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Dedicated to Syd Harrex

The more parents the better. For such birth
there’s no dishonour, no pride in scandal
for being a collective progenitor
of an infant text that has multiple
mummies and daddies . . .

Syd Harrex, “Bringing a Book to Life,”
in Dougie’s Ton & 99 Other Sonngt007).
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Between the idea
And the reality
Between the motion
And the act
Falls the Shadow

—TS Eliot, “The Hollow Men”



CHAPTERONE

THE SHADOW OF THEPRECURSOR
FROMACCOMMODATION TOAPPROPRIATION
TO RESISTANCE

MD REzAUL HAQUE, BEN KOOYMAN
AND DIANA GLENN

No poet, no artist of any art, has his complete mmgn alone. His
significance, his appreciation is the appreciatbhis relation to the dead
poets and artists.

—TS Eliot*

Tradition, a line of masters and predecessorspedior the creator a line-
current into which he is plugged. It can be a fidin whose top he sees
beyond, and rules over, what is on the plain belowit can be a dead
yesterday entombed in the night just past and gyar@hceled [sic] by the
creative sun that is the originality of his magichis skill, making it new,
darkening the past into mere History.

—John Hollandér

Perhaps the best way to engage with the criticatept of the precursor
(at least as understood in the West) is to keepiimd that it is neither a
stable nor a universal categdryNor is it so even across genres (for
example, between tragedy and fiction) and mediubetween literature
and film, for instance). It has changed both owmetand across cultures
and will possibly continue to do so in times to ermf the two kinds of
change that the idea of the precursor has undergbachistorical one is
certainly more apparent if only because it hasivecea lot more critical
attention than the cultural one (scholars hagébegun to pay attention to
the latter)! The reasons are necessarily historical. There bas h time
when (colonising) Europe claimed for itself the htigto provide the
(colonised) world with all the models and templatesill spheres of life,



2 Chapter One

from (home) economics to (national) cultdr@ne simple example will
suffice here. In his brilliant study of Indian raglism, Partha Chatterjee
takes issue with Benedict Anderson over the cherétture of
anticolonial nationalisms in the so-called thirdrido Anderson claims (as
Chatterjee puts it)

that the historical experience of nationalism in Stéen Europe, in the
Americas, and in Russia had supplied for all subsetnationalisms a set
of modular forms from which nationalist elites irsiA and Africa had

chosen the ones they likéd.

Chatterjee counters: “The most powerful as welthes most creative
results of the nationalist imagination in Asia akftica are posited not on
an identity but rather on differencewith the ‘modular’ forms of the
national society propagated by the modern West.”

It is important to take note of the fact that Cegéte is able to
emphasise thdifferenceof anticolonial nationalisms from the “modular
ones (that is, from the so-called precursory omedy after the former
have effectively demolished the hegemony of coldiniperial Europe.
The same is also true of the notion of the precuisoso far as its
difference across cultures is concerned. It is oimlythe context of
decolonisation that a radical reconceptualisatiowltat goes by the name
of canon/precursor/tradition has been possibledth ithe West and its
former colonies. In a broad sense, then, the chgngontours of the
precursory shadow, as well as how they have beeteiped over time
and across cultures, genres and mediums, is whaprdgsent book is all
about.

If there are lacunae in it, they are the two stestdpiases undergirding
the concept of the precursor, class and gendese sione of the authors
has addressed them. The precursory shadow herdl imate (e.g.
Shakespeare in Ben Kooyman’s chapter and OvideineliBelperio’s and
Diana Glenn’s chapter) and mostly upper-middlesl@s® Robert Burns
or DH Lawrence}. In addition, it is mainstream—that is, belonging t
high rather than popular culture—except for Johnd_an Rick Hosking'’s
chapter. These absences/silences are not to betteggrfor they are
indicative of the multiple politics that go intoethmaking of the precursor
and thus work towards encouraging a critical engeege with its multi-
functional shadow. For to be able to see that hiaglew of the precursor is
a construct is an endeavour worth undertaking.

There are some other expressions, both new andhaidalso connote
the idea of the precursor. Of the old variety, stetms as “heritage,”

“legacy,” “influence,” “source,” “tradition,” andson are found to have
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been in use as late as the early 19706th the publication o8émeidtiké
in 1969, the old terminology quietly gave way te thew: the reign of
“intertextuality” begart® As is well known, the term “intertextuality” was
coined by Julia Kristeva. Put simply, what Kristawaans by intertextuality
is that “any text is constructed as a mosaic oftafimns; any text is the
absorption and transformation of anothEr.Between influence and
intertextuality, however, the face of the precursas changed and so too
the way to look at it.

It is possible to get a glimpse of the changingtoors of the
precursory shadow and the kind of treatment theye hénistorically)
received from a brief foray into English literamiticism. At the outset, it
should be made clear that the use of English figeraiticism as an
example here is not meant to be taken as paradigroatall other
negotiations with the shadow of the precursor (withessary modifications
in place, it could possibly be used as a workingiate to deal with the
other negotiations across cultures, genres and umsjli One possible
justification for the choice can be: because ofoitee hegemonic status,
readers are likely to be more familiar with Engliglerary studies than
with any other (except for the ones they are botn)i

From Sir Philip Sidney, the first major Englishtirj to TS Eliot, the
face of the precursor remains the same. That igngitthe period in
question, the shadow of the precursor implies thedew of tradition,
though the authority of tradition shifts from clesd (Greek and Latin
especially) to home-grown ones (e.g. Bardolatriitain). Between the
age of Shakespeare and that of Eliot, however, d&f#ude to
precursor/tradition changes radically. For exampBigdney criticises
contemporary English dramatists for “mingling kireysd clowns,” that is,
for producing what he calls the “mongrel tragi-calyie because “the
ancients ... never, or very daintily, match horpesi and funerals?® As
Sidney sees it, what the classical tradition dostspermit should not be
attempted. In other words, Sidney is for absolutéeitnce to classical
models/strictures. The shadow of the precursoitteed should be paid
unalloyed homage. The mode of engagement with teeupsory shadow
should ideally be one of accommodation. The samdenis what binds
together the chapters in the first section of thok, though here
“accommodation” is not so straightforward: the eban of
ambivalence/tension—neatly captured by Gillian [@goln the second
half of her title “Iris Murdoch in the Shadow ofettPrecursor: A Fairly
Honourable Defeat?"—is just below the placid-loakieassuring surface
of accommaodation.
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Interestingly, about two centuries later, Samudindon, not only a
moralist but also a neoclassicist, commends Shalespfor mixing the
genres of comedy and tragedySHakespeate plays are not in the
rigorous and critical sense either tragedies orezbes, but compositions
of a distinct kind; exhibiting the real state ofbkwnary nature, which
partakes of good and evil, joy and sorrdi.”

Johnson defends himself by arguing that, thougls ‘th a practice
contrary to the rules of criticism,” “there is alygaan appeal open from
criticism to nature ™ Unlike Sidney, Johnson is not appealing to classic
authority to argue his point but to what he thiikk$érue of human nature.
That is, if need be, the shadow of the precursatiion has to be
appropriated, if not outright rejected. Johnsondigesting classical
precursor/tradition of its age-old authority to patson to the indigenous
one. The second section of this book contains enspin which the
precursor is variously appropriated by the sucaesso

In his provocative book offhe Anxiety of InfluengeHarold Bloom
excludes Shakespeare from “the argument of [hiskbon the grounds
that “Shakespeare belongs to the giant age befweldod, before the
anxiety of influence became central to poetic cansness.* When did
the (in)famous Bloomian anxiety become central th&foom points to
the Romantic age, though not explicitly saying“#&s poetry has become
more subjective, the shadow cast by the precurkass become more
dominant.*® In all probability, what Bloom is trying to suggewere is that
the notion of the precursor became crystallisedhduthe Romantic erd.
In place of a rather diffuse concept of precursadition, the idea of the
precursor was now made flesh in the figure of irttlial literary forebears.
Put differently, the fog of vagueness surroundimg face of the precursor
begins to disappear in the Romantic period. The/epihic invocation to
the traditional Muse for inspiration is replaced Hige cult of
hero/precursor and hero-worship/precursor-worshép ganres become
clearly demarcated with each having its own modeb¢é emulated as
precursor. Hence “For Fiction—read Scott alone."\Weélse should one be
advised to do so?

The Romantic period is also notable for two othevedlopments. First,
writers now begin to speak of more than one literaadition: one
deriving from Shakespeare (the Romantic strean®, dtiner from Ben
Jonson (the neoclassical stream). To state theoobyithe Romantics
turned to the Romantic tradition for inspiratiororRhem, Shakespeare
and John Milton wereahe precursors. Second, the availability of two
distinct traditions made freedom of choice (accepd#éejection) possible.
Although initially “unwilling to undertake the tagkWilliam Wordsworth
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wrote the now classic Prefaceltgrical Balladsbecause he thought “that
there would be some impropriety @bruptly obtruding upon the Public,
without a few words of introduction, Poerss materially differenfrom
those, upon which general approbation is at presestowed.*® That is,
in Lyrical Ballads Wordsworth (along with Samuel Taylor Coleridge) is
offering the readers “a class of Poetry” that itesis no ambiguous terms,
the shadow of the neoclassical precufécrhe Preface is thus the first
manifesto (in English literary criticism/historyd spell out resistance to
the shadow of the (immediate) precursor. The chaptethe third section
of this book enact the same mode of engagement téhprecursory
shadow.

The Romantic discourse on precursor/tradition reegimore or less
dominant all through the Victorian age, though Img time Matthew
Arnold came to reflect on “The Function of Criticisat the Present Time”
in 1864, the function of both literature and cigim had become much
more focused on social questions than it had beehé previous er&.
This shift in the conceptualisation of the functiaf literature and
criticism in turn paved the way for a gradual shifpprecursory allegiance
after World War |, replacing the one formed by femantics. The turn
was towards classicism. The concept of literatwasedf-expression came
to be discredited. Opposing Wordsworth, Eliot wrdt@oetry is not a
turning loose of emotion, but an escape from emotid is not the
expression of personality, but an escape from pefigg.”** Yet what
Eliot is doing here is exactly what his predecesdmave done over and
again, embracing a comparatively older traditioeefded to be) suited to
the needs of the times in which they wrote andatidiag the relatively
newer one (the Romantic tradition in the case a@tEnd his generation).

The really radical challenges came after World Waespecially in
the context of decolonisation. The hidden agendeagshe precursory
discourse now received a lot more critical attenttban ever before.
Feminist, Marxist and postcolonial writers and dah® from around the
world began to consider the dynamics of class, @entnperialism,
nationality, race and so on in the formation of gnecursory shadow. In
her pioneering workA Room of One’s OwrVirginia Woolf speculated
“what would have happened had Shakespeare had dewfalty gifted
sister, Judith? That apparently innocent speculation was in faubtaso-
innocent invitation to see the shadow of the premufrom a gendered
lens. What followed (especially during the secoralevfeminism in the
1960s and 1970s) is well known: a distinct femedelition was excavated
whose precursory roots were traced back not to &mdare but to Aphra
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Behn (1640-1689% In the following decades, the feminist concernhwit
the shadow of the precursor both deepened and éggéh

In an influential critical essay, “Tradition andethndividual Talent”
(1919), Eliot gives a narrow Eurocentric view oé ttnadition available to
a (male) European writer. Emphasising the impoeaoft what he calls
“the historical sense” in poetic creation, Elioseds:

[Tlhe historical sense compels a man to write netaty with his own
generation in his bones, but with a feeling thatlhole of the literature of
Europe from Homer and within it the whole of theedature of his own
country has a simultaneous existence and compasigsittaneous order.

The literary tradition a European writer might draygon in the early

decades of the twentieth century was obviouslysodEurocentric as Eliot
would have one believ& At the turn of the century, for example, WB
Yeats was secretly reading (and was much “move{'thy poems of the

Indian poet Rabindranath Tagore that would ultihyatein Tagore the

Nobel Prize in Literature in 19%3.Eliot himself drew upon the Hindu
religious tradition in his masterpieCehe Waste Land1922). In other

forms of art too, the precursory shadow was becgmiabal, as is evident
from the following comment made by the British &istorian, Frank

Willet:

Gauguin had gone to Tabhiti, the most extravagatividual act of turning
to a non-European culture in the decades immeglidiefore and after
1900, when European artists were avid for newtartexperiences, but it
was only about 1904-5 that African art began to eniék distinctive
impact ... The revolution of twentieth centuryasts under way?

Even before World War |, the shadow of the preattsalition had
already become global.

In line with this development, it is sensible tiustrate the class-based
and postcolonial negotiations of the precursorydshathrough examples
taken from former European colonies, caught in tw®cess of
globalisation driven by European modernism motdrgdapitalism. One
of the finest examples of class-based engageméhttiné shadow of the
precursor comes from colonial Bengal/lndia. At fheak of the Indian
nationalist struggle in the 1920s and 1930s, a evheheration of Bengali
writers inspired by Marxism/socialism rejected Tagon the grounds that
he could not give an authentic picture of Bengatidte-class life because
he came from a rich land-owning famify.Of the many instances of
postcolonial resistance to the shadow of the Ewaoff§estern precursor,
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Chinua Achebe offers a memorable one. Achebe pldiatlines to accept
the Africa and Africans that Joseph Conrad presintss novellaHeart

of Darknessin so far as the book “parades in the most vufgahion
prejudices and insults from which a section of niadkhas suffered
untold agonies and atrocities in the past and naes to do so in many
ways and many places today.in his two early novelsThings Fall Apart
(1958) andArrow of God(1964), Achebe sets out to counter the dark
precursory shadow that has long fallen on the #eecc®ark Continent.

In 1968, Roland Barthes announced “The Death ofAtlor.”* The
next year Michel Foucault felt compelled to ask,H&V Is an Author?®
In the space of one year thathor died, was cremated and became part of
critical memory. Interestingly, the book (Kristes&@émeidtikgthat made
the term “intertextuality” popular was also a 198®duct. If this chapter
were being written in, say, 1967, it would be pblesio ask: who is the
precursor? After Barthes, Foucault, and Kristevé {politically) correct
to ask rather: what is a precursor? The answer t®raplex web of
intertextuality where the shadow of the precursoultiplies and is
negotiated in terms of accommodation, appropriatioresistance.

In the world of film the 1942 classi€asablancaoffers a useful
example of this web of intertextuality and its négion. Umberto Eco, in
a memorable essay on the film, characterised @namitertextual collage,
noting it is “a cult movie precisely because ak tarchetypes are there,
because each actor repeats a part played on othasions, and human
beings live not ‘real’ life but life as stereotyplty portrayed in previous
films.”3® Eco identifies five different film genres evoket its first five
minutes: the adventure, the patriotic movie, thevsreel, the refugee
odyssey, and international intrigéfeOnce we arrive at Rick’s café, we are
plunged into another multiplicity of genres and ndfigations: the
archetypes of the Foreign Legion, the Grand Hdtiksissippi River
Boat, New Orleans brothel, and Smuggler's Paradiie make an
appearance, among othétsWhen Peter Lorre enters the story and
exchanges words with Bogart, viewers are interituvhisked back to
their memorable interactions the Maltese Falcgrreleased the previous
year, while the much-misquoted line “Play it!" tegorts contemporary
viewers forward to Woody Allen’'€asablancaove letterPlay it Again,
Sam®® Casablancaestifies to Eco’s assertion that “[w]orks areategl by
works, texts are created by texts, all togethey thigeak to each other
independently of the intention of their authotS.”

However, that is not to suggest that cinematic riaktuality
necessarily exists outside the domain of authorsimpiguingly, while
1968 witnessed the death of the author, it alsokeththe rise of the
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auteur, as French auteur theory achieved its widéstational exposure
with the publication of Andrew SarrisBhe American Cinema: Directors
and Directions, 1929-1968 While auteur theory has shifted in and out of
popularity within the academy, the notion of thinfidirector-as-author
maintains considerable cache, and satisfies, astliynCorrigan observes,
“[tihe desire and demand of an industry to geneiteartistic (and
specifically Romantic) aura®

While the film medium’s unique grammar, conventiossd assortment
of auteurs have collectively established a poobrdcursory texts and
contexts for its products to refer to and draw frélhe medium also looks
outwardly for inspiration, and the literary preaurén particular continues
to cast a shadow over film. Literature and relaaeddforms continue to
provide cinema with a bounty of materials to ué]isvhether through
direct adaptation or loose appropriation. Often phecursor is explicitly
acknowledged and courted, no matter how signiflgathie adaptation or
appropriation reinvents the precursor. Note thé wfsfilm adaptations of
canonical texts in the 1990s which courted thédrdiry precursors in their
tittes—Bram Stoker’'s DraculaMary Shelley’s Frankenstginwilliam
Shakespeare’'s Romeo + Julieand the fact that each new instalment of
the popular James Bond film series identifies étdl actor—be it Daniel
Craig or his own esteemed precursors—as playing Al@ming’s James
Bond 007.” Elsewhere, the literary precursor camugacknowledged: Bill
Finger and Martin Nodell, creators of the Green team comic book
character, are nowhere credited in the recent fildaptationGreen
Lantern Whatever the case, the literary precursor coesnto cast a
shadow over the film medium, and that shadow i$ lesiergising as well
as undermining in its “valorization of historicahtariority and seniority:
the assumption, that is, that older arts are nadgsbetter arts,” as noted
by Robert Starft’

A shadow, in the most literal sense of the wordyath the projection
of a silhouette against a surface and the obstmudaif direct light from
hitting that surface in its entirety. The use ofdbws can create a dark or
ominous atmosphere, summon a premonition or adumbraf events to
come, or give rise to an intriguing effect whenhtiggnd shade are cast
together to produce ehiaroscurotreatment. At a metaphorical level, the
notion of shadows can convey allegorical meanindg ametaphysical
conceits. Dante’s living protagonist in tf@omedywalks among and
interrogates the shades who inhabit the realm & tlead, while
Shakespeare’s Macbeth declares: “Life’s but a walkshadow, a poor
player, / That struts and frets his hour upon tages / And then is heard
no more” (5.5.24-26).
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For writers and artists, the shadow of the precucsm consist of a
subtle dalliance with the themes of the literaryteaadent or be a
deliberate projection and/or interfering obstruatid he variety of textual
allusion or direct reference can be something doosty evoked by
authors for the purpose of homage or bricolagecasr manifest as an
intrusive, haunting, prohibitive presence that edarire shaken: a burden
that brings little profit. As mentioned above, thsok is structured around
three modes of authorial grappling with the preaussshadow represented
as accommodation, appropriation, and resistancether words, it deals
not just with thoughtful transactions between aénsirand those they
admire, but with transactions which challenge, m@wror threaten to
engulf the original; after all, as Julie Sanders hated, “it is usually at the
very point of infidelity that the most creative sicdf adaptation and
appropriation take placé™ With its focus on intertextual relationships
between precursors and their successors, this bookibutes, broadly
speaking, to the thriving fields of adaptation stsdand studies of
intertextuality. However, each chapter employ®its critical vocabulary
—its own set of precursors, if you will—to advanemd develop
knowledge of its subject matter.

Part I: Accommodating the Shadow of the Precursor

The first section of this book deals with accomniodathe shadow of the
precursor. The accommodation of the precursor aka many forms—
direct citation or adaptation, veneration or homageertextual play or
association—but hinges on the desire to acknowletthge precursor’'s
shadow. Examples abound across eras and mediwns,James Joyce’s
modelling of Ulyssesafter Homer’'sOdysseyto the Coen Brothers’ own
evocation and emulation of Homer in their fileh Brother, Where Art
Thou? To accommodate the precursor is to perpetuate tladie and
canonicity, and by extension court association Wit canonicity. Derek
Attridge notes that “[t]he perpetuation of any cam®dependent in part on
the references made to its earlier members byatts Imembers?? and
Charles Martindale observes that “[aJuthors eldwirt precursors by
allusion, quotation, imitation, translation, homageg once creating a
canon and making a claim for their own inclusiéh.”

Gillian Dooley’s “Iris Murdoch in the Shadow of therecursor: A
Fairly Honourable Defeat?” opens proceedings wittase study of what
happens when an author becomes fixated on a gartiprecursor to the
detriment of their own work. Dooley examines thdluence of the
nineteenth-century novelistic tradition on the wook Iris Murdoch.
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Murdoch revered the nineteenth-century novel ao#tdd down upon the
novels of her own era in comparison. This led, [@gotontends, to a
double bind in Murdoch’s writing, where she strageemulate the “free”
characterisation of her venerated precursors évaugh her creative skills
were better suited to the creation of exciting fldh this respect, the
precursor doubled as both inspiration and impedinfen Murdoch,
motivating her to emulate a particular type of ifiot while also
constraining her development as a writer by bindiagto a style ill-fitted
to her strengths.

In contrast, John McLaren’s “Vincent Buckley andsHiand of No
Fathers: The Irish Shadow on His Work” consideesghecursor in a more
positive light. McLaren examines the shadow ofhinmetry and politics
on the work of Irish-Australian poet Vincent Bucklélhe poetry of WB
Yeats and Seamus Heaney informed Buckley’'s workKifferent ways,
and McLaren discusses Buckley’s evolving engageméttit these Irish
poets and lIrish politics, charting his gravitatilom one precursor to
another alongside, and in light of, his expandirditigal awareness.
McLaren’s analysis of Buckley testifies to the pios impact the
precursor can have on the literary and ideologitealelopment of their
successors, and the freedom that the successoinhaboosing and
prioritising their precursors in response to tteim developing personal
and ideological interests.

Ralph Spaulding’s “Past Shapes of Things Presinthe Poetry of
Syd Harrex” also casts the shadow of the precurser liberating light.
Spaulding examines the work of celebrated Austnapaet Syd Harrex
and his engagement with both canonical precursacs distinguished
contemporaries. Spaulding finds no trace of Bloongton of “anxiety of
influence” in Harrex’'s work, but rather kinship andmaraderie with his
fellow poets, and he characterises Harrex’'s poafrybeing in creative
dialogue with his precursof.

“Intertexts of Capricornid’ by Russell McDougall examines another
Australian writer, Xavier Herbert, and his multipdeecursors. Herbert's
1938 opugCapricorniais an Australian literary milestone, and McDougall
explores the diverse range of intertexts and pseearunderpinning that
novel, including Edgar Rice Burrough$arzannovels and many of the
popular films of the time. Furthermore, he exami@sagpricornids own
precursory relationship to Baz Luhrmann’s epic flmstralia illustrating
how Herbert's novel reverberates throughout thett thus demonstrating
the evolutionary cycle by which successor textsober precursors
themselves.
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“John Lang’'sWanderings in Indig1859) and Rudyard Kipling” by
Rick Hosking sheds light on a neglected Austrapagcursor to Rudyard
Kipling. Hosking identifies the Australian-born Johang, who lived and
wrote in India, as a likely precursor to Kiplingydailluminates traces of
Lang’s influence on Kipling’s work. While Kiplingaghioned himself as
an authorsansprecursors, Hosking reveals that Lang, althougtdliaa
major creative influence, nonetheless preceded iaftdmed Kipling's
writing in a number of important ways. In doing dm® retrieves and
restores a shadow that had diminished over, anenpally been erased
by, the passage of time. Hosking's chapter testifiethe importance of
preserving the precursor’s shadow to better illatérand complement the
work of their successors.

The final chapter in this section, “From Attacktb&é 50 Foot Bard to
The Incredible Shrinking Bard: Shakespeare Cinantae Noughties” by
Ben Kooyman, does not discuss specific instancescodmmodating the
precursor, but rather examines how one precurbody of work has been
re-contextualised and accommodated within cellulmidture. Kooyman
examines how the theatrical works of Shakespeare baen transplanted
to the film medium, a mode of textual productiondadissemination
significantly removed from the plays’ origins oretRenaissance stage. He
also investigates the declining investment in Shp&are’s work within
contemporary mainstream film, highlighting the coemaial pragmatics
and motivations underpinning the promotion and emestion of this
precursor in contemporary material and media oeltur

Part II: Appropriating the Shadow of the Precursor

To appropriate the shadow of the precursor is tanseotion a process of
creative transformation that reshapes and reinaigsrmodels drawn from
the so-called canonical paradigm, whether ancienmodern, thereby
fashioning a template that can inspire new audierzo®, if successful,
consolidate the new work’s identity as an origirahd influential

undertaking. Such a form of engagement involves @emcomplex

relationship with the precursor, and the resultergleavour can occur
within the same genre or be articulated by mearsnoéntirely different

medium.

The seven chapters grouped in this section on apptmn offer a
range of variations on the theme of appropriatingtemal from the
precursorial source in order to recast a nuanceeéven dramatically
altered model of homage to the writeraictores As a result, the
recognition of one’s precursory models and infllemncs manifested in a
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diversity of ways, ranging from the unapologeticrmlering and radical
reshaping of sources to vibrant attempts to castsoown shadow as
precursor, and even, ultimately, to transcend tlmleh formulated by
one’s predecessor in an ancient era.

The creative impulses presented in this groupinghidpters range
across a vast spectrum of writing cultures andlitsl periods, from the
Latin poets Virgil and Ovid, from whom the authansthis section trace
the influences upon Dante Alighieri and Christophéarlowe, to the
juvenilia of Charlotte Bronté and Dick Doyle, whaeaeme both inspired by
the medieval sagas in the historical novels andngoef Sir Walter Scott.
The analysis then turns to the twentieth-centurgadées of Italian
playwrights Luigi Pirandello and Dario Fo, the famas a precursor for
the detective fiction of Sicilian writers Leonar®riascia and Andrea
Camilleri, and finally to a consideration of theaathtions of two novels in
cinematic form. The first is lan McEwan’s novétonementand its
contemporary film treatment by Joe Wright and, seltpg Ray Bradbury’s
Fahrenheit 45land its 1966 adaptation by Francois Truffaut.

“For Fiction—Read Scott Alone’: The Legacy of SMalter Scott on
Youthful Artists and Writers” by Christine Alexandexplores the theme
of parodying and denying the shadow of the precuisothis case, the
long shadow cast by the celebrated poems and notesott upon two
talented young readers in the nineteenth centulgxahder explores the
juvenilia of the fifteen-year-old visual artist BidDoyle, who became
famous as cartoonist and satirist Richard Doylé, the youthful creations
of Charlotte Bronté&, for example, ithe Green Dwarfind Villette. The
analysis traces Scott's lasting contribution to tlevival of British
medieval heritage; a medievalist resurgence tha tnanslated into the
British arts and craft movement, as well as thetimgi culture of the
nineteenth century. In her chapter, Alexander destnates how Scott’s
work exercised an indelible influence on the creatdevelopment of
Doyle and Bront&, whose historical consciousness steeped in the
milieu of Scott’s fictional creations. Neverthelegstheir complex artistic
engagement with Scott, both Doyle and Bronté achiev level of
sophistication that makes evident their originap@nses to the masterly
influence of their precursor. Whether in Doyle’sgdying and satirising
of the absurd conventions associated with medigvadivivals or Bronté’s
deft use of irony, Alexander elucidates how botises respond in unique
ways to a major literary impulse during their fotima years.

Barbara Pezzotti's “Truth, Humour and the MafiaSfory of Sicilian
Betrayal” offers an incisive look at the work ofdv@icilian crime writers
of renown, Sciascia and Camilleri, both of whomremkledge their debt
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to Sicilian precursorial influences and inspiratitm the case of Sciascia,
the considerable influence of Nobel Laureate Pielods cited, while in
the case of Camilleri, both Pirandello and Sciascéaseen as key sources
of inspiration. However, as Pezzotti convincinglgntbnstrates, it is in
their treatment of humour that Sciascia and Camibeeer a different
course from their revered master’'s stance on the aishumour. The
strong irony and political savvy evident in the eigive novel genre
explored by Sciascia and Camilleri can be seervagwning Pirandello’s
philosophical and intellectual position on the o§éaumour. By means of
this “betrayal,” as Pezzotti terms it, both writdrave exposed, through
irony, the socio-political tensions casting a dsinkdow over their society.

In “Dario Fo’s Invented Quotations,” Luciana d’Arageli portrays the
unconventional and satirical Fo at his playful best he plunders the
shadows of multiple precursors, as only Fo knows,hend succeeds in
getting away with it. Using examples from Fo’'s |[ifiol oeuvre
d’Arcangeli relates the story of Fo’s professiomvelopment in the
theatre commencing from his childhood rapport witls storytelling
grandfather, to the university student who nevesseil an opportunity to
entertain an audience and, finally, to the matutiistawho achieved
international fame as a master of verbal wit antitipal satire. In her
chapter, d’Arcangeli explores the ambiguity of Fredationship with his
predecessors and sources, whether real, inventedmipulated to suit the
writer’'s purpose. Yet despite the elements of galland pastiche, in his
writing Fo recaptures the essence of the worksiohtmired precursors,
such as the theatrical inventiveness of Renaissariist Angelo Beolco
Ruzzante. In this respect, Fo’'s manifold apprommmabf the shadow of the
precursor is one of his most endearing legacies.

Lucy Potter’s “Casting a Shadow of One’s Own: Gopser Marlowe’s
Dido and the Virgilian Intertext” underscores the “regeative” strategy
of Marlowe who seeks to cast his own shadow asupsec through a
radical translation of the fate of Virgil's Dido ims play,The Tragedy of
Dido, Queen of Carthag®otter’s analysis makes evident the central place
that Virgil's epic poemThe Aeneicheld in the Tudor education system,
alongside other key poetic works in the curriculumcluding Ovid's
MetamorphosesHowever, in her discussion Potter contends th#ter
than simply paying homage to his precursor, Marl@aeght to extricate
himself from the canonical shadow cast by Virgidi®at epic in order to
establish his own reputation as a master of thendtia form. InThe
Tragedy of Didp Marlowe’s translatio links the regal figure of Dido to
Helen of Troy and humankind’s first mother Eve sheking to “improve”
upon the Latin poetic model by contemporising agebntextualising it as
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tragedy, amid the diversity of literary models thagre appearing in
England in the 1500s, Marlowe endeavoured to caggraficant shadow
as a celebrated and inventive precursor amongtigsi@peers.

In “The Precursor as Shadow and Light: Ovid in BaComedy,
Irene Belperio and Diana Glenn explore intertextinds between Dante,
the Florentine poet in exile who composed @wnedy and the Latin poet
Ovid, author of thaMetamorphosgsvho was sent into exile in 8 AD. The
discussion commences with an exploration of Dangégigagement with
Ovidian themes and imagery across the ei@oenedy—for example the
numerous references to Ovid in the first and secamdicles and the many
Ovidian similes in the third canticle. There follew close textual analysis
of analogous figural and thematic elements in tpis@les that focus on
unlawful sexual desire and its violent denouemém: myth of Procne,
Philomela and Tereus froMetamorphoseBook 6 and the story of Paolo
and Francesca from Canto 5 of Dantefrno. The authors conclude that
in his reinterpretation of Ovidian themes articathtin a Christian
framework, Dante transcends the shadow of his ppgedecessor in order
to fashion his own salvific poetics.

“Precursor Texts in the Novel and Film étonemerit by Giselle
Bastin offers a close reading of twentieth-centlitgrary and cinematic
texts, debates and styles that have exerted areidé on the creation of
lan McEwan’s noveAtonemen{2001) and its 2007 screen adaptation by
director Joe Wright. At the same time, Bastin's pika shows how
McEwan’s novel, which undeniably abounds in litgrantecedents, also
engages in a complex artistic discourse involviothithe classic realist
novel and the depiction of modernist and postmddethemes. Moving
on to the film adaptation, which aligns itself @ts with McEwan’s
narrative text, Bastin then raises pertinent qoesti about the
representation of the themes of the classic readigel and how Wright's
adaptation addresses both the realist and recddyisaodernist and
postmodernist approaches. Bastin shows how Wriddtissions to the
English heritage film, conveyed by the languid shof the Tallis estate,
are subverted by the stark confrontation with ssemwé war and
devastation that demythologise the Romantic hisabpurview evident in
the opening sequences. Bastin argues that by sdisgethe shadow of the
precursor between homage and critique, both McEwad Wright
succeed in debunking sentimental expectationseltlyeoffering a more
enduring legacy about the role of art and arti®tastin’s analysis of
McEwan and Wright foreshadows the appropriatiorand resistance to
Charles Dickens carried out by Peter Carey, Llogde3 and Richard
Flanagan as examined in Part lll: Resisting thedSweof the Precursor.
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Finally, “Pages on FireFahrenheit 451as Adaptation’by Laura
Carroll examines another film adaptation of a &tgr text—Francois
Truffaut's 1966 film of Ray Bradbury’'s 1953 novel-utb from an
altogether different angle. Whereas Bastin elueslaan intertextual
dialogue between Wright's film oktonementand its cinematic precursor,
the English heritage film, Carroll identifies inuffaut’s film a sustained
dialogue and fascination with the materiality of thiterary original.
Discussing how Truffaut chooses, excludes, and ldweh books as
material constructs, Carroll illuminates the film'meditation and
commentary on the film medium’s relationship withdatreatment of its
literary precursors.

Part Ill: Resisting the Shadow of the Precursor

It is not always the case that a (literary) precurwill necessarily be
approached by his/her successors from one unifemsppctive. The kind
of shadow that a precursor is finally (en)able(@)cast depends on the
historico-cultural background of the successorsceamed. Even similar
circumstances can generate very different resporeeging from homage
to critique. The postcolonial context, for exampkecommonly taken to
be subversive in its engagement with the Englistofean
classics/masterpieces suchTlde Tempesflane EyrePride and Prejudice
Heart of Darknessind so orf® But subversion isiot the only postcolonial
approach to the canonical texts of British/Europ@aperialism. The point
is cogently argued by Janet Wilson in “Antipodea@wRtings of Great
ExpectationsPeter Carey’'dack Maggq1997) and Lloyd JonesMister
Pip (2007)” where she compares two recent antipodegponses to one
of the major works of Victorian fictionGreat ExpectationsThe two
postcolonial responses are radically different.other words, Dickens
casts two very different shadows on two postcoloacessors.

As is obvious from her title, the two texts compghby Wilson are the
Australian Carey’'slack Maggsand the New Zealander JoneBIsPip. As
the title Jack Maggseems to suggest, Carey puts the story of theiatonv
Abel Magwitch centre stage in rewriting the Dickiamstext and thus
takes up the “writing back” model Jean Rhys so péwllg utilised in
Wide Sargasso Sealthough Jones approaches the precursor text rom
postcolonial point of view, his response can hardly be consider
adversative. Rather, Jones can be said to be @prgindeferential
relationship to Dickens in that he uses the stdryip as a pedagogic
apparatus. The native school children of Bougdigyvihe village in which



16 Chapter One

Mr Pip is set, are taughBreat Expectationso that they can imbibe the
civilising values of Europe, with no irony intended

It is in light of the two almost antithetical resses to Dickens, the
precursor, that Wilson is able to conclude thabutgh bothJack Maggs
and Mister Pip can be read using the counter discourse/writingk ba
paradigm, as rewritings of the Dickensian pre-tthd two novels are
much more profitably engaged with, from the posiod@l/diasporic
narrative perspective, which is focused on home leomdecoming. What
emerges from the contrary shadows of the coloniacyrsor on two
successors is the important insight that postcalodiscourse imot a
homogeneous body of (subversive) writings.

Though postcolonial in approach to the shadow ef ghecursor, the
postcolonial successors in both Gay Lynchigertextuality as Discord:
Richard Flanagan'swanting (2008)" and Md Rezaul Haque's “The
Precursory Dialectic iThe Circle of Reasdrwork with a rather diffuse
notion of the precursor in that they engage with éntire inheritance of
the European Enlightenment. It is now a well-essaleld fact that the
whole edifice of the Enlightenment ideology reststavo key ideas: race
and reason. Judged in terms of rationality, théedéht races of the world
occupy differential positions in the racial hiefayc Not surprisingly, the
colonial/imperial expansionist project drew its ioable from the
Enlightenment ideological apparatus. Both Richaah&gan and Amitav
Ghosh interrogate the Enlightenment legacy of neasud its perversion
not only in the so-called uncivilised colony busalin the so-called
civilised metropolis. InWanting (2008), Flanagan tests the endurance of
rationality against the force of libido, while Glmosrings out the
limitations of the rational/realist paradigm by fjagosing it with the magic
realist one inThe Circle of Reaso(i1984). In both cases, the inadequacy
of reason is patently obvious.

Lynch considerdVantingan intertextually rich historical novel, for it
abounds with a whole range of Victorian figures dhédmes. Flanagan
weaves together the two narrative strands of theelindy way of
examining the force of desire, especially sexualrdein human affairs. In
both strands, the white male protagonists—Dickensrie and Sir John
Franklin in the other—victimise young girls to s&i lust. Driven by
libido, Dickens exploits Ellen Ternan, an eightgear-old actress, while
Sir Franklin rapes Mathinna, an Indigenous Tasnmagid adopted by his
wife Lady Jane Franklin. The two sites of white enaiolence are as
dissimilar as two sites can possibly be: one ishisart of light, Victorian
England; the other is the so-called heart of da&neolonial Australia,
where Magwitches were once sent into exile.
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If aging, civilised, enlightened and rational Esblimen can be so
vulnerable to libido in so disparate circumstanae® is justified to ask
(as Flanagan does) which of the two forces—pasasiohreason—is more
powerful in human life. In the face of (sexual) idesplaying a more
decisive role than rationality in the lives of teenissaries of light and
progress, the civilising rhetoric of the coloniadfierial venture falls apart.
The enlightened shadow of the colonising Europeglhappears to be no
different from the so-called benighted soul of todonised Other. Rather
than re-inscribing the shadow of the European Bidigment, Flanagan
resists it by way of, as Lynch puts it in her titeenerating “discord.”

If Lynch sees “discord” as a form of resistancehe shadow of the
precursor in Flanagan, Haque sees “dialectic” ab §fu Ghosh. Although
Ghosh is as preoccupied with the European Enlighésrt inThe Circle of
Reasoras Flanagan iWanting the postcolonialism of the former is to be
found, according to Haque, not so much in its disate of the obverse of
reason as in its exposure of the limits of reaswoh the view of life and
reality it champions, treating other worldviews lw{tacial) contempt. To
register his resistance to the hegemony of thastéationalist paradigm
of the central, colonial, enlightened group of pimsors represented by
Louis Pasteur, Ghosh brings in, Haque argues, tgiamealist paradigm,
an inheritance of a group of marginal, postcolgniabgical precursors
such as Gabriel Garcia Marquez and Salman RusHdie. resultant
dialectic shows up the inadequacy and (racial)tipsliof the empiricist-
rationalist worldview on the one hand and the ngitgsand (humane)
worth of the magic realist one on the other.

The juxtaposition of high science associated walst@ur with the so-
called pseudo-sciences such as criminology, phogyodnd so on iThe
Circle of Reasorfurther undermines the supremacy of the enlightene
precursor by pointing to the historical fact thiatsi only by discrediting
certain sciences as pseudo-sciences that some siesices are able to
secure for themselves the status of mainstreamceién other words, the
hegemony of the rational-scientific view of the dorrests, Ghosh
contends, on the subjection of other worldviewshbeithin and without
the West. The shadow of the enlightened precusactuated only by
virtue of its suppression of Other shadows.

“As if the sky were one gigantic memory for us’allouise Erdrich
and Native American Authorship” by Linda Karell cha seen as a radical
amplification of the argument constructed by Lyraiid Haque. So far
there has been no difficulty in identifying the guesors and the kind(s) of
response that they have invited from the authorstssors discussed in
individual chapters. On the whole, the mode of gegasent has been
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resistance: the postcolonial successor “writes 'baxkhe shadow of the
colonial precursor. With Karell, one enters a “disive practice” where
one has to re-orient oneself to the whole issuegiestion'® Karell
discusses the fictional work of the mixed-blood iNatAmerican writer,
Louise Erdrich. In Western critical theory and pi@s, such concepts as
author(ship), creativity, function of language, @mesor, relationship
between language and meaning, between reader nkaie been more
or less straightforward, at least until the advenpostmodernism. Many
of these ideas do not seem to work in a non-Wedlitgrary-critical
context. The work of Erdrich, as Karell reads ip\ypdes one such context.

In particular, Erdrich challenges the standard \hesinodels of author
and precursor. In contrast to the Western notiorthef author as the
exclusive originator and thus the sole owner ofaays Native American
storytelling is a communal activity. A Native Ameain story belongs not
to one particular individual but to the communitycirculates in. To be
consistent with the communal rather than individoxahership of stories,
the Western view of precursor also needs to benmmualised. In the
Native American literary-critical context, the puesor is thus the whole
community and the stories it knits together to ligsalf in times of crisis.

Erdrich started her writing career with a novebve Medicing in
1984% The key character in the novel is a woman calletewho also
appears in later novels. Though followihgve Medicinein terms of
publication, these novels are often set in timésr po the ones with which
Love Medicinedeals. According to Karell, it is through the dcheter of
June, who walks in and out of these stories and tiorks to fuse them
together, that Erdrich is able to show the reatiat the long-standing
white binaries such as darkness/light, reason/stifpen, animal/human
and so on—so dear to the West—can capture neitieefuliness of the
world nor its potential for healing. By the samé&en, the white critical
binary that pits individual author/creativity agsin individual
precursor/influence is too simplistic, Karell arguto account for the kind
of poetics that goes into the making of non-whitkural productions.

In substituting the high-sounding ideals of indivédi creativity and
sole authorship with an extensive network of tritsabrytelling and
creativity, Erdrich is in fact doing the same thiag Carey, Flanagan and
Ghosh have done with the Enlightenment-derived @astorldview: she
is resisting the West-derived poetics by exposisgriadequacy to deal
with non-Western cultural productions and thus lbarseen as enacting a
postcolonial (meta)poetics. With the very conceptttee precursor (as
understood in the West) undermined in Erdrich, woald do well to look
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not for the shadow of the precursor but for a véifferent idea of the
precursor in her work.
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