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INTRODUCTION

Since Plato, the artistic process has been asedciwith excess, but
also with reining in of appetites. Franz Kafka'oshstory, “The Hunger
Artist” perhaps best delineates the author's huniger what Antonin
Artaud called “an absolute space,” a soulful spa&gond one’s physical
self, wherein the artist like the wolf in Arthurmbaud’s poem, “Hunger,”
“devours himself.* Similarly, in the visual arts, Francesco Goya’at{8n
Devouring his Son” has become emblematic of the enodhuman
condition. This book traces the various figuratiasfsfood as hunger,
desire, and appetite, figurations that point to tlmenplex dialectic of
consumption and consummation of ideas and formempnthing the arts.
It examines the relationship between nature anensei desire and the
arts, appetite and hunger, space and the actisti@adreation. One of the
aims of the book is to explore established thecaktand historical
conceptions of “nature” in the arts and re-thinkeithrelationship to
appetite in the globalised world.

Recent resurgence of interest in the role that Guptays in literature
and the arts has generated new aesthetic and letjuiestions about the
ways in which appetite and the lack thereof cougtiain important means
of figuring humanity and its complexities. While uthger ...inevitably
raises the question of its representability” azdbieth Angel-Perez and
Alexandra Poulain have argued (2008, ix) and of @dithent (Delville,
2008), it also exposes the very limits of represgéon to “signify”
reality—be it the physical experience of hungeit®metaphorical guises.
As Ernest Hemingway elaborated AnMoveable Feastart is a form of
hunger, of curbing appetite, of fleshing out by ssion. For Hemingway,
hunger worked as a sharpener of artistic experieamben in Louvre, he
realized that “all the paintings were sharpened algdrer and more
beautiful if you were belly-empty, hollow-hungry1992, 71). While
modernist avant-gardes were particularly enamouwvid this aesthetic
figure, contemporary literature and culture als;mpto the disastrous and
literal manifestations of hunger that continue ffe@ more than eighty
percent of the world population.

Examining the many guises and figurations of hunigditerature and
the arts, this book strives to give an overvievitef themes that emerge
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from the idea of the Hunger Artist alongside thet faf food: the latter’s
significance as a barometer of social class; dis sburce as a metaphor in
literature and art; its unequal distribution thrbagt the world; and the
means by which its consumption can lead to glutt@amd further
exploitation of the “hungry.” Highlighted throughbthis book is the
trans-disciplinary nature of the contributions a&sieid by mapping how
the arts in their representation of social, psyogigal, political, and
philosophical perspectives draw attention to thebj@ms associated with
excessive human cravings. As the individual chaptef this book
demonstrate, this trans-disciplinary character tmageen in the hunger of
the anorexic adolescent; the hunger of the poer;hiimger of the artist;
the hunger for power over others; the hunger ofdimight and famine
stricken. Such hungers are seen to have causesdalamsbcial, and
global—and each finds its representation or predimt in works of art.
Hunger draws attention to an absence as well asifigigg an
uncontrollable craving; it is a craving that actasrevolutions and is used
as a metaphor for the essential ingredient in &ist'arpsyche. Its opposite
condition is that of satiation and the availabilitiyfood. This availability
brings about complacency, gluttony, self-obsessiom blindness to the
plight of others and of the environment. It alsoliles a denial that the
technological age that originally sponsored thigsasian, albeit for the
few, has brought about climate change not as aphetebut as a reality,
born from the hunger to create and to destroy.

Moreover, the question of this book is also whetkeos (and its
association with love, life, and creativity) andanlatos (and its association
with hatred, death, and destruction) have lostrtbppositional qualities.
Perhaps the mirrorimage of apparent reality as presented in therarts
longer reflects, but instead, refracts convergesirde of lack and excess,
of ignorance and denial. Have we become so subsumea world
produced by controlling and milking the bounty @fture that we are less
able to differentiate between the destructive amastructive values that
contributed to our formation? Or, to heed Matt Hsoduestion: how
significant is Gary Snyder’s insight that we needfihd our place once
again within the food-chain as our distance from $ource of our food,
although offering superficial comfort, has made distinctly more
ignorant? It therefore becomes a dimension of Huek that “food” is
examined as a crucial theoretical determinant sigdfierary, performative,
and visual arts as a site where power intersedfs aésire, intervention
with consumption, but also where creativity andfttoihnmight neutralize,
if not subvert, various forces of evil and destiorct
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Part One, “Nature Consumes the Maching’ investigates the impact
that technology has wrought on Nature and how hurhanger for
progress has generated works of art, theory, aiedtsfcc paradigms that
have and reflect both unlikely and predictable tiesl In Chapter One
titted “Climate Change: The Metaphor and the RgdlitMcCulloch
maintains that actual climate change has broudbtthe world of ideas a
sense of “Nature,” not as a construction, but esadity and, as such, has
contributed to a subversion of theories of art &tetature from Kant's
concept of “disinterestedness” to poststructuraistceptions. She argues
that there are signs in current literature andlat “nature” has found a
new role commensurate with its new status as ameaagjent. McCulloch
contends that the arts are moving away from reflgxi They have, she
maintains, completed their contract with thd 2@ntury wake-up call that
representation in the arts hitherto was exclusipridcCulloch argues that
new agendabave emerged for writers and art practitioner@b@lisation
has cut down the world to size; it continues tonseent and subvert
capitalism, but it is also (in a rather paradoxioanner) forced to deal
with the hard economy of “Nature” so long neglecteda major actor.
Nature itself is not constrained by aestheticss gmactice, or related
theories and histories even though the latter lateampted to exclude it.
Nature is insistent and relentless in its impriat anly as an autonomous
agent, but as a reactor to human nature whiclsiattempt to tame it and
control it has given a slow, but steady birth toag an antagonist.
Theoretically, this chapter picks up on a criticdlalogue with
deconstructivgpostmodernism’s claim that all religious and p&dphical
world views are fabricated to justify the powertbé dominant elite. She
guestions not the validity of the insight, but tkeoretical methodology
which erred when it represented nature as a memaefr a source of
cultural construction, rather than as an agent tgelfi McCulloch,
however, argues that human beings have come torstadd that we are
neither in control of the “food-chain” nor situatedtside of it; instead, we
are “of it.”

In Chapter Two;Hungry Ghosts: Poetry of Gary Snyder,” Matt Hood
examines our relationship with nature further tiyiodnis examination of
Gary Snyder’s poetryvithin the context of Snyder’s philosophy of “the
wild mind.” Hood identifies Snyder's deployment ffod as sacrament,
particularly as it pertains to some of the mostangnt dimensions in his
work. For Snyder, the food-chain as a critical eratif life and death is a
process of sentient beings coming into form. Asustdy predominates in
the modern world, we increasingly misapprehend fined-chain. In
distancing ourselves from the source of our fooe farego the important
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sacraments that were so much part of our anceBlrg. has detrimental
consequences for our sense of self and our plaite iworld. Transposing
this prevailing ignorance of worldly processes igggia transformation of
self that can only be achieved through what Snydiexwing on Buddhist
philosophy, refers to as the practice of “non-haignfAhimsa.” Yet, in
keeping with Snyder’'s thinking, this chapter quessi whether any
enactment or presentation of the world ultimatedg Any impact upon the
world or whether the world juss.

In Chapter Three Eating Out: Food as a Trope of Exclusion in the
Novels of Zakes Mda,’Ken Barris explores howida uses food as a
marker of tension between spatial access and eanlu§he trope, Barris
argues, fuses social and economic spaces from wthiehnovelist’'s
characters are barred by material deprivation. drig access they have is
through a satirically drawn imaginative feast adithown construction. In
a modification of the trope, diet is used to markt @ space of
carnivalesque identity for Toloki, the protagoroétMda’s novel,Ways of
Dying (1995). Barris analyses how related devices arel iiseMda’s
subsequent novel¥he Madonna of Excelsiof2002) andThe Whale
Caller (2005), further raising the question whether wigtéss can energise
sufficient social agency or whether a strategy rahdcendence can be
justified in a literature of deprivation. While awwledging that Mda has
been criticised for refusing the documentary buradnanti-apartheid
radicalism while writing about life in black towrips so constrained by
poverty that their present economic disenfranchesgnresembles the
political exclusion of apartheid, Barris arguest thaleeper dynamic is at
work. In asserting that humour and desire are tndetible, even under
such terrible social conditions, Barris shows howa\performs a spatial
reconfiguration of a different kind. Mda, he cord#s, restores a central
place for human individuality that has been dispthanot only by
apartheid, but by the exigencies of the struggéaresy it.

Whereas Barris examines literary work that represseacieties bereft
of food and social and cultural sustenance in SoAditica, Kathryn
Keeble’s chapter, “Science for Art's Sake: Markpgbint as Hunger Artist
in Postwar Australia,” reminds us of the extenivtuch scientific research
interferes with humanity, creating systems thatehdlre potential to
destroy a civilization. Aligning the Australian sotist Mark Oliphant with
the analogy of Kafka’s hunger artist, Keeble préséime scientist through
an aesthetic lens, demonstrating the ways in whistzeal for scientific
discovery becomes irrevocably affected by the faslitof university
research, both nationally and internationally. Litkee hunger artist in
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Kafka’s cage, Oliphant lost control of himself. Bay the media circus of
sitting in the imagined synchrotron, his scientdit became one with his
life. He was a performer and in the end, like thader artist, he stopped
trying to please anyone. This chapter argues tladka&s allegory of the

artist starving for his art parallels Oliphant'sugfgle to build a state-of-
the-art particle accelerator to his own design amdhis own terms. In the
post-war world, Oliphant’s ideas represented thegeu artist’s nostalgic
view of the old days at Cambridge University’'s famoCavendish

Laboratory, building scientific installations frotstring and sealing wax.”

In translating the essence of Kafka's story, Keakleeals that Oliphant
became a hunger artist, eventually turned on byahdience, replaced in
their affections by a predatory panther at certiges

Part Two titled “Voracious Appetites of History” focuses on the
predatory, panther-like capacities of history teae its own subjects, but
also how people in particular historical eras shentselves in relation to
‘Nature.” In his chapter, “Mary McCarthy’s Swizzfgticks: Food, Drink,
and Consumerism in the American Depression,” Artddeg selects his
time-line in terms of texts written by the noveliahd satirist Mary
McCarthy dealing with society from the 1930s to f18650s in America
According to Redding, American advertising in tiiscade perfected the
art of “branding” whereby individual consumers,Rand Marchland has
noted, found comfort in the celebration of domefstiand commercial
propaganda. This chapter, however, explores wHdeHieynen terms the
“dovetailing” of modernity and domesticity by codering the complex
“kitchen practices” of American modernity duringetii930s. Redding
argues that, although Mary McCarthy's progressset—bohemians,
Trotskyites, artists, and debutantes—were, or perdethemselves to be,
far removed from the denizens of middle America,wgting provides an
indispensable guide to the (largely women’s) wofkngorporating both
modernist design and modernized everyday practite the fabric of
American life. Furthermore, he argues that her 1868el about the
decade,The Group for example, is devoted in considerable detailhi®
etiquette of cocktail parties, the nuances of fasfaind interior decorating,
and novelties of prepackaged cooking. Redding'siment is that what
marks and distinguishes the novel, and the dechdkepicts, is how
characters both train themselves and are trainétkiiterplay of self and
commaodity.

From the rather sterile world of commodities anddermized America,
dedicated to the beginning of canned foods and emiemce, with no
awareness of the impact this might have on theralatuorld, to Joan
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Simalchik’s confrontation with moments in historyhere food and its
absence is highlighted, is an enlightening leaplokts indeed put side by
side the antics and metaphors of the “haves” aadthave not’s.” Chapter
Six, “Feast or Famine: Dialogues of Appetite and Depiovg” is
Simalchik’s response to her question: What is rieekdn the dialogue
between the powerful and the disempowered? Sinkafohintains that the
representations of food, and its availability orarsity, contain the
possibility of revealing the complex dialectic obnsumption. The
consequent power relations, she demonstrates,epresented implicitly
and explicitly and frequently reflect the agencylieéd experience. This
chapter demonstrates how art can be read as atttialedlance that allows
for power to be recognized, but also to be disktaand shifted.
Simalchik’s main thesis here is that food doeseas$t on a plane alone,
but is the subject of control and commodificatiomwar and in peace, in
wealth and in poverty, she argues, a basic elepfahe human condition
is the need for sustenance. Presenting numerouspdesiin which “food”
is the motif at the centre of power, whether se¢h&nineteenth century in
Charles Dickens’s portrayal of the British work-lses or in the 1997 film
set in AuschwitzLife is Beautiful Simalchik argues that those imbued
with power frequently exploit and oppress otherthmone-sided dialogue
that deprives them of agency. Her chapter furtheestigates the coercive
power of a globalized food industry to influencelaestrict food choices
and determine what food can be grown and consumeédiecree who can
be the recipient of the “product.”

Chapter Seven serves as a bridge betwats Two and Three in
this volume. Paul Monaghan in “The Fire that Coolsometheus,
Hunger, and the Arts in Greek Antiquity” preparks teader for the third
part which focuses on how the desire to createtamiilscover new means
of expressing new knowledge resembles the hungethef artist as
presented by Kafka. Monaghan takes us back to m@incigreece,
identifying there a mythic and philosophical viethminger that may well
explicate the different pathways western civiliaatitook in its need to
satiate its hungers and perhaps its mistaken dghastit was bound to
master nature successfully. Monaghan draws on tfte of Prometheus,
in which the Titan god's love of humankind resuttshuman life being
filled with hunger and suffering, and the furthéatmration of the myth in
Aeschylus’'sPrometheus Bounéh which the Titan is promoted as the
inventor of all material culture and the arts, édihs the means by which
human beings may rise above this abjection. Monaghan examines
Platonic and Aristotelian understandings of humanger by reference to
what Plato callegpenia (“poverty”) and Aristotlesteresisor privation, a
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condition that in the latter's teleological systexssumes an impulsive
movement towards fulfillment, where the end or defor humanity is
understood to be an approximation to divine “Mindfonaghan here
argues that all three views of hunger are basédeirtoncept oAnanke a
mythical/philosophical figuration embodying the ypesive oppositional
forces of Eros (attraction) and Eris (repulsioniinger, he maintains, then,
both in the sense of bodily and spiritual need, gmadrole played by the
arts in satisfying that need, is seen in anciereGe as embedded in the
human condition.

How the Aristotelian concept dafteresistranslates into the twentieth-
century preoccupation with aesthetics and experiatiem lies at the heart
of Part Three, “Visualising Flesh: Ravenous Desire olmage and
Text.” The chapters of this section investigate the mahatiip between
appetite and hunger, image and text. Both image txd are re-
presentations of reality (Barthes, 1978), but afsvitably vehicles for
managing “hunger.” In “Ravenous for New ‘New' Wasldimagining
Amerika and the Eroticism of Logos as Appetite in Josegrapell’s
Visual Fictions and Paul Bowles’s Fictional Compiasis,” Pavlina Radia
examines the ‘ineffable” of artistic hunger and its-presentations.
Drawing on Emmanuel Levinas and George Bataille ghints to the
ways in which the artist's concern with aesthebiesomes a form of re-
imagining what Levinas refers to as “the hitheresid reality.” Radia then
argues that, like cartographers and explorers, bigbal and literary
artists wrestle with the infernal, erotic capacita logos as both privation
and appetite. Aligning Drapell’s visual appetite tmlour and Bowles’s
fictional compositions with Georges Bataille’s dhifiion of eroticism as
“an insane world whose depths, far beyond its etileforms, are
infernal,” Radia exposes the dialectics of Eros &gbs underpinning
Drapell's visual and Bowles’s fictional works whilsimultaneously
pointing to not only their aesthetic, but also seailtural implications.

In Chapter Nine, “The Uncanny at the Dining Tableg¢borah Walker
continues the thread of the argument by investigatiow the images of
objects and people are visually capable of embagdyie dynamic of
human relationships, their familiarity or lack teef. Drawing on Freud’s
concept of the “uncanny,” Walker explores how tltranged familiar
often informs the politics around the dining talitker chapter locates the
uncanny as the figure of sensory deprivation indbetext of Australian
domestic life as exemplified by a tradition in Anadtan painting with
particular attention given to contemporary painf@eborah Walker.
Referring to other relevant Australian artists lidehn Brack, Terry
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Matassoni, and John Forrest, Walker concludes fitlatcontemporary
painters, the question of the unfamiliar lurkingthin the “homey” of

domestic safety is a particularly poignant indicaitbhunger as a form of
intimate and deeply individual, as well as cultlyralefined privation.

Chapter Ten, “Something like an Emergency,” on tteer hand,
explores writing as a hunger to break through irspadn language and
love. In this chapter, Josephine Scicluna discussepoetic experimentation
with hybrid poetic forms that instigate a produetiintertwining of
musical and verbal encoding of human experiencen Kazas comments
on the improvisational techniques used in his caitjpm of music
evoking Deleuze and Guattari's notion of deteri#tlising the refrain.
Scicluna argues that writing musically has nothimglo with the “hunger
for the return of what has been lost,” but rathecdmes a means of
“holding” or “elongating” moments in order to distuthe notion of the
linear time. In other words, for Scicluna, writiagjows for reconnecting
with the cyclical, bodily time that disrupts langaby putting it into a
“state of emergency.” The chapter evokes the tlieatenvorks of Gaston
Bachelard, Gilles Deleuze, and Felix Guattari, & w&s the critical and
poetical works of the great American poets likeiédne Rich to mobilize
formal experimentation and to break preconceivgukeetations of hunger
and appetite as primary mechanisms of starvatioth satiation. By
opening up her own poetry to music, Scicluna exaciiter own, albeit
poetic, state of emergency to subvert conventipaahdigms and awaken
us to the reality beyond words, to the space wheetry becomes music,
music poetry.

In Aesthetic TheoryTheodor Adorno, for example, suggests that while
“artworks are alive in that they speak in a fashtioat is denied to natural
objects and the subjects who make them” (1997,“®)en the most
sublime artwork takes up a determinate attitudesripirical reality by
stepping outside of the constraining spell it ¢agt997, 5). How artists
and their art navigate the sublime and the empifarans the crux of the
complex relationship between practice and the@eayt Four of this book,
“Feeding the Creative Process: Metaphors of Nourigient,” reveals
that, while the artistic practice estranges theilfamthe empirical (or, as
Goodrich emphasises, the “literal”) is what freqlieifeeds the creative
process. As Dominique Hecq emphasises in ChapteE| “Blue, like an
Orange: On Writing, Mourning, and Anorexia,” creatipractice and
theory are not only intertwined, but can also seag a means of
“fictocriticism” whereby the relationship betweemitwng and food can be
investigated, specifically in relation to the warkmourning. Drawing on
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Jacques Lacan’s notion sfippléances “a kind of stand in that helps the
self cohere,” Hecq argues that writing and the mimgr anorexic obsessed
with food and its preparation operates under theesaconomy as the
“enigma ofsuppléancg The chapter on Hecq'Blush a memoir of cot
death, comments on the role that food —in bothditand metaphorical
forms—as lack and sustenance can play in the mogirprocess. This
chapter concludes that what feeds the anorexiemisther ability to shift
from “the metonymic axis of language to the metajutad.”

The concern with food as metaphor permeates Chaptetve titled
“The Metaphorical-Literal Distinction: Feeding théerary Arts?” In this
psycho-linguistic investigation of Giuseppe di Ladpusa’s popular
novel, The Leopardll Gattopardg (1958), R. A. Goodrich asks whether
the commonly disputed metaphorical-literal distimetbetween food as
metaphor and food as a consumable does not in fagietuate the
normativity of metaphor while simultaneously expasi‘doubts between
the cognate concepts of the concrete and the abstaguing that such a
distinction is tendentious at best, Goodrich retuus to the work of
Aristotle to shed light on the precarious positminmetaphor in literary
arts. Building on Aristotle’sPoetics Goodrich emphasises that the
metaphor “virtually knows no bounds” as it is “rt constrained by the
geographical origins nor the historical period tiee chosen occasion of
its utterance.” In other words, for Goodrich, theetaphor is what
nourishes both the artist’'s and the reader’s cognirocesses.

Chapters Thirteen and Fourteen bring us full citdethe ways in
which human nature and its foibles inform artigtiactice. In “Skeletons
of Desire: Unleashindhe Push and the PuliDarryl Whetter discusses
his bicycle novel, The Push and the Pullin the context of the
protagonist’s desire to be free from the shackleki® family history. A
playful punning on Joycedlyssesthe novel takes the reader on a bicycle
odyssey with Andrew Day, the touring cyclist, fohem food is both
“fuel and cargo.” In line with the machine in thature argument is
Whetter's juxtaposition of the “second skeleton” tbk bicycle with a
degenerative, neurological condition that destrdi® protagonist’s
father's skeleton. Cycling becomes a means of escdjut also—
inevitably—a vehicle that feeds Andrew’s desireldssen the grip that
memory has on him. Like Hecq's anorexic writer, \ttdwes protagonist
curbs his desire for food in order to nourish fag.”
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In the final chapter of this book, Tom Vernon ineskthe theoretical
writings of Walter Benjamin to contemplate the argyof art. In “The
Angel at Our TableAngelus Novuand Where Art Comes From,” Vernon
brings us back to the epistemological complexitietheory and practice.
Drawing on Benjamin’s “Theses on the PhilosophyHistory,” Vernon
considers the artistic process as inevitably tipdmith the philosophical
realm. Analysing various sources of inspirationt tfed his novel,The
Drifts, Vernon argues that the progression from “foodads to “art as
food” is both a positive transformation and a dedive wreckage whose
“debris (the loves, the insults, the achievemehtsjoss, and so on) shape
our present.” For Vernon, theory constitutes an drtgnt form of
nourishment that, like a physical experience, Hes power to shape
human creativity.

Consequently, the individual chapters in this booker a wide range
of topics that deal with food and its various (figg)rations. Bringing
together theory and practice, as well as engagiity specific socio-
cultural issues and the increasing globalisationaifonly literal but also
aesthetic, philosophical, and political hungerss lome hopes to open
further discussion about the intimate relationshgtween nature and
science, the arts and human experience.

Ann McCulloch and Pavlina Radia
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CHAPTERONE

THE HUNGERARTIST:
CLIMATE CHANGE IN NATURE
AND IN THOUGHT -

THE METAPHOR AND THEREALITY

ANN MCCULLOCH
DEAKIN UNIVERSITY

Fear associated with “Climate Change,” its impacttee natural world
and on the lives of people, is a current globabpecepation and we are
well aware how doing anything about it will require-ordering, or re-
conceptualizing the world that has evolved since #nlightenment.
“Nature,” if one characterizes it as an agent, &ak of organisms
reacting to its harnessing by humankind, is, aftlemetaphorically,
striking back at the way it has been abused ingitead plan that was
dedicated to progress. By “Nature” | refer, on deeel, to the living
world. This would include animals, plants and altmorganisms; it also
includes the ocean, rivers, and naturally formedidaape. Philosophically,
“nature” has been seen across time, in the westerld, as the essence of
a thing, and when one speaks for example of “hun@are,” there is the
assumption that human beings are something aceptdirtheir natural
innate qualities. Progress, with its technologicalventiveness,
industrialization and transformations, is seen tatai artificial
interventions of “nature” and therefore as antagmsnio its natural state.
Although some thinkers believed that it was cldsat taction in aid of
economic, political and social development showdéksto change and
improve nature, others may well point to “Climatea@ge” as the result of
human labors that has led to our understandingrketference in one part
of nature is liable to have unexpected and unwedcaransequences
elsewhere.

This chapter is an investigation of how the conaafptnature” has
been used by philosophers, theorists, and artipoaetrs in their hunger
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to understand, represent, and even change the .vwRelthaps the title of
this chapter should include a further sub-headihgt trefers to the
presence and absence of nature not only in terrhewfwe choose to live
our lives in response to it, but also how the hage represented or denied
its significance at different times throughout aigt In calling this chapter
“Climate Change: The Metaphor and the Reality,” elels to find a
relationship between the changing patterns of usatgre as a concept or
metaphor in art and theory and the actual livedeggpce which has
chained nature to the needs of scientific and teldgical progress. When
| speak of the metaphor and place it beside “ckntdtange,” | refer to a
philosophy of art and aesthetics and the ways iichwhnderstanding and
creating art and literature are subject to the ddebeach period from
which they emerge and usually relate to the extemthich the society in
guestion has formed them in response to human n€edthe other hand,
there will be some periods in history where pedyalee lived according to
its cycles, acknowledging that one is “of naturey’ one is simply
overwhelmed and subject to its force. “Climate aenin this sense is
metaphorical in itself, as it refers to climatestbbught dictating how
human beings have hungered for expression withdrattistic forms made
available to them. In dealing with climate change @& metaphor of
changing aesthetics, | will show the extent to \wHidature” has been left
out of the equation. In fact, it will be demonstithow nature, as
represented by the agencies of the earth, expeseoicthe body and the
actuality of its dependence on food receives lgtigstic expression. We
are, as Nietzsche pointed out, members of a greuiedms “despisers of
the body”: As he so adroitly expressed it - “Lie¢mn not learn differently
nor teach differently, but only bid farewell to thewn bodies — and so
become dumb” (Pearson and Large 2006, 264). Teaglefon notes in a
similar vein: “Friedrich Nietzsche once commentédttwhen anybody
speaks crudely of a human being as a belly withrieeds and a head with
one, the lover of knowledge should listen carefu(iiagleton 2003, 4).
Yet when “food” appears in the arts, it is primards a metaphor, and
hunger becomes a word to express desire that éyraoncerned with
food and the needs of the body itself. Insteads itoncerned with its
source and the power its availability or non-avality has in determining
the wellbeing or poverty of people living in the rieb

Conversely, when | speak of “climate change asadityg' | invoke
nature - not as a source of cultural formation, &itan agency in itself.
Nature is understood as the landscape that sursous\dthe geography of
our worlds both regional and global; human relianoethe food that the
earth provides, the changing seasons; the warnfirtheoearth that has
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occurred because of technological progress whiaotsdisconnected to
human nature in its need and hunger to progressntifically and
technologically. The act of hunger situates desire a dividing line
between the will to live and the will to die; thesenspiring wills face
each other in mirror images and the line betweemtlblurs - Thanatos
and Eros feed from each other. The protagonistintklamsun’sHunger
(2006) lives but only to the extent that it kee® lon the edge of death,
and Camus’ Meursault ithe Outside(1983) embraces death in the end
in order to celebrate his hunger for life. Thesarahters embody a
philosophical “climate change,” a kind of paradigimift reflecting their
capacity to find a means towards ethical engagemdr@n the moral
maxims underwent change and promises of eternalmption no longer
underwrote authority. So these characters are glaceombat with death
by gambling with its ultimate power to obliterateetm. Antonin Artaud
notes that “what is important, it seems to me,asso much to defend a
culture whose existence has never kept a man fromgchungry, as to
extract, from what is called culture, ideas whosengelling force is
identical with that of hunger” (Artaud, quoted iraisun 2006). Kafka's
hunger artist performs the relevance of this hungeahe relevance of
deprivation in the name of art - deprivation due exploitation and
deprivation due to becoming obsolete in perfornsatigrms. Artaud’s
interest in the compelling force to create, andké& identification of
what is sacrificed in pursuit of representing floice, are ideas ensconced
in symbolic forms. Kafka also has a further agersa Hannah Arendt
points out, to destroy a world that has deified ltng. He delineates its
hideous structure and does so by contrasting yealith pretence;
“function,” in society, is not really authenticityye know, and via the
protagonist we get a taste for the will to truthttiexists outside being a
functionary (Arendt 2007, 98). Kafka’'s hunger ar@sticipates this role
and enacts it accordingly.

It is all metaphor—this hunger, this food for tight, and when food
is actually mentioned (or its absence), it appgairmarily as a means to
represent, for example, a philosophical idea osyclpological state. This
is true as much in the philosophy of art or thednisof art theory as it is
in literature itself. This chapter will argue thattual climate change has
brought into the world of ideas a sense of “Natunet as a construction,
but as a reality and, as such, subverts theoriestodnd literature from
Kant's concept of “disinterestedness” to poststialist conceptions that
all meaning is a human perceptual constructionlariguage and images.
The rejection of this latter intellectual thesishaving no detectable moral
ground, as endlessly involved with what is impolestb know, has killed
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off aspects of postmodernist preoccupation as taffdg as Nietzsche'’s
mad-man in the market place when he dared to procdaother murder-
one that heralded the existential angst embeddedoiternist literature.
“The madman jumped into their midst and piercedrtheith his eyes.
‘Whither is God’ he cried: ‘I will tell you.” We hee killed him-you and I.
All of us are his murderers” (Pearson & Large 2(RI&}).

What has also been made evident is the strang@m@bsé materiality
in aesthetics and philosophy and in literary tests‘Nature.” Climate
change in thought, that is, as a metaphor, careée ® reflect paradigm
shifts in aesthetics from the eighteenth centuryntmdern times in ways
that have excluded nature from being seen aesdfigtiBy this, | do not
mean that it has not been represented in arthaaitits representation has
not as Hepburn argues been guided “by an undeistanéithe real nature
of the natural world” (Carlson 2001, 426). Kantisidterestedness of the
eighteenth century, determined that art was todre@ved as an object
with formal qualities and objects related to thetymiesque; this set a
standard to seeing nature (or at least how thisemoohnceived it) in an
artistic manner that excluded its reality. Withidisrestedness “as the
central theoretical concept, landscapes as thedigana objects of
aesthetic appreciation, and formalistic, pictures@ppreciation as the
favored mode for such objects.... aesthetic appieniadf the natural
world was increasingly marginalized” (Carlson 20824). Modernist and
postmodernist conceptions of subjectivity that ude emotion and
cognitive inclusion of art history, further removéthture.” Modernist art
appreciation for example, focuses on art itselfs—processes, designing
intellect and its philosophy. Its most extreme foam noted by D.
Mannison and R. Eliot, who in responding to thewithat aesthetic
appreciation itself is limited to art, argued “ththe appreciation of the
natural world is simply not aesthetic appreciatiqquoted in Carlson
2001, 425). Post-structuralism, in the wake of moide homage to
subjectivity, continued to deconstruct the natunalrld like a text or
utilized aspects of its parts in the constructibarmart form.

However, there are death-cries to aesthetic plpluising and reflexive
theorising which involved nature being marginalizéd contemporary art
such as Cormac McCarthyEhe Road 200§ which is acted out in a
world where nature has withdrawn its sustenandgoor de Lillo’sFalling
Man where an event has torn away people’s construaldites, one is
confronted with the great force of nature as anntgand the
destructiveness of human nature in its attemptwa @ and harness its
sources and energy for technological supremacypatitical advantage.
One, in this contemporary world, is less inclineddok at the limitations
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and/or possibilities of language, whether it pextaio Jacques Derrida’s
application of difference and his insight that laage itself deals with its
own inability to represent the world/self accuratar even Michel
Foucault's insight that language and narrativeertfesignated “power,”
that the “self” is an illusory function of powerlagéons (1980, 117).
Instead, one is drawn to stories that are recoflézactual and represent
an event or experience as it is happening. Theraoisneed for the
mediation or the translation. | am not arguing thatghts of thinkers such
as Jacques Derrida, Julia Kristeva, Jacques Laah,Michel Foucault
are no longer applicable. Instead, their insigldsehbecome ingrained;
they are part of literary conventions stored ascali arsenal, but perhaps
no longer regarded as the most dominant meanscekainng meaning (no
matter how elusive these thinkers determined théaming to be). One is
less interested in how artistic texts are constédicr even what they might
symbolize and more interested in the stories b&ithand the ideas being
engaged. The characters, objects, and the scengkiéh they exist are
not symbolic or representative of something othérey and their
circumstances are as real to their audienc&/as and Peacevas to its
nineteenth century readers. The material worlces&cdbed and not used to
represent something other. “Nature” has insistselfias a presence and
as such brings new questions to post-structuraligtlysis. Similarly,
“nature,” whether related to the cravings of theyor simply the food we
eat, is less likely to be used to merely reprefiamtprocesses of creation
of art or its content, and perhaps more interestedgxample, in utilizing
“food” or its lack to represent cultural, social msychological conditions
that are simultaneously understood as both linal metaphorical. | am
not by any means the first person to say that rherajs a problematic
device when used to disguise, exclude or cementraas metaphor. As
early as the 1960s, Alain Robbe-Grillet attempteavtite novels without
it, knowing the extent to which it constructed fial attitudes that were
being enacted as permanent realities of human ptinoe His attempt to
write novels without adjectives or any languaget teagaged with
metaphor, drawn from nature, led to a rather bakied of writing that as
one person remarked appeared more like shoppihghiésy narrative.
Nevertheless, his experiment did indicate thatréhationship between art
and the world was a problematic one. The hungearéate for the artist
does involve some kind of collision, avoidance onbeace of nature.
Whereas the Romantics embraced it, though morertbato celebrate the
large themes of human nature expressed in the rs#lababits of the
natural world—Birth, Love and Death—the modernistere more
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inclined to use it to represent inner states ofilpeather than articulations
in terms of itself.

There are however new alignments, collisions, antkgrations
between the aesthetic and the natural world whercmes to deal with
political questions and when this involves presentihe actual state of
nature rather than utilizing it as a cultural seuror a source of
unproblematised metaphor. Robbe-Grillet's call feriters to be less
anthropomorphic, to see the world as it is andtoqiretend that there is
something meaningful there to be discovered camehencusp of a
modernist critique evolving into a post-moderniseoThe latter tended to
turn the perception of not being able to reacttmito a discoursing of the
world whereby the discourse focused on why all e tend was
unknowable. What seemed to be ignored is that duisnature to create
and destroy and in our mistaken view that nature @ay in our hands,
we became unable to see what simply ‘is’ undentbiht of discourse.
This involved not taking note enough of the evearajing and developing
capacities of men and women, (reflective of humatume), involved a
destruction of the natural world which has turnednd and bitten them.
The old rules and formulations of what made a gremstel that Robbe-
Grillet found irrelevant were discarded in post-reodst novels but rather
than art deal more directly with what was therdeeitame the play-thing of
thinkers and writers — the thing that would engaggh the play of the
thought rather than an interest in the world itsBérhaps we have now
arrived at a place where Robbe-Grillet’s views nhigg considered anew.

The fact of climate change is inevitably a politiGocial and economic
area of debate. It is now a time when literaturg, @nd aesthetics are
reflecting this. This is new in the sense that glolarming is relatively
new, but discussions about environmental issuesa@tresince the purpose
of this essay is to identify how nature has beeresented whether
marginalized or accessed in terms of its existeatiger than merely as a
source of metaphor, it is relevant to look at tvees who fall into these
two oppositional camps. As early as the 1960s,gdet example, were
seen to divide into two wide categories: those winote about it from a
political perspective and those who continued ke tlrom nature its rich
source of metaphor. In order to illustrate thisill discuss two Australian
poets who died at the end of the twentieth centMy. “case studies”
come from the mid1960s on the cusp of the post-nmisteera. What is
being focused on here is the manner in which thweepoets pinpointed
destruction in the environment. One did it merelyllustrate a point about
the dearth of poetry, the other, though playinghwinetaphor to
communicate her position, was more interested ialimg with nature
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itself in terms of how natural environments weredanger. In order to
illustrate the two uses of “nature,” | will be Ildog at an exchange
between the two Australian poets: A.D. Hope anditduwright. Hope
was of the old school and, although many of hisnpoeepresent the
sublime nature of Australia’s landscape, it wasked on most occasions
to make a philosophical point about the human dardi

Hope as a philosopher was adamant that the prowkistatus of
knowledge is a haunting idea that western thinkiamd difficult to
embrace. The fact of our capacity to re-invent theds perhaps
comforting to those that see life as ‘becomingheatthan about ‘being’
but only if we are wise enough to recognize itsdpicis, even when we
uphold them, they have temporary status from @eeta the next. Hope,
although a prime exponent of the provisional natfrenowledge, did not
at any point consider questions about the destnuotif the ecological
world which makes his exchange with Wright moresiiasting. Although
concerns for the environment have been reflectedaiture writing for
centuries, the present environmental global cisstseating narratives that
make older assume new historical interest.

Australian poets A. D. Hope and Judith Wright warckiwithin a
modernist context exchanged poems concerning emvieatal ethics
within an environmental literary frame. Of courder Judith Wright
environmental issues, or conservation, as it wasensommonly termed
during the sixties, were of paramount significarfoe;Hope, they were the
metaphorical source for a literary essay: “The Disive Mode:
Reflections on the ecology of poetry” (1956-7)this essay, Hope argues
that the forms of poetry are related to one anothédact, form an ecology
comparable to that exhibited by the world of plardad that, just as
indiscriminate felling of forests may lead to emsiand a desert ecology,
so the disappearance of the great forms of postich as the epic, in the
last two hundred years has led to a desert ecabgpetry in which only
small stunted forms like the personal ejaculatigntlmat — to quote him “
monstrosity of our time, the free-verse lyric sue/i His essay ended
with the suggestion that to restore the erodedsieeqok, a revival of hardy
and courageous verse satire might be a good gfaqutiimt. As is typical of
Hope he has drawn on analogy in order to preserargmment and yet
how inappropriate this appears now with his chaiteonservation, as if
the environmental issues are less important in siebms than how they
serve him as a poet. Judith Wright's response daaisltaneously with
the conservation issue and Hope's argument thaheeeled to return to
old forms of poetry. In both cases, she impliesithgortation of the old,
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whether trees or poetic forms, are disastrous fastralia, its ecology and
its poetry:

Poetry’s forests are all felled,

Its trees can sink no roots, you say.

By neither root nor fallow held

The heart’s earth dries and blows away.
Its sand and rock and clay lie bare

Plan then to rehabilitate.

We've made a desert: obviously

We must confirm this altered state
And make a new ecology

With thorn-bush and with prickly pear.

Import the cactus and the aloe,

Mark out these sands with ordered stakes.

A desert fauna soon will follow

Of scorpians, rats and tiger—snakes

O what a garden will be there. (1978, Section 23)

Wright, here, is, of course, being somewhat misehis as she will go
on to argue that rather than this bringing abdut.the world restored by
plants/The Cave and Spring as once they were?’ isagbrted items will
be destructive and give rise to “scorpions, ratd @iger-snakes.” She is
arguing for the ecology when she notes that whiatasight in to Australia
will be like a “pest” and that we should grow wisaits “our climate best”
as much as she is arguing against the impositioill-&ited, obsolete
Eurocentric poetic forms. Her plea is for vegetatand poetry to grow
from its own soil and reflect its own peoples insfralia and not those
from other landscapes and other traditions. Angheowrites:

The workers answer from the field:

‘Use willing small low-growing things-

the evening-primrose seeding wild,

The faithful grass that spreads and springs

And drinks the dew and needs no care’. (1978, Qe@B)

A. D. Hope’s response to her poem is playful, fudlyware that her
poem was critical of his view: Judith, my treasumy wonder, my
delight,/What prompted you to give me such a nip?

His answer is one that draws on nature to firsisthate the value of her
poetry:
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How should | answer you? You, who swept the rain

Over the arid landscape of our verse

Six inches at Ayers Rock or the Barcoo-

And, overnight the lyric everywhere

Covered the ground with blossom, filled the air

With scatter and chatter of bright wings again;

You, who give grain and vines where once there grew
Saltbush and spinifex and Paterson’s curse. (13&&jon 23)

Nevertheless his argument is clear and his metapreraccessed only
to argue by analogy that planting “poems” drawindyofrom what the
Australian intellectual and natural landscape, lteso:

Nothing but thorn and cactus can take root;
But they survive where tenderer bud and spray
Shrivel to dust among the burning stones.

Although he concedes that if any poet can creat® Aestralian
poetry, it will be she who may succeed:

... Be Ceres, careless at her golden store;

Be my desert, what you have always been:

My bow of promise through drought-breaking rain,

My pillars of cloud and fire sent on before,

My cornucopia, my chrysostrom, my despair. (197&;t®n 23)

Hope's response to her poem recognizes that easdksm different
voice for their age; he begs, a little, in the kstsinza, for the right to plant
his way and notes “God’s plenty is our share.” Wtigvould wonder at
this “God'’s plenty is our share.” The vigour witthigh her interests in the
environment shaped the last twenty years of her tiuring which time
she no longer wrote poetry, is testimony to herramass that “our share”
and “God’s plenty” had become alien, obsolete cptsceHope, of course,
is not, in this poem, really interested in envir@emtal issues; he draws
from the topic merely to argue, via poetic analdpgpt the art of poetry is
in decline because traditional verse is being rmulaby free verse and
what he termed “poetic prose”; He yearns to impbgtmes and music
from other lands and past history. Wright, on thtbeo hand, in the
foreword of her workGoing on Talkingwritten decades later, makes the
association between environmental loss and the€aging neglect and
unpopularity of poetry’ (1992, 24).

The noted exchanges between Hope and Wright oatimréhe mid-
sixties a few years after Rachel Carsddilent Spring(1962), in the wake
of Aldo Leopold’sA Sand County Almangd949), and led to an increase



