P T2 T 5E2(H)
u] ] 2| =3} Barthelme
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Fo wlF 24AE FEdhRe] Bolv AAA AY 24 2 Y=}

E ol
W3 27 Age] 235 AR 0@ Boisk oAl e o Aelehe =7 ukA Sl A Eoh

=& 7 @ [l T S Qe AR F2 2E9 Rzad A
Aol Aok Aolwh o L& HAo dehAd zE 4A0TE Ay
t2E Aok (94 mE ART4E R9E A2 059 ¥ze Ad2g 23
A & FHeal Aolth) A B3 FAQl wlyweEvold G4l A AL
<% & A }% Barthelme, Kosinski, Sontag, Didion, Wurlitzer 5 8¢ ] F 27153
Camusi} Beckett 5 AF# #A7}Eo] @3 ‘FEY oz ‘G oz WAY' 9 AAYFE
o2 44T + Aok, Agel fel HWFelw, EFY A AWE F AUHE
John Barthi} Thomas Pynchon & #7125 3 &&= Loz ‘937 (fabulators)o]
AR 42 E AT 2 o9 sl ok,
FE AL FAY 2Y mE 4% 5 52 Y5 dANE 246 S 2
Aol Ak ole] A oAl oJrlel= Bl Bﬂ7é°] a2 A gl
Klinkowitze *|@e] 2254 Zeho] 48& f58 ToEend (el HER )
A7hEe] 4A8E FAAes =gtz 2 ZA YA 60dee] & we Bojel Ao
A" &8 ‘A AEE o] ZA gt 9SS ‘24 AgES Abd’ (“the Death of
the Death of the Novel”)?o] 23 op§alfA 5t vl Rel 2L uhz o £AABES 2.8
JAE ZHA=Z ek 718 Fiedlers 9] 78 Playboysh 7)ol A “Br& fiko] Al g
2ol FAd A vpdsiAE 32 sdold AFex Ad g cl”(“As certainly as the old
God is dead, so the old novel is dead.”)?=lz A& Ao] A7 Ho] Susan Sontag,
Norman Mailer, Norman Podhoretz %-o] 23] A %A 44 o] s o] 2 u) Zat=
ZEE 999 Aol &9 TUA 24 2L AL 45 FF 4L Mailersh= i
BFE 2¥ FL Sontag: &Ael RolAe YA’ (form)d W& (content) o] Er}EA
°lfte ASadd A g Fou Aotz F432 Y4tk A7 Ao oW AES
Foldhs Aol AU 28 540 U Aol &9 Eqolsel 24 A} g
Al A A 28 G4 AN 3} T EdE AAdEE # o oA AgY
el Ad Aozt 4 A gL Ex0)7] “H-Fv:] Fol w3t A o]} Sontage]
29 AEe) Vg gAEHE ‘sM & o, Forda Ao A0 2
e Adlh dedl W8 e axa s AEFEE A AAE 44

1) Jerome Khnkow1tz, therary Dzsruptzons (Umvers1ty of Illmms Press, 1975), p-1.

2) Leslie Fiedler, “Cross the Border, Close the Gap,” in Playboy, 16 (Dec. 1969), P. 230
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(G G A5 sds2 AR B Aol s ‘o dAE 1
£ olgA 2orstx gl

ol go] ke 47g gzt Ade oa % sl gAFel gol AR FE AN Ade=
e, =@ i, d€3Ee A deie olAdg A48 HE 244 o] JeFEd WE
olgt Aol vt FAE ALAJ 2 gt

...What the overemphasis on the idea of content entails is the perennial, never consummated

project of interpretation. And, conversely, it is the habit of approaching works of art in order

to interpret them that sustains the fancy that there really is such a thing as the content of a

work of art.®

“Ugol dd A= F27t szt exbs gl &F 2AT A9 3A= A

24 2T R 0oldz FARE e A BTN FLE AL 2 W8] o]
% mgH F anl ol o] W TE ¢ Aok@thz Bk “Milton
o] Paradise Lost7t $-#o)7] F& wEze 2 Sol w7l gist el A% A Aol
iz 2 AEA TRl e AT FHY A4, 29, 2YY ALl e 2
dE wgch Wed WeE e B4 e Ao AR 9 4949 G
7 3ol Sontagk F4Y AE AT ol T2 o¥A 2otelxn am.

cezE gt g EF AL FtEAY £4de olF AR & e LorE: L Y ddd 33
gozx d¢ AL = gz BE AL

...But the novel as a form of art has nothing to lose, and everything to gain, by joining the

revolution that has already swept over most of the other arts.®

oA =gk uhet 2 FA 3 YL Aold X AEv A T2ERY A4
2Av S e nEHq £84¢ AVE 7124 Aol ¥ wE f9 Ad&Ee] =
B9 Fx . 274 Natalie Sarrauteifiol A Vshe& A71E = oled F4o] T2 -

2RI F4H SHI9EE A B
i ’ 2w . zuke] o] Erelxm @@ 4 9l Robbe-Grilletd] 24 &4 7 EE9 FAo A
P o =159 4gAsee F43% ‘34_74 Fz Qee B FAuk 53 2 F A% “On Several
Obsolete Notions”#h= A 3+9] ZdlA 2+ ‘A7, AR =& 4347, A4
qA' S5 B3 AFA Aol olF] HEFHYLE AP A 5FI FAFH W

olgt ol A FFol d=talE AUk WA (B FAAAdE AHI FA%Z )
th, 2: FEHAA L AEAA(2E o] AL academic literaturests F-F)olvt W9 A3

n{n

Z9l BAAEe £l Bojtrt FFo2 Wm Y& Fot FIHEFL deFFoE
2Ed a3 &3 2 o) de AL Fededd J%n AEF Fol FAL.
FA9 AS TFF 28 g2 24¢ AEN A9 duldez AFAARE Aoz, &4

3) Susan Sontag, Against Interpretation and Other Essays (New York: 1978), p.5.

4) Idid., p.12. “If excessive stress on content provokes the arrogance of interpretation, more
extended and more thorough description of form would be silence.”™

5) Ihid., p.22.

6) Ibid., p.111.
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olg & FE AAE Y od X, A FHolAY FAAA ‘fE, w9 B, =x
A% A= AN E e FhoE Aog s Aotk zev olgEe 2, dgo] Wug ¥4
ol Haw 2 XA} “A37ef ok Frt. o] FL dlgo] HEM ook I 2 gEEP o= TR
G rhe "ol

In both cases, the point is to reduce the novel to a significition external to it, to make the
novel a means of achieving some value which transcends it, sonie spiritual or terrestrial “beyond,”
future Happiness or eternal Truth. Whereas if art is something, it is everything, which means
that it must be self-sufficient, and that there is nothing beyond.?

Hebd o)l BRe A2 2N B ML ANAEE Yol bR e 2k of
A B

wehal, oz g AR fdeFolAe olvn tAYL AR 4 ?-i‘;}-"“;ﬂ”‘ali}“’]
&% dede] Frte] FoE TA R¥Th 29 FIE FA)HE AL 233 ARNHA e
A& dEYEY Aol

In this new realism; it is therefore no longer verisimilitude that is at issue. The little detiil

which “rings true” no longer holds the attention of the novelist...; what strikes him...is more
likely, on the contrary; the little detail that rings false.®

G’ 3 Wg o -74'3} olgl Ao HFrk HZo] AAZ o) &3 AL Aol
W Adoz 42 AL TE ohyeh. 743 Joyee, Proust, Kafka 5o 474 meyae
T EEolx v A% &27bd Dantevt Brunovt Vicoo Al 74x] = @ 9-& 5| Sol 2
4 91-8& =3 Samuel Beckett:= 53] Joyceo| Finnegaw's Wakeo| i3 A o)A =AY
St (Beckett A9 w@ AEFEo] Fzeld F3e AYoln Afolg: Addx &
H& & Y8l oF &)

of ZFelAE Ao Y&olR =T N4 FAo|g, 52}‘:" o] AFo] goi 201X ggtet
2 R o] FFL AH ‘2’ AEe] otk oA °h‘]£§— 29l FF-o] obrh—-oh]
837 At 2 Aol ehviztm FHo] ¢ Aol o] FEFL For FAE Hxm AR £
= Fopste FFolth. 2o AEFL A #F ’i}fﬂ ozt vlz 2 A7k Aol

)

Here fofm #s conterit, content is form. You complaid that this stuff is not written in English.
It is not written at all. It is not to be read—or rather it is fot only fo be read. It is to be

looked at and listened to. His writing is not about something; it is that something itself.9

William Harmono] w] 3¢l fRool 28 ‘K/NR S HAZ &3 oA 2047 Al
719 A% P29 Gerttude Stein #3E7t 7b4 ARG 2047] 24 Prousts}
Joyce, 28] 3 sz AAle] FFole ol ‘FAH UE HI Al ‘A So] g
€+ Folzaz T AE5E AR e 2L AHe 2Ye W 29 oxE: o

7) Alain Robbe-Grillet, For a New Novel (New York: Grove Press, 1965) trans. by Richard
Howard, p.43.

8) Ibid., p.163. )

9)- Samuel Beckett, “Dante...Bruro, Vico...Joyce” as quoted in Vivian Mercier, The New Novel
(New York: 1971), p.40. '
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A g zAe) SAFIA gl AFHIE Aol

olei 2ot At EALE A ol&E AAE 5 AL 4F5e d9FE—oA
tﬂ Nabokov, Salinger, Barth, Pynchon, Donleavy, Barthelme, Mailer 5—9] F&-& xv guis}

| 23 9T 9 AL Adelt FAolx gu A6l A AdE FEALDE AL
‘ﬁi Aoe Aol Rodor ¥ Aelwt, ZF ‘efF’He L7 dutstEisE 232 A 4
el 71E9 deie, A3, Feg 2 o3 59 §34& wdez ARG Aol )

B

‘

o

...Now, one may object to these particular terms and judgments, but one ought to see that in
a significant number of recent fictions—by Nabokov, Salinger, Barth, Pynchon, Donleavy,
Barthelme, Mailer—there is patently some sort of “fiction” but not very much to satisfy an
old-fashioned ordinary concept of “story.” And what there may be in the way of a “story” is
almost certain to be an ironic parody of some pre-existing contour of romance, travel, detection,

or revenge.®

kel Ade Sz 64 (pop art)] zoleh. 60
Sz dg7e Fdee Toe SHFY o e g2
Sol 24, Hirrerol Zo| o 3EE A%E g o¥E 259 HEEHE 3
oz se8e sw —5—31 AZAHA TV, 95, F2E 55 AAE 242 4
F3E A e x&%n}. of g7t Aol wEdA 207 ARSAATE FHolA
PHE s A E 2 $5L ERE TR % Awel AEHE Ao A
dgole We ol Yol gelok dxm, WA A4 o] Raw dgo] ‘Sz o
£2 9 5 ¥l 98¢ Sontagk oA 2oty |

MR Ed 42T
A 7Y Aeees 5

Hﬂih‘

CoAAE AdsEE AL 59 ¥4 A3 EPARe] el 333E A4 deledAe
+ Az A gt olFA WEo] glr] HEe dA= ,xl° T @vh TR dlE’ L o sk Awt
A 2 A4 LAY A =3¢, Y FUE oksm U FE “Ae] Rol: Aol AR

el ozl 94 HAe Az gk Ao A= gt

The flight from interpretation seems particularly a feature of modern painting. Abstract
painting is the attempt to have, in the ordinary sense; no.-conient; 'since there is no content,
there can be no interpretation. Pop Art works by the opposite means to the same result; using

" a content so blatant, so “what it is,” it too ends by being uninterpret_able.“’

2047 £9) W%, 22, 22 AR 5 AT 445 T2 e
B4 gl THRMNE F52%5 dvda ‘P2 (camp)h FE5tz 2F d<9 W4, 9
£ adze 24 AHd A% M, & %A G5 A A A AU sl A
Thrtel 23 4EaE Aot

Frederick R. Karle ‘2 of¢’ s8¢ £4Fee] 9] 8¢ ASAYA o3 7
o] At gk

10) William Harmon, “Anti-fiction in American Humor,” in Louis D. Rubin, Jr. ed., Theé Comic

Imagination in AmericanvLiterature (Rutgers University Press: 1973), p.375.
11) Sontag, Against Interpretation, op. cit., p.10.
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w0 e FUe BASE AT Aen 2FAAAY ohd MFUE WG Aol AzE
AEdA 299 WA Faate $Aes 2 y5e BRsgt. 248 AUTIEL oA 54
g A%E Td o F 4 AR H: A dAE AAD Al 3 A¥elzm, hix 4E 2
o @A BBA AT £ 39 hhe 27k AAd dE Ae FART 98 ARATE A
ok, MR E 2474 2L of 998 WY 2 At YFHALEE Ao A48
2 99E AEF SAdA FE Al

Ex
il

Pop art functioned as a way of camping up familiar objects or else by stressing the obvious
until it seemed freshly structured, and minimalism could simulate some of these characterist.esi
In pop art, everything is there, nothing omitted, and part of the effect on the viewer is his
recognition that he is staring at what is there. The trick with minimalist fiction is a variation

of this, tipping off the reader that the artist is conscious of what is being omitted.!?

oot AAZYE APE d4Eae ST Aot ARelE Edel 9
SJA7A A e TS BEe] o] % AATAY, BAEFo] To] G =ref ¥
3 %oz 429E £FF U, BAEY e s e ANFeA PeiHoz
Ade Adee 5 2% uRe]Ee) s gelshx Frederick R. Karlg AAgeh 9 &
E olEd M e A IS, 59 £} AFAE YT A9 LA

¥ 38w
AU E e 49 LARARE Ao AA% B ol 2HAYn BhGAL =
@ olge $hd ws 2YdE $AqA A UA TR,

718 wl% Fokm waAE, 20476 EAHARE AL FARANA E ZA0]
AstA Ak s AL A QA BASE o] ulgo] E}"d o] Al7lell F43 *Ed}
7 A AR we] A REAS W Fo A4t T2E Q45 o % 9
o} 4] ‘Al &’ (representation) 9] g &o] A& FAHAH L wbdo] A& A2 (perception)
e el $A49A A e A Picassos} Duchampg AX & Fgtel rbsh 2H44
Aolol = Aze A AAHG 2 Amebl FAL ZAG 19417 olde AAFY
A o AS A4AE ot ol wrlubskd muke] AR 4 ol FA| 7} = et
‘B9 el A dAE A2 G AL oA d&rt EA @A =¥ g3t
FE AL B AFAG ot Aoled A=y BACE AYd Hdoldh &34 2 EF
g ‘F= & A5 o] BAE AFYsr E3] Robert Rauschenberge] White Paintings
1} Erased deKoonings} 72 1% 3} Robert Morris$} 7+& =771 7 88d 2854 =
oA wut o go] kA= , | ,

29l QoA A7\ze] Schoenbergst So7e] W& oz ¥E FAAA ARt $3}
+3 EHIE Aol dAG FEE AV AFEE F AERE % 5 Eﬂiﬂ‘# John
Cagesl ol & vl & HAAA &3 o4 & Aol AHL &7 AFsA FozH &
ol As) w2l o) FYAT Heleh A SAAS ARAAE $90l PAAT A€
Hlbel g A& sh= Zol ozl sHFHUS ] g FF AL Btz #5A
e ASIEL ol @ A9l A G4 SR ASAATAE Paul Bruss o}

o A, r]o_n

12) Frederick R. Karl, Amerzcan Fictions 1940~1980 (Harper & Row: 1983), p.384.
13) Ibid., p.407. ’
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5 o] okstz Yok
oiAE AEA F£ w2 Azde W99 FFF A 294 FHaI(vyLIHE ey
9. H239 2AE A% A 974 ¥E FEE FLY £947 A9 Az AL A
9 Axx gE Aol ohigort o wvat gas FRY EHozAE 44 FF 4TS HJRLE
ZF84e] oEolw,
What all this new emphasis upon the audience's response comes down to is the increasing

minimalization of music. While there have been attempts to make a minimum of materials the

basis for a musical texture of almost unbelievable richness, it is the audence’s new importance

that characterizes the main stream of this minimal music.'¥

19521 6] o] & of 2] Rokg] of<%s+E, John Cage, Robert Rauschenberg, David Tudor,
Merce Cunningham 5-¢] 3 Z3ted 49 F¥d <A FEF S Black Mountain o 3}
A ARG Aol A Hz9 “alzdvolgt o] F o FEU] ARG AL WFE {93

ol A & v F o A2 A3t mivTe Fol g, ‘Hu’, WA’
5¢ Fwete dd A, G mE B ] AFTE Eg, oA ‘dx 4
k9] #A 2 S, vlg § g de FoklAY od Y FE ok 434 oE %
2 ot Tty vy e EF 2L o dE ok MY AT wAvA R FH4d 9
¥ FAZ HAY AH(E AFAS Py Eol o FA4E =gFH oz P velrid

27 & Samuel Beckett7} 298] 3o A 4G upot e HAF'Y Aolth, 2y o]H
‘FEo AR L deAoz gAFHokA AT AFL AL e EAofA A
FIAE B2k g guls gvh. 2L wA oJfe] @ iz FAY FAE
a3 e dE ¢ ot AT HAE ES A A Aol AFHA gv AR

o]
7]

l‘l

9 sz el Ax ded +¥o] £49E AL vz o WElw,

= - Fo] FUe Fxre] Ade] FIAPAAE A2 FIHEY FFL T

3 50 2dani st J2F oL R ¢ G844 & 4 9o Tony Tanners}

Sontagi} Sylvia Plath, William Gass 59 £4-& o &3le] HAlsts 22 ‘YAz 3

%' 271" (interior spaciousness)o] &l ZH L B3 Ax 7o {3 AY Ho|gh ¥
2% 983 2e e g9z FHE FHe 2E FESoFE Folth

Donald Barthelme(1931~1989)7} Bl 23 ¢l vjUe]l~EdE do& o] &9 X7 ¢
£ 4 g Fd 29 FEL AAC #L dHLAdEolz, AHadelta AR ol o
F5 = Snow White(1967) % A& AEAQ ovle At Holdte, A=l A= 3
E ookl E Pl e WS B3RS BAEY Fgolstn F2e Ao &% o
A &8 A Barthelmex= “4&+%& A’olgte HAFIFY vjvgeFe] A AT
Astekz ¢ 4 k. Anais Nino] @alE 49 ‘HEpre) =9’ (art of subtraction) = 2
#ho| o}, 10

0
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o

¢
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A

14) See Paul Bruss, Victims (London and Toronto: 1981), p.23. =& <9 v ute]Zd 3
3} 222 Paul Bruss® A oA =L weke} : (Ibid., pp. 15-30).

15) Tony Tanner, City of Words (New York: 1971), p.260.

16) Anais Nin®] £48 &L =219 The Novel of the Future (New York: 1968)°ﬂ F53519 gl
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e e AA2 FEo FANGE A AU Aol B 9 AAY Aol
¥ Eo] 229]t}. Barthelme?] A $% ZAERT Ade £49 AEALE =3 #
23 AT GrldAe AN TA2ERHYEEE] FAIE FFH A4 (autotelic
quality), &9 =& A7) dtd st 2L Gk 53 ol g, FHF 7Y A 2dH
Z9ezAn #99 F Uk sh G4 A8 ¢ wdsd g
sg4Ee] BAAZH B F4L FELERHUS 47150 FEY F4olh Beckett
7 James Joyces) 24 A ‘28] F& Folddsbl BE Tl ok B 2 Aol
o}’ (His writing is not about something, it is that something itself.)etx W3PS = =
aAo] SJEAAY AdrE waElAY A EEAY mudtE Aol ozt Expdes o
E49 AZFAE FAS= AR AEo] ke RoldSE ofn] FAAC 9D HF
Col e BHUE mE Z2ERUYE 24 ws] o Sad & 3449 o 44
A A @8 Aotk 1? =z, Barthelmex Beckette] £-& uwl ulz Fd3
27t AP dEdA o AL “After Joyce”she £l A b3} Fo] A3 gl
FAE JEAAd 23 AFEMES 49 dv AREAN dAAHA] #AE Faulkners] 279
Y Fa ZEs)e] 33 Hemingwaye] 22)e] #AE 7]gole Zlo| oz} utA wig Eolvt Y=
Ag Azlel HElz g Ao FH=2E Aol

ook ¥ e
o &, L2

mf; e

The reader is not listening to an authoritative account of the world delivered by an expert
(Faulkner on Mississippi, Hemingway on the corrida) but bumping into something that is there,
like a rock or a refrigerator.'®

_ Anais Nink A2 248 A2¢ A74s 3A9L 222 @z A, £4L
Aze @Aole, A F7% BAelx, Az shedA &4 del Wz g
(a new meaning)& AUt Aololok F& JAG L] A RE Aol AzE oz
WA glEd $5 Fawe] THAY RS REAnR AR

2 AA FFAFAstelrA TAERTE A4 o]Erlo]y] ¥ William H. Gasst Bar-
thelmer} Nins} 425t A& 4@,

d€7s FAE HehA ol FAoth 2k A7 AAE xAFAY AARE Sevl, 237 4
AA4E BEAA + Q& 2 FAE ey BARE o 244 g3 A2 FoldrbE wEe o

oF @t

The artist’s task is therefore twofold. He must show or exhibit his world, and to do this he

must actually make something, ot merely describe something that might be made.?®

2 dz avEe 49 ¥4e dEds] 98 A E

A &g Brancosi®] z74& £rf. o] A 249 FH =,

17) o] A e 33 =& AZolv 24 2L 24d% AEY A% A4 2 F3¢ 44 dE
T+ dh. 234FEL dEEd FAd A EAE AAld Fisz Jrh oA Y d&3Fel
ABAAN AT AHE BIAE ¥ 2 AAE A E g3 FEF 2 AdE EASEe 4
e & Klinkowitzi 249 BigM:(self-apparency)ol gt -85 glt}. See, Jerome Klinkowitz,
The Self-Apparent Word (Southern Illinois University Press: 1984).

18) Donald Barthelme, “After Joyce,” Locatior,- No.1 (Summer 1964), p.13.

19) Anais Nin, op. cit., pp.23-29.

20) William H. Gass, Fiction and the Figures of Life (New York: 1970).
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o “Paraguay’e dvlel e F7HA gtebatol & RdE XA E A XA o]

U IR 2AY del gl stebstol g A & AL Wz Yt Z]F—*J'C’ﬂ %

= £ AAFAY 2A o F(reference)st= Aol A ok AR %] o4& A

LA & AGAZoln BE 4G YT AL SHZ Yz =

g AF=dEE Aot 2HAARE JuaA] o] FFFAG =3 @

7174 stetstol st AH FAdHE FASIE ofH a3 od

= Borges7} 23l Tlong-dto]l vt =& Vonnegutyl = Zslnlzol Bo] Faloletz mASH

w € 39 921% UAe] 71 Ao] Barthelmeo] Zolahs o4& A wEch
7t ASE ANEAY Foo ol Btz & 4He mAlZ AFEE Silencesh

"1_:..‘ -/-;:Xa ]A‘] ‘1'\:’

A QA (R $FAE F BFos) AAY FFY S¥Ado] AAE B A9
st Aol EAs & ARz Qb 2z2Lde Aol A%t A o] A =
CE AR A EAE A AN AL ol ol F M F el =4, AL A gEsdy B
A, 2dz $4% 2ed A FEEE AAdd 234505 A5 B2E A4 2BdE xaE
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Anechoic chambers placed randomly about the city (on the model of telephone booths) are said
. to have actually saved lives. Wood is becoming rare. They are now paying for yellow pine
> what was formerly paid for rosewood....Carefully calculated mixes: mambas, the black wrasse,

_ the giselle, Electrolytic jelly exhibiting a capture ratio far in excess of standard is used to fix
the animals in place.??

S2 43 gioh. Barthelme 29 SAAZ4E Ada] 494 A9 L 88el A

i |

E o3 55 A ohAx of FAE A48 AHEe Barthelme 2225} o= oIy

Tl Al o] FAel dFz glojM Aol golstte He] wEolt. Barthelme: 3
A3 A2 Rust Hillsshe] QI8 fo] A o-g3t o] 2tz 9o},

AS A Tk AT LA AL ATE LA A4 SABA w5d 4 A 2

Fof Wrhe AL okxaA 3 °ﬂ R =Hlhiof S BEE ARl 2AAA A% w2¢ 2

A zde T2EE dEE 2RAS AN AAHE B Az 2 2 B

RIS AR Ast ol gem Folwh 2o Adele AALAE Aszhe Ao EAw.

CECERFOI $9E eHe £ edA AgRE Sololth = FEE A4S A= g%
A% A4 A ool BF AAL A “FL 59 AR J2sk 44z AY 434
& EAAE Aok sha g1
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M1x1ng bits of this and that from various areas of hfe to make somethmg that did not exist

21) 7}¥ Nino| v} Barthelme7} a3l A}]i'—,?_— o) gt Shklovsky7]— %3} defamiliarization =4
I FARE Ae]th.
22) Donald Barthelme, Sizty Stories (Dutton Paperback: 1982)




113

before is an oddly hopeful endeavor. The sentence “Electrolytic jelly exhibiting a capture ratio
far in excess of standard is used to fix animals in place” made me very happy—perhaps in
excess of its merit. But there is in the world such a thing as electrolytic jelly; the “capture
ratio” comes from the jargon of sound technology; and the animals themselves are a salad of
the real and the invented. The flat, almost “dead” tone paradoxically makes possible an almost-

lyricism.?®

ZE 99 Q4L Barthelmes] 247199 5L o) FE = shue] Zasdd T
o g=8 5 é"é'&}"i Aozx o]&¥ F YA AT FAAZTAHE ’é_} AR F
A+t
Barthelme £389] #7]4lg A& John Barthé] Ao 28] 22y AHE 242 3}
© 19 S0l 28 F2eAA ek 200 2 41 A0 0 Bahiiste
o ZEAQ dnlY Wegads 23 Jvtns T 4 gt grvksln Barthelme: A
9 FzFe] o 2AEe] 2 A A E Batel £Ad dolol AT ¥ 4E 2
& ugw, 29 FFY FED FA0A FUFE ALY dojdn BtE FHE Axo
7] = Fox}, '

Barthelme:= Snow Whiteo] A} 719} o] = 3t Abgtel W (Dan)d] )& el dejd

M

2 AHE 5L AARE S Qole TG AF 2L FEEC| Yol A E
o7k 2ol AARE wge] FARALL v 25¢ £ A WA= A
% sely] A4 UG AR FFRGE Holg

“olsh, ] 71ode] ®2m Klipschorne] %2 <lele] oz 3 ilo] & w7 =&’ H2E wEo] #F
T ‘He’E -r]‘%i—‘?ﬂ-— £ £ L S Yol M T, 2 B RE ‘et & e
£ TR 2 L& 47} 5]’}1*]"]')°] WAL b E0 QE 3o of” ‘

" “You knbw, Klipschorn was right I think when he spoke of the ‘blankefing’ effect of ordinary
language, referring, as I recall, to the péft that sort of, you know, ‘fills in’ between the other
parts. That part, the ‘filling’ you might say, -of which the expression ‘you mlght say’ is & good
example, is to me the most interesting part...”2% :

ool W& wE £EE ZrbEE u]iu ‘34_°1ﬂ 28 7] A are

oG 27l A4t Qdold aalAs A4 Apols) 5—.-?@% 14 8k

AT e 24715 A9F Ao oz 23 oL A Lul
3
k3

oE ol
L
o
r£
[ o
= o
N e

_,d
e

h;m{%r]r
o

£& v 9t Barthelme W& 29 2] Aol gtz & ¢ AL

APAR L 27 QA BA FESE A Ao Y= AFA Bl 5
ol 27k o E AEE vy g2 B3 75 g}, Charles Molesworth= 2 A 5
A A% Eol “Barthelme #Fo] 7txl& A7e) &9 st ulz o] g A5H o]
Y e &2 Ay o2RE 43}’ (But one of the effects of the texture in a
Barthelme story comes from thls recycling of clichés and common wisdom.)?® )5 A A3
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. 23) Barthelme, Comments on “Paraguay,” in Writer's C‘hoibe, ed., Rust Hills' (New York:
1974), p.25.
24) Barthelme, Snow White (Bantam Books: 1968); p.96.

..95). Charles Molesworth Donald  Barthelme's Fiction: The Ironist Saved from Drowning

(University of Missouri Press: 1982), p.35.
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AR L 3 ek o]AF Ao ‘Fe’2 Hude] g AN HE A Fo] AAT F
of Zlugt ‘sluHql A= 4% Barthelmes ®ojEoh

2,

ol E £47t249 Barthelme #E& =3hdA AF3HA & F A 2L 29 d=y
AFgelt. srle 2R ol EsES FAE dad o] A EE 2L g H&E
o Gt 2ol Aolzm, BE HZEE FIFAT 4] sbed dH (A BE
AL 250H) ZE J2EE JIHN=EA o4& dAAelAE 74011477} dee e
Tole HAAd Aojzz 2 § JATN TAEZHYLEES] ALE o]y 2L 9
HH ez Farld A&tz gxol Btk 2E FolA = Barthelmer vt2 $joA odF
& AR 2o SEolv AT 2E 24 dAHdH AFgE Hole ] 2AA G
29 FF EAAA AAHE o E 2L HYdHdz Aot dHdY 4L Az 5§

ZFER ek, 23 “A Shower of Gold”el A$x7 A3 4% 95, “Robert Kennedy
Saved from Drowning”¢] 7 $34% AXrt = AAY QJEYY 45 Yz, Egoaq
T 9%, AFYd F5 J=Z, AL FE Sz, A48, 4%, A%, Jg F4E5e A
FAE o2 % Uk 2} AP @ AT FE dE FRAEL AZIAY
JEFHE AY Aol dAAE BF A A B2 23E Aotk

7% 9| “Brain Damage™$ uwl of SJulol At FESA L0E, 2o} Ho] &
Ae e AAAA okl AHE zEz Yt o] AFdA SE= 'og;g A BE
o2 24, A%, FEE 5T & Utz Tt A4 289 F249 9] s} Be
2

ghEelal 3

0

“ZAHds. o AFE #H E2EF ATdYS. A AY 19td FolY e
olUztge | #...

“aflzm 47 ¥ o AAAEtAY i o9

“27 ol ohie vtz 2 #3 AAQUY. 2R/ PrFe 7433t (poultry st poetryste]
AZolth)dA AFE £ & =E§ gz QEAz?

“Thank you. This is quite a nice University you have here. A University constructed entirely
of three mile-high sponges!”...

“And this tentacle here of the Underwater Life Sciences Department...”

“That is not a tentacle but the Department itself. Devouring a whole cooked chicken furnished
by the Depaftment of Romantic Poultry,”?®

Ho £42 4L of A Ae JE mAEo] HIFT Jon, He £48 HH
oA AulgBe e 2w Ak Ay, AA, d¢, T, BE, BE Ao Y
9 £4¢ 9 Adolst, wpAW A3stAE T.S. Eliote] “The Hollow Men”2] A 31=19)

BS wA “dAE Tused es, AL TYHEY AEL, o ASL F¥ i

Eo0) &--"(This is the country of brain damage, this is. the map of brain damage, these
are the rivers of brain damage...)2}x 2z} 20

P e AAAdE & vEe & TEE gd9Ed 94 F2d mfo] gxul

26) Barthelme, City, Life, (Pocket Books: 1976) (originally published 1968), p.145.
27) “The Hollow Men”9] w3 & vh&3} o This is the way the world ends/This is the
way the world ends/This is the way the world ends/Not with a bang but a whimper.
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#49 BA GeE
A2 o] %ol T

u] 444l A2|E 29 James Joyced] “The Dead”d] wiAl=h el A & -2
H
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delzutel E FxgEo] Yz, WA Foisgo] gz, ctelntzs] A2 EAEE oZd &

Aged, v F& AFE 222 A7TA B glo}, =A A4 F ge dAAFAL T
£o] & FEE ALD lo—
Frlvge Feod 24 SHE 278 g2 vuA A

And there is brain damage in Arizona, and brain damage in Maine, and little towns in Idaho

are in the grip of it, and my blue heaven is black with it, brain damage covering everything
like an unbreakable lease—

Skiing along on the soft surface of brain damage,...(p. 149)%®

£ HFHE FARE AT DRI A0S B AL o, Robert Scholes
£z o] gy 3EE ANE e 2 AT A= B33 o] A% Yok
o] 72& @t “The Dead”eshs wdadel €49 £554 A Joyeed IEHHE o
o zHE Aol otk o] AL %27t Dublinerstts @R A F¢ ol Fo drht AEEAGE F
Al RelFm gt Fol WEF ol gt HE4 3L dRAA FA FFE FdA
AAAA F B ohdsh, AXE dErEdAAARE AAE 5= £ E 2 EA9 BARE
g A7 A $Ed AAAAE YL A EA gl § Aol
This is not simply a parody of Joyce and the quasi-religious perspective of the end of “The
Dead.” It is also a measure of how far we have come since Dubliners. This snow-like fallout
of brain damage is not just a reminder of the pollution of our physical atmosphere, it is the

crust of phenomenal existence which has covered our mental landscape, cutting us off from the

essence of our being, afflicting even the artists.?®

w Ay Ego A v A ]E Aol & HHsH L 22 “Me and Miss Mandible”
olth, 35418 Hd zAZE °] g obvle] 2R 4°H/‘1°J7<1 ol A = E&H ARt A4
71 &4 Ze Wi 1A= 4 7‘3-“4°1 AA 2 Fugad gz e AATHEE 2%
o] o] & FAo|th o] FUFY olFo ‘& Ii’i g o] WHAA FgvHx o]
A3 AA ¢ Katkad A3ke] seidebs 21L& Ao '

ey e HE Aol HEEE Bete FL e 2R ok HE AU E §)
Aste 4 F(influence) A2 & TFAA P& Ak o]7 ol A *"'&‘4‘3 o] =t o}
A A FreA iy “H/‘Jﬁ: FzFe, 2T2FY, =2t dAF) 5 A% HIEY
o]%ol-a} 2 4 o 7Y FUF EAZ AP AR FIYE ARl FolA A

< 27t 713 (sign)¥ 353}9171 o ol gt ol & ‘ohil-7] & (wifesign)E AR %4
317] o Bl £& AAQQEE W AET oS FAE Gz ¥R, At &

28) %‘li Joyced “The Dead”s) #% FHE o3 v,
..snow was general all over Ireland It was falling on every part of the dark central plain,
on the treeless hills...
29) Robert Scholes, Fabulation and Metafiction (University of Illinois Press: 1979). p.117.
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3 AFARLY AL Edehe R BLY A == 6 AF PP £
e fE dejx] mAgA HAF P Fo] BorlEE HE ¥E FHE ug I
& Aolth. 29 Fo] 2w Vs JEd 2AE Aclzm, 23 dBE AR D(signs
are signs, and some of them are lies)* o] g} Aot} 7] 59t HA Afolo I o)
AP A, AE =E W (signifiants)9} 719]” m& ‘BiAd’ (signifiés) Afo]<] =)
2ot A FL Al Autaty 94-4‘§°i HAge o)A T FHolEL g4 o
71l RHA 248 270 G A FL QAL F AEE T E AAE Hd T Aol
HAE o) 5 7MA o= JFY(FP7])o] mA T A F deAAo] 9lF= Debbie-Liz-
Eddie 7] A7} 47§ Debbie Reynolds-Liz Taylor-Eddie Flsher.J /}}7—}-‘4-7#] F HAd3 A
2 FEHYUS, 104 Y99 o}EE Eo] 79l 6¥ ﬂ7‘4 Al AP "] &9QF
o 7t Gulliverg sjzrjsls gadz & <= 9o} _
L2 o] ©H-& Melville?] “Bartleby the Scribner”] F93 FAE deig stz gt
“Bartleby”«] FAE EE Q71290 Auk gy FHe Br m: Alg S0z Wil
2 $HE A A4 debdl whBu} ANA o) 9= 3 5233 Hell MEAL ALF-Ae] 9
ZAZ A4 A ARE FAAY 24S dAT Fo ok L49 AP AN AL
7t gEa *ow SHHETHE Zo] EA o] BRL SRR THA APE oA
= v #HQ dE2AY AAFLE wAElZ 9. EE “Ba rtleby”s} “Miss Mandible”--
Mlag o XM“-M A AzE 2 daAR 43 24, FAQ AFH @99
TR #d 27185 ¥ e of P Az vgeSe B "é‘ —A ol wlz] AbErEo]
A TR HaAE g W fo] ADx £ata dead lettersi EFE HAE—rn] S A
Arebol fd vhol BN E BE FAHE ARz 9ok
221} Barthelmed] 7-¢ 29 714 Fzen EAL 29 ZEA TEHoz & 4
Y= stHA 44 (fragmentariness)o|t}. o} =i A HA L 2.9 AFol AHALHE
e FHade] A% FPas detAn & 99 d9ad S AEESE B
2 wA sed 49 Az 4E M15EY % EeiAel A Wge Fag
A, Fod sdHEo] dA FAA N YLHE 25 Vehgo)
1A el G4 A Hsle AL 47379 m=tES w@AE] 2as)e
¥l +5 22471 Barthelme, Brautigan, Vonnegut, Gass, Kosinski 5] Z2ERY A4GY
F7HEL 4 BA8 Afe] S Fete FotEelh (o]F A 5o ATz e Jorge
Luis Borges®. #2 @d44¢ W33, 8402 Adas} 7L Wi ARWEL Y7
Vladimir NabokovE o} & A}g}o] ol Barthelme AA9] Fel| oot A= 2o 239
¥ AEE O 29 940 GEAE oz nol L FETY $44E 29 A
FA= HEde ¢ F gh) old AL FEd A A Axv A Helzm B
i ¢ QAuTe P4 H F2A o7 9 = ek 7 Robert Scholesi
A ge] gebAl s AT gt o) AR Wk, -

ol B e] AejAn o)A 2HQl a4 °&Eﬂi FHAAY, ohyw 239 F4A Aok
~E FARY] At =AY %Luls AAE Y g TEHok g}, a4 x]uH-s]— VM &4

30) Sizty Storiés, op. cit., p.34.:
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2] Aele Hlaste] ZH3A A7 FHE WAL 2F S vlEEAL g8 1A d& A
T 2FAAE 24ET) 8-S FAFAY 298H2 RFHEE Aoy AT Aolst FetA
= A%E HAA #et.-

...When extended, metafiction must either lapse into-a more fundamental mode of fiction or
risk losing all fictional interest in order to maintain its intellectual perspectives. The ideas that
govern fiction assert themselves more powerfully in direct proportion to the length of a fictional

~ work. Metafiction, then, tends toward brevity because it attemps, among other things, to assault

or transcend the laws of fiction...3?

o] e BFAo]l qvhd W TAERUYAEES ZFHFo] FAYV FHF A E S}
A= 1 = T2A 7] dvtxz T F %-& Zojrh (o]l HF A FUA] vE
Ant 2 B8 2EY AKAQ fAF EobsE] i, 2Elz £ &2
deA o2 2 53F FUSEoF 37 wEel, AAARGE AAFAM, FHLHEGE
P aAo] 298ty =439l Edgar Allen Poed] £9] ‘A ALA] o)A’ T o] 9} ofwl
e vkt dekz A A4E) '

David LodgeE_ ZXAEREHYAEHR

2
o
%

o2 A
= < #e

© WAz xon 2 YEE R 1
5= o] Hl& Aol Btz AH 3 gleh. ¥
714 2 g st A Folh 1
Joycert Vlrglnla W001f~4 Z?vfﬂl‘: stAste] 2F o] BPW Zo] AMHo|Aut TxrERY
A sehad 415 AL olsbe AA o2 hE mEE 2ol Evh. 53 Barthelme
2 A5 dHAol Wt S5 F4E B Frh

Barthelmex= Unspeakable Practices, Unnatural Acts(1968)¢] 2]
Moon?”¢] ol 8) ] 44 Fato] “A el A W7t A& e 04 e 3 2] 27 (Fragments
are the only forms I trust.)33’0] gz 43tz 9rh. EE o] T & FAF9Eol wlo]x] Bar-
thelme A44le] & olich m oW QQEHlA 2E dstrt 29 sdv]sty 72
o] etk Efol Hdl AA A5E A%z bW 2 A EA T e JA
2% 29 AF F FL FE0 ¢EHoR A%, = AY RE FET] H94 2

2E9 44 == EfolztE AL e = ydr}l. Charles Molesworth o] A& o}&
s 2ol 8.8tz gt ’

Q29 wad UAE hEge F2A A
Eol 454 BARE Aol 25 44
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%, 4% ?'5&
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= g3 “See the
bzl
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o{yr

<R td] st AEF L2 A Barthelmed] £4-8 z d &4 vAdozm HeslE HEA ALY o
W 3AHE A F JduE =4¢ A A 4 A gETG-.g=229 £47te F44¢& 54
e ARE B4 2o dHY A4 & 25E ¢ drheaz2g AAY TR GE
o AL E Sl E GEGE A FEsth 282 39S G EgE A AA0 AR o= AR

31) Fabulation and Metafiction, op cit., p.114.

32) David Lodge, Workmg with Structuralism (Routledge & Kegan Paul: 1981), p 14.

33) Sixty Stories, op. cit., p.98, p.107.

34) Joe David Bellamy, The New Fiction: Interviews with Innovatwe American Writers
(University of Illinois Press: 1974). & o
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9] gAel Ark, At ol AL At 29l BAA¢l A&l AL A ¥ FHE
Az o] & WA FEE w3ty Aol

...By his constant use of fragments, Barthelme would seem to defeat any sense of a trans-
forming of totalizing artistic vision... The use of fragments can be defended by saying that the
contemporary writer of fiction mistrusts any attempt to totalize... To deal exclusively with
surfaces in the contemporary world is to deal with fragments. And to deal with surfaces in fact
constitutes an achievement of sorts, for it means the writer rejects the attractions of transcendent,

totalizing systems as versions of mystification.®®

Barthelmeo] =}s§ 7]%9] ¥l o) & E2}w] “Robert Kennedy Saved from Drowning”
+ EF AUtk o] B2 1968 4ol wE = ¢l7] wl Foll 4A] E<l Robert Kennedy
7 G457 Ae) 297 FE L4 44 GAL B AL e FFo)
BRE 2 4 9Aw A% 248 Bl A Robert K. (Kennedy® 42 z@s4 Ko
2 S9dsE ¥ 4 AT Kefkad) 24z K9 K3 sedste oude Q79
Everymang vebiivtzs & ¢ &)F 34 A5dch weiAsd 2499 gdg =
o BEAAY Ed9AF 2RAE AHE AsAFdRE 2 ¢ gk 22 okold

£ ABAdE BFohn FAFel B Fo b BHwA weAE Aol gehE AL
olch. wehAE ofEAE WAl frke Aol of FF FAtz HdE FL Aol
Barthelme: o] ZE9] HTXHEo) A Robert K.z} = #~2] George Poulete] 334 of 78}
£ AAE 7 8 Az gt o] BEE 184719 =#ta Frlgl Marivauxsl mAbel
T dA—GAE AAE glol o224 AR £74 il A& 21 23¥—< Poulet
A mArghE AR 2ol

o] AVFoH AA o] Marivaux] ZAQA], Poulete] AlAl, Robert K.&] Aqlx], of
= Barthelmes] A<l

o] g} vl ut Edtol A K. Eo wpxlvh. 983 HF $3tol o] £49 Yaolg
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Ho A A FaE AT o A
ot A o] Barthelmeo] geju]go] #d 2§ AP A4S izt
2 £t Barthelme® @w) Fawol gl doivlete] o) AHF B2 &

1578 A HAde= HYAY Locationfis vl F F vt 7435
A ZeRAR EEG vgd AT BEANSS. 2 = City Life 5o ZFRAA A
A, =, 28 T TEFES} IR e oA 27 mlge] #Y ZL 34
¢ B Fdol ohdAR REvh duetd b F8E 3t AHEHz & By
< AN deazrt 23 Ro] EFelANRGE vlgFobl A ©A thEelR Atzo]
71 W Fol v},
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’35) Molesworth, op. 'cit., p. 30.
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Barthelme: @Foll A%} 9l £3t9 W QE HolA 204718 ZE nltlols] BE das =
A4 QP 243 deldkn AQAA 4HE YA BUL 2P 2499 29
A FEZE &%) B FHFen ¥ 5 Yobe B0 Q& At G¥el = e
29 22439 429% 493} 2o Atz ok

ERHTY 2AE A2 Aol® EAEE 4 2 Fol A A2 FAo] HEAXI S v
Zeleh ool 43AY ALeE o] A2 UL 2 AAYY] oA ALY NA WA
A E=Fol A =9 2T 4 92, ® 2 099 F& o 74 Zel & = gt

...The point of collage is that unlike things are stuck together to make, in the best case, a

new reality. This new reality, in the best case, may be or imply a comment on the reality from
which it came, and may be also much else...®

B RehY gzEg $EAG] 349 Aol FRAGE 2L wAHE 2047
el Aolel, @A 204719 2 VEVAE TATHE Al A9 24 92
Az} ARE FE 4olT BAEL WA E delA 2= A7t A Bar
thelmed] s3] dte] 2AAAE BEL. o Zl?é} 1 FAe], Fd9 dge] AFYPd =
S AAE FEINAEAY 088 TEES Aoy AL AxAd 2EL Aol
A ol &5 A uk o] 9} #eldle Richard Schickelo] New York Times Magazined) Aqd
2& AAsE o A4$ At

8] AY BE SHad, -:=o1 F719 HFEL FohFolh. zdW 29 FEE Qmy Hof
MEvh EulEAn o sbA olmA 8} oleltielEo] HENIH PG QAL ‘%l‘}b‘%“% 23 —fl— o
A g ANEAA 55 §A FL Aozt ZFE $2 A 2AH G

AA%E A%e TS 4 ANE 2R3 R FE A olBoz o QA% G 7sl° o
Aoz “NEg A¥AD” ¢ Aoz U5 A olghn e 4 A 73},

Jm

E
P

...almost all of his stories, and in particular the later ones, are collages. Thus, if you come
away from one of his works confused, terribly aware of it as a jumble of images and ideas,
you will have caught his basic drift... I think he thinks collage is the central artistic mode of
our time because a brain-damaged society cannot “get things together” any more tightly, rationally
than the collage implies.3"

Barthelmes] lo} B2 442 4% 4AE ez doh Aushd Ta4ze Un
b 28 AFA e Yol Vo E $& AED FHRE 29 AZAANAL HAA
°17] #Eoleh. 2dHe FE24 9% E49 “At the Tolstoy Museum”e] w]tjo] &3
o] g} E 7, “Florence Green is 817¢] 1}o.& A|Fo] $3Ao] HAH R7}A 9 2ol o] m,

36) Bellamy, op. cit., p.51.
37) Richard Schickel, “Freaked Out on Barthelme,” The New York Times Magazine, August
16, 1970, p.42.
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AlgbE7}, “See the Moon?”e] 1} o= Barthelme AA9] AAAH AAE FAAT v
o] gtE7}, “The Glass Mountain”& o] %z & 1009 ¥4 #9% & F 3 &
oz ute] “The Glass Mountain”& & Aue] &A1 A2z Hel Y+ * Ae
oezah o] AFaz vimeld e B 29 A4 A=dE FAFEAR
ol E Al g F AT ohiml Aojd AAZ= )] wHAW el 4 R
3)e Aoz RE WEAY 2 J13E ofErhe FF2 d¥de ez dd AT
Zo dlol FAo) Ao Aol vFE 4T F& &A@ Aojth o)A o
S8 clolols) ExdE AYHE BEAUE AT 270 e H3E Lois
Gordon& t}&-3}k 7do] g okgir},

Barthelme: o549 ¢ AA S Ade) 94 Folx 2d54AE ANE TS A4 o
ek AA Gl ZASE # AGE FAAA D AFAEEY 44¢ AN AP, AE A
o, otolE, 344, Texaco AF3A @] AEFel, L24 A4, 2%, 44, 494 =% =
99 ez oWy 2w FAAoattd AFHA @E o AAAN HER $AAL AT
Aoz §¢a

—

o
-

Barthelme explodes linearity of language and event, and splices characters, in order to capture
the disintegration of value in both the contemporary world and individual consciousness. Love,
lentils, children, toilets, and Texaco merge as equal priorities in a world only occasionally and

peripherally acknowledged as one of war, loneliness, sexual desire, and professional yearning.®®

QA Al s Faol W AAdE v de]sEq Barthelmed] &Aw e
aAE AR 2 deigel A2gel FAFY AL AelA vl 29 sigleh 2
A3 gA8 ook A E T2 9814 John Barth: F3o BAsz 2Ad 44 F
2A 2 A8 E 20 Farle zAER AGHAY S Barthelmer En dA 9 TEL
Qdold st FehFz gPshy & Aotk = FAA P z W A4S <

= 9l o] Smow Whited] 1o 4% ‘28l7) @4 (the trash

—

-
o,

AE GelA A A5 ut

phenomenon)o] g}z & 4 ¢lv}. Klipschorno] =&t olele] By FFAe $8 do] Fe
4 e ol EE REE 5 oldelE kR AeE Bel A Hiel FA%E A8
& Dot A uh, o] AL AAF A 1A 287 *H/‘F"*"] M A Fee A 3
o3 FAbE, oEldt x2dy] A WASE AL 2:d7F FoF Ao ot 23
Selshm 24T Aol = B¢ wgol I F A& A u}xMz]i $2) Qlols) ]

| ZAstE Zlel fohe Tolth 7MY F2¥ 4E%E 2L 2
Gz d& A9 delo 2l Ee FAF AR HdoiF A
AdaAe Aotk T2ERY Eid Gz d¢ =E WI(camp)std] WA= &
o] 4 o]n] o2 u} A%t Barthelmed] A4 o2& Ao 454 A A42 F I
£ #ste] & Agolvh. Mas'ud Zavarzadehr} &4 ]@"4 dd e s FAsE
A AEA A9 QA3 £8¢ 2 AVHES S 2ol FAE ) 2= Bar
thelmes} & #7159 24w e $-33E ol . -
g A 75]'-1— = $8 A AgL FA4 51-5}3%— | =3ke "1"’%5“’ A= %ﬂi-rﬁi ?alﬁrl't‘

38) L01s Gordon, Donald Barthelme, TUSAS 416, 1981, p. 35.
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7]"5]«] ZAAAA N EAG% AAE AAhE Hold Y JE g¥A 449 FAE AAG
olel TATA ALgel ARG E AT dzFond o]F FHATIAAZL Z FAE g
AAE 9z 23t Fozd S5 Awdn $Fetz g

-..those who do so and attempt to totalize contemporary experience end up interpreting the
present by reference to a pre-éstablished code of values inherited from bygone days... By inventing
a myth of continuity based on an assumption of coherent external reality these neo-traditionalists

lie to their readers as they give false assurance about a nonexistent order.?®

£ Barthelmes} ole] o 3l A2g sdxse] H29 A 498 A oby
Ak 2 549 QR4 w$A AL Fald BE vuRAZEe GEA oA
Hd ' ’

Barthelmes} Z:3 2%, oj2io] 2.9 SHEAHAES 22 A9yl The New Yorker
S 4% ZF<l “The Talk of the Town” & =28 8% o %3t T3 ¥4 =o] 33
Hzge AAsEet. tha 4% BarthelmeE o] 8] @oll =g0] @ A 7o} o6
Q1 g8,

2 %01 Agele olad 28] Zol A5 do] o8 Le =g, 5L Barthelme 5§

9 71H(E 3d A% =29o] GE Fe Adss AT AFAY of % A
A e 29 99w TH2Y Gz, zHA B4R 2 g8 AFRL AR
ZA0l g WA Fae /‘]-"a“% JAEAE BET, Barthelme% wAgts, A L8

R T ™
:&

qe A, %HE FE 4 09 BARE T} 47 $aE —‘:*r"i}zéz] A B 24 E
1o du Aol A FAGES B “ﬂoﬂ 28 AR F2 ks HURA F5E Aolgz Ui

TEel £ AL ke OGS Ad Fol 7] oz A & AFL oA WA, “ol DA
dARE megey ax -?—EMM] 28 24¢ 9% W A=A FASH—olAL ot 1o 2

3 A% geE dolet A ek 2 29 FE FelA ALelE oAz 2ddHez
2GR Agel AdAes Adagz 4449 E5E WA H95. 294 o|%F, 53 Nixon
HEF AWA Ao E, ARl AR otz Qe ol AREGE 29 246 BeE A
Agel 9 AdeA—r Adsz o 2 YA—2d 47 9l Aol

Many readers had difficulty at first cottoning to writing like this. They were put off by
Barthelme’s crosscutting and by his terrifying absense of explanation, and those who resisted
him to the end may have been people who were by nature unable to put their full trust in
humor. Barthelme was erudite and culturally rigorous, but he was always terrifically funny as
well, and when his despairing characters and jagged scenes and sudden stop and starts had you
tumbling wildly, free-falling through a story, it was laughter that kept you afloat and made you
feel there would probably be a safe landing... One writer here said last week, “Somehow, he
taught us how to read him—it’s almost the most surprising thing about him—and what had felt
strange or surreal in his work came to seem absolutely natural and inevitable, And their were
times, particularly in the Nixon years, when his stuff seemed more real—saner and much more

coherent—than anything else going on in the world,”®

39) Masu’'ud Zavarzadeh, The Mythopoeic Reality (Urbana: 1976), p.222.
40) “The Talk of the Town,” The New Yorker, August 14, 1989, pp.23-24.
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