constituting a bifurcation point as the narrator’'s belieflodiaggi’'s whereabouts spiral
out of reason: one bifurcation seems to lead to a stable conclusiomg deyisrupted at
another bifurcation point. Interestingly, reticence still seem$e a choice at these
bifurcation points, suggesting that perhaps it is not the identity ohdh&tor but the
stability of the novel as a genre that is in crisis.

After finally talking to the Biaggi’s grounds keeper, the namratonders if they

were really ever in Sasuelo, and if he has not mistaken the greke@pgler in his old, gray
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Mercedes for Biaggi. He never answers his own question butledieing how the cat
truly died — through no malicious act but due to the cat’'s own ctyriabout the fish-he
seems to have established the truth regarding the Biaggis. T8enpeeof the grounds
keeper would explain how the mail was taken in each day and the wihbioss
adjusted from time to time at the Biaggi's house. This would aislaia the fact that the
narrator never saw Biaggi, but that all his suppositions were winplown estimates.
His conclusions offer an excellent example of how small chang&stial conditions
lead to large effects, as is evidenced by the narrator’'s impekend unfounded
conclusions about the cat and Biaggi. The author’s interpretations tdence” are
ultimately and completely erroneous. As such, the initial condit@v& not changed,
but their actual conclusions differ from those of the narrator. Irfitfa¢ analysis, the
narrator’s unstable conclusions reinforce the notion that perhaps theasavegkenre is at
a point of instability: all the initial conditions may not be known, Ihat dnes that are
may not lead to logical conclusions.

Similar to Frankétienne, Toussaint has chosen to repeat some sphtasest
exactly. These moments, while representing a textual insyabignifying death and
time’s passage, ultimately highlight the instability of the noyehre. In a traditional
polar, repetition can be used as a flashback device allowing theidetecreplay in her
mind the events surrounding the incident. Viewed through the optic of chaosydrow
these repetitions can be seen as moments of textual instadildly allow bifurcations to
more order or to continued chaos while challenging the relations between chaos and orde
that are typical to a detective story. A simple discussion with the fishest@ared up the

mystery surrounding the black cat, thus this example can be seen as a mosieafverto
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order. Yet again, however, the narrator seems reticent to dbheddea that the Biaggi's
have in fact not been in Sasuelo during the course of his visit. Thiswehtreticence
suggests that a point of instability looms in a choice as yet medefind illustrates a
spiraling effect of the novel.

Ernaux, Frankétienne and Toussaint all present textual ingeabitittheir works.
Ernaux uses marginal encounters and a marginalized version adliotral diary to
destabilize and reorganize identity and the diary genre. She una@srsecerfundamental
chaos that exists in both these areas: people she encountersesffenses at these
bifurcations, and she and Marie offer different responses to tine gdnotographs.
Frankétienne's texts exhibit instabilities through textual iepes that focus on
stuttering, identity and generic transitions. Whereas Ernaux fooussscial encounters
at the fringe of the city center, Frankétienne uses theinadizpd Haitian society as the
background for his textual bifurcations. Toussaint, through repetisowell, questions
the polar’s, and ultimately the novel's, stability as a genre. In the fimalyais,
bifurcations, as associated with chaos theory, represent anatiter method through
which to better illuminate textual instabilities and responsesutth bifurcations by
reveling new insights on initial conditions, identity and genre. Al,sthey are favored
by electronic literature. The computer, as a simultaneous authevraedof these texts,
offers the contemporary “reader” texts which contain automdticdations produced by
the algorithms and interactive capabilities of these texts. eCjoiestly, bifurcations
become an integral aspect to the text, not so much to challenge the genretrbtditits

capabilities. These aspects will be more developed in the coda to this analysis.
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The Arrow of Time and bifurcation points serve as two notions bewclofrom
the ‘order out of chaos’ theoretical construction that can be prodyctpelied as tools
of literary investigation to contemporary French and FrancophonentficiThis
investigation underscores its relevance in (re)exploring contempomargeptions of
identity and genre and examining the challenges and questions thahgoragy authors
are addressing in their works. In Chapter Four, this analysidepirt from Prigogine
and Stengers chaos theory to explore the important role of gendeglhthe optic of

strange attractors, which are components of the “order in chaos” theory.
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CHAPTER FOUR: ORDER IN CHAOS
Orderly Descent into Chaos: Strange Attractors

Chapters Two and Three explored predominantly developments matiada c
theory by francophone physicists and philosophers, specifically on howaardemerge
from chaos. This chapter will now turn to the Lorenzian model adsh@aaddress issues
more specific to gender studies. Like the contemporary re-explorat Newtonian
dynamics through nonlinear dynamics, literary analysis tsmleenefit from borrowing
terms from chaos theory to re-evaluate contemporary trendseratlire such as the
guestion of gender. As Hayles characterizes,

If chaotic systems exist now, they obviously existed before The]more

subtle aspects of chaos theory have to do with the changes in @rentat

and focus. [...] What is known is a function of what is noticed and ishat

considered important. If the criteria defining center and manigamge, in

a very real sense the structure of knowledge changes as Giedog

Bound144)

Not only have chaotic systems always existed but they atgedsé& distinguish sexual
differences. Gender studies calls into question the perspectihes manifestations of
an equivalency of women to chaos and men to order. Furthermoremptsite debunk
this association or to affirm its creative energies, smadiji the suggestion that chaos
serves women positively. Indeed from Antiquity, Pythagorastighatted to claiming
“There is a fine law that creates order, light and man. Thedarrible law that creates
chaos, shadow, and woman.” In particular, however, two twentieth centungofrhone
women philosophers, specifically Simone de BeauvoireiiDeuxieme SeXédhe Second
Sex (1949) and Hélene Cixous in her article “Le Rire de la Méd(i3die Laugh of the

Medusa”) (1975) sought to challenge traditional gender roles and tadilvesanen from

this often restrictive and non-dynamic, stagnant categoriesgdviet Atack suggests,
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through a contemporary reading of de Beauvoir's text which hintlseatelevance of
chaos theory and strange attractors, that

The subject/other relationship The Second Seag frequently referred to

in criticism as if it were a static relationship: mansighject, woman is

other, this is the fault-line to be traced through humanity with an

unequivocal distribution of the sexes on either side of i} [However]

[tlhe subject/other dynamic is precisely that, a dynamicclvhs in

constant flux, demands constant reaffirmation both collectively and

individually, has to be continually reinvented because it can ugigna

never satisfy, never be established once and for all [...] weatuBir is

writing against is the way gender socialization gives the diusof

permanency and security, falsely naturalizing a hierarchidgerence,

effectively offering a belief in the (illusory) meta-ndiva of gender as a

security to both sexes. (41-42)

Beauvoir, according to Atack, proposes a new model for considering gexegrin
society. Lorenzian strange attractors will offer an appropriatdgan through which to
re-conceptualize gender as dynamic as Beauvoir proposes. Notithridpttv sexes be
associated with order and chaos in this analysis, but men and woeead\as strange
attractors with fractal characteristics, will offer newsights into how gender is portrayed
in contemporary Francophone fiction.

Pertinent to this analysis of Francophone texts, women and thationship to
chaos, Valerie Orlando'®f Suffocated Hearts and Tortured Souls: Seeking Subjecthood
through Madness in Francophone Women’s Writing of Africa and the Carildféss
example of men associating women with chaos, particularly in iMusbcieties.
However, another aspect Orlando highlights is how madness, and iteigecHiaios,
offers some, but not all, women in these societies a productiveo$taiestence rather
than a harmful one. Such fictions include Suzanne Lacla@G&#e-Solange, ame

africaine Zeida de nulle parby Leila Hourai, andN'zid by Malika Mokeddem. On the

other hand, Orlando also examines texts where madness and chaossbaqaoiieg for
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the woman, such as in Mariama Bake chante écarlateCalixthe Beyala's Tu
t'appelleras TangaMarie Vieux-Chauvet'Amour, Colére, Folieand Myriam Warner-
Vieyra's Juletane®®

Traditional insights, in this case associating men with ordervesrden with
chaos often are related to, as Hawkins characterizes, “mowa longical equations”
whereby the story is “absolutely determined from the outgehd race, gender, class,
psychic predisposition or tragic flaws of the protagonist” (154). Thraihg lens of
strange attractors and essential concepts outlined below, gentibe vilberated from
these linear critical analyses and explored in selected gx&rnaux, Toussaint, and

Frankétienne.

Attractors, Phase Space, Basins and Fractals

If Prigogine and Stengers are concerned with self-orgaoizaiut of chaos,
Lorenz, Mandelbrot and others focus “on the orderly descent into chaoge¢iHahaos
Bound 10). As with Prigoginian chaos theory, order and chaos in this nuidel
demonstrate a complementary relationship: a Lorenzian systdraaic but is orderly at
its core. The two do not compromise each other, but exist innateheisystem. In
science, an attractor is any point to which a system mrdi@nd a strange attractor
paradoxically serves as a point of order deeply embedded in acchgstiem. Recalling
the classical pendulum example from Chapter Three, the attiacthe position of the

pendulum at rest: although a pendulum may be agitated by an outsice,sit will

23 Also see Heather IngraWWomen'’s Fiction between the Wars: Mothers, Daughtand Writing New
York: St. Martin’s Press, 1998.
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inevitably return to its resting position if no other perturbationsuocAs such, the
pendulum system is attracted to its center or rest point. An tergoglement of any
attractor system is the basin of attraction that surroundatttaetor. As Floyd Merrell
claims: “The point-object can begin its movement anywhere insgpece and its
trajectory will be guided by the basin of attraction and inexoral&wn toward the
attractor which is also defined as a point in space” (3¥3)This basin of attraction is
mapped in what science calls “phase space.” This space is not the actuzllEpzie of
an event like a baseball field or a room in a house, but is a napofssible trajectories
of a system similar to a road map of any town or country.

In layman’s terms, “In this manner comparable to a road mapept@ace is a
depiction of the dynamics of what might occur [to a point in aesykin light of the
range of all possible occurrences” (113). As such, phase spaseddy physicists to
map out all possible states of a chaotic system. These atatemly possibilities and
cannot predict with accuracy exactly how an event will ocouhe real world. In this
analysis, the written text will become the “phase space” hichvthe writer explores
possibilities for the real world. An attractor in a writtentteauld be a character, a place,
theme or emotion to which the text continually returns.

One type of attractor is called a strange attractor: a poiand from which a
chaotic system is simultaneously attracted and repulsed whithibasin of attraction. As

Merrel describes isimplicity and Complexity

%4 Merrrell highlights four different kinds of attraes: fixed point, limit cycle, quasi-periodic, asttange.

A pendulum qualifies as a fixed point attractoritaglways returns to the same point at rest. Thmdm
heart is a limit cycle attractor in that it wil dimue to beat indefinitely until death, thus havimdimited
cycl as it continues “in a cycle around a closezplndefinitely” (114). He characterizes a smok®gyras a
quasi-periodic attractor “The motion of the microgic particles making up the smoke ring [...] is a
dynamic, somewhat structured pattern of movemeith the particles gyrating around and around the
surface of the ring with the ring itself slowly ating like a fat, slow motion of a hula-hoop.” (314
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Strange attractors are ‘strange’ in part because tleegamehow capable

of reconciling two contradictory phenomena: theyatteactors the locus

toward which the trajectories of elements in a system convangethey

are repellers, rapidly forcing the trajectories of those same elements

outward. There is a combination of folding and stretching, of conveggenc

and divergence, of a tendency toward the oneness of a single poiheand t

manyness at widely disseminated points, of continuity and discontinuity

reversibility and irreversibility, simplicity and complexify..] strange

attractors of the Lorenz sort also exhibit fractal charesties:

descriptions require fractional descriptions rather than descripbgns

whole integers. (117)
The location of a strange attractor can be mapped in phase spaceanbot be
pinpointed in the real world. The Escher’'s Moebius band offers am@e of the tracing
of a chaotic system in phase space. An insect walking alongltfeecé the strip would
never cross another section of the strip on its trajeforySimilarly, trajectories of
chaotic systems never cross (touch) the same point twice, unlikegular attractor
systems which frequently intersect. The well-known trajgctdra nonlinear system in
phase space does resemble what is known as Lorenz’s buttestty ledicause the trace
of the path looks like butterfly wings. The point at which the ttajges appear to cross
(but do not as their trajectory is fractal in dimension and a tmemkional image cannot
demonstrate a third dimensionality) is the location of the strattgactor, the point to
which the trajectory appears to retdfAAs Hawkins notes “The first computer image of

a strange attractor [...] looks something like a butterfly, somegthike cat's eyes,

something like a mask, but always like an enigma” (127). Whdesystem may appear

%5 See Moebius band Il in Mauritz Cornelius Es¢hérC. Escher, the graphic workLos Angeles:
Taschen, 2001, pg. 40.

%% The Lorenz butterfly effect is also due to thetftwat any nonlinear dynamic system is extremely
sensitive to initial conditions. The slightest idn in initial conditions can lead to huge difaces in a
system’s behavior. The example is often given dfa“butterfly flaps its wings in New York, a torma
will occur in Kansas.” As with all nonlinear dynasrsystems, there is no direct cause and effeccdrabe
established however but only results due to noalimgocesses, which are determinisitic, according t
Merrell, “regarding the whole [system] but unpradide with respect to a grasp of any of [its] parts
(117).
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disordered in the real world, when mapped in phase space, its orcgaresutiowever
chaotically. Equally, words employed in writing serve as a foforder to represent the
author’s real-life (although these works are fictional they dik $e represent real life)
experience with chaos.

The Moebius strip and the Lorenz attractor, as a result of doenposition,
contain fractal components. Both are not completely contained within a one, two or three-
dimensional space. The curves are contained between a one- and tweiain@eplane
or a two- and three-dimensional plane. As such, these chaotimsyate fractat®’ In
this investigation, the strange attractor, narratively repreddryt@ man or a woman, will
translate into “phase space” or the written page as a pointratteon to which the
character returns. As such, the representations of man and woithde \iractalized:
neither will be completely chaotic or completely orderly but eatmat of both. Their
physical existence in society will also be fractal, expngs® contemporary social
malaisebut also rejecting complete belonging in one state or anotheth&authors,
these strange attractor points translate into a complexiapiegt of the presence of

jealousy, insecurity, and love in contemporary society between several dingensi

Engendering Phase Space: Jealousy, Waiting and Identity

A strange attractor cannot be defined without first establistsrghase space and
the basin of attraction mapped therein. Additionally, whereas Newtqhigsics focused
on the importance of an individual particle, what chaos theory asserts

by contrast is that the individual unit does not matter. What oter
are recursive symmetries between different levels of themmyk..] The

%7 See Chapter One “Literary Fractalization and Noiskthis analysis for an detailed discussion of
fractals.
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regularities of the system emerge not knowing about individual uaits b

from understanding correspondence across scales of different lengths

(Hayles,Chaos Bound.70).

If a linear, Freudian examination would isolate the narrategfopsy for that of a man
and of a woman in Ernaux’s worlassion simplendL’'Occupation respectively, an
analysis through chaos theory removes the individual from the armlfiggial point and
allows an investigation into similarities across largergates where similarities may be
drawn. Thus the jealousy experienced by the female narratorbeaseen for its
similarities and not necessarily biased as being sexually gehdewards a man or a
woman. As phase space is a map of all possible system tragecfealousy becomes
ungendered.

As the narrator claims at the beginning B&ssion simple “Beginning in
September of last year, | did nothing other than wait for a thahhe called me and that
he came over to my place” (1%} Immediately the narrator defines her phase space, one
that would be filled with waiting. She admits: “I wanted nothing otbeto than wait for
him.”(17).%°° Not only was waiting all she did, it is the only thing she warite do.
Consequently, theeux the narrator describes in her text is not just a valorizatidhe
banal, but viewed through the lens of phase space, are the only locaddepims her
waiting period. She offers more details of her phase space claiming:

The only actions where | engaged my will, my desire and something

which must be human intelligence ( to predict, to evaluate the pros and

cons, the consequences) all had a link with this man [...] In conwarsati

the only subjects which pierced my indifference had a rappolt this
man, his job, his country, the places where he went. (14°2°15)

28 A partir du mois de septembre I'année derniéray’ge plus rien fait d’autre qu’attendre un homme:

gu’il me téléphone et qu'il vienne chez moi.

29 yaurais voulu n’avoir rien d’autre a faire quatiendre.

270 | es seules actions ol jengageais ma volonté, désir et quelque chose qui doit étre l'intelligence
humaine (prévoir, évaluer le pour et le contre,desséquences) avaient toutes un lien avec cet romm
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Not only is the narrator focused on activities that only concernntlais (her strange
attractor), but her life also diverges from her normal routine atitig another example
of how the situations she describes are particular to this mantraly to my usual way
of living, | easily threw money out the window. This seemed to belorg general,
necessary expense, inseparable from my passion for A.228he narrator’s departure
from normal fiscal control hints at the chaos that is lurkindnis phase space. When A.
does call to inform the narrator he is coming over, her physajactory in the space of
her apartment translates to the page as an admonition of disordered tasks:

If he announced he would be arriving in an hour [...] | entered into anothe

form of waiting, without though, without desire even [...] filled with

feverish energy for tasks that | wasn’t able to order: takboaver, take

out the glasses, polish my nails, mop the floor. | no longer knewHomw

| was waiting. | was only caught up by this instant. (16 <'17)
These typically mundane tasks become part of the chaotic phase wpah she
inhabits. All these tasks were centered around A. which, in phase $paxstate into
chaotic trajectories around a strange attractor. Even onceavedd-rance, he is still a
constant influence in her life, and her phase space:

| woke up in the middle of the night, remaining until the morning in an

indistinct state [...] | was looking at shirts, shoes that | had Hofay a

man, becoming once more clothes without significance, just to be in

fashion. Was it possible to desire these things, any things, tbdeifor

someone, to serve love? | needed a shawl because of the sharpecold:
will never see it.’ (54-55)3

[...] Dans les conversations, les seuls sujets quigient mon indifférence avaient un rapport avec cet
homme, sa fonction, le pays d’'ou il venait, lesreitd ou il était allé.

271 Contrairement & ma fagon habituelle de vivre,ejmi§ facilement I'argent par les fenétres. Cela me
semblait faire partie d'une dépense générale, séesinséparable de ma passion pour A.

272 3'jl mannoncait qu'il arrivait dans une heure [.j'éntrais dans une autre attente, sans pensée, sans
désir méme [...] remplie d’énergie fébrile pour desh&s que je ne parvenais pas a ordonner: prendre un
douche, sortir les verres, vernir mes ongles, pdasserpilliere. Je ne savais plus qui j'attendaiétais
seulement happée par cet instant

273 Je me suis réveillée au milieu de la nuit, resfasqu’au matin dans un état indistinct [...] je rets

les chemisiers, les chaussures, que javais achetés un homme, redevenus des fringues sans
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Strange attractors influence objects, even at a distance,basits of attraction. Simply
because A. has left France the narrator is still in his basittrattion. As such, she tries
to recreate scenes that she lived when he was still in Ftdoeever, from the point of
view of a chaotic system moving around a strange attractor, ajeztory can never
repeat:

If 1 went to a place where | went last year when he was hehe dentist

or to a staff meeting -, | wore the same suit as beforagtty persuade

myself that the same circumstances would produce the séeutsethat

he would call me in the evening on the phone. In going to bed around

midnight, worn out, | realized that | had really believed in thisall day.
(56-57f"

If Thomas suggests that the topic Rdission simplas “passionate and obsessive love
[...] concerned with separation from a significant other, and with tloeeps of
grieving,” (17) her actions seen through the optic of a g&aitractor suggest one of a
continual return to the attractor but through a path that cannefpeated. The narrator
has no choice but to act this way in a certain basin of attnaghd this would be true for
any love lost. More broadly, her realization at midnight echoes dklielations of
Newtonian science in the face of nonlinear dynamics: timeréversible and event
cannot be re-enacted exactly as before. Furthermore, an oljaftdory cannot return
to its exact “attractor” point in a strange attractor eystErnaux translates this effect

onto the page in describing the narrator's method of recording her liefore and

signification, juste pour étre a la mode. Etaipdissible de désirer ces choses, n'importe quekseh
autrement que pour quelqu’un, pour servir I'amdurf'a fallu un chale a cause du froid vif: ‘Il e verra

pas.’

“"* Si je me rendais dans un endroit ol jétais dlEmée derniére quand il était la — chez le demiisi &

une réunion de professeurs -, je mettais le méieuraqu’alors, essayant de me persuader que &mes

circonstances produiraient les mémes effets, quidppellerait le soir au téléphone. En me couchans

minuit, abattue, je me rendais compte que j'aveéiement cru a cet appel toute la journée.
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immediately after her encounters with A., her strange &dtraé/hile she can describe in
detail events before the encounter, she cannot coherently describe the actuateenc

Often | used to write on a piece of paper the date, the hour and ‘he is going

to come’ with other phrases, fears, that he wouldn’t come, thatlbasat

had desire. In the evening, | went back to this paper, ‘he came’, moting

disorderly fashion the details of this encounter. Then, dazed, | used to look

at the scribbled paper, with the two paragraphs written beifodeafter,

which were read one after the other, without rupture. Between tivese

there had been words, gestures, which rendered the restgatioitiding

the writing by which | tried to immobilize them. (18-18)

Writing serves to define the phase space as an entity whieledxthe words in creating
larger and more dynamic space. As such, if Mcllvanney suggests astut¢hetha
dialogueless pornographic film [at the beginning of the text] foreshedow

the overwhelming sexual nature of the relationship portraydeagsion

simple[...] gestures and actions are presented as of greater cagaidi

than language in the narrator’'s account of her sexual passion. (75)

Viewed through the optic of strange attractors, the lack ofulzgeg is less the author’s
emphasis on the importance of gestures and actions than the faattthiéy around a
strange attractor is unpredictable and difficult to describe.

Several of Ernaux’s works are concerned with a narrator'somdaip with a
man:Passion simpleSe perdreandL’'Usage de la photo.In L’Occupation the narrator
writes about her obsession with her ex-boyfriend’s new girlfrisfuth as the narrator
was obsessed with A. ihassion simplethe narrator in.’Occupationbecomes obsessed

with this unknown woman: “He was going to live with a woman [..drfithis moment,

the existence of this other woman overwhelmed mine. | only thobhghigh her” (13-

25 souvent, j'écrivais sur une feuille la date, I'neuet ‘il va venir’ avec d’autres phrases, desntes,
gu’il ne vienne pas, qu'il ait au moins de désie. $oir, je reprenais cette feuille, ‘il est venitant en
désordre des détails de cette rencontre. Puiggardais, hébétée, la feuille gribouillée, avecdeax
paragraphes écrits avant et aprés, qui se lisaidamtsuite, sans rupture. Entre les deux il y asmides
paroles, des gestes, qui rendaient tout le restsoité, y compris I'écriture par laquelle j'essayde les
fixer.
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14)?'® Consequently, the narrator's phase space will include the basattration
around this strange attractor — the anonymous woman. The narrasofaliviecom her
normal equilibrium in a chaotic state: “This state held, far froe) the quotidian worries
and aggravations. In a certain way, it put me outside of reach batheial mediocrity
of life. But the reflection that political events and the news igdlgeresuscitate had no
hold on me” (14-15).?”" Unlike Passion simple the narrator's phase space in
L'Occupationis not focused on waiting, but on discovering the identity of this woma
As such, much of the events related in the novel are centered on identity at large:
| had to know, at all costs, her first and last name, herhagegrofession,
her address. | discovered that this data retained by socielsfitee the
identity of an individual and that we claim, ever so lightly, withotgriest
for the true knowledge of someone was, on the contrary, was vital. This
information would allow me to extract from the undifferentiatedsea of
all women a physical and social type, to represent to meyg badyle of
life, to elaborate the image of a character. And as sobe &dd me, with
reticence, that she was forty-seven years old, that she weachet,
divorced with a sixteen year old daughter and that she lived op Rap
avenue in the surged a silhouette in a conservative suit and shirt, hair
impeccably coiffed, preparing her courses in an office in thdoshaf a
bourgeois apartment. (15-£6)
Just as a scientist would seek out all possible information teildesc system in phase

space, so does this narrator seek all the data possible on this imoonder to accurately

describe her and delineate her from the masses. As such, evaribatkin her phase

278 allait vivre avec une femme [...] A partir de ce@ment, I'existence de cette autre femme a envahi la
mienne. Je n'ai plus pensé qu’a travers elle.

277 Cet état tenait éloignés de moi les soucis elafEements quotidiens. D’une certaine facon, il me
situait hors d’atteinte de la médiocrité habitueléela vie. Mais la réflexion que suscitent gérarant les
événements politiques, I'actualité, n’avait pas plrs de prise sur moi.

278 || me fallait & toute force connaitre son nom @b prénom, son age, sa profession, son adresse. Je
découvrais que ces données retenues par la spoidtééfinir I'identité d’un individu et qu’on préhd, a

la légére, sans intérét pour la connaissance kitte la personne étaient, au contraire, primt@sli&lles
allaient me permettre d’extraire de la masse iadifficiée de toutes les femmes un type physiquecetl s

de me représenter un corps, un mode de vie, d'@alionage d'un personnage. Et des lors qu'il rdig
avec réticence, gu’'elle avait quarante-sept arigllguétait enseignante, divorcée avec une fillseige ans

et qu’elle habitait avenue Rapp, dans le Vlle, @isune silhouette en tailleur strict et chemiskayshing
impeccable, préparant ses cours a un bureau daésdtembre d’un appartement bourgeois.
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space will center on seeking out this information and it will consomost parts of the
narrator’'s physical and emotional life. As such, discovering tloenam’s identity
becomes a strange attractor for the narrator.

The narrator focuses on the age of the woman: “The number 47 tookrangest
materiality [...] All those to whom | could attribute between foayd fifty years old
were the double of this other woman” (£6) She focuses on her profession: “I realized
that | detested all women professors — although being what | hatl (1632%° She sees
this anonymous woman on the metro: “In the metro, any woman around/éanty old
carrying a briefcase filled with coursework was ‘her’ and ¢ ier was painful”
(17)?* ' When she is walking in the neighborhood of Rapp avenue she had “the
impression of finding [herself] in a hostile area, to be watched llosides, in an
indefinable way” (19¥% She in fact describes a perimeter in Paris which contains
influence of this woman, a perimeter which encompasses her phase space:

Inside an uncertain perimeter, going from the Invalides to tHikel Ei

Tower, including the Alma bridge and the calm uppercrust of the 7

spread a territory where, for nothing in the world, would | have vedtur

A zone always present in me, entirely contaminated by the othraaw,

and that the luminous paintbrush of the beacon of the Eiffel Tovaslei

from the window in my house at the top of the western suburb, pointed out

to me obstinately, each evening, in scanning it with regularyl
midnight. (1973

279 | e nombre 47 a pris une étrange matérialité [...]t€swelles & qui je pouvais attribuer entre quarant
et cinquante ans [...] étaient des doubles de I'datrame.

20 j3e me suis apercue que je détestais toutes lesdsprofs — ce que j'avais pourtant été.

21 Dans le métro, n'importe quelle femme dans la aui@ine portant un sac de cours était ‘elle’, et la
regarder était une souffrance.

%2 | 'impression de [se] trouver dans un espace hpstlétre surveillée de tous les cotés, de facon
indéfinissable.

283 A I'intérieur d’un périmétre incertain, allant dewalides & la tour Eiffel, englobant le pont d&rha et

la partie calme, huppée, du Vlle, s’étendait urittére ou, pour rien au monde, je ne serais avéetuJne
zone toujours présente en moi, entierement conter@ar l'autre femme, et que le pinceau lumineux du
phare de la tour Eiffel, visible des fenétres demagéson sur les hauteurs de la banlieue ouest ésigrthit
obstinément, chaque soir, en la balayant avecaégujusqu'a minuit.



271

As such, her two-dimensional physical space serves as thphoefar the fractal space
surrounding the strange attractor.

If her physical phase space is approximately defined, her nsp#ee is less so.
In particular, the narrator becomes extremely obsessed wittigb@vering the name of
this woman: she wants to label her strange attractor. 8imescl“This missing name was
a hole, a hollowness around which | turned” (¥8) Consequently she uses the Internet,
a web of bifurcating, iterative information, to try to determih&s twoman’s name, a
guest which has become an obsession for the narrator (30). With timetintiee result of
one input becomes the “initial condition” or input for the next seardwever, this
effort to discover her name becomes complex and uncertain: “Eachbitewf
information that | would extract [from my ex] sent me rapigiytorturous and tireless
searches on the Internet, of which the usage suddenly was important to rt8al)f&® If
an Internet search could be graphed, its representation would bar dinihat of a
Lorenzian strange attractor as a search becomes sensitieataconditions, bifurcating
in different directions and website spaces, sometimes retuttmengesearcher to similar
sites, sometimes diverging indefinitely. As such, an Interaatch becomes a sort of
mise-en-abimdor the novel: the details on the woman’s dissertation topic, whese s
worked, and publications she was working on all get integrated intoath&or’'s search.
As with a chaotic system, however, all the system’s init@ddions are impossible to
define. Furthermore, once one input is used, a new outcome is producedhehitdads
to a new input, iteratively continuing. Consequently, the narratoftewghie gains more

details about the woman from her ex, these details only send ifaecabng and

84 Ce nom absent était un trou, un vide, autour duygueurnais.
2 Tout nouvel indice que je soutirais [de mon ex] larecait aussitét dans des recherches tortueuses et
infatigables sur I'Internet, dont l'utilisation awdainement été importante dans ma vie.
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iteratively generating more initial conditions on the Internet,blenao accurately
discover the woman’s name. This obsession, viewed as an iteratoesgimecomes less
a search that is driven by madness and feminine obsession, but orse dhaén by
nonlinearity, but a nonlinearity that has a deep point of orderirtduege attractor around
which these trajectories circle.

When the Internet fails her, she turns to the Minitel and ultigjate calling
everyone in the woman’s building to try to find her. When this fHilks narrator attempts
to make cause-and-effect chains based on reactions she getsefresawhen they speak
on the phone. She claims: “In incertitude and the need to know whess,| the
information pushed aside could be brutally reactivated. My aptitudeoimmecting the
most disparate facts in a cause-and-effect relationship wdigjmus” (40)**° She was
going to meet her ex on a certain day but he had to callaaralc The narrator hears on
the radio that the day they were supposed to meet was the daleloate all people
named Dominique. The narrator instantly concludes that Dominique heagdt name
of the other woman: he couldn’t come to my house because it wasiteiday and that
they would go together to dinner, would dine in candlelight, etc. rElaisoning led to a
lightning bolt. | could not doubt it” (41F’ However, as no cause-and-effect chain can be
drawn for a nonlinear system, the narrator’s attempt to forcealiokar explanation is

ineffective. Such linear connections are not possible in her phase space.

%% Dans lincertitude et le besoin de savoir ou jgtades indices écartés pouvaient étre réactivés
brutalement. Mon aptitude a connecter les faitsples disparates dans un rapport de cause a ¢éfiet é
prodigieuse

487 C'était le prénom de l'autre femme: il ne pouvadts venir chez moi parce que c'était sa féte, sju'il
iraient ensemble au restaurant, dineraient auxdeties, etc. Ce raisonnement s’enchainait en wairéde

ne pouvais pas le mettre en doute.
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Instead of viewing her reasoning as verging on ridiculous, viewedghrphase
space, this attempt demonstrates that life is not linear ardcsumections cannot be
inferred. In summary, the narrator’'s phase spadé@ecupationencompasses both the
narrator’'s mental and physical space. Traditionally, geograpliedl psychological
coordinates are attached to the definition of a person. Recalbngnt’s fractalized
spaces and multiple dimensions, however, in this case, the connectiaemet name
and logical reasoning serves to establish the description of the character.

These spaces, although banal, are particular to the straraggaa around which
she vacillates. The phase spacePassion simpleandL’Occupationare equally driven
by a male and female strange attractor. Interestingly, thpaees generate mundane
locales and experiences. One space cannot be viewed as more tblaaotiee other and
as such, both masculine and feminine strange attractors servenesgiabrder within

this chaotic space neutralizing any assumed associations betweenayghdeaos.

Engendering Phase Space: Love in a Time of Intolerance

If Ernaux’s phase spaces are created around love affairs with maaried or
otherwise, involved with other women, Toussaint’s trilogy composdéaot I'amour
(Making Love, Fuir (Running Away, andLa Vérité sur Marig(The Truth about Marie
generates a phase space based on love and intolerance betweandatoe and Marie,
both of whom serve alternately as strange attractors germpgratoh a space. IRaire
I'amour, the narrator accompanies Marie to Japan where she is hawasbianf show of
her clothes line. The narrator describes the phase space dfith&arJapan as “[Marie]

covered in honors, meetings and work, surrounded by a court of collaboratienahadst
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assistants, and me, without status, in her shadow, her courier itheuogrtege and her
escort” (23)’®® In addition, their hotel room was a “disorder of wraps, and dredsiel w
cluttered the bed sheets” (Z4j.As such, Marie is the center around which he circulates.
The space that surrounds Marie is cluttered with her work agendeelaas it is also
cluttered physically by Marie’s dresses. This is the wiorithich the narrator exists and
which Marie generates. He is only in Japan because of Marieearattivities dictate his
actions. Likewise, Tokyo offers a chaotic background for tleationship. The flight to
Tokyo contributes to the disorder, both physically and emotionally, afdhator since
“by a regrettable confusion due to numerous flight changes that Madienade at the
last minute, no one came to meet us at the [Tokyo] airport?¥87Again, Marie as his
strange attractor generates a chaotic phase space around her.

The weather in Tokyo also contributes to the narrator’'s phase speceaining
when they arrive, then it starts to snow, and there is alsaadhgaake. Indeed, the
narrator equates the falling snow with the passage of time, one in which

The flakes whirled an instant in the light like a cloud of powdenegar

dissipated by an invisible and divine wind -, and in the immense

powerlessness that | felt to not be able to slow time fromingass
predicted thus that with the end of the night our love would als® end

(59)_291
If invisible causes are driving the end of their relationshipetii¢thquake, occurring at

sunrise, represents an ultimate force which is signaling theoemideir relationship:

88 [Marie] couverte d’honneurs, de rendez-vous eraleail, entourée d’une cour de collaboration, t8sd

et d’assistants, et moi, sans statut, dans sonegynsbn accompagnateur en somme, son cortége et son
escorte.

289 désordre de peignoirs et de robes qui encombrigigniraps

2% par une confusion regrettable due aux nombreuwngstaents de vols que Marie avait effectués
jusqu’au dernier moment, [donc] personne n'étaituveous attendre a I'aéroport [de Tokyo].

#1 |es flacons tourbillonnaient un instant dans kmikre comme un nuage de sucre glace dissipé par un
soufflé invisible et divin — et, dans I'impuissanitemense que je ressentais a ne pouvoir empécher le
temps de passer, je pressentis alors qu'avec tefla nuit se terminerait notre amour.
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“And, although, it broke my heart as | watched her cry in front ofmieer chair, | knew
that it was the evocation of the earthquake which had provoked [hdr tesrguse the
earthquake was inseparably now linked, for us, to the end of our love®{95).

This story can read according to the model of a phase spade wluentered on
a strange attractor. In this phase space, chaotic fluctuatiorevergresent. If Patrick
Kéchichian fromLe Mondecharacterize§aire 'amour as a “geometry of the vertigo of
loving [...] Geometry infinitely precarious in a world threatened, sidatly, by an
earthquake,” (“La géométrie”), viewed through the lens of phase spaa®vel is less
geometrical than it is nonlinear, instead of vertiginous it is ahémte with order deeply
embedded?® In Faire I'amourit is Marie who serves as the point of order, around which
the narrator orbits. In other instances, it will be the narsabar will serve as the point of
order within the chaos of the trilogy.

Emotionally, the connection between the narrator and Marie paratlg>atigns
love and anguish. On the morning they arrive in Tokyo, exhausted &bieg, the
narrator reflects: “I was thinking that we were going to end ukimgaove this night,
and that it would be agonizing” (16} If we read the narrator's environment as a phase
space, his path leads him to approach Marie, his strange attrhetotptobliquely pass
her. Other such itineraries occur throughout the novel. When asketemhiyl not kiss
her, the narrator equivocates, claiming he never said he did or didtvednt to kiss her

(17). They ultimately start to make love the night of their arrival but do not climax

292 Et, tandis que, le cceur serré, je la regardais@leen face de moi dans son fauteuil, je savaésciptait
I'évocation du tremblement de terre qui [avait prqué ses larmes], car le tremblement de terre était

maintenant indissociablement lié pour nous a lal&motre amour.
293

géométrie du vertige d’aimer [...] Géométrie infinimh@nécaire dans un monde menacé, physiquement,
de tremblement de terre.

#94je songeais que nous allions quand méme finifgier 'amour cette nuit, et que ce serait déchiran
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Following the earthquake, they start to make love on the bridgeldussaint
ends the chapter without confirming that either one had orgasmedte Ifoltowing
chapter, the narrator and Marie return to the hotel, take a batlgoatml sleep. Both
characters appear calmer suggesting that perhaps one or both ofwv#sesexually
satisfied. However, the chaos continues as they are immedatakened by a call from
the front desk that their Japanese colleagues are waitinghdan tn the lobby for
meetings to prepare for Marie’s show. Marie’'s tears whanJapanese colleagues
mention the earthquake indicate that she is still emotionally abeett her relationship
with the narrator. When they do finally arrive at the museum shgbing to exhibit her
fashion line, the narrator becomes disoriented as he watcheg Wigdappear and
reappear on the security cameras in the museum. Ultimailjedves the museum
without notifying Marie, returns to the hotel, and decides to viditieend outside of
Tokyo for a few days. While there, the narrator passes twoidayeverish, disoriented
state. Similar to A. irPassion simplevho continues to influence the narrator even after
his departure from France, Marie continues to influence thetoamtihough he has
removed himself from her immediate presence. Once in the basittradtion, objects
will be continually under the influence of the strange attradksrsuch, the narrator’s
sickness in Toussaint’'s novel is a reflection of the continued chaog generates.
Whether he is close or far from Marie, his phase space is still chaotic and otgtnledi

In much the same way Ernaux’s narrator tries to recreapescin order to
generate the same reaction, while in Kyoto and after his fea® passed, the narrator
revisits anaubergein which he and Marie stayed on a different visit. However, sirtola

Ernaux’s narrator, upon arriving at the inn the narrator refledtsvas looking at the
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quiet facade of thauberge,l was on the lookout for a sign from the past, a sound, an
odor, a particular detail, | stayed there a few minutes, myesealert, and ended up
retracing my steps, | had nothing to do there” (£30)In a chaotic phase space, events
will not repeat. Ernaux’s autobiographical format and Toussaint’s tmadéional novel
form reinforce this notion across different genres refledtiregnotion of a fractal which
allows comparisons based on rates of change across differentdedéferent systems
(genre) rather than simply on change within one system. Idi@ddihis conclusion
demonstrates a similar phenomenon in works by different authors,ssingge perhaps
unconscious trend in contemporary literature to acknowledge the irreversibtlityeo

Fuir, the second novel in the series actually takes place temporialtyt@Faire
'amour. As such, the narrator anticipates their later problems in Jalpam e states in
the opening line t&uir: “Would this ever end with Marie?” (115° The physical setting
is China, continuing the trilogy’s Asian theme. Marie has armfgethe narrator to be
semi-escorted by some of her Chinese colleagues when tia¢ondaakes a vacation to
China. Thus, Marie, as the strange attractor, is still driving the nasrptaase space.

The narrator’s itinerary in China is left up to chance as dilews Marie’s
colleague to several places in the city. A visit to a museu@hianghai allows him the
opportunity to meet LiQi, a young Chinese woman with whom he immédiddselops
a rapport. As such, she invites him to come with her to Beijingntheé day on the
overnight train. Not having a fixed schedule, the narrator agreesdptahis unexpected

invitation. Even more unexpected is when the narrator arrives atathestation to find

2% Je regardais la facade silencieuse de I'aubezggyéttais un signe du passé, un son, une odedgtaih
particulier, je restai la quelques minutes, lessaix aguets, et finis par revenir sur mes pasajais rien
a faire la.

29 gerait-ce jamais fini avec Marie ?
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not only LiQi but Marie’s colleague, Zhang Xiangzhi with heritdted at Zhang’s
presence, he admits: “l stopped trying to understand what was hapgenimgny things
seemed obscure to me since | had arrived in China"?{2#is trajectory in his phase
space is unpredictable like a nonlinear system.

As previously discussed, strange attractors influence their gpases even at a
distance. The narrator and LiQi are making out in the train datihmwhen the cell phone
that Zhang gave the narrator rings. It is Marie callingnorm the narrator of her
father’'s death. Marie’s call serves as an attractor to pelharrator’s trajectory back to
her. In the end, the narrator ends up leaving China to come to lleed’@&l the funeral.
Before he leaves China however, the narrator, Zhang and LiQi chicla ihotel that
Zhang has already prearranged in Beijing. The hotel isusiiler construction in some
wings, supporting the notion that in this phase space, the environmeomntisually
“under construction.”

Zhang picks up a motorcycle and takes the narrator bowling, wherentetyup
with LiQi who had some work to attend to first. Suddenly Zhang getsoae call and
the three of them end up fleeing the bowling alley on the mot@cytle narrator hears
police sirens in the distance. Although he is never given an explangte narrator
assumes the police are chasing them. They stop in a crowdedipedgtseet in Beijing
while Zhang deposits an envelope from his jacket into the ceiling of a bailsBetggest
that LiQi has used the money that Marie gave the narratovéat@iZhang to buy drugs.

Zhang and LiQi put the narrator in a taxi back to the hotel withoemtending the

297 Je ne cherchais plus a comprendre ce qui se paasaide choses me paraissaient obscures deiis q
j'étais arrivé en Chine.
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chapter. Neither Zhang nor LiQi offer an explanation to the twarraupporting the
notion that in this phase space, some events are unexplainable asethiey.orenzian
phase space.

In contrast, the following chapter begins serenely:

The Mediterranean was calm like a lake. Tiny wrinkles, likey young

skin, ran across the surface, in a permanent undulation of immobile

wavelets. | listened to the regular beating of the watemag#ie hull of

the ship, scansion of the sea, imperceptible lapping of the wavad.the

feeling to be outside of time, | was in silence — a silence afloich | had

no idea. (119)®
He is approaching lle d’Elbe (Elbe Island) and thus Marie, sphase space seems to
becoming more orderly than it was when he was geographicalfyofar her in China.
His trajectory from China to lle d’Elbe is a torturous one with many diffiepossibilities
for the narrator to get there once he arrives in Paris fromaCkowever, the paths in
physical space are not direct and reflect the circuitous routeisi phase space to
approach his strange attractor: “There weren’t any diiecbates from Paris, no airport
listed on the island [...] The best chance still was to try &achrd?iombino by plane via
Rome or Florence” (120 — 123% Once on the island it is finally Marie who finds him
but the encounter is not wrought with tension and discord, much the waintbeaction
was inFaire 'amour suggesting a phase space common to both novels as the strange
attractor is the same.

However, while the attractor is the same, a phase spacaewdhl different

possibilities for the trajectory. These two novels offer difiergettings — Japan, China

2% | a Méditerranée était calme comme un lac. D'infmieles, comme d’une peau trés jeune, parcouraient
sa surface, dans un ondoiement permanent de véigsdlmmobiles. J'écoutais les battements régutlers
'eau contre la coque du navire, la scansion denda, I'imperceptible clapotis des vagues. J'avais |
sentiment d’étre hors du temps, j'étais dans Ensi — un silence dont je n’avais plus idée.

29| n'y avait pas de liaisons aériennes directeguiie Paris, pas d'aéroport recensé dans IMle [...] La
meilleure chance était quand méme d’essayer deeg&dombino par avion, via Rome, ou Florence.
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and lle d’Elbe and while admittedly two are Asian spaces, thectoaies within each
will vary. As such, using the optic of a phase space allows faxpleration of the path
of a system within two phase spaces that have the samet@ttrallowing comparisons
across two different stories that seem to behave similadiead of viewing these works
as repetitive, they can be analyzed in terms of a strange attractor fonlaée diversity.

The final work in the unexpected trilogylia Vérité sur Mariewhich serves as a
flashback on the narrator and Marie’s time in Japan. The novel begiteris with the
death of Marie’s current lover in her apartment during a violentst@rm. She calls the
narrator to come over despite the fact they are no longemtrgete traverses Paris,
leaving his current lover who is also named Marie, with the stagimg, setting the tone
for his phase space. Their encounter reflects the stormsar@i@s in Japan, they try to
make love but cannot. The narrator learns that the lover who just déeldeairt attack in
her apartment was a man she met while in Japan for her egpasitipresented iraire
'amour. Like Fuir (and other Toussaint novels suchLasSalle de baiy La Véritéis
composed of three chapters. The first chapter describes the incBaeis, while the
second describes the flashback to Japan where Marie encounterdtendower. The
third, as in Fuir, takes place in lle d’Elbe. This chapter structure offers anothe
resemblance between the phase spaces of the three novels.

While the second chapter focuses primarily on Marie and her iovl&pan, the
context is her return with him to Paris. He owns a famous rase hdrich is suspected
of having been given performance enhancing drugs. Unexpectedlyaittaor runs in
to Marie at the race track with her future lover. The narregcognizes this seemingly

impossible encounter:
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What was | doing there? | should have never without a doubt been there,
the probability that | would go to the race track on this dayoky® was

small (I had happened to stumble by chance that morning on ar articl
from theJapan Timesvhich announced the race), and the probability that
Marie would be there at the same time was pretty muchwaslhowever
suddenly confronted unexpectedly with Marie’s presence. (146°247)

As previously mentioned in Chapter Three of this dissertation, Scbloatacterizes the
novels published by the Editions de Minuit as being a series ofbfesisauses. Viewed
through the lens of strange attractor theory, the trajectoryoird is extremely sensitive
to initial conditions, all of which cannot be known. So, Schoots’s invisdlises can be
reinterpreted as unknown initial conditions driven by a strangectttrghat pervade
Toussaint’s fiction and influence a point’s future trajectory. Is thstance, the reader
knows the narrator consultéthe Japan Timesbut does not know what other initial
conditions influenced his choice to actually go to the race tracki{aaronditions which
led to Marie agreeing to go to the race track with her lalean-Christophe de G) other
than to acknowledge that Marie is his strange attractor and as such, thar mamatving
within her basin of attraction. Consequently, not all trajectorées lie anticipated or
explained.

Marie’s lover then asks her to fly back with him and the horsatis.FShe agrees
to return with him while the narrator, unbeknownst by Marie, isingsihis friend in
Kyoto as presented fRaire I'amour. The chaotic trek from the hotel to the Narita airport
with the horse is exemplary of the phase space Marie geseiidie terrible storm that
night in addition to Marie’s last minute packing adds to the chaos emcednat the

airport when the horse escapes its handlers and bolts acrosgptre @ioperty into the

3% Que faisais-je 1a? Je n'aurais sans doute janiaise trouver 13, la probabilité que je me rende aux

courses ce jour-la & Tokyo était infime (j'étaisntmé par hasard le matin sur un articleJdpan Timesjui
annoncait la réunion), et la probabilité que Marisoit en méme temps que moi était quasiment nulle.
J'étais pourtant soudain confronté a I'improvista garésence de Marie.
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darkness. While a linear analysis might characterize the enwwranm@s a mirror
reflecting Marie’s character, a phase space perspectivesalle@vevents to be seen as a
result of the environment she engenders. The horse is rechdiutehe flight back to
Paris is as tumultuous and stormy physically as Marie’s timdapan ifraire I'amour or
the narrator’s in China iRuir. Like chaotic systems that focus on recursive symmetries
across different levels, these works by Toussaint presenadimg across all “levels” of
the narrative whether that be the physical location (China, JdpadiElbe) or events
(the earthquake, the stormy plane ride, or the overnight train from Peking to Shanghai).

Similar toFuir, the third chapter opens calmly in lle d’Elbe in stark contrast to the
chapter dedicated to Marie’s time in Japan. Marie has inviteddfrator to the island
after the death of her lover. However, the story ends with adiraging some stables
near Marie’s house causing complete chaos on the mountain whenegesteslwell as in
the lives of the narrator and Marie. Until this point, the narratat Marie were not
romantically involved. After the fire however, they do make lowaftty”, perhaps for
the first complete time in the trilogy. Chaos still loomghesnarrator notes that Marie’s
skin still smells of fire (205). Instead of comparing her skinn@lBng of smoke, the
analogy with fire suggests that more unpredictability is probdtdeis still in the phase
space of his strange attractor filled with chaotic possibilities.

It is uncertain as to whether he and Marie have really brake As the narrator
stated inFaire I'amour, “Breaking up. But breaking up, | began to realize, was more a
state than an action” (108} Stump asserts that

the end of the affair [between Marie and the narrator]vi&ys there,

looming, and at the same time always fading [...] in a sense thogks
[about breaking up] might well be speakingooth novels Fuir andFaire

301 Rompre. Mais rompre, je commencais & m’en rendnepte, c'était plutdt un état qu’une action
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I'amour): the subject of each is an end (of a love affair, of a &edl, each

tells the story that arrives at the end, and yet something #faiuend

prevents it from ending the events that preceded it. (106)
Stump was strictly speaking abdtdire 'amour andFuir, but his comment also applies
to La Vérité Jean-Christophe de G. has died, and the love affair between atakitne
narrator is still questionable. Building on Stump’s analysis, threstigation proposes
that indeed breaking up is a state found in the phase space gkhgraarie. As such,
this state will continually influence the narrator's trapegt Stump characterizes
Toussaint’soeuvreas one that demonstrates “a consistent refusal to concludeT{89)
accurate evaluation of Toussaint’'s work serves as a pertinemtptiescof the strange
attractor force present in at least the Marie trilogy @qal in this chapter. A detailed
examination of this “unfinished” state will be examined in the rs@dtion when both
Marie and the narrator are analyzed as strange attractorbotAsserve as strange

attractors and the point system orbiting the attractor, they cantdr@reted as fractal

entities in Toussaint’s fiction suggesting further “incompleteness”.

Engendering Phase Space: Haiti or Writing Chaos

If Toussaint offers an example of a traditional narrative inclwhare located
strange attractors, Ernaux’s texts migrate away frotroficoward reality in the form of
autobiography and a diaf§? Frankétienne’s texts, exceptingtravocal, are situated
opposite Toussaint'seuvreon the narrative spectrum as they generally reject thedbrm
traditional narrative in favor of prose that directly communicegabty. Breche ardents
a work composed of poetry and prose fragments much like his otheal$$pthrough

which Frankétienne may be speaking. A first person narrator sldfmom a writing-

302 5ee Chapter Three for a detailed discussion cdtiebiography and the diary genres.



284

chaos for a chaotic work with a fictive and phantasmagoric dioems search of the
essential, | abhor the anecdotic as much as insipid, narratipese (162)*° Ordered
structure for presenting reality is renounced, in favor of a ‘mgitthaos.” The directness
with which the narrator addresses the reader is similarrtaui’s approach in many of
her works, including?assion simpleandL’Occupationin which the narrator resembles
Ernaux herself who privileges nonfiction instead of fiction. Consequdfrdykétienne’s
and Ernaux’s phase space, composed of nonfiction, pertinently offersomsteation of
contemporary chaos.

As discussed in Chapter Three, Frankétienne foregrounds the efféatguage
in exchange for a dearth of narration. Indeed the back coversngfahais works affirm
that “the notion of schizophony [...] allows words to be treated ascles of sensual
energy in perpetual movement inside the t&%Accordingly, words in his texts, more
than action, as the words themselves represent energy, willtatngte phase space in
his works. Indeed, Toussaint asserts this interest in textualyeimehgs interview with
Huy:

Since some recent books, for me, it's not the story that the bdek tel

neither the ideas that it develops, it is not — or not only — ¢agitly, the

light or the poetry; the priority in my latest novels, it's whacall

“novelistic energy” this something invisible, burning and quasi-etectr

which surges at times from immobile lines of a book [...] Hencefame

of my priorities is the search for energy, my books can no |dmgstatic

[...] they must be dynamic, | must be in the movement, the chase, the
panic. (1023

393 D'une écriture-chaos pour une ceuvre chaotiqueniemsion fictive et fantasmagorique en quéte de
I'essentiel, j'abhorre I'anecdotique autant querkxettes narratives insipides.

394 1a notion de schizophonie [...] permet de traiterrests comme des particules d’énergie sensuelle en
perpétuel mouvement a l'intérieur du texte.

3% Depuis quelque livres, la priorité, pour moi, desh pas I'histoire que le livre raconte ni lesaédéu'il
développe, ce n'est pas — ou pas seulement- latéyelaulumiére ou la poésie ; la priorité, dans mes
derniers livres, c’est ce que jappelle I' « énergpmanesque », ce quelque chose d’invisible, dartret

de quasi électrique qui surgit parfois des ligmasobiles d’un livre [...] Dés lors qu’'une de me priés
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Toussaint and Frankétienne realize textual energy through differeabhs: Toussaint
through a more traditional narrative framework and Frankétienmmughr his spiral
esthetic. However, these two authors from vastly different lsaoa political situations
do share a common thread: the importance and purpose of producing asentapye
energy in their texts as it generates and sustains chaos.

In a strange attractor system, order is often deeply embedded irstidnm sin the
spiral La Diluvienne repetitions of the phrase “by day as by nidfiit’appear
approximately 39 times often proceeded by the phrase “It wes”"#4 Similar to
Frankétienne’s other works, no narrative “recipe” exists andeihwer is left to her own
abilities to interpret the spiral text. Repetitions, as amalyin Chapter Three, offer an
indication of a textual instability where the text will bifate into continued chaos or a
novel order. They can also be considered as patterns of deep adexinThus, instead
of viewing repetitions as self-organizing instruments, they caulicate a pattern of
complex textual order. As such, the text offers the reader sefaeemce points. In
Frankétienne’s texts, amidst the ever present textual disotiier,phrase inLa
Diluvienneserves to reinforce the extremely bleak and dark statdsitf This constant
darkness, both night and day, is an excellent image of a black hol@aouam where no
light exists which is Haiti.

Similarly, in his image-textual spiral worksalaxie Chaos-Babgelwhich is
comparable to the format &f'Eros-Chimeéresbut is a volume of over 800 pages, there

are examples of phrase fragments which repeat. Not only do fregpeents offer

est la recherche d’'énergie, mes livres ne peuvestgtre statiques [...] ils doivent étre dynamigyeslois
étre dans le mouvement, la poursuite, I'affolement.

308 de jour comme de nuit

3971 faisait noir
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pockets of order throughout the text, they also effectively desErdmkétienne’s phase
space. On pages 9 and 98, the reader finds the fragment:

The essence of writing

In the energy of the verb

The intensity of saying

The atrocious persistence

To explore the explosive volcanoes

Until the echoes of vocal dissonances and the unharmonious harmony give

a sense to the chaos and that the babel becomes¥usic.
On one level, the writing offers order amidst a collection of deémages composed of
hand drawings and typed fragments. On a second level, this fragoggests that order
can be found in chaos: if writing is forced to explore its lintitsan give meaning to
chaos and what the listener perceives as disordered speech $enaitery sensations
that transcend words. The auditory sensations offer deep order dmittstiel of words.
Likewise, the narrator confirms the fragmented nature and purp@senjized words in
Breche ardente“Spiral writing? The absence of meaning. Or rather an ins@e&hoice
of surprising semantic variations implicating the tension and outbéiresach textual
fragment in a plurality of meanings” (18 These patterns are thus situated in phase
space around a strange attractor. Consequently, the reader cdnthesnotion of
narrative continuity in favor of disjointed but discreet linguistegiments around one
point of order. As will be discussed below, unlike Toussaint and Ernaueveti@sge

attractors share a connection with love and jealousy, for Frankéti the poet and

poetry themselves will serve as the strange attractors in his texts.

38 | 'essence de I'écriture/dans I'énergie du verim#nsité du dire/la persistance atroce/d’expldesr
volcans explosifs/jusqu'a ce que les échos desmiisses vocales et des accords disharmonieux donnen
un sens au chaos et que babel devienne musique.

309 'écriture spirale? L’absence de sens. Ou plutdtimmense éventail de variations sémantiques
surprenantes impliquant la tension et I'éclatengenthaque fragment de texte en une pluralité de"sen
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The narrator irBréche ardenteleclares: “I don't describe either the decor of the
evident and tangible anarchy, or the morphological aspects of ctspatee, or the
disorder of deconstructed time. | write chaos. | write babelritevepiral” (162)**°
Words become energized and actionable rather than descriptive. riarbe the
homophony of the words in French with “j'écris” (“I write”) cafso sound like “je cris”
or “l cry” in which case the text could be translated “I cry chaosy babel. | cry spiral.”
This concept of crying out, of sound emerging from the written woidforees the
energizing power of auditory sensations to organize chaos.

On pages 14 and 68 Bfeche ardentethe following phrase repeats:

Chance still remains

Infinitely fertile

To recover the plural sense

And the female beauty of the bodies in a trance

The secret copulatory harmony

Of the locks and keys

In enigmatic connivanc&?

This fragment reinforces the constructive element of chancaniteveal order, however
hidden even between two people. This conclusion also recalls the strpcgent in
Toussaint’s texts: the meaning or sense is unresolved but thisxdbbeaggest that no
deep order exists but simply that it may need more revelation.

Frankétienne claims that Haiti is the source of inspiratiorhferspiral writing

which is based on chaos as stated in an interview with DelaporteLfHumanité in

2004: “Fundamentally, Haiti could not be absent from my work and it'shia¢rnspired

310 Je ne décris ni le décor de I'anarchie évidentmmgible, ni les aspects morphologiques de I'espac
chaotiques, ni les déreglements du temps débrichéEris chaos. J'écris babel. J'écris spirale.

3111 a chance demeure encorefinfiniment féconde/dewegr le sens pluriel/et la femelle beauté depsor
en transe/la secréte harmonie copulatoire/desrssret des clés/en connivence énigmatique.
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my spiral esthetic’(“La Spirale’J** Accordingly, this analysis suggests that Haiti is the
primary basin of attraction for the strange attractors indxss. Haiti is indirectly and
directly evoked in his works. ItJltravocal for example, the island of Mégaflore is
analogous to Haiti, and it is here that Vatel, the poet mude batc Abre and the fatal
silence and destruction he is trying to instill in the countrgidtaxie Chaos-BabgHaiti
is explicitly described on pages 28 and 216:

Haiti is not exclusive to disastrous crises

The entire planet is in a convulsive crisis aggravated by psychtisoma

viral problems.

Human civilization in avaglindeusend difficult epileptic crisi§™
This Haiti fragment is repeated reinforcing its functiortrees basin of attraction for the
texts and Frankétienne’s spirals in generalBi@che ardentethe narrator asserts: “The
spiral is at the heart of chaos, because the world is a chfaotitioning mass. Authentic
writing can only be babelian. The universe has no precise or Hati@ening” (20
Thus, Ernaux’s France and Toussaint’'s Asia are just as likelp basttractions for
chaos as is Haiti. While Frankétienne explicitly namesitdaita source of chaos, other
locations around the world are equally valid as presented in Esnana Toussaint’s
works. Consequently, this conclusion offers an alternative vision toaditional
postcolonial one which opposes Western order to the disorder in former colonies.

In Breche ardente the narrator claims “the vocabulary of chance and its

ephemeral, anonymous and sinuous lucidities and its lively integlagigreat, opaque

%12 Fondamentalement, Haiti ne peut pas étre absenteod travail et c’est elle qui m'a inspiré I'esifge

de la spirale.

313 Haiti n'a pas I'exclusivité des crises désastreiiSeute la planéte est en crise convulsive emvéaide
déblosailles virales psychosomatiques./L’humaingilisation est en crise d'épilepsie vaglindeuse
malouque.

314 | a spirale est au coeur du chaos, car le mondeirrestmasse chaotique fonctionnelle. L’écriture
authentique ne peut-étre que babélienne. L'unin@sucune signification précise et rationnelle.
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lights [are] buried in the very depths of mute metamorphoses” t46IJhe content of
his phase space, the text, will imitate the sinuous oscillatavnsind his strange
attractors. As Haiti serves as the model for expressingscimaphase space, there is an
absence of characters and thus men and women. Consequently, Frankétieses less
on gender and more on words which create the chaos. Indeed the imBgbebfis
incorporated frequently in his works reinforcing the idea that langusagat ithe
foundation of chaos.

Considering each writer’'s text as a phase space allowse#uenrto focus on
characteristics specific to the strange attractor. As suebrsgi works can be effectively
compared using similar criteria. Trajectories in these pbBpaees are often fractal in
nature thus not completely belonging to one dimension. For literats; teis holds two
implications: not only can the notions of identity, love and languagecheed as fractal
within their own phase space, but the texts themselves can be considered as nogbelongin
specifically to one genre, but instead as having a main chaséctea point of deep
order, which allows these texts to be compared despite culturalicgdobind social
situations surrounding their creation or generic associations. The giaileep order in
Ernaux’s, Toussaint’'s and Frankétienne’s texts are diverse,|l lteg writers offer the
possibility to view chaos not as a gendered and geographically anchohiég luteas a
more neutral, universal and fluid energy around which chaos with deep isrde

generated.

3% le lexique du hasard et ses clartés anonymes @rhémat sinueuses au vif entrecroisement des gande
lumieres opaques [sont] enfouies jusqu’au tréfaletsmuettes métamorphoses.
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Strange Attractors: Ungendering Chaos
Allowing characteristics traditionally associated with men waondien to become

comingled offers the opportunity for new insights into contempolitasary texts: the
role of men and women in literary texts no longer need be solalysdied in terms of
traditional gender roles. A similar phenomenon is occurring withe sciences as
Hayles notes:
For many scientists [...] chaos is more than just another theory. It
represents an opening of the self to the messiness obliéd, the chaotic
unpredictable phenomena that linear science taught these ssieatis
screen out. Once roused, they remember that the messinesgvags a
there. Moreover, now they are able to see nonlinearity in a nédy lig
perceiving it as central rather than marginal, beautiful rdattzer aberrant.
Chaotic unpredictability and nonlinear thinking, however, are just the
aspects of life that have tended to be depicted as feminine. Indezd cha
itself has been depicted as femafgh&os Bound.73)
Feminists such as Beauvoir and Cixous, as cited above, havey geadlated chaos
theory’s “revelation” at the centrality of the beauty of “messs.” Cixous claims in “Le
Rire de la Méduse” (“The Laugh of the Medusa”) that “Men ¢lagre are two
unpredictable things: death and the feminine sex” (885). Howevegsseets that men
only have to look Medusa in the eye to see she is not aberrantadiyg det that “She’s
beautiful and she’s laughing” (885). Nevertheless, chaos theory ioffiesng another
optic through which literature can view this “messiness.” The naifadisorder or the
use of this notion to represent the lack of logic and understanding afnhbeings in
their natural and social environment has always existed in spardyFrench literature
prior to the twentieth century generally tried to order the presentation ahts. From
surrealism to the New Novel in the twentieth century, however|ltistration of chaos

occupied a central force in literary creation as discussed in ChapterDierfmore, the

production of literary texts in France since the New Novel has often been ehaestts
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the demise of French literature as no particular school or philpssgdgmed to emerge
compared to the appearance of a more coherent body of works in Francoptotnes.
However, as Hippolyte affirms,

besides the shift in nomenclature, the break from the traditionadb 6t

and “movements” is of momentous importance. Instead of testifying to a

lack, or to an irreversible decadence [...] this shift resonatesan

affirmation of diversity, or a multifaceted environment in whidte t

individual writer evolves, seeking his or her own intertext [...] the

turbulences agitating the field of French literature are opampngxciting

new horizons. (7)

Ernaux’s, Toussaint’'s, and Frankétienne’s texts are partiogpdtinthis liberating
turbulence and reveal the “messiness” of contemporary society in torad¢aborate a
new horizon for literary criticism.

Gender analysis viewed through the notion of strange attractbess cdén
innovative tool for study into this chaos as gender categories, onceratelt, then
reclaimed by feminists critics, tend to blur. Similar to scege new paradigms are now
available to analyze texts from a different perspective. As Hayless;laim

Researchers interested in chaos theory are returning torjaidy* data”

and testing them for the characteristic patterns they haveebbao

recognize; in a significant number of cases, the patterns there. It

seems clear that they were not noticed before because mligpaexisted

through which they could be understoadhéos Bound 45)

The identification of strange attractors in Ernaux’s, Frankégés, and Toussaint’s texts
is now made possible by the application of chaos theory as a negshgpar@ explain
their patterns and the “ungendering” of chaos. If literarglyats previously “knew” or
asserted similar gender patterns of both order and chaos existeenimnd women,

paradigms to underscore this migration were often justified ¢gifr@sychology or other

modern “-isms”: structuralism, deconstructionalism, postcolonialisrpogtmodernism
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for example. This is not to suggest that men and women approgctolifpose texts
and read them in a similar way, for certainly differencestesitrange attractors, though,
do offer an ungendered perspective of chaos as the system isiideterby initial
conditions and not gender. As such, both men and women charactergrvell as
strange attractors in the fictions of Ernaux, Toussaint and Framkétidhese strange
attractors will equally influence male and female characenilar patterns of chaos and
“messiness.” Consequently, both women and men can be associated witharmde

chaos.

The Charm of Ambiguity: Identity, Jealousy and Desire
Ernaux’s worksPassion simpl@andL’Ocupationeach contains an attractor: male

and female respectively. Rassion simpleit is A., her lover from which she awaits a
telephone call indicating he is coming to see her. All of bvies are centered around
him. While her actions may be chaotic, he is the order or senge a&ore of these
actions. The narrator claims:
| used to try to go out the least possible outside my professional
obligations — of which he had the schedule -, always fearingigs a call
from him during my absence. | also avoided using the vacuum cleaner or
the hair dryer which would have kept me from hearing the phone ring
(16)3%°
Not only does she alter her personal routine, but her professional one as well:
| refused violently additional work that my director requested ef m

nearly insulting him on the phone. It seemed to me that | had every right to
oppose that which would prevent me from giving myself over completel

31 yessayais de sortir le moins possible en dehermes obligations professionnelles — dont il alesit
horaires -, craignant toujours de manquer un agpdui pendant mon absence. J'évitais aussi dsetili
I'aspirateur ou le séche-cheveux qui m'auraient&hpe d’entendre la sonnerie.



293

without limits, to the sensations and imaginary narratives opasgion.
(41)317

The narrator's lack of professional reasons for refusing additiovak seems
unfounded. However knowing A. is the strange attractor driving hervatiamns, the
reader recognizes that her actions appear to follow an ordez il boss may not.
Similarly, Hawkins describes a particle under the influenca sfrange attractor as one
that “while remaining in some bounded region of space [...] will contiausove wildly
and erratically. Thus although the motion is specified by prdass, the particle
behaves as if it were moving randomly, and there is no way to predittture path”
(126-127). Deterministic chaos is described by precise laWwsughh without knowing
these laws, the trajectory can appear random. Neither the¢onamca her boss could
have predicted her nearly insulting refusal of more work. Beforen@ pitofessional laws
she used to follow included punctuality, efficiency, performance asgect for
hierarchy in her department. The rules she is now following hawaxe dictated by her
passion for A. which causes her actions to appear random to an ougeeis clear that
she does want to remain in this state despite her actionspidesl situations which
could have removed me from my obsession, readings, outings and aty dotiwhich |
had previously an interest” (43 If Merleau (86) advocates that Ernaux’s repetitive
confessions of her obsessions are a result of humans being “in love with, obsessed by, our

destructive symptoms,” strange attractors allow an alternatieepretation: repeatedly

317 Jai refusé avec violence une charge supplémenidér travail que mon directeur me réclamait,
linsultant presque au téléphone. Il me semblag gétais dans mon bon droit en m'opposant a ce qui
m’empéchait de m'adonner sans limites aux sensatbaux récits imaginaires de ma passion.

318 3 évitais les occasions qui pouvaient m’arracherci obsession, lectures, sorties et toute actilité
javais le godt avant.
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confessed, obsessive behaviors are simply driven by a strdareggoatthat needs to be
fleshed out for investigation.

As with a strange attractor, the narrator is attracted to but aldtedefrem A.:

Without end the desire to break up, to no longer be at the mercy bf a ca

to no longer suffer, and as soon as the representation of what that

supposed at the minute of the rupture: a suite of days with nothungitto

for [...] But next to the foreseen nothingness, my present situatemesl

happy to me, my jealousy a sort of fragile privilege of whigfould have

been crazy to desire the end. (4534%)
As such, her lack of rational objectivity, often associated with @gman be interpreted
as an effect of a nonlinear system. Situated in his phase,sglae will naturally be
attracted and repelled by him. Upon seeing A. nearly a yeanidnen he came to Paris,
the narrator realizes “this return, unreal, nearly inexisfent,gives to my passion all of
its sense [...] to not have it, to have been for two years theviobsht reality there was
and the least explainable” (75f. Even the narrator herself cannot explain the passion.
This analysis suggests this is not because this passion was inspired bysmadribst it
was part of a larger chaotic system with order deeply imlokdbheleed, scientists
struggle to understand why a chaotic system, which is highgrgiwt in its trajectories,
would nearly return consistently to a certain point. The object af ¢éxgioration is not
considered madness and neither should the narrator’s time spenphatigespace of A.

As such, her “mad passion” rather than being attributed tinfieenchaos can only be

attributed to nonlinear behavior of a strange attractor system.

319 sans cesse le désir de rompre, pour ne plus @aerirci d’'un appel, ne plus souffrir, et aussit
représentation de ce que cela supposait a la mmétee de la rupture : une suite de jours sans rien
attendre [...] Mais a c6té du néant entrevu, ma sitngirésente me parait heureuse, ma jalousie ute so
de privilege fragile dont j'aurais été folle de nésla fin.

320 Ce retour, irréel, presque inexistant [...] donne @& passion tout son sens [...] de ne pas en avoir,
d’avoir été pendant deux ans la réalité la plutevite qui soit et la moins explicable.
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Likewise, Ernaux’s work_’Occupationdemonstrates that deep order can be also
be generated by a woman. She admits:

This woman filled my head, my chest, my stomach, she accompaeried m

everywhere, dictated my emotions. At the same time, this unipted

presence made me live intensely. She provoked interior movements that

had never known, deployed in me an energy, resources of invention of

which | didn’t believe myself capable, kept me in a feverish amstant

activity. | was in both senses of the word, occupied 3tt4)
The narrator clearly vocalizes the positive influence thisnggaattractor has for her,
affirming chaos’s creativity. In many ways, this charaztgion accurately describes the
situation inPassion simplewith A., the narrator admits at the end of the work: “linsge
to me now that luxury is also the ability to live a passion foram or a woman” (777>
If Thomas accurately suggests that for the narrator, herierpe with A., while still
maintaining a tension between pain and pleasure, has shown her tisairipaslefined
as a gift,” (69) this analysis would suggest that the chaosssfquais not just a gift but a
positive result that can be generated by either a man or anvesrving as a strange
attractor.

As with A. in Passion simplethe woman irL.’Occupationis ever present in the
narrator’s life. While the narrator never encounters the womamvélyethe narrator in

Passion simplencounters A., she still acts on her at a distance: “Thsubsstantiation

of the bodies of the women that | encountered in the body of the otheanvacourred

321 Cette femme emplissait ma téte, ma poitrine et wenre, elle m’accompagnait partout, me dictais me
émotions. En méme temps, cette présence inintemempe faisait vivre intensément. Elle provoquag de
mouvements intérieurs que je n'avais jamais conméployait en moi une énergie, des ressources
d’invention dont je ne me croyais pas capable, nantanait dans une fiévreuse et constante activité.
J'étais au double sens du terme, occupée.

322 || me semble maintenant que [le luxe] c’est adgspouvoir vivre une passion pour un homme ou une
femme.
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continually: | “saw her everywhere” (18 As such, her strange attractor exhibits fractal
characteristics: she is not completely contained within hensetfparts of her can be
found in others as well as in the narrator. As stated in the pariyof this chapter, the
narrator sees this woman in other women professors and other wheemests in the
metro (16-17). Thus, the narrator is in a way ‘occupied’ by hrangé attractor as are
other women she encounters, unbeknownst to them. As discussed in Chapger Thre
identity found in others is a theme in Ernaux’s works. This thesm®i uncommon in
literature, but viewing identity as fractalized can be consitl@renore contemporary
approach of this theme. The narratoiLi®ccupationat the end of the work situates her
strange attractor’s identity externally and equally unknown torbaymous woman: “I
succeeded in filing up with words the image and the absent namer evho, for six
months, continued to put on makeup, attend to her classes, to speak, and g orgas
without suspecting that she was living elsewhere, in the headhanskin of another
woman” (74)*** Consequently, Ernaux suggests, as she dodsuimal du dehorsthat
parts of ourselves are found in others as parts of them are ifowsd In this way, the
identity becomes less about the individual and more about the colldesseabout roots,
and more rhizomatic, less linear and more dynamic and unpredictadbippolyte
describes contemporary subjects as

a fuzzy subject, caught between presence and absence, ngvexdiided

but always already there, and, for all we can see, he or she@ety

content with being so. In this fuzzy world names and identities lmeay

freely exchanged, and traded, for undefined periods of time, as @raract
hopscotch among incarnations, allowing the story to jump from one nodal

323 Cette transsubstantiation du corps des femmegeqrencontrais en corps de l'autre femme s’opérait
continuellement: je la “voyais partout.”

324 Jai réussi a combler de mots l'image et le norseab de celle qui, durant six mois, a continuéale s
maquiller, de vaquer a ses cours, de parler ebulg jsans soupconner qu’elle vivait aussi ailledens la
téte et la peau d’'une autre femme.
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point to the other, in a manner that is reminiscent of baroque iagyrat
(239)

Instead of being fuzzy, this analysis suggests they becomealfrabich allows
comparisons of various characteristics across groups of sulgdoes than just across
individuals. As fractals populate chaotic systems, chaos must bemonmtrinsic aspect
of identity and must necessarily be located in both men and womemgftarother
example of the “ungendering” of chaos.

Furthermore, as with A., the narrator LitOccupation prefers to remain in her
“occupied” state: “if my suffering seemed absurd to me, indeaddalous in regards to
others, physical or social, if it seemetlgury to me, | preferred it to certain tranquil and
fruitful moments in my life” (54¥%° Jealousy was a state of mind, a habit attached to the
individual which the narrator projects on the collective: “The mostexdinary aspect
of jealousy, is to populate a city, a world, with a being that onenénasr met” (205%°
However, it is through this jealousy that she is able to seelfhigrssthers as well as
others in others and others in herself. While jealousy may lgegutb be a debilitating
state, the narrator sees it as a creative point. Her stréngea, this unknown woman,
drove her to extreme jealousy and desire but immense creativity at thérseni&4).

In addition to creating a fractalized identity, she also judegsyisy and desire as
fractalized: “It's no longemy desire,my jealousy, which are in these pages, but wfis
desire,of jealousy and | work in the invisible” (483’ Identity, jealousy and desire no

longer need to be viewed as unitary and well-defined but as yaditd creative as they

3% si ma souffrance me paraissait absurde, voiredstense par rapport a d’autres, physiques et ssgial
si elle me paraissait un luxe [my emphasis], jpriférais a certains moments tranquilles et fructude
ma vie.

3% | e plus extraordinaire dans la jalousie, c’estpeepler une ville, le monde, d’un étre qu'on netpeu
n'avoir jamais rencontré.

327 Ce n’est plusnondésir,majalousie, qui sont dans ces pages, alestiésir,de lajalousie et je travaille
dans linvisible.
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exist as fractal entities possessing innate chaos. Thearaulémately separates herself
from her individual subjectivities to regard her experience mmgeof a systemic
perspective: “The dignity or indignity of my conduct, of my desirss not even a
guestion that | ask myself on this occasion, no more than | ask myself the question now
writing. It occurred to me that t is at the price of tHisence that one attains the surest
truth” (40)3*® Removing her personal subjectivities and viewing her situation across
recursive levels of existence, whether that be through jealousiesire, allow her
understand the truth about her identity and ultimately about others.

Finally, as the narrator i8e perdreconsiders breaking up with A., the narrator in
L'Occupationcontemplates “breaking up” with this occupation but cannot. As will be
discussed below in Toussaint’s texts, “breaking up” is a stateeioiy rather than a
solitary action. The narrator admits:

More and more, at certain moments, it appeared fugitiveiypeothat |

could cease this occupation, break with the evil spell, as easipiag

from one room to the other, or as going out in the street. But something

was missing, of which | didn’t know where it would come from — chance,

externally, or even myself. (685°
Like a chaotic system, she cannot identify the exact forcehtilds her in orbit around
her strange attractor. In a strange attractor systenmatieof the orbits is a fractal one.
As with the Moebius strip, the path of the trajectory is not quiteonme solitary

dimension, but is between two dimensions. Likewise, this force asfastal: it could

come from chance, outside of her or from her, but does not come froorigime As a

328 | a dignité ou l'indignité de ma conduite, de mésits, n’est pas une question que je me suis pEsée
cette occasion, pas plus que je ne me la posa i&cevant. Il m'arrive de croire que c’est au pdix cette
absence qu’on atteint le plus slrement la vérité.

39 De plus en plus, & certains moments, il m'appsadtifugitivement que je pourrais faire cesserecett
occupation, rompre le maléfice, aussi simplemerdrgpasse d’'une piece dans une autre ou qu’'on sort
dans la rue. Mais quelque chose manquait, dorg gamais pas d’ou cela viendrait — du hasard, torde

ou bien moi-méme.
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result, all three entities, chance, the external world, and her owgormpdéractionally

influence her inability to free herself from her strange attractor.

A Contemporary Human Comedy of Orderly Chaos

If Ernaux’s diaristic texts, viewed through strange attractoffer instead of an
investigation on repetitive (re)confessions of a jealous and oldskess®, one in which
identity, jealousy and desire can be explored across fractahdions, Toussaint’s book
series, centered on Marie, offers an example of a contemporarynhtongedy which
privileges the migration of gendered qualities such that they besahstinguishable.
Toussaint exclaims to Huy: “The coexistence of opposed extrsnoee of the greatest
riches of literature. Literature permits this ambivalencea Imook, one can be at once
imminently masculine and imminently feminine” (163 While Toussaint situates states
of being masculine and feminine as “opposed extremes”, this anpb&is that these
extremes are quite similar. Consequently, masculine and fengualiéies become less a
mark of order and chaos specific to men or women and more a more general mbsof cha
and order shared by both.

Toussaint’'s work$-aire I'amour, Fuir andLa Vérité sur Marieare, as Demoulin
characterizes in an analysis included in the 2009 printingaok I'amour, a “micro
human comedy [...] avork in progress(156)33' Each novel presents a time period in
the relationship between the narrator and Marie. Unlike a waditiseries of novels

following certain characters, these can be read independently andy ioréer. The

330 La coexistence d’extrémes opposés est une desgphmsles richesses de la littérature. La littégatur
permet cette ambivalence. Dans un livre, on pewt &tla fois éminemment masculin et éminemment
féminin.

31 Micro-comédie humaine [...] uwork in progress
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reader will quickly realize that although Toussaint wrbtdre I'amour before Fuir
followed by La Vérité the temporality of the narrative actually situatasr first,
followed byFaire 'amourand therLa Vérité As Demoulin notes:

The collection obeys, moreover, the same rules as the novels taken

separately: a certain narrative reconstruction takes place,it bist

fragmented and open, leaving room to some extent for deconstruction,
uncertainty, and fragmentation and “false anecdotes.” Certegadb are

woven from one novel to the next; others are abandoned even though they

demand a resolution. (156-15%)

If Balzac’s nineteenth century realist wotla Comédie humain@he Human Comedy,)
proposes to use the models and the concepts of science of his tinamalgee
contemporary society, Toussaint’'s “micro” human comedy reflestgemporary notions
of unpredictability and openness without offering a requisite explanation.

Indeed, Stump describes a consistent thread throughout Toussaing®eumire
of which his “Marie series” offers a micro study: “an aspa&fcToussaint’s writing that
has not changed all that much in the past twenty years, excgpbw more insistent,
more multiplicitous in its effects, and more varied in its forasonsistent refusal to
conclude” (99). Undeniably, Stump’s characterization of Toussaint’'s weflects the
pattern of a chaotic system which bifurcates. If Balzaciensific study of society
emphasizes causality, Toussaint’'s emphasizes vagueness and ualpiigiddowever,
seen through the optic of chaos and strange attractors, this “refusaiclude” is less a

refusal than an explicit emphasis on openness and bifurcations. Consequently

Toussaint’s entire body of works could be seen as a contemporary bomady which

%32 ’ensemble obéit dailleurs aux mémes régles gae tomans pris isolément: une certaine
reconstruction narrative a lieu, mais elle est @idace et ouverte, laisse place a une part derddaetion,
d'incertitude, de fragmentation et de “fausse angedl Certains fils sont tissés d’'un roman a l'autr
d’autres sont abandonnés alors méme qu’ils demamidancore une résolution

333 For further reading on Balzac and this topic, Besre CitronDans BalzadqParis: Seuil, 1986), Pierre
Barbéris,Balzac et le mal du siécl@aris: Gallimard, 1970), Pierre-Georges CastexNalvelles lectures
de la Peau de chagrifPresses de I'Université de Clermont-Ferrand, 1979
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underscores the unpredictability of social influences and interactwatts his “Marie
series” serving as a “micro” study because, as Stump asserts,
Vague, apparently aimless, [Toussaint’'s] novels seem to be umoé
inconclusive or incomplete events [...] Because of this directionless
quality, the reader finds it difficult to assemble the novel's@ges into
one coherent, fully-motivated narrative; hence the frequently repeate
claim that “nothing happens” in Toussaint’s novels. (99)
This difficulty to assemble episodes becomes more acceptathie imclination to seek
out cause and effect is replaced by a willingness to view naggseand aimlessness not
as inconclusive but as burgeoning with possibilities. The contempouangrn comedy
thus cannot be analyzed through the lens of cause and effect, butowrining
nonlinearity, randomness and yet, deep order amid chaos in sonme@sstaurthermore,
this vagueness should not be misinterpreted for rejecting the goalgemiture
representing life and reverting to reckless conceptions of graryt On the contrary,
Stump advocates:
We should see the vagueness of this and Toussaint’s other novels not as
some sort of gratuitous, quirky play with the reader’s expectatimnsas
the expression of a coherent creative stance: an opposition tcaeads
ending, and a championing of mutability and potential. (100)
Chaos theory and strange attractors afford the reader ther pimpe to analyze
Toussaint’s pattern of remaining open. Toussaint characterizepréference in an
interview with Huy claiming he likes: “the idea of an echo, weébiprocity of the wave,
invisible, immaterial” (10334 Echoes are open-ended and serve as a good metaphor for
the influence and reach of a strange attractor. As such, in tase'Meries”, echoes of

different themes appear, particularly that of chaotic ditnacand repulsion between

lovers.

334 cette idée d’écho, avec la réciprocité de I'ondeisible, immatérielle.
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Both Marie and the narrator in this micro-human comedy servstrasge
attractors for each other. IRaire I'amour, the narrator questions his accompanying
Marie to Japan for her fashion exposition:

Was it the best solution to travel together if only to break ug?dertain

way, yes, because as much as proximity tore us apart, distantet vave

brought us together. We were in effect so fragile and disedent

emotionally that the absence of the other was without a doubt the one

thing that could bring us closer, while each other’s presence, on the
contrary, would only accelerate the current affliction and cement our
rupture. (223°°

In their chaotic state, they each continue to “orbit” the other wita@glution to
their suffering. They also seem to fluctuate on whether th&epoe or absence of the
other is repulsive or attractive. Ultimately, the narratodates inFaire I'amour. “We
used to love each other, but we could no longer stand each other. Thelesvespect
now, in our love, that, even if we continued on the whole to do each othergood
than bad, the little bad that we did to each other had become unbe888)3*° This
intolerance in their love could be interpreted as the repellirog fof the strange attractor
that maintains them in a constant state of chaos.

The irreversibility of time propels them both forward in thidestnd the narrator
reflects:

Despite my immense fatigue, | began to hope that the day wotldse

on Tokyo this morning, would never rise and that time would stop here, a

this moment in this restaurant in Shinjuku where we were so good,
warmly enveloped in the illusory protection of night, because | knew tha

33 Etait-ce la meilleure solution de voyager ensemsile’était pour rompre ? Dans une certaine mesure
oui, car autant la proximité nous déchirait, aut&lbignement nous aurait rapprochés. Nous étiems
effet si fragiles et désorientés affectivement Briesence de 'autre était sans doute la seuleechaspit
encore nous rapprocher, tandis que sa présences &aés, au contraire, ne pouvait qu'accélérer le
déchirement en cours et sceller notre rupture.

338 Nous nous aimions, mais nous ne nous supportiluss I y avait ceci maintenant, dans notre amour,
gue, méme si nous continuions a faire dans I'enteplos de bien que de mal, le peu de mal que nous
nous faisions nous était devenu insupportable.
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the coming of the day would bring the proof that time had passed,
definitive and destructive, and had passed over our love>(58)

In this instance, the narrator is not distraught in Marie&sg@nce. In another instance
such as when they are sipping cappuccino on the street (61), ta@nericontent to be
with Marie. However, this calm state is fleeting as theyobex cross with each other
when the narrator fails to hail a cab in the rain (66-67).nreator unexpectedly leaves
Marie at the museum during her preparations for her exhibit anchseto the hotel
feeling ill and feverish, his illness serving as a metaphotherchaotic state to which
Marie drives him. Without telling Marie, he leaves for Kyothere he “recovers” at a
friend’s house. In this case, he is more calm instead of agitated away from her

The narrator returns to Tokyo but is unable to find Marie eithéreahotel or at
the museum, which is closed. He believes he sees her but ityihisnimagination
tricking him. He ends up tossing the hydrochloric acid from thehaatarries around his
neck for comfort onto a flower in the museum’s garden. This randérofagolence
offers the reader no indication as to the state of the relatpbgtween the narrator and
Marie and much less on why the narrator chose this moment to éneptyal of acid
here. As a result, there is no “resolution” in the events surrountlisgtiumultuous
relationship and it remains open ended and chaotic. As Stump sugdéstes fis
perhaps a kind of conclusion here, but we have no way of knowing what(i0is).
Instead of looking for a justifiable solution based on facts fromnibeel, strange
attractor theory would propose that the narrator’s trajectory atbenstrange attractor is

unpredictable. The only point of order is that Marie is at the heart of his chatbtic pa

%7 Malgré mon immense fatigue, je me mis & espérerlgyour ne se léve pas & Tokyo ce matin, ne se
léve plus jamais et que le temps s’arréte la &thint dans ce restaurant de Shinjuku ou nous &idrien,
chaudement enveloppés dans lillusoire protectienla nuit, car je savais que l'avénement du jour
apporterait la preuve que le temps passait, irréabéaet destructeur, et avait passé sur notre amou
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In Fuir, Marie is still directing the narrator's path as she is dhe who has
arranged for him to accompany one of her Chinese colleagues imhiBeijing.
Appropriately, the narrator seems to be “fleeing” on many leaglghe title suggests:
physically he is fleeing from Marie in going to China, from Mar colleague Zhang
with LiQi on the overnight train from Beijing to Shanghai, andifigehe police through
the streets of Shanghai. Furthermore, he seems to be toyithget Marie emotionally
through his attraction for LiQi. Indeed Toussaint claims in amii@® included in the
2009 reprinting ofFuir that “To write, is to flee” (176}*® As with Faire I'amour,
however, the narrator still seems to be passively orbiting in her basinaatiatt without
a means to exit. While in China, the narrator is given a cell pborgat Marie can
contact him. She calls him just as the narrator and LiQi haed™Marie’s colleague
and are kissing in the train’s bathroom. Simultaneously, Marie isngrthrough the
Louvre so as “to flee the news” (“fuir la nouvelle”, 44) in having jestrned of her
father’'s death (44).

In oppositional tension to this notion of fleeing, the narrator asks &etianing
of the novel: “Would this ever finish with Marie?” (1¥}. Realizing the events in this
novel take place prior to those Faire I'amour, the reader knows what the future holds
for both of them when they return to Japan in the winter: anguistuléinthtely, no
resolution to his question about the future with Marie. The narraqoaestion vocalizes

both his conscious and unconscious desire to “flee” Marie and herdfaginaction, but

338 «Ecrire, c'est fuir.” In the interview, Toussainlaims that he is a writer who wants to remainoinch
with what is happening in society; thus fewir, he actually went to China to experience the gnérgre.
However, when he writes, he “flees” the world toitesin seclusion. (177). This notion is prevalemt i
Toussaint’s other works where his characters seemant to flee the world, themselves and time.

339 Serait-ce jamais fini avec Marie?”
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ultimately he is unable to do so. Even if he is physically iabbpat that moment of
being with her:

The weak voice of Marie [...] transported me, as can a thought, a dream or

a reading, disassociating the body from the spirit, the body rersiztic

and the spirit travels, dilates and expands, and that, slowly [... psra@

born and memories resurge, emotions and nervous states, grief, buried

feelings, fears, sensations are revived. ¥47)
Marie is a strange attractor which can act at a distancthe narrator thus maintaining
him in her phase space. He “flees” her in France to go to Chinat@meturn to lle
d’Elbe to attend the funeral of Marie’s father. Likewise, whenapproaches her at the
church in lle d’Elbe, he remarks: “Marie, strictly immobile, J[filled up the entire space
and saturated it with her presence”, suggesting she is also glysicstrong presence
(135)34

Marie tells the narrator that she cannot see him as soonasves, thus, much
like a strange attractor, his trajectory must approach handiythysically reach her yet.
They do finally meet at the narrator’s hotel, but aBaire 'amour, they are incapable of
making love thus missing another connection. The novel ends with the narrator and Marie
swimming in the ocean at dusk. They do finally embrace, but Marierymg,
anticipating their experience Faire I'amour when she cries while they are making love
in Japan. Although they may be together, Marie’s tears indicatafthatstill not well
and fulfilled, thus again “missing the mark” of love.

Predominantly, Marie serves as the strange attractor foratmator, but in some

instances, the narrator serves as her strange attractor. tAdéhearrator comes for her

340 | a faible voix de Marie [...] me transportait littézeent, comme peut le faire la pensée, le réveou |
lecture, quand, dissociant le corps de I'espritdeps reste statique et I'esprit voyage, se didatgétend,

et que, lentement [...] naissent des images et resangi des souvenirs, des sentiments et des états
nerveux, se ravivent des douleurs, des émotiormuer, des peurs, des joies, des sensations.

341 Marie, strictement immobile, [...] emplissait toutdpace et le saturait de sa présence exacerbée.
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father’s funeral, she at first refuses to see him as pointeabowe. However, in her own
time, she seeks him out but cannot find him at first:

Marie had hoped to find me right away [...] then she had stopped looking

for me, she had remained with this worry in her heart, this wdiffyse,

heavy, pregnant, which increased as the time passed, up to askeify hers

in a complete disorder of her senses if she had really seen me in the church

[...] or if she [...] had not had a hallucination [...] once again Marie

looked feverishly for me [...] my absence was for her like a supgi¢al

ripping, an invisible pain, a worry without an outlet, anxiety whichnspu

about in a vacuum. She walked and retraced her steps, she rambled. (144-

14542
If Marie affects the narrator in a chaotic way, he hasémee influence over her at times.
In this instance, he is her point of order around which she chaotioatly. She tries to
find him but her trajectory, mentally and physically, is chaotic and nonlinear.

In La Vérité it is Marie who calls the narrator to come comfort heheair tformer
apartment in Paris after her current lover has died. He is thlerhis current lover, who
is named Marie as well. That their names are the saggests that he is continually in
“Marie’s” basin of attraction. The narrator does not comment oncthigcidence and as
such, typical Toussaintian style leaves the reader without aaratun to this name
choice.

The narrator in Ernaux’s’Occupationstresses the importance of a name with an
identity. In this case, Toussaint seems to suggest that a wammeunicates less about of

identity with the apparent banalization of the name “Marie.” Funtbee, the narrator

continually calls Marie’s lover “Jean-Christophe.” when in fat hame is “Jean-

%42 Marie avait espéré me retrouver tout de suite [ui} elle avait renoncé a me chercher, elle étattee
avec cette inquiétude au cceur, cette inquiétudeseif lourde, prégnante, qui croisait a mesure lgue
temps passait, jusqu'a se demander, dans un dé@ergleomplet de ses sens si elle m’avait bien ns da
I'église [...] ou si [...] elle n'avait pas eu une halingtion [...] de nouveau Marie me cherchait avec gevr
[...] mon absence lui était comme une déchirure supptdaire, une douleur invisible, d'inquiétude sans
prise, d'anxiété qui tournait a vide. Elle marchaitevenait sur ses pas, elle divaguait.
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Baptiste.” In the final analysis, the narrator is in faateless. While il.’Occupation
the quest to learn the woman’s name drove the narrator to chapdictdries, she was
still able to see the woman and herself in other women. Toussaidentity blatantly
disregards a name’s importance while simultaneously emphasiargffect of a person
on someone else. Thus, contemporary notions of identity are stitl [diforder: a name,
a traditional, distinguishing mark offering a way to order anceckfitiate people from
each other, can signify chaos as can repeated or incorrect names.

In the third and final chapter, it is Marie who invites the atamr back to lle
d’Elbe, which temporally, takes place after their return fidapan and the death of her
lover. During this time, Marie and the narrator have spent

One week together at Rivercina, multiplying the invisible garoks

approach in an attempt to find ourselves, crossing each other on the

ground floor of the house with towels over our shoulder and seductive
glimpses in looks, interlacing our trajectories in the propergardens,
separating ourselves from each other for an instant only to coake ba

together as quickly as possible. (182)

In this description, the narrator and Marie seem to be exchangieg of a strange
attractor, rendering the identification of the strange attramp@n-ended, much in the
way Toussaint's works leave the plot open-ended. As such, deepwatitier chaos can
easily be attributed to both men and women such that chaos and bacmne
ungendered. The couple ends up finally making love at the end of thelsibas cited

above, the narrator describe Marie’s skin as smelling of fieajirlg the resolution to

their separation unresolved.

33 une semaine ensemble a la Rivercina, multipliestjeux d’approche invisibles pour essayer de nous
retrouver, nous croissant au rez-de-chaussée dmikon avec des serviettes de bain sur I'épautie®t
lueurs séductrices dans le regard, entrelacanttragectoires dans les jardins de la propriété, dasn
éloignant un instant I'un de I'autre que pour nogjeindre au plus vite.
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In addition, like fractals, the narrator and Marie do not compleggsesent order
or chaos, but some of both. Hippolyte would argue they are fuzzy identikhis
investigation asserts that while Ernaux seems to insist onntpertance of fractal
identities located in others, Toussaint’s identities are lezy filman they are chaotic and

fractal since his characters seem to situate their identity in the clinaas by another.

The Poet and the Poem

As Frankétienne’s spirals reject traditional narratives andilgge energetic
linguistic fragments, his strange attractor will differ freimat of Ernaux and Toussaint in
that it is fractally located at the metalinguistic level: the poet anthpserve as the point
of deep order in Frankétienne’'s chaotic texts. Fittingly, in hist fepiral work,
Ultravocal, he announces the importance of the poet: “Irreplaceable the ofibe poet
who speaks to us in the middle of chaos” (23%)He is not only giving deep order to the
surrounding chaos, but

Invested with the power to transfuse speech and the meaning beyond the

voice

the poet is not an idle utopist

nor a civil servant armed from head to toe in useless armor agjagnst

shadows of the desert

The poet watches over life. (248)
As chaotic systems are fertile and dynamic, they ensureAltigordingly, the narrator in

Bréche ardent¢Burning Breach asserts: “My work as a writer totally inscribed naturally

and without artifice in the esthetic dynamic of a profoundly leeftinctional anarchy”

344 |rremplacable la voix du poéte qui nous parle diemdu chaos.

35 |nvesti du pouvoir de transfuser la parole etdlessau-dela méme de la voix/le poéte n’est poupast

un utopiste désceuvré/ni un fonctionnaire armé dd pn cap d'inutiles blindages contre les ombres du
désert/Le poéte veille sur la vie.
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(162)3*® As such, in a literary analysis, Frankétienne’s poet mustadsth over life in a
dynamic fashion. Glissant affirms a similar role for thet@sediscussed in Chapter One:
it is the poet who must enunciate the chaos of the chaos-worldahdor so long been
repressed by the West. Indeed the poet serves as the connectieenbaitwhe elements
of a fundamentally chaotic universe: “Bridge for a billion Staithout an axis where the
head of the poet turns of whom the shoulders support the fallen heavens in the
improbable space of chaotic silence” (239)If Atlas carried the weight of the cosmos
on his shoulders, Frankétienne’s poet carries the weight of thentbsasn his*®
Accordingly, Frankétienne offers a contemporary interpretationctdssical myth which
allows the poet to be considered as a force of deep order witthiactic system. The
poet inUltravocal claims: “My birth, an unchained spiral with lost ends, leads md fa
am born and reborn each day, converted into gestures, into speech, intaretpass”
(305)3*° The poet simultaneously supports the chaosmos and is very muchad part
while demonstrating his integral role in chaos as declarBdéohe ardentél am chaos.
| am babel. | am spiral” (1635°

La Diluvienné® (The Delug} presents the poet's speech as a “monumental

treasure/ the speech of the poet/ climbs and reclimbs its egligd23) much in the

3% Mon travail d’écrivain et d'artiste totalement rib s’inscrit naturellement sans artifice dans la
dynamique esthétique d’'une anarchie fonctionnetiéomdément féconde.

347 pont pour un milliard d’étoiles sans axe ou touantdte du poéte dont les épaules supportenelekii
dans I'espace improbable du silence chaotique.

348 James Joyce first coined the term chaosmos imbik Finnegan's WakeSee Chapter One “Literary
Fractalization and Noise” for a presentation ofclly chaosmos and its relationship to a dynamitegys

349 Ma naissance, spirale désenchainée & bouts pemdiemtraine au loin. Je nais et renais chaque jour
transmué en gestes, en paroles, en douleurs.

30 Je suis chaos. Je suis babel. Je suis spiral.

%1 This title is in the feminine form of the word dgk (diluvien/ne). Frankétienne does dedicatettbisk

to women “from all the social levels who have stéf in their soul and their body, from irreparable
damages, ravages and traumas caused by the ruthldssy of the blind, arrogant, odious and destrec
foolishness” (7).
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same way a system will orbit around a strange attratdmis image recalls Sisyphus
who must continually remount the hill as he pushes his rock to the topoownlgtch it
fall again. Following on Albert Camus’ version of the myth, Fraiekéte’s poet can be
evaluated as a contemporary hero representing the chaotic ogpefitspeaking out
against continued tyranny. The poet’s chaotic repetitions howewdraatal like echoes
in that they do not exactly express the same ideas with the feamulation: divergence
and change exists. As such, this notion broadens Camus’ interpretatmeacbénical
repetition and rebellion into a contemporary concept that offetsrarly examination of
the fractal “hero.”

If Ernaux’s identity and Toussaint’s conclusions are fractals derankétienne’s
poet. On the diegetic level, the poet-narrator exist8lltravocal as Vatel. InBréche
ardente the narrator-poet emerges infrequently as an anonymous nduatalso as a
Frankétienne’s direct and personal voices. The narrator dectarast only personal
engagement with respect to myself, paradoxically faithful teetiyand my dreams that |
change, me Foukifoura always worthy of my madness and my46l8)>° Frankétienne
refers to himself as Foukifoura also kiéros-ChimeresAnthologie secrétand in the
work entitledFoukifoura

In addition, Frankétienne offers a clear self-portraitigros-Chimeéresthat is
indeed fractal: he is the son of a white European man and a bla@nh#oman, calling
himself a true mutant. Traditional post-colonial studies would emph&sankétienne as
ameétisor someone with a mixed racial heritage, which he does indeedHmav@lissant

métissages “a matter for us of ultimately reconciling the value filizations based on

%52 Trésor monumental/la parole du poéte/monte et néersa chute.
3 Je ne suis qu’engagement personnel par rappoti-4méme, paradoxalement fidéle & moi-méme et a
mes réves que change, moi Foukifoura toujours diignema folie et de moi-méme.
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writing and the long repressed peoples of traditions of oralltg” Discours Antillais
462) which Frankétienne does also address in his focus on the visualeavetttal as
discussed in Chapter Twd! However, he can also be viewed as fractal through the
definition of his self-portrait: “I traversed infinite galactspirals to arrive here in the
kingdom ofH’Eros-Chiméreq...] an authentic mutant” (24F> As a mutant, he rejects
the notion of métissage which suggests blending and accepts costg@sed of various
pieces that do not entirely constitute a whole. Thus his own idenfitsictal: belonging
neither completely to one race or the other. He is representadjiththe narrator in
Bréche ardentas well, suggesting a quasi-anonymous identity that is neaitmplete
fiction nor complete truth. As such, his identity cannot be consideredtriaddional
binary relationship black/white or East/West or even order/chaosadigomewhere
between two traditional absolutes.

As a strange attractor is a point within a chaotic systetrhtiids the system in a
chaotic orbit, so does the poet serve as the link between all thecghaiots in the fallen
world. In this example, Mégaflore (Haiti) is under the enfordealotic silence of Mac
Abre (Duvalier). As such, it is the poet’s voice that must badwdical’ to break the
silence while not necessarily destroying chaos and refusiragrty since “truth is
perpetually incomplete” (22£§° This ultravocality reinforces the earlier analysis that
Frankétienne’s spiral writing through vocalization can offer aesarisdeep structure
within chaos. Consequently, the poetry surging from the poet alsossasvstrange

attractor.

3411 s'agit pour nous de concilier enfin les valewte la civilisation de I'écrit et les traditiorengtemps
infériorisées des peuples de I'oralité.

35 Jai traversé d'infini spirales galactiques poaragriver 13, au royaume des H'EROS CHIMERES [...]
un authetique MUTANT.

3% a vérité [est] en perpétuel inachévement.
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Haiti is a place of chaotic silence which must be broken and paétrserve to
break the silence despite the chaos: “In the census of the pdemewspeak about
fatigue along the route, indeed about temporary discouragement, but atewmer
complete disarray”ltravocal 251)*" In this fashion, chaos still retains some order and
does not fall into complete disorder. The poem serves as this nodeéeofasr noted in
Ultravocal: “place of encounters and fertile ruptures. Chance of extremese&nott
together by an average cord. An adventure. An accidental place. Suynetiw will be
born from this chaos” (26252 Glissant equally privileges the role of poetry in the
demasking of the chaos-monde: “It's the poetics even of this chaod-whith contain
the reserves of the future of humanity of today” (“Le Chaos-monde”*2#)uch like
the strange attractor, the system will always tend to return to this point.

Similarly, the poem will continually offer a new voice to the fpas stated in
Ultravocal: “Proliferation of echoes. Incompletion of the poem which reveatdfias
inexhaustible. Interior extensions by which creation is pursued abtieeof each of us”
(302)3%° Echoes have already been discussed as a tool of repetitioankéfienne’s
works in Chapter Three. In this instance, echoes become fraaath cry from the poet
will change and evolve much as the orbits do around a strangdaatiraphase space.
Instead of viewing these echoes as simply repeating the same gwmess a large
distance, these poems are dynamic and evolving. That theyddiferpting suggests a

generating quality much like the nonlinear system continues to wriibte strange

%7 Dans le recensement du poéme on parlera de faigueours de route, voire de découragement
passager, mais jamais de déroute compléte.

*8 Jieu de rencontres et de ruptures fécondes. Cha@s@xtrémes noués par une corde quelconque. Une
aventure. Un lieu fortuit. Quelque chose de neiifaae ce chaos.

39 c'est la poétigue méme de ce chaos-monde qui eminies réserves d’avenir des humanités
d’aujourd’hui.

30 prolifération d’échos. Inachévement du poéme quiéséle inépuisable. Prolongements intérieurs par
lesquels se poursuit la création au fond de chdeumus.
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attractor’s basin of attraction. Their incomplete nature, viewedragtal, liberates the
poem from one meaning or even a mixture of meanibdfsavocal underscores this
important distinction: “incompletion defines the key-rule” (3¢8)Their fractal nature
allows such poems to never generate the same meaning twii¢e eemain evolving, as
Frankétienne’s spiral esthetic suggests. If Toussaint’s ficiorains unfinished and thus
open to fractal directions, Frankétienne’s poems also contain thisycguajgesting that
incompleteness is a contemporary phenomenon meriting further investigation.

As Hayles remarks:

In the Western tradition, chaos has played the role of the other-the

unrepresented, the unarticulated, the unformed, the unthought. [...]

otherness is also always a threat, arousing the desire to agntroéven

more extremely to subsume it within the known boundaries of the self,

thus annihilating the very foreignness that makes it dangerotisytate.

(Chaos Bound.73)
In the case of Ernaux, Toussaint, and Frankétienne, this analysistsutlige instead of
trying to suppress chaos and the Other, their writing seeks tatBbehaos from its
traditional chains. Chaos is as the heart of their works. Consequestbad of trying to
order the chaos, they express it: Ernaux through jealousy and deshe explores her
identity, Toussaint through the depiction of open-ended relationships and tienank&é
through his spiral poetics.

While the strange attractor does offer a point of order deep wittghaatic
system,

The desire to control chaos is evident in the search for wagdidoalize

it. By finding within it structures of order, these scientisase in effect

subsumed chaos in the familiar. But if this incorporation were &ntire

successful, chaos could no longer function in its liberating rola as

representation of the other. Perhaps this is why Mandelbrot goes luat
way to argue against the complete rationalization of chaoseheves

%1 rinachévement en définit la régle-clé.
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that some residue of the untamable and the nonrational should always
remain. (Haylehaos Bound.73)

Therefore, even if this investigation does offer examples of deéer within these
chaotic texts, it should be underlined that the strange attraciiis wach text do not
offer the only possible interpretation for a way to categdtieechaos in these texts: the
texts are still chaotic and need to be conceptualized as sunados @ a vital component
of the contemporary literature that needs to be explored and\méses chaos. In fact,
the desire to exist and express chaos has existed for cemurtesature. Hawkins notes
of British literature in particular:
Where wouldParadise Lostbe without Satan, oDthello without lago or the
Tempestwithout its own deterministically ordained tempest, or a modern
“disaster” movie without a disaster? In art as in life, ardds experience chaos
co-exists and competes with a will to order. (4-5)
Likewise in contemporary French and Francophone literature, wieutd Proust’s
oeuvrebe without Odette or Albertine, Raymond Queneaisigie dans le métr(Zazie
in the metrd be withoutZazie George Perec’da Disparition (The Disappearange
without the missing letter “e” or the colonizer-colonized storr@ésaire’sUne Tempéte
(A TempesgP Pertinent to this exploration, where wolldssion simplde without A.,
Fuir without Marie, orUltravocal without Mac Abre? Furthermore, the titRassion
simple(Simple passionjuxtaposes a clearly chaotic sentiment, passion, with an ordered
idea, simple. Likewisd,a Vérité sur MarigThe Truth about Marjesuggests the reader
will finally understand Marie’s lifeUltravocal depicts an overly vocal state which in
fact, Vatel exists for in the form of a quite oppressed auditate srom which he is

trying to break free. As such, the authors are seeminghgtitp impose some order on

their texts, but the titles only serve to underscore the chaasdo#eihas already defined
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chaos in literature as the events which create and structureathetive. However,
contemporary literature no longer seeks to restore order or @ retunormal, but
endeavors to maintain chaos.

Toussaint claims in an interview with Demoulin: “The titlea[Véritd pleases
me [...]: the term “truth” implies the theme of a secret. Tlkader can imagine
something is hidden from her” (“L’Entretien avec Jean-Philippe Teing$.%? This
“something” hidden remains in the text without resolution. Strangac#dts in chaos
theory afford a literary analysis that allows some insigitb iordering the chaos
presented in contemporary French and Francophone literature. Niasstlleese points

are “strange” in their own right and must not be too sharply defined or restricted.

%2 | e titre me plait [...]: le terme “vérité” impliqueelthéme du secret. Le lecteur peut imaginer que
quelque chose lui est caché.
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CONCLUSION

This dissertation asserts that ideas and concepts such as teimpeeasibility,
noise as information, bifurcations which lead to order or more chadgants of order
deeply embedded in chaotic structures, proposed by contemporaryifisciemios
theory, equally pervade the current cultural topography. Contemporanchrand
Francophone literature is no exception. Ernaux’s, Frankétienne'§cusdaint’s literary
oeuvresoffer examples of literature in transition. First, their wocksllenge traditional
notions of genre in a noisy manner: Frankétienne mixes remnants of, paetative and
theatre not only in form but through variations in fonts. As suchebhézes Frow’'s
challenge to contemporary generic categories not to attempataaterize texts through
their forms, but rather through the world the text represents. Riamké's mélange
(mixture) of genres is not so much an example of literatao®ring an undisciplined
free-fall into complete disarray as another evidence that neisedeed information.
Strict boundaries between genres are disappearing as getk40 harness a myriad of
forms to capture contemporary reality in their texts. This inya&son suggests that
limiting critical textual evaluations to strict generic ggiges neglects the power and
force of contemporary literature.

Ernaux, while she does not mix genres as explicitly as Frankétidoes, forces a
re-evaluation of the diary and autobiography from within their genergoat. First, she
often does not date her entries, disorienting the reader in a geraky ugled with
temporal markers. As such, she subverts the notion of linear tdiypordavor of an
undefined one. This noisy representation more accurately reflecdsnpé encounters

and accentuates a contemporary struggle to organize a continual dorebarof
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information. When she does offer a temporal marker to her works,djoented content
of the entries or the repetitive struggles of consuming passiordesice render the
temporal indications unimportant in understanding the (physical and neuatdlition
the narrator experiences. Ernaux also transforms each of gdeases by making their
focus more external than internal. Her “extimate” diarlgsjrnal and La Vie project
identity outside the self and render it more collective rathem thatary. As such,
identity, an already complicated notion, allows uncertainty, bot@dssibilities as others
participate in the individual's identity construction. Instead of uwewher texts as
examples of a genre in turmoil, the noise they generate dtiesifd social and cultural
currents. As such, Ernaux’s avant-garde explorations in thg drat autobiographical
genre are reflections of the contemporary cultural topographgrréban aberrant and
defiant illustrations of a well-established genre.

Toussaint’s ordered paragraphs and often immobile plots at frsteylsuggest a
traditional, uncontroversial novelistic style. Upon further invesogathowever, these
characteristics only serve to affirm an occupation with narse# disorder: unexplained
character choices and events and compel the reader to “fill irovmerblanks” to
complete the story thus accepting ambiguity in the novel. Immolaitity repetition in
his oeuvreoffer noisy excursions in the explorations of representations ane poors
of temporal evolution. Inexplicable plotlines and consequences do notemipites novel
genre in struggle, but represent the genre in its curreet statentity which attempts to
illustrate a contemporary preoccupation with measuring and expegetecporality. In
the case of all these authors, scientific chaos theory allttersary analysis the

opportunity to view noise as information and gain insights into how contanyp@rench
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and Francophone writers are productively employing this notion intis. Instead of
viewing “noisy” texts as simply disordered and perhaps as d timdisciplined attempt”
at regenerating literature, these texts offer exampfea valid, purposeful trend in
literature.

The concepts of the irreversibility of time and bifurcation poiassdefined by
scientific chaos theory, offer pertinent methods for analyzingecagmbrary literature’s
preoccupation with identity. Ernaux situates personal identity imrotherounding her in
the metro and streets of Paris. She equally acknowledges that alkatities are found
within her in as much as they offer an image of collective ienfoussaint posits his
self-portrait in foreigners outside his home country. Frankétipnogoses that there are
no real references for identity. Therefore, one interpretatiommtemporary literature’s
treatment of identity could be to describe it as inconsistent givewaried interpretation
but also to consider it as a refusal of self, conjuring notior @fntithetical ‘everyman’
or a society struggling to admit identity and disallowing the notmmpletely. Viewed
through temporal irreversibility and the Arrow of Time, however, onderstands that
the present and future are not bound in the past, thus prior refeneoioés must
disappear to foster possibilities. Also, viewed from a systdeviel, identity can be
collective but not in the sense of erasing the individual: simplyinberidual exists
within a complex network of conditions, all of which cannot be acdyrdefined. As
such, literary analysis can consider the individual, but must alsmederthe possibility
to absolutely define a single person’s identity. Contempodamtity is found outside the

self, in others, in foreigners, and without usual historical references to the past
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Equally, bifurcation points — the points far from a system’s equilibrat which a
chaotic system spontaneously self-organizes or continues into marve ehaffer a
productive way to view textual instabilities. These unstable texioats serve to
indicate in the text when the plot, a character or another element of thefuecdties in a
different direction. Prior to borrowing from chaos theory, these eésnmay have
appeared as oddities or sudden departures from the natural flow ekth@hey may
also have served to focus the reader’s attention on a particalaerd of narrative,
language or style. However, some may also have gone unnoticed. @ogsitiese
points of change through the lens of chaos theory allows the opportoinitgw their
role as leading to organization or to more chaos.

Accordingly, themes and trends can be distinguished which cause such
“instabilities” and reveal issues contemporary literatureddressing. Ernaux’s textual
instabilities occur around quotidian encounters during which peopledisgfize” their
reactions to unexpected chaos. As such, her texts do more thaneespboal class
divisions, but offer commentary on general human reactions regaadisssial status.
Frankétienne’s textual instabilities address language, identidy geeneric transitions
suggesting these subjects are not fixed, but continually evolving. Tiousgao
challenges the detective novel’s stability as a genre thraxghal repetitions that seem
to impede a genre in which progress is inherent to its nature. Condgghenmnay be
guestioning more broadly what should be considered as requisite in defining a genre.

As a result of these textual instabilities, texts move towatér or more chaos.
Viewed as such, these movements in either direction can offeersavithin the text for

the reader searching for signposts or divisions. Alternativelgetigfurcation points
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suggest that order can evolve from chaos, as exemplified in Esngtotip reactions,
and Frankétienne’s and Toussaint’s repetitions, affirming Hippolgtegsacterization of
the contemporary novel in France. Alternatively, chaos can continuenitelgfthrough
other bifurcation points revealing its consistent presence in contemporeatutiée

Finally, gender analysis benefits from borrowing the concept ahgtr attractors.
If the Arrow of Time and bifurcation points allow for order outcbfos interpretations,
strange attractors guarantee order deeply embedded within iohtos investigation’s
tutor texts, in the form of men, women, language and places. Ernmwondiates that
jealousy, viewed through a strange attractor concept, origimatsoth men and women.
Accordingly, both can represent order within chaos. In additionafraientities can be
located in others and in self. In his contemporary micro-human cqmiemssaint
demonstrates how order and chaos can be equally present in men and, Wwothe
arousing love and jealousy. As much of Frankétienm&gvreis concerned with
language and noise, the poet and poetry equally serve as sttgageors in his texts
allowing both men and women to participate. The poet plays the ralgoint of order
within the chaos of the world and must enunciate noise within a ichsite¢nce.
Likewise, Frankétienne advocates that poetry will also constitute thegiarder within
chaos as poetry will always remain open and unfinished, offerirgafrachoes that
repeat but also initiate new sounds.

Considering gender through the optic of strange attractors does not tiegate
importance of gender studies: if boundaries and the transgresdionradaries between
gendered spaces offers fruitful realms of investigation, wihah@e attractors do add to

the critical dialogue is to assist in transforming gender sudoen a binary relationship
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to one that is more fluid, offering a (re)consideration of order dass in gendered
entities. Therefore, seemingly unrelated texts can be e#éctcompared and probed
without needing to reject or counter conclusions gender studies may offer on the works.

The tools presented and applied here from chaos theory are equmitalkle to
other contemporary classic (“print”) French and Francophone literaAs previously
cited, Schoots has already introduced the notion of order and chaositemporary
French fiction, particularly the works by Jean Echenoz, Patriekille and Marie
Redonnet (in addition to Toussaint). Accordingly, any of these authors Framce
would offer a productive study applying the tools of chaos theorytiized in this
monograph. Beyond thenétropole Orlando in her workOf Suffocated Hearthas
examined the notion of chaos in several Francophone wonoe&nigres mentioned
previously in which important applications of chaos theory could be applied.

In addition to the works studied by Schoots and Orlando, this dissenatiad
propose two more: Véronique Tadjo and Lind Lé&. Véronique Tadjo, a Francophone
writer, illustrator and painter from the Ivory Coast, is someone whose warklwenefit
from such an analysis. Her first work, Vol d’oiseau(As the Crow Fliesis similar to
Frankétienne’€Corps sans repereand Toussaint’@utoportraitin that it is a series of
vignettes of people’s lives. The female narratoAdfol, characterizes the work in the
prelude: “Indeed | too would have loved to write one of those serenesstoith a
beginning and an end. As you know only too well, it is never like that, thdLiges
mingle, people tame one another and part. Destinies are lost.” |&réy cmot only
affirms the state of flux of a traditional narrative but alsofoeces the contemporary

literary trend that order, chaos and uncertainty exist togetherAtdean praise poem,
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Latérite (Red Earth also blends poetry, prose and illustrations. Like Frankétienne, she
rejects a traditional font in favor of writing this work in adipitals. She also situates her
text in the bottom left corner of the page. As such, she chafiethgereader’s visual
expectations for a text. This work also contains repetitions, siteredasome not, as
analyzed here in Frankétienne and Toussaint. Iréne Assiba d’Arasidtely claims that
“Tadjo often blurs the genres, and even within a genre she shows ggestlity and in
form and structure. [...] [She] chooses to disregard chronology whichvishe as
artificial, distorted linearity and as a rearrangemeneafity” (154). Analyzing Tadjo’s
oeuvre through the lens of chaos theory would expand this importaysiana the
African continent and reinforce the universality of such tools.

Texts by Linda L& from Vietnam would also offer a fruitfudvestigation
opportunity to employ notions from chaos theory. Like the tutor tstudied in this
monograph, Lé also mixes the genres of autobiography and fictioofidian is a
literary genre that is often defined as a combination of autapbgr (truth) and fiction
(invention). Lé&’'s texts have often been associated with this ternanlunpublished
interview with Ook Chung on November 9, 1993, however, Lé states regarding
Calomnieg(Slander)that it is “rather an autobiography which is unhinged, unsettidd [...
it is an autobiography with the idea that after all, truth i$ pathe lie” (Chung qgtd in
Winston and Ollier 242). Unlike Ernaux, Frankétienne, and Toussaint,t&& often
contain large blocks of text with no white spaces or paragraph distinsuggesting a
rejection of the notion of “white noise” in favor of a “stream” radise. Furthermore,
Motte characterizes her writing style as one that “putsahyelanguage on trial. [...]

Calomnieg[...] is a slanderous text. In dialogical counterpoint, L& will asko reflect
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upon the uses and abuses of novelistic language, upon the way thenaguel/estigate
the world” (Fables of the Novel7). Indeed, Motte claims that all her texts are
“experimentalist” in that they “question literature closel$3). Concepts from chaos
theory could illuminate her purpose of this writing style and hegestigation of the
world as such. Finally, Lé represents a body of burgeoning, contempaeargophone
writing in France with roots in Vietham meriting exploration.

Sidonie Smith claims in her article exploring the future of treditional
dissertation monograph:

Digital media and computational technologies are radically ftvemsng

how knowledge is produced, communicated, and evaluated. The

digitalization of scholarly work in the humanities brings new modes of

research; new formats of presentation; new networks for comntionica

and new platforms for organizing knowledge, orchestrating argument, and

visualizing intellectual exchange. (2)
Pertinent to this study is the growing existence and attertairetectronic literature as a
new genre is gaining in traditional literary studies. This ingatitn has explored
classical literary texts using concepts borrowed from séierthaos theory in an effort
to illuminate trends in identity, genre and gender in contemporaenchkr and
Francophone literature. However, as Smith argues that “by intriglnew forms of the
dissertation, we would encourage doctoral students to experimérdifi&rent scholarly
voices and styles of address and to route their work through difféesaming
communities” (3), this examination claims that electronicdit@re offers novel forms of
literature and different styles of address that present new oppi@sunot only for
analysis but also for students developing in a culture that encourages digitaisapol

Subsequently this dissertation will offer a short reflection octreleic literature,

specifically exploring how borrowed notions from scientific chdeoty are essential to
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advance the dialogue on defining “literariness” in electronic textelsg/reconsidering
the definition and role of author and reader in contemporary societse literature is no
longer only located in printed texts. This inquiry has alreamhsiclered the role of the
traditional reader in contemporary literature and found her mleethighly involved.

Electronic literature amplifies this participation as she nmagtonly interact with the
text, but she must interact with the téxtoughthe computer.

If we agree with Sartre on “What is literature?” the emphasis will leeglan the
guestion of engagement and the way in which the text itself lsange politics and
society. Electronic literature represents equally an engagteim phase with the social,
political and cultural currents of the twentieth and twenty-tientury. One cannot deny
the important role of digital media (from video games to Youtubejnaby digital film
and art) in contemporary society. As more forms of media tak€often permanent)
leap to the virtual world, electronic literature can be considesed eesponse to the
literary needs of a society which privileges more and more tineska in daily life. As
mentioned in Chapter Four, Internet searches, (whether on Google, Youtwlibiora
particular Internet website such as the one for the newshapbtondefor example),
imitate chaotic bifurcations: often the search result of iaitidl input” becomes the
“Initial input” for the next search. Accordingly, the searchgrdh becomes contingent
on at least word choice and the order in which the words are dogether for the
search. The search results then become unpredictable from onle we#ine next. If
chance plays a role in Internet searches, uncertainty penthdesesults of these
searches. Consequently, this dissertation asserts that one chpitatteristic of these

media is uncertainty.
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A traditional literary text, on the contrary, is different inttitanever changes: it
will be the same text each time everywhere in the world duadchanized printing
(excepting translations, abridged or updated versions and certaiogptemg the
reception of the text by readers) and each reader cay wdrdt critics assert about the
text. On the other hand, to read an electronic text is a differgatrience for each reader
and raises an essential question: if the text changes foresadr rexamining a text with
certainty is questionabf&®

Furthermore, is electronic literature really literatufe® Hayles speculates, “Is
literary quality possible in digital media or is electronic literature @estrably inferior to
the print canon?” Klectronic 2). She underscores the idea of inferior genres, which
according to Robert Stam

derives from the a priori valorization of historical anteriority aadiority:

the assumption, that is, that older arts are necessarily el hrough

what Marshal MacLuhan calls “rear view mirror” logic, thésaaccrue

prestige over time. The venerable art of literature, withinltigie, is seen

as inherently superior to the younger art of cinema whictf gagkrior to

the even younger art of television, and so forth ad infinitum. (4)

This reasoning can straightforwardly be applied to electroteécature and determine
thus its function and value in regards to traditional literaturevilit be necessary to
challenge the a priori notion that electronic literature isriofeo traditional literature for
the unique reason that it is more recent. Thus defining whatdgatly” about electronic
literature must differ from the qualifications used for traditiditarature. As Hayles

asserts, “To see electronic literature only through the lergiof is, in a significant

sense, not to see it at all” (4). This dissertation claims ¢habs theory offers an

353 For this analysis, an electronic text is one thahteractive and not a stable text that is sinipbated
online.
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alternative to exploring what is “literary” in this new lédure since uncertainty is
fundamental in the conception of an electronic literary text and its analysis.

Generative texts constitute one of the numerous genres of elediterature.
The two texts presented hereunder belong to this sub-genre which taeertainty in
the creation of the text, calling into question the notions of authoreader in their
relationship to the text. Jean-Pierre Balpe defines generagvatlite as

a literature where the texts are produced through a computer by means of a

set of formal rules, the use of any kind of algorithm, spedifitonaries

and eventually knowledge representations. That means a litemaiture

which the author does not write the final texts but which only watkke

level of the high rank components such as: conceptual models, knowledge

rules, dictionary entries and rhetoric definitions. (309)

Immediately we notice that the author of this genre of texdates the rules and the
instrumental situations in the development of the narrative but ngbldhédtself. The
computer, using algorithms and rules “creates” the story. Thkisrdie thus calls into
guestion classic notions of author and text.

For Balpe “the difference is [that] the author is somethikg & meta-author
trying to define what literature is for him and how his litgreonception can be formally
described. The tools of engrammation he uses are totally diff§ifeamt classical
literature]” (309). In distinguishing what is “literary” ingenerative text, it is necessary
to describe the rules and the algorithms that the author used to create imsidexdf the

textual representations which result from these rules and algaritSince each reading

changes with each reader, it is essential to consider the meta-creatientof a
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This analysis will examine two textsa Série des U(The Set of Yby Philippe
Bootz andFiction by Jean-Pierre Balp&’ The former text is a poem which belongs to
the work passageby Bootz. The work includes background music and a screen which
changes color (blue, white, red and black while the letters are yellowienettracts the
letters are in black and white). In this generative poem, titerdeand the words are
emphasized. In the case of a traditional poem, the reader hasntbiete poem before
her. InLa Série the reader can only see a maximum of three or four worddimea
before they disappear. Memory plays a critical role: afteersé digressions, the first
words of the poem can be forgotten and the reader's memory efaifts supersedes
examining the relationship of the words. According to Bootz “Thdeeaannot re-read
what was already read, can never see the total text and timssimelarge part on the
signification he constructs through the memory of anterior fragrhei8)3°°
Uncertainty represents an integral part of the experiencegaiarative poem and its
literariness consists in representing fragmentation assantes characteristic not only
of our memory but of the experience of what is literary. This dissertation ssigjgesact
of representing fragmentation and not only our memory, but als@xperience of
having been bombarded by letters and words, sounds and colors is thus d¢toaniele
literature truly engages itself with contemporary social aolu@l currents. The

contemporary world becomes more and more fragmented, uncertairhaottt as the

Internet demonstrates: people search or “google” with words agchénts. Generative

34 See the following link for Bootz's worka Série des Uat theElectronic Literature Organizatios
website:: http://collection.eliterature.org/1/works/bootz rfiiet__the set of u.htmlFor Balpe’'s work
Fiction, please consulhttp:/fiction.maisonpop.fr/

3% | e lecteur ne peut relire ce qui a déja été la,jamais I'ensemble du texte sous les yeux etdaidser
une bonne partie de la signification qu'il constsuir le souvenir de fragments antérieurs.
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poetry confronts this question in an audio-visual format with a trahyemporary mode
of expression: digital media.

It should be underlined here that the computer “reads” the text at the prinelry le
and not the human. Without deciphering computer codes, human readers would be
incapable of “reading” the text. What humans read is the writingttleacomputer has
decoded and transcribed, on the basis of the program entered by tbe Aushort
preface td_a Série located at the Internet site for thkctronic Literature Organizatign
stipulates that

Meta-rules are not "technical rules,” but the expression of a eampl

esthetical intention that lies in programming and can only beeped by

looking at the program. This intentionality is not addressed toeider

but to a "meta-reader”: reading is a limited activity. (Bootz and Frémiot)

The critic must then consider another level in defining the kigerhe programming
language which is, at its foundation, a series of words. Conseqaawatiiyer branch of
“linguistics” contributes to the critical discussion of literess in electronic literature:
problems of codes, computer language and automatic translation.

Hayles states in her 2008 woEectronic Literature: New Horizons for the

Literary, that electronic literature is distinct from print literature in that it

literally cannot be accessed until it is performed by propexigcuted
code. The immediacy of code to the text's performance is fundanenta
understanding electronic literature especially to appregidnspecificity

as a literary and technical production. Major genres in the canon of
electronic literature emerge not only from the different wayshich the

user experiences them, but also from the structure and speaifiditye
underlying code [...] some genres have come to be known by the softwar
used to create and perform them. (5)

Unlike a print text where a book cover is opened and reading can beglectnonic text

cannot even be initiated without the proper programming code. Georei“code” that
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literary analysis uses to critique traditional print texdsoading to the form and content
of the work®*® The medium of transmission, paper in this instance, does not affect a
distinction between literary genres. Hayles astutely points up vesvwhat code is an
essential notion to consider when critiquing an electronic texeesanic literary genres
are closely linked to their executable code. An exciting and cigallg aspect of
electronic literature is that the host medium (software) noys@a extremely important
role in determining the genre. Electronic literature also introdace=wv concept and thus
new challenges, of the traditional definition of languages. Hast@aracterizes it as a
creole:

‘Code work’ [...] names a linguistic practice in which English (ome

other natural language) is hybridized with programming expressmns

create a creole evocative for human readers, especiallyfdragmar with

the denotations of programming language. ‘Code work’ in its puoest f

is machine readable and executable, such as Perl [progranangupnbe]

poems that literally have two addressees, humans and intelligent

machines. (20)
Since computers are the host of transmission for electroniatliter unlike print
literature that is contained on paper, two ‘readers’ existhtinean and the machine. The
human reader tries to decipher a meaning from the text fargeanderstanding and
perhaps also for literary criticism and analysis. The macbméhe other hand, is trying
to also translate the programming code which generates the pgaemwith human
languages, “broken creoles” even represent a part of this new d¢gngsa Hayles

describes:

More typical are creoles using ‘broken code,” code that cannotligidbea
executed but that uses programming punctuation and expression to evoke
connotations appropriate to linguistic signifiers. Replete with puns,
neologisms [such as ‘remotional’ and ‘I-terminal’ found in Memmott’s

3¢ See Frow’s notions of genre as discussed in Chapte.
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Lexia to Perplexip and other creative play, such work enacts a trading
zone in which human-only language and machine-readable code are
performed as interpenetrating linguistic realms, thus makinpleisn the
screenic surface a condition intrinsic to all electronic tekyyatamely

the intermediating dynamics between human-only languages atdnma
readable codes. (20)

As with human language, electronic literature has developed msguli between a
fluent creole and a broken one. However, the ‘brokenness’ occurs betWwasraa and a
machine when the code is not executable. This dual readership cariseqreates

more issues for communication which could at times appear as nadike traditional

reader. Hayles characterizes the encounter of a traditieadér of print texts with an
electronic text, focusing first

on the screenic text employing strategies that have evolvedernturies
through complex interactions between writers, readers, publishewsedit
booksellers, and other stakeholders in the print media. For readerdov
not themselves program in computational media, the temptation ofigeadi
the screen as a page is especially seductive. Although theyf apurse
aware that the screen is not the same as print, the full atiphs of this
difference for critical interpretations are far from obvious. (23-24)

New challenges on the horizon for literary studies surely invelegking through the
issues of code and translation when a “traditional print readadsrand/or attempts
literary analysis on an electronic literary text, including aberations of creoles and
broken creoles.

The titleFiction by Jean-Pierre Balpe is, according to him

[a] title [...] which has a double meaning: It both connotes thdtcdibn

is a fiction by itself and that a fiction can be built by afnite number of

fictions, something like a “mise en abyme” of the fiction litskndeed

none of these texts will ever be presented to the reader faoadséme

and no reader will ever have the same set of texts. Eackdems to be
independent from the others. (310)
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This same effect exists in chaos theory: Prigogine amih8its’ Arrow of Time suggests
that time is irreversible: the narrative thus cannot be the $arme. In his text, Balpe
mixes written paragraphs with background images and music. Eaehthienreader
“clicks” on the spinning sphere used to open the text, a differentiteatje and sound
appears. Henceforth, there is no connection between the short stbfeeand it will be
the “classic” reader who will search for a “narrative” bedw these fragments. For
Balpe, this is

certainly is one of the reasons why generative texts disturlveaging

habits — the reader loses all the usual markers relating thdapetic axis

and has to find or invent other kinds of references. The narrative is not

totally built in advance but put together from a lot of virtuaditrghich are

— or are not — actualizing themselves in the course of readingdch|

new reading — actualizing the narrative in a new way, built ort Wl

microfictions.(312)
Chaos is thus present at the narrative level. The idea even oasgibyiplays a role in
chaos theory. Non-linear systems bifurcate spontaneously from one state to.&hothe

On the other hand, with Balpe’s text, the reader has many fefezemce points
and the narrative is different with every reading. Electratecdture appears, therefore,
more apt at realizing chaos and uncertainty in life. As sumfitemporary scholars and
critics must consider what is literary in these generatx¢stplagued with chaos and
uncertainty. A text, liberated from the classical book format poseschallenges: Balpe
affirms that the' [g]enerative text rejects clotting, time's dictatorialicature; it presents

a whim of eternity. But this eternity-whim truly differs frottmat of “classical” literature

because it does not depend on the duration of its memory but on theuddiwit its

%7 This is the case withiction but also in cinema in a film such Baris, je taimefor example: this film
proposes a series of quick glimpses into the lofedifferent people who seem to be unrelated td edloer
until the end reveals their interconnectednessweaver, once produced, the filmic text remains thees
regardless the number of times played. Cinema @esuthis spontaneity only once — upon the firstving
- whereas generative texts will recreate it witbhegeading
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reproductions” (316). What is literary then is the way in whichtéx represents the
world in the infinity of its productions which are all different. 3hncertitude and this
absence of permanence suggest another definition of the “litevangt is important is
not what lasts, but what changes, that is, exactly the dialbetmween being and
becoming.

To conclude, electronic literature, and particularly generatives,tesalls into
qguestion the form and content of traditional literary critique. Chambs uncertainty
“plague” contemporary “classical” print literature. They aiso inherent in electronic
texts but they do not signal the end of literature any more itisagontemporary
traditional counterpart. On the contrary, these digital texts septean opening, allowing
a realization of ideas found in the contemporary cultural topographthig\analysis has
often mentioned in the previous pages, Hayles suggests an ‘ecdlodgas’ within
which resides an ensemble of ideas which may or may not be possibin a same
cultural topography. Electronic literature embodies the contempateag iof chaos and
uncertainty. For Balpe, the relationship between generativededtslassical literature is
summarized in the fact that

[g]enerative literature tries to be on the side of the effusiyeerficiality

of show. It wants to reconcile the literary activity with tleétplay and

game: to separate literature from the sphere of reveremichldaadly

seriousness in which the whole classical tradition locks it. Notlgne

about a particular text, it questions itself infinitely about tlestlzetic

working of the human spirit. (318)

Similarly, Prigogine and Stengers affirm that science maronger explain the world
exclusively through a series of definite laws like Newtothist do not allow for

probabilities, but rather through lavesid games, bein@nd becoming, certitudeand

chance. Accordingly, concepts borrowed from chaos theory, alreagyoyed in
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psychology, economics and medicine, will necessarily enhance umdienstaf literary

texts created in a world inherently chaotic and uncertain.



334

BIBLIOGRAPHY

|. Primary Sour ces:

Ernaux, AnnieLes Armoires videdaris : Gallimard, 1974.
.Ce qu'ils disent ou rienParis : Gallimard, 1977.
La Femme geléd’aris : Gallimard, 1981.
.La Place Paris : Gallimard, 1983.
.Une FemmeParis : Gallimard, 1989.
.Passion simpleParis : Gallimard, 1991.
Journal du dehorsParis : Gallimard, 1993.
.La Honte Paris : Gallimard, 1997.
Je ne suis pas sortie de ma n#aris : Gallimard, 1997.
.La Vie extérieureParis : Gallimard, 2000.
L’EvénementParis : Gallimard, 2000.
.Se perdreParis : Gallimard, 2001.
.L’Occupation Paris : Gallimard, 2002.
.L’écriture comme un couteau : Entretien avec Frédéric -Yves JeaRa€t :
Editions Stock, 2003.
.L'Usage de la photdParis : Gallimard, 2005.
.Les AnnéeParis : Gallimard, 2008.

FrankétienneMUr a crever (genre total)Port-au-Prince: Presses port-au-princiennes,
1968.
.Ultravocal (spirale).Port-au-Prince: Imprimerie Gaston, 1972; Paris: Hoébeke,
2004.
Fleurs d'insomnie (spiralePort-au-Prince: Deschamps, 1986.
L’Oiseau schizophon®ort-au-Prince: Editions des Antilles, 1993.
.La nocturne connivence des corps inverBest-au-Prince: Spirale, 1996.
.D’'une bouche ovalePort-au-Prince: Spirale, 1996.
.La méduse orphelin®ort-au-Prince: Spirale, 1996.
.Une étrange cathédrale dans la graisse des ténelited-au-Prince: Spirale,
1996.
.Clavier de sel et d'ombr&ort-au-Prince: Spirale, 1997.
.Les échos de I'abimBort-au-Prince: Spirale, 1997.
.Et la voyance explosPort-au-Prince: Spirale, 1997.
H’Eros-ChiméresPort-au-Prince: Spirale, 2002.
.Miraculeuse Port-au-Prince: Spirale, 2003.
.D’un pur silence inextinguibld_a Roque d’Anthéron : Vents d’Ailleurs, 2004.
.La Diluvienne.Port-au-Prince: Spirale, 2005.
.Breche ArdentePort-au-Prince : Média-Texte, 2005.
. Galaxie Chaos-BabePort-au-Prince : Média-Texte, 2006.



335

. Heures BrevedPort-au-Prince : XEOS, 2007.
. Mots d’ailes en infini d’abimePort-au-Prince : Presses Nationales d’Haiti, 2007.
. Le Sphinx en feu d’énigmd3ort-au-Prince : XEOS, 2007.
. Corps sans repéresPort-au-Prince : XEOS, 2007.
. Amours délices et orgueBort-au-Prince : Henri Deschamps, 2008.
Hesiod. Theogonyand Works and DaysTrans. Dorothea Wender. New York : Penguin
Books, 1973.
Ovid. Metamorphoseslrans. Charles Martin. New York : W.W. Norton and Co., 2004.
Tadjo,Véronique.Red Earth/Latérite Trans. Peter S. Thompson. Spokane: Eastern
University Press, 2006. Bilingual translation bétérite Paris: Les Editions
Hatier, 1984.
As the Crow Flies Trans. Wangui wa Goro Oxford: Heinemann, 2001.
Translation ofA Vol d’oiseauParis: Nathan, 1986.
Toussaint, Jean-Philippea Salle de bainParis: Minuit, 1985.
.Monsieur.Paris: Minuit, 1986.
.L'Appareil-photo.Paris: Minuit, 1989.
La RéticenceParis: Minuit, 1991.
.La TélévisionParis: Minuit, 1997.
Autoportrait (a I'étranger)Paris: Minuit, 2000.
Faire I'amour. Paris: Minuit, 2002/2009.
Fuir. Paris: Minuit, 2005/20089.
.La mélancolie de Zidan®aris : Minuit, 2006.
. La Vérité sur Marie Paris: Minuit, 2009.

II. Secondary Sources: Theory and Criticism

A. Literary Theory and Criticism

Adamowicz, Elza,Surrealist Collage in Text and Imag&ew York: Cambridge
University Press, 1998.

D’Almeida, Irene Assiba.Francophone African Women Writers: Destroying the
Emptiness of Silenc&ainesville: University Press of Florida, 1994.

Ammouche-Krémers, Michéle: “Entretien avec Jean-Philippe Toussamtnes Auteurs
de Minuit. Michéle Ammouche-Krémers and Henk Hillenaar, eds. Atlanta:
Rodopi 1994, 27-36.

Aristotle, Poetics Trans. John Baxter, Patrick Atherton, George Whalley, Montreal:
McGill-Queens’ University Press, 1997.

Atack, Margaret. “Writing from the Center: Ironies of Othemasid Marginality’ in
Ruth Evans (ed.pimone de Beauvoir's The Second Sex, New Interdisciplinary
EssaysManchester: Manchester University Press, 1998, pp. 31 — 58.

Aubel, Francois. “En Haiti, les chiméres de FrankétienBpdkJune 2004: 57-61. Print.



336

Barthes, Rolands/Z.Trans. Richard Miller. New York: Hill and Wang, 1974.

Bataille, Georges.Eroticism: Death and SensualityTransl. Mary Dalwood. San
Francisco: City Lights Books, 1986. Translation LoErotisme Paris: Minuit,
1957.

Bayle, Jean-Jacqué&Sultures en conflitBaint-Etienne : C.1.LE.R.E.C, 1984.

Bogue, RonaldDeleuze on LiteratureNew York : Routledge, 2003.

Breton, AndréManifestes du surréalisntearis : Gallimard, 1985.

Brush, Craig BFrom the perspective of the self: Montaigne’s self-portidéw York:
Fordham University Press, 1994.

Bushnel, Francois. “L’esthétique des ruines de Frankétiehire,”326 (June 2004): 72-
73.

Césaire, AiméCahierd’un retour au pays natalColumbus: Ohio State University Press,
2000.

Chamoiseau, Patrick et &loge de la créolitéParis: Gallimard, 1993.

Charbonnier, GeorgeEntretiens avec Michel ButoParis : Gallimard, 1967.

Chemla, Yves. “Iconographie, schizophonie et autobiographie Hi&mes-Chimeéresde
Frankétienne.” Voix poétiques et Romanesque de la Caraibe. UrdvdesRaris
IV-Sorbonne. 17 March 2003. Address.

Cixous, Héléne. “The Laugh of the Medusa.” Trans. Keith Cohen and Paula Sajres.
1:4 (Summer 1976), 875-893.

Crawford, Hugh T. « ThePaterson Plateau: Deleuze, Guattari, and William Carlos
Williams » in Buchanan and Mark3eleuze and LiteratureEdinburg: Edinburg
University Press, 2000.

Cuoco, Lorin, ed.,The Dual Muse: The Writer As Artist, The Artist as Writer
Philadelphia: John Benjamins Publishing Company, 1999.

D’Aubignac, Francois Hédelin, abbéa Pratique du théatre Ed. Pierre Martino.
Algiers : Jules Carbonel, 1927.

Delaporte, Ixchel. “La spirale identitaire de Frankétienh&fumanité 15 July 2004.

Demoulin, Laurent. “Entretien avec Jean-Philippe Toussaiulture, Université de
Liege, November 7, 2009. n.pag. Web. 30 November 2009.

Ernaux, Annie. Interview by Lucie C6té. “Ecrire pour comprendre lesses.”La
Presse 26 March 1992. n. pag.

Fanon, Frantz?eau noire, masques blané¢Zaris : Editions du Seuil, 1951.

.Les Damnés de la terrParis : La Découverte, 1961.

Frow, John, ‘Reproducibles, Rubrics, and Everything You Need to KnewreGlrheory

Today’,PMLAVolume 122, Number 5, 2007, 1626 — 1634.

Forsdick, Charles and David Murphy, efisancophone Postcolonial Studies: A Critical
Introduction New York: Arnold Publishers, 2003.

Frankétienne. Interview by Yves Chemla and Daniel Pujol. “Entretevec
Frankétienne.Notre Librairie, Paris, 1999 :133. 113-117.



337

Genette, GérardRalimpsests: Literature in the Second Degréeans. Channa Newman
and Claude Doubinsky. Lincoln: University of Nebraska Press, 1997. Tianslat
of Palimpsestes: La Littérature au second dedparis: Seuil, 1982.

Glissant, Edouard. ‘Le chaos-monde, l'oral et I'écrit’, in Patri¢la@oiseau and Ralph
Ludwig eds., Ecrire la parole de nuit”: la nouvelle littérature antillaiséaris:
Gallimard, 111-129, 1994.

.Le Discours antillaisParis: Editions du Seuil, 1981.

Poetics of RelationTrans. Betsy Wing. Ann Arbor: University of Michigan
Press, 1997. Translation Bbétique de la RelatigriParis: Gallimard 1990 / 1997.
.Traité du Tout-MondeParis: Gallimard, 1997.

Greenberg, Mitchell.Corneille, Classicism and the Ruses of Symme@gmbridge:
Cambridge University Press, 1986.

Grigely, JosephTextualterity: Art, Theory, and Textual Criticiséann Arbor: University
of Michigan Press, 1995.

Grosz, ElizabethBecomings: Explorations in Time, Memory, and Futurikaca:
Cornell University Press, 1999.

Volatile Bodies: Toward a Corporeal FeminisnBloomington: Indiana
University Press, 1994.

Hallward, PeterAbsolutely PostcoloniaNew York: Manchester University Press, 2001.

Hanson, Laurent. “Interview de Jean-Philippe Toussaint.” Institutcfrgaponais de
Tokyo, 19 January 1998.

Hawkins, HarrietStrange Attractors: Literature, culture, and chaos thedigw York:
Prentice Hall/Harvester Wheatsheaf, 1995.

Hayles, N. KatherineThe Cosmic Web: Scientific Models and Literary Strategies in the
Twentieth Centuryithaca: Cornell University Press, 1984.

.ChaosBound: Orderly disorder in contemporary literature and sciertieaca:
Cornell University Press, 1990.

.ed. Chaos and Order: Complex Dynamics in Literature and Scie@Gb&ago:
The University of Chicago Press, 1991.

Hippolyte, Jean-Louidzuzzy Fiction Lincoln: University of Nebraska Press, 2006.

Huy, Minh Tran. “Jean-Philippe Toussaint: “Construire des révespidee.” Le
Magazine Littéraire October 2009, No. 490 : 98-103.

Jeanneret, MichePerpetual Motion: transforming shapes in the Renaissance from da
Vinci to Montaigne Trans. Nidra Poller. Baltimore: Johns Hopkins University
Press, 2001.

Jackson, William JosephHeaven’'s Fractal Net: Retrieving Lost Visions in the
Humanities Bloomington:Indiana University Press, 2004.

Jonassaint, Jean ed:rankétienne, écrivain haitienSpec. IssueDérives 53/54
(1986/1987).



338

. “Beyond Painting or Writing : Frankétienne’s Poetic Que&é&search in
African Literatures53.2 (Summer): 141 — 156, 2004.

Jourde, Michel. “Monsieur s’amuse. Interview avec Jean-Philippe Tiatissaes
Inrockuptibles 1992.

Kauss, Saint-John. “Le spiralisme de FrankétienRefomitan N.p. April 2007. Web.
www.potomitan.info/kauss/spiralisme.php. 1 June 2007.

Kéchichian, Patrick. “La géométrie du vertige amouretur.Monde 30 August 2002.

Khatibi, Abdelkébir. La Mémoire tatouée : Autobiographie d'un décolonig&ris:
Editions Denoél, 1971.
. Maghreb pluriel Paris: Denoél, 1983.

Koppisch, Michael S.Rivalry and the Disruption of Order in Moliere’s Theater
Madison: Fairleigh Dickinson University Press, 2004.

Knoespel, Kenneth. “The Emplotment of Chaos: Instability and Narr@uder.” Chaos
and Order: Complex Dynamics in Literature and Sciengd. N. Katherine
Hayles. Chicago: University of Chicago Press, 1991. 100 — 122.

Lejeune, PhilippeOn Diary. Eds. Jeremy D. Popkin and Julie Rak. Trans. Kathy Durnin.
Manoa: University of Hawaii Press, 2009.

Livingston, Ira. Arrow of Chaos: Romanticism and PostmodetnitMinneapolis:

University of Minnesota Press, 1997.
. Between Science and Literature: An Introduction to Autopoefitscago:
University of lllinois Press, 2006.

Lyons, John DKingdom of DisorderWest Lafayette: Purdue University Press, 1999.

Mainil, Jean. “Francophone writing (fiction, poetry): Belgium” Alelughes and Keith
Reader, eds.Encyclopedia of Contemporary French CulturBlew York:
Routledge, 2001. 241-243.

Mcllvanney, Siobh&dn.Annie Ernaux: The Return to Origind.iverpool: Liverpool
University Press, 2001.

Merrell, Floyd.Simplicity and Complexity: Pondering Literature, Science, and Painting
Ann Arbor: University of Michigan Press, 1998.

Memmi, Albert.Portrait du colonisateur Paris : Editions Gallimard, 1955.

Merleau, Chloé Taylor. “The Confessions of Annie Ernaux: Autobiographyth and
Repetition”,Journal of Modern Literature28.1 (Autumn): 65-88, 2004.

Messac, Regid.e “Detective Novel” et la Pensée Scientifigiaris: Champion, 1929.

Mitchell, W.J.T.,Picture Theory: Essays on Verbal and Visual Representatitinsago:
University of Chicago Press, 1994.

Mohamed, B. Taleb-Khyar, ‘Frankétienn&€allaloo, Volume 15, Number 2, Spring,
1992.

Motte, Warren FFables of the Novel: French Fiction since 199%rmal, IL: Dalkey
Archive Press, 2003.
. Small Worlds Minimalism in Contemporary French Literature. Lincoln:
University of Nebraska Press, 1999.



339

Mullen, Anne and Emer O’BeirneCrime scenes: Detective Narratives in European
Cultures Since 194%tlanta: Rodopoi, 2000.

Orlando, ValerieOf Suffocated Hearts and Tortured Souls: Seeking Subjecthood through
Madness in Francophone Women’s Writing of Africa and the Caribbean.
Lanham, MD: Lexington Books, 2003.

Parr, AdrianThe Deleuze DictionaryNew York: Columbia University Press, 2005.

Parker, Jo AlysonNarrative Form and Chaos Theory in Sterne, Proust, Wolf, and
Faulkner New York: Palgrave Macmillan, 2007.

Pécheur, Jacques. “Une place a part: Entretien avec Annie Erha&uftdncais dans le
monde. Fédération internationale des professeur de francais. May-June 2000.
Web. 20 October 1997. http://www.fdlm.org.

Ramsey, Raylene. “Autobiographical Fictions” Tihe Contemporary Novel in France
William Thompson ed. Jacksonville: University of Florida Press, 1995.

Robbe-Grillet, AlainPour un nouveau romarraris : Les Editions de Minuit, 1963.

Rousseau, Jean-Jacqu@suvres Completes de J. J. Rousseau : Dialggueks17 by
Victor-Donatien Musset-Pathay, Publishers Pierre Dupont : Paris 1824.

Rzepka, Charles Detective Fiction Cambridge, United Kingdom : Polity Press,, 2005.

Samarcelli, Francoise. La théorie au risque de la lettreSaint-Denis : Presses

universitaires de Vincennes, 1996.

Schoots, FiekePasser en douce a la douane: L'écriture minimaliste de Mimetille,
Echenoz, Redonnet et ToussaiAtlanta : Rodolf B.V., 1997.

Serres, MichelLe Systéme de Leibniz et ses modeles mathématuesds. Paris :
Presses Universitaires de France, 1968.
.Hermes | : La communicatioiaris : Minuit, 1968.
. Hermes Il : L'interférenceParis : Minuit, 1972.
.Hermes Il : La TraductionParis : Minuit, 1974.
. Jouvences : Sur Jules Verraris : Minuit, 1974.
. Feux et signaux de brume : ZoRaris : Grasset, 1975
. Hermés IV : La DistributionParis : Minuit, 1977.
. La Naissance de la physique dans le texte de Lucréce : Fleuttlgbwences
Paris : Minuit, 1977.
.Hermeés V : Le Passage du Nord-Ou@&sris : Minuit, 1980.
. The ParasiteTrans. Lawrence R. Schehr. Baltimore : Johns Hopkins University
Press, 1982. Translation b Parasite Paris : Grasset, 1980b.
.Genése : Récits métaphysiquearis : Grasset, 1981.
. Hermes: Literature, Science and Philosopky. Josué V. Harari and David F.
Bell. Baltimore: The Johns Hopkins University Press, 1982.
. and Bruno LatourEclaircissements : Cing entretiens avec Bruno Lat®aris:
Flammarion, 1994.

Smith, Sidonie. “Beyond the Dissertation Monograpgil’A Newsletter42:1 (Spring),
2010.



340

Sourieau, Marie-Agnes and Kathleen M. Balutanskgrire en Pays Assiégé Haiti
Writing Under SiegeAtlanta : Rodopoi, 2004.

Stam, Robert and Alessandra Raengo, kistature and Film: A Guide to Theory and
Practice of Film AdaptationMalden, MA: Blackwell Publishing, 2005.

Stump, Jordan. “Jean-Philippe Toussaint, Unfinish&dibStance35.3, Issue 111 : 95-
112, 2006.

Taleb-Khyar, Mohamed B. “Frankétienn€allaloo, 15.2 (Spring) : 385-392, 1992.

Thiher, Allen. Fiction Rivals ScienceThe French Novel from Balzac to Proust
Columbia: University of Missouri Press: 2001.

. Fiction Refracts Science: Modernists Writers from Proust to Boxgelumbia:
University of Missouri Press, 2005.

Thomas, Lyn.Annie Ernaux: An Introduction to the Writer and Her Audiendew
York: BERG, 1999.

Thompson, William, edThe Contemporary Novel in Francgéacksonville: University of
Florida Press, 1995.

Troiano, Maureen DiLonarddNew Physics and the Modern French NoW&hshington,
DC/Baltimore: Peter Lang, 1995.

Vercier, Bruno and Jacques Lecarnh@ Littérature en France depuis 196®aris:
Bordas, 1982.

Weingart, Peter and Sabine Maasen. “The Order of Meaning: @reeCof Chaos as a
Metaphor.”Configurationss.3: 463-520, 1997.

Weissert, Thomas P. “Borges’s Garden of Chaos Dynantitsads and Order: Complex
Dynamics in Literature and Sciencdd. N. Katherine Hayles. Chicago:
University of Chicago Press, 1991. 223-243.

Winston, Jane Bradley and Leakthina Chan-Pech Ol(Ddr.Vietnam: Identities in
Dialogue.New York: Palgrave, 2001.

B. Philosophical Theory and Criticism

a. Philosophy

Bell, Jeffrey A. Philosophy at the Edge of Chaos: Gilles Deleuze and the Philosophy of
Difference Toronto: University of Toronto Press, 2006.

Bonta, Mark and John ProteMeleuze and Geophilosophy: A Guide and Glossary
Edinburg: Edinburg University Press, 2004.

Delanda, Manuellntensive Science and Virtual Philosophew York: Continuum,
2005.

Derrida, Jacque®©f GrammatologyTrans. Gayatri C. Spivak. Baltimore: Johns Hopkins
University Press, 1974. Translation@¢ la GrammatologieParis: Les Editions
de Minuit, 1967.



341

Deleuze, Gilles and Félix GuattaiKafka: Toward a Minor Literature Trans. Dana
Polan. Minneapolis: University of Minnesota Press, 1986. Translatidtaf®:
Pour une littérature mineurdRaris: Les Editions de Minuit, 1975.

Anti-Oedipus: Capitalism and Schizophrenfaans. Robert Hurley, Mark Seem,
and Helen R. Lane. Minneapolis: University of Minnesota Press, 1983.
Translation oL’Anti-Oedipe Paris: Les Editions de Minuit, 1972.

A Thousand Plateaus: Capitalism and Schizophremians. Brian Massumi.
Minneapolis: University of Minnesota Press, 1987. Translatidvitké Plateaux
Paris: Les Editions de Minuit, 1980.

. What is Philosophy?rans. Hugh Tomlinson and Graham Burchell. New York:
Columbia University Press, 1994. TranslationQaf'est-ce que la philosophie?
Paris: Les Editions de Minuit, 1991.

Deleuze, GillesDifference and RepetitionTrans. Paul Patton. New York: Columbia
University Press, 1994. Translation Différence et RépétitionParis: Presses
Universitaires de France, 1968.

. “He Stuttered” inEssays critical and clinical Trans. Daniel W. Smith and
Michael A. Greco. Minneapolis: University of Minnesota press, 199fsladon
of Critique et CliniqueParis: Les Editions de Minuit, 1993.

Duplat, Guy. “Quand la science philosophd.e Soir 18 May 1996.LexisNexis
AcademicWeb. 1 March 2010.

Grosz, ElizabethChaos, Territory, and Art: Deleuze and the Framing of the Edtgw
York: Columbia University Press, 2008.

Lyotard, Jean-Francoika Condition Postmodern®aris : Editions de Minuit, 1979.

“Pour une télévision ouverte au sacfdduvelles Clésn.d., n. pag. Web. 1 March 2010.

b. History and Theories of Science

Descartes, Ren®iscourse on the Methodrans. George Heffernan. Notre Dame: Notre
Dame University Press, 1994.

Duby, Jean-Jacques “Sciences : la fin du déterminisMagazine Littéraire n. 312,
July-August, 1993. 31-34.

Hazera, Jean-Claude. “L’attraction étrange du chdosS Echos.27 August 2004.
LexisNexis Academi®Veb. 1 March 2010.

Holland, John HenryEmergence: From Chaos to Ordétew York: Oxford University
Press, 1998.

Ismay, David. “Essential shift : scientific revolution in the tvietht century.” Diss. The
United States Naval Academy, 1993.

Kuhn, Thomas SThe Structure of Scientific Revolutian€hicago: The University of
Chicago Press, 1970.



342

Latour, Bruno.La Science en action : Introduction a la sociologie des scierass :
Gallimard, 1995.

. Nous n'avongamais été modernes: Essai d’anthropologie symétridreis :
Editions de la Découverte, 2006.

Mandelbrot, Benoit B.Les objets fractales: forme, hasard, et dimensi®aris:
Flammarion, 1975.

Nicolis, Grégoire and llya Prigogin8elf-organization in Nonequilibrium Systems: From
Dissipative Structures to Order through FluctuatioNew York: John Wiley and
Sons, 1977.

Parr, Adrian.The Deleuze dictionaryNew York: Columbia University Press, 2005.

Peak, David and Michael Fram€haos Under Control: The Art and Science of
Complexity New York: W.H. Freeman and Company, 1994.

Poincaré, HenriScience and Methodlrans. Francis Maitland. Mineola, New York:
Dover Publications, Inc., 2003.

Poncin, Jacques. “Vive le chaos du monde vivantLE” Soit 1 February 1989.
LexisNexis Academi®Veb. 1 March 2010.

. “Vive le chaos du monde vivant Il.Le Soir 2 February 1989LexisNexis
AcademicWeb. 1 March 2010.

Prigogine, llya.The End of Certainty: Time, Chaos, and the New Laws of Natiaw
York: The Free Press, 1997. TranslatiorLafFin des Certitudes : temps, chaos,
et les lois de la naturdParis : Editions Odile Jacob, 1996.

. and Isabelle Stenger®rder out of Chaos : Man’s New Dialogue with Nature.
New York: Bantam Books, 1984. Translation &f Nouvelle Alliance:
Métamorphose de la Sciendaris : Editions Gallimard, 1997.

. Les Lois du ChaogParis : Flammarion, 1999.

. From Being to Becoming: Time and Complexity in the Physical ScieBaas
Francisco: W.H. Freeman, 1980. Translatioefl'étre au devenirParis : Alice,
1999.

Prigogine, llya and Grégoire NicolisA la rencontre du complexeParis: Presses
universitaires de France, 1992.

Price, Huw “Causal Perspectivalism” in Price and C@Gausation, Physics, and the
Constitution of Reality: Russell's Republic Revisitddew York: Oxford
University Press, 2007.

Réfrégier, PhilippeNoise Theory and Applications to Physics: From Fluctuations to
Information New York: Springer, 2004.

Silver, Brian L.The Ascent of Scienddew York: Oxford University Press, 1998.

Stengers, IsabelleThe Invention of Modern Sciencélinneapolis: University of
Minnesota Press, 2000.

. Power and Invention: Situating Scienddinneapolis: University of Minnesota
Press, 1997.



343

. Science et littératureParis : Larousse, 1991.
. D’une science a l'autre: Des concepts nomadresis : Editions du Seuil, 1987.
Taylor, Mark C.The Moment of Complexity: Emerging Network Cultu@hicago:
University of Chicago Press, 2003.
Thom, RenéModeles mathématiques de la morphogenBseis: Christian Bourgois,
1980.
“Vie et chaos.” EditorialLes Echos9 March 1994LexisNexis Academi&Veb. 1 March
2010.

c. Cognitiveand Medical Sciences

Alasuutari, Pertti.Desire and Craving: A Cultural Theory of Alcoholisidew York:
SUNY Press, 1992.

Fairbain, W. Ronald DObject-Relations Theory of Personalityew York: Basic Books
Inc., 1952.

Goldberger, Ary L. and David Rigney, "Sudden Death Is Not Chao3HhenUbiquity of
Chaos,ed. Saul Krasner. Washington, D.C.: AAAS, 1994, pp. 23-34.

Osborne, Martin J. and Ariel RubinsteinCourse in Game Theqrambridge, MA:
MIT Press, 1994.

Overton, Willis F. “The Arrow of Time and the Cycle of Time: Cepts of Change,
Cognition, and Embodimen®sychological Inquiry5.3: 215-237, 1994. Print.

Peters, TomThriving on Chaos: Handbook for a Management RevolutiNew York:
Harper & Row, 1987/1988.

d. Digital Media and the Humanities

Aarseth, Espen Lybertext: Perspectives on Ergodic LiteratuBaltimore: The Johns
Hopkins University Press, 1997.

Balpe, Jean-Pierre. “Principles and Processes of Generatiemture: Questions to
Literature.”The Aesthetics of Net Literature: Writing, Reading and Playing in the
Programmable Media Peter Gendolla and Jorgen Schéfer, eds. Bielefeld:
Transcript, 2007.

Bootz, Philippe. “Poésie numérique: la littérature, dépasse-teeltexte?” Alexander
Saemmer and Monique Maza (coordE)formes, écritures visuelles sur supports
numeriquesSt Etienne : Publications de 'université de St Etienne, 2008, pp. 105-
115.

Gaggi, Silvio.From Text to HypertextDecentering the Subject in Fiction, Film, the
Visual Arts, and Electronic MediaPhiladelphia: University of Pennsylvania
Press, 1997.



344

Hayles, N. KatherineHow We Became Posthuman: Virtual Bodies in Cybernetics,
Literature, and InformaticsChicago: University of Chicago Press, 1999.
. Writing MachinesCambridge: MIT Press, 2002.
. My Mother Was A Computer: Digital Subjects and Literary TeRlsicago:
University of Chicago Press, 2005.
.Electronic Literature: New Horizons for the Literafotre Dame: University of
Notre Dame Press, 2008.

Manovich, Lev.The Language of New Medi@ambridge: The MIT Press, 2002.

Ryan, Marie-Laure, edCyberspace Textuality: Computer Technology and Literary
Theory Bloomington: Indiana University Press, 1999.
Narrative as Virtual Reality Immersion and Interactivity in Literature and
Electronic Media Baltimore and London: The Johns Hopkins University Press,
2001.
. Narratives Across Media: The Languages of Storytellingcoln: Nebraska
University Press, 2004.

Siemans, Ray and Susan Schreibmfa@ompanion to Digital Literary StudieMalden:
Blackwell Publishing, 2007.

Van Looy, Jan and Jan Baeter@@lose Reading New Media: Analyzing Electronic
Literature Leuven: Leuven University Press, 2003.

Vuillemin, Alain and Michel LenoblelLittérature, informatique, lectureLimoges :
Presses universitaires de Limoges, 1999.

[11. Secondary Sources: Reference

“Incertitude.” Webster's Ninth New Collegiate Dictiona§ ed. 1988. Print.

“Noise.” Def. 1¢ and 1éVebster's Ninth New Collegiate Dictionad ed. 1988. Print.

“Phon-.” Webster’s Ninth New Collegiate Dictiona@" ed. 1988. Print.

“Phren-." Def. 1.Webster’s Ninth New Collegiate Dictionag?/’ ed. 1988. Print.

“Schiz-.” Def 1.Webster’s Ninth New Collegiate Dictiona§' ed. 1988. Print.

“Symmetry.” Def. 1 and 4Webster's Ninth New Collegiate Dictionar§" ed. 1988.
Print.



