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Introduction

Jonathan Coe, the author of eleven novels, hdaspuably the wind in his
sails. His contemporary Nick Hornby calls him “padiy the best English novelist of
his generation” (108). His output includes expentagfictions, panoramic depictions
of the British society, political satires, and aball the lives of emotionally disturbed
individuals. Coe has more than one string to hiw;ldwe is also famous for being a
biographer, a music commentator and a film crittowever success was not
immediate. With his first three booksTe Accidental Womaim 1987,A Touch of
Lovein 1989 andrhe Dwarves of Deatim 1990 — Coe did not make a big name for

himself.

His career actually took an important turn in 1994h What a Carve Up!
(WACU which has remained Coe’s most admired and discus®vel and most
importantly his signature accomplishment. The bodignslated into sixteen
languages, was a success in the United Kingdomalbatabroad and won the Prix du
Meilleur Livre Etranger, an award given annuallyics 1948 to a foreign language
book by a group of literary directors in Franceddad, Coe’s work is most admired in
France, Italy, Germany and Greece. For many obsearal criticsWACUis still his
best work and Coe is most of the time referredsttha “the author oivhat a Carve
Up!” (Moseley 2). According to Merrit Moseley, Coe beganoccupy a different
position in British fiction with the publication dhis novel.

With his latest novel entitletlumber 11 (N11)one could assume that Coe
has intended to offer a sort of sequeWWACU. This idea of a sequel would first seem
difficult since Coe made sure to slay all the Wansh at the end of his novel. Indeed,
the sequel has more to do with echoes that isytéhgastory and history of this family
who took prominent positions in the Thatcher eraurge several times while
survivors strive to celebrate their remembrandkl is once more the testimony of
Coe’s narrative complexity as it is divided intediparts, linked to one another but
each telling a story with characters set in diffengeriods, from 2003 to 2015. Apart
from the economic crisis and its wide range ofstiges — precariousness and foreign
labor exploitation — Coe lampoons the British podit such as Tony Blair's
intervention in Iraq or the policies of austerity this novel as well as WACU the

author tries to capture a political atmosphere witkatirical, realistic, fantastic and



humorous tone, and to take a critical look at thalwgion of our societies.

Coe is not only a satirist; he is also famousctmallenging and redefining the
contemporary British novel. As Laurent Mellet argue Les politiques de l'intime
Coe is hailed for “the narrative complexity andengity” (16) of his books, giving a
new impulse to the metafictional and postmodernehoand for many academics,
offering a “new literary object(16). In 2004, Coe analyzed the contemporary Britis

Novel thus:

In the last three decades the British novel hasvigorated itself...by
recognizing the multi-ethnicity of modern Britaimdh opening itself to
influences from other cultures; by tapping into émeergies of popular film,
music and television; by turning its back on modsrrelitism and
rediscovering the pleasures of humor, storytellidgmotic, and so on.

(Guignery 16)

These words encapsulate his literary philosophy siyte by advocating for the
multiplicity of influences and frames, a generidhgity, a use of humor and a will of

cultural democratization.

This dissertation will be a means to undertake @mdliscuss the critical
assessment related to Coe’s work stimulating acadeiacussions among critics.
Indeed, before 2015 no book in English was writterCoe’s work. The first to write
a monograph in French is Laurent Mellegs politiques de l'intimen 2015, in which
he explores the relations between the political thedntimate, two notions that seem
antagonistic at first. In doing so, he analyzes\lay Coe politicizes the intimate
through characters, plots and narratives. Mellatwsh how Coe re-defines the
political writing in contradiction with satire thugh intimate stories rooted in failure,
error, chance, absence or excess. He also tatidespposite effect of satire leading
to laughter and inaction. Reading Coe’s novels etlet's book, one may assume
that Coe withdraws since he puts up a smokescreemebn the intimate and the
political so as to confuse readers, giving them fteedom or responsibility to re-
define his output, a form of detachment that bthespositioning of the writer and his
work.

In the same vein, Guignery’s book entitlmhathan Coen 2016, reveals that



the critical reception of his work and the crittbat it raised belong to two categories:
a political one where his work is considered aataisal portrait of the contemporary
British society, and a generic one relating to &i@on, intertextuality, self-reflexivity
and intermediality. Some critics actually place Goethe category of realist and
political writers such as Dominic Head who assdhat WACU is “the most
significant novel about the effects of Thatcheristh58) or Laurence Discoll who
points out that Coe is a “political realist novelmr excellence” (158) because of his
accurate representation of strikes, NHS cuts add&nbings. Thus, one can notice
that even Coe’s critical reception seems diffi¢aligrasp since it blurs the exchange
of academic ideas.

Indeed, Coe’s work goes beyond a simple issuatafgorization since it also
guestions and blurs postmodernist aesthetics.c€rlike Pamela Thurschwell are
much interested in the complex form of Coe’s praidumc the use of intricate
narrative constructions, the intertwining of hunasrd tragedy, the parodies of the
Gothic novel, the nostalgic references to B-movils, use and abuse of detective
fiction. This examination of Coe’s generic comptgxs broached with his insertion
of film and music in his literature. One may assuthat Coe’s fiction is a new
redefinition of postmodernist literature and oneymander whether these aesthetics
can merge with politics, economics, and be caligd that. According to some
theoreticians such as lhab Hassan or Jean Frabgotard, politics and postmodern
fiction are incompatible while Eagleton and Fredk&aneson consider postmodernism
as the manifestation of specific political and dvigtal circumstances.

On American soil, the critical assessment to Ceaigk is even more limited.
Merritt Moseley is the latest critic and one of taee American academics who wrote
a book about Coe’s work entitléthderstanding Jonathan Cae 2016. Even though
Coe remains the author ¥ACU or to something similar to it, Moseley posits the
difficulty characterizing his major work and thetlaor himself. Moseley’'s main
concern is Coe’s generic intricacy in additionhe tifficulty categorizing the author.
In fact, he tackles the author’s regret at beinggarized as the author @ACU by
readers and the fact that when his production faitonform to the latter, it is seen as
a disappointment. Reading Moseley, one can suppbs¢ the blurring of
categorization can be influenced by the receptidmbooks among readers, so as to
grant liberty for Coe to follow new trails withowtally disappointing his followers,

the latter finding points of references in the ndivections he swerves off. Another



point that deserves to be pointed out is that Meesplains how Coe’s oeuvre is
based on borrowed material. Coe is actually a wrthose novels replete with
references to popular culture but also to classied academic contemporaries.
Listening to many interviews, Coe’s desire to papuk or democratize culture is a
recurrent leitmotiv and this use of intertextuabtyall be put into perspective in this

dissertation.

As aforementioned, Coe is an author who is nothmatadied in universities;
there is still a limited academic literature on Goe&orks, hence the aim to write a
dissertation about him and to contextualize hisks&owithin broader discussions
around British literature. The fact thidumber 11is quite a recent book also involves
a limited presence of articles about the novelnhlgaecondary sources such as press
articles. As Mellet explains, his name is rarelggant in contemporary literary and
when Coe’s novels are analyzed or mentioned,ntdst of the time to underline their
“contemporaneity” (16). Reading the two novels, amey have the feeling that Coe’s
fiction seems to be difficult to grasp as his ni@wes, his genres and the tone of his
criticism appear to be endowed with a form of bhgr Blurring, indeed, affects not
only the way he writes but also the label of his trooks, difficult to categorize. This
dissertation shall propose to analyze the condelpiuoring as a key feature WACU
andN11 The notion of blurring appears first as a modesgjoning what satire and
engagement are and if the author in question iplaying too much with its codes
and conventions. Through a certain tension betweempast and the present, a sense
of humor that questions politics, a political pmsiing lacking clarity, Coe revisits
the traditional genre of political satire. In a @ed time, the analysis shall focus on
the proclivity of these books for hybridity leadit@the delicate issue of label. Coe’s
books oscillate between multifarious genres andr tbiearacteristics, blurring the
lines between them and extolling multiplicity anécdmpartmentalization, thus
revitalizing the movement of postmodernism. Thedpart of this dissertation shall
focus on the blurring of writing as well as the tmg of blurring. Coe writes
vertically - different texts, arts and languageséd horizontally - from history to story
— and blurs the voices, narratives and forms ofesgntation. This metafictional
confusion breaks the codes of fiction and shows Bm& reworks the figures of the
author, the narrator and the reader. As a whoke,ctincept of blurring will be a

means to broach Coe’s literary evolution and teatthe continuities and ruptures in



his fiction.

|.  Satire, Engagement and Humor in Coe’s Novels

1. Coe as a Political Satirist

a. Coe’s Background and Influence

Coe was born on 19 August 1961, a middle-classurbulof south-west
Birmingham, in the West Midlands, close to a srt@in called Bromsgrove, “a solid
Tory Constituency”, “overwhelmingly white” (GuigneB2). The city of Birmingham
and the regional area are recurrent features iroéisrre and play a major role to
portray characters’ social and political backgrain@oe refers to himself as “a
Birmingham writer, even as a provincial writer” (Biley 5), “part of an English
provincial tradition rather than being a metrogotitwriter” (Guignery 32) unlike a
wave of contemporary writers such as Zadie Smitli|] Bélf, lan Sinclair whose
fiction is deeply-rooted in a London setting. WACU Michael Owen actually comes
from the outskirts of Birmingham: “the point whéB&mingham’s outermost suburbs
began to shade into countryside, in a placid, Espée backwater, slightly grander
and more gentrified than my father could reallyoedf (159). Even though Coe has
lived for thirty years in London, he “still feelské an outsider writing about the
capital and doesn’t believe he could write with domfidence of Londoners such as
Peter Ackroyd or Zadie Smith (Guignery 42). WACU the opposition between
London and the province is striking when Michaefigare of Coe, contrasts his life
in London, “given over to the aggressive pursuitseff-interest” with “what he
encounters in Sheffield, where Joan and her lodgersperceived to be enjoying a
more intimate and socially cohesive life” (94).the same veinN11 contrasts two
different areas: the province and the city. Theysbegins with Rachel’s grandparents
who seem to live a peaceful life in rural Yorkshamed ends with a gloomy setting in
London, more precisely in Kensington, a symbolha excesses of the haves. Coe,
through the omnipresence of Birmingham and thidigubetween the city and the
province shows how space, the intimate and hishoeyintertwined notions working
together.

Coe comes from a quite ordinary middle-class faniis grandfather actually

exerted a great influence on him. On his websitee Explains: “my grandfather,



James Kay, was a great influence on me when | wasigg up. He was a warm,
funny man, slightly to the left politically”. Coefather, who passed away in January
2013, was different and voted Tory. He was actualgreat admirer of Thatcher, my
dad. An instinctive and lifelong Conservative, ha@sviull of praise (as much as such a
guiet man can be) for the Iron Lady and all tho$e wurrounded her’Marginal
Notes, Doubtful Statemem$10). Coe’s political views evolved when he esdethe
selective secondary school King Edward’s in Birnmagn (1972-79): “it was a high
pressure environment, and because | was anywage @y and introverted, |
withdrew. | don't thrive on competition” (GuigneBb), a competition he will never
cease to condemn WACUandN11 When he studied English at Trinity College in
Cambridge, “a big intimidating college full of Hamians, Etonians and Westminster
school people who would not give the time of dayuignery 35), just after
Thatcher’s victory he felt “fear and despise” (Gwegy 35) for every credo of the
Conservative party. Coe affirms that “in a statdhopeless and political and literary
naivety, [breathing] the rarefied air of politigalritanism [and feeling] despair at the
state of Michael Foot's Labor Party [Coe was orcafistant search for a political
home elsewhere” (Guignery 35). These words encagsuthe motif of in-
betweenness broached in this dissertation as veeltha search for a political
alternative.

Coe as a child had a “routine suburban upbringmgvhich books never
loomed very large” (Guignery 35). The presence @ilis was limited as he recalls:
“in my youth there were no book-lined rooms, no lkisb family. My Dad used to
read Harold Robbins and Arthur Haley, my Mum Agatffaistie” (Guignery 35). As
a child, Coe had a fondness for comics and detedtigries, Sherlock Holmes and
James Bond stories. At the age of eight yearsh@dyrote a detective story entitled
The Castle of Mysterige referred to as “a long mock-Victorian detecttery...full
of cliff-hanger chapter endings and bizarre hist@ridetail” (Guignery 35) that he
winks at inWACU At the age of fifteen, Coe wrote a satirical riovaled All The
Way, which he sent to a publisher and burnt after,jtadid not follow up. He
described it as “would-be Kingsley Amis, or actyalould be Spike Milligan”
(Guignery 37). When he was sixteen, Fieldinggseph Andrewsvas “a revelatory
reading moment” for him: “Fielding just opened g fvhat could be done with the
novel in terms of architecture, you could have ipldt plotting and complicated

interrelationships on a large scale. That reallyrse thinking about the novel in a
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completely new way” (Guignery 37). At the age ofexgteen, Coe got acquainted
with Joseph Heller's novel, Laurence SternEstram Shandyand Flann O’Brien’s
At Swim-Two Bird$1939) that he appreciated for its “formal playkss, its mixture
of Irish melancholy and pessimism, and its subvereumor” (Guignery 38).

After completing a BA dissertation on Byron3on Juan(1983), an MA
dissertation entitled “Samuel Beckett and the Deubtt: Comic Duality in Fiction
and Drama” (1984), Coe wrote a doctoral thesidledti'Satire and Sympathy: Some
Consequences of Intrusive NarrationTiom Jonesand Other Comic Novels” (1986).
Tom Jones$as had a profound effect on Coe’s novels suthesclecticism of form,
the figure of the intrusive narrator, the relatioipsbetween narrator and reader and
the complexity of narratives. Coe still considémn Joness “the first great English
novel and the first great English essay on thefrtovel writing” (Marginal Notes,
Doubtful Statement§23) as well as his “great inspiration, the Erglitovel that
towers over everything else (Guignery 40). Coe slike because it is a social
panorama of England in the mid-1740s and an exgetiah novel, full of self-
reflexivity, many aspects 8&WWACUandN11

Coe has also been fascinated by music since day a&ge. As a child, he
played the piano and was given a guitar at thechgene. He is a big fan of Miles
Davis, Keith Jarrett and Pat MetherMarginal Notes, Doubtful Statemer2935).
Influenced by jazz and rock music, he was openitierdnt styles of music and
recalls that at the age of seventeen, he was fail tto many different kinds of music:
the density and elaborate structures of the clalsspertoire, the wild but disciplined
freedoms of jazz, the energy and directness of mpapic” (Guignery 38), all that
eclecticism is visible through his fiction. In ti®80s, he composed music for jazz
and cabaret and played the keyboards in a banohefbrin 1985 when he was a
student at Warwick University. He also composed dofeminist band named the
Wanda and the Willy Warmers. His experience as aieran inspired many of his
novels such ashe Dwarves of Deatfi he Rotters’ ClupThe Closed CircleCoe puts
forward that back in the 1970s, people “definedrbelves by what kind of music
they listened to”, that music somehow “said evenghabout you, about your
intellectual pretensions, about your political viewnd was “very much part of the
characterization” (Guignery 43).

Moreover, Coe is interested in film studies. Heoterfilm reviews for two

magazines — The Metropolitan Magazine and Law Landastralian Weekly -



before working as a film critic for The New Statesmnin 1996-97. He was also hired
to write the biographies of two American Actorlumphrey Bogart: Take it and Like
it (1991) andlJames Stewart: Leading Mgi994). His interest for cinema explains
the visual aspect of WACU and N11.

b. WACU: an Acrid Criticism of Thatcherism

Although there are many past references from 1®4&ard and the period
from autumn 1990 to January is fairly short, th@kbaoncentrates on the Thatcher
years, that is to say from 1979 to 1990, and “tlmatdherite policies that were
continued in most respects under her successam,Malor, who is prime minister in
the present-day sections” (Moseley 38).

Indeed, Margaret Thatcher was not a usual pditicshe left an emphatic
mark on British politics and culture. She was frewfly depicted in the arts and
popular culture as a hate-filled figure that atiedcopprobrium like no other British
political leader. Moseley concurs with this ideatttMrs. Thatcher, beyond anything
else that she may had done for or to the counewes the useful purpose of
providing a productive hate-figure for novelists38]. Paradoxically, Coe hardly
refers to her name IWVACU andN11 WACU is indeed not about her as a person
since she is almost unmentioned by name. For Mgséieis about the whole
complex of attitudes embodied in the society thatetbped during her premiership,
to some extent with her encouragement and thaepofphrty. The ruling force was
greed; and it was unleashed by a growing heartbsssrabout the weak and
unfortunate” (38). Coe explains that he knew that wanted to write about
“Thatcherism” but he intended to “express this psive sense of unease and
betrayal” (Moseley 38). However, with the portrait Mark, the arms dealer, Coe
comes closest to Thatcher as her son, also calladk,Mvas involved and charged
with arms trading.

At first, reading the title and later on what Maeh states: “the Winshaws have
pretty well carved up the whole bloody countrlWACU suggests a form of unequal
distribution of wealth “by the ruthless and prigéd rich” (Moseley 4) in Britain. It
confirms that Coe clearly intended to write a sbarad political satire dealing with
different areas of national life in the 1980s. Hrench reviewer Bruno Portesi calls
Coe ‘“I'écrivain de l'anti-thatchérisme par excelieft (Moseley 16). Back in the

1990s, Coe aimed at writing “a big political novdlGuignery 66). The book
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broaches, through the Winshaws, the triumph of raiem and privatization, the
dismantling of social welfare, the growth of indlualism as well as a veer towards
philistinism. Coe confirms that he wroféACU“as a response to the seismic changes
in British popular culture during the 1980d4rginal Notes, Doubtful Statements
2593). The writing o' WACUwas by some manner cathartic as he says thatfallgo
panoramic story was incredibly liberating” (Guigné&s3).

The criticism towards British politics appearsagiht and fierce at some parts
of the book: “You shouldn’t take notice of anythitigat Henry tells you, you
know...After all, he is a politician” (14); “The thcis to keep doing outrageous
things. There’s no point in passing some scandapese of legislation and then
giving everyone time to get worked up about it. Y@ve to get right in there and top
it with something even worse, before the publicehhad a chance to know what's hit
them” (313). These lines evoking the numbing oftmall awareness speak directly to
the multifarious reforms implemented by Thatchethie 1980s.

The upper class Winshaw family depictedWACU is a metaphor for the
British Ruling Class and each of them represengsetvils of the decade. As Coe
explains, “I sat down one morning beneath the bedigme of the British Library’s
old reading room...and drew up a list of six areapudilic life | wanted to examine:
finance, culture, politics, arms dealing, the meala the food production. Each [of
the Winshaws] was to be assigned an individual negrabmy venal family, and then
it was a question of delving into each area” (Meged8). The latters are described in
a hyperbolical way as “the meanest, greediest]lesidounch of backstabbing penny-
pinching bastards who ever crawled across the ¢ddbe earth” (209). They are
considered as contemptible characters, literallymue and each of them is the
personification of a specific sector. The occupatieey embody is carefully reflected
through different narrative modes in different dieap — diaries, political debates,
newspaper articles. Hilary, a tabloid journalisgpnesents the media and its
manipulative power; Henry, a ruthless and arrivigtditician, the National Health
Service and its severe deterioration because ofdiady cuts; Dorothy, a brutal
chicken and pork farmer, the agricultural sectod anass production; Roddy, a
predatory art-dealer, the financialization of cr#tu Thomas, an unscrupulous
investment banker, the fraud in pensions funds;kividae arms dealer, the economic
interests of Britain to do war. In each of thesetises, the novel describes the way in

which individual actions from the same family, segs/their own greedy interests,



have consequences on a great scale. Coe proviltewydist of crimes oscillating
between the comical and the satirical in a hypérhbltone: “swindling, forgery,
larceny, robbery, thievery, trickery, jiggery-pokehanky-panky, plundering, looting,
sacking, misappropriation, spoliation and embezeldh (88). The burlesque
dimension of these quotes epitomizes Coe’s sdtigtyde. Coe wroteWACU “in
response to a slew of pamphleteering and rathepseonovels about Thatcherism
that had started to come out in the early 90s” tleateferred to as “dampening”
(Guignery, 65). Coe ambitioned “to write intenspblitical” “to combine anger with
warmth and humanity” (Guignery 65).

The more we progress WACU the more Michael discovers awful crimes
committed by the Winshaws and the dizzying decbhehe country. Thomas took
perverse pleasure in “snatching these huge statedwcompanies from the
taxpayers’ hands and carving them up among a ntynoof profit-hungry
shareholders’ (321). Mark sells arms and make hprgéts with his colleagues, of
them saying “What a carve up, eh...?” (321). In adnigplical way, once again, Coe
describes the country’s plight “Our businessesinigil our jobs disappearing, our
countryside choking, our hospitals crumbling, owmes being repossessed, our
bodies poisoned, our minds shutting down” (413).

The financialization of culture and art is a thedeeloped iInWACU as well
as inN11 Roddy is a perfect symbol of that WHACU as well as Patrick who says
“the only kind of values anybody seems to care aboel the ones that can be added
up on a balance sheet” (102). This theme will Glsdackled ifN11when people will
be debating on the financial value of the Loch Ness

What is interesting is the fact that, despite ttiwious personification, Coe
did not put everyone under the same umbrella. Tieshdws are also composed of
“good” people, but this concerns the older genematMortimer, who still lives at
Winshaw Towers is kind and Tabitha, who has begmdged insane and confined to
an asylum, is lucid about her family and wantsdach the truth about the death of
her brother, Godfrey, who was a good Winshaw. Mweti who employs Phoebe
comments: “They're the meanest, greediest, crudlesth of back-stabbing penny-
pinching bastards who ever crawled across the datke earth...There’'s only been
two nice members of my family: Godfrey, my brotheho died in the war, and my

sister Tabitha, who they've managed to shut up iloany bin for the last half
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century” (209). Coe, with this heterogeneous pariwa the Winshaws, associated
greed to a more contemporary generation and thusdends categorization.

WACUIis no isolated example, other novels broachedchieaism such as lan
McEwan’s The Child in Timg1987), David Lodge'sNice Work(1988), Tim Lott’s
Rumours of a Hurricang2002), Alan Hollinghurst’'sThe Line of Beauty2004),
David Peace’'sGB84 (2004) or Philip Hensher'3he Northern Clemency2008).
Many academics consider Martin Amis\doney (1984) as one of the first novel
railing against Thatcherism and thus the “politinavel par excellence” (Guignery
16). However, Coe argues that Alasdair Grah@82, Janing(1984) “skewered the
early years of Thatcherism with a greater pres@emd accuracy” (Guignery 16).

All in all, “putting the selfish greed before tlmational interest” (76) is a
sentence that encapsulates the Winshaws’ stateiraf. nthey embody capitalism
unfettered by scruples. Through the Winshaws, Caghlights the folly of
Thatcherism to rationalize everything, to make #fearket operation, to subordinate
lives to market decisions. Paradoxically, this ditatcherite critique is paralleled
with an admiration for Thatcher by some characterVACU and inN11 — some

Winshaws and Rachel's grandfather — so as to baulines.

c. N11: A Dark Portrait of Blairism and Cameronism in the Same Vein
asWACU?

Coe’s noveN11is definitely a witness of its timé&l11 whose story is told by
a nine-year old girl named Rachel, starts in 200 & political framework — the
death of Dr David Kelly, the UN weapons inspectourfd dead at the height of the
Irag war. All along a dense political context, Goeuses on the life of Rachel, from
childhood to adulthood: from Yorkshire to Oxforddabondon to become a tutor for
the children of the very wealthy.

As Robert Epstein writes in his article entitle®léting the Obvious”:
“Number 11lis a perfunctory patchwork of grievances agaihstregime of Blair to
Cameron”. In line withWACU, N11is another state-of-the-nation novel lampooning
Cameron'’s Britain; it is also covers different adgeof modern life, from free-market
capitalism to social-media bullying. Several consawes of austerity measures are
broached in the novel — budget cuts, library clesufood banks — and the vacuity of
western societies — modern celebrity, reality TV.andon, which has a negative

connotation in many novels by Coe, is the main giaigical target of his criticism. It



is referred to as a global city characterized beriical and horizontal emptiness. It is

devoid of humans on its streets and the huge bassrtieat tycoons have created are
unoccupied. For instance, Rachel's employers livim¢{ensington, are busy, never

present but add an 11-storey basement to theirehdiss yawning void spawns and

conveys a gloomy atmosphere of death and absesog af end of time.

N11 actually starts in 2012 when Britain underwentuaprecedented crisis
but covers the political period of 2003-2015. Thaok tackles budget cuts in the
public sector. The Chancellor of the Exchequemis of the main targets in the novel
and has been in office since thé"IMlay 2010 and lives at 11 Downing Street. The
number 11, which is also the title of the book,eisdowed with a derogatory
connotation. This number is also associated toraeduroom which will cause the
downfall of Roger obsessed with the quest of a fikminding him of a pleasant
childhood memory. This very same number appearsy/riares, in particular during
the presentation of the Winshaw prize. In additmthe economic crisis and its share
of inequalities — precariousness and the exploiatf foreign workers — Coe
lampoons Blair's positioning when the British arimyerfered in Iraq. As Moseley
writes, Coe staked out strong positions againsitanyl adventurism, “especially the
British collusion with U.S. adventurism in the Middeast (4). The plight of foreign
workers is also of prime importanceMN11l Through a political program on TV that
Alison’s grandfather watches; the political chargé the narrator’'s following

comment is substantial:

Of course, I'd never heard either of these expoessbefore, and when
the narrator started talking about migrant worlerduring conditions of
‘slavery’ | was very puzzled, because to me theldvsiavery’ conjured

up images of Roman gallery slaves being held innshar whipped by
muscular guards with shirts off. But the subjectha$ program, in a way,
seemed just as horrifying: | was soon distressethbylitany of tales of
builders and agricultural workers being made tokwong hours and live

twenty to a room in horrible bedsits. (28)

Racism towards foreigners is also broached throtigh character of the
grandfather when he says: “Week in, week out, B Bjives us this left-wing

propaganda. If these Latvians and Lithuanians dbkét doing British jobs, they
16



should go home and get better ones. Did you kn@reth a shop in Selby that only
sells Polish food now?” (29). This idea is reinfe¢ later in the novel, when a lady
from the local Conservative club says: “I have pealy noticed a marked increase
in the presence ofundesirables She practically sang the word out, in a deep,
throbbing alto, stretching the third syllable tsemibreve at least. Many of them,
needless to say, belong to #tlnic minoritie (36).

In N11, Coe questions the fake notion of connectednassgh his critique of
the Internet. With the rise of multifarious sociaétworks providing discussion
platforms, people have paradoxically become morg mmore individualistic and
brutal. This is what is suggested when Val is iteslibn twitter. Coe also deals with
the misunderstandings provoked by social networikis thie typing error ohicestby
incestand the devastating effects that it had betweenr¢hationship of Rachel and
Alison (306). Coe, here, attacks the virtualizatminsocial cohesion but also the
contemporary family structure with the “abandonimgthese two “unattended nine-
year old girls” (311).

N11 does not fit the label of sequel, as portrayedniany press articles.
Except the fact that they are both state-of-th@nahovels where British politics
represent the main focus of Coe’s criticism, the twovels take different paths in
terms of plots and do not rely on any form of idegendency. There are some
references to the Winshaws — Winshaw prize andptiesence of two Winshaws
representing the villains who still control manyctees of Britain - but the idea of
sequel seems to have been mainly promoted for coomthpurposes. Robert Epstein
posits thatN11 has nothing to do witlVACU they are “sequels which are not really
sequels. Sequels where the relationship to thanatigs oblique, slippery”, these
same words ironically written in N11. For Epstemhis article entitled “Slating the
obvious”,WACUandN11do not have the same satirical charge; unfikeCUwhich
is “damning” and “powerful”’,N11 is perfunctory”. The motif of the number 11

appears superficial, except recalling the fact @@ is writing his eleventh novel:

The Number 11 of the title recurs throughout, asféns also to the fact
that this is Coe’s 11th novel, but while the Chdlocs residence has a
part to play in the plot, it feels more tricksy nfidhan integral theme

and, ultimately, this takes on the moral bankrugitynodern Britain is



let down by being too obvious, both in its targatsl in their subsequent

takedown.

The two novels are actually means, for Coe, o alimultitude of authorial
comments on the evolution of the British society @olitics. Coe shows that Blair
abandoned the historic socialist principles of lthbor Party and Cameron extended
what Thatcher started. The compromised Labor gonem of Blair and Cameron
have crushed the political renaissance that Briterpected after the Thatcher
revolution. The end dl11is quite paradoxical and concurs with the recurnerion
of the in-between in Coe’s fiction. The end hasualty a double reading — an

optimistic and a dystopian one.

d. Political and Social Dystopias?

Coe remembers that he read George Orwdhémal Farmat the age of
eleven, which had a hold on him as he admired hawpdlitical allegory was
smuggled into a fable” (Guignery 36), a technigeetied to emulate imhe Broken
Mirror . WACU,in some ways, resembles Orwell’s fiction sinceliks about a family
that exerts a totalitarian influence over a couming its subjects. It's no surprise that
Coe, in an interview with Shannon Roger, admits Lizaark by Alasdair Gray is a
political novel par excellence. There are similgacetween Coe and Alasdair since
they show how society controls individuals’ destsi This dystopian context
resembles Coe’s fiction where individuals appearbéotrapped. Coe says about
Lanark “il a pour sujet principal le rapport de l'inddd a la société, sujet gu'il
inscrit non seulement dans le récit mais aussi darferme méme du roman, en
mettant en abyme I'histoire de I'éducation de sérok dans un contexte dystopique a
la Orwell” (Mellet 183).

The theme of frustration is recurrent in Coe’s kyawith the characters who
cannot fulfill their dreams and fall into failur&his theme recalls famous dystopias
like Aldous Huxley'sBrave New Worldor George Owell’'s1984 At the end of
WACU Michael realizes that the Winshaws are part af Ilfe. As Ryan Trimm
comments: “Owen’s epiphany [at the end, when hdizesa he is central, not
peripheral] is not the happiest realization, forsitggests a larger collision, once

concerning his failure to stop the Winshaws anduhlees they signify” (Moseley
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44). Michael is also described as a retarded maa wdmnot fulfill his sexual
impulses and spends his time drooling in front adews. This idea of sexual
frustration is also present M11when Rachel and Jamie can't satisfy each other and
remain on the brink of orgasm. There are many pgmssahat evoke this sexual
interruption: “Then, just as Rachel was about tacheher second climax, Jamie’s
mobile phone rang. To her amazement, he leanedtovanswer it.” [...] Furious,
Rachel flopped back on to the bed, panting heavilgre with frustration than
anything else. She had been on the very brinkgdsm” (330).

Even thoughVACUandN11 do not deal with stories set in the future, the tw
novels resemble dystopias in many ways. The laderscharacterized by a form of
dehumanization of politics that seem to controllies of individuals in a totalitarian
way. There have been many cultural referencesptbréitayed Thatcher, the iron lady,
as a dictator. The decline of society provokingiaognd environmental disasters, as
aforementioned, is another specific feature of ayisis. The goal of dystopia also
concurs with Coe’s aim to draw attention to reaHdassues regarding society,
politics, economics, and environment. In terms ofitigs, dystopian rulers are
depicted as brutal and uncaring almost fanatichlchvresemble the Winshaws who
rule with an iron hand over the country, whose sieas result in negative
consequences for individuals. In terms of econontlos main targets are extensive
privatization, capitalism, free-market economy, teath of the welfare-system and
characters that are at the mercy of its mechanisthe idea that people are
contaminated by this ideology is present and reddichael when he presents Fiona
as a form of investment or when the Winshaws cotitiealimentation of individuals
and their consciousness and the way they intenldiitaheir minds to undermine any
form of protest.

Dystopias also tackle the fact that wealth is egually distributed, this is
something that is developed WACU as well as inN11 where the ruling class is
described as living in abundance. They own builglitttat they do not even live in;
materialism, consumption and excessiveness areetheifmprime importance iN11
Hedonism and the quest for pleasure are also ceadvéyough the rich trying to
abuse the poor. There are examples of attempted raoth novels (the accountant
tries to rape Rachel iN11 and a Winshaw assaults Phoeb&IACU). Both novels
draw stark contrasts between the privileges of nheng class and the shabby

existence of the working class. This social sticdtfon runs the novels. Like many



dystopias, violence is also prevalent, in the fairaustere reforms, insults, war or
sexual assaults. Family is also a social institutibat is shaken. The family of
Michael is not that present when he is in troulthes young author is overwhelmed
with loneliness. The descriptions of charactersi@lare brimming in the novels and
tend to confirm that family is an institution oretivane. Moreover, the end L1 is
quite dystopian since it draws a futurist visionLoindon colonized by the rich and
anti-austerity protests on the way.

Another characteristic dN11, which makes it look dystopian, is when the
participants of a TV reality show are sent on ayllid and wild island, a place
recalling William Golding’'sLord of the Flies On this Island, the weak like Val ends
up undervalued, there is a form of social hieraraimgre the strongest and the most
beautiful are praised. The social system in whighsét Val looks to emphasize
animalistic behaviors. It looks as if the contetgdrad lost the meaning of civilization
since they adopt an animal status. The violendisfsocial system is amplified by
the harsh comments of people commenting the ganse@al networks. Still ilN11,
the novel suggests a decline of social and humhuresaince they behave brutally, in
an animalistic way. There is a scatological exanmpia is symptomatic of this
decline in humanity when Val is forced to take para humiliating game, consisting
in eating an animal defecating in her mouth. Thianeple represents the dulling of
people’s minds: “And then Val thought, Oh my Godyé | killed it?, but this thought
only lasted for a second or two because then shesdenething in her mouth,
something liquid, and a taste — Christ — a tastgefoand more viler than anything
else she had ever tasted or imagined tasting, lamdeslized that the stick insect was
shitting in her mouth, literally shitting itself thi fear” (104).

Still in N11, the way Coe presents the direction that the N&&king and
thus the plot looks dystopian. The NHS will reseenlal service where life is
considered as a commodity and care extremely exmer&ke “cetuximab” for
Rachel's grandfather who suffers from cancer (282 pushes the criticism to its
paroxysm when the doctor explains Laura what aEER@nd QALY: “An ICER [...]
is the incremental cost-effectiveness ratio ofexdapy. A QALY is a quality-adjusted
life-year. A service like the NHS has to keep ayvelose eye on its costs. To put it
bluntly, not every year of human is valued as higid every other” (283).
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2. Present Versus Past
a. When the Past does not Pass...

Guignery posits that Coe refers to the past witlamy nostalgia, which is to
be put in perspective (17). In some articles, Cepials Britain in the 1970s as “a
dismal and stagnant place where the unions wengepelly involved in bitter and
increasingly violent confrontations with the remetatives of capital, a shabby
country with a failing economy, obsessed with maewoof its former Imperial glory,
taking refuge in tradition and outdated ritual mattempt to forget its contemporary
problems” (18). Even though Coe’s own point of view the past seems to lack
clarity and consistency, this notion plays a mage in his fiction. In an interview,
Coe describes the 1980s as “vibrant, energetiblasg, dynamic” (18). However, in
WACU when Michael refers to the past, the 1980s, lisdw turning into authorial
comments are bitter: “The 1980s weren't a good tionene on the whole. | suppose
they weren't for a lot of people” (102).

Indeed, in many passages WIACU the past is haunting. For instance, the
whole novel portrays Michael who is obsessed with rtnemory of the filmNVhat a
Carve up!that his mother interrupted when he was nine yeklitsAs evoked in the
first quote of this subpart, the past tracks pedple people also try to reach it as
though it was a way to escape the present andd®biehind the “curtain” of denial.
The past actually promotes escapism from realith ss the act of writing or reading
fiction, thus allowing a form of catharsis. This ynae correlated with Coe’s saying
that readers enjoy novels, in the 1970s, for thgaod-old escapism” in a period
when “Britain’s experiment with socialism descendeid chaos, and the dampening
realities of the Thatcher revolution started tdksm the nation was beginning to take
refuge in nostalgic fantasies of elegance and Ipgei’ (Marginal Notes, Doubtful
Statementd796).

The past is also tackled N11 no wonder that a chapter is entitl@te
Comebaclkand deals with a “has-been” singer, Val. It ioasnotion associated with
obsession and political nostalgia as\ilACU Coe describes a past that no longer
exists: “A long time before you were born. The atdtwas different back then. Very
different” (176). InThe Crystal GardenLaura is worried about the idea that her son
would get obsessed with the past like his decefadbdr. She hopes that her son will

be obsessed with “something other than the pabg; says “like a lot of people,



Roger was convinced — even if he never really aeéunhiit, even to himself — that life
was better, simpler, easier, in the past. When &g growing up. It wasn't just a
hankering for childhood. It was bigger than thatwas to do with what the country
was like — or what héhouglt it had been like — in the sixties and sevent(@ss).
This political nostalgia is much more developecka fines later: “For Roger, it was
about welfarism, and having a safety net, and aladivenot being so weighed down
by choiceall the time, | suppose. Heatedchoice [...] a time when we trusted the
people in power, and their side of the deal waat ws... not like children exactly, but
like people who needed to be looked after now ayaind (177). These lines directed
towards the past, towards a political era thatndm®vered people, reinforce Coe’s
distance with the political present and convey &mosphere of disillusion and
disenchantment. The refusal of choice concurs witbe’'s promotion of the
alternative, a motif that shall be developed. Regdiome passages NfLl, Coe’s
reference to the past is quite slippery since hg pnamote passivity and the idea that
politics should not be the responsibility of peo@een a form of oligarchy. He writes
about Roger: “The whole thing that defined thataiion, and the whole beauty of it,
as far as he was concerned, was passivity. Othaplg@aevhere making choices for
him. People he trusted. He loved that. He lovedidlea of trusting people to make
decisions on his behalf’ (176). As WACU the past is also referred to as something
haunting inN11 “This vision cannot have been anything but a mgmoome back to
haunt me, and that's why I've decided to reviséttmemory now, to see what | can
learn from it, to understand the message it ho{@83%9). This personified past seems
to merge into memory, which is different in ternfsobjectivity. The past and the
memory — two different and independent notions e hbilurred as if characters
confused both. These reflections on the past cowtihr Hutcheon who argues that
postmodernist novels depict biased portraits ofohys(Hutcheon 146)WACU and
N11 are therefore “historiographic metafictions” (146at constantly offer partial
and oriented discourses on the past, through merandy visions. For instance,
Michael makes no secret about his often anti-camasiee and pro-labor likings (273).
In N11, Rachel's grandfather clearly shows his sympatimycbnservative policies or
for the Daily Telegraph, a right-wing newspaper)(24

Even though, some academics, and even Coe hinpeetfay the past as a
matter of obsession, some characters would terglotify it and bring a nostalgic

dimension to it. The reference to the past is thase complex than it seems.
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b. Coe’s and the Immediacy: Current Society Issues

Coe acknowledges that his novels examine conteampigsues. He explains:
“l realized at that point that | had been takingsely far too seriously. As for
addressing contemporary politics in a novel — wilgt's always difficult, but no
more so in Britain than in any other country. | \init have thought” (Moseley 43).
Florence Noiville praises Coe’s “fashion of anchgrihis universal truths in the
immediacy of contemporary society” (298).

Guignery distinguishes “two trends in contempordutish fiction: one
toward retro-Victorian fiction and pastiche, andter resolutely anchored in the
present, dealing with topical issues, Coe belongmghe latter” (Guignery 15). |
would say he belongs to both. In the 1980s and 4,99@ success of novels such as
Rose Tremain'®kestoration(1989) and A.S. Byatt’'Possessioli1990) led to the idea
that the British novel had to deal with historigahstiche and disinterest for
contemporary British life. There was a fixation akhobsession on the past that was
epitomized by the 2001 Booker Prize longlist onahhonly three books were set in
contemporary Britain. As a consequence, Coe decmedite a book anchored in the
present dealing with the Thatcher era “a largeespahoramic representation of what
Britain looked like at that particular moment” (@uoery 15). It is clear that Coe
wants to anchor his work in the present. For Guignime result wa¥VACU a book
revealing Coe’s skills to anchor “his universal thisi in the immediacy of
contemporary society”, to express “the great amdsthall, the destiny of nations and
the heartbeats of beings” (Guignery 15).

For Guignery, “Coe’s work provides the reader vdtiapshots of the present
and the recent past without succumbing to a kindasftalgia” (17), something put
into perspective above. For Richard Bradford, Caekles the issue of
contemporaneity, “the questions of how the novelsstexpected to deal with
contemporaneity” (Guignery 17). For Tim Adams, ‘prd handful of significant
English novels have responded directly to the mantal changes in the society of
our times”. Coe is the second author, after Masinis’s Moneyin 1984, contrary to
the authors of the 1990s who tend to focus on #s gisconnecting their production
from the here and now.

Coe’s work deals with current society issues areb tto capture a specific

period and place: the Thatcher Era or the pericalsterity. Both novels were written



in a contemporary frameworkVACU andN11 are set in contemporary Britain and
evoke events in the paSt/ACUfocuses on the 1980s and the 1990s, the Thatcher e
and relates events dating back to the 1940s, Wtsecond World WaN11is set in
the 2010s and alludes to events dating back to (fe@® 1999 to 2015). Coe intends
to connect the here and now with the past throegkated back and forth motions in
time — prolepses, analepses. Time seems diffiauligiasp and complicate the
temporal structure of the novels and narrationatang a circular movement and an
impression of blurring. Doing so Coe transportsrémder and avoids developing his
story. He deconstructs narration by skipping chlogical steps. It is a whole
revaluation of time and it gives the impressiont ttie narrator and the author are
struggling with time to tell their stories. Connagtthe past and the present, Coe’s
work shows that politics as his work is the resdiltontinuity, the present being the
result of the past. However, Coe’s novels deal witbries where there is no time
continuity, time and historical periods becominfiidult to categorize.

IndeedN171s plot is set in a very contemporary context sinaieals with the
latest means of communication and their profusitdowadays, when it came to
ways of keeping in touch, she [...] and Rachel weled for choice: they emailed
and texted, and they talked on Facebook and Whatslagghe last few weeks, they’'d
even started using a newly launched app called ¢hadip (75). There are many
themes that are issues belonging to nowadays suébr@ign immigration, irN11,
when immigrants from China are compared to “slawasivith the story of Lu, the
Chinese immigrant (60). Rachel, referring to T\gHlights their exploitation: “I saw
this programme on the television the other nighexplained. Apparently there are
slaves in England. Real slaves. Most of them coene from other countries and they
have to work, like, twenty-four hours every day ahthey try to run away they get
beaten up or attacked by dogs” (60). Money and wha@yment are also frequent
issues at the core of the family: “Ok. Depressealialvork, like everyone else” (75).
Coe also lampoons the media’'s hardness since tippgaa very judgmental,
especially when they deal with Val's presence ia 1V reality show: “SHE’'S A
NONENTITY — GET HER OUT OF THERE was a typical hizael [...] Who the
hell is Val Doubleday?” (98). To this violence idd@d the severity of people on
social networks who seem to shirk their responiggbithen they insult her - “ugly”,
“shite”, “witch”, “cunt”, “bitch” (99).
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In addition to money, the financialization of eult and education is an issue
developed ifN11 Coe excoriates the current British educationesydhat consists in
increasing tuition fees and reducing education fmancial transaction: “education,
the elevation of the young mind to a higher levickmowledge and understanding —
had now been redefined as a commodity, somethirge tbought in the expectation
that it would one day vyield a financial return” @31In the same satirical vein, Coe
tackles the financialization of culture with thee& of expressing everything in
monetary termsN11 is teeming with examples on monetizing the wondih the
Loch Ness (131) and even feelings with the Londomd2on (259). The example of

the Loch Ness as a generator of income is the stioking:

Paranoia

The numinous/supernatural

The Loch Ness Monster, in films/books/poetry

The Monster is nearly always a fake — often atcé@re of some
conspiracy to make money out of tourists/locals

What is being sold? What is being commodified?

Some sense of awe — wonder — the UNKNOWABLE”. (131)

According to Florence Noiville, Coe’s relationship immediacy is unique.
She comments: “What is striking about Jonathan €oe@rk... is his fashion of
anchoring his universal truths in the immediacgaftemporary society. One has the
impression of glancing through ti@neswith one eye while reading a novel with the
other in his recreation of four years of Blairistill so close to us (1999-2003)”
(298).

3. Politics and Humor
a. Coe, the Humorous Satirist for All?

Coe has always been referred to as a satirisigads models Jonathan Swift,
Alexander Pope and Henry Fielding. Coe wrote al@gultiver’'s Travelsin an essay
in 2007 and adapted it as a children’s book in 2Qhder the titleThe Story of
Gulliver. Coe is an admirer of Swift'&ulliver's Travelsfor its “concentrated and
calculated intensification of satiric outrage” (Guery 24), a satirical novel written
“to vex the world, rather than to divert it” (24According to Guignery, satire is



different from humor since the former is “endowedhwa moral purpose” (24),
promoting a better world. The characteristic of Gaatire is that it is “more ethical
than moralizing because it appeals the reader'sadgp(24). For Northrop Frye, in
Anatomy of Criticism“two things are essential to satire; one is Wwihemor founded
on fantasy or a sense of the grotesque or abswedother is an object of attack”
(224).

In Coe’s fiction and especially WACU, which according to Coe, is “the only
genuinely satirical book” he has ever written, ‘ldhds of domains of contemporary
life are subjected to the irreverent gaze of sahieeit the world of advertisement, new
technology, educational reforms, the academic roasm, the press, television,
private enterprise, Thatcherism, New Labor, investnbanking, the National Health
Service or food production” (25). Yet, pondering WACU Coe finds the novel
“preachy” (Guignery 25), something that he triesatmid now and developed in his
Phd thesis on Fielding'$om JonesCoe notes that the problem of contemporary
satire is that it only aims at “preach[ing] the eerted” (25). He also rues a quite
contradictory phenomenon, the profusion of politisatire alongside the lack of
political opposition in modern Britain (25). This not only political evils that Coe
depicts in his novels but also their normalizatiomshe British psyche and political
landscape that he emphasizes. To quote Paul Giifbye’s refined sense of the
absurdity of contemporary political culture is atdd to the possibility that in Britain
greed and selfishness have been normalized to amokxtent that satire becomes
effectively impossible” (198). Thus, satire beconreffective, having no impact on
people.

A central characteristic of Coe’s work is his coitment to humor and satire,
and combining each other. Coe aims at being a érin§ laughter. Coe notes that
“the need for laughter is universal and absolut®farginal Notes, Doubtful
Statement8422) and that laughter, recalling his childhosd;something that drew
people together...something shared. It forged boridsympathy between people,
among friends and among families” (3422). He remensthat his first ambition was
“to become a television comedian” and then “a writdhose words would make
people laugh”. Becoming aware that different typédaughter exist: “melancholy
laughter, mad laughter, despairing laughter, aregrghter”, he realized that “laughter
itself could be a weapon in the battle against stige” (3434). Michael, in a

metafictional remark that encapsulates Coe’s nawdltypical of his combination of
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laughter and outrage, declares: “We stand badlyeied of novels, after all, which

show an understanding of the ideological hijackohihas taken place so recently in
this country, which can see its consequence in huerans and show that appropriate
response lies not merely in sorrow and anger botad, incredulous laughter” (277).

Indeed, Coe excels in burlesque dialogues andtisiis|amaking one of the best

representative of British humor in line with Evelyaugh, Wilde, Lodge, Sharpe...

Among the most comical scenesWACU, one can recall the meeting with Findlay,
the spontaneous erection in the tube against anwbdé he is dreaming about

Katleen Turner, in a black humor even sarcastis#res of problems and resolutions
of Dorothy or the interview for Hilary’s maternityn fact, his plots oscillate between
the Boulevard comedy and the B movie.

Coe has always made efforts to reconcile highlandculture so as to make
his work the most popular possible, hence the ndecambination of different forms
of art. Coe posits that the satirical British sitt¥es Ministe(BBC Television, 1980-
84) was “a source of inspirationM@rginal Notes, Doubtful Statemen®d92) for
WACU alongside the satirical puppet sh@pitting Imagg(ITV, 1984 — 96) and the
early 1960s comedy stage reuBieyond the Fringeegarded as seminal to the rise of
satirical comedy in Britain. WritingVACU, Coe wanted to represent the atmosphere
of the 1980s by “tap[ping] into the energy and @wt@ntiousness of British popular
culture” (Marginal Notes, Doubtful Statemen&l92). In WACU and N11, the
presence of television that he considers as the sw@irce of information, is hardly
arbitrary. INWACU a TV producer praises the role and impact ofvielen stating it
“is one the fibers that hold the country togetHercollapses class distinctions and
helps create a sense of national identity” (68)s Quote will be ironically taken up
by Hilary Winshaw, adding “And that’s definitelyteadition | hope to encourage and
foster” (70). For Guignery, Coe questions “the saggally egalitarian and humanist
ambition of television” (Guignery 72). What is inésting to point out is that Coe has
also tried to avoid irony “that baneful, ubiquitpssiperior mindset which has gripped
so many people in the post-Thatcher era” (Guigrgty This intention shows that
some tones may have a social value and tend tsifgigeople. Seen like that, irony
appears to be a tone dividing people.

However Coe’s frequent use of borrowed materiabb®es obvious and this
intertextuality puts in perspective the author'd va make literature popular, a sort of

democratic art. As the narrator explains in FlanBrien’s At Swim-Two-Birds



The Modern novel should be largely a work of refieee Most
authors spend their time saying what has beenbsdale —usually
said much better. A wealth of references to exgstworks would
acquaint the reader instantaneously with the namwfreeach
character, would obviate tiresome explanations amduld
effectively preclude mountebanks, upstarts, thimiigers and
persons of inferior education from an understanding

contemporary literature. (Moseley 114)

Keeping this in mind, Coe’s oeuvre appears exctusiv

One may notice tha®?VACU and the work of Coe in general are not only
famous for their humorous dimension. The book &skllso serious and grave issues,
characterized by great melancholy and nostalgiaveldped further in this
dissertation. The two books are actually mixturemoes where the reader undergoes
tension between humor and seriousness. Coe isllgcgieong at swerving the
responsibility to laugh or not to the reader.

All in all, Coe redefines satire and brings selepaestions to light whether
satire should be scathing and be entertaining atstééime time. His novels are
definitely reflections on the form and contemporargcesses to criticize what has

already become normalized.

b. When “Britain is in Danger of Sinking Giggling into the Sea”

First and foremost, as aforementioned, humor p&geminal role in Coe’s
fiction. Coe, himself, said that he is “not intedegkin non-comic writing” (Moseley
47). Mellet, quoting Northorp Frye, recalls the wahplace of humor in any literary
satire: “Deux éléments, donc, sont essentiels satae: I'esprit ou I'hnumour qui
repose sur l'imagination et le sens du grotesqued®u’absurde, et une cible a
attaquer. L'attaque sans I'humour, ou une pure wéation, constitue I'une des
frontieres de la satire” (33). Mellet also recdlie Latin etymon obatire, which is
satira meaning mixture and thus echoing the idea of oigrdeveloped all along this
dissertation. This first meaning goes back to thgnLsatire consisting in a mixture of
genres and forms.

As Moseley so rightly points out, Coe excels anbming comedy and rage

(6). Indeed, humor and thus laughter is a mean<fwr to deliver a message, to
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lampoon society but also to question the role &edconsequences of laughter itself.
Coe, a great admirer of David Nobbs, found at tpe @ 15 years old was struck by
the collision of “high seriousness and low comediMarginal Notes, Doubtful
Statementd655). In his thesis dissertation, Coe alreadytpdisat satire has become
innocuous and self-defeating as it might lead ttc@nfortable feeling (laughter)”
(Marginal Notes, Doubtful Statemen3458). In 2013, Coe determined “a growing
disillusionment with the role played by laughtertire national political discourse”
and put forward that “Britain’s much-vaunted traafit of political satire was itself an
obstruction to real social change, since it diviegeeryone’s contrarian impulses into
harmless laughter” (1586). Coe even argues thagliter is just ineffectual as a form
of protest but...it actually replaces protest” anchéd into a “substitute for thought
rather than its conduit” (3587). Coe, referringReter Cook, argues that “Britain is
sinking giggling into sea” (3527) and that laughtiees not reverse the established
order but preserve it since it is a “unifying, retdividing force”, “bring[ing] us
comfort, and draw[ing] us into a circle of closenegth our fellow human beings”
(346). Satire, therefore, slays action and promotaspliance even a form of political
and social paralysis. For Coe, satire is “one ef niost powerful weapons we have
for preserving the status quo” (3456). “Satire réfh@re, “suppresses political anger
rather than stoking it up. Political energies whiaight otherwise be translated into
action are instead channeled into comedy and mfleasdissipated — in form of
laughter”. According to Guignery, this disappointrhaccounts for the fact that Coe,
after WACU turned into a “more gentle form of humor ... tingedh melancholy”
(26).

According to Gilroy:

Satire creates a welcoming space in which like-mihgeople can gather
together and share in confortable hilarity. The eanghe feelings of

injustice they might have been suffering beforeharalgathered together,
compressed and transformed into bursts of laugrtdrafter discharging
them they feel content and satisfied. An impulse thight have translated

into action is, therefore, rendered neutral andihess. (198)

Humor is, through satire, a vector for politics lauwvector that has a harmful and

pointless result, a compliant and accepting laughteere the subversive has turned



innocuous. This image of a vicious circle - humlayghter - is another example
heightening the notions of blurring, imprisonmexgphyxia, inaction and paralysis.
Indeed, inMarginal Notes, Doubtful Statemer{t¥he Paradox of Satire | and
II"), Coe develops a pessimistic portrait of pal#i satire as a form of protest. To do
so, Coe gives the example of Boris Johnson totifites the inefficiency of laughter in
the face of political problems and explores thé&uwaté and responsibility of public
audience. In fact, humor has been a weapon fotigahs in defusing awkward
situations or simply avoiding politics. Johnsonoise of the best instances of this
trend with his repartee and his escapades. Theigmti has built his career by
creating a grotesque character of himself, the @nafy“a self-mocking buffoon”
(3582). Doing so, Johnson has created his owredatira better control of it; in other
words he made himself his own political stratege. isl frequently invited itHave |
Got News for Ygua British television panel show with lan Hislog-British satirist —
that looks like a puppet theatre with Johnson itgopet. The sounds of bursts of
laughter in the background music reinforce the eggtie nature of the show and the
political vacuity of Johnson’s remarks. Watching tehow, the dramatization of
politics seems to be a great technique to avoidtigml As Coe writes: “It was
laughter, more than anything else that let Johrafborthe hook” (3569). In an era
where politicians are glamorized and judged on qelty, “it's easier and much
more pleasurable to laugh about a political isba@ to think about it” (3582). In his
critigue of politicians and the media’s outstrettheand, Coe also excoriates the
audience. In his analysis, Coe argues that saadsl to the categorization of two
types of readers: the readers who like a book Isecthey agree with the author’s
political state of mind and the readers who do Iila it because they reject the
author’s set of values. Thus, satire appears tkspfda simplistic categorization of
the reader leading to the failure of satire astamg@l agent for change or conversion.
Laughter becomes therefore a dividing force whoseess is determined by the
reader’s political beliefs or political intimacy, @ndition to read and accept the
genre. This analysis shows a lack of distance ansongemporary readers since satire
do not seem to put into perspective but consolidad& own system of values by
making “like-minded readers” laugh. Coe, here, di&spia bleak and pessimistic
portrait of the reader and spectator whose att#udature the disclaiming of any

form of responsibility. In a time where laughtercbmes counterproductive or a
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“substitute for thought” (3594), the technique taka people react becomes a
challenge.

In his article entitled “Will satire save us inettage of Trump” inThe
Guardian Coe explains how caricature and reality have tmeceo blurred, pointing
out the hazardous nature of laughter, a phenomemaolerlined inN11 In The
Winshaw Prize Nathan Pilbeam, a young policeman investigatesdiéaths of two
comedians and ends up identifying the killer, a mdro thinks that comedy is
making people complacent and is a peril to demgcrhcthe article, Coe uses the
example of Alec Baldwin and his Donald Trump impergions to show that political
comedy is not much efficient. Coe referring to MiehFrayn an@eyond the Fringe
posits that political comedy results “no to underenbut to confirm the audience’s
prejudices, and has less in common with satire ig#m community hymn-singing —
agreeable and heartwarming as that may be”. Cagestgythat laughing at a political
satire can spark off a form of complaisance anduanter-productive effect. This
theory seems weird since Coe considers himself @sracal satirist. The idea that
comical satire is inefficient is reinforced by tfaet that it is only read by people who
share the same point of view; “it [satire] givesgdure to those who already share its
point of view”. As Coe writes: “who wants to payaggbmoney, after all, to have their
core beliefs challenged and insulted?”. Even tho@gie’s conclusion on satire
appears quite pessimistic, the author calls orrampte satire, regardless of its form,
to expose social ills: “In short, the present motreatis for absurdism, caricature and
tomfoolery, because these are the only ways taoapiur current reality”.

In N11, Coe examines the efficacy and the purposes obhwhen it intends
to expose society’s evils. Humor seems to haveoasbied on political life as “every
kind of public discussion has to have a veneer of comedijtics especially” (190).
Therefore, Coe questions the difficulty keepingwith the reality for a satirist since
“the boundaries between reality and caricature lma@me so thoroughly blurred”.
In this article, Coe writes:

To give just a small example: in my novdumber 11 wanting to
satirize the silliness of prize culture, a culturevhich artists and others
can only be ascribed worth by being put in competitwith one
another, | invented what | thought was the stupiddsa imaginable:

the Winshaw prize, a prize for the best prize, mal the Booker, the



Turner, the Pulitzer and others fight it out fopgmacy every year. A
few months later irPrivate Eyel read that an outfit called the Global
Conference Network is setting up the “Awards awart®/ith directors
of awards companies as judges,” their website pnod, “this is a long
overdue chance to receive recognition for the aestrds initiatives and
ceremonies.” (That “long overdue” is especiallyoasiding.) What's a

satirist to do?

Mellet, in his article “From laughing along to n@isghing oneself away and
coming out in Jonathan Coe’s fiction” questions tbke of laughter but also Coe’s
sense of humor in order to account for the authsatrical distance. Building his
paper on Coe’'Marginal Notes, Doubtful Statemer{t€omic Novels”), Mellet argues
that the failure of a satirical form of laughterda@ioe’s allegiance to comedy have led
the author to spurn ironic distance and swerve tdsva sweeten form of satire in
favor of “empathy, attentiveness and connectioriiisTcould explairfN1Tls satirical
tone and its more humanist content. In his artizieExpo 58 Jean-Michel Ganteau
demonstrates that Coe’s novel has become “a coowel that is not so comic, a satire
that is not quite a satire, and a comedy that lisofugravitas’ (Ganteau 20). Mellet
and Ganteau put forward that Coe has distancedelfifinem the traditional satire to a
more “grave comedy”, endowed with emotion. All tslsows how Coe questions our
relation to laughter and laughter itself. As hedghiere are various forms of laughter.
This stance may be also a way, for Coe, to diffgmes himself from the myriad of
contemporary satirists. After all, is a writer radtvays trying to nurture his or her
alterity? Anyway, if it is not through or by comedyat Coe excoriates the British
society, satire has paradoxically become one ofbéb& instruments to hinder the

political revolt that it intended to extol.
4. The “Coesian” Position...

a. The In-between, the Lack of Political Positioning ad Indeterminacy

Henry Sutton, in 2003, regretted the lack of ‘tgritpolitically engaged
novels”, putting the emphasis that “just two nowelally stand out as having much of
value to say about Britain in the 1980s and ea#90%” (13) referring to Martin
Amis’'s Moneyand Coe’sSWACU He stated thatVACU “was probably more overtly
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political in its wicked dissection of the Thatchespired me, me, me generation and a
group of toffs long past their sell-by-date” (16).

If one reads Linda HutcheonA Poetics of Postmodernisi@oe’s oeuvre,
which is considered as postmodern, is thereforgiqgadl She writes inThe Politics of
Postmodernisim‘L’art postmoderne ne peut qu’étre politique,doins en ce que ses
représentations, ses images et ses histoires,nhgasaais neutres, quand bien méme
elles paraissent “esthétisées” dans une autoréiiéxparodique” (3). Therefore, by
suggesting biased representations, postmoderntiesthg political, despite being
esthetic.

Regarding political commitment, Coe seems to bdident. He explained: “I
began to work on the novel in 1990, at the far eh@hatcher years, when | was 29
years old and flushed with political and literamrtainties. The most fixed of these
certainties was my anti-Thatcherism...| wanted toresp this pervasive sense of
unease and betrayal, while somehow writing a nthedl consisted of more than just
liberal hand-wringing. One way of doing this. | tlght, might be to try to tap into the
energy and unpretentiousness of British populatucell— comedy in particular”
(Marginal Notes, Doubtful Statemer8$80). However, reading Coe, one may wonder
where to assess the political degree of his noalets where to put the slider on a
political ladder. His work raises the question oivha novel should be political.

Guignery develops the fact that Coe’s novels da aoly talk about
contemporary Britain but also “firmlgngages with the political, social and economic
failings of the contemporary world” (18). In hissay “Outside the Whale” (1984),
Salman Rushdie emphasizes the political dimendi@mp work of art: “works of art,
even works of entertainment, do not come into bdmga social and political
vacuum...the way they operate in a society cannadparated from politics” (92).
He also insists on “a genuine need for politicatiéin”: “it becomes necessary and
even exhilarating, to grapple with the special peois created by the incorporation of
political material” (100).

As for Coe, his novels are political as he ass@altsstory telling is political,
being an attempt to control and influence the imatye life of another person for a
period of time” Marginal Notes, Doubtful Statemer@$31). In his PhD thesis on
Henry Fielding, he comparéBom Joneq1749) as a “political novel” as Fielding
“seizes on the form’s potential for enacting changenarrative terms and for

provoking it in the reader” (235). Guignery argtleat Coe is interested in analyzing



“one of the smallest political units” (19), thattssay - the family — and the political
dynamic between parents and children. His writimghius politically engaged with
the society it intends to dissect and its relatigmdo individuals. In Coe’s words,
“the theme is always the relationship between inidials and larger social
movements” (in Murphy) and the main goal of whatdadls political novels is “to

show people trying to get on with small, blamellgss without being flattened by
the juggernaut of historical events over which thaye no control” (in Murphy).

| can admit that Coe’s novels are political asklet above but his
commitment may be put into perspective and allowgdefining of commitment.
There is no clear, precise and homogeneous defindf what political commitment
is or should be. There are various definitions altbe notion making it difficult for
Coe’s work to be classified as committed. For imsga Jason Cowley describes the
political committed novelist as writers who help“ts see things as they really are”
in his article entitled “After Orwell”. He quotesh@stopher Hitchens, Martin Amis
and lan McEwan as contemporary writers who candmepared to Orwell or Wells,
the genuine figures of commitment. According to GoywWACUIis a good political
novel but its author does not show the qualitiea pblitical writer since Coe’s main
goal is to entertain “rather than be overtly did&cand denounce. Another academic
like Mellet points out, referring to Adorno and daes Ranciere, that a work of art is
political when it does not yield to the temptatmirpolitical commitment.

Coe’s fiction definitely hinges on indeterminacydeterminacy is when
readers are expected to make their own decisionsitaiie text's meaning. As
aforementioned, Coe’s novels do not provide futisare since numerous questions
are unanswered and Coe’s intention remains bluads Baldick, a literary critic,
describes the concept of indeterminacy in@xéord Dictionary of Literary Termas
“a principle of uncertainty invoked to deny the tgnce of any final or determinate
meaning that could bring to an end the play of nmepbetween the elements of a
text”. Thus, indeterminacy is the belief that iingpossible “to decide entirely what a
word means when used in a certain circumstancéesoneaning of the whole text
must remain open to interpretation”. However, “fresence of indeterminacy does
not mean that decisions about meaning cannot be ruaall, but only that there will
be no final official judgment or approval on anydividual interpretation” (in
Baldick). Furthermore, the presence of indeterminatoes not result in all

interpretations being of equal legitimacy; instéaitidicates that all meanings drawn
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from an indeterminate text are “partial and pravisil, and that what we write about
it itself as a text, is open to further interpretat. Another substantial argument
regarding indeterminacy is that the approach presomagination; the reader’s
“concretization is left to a large extent to... gmation” (Stanzel 116). In the field of
comparative narrative fiction, the novel has anaamti?ge contrary to the movie.
Stanzel cites John Fowles in regards to the indwtacy of narratives as an
advantage: “There are hundreds of things a noveldcathat a cinema can never do.
The cinema can't digress; above all it can’'t exeludyou've got to have a certain
chair, certain clothes, certain decor. In a nowal gon’t have to “set up” the whole
screen. The delight of writing novels is what y@un deave out on each page, in each
sentence”.

Coe’s indeterminacy can be explained by his rejeodf political consensus
and his interest in dealing with political inactiand inability to choose (Mellet 122).
In WACU Henry recalls the Thatcherian definition of poll consensus as “the
process of abandoning all beliefs, principles, @aland policies” and “something in
which no one objects” (135). This remark suggdsas tconsensus is a means to numb
politics since the latter is originally a place ftiscussions and choices. Qu’est-ce
gu’une décision politiqueBruno Bernardi points out that a decision isiisically

political and that politics is a matter of decision

Que la politique soit par excellence le lieu ddéaision, cela parait évident:
le pouvoir politique, de quelque maniére qu'ondasidere, ne consiste-t-il
pas précisément en un pouvoir de décider? [...] Piolgique en effet se
donne comme sphére de la décision, la notion mém@édision n’est elle
pas dans son fond politique [...] C’est un rappolitigpie qui est constitutif
de la décision. [...] La décision est supposée deésidiessence de la

politique et la politique constituer le paradigneeld décision. (8)

In Marginal Notes, Doubtful Statement€oe already warns us about the
dangers of a single mindset, the necessity to eé@wsl the fact that nowadays
citizens no longer understand the differences batwibe left and the right (Mellet
122). Some critics or readers could conclude tha'<fiction is deeply rooted in

indeterminacy, the idea that he prefers not to sbdout | support Mellet's view



arguing that the refusal of choosing is itself aigsien, to believe in the reconciliation
and the preservation of contraries as well as eaméhg alternative (127).

The meaning of indeterminacy can also be assacwmith deconstruction,
which refers to blurring. Deconstruction is a psiticturalist theory developed by
Jacques Derrida and is described by Baldick ashffl@gophically skeptical approach
to the possibility of coherent meaning in languaff. This notion also echoes the
blurring of language that will be tackled in theceed part of this dissertation.
According to indeterminacy theory, all texts carvéndghe “multiplicity of possible
interpretations of given textual elements, becdahseauthor's meaning or intent may
be unclear, or distorted by pop culture” (McHalg.3Bherefore, indeterminacy has
limits and appears to be not always undeterminedwdy¥er, while some
indeterminacy in literary fiction is permanent; tgap will never be filled or closed,;
other areas of indeterminacy are temporary, anthetekely planted by the author
with the intention of leaving a gap that the reademselves can fill, by the “process
of realizing or concretizing the text” (McHale 36).

ReadingWACU, one can notice that even characters have dif§idol agree
on what politics should be. This blurring of poimtsview is illustrated when Fiona
who believes in coincidences and accidents, desetbpt politics cannot explain

everything and opposes Michael’s view that politccbased on explanation (354).

b. A Real Protest to Overturn the Status Quo or a Bowigrized Satire?

Using historical and political facts in order tolider a political message,
therefore a personal and subjective point of view ffirst step towards engagement.
Engagement is a notion difficult to define becao$dts subjectivity, its abstract
dimension, its implicit dimension and the fact tttare are different forms and levels
of an artist’s involvement. This question of engagat questions the notion itself as
well as Coe’s political degree when the lattermai®to raise political awareness.

Reading Moseley, Coe has been considered as orfthefmost openly
political novelists of his generation, writing from sometimes fiery left-liberal
position about the ruthlessness and greed” thatchibaand other politicians brought
upon taking office (4).Coe also acknowledges that he was not the onlemuadt be
anti-Thatcher; he estimates that “90 percent ofidriwriters shared this stance of
enmity” (38). As aforementioned, Thatcher nurtuedeeling of resentment and

hatred around her and “writing an anti-Thatcheratavould hardly distinguish Coe
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from many of his contemporaries: it is what he dith his anti-Thatcherism that
counts” (38).

Reading Mellet who quotes Fredric Jameson, Coets/i@ could be referred
to as “committed without being lampoonist” (25).fact, if one refers to Jameson’s
definition of postmodernism, a work of art is pigltl since it conveys an ideology.
This politicization of art and its estheticizatioh ideology are expressed in what

Jameson wrote about Claude Lévi-Strau$sistes tropiques

Dans cette perspective, nous suggerons que l'igeolo’est pas ce qui
informe ni investit une production symbolique; malsitdt que l'acte
esthétique est en lui-méme idéologique, et queddyttion d’'une forme
esthétique ou narrative doit étre percue comme cte @leinement
idéologique, dont la fonction est d’inventer « smns » imaginaires ou

formelles a certaines contradictions sociales utsek. (Mellet 25)

Mellet, through his analysis of Coe’s fiction, algoestions the connection between
engagement and political writing. According to Rane, engagement is not required
to be referred to as political. It may even noalbeecessary condition: “Il N’y a pas de
devoir des écrivains de s’engager, d’'étre plutéita@ite qu’a gauche, d’étre pour la
liberté contre l'oppression. lls peuvent devenirs dgersonnalités politiques ou
intervenir comme collectif sans nécessairementeede la littérature engagée et sans
répondre a une exigence d’engagement de la ltt@'a{Mellet 26). Quoting French
philosopher Ranciére, Mellet argues that the forguars one step further by rejecting
the validity of any form of engagement within diin artiste peut étre engagé mais
gu’'est-ce que cela veut dire que son art soit efgdgengagement n’est pas une
catégorie de l'art. Cela ne veut pas dire que Kait apolitique. Cela veut dire que
'esthétigue a sa politique — ou sa métapolitiqua elle” (26). Eventually, Mellet
concludes that Coe is not simply a committed wri¢estate-of-the-nation artist or a
political satirist; Coe constructs a political fat by other means through the
politicization of the intimate — a notion developgdmy third part. In his novels,
Coe’s definition of the political is not reduced the sphere of political action
contrary to what he paradoxically wrote in the adiction of The Unfortunatedy
B.S. Johnson: “Johnson était un écrivain extrémemeselitisé, en tant que membre

actif de plusieurs syndicats d’auteurs et de raé@igs, mais ses romans sont pour la



plupart apolitiques, tournant autour de questiarsgnnelles et intimes” (Mellet 27).
For Mellet, this remark seems to be ironical sitieeintimate is forcefully political in
his fiction.

However Coe’s politicalness needs to be put ietgpective since he does not
offer the possibility of another social model (M#IR1). Reading Coe’s fiction, one
may wonder if we should consider his books as ratrenifestos for praxis or simple
stories detached from political action. ReadingIsteit can be inferred that there are
different levels of engagement. The first form afgagement concerns the fact that
Coe’s satire uses humor to represent moral, palitnd social drifts (33). Mellet
develops that humor is the weapon used to lampwbite the moralizing dimension
of the satire balances the author’s intention fansng the work into a text whose
action is not content to condemn and mock, but silgiports a better order (33). For
Mellet, satire is as comical as moralizing. Thiport for a better order and a new
social system is to be put in perspective thoudte trgets of Coe’s satire revolve
around the contemporary society and its misdemsadeceptive communication via
social networks itN11, television and its subterfuge of equalityAirtACU

Coe has doubts regarding the efficiency of theehomore particularly the
state-of-nation novel, to produce political changésve ourselves living through an
era where everything — economically, socially, aally - seems to be going wrong,
why do we think that reading a novel about it isngoto help?” Marginal Notes,
Doubtful Statement605). This statement shows that literature hagiqad and
social limits and runs counter academics eulogizmmmitment through literature.

Indeed, Coe’s efforts to change society and pretgainst class relations have
been judged ineffectual by some observers. NictlienAclaims that Coe made efforts
to depict “the lives of the undocumented but havitide to say about the truly
marginalized, the poor, and working class” (15).alrmore forceful way, Dominic
Head, in “The Demise of Fiction”, explains that thevel, even in the hands of
“inheritors of the liberal-realist mode of politichction, such as Martin Amis or
Jonathan Coe, inevitably becomes a hegemonic ao@actionary cultural force that
serves, broadly, to reinforce the status quo” (I6the same vein, Laurence Discoll
posits that Michael, representing the middle sositaata, does not speak to the

working class and its predicament. He goes on gayin
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Coe’s textual function is not to politically undeima Thatcherism from a
social perspective, but to simply restore the caltto a middle class,
decent, honorable center. This desire to attackchleasm for its greed,
callousness, and its inhuman distaste for all thidgcent, leads Coe
directly toward a satire of his social and econoro@nmitment, as

opposed to any radical desire to overturn capital(459)

As Moseley points out, Discoll and Head lampoon @om a left-wing perspective.
James Delingpole, a critic on the right who intewed the author, is curious to know
“how an author [Coe] of such evident skill and s&visy could have written a book
SO0 bitter, so tub-thumpingly unsubtle, so gliblgpared to dismiss a whole class and
political ideology as vile and worthless” (7). Hetwally describe®VACU as “quite
the nasiest, crudest, chippiest, least generouis bloave ever suffered the misfortune

of reading a few pages of before giving up in dstg(B84)

To conclude this first part, Coe, with the Winsksaprovides the reader with a
synecdochic version of politics from the 1980s ordv&le describes a social reality
full of political references where everything isntwlled, hence the word of
panorama. Coe also experiments new forms to deeoumstead of simply showing
the failings of British society, he questions owayw to criticize what is wrong in our
modern societies. It is a renewal of satire wheee lialance between criticism and
irony is shaken. As Mellet claims, Coe “explodestire (197). Political does not
involve a committed and moralizing production. Tdéso novels meander back and
forth through time creating thus movement and pmngag the plot from plodding.
Coe offers a political vision anchored in the irivibeen on a path that snakes between
humorous satire, political engagement and resignaflhis in-between is also for
Coe, a technique to distance himself from the usoafalizing tone adopted by
satirists. Moreover, Coe uses humor as a majoureaif his satire to question and
discuss humor itself and its impact on people amidigs. He also shows that there
are degrees of engagement, degrees of satire,edegidumor. He actually blurs the
contours to show the difficulty or the impossilyiltb gauge and categorize a literary
work. Coe therefore suggests a form of alternativéhe way he conceives political

satire. This conception echoes and contrasts wititcher’'s famous slogan “There is



no alternative” meaning that free-market economaagitalism and globalization

were solutions and beneficial phenomena.

lI.  Postmodernist Aesthetics and the Issue of Label

1. The Usual Recipe of Postmodernism with Post-Postmeth Sprinkles
a. The Continuous Intermingling of Genres

Sally Vincent goes on to say that Coe was “crowribd prince of
postmodernism” (36) wittWWACU whose title suggests eclecticism as it refersnto a
oxymoron genre: horror-comedy filnWACU and N11 include a great variety of
genres reflecting “the plural and fragmented dinmmf contemporary society”
(Guignery 29). In both novels, there is an overlagpof narratives that could be
independent. The genre to which the books belomgaires blurred, uncertain —
autobiographical? Detective story? Gothic novel?litiPal novel? Historical
chronicle? Tabitha’'s words may encapsulate WABACU attempts to be “parts
personal memoir, part social commentary, all dirtegether into one lethal and
devastating brew” (476). In both novels, the borbdetween realism and magical
realism, facts and fantasy, orality and writtenditians, History and stories, is
constantly blurred. Indeed, Coe does not favorgeree to another and brings to light
new genres such as popular films, television andienato literature. For Guignery,
Coe deconstructs the hierarchy between genres eefdrp a “syncretism that is
emblematic of the postmodern episteme” (30).

One main aspect of postmodernism is the use dfichas which means
combine, “paste” together different elements. FatdHeon, postmodernism is the
combination of intertextuality, usually parodicdadistory. This can be a tribute to or
a parody of past styles. As Guignery says, “onehef characteristic features of
postmodernist writing consists in overtly acknovged) and borrowing from, the
literary past, acknowledging that legacy both camssly and ironically through the
use of pastiche and parody” (67). The multifaripasygeneric dimension related to
WACU and N11 concurs with this idea. The pastiche is actuadlgarded as a
representation of the chaotic, pluralistic, infotima-drenched aspects of postmodern
society. This is a combination of various genrageiCoe uses detective fiction,

tragedy, farce, and autobiography... Another featdrpastiche, which is present in
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Coe’s fiction, is that it involves metafiction aridmporal distortions. Coe mixes
history and story, the political-public and thegmral-intimate.

Another constituent of postmodernism is its nareatinventiveness. For
instance, Coe startW ACUwith a prologue and ends it with a preface. Heraates
chapters using first and third person narrationNihl and does not follow any
chronology transporting the reader in the past thedfuture through analepses and
prolepses. The presence of a preface at the endVAEU using the same first
sentence at the beginning of the novel “Tragedy &imdck the Winshaws twice
before, but never on such a terrible scale” (3-48@ates an impression of circularity
suggesting closure and imprisonment. With this efatosis conveying pessimism,
the dislocation of Michael’s life and the countrgiguation — if one may differentiate
both - is made more severe.

They are different points of view about the tecuei of Coe’s novels.
Contrary to Discoll who minimizes the formal exmpeentalism oMWWACU, Head puts
forward the formal adventurousness of his work: éTdtate-of-the-nation novel, it
seems, struggles to survive in its conventionalsphdt now requires the rare
ingenuity of Jonathan Coe to breathe into corp2€).(According to Moseley “the
most important products of that ingenuity are tla@apel strands, or microcosmic
plots; the inventive use of film and, to a lessetent, other popular culture; parody;
and bricolage and intertextuality” (44). Howevdrstinventiveness has been largely
decried. The reviewer Hugh Barnes claims that kibek reads less like a study of the
manners of a period than an inventory of the cBkcbé its entertainments” (33).
Mellet points out that the narrative ingenuity adéds more elaborate than it appears.
Quoting Head, the narrative fragmentation of Costwels appears to follow an
ideological positioning (20), hence Guignery’s éoling statement: “la nécessité
d’accueillir de multiples genres au sein d’'un siexte afin de refléter la dimension
protéiforme de la société contemporaine” in heiclart‘Transfigurations des genres
littéraires dans la littérature britannique contemame” (61-62). For Bradford, a
critic that Mellet quotes, the style of the noveissnot that elaborate and his efforts to
create a postmodern work turn out to be limitedcdkding to Bradford, whose
criticism is quite curt, Coe is a sad and tradaiomovelist whose style is reduced to a

flirt with postmodernism:

La facon qu’a Coe d’entreméler I'actualité et lEginaire est un clin d’ceil



complaisant a la technique postmoderne, mRisnvenue au clulet Le

Cercle ferm§ comme ses autres romans, demeurent fermemenbtéu
traditionnel et réaliste. [...] [ll] ne serait en miela figure littéraire
considérable qu'il est aujourd’hui sans le thatidmdée. Dans sa fiction et
dans sa biographie de B.S. Johnson, il flirte alex charmes de
'expérimental, non sans une certaine nostalgies rdans la pratique il

reste foncierement respectueux des codes du réal{dfellet 21)

All the same, Coe’s novels can be considered atnqumernist for their
polygenericity.

b. The Collage and Patchwork

WACUIis a carve-up of the British Society and as Eaglebins in his article
“Theydunnit”, “a carve-up of a book”. It is a cdlia of texts-within-texts, interview
transcripts, newspaper articles, tabloid newspapdraries, letters, and social
networks. Coe justifies this multiplicity of narms modes: “the fragmented, fast-
changing nature of the reality | was trying to captdictated that no single narrative
approach would be adequate” (Guignery 69). For Geng “the negation of any
approach and formal coherence mimics the thorowdlapse of moral and ethical
principles in Thatcherian Britain” (69), and builda formal refutation of the
homogeneity stresses by Thatcher” (Trimm 18WACU is definitely postmodernist
for many reasons whence the constant presencenaéction between things that are
totally different.

A term that we find in Moseley’s book and suggehts idea of collage and
patchwork, is “bricolage” to illustrate this kind assemblage: “a French word for
tinkering or putting around, means assembling awark from diverse materials that
happen to be at hand” (46). This definition reflesbmehow Coe’s work. There are
different techniques illustrating this notion. Thist one is Coe’s technique to create
an interrelationship between texts. This is call@édrtextuality defined as “the full
range of relations among a text and its variouslgressors (or intertexts), including
guotation, allusion, and parody” (Moseley 46). Agdhe most important texts are
three moviesWhat a Carve Upby Pat Jackson, a film that Michael saw at theaige
nine and will haunt him with the scene where Shili&aton begins to undresé/ith

Gargarin to the Starsa documentary about the Russian cosmonaut Yugdsa,
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young Michael's hero, whose life and death will inéerwoven with Michael’s,
shown with the previous movie on his birthday; alen Cocteau'©rpheus For
Andrew Higson, these are not simple referencegarchstones”, they are in Coe’s
novels “film features as subject matter, as stmirefudevice, and as reference point or
intertexts” (25). As Moseley points out, Coe hawagls been attached to “film,
including demotic, lowbrow productions likhat a Carve Upand the more middle-
brow works of Alfred Hitchcock or Billy Wilder (andf course, Humphrey Bogart
and Jimmy Stewart). In the pairing &What a Carve Up!and Orpheus he
demonstrates the ready mixture of high and low ithatregular and agreeable feature
of his fiction” (46).

Another characteristic of Coe’s collage or brigaais his technique to
assemble heterogeneous types of material or textssi novels. The chapters in
WACU and N11 include a great variety of discourses, includingracts from
journals, newspapers articles, transcripts of radh interviews, songs, letters and
emails. All these elements take the shape of aaépatchwork. Each material is not
chosen at random; Coe carefully selects a discayrsdolizing the sins of his targets
in WACU As Moseley coins “there is an art to making dag®” (47) and Coe proves
to have this ability.

Furthermore, one can notice that this notion dige also concerns language
since Coe juxtaposes a wide range of texts withemdint tones. For instance, in
WACU Coe juxtaposes a cloying description of Hilamylarriage and her maternity
and a cruel conversation with the nanny who coefedisat Hilary mistreats her baby
and calls her “it”. The parody is also a meanse® Isow words can be powerful and
deceptive since they can arouse different emotiGog. actually assembles different
linguistic registers. INN11, the plot alternates different styles of Englisbrmal,
journalistic, casual, slang...that may well echo thenplexity of the contemporary
British society. N11 is in the same postmodern perspective tW&ACU where
characters develop stories with different tones @lots, going through jokes. Simon
Dentith, in the same vein, compard$ACU to Thackeray’s novels, because, like
them, they are “full of the diverse languages @& ttontemporary world, many of
them drawn from popular or commercial culture” (74)

According to Eagleton, in his article “Theydunnit’‘Coe’s novel is so
flagrantly Post-modern, so shrewdly conscious ®foivn busily parodic technique,

that it has the curious effect of parodying Postdetmism, raising it to the second



power, and so, to a certain degree allowing itatiocel itself out. What it then cancels
into is realism”. Coe’sWACU is not a simple postmodernist novel that revolves
around “historiographic metafiction” to cite Hutdme (146); it is so aware of itself
with Michael writing his fiction and addressing theader that its appears to be a
parody and therefore a debate on postmodernisnmggivirth thus to a form of
realism with its contemporary issues and the way tire represented. This quote by
Eagleton underlines the complexity of Coe’s work be categorized as a
postmodernist or a realist novel, the two beingrimtined and questioned, or as a
postmodern parody or a parody of parody. Coe’s Isoaee indeed difficult to label
since the author intermeshes a postmodernist foitlm & realist content. Reading
Véronique Pauly’s article “L’héritage Postmodernansl What a Carve Up!de
Jonathan Coe”, Coe'’s fiction seems to celebratetardject post-modernism at the
same time. IWACU this generic issue is illustrated with Michaet knowing if he

is writing a novel or a historical chronicle (92)98omething he will be paying a high
price when his editor severely answers: “well, wtha¢s that leave us with, exactly?
That leaves us with a book which is scurrilousngedseeking, vindictive in tone,
obviously written out of feelings of malice and eyé parts — if you don’t mind me
saying this — a little shallow” (106).

Like many other artistic and literary movementdie t contours of
postmodernism appear to be blurred. Indeed, thentwels may arouse debate about
the definitions and limits of this aesthetics. A &b reviewers do not agree on what
postmodernism is. For Richard Bradfol!ACU is “generally traditional and realist
in form with a slight nod towards postmodernismO)4which seems startling in the
light of the complexity and inventiveness of Coae&uvre.

c. Post-Postmodernist Sprinkles?

Post-postmodernism explores the use of fantasiis [rh contemporary novels
to re-think postmodernism. It develops an aestltaact revolves around creation and
communication instead of subversion and deconsbrueind can no longer be seen as
deconstructive but rather reconstructive. The postmodernist theory is relatively
new and a clear definition is still on process. &lflweless, many literary theorists
(Tom Turner, Slavist Mikhail Epsetin, Eric Gans,aAl Kirby Slavist, Timotheus
Vermeulen and Robin van den Akker) whose defingiorary, agree on several

characteristics, that faith, trust, dialogue andcsiity can work to transcend
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postmodern irony.

The use of the fantastic mode and the optimisingnof N11 show that Coe’s
aesthetics has evolved. WHACU even if Fiona dies, Michael shifts from an obséss
and frustrated man whose nose is glued to a videses to a man who falls in love
and grows in maturity. This epiphany and passagen fvirtuality to reality is
epitomized when he realized the limits of telewisitit was as if cracks had started to
appear in the screen and this awful reality wakitgpout: or as if the glass barrier
itself had magically turned to liquid and withoutdwing it | had slipped across the
divide, like a dreaming Orpheus” (411).

Coe’s recent work, througN1l, can actually be interpreted as a transition
towards post-postmodernism. The endNifl contrary toWACU is much more
optimistic thanWACU Rachel is back at her grandparents’ house witHriesd and
filled with nostalgia: “The juice was deliciouslyveet in her mouth. It was the taste
of her childhood, the taste of home; the tasteutfiran sunshine” (349). In many
ways the new book is a plea for a kinder, fairatar, for Liz Hoggard in her article
entitled “Dark Days in David Cameron’s UKRl11 ends with a form of reconciliation
and a return to human values, reinforcing the atglavgument that humanity — a lost
value — is on the wane in our contemporary soceds Mellet puts forward, one of
the specific feature of Coe’s positioning towardstmodernism is to offer a return to
humanism (25). The end df11is also optimistic since female power — a recurren
motif | will develop in my third part — is at thesart of the book.

Reading Coe’s point of view about the role of thieter and literature in
general, his artistic work may be part of a humaapproach. In fact, his satire aims
at providing an alternative to his or her reader:

Je crois que le réle de I'écrivain est d’écrirarleilleur livre qui soit pour
gue le lecteur pense plus librement et de facos pldépendante, de
fournir une alternative aux discours de la press#es politiques: de tenir
un discours plus mesuré, plus réfléchi, qui pemnatix gens de voir les
choses en profondeur. Autant d’aspects politiqueslgcriture, politiques

au sens large. (Mellet 201)

Another quote by Coe iMarginal Notes, Doubtful Statementenfirms the
shift towards humanism in 2013 and shows that Cag have learnt lessons from



writing a mere political satire whose goal is otdyreverse the established order: “My
view nowadays is that an understanding of the vagikiof human nature is what has
to come first: after all, all social structuressariout of, and are dependent upon, the
interplay of individual human consciousnesses” $32

2. The Parody of the Parody of Parody?
a. The Gothic Novel and its Parody

Self-parody is a process dear to Coe and that dwee/oung days. As a
teenager, Coe loved to watdhonty Pythonand theHoly Grail, especially for its
sense of parody: “ | got my first exhilaration la¢ idea that a TV show, or a film, or a
novel, could parody itself, deconstructs its ownwantions” (Guignery 36). As Coe
says so aptlyMonty Pythonfixed in him “an early love of parody, surrealisand
subversion” (Guignery 36).

The two novels are characterized by the presehgetbic elements in terms
of settings, characters but also stereotypicaasdns and narrative devices. The early
chapters oN11are replete with gothic elements. For instanceetiethe presence of
woods, this haunted house that creates suspefrsghtaning woman called the Mad
Bird Woman living in Needless Alley who scares Alisto death, the weather is often
cold and the sky grey or cloudy. There is alsoptesence of a corpse who comes to
life in the attic (55). Moreover, many places aesatibed as dark, gloomy and replete
with cobwebs. IndeedVACUandN11 have traditional gothic settings — the Winshaw
towers or the Black Tower in rural Yorkshire. Thesdription of the painting iN11

is a perfect example of this genre and a hiWwgCU

She laid her finger upon a patch of canvas. Perahmadst on the crest of a
vast, forbidding ridge, overlooking a large expaokdismal and featureless
water, was a gaunt mansion rendered in the blackdsiacks [...] a mad
conglomeration of gothic, neo-gothic, sub-gothid giseudo-gothic towers
which collectively resembled nothing so much asaatghand. (53)

In N11, the girls discover a body in the woods and suspéattooed artist to
be a murderer. Next to the body, they find a plgyoard with a spider. The
description of the way that Alison takes to go teeTMad Bird Woman is also
symptomatic of the gothic genre, with its eightbenentury setting and the dark
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house covered with ivy that looks unoccupied:

Newbegin was a long way one-way street leading fiestwood down
towards the town center. The Alley peeled off frantowards the left,
running at first between the walls of two very tatluses: this part of it was
so narrow that there was barely room for the twausfto walk abreast.
Soon, however, it widened into a short cobbledestwégth large, venerable,
eighteenth century houses on both sides. The oneese looking for could
not have been easier to spot. It was set quitd &pan the other dwellings,
being separated from its nearest neighbor by a, ltmg wall running
around an expanse of unkempt, not to say chaaotio{ §arden. On the front

door was the house number in rusty silver numeltalgas Number 11. (39)

A few lines later, this gothic description adds firesence of many birds (39)
and gives to the house a Hitchcock-like dimensewalling the filmBirds. This Mad
Bird Woman is moreover described as a monster, &kex is difficult to identify,
another form of blurring: “that's him! | mean — tlmher — it — whatever it was...
And finally, just to spell it out for me: That's wH saw yesterday in the woods” (42).

b. From a Parody of a Detective Novel to an Academicddective Novel

Coe’s fondness for the detective — Hercule PoiSjierlock Holmes, and
James Bond - is no longer to be questioned. Thaartes to this genre are various
and replete in the two novels. WACU Michael is commissioned to investigate on
the murder of Godfrey Winshaws and to write thddmis of the Winshaw family,
receiving a generous stipend from Tabitha Winshaadd so. Michael is helped by a
gay detective whose “Islington apartment”, for Gdagy, “is furnished exactly like
that of Thaddeus Sholto in Conan Doyl@se Sign of Four(36). When the young
artist Phoebe is invited to Winshaw Towers, the aons received by Hilary who
welcomes her to “Baskerville Hall” (19). In “Diargf an Obsession” on Coe’s
website, the writer explains that his liking for é8lock Holmes dates back to
discussions with his maternal grandfather whicimedrinto obsession as he used to
compulsively watch the adaptation of Billy Wilderhe Private Life of Sherlock
Holmes WACU obeys the codes of detective fiction as it staith two mysterious
deaths, an investigation lead by Michael, and dwevis them with the appearance of
a gay detective Findlay Onyx who has a weaknessdittaging. WACU complies



with the Whodunit, a subgenre of detective fictidfith its coded messages, its clues,
red herrings, manuscripts, the stealing of phofalggaand private of documents, a
mysterious man following Michael and lurking in thleadows, the novel falls within
the conventions of the Whodunit.

N1lincludes typical characteristics of the detectiegel such as a murder(s),
an attempted rape and people acting like detectimgsg to resolve mysteries.
However, Coe tends to revisit the detective nowetes two young girls turn into
detectives trying to investigate about the “deadyBb@nd find other cards around the
tree: “what were we supposed to do now? | had ezaaligh kids’ adventure stories
and Sherlock Holmes mysteries to know that there avprocedure to be followed in
these circumstances. | knelt down and began te st&ently at the ground. What are
you doing? Alison asked. Looking for clues” (31).

However, Coe does not only follow the codes ofdbk&ective novel, he goes
further by intellectualizing the genre and comparthe detective to a sociologist:
“PC Pilbeam’s theory, developed over many yearadieg and thinking, was that
every crime had to be seen in its social, politemadl cultural context. The modern
policeman, he maintained, had, to be familiar wétiuned to, all the most diverse
currents of contemporary thought” (184). The paditicontext is of prime importance
since “the criminal does not act in a political wvam” (185). This theory echoes the
essence of Coe’s fiction that is to write a stdtéhe nation novel which is suggested
by Nathan Pilbeam’s nickname: “Nate of the StatiddC Pilbeam, the intellectual
criminal investigator, actually explores the emstéogy of humor and ends up
finding than not much had been written on the nyjstmd philosophy of humor from
Plato, Aristotle and Cicero, quoting Thomas Hobhieené Descartes, Immanuel
Kant, Kierkegaard, Henri Bergson, Sigmund FreudlaMiKundera (203). He
eventually discovers that few of these intelledusve pondered on satire or political
humor.

What's more, Coe romanticizes the figure of théedi#ve novel inN11 In
The Winshaws PrizeNathan, the policeman who investigates murdemnected to
the Winshaws, falls in love with a woman called ingia, a beautiful primary school
teacher working at the local foodbank. Lucindath@ eyes of Nathan, is described as
an unattainable woman, a figure of desire and pgofe The novel is brimming with
romantic passages illustrating this unrequited ipass/hich turns into obsession:

“She wore her hair pulled back and tightly tied indhher head, thereby encouraging
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Nathan to picture, during his fevered nocturnaltdaies, the moments when she
would untie it, shake it loose and remove her hommed glasses, which would be
his cue to utter the traditional words, ‘Why, Luda+ but you're beautiful” (187).

3. An Antagonistic Whirl of Magic, Realism and Tragedy
a. The Condition of England Novel and the Dickensian Dnension

Reading WACU and N11, the two novels replete with Dickensian
characteristics. Many academics have classiff¢fiCU as a condition-of-England
novel. This term comes from the Victorian sage Tasr@arlyle who coined it in his
long pamphleChartismin 1839 and refers to novels that highlight “imiaoit social
questions” (Moseley 41). Victorian examples inclubeckens’s Little Dorritt,
Trollope’sThe Way We Live NoWlisabeth Gaskell'slorth and Southmore modern
instances are Margaret Drabbl@ke Ice AgeMartin Amis’s Money Zadie Smith’s
White Teethand Ali Smith’sHotel World Coe himself made a pun M1l with the
character of Nate of the Station, a wink to “StaftéNation” in his interview with
Shannon Roger. Coe himself is not convinced thas keiting condition-of-England

novels; he actually says Marginal Notes, Doubtful Statements

Although it invariably gets described as a stdt&éie-nation novel, I'm not even sure
thatWhat a Carve Upfits that label. Readers wanting to get a handlée glittering
textures of the 1980s would be better off with Aldollinghurst's The Line of
Beauty those who want a chronological overview of thafther years could try Tim
Lott's Rumors of a HurricaneMy novel now (that is to say in 2009) feels to mere
like the story of a depressed young hero througtisés of identity, while being swept
along on current of historical forces towards atidgsover which he has no control.
(3204)

This quote illustrates one more time how his fictremains difficult to define even
for him.

It is clear that eighteenth and nineteerghtury literature has a significant
impact on Coe. The British writer admired Dickemsl aefers to him as “an almost
mythical figure” for “his social commitment and Hisgh spirits” (Marginal Notes,
Doubtful Statement3259) and dedicated around twenty pages of histRaEls to an
analysis of the shifts in narrative perspectiv®ickens’s novels and in particul@he



Old Curiosity ShoplIn this thesis referring to the Victorian novElpe explained in
2013 why its model is inadequate to the modern djneehoing B.S. Johnson: “ If
there is a problem with the nineteenth-century rmoife not so much that it is
invalid or irrelevant but that, paradoxically, & too formally satisfying to suit our
current state of mind. It induces to stolid consofes of closures and catharsis and
I’'m beginning to think these are not what our preég#fficulties require” (Guignery
41). Some of Coe’s work has been nevertheless dermesl as “a parody of prim
Dickens”, borrowing from the Dickensian grotesque £oe himself has been called
a “second-rate Dickens”, although it was said tabeompliment”.WACU actually
recalls Dickens’'8leak HouseOther books likerhe House of Sledpcludes quotes
from and a witty pastiche of Chapter 50Gxeat Expectationsor references to craves
for DickensIin Expo 58 when Thomas confesses that he likes Dickens. #igréry
develops, “one of the characteristic of postmodrmiriting consists in overtly
acknowledging and borrowing from the literary pastknowledging that legacy both
consciously and ironically through the use of mdeiand parody” (67). In her book,
she argues that Coe conceived the Winshaws d$ ¢&8tury Dickensian villains”;
the books starts with a Victorian address to tlasees with “my friendly readers”;
the revelation of the identity of Michael’'s fathisrquite Dickensian, with echoes to
Great ExpectationsThe end ofVACU is also typically Dickensian as it ends with a
reassuring moral closure through the series of erardf the Winshaws putting an
end to the Winshaw dynasty and bringing “individaad poetic justice” (Guignery
69) as the Winshaws are killed in a way that iatesl to their own crimes.

As Bleak Houseby Dickens, WACU and N11 is moreover a panoramic
description of England. This anatomy of British isbg is endowed with substantial
topicality as current societal, political and ecamoissues are broached all along the
novels. The main themes are injustice, corruptoestitution, a strange will (like
Bleak Housgand money. The dual narrative is also presemgl@ak Housdinking
and opposing personal stories and public issuaseRaThurschwell suggests that
WACU “mirrors the double structure of Dickenddeak House (31) as the latter
alternates passages of present-tense, omniscardrgmic narration with passages in
which a young girl tells us her experience in tingt fperson and in the past tense. As
Dickens, Coe attacks all of the society’s evils doés not offer a consistent or clear
system that could replace the incumbent systenedtdCoe is not a reformer. Both

writers are more literary reformers that politicales. They both have intended to
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democratize literature — Dickens through serialipatblication and Coe through B
movies and other references to popular culture.tigroDickensian aspect noticed in
the two novels is the presence of features to tltriBgsroman, a typically nineteenth
and Dickensian genre. The Bildungsroman or novetchfcation is a literary genre
that focuses on the psychological and moral devedy of a protagonist from youth
to adulthood. INWACU it is Michael who embodies this character andNirl it is
Alison. For Guignery, it is almost a “Kunstlerronigi@3) as the reader witnesses the
development of a writer as well.

In N11, one may read passages that are typically tintgéd @ Victorian
atmosphere. The image of poor people sufferindiéndold and struggling to make
both ends meet recalls Christmas Caroby Dickens orThe Little Match Girlby
Hans Christian Andersefhis illustrates the sympathy that Coe, as webDakens,
have for the poor. This imagery of suffering asated with cold is not traditionally
English but a wink to children during Victorian &% with characters in the most
awful destitution and overwhelmed with misfortun@smotif present inN11 when
Alison goes back home and stays in the Number ¥lblecause she cannot afford to

heat her house.

The weeks went by, the days grew shorter and coiddil one day, in
early November, a turning point came. Val's housd been reduced from
four days to three mornings a week. Her salaryauasn half and she was
having to spend more time at home. The house wagiftg. She started to
worry about her next heating bill...One Wednesdaycliime she was
coming home from the library on the Number 11 b8ke got on in
Harborne and planned to get off close to her haméardley, a journey of
some twenty-five minutes. But as she approachedstogr, she changed
her mind. The bus was full of people; her house @d. The view from
her seat on the bus was ever-changing; the views fier house were
monotonous. Suddenly she felt no inclination attallget up from her
confortable seat and step out in to the cold...Whyhweise was so cold?
And even she couldn’t afford to keep the radiatorsll day. (88-89)

All in all, one can see that there are outrighenences to Dickens through

genres, political consciousness and imagery. Howyesber critiques suggest that



Coe’s Dickensian dimension is to be questionedudrip perspective. For Discoll,
Coe remains elitist and has no link to the workitegss. Coe admits that he does not
“know enough about the lives of working class mad women to write about them
with real confidence” (Guignery 20). Even though reenains “the political realist
novelist par excellence” (159) or “the politicaliter of the current generation” (159),
Coe belongs to a tradition of “épater le bourgdoigd in which the middle-class
author, struck between the upper and lower clagsas his anger toward the upper
classes and their excesses while never really auiry real economic connection to
the working classes” (159). Still for Discoll, Caenot the only one to occupy this
position; authors like Zadie Smith, Graham Swifti/I\8elf or Alan Hollinghurst are
all part of the British literary establishment &=it novels leave “class formations
unaltered” (159).

b. A Tragic Story?

As Head claims, Coe’s fiction is “a work of grdhtir that ranges assuredly
between the pole of comedy and tragedy” (35). Idd€®e’s writing is endowed with
fatalism and determinism; there is this idea thatranscendental force exerts
influence over people who do not have any power ¢he course of their lives, a
leitmotiv reminiscent of Greek tragedies. In areiatew with Maxence Grugier, Coe

explains:

J'ai toujours pensé que nos destinées n’étaientipaisies, mais qu’elles
étaient déterminées par des forces sur lesquetles n’avions aucun
controle: la chance, la foi, les accidents, maissaulhistoire et la

politique. Il me semblait que c’était le bon momemur aborder ces
sujets. La vie de quelgues personnes et la mad@releur existence est
affectée par les décisions de gens bien au-dessux,des gens au
pouvoir. (Mellet 152)

Epiphany is a feature of Greek tragedy, comingnfemcient Greek meaning
“manifestation”, “striking appearance”. WACU there are passages where Michael
discovers himself in a epiphany-like way: “All myel I'd been trying my way to the
other side of the screen: ever since my visit éodimema in Weston-super-Mare. Did
this mean that I'd made it at last?” (411). Micheekearching for his identity — the
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motif of the quest is of prime importance — afteg tevelation of his mother that the
father he has ever known is not his biological éattOnce again, in the style of a
Greek tragedy, Michael discovers the identity &f father. Coe says “My novel now
[that is, 2009] feels to me more like the storyaofdepressed young hero going
through a crisis of identity, while being sweptragoon a current of historical forces
towards a destiny over which he has no contrdflarginal Notes, Doubtful
Statements3216). Equally, Michael realizes that he is hirhskeé culprit (303). In
“Theydunnit’, Eagleton actually compares Michael @@dipus, “the detective in
pursuit of the criminal who is himself”. Little bittle, he discovers that his life is
intricately linked to the Winshaws and his obsessidll take the shape of reality in
the third part of the book.

As a matter of fact, many details suggest thatififdriven by chance, in so far
as some characters have no control over their tstaf they were drifted by the
current of life. Coe asserts: “Dans tous mes romapslitiques », I'objectif est de
montrer comment les individus tentent de mener fmiite vie irréprochable, sans
étre anéantis par le poids écrasant d’évenemestsrigues sur lesquels ils n’ont
aucun contréle” (Mellet 183). Reading this rema&kge’s oeuvre could be referred to
as a political tragedy. A lot of actions or “acaie seem to be conducted by the
randomness of life, recalling tragedy. Life is suhoated to destiny and fate, another
way to remove all sense of responsibility. The ittagnd epitomizes the lack or
absence of control over his life; Michael perishrethe crash of an airplane piloted by
the insane Tabitha. This idea that everything reaaly decided and ineluctable,
reinforcing an impression of fatalism and detersnmiis well illustrated by Michael
when he affirms “Dr Gillam’s been explaining evérytg, and | understand it all now.
It turns out that | was right all along? | was tighnd you were wrong. | don’t believe
in accidents any more. There’s an explanation f@ryhing: and there’s always
someone to blame” (576).

The end ofWACU is even more tragic with the deathbed scene, aymét
tragedy and melodrama. The character that has ftaweg after so much trouble in
life, is separated from his beloved and is the @stof his death. Moreover, one can
notice that Michael's death is characterized bynatic irony since his obsessive
dream turns against him. Indeed, he dies the wadhakalways dreaded and dreamed,

in a plane crash.



Thurschwell also posits that Michael’s destinyrsedo be oriented by a film
as if it was a transcendental force. This ideall®®dl1, more preciselyrhe Crystal
Garden,where Laura’s husband’s life seems to be rulethibyobsession for a short
film, which will lead to his death. The obsessidrilos movie, seen as a child, echoes
Michael's and the two characters appear to be é@djyy an obsession that had turned
into a superior force running and destroying thikwes. Thurschwell writes
“Throughout the book, Michael's dreams, desire dgndtiny, are determined by the
movies fromWhat a Carve Up!to Cocteau’sOrpheus to With Gargarin to the
Stars.

Furthermore, the several references to Orphebstim novels provide a tragic
dimension. InN11, Rachel explains to Jamie that there is a magar,dke a big
mirror, that you can pass through so as to reacthanworld like the one Orpheus
uses in Cocteau’s film (264). This passage evolketdau’s play and movie in which
one can see Jean Marais as Orpheus saying: “Jdivauke secret des secrets... Les
miroirs sont les portes par lesquelles la morttvetrva. Du reste, regardez-vous toute
votre vie dans une glace et vous verrez la movaiilar comme les abeilles dans une
ruche de verre”. This quote bearing tragic dimemgieveals our finitude and the
ephemeral nature of our existence.

All'in all, the end ofWACUends with a moral closure that is quite reassuring
for the reader, typical of Victorian novels. Thenathaws are killed in a way that
reflects their sins and crimes. There is a libagateeling of punishment and justice at
the end that recalls catharsis in tragedy. Howethes, impression is overthrown,
leading to an emotional swirl for the reader, bycMiel's unfair death and the fact
that the system denounced by the narrator is rettaled.

c. A Fantasy Novel Tinged with Magical Realism

WACU and N11 include characteristics belonging to the genremafgical
realism, two words that appear antinomic at firef aonvey generic blurring. In order
to understand and assess the fantastical, evercah@gnension of the two novels, it
is essential to define magical realism and its rest$ with other similar genres.

Magical realism actually intends to offer a rendwesion of the real, taking
into account the strangeness, the irrationalitg, riystery and the oddity of human
existence. The traditional notion of realism is mathsolete by the intervention of the

paranormal or the supernatural in the fiction withputting in doubt the veracity of
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the plot. The boundaries between magical realismtaky and the fantastic are
complex but different. The difference between malgrealism and the fantastic is
that the intrusion of the irrational into the raal ambiguous, leading to many
hesitations between the supernatural and the hatheapossible and the impossible,
and sometimes the logical and the illogical. Malgiealism is also different from

fantasy in which magic belongs to an imaginary @ahd often comes under the
myth. Many critics have actually questioned theuratand the role of magical

realism in fiction. On the one hand, magical eletsemould intend to reflect the

mystical of some cultures, their faith in magic,ramies and supernatural forces in
opposition with the rationalism of western civilimas. On the other hand, magical
realism is a means to question the concepts abricthat is to say meaning and truth,
as modernist and postmodernist authors have done.

In addition to the various passages about the cahgnirror that shall be
developed in my third part, many scenes bear featof magical realism iN11 The
following passage deals with the sudden transfaomaif a corpse coming into life
that Rachel has just touched:

At the moment of contact something truly astonighiappened. The corpse
jerked abruptly and violently into life. It swivelearound in its chair and
instead of being confronted by a fleshless skditlund that | was looking
into a pair of wide-open, startled, madly staringse And then the mouth
opened, too, and a terrible sound came from in#gidélong, animal
monotone: a single-note scream of fear and incongm&on which, the

moment it started, felt as though it was never gamstop. (56)

But the most representative scenes related tacalagealism are the ones
about this Romanian migrant making a living by virsdkthe dogs of rich Londoners
who turns into a giant spider that eats human Iseiagd drags them into the
excavated basement of a Knightsbridge mansion. presence of this spider may
have multifarious meanings. In a state-of-the-mattmvel that excoriates human
cruelty and appropriation, it may echo the wordioas that human beings can show
in order to obtain what they want, a wink to thengfiaws: snare, possess, act cruelly,
satisfy one’s basic needs through the other by iemaity and energetically eating
him or her. Indeed, this woman spider devours Boaied rich Londoners. Secondly,



this spider can take the form of a Deus ex Machaa&ort of transcendent force

bringing justice and comfort for the reader expegthe villains to be punished. Even
if the wrongdoers are punished, this retributioroperated in an unrealistic way,

probably to show that this is only through the ahtbat the latter can be punished.
However, this spider that Coe justifies in an mi@v with Shannon Roger as a

simple element of horror, can appear badly integrah the story and a potential

figure of narrative or script laziness to find assuring end, which lacks consistency
within the novel.

Using magical realism for Coe is therefore thefgggrmeans to be in the in-
between since it skims over oneirism and realititheut breaking with the social
realism expected in a novel supposed to gauge iBstgulse. As in Hispanic
literature, magical realism offers a reality lessditioned by rationality without
interrupting or contradicting fiction. It is anothway to see the world, an invitation to
reconsider the notion of border where the dividimg wipes out, without causing

damage to the credibility of the story.

d. A Swerve to Dirty Realism?

In N11, misuses of languages are noticeable and are iss@nt of the North-
American movement of dirty realism. Dirty realism @& movement that depicts
ordinary aspects of life putting the stress orsgsgalid and gloomy dimensions, using
a spare and unadorned languaggl, contrary toWACU, is characterized by the use
of a familiar even vulgar register. The novel isneng with examples. For instance,
Rachel says that Alison’s mother is free to do waet wants on holidays: “Course |
do. And | don’t see anything wrong with it eithryour mum wants to go abroad for
a week and spend her time shagging the arse oféakGvaiter, why shouldn’t she?”
(28). One of the most compelling examples is wheopte take it out on Val and call
her all the names under the sun on social netwditkis. passage is an instance of this

linguistic shift, among others, in the novel:

“Omg she is so dull
Get this woman of my fucking tv screen
Join the campaign#getridofval

Fucksake what a bitch
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How many blowjobs did you have to give to get os ghow
Grammar nazi!

Lay off Danielle

Correcting Danielle who the fuck do you think yae a

How dare you speak like that to Danielle you udty sow
Anvil faced mare #getridofval

Get back to your fucking library and leave Daniallene
#teamDanielle

Fuck off back to ur library

Squid squib who gives a fuck apart from some dupdibrarian
Fucking bitch the viewers are going to make youdesubr that. (102)

There is also another passage that is reminisgattty realism. This is when
Val takes part to a game and swallows a foul ingettdefecates in her mouth. After
the brutality and vulgarity of words with socialtwerks, Coe tackles a more physical

brutality revolving around disgust:

And then Val thought, Oh my God, have | killed g2t this thought only
lasted for a second or two because then she feletong in her mouth,
something liquid, and a taste — Christ — a tastdefoand more viler than
anything else she had ever tasted or imagineditpsind she realized that
the stick insect was shitting in her mouth, litrahitting itself with fear,
and as she felt the first trickle of liquid excrerhsliding down her throat,
her stomach heaved and her gorge rose and withhdg &hoking gurgle
she spat the insect out on to the table, followethin trail of drool, after
which she must have...[...] drinking mouthful after ntidul of water and
swilling it around and spitting it out in a desperattempt to get rid of that
taste, that hideous taste which was coming backetoeven now and

making her want to gag again... (104-5)

Misuses of languages through dirty realism sendbask to the thorny
problem of the power or | would say powerlessndswards, itself broaching the

issue of the unspeakable. Coe develops that hedgecally for a writer, hates



words: “I get very frustrated by words, of whatyheill not do for you” (Guignery

43). Coe, inThe House of Sleepvrote the following words illustrating its harnhfu
dimension: “...language is a cruel and faithless masst; it is a sly cardsharp, who
deals us a pack full of jokers... it is a fork in ttoad; it's a knife in the water” (293)

or the inability to reflect accurately the mind:

Language is a traitor, a double agent who slipgsaciborders without
warning in the dead of the night. It is a heavyveiadl in a foreign
country, which hides the shapes and contours ditydeneath a cloak of
nebulous whiteness. It is a crippled dog, nevetegable to perform the
tricks we ask of it. It is a ginger biscuit, dunkied too long in the tea of
our expectations, crumbling and dissolving intohmegness. It is a lost
continent. (282-3)

To conclude this second part, one can notice that’s novels are
postmodernist in terms of form and narrative striieetsince they revolve around
substantial polygenericity and the use of parodneself-parody. Coe and his oeuvre
defy definition. His novels are emblematic of postlarnist inventiveness and
inclusiveness but replete with traditional refeento classical genres and forms of
narrationsWACUandN11 are definitely postmodernist puzzles since Coggplaith
genres and labels blurring the contours of theerapbrary novel. His fiction — more
particularly N11 — is also a transition towards a new artistic nmo@et — post-
postmodernism — since he is taking some distarwartts postmodernism.

Coe also offers a personal and unique versiorhefdontemporary novel.
Many critics place Coe’s novels in the label of dion-of-England, but as Head
argues, “there is an implicit debate about whatl lohstate-of-the-nation novel it still
possible to write” (36). Head shows that Coe’s onsiof the form is of prime
importance and has always been thoroughly thoyghbt;ing his conviction that “an
elaborate fictional work is required to offer a miegful commentary on a
fragmented society” (35).

As aforementioned, Coe’s oeuvre can be labeledasst since the stories are
set in a realist context and this contributes teettgping characters and pushing the
plot forward. The constant political referentialithe use of different visual texts and
the introduction of political discourses are mectias that collide with and merge
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into fiction. In fact, Coe excels at blurring theumdaries of realism and fiction since
fictional characters rub elbows with historical Uigs. For instance, the confusion
between realism and fiction is made much more aliffito grasp when Michael
confesses to having invented some conversationghbyWinshaws: “Here’s a
thought: why not suggest Lawrence? | think he’' gtit his wits about him...and he
could certainly be relied upon to come to the rigbbclusions” (432). In the same

vein, Guignery writes aboWACU

Il semble que le caractére fictif des personnagesothan contamine les
figures historiques insérées dans cet ouvrage La.tonfusion générique,
temporelle, narrative et énonciative atteint alersiveau ontologique: le
statut des personnages fictifs et réels se réuvéttarit tandis que la
véracité des informations insérées dans I'ouvrdde #abilité de certains

documents est mise en doute. (Mellet 33)

lll. The Blurring of Writing and Writing the Blurri  ng
1. The Blurring of History and Story
a. Macro-Narration Versus Micro-Narration

WACUandN11 are two novels that tell stories at different lsv®n the one
hand, Coe describes England at a national levekdne tackles political, economic
and social issues. On the other hand, the two scue also personal stories where
characters, more particularly narrators, tell thariss of their lives. All along the
novels, there is an overlapping, an oscillationaofnacro-narration and a micro-
narration where the boundary between history aody sippears porous. There is a
reason why Coe’s work is sometimes considered atg-ef-nation. Head concurs
with this idea: “The state-of-nation novel, it segnstruggles, to survive in its
conventional phase. It now requires the rare inggraf a Jonathan Coe to breathe
life into corpse” (47). Moseley also points out tthaoe’s fiction replete with
“microcosmic and macrocosmic plots”. However, Cdetddness goes farther since
he creates interactions and forces between hiatoystory.

In WACU British history has a significant impact on theeb of common

people: Thomas Winshaw swindling schemes contribute ruining Michael's



father’s life, who was then killed by the junk fodwm Dorothy Winshaw. Henry
Winshaw played a major role in running down theidiwl Health Service leading to
the death of Owen’s girlfriend. The death of Fidvas also a link with the Winshaws
and the Thatcherist macrocosm that they encapsulatkeed, Fiona’'s death is
accelerated by a series of mistakes made by amailaged and understaffed hospital.
What's more, Michael Owen is writing his life as tiecovers that the Winshaws are
responsible for the death of his girlfriend and faither. Owen says “Does this mean
that Dorothy killed my father?” (256), words echdater on in the novel when he
confirms that “Dorothy was the one who killed offfi§) father” (413). In the same
way, Thomas has taken hold of the company in whishfather had worked all his
life, emptying the employees’ pension fund, leauingm to survive on a meager state
pension. One more time, as Guignery explains, Oguezstions himself “Does this
mean that Thomas was an accessory to my fatheriglariu(324) and finds an
answer later on “Thomas added a twist to the kn{fef'3). Thus, Coe shows how
history impacts on people. In his article “TheydiihrEagleton argues that this is
representative of the Post-Modernist text, “wherergthing is at once arbitrary and
obsessively interconnected, and where — for all wweld as in a novel — the
contingencies of real life turn out to be densdbttpd”. For Eagleton, “we are back
in the sphere of High Victorian realism where paeoand political destinies are
secretly intermeshed, and where the role of thécaus to bring the submerged
affinities to light”. Macro-narration and micro-mation are a means to show how the
public sphere has penetrated the private spheeze‘tbeems no room left for chance
or free play, a world of public secrets and privi@démsparencies”. Another connection
between micro-narration and macro-narration is wiikchael Owen, designated as
the chronicler of the Winshaw family, discoverstthis life is not peripheral but
central in the story of the Winshaws. As Trimm agtOwen, though, cannot for the
bulk of the novel, properly forge connections beswé¢he emotional privations of his
own life and the carve-ups of Thatcherism and thesWaws” (176).

This motif is tackled by Serge Chauvin in the poef to Mellet'sLes
politiques de l'intimeg(10) in which he argues that Coe pays a particat@ntion to
the effects of the political macrocosm on the imatien microcosm, whether they
belong to history (since the Cold War or even teeddd World War inThe Rain
Before it Fallg or to topicality (the war in Iraq for instancetime The Closed Circle

According to Mellet, the intimate symbolized by thkaracters and their personal
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stories - microcosm- is not to be dissociated friv@ political — macrocosm. The
intimate and the political are not antagonisticiong, “they meet, they merge into
each other, they question each other, forgingipsldf the intimate” (28). Mellet also

argues that politicizing the intimate has a naveafunction in order to set a historical
framework, to define characters and thus to acatlethe narration. Indeed, at the

heart of the intimate lies a political space. Fstance, irlN11:

| don’t really know why I think so often about DdvKelly’s death. | can
suppose it's because, at the age of ten, it wasirStenational news story
that made any impression on me at all. Maybe, lleoause it evoked such
a strong and chilling image: the loneliness of kisath, the body
discovered so many hours later in that remote waall silent and
unvisited. Or maybe because of the way Gran anchdaih reacted: the
way they made it clear that this was not an ordirteath, that it would
have consequences, send ripples of unease andushigtroughout the
country. That Britain would be a different placerfr now on: unquiet
haunted. The first | heard of it was on the siXark news, the day Alison

and | arrived in Beverley. (17)

The reference to politics and history is a mearditte into the intimate. As Coe said
in an interview with Shannon Roger, to justify thelitical dimension ofThe Rain
before it Falls the family and intimate stories are the firstcgsawhere politics and
balance of power meet. In an interview by Bertin€lbe started to develop the idea
of a connection between the intimate and the palitsuggesting that the family unit
is one of the smallest structures, with the coufflaf one may analyzéviarginal
Notes, Doubtful Statememd44). Guignery concurs with Mellet by saying ttthie
intimate sphere is not necessarily apolitical” (27)

One can notice also that Coe always starts a $tonyng a death and a
national element with a focal point, an event framich he creates a story (once
again, circular structure). For instance, he stia#&1 with the invasion of Iraq and
death of David KellyWACU started with the shooting of Godfrey by Germarn-ant
aircraft fire during a secret wartime mission oBerlin, on 30 November 1942.

Thus, the writing of Coe is vertical, from Histaxy story, even circular as the
notions merge into each other and create an impree$blurring, but also horizontal



through the multiplicity of genres and forms ofteexThe several images of a circle
and the circular structure of the text may suggdssure hence the progressive
withdrawal of the British into themselves like tBREXIT referendum in June 2016,
as well as an identity blurring. Even though arsgrgymbiosis between History and
story is conveyed, the limits or the boundariesveen the self and the country —
microcosm and macrocosm - are to be questionethegsseem hard to differentiate
and question the readers on its definitions andtdimons. Coe, through this tension
between macrocosm and microcosm questions whaadkearzes us, external forces -
work, politics, economics, society- or/and interf@ces -fears, obsession, family,
love, friendship, sexuality-. It is a clear revalaa of our identities and our selves

difficult to capture. It could also be seen asrarasion of history by story.

b. The Autobiographical: Coe himself in the Novel

Coe admits to the autobiographical dimension af mbvels. He refers to
WACU as “a political novel alongside this personal wtabout my childhood”
(Moseley 3). Coe drew his inspiration from the dighat he kept when he was in
sixth form, hereon he learned more about the palitlimate of the period. He says:
“The background detail is authentic — or at least, accurately researched and
remembered as | could manage - but all the mainatnge threads are entirely
fictional” (Guignery 30). The first autobiographicaink is when Michael is said to
have been “brought up with on a diet of Herculerétcand Sherlock Holmes” (232),
like Coe. Like him, Michael was born in Birmingham,common feature — already
broached — in his novels, and “was only eight whencreated his first fictional
character, a Victorian detective who went by thetiexname of Jason Rudd” (284).
In N11, the ceremony in the chapt&€he Winshwaw Prizés also in Birmingham
(209). On page 284 begins the storyfbke Castle of Mysteryhe very first 180 typed
pages by Coe at the age of eight, another protifeomise-en-abyme and the circular
structure of Coe’s literature to explore the limofsthe autobiographical. Once again,
so as to reflect Coe’s generic experiments, Michaddtective story revisits genres
since “Holmes and Watson revisited with a healtlaghd of surrealism” (284). In
addition to Michael who is a version of Coe himséie presence of students and
universities is based on autobiographical matendlVACU, Graham takes courses of
film-making and inN11, more precisely iThe Crystal GardenLaura is a lecturer at
Oxford University and Rachel is a student that emgl$eing a private tutor. Another
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echo to Coe’s life and more particularly to his elsvare the reference to Michael’s
first two novelsAccidents Will HapperandThe Loving Toucli284), which are hints
to The Accidental Womaand ATouch of Love

Coe has always identified himself as melanchalicady as a teenager. Coe
remembers that “his sensibility was being pulletb itwo different directions —
towards humor and towards melancholy — and he waoténd a way of writing that
would reconcile these two opposite approaches” @y 26). Coe himself declared
in 2013 that he has “been writing about lonelinesd depression for most of [his]
working life now, from one book to another” (27)dafor Guignery, “the vein of
melancholy which runs through all his novels isiédirunder the comedy, satire and
social commentary” (26). Coe, described by hisnftiewill Self as “quiet and
melancholy”, compares the novels as “an introveféem” (in Laity). Reading
WACU Michael embodies this melancholy tinged with lomess since he is
portrayed as retiring and lacking self-confiderogneliness is also portrayed Nil1
with characters such as Val, Rachel and Alison. rEpeesentation of weak characters
looking back to the past is a leitmotiv in these movels. INN11, Val is reminiscent
of the figure of the failed artist too and moretmalarly of Coe since she is reserved.
For instance, Alison explains that her mother igitg shy [...] that sounds weird, for
a singer, but she really is. Very shy, in fact”)L1Still in N11, more precisely iThe
Crystal Gardenan academic tracks down a black-and-white Gerfiarhe saw on
TV as a five-year-old, convinced it representslbg childhood. Here, Coe tackles
the danger of nostalgia, as the academic in questilb end up crushed, literally, by
his obsession.

Furthermore, the figure of male protagonists havufifficulties making
decisions and fulfilling their goals and dreams-hotnCoe says are all part of himself”
(Guignery 28) whether this means reviving a caligerVal in N11 or the completion
of a book inWACU or the building of a relationship based on lovdr@mdship — is
present in both novels. Coe explained that he deeel a violent dislike for his male
protagonists (Moseley 3). Michael dreams of beisgecessful writer and his interest
in Shirley Eaton turns into obsession. Equally, ®tfases after glory and success and
her attempts are fruitless. Many characters hawasgibat appear unreachable and
that is reminiscent of the figure of the medievalgkt and the quest for the Holy
Grail. Guignery, quoting Coe, argues that “in theiability to seize the propitious

moment, [these characters] resemble Britain tebsoigscribed... as world leader in



the field of anti-anticlimax, of missed opportuegi (28). From this quest for success
also emerges frustration.

WACU and N11 show clear movements towards autobiography anldidec
metafictional passages where the author, througihd&il for instance, takes the floor
to respond to what the critique says about Coe asdhe typing error of brio by biro
(300) or the following comment: “He had been repdbt credited with a playful
irony, a satiric lightness of touch which seemed®entirely lacking from his work,
characterized as it was by lumbering sarcasm amdd¢basional abject attempt to jog
the reader’s elbow with well-signposted jokes” (R7These metafictional remarks by

Coe are therefore the opportunity for Coe to séiescores.

c. The Artist or Would-be Artist: Authorial Self-Refle xivity

There are many references or mises en abyme thgvin the two novels. In
WACU, Michael is a writer or a would-be writer of a loentitled The Winshaw
Legacy: A Family ChronicleThe main protagonist is a young writer with a meuof
moderately successful novels behind him who is c@sioned by Tabitha to write
the history of the Winshaws. There are not onlypdistic references to writing but
also reflections on writing, the novel and more agaily literature. INWACU,
Grahame Packard, a young film-maker with strong \efws, and Michael, have a
discussion about the situation of the novel atabginning of the 1980s. Graham does
not understand “why people write novels any moiZ76), borrowing some of his
arguments from B.S. Johnsomlgen’'t You Rather Young to be Writing Your Memoirs
(11-13). This student in film-making directed anfilabout the Falklands conflict
called “Mrs Thatcher's War” (280) and regrets thetfthat “there is no tradition of
political engagement” in British literature, “itall just a lot of pissing about within
the limits set down by bourgeois morality” (276)s Aor Michael, he presents a
pessimistic assessment of the novel in one ofiteiaty reviews: “ We stand badly in
need of novels...which show an understanding of te®logical hijack which has
taken place so recently in this country, which sae its consequences in human
terms and show that the appropriate response diemarely in sorrow and anger but
in mad, incredulous laughter” (277). In an intewjefifteen years after the
publication of WACU, Coe winced at “that brazen and lofty pronounceimand
admits that it was a “clear statement of the aushpersonal ambitions” in a novel

combining the “worst excesses of Thatcherism aedtlting elite” Marginal Notes,
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Doubtful Statement3180).WACUincludes also several self-reflexive comments that
can be hints to the title and to the ambition oeGBareation. For instance, Tabitha
contemplates a chronicle that would be “part peabomemoir, part social
commentary, all stirred together into one lethall aevastating brew” (476) and
Michael craves a “fantastic, funny, angry, satirisaok” (299).N11 also deals with
the motif of the writer and writing. A metafictionpassage appears when Laura and
Rachel speak about the topic of word targets: $onry | didn’t hear you. | meant to
have hit my word target hours ago but the dreachedils intervened as usual. They
never stop — not even on a Saturday. So I'm affreélstill got a bit to do. It’s nice to
know lecturers have to set themselves word taagetgell” (142).

The would-be writer or artist is a recurrent matf Coe’s fiction, also
reinforced by the themes of failure and melanchwlth Michael inWACUand Val —
the has-been singer — or various wannabe artistsatify TV programs ilN11 What
is interesting in Coe’s fiction is the way he deps weak characters; he actually
acknowledges that his characters and narratorsnast of the times overwhelmed
with passivity, loneliness and depression. In thela “Guardian Book Club: Week
Three: Jonathan Coe on Writinghat a Carve Ug! Coe says about Michael in
WACU

| wonder, though, whether the central charactechislel Owen, is really
strong or sympathetic enough to support a lengtyative. He is a very
passive figure, certainly. In fact, thinking abduseven out my nine novels
feature or are narrated by passive, slightly degeanen — often failed
writers or composers or both — who show a ratheoommitted sexuality

and tend to fixate on past romantic disappointmgB®)

In N11 andWACU, Val and Michael are two characters that consganthte
on past disappointments. Failure is heightened mha&l's sexual frustration; he is
longing for love but ineffectual in obtaining ihdeed, failure is clearly associated to
sexuality and frustration. Sexuality is even a sewf misunderstanding when Alison
comes out as gay IN11 and unease iIdlVACUwhen Findley Onyx reveals his liking
for cottaging. As Ben Platt says “The beauty of¢@pnovel emerges [...] in the way

these failed, fractured people rediscover, andnoftewittingly, help one another...



Ultimately, these fragile chains of human interawctiadd up to an unexpectedly
unified whole, in a style that recalls the fictiohVirginia Woolf” (37).
As aforementioned, failure is a recurrent motitl @ahe following remark of

Coe in an interview by Clare English can explasnp@ramountcy in his oeuvre:

Je ne retire pas vraiment de sentiment de saimfackans I'écriture de
romans, car pour moi toute la satisfaction vientl'ke elle-méme; les
procédés pour réaliser cette idée, la concrétsmaTt réellement pour moi
des procédés d’échec et de déception. [...] [Lesépigities générations
d’écrivains] avaient, en fait, le droit d’échou@mnplant longtemps, ce qui est
trés important car nous échouons tous. Cela ne pasitdire qu'on n'y
arrivera jamais, mais on doit avoir le droit d’éabg et en tant qu’écrivain,

il faut avoir le droit d’échouer publiqguement” (Nt 45).

Poioumena, also referred to as “roman a clef” ¢daé attributed to Coe’s
WACU. The former is a term coined by Akastair Fowlerdter to a specific type of
metafiction in which the story deals with the preg®f creation and writing. Fowler
puts forward that poioumenon metafiction allows lekpg the boundaries between
fiction and reality in order to assess the limitsnarrative truths. Examples of this
type of metafiction that were also great inspimasidor Coe, are Thomas Carlyle’s
Sartor Resartys Laurence Sterne’dristram Shandy Samuel Beckett'sTrilogy
which, like WACU, include a narrator’s frustrated efforts to tedl &tory.

All those elements help us to assert that Coe’svreeus exuberantly
metafictional since it draws attention to its stais an artifact in order to question the
relationship between fiction and reality. Self-exilvity actually puts into perspective
the writer and the reader in their connection tdahtr This technique is a means to
write writing, to broach the status of the writerdato debate about literature. The
figure of the would-be artist may also be considexe a fictional projection of Coe as
an experimental writer, a mise-en-abyme where tmours of the author’s writing
oscillates between his fiction and an awareneskiofliterary creation. Therefore,
referring to Waugh'$etafiction: The Theory and Practice of Self-CoassiFiction,
metafiction can appear at first a form of distantem the real becoming

paradoxically a means to get closer to it (18)him same vein, Rushdie explains that
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fiction — and here metafiction - can be a pathita ftruth and reach the real (in

Sudhamabhi), a proof that fiction can give birthréality.

2. The Blurring of Arts
a. The Picture, the Instant and the Freeze-Frame

The cinematic dimension of Coe’s novels is of grimmportance, blurring the
boundaries between fiction and reality, which isother characteristic of
postmodernist literature. One can notice that Cheti®n is made to be read and seen
by his readers so as to question the power ointlagé in crystallizing a moment.

Coe’s conviction of the narrative role of the ireag encapsulated in the
following remark: “Les photographies ont cette aafgg ce pouvoir: elles capturent
des moments éphéméres mais parfois incroyablenrhangjés de sens. [...] Cela dit,
dans tous mes romans existe cette conviction qusene réel d’'une relation entre
deux personnes, peut-étre méme le sens d’'uneeug,sg cristalliser sur un moment
furtif, une image” (Mellet 241). There are actuaiany references to photography in
the two novels. IlN11, Rachel and Alison find a mysterious card withicyse in the
gothic house. IWACU, Michael’s father is interested in photography ficture that
Michael’'s mother gives to his biological father ahdt Tabitha will have will play a
crucial role in the plot of the novel and will senas a narrative accelerator.

Cinema is also a theme that runs through the sow#len the boundary
between fiction and reality gets blurred. For inst Michael becomes the actor of a
movie seen in his childhood, which turned into &session. Thomas Winshaw meets
the real-life actors Dennis Price, Esma Cannon,J8ides, Shirley Eaton and Kenneth
Connor on the 196What a Carve Upkhooting directed by Pat Jackson. There are
other examples where imaginary characters appaaairife. Likewise N11 depicts
a character, Laura’s husband, obsessed with a nseei® when he was a child where

the boundary between the dream and reality is bhoeed:

When | was just a kid, probably aged about fiveigr | saw this film. At
least, until today | wasn’t really sure whether $den it or not. | didn’t
know whether it was something I'd invented, or dned, or
misremembered, or whatever. All |1 know is that meymaf it — even if it
was a false memory — was so precious that I'd pareén allowed myself
to think about it all that time. [...] and it was kel The Crystal Garden



At least, | was pretty sure that must have beentitlee It's so hard to
distinguish what belongs to memory and what beldog®al life. | can’t
remember anything about the story. | can only rebem. an atmosphere,
a feeling. (155)

It is a way to show how the process of memory stant conflict between truth
and untruth, remembrance and imagination.

Still in the field of cinema, there are some estisan Coe’s fiction that should
be rather seen than read. In fact, Coe describ@® stenes in the way of a film
director insisting on the moment, the instant amastconveying a feeling of time
standing still. The deathbed, WHACU, is quite symbolic of that idea since death turns
into a film scene. It starts with Michael’'s narvati‘l was in the middle of deep sleep”
(416) and a few lines later, a third person takas im the story “And sitting next to
her was Michael, her lover of friend or whateverliked to call himself” (416), and
Michael reappears on the very same page “lI begayet@ big fidgety in my seat”
(416). Reading this scene, the reader moves frdimstaperson to a third person
narrative, totally devoid of emotion, as if we wdhe spectators of a movie and
comes back to an emotionally charged reflectionis Tpractice of emotional
scale/swing through internal and external focalwet is also for Coe, a way to give
the reader the responsibility to feel pathos or. Adter this scene where Michael
disappears and reappears on the visual pictureseitend part of the novel turns into
the death of the film according to Nicky Marsh, wai@ues that at the end of the
second novel, the filmic becomes mortal since Matldies fulfilling, literally, his
dream,What a Carve up!(Marsh 85). One can also notice that the roorwhich
Fiona dies can be compared to a cinema room anoveerset: “I had a strange dream
in which the hospital became a film set and | wietshg in the darkened auditorium
of a cinema, watching myself on the screen asd R@na’s hand and spoke to her”
(344). Eventually, the freeze-frame is also sonmgththat Michael enjoys for
masturbation purposes, hence the purchase of a vat®rder. The chapter entitled
“An Organization of Deaths” is a wink to FranjuBlood of the Beastsa short
documentary film in 1949 about a Parisian slaugiuese.

Indeed, there are also passages when the nadedoribes scenes as if they
were freeze-frames IN11 There is an example at the very beginning ofribeel

when Nicholas and his sister Rachel flee the madhavo “Only when they were at
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twenty yards’ safe distance from the scene did #teg and turn to take one last look.
It was a tableau, a moment in time, that would liaenfierever stamped on Rachel’s
memory; the Mad Bird Woman” (7). IIN11, in the same vein a8VACU the
characters use films to move the plot forward. édisefers to the moviesycho:

| couldn’t tell you, now why it was this argumentthe silliest and most
irrational argument of all — that finally clincheédfor me. Perhaps Alison
had just worn me down. But from now on, withoutesgng that every
feature of the situation corresponded with evergitien the film (besides
which | was, in any case, still very haze on mastads), | was more
persuaded than ever that we had stumbled into ¢ng epicenter of a

mystery; that the Mad Bird Woman was the key t¢4i5)

Like WACU where Michael finds correlations between a filmal aeality, N11
shows how reality comes from art, how the two rtarsatake the road of fiction to

reach truth.



b. An Almodavarian Writing and Aesthetic

Coe’s fiction gives cinema star billing and is reiscent of Pedro Almodovar.
His novels replete with references or influencesheflatter and questions the role of
the image — still or moving — in the diegesis. Themes such as homosexuality and
bisexuality are recurrent and are presented in sitip®@ manner. Like Almodovar,
Coe alternates between humor and emotion, melayemal farce. He deals with our
relationship to the past through filiation (fatteem, mother-daughter). The notion of
lies and truths, family secrets and psychologieplession are always on the brink of
rising up. Women have most of the time the leads@nd their relations with men
are generally perceived as chaotic. For instarfeetis not surprise thdthe Rain
Before It Fallshas been called a “woman’s book”. In the artidiéy“Literary Love
Affair”, Coe said that he wrote the book as “an lage’ to the important series of
modern women’s books, the Virago Modern Classias itha publishing company for
women writers. Like Almodovar, Coe has a liking é&mbedding and the multiplicity
of voices. The liking of Coe for mirrors also rdsdbouglas Sirk whose work played
a major role on Almodovar’'s movies. Coe also retergelevision, cinema, music,
theatre, and dance... Coe incorporates an embossesljad dimension to his novels
and uses freeze-frames to capture “emotional mahent

One can notice that Almodovar's movies questi@dbnnection and the role
of fiction towards reality. Fiction transforms inteality as if fiction was a necessary
process to reach reality or truth. As in many Almeal’s movies, Coe uses film
scenes to talk about or replace reality or evemanslate real facts. In Almodovar’s
Talk to Her the director uses a silent movighrinking Lover to evoke the “real”
sexual act between Begnino and Alicia. WACU the passage of Shirley Eaton
taking off her clothes has played a very importaieé in Michael’s life and will
become reality at the end of the film. The bordetween film, fiction and reality
seems to be porous, as they all seem to mergemg@nother, questioning the reader
on what is true. The simple reference to a filmlg a way to move the plot forward
in N11 for example. That is the case when Laura arguaslalsing innocence is the
worst thing that can happen and compares it toninde Paradise Los{150).

Sex and gender affiliation are recurrent motifsAimodovar’s and Coe’s
production where both artists give the floor to thees that the society reject and

condemn. As Mellet argues, literature - and the @rigeneral — can give body to the
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invisible and the mute in society (193), which Gowl Almodovar are attached to.
Sex and gender often imply a precise orientatiol ghus a label, a
categorization. The latter is echoed by the genewtif of closure in the novels
expressing the feeling of imprisonment that pedyaee to face when they question
their sexuality. Coe’s eye on sexuality, like Alnoedr’s, is modernized, challenged
and it debunks stereotypes. In COa/2CU heterosexuality is seen as contentious or
weary and a source of misunderstanding. In facthisil has difficulty exchanging
with Fiona and misses many opportunities and tipeivacy is violated by the
presence of Findlay Onyx who tracks them (218).Hd&l seems to be on a balance
of power — with Fiona — where he does not emergmrous. The relations of Hilary
and Dorothy with their husbands go to the dogs amk into weariness and
frustration. Even though homosexuality is assodidte cottaging inWACU, with
Findley Onyx, this sexual orientation seems sim@ed smoother. Alison and
Findley Onyx are examples of a fulfilling sex lipeoviding comic passages when he
admires Michael's buttocks “Do you work out, Miclia&lo. Why do you ask? It's
just that you have unusually firm buttocks? For rétes, that is” (217); or when he
normalizes cottaging “Can you believe this societyours would be so cruel? To
punish a man for the most natural of cravingsjridulging his forlorn, lonely need to
find companionship with the occasional passingngfea’ (217). Transexualism, a
theme broached iAll About My Motheris also present iffthe House of Sleaphen
Robert, deeply in love with Sarah, a lesbian, eppred to become female to win her.
The presence of actors and directors play a druole in Almodovar's
movies. At the end oVACU, Michael speaks to the readers as if he wereegtdir, a

possible technique to remind the audience thdidtien is an artifact:

It was never enough, being able to see it wheneveaanted: because |
wasn’t just watching it, that day. | was living ihat’'s the feeling | thought
would never come back, the one I've been waitingetapture. And now
it's happening. It's started. All you people” — bestured at the circle of
attentive faces — “you’re all characters in my filpjou see. Whether you

realize it or not, that's what you are. (462)

In N11, the figure of the director is a recurrent matidt Coe focuses on the mise en

scene of the production companyTihe ComebackPlayers are described as actors



with specific roles. Danielle has the role of thangorous girl who falls in love with
the handsome man of the game and admits to Vaktigatvas only “doing it because
the director keeps telling us to look more romantith each other” and Val is
“surprised to hear that they had been getting uctitns from the ‘director” (106).
All'in all, one can see that cinema is a recurseiject in Coe’s novels; it has
a narrative role in the plot and offers pictorialitimg. The influence or connection
between Almodovar’s fiction and Coe’s oeuvre canamger be denied. Both seem to
yearn for portraits of zany characters, to payutebto women and to provoke in

substance and in form.

c. The Mirror and the Dream: Coctalian Devices to Imag Coe’s

Imagination

Coe’s oeuvre constantly questions the mechanisingriting and artistic
creation. Reading the two novels, the mirror arel dneam are recurrent motifs in
Coe’s fiction and leave the reader perplexed. Foimm, the link between
Thatcherism and a comedy horror film “positions Goaovel as an angry satire
framing the Thatcher era as a gross inversion abkwvalues, a distorteshirrorworld
simultaneously comic and tragic” (159). Thurschwell the same vein, argues that
Coe’s novel “mirrors the double structure of DickeBleak Hous&(31). For Quinn,
reviewing the novel inThe Independent‘the plot becomes a mirror of, and an
analogue to, the denouement of the famous film).(2Z6ese motifs are endowed with
symbolical complexity and echo Cocteau’s and Sick'®matographic work.

Indeed,N11includes many passages that broach the motifeofrtiiror. The
two following extracts describe a door with a magimirror separating the staff from

the owners:

Yes. You will eat your meals with them, down in thiechen. The staff
side of the house and the family side of the h@ueequite separate. There
are doors that connect them, but the only one ydilbesable to use is the
door with the mirror. Right, said Rachel. I'll rember that. Good. But
you will not even use that door, said Madiana, sslgou are invited.
(254)

‘| feel’, Rachel said, ‘that there’s my world, atigere’s their world, and

the two co-exist, and are very close to each othdryou can't really pass
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from one to the other.’ She smiled. ‘Unless you tiee magic door, of
course.” ‘What magic door?’ asked Jamie. ‘Well,tthavhat | call it. It
looks like a big mirror. A mirror you can pass thgh.’ ‘Like Orphée’,
said Laura, ‘in Cocteau’s film’. (264)

In these two quotes, among many, the mirror isresgntative of the
allegorical complexity of mirrors and mirror imagehat has served the imagination
of writers for centuries. Here, this motif reinfescthe issue of social fragmentation
but also reflects oppositional themes, reality dhusion. Evoking magical realism
and presented as a passage from the real to tealud@oe has a very pessimistic
view on British society. When Laura talks to Jarthie only alternative, solution, to
pass from one caste to another seems to resid@agination. With this outright
reference to Cocteau WACU andN11, the mirror becomes a pivotal vehicle for
intertextuality and interartiality. The mirror iN11 actually recallsThrough the
Looking-Glassby Lewis Carroll where Alice enters a fantastic ridoclimbing
through a mirror. However the most substantiauiefice remains Coctea®pheus
who passes through the mirror and other films by shhme director. The link is
initiated from the beginning iIVACU just before the prologue and written in the first
and the second parts of the book in French and ngligh: “Orphée: Enfin,
Madame...m’expliquerez vous? La Princesse: Rien.oBswlormez, si vous révez,
acceptez vos réves. C’est le role du dormeur” quuaé, 167 — 467). Reading the two
novels, one may draw parallels between Cocteau @od in the following
dimensions: the oneiric atmosphere, the motif a thirror and creation. These
themes are dear to Cocteau and present in his mbke Testament of Orpheasd
The Blood of a Poet.

Creation, through metafiction, is a theme thathbattists pay particular
attention to; a topic Cocteau tacklesTihe Blood of a Poetn this movie, Cocteau
dealt with creation and staged a painter who irather than the double of the poet.
In WACU, the theme of the mirror is conveyed through theran that Michael
created around the representation of himself wyitamd more generally about the
representation of the writer. In many passagesh&&t writes passages reflecting
himself as if he were holding a mirror to the reamleviewer. The mirror or reflection
of the writer, once again, has a function to questhe novel and more particularly

the process of writing, to bring our attentiontartefacts, its absence of structure or



the blurred dimension of human consciousness. ©rediecomes an underlying
subject in Cocteau’s cinematographic work that &slbhe spectator to enter the
poet’s imagination. The numerous embeddings or#@msabyme tackling creation, a
form of reflection on the process of creating, trough Coe’s fiction and Cocteau’s
work. Creation is also conveyed through the mulbizs passages describing or
evoking the descent in Coe’s fiction. W11, What a Whoppérfocuses on the
building of an extravagant eleven-level basemetansington by men who keep on
“digging, digging, digging” so that Rachel can h&awovement in the bowels of the
earth” when “the silence descends” (319)The Black TowerPhoebe’s studio is in a
cellar and when Rachel thinks about it her memaryilied with “images of her
horrific descent” (58). The descent is also condelgg Val's artistic career failing
and her demise leading “into nothingness” (120 anWACU when Michael is
killed in a plane crash saying the last words “Iguing down, I'm going down”
(492). According to Cocteau, the descent depiatsaiiscure world of the artist at
work, a descent associated to the concept of “ploégy” borrowed from Salvador
Dali (El Guarbie), meaning to be reborn from ashes.

The dream is another Coctalian characteristicag’€novels. InThe Blood of
a Poet when the poet arrives at the Hotel des Foliesyatajues, the poet is in a
long corridor with four doors and discovers fourealistic and oneiric scenes. The
latter convey suicide, drugs, disobedience and aeambiguity, all aiming at
showing the “invisible” (in El Guarbie) — theme$ prime importance in the
environment of Cocteau and recalling Almodovar’sh&t same time. This filmic and
thematic inconsistency, fragmentation, evokes trechanism of the dream. The
scenes mentioned above evoked Cocteau’s opium smokis detoxification, his
sexuality and the suicide of his father. The poesifs that the dream and its
mechanism give to poetry a lighter and more retem¢. One may notice that the
dream becomes an almost autobiographical materiatdate and give body to the
poet’s imaginary.N11 actually recalls Cocteau’s work since it also dals the
mechanism of the dream. M11, there is the feeling that there is no consistency
between the stories, that they are independent fook another. They succeed
without much connection — without a logical causel &ffect relationship and a
preference for chance — and immerse the viewer dream-like atmosphere, the
unconscious of the writer — poet — director. As t€aua said, the film is “une

succession d’actes réels qui s’enchainent avesuidité magnifique du réve” (47).
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For Cocteau, the dream is life, because it talkautlexistence, something Michael
repeats twice before dying “life is but a drean®3%

But the most prominent example of Coe’s link tactéau lies in the symbolic
of the mirror, a frequent object in the films oktpoet and a means to travel in his
imagination. In Cocteau'®rpheus the passing through the mirror is a pivotal scene
that guarantees the passage to another worl@rpieus Heurtebrise explains to
Orpheus the secrets of mirrors: “Je vous livreglerst des secrets, les miroirs sont les
portes par lesquelles la mort vient et va. [...] Bste, regardez-vous toute votre vie
dans un miroir et vous verrez la mort travaillemeoe les abeilles dans une ruche en
verre”. InThe Blood of a Pogthe poet is also invited by the statue to passutfh a
mirror. The mirror becomes a door that death usemnter life or life to enter death.
For El Guarbie, the image reflected in the mirnopears paradoxically more real than
reality. In WACU, which is as much an acrid criticism against Thatsm as a
reflection on the postmodernist novel, the novelspnts several metaphorical mirror
effects. For instance, the story WIACU is based on the 1961 comedy horror film
What a Carve Uphence Michael thinking that he is “inhabiting {52 — 466). The
narrative structure ofWACU reveals two plots mirroring each other — the stofy
Michael and the story of the Winshaw family. Thertte of the mirror is also echoed
through the parody of parody since imitation suggése reflection of itself. There is
one passage that encapsulates the motif of themaisrwell as the motif of the dream
in WACU

Whatever the reason, when | looked at myself inntiieor of the men’s
washroom later that night, | could scarcely belielet | saw. It was the
face which had once been revealed to me in a ngyletimore than thirty
years ago: the face of an old man ravaged withaagkegrooved like an

ancient carving with traces of pain. (416)

Besides being a reflection on the passing of tithis, passage turns into an
epiphany since Michael discovers that the man agiiitis dreams is nothing more
than him. Here, Coe brilliantly condenses the msobif the mirror and the dream to
guestion the relationship between the visible (Malls face) and the invisible (his
past and obsessions). Coe, like Cocteau, dimsithes Ibetween imagination and
reality, the visible and the invisible. For Cocte#lue mirror reflects the essence of



existence, thus the invisible.

The presence of mirrors can also refer to Dougldss passion for mirrors in
his movies. Sirk, a great inspiration for AlImodavases symbolical sceneries and
decorations. Mirrors, for Sirk, are a way to letm&mne’s mask slip or enable to
reflect an image multiplied by loneliness. Sirkoalsses stairs evoking the desire of
the protagonist to rise up and dominate their livesen they go up. The mirror Coe
uses inN11can also be regarded as a passage between twasvaod thus a window
to another form of reality. According to Sirk, thdndow allows a break in the
narration, and also an emotional and moving puticiua“‘la femme a la fenétre est
un témoin passif, situé a la frontalité du monases cintérieur, et du monde extérieur,
a la limite de la cellule familiale et de l'univesscial, mais — quoiqu’elle regarde a
I'extérieur — elle ne franchit pas cette limiteleahe cesse pas d’appartenir au cercle
domestique qui simultanément la protége et I'en&rifi84). Sirk is not the only
artist who got inspired by windows; Salvador Dalialso reminiscent of this motif.

All in all, the imprint that Cocteau left on Cos undeniable. The oneiric
atmosphere, the theme of creation and the motifi@fmirror contribute to nurturing
the Coctalian nature of Coe’s fiction. As well agneeying the vanity and the
elusiveness characterizing the ruling class, theomiis a means to make Coe’s
imagination and his creation visible, in other wsyrdo capture and image his
imagination. In the style of Cocteau, Coe blurs lineits between the real and
imagination and creates an “unreal realism” (irGiarbie). The image in Cocteau’s
fiction, as well as in Coe’s, is not between tha B.nd imagination but a condensation
of both.

3. An “Eye” for an “I” and a “Voice” for a “character” ?
a. The Blurring of Narrative Voice(s)

According to Moseley, Coe drew inspiration fronmel8ing in his narrative
approach. He describes the latter as an “intrusareative subverting its conventional
possibilities” (Moseley 10N11andWACU present complex narratives with different
narrators whose involvement in the story and idgm@gppear ambiguous and flexible,
suggesting therefore a diegetic blurring.

Indeed, Michael who is the main narratoM#ACU provides the reader with

information about the Winshaws and tells his pessatory at the same time. The
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numerous first-person analepses send us back tchhihood. His story is actually
the nerve center of the book, a bridge betweerpthate and the public despite a
blurred time frame. He is a perfect example ofghstmodern author-narrator who is
conscious of his writing and of his relationshipttwthe reader. Many times he
addresses the reader and shares with him/her fifieully of his tasks as a
writer/creator. In this way, in the prologue, Miehaddresses his readers in a self-
reflexive comment: “the patron and sponsor of tleekowhich you, my friendly
readers, now hold in your hands” (3). In fact, kends in forms of confessions that
he has difficulty writing in the most genuine manrfeor instance, he is “fleshing out
incidents... speculating on matters of psychologioadtivation, even inventing
conversations” (90), “yes inventing, | won’t shytbe word” (90), parts of the books
shall be “read like a novel and parts of it reae lia history” (91). This is an
immersion in the writer’s life and more particulamh Coe’s. Michael also questions
the genre of his work; he actually wonders whetieehas “to present it as a work of
fact or fiction” (772). Michael also puts in persgige his position; is he neutral? Is
he involved in the story he is creating? Michagissdl thought | was supposed to be
writing this story... but I'm not. At least not anyome. I'm part of it” (476).

However, in the third part aVACU, the story is told by a third person. From
one chapter to another, the narrative voice change®me chapters, the origin of the
voice remains ambiguous. The chapters related tohddl's life are written by
himself and the chronicles too since he was coniames by Tabitha to do so.
Nevertheless, other narrative voices appeawWVliCU In the chapter dedicated to
Henry, one can notice some extracts of his diampliphed in 1995, after Michael's
death, and some footnotes directing the readerMhael Owen, The Winshaw
Legacy: A Family Chroniclg(120). One question that remains unsolved is whate
the last chapter dealing with Michael’'s death.ailhmot be him since he is dead. In the
preface, the editor Hortensia Monks declares hieasethe author of the second part
of the book “An Organization of Deaths” statingt have therefore taken the liberty
of including, by way of introduction to Michael’sstory, a full and detailed account
of the horrific murders which took place at Winsheowers on the night of January
16" this year” (497-98). She, like Michael, addressesreaders “my such readers”
(498), which places her on the same level as armmktrn narrator. The latter also
acknowledges the authorship of the prologue 1948utde she writes: “my intention

in the remainder of this Preface is to summariaea ifew concise, vivid pages, the



entire early history of the entire early historytioé family” (498). The epanadiplosis
“Tragedy had struck the Winshaws twice before, imiter on such a terrible scale”
found at the beginning and the end of the novealnisther proof that Hortensia may
have written the prologue as well. For Guigneryrtelosia Tonks’ entire authorship
of the prologue is still questionable. In fact, ghglains that on the fourth page the
narrator refers to Tabitha's relics which “camepitihte hands of the present writer”
(6), that is to say Michael. Coe confirms that ¢hisra form of narrative blurring, that
there is meant to be some ambiguity about whethehd&l writes that first sentence
or not in Guignery’s article entitled “Colonel Mastl, in the billiard room, with the
revolver: Jonathan CoeWhat a Carve uphs a postmodernist whodunit”. Last but
not least, is that Hortensia Tonks can also rafethe intrusion of publishers into
literary production nowadays.

One has to notice that the multitude of voice€ae’s fiction is also a way to
undermine the unequivocal control of the auth@pecific feature of postmodernism.
This multiplicity of voices and therefore visiors part of Coe’s approach that is to
provide another vision. The necessity of an alt@raavision is well illustrated by
Coe’s remarks on the role of contemporary liteetutde crois que le rble de
I'écrivain est d’écrire le meilleur livre qui sopour que le lecteur pense plus
librement et de facon plus indépendante, de fourmér alternative aux discours de la
presse et de la politique” (Mellet 201) or “Ce deeroman du XXle siécle peut
apporter a son lecteur, c’est 'occasion de s’'ingeedans une autre vision de la vie,
une vision alternative” (Mellet 202).

In N11, there is also a multitude of narrative voicesleled, there are neutral
third person narratives, biased first person niaatand an unidentified voice that
seems to lecture characters. Indeed, this godvbikee has a moralizing tone when it
directly addresses Val with a “you” when she corbask from her TV program:
“Still, you're out of debt now. Look on the brigkide. Out of debt, for the time being
[...] Truth is, you don’t belong with people like th&tupid to think you ever did.
This is where you belong. On the Number 11 busklamund you. Get reallhese
are your people. Ordinary people. Decent peopl@5)1Still inN11, more precisely
in What a Whopperthe chapter 16 begins with a third person nareadivd switches
to a first person narrative embodied by Rachel vals&s herself a multitude of
guestions regarding writing. One may witness thgirieng of her writing, her

guestions and her doubts (319). Through this passhiting to introspection, this is
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a whole metafictional reflection on the process amatives of writing: “Also, I'm
taking my pen for another good reason [...] And ldexided that this task will be to
write something [...] This is our story, really thry of how we first became close,
before strange — not to say ridiculous — forcesrugned and drove us apart. And it's
also the story of — But not, | mustn’t say yet” (32

Coe, through these layers of narrative voicexyvikrthe reader off balance
and enmeshes him or her in the literary act oftmealn both novels, there is a kind
of reconciliation of narrative modes suggestingo@tweeness, since narratives are
homodiegetic and heterodiegetic. The epanadiphisise end o¥WACUis typical of
Coe’s circular structure in his oeuvre. This mulli¢ of narrative voices may also be a

means to break the traditional passivity of thectgter.

b. The Eye(s) and the Spectator(s)

The eye, through scopophilia, is also broachedMACU Scopophilia is
deriving pleasure from looking, a form of voyeurighrefers to sexual pleasure from
looking an object or someone that convey eroticisimyeurism and male gaze are
considered as the main elements of scopophiliap&utulia was defined by Freud
who put forward that the one who is seen is seizentrolled by and submitted to the
observer. An example of scopophilia is when Thorésshaw invested in the
technology of video recorders. Thanks to Video €assRecording, he can pause
films and gaze at actressesdiéshabillé for masturbatory purposes. Another instance
is when Thomas, uninvited to the filming Wfhat a Carve Up!peeps through holes
in the wall to see Shirley Eaton taking off hertbks. Thomas who claims that he was
only checking the “soundness of the constructiontenals” (320) is therefore
frogmarched off the scene by the actor Sid Jamesth®r circular and repetitive
example concerns Michael himself who is descriledlEsessed with Shirley’s body,
finds similarities with Phoebe’s and thinks abopyisg on her: “And yet there was
something irresistible about the idea of spyinghen work in progress; something
wickedly analogous, | suppose, to the thought mhgéing her in a state of undress”
(288). This idea of control and possession of dtieer, through the gaze, concurs
with the notion of privatization so fiercely condeed by Coe. This is also an
example of how the visual can take the form ofaactand how art can serve for
narrative purposes. Jacques Lacan explained tbabphilia is a form of desire that

is captured by the imaginary image of the othe3J18his idea of privatizing the



body is also reflected by the rape.N@1, Rachel is sexually assaulted by Freddie, the
accountant who tells her: “you are...so...fucking...gog® [...] | can’t die
happy...until I've got inside your pants” (323). Iro€s work, the reader and some
characters have the feeling of being spectatorshafacters’ lives. Life is actually
represented as a play. What is important to resdhat Coe’s fiction cannot only be
read but rather seen. The visual is of prime ingyaré. The representation of the eye,
the visual, is a notion present WACU, suggesting embedding and an ontological
perspective, that is, every human is constanthnddooked at, not only by a
transcendent power, but simply by someone else.

The eye also refers to Coe’s and as aforememntjahe two books raise the
guestion of the author’s legitimacy to write abtie underprivileged. Can a writer
who belongs to the middle or upper class write &bine downtrodden? Can
somebody write about the ostracized without bemgdntact with the latters? This
guestion can be pondered and Coe seems to lackmagy as he has always
belonged, such as various writers, to a rathernlpged social class. Coe himself, in
an article on Contemporary London novels, arguas‘thany of the most successful
British writers live in London, command large adees for their novels, inhabit some
of the capital’s most gracious districts, and owbssantial homes” and wonders “is
this really the best vantage point from which torocicle the lives of the
underprivileged and the urban poor?” (Guignery 2)lot of his misgivings are
illustrated through his characters.

In N11, Coe also tackles another form of eye — the gdzeroduction
companies — that can alter reality, and in a aerteay, truth. Writing about the
filming of some scenes of TV reality shows, he faesion the smokescreen and its
fake dimension to underline the distortion of truitne description of the arrival of
the plane on the island is almost made theatritdie pilot had made a lot of
unnecessary swoops and dives, to get her screaamnithgo make their arrival look
more dramatic, but then she was deposited safdlyeimiddle of the forest and there
was a guide on hand to walk her towards the camg96). Coe showcases the
discrepancy between Val's efforts to convey an ienagd how she is visualized by
the production. To this gaze of production compsiusecompounded the obsession of
the gaze in our contemporary societies. The ppaids inN11 are described as
courtiers or favorites whose obsession revolvearatdeing looked at and “the thrill

of being recognized again, of no longer feelingsiible...” (95) despite the torturing
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and humiliating activities they are asked to doe Tstorted gaze of Val reaches its

height when her own daughter does not recognizenbéner in the game:

She knew her mother intimately: better — far bettethan she knew
anyone else on the world. And the woman on thevist had
recognizably been her mother. And yet, in the \aayasional glimpses of
her which the program had afforded, it had alsonbidee watching a
stranger. She had seen her as the cameras hatieseamd as the people
editing the show had seen her, and these perspective thought, were

unforgiving. (102)

Once again, Coe’s use of cinema in his novelsig@portunity to question
the role of this art and to compare it to literatu€Coe’s novels questions art and
literature and this reflection takes the form adebate around intertextuality, in the
words of Graham iWACU a budding film director: “Well, | don’t really ulerstand
why people write novels any more, to be honesteamit’s a total irrelevance, the
whole thing. Has been ever since the cinema wamnied. [...] the problem with the
English novel is that there’s no tradition of pickl engagement. [...] There’s no
radicalism” (276).

All in all, the presence of film studies, film tids or the quest for a film, are
recurrent in both novels. Coe’s novels prove tihat marrative can become visual.
This presence of scenes described as pictures rakhyeeho the biased and blurred
dimension of representation, which is layered snsiibjectivity. In fact, every scene
or act is seen and described by a subject who pocates his or her — own — truth, a
personal and private vision. This subjectivity bktimage also recall$he Rain

Before It Fallswhere Coe develops what an image can hide.

To conclude this third part, Coe uses intermetialihe crossing of arts- and
hybridity - the combination of different genreso- éxplore the limits of the novel.
Coe’s fiction oscillates between cinema and writimgking his work look visual. The
emblematic motif that is the mise en abyme may leanhto echo this feeling of
closure and imprisonment representing the naikliit@ension of our society, as well
as the confinement of the writer in his work. Ine®ofiction, the mise en abyme is

also a means to nurture complicity with the readepectator but at the same time to



put things into perspective about what he or skes & reads. Indeed, the mise en
abyme creates closeness where the author is @athe level as the reader assists the
process of creation. Eventually, Coe’s novels qaeshe act of representation and
the biased dimension of writing connected to ittoligh the multitude of blurred and

layered points of view, he shows how vision caretleca reader.

Conclusion

Coe has created a genre of his own, a new postmoahd metafictional
literary work, a “Coesian” style in which he playggeconstructs and transcends the
codes of postmodernism. As Moseley writes: “JomatBoe has carved out a special
niche in the Modern British literary novel” (114)e is actually a writer of the in-
between as his oeuvre is endowed with ambivalendetensions between realism
and magical realism, facts and fantasy, orality amidten traditions, History and
stories. Coe is a player and a navigator betweéspothe political and the intimate.
Coe offers the reader an intimate fiction where alhor reveals his insecurities:
nostalgia, melancholy, loneliness and sicknBHsl is one of the rare novels dealing
with the human approach and perception of cancet @rat makes it very
contemporary. Thus, Coe transports the reader texaaordinary story that is both
anchored in the real world and an imaginary woalghlace where the author refuses
to separate these two worlds. His novels almosaydvborder on the limit of a before
and an after, a pauper England and an opulenteos@gially stratified England. Coe’s
fiction is based on an in-between-ness where teealy frontier is moving, genres
and narrative forms are blurred imitating a formcbhos, the latter needed to find
meaning and to force the reader to question tleadja of the text.

Coe may not offer a new social order but his ingit— in the two novels
studied — is deeply rooted in the alternative —oasbility between two options —
recalling the motif of in-betweeness. Indeed, Cadogizes the alternative and
therefore contrasts with Thatcher's famous slog&hete is no alternative”. This
perspective also reminds us of Ranciere’s argunsaying that the alternative is
deeply political since politics is based on confation: “le propre de la politique est
I'existence d’'un sujet défini par sa participat@rdes contraires. La politique est un
type d’action paradoxal” (Mellet 147). Contrarywat many detractors say, Coe’s
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oeuvre is political in so far as his political stans paradoxical.

As a matter of fact, Coe’s fiction shows thagrgture is grafted on to politics.
Literature, content and form, is substantially uefhced by politics. Coe’s oeuvre is
esthetically, stylistically, narratively, philosaphlly blurred and fragmented because
it aims at representing and giving body to the iero®f the British society and
politics. Echoing Ranciere’s argument, Coe aimshawing the people who suffer
from a lack or even no-representation — “the imlesi, a term repeated several times
in N11 This subordination of literature towards polifiaavolving the different
transformations evoked above - are another praoatf @oe’s fiction is political and

not reduced to a mere political referentiality.

Another characteristic pointing out the politicikkinension of Coe’s oeuvre is
the author’s liking for satire. One cannot denyfiluet that Coe’s novels are satires of
British politics andN11, more particularly, a satire of the dominance afedy in
British culture. However, Coe’s fiction is not ordysatire of contemporary politics —
as developed in the first part of my dissertatiobut it is also a satire of satire and
therefore a renewal of the genre.

Many critics and readers have argued that Cagigcal charge was to be put
into perspective but if one takes the definitionDafval and Martinez, his work is a
clear example of what satire should be. | quotenftbese two authors: “La volonté
de cumuler les contraires et le refus de choisireeaux apparaissent comme les
principes fondateurs de I'écriture satirique. C’dst la que découlent I'expansion
infinie du texte et son ambiguité polyphonique, dquioduisent désordre et
prolifération” (253). The ideas of chaos, blurriagd ambivalence pointed out in this
guote, bowdlerize the moralizing and satirical toseally expected in satires. Doing
so, Coe distances himself from the usual ingrediehsatire.

The study of these two satires¥ACUandN11— has been an opportunity to
show the evolution of Coe’s with regard to satitg hlso to explore the duality of
these two novels. “*Sequels which are not reallgusts. Sequels where the
relationship to the original is oblique, slippergI51) is a metafictional note by
Laura’s husband about the filmghat a WhoppeandWhat a Carve Upthat could
reflect the ambiguous nature and link betwddi andWACU Indeed,N11is quite
different fromWACU Coe may appear to skim over some contemporafgcsstand



the novel might appear like a list of authorial ecoemts on a multitude of
contemporary issues. The novel is also replete miny stereotypes about: the rich
getting richer losing the sense of family, the fgneexploited maid coming from
Romania, the employee Rachel — becoming an aln@dstdntury maid — who sleeps
in a bedroom where there is “just enough room foraemchair” (253), the young
graduate who is crippled with debts and last butleast the archetypal paragon of
discrimination, a black one-legged lesbian. In ®wh structure WACU has a much
more elaborate plot contrary M11 that appears more like a collections of novellas
whose connection between characters, the mottieehumber 11 and the plot seems
loose. The mean characters are also differentartiwlo novels; on the one hand the
monsters — the Winshaws — are human and on the lodmel the monster is a giant
spider. This passage from human to animal monggresipears to bowdlerize the
political satire and could disappoint the readearging for the poignant tone of Coe
when it comes to lampoon the British elite. Thisrgal shift of N11concurs with the
decline of satire developed in the novel: “Evemypé we laugh at the venality of a
corrupt politician, at the greed of a hedge funchagger, at the spurious outpourings
of a rightwing columnist, we're letting them offegthook” (176). To conclude, it
would be inappropriate to preseévill as a sequel t&/ACU N11is another state-of-
the-nation novel that works rather as a stand-alatfesome winks and echoes to the

first novel.

Furthermore, one may have noticed that Coe’snris actually anchored in
the logic of chaos, so dear to postmodernists. Albering conveyed through the
collage effect suggesting chaos and the absenoedef echoes the postmodernist’s
view that there is no meaning. Coe’s writing is urghrily fragmented by its
polygenericity, its compromise of contraries angl itertextuality. The following
remark by Coe illustrates this postmodernist pangel “Je sais que I'une des raisons
pour lesquelles j'écris, c’est que jaime réorganie monde a mon gout, en prendre
des morceaux éclatés et les remodeler d’'une magigrge trouve plus satisfaisante
gue le chaos dans lequel je les prends” (Melle).1Adcording to Mellet, who posits
the fact that this idea of chaos, reinforced byriwif of blurring | would say, goes
along with the “secret project” of satire developeg Sophie Duval and Marc
Martinez: “La satire emploie donc son énergie ppoer un désordre croissant. Selon

la théorie de I'entropie appliquée a la littérajule satire opere une dégradation
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productrice de travail a partir d’'un état initiad désordre qu’elle développe [...]. Le
projet secret de la satire serait donc de dynanhtdittérature et tout systeme de
pensée par la corrosion des genres, l'instabiktéé&triture, I'ambiguité du langage,

la coexistence des contraires, la négation du mehdke coprésence du sérieux et du

comique” (256).

Reading the two novels, another prominent mgifearing in Coe’s fiction is
the narrative and thematic circularity associatediVACU andN11 This circularity
may be illustrated by the motif of the whirl betwerealism and fantasy and other
genres, the mise en abyme through self-reflexivile mobility of narratives —
analepses, prolepses — and stylistic devices hkeepanadiplosis. They all convey
confinement and closure, which may well echo thaews isolation, confronted to
his work as well as the stationary character ofamntemporary societies.

What's more, Coe’s novels allow the questionifigCme himself and the
reader so as to put into perspective the act efaliy creation. The metatextual
dimension appears to take the form of a partiopeawriting. Coe, through Owen,
brings to light the genesis of his story as if @res written before our very eyes. This
reflexive stance of writing where the narrator alees himself in the act of writing,
distancing his own self while staging himself a&& dame time, is present many times.
This blurred dimension is also a way to show hogrharrator, as well as the author,
stutter their ways into the novel and find it difflt to give birth to their stories.
Therefore, the reader is invited to reflect onphecess of writing, to tackle down-to-
earth issues and to penetrate the fantasy worltertdoy the author, hence a blurring
of perspectives to reach meaning and truth. Wighrtiotif of the in-between Coe’s
oeuvre steers the reader towards a participat@giimg where he or she is asked to

find sense.

Coe is therefore a hybrid writer, difficult to foee as well as his critical
reception. Even though Coe’s production contributes redefining political
engagement and satir€pe is more a literary than a political reformers Mill to
democratize literature and to appeal for politcammitment are questionable. This
blurring image associated to the author might heag to avoid categorization, the
usual label of the author. It is also a way for Goedare new paths without
disappointing his followers, so attached to hisei&VACU



To put it in a nutshell, Coe’s literature questiditerature and more particularly the
contemporary British novel. In doing so, he shohat tyou can get at the truth in
different ways and that literature can be a waygahing back to the world by the
road of fiction or, to quote Rushdie in “To Truttrdugh Fantasy”, “arriving at the

truth by the road of untruth”.

86



BIBLIOGRAPHY

Primary Sources

Coe, Jonathahe Accidental Womauckworth, 1987.
Coe, JonathaA Touch of LoveDuckworth, 1989.

Coe, Jonathahe Dwarves of DeatliFourth Estate, 1990.

Coe, JonathaHumphrey Bogart: Take it and Like Bloomsbury Publishing PLC,
1991.

Coe, Jonathaames Stewart: Leading MaBloomsbury Publishing PLC, 1994.
Coe, JonathatWhat a Carve Up!Penguin Books, 1995.

Coe, Jonathan. The House of Sleep. Viking, 1997.

Coe, JonathaThe Rotters’ ClubViking, 2001.

Coe, JonathaThe Rain Before It Fallsviking, 2007.

Coe,JonathanMarginal Notes, Doubtful Statements : Non-Ficti®890-2013.
Kindle ed., London, Penguin, 2013.

Coe, JonatharNumber 11Penguin Books, 2015.

Coe, JonatharThe Broken Mirror Unbound Digital, 2017.
Secondary Sources

« Books

Allen, Nicola. Marginality in the Contemporary British Novdlondon: Continuum,
2008.

Amis, Martin.Money Penguin Books, 1985.
Andersen, Hans Christiamhe Little Match Girl Puffin Books, 2001.
Baldick, Chris.Oxford Dictionary of Literary Term®UP Oxford, 2009.

Beckett, SamuelTrilogy: Molloy, Malone Dies and The Unnamabléveryman,
2015.

Bernardi,Bruno.Qu’est-ce qu’une décision politiqueRaris, Virin, 2003.

Bradford, Richard. The Novel Now: Contemporary British FictionOxford:
Blackwell, 2007.



Bourget, Jean-LougDouglas Sirk Paris, Edilig, 1984.

Byatt, A. S.Possessianvintage, 1991.

Byron, Lord.Don Juan CreateSpace Independent Publishing Platform,.2017
Carlyle, ThomasSartor Resartus OUP Oxford, 2008.

Carroll, Lewis.Through the Looking-Glas$Villiam Collins, 2010.

Cocteau, JearEntretiens sur le cinématographdonaco, Editions du Rocher, 2003.
Cocteau, Jeame Testament d’'Orphé&ditions du Rocher, 1996.

Connor, StevenlThe English Novel 1950-19980outledge, 1995.

Cunningham, Hugh and Paroissien, Daiccompanion to Charles Dickens, Dickens
as a ReformemBlackwell Publishing, 2008.

De Groot, Jeromélhe Historical NovelRoutledge, 2009.
Dentith, SimonParody: The New Ciritical IdiomAbingdon, Oxon: Routledge, 2000.

Discoll, JonathanEvading Class in Contemporary British Literatutendon:
Palgrave Macmillan, 2009.

Dickens, CharlesA Christmas CarolPenguin Classics, 2004.

Dickens, CharleBleak HousePenguin Classics, 2003.

Dickens, CharlesGreat ExpectationdPenguin Classics, 2002.

Dickens, Charled.ittle Dorrit. Penguin Classics, 2004.

Doyle, ConanThe Sign of Fourl® World Library, 2005.

Drabble, MargarefThe Ice AgeEnglish A. Knopf, 1977.

Duval, Sophie and Martinez, Mailca Satire Paris, Armand Colin, 2000.
Guignery, Vanessdonathan CoePalgrave, 2016.

Eagleton, TerryAgainst the GrainEssays 1975-198%.erso, 1986.
Eagleton, TerryThe lllusions of PostmodernisiBlackwell, 1996.
Fielding, HenryJoseph Andrews and ShamdPenguin Books, 1999.
Fielding, Henry.Tom JonesOUP Oxford, 2008.

Frye, NorthropAnatomy of Criticism: Four EssayBrinceton University Press, 1990.

Gaskell, ElizabethNorth and SouthMacmillan Collector’s Library, 2017.

88



Gravas, Florencd.a part du spectateur. Essai de philosophie dartsnéma Presses
Universitaires du Septentrion, 2016.

Golding, William.Lord of the FliesPenguin Books, 2003.

Swift, JonathanGulliver's Travels Penguin Classics, 2003.

Gray, AlasdairLanark: A Life in Four BooksCanongate Books Ltd, 2007.
Gray, Alasdair1982 JanineCanongate Books Ltd, 2003.

Head, Dominic. The Cambridge Introduction to ModBritish Fiction, 1950-2000.
Cambridge: Cambridge University Press, 2002.

Hensher, PhilipThe Northern Clemencyourth Estate, 2008.

Hollinghurst, Alan.The Line of BeautyPicador, 2005.

Hornby, NickThe Polysyllabic Spre&an Francisco: Believer Books, 2004.
Hutcheon, LindaA Poetics of PostmodernisiRoutledge, 1988.

Hutcheon, LindaThe Politics of Postmodernisidew York/London, Routledge,
1989.

Hutchinson, ColinReaganism, Thacherism and the Social Nd?algrave
Macmillian, 2008.

Huxley, Aldous A Brave New WorldEveryman, 2013.

Jameson, Frederi¢he Cultural Turn: Selected Writings on the Posteradl983-
1998 Verso, 1988.

Johnson, B. SAren’t You Rather Young to be Writing Your Memdiendon:
Hutchinson, 1973.

Lévi-Strauss, Claudéristes tropiquesPenguin, 1992.
Lodge, DavidNice Work Vintage, 2011.
Lott, Tim. Rumours of a Hurricand?enguin, 2003.

Marsh, NickeyMoney, Speculation and Finance in Contemporaryi@riFiction
London/New York, Continuum, 2007.

Mellet, LaurentLes politiques de l'intimeParis: PUPS, 2015.
McEwan, lan.The Child in TimeVintage, 1987.
McHale, Brian.Constructing PostmodernisrRoutledge, 1993.

McHale, Brian.Postmodernist LiteratureRoutldege, 1987.



Moseley, MerrittUnderstanding Jonathan Co&he University of South Carolina
Press, 2016.

Norris, ChristopherThe Truth about PostmodernisBlackwell, 1993.
Ovide.Les Métamorphose#éctes Sud, 2001.

O’Brien, Flann At Swin-Two BirdsPenguin Classics, 2000.

Orwell, Georges1984 Heinemann, 1990.

Peace, DavidGB84 Faber and Faber, 2014.

Rushdie, SalmamMidnight’s Children.Vintage Books, 2013.

Rushdie, Salman. “Outside the Whalehaginary Homelands. Essays and Criticism
1981-1991 London: Granta Books, 1991.

Smith, Ali. Hotel World Anchor, 2002.

Smith, ZadieWhite TeethVintage, 2001.

Stanzel, Franz KarA Theory of NarrativeCambridge University Press, 1986.
Sterne, Laurencdristam ShandyNew Amer Library. 1940.

Sterne, Laurenc@&ristram Shandyrew, Philip.The Contemporary British Novel
Continuum, 2004.

Tremain, RoseRestoration W. W. Norton & Company, 2013.

Verley, ClaudineA guide to the critical reading of fiction in Engii Editions
Ophrys, 1998.

Virgile, Enéide Folio, 1991.

Waugh, PatriciaMetafiction: The Theory and Practice of Self-CoanssiFiction.
London, Routldege, 1984.

» Periodicals
Barnes, Hugh. “Carry on up the Comic Culturéhe Independen4 April 1994.

Clark, Alex, "Number 11 by Jonathan Coe review sequel to What a Carve Up!".
The Guardian11l November 2015.

Coe, Jonathan. “My Literary Love AffairGuardian 5 October 2007.

Coe, Jonathan. “Guardian Book Club: Week Threeatham Coe on WritingVhat a
Carve Up'. Guardian 16 April 2011.

Coe, Jonathan. “Will satire save us in the ageramp?”.The Guardian6 January 6
2017.

90



Coe, Jonathan. “Satire and Sympathy: Some Consegsi@f Intrusive Narration in
Tom Jones and Other Comic Novels”, Phd Dissertaiiéarwick University, 1986.

Cowley, Jason. “After Orwell'The Financial Timesl9 March 2013.

Delingpole, James. “Third Person Second Natub&ily Telegraph 14 February
2001.

Delingpole, James. “Laying It On a Bit ThickK8pectatoy 14 April 2001.

Eagleton, Terry. “Capitalism, Modernism and Posteram.”The New Left Review
July-August 1985.

Eagleton, Terry. “Theydunnit’ondon Review of Book$994.

Epstein, Robert. "Jonathan Coe Number 11: 'Sldahiegpbvious' - book reviewThe
Independentl5 November 2015.

English, Clare. “The Book Café. Jonathan CaBBC Scotland13 February 2012.
Feay, Suzi. “"Number 11’, by Jonathan Cdeériancial Times13 November 2015.

Ganteau, Jean-Michel. ‘Innocent Abroad: Jonathagi<Expo 58and the Comedy of
Forgiveness’Focus on the Comic Turn in Contemporary Britishtieic, ed. Barbara
PUSCHMANN-NALENZ, Anglistik27.1. March 2016.

Garson, Cyrielle. Gonzalez, Madalena/hat a Carve up|! The Eclectic Aeasthetics
of Postmodernism and the Politics of Diversity am& Examples of Contemporary
British Verbatim Theatre.Etudes Britanniques Contemporain@ecember 2015.

Gilroy, Paul. “The Closed Circle of Britain’s Postonial Melancholia”, in Martin
Middeke and Christina Wald, edehe Literature of Melancholia: Early Modern to
PostmodernBasingstoke: Palgrave Macmillan, 2011.

Guignery, Vanessa. “Laughing Out Loud with JonatGae: A Conversation.”
Etudes Britanniques Contemporain€xtober 2015.

Guignery, Vanessa. “Colonel Mustard, in the biiaoom, with the revolver:
Jonathan Coe’s What a Carve up! as a postmodevhaunit.” Etudes Anglaises
Vol.64(4), 2011, pp.427-438.

Guignery, Vanessa. “Transfiguration des genre&rdittes dans la literature
britannique conemporaine”. Chassagnoland, Monigaptevotte Guy, Les
Littératures de Genre, Nanterre, Université Paridaxiterren 2002.

Head, Dominic. “The Demise of FictionA Concise Companion to Contemporary
British Fiction. Ed. James F. English, Oxford: Blackwell, 2006.

Higson, Andrew. “Fiction and the Film Industry”. MConcise Companion to
Contemporary British Fictioned. James F. English. Oxford: Blackwell, 2006.

Laity, Paul. “A Life in Writing: Jonathan CoeThe Guardian29, May 2010.



Massie, Allan. "Book review: Number 11 by Jonath@oe." The Scotsman28
November 2015.

Mellet, Laurent. “[Laughter] was something thaedrpeople together. It was
something shared’. (‘The Paradox of Satire [l]fiorh laughing along to mislaughing
oneself away and coming out in Jonathan Coe’fictiEtudes Britanniques
ContemporainesOctober 2015.

Murphy, Jessica. “Fast Times at King William’s Higithe Atlantic 27 March 2002.

Neather, Andrew. "Number 11 by Jonathan Coe - weVid.ondon Evening
Standard 12 November 2015.

Noiville, Florence. “The Contemporary British Novel A French Perspective’.
European Journal of English Studjd® December 2006.

Pauly, Véronique. “L’héritage postmoderne davisat a Carve up! Revue
Polysemesn®8 “Textualités”, Centre de recherche Intertalktés littéraires et
artistiques, SAIT, publibook, January 2008.

Platt, Ben. “A Mournful Mystery on England’s Shor&PR Books29 January, 2009

Prado-Pérez]osé Ramon. “There’s a Lot to Be Said for Makingpgbe Laugh: The
Grotesque as Political Subversion in Jonathan Géetn.” Etudes Britanniques
ContemporainesOctober 2015.

Quinn, Anthony. “Clawing, Brutish Gargoyledhdependent23 April 1994.
Regunathan, Sudhamabhi. “To Truth through FantaBye’ Hindu 4 December 2014.

Sellei, Nora. Bernard, Catherine. Gonzalez, Madel&yan-Sautour, Michelle. “30
21th Century ‘British’ Literature: Recent Critichtends.”Etudes Britanniques
Contemporaings2013.

Sutton, Henry. “Life beyond Hampstead: Gritty, Bodilly Engaged Novels Are Rare
These Days.Independent on Sunda¥ November 2003.

Taylor, Charles. “A conversation with Jonathan C&alon 12 March 2002.

Thurschwell, Pamela. “Genre, Repetition and Historyonathan CoeBritish
Fiction Today ed. Philip Tew and Rod Mengham. London: Conitug696.

Trim, Ryan. “Carving up Value: The Tragicomic THagc Years in Jonathan Coe”. In
Hadley, Louisa and Ho, Elizabeth, eds. ThatcherAftet — Margaret Thatcher and
her Afterlife in Contemporary Culture. Basingst@ce New York: Palgrave
Macmillan, 2010.

Vincent, Sally. “A Bit of a Rotter"Guardian Weeken®3 February, 2001.

Wagner, Erica. "Jonathan Coe's Number 11 is aghtidark portrait of society.The
New Statesmar80 November 2015.

92



* Electronic Sources

“Boris Johnson Gets Grilled by Panelists (HIGNFYbuTubeuploaded by
darkphoenix229, 15 November 2008,
https://www.youtube.com/watch?v=trE_bkWUFsE. Acees$5 May 2017.

Coe, Jonathan. “BiographyJonathancoewriter
http://www.jonathancoewriter.com/biography.html.céssed 12 January 2017.

Coe, Jonathan. Interwiewed by Augustin Trapenaldnathan Coe fait son numeéro.”
Franceinter, Boomerang, 4 November 2016,
https://www.franceinter.fr/emissions/boomerang/becsng-04-novembre-2016.
Accessed 15 November 2016.

Coe, Jonathan. Interviewed by Christophe Ono-DittBi_e temps des écrivains.”
France Culture Emission Spéciale Jonathan Coe, 19 November 2016,
https://www.franceculture.fr/emissions/le-temps-dedvains/emission-speciale-
jonathan-coe. Accessed 1 December 2016.

Coe, Jonathan. Interviewed by Shannon Roger. “lCEdnversation with Jonathan
Coe.”YouTubeEdge Hill University, 11 February 2016,
https://www.youtube.com/watch?v=x7yEQOdGkoc. Acees20 November 2016.

Epstein, Robert. “Number 11: Slating the obvioustiependentll November, 2017,
http://www.independent.co.uk/arts-entertainmentksa@views/jonathan-coe-
number-11-slating-the-obvious-a6733681.html. AcedssMay 2017.

Grugier, Maxence. “Jonathan Coe en interview. Léhode Coe”. 16 February 2006.
(http://livres.fluctuat.net/jonathan-coe/intervigd&4-la-methode-coe.html#).

Hoggard, Liz. “Dark Days in Cameron’s UKhdependent5 November 2015,
http://www.independent.co.uk/arts-entertainmentksa@views/number-11-by-
jonathan-coe-book-review-dark-days-in-david-cams+okra6722661.html.
Accessed 3 May 2017.

Kirby, Alan. “The Death of Postmodernism and Beybrihilosophy Now, 2006,
https://philosophynow.org/issues/58/The Death o$tfAodernism And Beyond.
Accessed 22 March 2017.

The Purdue OWL Family of SiteBhe Writing Lab and OWL at Purdue and Purdue
U, 2008, owl.english.purdue.edu/owl. Accessed 2§ R 7.

Vermeulen, Thimotheus and van den Akker, Robin.tddamn Metamodernism”.
Journal of Aesthetics and Cultyr2010. http://journals.co-
action.net/index.php/jac/article/view/5677. Acces28 May 2017.

* Movies
All About My MotherDirected by Pedro Almodovar, distributed by Pattt99.

Le Sang des bétebirected by Georges Franju, distributed by Thite@rn



Collection, 1949.

Le Sang d'un poet®irected by Jean Cocteau, produced by Charlééoddles,
1930.

Le Testament d’Orphé®irected by Jean Cocteau, distriubuted by Lesiditi
Cinégraphiques, 1960.

Orphée Directed by Jean Cocteau, distributed by DisCli$&0.

Psycho Directed by Alfred Hitchcock, distributed by Paraunt Pictures, 1960.
Talk to Her Directed by Pedro Almodovar, distributed by War8egefilms, 2002.
The Birds Directed by Alfred Hitchcock, distributed by Uersal Pictures, 1963.

The Private Life of Sherlock Holmd3irected by Billy Wilder, distributed by United
Artists, 1970.

What a Carve Up.!Directed by Pat Jackson, distributed by Embasstyifes, 1963.

94



