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1. Introduction TC  "1. Introduction" \l 1 
1.1. Martin Amis's fiction TC  "1.1. Martin Amis's fiction" \l 1 
"Martin Amis was born in Oxford on 25 August 1949. He was educated in Britain, Spain and the USA, attending over thirteen schools and then a series of crammers in London and Brighton. He gained a formal First in English at Exeter College, Oxford." Thus reads the beginning of the introductory paragraph on page 1 (the least researched of pages in literature) of Amis's Penguins. XE  "Amis:Martin:life of" 
Two things immediately catch the newcomer's attention. First, one does not attend over thirteen schools. One attends over a dozen schools or about fifteen schools. But one does not attend over thirteen schools unless one is a bad boy. Amis has instrumentalized the sinister associations evoked by 13  XE  "13 " in The Information XE  "The Information" , which features a character by that name. Second, a series of crammers and an Oxonian degree seem incompatible in one biography. The newcomer is prepared to meet a diabolic writer who has been through his ups and downs.

Indeed, most of Amis's early writing is bad boy stuff. And the high and low ends of his educational career have their parallels in his work too. Amis once summed up one of his basic narrative principle XE  "narrative principle" s as "describing low things in a high voice, and a bit the other way round" (New Writing, 170).

Amis is a comic writer. Comic writing always relies on sharp contrasts. Contemporary comic writing XE  "comic writing"  has a tendency to show the essence of things by carrying them to their extremes. As a result, it creates very grotesque types of fictional reality. Amis never abandons the lightness of tone that distinguishes all great comic writing. Another important comic device is inversion XE  "inversion" . Some texts totally hinge on inversion: Time's Arrow XE  "Time's Arrow"  on the inversion of time (which runs backwards), Career Move XE  "Career Move"  on the inversion of poets and screenplay writers, Straight Fiction XE  "Straight Fiction"  on the inversion of heterosexuals and "inverts".

Things do not make sense in Amis's fictional reality. Such basic concepts of human perception and existence as time, money, social success, sexual success, personal identity, etc. have been made up -by people, by society, by history, by who knows whom- and cannot be relied on. They are false, and so are those who have made them up. One principal authorial intention in Amis's fiction is to show the meaninglessness of life XE  "meaninglessness of life" .

Where does the fun  XE  "fun " come in? People invest their lives and the worlds they live in with meaning. That meaning bounces like the cheque for £12.50 which Alistair receives from the Little Magazine in the short story Career Move. We laugh at human folly. We laugh when the false and feeble illusions collapse.

We laugh because we know better. And our laughter  XE  "laughter " contains an element of schadenfreude. Other people's misfortune and our own superiority fill us with glee and make us laugh out loud. Plus Amis is a writer who "delivers the goods". He manipulates his audience's expectations and plays with them, but in the end he always fulfils them.

Amis is a reader-friendly writer. He maintains a rapport with the reader from the first to the last sentence. In an age of service, literature is designed around the client. The components are dutifully marshalled to meet the highest standards of perfection. A wide variety of effects is carefully calculated to satisfy the customer. Fortunately, Amis's target group defies easy satisfaction. They want to be given an active part in the experience, and they get it. It requires less effort to really give it to them than to merely make them believe they get it. This is fortunate, for otherwise the author might have opted for deception. As it is, there is no easy satisfaction in reading Amis.

Right from the slothful seventies, Amis has been writing an extremely quick and efficient style XE  "style" . His prose is fat-free and intoxicating. Every paragraph, every word has its function, and usually much more than one function. Nothing is done without purpose. No energy is wasted. And there is a lot of it!

Amis's writing is exceedingly traditional in that it comes in paragraphs. The well-written paragraph with a clear purpose and a link at the beginning and a link at the end is the basic unit which constitutes all of Amis's fiction. The paragraph  XE  "paragraph " is also the strong point of Amis's writing. That writing is powered by innumerable little jokes and observations which usually reveal unexpected relations between various objects and agents. The more quotidian these agents and objects are and the more familiar they seem to us, the greater our amazement at the suddenly revealed relation between them. This principle works on the level of the plot, for instance when we find out on the last pages of London Fields  XE  "London Fields " that it was the narrator who not only killed Nicola Six XE  "Nicola Six"  but also abused Kim Talent XE  "Kim Talent" . Whereas the surprise endings and elaborate denouements are fairly conventional, the unexpected relations which are revealed in many a paragraph account for the uniqueness of Amis's voice.

Despite the ultra-high blinking rate, it is not primarily a philosophical voice. It is a relaxed cigarette-smoker's voice which talks about the strange things people do to themselves, to each other, and to the world. It talks about catastrophes. It talks about catastrophes nuclear and sexual, biographical and historical, economic and literary, social and sartorial, physical and mental, ecological and philosophical. It talks about catastrophes comically, uproariously, amusingly.

Sex  XE  "Sex " is an infinite source of catastrophic humiliation. It either overlaps with violence or does not work out or (normally) both. Oral sex is of especial prominence.

The mouth holds in store another cause of eternal concern: teeth. They always either rot or fall out or are shiningly displayed by healthy Americans.

Drugs  XE  "Drugs " are never far away. Great quantities of alcohol and nicotine are consumed. Addiction is a common way of life. Intoxication, like sexual performance, shows people at their more unrestrained. Their superegos being lulled by chemicals, their repressed drives come to the fore. Drugs and booze are an essential ingredient of the civilization Amis writes in and about. They can even become a narrative principle: Money XE  "Money"  has a drunken narrator who keeps forgetting what has been going on.

Sex & drugs & rock 'n' roll, one might argue. But that is not quite the case. Most notably, rock 'n' roll is missing. Rock 'n' roll's place, I dare say, is taken by competition. Competition  XE  "Competition " is a, if not the, basic principle of capitalist economy and society. It assures growth and efficiency. It tells people what to do next.

In a winner-loser society, competition creates identities and meaning. Life becomes a succession of competitive contests. In Amis, competition very often takes the form of rivalry between two men. In Success XE  "Success" , the rivalry between Terry and Gregory shapes not only the whole plot but also the narrative technique. In the short story "State of England" XE  "\"State of England\"" , the final chapter (entitled "Sad Sprinter") introduces a graphic metaphor for the competitive character of society and personal biographies: the "dads' race". "But dads are always racing, against each other, against themselves. That's what dads do.

It was the gunshot that made the herd stampede" (Heavy Water and Other Stories XE  "Heavy Water and Other Stories" , 73). The starting gun becoming a sporting gun, the dads are easily transformed into a herd of animals, maybe buffalo at the American frontier or some kind of big game somewhere in the colonies. The dads used to be masters, but now they have fallen prey to - decadence.

The old truths have proved wrong and the new ones are feeble. England is the former centre of the world that is now in steep decline. Everybody is disoriented. The animal instincts and needs gain fresh prominence: food, drink, sex, power. In a post-industrial environment, they are hypertrophic and appalling.

America (the USA XE  "USA" , that is) is decadent as well.  XE  "Britain and the USA:dichotomy of" On the other hand, it is the vigorous new "center" of the world. The dichotomy of Britain  XE  "Britain " and the USA pervades all aspects of Amis's writing. Many works are set on both sides of the Atlantic. They feature British and American characters. They are written in British and American English alike. Amis draws upon the full potential of the English language, generously using all its registers and layers. It would be strange if he stopped short of using its two most important regional variants.

Nature  XE  "Nature " is not a redeeming force. Romantic ideas about it are left to wimpish figures like Guy Clinch XE  "Guy Clinch" , who under considerable authorial ridicule takes Nicola Six XE  "Nicola Six"  for a walk out in nature in London Fields. XE  "London Fields."  The Dogshit Park of The Information XE  "The Information"  is about as much verdure as Amis usually allows for.

The sky  XE  "sky " figures prominently. During daytime the cloudscapes receive a great amount of attention. The night sky is given close consideration in almost any work by Amis. In Night Train XE  "Night Train" , which is about an astronomer's suicide XE  "suicide" , it is a central theme. Astronomy  XE  "Astronomy " with its astronomical numbers makes human affairs appear as trifles. It triggers reflection on who we are and what our existence adds up to. Averting our gaze from the lowliness of human affairs, we look up - into the void that is inside us.

Suicide, alarmingly, is always an option; except in Time's Arrow XE  "Time's Arrow" , where time runs backwards and repeated mention is made that suicide is not an option. In a reversed universe, everybody who is around will eventually disappear in their mother's womb and be sucked in by their father's penis nine months later. But even in Time's Arrow XE  "Time's Arrow"  suicide is an important motif. Money  XE  "Money " is subtitled A Suicide Note.

Apocalyptic events recur throughout Amis's œvre. Einstein's Monsters XE  "Einstein's Monsters"  is about the nuclear holocaust XE  "nuclear holocaust" , Time's Arrow about the Jewish Holocaust  XE  "Holocaust " during World War II. London Fields XE  "London Fields"  is not only an end-of-the-millennium but also an end-of-the-world novel.

Violence  XE  "Violence " is ubiquitous. By its very ubiquity, it is sidelined.

Women  XE  "Women " are a preferred object of violence. Violence is the preferred channel of communication between men and women. "The Little Puppy That Could" XE  "\"The Little Puppy That Could\"" , one of Einstein's Monsters, XE  "Einstein's Monsters,"  is set in a matriarchal post-nuclear-war society. There, the Keithettes and Brianas hand out a fair share of violence to the men. The only strong type of woman in Amis is the mannish one, e.g. Martina Twain XE  "Martina Twain" , Martin Amis's female alter ego in Money XE  "Money" , or Detective Mike Hoolihan XE  "Mike Hoolihan" , the narrator of Night Train XE  "Night Train" . Beautiful, ephemeral women such as Jennifer Rockwell XE  "Jennifer Rockwell"  in Night Train XE  "Night Train"  or Nicola Six XE  "Nicola Six"  in London Fields XE  "London Fields"  have a bent for self-extinction.

It is a man's world. Men  XE  "Men " rival for women, money, power, success, fame and what not. Men run the place. Men do most of the drinking, smoking, and fighting. They are criminals big and small, writers, alcoholics, American and English, oversexed and impotent, successes and failures, impostors and swindlers. They have masturbatory careers. They have a tendency to be Anglo-Saxons or, less often, Jews, slightly younger than Martin Amis at the time of writing.

Martin Amis's favourite metafictional element is Martin Amis. The author is always around, we are not to forget that we are reading a novel. Most radically, the author enters his own novel Money XE  "Money"  as one of the characters. XE  "Amis:Martin:as a metafictional element" 
Amis uses all kinds of narrative perspectives XE  "narrative perspectives" . For example, Success XE  "Success"  has two rivalling first-person narrators. Time's Arrow XE  "Time's Arrow"  has a narrator who is a part of the main character's psyche. All of Amis's narrators are problematic. The author draws no less attention to them than to himself. The narrators never become fuzzy. It is always clear who is the subject that is speaking. Sometimes the author, whether consciously or not, intrudes into the narrator. A person like John Self XE  "John Self"  does not write a style like Martin Amis in Money XE  "Money" . Somebody like Detective Mike Hoolihan XE  "Mike Hoolihan"  does not have thoughts like Martin Amis in Night Train XE  "Night Train" . This is not an uncommon phenomenon in the narrative tradition named by the Russian term skaz XE  "skaz" , which is structured around the uncensored flow of consciousness usually of a "low" character. More advanced skaz, as Mikhail Bakhtin XE  "Bakhtin, Mikhail"  has pointed out with reference to Dostoevsky XE  "Dostoevsky" , is "polyphonic XE  "polyphonic" ". Various voices, e.g. the author's and the narrator's, mingle in it. Basically the same phenomenon is also covered by the wider term "doubling XE  "doubling" ", which is used by Karl Miller XE  "Miller, Karl"  and James Diedrick XE  "Diedrick, James" . However, rootedness in tradition should not be accepted as an excuse for inconsistency.

But literature is not life. Amis relies on the commonly accepted conventions of English fiction. He writes in the tradition of the great twentieth-century American mainstream novel. Nabokov XE  "Nabokov, Vladimir" , Bellow XE  "Bellow, Saul" , Updike XE  "Updike, John" , and Roth XE  "Roth, Philip"  are among his literary ancestors. Amis has repeatedly stated that he goes for both the refinement of the English and the grandeur of the American novel.

In this paper I would like to point out that the basic principle behind Amis's writing is something I call cynicism XE  "cynicism" . Cynicism is Amis's aesthetic principle. It shapes the how of his fiction. And cynicism, not (as Amis argues) innocence, is his ethic principle. It is the moral attitude that shapes his world. It is the gist of Amis's authorial pose.

1.2. Cynicism XE  "Cynicism" 

 TC  "1.2. .i.Cynicism" \l 1 
The term cynicism has a rather wide semantic range. With a capital C, it refers to an ancient Greek school of philosophers who taught that virtue was the only good and ostensively deviated from social conventions in order to mock their contemporaries' moral hypocrisy. In current English, the term has retained two aspects of its original meaning, namely the disbelief in human sincerity and goodness, and the sarcasm resulting from it. Yet, it no longer implies the preaching of any kind of virtue, which for the Cynics  XE  "Cynics " consisted in abstinence from the comforts of civilization. This semantic difference reflects a difference between the intellectual backgrounds, the mind-sets of the early Hellenistic period and the twentieth century. Moral codes and precepts, though influential on the unconscious level, have become a highly intricate matter and the integrity of those who explicitly argue for any such codes or precepts is nowadays dubious.

When applied to Martin Amis's writing, which it has often been, cynicism or cynical refers to quite a variety of things. Many of Amis's characters are portrayed as either aggressive and cruel or sheepish and stupid. They typically relate to each other as victims and victimizers, they are fervently engaged in a struggle for power and addicted to competing for success. In a world which does not make sense, they try to invest their lives with meaning. Competition is one of their strategies. In a society which intoxicates and deceives, they usually end up in some kind of alternative intoxication or self-deception. Although they are disillusioned with the world and although they share a latent feeling of civilizational discomfort and existential unease, they tend to conform to their socially prescribed roles. Amis sometimes understates or ignores the more tragic aspects of his characters, but normally he derives his comic effects from them. The sneering, mocking, sarcastic, and humourous aspect of cynicism occupies the whole foreground of Amis's writing.

Cynicism is ubiquitous in Amis's fiction because it is the principle of his authorial pose. Its underlying set of authorial premisses and principles could be formulated as follows: (1) Things do not match in the world which I create. (2) The people who populate this world are ridiculous, stupid, and cruel. They are hell to each other. (3) Nobody can do anything about this. (4) This is great fun. - Indeed, Amis's prose oozes a spirit of joie de vivre. Its most prominent characteristic is the way it interweaves despair, pain, and insanity with ecstasy, experience, and laughter. Although it deals with atrocities, it is fun-oriented. Its psychohistorical preconditions are akin to those of Black Humour as it flourished in the nineteen-fifties and sixties. They feature fatalism, a sophisticated sense of ambiguity, cosmic despair, and an excessive fondness of one's own rather extreme sensitivity to the world. While celebrating this sensitivity, Amis at the same time keeps aloof from it. In his fiction, the conflict between intimate knowledge of contemporary urban life and the inevitable estrangement from it is resolved in cynicism.

Before tackling the concrete manifestations of cynicism in Amis's fiction, I would like to clarify what I mean by cynicism. The inspiration to apply the term to Amis came from Peter Sloterdijk's XE  "Sloterdijk, Peter"  classic Critique of Cynical Reason (Kritik der zynischen Vernunft) XE  "Critique of Cynical Reason (Kritik der zynischen Vernunft)" . Of Sloterdijk's two-volume "attempt at relaxing" (or so the author characterizes his book, cf. Sloterdijk, 27), two thoughts are of especial relevance to this study.

The first thought is Sloterdijk XE  "Sloterdijk" 's central definition of cynicism: "Cynicism is enlightened false consciousness" ("Zynismus ist das aufgeklärte falsche Bewußtsein", Sloterdijk, 37 & 399). And, Sloterdijk argues, this "enlightened false consciousness" has become a "universal and diffuse phenomenon" (v. Sloterdijk, 33f). This requires some explanation. As far as the term false consciousness is concerned, its traditional forms are the lie, the error, and ideology. Cynicism, in the sense of this definition, is the form of false consciousness that gained preeminence when the work of critical reason (enlightenment) had made it impossible to cling to naive ideology any longer. For our purposes, it should suffice to say that in Europe that stage in the work of critical reason had certainly been reached by the end of World War 1. Much of Sloterdijk's book is devoted to demonstrating that this kind of cynicism is indeed universal and diffuse, which means that it is a typical character trait or even the typical mentality of twentieth-century Western culture. Nevertheless, it is difficult to trace in a group or person because the effects of what we do have become extremely difficult to determine and evaluate. Within the existing social reality, cynical consciousness may have effects which are positive for everyone they concern. Cynicism is largely a pragmatic phenomenon; it has only a weak argumentative or motivational aspect to it.

The second thought which I refer to is presented by Sloterdijk  XE  "Sloterdijk " as a historical distinction. He distinguishes kynicism  XE  "kynicism " (Kynismus) from cynicism  XE  "cynicism " (Zynismus) (v. Sloterdijk, 400f). Kynicism first emerged in ancient Greece when individuals (the Kynic philosophers) tried to live unrestrained and fulfilling lives according to nature and reason and against the crippling conventions of society. Whereas kynicism is the servant's way of resistance and provocation, cynicism is the master's answer to it. Once the underprivileged have acted out their discontent by Kynic means, the powers that be begin to understand the mechanisms of exploitation which they profit from. Consciously continuing to supress the others, they become cynics.

Sloterdijk  XE  "Sloterdijk " presents kynicism  XE  "kynicism " and cynicism  XE  "cynicism " as two constant factors in history which appear in times of civilizational crisis (v. Sloterdijk, 400f). Throughout his book, he implies that kynicism and cynicism are completely antithetical. They never mingle in a person or an action or an attitude. After a fashion, Sloterdijk reinstates a type of black-and-white morality. Kynicism is good, cynicism is evil. Sloterdijk would never stoop to make these subliminal evaluations explicit, but they are definitely there. It is perhaps interesting to note that the pronunciation of Latin c before i, e, and y as k (as in kynismus) is older than the one as c (as in cynismus) and therefore considered as purer and preferable by some. Correspondingly, kynicism is original and good, cynicism a later, evil development in Sloterdijk.

I do not agree with Sloterdijk on these matters at all. I also feel a need to distance myself from the philosopher's more recent work, which has traded the Critique's closeness to life for a bathetic mysticism. An examination of Amis's fiction will find cynicism and kynicism intertwined on various levels. They will appear as two sides of a coin. In life, an entrepreneur can be a kynic in relation to the state and the taxman, and a cynic in relation to his employees. The employees can be kynics in relation to the entrepreneur, and cynics in relation to their spouses. I am convinced that in fact cynical and kynical elements combine in all of these relations, although one of the two elements is usually much stronger than the other. As Sloterdijk points out, cynicism is a diffuse phenomenon; this means, among other things, that it cannot that easily be assigned to subjects. Thus, the distinction is meaningful only as long as it is not misused to oversimplify matters.

How tempting it must really be to retain that simplistic distinction can be seen in Slavoj Zizek's XE  "Zizek, Slavoj"  article "How Did Marx Invent the Symptom?", an excellent analysis of Marx's XE  "Marx, Karl"  and Lacan's XE  "Lacan, Jacques"  ideologies and positions on ideology, which uses Sloterdijk's concept of "cynicism" to describe a new historical reality that Marx did not know. Zizek demonstrates that cynicism is not a way to overcome ideology but a form of ideology. Cynical reason "leaves untouched the fundamental level of ideological fantasy, the level on which ideology structures the social reality itself" (Zizek, 312). In this respect, Zizek goes one step further than Sloterdijk XE  "Sloterdijk" . Marx's famous "they do not know it, but they are doing it" (itself a paraphrase of Jesus Christ) is changed into "they know very well what they are doing, but still, they are doing it" by Sloterdijk. Zizek locates the illusion in the reality of doing itself, and his proposed formula is, "they know that, in their activity, they are following an illusion, but still, they are doing it" (Zizek, 316). In such a scenario, where the social reality is structured by ideological fantasy, the difference between kynicism and cynicism would need to be pre-ideological in order to matter. Yet, Zizek retains Sloterdijk's distinction. In all fairness, it must be added that Zizek does not put cynicism and kynicism on a par, but merely mentions kynicism as a separate phenomenon before going on to discuss cynicism exclusively.

My position is different both from Sloterdijk XE  "Sloterdijk" 's and from Zizek XE  "Zizek" 's. Other than Sloterdijk, I do not believe that kynicism and cynicism are mutually exclusive phenomena which can always be held apart. I think that they are two aspects of one phenomenon which peacefully coexist in individuals, institutions, and whole historical epochs. Therefore, I use the word "cynicism" to refer to both these aspects - i.e. to Sloterdijk's kynicism and cynicism. Other than Zizek, who dismisses kynicism as a fringe phenomenon, I believe that kynicism is a player with largely the same possibilities as cynicism.

1.3. Cynicism as an ethic and aesthetic principle TC  "1.3. Cynicism as an ethic and aesthetic principle" \l 1 
It is difficult to say when exactly in the history of Western thinking and, arguably as a consequence, Western art, ethics  XE  "ethics " and aesthetics  XE  "aesthetics " separated. Since Nietzsche XE  "Nietzsche, Friedrich" , it has been impossible to reunite them. Any ethic that is aestheticized is false. That is to say, any system of values or, worse, precepts is a lie simply because it is a system. (A system of values passes itself off as descriptive; a system of precepts is openly prescriptive. In fact, they both serve the purposes of the social status quo and reproduce false consciousness.) Any aesthetic that is ethicized is false. That is to say, for our purposes, any work of art that lends itself to championing an ethical cause is, to say the least, suspicious. No work of art can be a manifestation of an ethic system or imperative without engendering false consciousness. There is no way to know what is good and evil other than a pragmatic way, a way that is shown by common sense. The only imperative for modern and post-modern art is to transgress and subvert the existing socio-ideological power structures. If successful, the ideology embodied by this transgressive and subversive art will in due course itself become part of that power structure.

It is rather ironic that it was Nietzsche  XE  "Nietzsche " of all Westerners who first felt and formulated the break-up of ethics and aestetics. Nietzsche adhered to romantic ideas about an aristocratic ideal (e.g. in its Homer XE  "Homer" ic or Renaissance, in his early books even in its Byronic XE  "Byron, George Gordon Lord"  guise). The ancient Greek aristocrat was notoriously kalos kagathos - "good and beautiful". Plato XE  "Plato" 's philosophy, for example, has the unity of the good and the beautiful as one of its central topics, central principles, indeed. I am not saying that it has become impossible to be good and beautiful in the twentieth century - but the ideal has become impossible.

There is a broad consensus in the Western world as to what is good and what is beautiful in everyday matters. This consensus, however, relies totally on social convention, not on individual reflection. As so often in the aftermath of a separation, both ethics and aesthetics have become very tricky to deal with each by itself. Therefore, it should not come as a surprise to see that the interaction between them is utterly disturbed, if ever established at all.

What is all this to do with Martin Amis? Very little, but: Amis, I would like to argue, contrives to unite the two parties. And it is cynicism by means of which he performs this tour de force. Cynicism is both the ethic and the aesthetic principle of Amis's fiction.

Cynicism subverts both ethics and aesthetics each by itself and the two of them together. The bulk of this paper (chapters 4 and 5) is concerned with the modalities of this subversion and the intricate interrelations between the ethics and the aesthetics of cynicism in Amis.

Cynicism, as employed by Amis, challenges our most fundamental assumptions about the world. It shatters the security offered by unquestioned "first principles XE  "first principles" ". Richard Tull XE  "Richard Tull" , the unlucky, unable protagonist of The Information XE  "The Information" , joins in that challenge:

He was an artist when he saw society: it never crossed his mind that society had to be like this, had any right, had any business being like this. A car in the street. Why? Why cars? This is what an artist has to be: harassed to the point of insanity or stupefaction by first principles.

(The Information, 11)

Richard Tull XE  "Richard Tull"  is unable to successfully transform the energy derived from that harassment into literature. Thus he fails as a writer. The authorial attitude and authorial pose (for that is what it is) that Amis uses to transform the harassment into literature is (and I hope my argumentation does not sound too monotonous here) cynicism.

I am not going to try to reduce Amis's fiction to an example of cynicism. Cynicism is merely the key term in my approach to Amis, and I am well aware that other approaches may suggest themselves no less than mine.

No kynical attitude can be expected from academic literary criticism, which is by definition radically non-transgressive and non-subversive. Very often, critics applaud the subversive tendencies of literature in a bourgeois humanist manner. They are cynics in Sloterdijk XE  "Sloterdijk" 's understanding of the word: they know very well what they are doing, but still, they are doing it. James Diedrick XE  "Diedrick" 's chapter "'Nasty things are funny'" in his excellent book Understanding Martin Amis (pp. 20-52) is such an example of critical conformism applauding authorial non-conformism. Ironically, kynicism, which is essentially a pragmatic phenomenon, is restricted to art, which hardly has a pragmatic aspect to it. Even Martin Amis is much less cynical a writer in his non-fiction, as Diedrick sums up: "Amis's nonfictional voice XE  "Amis:Martin:nonfictional voice of"  is essentially a civilized, civilizing instrument, [...] it strikes hardest at the pretension, puffery, and various forms of false consciousness exhibited by those with the power to harm the vulnerable [...], [it] serves as a useful corrective to the reader who would confuse the narrators of his novels with their creator" (Diedrick, 127). Its cynicism, that is, is mediated, tuned down by the conventions of non-fictional writing. Hence, if there is a discrepancy between my applause for Amis's kynicism and the quintessentially reactionary conventions of academic writing which I am trying to adhere to, I can always say that Amis and Diedrick are no better.

1.4. A study of Martin Amis's fiction TC  "1.4. A study of Martin Amis's fiction" \l 1 
None of a writer's works is more representative of that writer's work than any of its peers. Usually, when literary critics call a work the most representative of an epoch or a movement or a writer, they mean that it comprises more characteristic features than any other work of that corpus. Alternatively, they mean that it is better than any other work. Their verdict of representativeness is thus determined by their own critical preferences and preoccupations rather than by the material itself - "primary literature". To revert to Amis's beloved field of astronomy: a human eye is as representative of our galaxy as a Martian rock sample, which in turn is as representative of our galaxy as any cubic inch of vacuum 300 million miles off Pluto. The same applies to literary galaxies. The author is the gravitational centre and energy source of the texts.

The author  XE  "author " has recently been pronounced dead.  Choosing to write about one author's fiction, I disapprove of this pronouncement. Arguably, the author is not the sun that shines on the planets but a giant lens through which more powerful forces such as historical periods, discursive traditions, or literary movements transmit their light-rays. But that does not alter the fact that the author and his work are causally interconnected, the author being the cause and the work the effect. However, that causal connection is far more complicated than previously believed, complicated to the extent that it renders the concept of causality nearly absurd. But the author is not dead. She or he is very much alive, unrecognizably human: human in a different way from what humans used to be believed to be like, exposed to uncontrollable external forces and at the same time deeming herself or himself in control, an irrational being governed by unconscious drives. Equally irrational is the death-wish against the author, who is, in the dominant paternalistic tradition, a kind of father figure. The author is not Joyce's XE  "Joyce, James"  god that creates worlds; in fact, the author has always been a human being. Biographical considerations are important in any piece of literary criticism, whether made explicit or not. For reasons of decency and lack of inside information, I keep them at a minimum in this paper.

Since the belief in the death of the author has gained such wide currency among the philosophically inclined, I shall voice a few objections against its tenets as outlined by one of its major proponents, Michel Foucault XE  "Foucault, Michel" . In his essay "What is an author?", Foucault demonstrates that the author function is historically conditioned and subject to considerable fluctuation. At one point, the historical analysis is really brilliant:

Once a system of ownership for texts came into being, once strict rules concerning author's rights, author-publisher relations, rights of reproduction, and related matters were enacted - at the end of the eighteenth and the beginning of the nineteenth century - the possibility of transgression attached to the act of writing took on, more and more, the form of an imperative peculiar to literature. It is as if the author, beginning with the moment at which he was placed in the system of property that characterizes our society, compensated for the status that he thus acquired by rediscovering the old bipolar field of discourse, systematically practicising transgression and thereby restoring danger to a writing that was now guaranteed the benefits of ownership.

(Foucault, 212)

I may add that the reconciliation of the transgressing author and society is aided by the literary critics, who never violate their academic code of decency while pointing out that the author is in fact rooted in their society and improves society by carrying its traditions further and amending them. Proceeding from his insight into the historical variants and constants of the author function, Foucault falls prey to a prejudice which has hardened in centuries of religious transcendentalism: that the changeable is worthless. Foucault wants to dispose of the author, and the reasons he adduces are unsatisfactory. They are, in fact, rationalisations of Foucault's own anti-artistic sentiments.  This becomes especially clear in the passage where Foucault juxtaposes literary authors (his example is Ann Radcliffe) to authors whom he calls "founders of discursivity" (Foucault, 217), e.g. Marx  XE  "Marx " and Freud XE  "Freud" . "These founders of discursivity," Foucault believes, "make possible something altogether different from what a novelist makes possible. Ann Radcliffe XE  "Radcliffe" 's texts opened the way for a certain number of resemblances [...]. Marx and Freud [...] made possible not only a certain number of analogies but also (and equally important) a certain number of differences" (Foucault, 217f). Here, Foucault betrays all his insensitivity to art, his limitedness as an author. Like to a European who comes to East Asia for the first time, the locals are difficult to distinguish from each other, all Gothic horror novel XE  "Gothic horror novel" s are just representatives of a genre to Foucault, rather than individuals. Europeans are more easily perceived as individuals by a European; philosophical texts in the tradition of Marxism and psychoanalysis are more easily accessible to a non-artist such as Foucault. By the same token, a lover of literature who rejects psychoanalysis may find hardly any difference, but only the same old Freudian preoccupation with unconscious and sexual matters in Ernest Jones  XE  "Jones " and Melanie Klein XE  "Klein" , just like to an East Asian, Europeans are often difficult to hold apart. Even in a relatively stereotypical genre such as the Gothic horror novel, the differences between the various works are considerable. Only a staunchily non-artistic person could fail to notice them. Foucault's attack on the author is powered by a projection of the oedipal death-wish onto the author. Just like children imagine their fathers to be endowed with great, godlike powers, Foucault's author is extremely powerful. In reality, practically all fathers and all authors have no power against the forces of society, history, and nature. Discourse is power only within its own discursive sphere and, perhaps, in the social sphere of its subjects. Its power in the extra-discursive world is very limited. "How can one reduce the great peril, the great danger with which fiction threatens our world?" asks Foucault (p. 221). This is a pathological misrecognition of the power status of fiction. There is great peril in nuclear technology, biogenetics, and the forces of nature; the grand narrations have long lost the limited power they may have had in times when people believed in the omnipotence of words. Motivation is no longer in place (v. also below, 3.10). Social reality is determined mainly by economic and military processes; Amis, Foucault, and Shakespeare  XE  "Shakespeare " are relatively powerless in it. "In the system of property that characterizes our society", in terms of dollars, they are non-entities. Their discourses provide a kind of background noise (or music from next door) to history that is only loosely connected with what really happens in the world. Yet, Foucault believes there is a great lot of power to be distributed once the author has been stripped of it.

I am aware that the notion of an "author" is a problematic one. Foucault  XE  "Foucault " certainly has a point when he says, "The author is the principle of thrift in the proliferation of meaning" (Foucault, 221). But the author is not only that. Reducing the author to an ignoble principle of thrift is the opposite extreme to the author's elevation to a genius of godlike inspiration, and equally wrong-headed. I also acknowledge that if I were to write about the author Martin Amis, I would have to include all his non-fiction, as well. However, "fiction" is a well-established notion that allows me to limit my subject. "What difference does it make who is speaking?" asks Foucault (222), implying that it should not make a difference. Well, it does. And it does, because literature is not merely discourse. If it were, I would have no purpose writing about it. Martin Amis's shopping habits would then be of greater interest than his writing.
1.5. With special emphasis on Dead Babies, Time's Arrow, and Career Move TC  "1.5. With special emphasis on Dead Babies, Time's Arrow, and Career Move" \l 1 
The choice of an author to write about is the big choice. The choice of texts to put special emphasis onto is secondary in nature. Facing that secondary choice, one can opt either for the centre (the Martian rock-sample) or for the extremes (the eye and the vacuum). I have gone for the extremes.

Dead Babies XE  "Dead Babies"  is Amis's abandoned child. "Well, after a while it's the flaws which stand out, not whatever is left," says Amis (New Writing, 176). He once even confessed that he would have reviewed his own Dead Babies unfavourably. No doubt, the generous display of violence and humiliation in Amis's second novel is often gratuitous. The priapic, Dionysian energy of Amis's writing occasionally lacks the subtleness which in his later novels it achieves through ironic breaking. Suspense is created in a way that many may find annoyingly conventional. Excellently written and full of ideas, the whole book is rather pointless. It shows Amis's craft in its raw form. Some of the elements that combine to make up the later novels coexist side by side in Dead Babies. For example, most of the character portraying is done directly, through the narrator's voice. Of course, this becomes part of a narrative strategy that develops its own dynamics and is to be treated as an effort in its own right rather than as a forerunner of other efforts.

Dead Babies XE  "Dead Babies"  is Amis's most intoxicated (in that its plot is powered by drugs and that its characters are drunk and on drugs most of the time and that basic epistemological categories such as time and space are altered by the use of drugs) and least intellectually refined novel. Other than in Amis's later works, the drugged and drunken atmosphere is not put into a narrative framework that makes it purposeful. The Dionysian spirit of the novel does not have the quality to make up for the overall literary deficit.

Time's Arrow XE  "Time's Arrow"  is Amis's most intellectually demanding, most unconventional, most experimental novel. It takes the playful manipulation of basic epistemological categories which shapes all of Amis's writing to the extreme of narrating the entire novel backwards in time, and it does so with unprecedented radicalness. It makes the reader reconsider just about everything, the most quotidian routines no less than modern history. It transcends the usual spatio-temporal confinements of Amis's writing by taking the action to various parts of Europe and through most of the twentieth century. Its central topic, the Holocaust XE  "Holocaust" , is graver than the subject matters of Amis's other books. Despite its topic, Time's Arrow is essentially a comic novel. But the topic adds a poignancy to the humour XE  "humour"  which is unique in Amis.

Amis's short stories XE  "short stories:as opposed to novel"  are more sober in tone than his novels. They tend to be rather Apollonian, as opposed to the Dionysian novels. The narrative attitude is often compassionate, whereas the novels have aloof, uncaring, or evil narrators. Not surprisingly, the short stories also contain certain elements of the novels in a condensed form.

Career Move XE  "Career Move"  is the main theme of The Information XE  "The Information"  in a nutshell. Or rather, The Information is an elaborate blow-up of Career Move. Either way, the subject matter undergoes dramatic transformations.

The short stories are an important part of Amis's work that is essentially different from the novels. That essential difference is brought about by the difference of length. A paper about Amis's fiction would be incomplete if it disregarded the short stories. I have chosen Career Move XE  "Career Move"  because it lends itself to comparison with the novels and, why not say it, because I think it is a piece of literature which deserves a lot of critical attention.

It would stand to reason to include one of the "great" novels (Money XE  "Money" , London Fields XE  "London Fields" , The Information XE  "The Information" ) among the texts to focus on. They share certain characteristics which are due to their length. They have an "epic dimension" which the shorter novels do not have. In that sense, my paper is incomplete. I have chosen not to include a great novel among the texts I put special emphasis on because that would be extremely difficult, if not impossible, within the confines of this paper. 

Instead, I venture to briefly characterize each of Amis's works in chapter 3. I shall try to point out how the other texts relate to my chosen triad and to what extent what I have to say about the latter applies to the former as well. Before that, I will briefly examine how Amis relates to contemporary Anglophone fiction.

2. Amis in the context of contemporary fiction-writing TC  "2. Amis in the context of contemporary fiction-writing" \l 1 
2.1. Literature's position in society TC  "2.1. Literature's position in society" \l 1 
At the turn of the millennium, literature is a largely marginalized art form. In advanced Western societies, it is no longer at the centre of societal action; it has retained a certain socio-political significance in Latin America and Eastern Europe. Literature does not easily lend itself to egalitarian or consumerist attitudes. In an efficient world, literature can only survive in an élitist ghetto. Within that ghetto, the novel is the dominant genre. Ironically, the novel, being a narrative, epic genre, is absolutely déclassé, since the film has become the dominant epic medium. The post-modern reader is a film-watcher.

Literature is the pastime of a relatively small number of socially privileged and marginalized individuals and cliques. The literary world with its infrastructure of agents, publishers, journals, book reviews, distributors, sellers, academic cultivators, etc. mimics the bustling industriousness of the dominant cultural sphere, i.e. economics. As a commodity, literature is not a big success.

How does that affect literature? Mostly positively. Despite continuing talk about crisis, Anglophone literature is probably the most vivacious and interesting (this is, of course, open to contention) and certainly the most successful and influential of literatures in the world. Capitalism, though tough on the people and a disaster for the world, is very good for the things. It keeps them in shape and lets live everything that is friendly with money. Literature is free to flourish in its niche.

The most astounding quality of late capitalism and its political ally, democracy, is the totality with which it absorbs everything that tries to undermine it. A social welfare system is the best antidote for socialism. All parties add green to their colours and ecological issues no longer threaten the established order. Literature, however fervently it strives to subvert the powers that be, is always subverted by the powers that be at the end of the present (democratico-capitalist) day. Much of the world is being colonized by Anglo-American civilization. This is being done with burgers, soft drinks, movies, and a bovine work ethic, not with literature. Even though the reception of contemporary literature is restricted to a small part of society, its social function is not altogether irrelevant. Large parts of society cannot or will not relate to contemporary literature in the same way as they cannot or will not relate to contemporary physics. The social acceptance of physics is greater than that of literature because the applicability of physics is more evident. However, there is a dim public consciousness that attributes some vague value to contemporary literature, which continues traditions that have been instrumentalized in the creation of national identities and ideologies.

Martin Amis has proved highly successful within the existing structures of literature in society. This has been much commented on and need not concern us here. Instead, we shall examine how the artistic principle we have termed cynicism relates to the power structures sketched in this chapter.

2.2. Martin Amis: post-modernist, post-humanist TC  "2.2. Martin Amis: post-modernist, post-humanist" \l 1 
Martin Amis shares the general tendencies of contemporary fiction. The particular form of consciouness behind that fiction, and that fiction itself, are usually labelled "post-modernist". XE  "post-modernism" 
James Diedrick  XE  "Diedrick " begins his chapter on "Amis and Postmodernism" (Diedrick, 10-14) with a reference to Andy Adorno XE  "Andy Adorno"  (the character from Dead Babies XE  "Dead Babies" ) and his namesake, Theodore Adorno XE  "Adorno, Theodore" , "whose death had brought so much depondence to the commune in the summer of 1972, when Andy was just a boy" (Dead Babies, 197; quoted in Diedrick, 10). The time structure of Dead Babies is tricky; it is inconsistent, the narrator is unreliable as far as absolute chronology goes. That does, however, not explain, why the news of the philospher's death (Adorno died in 1969) took three years to travel to England.

Amis is not strictly speaking a philosophical writer. When Diedrick  XE  "Diedrick " associates the characters of Dead Babies XE  "Dead Babies"  with various philosophical movements (v. Diedrick, 32-40), he is, in my opinion, over-interpreting the novel. Amis's fiction is a literary expression of a historical situation and a mode of consciousness that has, in a different way, been expressed by philosophical writers. Diedrick's characterization of Amis as a post-modernist is concise and correct.

Post-modernism has been shaped by historical conditions in which mankind has unprecedented power to enforce its will on the inanimate world but no more power than previously to regulate or control its own will. This was felt more strongly during the Cold War, when large-scale nuclear warfare was an immediate threat, than now. The post-modern distrust in progress, in the work of Enlightenment XE  "Enlightenment" , has another source and topic in the Jewish Holocaust XE  "Holocaust" .

The post-modern human condition is also characterized by the centrality of information-processing, rather than the production of material goods, and the social structuring power of electronic and digital media, most notably television. Everyday experience is mediated, it feels unauthentic. Individual autonomy and personal identity are experienced as culturally conditioned constructs.

Literature reflects this situation on many levels. It concerns itself with the meaninglessness of human existence and with mass extinction. Its characters are often fragmentary, their humanness is problematic. Basic epistomenological concepts, most prominently time, are subjected to close scrutiny by various manipulation techniques (e.g. the reversal of time in Time's Arrow). Much attention is drawn to the fact that a novel is being written and read: the narrators are unreliable, the author intrudes into their texts. The tone of post-modern literature is comic or farcical, it is not tragic or sublime. The subjects of comedy are those formerly associated with tragedy, e.g. incest or mass murder.

Apart from being a post-modernist, Amis is also a post-humanist. The humanist ideal of the autonomous individual, which was once progressive, has become a blindfold of bourgeois respectability, which makes it impossible to face the world as it now is. Quentin Villiers XE  "Quentin Villiers"  in Dead Babies is, according to Diedrick XE  "Diedrick" 's perhaps over-sophisticated interpretation, a personification of stale humanism that is intrinsically mad. XE  "post-humanism" 
Apart from being a post-modernist and a post-humanist, Amis is also a (no, not a post-man), a man. In most of Amis's books, women  XE  "women " are positioned at the fringe of the narrative nos XE  "nos" . On the other hand, Amis's œvre communicates with feminism XE  "feminism" . Many of the central questions of feminism come up in Amis's books, most notably in Other People XE  "Other People"  and Night Train XE  "Night Train" . The topic of male and female écriture is too complex to be encapsulated in a short comparison of two texts. One interesting example of female cynicism that is akin to Amis's is Erica Jong XE  "Jong" 's Fear of Flying.

In the following two chapters (2.3., 2.4.), I would like to very briefly compare texts by Amis with other books. Will Self's XE  "Self, Will"  Great Apes shares many of the characteristics of Amis's writing. J.M. Coetzee XE  "Coetzee" 's Waiting for the Barbarians is written in a humanist manner, although its topic is the end or impossibility of humanism.

2.3. Will Self's Great Apes and Martin Amis's Time's Arrow and Career Move: Three examples of inversionalism. TC  "2.3. Will Self's Great Apes and Martin Amis's Time's Arrow and Career Move: Three examples of inversionalism." \l 1 
Will Self's XE  "Self, Will"  writing has a lot in common with Amis's. Both authors keep their illusions about humans at a minimum. They are true satirists; they do not connive at the grosser human follies. They are moralists, not ideologists. Their perception of man is, in rough terms, Freud XE  "Freud" ian. They both write a flamboyant, mock-elaborate style, Amis with greater versatility and refinement, Self with greater verve. Speaking in very general terms, Self's books are extrovert and Amis's are introvert. Bisexuality is a fact in Self; Amis writes straight prose. Self is accessible to the reader and protagonist to the point of having himself (or the autobiographical narrator, to be accurate) raped by his co-narrator-cum-protagonist (as Self might put it) in Cock; it is only after a stunning series of conquests, victories, and good deeds that Martin Amis is jostled out of the pub by John Self XE  "John Self" , Will Self's namesake and narrator of Money XE  "Money" . Amis keeps aloof from the reader and delivers an unerring performance; Self's authorial pose is that of the lad sitting next to you in a bar smoking grass.

One noteworthy difference between Amis and Self  XE  "Self, Will" concerns their attitude towards traditional European culture (philosophy, literature, music, etc.). Amis' writing gains in immediacy by making only scarce reference to canonical works of art, stories, ideas. Whenever such reference is made, there is a purpose to it which embeds it in the story, e.g. when Richard Tull XE  "Richard Tull" , the failed writer and reviewer of slim volumes on second-echelon historical personalities in The Information XE  "The Information" , is compared to A. J. Tasman XE  "Tasman" , the Dutch navigator who discovered Tasmania but did not notice Australia. The only sphere of Western culture which Amis does not keep a distance from is English literature because, I surmise, it is the sphere he feels comfortable in. Self, by contrast, is never slow to bring in an allusion or comparison that involves canonical historical Western culture. In The Quantity Theory of Insanity, the quantity theory is one of the narrative foci of the whole novel; chance references to philosophical tenets are found regularly in Self. He is decidedly un-English in that respect, reminding me rather of a certain type of intellectual endemic in Central Europe.

Time's Arrow XE  "Time's Arrow"  is based on an inversion of time (which runs backwards); Career Move XE  "Career Move"  on an inversion of poets and screenplay writers (their places in society, their lives); Great Apes XE  "Great Apes"  on an inversion of humans and chimpanzees (the latter have consciousness and "signage", they run the world, the former are evolutionary losers in the African wilderness). The basic impetus behind inversion is an eagerness to reconsider "first principles", to say something about the world as it is by representing the world as it is not. Being a technique that manipulates reality, inversionalism is akin to (and no doubt influenced by) magic realism.

It is possible to distinguish two types of inversion: counterpointing inversion XE  "counterpointing inversion" , which produces a new reality that is radically opposed to common reality; and paralleling inversion XE  "paralleling inversion" , which produces a new reality that apes common reality. Time's Arrow XE  "Time's Arrow"  clearly belongs to the first type. It presents everyday events, virtually all of which are not "T-invariant" (as the physicists call events that can occur when time's arrow is reversed), with time's arrow reversed, i.e. with time moving backwards. Doctors do not heal but hurt. The Nazis do not extinguish but produce Jews. The reader is forced to continually re-create common reality and juxtapose it to inverted reality. Great Apes is clearly paralleling. The gist of the inversion is to expose analogical behaviour in men and apes. The humour is derived from suddenly revealed similarities and unexpected dissimilarities; it owes much to the language of biology (e.g. "greet" versus biologese "present", "friend" versus "ally", "boss, father, husband, lover, etc." versus "alpha", etc.). Career Move XE  "Career Move"  is paralleling, too, but less obviously so. It would not be absurd to base one's interpretation of the story on the radical transformations which the lives of both screenplay writers and poets undergo and to stress the various juxtapositions of inverted and non-inverted personal realities. It suggests itself, however, to read the story as a reminder about how accidentally fame and fortune are distributed, how randomly society picks the vocations it values, and how far-reaching the consequences are for the individual. As I understand the story, it parallels the worlds of poetry and screenplay writing by swapping them.

Whereas Time's Arrow XE  "Time's Arrow"  hinges on the inversion of one basic epistemological category (time), both Career Move XE  "Career Move"  and Great Apes exchange groups of living beings one for another (poets for screenplay writers; chimpanzees for humans). I suggest the term single-category inversion XE  "single-category inversion"  for the first type. Possible other examples of that type could include texts based on an inversion of duration (zero time has elapsed between the big bang and now; it takes billions of years say "Amis") or of speed (aeroplanes stand in the sky against a background of shooting stars). Both examples (duration and speed) include a time factor. In fact, the inversion Amis uses in Time's Arrow XE  "Time's Arrow"  is not an inversion of time as such (I only call it that for the sake of convenience) but of the direction of time ("time's arrow", as the physicists have it). The other type of inversion could conveniently be termed a swapping (further examples are easy to think up). XE  "swapping inversion" 
To sum up, Self's Great Apes and Amis's Career Move XE  "Career Move"  are based on the same narrative trick, namely a paralleling swapping inversion, whereas in Time's Arrow XE  "Time's Arrow"  we encounter a counterpointing single-category inversion. As far as the nature of the inversion is concerned, Career Move and Great Apes are two of a kind.

The narrative techniques differ due to the difference in groups inverted. The omniscient narrator of Great Apes never ventures far from the main character, Simon Dykes, who is (along with all his "conspecifics", as biological jargon has it) transformed into a chimpanzee (chimps thenceforth figuring as people) seventy-five pages into the four-hundred-page novel. The equally omniscient narrator of Career Move XE  "Career Move"  yo-yoes between Alistair XE  "Alistair" -the-screenplay-writer and Luke XE  "Luke" -the-poet. Career Move is about screenplay writers and poets alike. Great Apes is in fact only about humans. Simian life is relevant only as far as simian elements go in human life. The inversion of apes and men involves a passing of consciousness from the latter to the former. Language becomes "signage", only apes can think and "sign", human gesticulations do not purport any meaning. Self chose not to  introduce a full-fledged sub-plot or counter-plot of a chimp turning human; there is, however, the story of Simon, the baby ape Simon the main character adopted as a human. When Simon the main character turns simian, Simon the ape consequently turns human. The relation between the two Simons is essential to the narrative drive of the story but it has no impact on the technique because the perspective is always Simon the main character's. The other Simon at no point in the story wields consciousness or any sort of language.

Self's writing is essentially cynical just like Amis's. Inversion is a popular device among cynicists because it allows for fundamental criticism. XE  "inversion:as a cynical device"  It challenges the first principles XE  "first principles" , in the case of Great Apes the borders between the species, and really all kinds of daily routines. As indicated above, Self's authorial pose is not as cool and self-assured as Amis's. For instance, Self's recurrent references to the film Planet of the Apes would be impossible in Amis, who rarely makes explicit mention of influences but prefers to allude to them. Neither would Amis (who has himself written a filmscript that ranks way below Planet of the Apes, titled Saturn 3)  XE  "Saturn 3 (filmscript by Martin Amis" seriously refer to popular culture in his fiction other than to poke fun at it.

2.4. J.M. Coetzee's Waiting for the Barbarians vs. Martin Amis's Time's Arrow: humanism vs. post-humanism TC  "2.4. J.M. Coetzee's Waiting for the Barbarians vs. Martin Amis's Time's Arrow: humanism vs. post-humanism" \l 1 
It would be an over-simplification to say that Waiting for the Barbarians was a humanist novel and Time's Arrow was a post-humanist novel. Both novels are about the difficulties or even the impossibility of humanism under the rule of New Barbarism, i.e. the Nazis in Time's Arrow and the vaguely sketched new regime with its Third Bureau (its Gestapo-cum-SS) in Waiting for the Barbarians. However, Coetzee's novel retains a humanist pose that Amis's abandons.

The humanism of Waiting for the Barbarians is that of its narrator and main character, the Magistrate. He comes from an old patrician family, his unremarkable but steady career has many years ago made him the Magistrate of a remote outpost of the Empire. He is most typically a humanist in relation to the barbarians: his interest in them is of an ethnographic and archeological nature, he sometimes idealises them as noble savages. He also takes some interest in barbarian women. He shares his bed with a barbarian girl, who has been tortured and maimed by the inquisitors from the Bureau, but never makes love to her - not because he cannot (or so the narrator makes it appear) but because of what he thinks is his humanism. This is clearly the British, not the Roman Empire. Out of a similarly misguided and enfeebled humanism he has failed to make strategic preparations to fight the barbarians, who are uniting against the Empire (or so the Bureau maintains).

The novel's humanism is at its stalest in its very fable. The Magistrate undergoes extreme hardship and torture. All the while, he never loses his humanist's superiority. He is always in control, his humanism tells him what to do. This would be acceptable, were it not for the ending: having endured the utmost humiliation, the Magistrate is (inofficially, by lack of dissent) restored to his post. The townsfolk (good people, after all) accept him as they always have.

This fable has been disproved by the Holocaust XE  "Holocaust" : the humanists died at Auschwitz just like everybody else. Those who survived survived not primarily because of heroic resistence. The perfidious system forced the prisoners to fight and kill each other.

If Martin Amis had written Waiting for the Barbarians, his narrator would perhaps have been Colonel Joll, the career torturer. He would have shunned the stuffy humanism of the Magistrate. At the very least, he would have cynically subverted his false humanist consciousness.

Time's Arrow is much more complex and much more daring a novel than Waiting for the Barbarians. The strangest thing about Time's Arrow, in the light of this analyis, is that its narrator is a kind of Magistrate. He is the only embodiment of humanism in the book. Only that he is an utterly disoriented humanist, what with the reversal of time. In a sense, this is a victory for the genteel and humanist traditions: Amis was not radical enough to have a Nazi narrate his novel.

However, the narrator's disorientation points at the antiquatedness of humanism: people are not the way he thinks they are, and neither are things. Also, the narrator is not a person but a part of a Nazi doctor's psyche. Humanism does not reside in America, nor in Nazi Germany; it resides in the narrator, who continually proves the inappropriateness of his own vague humanism. In Time's Arrow, humanism is only the necessary correlate of barbarism new and old. It produces its own antithesis, it is only one player in the dialectic of Enlightenment.

3. Amis's development as a writer TC  "3. Amis's development as a writer" \l 1 
...having a vocabulary more refined than your emotions...

The Rachel Papers, 157

3.1. The Rachel Papers TC  "3.1. The Rachel Papers" \l 1 
According to a commonplace popular among literary critics, an author's first work features most characteristics of their later works, albeit in an embryonic state. This commonplace can safely be applied to The Rachel Papers.

Like most vaguely autobiographical début novels about late teenagehood, coming of age, first love, etc., The Rachel Papers has a first-person narrator. His name is Charles Highway XE  "Charles Highway"  and he is an Amisesque character all right. Not yet twenty, he hears from his dentist that there is "[n]othing new, no. That lower might need another support and there's the usual ... dozen fillings" (RP, 163). Rachel XE  "Rachel" 's failure to practise fellatio on him is an important factor in his decision to "cool" her. On the whole, this dénouement (forseeable to the psychologically knowing reader) is conditioned by Charles's character, which unites general good-naturedness with rampant egomania. "Like most people, I feel ambiguous guilt for my inferiors, ambiguous envy for my superiors, and mandatory low-spirits about the system itself" (RP, 83). Life to the proto-Amisian Charles is a succession of conquests, successes, and humiliations. A comparison of Charles's own and Rachel's relation to truth makes it clear that human relations are based on mutual deception:

I lied and fantasized and deceived; my existence, too, was a prismatic web of mendacity - but for me it was far more - what? - far more lucid, literary, answering an intellectual rather than an emotional need.

(RP, 207)

That the web of mendacity, behind whose façade the reader is taken by the narrator, answers "an intellectual rather than an emotional need" is a self-delusion. The web is a device which Charles XE  "charles Highway"  creates in order not to be the helpless slave of his emotions, in order to stay aloof from them - which is a very emotional need. Thus, his "vocabulary [is] more refined than [his] emotions" (RP, 157).

The cynicism of The Rachel Papers is essentially that of its narrator and main character, Charles Highway XE  "Charles Highway" . It reaches its undisputable narrative climax in the hiliarious antipornographic sex scene (pp. 150-162) when Charles and Rachel  XE  "Rachel " first make love to each other. Charles is also aware of his specific, late-adolescent type of cynicism:

[...] I think that one of the dowdiest things about being young is the vague pressure you feel to be constantly subversive, to sneer at oldster evasions, to shun compromise, to seek the hard way out, etc., when really you know that idealism is worse than useless without example, and that you're no better.

(RP, 220)

"Oldster" relationships, such as Norman  XE  "Norman " and Jenny XE  "Jenny" 's or Charles's parents', tell Charles which way not to go in life. Norman is the prototype of the lower-class rogue XE  "lower-class rogue"  that recurs throughout Amis's œvre (Andy Adorno XE  "Andy Adorno"  in Dead Babies XE  "Dead Babies" ; John Self XE  "John Self"  in Money XE  "Money" ; Keith Talent XE  "Keith Talent"  in London Fields XE  "London Fields" ; Steve Cousins XE  "Steve Cousins"  in The Information XE  "The Information" ). His and Jenny's relationship is the prototypical inane attempt at investing one's life with meaning by sharing it with someone else, later to be repeated by Andy Adorno and Diana Parry XE  "Diana Parry" , etc. Rachel offers a variety of thrills to Charles, but love is no long-term perspective. Rachel is the first in a series of "interesting women XE  "women" ", easily identifiable by their moderately flawed teeth (Rachel's are "credibly flawed", RP, 34), in Amis's fiction, the most interesting specimen of whom is Nicola Six XE  "Nicola Six"  in London Fields XE  "London Fields" . Interesting men have rotting teeth; uninteresting women immaculate ones.

Suki  XE  "Suki " has a fascinating name: "there was nothing a girl with a name like that wouldn't do" (RP, 196). This is probably why the name reappears in later texts. Suki is also responsible for Charles XE  "Charles" 's "formative heterosexual experience" (RP, 195); like Giles Coldstream XE  "Giles Coldstream"  in Dead Babies XE  "Dead Babies" , Odilo Unverdorben XE  "Odilo Unverdorben"  in Time's Arrow XE  "Time's Arrow" , and many other male characters he was "a queer" in early adolescence. Mr Bellamy XE  "Bellamy"  is an obvious choice to avoid for Charles. Coco XE  "Coco" , more decidedly sidelined than Suki, has an equally telling name.

Nature  XE  "Nature " comes in the guise of a spinney, tame and diminished. (There is no sublime or healing aspect to nature, it has been polluted and marginalized by man.) Nowhere in his œvre does Amis get closer to enthusiastic ideas about nature than in The Rachel Papers:

The wood was unspectacular [...]. But at every turn in the path my childhood ganged up on me, and every twig and tuft seemed informative and familiar. Drugged and amazed by exhaustion, my mind fizzed with memories and anticipations (and Wordsworth) as we stumbled along in silence, like guests.

(RP, 132)

Less than half a page on, though, "[i]nside the tent of leaves" (a climax of pastorality that cries out for an Amisian anti-climax) "we saw: beer bottles, a tin can, trodden newspaper, grey tissues, shrivelled condoms like dead baby jellyfish" (RP, 133). In a reversed parallelism, Charles XE  "Charles" 's dream of Rachel  XE  "Rachel " being a prostitute and him her pimp turns into an "innocent" account of nature and the stars when he tells it to Rachel (pp. 190-1).

The existential unease that pervades all of Amis's writing finds its expression in traditional Christian terms: "[...] did I really feel, in my heart, that, somehow, we were all guilty" (169); "My one unfallen week" (167). William Blake XE  "Blake, william"  ("that engraver" - the clumsy "that" an utter impossibility in more mature Amis), who accompanies Charles through the novel, accompanies also the theme of innocence and experience in its Biblical rendering. Charles XE  "Charles" 's sexual phantasies about women tennis players (who come in innocent white and go sweat-stained) is clearly induced by his preoccupation with innocence and decadence. The theme is paramount to all of Amis's writing.

Doubtless the most striking feature of The Rachel Papers is their stylistic brilliance. At twenty-four, Amis triggers off the tricks of his trade at his ease. The self-conscious pace of the prose, the classy vocabulary, the hilarious dialogue of the later works - it is all there in The Rachel Papers. During his "conventional nadir period" (RP, 141) Charles "coughed into dimly lit shop windows" (l.c.). The dimly lit shop window is a symbol of a world gone wrong, of final-days feebleness. Lavishly putting up goods for sale is one of the central rituals of our civilization, as is shopping. These rituals are symptoms of decline by themselves, and where the shop windows are "dimly lit" there is a sense of decline of decline. (Decline of decline, here, amounts to extreme decline, the second "negation" does not cancel the first one out.) The enfeebled protagonist coughs back. Amis was so happy about the 

expression that he recycled it (in a slightly intensified version) in Dead Babies.

Dying Pakistanis hawked into dimly-lit shop-windows.

Dead Babies, 198

3.2. Dead Babies TC  "3.2. Dead Babies" \l 1 
Dead Babies is certainly Martin Amis's worst book, and perhaps also his best. (This is perhaps not a very inspired oxymoron but I am going to make clear what I mean.) The author has repeatedly stated that he would have reviewed his own novel unfavourably. Asked in an interview by Christopher Bigsby XE  "Bigsby, Christopher"  what he would have gone for in such a review, Amis avoids a direct answer, instead saying that "after a while it's the flaws which stand out, not whatever is left" (New Writing, 176) and mentioning "these appalling errors of judgement" (l.c., 177).

What may these errors be? Most irritatingly, the whole novel is rather pointless and many episodes and details are gratuitous. It is the most extreme example of Amis showing off his skills as a writer whilst writing a less than perfect novel. Whereas Charles XE  "Charles" 's refreshingly unrestrained talk about sex in The Rachel Papers XE  "The Rachel Papers"  is always motivated by the overall design of the novel, the sado-masochistic spirit of Dead Babies is often annoyingly dull. The novel is so heavily character-ridden that it cannot get very far in terms of plot, themes, etc.

The character portrayal, at first reminiscent of a list of dramatis personae, then intricately developed through the plot and masterpiece flashbacks, is an obvious strength of the book. However, what makes me contend that it is perhaps Amis's best book is something else. Dead Babies is a standard example of a well-written novel, complete with a few flaws and deficiencies (e.g. the letter from Skip XE  "Skip" 's father which Marvell  XE  "Marvell " and Roxeanne  XE  "Roxeanne " carry with them for no reason). What makes a novel a well-written novel is, after all, the intention and not the result. The idea behind the well-written novel is that things tie in with each other and that the world makes sense. Fictional reality, in that respect, reflects real-life reality. Dead Babies parodies the well-written novel by employing its conventions to the purpose of presenting the utterly meaningless worlds of its protagonists. Other than in the traditional well-written novel, the conflicts are not resolved in a final catastrophe, let alone put to a positive effect. Jolly hopelessness and jolly meaninglessness prevail throughout the book.

The example with the dimly lit shop window of The Rachel Papers that becomes a dimly-lit shop-window in Dead Babies illustrates the change of tone. Apart from the hyphenization, coughing becomes hawking (admittedly a favourite pastime already of Charles Highway XE  "Charles Highway" 's) and it is done by dying Pakistanis. The exaggeration (dying) adds further piquancy to the phrase. In a paragraph that also features "4,000 aliens" and "penniless Greeks and tubercular Turks" (DB, 198) the charge of xenophobia will be difficult to deny.

In the wake of Mikhail Bakhtin's XE  "Bakhtin, Mikhail"  studies on the topic, James Diedrick  XE  "Diedrick " convincingly places Dead Babies in the tradition of the menippea XE  "menippea" . Menippus  XE  "Menippus " himself, who is a writer of little profile from the point of view of a present-day reader, has provided the motto to Dead Babies: "...and so even when [the satirist] presents a vision of the future, his business is not prophecy, just as his subject is not tomorrow...it is today" (DB, 10, square brackets and ellipses original). Quentin Villiers XE  "Quentin Villiers"  spends much of the novel reading Diderot XE  "Diderot" 's Le Neveu de Rameau, which is "in essence a menippea" (Bakhtin, 143). The gist of Menippean satire is to develop naturalistic, often taboo-breaking fantasies that put déclassé intellectual heroes into extraordinary situations in order to test philosphical ideas and ideologies. In this respect, the menippea is clearly a cynical genre. It has a taste for extremes, it combines the "high" and the "low", and it tends towards a non-conformist morality.

Dead Babies has recently achieved new topicality. Culminating in Michel Houellebecq's XE  "Houellebecq, Michel"  Les particules élémentaires, quite a few usually crypto-Christian French and German books have examined the effects and excesses of the "revolution of 68" in a manner reminiscent of Dead Babies.

Even before I met him the meagreness of his member was paramount to my well-being.

Success, 10

3.3. Success TC  "3.3. Success" \l 1 
Many texts by Amis feature a pair of rivalling men. The most obvious example, apart from Terence Service XE  "Terence Service"  and Gregory Riding XE  "Gregory Riding"  in Success, are Richard Tull XE  "Richard Tull"  and Gwyn Barry XE  "Gwyn Barry"  in The Information XE  "The Information" . At the centre of the large character set of Dead Babies are the grotesquely ill-matched friends Andy Adorno XE  "Andy Adorno"  and Quentin Villiers XE  "Quentin Villiers" , in some ways prototypes of Terry and Gregory.

In Success the relation between the two rivalling foster-brothers shapes the narrative technique. From January to December, we get monthly accounts first from Terry, then from Gregory. The narrative dynamics rely on the different styles which the foster-brothers write and on the juxtaposition of the two differing versions of one and the same story. This works only because each narrator knows only that the other one is communicating to the reader, too; but he does not know what he tells the reader.

Whereas Terry  XE  "Terry " writes Amis's usual cynical, ironic style, Gregory XE  "Gregory" 's is extremely conceited. It is quite clear from the beginning that Gregory is an unreliable narrator; too fantastic are his successes, too vain his words. Terry is a reliable narrator. In the November episode as told by Gregory (v. Success, 217-219), one almost expects the surprise of Terry turning out to be a liar - but Gregory's description of the place where Terry works only corroborates the truthfulness of Terry's stories. As a person, Terry turns mendacious towards the end of the book. Lying comes with success. Gregory becomes a reliable narrator towards the end of the book. Lying goes with success.

Success had already become a key term in Western society by the end of the seventies, together with money, health consciousness, and work. In Success the work ethic does a good job for Terry XE  "Terry" . He becomes successful because he works, because his job gives a shape to his days, makes him a useful human unit (rather than an autonomous individual), and, most important of all, gives him money. Once he has money, everything else (e.g. good spirits, sex, fun) goes his way automatically. Money helps Terry not to care, not to worry. The secret of success, it turns out, is not to care much. Terry does not care when Ursula  XE  "Ursula " commits suicide although he is rather directly responsible for it. He takes up peeing into the wash-basin because he can no longer be bothered to move himself to the toilet. He does not care much about anything when he is having sex. "This is one of the ways you get them at your mercy" (Success, 172). Gregory  XE  "Gregory " is absolutely right when he says that "everybody accepts the fact that they've got to get nastier in order to survive" (Success, 149). When Gregory becomes a total failure, he also becomes more likeable. Terry gets nasty when he starts to be a success.

Terry XE  "Terry" 's transformation from a failure into a success and Gregory XE  "Gregory" 's simultaneous transformation from a success into a failure is embedded in their childhood, the family constellation, various traumata, etc. The case histories of Terry and Gregory, complete with sororal incest, comprise an aetiology of their present psychological conditions. Gregory's greatest problem is his half-acknowledged homosexuality. He lies to himself just like to everybody else. Terry can overcome his extremely traumatic childhood experiences because he accepts their reality.

The whole book is written in a Freud XE  "Freud" ian spirit, as are most other books by Amis. But nowhere is the direct influence of psychoanalysis so obvious as in Success. The book, rather characteristically, ends with the death of Gregory XE  "Gregory" 's father (Terry XE  "Terry" 's foster-father).

Freud XE  "Freud" ian psychoanalysis, contrary to the popular belief, hinges on the social conditions under which the individuals it talks about live. Thus, it is easy for Terry and Gregory to become representatives of the social classes they have been born into in class-ridden England. Terry XE  "Terry" , although adopted by the Ridings, has not been made a member of their class; according to Gregory XE  "Gregory" , Terry went to the village school, while Gregory attended a classy private school. This is, of course, unrealistic and possibly a fib of Gregory's. The important thing is that Terry sees himself as a member of the lower classes, a Service, not a Riding. They unionize and rise in power. Uncivilized though they are, they spend their money not only on alcohol and tasteless tackle, but also on their children's education (v. Success, 176). The upper classes go down, they lose their property and go insane, in Success and elsewhere in Amis. Rodney  XE  "Rodney " in The Coincidence of the Arts is another typical example of the degenerate upper-class loser XE  "upper-class loser"  in Amis.

The women  XE  "women " lose big too. Gregory  XE  "Gregory " is still psychologically dependent on his mother. It is especially humiliating for him to find her talking business only with Terry  XE  "Terry " and behind his back. She is a sound and relatively strong personality but most of all she is her husband's wife and her children's mother. Ursula XE  "Ursula" , Gregory's sister and Terry's foster-sister, comes down to London to become a secretary, attempts suicide, moves in with Terry and Gregory, commits suicide XE  "suicide" . Terry blames her (possibly incestuous) ancestry for her madness: "Ivied cemeteries are stacked with people you can blame" (Success, 148). Having had sex with both her brother and her foster-brother cannot have helped matters greatly either. To lead over to other women in the book, Terry's biological mother and sister have been killed by his biological father. Jan  XE  "Jan " (the temp at Terry's office) is all Terry ever thinks or talks about for several months, but she remains at a distance. She is only a temp.

The women have no such ambitions as the men do. They live in a world of their own, it seems. The men's rivalry is, however, closely connected with the women. Terry writes,

I long for Gregory to be dismally endowed. I pine for it. All my life I've wanted his cock to be small. Even before I met him the meagreness of his member was paramount to my well-being.

(Success, 10)

Once again it is a satirical exaggeration that makes the final point.

There are little or no illusions about the human condition in Success. Everybody is on his own. Nobody understands how the world works. Nothing makes much sense. People act irrationally, they are governed by what happened to them earlier on in life. They lie to each other and to themselves. Such a combination of lies and lack of illusions is typical of Amis's cynicism.

My name is Antonio but you can call me Mr Garcia.

Other People, 77

3.4. Other People TC  "3.4. Other People" \l 1 
If Amis had been a writer in classical antiquity, his authorship of Other People would be disputed. The "mystery story" (as the sub-title has it) would be demonstrated to be the work of an existentialistically inclined imitator not totally lacking in skill and living centuries after the heyday of some genre or period which Amis would be a representative of. The vagueness and darkness of the book, its lack of vivid detail, would be pronounced un-Amisian. I would be among those who would deny the authenticity of the book.

The title of the book alludes to Sartre XE  "Sartre" 's famous definition of hell as "other people". Mary XE  "Mary" , the first female protagonist in Amis, is an amnesiac who is released from a nightmarish hospital into the hell of London and its people. The tedious series of efforts to categorize or understand the outside world begins with a pointless passage which divides people into six kinds (OP, 16f). The thought experiments and quasi-philosophical aberrations do not develop the narrative dynamics which distinguishes Amis's other works. Nor do they produce the poetic intensity which Sartre or Camus  XE  "Camus " sometimes (though, in my opinion, rarely enough) achieve. The result is a "mystery no-story".

As so often in intellectually aspiring pieces of literature, embarrassingly simplistic humour is used in an attempt to save the situation: "My name is Antonio but you can call me Mr Garcia" (OP, 77). One chapter is entitled "Good Elf", punning on the Cockney pronunciation of "health", a less than ingenious joke later recycled in London Fields XE  "London Fields"  and other books. When, in Dead Babies XE  "Dead Babies" , Andy Adorno XE  "Andy Adorno" 's parents "called him Andy, on account of his large hands" (DB, 197), a comic effect (and, in my opinion, quite a good one) is achieved with the participation of the reader. In Other People, the reader is invited to laugh about (or, perhaps, at) the sheer existence of lower-class London speech. Some passages are worthy of sixteen-year-olds with no talent for either philosophy or literature: "All clichés are true. No one knows what to do. Everything depends on your point of view" (OP, 173). If it were not for the rhymes, one might just go on reading. As it is, this is my candidate for the worst sequence of three sentences in Amis.

As I learn from James Diedrick XE  "Diedrick" , these lines are a slightly altered reproduction of the last two lines of Martin Amis's sole published poem (v. Diedrick, 54f). Diedrick devotes a whole chapter of his monography to Other People, arguing that it is the prose counterpart to the "Martian School of Poetry XE  "Martian School of Poetry" ", as represented by Craig Raine XE  "Raine, Craig"  and Christopher Reid XE  "Reid, Christopher" . No doubt, there is an affinity between Amis's writing and the Martian School, whose idea it is to view human affairs "from Mars", as if the lyrical self were unfamiliar with them. However, the fact that Other People is embedded in the history of English letters does not make it any better a book.

Other People is narrated from XE  "women"  a woman's point of view, although the narrator is a man: "If I were a woman," he says (OP, 166). Only in Night Train XE  "Night Train"  has Amis introduced a female narrator. Other People also features a vaguely sketched character named Amy Hide XE  "Amy Hide" , who is, as her name suggests, the female part of Martin Amis's psyche (his "anima", as Jung  XE  "Jung " has it). Amy is another version of Mary XE  "Mary" , she is Mary's prelapsarian, preamnesiac self. Martina Twain XE  "Martina Twain"  in Money  XE  "Money " is a masterly literary realization of the author's anima; Amy Hide is at best an acknowledgement of its existence.

The relations between men and women are presented as sinister. The men exude an unspecified kind of aggression and brutality. The female perspective in Other People is one of helplessness and failure to understand what is going on. It does not essentially differ from the usual male perspective, only that the men perceive themselves as agents, which they are no more than the women. Categorizations and generalizations about men and women  XE  "women " are ubiquitous in Other People. "Perhaps women would never be both strong and female. Perhaps women would never have the strength for that" (OP, 166).

Why has Amis dedicated this book to his mother? Did Amis mère like this belated present from Amis fils?

My respect for Martin Amis knew no bounds.

Money, 296

3.5. Money TC  "3.5. Money" \l 1 
Money is the first of the three long novels XE  "long novels"  which Amis has written so far. Other than London Fields XE  "London Fields"  and The Information XE  "The Information" , which could each be cut by a hundred and fifty pages, Money is a relatively trim book. Through its alcoholic twenty-stone narrator, John Self XE  "John Self" , it accomplishes what Other People XE  "Other People"  so hopelessly failed at: it takes a philosophical look at the way things are.

Here, however, also lies the sole principal problem of the book: John Self XE  "John Self"  is much too articulate for the rogue he is. He has never seen his girlfriend Selina XE  "Selina" 's handwriting until the letter in which she asks for money and to be taken back (v. Money, 68). "God damn, two years on and off, and not even a note? [...] Had I ever shown her my hand? Yes, she'd seen it, on bills, on credit slips, on cheques" (Money, 69). When Martina Twain XE  "Martina Twain"  gives him Orwell's XE  "Orwell, George"  Animal Farm to read, he never gets beyond the first page. It takes him weeks to get past the first sentence. A person like that does not write a 400-page novel, and certainly not one with the stylistic and philosophical power of Money.

Maybe it is to do with this unconvincing set-up that Amis thought it fit to introduce himself, the author XE  "author" , as a character of his own novel. Drawing attention to the author, to the fact that a novel is being written and read, is a hallmark of post-modern XE  "post-modern"  writing. Post-modern fiction, in a way, is more about the authors than about the characters. Considering that post-modern theorists at the same time argue that the author is dead, the situation is a bit absurd.

Nobody will stop reading Money just because its narrator is unconvincingly eloquent. The novel is pointful and amusing, which is all it needs to be in post-modern times. The modernist struggle for verisimilitude  XE  "verisimilitude " has left ample space for the introduction of new conventions (such as witty rogues as narrators) in post-modern fiction. Amis manages to draw upon the full potential of English through the voice of John Self XE  "John Self" .

The novel is set in New York and London, and it is written in decidedly mid-Atlantic English. The spelling and punctuation conventions are British but the vocabulary, the sentence structure, and the pace are part British, part American. John Self is British, but American-raised.  XE  "Britain and the USA:dichotomy of" His English background is contrasted to the movie-biz circles he enters in New York. England, as always in Amis, is on the decline. Fast-food chains replace third-generation Italian restaurants, there are video parlours were once were bookstores. The houses split up into smaller and smaller flats, the cars in front of them double and triple. Alec Llewellyn XE  "Alec Llewellyn"  is Money's upper-class loser XE  "upper-class loser" : via his public school and his Cambridge college he goes to Brixton. The Shakespeare, the pub run by John's official father Barry Self XE  "Barry Self" , provides the scene for Amis's usual examination of the English drinking class. It also features John's rather complicated family constellation, which is reflected in the movie he makes in the USA (titled variously "Money", "Good Money", and "Bad Money"). At one point, it is to be called "Bad Money" in Europe and "Good Money" in America. The New World is big and vigorous, it has a positive attitude to just about everything. It is a giant senseless machine fuelled by money. Its people are insane without a sense of sanity. The English are insane too, but they have a sense of sanity.

One of the few purposes money serves is to boost the egos of the people who own it. Elementary self-respect costs money: Selina Street XE  "Selina Street"  needs a joint bank account (at the expense of John Self XE  "John Self" ) to respect herself. The movie stars would not be able to maintain their hypertrophic egos if they had not the money. But the novel has a morale: whoever takes money takes it from someone. The idea is reiterated that there is a common pool of money and whenever somebody takes money out of it, somebody else has less left to take.

In economic theory, this passes for a true statement but not for an analysis of economic reality. Money does not comprise an analysis of economics. It does not even comprise an economic analysis of money. It does not even comprise an analyis of the way people make (generate, amass, distribute, lose) money. Money, in Money, is a god. Like any other god, it is a hoax. Money only exists because people believe in it. But the wonders which money works are real. For example, Fielding Goodney XE  "Fielding Goodney"  is not attacked in Harlem because of his money: "The Autocrat, the chauffeur, the bodyguard: this showed them the gulf, the magical distance. [...] 'This is money. Have you all met?'" (Money, 115).

John Self XE  "John Self"  is the victim of a frame-up devised by Fielding Goodney XE  "Fielding Goodney" . It is only at the end of the book that Martin Amis explains it all to John Self XE  "John Self" . The narrator and protagonist still is not listening: he wants to win money off the author, his thoughts are glued to the game and money. All the threads of the novel come together in the final confrontation between John Self and Martin Amis over the chessboard (pp. 372 - 379). In its subtlety and allusiveness, the scene is unparalleled in Amis.

At the end of the novel, John Self XE  "John Self" 's humiliation is considerable. He is out for a lot of money, which is his sole real problem. That his father has turned out not to be his biological father and has also had him dealt a blow in the face worth fifty pounds is of secondary importance. Selina Street XE  "Selina Street"  has, of course, left him. "'Fucking and shopping'", she said, "'they're the only things that girls should be allowed to do much of'" (Money, 343). However, John Self's humiliation is not as complete as Richard Tull XE  "Richard Tull" 's in The Information XE  "The Information" . The last chapter (pp. 381 - 394, printed in italics) is written by a John Self who is a good deal wiser than the one of the first 380 pages. Even when he is mistaken for a beggar and given a ten-penny piece in the last paragraph of the book, he remains serene and calm. "I'm not proud," (Money, 394). Of course, he has not given up his true self: "I hardly drink any more: just a Barley Stout, two Particular Brews, a Whisky Tak and a few Ginger Perries. Either that, or a bottle of Cyprus sherry or Bulgarian port to lower me into the night. It's all I can afford" (Money, 388). Nevertheless, he takes a very sober look at the world. Having lost the money he never had, John Self has gained understanding. The cynicism of the final chapter of Money is of a very special kind. It is the halcyon cynicism of someone on whose face the sun is always shining, no matter what the weather is like. It could be called the cynicism of understanding. Aided by the mad and drunken first 380 pages, the satire of the last chapter achieves a quality reminiscent of Cervantes XE  "Cervantes" 's Don Quixote. The complete insanity of the human condition is fully accepted with a benign smile.

The human race has declassed itself.

Einstein's Monsters, 38

3.6. Einstein's Monsters TC  "3.6. Einstein's Monsters" \l 1 
Amis's first collection of short stories, first published in 1987, foregrounds a quality of cynicism which is by definition its background: moralism, morality. "'Einstein's Monsters'", we learn in the Author's Note (EM, ix), "refers to nuclear weapons, but also to ourselves. We are Einstein's monsters, not fully human, not for now." The five stories about the inhumanity of nuclear reality are preceded by an introduction entitled "Thinkability", which contains Amis's views on the topic of nuclear weapons and a moral outcry against them.

Amis's assessment of nuclear weapons, of SDI  XE  "SDI " and MAD  XE  "MAD " (Mutual Assured Deterrence) will be shared by any sane person. All humble, Amis makes his main points by quoting from Jonathan Schell XE  "Schell, Jonathan" . He also quotes from randomly picked pro-nuclear weapons texts. One wishes that Amis would not call their authors "subhuman" all the time (EM, 1-23 passim). A true moralist, Amis knows no moderation when he scolds an adversary. Even more irritating than the repeated use of "subhuman" with reference to humans is the way Amis intertwines the history of nuclear weapons with that of his own family. Bombs and babies are associated with each other throughout Amis's œvre; in "Thinkability" Amis himself is subliminally identified as a bomb. XE  "bombs and babies"  The first sentence of the article reads, "I was born on 25 August 1949: four days later, the Russians successfully tested their first atom bomb" (EM, 1). Later in the text, Amis's father shows up, and so do his sons (to whom the volume is dedicated) and their prospective children. A writer of Amis's stature and psychoanalytical insight should know better than to misuse an essay about the prospects of nuclear warfare to present himself as a family man. The psychological unease behind the intertwining of the two topics is revealed in the passage where Amis ponders what pains he what have to take to get back to his wife and children and kill them in case he got caught by the nuclear holocaust XE  "nuclear holocaust"  in his work flat and survived it (v. EM, 3). In this passage, Amis's failure to distinguish between his own problems and those of mankind is very embarrassing.

As a news item and popular topic, nuclear weapons have gone out of fashion since the end of the cold war. Some might argue that Einstein's Monsters is an obsolete book because no immediate nuclear threat is perceived at the moment, except in non-Western parts of the world such as India and Pakistan. I do not agree with this view. The book is historical (or, if you will, obsolete) in so far as it deals with mutual deterrence and mutual assured destruction, which are no longer in place. But nuclear weapons are no less dangerous just because there is no impendent conflict in which they are likely to be used. I know that I stand almost alone with my opinion but I do believe that nuclear weapons are now a bigger threat than during the cold war. Then, one had concrete plans and spheres of interest to deal with; now, the problem is diffuse. XE  "Einstein's Monsters:topicality of\;" 
"Bujak and the Strong Force or God's Dice" XE  "\"Bujak and the Strong Force or God's Dice\""  continues the linking of family and nuclear holocaust XE  "family and nuclear holocaust"  begun in the introduction. The strong force, in physics, is one of the four fundamental forces, the others being the gravitational force, the electromagnetic force, and the weak force. The strong force is the strongest of the four forces, but it has the shortest range. It holds quarks together within protons and neutrons, and protons and neutrons on the level of the atom. The story introduces an analogy between the strong force of physics and the force that keeps the social atom of Bujak's family together. The subtitle plays on the oft-quoted statement in which Einstein XE  "Einstein"  rejected Heisenberg XE  "Heisenberg" 's uncertainty principle: "God does not play dice." Well, Amis is obviously on Heisenberg's side in this dispute. Bujak XE  "Bujak" , of Polish extraction with a past in the Armia Kraiowa XE  "Armia Kraiowa"  (characteristically mispelt, v. EM, 28) suffers a "personal holocaust". of Bujak; XE  "holocaust:personal h. of Bujak"  (EM, 28) when his mother, daughter, and granddaughter are killed while he is away in the North of England (where the girlfriends of Amis's protagonists often live or come from). Via its Jewish-American narrator, the short story also introduces the topic of the Jewish Holocaust. The last paragraph introduces, as a thought experiment, the family history of Bujak with time running backwards, the device which would later shape Time's Arrow. The dialogues between the narrator and Bujak about highly complicated astrophysical matters are not meant to be realistic. Another fantastic element is Bujak's superhuman strength (he can lift cars with one arm). The story likens the behaviour of military superpowers to that of lower-class Englishmen in a pub, very much the way Money XE  "Money"  compares economic processes to violent dealings among London criminals. The dominant tone in the story is one of moral outrage and resignation: "Quietly, our idea of human life has changed, thinned out. We can't help but think less of it now. The human race has declassed itself. It does not live any more; it just survives, like an animal" (EM, 38).

"Insight at Flame Lake" XE  "\"Insight at Flame Lake\""  uses the same narrative technique as Success XE  "Success" , namely two alternating narrators. Ned XE  "Ned"  is clinically sane (or so it seems); Dan XE  "Dan"  is a schizophreniac with "insight" (into his abnormal state). Considerable suspense is created through Dan's imminent violent actions against Ned's baby. The story closely connects the topics of child abuse and nuclear weapons XE  "child abuse and nuclear weapons" . In addition to these two topics, it also introduces insanity, various types of false consciousness as important aspects of nuclear reality. It achieves what Other People XE  "Other People"  failed at: it creates a dense atmosphere of archetypal unease and threat.

"The Time Disease" XE  "\"The Time Disease\""  is set in post-nuclear-holocaust America. The first nuclear conflicts have been "limited theatre, Persia vs. Pakistan, Zaire v. Nigeria, and so on, no really big deal or anything: [...] it helped fuck the sky" (EM, 72). The overcrowded highways are divided into five lanes costing "nothing, five, ten, twenty-five or a hundred dollars a mile" (EM, 76). "Pretty soon, they project, society will be equally divided into three sections. Section B will devote itself entirely to defending section A from section C" (EM, 75). The narrator, who is section A, takes the most expensive lane (called "dollar lane", to indicate the devaluation even of the dollar) to visit the TV-star Happy Farraday XE  "Happy Farraday" , who is "also an ex-wife of [his]" (EM, 74). She is down with time, a disease which people are very anxious and hypochondriac about. The symptoms of the time disease are those of youth and vigour. Amis introduces a reversal of health and illness XE  "reversal:of health and illness, youth and old age" , of youth and old age, to satirize the excesses of American health consciousness and the body cult. "Mind if I don't smoke?" asks the narrator (EM, 81). Joggers feature as junkies. In Time's Arrow XE  "Time's Arrow" , Amis has directly applied the technique of inversion to the problem of time as an epistemological category. In "The Time Disease" they exist side by side.

"The Little Puppy That Could" XE  "\"The Little Puppy That Could\""  is written in the tone of a story for children; the tone is broken only at a few points. The portrayal of the little girl and the little puppy is very gentle. The matriarchal post-nuclear-holocaust world in which the story is set is of archetypal simplicity. It is fit for mythology, in this concrete instance for an adaptation of the story of Andromeda XE  "Andromeda" . Briana  XE  "Briana " has changed her own name into Andromeda (literally "she who has men on her mind"). While her village loses one human per week to the dog, she has taken in the little puppy. When (similar to the mythological Andromeda) she is to be sacrificed, the little puppy saves her and the village by tricking the dog into running into the fire in pursuit of him, the puppy. When the puppy returns to Andromeda he has undergone a metamorphosis: he is now called John  XE  "John " (not, as one might expect, Perseus XE  "Perseus" ). Thus reads the last paragraph of the story: "His arms were strong and warlike as he turned and led her into the cool night. They stood together on the hilltop and gazed down at their new world" (EM, 118). Matriarchy  XE  "Matriarchy " (which is portrayed as patriarchy  XE  "patriarchy " reversed, only a lot worse) is overcome. A psychoanalytical study of the story would reveal that "The Little Puppy That Could" is (among other things and despite its many ironies) a celebration of patriarchy.

"The Immortals" XE  "\"The Immortals\""  is narrated by "the Immortal" (EM, 121), or rather, as is suggested towards the end of the story, by "a second-rate New Zealand schoolmaster who never did anything or went anywhere and is now painfully and noisily dying of solar radiation along with everybody else" (EM, 131). The Immortal is human memory. Through history, and it seems through biology and geology too, it has lived to wipe itself out in the Tokyo of 2045 - not totally successfully, though. The suicide of the human race is almost completed. Family relationships play an important role in the biography of the Immortal, but they are of a much less conventional kind than those of the other four stories. The Immortal has had an acknowledged drink problem since Caligulan times. Nukes put an end to human memory and finish the picture of the human race.

"You're dying, aren't you."

"We all are," I said.

London Fields, 119

3.7. London Fields TC  "3.7. London Fields" \l 1 
Amis's greatest popular success so far develops the theme of the apocalypse further. In the "slum-and-plutocrat Great Britain" (LF, 137f) of 1999, death abounds. Politically, the world is in an unspecified "Crisis", the cold war threatens to heat. Ecologically, the world is hastening its own end. The death of love XE  "love:death of"  (which is going out with God) has made life less worth living than it used to be anyway. The Jewish-American narrator of the novel, Samson Young XE  "Samson Young" , is dying of an unspecified disease.

The theme of nuclear warfare XE  "nuclear warfare"  is developed through Enola Gay XE  "Enola Gay"  and her son Little Boy XE  "Little Boy" , upon whose trail Nicola Six XE  "Nicola Six"  sets Guy Clinch XE  "Guy Clinch" . Enola Guy was the name of the plane that carried the bomb to Hiroshima; Little Boy was the name of the bomb. XE  "bombs and babies"  Guy Clinch, the rich and emasculate upper-class loser XE  "upper-class loser"  of the novel, fails to realise that Nicola Six has made the two characters up. Like in Einstein's Monsters XE  "Einstein's Monsters" , babies wield a sinister power in the story, they are associated with bombs. Guy and Hope Clinch XE  "Hope Clinch" 's son Marmaduke XE  "Marmaduke" , begot after Japanese specialists had fixed Guy's private parts, is a monster that pesters dozens of nurses etc. at a time; the passages about him are rather repetitve and tedious. Kim Talent XE  "Kim Talent" , daughter to Keith XE  "Keith Talent"  and Kath Talent XE  "Kath Talent" , is abused not (as the reader is led to believe until the very end) by her father, but by the narrator. London Fields "takes to the maximum Amis's preference for caricatures over characters, extremes over complexities" (Diedrick XE  "Diedrick" , 160).

In Money Amis entered the novel undisguised; in London Fields Samson Young XE  "Samson Young"  continually draws attention to the fact that he is writing a novel. He has been a blocked writer for twenty years. With his own death impending, he summons the strength to write a story which, as he keeps insisting, is really happening. He keeps talking about what it is like to write the book, how he is looking forward to or, alternatively, afraid of tackling the next chapter. He takes counsel with Nicola Six XE  "Nicola Six" . He lives in the showy flat of the glib and successful Mark Asprey XE  "Mark Asprey" , who shares Martin Amis's initials. The self-caricature serves as another means of raising the topic of writing. Asprey has an affair with the sodomistic Nicola Six. His trashy love novels are used to contrast with Samson Young's narrative.

Nicola Six XE  "Nicola Six" , Keith Talent XE  "Keith Talent" , and Guy Clinch XE  "Guy Clinch"  are presented as the three points of the "black cross" of the novel. The Black Cross is the pub where Nicola Six, the murderee, meets her murderer. Nicola Six has the peculiar gift of knowing what is going to happen in the future, or at any rate some of it. She knows that she is to be murdered on her thirty-fourth birthday, which is on Bonfire Night - appropriately pronounced "bombfire night" by the lower classes, for a nuclear holocaust XE  "nuclear holocaust"  is scheduled for the very same day. To round things off, a cosmic catastrophe is on its way too. Nicola Six is a personification of the human race. She has seen it all, done it all, grown tired of it all; now she is pursuing her own extinction. The novel has a twofold surprise ending. First, it is Samson Young XE  "Samson Young"  who turns out to be the murderer. "I should have understood that a cross has four points. Not three" (LF, 466). Second, it is Samson Young, not Keith Talent, who abused Kim Talent XE  "Kim Talent" . The narrator commits suicide  XE  "suicide " and Mark Asprey XE  "Mark Asprey"  will return to find dead Samson Young in his flat and dead Nicola Six in his car.

The text is fuelled by an element of suspense: who will kill Nicola Six XE  "Nicola Six"  - Keith Talent XE  "Keith Talent"  or Guy Clinch XE  "Guy Clinch" ? Keith Talent is the most popular personage Amis has created so far. As a human being Keith is by no means likeable. He uses violence to subjugate those weaker than him; all others he tries to cheat. As a character in a novel he need not be likeable to be popular, although such redeeming features as his incapability of extreme violence against the defenseless may help. What makes Keith so popular is the vivid detail Amis draws upon in his characterization. Keith and his world, though not realistic, are psychologically convincing. Keith has internalized his social status as a low-life: at the decisive moment of his darting career (with its prospects of social rise) his speech and darting skills fail him. Keith's lack of final success may also make him less unlikeable. Rich and titled Guy Clinch is sharply contrasted to Keith. Good-natured and gullible, he undergoes a lot of distress and humiliation. Other than Keith, he remains a faint character in literature and life.

As a literary figure, Keith outshines Guy. Though rich in events, the Guy sub-plot is often tedious and must be held accountable for the novel's considerable lengths. The slow motions of London Fields can be explained with a hint to its (anti-, pseudo-, post-, at any rate hyphenated, problematic) pastoral nature. Despite the neatly developed sub-plots, the marvellous chapter 19 (which brings all the characters and narrative threads together), and the masterly dénouement, the novel suffers from a narrative deficit that makes it appear overweight.

The great strength of the novel is its cynicism. London Fields is the first book in which Amis tries to unravel the false consciousness of the human condition as generated by literature.

He frowned. She laughed. He brightened. She pouted. He grinned. She flinched. Come on: we don't do that. Except when we're pretending. Only babies frown and flinch. The rest of us fake with our fake faces.

[...]

All that no good to think, no good to say, no good to write. All that no good to write.

(LF, 241)

People are not what they think they are, literature misrepresents them. In this respect London Fields is a profoundly post-modern novel: it tells us that things are not the way it tells us they are.

The world, after all, here in Auschwitz, has a new habit. It makes sense.

Time's Arrow, 138

3.8. Time's Arrow TC  "3.8. Time's Arrow" \l 1 
Time's Arrow is a book like no other. Avant-gardist elements in contemporary literature are very often details or mannerisms that gain undue prominence because the critics make a great fuss about them. The role of the author  XE  "author " in Money XE  "Money"  could be cited as an example. The reversal of time's arrow shapes the whole novel. It creates a completely new type of literary experience. Stories have been told backwards before - Kurt Vonnegut XE  "Vonnegut, Kurt"  even has two reverse paragraphs about a related topic in Slaughterhouse 5. But the radicalness and inventiveness of Time's Arrow are unique.

The shape which the reversal of time takes has no doubt been influenced by the scientific discussion of time that became popularized through Stephen Hawking's A Brief History of Time.  XE  "Hawking, Stephen" Physicists, in fact, distinguish three arrows of time, namely "the thermodynamic arrow, the direction of time in which disorder increases; the psychological arrow, the direction of time in which we remember the past and not the future; and the cosmological arrow, the direction of time in which the universe expands rather than contracts" (Hawking, 152). They also believe that they have reason to believe that these three arrows are actually one arrow, i.e. that they always point in the same direction. Within the current physical theories, it is easy to show that the thermodynamic and psychological arrows are essentially the same (v. Hawking, pp. 143-153). In Time's Arrow, only the thermodynamic arrow is reversed, at least if one follows Hawking. Order increases: creation is easy, destruction is hard work. Following Hawking, one must say that the psychological arrow is not reversed: the narrator does not know what is going to happen in the future, but he remembers the past. Most probably, this applies to all the characters in Time's Arrow, too. They remember things in the order in which entropy decreases, which is, if the physicists are to be believed, physically impossible because of the second law of thermodynamics and the unity of the thermodynamic and psychological arrows of time. The cosmological arrow of time has no impact on the novel. The scientific theories are a source of inspiration and a model of explaining the world for the novel. It uses its findings and theorems without making statements about them. XE  "time:as a notion in physics" 
The reversal of time has one major effect: it forces the reader to reconsider the most familiar actions and events and all the larger biographical and historical paradigms that are normally taken for granted. At the same time, the writer can (or, indeed, must - for otherwise the text would become even more difficult to follow) stick to commonly known routines, which often do not make it into literature because they are too close to life, too boring. Ingestion, digestion, and defecation, sexual intercourse, masturbation, abortion, and procreation, ageing, death, and birth - they are all subjected to a special type of scrutiny. The reader is led to draw an obvious conclusion: how easy it is to destroy and how effortful to create, how long it takes to heal and how one can hurt in a matter of tenths of seconds.

The world does not make sense to the narrator until he comes to Auschwitz XE  "Auschwitz" . The Holocaust XE  "Holocaust" , in reversed time, becomes a giant procreative project. The Germans are dreaming down a race from the sky, processing them in gas chambers, feeding them up in concentration camps, inserting them into society, giving more and more rights to them etc. This makes sense.

It would be tempting to say that if in the reverse world of Time's Arrow things do not make sense in democratic America and do make sense in Nazi Germany XE  "Nazi Germany" , the opposite must be true in reality. The novel counteracts such an over-simplification by strongly paralleling the protagonist's professional lives in the two societies. The effect of doctoring is reversed in Auschwitz  XE  "Auschwitz " and Hartheim  XE  "Hartheim " - but the professional pose of doctors remains the same. The narrator, who is an unspecified part of the protagonist's psyche, loathes all doctors XE  "doctors" .

The protagonist changes his name several times, but he need not change his profession. Doctors are always in demand, doctoring is the stable element of his personality. It is up to society and history which end it is put to. The protagonist appears to have little will of his own, he goes wherever external forces drag and push him. Although information about him comes from inside his psyche, he does not become fully alive as a literary character. The narrator provides copious material for a Freud XE  "Freud" ian psychoanalysis of the protagonist, but he does not execute such an analysis in the novel. Some details are great: for instance, due to the reversal of time, dreams (about bombs and babies XE  "bombs and babies" ) become prophetic. But the protagonist's formative years in Germany are reduced to a few items of information that could be taken from a psychoanalytical case report scheme. Philosophically, this is convincing: the material is not lied into a coherent biography that makes sense. Literarily, it is not quite satisfying.

This does not mar the overall impression of Time's Arrow, which is easily Amis's most magnificent performance so far. Historically and geographically, it takes the Martin Amis reader where he has not trodden before. With its narrative technique, it stands alone not only in Amis's œvre.

A car in the street. Why? Why cars?

The Information, 11

3.9. The Information TC  "3.9. The Information" \l 1 
The Information, the third of Amis's opera magna to date, takes the reader back to the stretch of land in London that has come to be known as Amiscountry, and on an excursion to America. The information is, above all, that the end is nigh. But this time it is the mortality of the individual, not of all mankind, which is at the centre of narrative attention. The novel takes up the main themes of its predecessors: rivalry XE  "rivalry" , success and failure, the universe XE  "universe" , addiction XE  "addiction" , child abuse, the self-declassment of the human race, etc. One thing is new: the novel is set in the social sphere of literature, its main characters, Richard Tull XE  "Richard Tull"  and Gwyn Barry XE  "Gwyn Barry" , are writers.

As they turn forty, Gwyn Barry XE  "Gwyn Barry"  unexpectedely and undeservedly rises to spectacular heights of success. Richard Tull XE  "Richard Tull" , who has until now been better than his "oldest friend" (TI, passim) Gwyn at just about everything (snooker, tennis, chess; reading English at Oxford; erotic conquests), sinks deeper and deeper in a mire of inhibition, addiction, and impotence. Throughout the novel, the perspective is Richard Tull's. After initial erotic and literary successes, his life has gone badly wrong in its fourth decade. His last four novels have remained unpublished, the little money he earns comes from menial literary work such as reviewing lengthy biographies of third-echelon historical personalities or editing books for a vanity press, and he is chronically impotent. When Gwyn's new novel, a junk utopia entitled "Amelior", enters the bestseller list, Richard spontaneously leaves his study and smacks his son. This is the beginning of an endless series of humiliations, inflicted on him through his friend Gwyn's ever-growing success. His plots to take revenge on Gwyn all backfire: trying to get the vain Gwyn to search a weekend edition of the Los Angeles Times for his name, he ends up doing exactly this himself; trying to denigrate Gwyn, he convinces the jurors of the Profundity Requital (a mini-nobel with life-long income) that Gwyn deserves the prize. In an attempt to accuse Gwyn of plagiarism, he spends his time typing up "Amelior", but the masterly dénouement of the novel makes sure that the careless Gwyn wins.

Almost until the end of the book, Gwyn  XE  "Gwyn " is not a human being. The narrator sticks with Richard XE  "Richard" ; Gwyn has no emotions, we do not learn what his fears and ambitions are. It is one of the great ironies of the book that Gwyn gains human stature only when we learn how important it is for him to humiliate Richard: when he hires teachers to improve his snooker, tennis, and chess and (for the first time in their lives) beats Richard at each of these games successively; and when he presses Gina Tull XE  "Gina Tull" 's (Richard's beautiful wife's) ears while she is fellating him so that she cannot hear Richard and Rory Plantagenet XE  "Rory Plantagenet"  (the gossip columnist) coming in. It almost seems that the only reason for Gwyn to be successful is to humiliate and, in a way, overcome Richard. The first time Gwyn lifts his mask of cool superiority and shows emotion (hatred, contempt) towards Richard is on page 475 (of 494):

Richard said, "I'm touched... It's strange. Whatever happens, we balance each other out. We're like Henchard and Farfrae. You're part of me and I'm part of you."

"You know something? I understand exactly what you're saying. And I couldn't disagree more."

(The Information, 475)

Friendship XE  "Friendship"  (at least between writers) is a fiction. Richard talks about "friend Barry" (TI, 345 et passim) when he denounces him. But writers' plight is heavier than friendlessness: "Writers are nightmares from which you cannot awake" (TI, 418).

Neither Richard  XE  "Richard " nor Gwyn  XE  "Gwyn " is a likeable human being. Richard has not even got what it takes to be a villain, he is just a highly intelligent and sensitive wimp. Through suffering and humiliation he gains insight that is no doubt hidden to Gwyn, but on the whole he is a hopeless case. Gwyn is silly, opportunistic, vain, and successful. Neither Richard nor Gwyn comes anywhere near being a good writer. Richard writes unreadable would-be genius novels. Gwyn writes politically correct trash.

The world of literature, complete with poets, dramatists, and novelists, readings, interviews, vanity presses, journals, libraries, critics, movements, etc., provides the background of the story. It is a bleak world, the stuff of which Amis's jokes are made. All the people in it are vain and villainous. It is also an economically unjust world: "There is a beautiful literary law [...] which decrees that the easier a thing is to write then the more the writer gets paid for writing it" (TI, 359). Correspondingly, the richer the readers then the more trivial the things they read, the less they read anyway (v. TI, 288f).

One of the cynical subtleties of The Information is that it is a piece of literature about the vileness of literature, or at least of the literary scene. What Amis juxtaposes to the bad literature he is writing about is his own literature - the novel at hand. This is quite a stunt. It ties in with this implicit juxtaposition that the narrator of the novel is the author, i.e. Martin Amis. For no reason that I can grasp, the narrator desists referring to himself after about 200 pages and comes back only to introduce the dénouement: "Never fear. You are in safe hands. Decorum will be strictly observed" (TI, 479).

One thing is exempted from authorial cynicism: canonized literature. The author lives in an alphabetized library - a cosy, linearly expanding literary universe. Immortality in that last resort of meaning is what he strives for. The bland Gwyn Barry XE  "Gwyn Barry"  aspires for such immortality in vain. Richard Tull XE  "Richard Tull" 's library is not alphabetized, although he could use the false consolation of literary law and order. Declining to apply his cynicism to canonized literature, to literature as a human project, Amis fails to cut the muddy ground under his own feet. This is fortunate because it leaves some work to do for the critic.

But the seeing -the seeing, the seeing- was no good at all.

Night Train, 132

3.10. Night Train TC  "3.10. Night Train" \l 1 
Night Train is completely different from all other Martin Amis novels, not because its narrator is a woman and American, but because of its reductive stylistic set-up. For the first time in his career, Amis draws upon a strictly limited vocabulary and sphere of language. It could almost realistically be ascribed to the narrator, Detective Mike Hoolihan XE  "Mike Hoolihan" . Corresponding to the economical style, only a very few themes and motifs are developed.. of Night Train; XE  "style:rductiv s. of Night Train" 
The character of Jennifer Rockwell XE  "Jennifer Rockwell"  brings together two of Amis's long-time favourite themes: astronomy  XE  "astronomy " and suicide XE  "suicide" . Jennifer is a 28-year-old astronomer with all insignia of happiness, who has committed suicide. Her suicide appears to be gratuitous, motiveless. Jennifer's father, a top cop called Colonel Tom XE  "Colonel Tom" , cannot cope with this. As a policeman, he is used to gratuitous crime, but gratuitous suicide is beyond his grasp. That is why he puts Mike Hoolihan XE  "Mike Hoolihan"  on the case. He decides that Jennifer was killed by her brilliant rich boyfriend Trader Faulkner XE  "Trader Faulkner"  and wants Mike to prove it. Mike, who is now in Asset Forfeiture but has worked a hundred murders earlier on in her career, can only find out that Jennifer has really killed herself for no reason. XE  "suicide:gratuitous" 
In a sub-chapter entitled "The Eighty-Billion-Year Heartbeat" (pp. 87-99) Mike gets the lowdown on Jennifer's astronomical work from her TV-famous boss Bax Denziger XE  "Bax Denziger" . More radically than religious beliefs in earlier historical periods, astronomy  XE  "astronomy " renders human affairs small and unimportant. The duration of an individual human life is set at naught by the eighty billion years which, according to one hypothesis, lapse between each big bang and big crunch. A direct link between death and astronomy is established via Stephen Hawking  XE  "Hawking " and black holes: Bax Denziger says that Jennifer "said: Hawking understood black holes because he could stare at them. Black holes mean oblivion. Mean death. And Hawking has been staring at death all his adult life. Hawking could see" (NT, 95).

Denziger also fills us in on some of the astronomical jargon: "The seeing? Actually it's a word we still use. The quality of the image. Having to do with the clarity of the sky" (NT, 91). Towards the end of the book, the seeing becomes an important metaphor. Part 3 is even headed "The Seeing". The metaphor plays on resignation and suicide as a reaction to understanding the universe and human existence. "On the evening Jennifer Rockwell XE  "Jennifer Rockwell"  died, the sky was clear and the visibility excellent. But the seeing -the seeing, the seeing- was no good at all" (NT, 132).

The most important and most powerful metaphor maybe in all Amis is the night train of Night Train. "The night train, which shakes the floor I walk on. And keeps my rent way low" (NT, 5; variations passim). The night train passes Mike's apartment every night. It keeps the rent low, i.e. it makes it easier for her to exist. At the same time, it makes it less convenient. It keeps the stakes in Mike's life low. At one point it is even made explicit what the night train stands for: "Suicide  XE  "Suicide " is the night train, speeding your way to darkness" (NT, 67). The motif is inspired by the jazz standard of the same title. "I have this tape I like that Tobe made up for me: Eight different versions of 'Night Train.' Oscar Peterson, Georgie Fame, Mose Allison, James Brown" (NT, 58). XE  "Peterson, Oscar"   XE  "Fame, Georgie" 

 XE  "Allison, Mose" 

 XE  "Brown, James" This is the first time music  XE  "music " plays an important role in Amis's œvre since Charles XE  "Charles" ' first time in bed with Rachel XE  "Rachel"  in The Rachel Papers XE  "The Rachel Papers"  to the tunes of the Beatles XE  "Beatles" ' Sgt. Pepper album.

The central personage of Night Train is its narrator, Mike Hoolihan XE  "Mike Hoolihan" . Her story and Jennifer XE  "Jennifer" 's are juxtaposed to each other. Jennifer's father, Colonel Tom XE  "Colonel Tom" , has saved Mike's life by getting her off the booze when she was drinking herself nearly to. Mike was raped by her father from ages seven to ten, then she was raised by the state. At one point in the story, there is a hint that maybe Mike killed Jennifer because she wanted to be in her place: "What I've wanted is a father. So how do we all stand, now that Colonel Tom doesn't have a daughter?" (NT, 87). But the suspicion is not sustained by anything else in the book.

Mike's boyfriend Tobe XE  "Tobe"  does (most probably) not exist. It is made clear that when she was still drinking she pretended to live with a Deniss XE  "Deniss" , who had left her. Now she reiterates that "I don't live alone. I don't live alone. I live with Tobe" (NT, 26). She even keeps alcoholic beverages in her home - Tobe drinks them. Tobe, who is extremely fat, is also associated with the night train: the house trembles when he ascends the stairs so that Mike cannot be sure whether it is him or the night train. Mike is a suspicious narrator, if not a downright unreliable one. The book has an unhappy ending: Mike starts drinking again, which, with her liver, equals suicide XE  "suicide" .

Night Train is an anti-detective novel. There are several references to how unrealistically TV renders police work. The reason behind TV's unfaithfulness to reality: on TV, things must measure up, criminals must have plans and motives. In reality (i.e. Night Train), people fatally stab each other in arguments over how to carve the bird at Thanksgiving. The author does a great job slipping in criminological lore (from various tricks of the trade to suicide stats) in an unaltered form. The research the author has done on the topic is still visible in the novel. The reader is forced to reflect on it. XE  "meaninglessness of life" 
One thing that the reader is not informed about and that the author possibly is not aware of himself is that the novel must have been inspired by an episode of Columbo XE  "Columbo"  that I accidentally saw the other day. It is the first episode of the second season, entitled Etude in Black, directed by John Cassavetes  XE  "Cassavetes, John" (as Nick Colasanto). It dates from 1972 and stars its director John Cassavetes as a conductor who kills his secret lover, a pianist, making it appear like a suicide. The name of the pianist is Jenifer Welles XE  "Jenifer Welles (character in Columbo" . This is a case for LT. Columbo, the Socrates of TV detectives: a pauper among the rich, endowed with a daimonion that infallibly and immediately tells him whodunnit. When Columbo arrives at the crime scene, the beautiful young healthy successful pianist's spacious home, he immediately knows that she cannot have killed herself. The film comprises dialogue in which Columbo reflects on suicide and explicitly rules out the possibility of gratuitous suicide. There must be a motive, and Columbo duly finds out what it is (money, social status). In Night Train, there is a little girl who has seen Trader leave Jennifer Rockwell's house a few minutes before she killed herself; she especially noticed the patches on his elbows (v. NT, p. 35). In the Columbo, there is a little girl who saw a man leave Jenifer Welles's house on the day she died; she describes him as "the man in the jacket". As it turns out, the man was not the Cassavetes character but Jennifer's ex-boyfriend, a trumpeter in the Cassavetes character's (classical) orchestra with a serious drink problem, whose heart belongs to jazz. When Columbo seeks him out in a gloomy off-duty bar, he and his band play a tune that I have been unable to identify before the suspect calls for "Lover Man", a standard of similar stature as "Night Train". The parallels are simply too many to be accidental: (1) Jennifer Rockwell XE  "Jennifer Rockwell"  and Jenifer Welles XE  "Jenifer Welles" ; (2) suicide XE  "suicide" ; (3) the girl who remarks on the jacket of the man who leaves Jen(n)ifer's house approximately at the time of her death; (4) the role music  XE  "music " (jazz) plays.

A comparison of the Columbo  XE  "Columbo " and Night Train would be an interesting subject for a study of its own. The outcome would be that in the Columbo -a masterpiece of its genre- things measure up, life makes sense. In Night Train, human existence is fragile and meaningless, life does not make sense. Coming back to our topic of cynicism, we can say that the Columbo is shaped by a false consciousness which undergoes enlightenment in Night Train. This does not devaluate the seventies type of Hollywood realism which the name of John Cassavetes XE  "John Cassavetes"  stands for. Columbo is a good deal more commercial and closer to the mainstream than Cassavetes's independent films. There is a clear parallel between the portrayal of women XE  "women"  in Cassavetes's films and in Night Train. In Gloria, Gena Rowlands XE  "Rowlanew, Gena"  plays a predecessor of Mike Hoolihan, an outwardly violent and uncompromising, inwardly sensitive and fragile woman. XE  "meaninglessness of life" 
Now that prejudice was gone everyone could relax and concentrate on money.

HW&OS, 61

3.11. "Heavy Water" and Other Stories TC  "3.11. \"Heavy Water\" and Other Stories" \l 1 
Amis's recentmost fictional publication unites short stories from the last more than twenty years. However, six of the nine stories were written in the nineties. Other than Einstein's Monsters XE  "Einstein's Monsters" , the nine stories of HW&OS have no common theme. The stories are so thematically disparate that the volume does not form an artisitc unit.

"Career Move" XE  "\"Career Move\""  and "Straight Fiction" XE  "\"Straight Fiction\""  are based on inversion XE  "inversion" s: "Career Move" on the inversion of poets and screenplay writers, "Straight Fiction" on the inversion of homosexuals and heterosexuals. "Straight Fiction" manages a hilarious dissection of homophobia XE  "homophobia"  (which, due to the inversion, appears as heterophobia XE  "heterophobia" ) and homosexual mores alike. Homosexuality is the dominant orientation, but the Straight Community is gaining ground. The main character of the story, Cleve XE  "Cleve" , turns straight in the end. It is interesting to note that only the social positions of hets and homos are inverted, not their mores. There are Straight Freedom Day Parades and heterophobe Anti-Family Church Coalitions; but the homosexuals still spend much of their time thinking about the fancy dinners they are going to cook or quarrelling about operas or having 2.7 nightly sexual contacts. This distinguishes "Straight Fiction" from "Career Move", where poets are as glib and vain as screenplay writer are supposed to be in real life and screenplay writers as ignorant of the ways of the world as real-life poets. It seems that, to Amis and his literary purposes, homosexuals and heterosexuals are more essentially different than poets and screenplay writers: homosexuals who behaved like heterosexuals would (casting aside sex, which does not figure prominently in the story) cease to be homosexuals. By the same token, Alistair in "Career Move" is not really a screenplay writer but rather a poet who is called a screenplay writer. But the inversion in "Career Move" can be more radical because the difference between poets and screenplay writers is not perceived as such an essential one as that between straight people and gay people.

Both stories use inversion XE  "inversion"  to question basic facts of society. They do not judge society or even make an explicit statement about it. They leave it to the reader to ponder false consciousness: the false consciousness of socially determined reality with its fabrication that things have any purpose being like they are.

The uncharacteristically respectable title story, "Heavy Water XE  "Heavy Water" ", highlights the hopeless drabness of lower-class English life. In 1977, Mother XE  "Mother"  takes her apparently mentally handicapped forty-three-year-old son John XE  "John"  on a cruise of the Mediterranean. The ship becomes a symbol of the lower ranks of English society: 

The ship was a pub afloat, a bingo hall on ice. This way you went abroad on a lurching chunk of England, your terror numbed by English barmen serving duty-frees. [...] the cruise operators had finally abandoned the distinction between first and second class. A deck and B deck still cost the same amount more than C deck or D deck. But the actual distinction had finally been abandoned.

(HW&OS, 142)

The cruise features a marvellous dissection of the mores of lower-class Englishpeople, who are kept together and apart by money and try to invest their lives with meaning. Pleasure ranks high in the hierarchy of meaning: "Ah, that Asti - so sweet, so warm" (HW&OS, 148). The passengers' plight appears especially sad because they so obviously lack the erudition to deceive the reader about their existential emptiness.

The story has a surprise ending: after John XE  "John" 's hopeless suicide bid, it is revealed only in the very last sentence of the story that his mental feebleness is of his mother's making: "[...] she reached for the bottle, and for the gin, and for the clean water" (HW&OS, 153). In preparation for this surprise, we have learnt that John had been a normal boy until fourteen, when his father had walked away one Christmas Eve (v. HW&OS, p. 144). Stylistically, it is interesting to note that "the gin" (which carries the surprise) does not come at the very end but is followed by "and for the clear water". The elaborate surprise is tuned down in order to sound like a passing remark.

"State of England XE  "State of England" " deals with the same themes as "Heavy Water XE  "Heavy Water" ", only in the mid-nineties: class, society, the rule of money, family trouble, competition, decline. Although its title professes a much more limited frame of reference, the story amounts to a rendering of the human condition. In place of "Heavy Water"'s surprise ending, "State of England" has powerful narrative elements (little stories from Mal XE  "Mal" 's life) throughout.

"The Janitor on Mars XE  "The Janitor on Mars" " juxtaposes a Contact story to a story of paedophilia in "the last non-privatized orphanage in England" (HW&OS, 154). In the science fiction story, it is clearly Amis's ambition to demonstrate that highbrow literature has its own (profoundly different) way of dealing with a traditionally lowbrow topic. The parts concerning the universe are of great poetic power. Amis has managed to make a visionary work of art from the findings of contemporary astronomy. The experienced reader of Amis will be amused to find the invariable Amisian principles of personal and societal interaction (most prominently competition and hierarchy) applied to various civilizations in various parts of the universe. The sub-plot of the orphanage is insufficiently connected with the main plot to be convincing.

"Let Me Count the Times XE  "Let Me Count the Times" " tells the somewhat pointless story of Vernon XE  "Vernon" , who, via a prolonged masturbatory career, gains sexual liberation and overcomes his neurotic compulsion to keep count of his conjugal acts. It could be cited as an example of sexual cynicism.

"The Coincidence of the Arts XE  "The Coincidence of the Arts" " is a tale of two losers: Sir Rodney  XE  "Rodney " Peel, the archetypal Amisian English upper-class loser XE  "upper-class loser" , and Pharsin Courier XE  "Pharsin Courier" , an African-American would-be writer. The characters are locked up in self-delusionary systems featuring accents, racial identity, higher callings, mothers, etc. Although the narration centres on Rodney, the story marks the beginning of a new phase in Amis's career where non-whites are given some attention.

"Denton's Death XE  "Denton's Death" " is an insipid concoction of Kafka XE  "Kafka" esque and existentialist elements very much in the manner of Other People XE  "Other People" .

"What Happened To Me On My Holiday XE  "What Happened To Me On My Holiday" " is written in the style of a school essay with the extra difficulty of all fortis consonants being changed into their lenis counterparts. I must admit that after two strenuous perusals I still fail to understand what that is supposed to be good for.

4. Aesthetics TC  "4. Aesthetics" \l 1 
4.1. Aesthetic cynicism TC  "4.1. Aesthetic cynicism" \l 1 
Cynicism, as I have defined it, is primarily an ethic phenomenon. In literature, that ethic phenomenon has an aesthetic aspect to it.

It would be wrong to regard this aesthetic aspect merely as an expression of a cynical ethic. Rather, the ethic and aesthetic aspects of cynicism interact with each other. In modern literature, aesthetic form is usually much more advanced, much more cynical than ethic content. As regards Amis, his cynicism is more clearly informed by aesthetic forerunners than by ethic ones.

In this chapter, I am going to examine how cynicism works on the page. To do so, I am going to use the common terms and concepts of literary criticism, such as the paragraph, characters, and plot.

Aesthetic cynicism is not a system. It is an attitude, a tendency. As such, it is neither consistent nor logical. The very idea of cynicism (and, more generally, post-modernism) is incommensurable with consistency and logicality, not only in aesthetic matters. Modern logics, modern physics, modern psychology have all disproved old beliefs in consistency and logicality. In fact, those disciplines have replaced old systems with new, more complex ones. Something similar has happened in literature. However, literary criticism is still waiting for its Wittgenstein  XE  "Wittgenstein " or Heisenberg  XE  "Heisenberg " or Freud XE  "Freud" . As a consequence, there may sometimes be a discrepancy between Amis's fiction and my analysis of it. The aesthetic maxim of Amis's cynicism is that the world does not make sense. My task seems to be to make sense of the world not making sense in Amis.

4.2. Microcynicism. Cynicism by the paragraph TC  "4.2. Microcynicism. Cynicism by the paragraph" \l 1 
The stronghold of Amis's aesthetic cynicism is the paragraph. Nowhere else is the aesthetic principle I call cynicism so clearly at work as on the level of the paragraph.

4.2.1. A paragraph from Dead Babies TC  "4.2.1. A paragraph from Dead Babies" \l 1 
Let us take a look at a paragraph we are already familiar with, the one from Dead Babies about Earls Court being "Andy Adorno XE  "Andy Adorno" 's country":

[1] A twenty-four-hour land. [2] At nine, huge panting coaches were voiding 4,000 aliens a day into its dusty squares. [3] Drainpipe-latticed houses like foreign-legion garrisons, their porches loud with penniless Greeks and tubercular Turks. [4] Men in vests gazed from behind stagnant windows. [5] By night half a million youths spilled from the electric pubs; [6] dirty girls paraded and dirty boys cruised along the jagged strip, the darkness hot with curry smells from the neon delicatessens. [7] Tramps dozed behind nude-mag vendors' stalls. [8] Dying Pakistanis hawked into dimly-lit shop-windows. [9] At five in the morning, a windy threadbare silence would lapse on the spent districts. [10] Food-boxes and cigarette-packets spun end-over-end among the fruit-skins and beer-cans. [11] Hairnets of doped flies mantled the puddles and dogshit. [12] From between railings old cats stared. [13] Ramshackle buildings of rubbish lolled against the dark shopfronts, like collapsed dreams of the city's sleep. [14] Through the air came the whisper of the quickening town, plaintive music over choppy water.

(DB, 198)

[1] is a verbless clause. It establishes the sketchy tone and swift pace of the paragraph. We are prepared to read a direct description of a setting. "[T]wenty-four-hour" introduces the theme that shapes the whole paragraph, the daily routines of Earls Court. That theme is taken beyond the confines of this paragraph. The two paragraphs following it are devoted to Andy Adorno XE  "Andy Adorno" 's daily routines during his time at Earls Court. "[T]wenty-four-hour land" is the first in an astonishing series of compounds in this paragraphs. The compound befits the sketch, it condenses the content of the picture. It also befits the theme (daily routine, setting) because it combines things and emphasizes the objects rather than the actions that are going on.

[2] is centred on an action, the "voiding", which subliminally carries a sense of excreting, reducing the "aliens" to faeces and urine. The coaches are panting with exhaustion or relief. Were panting, that is, for the action is rendered in the past continuous. The past suggests itself because this is a flashback to earlier on in Andy Adorno XE  "Andy Adorno" 's life, although in a sketch like this the present would be an option too. Amis's choice of the continuous form is motivated by the "At nine", which pins the action down to a specific point. The action is presented as going on before the reader's eye. "[W]ere voiding 4,000 aliens a day" in combination with "At nine" is not strictly speaking correct English. "4,000 aliens a day" must be read as one noun phrase, equivalent to "their daily capacity of 4,000 aliens". The aliens are further dehumanized by this phrasing.

[3] is another verbless sentence. We are now in the middle of Earls Court, looking and listening around. We see compounds ("drainpipe-latticed houses") that are likened to compounds ("foreign-legion garrisons"). The foreign legion is no doubt a xenophobic echo of the above 4,000 aliens, amplified by the "penniless Greeks and tubercular Turks". Their strong assonance and faint alliteration gives the "tubercular Turks" especial weight. The Greeks and Turks are presented as background objects; it is not them who are loud, it is the porches which are loud with them. The Greeks and Turks have been chosen as the two nationalities to certainly hate each other. The exaggerated use of negative adjectives and images is typical of satirical writing. The exaggerations are often combined with stereotypes, in this case xenophobic ones. Unconscious collective fears (such as of aliens, Greeks, and Turks) achieve relief or even catharsis in satirical exaggeration. The text cannot be misread as being xenophobic in its intention because of previous anti-xenophobic passages such as the one about Skip XE  "Skip" 's father, Philboyd B. Marshall, Jr XE  "Philboyd B. Marshall, Jr"  (see DB, 65f).

[4] further establishes the perspective. If men in vests gaze "from behind stagnant windows", we are obviously walking down the street between those windows. The gazing from behind windows, later echoed by the staring from between old railings in [12], creates an uneasy atmosphere. We are being watched by aliens. After the agitated intro with its verbless sentences and past continuous, the simple past "gazed" leads over to the more measured main theme. The windows are the fourth and last part in a series of architectural terms that takes us further and further into Earls Court: squares [2] - houses [3] - porches [3] - windows [4]. We first get an overall view, then our eyes adapt to the details. The windows are the eyes of the houses. They are "stagnant", barely alive. "[S]tagnant" is a poetic choice, it harbingers the poetic overtones of [9] to [14].

In [5] "By night" takes up the "twenty-four-hour" theme [1]. "[S]pilled" echoes the "voiding" of [2], presenting humans as a superfluous, noxious mass.

[6] continues the satirically exaggerated presentation of human misery and vileness. "Dirty" is the epithet for the girls and boys alike; characteristically, the girls "parade" (present themselves), whereas the boys "cruise" (actively search). The sharp contrast of "darkness" and "neon" evokes painful recollections of the reader's own drugged and drunken pupils suddenly contracting to neon light. The "curry smells" and "delicatessens" may evoke recollections of sudden abdominal activity. "Darkness" and "hot" is a contrast also, darkness normally being associated with cold. Hot darkness is another unpleasant, eerie sensation. Again, the darkness is "hot with curry smells", just like the porches were "loud with penniless Greeks and tubercular Turks" in [3]. The effect of this construction is similar to that of the compounds: it establishes sinister relations between various objects and spheres of sensation at Earls Court, thus intensifying the overall impression of strangeness. Although the same things happen every day, the place is somehow incalculable. "[N]eon delicatessens" is another unexpected compound. I wonder whether "curry" still carried a sense of un-Englishness, or alienness, in the mid-seventies.

[7] clears the ground for the climactic [8]. The "tramps" do not have an epithet, and they do the quiet thing tramps are supposed to do: doze. "[N]ude-mag vendors' stalls" (although "vendors'" is presented as a so-called Saxon genitive) is another monstrous compound. Superfluous humans find precarious shelter next to a glossy symptom of greed and depravation. In accordance with the rules of cynical writing, "nude-mag" is chosen as the connoisseur's word, as the colloquial word denoting a familiar, endeared object.

[8] is the undisputed climax of the night section ([5] to [8]), and probably of the whole paragraph. "Dying" takes the exaggeration to its utmost; the "Pakistanis" continue what the Greeks and Turks have started in [3]. The "dimly-lit shop-windows" (ushered in by the "nude-mag vendors's stalls" of [7]) symbolize the downside of capitalist reality. Through its mixture of grotesque, repulsive, and intoxicating elements, the satire achieves an almost psychedelic quality at this point.

[9] gives us a post-climactic break. "At five in the morning" signals a new start, slows the story down. "[T]hreadbare silence" and "spent districts" are poetic choices. The paragraph plays on the Neronic pleasure of poeticizing decadence and destruction. "[W]indy", with its suggestions of flatulence, pompousness, and cowardice, is also a poetic choice. However, its effect is marred because one feels that it is there in the first place only because there has to be another adjective. Why? Because otherwise each noun would be accompanied by one adjective, and that would sound like classical poetry. Contemporary English prose depends on variation as far as the number of attributive adjectives are concerned. Nouns with one adjective are counterbalanced by nouns with no adjective or more than one adjective. The casual "would lapse" (at the time of writing considered bad English not only by the most closed-minded of grammarians) also helps to smooth the sentence. "[L]apse" reverberates with the "voiding" of [2] and the "spilled" of [5].

The rhythm of [10] is totally determined by the five hyphenated terms in it. The compounds, aided by the "spun end-over-end among", present the objects as closely interrelated, actually as containing each other and mingling with each other. The extremely symmetrical structure of the sentence (compound noun + compound noun + verb phrase + compound noun + compound noun) maintains the quiet tone of [9], but the content is getting more lively, more repulsive again. The use of the definite article in "the fruit-skins and beer-cans" (as opposed to the articleless "Food-boxes and cigarette-packets", which are no less known or unknown to us) is calculated to present a part of the litter (the fruit-skins and beer-cans) as familiar objects and thus make the scene more lively.

[11] contains another powerful poetic image. It features such typical Amisian paraphernalia as "doped flies" and "dogshit", which establish the atmosphere of jolly bleakness.

[12] is a short and unexciting sentence, which reduces the pace of the prose. After the "psychedelic" tones of [5] to [11], it establishes the plaintive mood of the last three sentences. It parallels [4]. [12] is placed at the beginning of the finale, [4] at the end of the intro; the semantic similarity, which also corroborates the spatial perspective, has already been remarked upon.

[13] is also climactic in so far as it is a synthesis of the poetic and satirical elements in the paragraph. It is marked out phonetically by its excessive use of the glides "r" and "l". The alliteration of "Ramshackle" and "rubbish" is very strong, both syllables carrying a good deal of sentence stress. That of "lolled" - "like" - "collapsed" - "sleep" is preceded by "l"-sounds at the end of syllables in "Ramshackle" and "buildings". Judging by my reading experience, this is common practice in English writing, although I have never heard anyone remark upon the phenomenon. The assonance of "dreams" and "sleep" lends further weight to the final part of the sentence, brings it to a resolute standstill. Rhythmically, it is aided by the short vowels of similar quality in "city's". These rhythmical and phonetic qualities support the intensive effect achieved by the imagery and a number of poetic devices. Of course, exaggeration of negative elements figures prominently. The buildings are personified, they loll. "[T]he dark shopfronts" feature a familiarizing article like "the fruit-skins and beer-cans" in [10]. They are a variation (or further development) of the "dimly-lit shop-windows". Amis later recycled the expression in a paragraph about Bayswater in Success XE  "Success" : "I hate this daily ten-minute walk, along the outlines of the cold squares, past dark shopfronts where cats claw at the window panes..." (Success, 32). The paragraph uses a number of elements found already in the one about Earls Court. "[C]ollapsed" carries an echo of "lapse" ([9]) and rounds off the picture of decadence and decline.

The final [14] carries (surprise, surprise) a vague sense of relief. "[Q]uickening" is, however, ambiguous. It offers relief only if read as "getting livlier, fresher"; it must also be read as "starting to hurry around". The two classical elements ("air", "water") give the sentence an archetypal, cosmic feel that ties in with the daily repetition of the routine. A variation of "plaintive music over choppy water" can be found in the account of Terry XE  "Terry" 's childhood memories of his father beating up his mother in Success XE  "Success" : "harsh music over choppy water" and, at the end of the paragraph, "choppy music over distant breakers" (Success, 63).

The paragraph I have chosen to analyze in (hopefully not too great) detail is a mild example of the sado-masochistic spirit that pervades Dead Babies. I hope to have shown what stylistic devices and narrative strategies Amis uses to create the overall cynical effect of his prose. In Dead Babies, as in most of Amis's early work, the cynicism is governed by a healthy disgust at the world and catastrophiliac joie de vivre. It gains a wider range of reference and subtler tone in his more recent writing.

4.2.2. A paragraph from Time's Arrow TC  "4.2.2. A paragraph from Time's Arrow" \l 1 
Time's Arrow is much more serious a book than Dead Babies XE  "Dead Babies" . The authorial pose is not one of self-conscious superiority, but shaped by the narrator's endeavours to understand the world. The following paragraph is taken from the period when the main character is called John Young XE  "John Young"  and has a habit of sleeping with the nurses from the hospital where he is a doctor.

[1] These prospective ladyfriends arrive quietly. [2] John, who is ready, receives them quietly. [3] They feel cold, and rest and cry for a while, and then mount the cleared table. [4] They assume their half of the missionary position, though John, of course, is busy elsewhere, with the full steel bowl. [5] A rectangular placenta and a baby about half an inch long with a heart but no face are implanted with the aid of forceps and speculum. [6] He is always telling the women to be quiet. [7] They must be quiet. [8] The full bowl bleeds. [9] Next, digital examination and the swab. [10] They can get down now, and drink something, and talk in whispers. [11] They say goodbye. [12] He'll be seeing them. [13] In about eight weeks, on average.

(TA, 101)

This paragraph is a good example of how the inversion of time's arrow triggers a reconsideration of an action in all its details. Normally, language obscures what it describes. An elaborate system of conventions, it produces its own kind of reality. With time running backwards, we avoid the conventionality of language. The reader is forced to continually reconstruct conventional reality and to weigh it against inverted reality. Otherwise he or she will quickly lose interest in the text.

Two out of the thirteen sentences are principally concerned with the technicalities of aborting ([5], [9]). [5] could almost be taken from a reversed abortion manual, were it not for "baby", a more strongly emotional choice even than "unborn child" (as opposed to the technical "foetus" or "embryo"), and for "with a heart but no face", also intended to appeal to the reader's emotions. The theme of the faceless babies is taken up in the next paragraph (TA, 101) and recurs throughout the novel. It is one of the elements which link abortion and the Holocaust, in this case via John's dreams. In [9], "Next" takes up the tone of the manual, which explains the procedure step by step. It also reminds us of the narrator's perspective, which is the doctor's and at the same time is not. "[D]igital examination and the swab" comes directly from the doctor's checklist.

Another technical detail is the "bowl" ([4], [8]). In [4], it is "the full steel bowl". "[S]teel" intensifies the atmosphere of cold industrial cruelty. It dawns upon the first-time reader what the bowl is full of only just before he or she gets fully informed in [5]. It is only in [5] that the reader can be absolutely sure that what is going on is abortions. For the effect achieved by [8] I have the word "psychedelic"; it can also be called surrealistic and many other things. Whereas [5] is very exact and graphic about the operation, [8] increases the effect by coercing the reader to reconstruct the process, to imagine what is going on first with time's arrow inverted, then in normal reality. The "psychedelic" image of the bleeding bowl leads directly to the concrete actions. The prose is extremely resonant, polyphonic in a very special way.

The theme of the baby is of great prominence in the novel and in the main character's psyche.  XE  "bombs and babies" Apart from the abortions, there is also Odilo Unverdorben XE  "Odilo Unverdorben" 's own baby that dies, the babies who are killed in the Holocaust XE  "Holocaust" , and the baby as a metaphor that stands for bombs, in nuclear reality and in the protagonist's dreams. It is associated with the topic of silence and loudness. In [1], [2], [6], and [7] "quietly" or "quiet" is repeated at the stressed final position of the sentence. There is a furtive air about the abortion, and John  XE  "John " cannot bear the cries which would remind him of his time as a Nazi doctor. In the following paragraph (TA, 101) the narrator, who is unaware of the "future", misinterprets the origin of the babies John dreams about and notices "assymmetries: in the waking reality it is the mother who must be silent, not the babies" (TA, 101). He also takes up the theme of being a doctor in a concentration camp and in America: "[...], John Young wears his white coat - but no black boots. He wears gym shoes, or regular loafers, or of course those wooden clogs of his" (TA, 101). The wooden clogs, the reader knows, he kicks off when he has sex with the nurses at the hospital.

[1], [2], and [3] are the introductory part of the paragraph. "[P]rospective ladyfriends" ([1]) draws attention to the topic of John XE  "John" 's relationships with women and their various patterns. "[P]rospective" (read: past) is to remind us of the reversal of time. "[L]adyfriends", a term normally used by people like the glib Mark Asprey XE  "Mark Asprey"  in London Fields XE  "London Fields" , suggests the insincere, even ridiculous nature of the affairs. [3] leads over to the main part ([4] to [9]), which describes the abortion proper. "They feel cold, and rest and cry for a while" makes clear that something is wrong, "and then mount the clear table" announces that we are to learn immediately what it is that is wrong.

[10], [11], [12], and [13] constitute the conclusion. [12] and [13] generate pictures of John having intercourse with the nurses at the hospital, sucking in the implant or what is left of it with his penis.

The pace of this account is extremely swift, only a fully alert reader can follow up. At the end of the paragraph, the reader is led to contemplate the fate of the aborted baby, abortion in general, etc. But no sooner is the paragraph over, when at the beginning of the following paragraph the narrator's (faulty) interpretation is played against the reader's (supposed) reconstruction of the facts. "It adds up", says the narrator (TA, 101). The question that looms behind the paragraph is: "What does all that add up to?"

I hope to have shown that the aesthetic principle behind this paragraph from Time's Arrow is akin to that of the paragraph from Dead Babies XE  "Dead Babies"  discussed above. The philosophical scope of Time's Arrow is unparalleled in Amis. The authorial poses assumed in Dead Babies and Time's Arrow are antipodal. Yet, on the paragraph level both novels are shaped by an eagerness to unravel false consciousness XE  "false consciousness" .

4.2.3. A paragraph from Career Move TC  "4.2.3. A paragraph from Career Move" \l 1 
While Time's Arrow XE  "Time's Arrow"  hinges on the reversal of time, Career Move is shaped by the contrasts of Luke XE  "Luke" 's and Alistair XE  "Alistair" 's lives and by the inversion of the poet's and the screenplay writer's positions in society and ways of life. In the following paragraph Alistair has finally managed to get an appointment with Hugh Sixsmith XE  "Hugh Sixsmith" , screenplay editor of the Little Magazine and imagined key figure in the realization of Alistair's ambitions as a screenplay writer. Alistair "had been in the area for hours, and had spent about fifteen quid on teas and coffees" (HW&OS, 14). Alistair's humiliation is complete before he enters Sixsmith's office: "There wasn't much welcome to overstay in the various snack bars where he lingered (and where he moreover imagined himself unfavourably recollected from his previous LM vigils)" (HW&OS, 14).

[1] As Big Ben struck two, Alistair mounted the stairs. [2] He took a breath so deep that he almost fell over backwards - and then knocked. [3] An elderly office boy wordlessly showed him into a narrow, rubbish-heaped office that contained, with difficulty, seven people. [4] At first Alistair took them for other screenplay writers and wedged himself behind the door, at the back of the queue. [5] But they didn't look like screenplay writers. [6] Not much was said over the next four hours, and the identities of Sixsmith's supplicants emerged only partially and piecemeal. [7] One or two, like his solicitor and his second wife's psychiatrist, took their leave after no more than ninety minutes. [8] Others, like the VAT man and the probation officer, stayed almost as long as Alistair. [9] But by six forty-five he was alone.

(HW&OS, 14f)

[1] sees Alistair XE  "Alistair"  mounting the stairs - moving upward in society, making a career. [2] is the climax of Alistair's expectation, a moment he has thought about and worked for actually for years.

[3] introduces the immediate anti-climax. "An elderly office boy" makes it clear that this is a place where people are dead alive. He "wordlessly" shows Alistair XE  "Alistair"  into the room, that is with the gruff manners of a failure's servant, without a sign even of the professional politeness one might (or might not) expect at the LM. The description of the office (still in the same sentence!) finally crushes Alistair's illusions about Hugh Sixsmith XE  "Hugh Sixsmith"  and the LM and leads over to the "seven people".

Alistair, cowed by years of neglect, is slow to realise what is going on. His natural reaction is to wedge himself behind the door ([4]). In [5] he notices that he has misjudged the situation. "Who are the people in the room?" the reader wants to know and rushes on.

[6] increases the tension, holds the information back. The "four hours" are a typical satirical exaggeration. The alliterative "Sixmith XE  "Sixmith" 's supplicants" and "partially and piecemeal" lend special importance to the passage. The seven people are still Sixsmith's supplicants to Alistair XE  "Alistair"  - and who else, indeed, would wait for four hours?

People who are very angry, people who are professionally persecuting Sixsmith XE  "Sixsmith"  ([7], [8]). In [7] the serpentine s-sound ("solicitor" - "second" - "psychiatrist") makes for a powerful alliteration. The stories behind the solicitor and, with a great narrative potential, the second wife's psychiatrist are left to the reader's imagination. The "solicitor" may make the reader frown, but then again an editor is not unlikely to be involved in lawsuits. It is only in [8] that the "probation officer" once and forever destroys Alistair XE  "Alistair" 's delusions about Sixsmith. The great comic climax of the "probation officer" (one of the finest jokes in Amis, as far as I am concerned) is also prepared by the crescendo of the "VAT man".

[9] leaves Alistair XE  "Alistair" , the only true supplicant, alone in the office and a good deal wiser.

Half a page onward "he felt his eyes widen to an obvious and solving truth: Hugh Sixsmith XE  "Sixsmith"  was a screenplay writer. He understood" (HW&OS, 15). Alistair XE  "Alistair" 's understanding is followed by a contrastive glimpse at Luke XE  "Luke" 's shallow and glamorous environment: "After an inconclusive day spent discussing the caesura of "Sonnet''s [sic] opening line, Luke and his colleagues went for cocktails at Strabismus. They were given the big round table near the piano" (HW&OS, 15).

The paragraph is a typical example of Amis's good-natured cynicism of the nineties. Alistair XE  "Alistair" 's illusions collapse, but the collapse does not result in catastrophe. It results in Alistair overcoming his life-lie, in Alistair making a career move. Alistair's career move is his move from self-delusion to a sober assessment of reality. Alistair does not reject his identity as a screenplay writer, which may be regarded as a life-lie as well. But he understands. He understands what the conditions of screenplay writing in society are. He overcomes his type of false consciousness; Luke XE  "Luke"  does not.

4.3. Cynicism personified. Cynical characters and character portrayal TC  "4.3. Cynicism personified. Cynical characters and character portrayal" \l 1 
Amis's fiction is traditional in that it is about people who go to places and do things. Marred by life though they are, they are whole human beings with biographies, drives, idiosyncracies, idiolects, etc. Due to the absence of nature XE  "nature"  or prolonged reflexive passages, the characters gain especial prominence. Amis writes books about people, the characters shape the plots and the narrative strategies.

4.3.1. The characters of Dead Babies TC  "4.3.1. The characters of Dead Babies" \l 1 
Dead Babies is preceded by a list headed "Main Characters" (DB, 11), like a drama. The main characters are divided into three groups: The Appleseeders, The Americans, and Others. The Appleseeders, it seems, are of especial prominence, for every tenth chapter of the novel is devoted to one of them. These chapters are numbered in Roman numerals and comprise accounts of the respective Appleseeder's past, which amount to characterizations. The Americans are not given such close consideration. The "Others" are Johnny XE  "Johnny"  (Quentin XE  "Quentin" 's true self who kills most of the characters) and Lucy XE  "Lucy" , the only one who is sure to survive the novel. Johnny is awarded a Roman-numeral extra-chapter too. The very existence of a list of characters and the structure of the novel with its special chapters about single characters proves that Dead Babies hinges on its characters.

These characters are not strictly speaking realistic. Certain features are exaggerated, certain parts of their biographies extremely unlikely. The weekly routine of Johnny XE  "Johnny"  (v. DB, 220), the circumstances of Andy Adorno XE  "Andy Adorno" 's birth and early childhood (197f), and the way Lady Aramintha Leitch XE  "Aramintha Leitch"  dismisses her stepdaughter Celia XE  "Celia"  (172) are all as good as impossible in real life. The exaggeration serves two purposes: (a) it is an important satirical device and (b) it creates its own kind of truth. Exaggeration is not used randomly, it is used to magnify the aspects of a personality that matter. Thus the text is truer and closer to reality than it would be if it were slavishly realistic.

The dichotomy of England and America, XE  "Britain and America:dichotomy of"  always a key factor in Amis, divides the characters into two groups. A hundred per cent stereotypically, the English are, despite all their barbarism, cultured and even oddly well-behaved, whereas the Americans are only vulgar. In the end it is, it must be added, the mock-typical Englishman Quentin XE  "Quentin"  who turns out to be Johnny XE  "Johnny" . The Americans are open only to direct and unambiguous stimuli, whereas the English, even Adorno, enjoy more sophisticated ones, as for example in the porn-video scene (v. DB, 182-184). Of the Americans, only Skip XE  "Skip"  is a fully developed character in the sense of this novel, i.e. a character with a personal history. Marvell XE  "Marvell"  and Roxeanne XE  "Roxeanne"  remain flat, he the "small, hairy, authoritative, Jewish" (DB, 11) drug wizard, she the "full-formed, red-haired, American" (DB, 11) nymphomaniac.

The central characters of the novel are "tall, blond, elegant, urbane" (DB, 11) Quentin Villiers XE  "Quentin Villiers"  and "tall, dark, rowdy, aggressive" (l.c.) Andy Adorno XE  "Andy Adorno" . The first impression, in literature no less than in life, sticks unerasably. Villiers and Adorno are introduced immediately after Giles XE  "Giles" 's dream that stands at the very beginning of the novel.

What is made explicit only on page 53, namely that "Quentin XE  "Quentin"  is a superman" (DB, 53), is already suggested on pages 13 and 14. The very setting establishes Quentin as a superior being: "The bedroom across the passage was not, perhaps, as grand as Giles XE  "Giles" 's, but it was spacious and well-appointed, commanding a decent view of the village street and the soft rise of the hills beyond" (DB, 13). Giles has the grandest room because he has the money and money rules, no matter how unfit its proprietor. But the "decent view" which Quentin's room "commands" subliminally characterizes him as someone effortlessly in power. The following description of "The Honourable Quentin Villiers, blond and lean in a pair of snakeskin sexters, coolly shrouded by a dome of dust-speckled light from his angle-lamp which in turn threw charcoal shadows along the room behind him, half disguising the naked body of a girl asleep on the bed" (DB, 13f) is an excellent example of the mock-elaborate quality of Amis's writing. The mock-elaboration of the style corresponds to that of Quentin's character. Reading Le Neveu de Ramaeu  XE  "Diderot" (apparently in the original) marks him out as over-sophisticated in Amis's monoglot world. The "bright cylinder" (DB, 14) of his early-morning pill makes him no less suspicious than his "caressing [Celia XE  "Celia" 's] throat with imperceptible fingertips" (l.c.). The "I love you" said first thing in the morning makes it clear that something is profoundly wrong with Quentin Villiers even before his "exaggerated calm" (l.c.) and Celia's tears.

Next door and in the next section of chapter 1, it is Diana Parry XE  "Diana Parry" , Andy Adorno XE  "Andy Adorno" 's girlfriend, who is awakened by "the sound of the Villiers's lovemaking" (DB, 14). We see Andy, who is asleep throughout the little scene, only through Diana's eyes. The picture contrasts sharply with that of Quentin XE  "Quentin" . Smells stick longer than any other sensation; the first thing we smell of Andy is "a smell of wet towels, Andy's smell" (DB, 15). Andy has a "whisky-paunch" (l.c.) that tells us a lot about his life, whereas Quentin was "lean".

What kind of duo Andy XE  "Andy"  and Quentin XE  "Quentin"  are becomes clear in the chapter about their dealings with Lucy Littlejohn XE  "Lucy Littlejohn" , the "golden-hearted whore" (DB, 11). Their contrapuntal characters do harmonize.

[...], [Andy] made [Lucy] strip at fistpoint, summoned Quentin and urged him to copulate with her while he watched from the corner, drinking Wine and chuckling malevolently; Quentin said a lot of things like "Andy, really!" and "Isn't this all rather..." and "Honestly, I do think..." but a combination of lust, alcohol and an anxiety not to seem a killjoy persuaded him to go ahead, and he did so with style and virtuosity. Lucy was then required to perform fellatio on Andy, who from time to time offered to knock her fucking head off whether she swallowed it or not, while Quentin dressed.

(DB, 40)

It is typical of Andy XE  "Andy" 's boyish, unrehearsed (and unrealistic) brutality that he makes Lucy XE  "Lucy"  strip "at fistpoint" rather than at knifepoint or at gunpoint. There is no authorial comment about Andy's behaviour. The prevailing tone is one of light-heartedness. Andy is by no means presented as a villain. Andy's voice and the narrator's voice mingle freely (e.g. "offered to knock her fucking head off" or, below on the same page, "exhorted the entire company to go eat shit"). The (mock-sophisticated) narrator's openness to the characters' violent, primitive, taboo-breaking voices is characteristic of the cynicism of Dead Babies. Stylistically speaking, extremely formal and extremely informal elements exist side by side, are united in one voice. The formal linguistic elements are represented on the level of the characters by the Hon Quentin Villiers XE  "Quentin Villiers" , who even rapes "with style and virtuosity". Quentin's presence is also used to present what is going on as maximally harmless. The mere mentioning of "while Quentin dressed" sidelines the violence, puts it on a par with getting dressed.

There are quite explicit authorial hints at Quentin XE  "Quentin"  being Johnny XE  "Johnny" , e.g. "Watch Quentin closely. Everyone else does" (DB, 53) or "'Much drugs'" (DB, 54), where he lifts his veil of elaborate language. On the surface, Quentin is the least likely of all characters to be Johnny, and therefore (according to the rules of suspense) is. On the other hand, they are all equally rotten and therefore equally likely to kill the others. The dénouement in chapter 69, which is entitled "Wrong Yesterdays", may not come as a great surprise to experienced readers of suspense but it certainly is very well-calculated. Quentin's false identity collapses very dramatically in the dialogue between Celia XE  "Celia"  and Marvell XE  "Marvell" . The trick is very simple and old: the reader knows both what Celia knows and what Marvell knows, but the characters do not know what the other character knows. The reader sees the catastrophe coming, enjoys their superiority, and feels the pains of being unable to intervene. Quentin could, of course, intervene, but he has planned the massacre in all its details. He has promised that "It'll all be over by tomorrow" already on page 141. The fake identity is a favourite topic of all modern and post-modern literature, and also of Amis. The most extreme example in Amis, that of the main protagonist of Time's Arrow XE  "Time's Arrow" , will be extensively discussed in the next chapter.

Johnny XE  "Johnny" , as a character, is no more than a pretext for a paragraph of extra-flash prose (v. DB, 220). The satire of Dead Babies is not the kind of satire which allows for realistic psychological motivation and development. It stays on the surface of things, as any consciousness will under the influence of drugs.

Of the three Americans, the only fully developed character is Skip XE  "Skip" , whereas the others do not have much of a history and remain flat. Chapter 15, telling the story of Skip's life and entitled "Meandered Up America", is in content equivalent to the Roman-numerals chapters devoted to the Appledseeders. It is an illustrative example of the openness of Amis's style. In the account of Skip's relation to his father, Marshall Senior's Tennesseean idiom freely enters the narrator's voice:

The old mechanic died a little every time a Rican or a Jew pulled into his forecourts, expecting gas what's more; every time he saw the boogies come across the railway line, seemingly unharmed; every time the sun went down over the Coke sign back of the house, causing his evenings to be dimmed by a premature vault of shadow.

(DB, 65)

Expressions such as "expecting gas what's more" or "back of the house" clearly belong to Philboyd B. Marshal Jr XE  "Philboyd B. Marshal Jr" 's voice; they are played against such mock-sophisticated wordings as "causing his evenings to be dimmed by a premature vault of shadow". In "seemingly unharmed" Amis takes the intrusion a step further: here not only the style but also the thinking is Marshal's. No authorial comment is made. It is clear that Marshal does not share the narrator's and reader's reality, being unable to believe that "the boogies" really remain unharmed.

Amis being a Freud XE  "Freud" ian, it is not surprising that Skip XE  "Skip" 's father plays a central role in his life (as does Giles XE  "Giles" 's mother in his life). Skip's father is a forerunner of Terry XE  "Terry" 's father in Success XE  "Success" ; they both kill their wives. Other than Terry, Skip is a constant victim of his father's brutality. The rest of Skip's story is typical Amisian characterization: extreme atrocities rendered in a most serene, amusing manner. Skip's development is psychoanalytically correct, absolutely possible. Nevertheless, the character appears to be unrealistic because everything that could slow the prose down is left out and because what is atrocious is presented as funny. It could be said that Amis cynically undermines the dominant discourse of compassion. At a crucial moment in his life Skip "awoke a buckled mess at the bottom of the roadside ditch, his car and money gone, his nose, ankle and five ribs broken, his left pinkie missing, a portion of his right ear bitten off, and a bad hangover" (DB, 67). The pseudo-climactic addition of "a bad hangover" mocks the whole catalogue of Skip's injuries.

All the characters in Dead Babies are portrayed in this fashion - Giles XE  "Giles"  his mother's rich and alcoholic son, Keith XE  "Keith"  the repulsive obese dwarf, Roxeanne XE  "Roxeanne"  the all-American nymphomaniac, Lucy XE  "Lucy"  the golden-hearted whore, Marvell XE  "Marvell"  the drugs wiz. Celia XE  "Celia"  and Diana XE  "Diana"  are portrayed not in a more serious but in a rather vague manner. For instance, the problem of Celia's bent for cunnilinctus, which also explains the existence of her cat The Mandarin XE  "The Mandarin" , is resolved in her step-father's rather pointless smutty talk (DB, 174f).

There are no lovable characters in Dead Babies. They are all monsters, some of them weak monsters, some of them strong ones. Their lives make no sense. In the end, the joyful atrocities, the wasted selves, and the false identities are resolved in a mass murder. I shall not argue whether this is the only possible solution to the cast's existential falsehood or the only way for Amis out of the novel.

4.3.2. The characters of Time's Arrow TC  "4.3.2. The characters of Time's Arrow" \l 1 
Time's Arrow centres on one protagonist who combines a number of characters, personae, and identities. Starting out at his death around 1990 as Tod T. Friendly XE  "Tod T. Friendly" , he becomes John Young XE  "John Young"  in post-World War 2 America and briefly figures as Hamilton de Souza XE  "Hamilton de Souza"  in Lisbon before rushing to the war, Germany, and the name of Odilo Unverdorben XE  "Odilo Unverdorben" , to be kept until his birth. Whereas his answer to the most elementary question which people get asked ("What's your name?") changes several times, his answer to the second most elementary question ("What do you do?") remains the same: "I am a doctor". As a doctor, he is never between jobs, but at one point he is "between names" (TA, 119).

Matters are further complicated by the continuous presence of the narrator inside the protagonist's head. The narrator is a reliable narrator; there are no contradictions in what he says, and the way he says it does not make him suspicious of mendacity or insanity either. The crux of Time's Arrow is not the narrator as such but his role in the narrative set-up of the novel. In conventional fiction, the reader has to accept that a subject (the narrator) is telling a story, normally for no good reason. In Time's Arrow that convention is extended to a subject inside a character telling a story backwards.

Both extensions of the narrative conventions are acceptable because they are motivated. The narrator can be a part of the protagonist's psyche because the protagonist is mildly schizophrenic. Due to the Christian idea of a "conscience" and, more importantly, due to psychoanalysis we are used to splitting up psyches into various parts. He can tell the story backwards because we are ready to accept that a subject as strange as a part of somebody's psyche has its own modes of experience. There is a hint that (as, according to the popular belief, everybody does at the point of death) the protagonist is seeing a film adaptation of his life. "It just seems to me that the film is running backwards" (TA, 16).

At the beginning of the novel, Amis needs a narrator who is ignorant of the ways of the backward world. By this means, the reader is given a chance to slowly adapt to the new reality, rather than be thrown into the cold air. Whereas everybody else seems to readily accept the way things are, the narrator marvels at just about everything, most prominently at such daily routines as eating or defecating. He gets to accept things as they are in due course, but from time to time falls back to his initial state of ignorance and bewilderment. The jokes in the paragraph about the babies (pp. 40f) rely on the narrator's failure to understand that time is running backwards. This is rather unconvincing. XE  "Time's Arrow: protagonist and narrator\;" 
On the first pages of the novel, the narrator wavers between "I" and "we", taking time to establish his own identity. The peculiar dual singularity of the narrator-cum-protagonist is reflected by the reflexive pronoun "ourself" (TA, 37), which we normally use only when we amuse ourself as kings or queens. ("Ourself" is the reflexive pronoun of the royal plural in English.) Five pages into the novel, we get a passing remark as to how the narrator relates to the protagonist: "I have no access to his thoughts - but I am awash with his emotions. I am a crocodile in the thick river of his feeling tone" (TA, 15). The narrator (more academically speaking) has access to the protagonist's unconscious, but not to his conscious. How ever gratuitous that construction seems to be, it does a good job for Amis. It allows him to directly refer to the protagonist's emotional life, most prominently his dreams and fears. Normally, the psychoanalytically inclined reader of literature reconstructs the characters' unconscious through explicit information about their conscious lives. In Time's Arrow, the protagonist's unconscious is directly accessible. The narrator is a "passenger or parasite" (TA, 16) inside the protagonist's psyche. At one point the narrator even calls himself the protagonist's soul: "If I am his soul, and there were soul-loss or soul-death, would that stop him? Or would it make him even freer?" (TA, 96) XE  "Time's Arrow: protagonist and narrator\;" 
The protagonist is unaware of the narrator's presence inside his head: "[...] he doesn't know I'm here" (TA, 22). Both the protagonist and the narrator remain in less than splendid isolation: "It's certainly the case that I appear to be hitched up with Tod like this, but he's not to know I'm here. And I'm lonely" (TA, 37).

The narrator undergoes a development. In the beginning, he and the protagonist are a unit. In the post-war period they are not: the narrator, i.e. something approximating the protagonist's conscience, is on his own. "Well, I say we, but by now John Young XE  "John Young"  was pretty much on his own out there. Some sort of bifurcation had occurred, in about 1960, or maybe even earlier. I was still living inside, quietly, with my own thoughts. Thoughts that were free to wander through time" (TA, 107). The free mobility in time of the narrator's thoughts is probably inspired by Freud XE  "Freud" 's idea that in psychological space present and past events exist simultaneously. Towards the end (or in reverse time: beginning) of World War 2, the narrator and the protagonist are reunified: "Was there a secret passenger on the back seat of the bike or in some imaginary sidecar? No. I was one. I was also in full uniform. [...] But I was one now, fused for a preternatural purpose" (TA, 124). The preternatural purpose is the Holocaust XE  "Holocaust" , which through the reversal of time becomes a giant industrial project for the production of Jews. The narrator is separated from the protagonist because of the protagonist's guilt. He cannot deal with his guilt and develops a mild schizophrenia. From page 124 until the end of the novel the narrator makes no special reference to himself. He and Odilo Unverdorben XE  "Odilo Unverdorben"  are one. But the last sentence of the novel takes up the topic again: "And I within, who came at the wrong time - either too soon, or after it was all too late" (TA, 173). The "either - or" refers either to the reversal of time or to the malfunction of the protagonist's conscience due to its embedment in a civilization gone wrong. XE  "Time's Arrow:narrator and protagonist\;" 
Moving into the protagonist, Amis keeps him at a distance. Emotions are usually perceived as something that is awesome and difficult to grasp. In Time's Arrow, the narrator translates the protagonist's emotions into the language of the conscious and makes them directly accessible. Their usual nimbus of inaccessibility is broken, they become factual.

On the whole, the protagonist is a very pale figure. One might even feel tempted to call him a flat character. As long as he is in America, he is retrieved (as a literary character, of course) by the vivid detail that makes Amis's prose unique. The description of Tod XE  "Tod" 's "rejuvenation" is lightyears away from the wanton contempt for old age in early Amis. The account of John XE  "John" 's adventures in New York is typical Amis reversed, complete with chessplayers, vomiting, getting kicked out of bars, getting drunk, getting mugged, etc. Still, the protagonist is too much of a textbook case of a Freud XE  "Freud" ian human being to be a lively character. The younger he gets, the less animated he appears to be. Hamilton XE  "Hamilton"  is all mask, plus a predictable affection for the gipsy girl Rosa XE  "Rosa"  and her camp. This is perhaps not that surprising if one considers that Hamilton has just taken on a new identity for the first time in his life. But that does not alter the fact that the protagonist's development and his inner conflicts are rather mechanical. Quite possibly, the narrator gets feebler the younger the protagonist gets; this could be part of the narrative set-up but it is not made explicit in the text. It could explain the absence of a childhood (because if the narrator gets feebler as the protagonist gets younger, he is too feeble to say much about the protagonist's early years), which is quite disappointing in a novel of such psychoanalytical reverberations as Time's Arrow.

The strangest thing about Odilo Unverdorben XE  "Odilo Unverdorben"  is that he is not even a proper German. He is not a German at all in most ways. Amis seems to have felt that he could not convincingly render a German when he chose to give Odilo an English mother. John Young XE  "John Young"  calls English his "first language" (TA, 82), and the Reverend XE  "Reverend"  (who helps him hide in America) remembers that he is "the one with no accent" (l.c.), although it is of course impossible to speak English without an accent and a markedly British accent is likely to attract little less attention than a mildly German one in New York. A side-effect of the protagonist's un-Germanness is that the novel, despite a number of explicit deprecations, is not anti-German in its essence.

It is for lack of detail that Odilo XE  "Odilo"  is unconvincing as a German. "Coltish" may pass as an epithet suitable for Germans, lit faces may be omnipresent in Germany, thoroughness of amatory style a fact - the characterization still lacks the daring Amis shows with his British and American characters. It often reads like a backward summary of cliché-ridden textbooks about Nazi Germany XE  "Nazi Germany" . This applies not only to the character of Odilo but also to the portrayal of the Jews and the Holocaust XE  "Holocaust"  in chapters 5, 6, and 7 of Time's Arrow.

Now, what is cynical about the characterization of the protagonist? Most prominently, his role as a doctor XE  "doctor"  and the striking similarities between doctoring in the United States XE  "United States"  and in Nazi Germany XE  "Nazi Germany" . Amis (or the narrator, who tells us in the first paragraph of the book how he hates doctors) suggests that doctoring carries in itself a readiness to be misused, to be "reversed", "inverted". The paralleling of Nazi Germany and latter-half-of-the-twentieth-century America is taken very far in many details, e.g. in the remark that "[w]ork liberates" (TA, 57). The protagonist is a usable and respected citizen of both societies.

Another aspect of the cynicism used in characterizing the protagonist is his pronounced banality. Evil is presented as the humdrum routine executed by the guy next door. The reversal of time makes this aspect much more complicated than that, but the prevailing tone is one of banality. Furthermore, the protagonist is presented as a rather passive person. "We were the baton in a relay race to war" (TA, 121), says the narrator at one point. The narrator presents himself and the protagonist as the baton, rather than a runner or an organizer of the event, throughout the book. This is to do with Amis's tendency to present atrocities as everyday events which are hardly worth the telling, but it also relates to standard excuses used by Nazi perpetrators.

4.3.3. The characters of Career Move TC  "4.3.3. The characters of Career Move" \l 1 
Alistair XE  "Alistair"  and Luke XE  "Luke"  are not the only pair of contrapuntal writers in Amis. The narrator XE  "narrator"  and Mark Asprey XE  "Mark Asprey"  in London Fields XE  "London Fields"  and Richard Tull XE  "Richard Tull"  and Gwyn Barry XE  "Gwyn Barry"  in The Information XE  "The Information"  are very similar to the two protagonists of Career Move. Two things make Alistair and Luke different from the other pairs of writers: (a) they do not know each other, there is no interaction between them; and (b) the social worlds of their specializations (screenplay writing and poetry) are reversed.

With the inversion XE  "inversion"  of the social dimensions of the two genres comes an oversimplification of both the social spheres and the characters in those spheres. Alistair XE  "Alistair"  is a stereotypical "poet"; Luke XE  "Luke"  is a stereoptypical "screenplay writer". They have to be, for otherwise the satire would not work. The humour of Career Move relies on the instant recognizability of the two spheres.

The oversimplication is counterbalanced by the vivid detail which Amis uses to create the two spheres and the two main characters in them. When Alistair XE  "Alistair"  is "limp with ambition and neglect" (HW&OS, 3), when he hopes that the Leeds postmark on his letter to Sixsmith XE  "Sixsmith"  "might testify to his mobility and grit" (HW&OS, 7), he is very much alive. Luke is a lively character because of the details in the empty talk, the settings, the means of transport, the indistinguishable poetry people with their indistinguishable idiolects, the women, etc.

There is another fully developed character: Hugh Sixsmith XE  "Hugh Sixsmith" . Amis even manages to let Sixsmith convincingly die in the twenty-seven-page short story. The "screenplay writer of considerable, though uncertain, reputation" (HW&OS, 1) is the father-figure Alistair XE  "Alistair"  needs to overcome to become himself. Most of all he needs to overcome his delusions about the adored elder colleague. Sixsmith is a future Alistair of a kind, but Alistair has a number of advantages over him. He is a more stable personality, not an alcoholic, righteous to the point of being unable to cheat on his fiancée even when the occasion presents itself.

Like Richard Tull XE  "Richard Tull"  in The Information XE  "The Information" , Alistair XE  "Alistair"  has a girlfriend (later his wife) from the North of England: Hazel XE  "Hazel"  from Leeds. "Hazel had impressed him mightily, seven years ago, in bed: by not getting out of it when he got into it" (HW&OS, 4). Hazel is "small" (HW&OS, 4 et passim) and no doubt unattractive (which distinguishes her from Gina Tull XE  "Gina Tull" ).

Just like Hazel XE  "Hazel" , Luke XE  "Luke" 's women XE  "women"  remain flat characters. Suki XE  "Suki"  is reduced to shopping on Luke's money. When Luke is in a financial squeeze, "Suki was with him. He hoped it wouldn't take her too long to find out about Henna Mickiewicz XE  "Henna Mickiewicz" . When the smoke cleared he would switch to the more mature Anita XE  "Anita" , who produced" (HW&OS, 26). Amis manages to sketch Henna and her relationship with Luke in two sentences: "He hadn't actually promised her a part in the poem, not on paper. Henna was great, except you kept thinking she was going to suddenly sue you anyway" (HW&OS, 16). Anita is a different matter: she produces and may prove helpful to Luke, who wants to direct.

The cynicism of the character portrayal is very straightforward: it unravels false consciousness. The swapping of the two social spheres demonstrates how arbitrarily fame and fortune are distributed and how willingly humans conform to gratuitous social conventions. Both protagonists remain within the boundaries of their social spheres until the very end. Alistair gains some understanding through suffering, he partially overcomes his own false consciousness. Luke's will remains glued to his career as a "poet", he would have to sink much deeper to gain insight into the world in a Martin Amis short story.

4.4. Macrocynicism. Plots and narrative strategies TC  "4.4. Macrocynicism. Plots and narrative strategies" \l 1 
The more trivial the literature, the more important the plot; the more advanced, intellectually demanding, highbrow (or whatever near-antonyms of "trivial" there may be) the literature, the less important the plot. Such might read a rule of thumb for present-day literature. Amis's plots are not very dominant, his books develop their narrative dynamics to a great extent through the language itself and other extra-actional elements.

Amis's narrative strategies are very complex and differ considerably from book to book. What makes for the literary quality of his writing is that all aspects (such as style, characters, etc.) are important in the creation of the narrative, not the plot alone. In what respect the greater scheme of things in Amis's fiction is cynical, we shall find out in the next three sub-chapters.

4.4.1. The macrocynicism of Dead Babies TC  "4.4.1. The macrocynicism of Dead Babies" \l 1 
Verisimilitude XE  "Verisimilitude"  is not something post-modern literature aims at. Verisimilitude is not the point. The point in post-modern literature is pointfulness XE  "pointfulness (as opposed to verisimilitude)" . The contortions and inversions of reality in Time's Arrow XE  "Time's Arrow"  and Career Move XE  "Career Move"  are very much to the point. Dead Babies is a pointless book.

Dead Babies is dominated by its characters (v. 4.3.1.). The narrative drive of the novel relies on the question of who is Johnny XE  "Johnny" . The answer to this question is approached along two narrative threads: the story of the weekend at Appleseed Rectory, which creates suspense by obviously leading to a catastrophic dénouement to be caused by Johnny; the numerous flashbacks and digressions, which provide further information about the characters and increase the suspense by allowing the reader to guess who is Johnny. A very conventional narrative set-up. This exaggerated conventionality also comes to the fore in the external structure of the book with its three parts (Friday, Saturday, Sunday), decades of chapters and Roman-numeral chapters (devoted to single characters at the end of each decade).

The sole redeeming quality of the book is the contrast between the conventional, meaning-laden structure and the broken characters who mock the whole arrangement. "The world makes sense," says the well-made novel. "Things do not add up to anything, I don't know what to make of them," says that other force in Dead Babies. As a result, the text spots and unravels false consciousness: textbook cynicism. Still, the whole novel gets nowhere near the highest hurdle of post-modern literature: pointfulness.

James Diedrick XE  "Diedrick"  has very convincingly placed Dead Babies in the tradition of the menippea XE  "menippea"  as laid out by Mikhail Bakhtin XE  "Bakhtin"  (v. Bakhtin, pp. 114-119). Although Diedrick concedes that Dead Babies "constitutes a virtual encyclopedia of Menippean effects without ever fully succeeding as either satire or novel" (Diedrick, 32), he assigns a philosophical scope to the book that it simply does not have. Dead Babies is a failed menippea because it lacks the philosophical complexity of Lucian XE  "Lucian" 's, Boethius XE  "Boethius" 's, or Voltaire XE  "Voltaire" 's menippeae. All the carnivalistic elements are there but they do not reach the intellectual level of the classical menippeae. When Andy XE  "Andy"  "called himself Adorno, after the German Marxist philospher whose death had brought so much despondence to the commune in the summer of 1972"  XE  "Adorno, Theodore" (DB, 197), there is no irony in the "German" and the "Marxist", both of which Adorno was only in a very special sense, and only until 1969. Due to its lack of philosophical refinement, the menippean cynicism of Dead Babies is often shallow.

I would like to add that when I call Dead Babies a failed menippea, I do not mean that in an exclusively negative sense. I admit that I would prefer to read a successful menippea. On the other hand, successfully finishing a literary text, in a sense, only means that one has not tried hard enough: one has set oneself a goal that one could reach. If that goal is very difficult to reach (e.g. in Time's Arrow XE  "Time's Arrow" ), that kind of success is admirable. But with some of Amis's novels (particularly The Information XE  "The Information" ) I get the feeling that the author should have set himself a more difficult to reach goal. Dead Babies is, in my opinion, the sole novel by Amis which does not achieve what its author attempted. In less success-ridden societies than England or America, in societies with a less enthusiastic belief in can-do (e.g. early Romantic Germany), a certain failedness or fragmentariness is even deemed nessecary for a work of art to be recognised as good.

4.4.2. The macrocynicism of Time's Arrow TC  "4.4.2. The macrocynicism of Time's Arrow" \l 1 
The narrative mechanism of Time's Arrow hinges on the reversal of time and the introduction of a narrator who is part of the protagonist's psyche. Although this sounds like a fairly simple, if highly unconventional, narrative set-up in theory, its execution is highly complicated and extremely demanding for both reader and writer. Everyday routines and historical events and processes alike are to be considered anew, to be continually reconstructed.

The plot, by contrast, is very straightforward. In terms of literature it is t-invariant: it would not make an interesting novel if time was not reversed. Literature always rearranges and distorts reality to make it fit its own conventions. In Time's Arrow, the reversal of time does the trick. There is no need for a great many other distortions and rearrangements. Quite on the contrary, they must be kept at an acceptable minimum to keep the book readable. This is especially obvious in the parts that deal directly with the Holocaust XE  "Holocaust" . At some points, they read like reversed versions of history books.

The macrocynicism of Time's Arrow is dominated by the paralleling of doctoring XE  "doctoring"  in democratic America XE  "America"  and in German concentration camps. The effects of doctoring are reversed together with time's arrow: the American doctors do not heal but hurt, the Nazi doctors produce a race instead of extinguishing one. But the daily routines of doctoring, the doctors' professional pose are the same in both societies. The protagonist need not much change his professional manners and attitudes when he comes to Nazi Germany XE  "Nazi Germany" .

4.4.3. The macrocynicism of Career Move TC  "4.4.3. The macrocynicism of Career Move" \l 1 
Career Move is written in a lighter and more humane tone than Dead Babies XE  "Dead Babies"  and Time's Arrow XE  "Time's Arrow" . The jolly hopelessness of the novels is replaced by a halcyon, benign irony. The plot, however, is bleak enough. It features, for instance, the death of Hugh Sixsmith XE  "Hugh Sixsmith" . And it is told against the background of a world gone wrong, a world where glib poets get it all and sincere screenplay writers retract their feet to accommodate other passengers in public transport.

The narration oscillates between Alistair XE  "Alistair"  the screenplay writer and Luke XE  "Luke"  the poet. The two narrative threads run parallel, they never touch but in infinity. In the receptional process, that infinity is always present. Furthermore, the swapping of social status and mores enforces a continual comparison of the two threads.

The transplantation of screenplay-writers' mores into the world of poetry and of poets' mores into the world of screenplay-writing is performed with surgical precision and literary nonchalance. It is made possible by numerous accurate observations and an intimate knowledge of the ways of poets and screenplay writers. The basic narrative idea of the short story is to juxtapose the two spheres and thus expose their follies and foibles. In the end, the narrative set-up serves to raise the perennial questions of cynicism: Why are things the way they are, and do they add up to anything? At the root of the distribution of wealth and social status, the story says, lies false consciousness; indeed, the very concepts of wealth and social status are conditioned by false consciousness XE  "false consciousness" .

The two parallel plots are intimately intertwined with the developments of the two main characters. Alistair XE  "Alistair"  (other than Richard Tull XE  "Richard Tull"  in The Information XE  "The Information" ) does not fall prey to addictions but, quite on the contrary, overcomes his delusions and settles for soberness and marriage. Luke XE  "Luke"  does not (or not yet) enjoy the success of Gwyn Barry XE  "Gwyn Barry"  in The Information XE  "The Information" , he suffers a set-back (Sonnet "does not happen" until the end of the story), but a sequel to the short story would probably see him moneyed and tanned at the side of the "more mature Anita" (CM, 26), the equivalent to Gwyn Barry's Demeter XE  "Demeter" .

A lot of things happen on the twenty-seven pages of Career Move, but it is not primarily the rich plot that fuels the narrative. It is the many details from literary life and the language they are told in.

5. Ethics TC  "5. Ethics" \l 1 
5.1. The fun of the just TC  "5.1. The fun of the just" \l 1 
Laughter remains a riddle. Whole centuries of seriousness and sadness have held it in disdain, others have regarded it as the dividing line between man and beast. People laugh in triumph, defiance, and resignation, or just to hide their insecurity - and it is always difficult to tell what sort of laughter one is dealing with. Much has been written about the physiological origin of smiling and laughing. Terms such as joke, humour, the ludicrous, etc. have been defined and held apart. But there is no convincing theory of laughter or humour.

In literary criticism, the standards of analyzing humour are low. Critics can go on about obscure metaphors for pages on end, but they rarely say more than a few words about a joke. One problem is that analysis often destroys comic effects. So perhaps it is a sign of unexpected vitality in literary critics that they are reluctant to find out about what makes readers laugh or smile. Laughter, when analyzed, reveals a part of ourselves that we do not normally want to know about, i.e. the unconscious. Thus, the resistence against understanding humour and laughter consists of two components: the resistence against spoiling one's own fun and the resistence against finding out unpleasant news about oneself.

Academic philosophy traditionally regards humour as an aesthetic phenomenon. If (as my thesis goes) cynicism unites aesthetics and ethics, there must be a strong ethic element to cynicism. In this chapter I am not so much concerned with the aesthetic technicalities of humour as with its ethic implications. I am aware that the aesthetic and the ethic aspects of humour cannot be separated, just like the author and the recipient of a comic piece of writing cannot be separated. The author and the recipient must have a common ethic frame of reference for a joke to work. This is probably one of the reasons why most forms of humour, most notably the joke, are so short-lived (the main reason being that comic effects often rely on allusions to the persons and circumstances of a certain time and place).

It is not much of a contention to say that the predominant kind of humour in Amis's fiction is of the cynical variety. Any kind of humour contains at least a cynical element: false consciousness is always enlightened in some way or other. More often than not, humour shares another characteristic of cynicism: rebellion. But humour is not always rebellious; very ofter, resignation is the predominant sentiment. And just like there is reactionary cynicism (the enlightened false consciousness which the powers that be use for their purposes), there is reactionary humour. It is tempting to say that reactionary humour (e.g. racist jokes) is not humour at all. But it is. The reason we do not experience it as humour is because we do not share the ethic (in this case racist) frame of reference.

Sensitiveness to humour, proneness to laughter requires more than the (subliminal) recognition of a common ethic background. The recipient of humour must dispose of a type of imagination similar to the author's. And the recipient's psyche must be free of vetoes or provisos with regard to the jokes. When we "do not share somebody's sense of humour", the problem is usually that our super-ego vetoes the liberation from the moral responsibilities it has laid upon us. People with cramped psyches, i.e. hypertrophic super-egoes, usually have hardly any sense of humour at all.

According to Freud XE  "Freud" , "the essential function of humour is to spare oneself the affects which would otherwise arise in a given situation, and to pass over any such possible emotions with a joke" (Freud, "Der Humor" ["On Humour", translation mine], 254). Humour, for the Freud of "On Humour" (published in 1927), is a "triumph of narcissim" (l.c.). The humorist transfers energy from their ego to their super-ego, and becomes, as it were, all super-ego. But whereas the super-ego is normally known for its parental asperity, it speaks as a lenient parent through the mediation of the humorist. The recipient finds himself or herself in the role of a child, guided by the grown-up humorist or joke-cracker. Already in 1905, in "The Joke and its Relation to the Unconscious", had Freud defined the joke as an energy-saving device of the psyche, sparing us the effort of repression, compassion, or other emotions, depending on the kind of joke.

In the following three chapters, I am going to examine the modes of humour which prevail in Dead Babies XE  "Dead Babies" , Time's Arrow XE  "Time's Arrow" , and Career Move XE  "Career Move" . As I go along, I will use ideas from various authors but I will not use any coherent theory of humour, the joke, laughter, fun, etc. I am aware that it would be theoretically desirable to define and clearly distinguish these terms, but in practice this only leads to meaningless hair-splitting and categorizing. I have therefore opted for a commonsensical approach. I am writing about things that amuse us and/or make us laugh. Doing so, I will use terms such as "humour", "joke", etc. in their commonly accepted, fuzzy meanings.

5.1.1. Dead Babies: The attraction of repulsion TC  "5.1.1. Dead Babies: The attraction of repulsion" \l 1 
Some people will not be susceptible to the humour of Dead Babies. Most of the fun is at the expense of defenseless victims such as the obese and generally misshapen Keith Whitehead XE  "Keith Whitehead"  or the fazed-out alcoholic Giles Coldstream XE  "Giles Coldstream" . Human folly and the atrocities ensuing from it are related offhandedly and in high spirits. Following Freud XE  "Freud" 's theory of humour and the joke, the function of this sort of humour would be to save the psychic energy of compassion. A certain sado-masochistic pleasure accompanies the release of saved energy in laughter or hilarity. Not a lot of people will be shocked at the hilarious atrocities, nor at the manner in which they are delivered. They are only mildly provocative and seldom shocking. But people with unreflecting super-egos ("with a strong sense of human decency", as they might put it themselves) are unlikely to get much fun out of Dead Babies. Maybe this will be the same people who will look for a purpose to the novel and will hardly find one beyond a hungover post-adolescent glimpse at human existence.

Keith Whitehead XE  "Keith Whitehead"  is an object of ridicule from the first chapter onwards:

As he entered the Wimbledon Municipal Swimming Pool two teenage girls spontaneously vomited into the shallow end (on being questioned, they said it was the quiffs on the nipples of Keith's D-cup breasts that had done the trick - Whitehead was subsequently banned from the baths).

(DB, 16)

The ground layer of Amis's typical mock-elaborate style is composed of two elements in this passage: the style of the nineteenth-century novel, sometimes reminiscent of Thackeray XE  "Thackeray" , and the style of a newspaper report. The Victorian element prevails throughout the novel, only in this passage is it joined by the newspaper element. The Victorian element proper is restricted to the syntax and the final alliteration ("banned" - "bath"). The newspaper element is quickly established by the local details ("Wimbledon Municipal Swimming Pool", "shallow end") and phrasings such as "on being questioned". To this respectable ground layer Amis applies colloquialisms à la "had done the trick". But what does the trick humouristically is the contrast between the respectable writing and its repulsive content ("vomited"). This repulsive content, together with the humiliation for Keith XE  "Keith"  which it purports, is not only left uncommented, it is turned into humour.

"Spontaneously" makes sure of the good spirits. It is the comic gem of the passage and the reason why I have chosen to analyze it here. Spontaneity is a positive concept, it connotes youthful unconstrainedness. In a neutral text one would expect "could not help vomiting", which would imply that it is undesirable and ungraceful to vomit. The humourous tone (or comic effect) gains in literary quality because it is into the swimming pool that the girls vomit. The reader is left to contemplate the constellations which the vomit makes in the water and the reaction of the other swimmers. Whitehead's humiliation is increased by the "two teenage girls": if there was only one, the vomiting could be accidental; and they are teenage girls, little Keith XE  "Keith" 's potential sex partners.

In "the quiffs on the nipples of Keith's D-cup breasts", "D-cup" works on very much the same principle as "spontaneously" above. D-cup, the American industry standard size, connotes desirability and beauty. Under the given circumstances, it is turned into another monstrosity.

The paragraph ends on the laconic remark that Keith XE  "Keith"  is "well aware that by almost anyone's standards he would be better off dead" (DB, 16). Keith's characterization is a character assassination right from the start. Chapter XL, entitled "Whitehead", while all other Roman-numeral chapters have first names for their titles, features numerous examples of the above type of humour.

Towards the end of the book, Keith XE  "Keith"  becomes the victim of rather vicious practical jokes. Having, as always, been used as a drug-tester by Andy XE  "Andy"  and Quentin XE  "Quentin" , he is pugnated (i.e. fist-fucked) by Skip XE  "Skip"  and Marvell XE  "Marvell" , and undergoes a series of near-fatal life-rescuing attempts at the hands of Andy and Quentin. All the while, Keith retains his status as a fully developed human with a biography, needs and emotions, consciousness, etc. Time and again, he even becomes an object of genuine compassion. "He's only little," objects Andy (DB, 188), who is violence incarnate, when Keith is being pugnated upstairs. "That fat little fuck," retorts Roxeanne XE  "Roxeanne"  (l.c.).

This is all rather gross. Keith's example is perhaps the grossest in the novel, though the fate of the Tuckles XE  "Tuckles"  is little less bleak. The other characters are not subjected to such a great amount of violence and humiliation but their lives are equally void.

The fun is poked not only on the characters but also on the assumption that life has a meaning XE  "meaninglesness of life"  to it, that people have a purpose being about, that it matters what one does and forbears. On a philosophical level, the humour of Dead Babies works not on Bergson XE  "Bergson" 's principle of the "mécanisation de la vie"  but on an inversion of it: a démécanisation de la vie. The folly of ready-made attitudes is exposed and relieved in laughter. Although it is doubtful whether the novel warrants such a philosophical interpretation, Bergson's other famous formula from Le rire may be more directly applied to Dead Babies: comic effects are based on "substitution quelconque de l'artificiel au naturel". Ideologies, morals, the belief in humaneness and civilization are artificial. They are substituted by natural anarchy and nothingness.

Nihilism is inhuman. Its logical consequence (which does not matter much, because logic is little to do with the reality of a human life) is reclusion from worldly affairs or plain suicide XE  "suicide" . The act of writing a novel is un-nihilistic in nature. Although Dead Babies offers no alternative to its own jolly bleakness, it does not preach nihilism either. It celebrates a just-so joie de vivre.

5.1.2. Time's Arrow: Backward humour TC  "5.1.2. Time's Arrow: Backward humour" \l 1 
Humour is not what one would expect from a piece of literature about the Holocaust XE  "Holocaust" . The humour of Time's Arrow, then, is a rather extreme kind of black irony and cynicism.

Whereas those parts of the novel which are set in America feature Amis's usual examination of lives gone wrong in a favourable environment, the parts dealing with the Holocaust call for a fundamentally different approach. Here, there is little room for personal freedom, for deciding what to do next. Everything seems to be determined and taken care of. The humour arises from the reversed sequence of actions, which forces the reader to juxtapose what is being narrated to what really went on. The cynicism depends on the absence of authorial comment. A historically uninformed reader would be unable to understand the novel even on a fundamental level. There is no moralizing in Time's Arrow: the author relies on the recipient's ethic background.

Sticking to Freud XE  "Freud" 's theory of humour, one would have to speculate that the reader derives pleasure from the energy saved by avoiding compassion. This can only be one element, perhaps even the precondition, of the anyway subdued humour of Time's Arrow. Another element would have to be the insight one gains into human (or German) folly and evil, as well as the energy saved by not being too upset about it because of the reversal of time. All this, I repeat, works only on the basis of a common ethic framework.

Despite the cold and uncommenting authorial attitude, some passages are clearly aiming at compassion. In the episode where a group of thirty Jews in hiding is found by a group of Nazis led by the narrator (v. TA, pp. 150f), the details are arranged to appeal to the reader's emotions. The narrator personally replaces a panel of the wall behind which the Jews are hiding "with a softly spoken 'Guten Tag'" (TA, 150). Although it relies on the somewhat unnatural relation between the narrator and the protagonist, the effect of having the narrator so sadistically hand over the Jews to death is rather strong. After all, the reader has been relying on and developing a relationship with him for 150 pages. Ever the doctor XE  "doctor" , the narrator suspects that the baby, whose weeping betrays the Jews, is suffering "probably from earache" (TA, 150). There is no empathy involved on the part of the doctor. His diagnosis is nothing to do with compassion in a situation where a layman takes it for granted. The appeal to the reader's emotions is all the greater.

Compassion and humour are (other than Freud XE  "Freud" 's theory of humour implies) not incompatible. The Holocaust XE  "Holocaust"  sections of Time's Arrow bring together the emotional economies of the perpetrator (Odilo Unverdorben XE  "Odilo Unverdorben" ), the looker-on (the narrator), and the victims (who become individuals in the above passage). The reversal of time stresses the absurdity of the Holocaust XE  "Holocaust"  and facilitates a bird's-eye view of it. In order to save the energy which one would use up in compassion, one needs to recognise the appropriateness of compassion first. In the case of such a complex piece of literature as Time's Arrow, compassion and humour are walking abreast the whole way. Only a deeply empathic reader and only a reader who shares the novel's ethic background can grasp its humoristic dimension.

5.1.3. Career Move: Descending incongruity TC  "5.1.3. Career Move: Descending incongruity" \l 1 
"Laughter naturally results only when consciousness is unawares transferred from great things to small - only when there is what we may call a  d e s c e n d i n g  incongruity" (Spencer XE  "Spencer" , ). The "only", like all onlies, is a bit precipitate, but Career Move could have been written to be an illustration of Spencer's definition.

The paragraph which I have analyzed in chapter 4.2.3. could be cited as an example. From "great" Hugh Sixsmith XE  "Sixsmith" , the editor on whose whims Alistair XE  "Alistair"  believes his future as a screenplay writer depends, the reader's consciousness is transferred to a wreck who is out on parole. For it to be transferred "unawares", it helps that some of the "supplicants" keep waiting for a very long time - not because of Sixsmith's high position but because of their anger. Alistair outstays them all. His role as the likeable, talented loser is well-established before this passage, so there is also an element of fulfilled expectation. The effect of the joke is increased because it is cracked at the expense of two people, both Alistair and Sixsmith. According to the basic assumption of Freud XE  "Freud" 's theory, this would have to double the amount of saved energy. Another aspect of the joke is that the screenplay writers are transposed to the social status and the mores of poets: descending incongruity. The interesting bit is that the descension works both ways: Luke XE  "Luke" , the poet with the screenplay writer's life and intelligence, is considerably worse off as a human being than your average poet, never mind the first-class air tickets.

The reason for this two-way descension: the ethic assumption that people are pretenders and that social groups are organized forms of deception. Neither screenplay writers nor poets deserve what society awards them. They are highly sociosyncratic beings, who, when transposed to another sphere, appear utterly ridiculous. The humour of Career Move, therefore, depends largely on Amis's familiarity with and sympathetic rendering of the spheres of poetry and screenplay-writing.

On the whole, Career Move, the sole undoubtedly and primarily humoristic piece among my triad, is a much calmer text than the two novels. For one thing, it is not about mass murder ("mass" exhausting the extremes of its semantic sphere when used with reference to both Dead Babies XE  "Dead Babies"  and Time's Arrow XE  "Time's Arrow" ). Career Move is not a rebellious text. You could live in its world. The worlds of Dead Babies and Time's Arrow are uninhabitable for the reader. They are in no way supportive of the status quo. I do not want to sound judgemental when I say that Career Move is unrebellious: literature has no purpose being rebellious all the time. Career Move is not resignative either. It is an example of tolerant cynicism. It tolerates, or even whole-heartedly accepts, the follies and cruelties of the world as part of a joyful human existence.

5.2. Innocence vs. cynicism TC  "5.3. Innocence vs. cynicism" \l 1 
Talking about his ethics, Amis sometimes uses the term innocence. In the following passage, taken from the interview by Christopher Bigsby XE  "Bigsby" , Amis juxtaposes his positive value (innocence) to that of his father XE  "Amis, Kingsley"  (decency).

MA   [...] I think his positive value against which the comedy is played is different from mine. If we could sum it up in a word I would say his positive value is decency and my positive value is innocence. And there is quite a distance between those two notions. Also, I have a sense, which I don't think he has, of a much greater precariousness: I have lived all my life in a kind of modern world and he at least has a prelapsarian period, pre-Second World War, when the planet was very much younger and more innocent, and he is rooted in that and I am rooted in the precariousness of the modern world.

CWEB   I am interested that you use the word 'innocent' because it always seems to me that there is a kind of romanticism about you. You are drawn to excess, you are fascinated by degradation, but underneath all this is a nostalgia for innocence.

MA   Absolutely. The satire or the comedy wouldn't take unless something of value lay behind it. It strikes me as a self-evident truth, and extra self-evident in the modern age, that the world gets less innocent every day. That is a fact about life: experiences accumulate and attack innocence. History attacks innocence.

(New Writing, 171f)

Amis seems to be so convinced of his positive value that the irony of "romanticism" and, more bluntly, "nostalgia", in Bigsby's reply seems to escape him.

Amis fils performs quite a stunt by putting his father into a world of innocence and calling innocence his own positive value: he inverts the roles of father and son. Innocence is usually associated with children. They are perceived as not yet laden with any of the guilt that is inescapable in adult life. Amis fils turns Amis père into a child by rooting him in a world of innocence. His own positive value is a nostalgic longing for "prelapsarian" childhood. Even in the light of Einstein's Monsters XE  "Einstein's Monsters"  with its deep concern about nuclear weapons, it seems extremely weird that Amis adduces the Second World War as a new Fall of man. The psychological implications of this passage, the excited tone of which can be felt in phrases such as "History attacks innocence", are manifold.

More to the purpose of analysing the fiction, not the man, is the question whether innocence is really the positive ethic value against which the comedy or satire is played. The answer is an unambiguous no. As I have argued above, the reception of fiction is always dependent on an ethic background that the writer and the recipient share. Of course, any recipient is free to bring their belief in innocence to the texts. The texts, however, do little or nothing to reinforce that belief. Cynicism itself, I have tried to point out, provides that background. Only occasionally does Amis's writing lapse into such nostalgic positive values as innocence.

There are two books in Amis's œvre where innocence plays a certain role. In Other People XE  "Other People" , the innocence of childhood is projected into late adolescence and early adulthood. Mary Lamb XE  "Mary Lamb"  "is a moral innocent" (Diedrick XE  "Diedrick" , 53). Her preamnesiac (childhood) self, Amy Hide XE  "Amy Hide" , is morally corrupt. Amnesia, that novel seems to suggest, is the way towards that positive value. In Einstein's Monsters XE  "Einstein's Monsters" , some of the stories feature children whose innocence is threatened by nuclear weapons. These texts, notably Other People, are among Amis's weakest, not because they do not fit into my thesis but because nostalgia for childlike innocence has no purpose in post-modern fiction, or in any worthwhile literature. It is incompatible with the progressive cynicism (kynicism) that shapes most of Amis's writing.

There is another dimension that links innocence and Amis's relationship to his father: Vladimir Nabokov XE  "Nabokov, Vladimir" . Kingsley Amis XE  "Kingsley Amis"  has often been quoted as saying that Nabokov was to blame for Martin's over-energized style: "It goes back to one of Martin's heroes - Nabokov. I lay it all at his door - that constant demonstrating of his command of English" (Michener, 110). The following passage from the interview by Will Self XE  "Will Self"  makes it clear that Martin is aware of Nabokov's oedipal significance:

W.S.: It's interesting that in your introduction to the new edition of Lolita, you champion the book on moral grounds. Are you being a bit perverse?

M.A.: There's something Oedipal in this. In that my father wrote a piece on the book, attacking it on moral grounds. He made the preposterous claim that there was no distance between Nabokov and Humbert Humbert. He said, you know, you look at Pnin, and it's the same style, so there's no question that this is Nabokov all over, this is Nabokov's unadorned voice. [...] [Craig Raine XE  "Craig Raine" ] said that the end was tacked on to justify this priapic riot that has been going on for two hundred and fifty pages.  And I thought, no, no, no. It's there all along. I think it is the truth of the novel, that he is in wonderfully subtle moral control throughout. He outsoaringly anticipates every possible moral objection from page one.

(Self, Junk Mail, 391f)

Amis's championship of Nabokov XE  "Nabokov"  is closely linked with the idea that innocence figures as a positive value in his own fiction. Nobokov is the writer of innocence. All his five Russian, pre-Second World War novels are literary attempts at returning to the innocent paradise that is childhood, that was Nabokov's privileged and carefree childhood. Since this is not the place for an in-depth analysis of Nabokov, I must refer to Viktor Erofeev XE  "Eroveev, Viktor" 's ingenious article "V poiskakh poteryannogo raya (Russkiî metaroman V. Nabokova)" ("Searching for the Lost Paradise. The Russian Meta-Novel of V. Nabokov"). Nabokov's Russian novels are, as Erofeev argues, about the complications arising from the loss of that paradise and about the various ways of regaining it. Although many accidentals are completely different in the post-war period, Nabokov's Russian meta-novel survives. In Lolita, Humbert tries to regain his childhood paradise through loving a woman who is almost a child. Thus, he remains faithful to his own paradise. In that sense (and only in that sense) is Martin Amis right when he says "it's there all along". Humbert never wavers in his faithfulness to his pathetic innocence.

There are two more aspects to the psychological importance of Nabokov XE  "Nabokov"  for Martin Amis's oedipal struggle. One is Nabokov's narrow-minded abnegation of Freud XE  "Freud" ian psychoanalysis, which may have made it easier for the two Amises to use Nabokov as the battleground of their oedipal conflict. The other aspect is Dostoevsky XE  "Dostoevsky" , whose Brat'ya Karamazovy is one of the paradigmatic literary works of art that deal with the Oedipus complex. His name has been of special importance in psychoanalysis since Freud's article "Dostojewski und die Vatertötung" ("Dostoevsky and Parricide"). Nabokov inveighed viciously against Dostoevsky, in my opinion out of a rage against his own considerable shortcomings as a writer. There is a somewhat disturbing passage in The Information XE  "The Information" , in which Amis offhandedly denounces Dostoevsky as "incorrigibly minor or incautiously canonized" (TI, 289) and pairs him off with Thornton Wilder XE  "Wilder, Thornton" . It is a safe guess that this denouncement comes straight from Nabokov. What, one finds oneself asking, would Amis be, if Dostoevsky were "minor"?

Consciously or unconsciously, Amis sides with Nabokov XE  "Nabokov"  against Dostoevsky XE  "Dostoevsky" . Amis's own writing, however, is akin to Dostoevsky's rather than Nabokov's. It is informed by cynicism, not by a nostalgia for innocence. James Diedrick XE  "Diedrick"  has remarked upon the parallels between Money XE  "Money"  and Dostoevsky's Zapiski iz podpol'ya (Notes from Underground):

In terms of narrative technique, Money XE  "Money"  is a vernacular dramatic dialogue in the Russian skaz XE  "skaz"  tradition. Dostoyevsky XE  "Dostoyevsky" 's novella Notes From Underground is the mastertext of this tradition, containing a narrator whose bitter alienation from his society and its most cherished beliefs makes him a perversely perceptive critic of that society. Self XE  "John Self"  is a literary descendant of Dostoevski's [spelling variation 

original] protagonist, sharing the Underground Man's brutal, seamy honesty.

(Diedrick, 70)

I do not want to over-emphasize the similarities between Amis and Dostoevsky XE  "Dostoevsky" . The difference in time and place alone accounts for great literary differences. One striking fact about the Underground Man is that he, whom a present-day English reader would put at the own lowest end of society, has a servant, named Appolon, who does nothing for a monthly salary of seven roubles. On the other hand, the key points of  Mikhail Bakhtin XE  "Bakhtin" 's reading of Dostoevsky can also be applied to Amis: a polyphonic style of narration and a rootedness in the carnivalistic tradition. Carnivalism and cynicism often go hand in hand but they are not the same. One could perhaps subsume cynicism à la Amis under the very wide Bakhtian notion of carnivalism.

Good writers often say less than ingenious things about their work. Martin Amis is largely wrong when he says innocence is the positive value against which he plays his jokes. If he were right, I would have no purpose writing about his books.

6. Conclusion TC  "6. Conclusion" \l 1 
Over the last two centuries, ethic systems have been demasked as collective delusions which, at a certain point in the history of a culture, become a means mainly of maintaining the existing distribution of social power. At a point in history when mankind has formerly unknown constructive and destructive forces at its disposal, it has lost its old beliefs in good and evil. Aesthetic systems have come to be suspected of being little more than symptoms of the power structures within which they exist. Works of art are either subversive of the socio-intellectual status quo or reactionary. As a consequence, ethics and aesthetics are incompatible these days. The state of enlightened, advanced consciousness makes it impossible for a work of art to express, let alone fight, an ethical cause without, at the very least, profound irony. Martin Amis has parodied unequivocally ethical writing in "Amelior", Gwyn Barry XE  "Gwyn Barry" 's junk utopian novel in The Information XE  "The Information" .

If cynicism is enlightened false consciousness XE  "false consciousness" , it invalidates both ethics and aesthetics. We can distinguish cynicism, which deliberately remains in the falsehood of consciousness, from kynicism, which strives to overcome the falsehood of consciousness. It has been argued that kynicism is the subversion of the ruling culture and ideology, and that cynicism is the answer of the ruling culture and ideology to kynicism. In reality, however, neither cynicism nor kynicism are found in their pure form. They peacefully coexist in individuals, institutions, organizations, etc. Cynicism can be recognised by its support of the status quo and eagerness to rise in the existing power structures. Kynicism is critical of the status quo and aims to improve or destroy the existing power structures.

Confronted with kynicism, the cynical subject loses any naive beliefs in its ideology. Cynicism is ubiquitous because the ruling ideology is no longer taken seriously even by its own adherents. Politicians and journalists know that in a democratic society politics is a power game where nothing matters less than the interests of the people. Economists know that money has no value of its own. Yet, they go on as if they still believed in the official ideology. In the interface between cynicism and kynicism, they propagate the false consciousness whose falsehood they are aware of. Historically, this is by no means a new phenomenon. The rhetoricians of imperial Rome are the archetypal embodiment of cynical consciousness. They consciously used words solely as an instrument of manipulation in a much more blatant manner than today's politicians. What is new is the technologies of mass communication which allow for a completely new totality of power.

It would be a mistake to believe that art tends to be kynical rather than cynical. Traditionally situated at the fringe of society and endowed with little socio-economic power, artists naturally have a greater egotistical interest in change than, say, sportspeople or economists. However, they rarely miss their chances to become part of the system and work within it, just like everybody else. In capitalist reality, works of art are first of all and most of all commodities, and the aesthetic sphere is dominated by economically and politically relevant mass media. Hence, present-day literature (e.g. Martin Amis's fiction) oscillates between shameful or unacknowledged élitism and fashionable popularism.

The fundamental thought behind my approach to Amis is the following: Taken as positive phenomena, ethics and aesthetics are incompatible. Having undergone cynical (or kynical) subversion, they become, as it were, negative phenomena. Taken as such negative (cynically subverted) phenomena, they are compatible. In cynical writing, the aesthetic form does not contradict the ethic content.

The reunion of ethics and aesthetics in cynical writing is at first a union of negative ethics and negative aesthetics, i.e. of ethics and aesthetics that are guided against the ruling ideology. After a while, cynicism recognises its own identity in the negation of the Other, i.e. the ruling false consciousness. It inescapably becomes an ideology of its own that is sooner or later rendered false by the changing societal conditions.

Kynicism would have to keep pace with history in order not to become increasingly worthy of being its own object of subversion. That does not normally happen, neither with people nor with movements. Present-day democratic societies have an enormous tolerance of kynicism. They silence kynics by integrating them, by feeding them little slices of power. Even on an everyday level of experience, this can be observed in the biographies of individuals whose kynical powers enter the service of the status quo as soon as there is money and power in it for them. This phenomenon is the gist of the grand narration of the young radical who becomes moderately progressive in media vita and a smiling sage and/or blatant reactionary in old age. Basically the same thing happens to whole movements and organizations. As soon as that is good for them, they strive to gain power within the existing structures rather than to change or destroy those structures. The kynical potential of feminism, rather than bring about something altogether new, has put a slowly but steadily increasing number of women into positions of power. The ecological movement in continental Europe, which started out with extreme kynical verve, has resulted in the establishment of political parties of traditional design which do the same thing all the other parties do. Even the Cynics proper, the philosophers of the Hellenistic period, were suceeded by the more comfortably living Stoics, or so history has it.

In democratic capitalist society, kynicism seems to have a sanitary function. This is done as follows. Underprivileged or neglected parts of society nettle the powers that be with their kynicism. In an openly totalitarian society, the powers that be would try to annihilate the kynical subjects. In our cynically totalitarian societies, the powers that be try to brush them off, and when they will not be brushed off that simply, they lure them into the existing structures. Within those structures, the kynics turned cynics make sure that the interests of certain groups or certain spheres of life are no longer neglected, which in the long run corroborates the status quo. Democratic capitalism, in that respect, is like ancient Rome. All you subjected peoples can have your own ways and wealth, as long as you recognise the supremacy of Rome, as long as you will be part of the Empire. You can have your own gods, your gods can even live with ours, we might even build them a temple in Rome. But Rome remains Rome.

Despite all its subversive tendencies, kynical/cynical writing is deeply rooted in the dominant traditions. The writer's material, i.e. a particular language, is the manifestation of the historical experiences of a particular language group. In addition to the language itself, literary traditions and conventions (which are, in fact, part of the language) exert a strong influence on literary production. Dead Babies XE  "Dead Babies"  can be read as an attack against the genteel tradition in English writing and against a dusty humanism that has lost contact with the present-day world. It is also a parody of the country house novel in the tradition of Jane Austen XE  "Austen, Jane" . It is also a Menippean satire XE  "Menippean satire" . Time's Arrow XE  "Time's Arrow"  owes its narrative technique to the skaz XE  "skaz"  tradition and its humour to post-World War II black humourists such as Joseph Heller XE  "Heller, Joseph"  and William S. Burroughs.; XE  "Burroughs, William S." . The way the reversal of time is managed can be traced to two paragraphs in Kurt Vonnegut's XE  "Vonnegut, Kurt"  Slaughterhouse 5. Career Move XE  "Career Move"  is inspired by inversionalist models such as Jonathan Swift's XE  "Swift, Jonathan"  prose and Craig Raine's XE  "Raine, Craig"  poetry.

The following five qualities combine in the blend of Martin Amis's fiction: (1) provocation, (2) moralism, (3) fun-orientation, (4) critique of reality, (5) stylistic brilliance.

(1) Provocation. From Diogenes XE  "Diogenes"  onwards, cynicism has always had a provocative element to it. The idea is to expose the hypocrisy of the ruling people and ideologies by deviating from their conventions in an alternatively virtuous way. In present-day art, provocation has taken on a conventional character, recipients expect works of art to transgress and provoke. The provocations in Dead Babies XE  "Dead Babies"  are fairly heavy-handed, they are achieved through explicit talk about sex and the use of so-called taboo words, which enjoy great frequency in ninety per cent of English streets and houses. In the course of Amis's development as a writer, the provocations become subtler. In Time's Arrow XE  "Time's Arrow" , the depiction of the Nazi project as one that produces Jews is apt to trigger reflection on the topic of the Jewish Holocaust XE  "Holocaust"  and beyond it.

(2) Moralism. It is extremely difficult to write with a raised forefinger. Cynicism is a more elegant gambit. Cynicism does not need a positive ethic value outside it. It provides a (usually negative, in the sense that it says what it is against but not what it is for) ethic value itself. The moralism is implicit, it exists only in the act of reception, not on the page. It communicates with current philosophical and societal movements, most notably feminism and post-modernism. Very often, Amis uses vile narrators, whose voices tend to mix with the author's. Decline and decadence, sloth and bad behaviour are among the very conventional targets of Amis's moralism. Concerning itself with the great topics of twentieth-century literature (e.g. sex, death, power, identity, meaning), Amis's fiction raises the elementary questions of what it is to be human and what humans could or should do. Dead Babies XE  "Dead Babies"  exposes the falsehood of unreflected bourgeois humanism and the debasedness of the drugged counter-culture. Time's Arrow XE  "Time's Arrow"  offers a highly unconventional approach to mass murder, genocide, doctoring in the service of inhumanity, and all the innumerable unsolvable moral questions in this area. The book manages to approach the area in an undogmatic way that subverts the somewhat ritualistic official discourses on the topic that are favoured by the politically correct. Career Move XE  "Career Move"  playfully exposes the foibles of poets and screenplay writers and the unjust distribution of socio-economic power between the two groups.

(3) Fun-orientation. Ironic detachment, in the final consequence, must also be ironic detachment from one's own preoccupations and convictions. Self-irony is the touchstone of kynicism. Self-irony is also a necessary precondition of kynical humour. Amis's writing is deeply self-conscious and self-ironic. The prevailing tone is comic. Other than most modern classics, Amis's books are readable. Their closeness to life is convincing and sometimes astounding. Despite all its vileness, the world is basically a fun place to be in Amis's œvre. Existential unease is not allowed to limit one's outlook on the world. The world is presented as having many aspects, which automatically renders it an interesting place with a funny side to it. Dead Babies XE  "Dead Babies"  joyfully wallows in the mire of its protagonists' wasted lives and pretends a sado-masocistic playfulness with regard to the violent actions until the dénouement. Although it is about the Shoah XE  "Shoah" , Time's Arrow XE  "Time's Arrow"  is essentially a comic book. Career Move XE  "Career Move"  resolves all its conflicts in a good-natured humour that is not found in the novels. 

(4) Critique of reality. The quest for meaning in which Amis's fiction is engaged causes it to challenge the prefabricated concepts of reality. Through manipulations and distortions of the first principles of commonly accepted reality, Amis creates altogether new perspectives. In Dead Babies XE  "Dead Babies" , this is done by means of drugs that manipulate such basic epistemological categories as time and space. Time's Arrow XE  "Time's Arrow"  is based on the reversal of time, which creates a completely new type of reality and effectively forces the reader to reconstruct and question the common concept of reality. Career Move XE  "Career Move"  swaps the social standing and mores of poets and screenplay writers, thus exposing the conventionality and mediatedness of social reality.

(5) Stylistic brilliance. Amis's écriture is unmistakably his own. It is exceedingly versatile and uses all the riches and registers of English. Its taste is for the extreme. Dead Babies XE  "Dead Babies"  successfully unites slangy dialogue and mock-learned, mock-sophisticated narration. The reversal of time in Time's Arrow XE  "Time's Arrow"  would become tedious and mechanistic after a couple of pages, were it not for its author's stylistic brilliance. The humour in Career Move XE  "Career Move"  works only because of the accurate observations of poets and screenplay writers and the stylistic coolness and accuracy with which they are expressed.

Amis's books are worthwhile because they are always entertaining and never complaisant. They contain human consciousness in a very condensed form. Their cynicism is not always of the progressive, "kynical" type. Sometimes they lapse into the type of cynicism that clings to ideological beliefs whose falsehood it is aware of. Their cynicism allows them to overcome the discrepancy and contradiction between ethics and aesthetics that has increasingly troubled and marred literature over many decades. The ethic development of mankind has been unable to keep pace with the economic and technological revolutions of the past two centuries. At the same time, artists have failed to create aesthetic forms that are appropriate to the new conditions. Since works of art have become primarily commodities and since the process of reception has been altered beyond recognition by the new technologies, art's very identity has become as problematic as the identity of protagonists in modern literature.

Cynical writing is an appropriate expression of this situation. The reunion of ethics and aesthetics which cynicism allows for is, in the final analysis, a sophisticated attempt to give the world a coherence which it has lost, to invest it with meaning, to make it make sense. Cynicism is subversive and consoling at the same time. Both the subversion and the consolation are suspected of being false. Cynicism makes it possible to continue doing the things of whose falsehood one is aware and at the same time to subvert that falsehood. Perhaps, future historians of literature will describe cynicism as a hibernation strategy of literature.

BIBLIOGRAPHY

1. Primary sources

Amis, Martin. Dead Babies. 1975. London: Penguin, 1984.

Amis, Martin. Einstein's Monsters. 1987. London: Penguin, 1989.

Amis, Martin. Heavy Water and Other Stories. 1998. London: Jonathan Cape, 1998.

Amis, Martin. London Fields. 1989. New York: Vintage, 1991.

Amis, Martin. Money: A Suicide Note. 1984. London: Penguin, 1985.

Amis, Martin. Night Train. 1997. London: Jonathan Cape, 1997.

Amis, Martin. Other People: A Mystery Story. 1981. London: Penguin, 1982.

Amis, Martin. Success. 1978. London: Penguin, 1985.

Amis, Martin. The Information. 1995. London: HarperCollins, 1995.

Amis, Martin. The Rachel Papers. 1973. New York: Vintage, 1992.

Amis, Martin. Time's Arrow, or The Nature of the Offense. 1991. London: Penguin, 1992.

Coetzee, J.M. Waiting for the Barbarians. 1980. New York: Penguin, 1982.

Self, Will. Great Apes. 1997. London: Penguin, 1998.

2. Secondary sources

Amis, Martin. The Moronic Inferno and Other Visits to America. London: Penguin, 1987.

Amis, Martin. Visiting Mrs. Nabokov and Other Excursions. New York: Vintage, 1995.

Bakhtin, Mikhail. Problems of Dostoevsky's Poetics. London: University of Manchester Press, 1985.

Bergson, Henri. Das Lachen. Jena: Eugen Diederichs, 1914.

Bigsby, Christopher. "Martin Amis interviewed by Christopher Bigsby." New Writing. Ed. Malcolm Bradbury and Judy Cooke. London: Minerva, 1992.

Diedrick, James. Understanding Martin Amis. Columbia, SC: University of South Carolina Press, 1995.

Erofeev, Viktor. V labirinte proklyatykh voprosov: Ésse. Moskva: Soyuz fotokhudozhnikov Rossii, 1996.

Foucault, Michel. "What Is an Author?". Essential Works of Foucault. Ed. Paul Rabinow. New York: The New Press 1998. Vol. 2, 205-222.

Freud, Sigmund. Der Witz und seine Beziehung zum Unbewußten. Der Humor. Frankfurt am Main: Fischer, 1992.

Hawking, Stephen. A Brief History of Time. New York: Bantam, 1990.

Martinez, Robert II. "The Satirical Theater of the Female Body: The Role of Women in Martin Amis's The Rachel Papers, Dead Babies, and Money: A Suicide Note." The Martin Amis Web 8 August 1999. http://academic.albion.edu.jdiedrick/martinez1-4.htm.

Miller, Karl. Doubles: Studies in Literary History. London: Oxford University Press, 1985.

Self, Will. Junk Mail. London: Penguin, 1996.

Sloterdijk, Peter. Kritik der zynischen Vernunft. Frankfurt am Main: Suhrkamp, 1983.

Zizek, Slavoj. "How Did Marx Invent the Symptom?". Mapping Ideology. Ed. Slavoj Zizek. Verso: London, 1994. 296-331.

3. Books and articles not available

Caputo, Nicoletta. "L'etica della forma: Strategie di straniamento in Other People: A Mystery Story (1981) e Time's Arrow (1991) di Martin Amis". Confronto Letterario: Quaderni del Dipartimento di Lingue e Letterature Straniere dell' Università di Paviae del Fasano di Puglia BR, May 1995, 73-104.

Dern, John A. "Martin Amis: Fiction, Form and the Postmodern". Diss. Lehigh U, 1998.

Easterbrook, Neil. "'I Know That It Is To Do with Trash and Shit, and That It Is Wrong in Time': Narrative Reversal in Martin Amis's Time's Arrow". Conference of College Teachers of English Studies, Denton, TX, 1995, 52-61.

Joffe, Phil. "Language Damage: Nazis and Naming in Martin Amis's Time's Arrow". Journal of the Names Society of South Africa, October 1995, 1-10.

Joffe, Phil. "Martin Amis' Time's Arrow and Christopher Hope's Serenity House: After Such Transgressions, What Reconciliation? Proceedings of the Conference of the Association of University English Teachers of South Africa, University of the Western Cape, 30 June- 5 July 1996." AUETSA 96, I-II: Southern African Studies. Bellville, South Africa: University of Western Cape Press, 1996. 200-212.

Menke, Richard. "Narrative Reversals and the Thermodynamics of History in Martin Amis's Time's Arrow". Modern Fiction Studies (1998 Winter; 44:4): 959-980.

Moyle, David. "Beyond the Black Hole: The Emergence of Science Fiction Themes in the Recent Work of Martin Amis". Extrapolation: A Journal of Science Fiction and Fantasy, 1995 Winter, 304-315.

Padhi, Shanti. "Bed and Bedlam: The Hard-Core Extravaganzas of Martin Amis." Literary Half-Yearly 23 (January 1982): 36-42.

Powell, Neil. "What Life Is: The Novels of Martin Amis." PN Review, June 1981, 42-45.

Slater, Maya. "Problems When Time Moves Backwards: Martin Amis's Time's Arrow". The Journal of the English Association, 1993 Summer, 141-152.

Snyder, Cara-Lynn. "Morality in Six Novels of Martin Amis". Diss. U of North Texas, 1996.

INDEX



addiction  59

Adorno, Theodore  24, 99

Alec Llewellyn (TI)  47

Alistair (CM)  29, 81, 82, 83, 96, 97, 101, 102, 110

Allison, Mose  64

Amis, Kingsley  112

Amy Hide (OP)  45, 113

Andromeda  52

Andy Adorno (DB)  24, 33, 40, 44, 72, 73, 85, 86, 87,88, 99, 107

Anita (CM)  97

Aramintha Leitch (DB)  85

Armia Kraiowa  51

astronomy  5, 62, 63

Auschwitz  58

Austen, Jane  121

author  15, 46, 56

Bakhtin, Mikhail  6, 38, 99, 116

Barry Self (Money)  47

Bax Denziger (NT)  63

Beatles  64

Bellamy (Mister Bellamy) (RP)  34

Bellow, Saul  7

Bergson, Henri  108

Bigsby, Christopher  37, 112

Blake, William  35

Boethius  99

bombs and babies  49, 54, 59, 80

Briana (EM)  52

Britain  5

Britain and the USA
dichotomy of  4, 46, 86

Brown, James  64

Bujak (EM)  50

Burroughs, William S.  121

Byron, George Gordon Lord  12

Camus, Albert  44

Career Move  2, 20, 27, 28, 29, 98, 105, 121, 122, 123

Cassavetes, John  65

Celia Evanston (DB)  85, 87, 89, 90

Cervantes Saavedra, Miguel de  49

Charles Highway (RP)  32, 33, 34, 35, 37, 38, 64

child abuse and nuclear weapons  51

Cleve (HW&OS)  67

Coco (RP)  34

Coetzee, J.M.  25

Colonel Tom (NT)  63, 64

Columbo  65, 66

comic writing  1

competition  4

counterpointing inversion  27

Critique of Cynical Reason (Kritik der zynischen Vernunft)  9

Cynics  7

Dan (EM)  51

Dead Babies  19, 24, 33, 34, 44, 78, 81, 101, 105, 111, 121, 122, 123

Demeter (TI)  102

Deniss (NT)  64

Denton's Death  69

Diana Parry (DB)  34, 87, 90

Diderot, Denis  38, 87

Diedrick, James  7, 14, 24, 25, 38, 44, 54, 99, 113, 116

Diogenes (of Sinope)  121

Dostoyevsky, F.M.  7, 115, 116

doubling  7

drugs  3

Einstein, Albert  50

Einstein's Monsters  5, 6, 54, 66, 113

topicality of  50

Enlightenment  24

Enola Gay (LF)  54

Eroveev, Viktor  115

ethics  12

false consciousness  81, 102, 118

Fame, Georgie  64

family and nuclear holocaust  50

feminism  25

Fielding Goodney (Money)  47, 48

first principles  13, 29

Foucault, Michel  16, 18

Freud, Sigmund  17, 26, 41, 58, 71, 90, 93, 94, 104, 105, 109, 110, 111, 115

friendship  61

fun  2

Giles Coldstream (DB)  34, 86, 90, 105

Gina Tull (TI)  60, 97

Gothic horror novel  17

Great Apes (novel by Will Self)  27

Gregory Riding (Success)  40, 41, 42

Guy Clinch (LF)  5, 54, 55

Gwyn Barry (TI)  40, 59, 60, 61, 62, 96, 102, 118

Hamilton de Souza (TA)  91, 94

Happy Farraday (EM)  52

Hartheim  58

Hawking, Stephen  57, 63

Hazel (CM)  97

"Heavy Water"  67, 68

Heavy Water and Other Stories  4

Heisenberg, Werner  50, 71

Heller, Joseph  121

Henna Mickiewicz  97

heterophobia  67

Holocaust  5, 20, 24, 31, 58, 80, 93, 95, 101, 108, 110, 122

personal h. of Bujak  51

Homer  12

homophobia  67

Hope Clinch (LF)  54

Houellebecq, Michel  38

Hugh Sixsmith (CM)  81, 83, 97, 101

humour  20

inversion  1, 66, 67, 96

as a cynical device  29

Jan (Success)  42

Jenifer Welles (character in Columbo)  65, 66

Jennifer Rockwell (NT)  6, 62, 63, 64, 66

Jenny (RP)  33

John Self (Money)  6, 26, 33, 46, 47, 48, 52, 67, 68, 80, 94, 116

John Young (TA)  78, 91, 93, 95

Johnny (s. also "Quentin Villiers") (DB)  85, 86, 88, 89, 99

Jong, Erica  25

Joyce, James  16

Jung, Carl Gustav  45

Kafka, Franz  69

Kath Talent (LF)  54

Keith Talent (LF)  33, 54, 55

Keith Whitehead (DB)  105, 106

Kim Talent (LF)  3, 54, 55

kynicism  10

Lacan, Jacques  11

laughter  2

"Let Me Count the Times"  69

Little Boy (LF)  54

London Fields  3, 5, 6, 21, 33, 34, 44, 45, 80, 96

long novels  45

love
death of  53

lower-class rogue  33

Lucian  99

Lucy Littlejohn (DB)  85, 87, 88, 90

Luke (CM)  29, 81, 83, 84, 96, 97, 101, 102, 111

MAD  49

Mal (HW&OS)  69

Mark Asprey (LF)  54, 55, 80, 96

Marmaduke (LF)  54

Martian School of Poetry  44

Martina Twain (Money)  6, 45, 46

Marvell (DB)  37, 86, 89, 90, 107

Marx, Karl  11, 17

Mary Lamb (s. also "Amy Hide") (OP)  43, 45, 113

matriarchy  52

meaninglessness of life  2, 65, 66, 108

men  6

Menippean satire  38, 99, 121

Menippus  38

Mike Hoolihan (NT)  6, 62, 63, 64

Miller, Karl  7

Money  4, 5, 6, 21, 26, 33, 45, 51, 56, 116

music  64, 66

Nabokov, Vladimir  7, 114, 115, 116

nature  5, 34, 85

Nazi Germany  58, 95, 101

Ned (EM)  51

Nicola Six (LF)  3, 5, 6, 34, 54, 55

Nietzsche, Friedrich  12

Night Train  5, 6, 25, 45

Norman (RP)  33

nos  25

nuclear holocaust  5, 50, 55

nuclear warfare  54

Odilo Unverdorben (TA)  34, 80, 91, 94, 95, 110

Orwell, George  46

Other People  25, 46, 51, 69, 113

paragraph  3

paralleling inversion  27

patriarchy  52

Perseus  52

Peterson, Oscar  64

Pharsin Courier (HW&OS)  69

Philboyd B. Marshall, Jr (DB)  74, 90

Plato  13

pointfulness (as opposed to verisimilitude)  98

polyphonic  7

post-humanism  25

post-modernism  23, 46

Quentin Villiers (DB)  25, 38, 40, 85, 86, 87, 88, 107

Rachel Noyes (RP)  32, 33, 35, 64

Radcliffe, Ann  17

Raine, Craig  44, 121

Reid, Christopher  44

reversal
of health and illness, youth and old age  52

Richard Tull (TI)  13, 14, 26, 40, 48, 59, 60, 61, 62, 96, 97, 102

rivalry  59

Rodney Peele, Sir (HW&OS)  42, 69

Rory Plantagenet (TI)  60

Rosa (TA)  94

Roth, Philip  7

Rowlands, Gena  66

Roxeanne (DB)  37, 86, 90, 107

Samson Young (LF)  53, 54, 55

Sartre, Jean-Paul  43

Saturn 3 (filmscript by Martin Amis)  29

Schell, Jonathan  49

SDI  49

Self, Will  25, 26

Selina Street (Money)  46, 47, 48

short story
as opposed to novel  20

single-category inversion  28

Sixsmith, Hugh (CM)  83, 96, 110

skaz  6, 116, 121

Skip (DB)  37, 74, 86, 89, 90, 107

sky  5

Spencer, Herbert  110

State of England  68

Steve Cousins (TI)  33

Straight Fiction  2

style  2

reductive s. of Night Train  62

Success  4, 6, 51, 77, 78, 90

suicide  5, 42, 55, 62, 64, 66, 108

gratuitous  63

swapping inversion  28

Swift, Jonathan  121

Terence Service (Success)  40, 41, 42, 78, 90

Thackeray, William Makepeace  106

"The Coincidence of the Arts"  69

The Information  1, 5, 13, 20, 21, 26, 33, 40, 45, 48, 96, 97, 100, 102, 115, 118

"The Janitor on Mars"  69

The Mandarin (Celia's cat) (DB)  91

The Rachel Papers  37, 64

time
as a notion in physics  57

Time's Arrow  1, 5, 6, 20, 27, 28, 34, 52, 81, 89, 98, 100, 101, 105, 111, 121, 122, 123

Tobe (NT)  64

Tod T. Friendly (TA)  91, 94

Trader Faulkner (NT)  63

Tuckles (DB)  108

Updike, John  7

upper-class loser  42, 47, 54, 69

Ursula (Success)  41, 42

Vernon (HW&OS)  69

Vonnegut, Kurt  57, 121

"What Happened To Me On My Holiday"  70

Wilder, Thornton  115



Adorno, Theodore 22; 94; 117-118

Alec Llewellyn (TI) 44

Alistair (CM) 28; 77-79; 91-92; 96; 105

Allison, Mose 60

America 95; 111; 112; 116; 118; 120

Améry, Jean 117

Amis, Martin

as a metafictional element 6

life of 1

nonfictional voice of 14

Amis, Kingsley 129; 131

Amy Hide (OP) (s. also "Mary Lamb") 42; 131

Andromeda 49

Andy Adorno (DB) 22; 32; 37; 41; 68-69; 80-82; 94; 102; 115; 

122-124; 125

Anita (CM) 92

anti-Africanism 120

anti-Semitism 115-116; 120

Aramintha Leitch (DB) 80

Armia Kraiowa 47; 111

astronomy 5; 59-60

Auschwitz 55; 110; 116-117

Austen, Jane 138

author 15; 43; 53; 121



Bakhtin, Mikhail 6; 36; 94; 134

Barry Self (Money) 44

Bax Denziger (NT) 59

Beatles 60

Bellamy (Mr Bellamy) (RP) 33

Bellow, Saul 7

Bergson, Henri 103

Bigsby, Christopher 35; 129


bisexuality 26

Blacks 112-113

Blake, William 34

Boethius 94

bombs and babies 46; 48; 50; 55; 75

Briana (EM) 49

Britain and the USA

dichotomy of 4; 43; 81

Brown, James 60

Bujak (EM) 47

"Bujak and the Strong Force or God's Dice" 47; 112

Burroughs, William S. 138

Byron, George Gordon Lord 12



Camus, Albert 41

Career Move 1; 20; 22-28; 63; 77-80; 91-93; 96-98: 100; 


105-106; 119-121; 138-140

Cassandra 121

Cassavetes, John 62-63

Cassie (HW&OS) 120

Celia Evanston (DB) 80; 82-83; 85; 122

Cervantes Saavedra, Miguel de 45

Charles Highway (RP) 31-36; 60; 115

child abuse and nuclear weapons (s. also "bombs and 
babies") 48

Cleve (HW&OS) 63

Coco (RP) 33

Coetzee, J.M. 24; 108

Colonel Tom (NT) 59; 61

Columbo (TV series) 61-62

competition 4; 8; 65; 107

counterpointing inversion 26

Critique of Cynical Reason (Kritik der zynischen Vernunft) 8



Dan (EM) 48

Dead Babies 19; 22-23; 32-33; 35-37; 41; 68-74; 77; 80-86; 

93-96; 100-103; 106; 112; 115-116; 122-126; 


138-140

Demeter (TI) 97

Deniss (NT) 61

"Denton's Death" 66

Diana Parry (DB) 33; 82; 85; 122-124

Diderot, Denis 36; 82

Diedrick, James 6; 14; 22-24; 36; 41; 51; 94; 131; 133

Diogenes (of Sinope) 122; 138

doctors, doctoring 55; 90; 95; 104

Doris Arthur (Money)121

Dostoevsky, Fyodor M. 6; 133-134

doubling 6


dreams 34; 55; 73; 75-76; 81; 87; 127-128

East Asia 17; 112

Einstein, Albert 47

Einstein's Monsters 5; 46-50; 63; 112; 130-131

topicality of 47

Enola Gay (LF) 50

Eroveev, Viktor 132


Etude in Black (episode of Columbo) 61-62

Europe, Europeans 9; 17; 19; 21; 25-26; 44; 107; 117; 120; 


137



false consciousness 9; 12; 14; 48; 52; 62; 64; 77; 79; 92; 94; 

96; 99; 108-109; 113; 122; 135-136

Fame, Georgie 60

family and nuclear holocaust 47

Felix (Money) 113

feminism 24; 109; 125; 137; 139

Fenton Akimbo (Money)112

Fielding Goodney (Money) 44-45; 114

first principles 13; 26; 28; 140

Flaubert, Gustave 111

Foucault, Michel 15; 18

Freud, Sigmund 16; 25; 38; 55; 67; 85; 88-89; 99-100; 104-

105; 133

friendship 37; 56-58; 82-83; 113

Froehner, ? 111

fun (s. also "humour", "jokes") 2; 8; 14; 28; 98-105; 115; 

122-124; 138-140



Germans (s. also "Nazi Germany")116-118; 120

Giles Coldstream (DB) 33; 81; 85; 100

Gina Tull (TI) 57; 92

Gothic horror novel 17

Great Apes (novel by Will Self)26

Gregory Riding (Success) 37-39

Guy Clinch (LF) 5; 50-52

Gwyn Barry (TI) 37; 56-58; 91; 97; 135



Hamilton de Souza (s. also "narrator of Time's Arrow") (TA) 

86;89

Happy Farraday (EM) 49

Hartheim 55

Hawking, Stephen 53; 60

Hazel (CM) 92

"Heavy Water" 64; 65

Heavy Water and Other Stories 4; 63-66; 114

Heisenberg, Werner 47; 67

Heller, Joseph 138

Henna Mickiewicz (CM) 92

Herta (TA) 116; 129

heterophobia 63


heterosexuality 1; 34; 66

Hilberg, Raul 128

Holocaust 5; 19; 23; 30; 55; 76; 88; 90; 95; 103-105; 111; 


117-118; 126; 128; 139-140

personal h. of Bujak 47

Homer 12

homophobia 63; 113


homosexuality 1; 34; 38; 66

Hope Clinch (LF) 50

Horkheimer, Max 118

Houellebecq, Michel 36

Hugh Sixsmith (CM) 77-79; 91; 96; 105


humanism 29-30

humour (s. also "fun", "jokes") 8; 20; 26; 41; 91; 98-105; 


112; 138-140



innocence 34; 129-134

"Insight at Flame Lake" 48

inversion 1; 25-29; 63-64; 91

as a cynical device 28

Irene (TA) 126



Jake Endo (CM) 119-120

Jan (Success) 39

Japanese 111; 118-120

Jenifer Welles (character in Columbo) 62

Jennifer Rockwell (NT) 6; 59-62

Jenny (RP) 32

Jews 5-6; 26; 48; 50; 81; 84; 88; 90; 104; 111-112; 116-118; 

126; 129; 139

Joan (CM) 120

John (HW&OS) 64-65

John Self (Money) 6; 25; 32; 42-45; 49; 64-65; 76; 89; 113; 

122; 133

John Young (s. also "narrator of Time's Arrow") (TA) 74; 86; 

88; 90

Johnny (s. also "Quentin Villiers") (DB) 80-81; 83-84; 93; 


116


jokes (s. also "fun", "humour") 3; 41; 58; 79; 87; 98-105; 


125; 134

Jones, Ernest 17

Jong, Erica 24

Joyce, James 15

Jung, Carl Gustav 42



Kafka, Franz 66

Kath Talent (LF) 51

Keith Talent (LF) 32; 51-52

Keith Whitehead (DB) 85; 100-102; 115; 123-125

Kim Talent (LF) 3; 51

Klein, Melanie 17



Lacan, Jacques 10

Larkin, Philip 108

"Let Me Count the Times" 66

Levi, Primo 117

Lifton, Robert Jay 117


literature in society 21-22

Little Boy (LF) 50

London Fields 3-6; 20; 32-33; 41-42; 50-53; 76; 91; 112

long novels 42

love 31; 33; 50-51; 82; 116-117; 126-127

death of 50

lower-class rogue 32

Lucian 94

Lucy Littlejohn (DB) 80; 82-83; 85; 115; 122; 124; 125

Luke (CM) 28; 77; 79; 91-92; 96-97; 106; 119-120



MAD 46

Mal (HW&OS) 65; 115

Mark Asprey (LF) 51-52; 76; 91

Marmaduke (LF) 51

Martian School of Poetry 41

Martina Twain (Money) 5; 42-43; 122

Martinez, Robert 124-125

Marvell Buzhardt (DB) 35; 81; 83; 85; 102; 112; 115

Marx, Karl 10; 16

Mary Lamb (OP) (s. also "Amy Hide") 40; 42; 131

matriarchy 49

meaninglessness of life 2; 61; 63; 103

menippea 36; 94; 138

Menippus 36

Mike Hoolihan (NT) 6; 59; 61; 121

Mikio (TA) 118

Miller, Karl 6

misogyny 113; 121-128

Money 3; 5-6; 20; 25; 32; 42-46; 48; 53; 111-113; 119; 121-

122; 133

Mother (of John, in "Heavy Water") (HW&OS) 64

music 60; 62



Nabokov, Vladimir 7; 110; 131-133


narrative strategies, narrators 1; 3-6; 14; 19-32; 37; 41-43; 

45; 48-52; 54-60; 65-66; 73-77; 79-80; 83-91; 


93-97; 103-104; 109; 111-112; 115-119; 121; 


125-129; 133-134; 138-140

narrator of Time's Arrow (s. "Hamilton de Souza"; "John 
Young"; "Odilo Unverdorben"; "Tod T. Friendly"; "Time's 
Arrow")

nature 5; 33; 80

Nazi Germany (s. also "Germans") 55; 90; 96; 118

Ned (EM) 48

Nicola Six (LF) 3; 5-6; 33; 50-52

Nietzsche, Friedrich 12

Night Train 5-6; 24; 42; 59-63; 110; 121

Nippophobia 120


non-heterosexuals 119

Norman (RP) 32

nos 24; 112; 115; 118-119; 121; 128

nuclear holocaust 5; 47; 51

nuclear warfare 50



Odilo Unverdorben (s. also "narrator of Time's Arrow") (TA) 

33; 76; 86; 8-90; 104; 111; 117; 127-129

Orwell, George 43

Other People 24; 40-42; 48; 66; 121; 131



paragraph 3; 68-80

paralleling inversion 26

Paratosh (HW&OS) 115

patriarchy 49

Perseus 49

Peterson, Oscar 60

Pharsin Courier (HW&OS) 66; 115; 120

Philboyd B. Marshall, Jr 70; 85

Plato 12

pointfulness (as opposed to verisimilitude) 93

political correctness 108; 114

post-humanism 24

post-modernism 22; 43



Quentin Villiers (s. also "Johnny") (DB) 24; 36-37; 81-83; 


102; 116; 122-123



Rachel Noyes (RP) 31; 32; 34; 60; 111

Radcliffe, Ann 17

Raine, Craig 41; 132; 138

Reid, Christopher 41

Reverend (TA) 90

reversal

of health and illness, youth and old age 49

Richard Tull (TI) 13; 25; 37; 45; 56-58; 91-92; 97

rivalry 4; 6; 37-39; 56

Rodney Peele, Sir (HW&OS) 39; 66; 115

Rory Plantagenet (TI) 57

Rosa (TA) 89

Roth, Philip 7

Rowlands, Gena 63

Roxeanne Smith (DB) 35; 81; 85; 102; 122; 124



Samson Young (LF) 50-51

Sartre, Jean-Paul 40

Saturn 3 (filmscript by Martin Amis) 28

Schell, Jonathan 46

SDI 46

Self, Will 24-25; 107; 110; 131

Selina Street (Money) 43-45


sex, sexuality 3-4; 17; 29; 32-35; 38-39; 57; 68; 79; 105; 


127-128; 142-143

sex (male/female) 115

Shakespeare, William 18

Shoah (s. "Holocaust")

short stories

as opposed to novels 20

single-category inversion 27

skaz 6; 133; 138

Skip Marshall (DB) 35; 70; 81; 84-85; 102

sky 5; 27; 48; 60

Sloterdijk, Peter 8-11; 14; 113

Spencer, Herbert 105

"State of England" 4; 65; 114

Steve Cousins (TI) 32

"Straight Fiction" 1; 63

style 2; 6; 25; 34; 37; 43; 59; 65-66; 68-80; 82-85; 93; 101; 

131-132; 134; 138; 140

reductive s. of Night Train 59

Success 4; 6; 37-40; 48; 73; 85

suicide 5; 39; 52; 59-62; 103

gratuitous s. 59

Suki (RP) 33

Suki (CM) 92; 119

swapping inversion 27

Swift, Jonathan 138



Tasman, Abel Janszoon 25


teeth 3; 34

Terence Service (Success) 37-39; 73; 85

Thackeray, William Makepeace 101

"The Coincidence of the Arts" 66; 115; 120

"The Immortals" 49

The Information 1; 5; 13; 20; 25; 32; 37; 42; 45; 56-59; 91-


92; 95; 97; 133; 135

"The Janitor on Mars" 65

"The Little Puppy That Could" 5; 49

The Mandarin (Celia's cat) (DB) 85

The Rachel Papers 31-35; 60; 111; 115

"The Time Disease" 48

Time's Arrow 1; 5-6; 19; 25-31; 33; 49; 53-56; 74-77; 84; 86-

91; 93; 95-96; 100; 103-106; 110-112; 116-119; 

126-129; 138-140

Tobe (NT) 61

Tod T. Friendly (s. also "narrator of Time's Arrow") (TA) 86; 

89: 126-127


Tom (s. "Colonel Tom")

Trader Faulkner (NT) 59

Tuckles (Mr and Mrs) (DB) 102



United States 4; 90

Updike, John 7

upper-class loser 39; 44; 50; 66; 115

Ursula (Success) 38-39



verisimilitude 43; 93

Vernon (HW&OS) 66

Victoria (CM) 120

Voltaire 94

Vonnegut, Kurt 53; 138


Waiting for the Barbarians (novel by J.M. Coetzee) 29-30

"What Happened To Me On My Holiday" 66

Wilder, Thornton 133

Wittgenstein, Ludwig 67

women 5; 24; 33; 39; 42; 63; 92; 112; 121



xenophobia 36; 69-70; 109-121



Zizek, Slavoj 10-11
