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FOREWORD 
 
It gives me great pleasure to introduce the second issue of the Birmingham Journal of 

Literature and Language.  The journal was set up, with financial support from the 

University Graduate School, to provide a channel for postgraduate students working in 

all fields of literature, languages, and their cognate areas to disseminate their work and 

gain invaluable experience in writing articles and reviews for publication.  To follow the 

energy and quality of the inaugural edition was always going to be a challenge, but it is 

one that the current issue’s contributors have met with confidence and erudition.  The 

five essays display an extraordinary range of research expertise, from Nathan Waddell’s 

incisive and persuasive reading of paranoia and pathology in John Buchan’s spy thriller 

The Thirty-Nine Steps, to Ian Hughes’ compelling essay on the purposes and effects of 

graphic stage violence in Shakespeare’s Titus Andronicus, Jo Collins’ postcolonial analysis 

of the ‘ethnic shadow’ of Africa in Jung’s dreams and dream theory, Emma Moreton’s 

case study in the problems and possibilities of corpus linguistic analysis for recovering 

female slave narratives, and Dong-Ha Seo’s fascinating material history of Elizabethan 

war ballads and pamphlets.  The review section covers books on subjects as diverse as 

the contemporary debate over the potentially damaging effects or creative and enlivening 

role of text messaging and textese on twenty-first century language and literacy, and the 

elaborate, involved, subjective prose of the art critic and aesthete Adrian Stokes.  In the 

notes, Sarah Parker offers a lively account of one of the highlights of the Autumn term, 

the University Graduate School’s first annual guest lecture by Dr Jung Chang, author of 

the international bestseller Wild Swans (1992). 

Since the launch of the BJLL in the summer, the start of the academic year 08/09 

has ushered in the new University structure, and the formation of an exciting 

interdisciplinary research community under the College of Arts and Law.  I would like to 

take this opportunity to echo the editors’ warm invitation to potential contributors of 

essays, reviews, notes and artwork to the journal from across the College and beyond. 

 

 

Deborah Parsons  

Deputy Director, College of Arts & Law Graduate School 

University of Birmingham 



GENERAL EDITORS’ INTRODUCTION 
 
As outlined in the first issue of The Birmingham Journal of Literature and Language, the BJLL 

is dedicated to uniting scholars from a wide variety of departments through the 

production of a collection of articles, notes, reviews, and art pieces, published both 

electronically and in print.  We believe that the first issue lived up to these ambitious 

goals, and we hope that this second issue – which approaches the same concerns but in a 

different light – also succeeds in opening the minds of our readers through emphasising 

the importance of multidisciplinary work.  

Mirroring the five colleges of the University of Birmingham, this issue is designed 

around a series of quintuplets that incorporate material that appeals to diverse 

perceptions of the mind.  Nathan Waddell’s exploration of the modernist pathology in 

literature yields to Ian Hughes’s historicist analysis of the effects of violence both on and 

off the stage; Jo Collins’s interrogation of the writings of the twentieth-century’s most 

fundamental psychoanalysts moves in the direction of Emma Moreton’s treatment of 

varying linguistic representations of the post-colonial ‘other’; and Dong-ha Seo’s 

meticulously-researched study of Elizabethan pamphlet culture subjects to critical 

scrutiny the commercial and political effects of the military-informed mindset of Early 

Modern ideological communities and circles.  These articles are followed by five reviews, 

five notes, and five pieces of art, that reflect diversity whilst celebrating the five-part 

structure of the University’s new college system.   

Along with the five original reviews in this second issue, highlights from the notes 

include entries on some of the Graduate School’s recent projects, such as the Universitas 

21 Conference on Water and the Dr Jung Chang Lecture.  These event-centred entries 

are positioned beside remarks on performance-related themes that can also be linked 

with the innovative work undertaken by current students of the University of 

Birmingham.  Victoria Grainger’s note on the Edinburgh Fringe festival makes mention 

of this University’s contribution; and Deborah Kerr’s review of Michael Boyd’s history 

cycle at the RSC pays homage to Boyd whilst alluding to this University’s satellite site in 

Stratford-upon-Avon.  To such diverse contents we add a Foreword by an alumnus of 

the University, Deborah Parsons, who, in addition to playing a prominent role in the 

teaching of both undergraduate and postgraduate students, now also holds the position 

of the new Deputy Director of  the College of  Arts & Law Graduate School. 

 

Laura Hilton and Joshua McEvilla 
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PATHOLOGY IN JOHN BUCHAN‘S THE THIRTY-NINE STEPS 
 

NATHAN WADDELL 
 

 

 

John Buchan‘s The Thirty-Nine Steps (1915) is a text of valetudinarians.  Throughout, if its 

protagonists are not wounded they are nauseous, diseased, or mentally unsound. 

Famously written while Buchan himself was in bed recovering from a duodenal ulcer, 

The Thirty-Nine Steps begins with Richard Hannay, the hero, admitting that England‘s 

weather made him ―liverish‖ (7) and that the talk of ordinary Englishmen made him 

―sick‖ (7).  Hangovers are commonplace: an ―old potato-digger [who] seemed to have 

turned peevish‖ buries his ―frowsy head into the cushions‖ (29) of a railway carriage; an 

intoxicated roadman can think of nothing but his ―fuddled brain‖ (51); and one of the 

Black Stone conspirators uses inebriation as an alibi (106). There is reference to 

―‗influenza at Blackpool‘‖ (42), ―‗colic‘‖ (53), and Hannay is subsequently laid up by a 

ten day stretch of malaria: ―it was a baddish go, and though I was out of bed in five days, 

it took me some time to get my legs again‖ (74).  Even the political head of the 

Admiralty is convalescing at Sheringham (84), and Franklin P. Scudder, upon whom so 

much depends, is referred to as gripped by a ―mania‖ (80) for covering his tracks, while 

Hannay thinks him a ―madman‖ (9). 

In this article I offer some thoughts on the function of pathology in The Thirty-Nine 

Steps, both with an eye to its depiction of sickness and disaffection, and to the linked 

issue of its representation of, and attitude towards, the ―pathology‖ of paranoia. In doing 

so, I take the largely untrodden route of emphasizing the ambiguousness and double-

sidedness of this text. My article focuses on the function of the body in The Thirty-Nine 

Steps in the urban environment, landscape, and psychosis. It starts by examining the 

presentation of London as a site of abjection, degeneracy, and the nihilistic, and 

emphasizes that this identity is not neatly cordoned off from the rural spaces against 

which it is ostensibly defined. It then moves into a discussion of contemporary criticism 

on prosthesis in the spy thriller, suggesting that paranoia in The Thirty-Nine Steps itself 

approximates to a variety of prosthetic enhancement. And it closes by reflecting on the 

complex status of paranoia within Buchan‘s narrative, engaging with David Trotter‘s 

work on spy thrillers and ―paranoid professionalism,‖ and thinking about how The Thirty-

Nine Steps relates paranoia to the ludic.  

The catalyst for action in The Thirty-Nine Steps is Scudder‘s discovery of a conspiracy 

aimed at causing chaos in Europe. His anti-Semitic explanation of that plot places the 

blame firmly on ―financiers‖ (10) and ―Jew-anarchists‖ (11) whose goal is to reap a high 



     NATHAN WADDELL  5 

reward from international chaos: ―A clever man can make big profits on a falling 

market,‖ notes Hannay, ―and it suited the book of both classes to set Europe by the 

ears‖ (10). However, in time Scudder‘s views are disproved. Walter Bullivant points out 

that Scudder ―‗had the artistic temperament, and wanted a story to be better than God 

meant it to be. He had a lot of odd biases, too. Jews, for example, made him see red. 

Jews and the high finance‘‖ (81).1 By decoding Scudder‘s notebook, Hannay learns that 

the genuine conspiracy is in fact a German plot to get ―nothing less than a statement of 

the disposition of the British Home Fleet on mobilization‖ (38) in order to mine 

Britain‘s coastline and sink all British battleships with submarines. And yet, despite the 

falsity of Scudder‘s initial claims, they remain significant insofar as they introduce a 

major trope into the urban context of London in which the novel opens. Discussing 

what he believes to be the grim effect of Judaism upon global commerce, Scudder draws 

on the pseudo-ethnographic discourse of degenerationism to dismiss the comparatively 

smaller world of Teutonic criminality as typically depending on the business of a 

―‗prognathous Westphalian with a retreating brow and the manners of a hog‘‖ (11). This 

description has the double effect of reinforcing the novel‘s signalling of Anglo-German 

rivalry and difference, and links the urban with a typography of the abject, the wretched, 

and the morally disfigured. 

Scudder himself is not so very far from such qualities. On the one hand, when he 

first seeks Hannay out in order to take refuge in the latter‘s apartment, his feverish 

manner, drawn face, edginess, and ―small, gimlety blue eyes‖ (8) can be ascribed to a 

dread of being eliminated: ―I think that the look in my companion‘s eyes,‖ Hannay says, 

―the sheer naked scare on his face, completed my conviction of his honesty‖ (13). And 

yet, on the other hand, Scudder‘s account of how he came to trust in Hannay in the first 

place reveals both something of his own dubious linkages with the murkier aspects of 

the city, and the troubling pervasiveness of degeneracy within that setting. In order to 

outwit his pursuers, Scudder ―acquires‖ a corpse – ―‗you can always get a body in 

London if you know where to go for it‘‖ (13), he points out – and, getting himself up 

―to look like death‖ (13), locks himself in his bedroom: ―When I was left alone I started 

in to fake up that corpse. He was my size, and I judged had perished from too much 

alcohol, so I put some spirits handy about the place. The jaw was the weak point in the 

likeness, so I blew it away with a revolver‖ (14). Now ―dead,‖ he goes to Hannay, who 

lives in the same block of apartments, in order to wait out the conspirators. In one 

regard, Scudder‘s activities morbidly prefigure his own murder in Hannay‘s smoking 

room. But in quite another they intimate a disreputable underside to a London which, 

for Hannay, is at first simply clubs, finance districts, restaurants, theatres and 

entertainments. 
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The Thirty-Nine Steps offers a vision of the cityscape that hints at a dark underbelly 

to its seemingly carefree world of tea parties at the houses of ―Imperialist ladies‖ (7) and 

―shop-girls and clerks and dandies and policemen‖ who ―had some interest in life that 

kept them going‖ (8). In this text, London is both a site of decadent ruling-class 

abandon and a ―God-forgotten metropolis‖ (15) inhabited by exotic revolutionaries and 

degenerate bodies. Scudder‘s valet is ―a whining fellow with a churchyard face‖ (16). 

There is a sense of illness about Hannay‘s milkman, ―a young man . . . with an ill-

nourished moustache‖ (22). Loafers shuffle through back streets (23) and men in well-

thought-of apartment blocks are murdered by heartless politicos (18). For Hannay, an 

immigrant himself, London is an alienating, defamiliarizing locality that isolates and 

estranges more than it nourishes and sustains: ―I returned from the City about three 

o‘clock on that May afternoon pretty well disgusted with life‖ (7), Hannay says. Above 

all the metropolis is a place of suffocating tedium: ―The weather made me liverish, . . . I 

couldn‘t get enough exercise, and the amusements of London seemed as flat as soda-

water that has been standing in the sun‖ (7). Indeed, one of the most damaging effects 

of the city in The Thirty-Nine Steps is that it breeds a nihilism grounded in boredom which 

devalues the individual self‘s linkage to its locale. Like the beggar he encounters on his 

way home – ―a fellow-sufferer‖ (8) – boredom marks the emptiness of Hannay‘s life 

during his time in London, a futility that leads him to make a vow at Oxford Circus: ―I 

would give the Old Country another day to fit me into something; if nothing happened, 

I would take the next boat for the Cape‖ (8).2 However, this boredom is short-lived: 

Scudder happens, and once Hannay learns of his murder, and subsequently realizes that, 

since he is in the know, he too must now go on the run, the boredom of the city 

evaporates: ―I reminded myself that a week ago I had been finding the world dull‖ (24), 

he notes. Scudder‘s termination both injects Hannay‘s existence with the most primitive 

of meanings (to survive), and, in swapping the city for the restorative potential of the 

Scots moors, affords him with a rejuvenated awareness of self: ―the slackness of the past 

months was slipping from my bones, and I stepped out like a four-year-old‖ (27).   

That said, in The Thirty-Nine Steps bodies fare little better outside the city than they 

do within its boundaries. If at times the countryside regenerates Hannay, then at others it 

threatens to smother and engulf him. Looking across a vista he discerns that ―at other 

times I would have liked the place, but now it seemed to suffocate me. The free 

moorlands were prison walls, and the keen hill air was the breath of a dungeon‖ (49). In 

this text, rural space endangers as much as it shelters: Hannay crashes a car on a country 

road and is chased by airborne spies, of which he comments: ―I did not like this 

espionage from the air, and I began to think less well of the countryside I had chosen for 

a refuge‖ (31). During his escape from the bald archaeologist‘s country mansion, Hannay 

is injured by the explosive he uses to blast his way out of the house: ―Nausea shook me, 
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and a wheel in my head kept turning, while my left shoulder and arm seemed to be 

stricken with the palsy‖ (68). His limbs aching ―like hell‖ (68), he climbs onto a dovecot 

where he proceeds ―to go off into an old-fashioned swoon‖ (69). Indeed, Hannay‘s 

injuries are worse than he at first realizes: ―Those lentonite fumes had fairly poisoned 

me, and the baking hours on the dovecot hadn‘t helped matters. I had a crushing 

headache, and felt as sick as a cat. Also my shoulder was in a bad way. At first I thought 

it was only a bruise, but it seemed to be swelling, and I had no use of my left arm‖ (72). 

No less so than the metropolitan byways, the rural is figured here as a site of jeopardy 

and, supplemented by automobiles, aeroplanes, and dynamite, a place of technological 

risk. 

Consequently, The Thirty-Nine Steps problematises Allan Hepburn‘s view that the 

spy thriller celebrates technology as an extension and intensification of the spy‘s 

invincibility (15). The point to make here is not that Hannay‘s capabilities are solely 

hampered by the various technologies he encounters, but, rather, that The Thirty-Nine 

Steps emphasizes the inseparability of prosthesis and pathology. Hepburn accurately 

contends that in the spy thriller ―[t]echnology makes human eyes, ears, and limbs more 

powerful by leaving an impression of the spy‘s ubiquity‖ (16), but if a basic consequence 

of bodily enhancement is an empowered self, then one of its disturbing implications is 

an acknowledgement of the body‘s radical impermanence: bodies that can be augmented 

are also bodies that can putrefy and fall apart. Technological prosthesis is qualified by 

pathological response in The Thirty-Nine Steps, a good example being Hannay‘s ―sickening 

plunge‖ (41) during his car crash: here, auto-mobility is at once auto-infirmity. Another 

is Hannay‘s queasy reaction to the ―dense and acrid fog‖ (67) produced during his 

explosive getaway. But perhaps the most interesting convergence of prosthesis and 

pathology in The Thirty-Nine Steps emerges in what is the novel‘s most conspicuous, and 

most conspicuously nameless, form of psychological malady: paranoia. Indeed, Hannay‘s 

paranoia is a pathology that approaches prosthesis insofar as it artificially enhances his 

ability to interpret the phenomenal world by attributing meaning to unconnected events. 

And yet, in what sense Hannay can be thought of as paranoid is a key critical 

question. The evidence is ambiguous. Hannay is forced into unconsciousness by the 

sheer power of the dynamite he detonates at the conspirators‘ headquarters (67), but in a 

very true sense he spends the majority of the narrative in an ―unconscious‖ state in 

which private fantasy and external reality are impossible to tell apart. This ―fantasy 

within a fantasy,‖ as Nicholas Hiley terms it (76), bears all the hallmarks of paranoid 

logic: suspicion, centrality, grandiosity, hostility, fear of loss of autonomy, projection, 

and delusional thinking.3 This logic begins to determine Hannay‘s activities after he finds 

Scudder‘s corpse: ―The men who knew that he knew what he knew had found him, and 

had taken the best way to make certain of his silence. Yes; but he had been in my rooms 
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four days [sic], and his enemies must have reckoned that he had confided in me. So I 

would be the next to go. It might be that very night, or next day, or the day after, but my 

number was up all right‖ (19). As Hannay leaves his apartment block he observes: ―I 

caught sight of a policeman a hundred yards down, and a loafer shuffling past on the 

other side. Some impulse made me raise my eyes to the house opposite, and there at a 

first-floor window was a face. As the loafer passed he looked up, and I fancied a signal 

was exchanged‖ (23-24). Lacking any definitive proof that Scudder‘s offing was in fact 

conspiratorially-organized, Hannay‘s mind goes about the business of interpreting the 

former‘s death in accordance with a larger purpose, a purpose in which Hannay is now a 

key player. This mindset culminates in the moment of critical paranoid vanity, when the 

paranoiac convinces himself of his own importance. ―Here was I, a very ordinary fellow, 

with no particular brains, and yet I was convinced that somehow I was needed to help 

this business through—that without me it would all go to blazes‖ (86). 

But just because Hannay seems paranoid doesn‘t mean they aren‘t out to get him: 

there is a conspiracy at work here, and Hannay correctly identifies it from the very 

beginning. Having put a tablecloth over Scudder‘s staring white face, Hannay reflects: ―I 

was in the soup—that was pretty clear. Any shadow of a doubt I might have had about 

the truth of Scudder‘s tale was now gone. The proof of it was lying under the tablecloth‖ 

(19). If Hannay is paranoid in the truest of psychological senses then he is only so in an 

attenuated form because his perceptions are not delusional. In David Trotter‘s view this 

pathology represents ―the ‗internalization‘ of paranoia by a young man who thereby 

renews both himself and a ruling élite which had hitherto been sunk in complacency‖ 

(143). What Hannay does, in essence, is to reconstitute his thought patterns in 

accordance with Scudder‘s sceptical point of view, a move he makes so fully that it 

enables him to make accurate readings of intrigue. For Trotter, this skill-set is 

professional. Paranoia, on this view, is an expertise that reads mess as ―evidence in the 

visible world of an invisible but comprehensive design‖ (145). For Trotter, what survives 

in spy fiction is the belief that psychosis ―may under certain circumstances prove a 

progressive force‖ (142). Furthermore, Trotter argues, the genre exploits this belief to 

the full in the name of national renewal. 

The problem with using The Thirty-Nine Steps in any reading of professional identity 

is the unrelenting insistency with which Hannay‘s paranoia is typified as amateurish.  

Professions are not absent from The Thirty-Nine Steps, of course, and they play a vital 

role. Hannay himself is a qualified engineer, for instance, and it is stated that he has had 

some practice of code-breaking as an ―intelligence-officer at Delagoa Bay during the 

Boer War‖ (25).  Moreover, the professions give Hannay various opportunities for 

disguise, such as when he poses as an orator (44) and when he hides as a roadman: ―On 

I went, trundling my loads of stone, with the heavy step of the professional‖ (52).  But 
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amateurism is a fundamental aspect of Hannay‘s character. For instance, although 

Hannay ultimately saves the day he is far from averse to moments of incompetence, 

especially in the case of car thievery: ―I began to see what an ass I had been to steal the 

car‖ (40). Chance plays a significant part in Hannay‘s success, too. He narrowly misses 

death ―by an ace‖ (42), happens upon unintentional diversions (30), coincidentally runs 

into an old associate (55), and admits his indebtedness to ―pieces of undeserved good 

fortune‖ (57). As he puts it elsewhere: ―I resolved not to puzzle my head but to take the 

gifts the gods had provided‖ (78). Without a doubt, Hannay‘s victory is in part enabled 

by outside influences. Refuge comes in the shape of an ―unexpected sanctuary‖ (61) and 

the wife of a herdsman – ―a true Samaritan‖ (73), as Hannay calls her – and there are 

moments where Hannay can only rationalize his hurried departures in the language of 

Providence (43, 54). 

In spite of this, there is a sense in which Hannay‘s amateurism can be read as closer 

to the professionalism it ostensibly disallows. Reading The Thirty-Nine Steps with an eye to 

the generic history of the spy thriller, it is not hard to detect in Hannay‘s neophytism an 

abandoning of certain totemic, gentlemanly principles (such as fair play, honesty, respect 

for the law) in favour of the professional detachment of the secret agent. Hannay does 

not become a professional spy, but his actions begin to dismantle the values through 

which prior incarnations of the gentleman amateur had been articulated. Thus, while 

Hannay‘s paranoia is obviously beneficial in his own case it is less so in the case of 

(usually innocent) others: Hannay punches a policeman (40); he observes that ―[c]ontrary 

to general belief, I was not a murderer, but I had become an unholy liar, a shameless 

impostor, and a highwayman with a marked taste for expensive motor-cars‖ (56); and, 

having been cleared of any wrongdoing by the authorities, he attacks Marmaduke Jopley, 

previously referred to as ―an offence to creation‖ (55), because the latter unexpectedly 

stops him in the street: ―a delay at that moment seemed to me unendurable, and the 

sight of Marmie‘s imbecile face was more than I could bear. I let out with my left, and 

had the satisfaction of seeing him measure his length in the gutter‖ (87). Hardly the 

conduct of a clubland hero. 

 These ambiguities over the standing of paranoia in The Thirty-Nine Steps are nicely 

mirrored in Hannay‘s claim that, in the special context of espionage, paranoia is not 

pathological so much as it is ludic and game-like. By describing his quest as a ―crazy 

game of hide-and-seek‖ (57), Hannay implies that paranoid reality is a sphere governed 

by collective rules and achievable outputs. Scudder refers to the conspiracy as a game 

(12, 37), as does Walter Bullivant (83) and Hannay himself (20). Hannay notes that he 

has ―a head for things like chess and puzzles‖ (25), a motif reinforced by his chess-

playing with Scudder at the start of the book (16). Hannay envisages the prospect of the 

fugitive life as ―a giddy hunt‖ (20), and at one stage in his getaway through Scotland he 
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observes: ―I felt as if I were taking part in a schoolboy game of hare and hounds‖ (59). 

Elsewhere, game-playing modulates into sport: the milkman from whom Hannay 

borrows a uniform as disguise accepts the request as ―‗a bit of sport‘‖ (23) and while 

Hannay flees uphill he sees ―[a]way down the slope, a couple of miles away, several men 

were advancing like a row of beaters at a shoot‖ (49). Of course, the most important 

instance of sports-play comes at the end of the text in a tennis game that disguises 

Hannay‘s enemies. ―It was simply impossible to believe that these three hearty fellows 

were anything but what they seemed—three ordinary, game-playing, suburban 

Englishmen, wearisome, if you like, but sordidly innocent‖ (102). When Hannay breaks 

their camouflage, and thus undermines their dastardly schemes, he proves the extent to 

which paranoia functions in this text not as psychosis but as competition, not as illness 

but as winnable cure. 

Nonetheless, if paranoia functions as some kind of completable game here it is only 

so in a very limited sense. If gaming implies rule-bound contest it also connotes triviality, 

and indeed The Thirty-Nine Steps signals this aspect of the ―game‖ of paranoia by 

restricting its affect to a ―small scale‖ conspiracy within a network of much larger, and 

more cataclysmic, machinations. In Trotter‘s view, the cultural work performed by spy 

fiction ―was to imagine a suspiciousness triggered early enough in the game to avert 

catastrophe‖ (143). In Buchan‘s instance this is not quite right. For what The Thirty-Nine 

Steps depicts is a suspiciousness triggered early enough in the game to avert one 

catastrophe (the Black Stone conspiracy) but too late to prevent the wider catastrophe of 

world war. ―The first thing I learned was that it was no question of preventing a war. 

That was coming, as sure as Christmas: had been arranged, said Scudder, ever since 

February 1912‖ (38). The Thirty-Nine Steps closes with Hannay defeating his enemies but 

also with the closing recognition that ―[t]hree weeks later, as all the world knows, we 

went to war‖ (111). The notion of ―internalizing‖ paranoia here receives a partial 

reprimand that both underlines the retrospective knowingness with which Buchan 

constructs his tale as a recapitulation of earlier spy novels, and gestures towards 

possibilities of a global peace that might have been but never came to pass. 

 It is in moments like these that we have to ask ourselves the question of to what 

extent The Thirty-Nine Steps engages with its contemporary epoch. Do we take the later 

Buchan at his word, when he writes in Memory Hold-the-Door (1940) that novels such as 

The Thirty-Nine Steps kept his ―mind off too tragic realities‖ (195)? Or do we view 

Hannay‘s adventures as above all fantasies which nonetheless contain a latent seriousness? 

In my view, The Thirty-Nine Steps speaks to certain contemporary anxieties over the 

emergence of new forms of espionage and surveillance, but it does so in the name of a 

larger interrogation of the effect of clandestinity upon modernity. As I have tried to 

emphasize here, this process is multi-layered and equivocal, doubling back on itself as 
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much it moves forward. The Thirty-Nine Steps grapples with the issue of whether or not 

pathology is a physiological or mental state, often leading to surprisingly ambiguous 

conclusions. And it challenges us to reflect on the nature of reality and the dream, 

implying that the two are anything but distinct. As Buchan himself put it in The Thirty-

Nine Steps‘s dedicatory epistle to his friend and employer Thomas Arthur Nelson, ―I 

should like to put your name on [the novel] in memory of our long friendship, in the 

days when the wildest fictions are so much less improbable than the facts‖ 

(unpaginated). 
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Notes 
 
1 For a good discussion of the anti-Semitic elements of The Thirty-Nine Steps, see Cheyette (65-67). 
2 See also Leithen in Buchan‘s John Macnab (1924), a character for whom, initially at least, ―[e]verything 
seemed weary and over-familiar – the summer smell of town, the din of traffic, the panorama of faces, 
pretty women shopping, the occasional sight of a friend. Long ago, he reflected with disgust, there had 
been a time when he had enjoyed it all‖ (4). 
3 I take this list from Robins and Post (8-14). 



 
“SEE HERE IN BLOODY LINES I HAVE SET DOWN, AND WHAT IS 
WRITTEN SHALL BE EXECUTED”: THE EFFECTS OF REPORTED 

AND ON-STAGE VIOLENCE 
 

IAN HUGHES 
 
 
 
Amongst the noteworthy entries in Philip Henslowe‟s diary, a prop listed as “a Cauldron 

for the Jew” conjures in an instant the graphic nature of  stage violence in the drama 

performed in the latter end of  the sixteenth century.  Most probably referring to an item 

used in Marlowe‟s popular tragedy, The Jew of  Malta, this entry suggests that Early 

Modern playgoers would have witnessed the boiling to death of  Barabas, the Jew of  the 

title.  For such an occasion, it is not difficult to imagine the crowds cheering to the 

rafters as Barabas met his unpleasant end in a way similar to how spectators at the 

nearby Bear Gardens would roar their approval at the sight of  a bear being torn to 

pieces by vicious hounds.  While such animal cruelty is balked at today, many modern 

play-goers nevertheless still experience performances of  Marlowe‟s tragedy and „justify‟ 

the theatrical pleasure derived from episodes of  such blatant on-stage violence.  A case 

in point, in Shakespearian terms, is the palpable violence of  Titus Andronicus.  While 

acknowledging the influence of  Seneca, Shakespeare provides comparable theatrical 

shock tactics through his liberal use of  severed limbs, extreme mutilation and a rapid 

succession of  sequential acts of  violence at the conclusion of  the play‟s central narrative.   

Shakespeare used stage violence even at this early stage in his career not merely to 

titillate the spectator but to try to explain the effects of  violence on his protagonists.  As a 

dramatist he became increasingly interested in what R. A. Foakes terms “the inadequacy 

of  motives to account for murder and acts of  violence.”1  In this Shakespeare asks the 

question that we are still, some four hundred years later, struggling to answer: how do 

we, as human beings, deal with random or unprovoked acts of  violence against ourselves 

and those we love?  By the time he had reached  King Lear, an appalling scene of   on-

stage violence such as the blinding of  Gloucester, although appearing as a random act of  

extreme cruelty, nevertheless underlines the themes of  barbarity, madness and lack of  

vision that the play contains by coercing its audience to confront the act of  cruelty 

itself.2  King Lear has remained in favour on the stage (albeit with Nahum Tate‟s re-

writes); Titus Andronicus, by comparison, was dismissed throughout the eighteenth and 

nineteenth centuries, and questions of  authorship have arisen partly as a result of  the 

extreme acts of  violence in the play.3   

As we stand at the beginning of  the twenty-first century, the brutalities of  recent 

decades have informed our responses to the stage violence of  dramas such as Titus 
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Andronicus.  Brian Cox has described the play as “the work of  a young man with a 

killingly clear grasp of  nihilism,”4 while Antony Sher thinks “it‟s a play about our 

capacity for cruelty and our capacity for survival; about the way violence breeds violence; 

about the search for truth in a brutal universe.”5  The regimes of  leaders such as Saddam 

Hussein adopted rape, mutilation and murder to such a degree that they became almost 

commonplace.  Public hangings still prevail in some parts of  the world and we are 

numbed at the frequency of  the beheadings that are carried out to justify various 

extremist causes – all easily available to witness at the click of  a mouse on the internet.  

Harold Hobson, reviewing Peter Brook‟s production of  Titus Andronicus for The Sunday 

Times, expresses it well: “There is absolutely nothing in the bleeding barbarity of  Titus 

Andronicus which would have astonished anyone at Buchenwald.”6  The violence in Titus 

Andronicus as Stanley Wells succinctly puts it, is not just a “pretext for theatrical titillation 

but a stimulus to meditation on man‟s place within the chain of  being on the significance 

and value of  human life.”7  It is this violent „stimulus,‟ and Shakespeare‟s awareness of  it, 

that forms this essay‟s thesis. 

The catalogue of  horrors that Titus Andronicus contains – thirteen murders, two 

decapitations, four mutilations, one rape, one ritual sacrifice and cannabalism – read as 

the contents of  a Hollywood “horror flick” (the play has already been dubbed 

Shakespeare‟s Tarantino play).  R. A. Foakes believes that “violence at once attracts and 

repels us” which may explain in part why Titus Andronicus is after a “wide gap of  time,” 

still a work that intrigues and disturbs us.8 As if  to emphasize this point, Julie Taymor‟s 

recent film Titus used the theatrical framing device of  a modern-day youth transported 

back to Titus‟s Rome, whose presence throughout reminded us that while the city may 

well be a “wilderness of  tigers,” we, the modern viewer, seek a re-evaluation of  the acts 

of  extreme violence that the play contains.9  That the film captures the ferocious 

intensity of  the Shakespearean original is a credit to Taymor; but what is perhaps most 

striking is that even in this day and age when we have become so inured and jaded at the 

depiction of  screen violence, we are still shaken by the play‟s cruelty and ugliness.  While 

critics such as Bloom dismiss the play as “ghastly bad” and see it as little more than an 

“exploitative parody, with the inner purpose of  destroying the ghost of  Christopher 

Marlowe,”10 this flippant statement negates Shakespeare‟s use of  violence not in a 

meaningless way, but in an attempt to reinforce the serious themes of  the work which 

Alan Hughes sees as “the loss of  innocence, the power of  evil and the consequences of  

violence.”11  To this I would add the failure of  language to resist the urge to violent action.   

“Where words prevail not, violence prevails”‟ wrote Kyd in his Spanish Tragedy – a 

comment that could easily be said of  Titus.  It is Titus himself  who instigates the cycle 

of  revenge.  The ritual sacrifice of  Alarbus – to whom Shakespeare gives no words at all 

– comes a little over a hundred lines into act one.  Lucius may well request the “proudest 
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prisoner of  the Goths” (1.1.99)12 but it is Titus who decides on the eldest son of  the 

already “distressed” Tamora.  The execution of  Alarbus happens away from the eyes of  

the spectators and the news of  his death is greeted by a mere “let it be so” from Titus.  

Accordingly, Titus suffers a series of  retributive strikes that are a direct result of  this 

action.  It is clear that Shakespeare is suggesting that Rome has descended to a 

monstrous degree of  barbarity, and that Titus is a leader who, like Macbeth, possesses a 

fatal flaw which will lead to his downfall.  The level of  violence here – the body of  the 

Gothic prince thrown onto a woodpile, his limbs chopped off  to feed the fire – is out of  

all proportion to the religious appeasing of  the spirits of  Titus‟s own dead sons.  

Alarbus‟s off-stage murder is indicative of  a premeditated act of  violence, one that is 

considered, thought through and performed.  It receives little on-stage comment, save 

Tamora‟s remark that the act was “irreligious.”  Tellingly, Tamora is rendered speechless 

after this and her voice is only heard again some three hundred lines later in a sustained 

address to Saturninus.  As Tamora‟s revenge is central to the structure of  Titus, we can 

see that the death of  Alarbus fuels the narrative drive of  the play and the increasing 

extremity of  the violent action.  It is some hundred lines later that Titus will kill his 

youngest son Mutius but this death will take place in sight of  the onlooker.  Although 

Jonathan Bate believes that both murders are “suggestively parallel” in that they are both 

“undertaken out of  an obsession with honour as opposed to human kindness,” the 

second murder is different because Titus acts impulsively and, despite mourning the 

deaths of  his many sons in battle, he further depletes their number with little regard for 

the consequences.13  This rash and brutal action confirms that Titus is set on a course of  

suffering, reminiscent of  Lear after dividing up his kingdom.  Mutius is allowed only 

four lines before being finally silenced.14 In light of  the speed of  Mutius‟s murder we 

may well think the act gratuitous, but the speed of  the next on-stage death – Bassianus‟ 

slaying at the hands of  Tamora‟s sons – is unsettling not only for its haste but also for its 

presentation as a shocking injustice.  This effect is exactly what Shakespeare was striving 

for: Thomas Gould believes that “if  the poet can make us understand that injustice 

rules, not justice, we see that not only are we victims ourselves” but it permits us „to 

experience universal compassion, like Lear‟s in the storm on the heath.”15 This injustice 

will extend to Lavinia who will suffer and be made speechless as a result: “Be not 

obdurate, open thy deaf  ears” (2.2.160) she implores of  Tamora, who has already stated 

that she will “not hear her speak” (2.2.137).  Thus, Shakespeare has forewarned the 

audience that, when words are silenced, the results are horrific. 

Lavinia‟s injuries would, in reality, have killed her.  Shakespeare is using Lavinia as a 

theatrical exploration of  the emblematic nature of  suffering and, to extend this, he keeps 

Titus‟s mutilated daughter on stage for a further six scenes; whilst necessarily silent, she 

is a disturbing presence that forces the audience to confront her agony.  As a writer, 
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Shakespeare knew that he could not have Lavinia‟s mutilation occur on-stage – the limits 

of  stagecraft would reduce her suffering to a grotesque parody of  violence that would 

only illicit laughter from the audience.  Far more effective would be to focus on the 

imaginative horror created by the deed: there are limits to Shakespeare‟s resourcefulness, 

and “unavoidable limits to dramatic spectacle.”16 For all the poignancy of  Lavinia‟s 

ordeal, the act of  rape must also remain off-stage – literally ob-skene.  While Albert H. 

Tricomi considers that Shakespeare‟s endeavor is “to reach the utmost verge of  

realizable horror” he also realises that Lavinia‟s violated chastity remained for Titus, the 

worst violation of  all: “That more dear than hands or tongue, her spotless chastity.” 

(5.2.176).17 Pascale Aebischer maintains that “the actor‟s body [here meaning Lavinia] 

represents the absence of  words,” in terms of  the violation itself, and it is left to Marcus 

to use language, however ineffectual, to grapple with the enormity of  the act.18 

How successful this is in the theatre depends on directorial input.  Intriguingly the 

two most memorable productions in recent years dealt with this moment in vastly 

differing ways.  Peter Brook‟s 1955 production cut all of  Marcus‟s lines, while Deborah 

Warner‟s 1988 production restored all the lines.  Brook‟s production, although highly 

successful, was generally considered an adaptation of  the play with some 650 lines cut 

from the text.  Here the violence was depicted in a non-realistic manner – red flowing 

ribbons representing blood – concentrating the action on Lavinia in a stylized manner.19 

Warner, using the full text, used mud to conceal Lavinia‟s stumps, and thus confronted 

fully the horror of  her injuries and the impact it had on characters.  The challenge that 

Shakespeare presents actors (and more latterly, directors) and audience with at this 

crucial moment becomes clearly evident in performance.  One may well ponder the fact 

that Marcus does nothing to stem the flow of  blood.  However Shakespeare is asking us 

to look beyond realism and to see Lavinia not as a mere individual but rather as a 

metaphor for Rome itself; a stylized rendering of  Lavinia‟s wounds (as in Brook‟s 

production), whilst necessarily reducing the reality and therefore pain and suffering of  

Lavinia, also diminishes the perilous state of  Rome itself.  The challenge in staging this 

unwieldy, blood-thirsty drama is not merely to remove those elements that might be 

considered unstageable but to focus on precisely what the juxtaposition of  action with 

words is meant to signify.  Frank Kermode dismisses Marcus‟s speech as an exercise in 

rhetoric believing that as a young playwright, Shakespeare was some way off  from 

presenting dramatic silence on stage; “indeed an increasing interest in silence might be 

thought to mark a general development away from rhetorical explicitness and towards a 

language that does not try to give everything away.”20  While this is clearly true – think of  

the final revelation of  Hermione in The Winters Tale – it does, in this instance, 

underestimate Shakespeare‟s skill at drawing attention to the inaction of  Marcus.  His 

character echoes many of  Shakespeare‟s elderly men: the Archbishop in Henry V, and 
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Agamemnon in Troilus & Cressida who struggle with the notion of  „action.‟  In these 

examples, it is clear that something should be done rather than discussed.  In this, the 

most stark of  examples, Marcus is prepared to let Lavinia/Rome bleed to death.  As 

unfashionable as these „wordy‟ roles may be to us today, I think the inadequacy of  

language is being highlighted; the failure of  rhetoric when confronted by human 

suffering.  As Titus supported Saturninus as Emperor - and in so doing, continued 

Rome‟s descent into even more bloodshed and chaos - Lavinia‟s imploring and now 

Marcus‟ vocal failure ensure that where words prevail not, violence indeed has prevailed.  

Although many have been horrified by the inactivity of  Marcus at this crucial moment, 

the true horror rests with Lavinia.  As she is unable to comment, we look to the words 

of  others to help us understand: Titus‟s magnificent assertion (following Marcus‟s “This 

was thy daughter”) that “Why Marcus, so she is” (3.1.64, my italics), confirms not only 

that the bonds of  familial love remain strong but that it is crucial for Titus that Lavinia is 

not, by her defilement, robbed of  her identity as she will be the spur and catalyst for his 

revenge: “What shall we do?” he implores (3.1.134).  His course of  action is set:  

Let us that have our tongues 

Plot some device of  further misery 

To make us wondered at in time to come.  (3.1.135) 

Stanley Wells‟s concern, that the violence in Titus Andronicus is not integrated into 

the action and language of  the play, is perhaps most clear in the cutting off  of  Titus‟s 

hand.  True, the act is not embedded in the language of  the scene and comes at us with 

terrifying speed – and even though Bertrand Evans considers the amputation as “grossly 

contrived” he still feels that “it serves to rescue the scene from the tedium of  incessant 

lamentation already stretched too far.”21  Surely this lack of  integration, perceived by 

some as a weakness of  the writing, is in fact a far more realistic depiction of  the reality 

of  spontaneous violent action? Victims of  violent crime often comment on the 

swiftness of  the aggressive act, its unexpectedness, and even though the severing of  

Titus‟s hand may well approach “burlesque or parody” its immediacy cannot but stress 

the acute physical suffering of  the victim.  True, Titus makes no comment on any 

physical discomfort but his imagination takes extraordinary flight in his most memorable 

claim, “I am the sea” (3.1.226) – an attempt to escape the reality of  suffering.  The 

arrival of  the heads of  his two sons – again a premeditated concealed act – allows Titus to 

“walk off  the edge of  language” so that laughter (a brilliant preempting of  any similar 

audience response) seems the only option remaining.22  It is a turning point in the 

revenge cycle of  the drama.  Eugene M. Waith believes that because of  the sheer 

malevolence of  his enemies, Titus is, up to this point, a “wholly sympathetic figure.”  

From now onwards his obsession with revenge will turn him into a madman: “his 

heroism is undeniable even though inseparable from horrifying fantasy.”23  The burning 

of  Alarbus took place in a „headless Rome‟ while the battle for succession was still being 
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fought.  The head – Saturninus – is now appointed but this „headless‟ motif  continues 

unabated and is now graphically real.  Public death, as a result, is seen as an illustration 

of  the “hollowness of  monarchical power.”24 Thus the clown‟s hanging, a relatively 

minor event, continues the central theme, begun with the mutilation of  Alarbus, which 

reiterates the hollowness of  Roman authority.  It is against this climate of  disintegration 

that Titus‟s descent is charted.   

Lavinia in her „inarticulate vocality‟ is present as Titus prepares for his bloody 

banquet and to witness the cutting of  the throats of  Chiron and Demetrius.25  The visual 

non-verbal level elements of  the scene exceed the limits of  language.  This is 

demonstrated explicitly in the stage-direction “Enter Titus Andronicus with a knife and 

Lavinia with a basin,” which prepares the spectator, in a manner that Titus‟s words fail to 

do, for the closing of  the revenge cycle.  “What would you say if  I should let you speak” 

(5.2.168) inquires Titus: we sense already that Tamora‟s sons will have no opportunity to 

reply.  As the blood runs from their slit throats, we do feel that, however graphic this 

scene is at some level, Titus‟s revenge is partly justified.  Brian Cox felt that the scene 

played on certain yearnings in the audience, which he considered “legitimate, truthful 

and honest” and that the death of  Tamora‟s sons “delighted” the audience.26  Tellingly, 

Peter Brook‟s production – which did much to restore the play‟s reputation as a serious 

work – had the deaths of  Chiron and Demetrius occur off-stage.  Jonathan Bate rightly 

asserts that “revenge drama can deal as powerfully with emotional trauma as with ethical 

dilemma.”27  There is no dilemma here for Titus; it is the emotional trauma he puts 

himself  through – and not just the act of  killing – that stops Shakespeare‟s play being 

simply an exercise in Grand Guignol. 

Titus‟s preparation for his Thyesten banquet – the blood of  Tamora‟s sons served 

up to her in a pie – far exceeds Marlowe for repulsive spectacle.  In quick succession 

Titus kills his own daughter and stabs Tamora, after which both Titus and Saturninus are 

killed onstage.  There are no dying words; their deaths are swift and silent.  It is in this 

final frenzy of  blood-letting that Shakespeare confronts us with a “mixture of  grand 

horror and low farce combining barbarism and pathos.”28  Violence, then, is the key tool 

for Shakespeare‟s examination of  the central themes of  Titus Andronicus: it exposes Titus‟ 

role as an avenger, later fully explored in Hamlet, and that of  the tragic hero, most fully 

realized in King Lear.  Shocked as we are by the extremity of  violent action in Titus, it is 

the humanity of  suffering and grief  – and not aggression and anger – that are the play‟s 

twin pillars of  construction.  Hieronimo, Kyd‟s creation in The Spanish Tragedy, maddened 

by his grief, bites out his tongue unable to express his anguish in words.  Titus himself  

asks “Or shall we bite our tongues and in dumb shows / Pass the remainder of  our 

hateful days?” (3.1.132-33) As long as we experience wars, acts of  brutality, revenge 

killings, genocide and destruction, our frustration at the inadequacy of  our own words 
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when confronted with such horror, ensures that Shakespeare remains, in terms of  his 

tragic vision, very much our contemporary. 
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1 Foakes, R.A.  Shakespeare and Violence.  Cambridge: Cambridge University Press, 2003. 15. 
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off-stage, focusing attention on Frances de le Tour‟s Regan.  David Sumner, playing Cornwall, remarked 
to me in private conversation how audience members regularly complained of  „feeling cheated‟ by this 
directorial decision. 
3 Eugene M. Waith‟s excellent chapter on „Authorship‟ in The Oxford Shakespeare: Titus Andronicus 
(Oxford: Oxford University Press, 1984. 11-20) highlights the current debate on the co-authorship of  
the play with George Peele, although Waith himself  feels the play is entirely Shakespeare‟s. 
4 Cox, Brian.  “Titus Andronicus.” Players of  Shakespeare 3: Further essays in Shakespearian Performance by 
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5 Sher, Antony, and Gregory Doran.  Woza Shakespeare: Titus Andronicus in South Africa.  London: 
Methuen, 1996. 25. 
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THE ETHNIC SHADOW: JUNG, DREAMS AND  

THE COLONIAL OTHER 
 

JO COLLINS 
 

When a man is in the wilderness, the darkness brings the dreams […] that guide him.  It has 

always been so.  I have not been led by any kind of wisdom; I have been led by dreams, like 

any primitive.  (Jung, qtd. in Dalal 272)1 

 

In the dream, the psyche speaks in images, and gives expression to instincts, which derive 

from the most primitive levels of nature. (Jung, qtd. in Storr 188) 

 

For Jung, dreams are inexorably connected to the „primitive.‟2  Dreams correctly 

interpreted provided access to „primitive‟ levels of the psyche.3  Dreams, in Jung‟s 

thinking, also constituted the surroundings and worldview of the so called „primitive‟ 

peoples he encountered in Africa.4  In seeing Africa as primitive, and Africans as 

backward “„simple‟ souls” without consciousness (Jung “Memories” 293), Jung 

represents Africa as dream-world, and affirms the civilised and rational status of the 

Westerner.  Thus Jung‟s interpretation of his experiences in Tunisia and Algeria in 1920, 

and Kenya and Uganda in 1926 – expeditions that Jung believed would allow him to 

consolidate his hypotheses – were all fundamentally conditioned by his own 

psychological theories.  By venturing into realms in which he believed he could explore 

the „otherness‟ of dreaming, Jung repeatedly encounters the alterity of colonial Africa: 

the „ethnic shadow‟ which returns in his own dreams.5 

 

Freud, Jung and Dreams 

Dreams were central to the development of Jungian Analytical Psychology.  Once a 

close associate of Freud, Jung was ejected from the psychoanalytic movement in 1913 

for his interest in the occult, and for having developed a conception of the libido which 

challenged Freud‟s sexually-based notion.6  After his expulsion, Jung found himself in a 

“state of disorientation” (Jung “Memories” 194).  In order to re-orientate himself and to 

develop new theories to fill the gap left by Freudian thinking, Jung travelled into the 

realm of dreams.  Between 1913 and 1918 Jung was preoccupied with an incessant 

stream of fantasies and dreams (201).  This period, which represented a kind of mental 

breakdown, also allowed him to develop the theories which would replace the core of 

the Freudian doctrine in his thinking.   

Jung disagreed with Freud‟s view that dreams communicated wishes that the 

unconscious desired to fulfil (Jung “Dream Psychology” 40).  Rather, he saw dreams as a 

way in which consciousness could be reconciled with the unconscious to achieve what 
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he called „individuation,‟ or psychical wholeness (Jung “On the Nature of Dreams” 77-

8).  For Jung the disparate aspects of the self could be constructively unified by learning 

to read the symbolic text of the dream and act upon its message.  It was through his 

dream explorations that he came to theorise the collective unconscious.  For him, the 

collective unconscious signified something deeper and more archaic than the individual 

unconscious.  It was a storehouse of atavistic memories, primordial images and 

mythologies which united all human beings, but which the European, in his advanced 

state of civilisation, had substantially forgotten. The notion of the collective unconscious 

also derived from Jung‟s theory of „the shadow,‟ the hidden unconscious personality, 

situated in the (collective) unconscious and suppressed by the conscious.  These ideas 

motivated Jung to travel to colonial locales to test his theories.  By seeing these colonial 

environments as primitive, Jung hoped to encounter (in them) the living remnants of 

these unconscious mythologies which the European had forgotten. His journeys would 

provide him with material to better understand the European psyche, whilst indirectly 

affirming the advanced cultural sophistication of the European. 

It was precisely this confidence that Africa would yield the „immemorially known‟ 

(Jung “Memories” 283) which proved problematic for Jung.  The notion that Africa 

would reveal the unconscious and primitive in the European psyche threatened the 

binary opposition of Africa/primitive/unconscious and Europe/civilised/conscious 

upon which Jung premised his schema.  These dualisms were threatened because in 

colonial otherworlds the dream appeared to be played out in the external world for the 

Westerner, and European conceptions of reality began to dissolve. In Kenya, for 

example, Jung found himself wondering “whether I had been transported from reality 

into a dream, or from a dream to reality” (286).  Jung discovered that his paradigms of 

interpretation proved insufficient to render the dream environment in a straightforward 

way.  This is suggested in that, being unconscious, dreams may be seen as something 

which will not be rendered in a coherent form.  Indeed, Jung himself suggests: “the 

recollected dream is . . . extremely unstable . . . ideas in dreams . . . are linked together in 

a sequence which . . . is quite foreign to our „reality thinking‟” (Jung „Dream Psychology‟ 

26).  These difficulties of interpretation were compounded for Jung by his decision to 

investigate dreams within foreign terrains which he saw as „dream-worlds.‟  Jung‟s dual 

task of deciphering dreams, whilst interpreting „Africa‟ resulted in tautology, as for him 

„Africa‟ was always already a „dream.‟7  

 

Jung’s Journey in North Africa 

Algeria and Tunisia were the first colonial testing grounds for Jung‟s theory that 

indigenous dreams would reveal the contents of the collective unconscious.  In order to 

competently investigate the terrain of dreams, Jung believed it was necessary that the 
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dream specialist had contact with „primitives.‟  In “On the Nature of Dreams” (1945), he 

wrote: “I consider it impossible for anyone without knowledge of mythology and 

folklore and without some understanding of the psychology of primitives [to diagnose 

dreams correctly]” (78). 

Jung‟s journey to North Africa had important ramifications for the consolidation of 

his theories on dreams.  In North Africa, Jung felt that he would find in the „primitive 

culture‟ access to the mythology and unconscious contents which had become 

inaccessible to the civilised European.  As he wrote in his autobiography (first published 

1961): “In travelling to Africa [I wanted] to find a psychic observation post outside the 

sphere of the European” (Jung “Memories” 273).  In Algeria and Tunisia, Jung hoped 

“to see the European from outside, his image reflected back at him by an altogether 

foreign milieu” (266).  Not only was his trip to provide him with material for dream 

interpretation – it would also reconfirm the superiority of the European.  In North 

Africa Jung experienced the sensation of “being cast back many centuries to an infinitely 

more naïve world,” where the inhabitants of North Africa were living in what he termed 

“a state of twilight consciousness” (267).  Believing himself to be “caught up in this 

dream of a static, age-old existence,” Jung bemoaned the irrelevance of his pocket watch, 

a symbol of what he called the “European‟s accelerated tempo” (268). The African locale 

becomes timeless.  Jung relates that: “the deeper we penetrated into the Sahara, the more 

time slowed down for me; it even threatened to move backwards.  The shimmering heat 

waves rising up contributed a good deal to my dreamy state, and . . . it seemed to me that 

everything here was exactly the way . . . it had always been” (268-9).  While this 

regression is tinged with regret for what has been lost to the European, it is also framed 

by Jung‟s insistence that North Africa is nonetheless a “naïve world of adolescents” 

inhabited by those who lack “aware[ness] of their own existence” (267). 

In his autobiography, Jung outlines his interpretation of the dream world of North 

Africa through a dream.  For Jung, his experiences could only be understood by a 

descent into the unconscious.  He wrote: “[I was] living on two planes simultaneously, 

one conscious, which attempted to understand and could not, and one unconscious, 

which wanted to express something and could not formulate it any better than a dream” 

(270).  Consequently Jung experienced a dream on the night before his departure from 

Africa in which he fought a “dusky-complexioned” Arab “self.”  In the dream the Arab 

“self” attempts to make Jung unconscious by submerging his head under water, but Jung 

triumphs and forces the other to (become „civilised‟ and) read a book which Jung feels 

he has written (270-1).  His interpretation of the dream saw the Arab self as a shadow, an 

excavation of a “part of my personality which had become invisible under the influence 

and the pressure of being European” (273).  The dream Jung presents shows a triumph 

of the civilised self in a scenario which also represents a successful process of 
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colonisation. However, Jung theorised that his dream revealed “the danger that my 

European consciousness would be overwhelmed by an unexpectedly violent assault of 

the unconscious psyche” (273).  But the triumph of the unconscious self is never a 

possibility in the dream, and the victory of the European consciousness never seems in 

doubt in Jung‟s presentation.  Strangely, Jung‟s account of the dream ignores its colonial 

resonances.  The dream narrates colonial desire, with Jung assuming an unquestioned 

role as coloniser, invading and mastering an Arab citadel and subjugating the Arab 

inhabitant (271).  Jung‟s interpretation of the dream as an encounter with his menacing 

Arab self who subsequently becomes colonised undermines his contention that his 1920 

trip to Africa was in order to “find a psychic observation post outside the sphere of the 

European” (273).  The outpost Jung establishes in Africa ultimately reinforces the 

European colonial outlook, as he concludes “I could not help feeling superior, as I was 

reminded at every step of my European nature” (273).  It is interesting that while Jung‟s 

dream is unconscious, he is able to produce a cohesive narrative which reinforces his 

own conceptual suppositions.  Dreams are precisely that which subvert narrative, and it 

seems that the version which Jung presents has been constructed and censored by 

consciousness.8 

Jung‟s interpretation is determined by what he saw as the terrifying possibility of 

„psychical infection‟ (270), where, by proximity, the psychology of the primitive would 

invade and overwhelm the consciousness of the European.  He suggested that “the 

emotional nature of these unreflective people who are so much closer to life than we are 

exerts a strong suggestive influence upon those historical layers in ourselves which we 

have overcome and left behind” (272).  But this seeming nostalgia for an abandoned way 

of life is dangerous as it represents the „spiritual peril‟ of “going black under the skin” 

which threatens the uprooted European in Africa (274).  For the European, Jung 

suggests: “alien and wholly different Arab surroundings awaken an archetypal memory 

of an only too well known prehistoric past which apparently we have entirely forgotten.”  

However, “to relive [this past] naïvely, . . . would constitute a relapse into barbarism” 

(274).  For Jung, the dream seems to originate in, and be interpreted through, his 

concern that the externalised unconscious dreamlike world of North Africa would 

overwhelm the conscious psyche of the European, and turn him “black under the skin.”  

This conclusion effectively undermines the efficacy of Jung‟s schematic bifurcation of 

primitive and civilised, conscious and unconscious.  The basis of the psychic integrity of 

the European is threatened with a resurgence of the unconscious.  Here, otherness is no 

longer a feature of the Arab, but European: the civilised psyche inseparable from its 

shadow. 
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Jung’s Expedition in Kenya and Uganda 

Five years after his trip to North Africa, Jung was inspired by the 1925 British Empire 

exhibition in Wembley to undertake a trip to Kenya and Uganda (Jung “Memories” 282).  

This elaborate exhibit, which was visited by over twenty-seven million people, according 

to Blake Burleson was “designed to show the cultures, craftsmanship, agriculture, trade 

and technologies of all people of the British dominions and colonies.”  Dominion was 

signified by the exhibits and in the size of the display which “covered 216 acres and 

fifteen miles of roadways” (Burleson 21).  Thus, in part, Jung‟s perceptions of Kenya 

and Uganda were formulated through a spectacle of imperial power.  Timothy Mitchell 

suggests that imperial exhibitions played an important role in organising the ideological 

and perceptual outlooks of those who visited the colonies.  Colonial Europeans, he 

suggests: “[w]ould look for a reality which invariably they had already seen in an 

exhibition” (Mitchell 28).  In this way the colonies represented dream or fantasy spaces 

before they were even encountered.  However, in Jung‟s case such fantasies proved 

inadequate: Jung‟s preconceptions of „Africa‟ failed to decipher the terrain and its 

peoples, and this insufficiency eventually led to disturbing experiences.  Indeed, it is 

possible to contend that such experiences were in some sense inevitable, as while Jung 

seeks to understand Africa and Africans, both must always ultimately remain „other.‟  

Jung‟s theories face a logical problem, as the „otherness‟ of Africa needs to be broached 

without losing its alterity.   

These conceptual difficulties were played out in Jung‟s trip to Kenya, to investigate 

the dreams of the Elgonyi tribe.  The East African Standard of 19 November 1925 

reported on his project.  It stated: 

A party of scientists have come to Kenya to strengthen new theories on psychology. . . . 

Native dreams and beliefs will be examined in relation to similar knowledge accumulated in 

Europe. . . . The primitive man in the European has been found to become active when the 

individual is asleep – when the discipline and control imposed by the facts and influence of 

civilisation has been temporarily withdrawn. . . . Man has come from primitive man and 

there are survivals, dormant strata in the subconscious human mind, of the beginnings of 

the human race.  The . . . scientists hope to win the confidence of the natives and get 

behind their mind.  It is hoped that when the natives find out that the white men are in 

sympathy with their customs and ceremonials, the natives will gradually produce the 

material for which the scientists are searching.  The weak point in the scheme is the reliance 

which has to be placed on native interpreters.  (Burleson 143-4) 

Here the implication is that even if Western man encountered remnants of his primitive 

self in his dreams (the shadow self), a tremendous gap still existed between him and the 

primitive man of Kenya.  The Westerners were advanced scientifically and intellectually, 

unlike the Elgonyi, who were believed to be unconscious all of the time, not just in 

dreams.  Jung believed that “what goes on in these simple souls is not conscious” (Jung 

“Memories” 293); a contention problematic not least, as Dalal argues, because “Jung is 
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using the modern African as evidence for his theory on the prehistoric human” (269).  

This divide between the civilised and primitive is emphasised in the article as a linguistic 

gulf between the European investigators and the „primitive‟ Africans, a translational 

chasm which was to be blamed in advance in case the anticipated results were not 

obtained.  Indeed, Jung extracted virtually no information from the tribespeople he 

interviewed.  He recalls regretfully:  

I was naturally interested in the natives‟ dreams, but at first could not get them to tell me 

any.  I offered small rewards . . . [b]ut nothing helped.  I could never completely explain 

their shyness about telling dreams.  I suspect the reason was fear and distrust . . . [a] fear 

that harm may come to them from anyone who has knowledge of their dreams.  (Jung 

“Memories” 294) 

What Jung neglects to outline in his explanation of the Elgonyi‟s reluctance to divulge 

their dreams was the colonial context within which the survey was enacted.  Burleson 

suggests that: “to the disenfranchised Elgonyi, Jung . . . looked like a colonial 

representative” (143).  The Elgonyi distrusted Jung and his investigations were 

unsuccessful; he would only hear one native dream throughout his entire stay on Elgon 

(Burleson 142). 

The Elgonyi landscape was far removed from the constraints of European society, 

and Jung recorded in his autobiography: “there were no telegrams, no telephone calls, no 

letters, no visitors” (Jung “Memories” 293).  Instead, for Jung the backdrop reflected the 

unconscious.  At night he witnessed what he called “the psychic primal night which is 

the same to-day as it has been for countless millions of years” (299).  During the day, he 

described a magical ecosystem which “creates a strange atmosphere in which incredible 

things happen, where animals behave in most suggestive and insinuating ways” (Jung 

qtd. Burleson 135).  However, the African bush, as well as being a dream world, was also 

a nightmare for Jung.  On 12 December 1928, in a lecture on dreams, Jung described a 

scene which he subsequently omitted from his autobiography.  He said: 

There is a sort of fear, a panic which is typical of the collective unconscious . . . which 

seizes you when you are alone in the bush.  It is that peculiar feeling of going astray in the 

bush – the most terrible thing you can imagine, people go mad in no time – or you may 

develop the symptom of feeling yourself looked at on all sides, of eyes everywhere looking 

at you, eyes that you do not see . . . Once, in the bush in Africa, I kept turning around in a 

small circle for half an hour so that my back would not be turned to the eyes which I felt 

were watching me. . . . [Y]ou are forced in upon yourself and are bound to become aware 

of your background. (“Lecture VI” 75) 

Here the collective unconscious is externalised as a shadowy, accusing and threatening 

presence in the bush which envelops Jung.  The unconscious contents which are 

normally enclosed within dreams have spilled out into Jung‟s reality, the dream or the 

unconscious has become real.  The unconsciousness of Africa undermined the integrity 

of the civilised European consciousness, and Jung becomes paranoid and incapacitated.  
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As the conventional distinction of dreams and reality dissolves, Jung is unable to narrate 

a coherent reality. 

It was only, again, through a dream, that Jung was able to put his Kenyan 

experiences into perspective.  Jung dreamt about an African American barber whom he 

had encountered in 1909 during his trip to America.  His dream visualised this „shadow‟ 

figure “holding a tremendous, red-hot curling iron to my head, intending to make my 

hair kinky – that is, to give me Negro hair.  I could already feel the painful heat, and 

awoke with a sense of terror.”  Jung records that this dream was “a warning from the 

unconscious; it was saying that the primitive was a danger to me.  At that time I was 

obviously all too close to „going back‟ [to a primitive existence]” (Jung “Memories” 

302).9  Yet again, Jung‟s schema of Africa as primitive is both the origin and the 

interpretation of his dream.  If Africa is primitive and unconscious then the superiority 

of the conscious civility of the European threatens to dissolve in a location which is 

both alluring and terrifying in its otherness.  The dreamworld of Africa became a 

nightmare, as European identity wavers. 

 

Jung and the Ethnic Shadow 

Jung‟s autobiography suggests that key dreams functioned as interpretative devices to 

enable him to decipher his African experiences, specifically through his readings of 

„shadow‟ figures.  However, his elucidations operate within a narrow remit: the 

explanations of his dreams invariably reaffirm a binary opposition between Europeans 

and Africans and the need for consciousness to protect against the „shadow‟ of the 

collective unconscious (represented by the African American barber and Arab).  It is 

these „shadow‟ figures which reveal the instability in Jung‟s interpretative schema.  In his 

„Arab‟ dream Jung hypothesises: 

The Arab‟s dusky complexion marks him as a “shadow,” but not a personal shadow, rather 

an ethnic one, associated not with my persona but with the totality of my personality, that 

is, with the self.  As master of the casbah, he must be regarded as a kind of shadow of the 

self.  The predominantly rationalistic European finds much that is human alien to him, and 

he prides himself on this without realising that this rationality is won at the expense of his 

vitality, and that the primitive part of his personality is consequently condemned to a more 

or less underground existence.  (273) 

The ethnic difference of the Arab for Jung symbolises unity, marks the inextricability of 

otherness from the self, and reveals how the civilised persona of the European self can 

never obscure the „primitive part‟ of the psyche.  This passage exemplifies a persistent 

logical problem in Jung‟s thinking, as European difference and „superiority‟ become 

untenable (even as Jung subsequently goes on to delineate his difference from the 

Arab/African).  Jung‟s model of the psyche suggests the suppression of primitive 

instincts by (civilised) conscious rationality.  However, this represses the need for the 
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psyche to be first generated by a slippage between these two constituents, a point of 

cleavage which cannot be mapped.  How can a civilised identity be posited if it only 

comes into being from a timeless and „primitive‟ unconscious which allows for no form 

of self conception?  The event of the spilt must pre-exist itself in order to bring itself 

into being – a theoretical paradox which demonstrates the unsustainability of Jung‟s 

theoretical bifurcation of primitive and civilised. 

 Jung‟s desire to prove his theories by using Africa as a testing ground exposes 

further theoretical difficulties.  By seeing African locations as dreamworlds from which 

interpretations about the collective unconscious and European psychology could be 

adduced, Jung created a tautology in his own schema.  By polarising civilised/primitive, 

and conscious/unconscious, and aligning the two sets of terms, the existence of the 

European within an African dream world could only again collapse these terms back into 

each other.  The realisation of the spaces of Tunisia, Algeria and Kenya as „dream‟ other 

worlds threatened the rational structures by which the European constructed social and 

psychic identities.  In Jung‟s scheme, for the European, the apparent externalisation of 

the „dream‟ conversely meant that reality could never be certain, and the unconscious 

outside could overwhelm what Jung had posited as the rational European psyche.  Africa 

might be a dream world, but for Jung it had real and detrimental effects on Europeans 

who remained there too long.  He cautioned in “Mind and Earth” (1927): “[e]ven today 

the European, however highly developed cannot live in impunity among the Negroes in 

Africa; their psychology gets into him unnoticed and unconsciously he becomes a 

Negro” (121).   

Ultimately this Jungian dream perspective became problematic, as Jung depended 

on his dreams to help him decipher his experiences.  If dreams could make sense of the 

colonies for Jung it was only ever as a medium of the unconscious which had been 

censored by the conscious.  Jung‟s „ethnic shadow‟ encapsulates this problem.  If the 

ethnic shadow represents for Jung the collective unconscious (shared by all people), it 

also represents the „primitive,‟ realised in the form of an „ethnic‟ other who must be 

suppressed.  In his dream interpretations Jung‟s universalising impulse runs up against 

and is subverted by the specificities of the colonial context.  Jung‟s dream narratives of 

the ethnic shadows and of Africa serve to reconfirm his schematic expectations of what 

Africa „was.‟  As such the dream was less the Africa he encountered than his own 

theoretical attempts to render it.   
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Notes 

 
1 See Dalal (1998) for a discussion of this quote and its implications. 
2 Jung‟s sense of the primitive is that which is archaic, but also unambiguously non-European.  Indeed, 
as Dalal argues, Jung‟s theories conflate the two, seeing Africans as archaic (269). 
3 This is Jung‟s alternative to Freud‟s hypothesis that dream interpretation can reveal unconscious 
wishes (see Freud [1999]). 
4 This might also be argued of Jung‟s views on India (which he visited in 1938). As with Africans, Jung 
believed that Indians lived on another, „dreamlike‟ plane of consciousness.  He wrote of the Indian: 
“the world for him is a mere show or façade, and his reality comes close to being what we would call a 
dream” (Jung qtd. in Clarke 167). However, Jung differentiated the tenor of his experience from that of 
Africa, seeing India as more „civilised.‟ Unfortunately, there is insufficient space to develop these 
considerations further here.  
5 In this article I mean to stretch the designation „shadow‟ beyond the Jungian sense of a suppressed 
personality in the unconscious to link metaphorically with the ethnic and „unconscious‟/primitive 
alterity Jung finds in Africa. 
6 While Freud characterised the libido as purely „sexual,‟ Jung‟s use of term, according to Storr “is as a 
synonym for psychic energy in general” (54).  For a discussion of the break between Freud and Jung 
see Collins (2008). 
7 Furthermore, both terms were seemingly antithetical to „reality.‟ 
8 Nevertheless, the operations of conscious censorship are carried out in relation to the unconscious. 
9 For an alternative reading see Vannoy Adams (1996) 74-84. 
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1 Introduction 

This paper uses corpus methods to carry out a systemic functional analysis of Mary 

Prince‟s The History of Mary Prince, A West Indian Slave (1831). I have two main research 

objectives. The first objective is to propose a method of linguistic analysis, which can be 

used to critically examine the voice of the female subaltern subject. The second objective 

relates more generally to the role of corpus linguistics in the field of literary discourse. 

Using the narrative of Prince as a case study, this paper illustrates how computational 

methods of analysis might contribute to the study of literature and stylistics. The word 

„contribute‟ is important here as I am not proposing an overturn of current methods of 

literary research; rather I view corpus linguistics as a field of empirical inquiry which can 

complement existing techniques of analysis. Taking know as an example, it is suggested 

that the use of verbs in The History of Mary Prince can not only reveal something about 

how Prince construed events and perceived the world, but can also reveal something 

about the social and ideological systems which, through discourse, helped to construct 

those experiences. Section 2 begins by defining what is meant (specifically in 

postcolonial studies) by the term subaltern, and discusses some of the methodological 

problems there are in attempting to recover the history of the female subaltern subject. 

Section 3 outlines the linguistic approach I use to examine the voice of the subaltern, 

and Section 4 discusses the findings of my study. In this paper I only focus on the use of 

verbs in the narrative of Prince; however, I would argue that this initial investigation 

shows the benefits of using corpus methods of analysis. 

             

2 Gramsci, Hegemony and the Subaltern Subject  

The work of Antonio Gramsci (1891-1937) has been employed by postcolonial 

historians and literary critics to analyse colonialism.  Gramsci‟s concept of hegemony, a 

term used to describe the way in which the dominant classes gain and maintain power 

over the subordinated, or subaltern, classes through a combination of coercion and 

consent, has been applied in theories of colonial discourses to explore the role language 

plays in “getting colonised people to accept their lower ranking in the colonial order of 

things” (McLeod 18).   
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Ransome explains how for Gramsci, in order for a particular social group to gain 

(and maintain) power, they must establish “a form of social and political „control‟ which 

combines physical force or coercion with intellectual, moral and cultural persuasion or 

consent” (Ransome 135). In Gramsci‟s work, coercive social control typically operates 

through the State; that is, the legal and political constitutions which enforce discipline 

within a society. Consensual social control derives from those institutions and practices 

associated with civil society, for example the Church, education, and political parties – 

provided those parties are not attached to the government. Although it should be 

stressed that „State‟ and „civil society‟ do not always operate exclusively, and coercive and 

consensual forms of social control can be found in both spheres, the term hegemony is 

essentially used to refer to the intellectual, moral and cultural unity, or shared ideological 

world-view, which any group must establish if it is to gain (and maintain) power. The 

subaltern classes are those individuals or groups that are subjugated by hegemony, 

subordinated by the dominant world-view, and excluded from having any meaningful 

position from which to speak. 

The term „subaltern‟ was used by Gramsci to refer specifically to workers. In 

postcolonial studies the term has been used to refer to those individuals or groups 

dominated or oppressed by a more powerful „other,‟ within a colonised society. That 

said, it is generally recognised by postcolonial critics that the relationship between the 

powerful and the powerless is not always a straightforward dichotomy (Greenstein 231) 

and within a colonised peoples there will be “several different discourses of power and 

of resistance” (Loomba 239). Indeed, subaltern studies scholar O‟Hanlon argues that 

one of the problems with orthodox historiographies is that they do not allow the 

experiences and oppositional consciousness of the individual to be heard: “In trying to 

write a history from below [that is from the perspective of the subaltern subject], the 

subaltern historian repeatedly constructs an essential . . . identity, not fractured by 

difference of gender, class or location” (O‟Hanlon qtd. in Loomba 241). In O‟Hanlon‟s 

view, therefore, the subaltern should be analysed as an autonomous subject (ibid.); 

however, what exactly should the postcolonial historian, or literary critic, examine?   

For J. W. Scott, the experiences of the subaltern can provide “evidence for a world 

of alternative values and practices whose existence gives the lie to hegemonic 

constructions of social worlds” (24). Experience can reveal an alternative history – a 

different perspective; however, J. W. Scott argues that rather than simply being 

“evidence for the fact of difference” (ibid.), experience should be explored in terms of 

how that difference was established in the first place. One of the main ways in which 

subjects are constituted as different is through language (J. W. Scott gives the example of 

categories of representation such as man/woman, black/white [25]). As such, one way 

of exploring the experiences of the subaltern would be to try to understand “the 
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operations of the complex changing and discursive processes by which identities are 

ascribed, resisted, or embraced” (J. W. Scott 33) and through which subjects are 

positioned and experience is produced. To put it simply, language can not only reveal 

something about how the subaltern construed his/her experiences, but it can also reveal 

something about the ideological and social systems which (through discourse) 

constructed those experiences to begin with. What J. W. Scott does not appear to set 

out, however, is a critical method of analysis which would allow for the language of the 

subaltern to be analysed in the way that she is proposing. Here I would like to suggest 

drawing on the systemic functional approach (see Halliday and Matthiessens‟ An 

Introduction to Functional Grammar). 

       

3 Systemic Functional Grammar 

Systemic functional grammar views language as being made up of a network of systems. 

In a very general sense we can say that a network of systems represents a network of 

choices and that each choice represents the “underlying potential of language” (Halliday 

and Matthiessen 26) – “what could go instead of what” (Halliday and Matthiessen 22). So, 

for example, a clause can be either declarative or interrogative.  If it is interrogative the 

Finite can come before the Subject (as with closed yes/no questions: have you been out?), 

or the Finite can come after the „Wh‟ question word (as with open ended questions: where 

have you been?). Two points should be made here. First, it is not being suggested that a 

speaker makes conscious choices; rather, these are “analytic steps in the grammar‟s 

construal of meaning” (Halliday and Matthiessen 24). Second, in any situation only some 

of those choices will be available as the speaker is constrained by two aspects of 

language: 1) what the language makes them do (for example, in English, certain verbs 

(such as raining) are restricted in their use of subject pronoun); and 2) register (in certain 

contexts the speaker will be required to adopt a specific use of language).  

Meaning is found in the selections that are made at each point in the network of 

systems, and these selections (or systemic choices) are, in turn, realised through the 

lexicogrammar. Halliday suggests that the way in which a person construes their world 

experiences, therefore, will be both organised by and reflected in the grammar (170). For 

Halliday, experience can be described as consisting of “ . . . a flow of events, or „goings-

on‟” (ibid.) which the grammar of a clause organises into participants (the things or 

people that are involved in the event); processes (the verbal group which tells us about 

the event); and circumstances (the adverbial or prepositional group which provides more 

detail about when and where the event took place) (Halliday and Matthiessen 86-88). 

The grammar of a text, therefore, not only will reveal something about how the 

individual construes events and interprets reality, but will also uncover something about 



34                 THE HISTORY OF THE SUBALTERN 

the discursive processes which position subjects and construct experiences (J. W. Scott 

25). (See Fairclough [2001] for a more detailed discussion on critical discourse analysis).  

Before continuing, I would like to add a brief note about the benefits of using 

computer assisted methods for literary analysis. In attempting to restore histories from 

the perspective of the subaltern, J. W. Scott (34) calls for a critical method of analysis 

with which to examine and explain the language used to talk about experience. Systemic 

functional grammar certainly provides the critical tools which would enable this type of 

analysis; however, as with any linguistic or literary investigation, the analyst must first 

select which features of the text to study. It is this element of subjectivity that is 

problematic for J. W. Scott as the experiences, beliefs, and world-view of the analyst will 

influence the way in which a text is studied. I am not proposing that it is possible to 

completely remove the subjectivity that J. W. Scott is concerned with; however, in using 

corpus methods to study the language of the subaltern it is the data (rather than the 

analyst) that leads the investigation. I did not approach The History of Mary Prince with a 

preconceived set of hypotheses; instead the data alerted me to a numerical discrepancy 

which directed the rest of my study.  

 

4 Methods and Findings 

In this paper I am interested in exploring the voice of the female subaltern subject. To 

do this I will be comparing two sets of data: the narrative of Mary Prince – a female 

slave from the West Indies, and the narrative of Ashton Warner – a male slave also from 

the West Indies (both narratives were first published in 1831). Comparing Prince‟s text 

against that of a male counterpart will enable me to ascertain the more salient features of 

Prince‟s narrative.1 Using Wordsmith 4 (M. Scott 2007), a set of corpus analysis tools, I 

began my investigation by running a search to find the most frequent verbs in both 

corpora. As discussed in Section 3, in systemic functional grammar the verb of a clause 

can reveal something about the type of events taking place, and as such provides a good 

starting point.    

                      Prince Corpus                    Warner Corpus 

Verb

Raw 

Frequency

Normalised 

per 1000 Type of process* Verb

Raw 

Frequency

Normalised 

per 1000 Type of process*

go 34 2.3 Material get 15 1.6 Material

get 19 1.3 Material take 13 1.4 Material

come 19 1.3 Material make 13 1.4 Material

think 18 1.2 Mental: cognition work 12 1.3 Material

say 19 1.3 Verbal go 11 1.2 Material

know 19 1.3 Mental: cognition give 10 1.1 Material

take 16 1.1 Material see 8 0.9 Mental: perception

give 15 1 Material bring 7 0.8 Material

see 11 0.7 Mental: perception put 6 0.6 Material

keep 11 0.7 Material say 6 0.6 Verbal  
Fig. 1: Ten most frequent verbs (base form only) in both corpora 
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* The categorisation of process type is taken from Halliday and Matthiessen (2004) 

 

From the above tables it appears that verbs relating to cognition are more important in 

the Prince narrative than in the Warner narrative. Of the ten most frequent verbs three 

realise mental processes in the Prince narrative compared with one in the Warner 

narrative. The fourth most frequent verb in the Prince corpus realises a mental process – 

think, whereas we have to go down to the seventh most frequent verb in the Warner 

corpus to find a mental process – see. These initial results are, in themselves, quite 

revealing as they suggest a certain amount of cognitive awareness, reflection and 

introspection on the part of Prince.2  

Having carried out this preliminary investigation I realised that my search had only 

produced the base form of the verbs. It was therefore necessary to carry out a new 

search, but this time using the lemma (so that all forms of the verb could be identified: 

take, takes, taken, took, taking, for example). The results were as follows:3 

 

                      Prince Corpus                    Warner Corpus 

Verb

Raw 

Frequency

Normalised 

per 1000 Type of process* Verb

Raw 

Frequency

Normalised 

per 1000 Type of process*

GO 106 7.18 Material SAY 51 5.54 Verbal

COME 70 4.74 Material GO 47 5.11 Material

SAY 70 4.74 Verbal TAKE 37 4.02 Material

GET 50 3.39 Material GET 29 3.15 Material

GIVE 50 3.39 Material MAKE 28 3.04 Material

TAKE 45 3.05 Material TELL 28 3.04 Verbal

THINK 41 2.78 Mental: Cognition COME 24 2.61 Material

SEE 39 2.64 Mental: Perception KNOW 24 2.61 Mental: Cognition

TELL 36 2.44 Verbal SEE 24 2.61 Mental: Perception

KNOW 34 2.3 Mental: Cognition GIVE 23 2.5 Material  
Fig. 2: Ten most frequent verbs (all forms) in both corpora 

* The categorisation of process type is taken from Halliday and Matthiessen (2004) 

 

What was interesting about this second search was that several of the verbs which 

appeared to have a high frequency in their base form in the Prince corpus (when 

compared with the Warner corpus), did not show the same high frequency when a 

search of the lemma was carried out. KNOW, for example, although used more 

frequently by Prince in its base form, has roughly the same overall frequency in both 

corpora. This is perhaps more clearly highlighted by the following table:  

 

KNOW

Raw 

Frequency

Normalised 

per 1000

Raw 

Frequency

Normalised 

per 1000

Difference 

in %

Base Form 19 1.3 4 0.4 225

All Forms 34 2.3 24 2.6 13

Prince Warner

 
Fig. 3: Frequency of KNOW in both corpora 
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There is only a 13% difference in the frequency with which both Prince and Warner use 

KNOW (in all of its forms); however there is a 225% difference in the number of times 

that KNOW is used in its base form. In total Prince uses the base form 19 times 

compared with Warner who only uses it four times. 

These findings raised the question of why some verbs are used more frequently in 

their base form by one writer, and not by the other. I decided to investigate further those 

verbs which are marked in terms of similarity and difference (i.e. those which have a 

similar overall frequency in both corpora (a difference of less than 50%), but which have 

significantly different counts in their base form (a difference of more than 200%). 

KNOW and KEEP both met these criteria in the Prince corpus. In what follows I will 

focus on KNOW in more detail.     

 

3.1 KNOW 

I began by searching for all occurrences of KNOW in both corpora. Instances of 

KNOW being used to mean acquaintance (as in, I once knew an old slave) were discounted 

and I focused on instances of KNOW meaning knowledge of something. The results 

have been summarised in the following table:   

 

Prince (34) Warner (24)

Negative structures

14                                       

(10 of which refer to 

Prince herself not 

knowing)

6                                           

(3 of which refer to 

Warner himself not 

knowing)

Positive structures

11                                         

(6 of which refer to 

Prince herself 

knowing)

14                                          

(8 of which refer to 

Warner himself 

knowing)

Causative structures

4                                        

(in 2 of these 

instances it is Prince 

who is made or 

caused  to know)

1                                         

(in this instance it is 

Warner who causes  the 

people of England to 

know)  
Fig. 4: Summary of the uses of KNOW in both corpora 

 

In the Prince corpus approximately half of all instances of KNOW are used in 

negative statements (14 out of 34 occurrences);  in contrast only a quarter of all instances 

of KNOW are used in negative structures in the Warner corpus (six out of 24 

occurrences). Warner appears to use KNOW in positive statements more frequently 

than Prince (approximately half of all instances of KNOW are used in positive 

statements in the Warner corpus compared with just under a third in the Prince corpus). 

Finally, Prince more often uses what I have described as causative structures (noun + 

made/caused + to know + noun) than Warner (there are four instances in the Prince corpus 

compared with just one in the Warner corpus).   
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The large number of negative statements in the Prince corpus (when compared 

with the Warner corpus) would, in part, account for the high frequency of base forms in 

Prince‟s narrative, as negative structures often follow the pattern: do/does/did + not + base 

form. There are five instances of the structure noun + did/do + not + know in the Prince 

corpus and in all of these occurrences it is Prince herself that is in the position of Senser 

(the participant undergoing, or experiencing, the mental process): 

 

1 and did what she could for me: I don‟t know what I should have done, or what would have become   

2 who took me to my new home.  I did not know where I was going, or what my new Master would do 

3 I was free in England, but           I did not know where to go, or how to get my living; and  

4 before I could answer, for           I did not know well what to do.  I knew that I was free in  

5 But I was a stranger, and             did not know one door in the street from another, and was  

 

The Phenomenon (the thing which is “ . . . felt, thought, wanted or perceived” [Halliday 

and Matthiessen 203]) in each of these occurrences can be categorised into two main 

groups: action and location. In lines 1 and 4 Prince describes a situation in which she did 

not know what she should do or what action she should take. There is a sense of 

powerlessness and passivity in these lines; lack of knowledge and a lack of clarity prevent 

Prince from being able to act. In lines 2, 3 and 5 Prince describes a situation in which 

she either did not know where to go or where she was, revealing a sense of isolation and 

a feeling of uncertainty. Prince experiences frustration and fear as she tries to negotiate 

strange and unfamiliar environments.   

In the remaining negative statements, in which Prince is positioned as Senser, the 

Phenomena of the processes are:   

 

a) I went home again, not knowing what else to do 

b) but the hand of that God whom then I knew not 

c) I knew nothing rightly about death then 

d) I never knew rightly that I had much sin till I went there 

 

In occurrence (a) Prince is again describing a situation in which she does not know what 

action to take. In the remaining three occurrences (b, c, and d) the Phenomena can be 

broadly categorised under the theme of religion. In (b) Prince is describing a time in her 

life before conversion; in (c) she talks about not understanding the meaning and 

religious significance of death; and in (d) Prince describes how she did not realise that 

she was a “great sinner” (Prince 17) until she attended church. In all three occurrences 

(b, c, and d) KNOW is used in the past tense. Prince is reflecting on her life prior to 

discovering Methodism and there is a clear sense of life before and life after conversion. 
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Religion, for Prince, “aids acceptance” (Ferguson 284); it brings knowledge, 

enlightenment and a position from which to speak.     

To summarise the findings so far, the data showed that Prince uses KNOW in 

negative statements almost as frequently as she uses KNOW in positive statements (a 

ratio of approximately 1:1 positive/negative). A typical utterance from Prince is: I did not 

know where/what, whereas a typical utterance from Warner is: I knew of/that/it/where. This 

in itself may not seem particularly significant; however a study by Halliday (2), which 

investigated the probabilities associated with certain grammatical choices, revealed that a 

speaker of English is 90% more likely to choose a positive statement than a negative one 

(a ratio of 9:1 positive/negative). This would suggest that Prince is using KNOW in 

negative structures proportionally more than one would expect, as illustrated by the 

following chart: 

 

 

 

 

 

 

 

Fig. 5: Positive and negative counts of KNOW in both corpora 

 

Turning now to the use of KNOW in positive statements, the data showed that in 

the Prince corpus only a third of all occurrences of KNOW (11 instances out of a total 

of 34 occurrences) are used in positive structures and out of these there are only six 

instances where Prince is in the position of Senser:   

 

11 I have been a slave myself-- I know what slaves feel--I can tell by myself what other slaves . 

12 felt what a slave feels, and  I know what a slave knows; and I would have all the good  

13 their yams and Indian corn.   It is very wrong, I know, to work on Sunday or go to market; but  

14 did not know well what to do.  I knew that I was free in England, but I did not know where to go,  

15 according to my strength.   I knew that Mrs. Williams could no longer maintain me; that she was  

16 tell my Mistress about it; for  I knew that she would not give me leave to go.  But I felt I must  

 

In lines 14, 15 and 16 KNOW is being used to project another clause (described as the 

“idea clause” in systemic functional grammar – the content of what is being thought or 

felt). What is noticeable in lines 15 and 16 is that the idea clause being projected is a 

negative statement: 
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 I knew that Mrs. Williams could no longer maintain me 

 I knew that she would not give me leave to go 

 

In both of these occurrences Prince is showing an awareness of what her Mistress is not 

able to do or will not do.  In line 16 although the idea clause that is being projected is a 

positive statement: “I was free,” it is immediately followed by a negative statement: “but 

I did not know where to go,” suggesting that Prince has only a partial understanding of 

her environment: 

 

 I knew that I was free in England, but I did not know where to go 

 

What I would like to suggest here is that even when KNOW is used in positive 

statements, the clause the follows is often something negative.  

Lines 11, 12 and 13 are worth attention as these are the only instances in which 

Prince appears to be assertively claiming knowledge of something. The Phenomenon in 

each of these occurrences is not a thing, or a physical act (something which “ . . . can be 

seen, heard [or] perceived” [Halliday and Matthiessen 205]), but it is, what is described in 

systemic functional linguistics as, a fact (something which is “ . . . construed as existing 

in its own right in the semiotic realm” [ibid.]). In other words, what Prince is claiming 

knowledge of is not something which can be explained on a material or physical level, it 

is something much more abstract than that – a universal truth:    

 

a) I know what slaves feel 

b) I know what a slave knows   

c) It is very wrong, I know, (to work on Sundays) 

 

What is interesting about occurrences (a) and (b) is that Prince appears to make no 

distinction in terms of gender. This is an inclusive and powerful voice whereby Prince is 

aligning herself with, and speaking on behalf of, all slaves.           

Occurrence (c) requires more context:  

 

It is very wrong, I know, to work on Sunday or go to market; but will not God call the Buckra men to 

answer for this on the great day of judgment – since they will give the slaves no other day. 

 

Here Prince is claiming knowledge of what is right and wrong. This is quite a strong and 

defiant use of KNOW as Prince seems to be criticising the religious convictions of her 

oppressors, who force her to work on the Sabbath. Religion, it would seem, not only 

brings her acceptance but also gives Prince the language with which to challenge her 

oppressors. At the same time, however, there appears to be an acknowledgement of a 
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hierarchy and there is no obvious anger towards either God or her oppressors. Although 

religion “may win her [Prince] access into the master discourse . . . she is still pinioned in 

the discourse of her violators” (Ferguson 284).    

Finally, I would like to comment briefly on the use of KNOW in what I have 

described as causative structures:   

 

22 to God to change my heart, and  make me to know the truth, and the truth will make me free. 

23 more things than these; she  caused me to know the exact difference between the smart of the  

24 This is slavery.  I tell it,  to let English people know the truth; and I hope they will never 

25 what a slave knows; and I would  have all the good people in England to know it too, that they may 

 

In lines 22 and 23 Prince is either made to know something or is caused to know 

something. Although it could be argued that in line 22 Prince is in fact asking for this 

knowledge, the grammar of the clause in both occurrences suggests that she has no 

choice – knowledge is something which is given to or forced upon Prince by a more 

powerful other.  

 

4 Conclusion 

Language, as a form of hegemonic control, operates in subtle and pervasive ways; its 

power lies in its ability to go unnoticed by those being suppressed. An example of this 

might be the way in which power and control is expressed through verbs. The high 

frequency of KNOW in negative statements in the Prince corpus (when compared with 

the Warner corpus) would suggest that Prince often finds herself in situations where 

knowledge is not available to her. The actions of a third party prevent Prince from acting 

herself, so in the same way that she is prevented from going hungry by well meaning 

abolitionists, she is prevented from resting by her master. Prince‟s perception of the 

world, her sense of self, seems to centre on what she does not understand or what she 

cannot do. 

I would argue that this initial investigation shows the benefits of carrying out this 

type of analysis. Taking as a starting point a simple numerical discrepancy, of no 

ideological interest, I was able to move into representations of experience and how these 

experiences might reflect in some way the ideological and social systems which operated 

to suppress Prince. This early analysis of the two bodies of writing indicates clear 

differences in process usage; however, there is too little data at this stage to make a 

positive statement and I would need to extend my analysis to a greater selection of 

process types. Even then, my research would only reveal something about Prince‟s own 

unique experiences and perception of the world. In order to situate Prince‟s narrative as 

belonging to a wider discourse, and in order to make any claims about the voice of the 

subjugated female subject, I would need to carry out similar studies on narratives written 
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by other female slaves to see if there are any commonalities. However, to return to 

O‟Hanlon‟s argument, in attempting to write histories from the perspective of the 

subaltern, the starting point must always be the individual subject.   
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Notes 

 
1 It should be noted, however, that in order to situate Prince‟s narrative as belonging to a wider 
discourse, and in order to make any claims about the voice of the subjugated female subject, I would 
need to carry out similar studies on narratives written by other female slaves to see if there are any 
commonalities. A further study would also be to compare my findings with a corpus of 19th century 
non-fictional narratives to see how Prince‟s use of language differs from narratives in general.   
2 This early investigation only provides the starting point from which a more detailed study can 
develop. These initial findings certainly cannot be said to provide an accurate picture of Prince‟s 
narrative. Verbs can have very different meanings - the verb see, for example, has both literal and 
metaphorical meanings (I see the house would be categorised, in systemic terms, as a verb of perception, 
whereas I see what you mean would be categorised as a verb of cognition, as in I understand). It is only 
through a more detailed investigation of each individual lemma that the analyst can begin to draw any 
conclusions. 
3 References to lemmas are capitalised and references to verbs are italicised. 
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WHAT CAN ELIZABETHAN PAMPHLETS AND BALLADS TELL US 

ABOUT ELIZABETHAN MILITARY CULTURE? 
 

DONG-HA SEO 

 
 

In the early part of the sixteenth century, print culture in England was dominated by the 

publication of religious texts. In 1588, however, after the defeat of the Spanish Armada, 

England saw a proliferation of both religious and secular print.  Some of the secular 

pamphlets were war-oriented ballads and some newsbooks.  This explosion of interest in 

contemporary war-oriented ballads and news pamphlets is often disregarded due to the 

scholarly belief that such publications constituted a genre that was culturally negligible.  

Nevertheless, I argue that if topical war ballads and news pamphlets are investigated in 

the context of Elizabethan military culture they can be seen as voicing a genuine 

‗Elizabethan‘ war experience.    

 This article aims to locate the status of war-oriented ballads and news pamphlets as 

a means of determining the importance of cheap print to Elizabethan military culture.  

The first section surveys the critical assessments of Elizabethan cheap print as it 

attempts to locate a general understanding of the significance of news and military 

pamphlets within existing scholarly discourses.  The second section offers a case study 

of the careers of John Wolfe and Richard Field, two of the most prolific stationers of the 

age, as it assesses their publishing practices for circulating political and military 

discourses.  These sections coalesce in a reading of military culture that relates its 

ideological concerns both to an Elizabethan public and to circles of courtly and 

aristocratic readers.   

 

A. A General Overview of Cheap Print and Public Opinion   

As Natalie Mears notes, in the sixteenth century there was no evidence that 

contemporary readers saw print as a formal vehicle of news.1  Both Fritz Levy and 

Richard Cust have observed that printed news pamphlets were not produced in large 

numbers until the outbreak of war against Spain in 15852 and that printed news did not 

contribute to the establishment of a public sphere in Elizabethan England prior to that 

date.3  This opinion, however, has been disputed.  For instance, Joad Raymond has 

identified the significant rise in the publication of news pamphlets as not occurring in 

the 1580s, but in the 1620s.4  Nevertheless, as Lisa F. Parmelee observes, and as I wish 

to support, many Elizabethan news pamphlets of the 1580s and the 1590s resemble the 

political propaganda on the French Wars of Religion.5  Moreover, the circulation of 

news pamphlets and ballads that John Wolfe or Richard Field printed, as I will further 

elaborate, can claim significance in moulding popular opinion.  
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It is noteworthy that, contrary to the opinions of both Levy and Cust, in the 

sixteenth century the circulation of news was neither restricted to the London area nor 

to an elite readership.  Examining records from the Star Chamber cases, for example, 

which include murders, witchcraft trials, accounts of monstrous births, and reports of 

Elizabeth‘s illegitimate pregnancies or children, Adam Fox demonstrates that news – 

whether of domestic or foreign political events – was neither geographically nor socially 

limited.6  Moreover, as Natasha Würzbach asserts in The Rise of the English Street Ballad, 

―within the whole spectrum of the forerunners and early forms of English journalism, 

the street ballad has its fairly fixed position and is characterised by set functions.‖7  

Therefore, I suggest that the late sixteenth-century ballads and news pamphlets acted 

significantly as an early form of journalism, similar to those of the 1620s.  M. A. Shaaber 

also notes that war news is a forerunner of the newspaper in sixteenth-century England.8  

If the sixteenth-century ballads and news pamphlets, as Tessa Watt speculates, served as 

news media to the contemporary readers who ―would, no doubt, have picked up the 

news pamphlets as we do a paper,‖ war news would have been popular and affected 

public attitudes toward military conflicts in the late sixteenth and seventeenth centuries.9  

It is thus hardly surprising to see that, on the one hand, government regulations tried to 

strictly control printed pamphlets, broadside ballads of topical reporting and political 

comment, and, on the other hand, the government supported propagandistic broadside 

print.  

Since printed news pamphlets and ballads of the 1620s and 1630s were commonly 

circulated, they engaged with, as well as acted as, a vehicle for popular opinions. In the 

1580s and 90s England was militarily engaged in the Protestant cause in several ways; 

but by the 1620s the same militaristic Protestantism was frustrated that England wasn‘t 

so engaged. Those who were in the 1580s/90s supporting national military action were 

by the 1620s opposing a government policy, which was not willing to engage in war.  So 

the support of militant Protestantism had shifted politically from being – from the 

monarch‘s perspective to that of the 1620s and 1630s (when England, responding to the 

Thirty Years‘ War and Charles I‘s controversial religious policy, faced increasing tension 

between Protestant and Catholic sides), the role of news pamphlets and ballads would 

have been similar.  Just as people of the 1620s and 1630s were probably conditioned by 

and likely responded to either print or oral news, so were people of the 1580s and 1590s.  

In this sense, George Chapman‘s translation draws on a collected political and military 

popular memory.  The dedication of Chapman‘s translation of seven books of the Iliades 

to the Earl of Essex, whom he saw as a man of ―living instance of the Achileian 

vertues,‖ for example, stretches from 1598 to 1609, when he dedicated the Twelue Bookes 

of the Iliades to Prince Henry.  Not only did Chapman dedicate the complete Iliades to the 

prince in 1611, but in 1616 he also dedicated the second version of the book of Homer 

to Prince Henry, the late prince, remembering him as a man who ―loved the Theorik of 

[military] things, to practise the same‖ and was excellent ―in all manner of Things 
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belonging to the Wars.‖10  Similarly, early seventeenth-century history plays, such as 

Thomas Dekker‘s The Whore of Babylon and the second part of Thomas Heywood‘s If You 

Know Not Me, You Know Nobody about Elizabeth and her reign, illustrate a growing 

interest in militarism.11  It is not surprising, therefore, that when political conditions in 

the early seventeenth century evoked Elizabeth‘s memory and military legacy both drama 

and cheap print used the same military image and language to engage a popular audience.  

 

B. Pamphlets and the Circulation of Military News 

As Shaaber observes, ―[of] all the news from France printed before 1600, half, roughly 

speaking, was published by four men—John Wolfe (who published more than 60% of 

the half), Edward Aggas, William Wright, and Richard Field.‖12  At first glance, the 

publications of these individuals seem to consist mainly of reproductions of material 

printed or translated from private letters or from letters already printed in France and in 

the Low Countries.  This kind of publishing has therefore been regarded critically as 

offering only a limited means for understanding Elizabethan politics.  Such an approach, 

however, should be reconsidered because pamphlets of this period, as Clifford C. 

Huffman suggests, substantially ―helped to popularise and confirm the highly charged 

partisan political atmosphere of the 1580s and early 1590s.‖13  Furthermore, I suggest 

that the kind of books entered in the Stationers‘ Register, especially pamphlets, reflect 

the interest taken by the English public in the military campaign of France and the Low 

Countries.  Also, Thomas Nashe in his Pierce Peniless (1592) observed an Elizabethan 

news reader‘s ―greedy‖ purchase of newsbooks and D. C. Collins‘s list of contemporary 

news pamphlets confirms readers‘ prevailing interest in current affairs.14  These critical 

understandings suggest that news pamphlets and military ballads need to be discussed 

not only in terms of their circulation of war news, but also in terms of their functioning 

as vehicles for popularising military narratives for a non-specialised, public readership.     

Despite their performative and musical nature, ballads are characterised by their 

didactic function.  While ballads were seen as offering entertainment, they were also 

inherently a means for circulating current news and general instruction, especially to 

groups of individuals at markets, street corners, public houses, and fairs.15  Although 

some contemporary ballads, referred to by modern critics as ‗news ballads‘ or 

‗journalistic ballads,‘ have been compared with the current embodiment of ‗newspapers,‘ 

our understanding of Elizabethan ballads does not seem to consider the medium‘s role 

as ‗news‘ seriously.16  Of course, by comparing Elizabethan ballads like A New Ballet of the 

Straunge and Most Cruell Whippes Which the Spanyards Had Prepared to Whippe and Torment 

English Men and Women with twentieth-century newspapers, our understanding of the 

significance of ballads seems speculative rather than accurate.17   

Pamphlets were vernacular works of topical appeal, which engaged with social, 

political and ecclesiastical issues and were generally published in the quarto format.18  To 

contemporaries‘ eyes, early pamphlets, like ballads, had been associated with ephemeral, 
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untrustworthy, and poorly printed books.  By the 1580s, however, pamphlets sometimes 

functioned as newsbooks, offering general commentary on political, religious, and social 

issues.19  Through the evolution of the print marketplace, both pamphleteers and their 

readers began to see the possibilities for the expansion of the medium; ballads became a 

regular feature of booksellers‘ stalls and an increasingly important element in the 

economy of the book trade.20  John Wolfe‘s name appears as printer on the majority of 

title pages of both news pamphlets and military ballads.21  Considering that Wolfe‘s 

fellow printers and booksellers recorded and advertised their role in printing and 

selecting (or modifying) a title, explicitly detailing the names of those publishing, printing, 

and retailing, his dominating role in the industry of war news pamphlet and ballads 

suggests that he was successful not only in profiting by printing but also in disseminating 

his reputation as a reliable news provider.22  It is true that such practices had originated 

in response to the government‘s 1542 proclamation requiring any English book, ballad 

or play to display the name of the printer, author, and date of publication.23  However, as 

James Raven argues, from the early seventeenth-century the title-page began to be used 

to ―guide potential customers more precisely to the originating shop.‖24  Therefore, 

ample room is left to reconsider the significance of the appearance of Wolfe‘s name on 

popular political and military-oriented publications in this respect.  Such an approach 

will hopefully lead us to understand how certain Elizabethan printers or publishers, 

especially Wolfe‘s business successor, Field, acted cooperatively within military circles 

and how this cooperation cultivated the spread of militaristic discourses within, as well 

as without, aristocratic and courtly communities.   

The long war with Spain in the late sixteenth century meant that military pamphlets 

remained popular in booksellers‘ stocks throughout the 1580s and 1590s.25  Therefore, 

one might suggest that while almost every stationer produced military-oriented books of 

all types, printing military material was one of the most distinctive features of 

Elizabethan print culture.26  Wolfe printed Spanish military books such as Francisco de 

Valdes‘s The Serieant Maior (1590) and Sancho de Londono‘s Military Discipline (1590), 

French military treatises including Bertrand de Loque‘s Discoverses of Warre and Single 

Combat (1591), and Vincentio Saviolo‘s renowned study of Italian fencing, His Practise 

(1595). 27   Field also printed books that discussed present-day soldiering, including 

Leonardo and Thomas Digges‘s An Arithmetical Warlike Treatise (1590), Ariosto‘s Orlando 

Furioso (1591) – which, according to Sidney, ―never displease[s] a souldier‖ – and 

Plutarch‘s The liues of the noble Grecians and Romanes (1595) which retold the story of the 

famous ―warlike princes‖ of antiquity.28  

However, Wolfe and Field differ from other stationers whose military publications 

were entirely motivated by profit.  Of course, Wolfe‘s and Field‘s financial aims cannot 

be disputed.  But given that those military subject books they printed formed an 

important element of Elizabethan military and social life, we need to think to what 

extent their connections with military circles influenced their printing business.29  Several 
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anecdotal accounts of Wolfe make a convincing case for his social and political 

connections with leading Elizabethan militarists.  In 1582, when a group of stationers led 

by Wolfe petitioned the Queen over the dispersal of privileges, Wolfe was imprisoned 

but soon released following the intervention of Thomas North, a soldier and a translator 

of Plutarch.30  Furthermore, from the 1580s, Wolfe became acquainted with Gabriel 

Harvey, and, by 1592, Harvey was employed at Wolfe‘s London printing house as a 

reader of proofs and general advisor.  As Parmelee has pointed out, Harvey, in his 

friendship with Wolfe, advised Wolfe about publishing new works.31  In turn, Wolfe 

presented copies to Harvey, including English translations of French political treatise 

and anti-league pamphlets.32  Harvey inscribed his own copy of Michel Hurault‘s An 

Excellent Discourse upon the Now Present Estate of France (1592) with the annotation that the 

book was given to ―mee bie Mr Woolfe, for a special rare Discourse.‖33  Moreover, 

Harvey often emphasized that military officers or students of war needed ―to devote 

themselves to sum valiant especial noblemen, or singular captain of most famous 

vertu.‖34  Such aristocratic benefactors as Leicester, Sidney or Essex were the obvious 

choice for such devotion in the 1580s and the 1590s; they endeavored, as one writer has 

claimed, to make themselves the ―great patron of the warrs.‖35  Given that by the 1580s 

Harvey had entered the patronage of both Leicester and Sidney, and that Wolfe had 

published Harvey‘s correspondence with Edmund Spenser, we can deduce that Wolfe 

became associated with military circles through his friendship and that he published for 

pleasure as well as for profit. 36   It is also useful to observe that beyond Wolfe‘s 

association with the war party his interest in the French wars was possibly fed by his 

contacts abroad. He was active in the continental book trade, travelled to the Frankfurt 

book fairs, and no doubt had many correspondents abroad. 

The role played by Harvey as a ―facilitator‖ amongst courtly circles has constituted 

the focus of academic study.37  It is therefore reasonable to assume that when Harvey 

read ―Machiavell in Italian‖ he was following from the classical learning Sidney 

recommended and could feasibly have made specific references to Machiavelli‘s I Discorsi 

(1584) and I Sette Libri Dell'Arte Della Guerra (1587).  Given that both of the two Italian 

editions of Machiavelli‘s works, along with several French political pamphlets, were 

printed by Wolfe, it is probable that Wolfe could have played an important role in 

providing the circle with appropriate reading material.  Since the philosophy of war has a 

central place in Machiavelli‘s world-view, it is therefore reasonable to suggest that Wolfe 

not only furnished contemporary readers with access to a secular perspective on history 

but he also helped introduce political and military ideologies into aristocratic and courtly 

circles. 

To further explore Wolfe‘s potential role as a transmitter of political and militaristic 

texts within Elizabethan circles, it is useful to note the case of Wolfe‘s friendship with 

John Hayward whose book was used to prove Essex‘s treacherous intention in the 

rebellion.38  In 1599, when Hayward dedicated the First Part of the Life and Reigne of King 
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Henrie IV to the Earl of Essex (whom Hayward saw as a ―natural patron to such a 

book‖), Wolfe appeared as the most natural printer to select for the job.39  When Robert 

Cecil reportedly saw the Chamberlain‘s Men‘s production of Richard II on the eve of 

Essex‘s rebellion, he probably also believed that Essex was responsible for the 

endorsement of Hayward‘s book, which to him made ―this time seem like that of 

Richard II, to be reframed by him as Henry IV.‖40  Furthermore, Cecil stated that Essex 

―kept this book fourteen days to peruse and knew many copies were dispersed, sent to 

the Metropolitan to have it called in as a dangerous book.‖41  However, what should be 

gleaned from the parallel between Hayward‘s Henry IV and Shakespeare‘s Richard II is 

that Hayward‘s history would have been more discreetly intended to act as a vehicle for 

the kind of political propaganda understood by educated readers.  According to Wolfe, 

about five or six hundred copies of Hayward‘s Henry IV were quickly sold before the 

book was banned.42  Therefore, it is tempting to say that just as Shakespeare‘s tragedy, 

which ―played 40 times in open streets and houses,‖ might have provoked pro-Essexian 

opinions with crowds, the publication of Hayward‘s Henry IV might have worked 

similarly for a readership.43 

It is also clear that Field collaborated with Wolfe in operating secret presses and 

then gradually took over from Wolfe in the practice of surreptitious publication.44  While 

it is acknowledged that Field was the printer of Shakespeare‘s first two published works, 

Venus and Adonis (1593) and The Rape of Lucrece (1594), the extent of his connection with 

the Elizabethan military circle remains open to further examination. Similarly, while we 

know that Field was acquainted with Burghley – he dedicated Puttenham‘s Arte of English 

Poesie (1589) to him – we should also observe that Field printed Antonio Perez‘s Pedaços 

de Historia (1594) as dedicated to the Earl of Essex.  As for Perez‘s Pedaços de Historia, 

Denis B. Woodfield suggests that by the publication of this material, Essex would have 

been intending to inflame the population of Aragon by revealing the wrongs done to 

them by Philip II and to the book‘s author.45  Perez, the former secretary to the king of 

Spain and current fugitive from Spanish government, received financial support from 

Essex during his stay in England for eighteen months. 46   Given the probability of 

Essex‘s personal friendship with Perez, and his occasional consultation with him with 

regard to Spanish affairs, there is every reason to think Essex would have been 

concerned with the publication of Perez‘s book for the same reason. 47   Sir Robert 

Dallington, who directed his Hypnerotomachia (1592) to the memory of Sir Philip Sidney 

to the Earl of Essex, dedicated another book, a book called Aphorismes Ciuill and Militarie 

(printed by Field in 1613) to Prince Charles in the hope that the prince would become a 

―true inheritor of [his brother‘s] vertues [sic].‖48  Furthermore, Sir John Harington, a 

prominent soldier and tutor to Prince Henry (i.e. Charles‘s brother), clarified in his 

translation of Orlando Furioso (1591), reprinted by Field, that he knew that his choice of 

printer would have appealed to those who remained within Prince Henry‘s circle after 

Essex‘s fall.  
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Field also independently printed a pamphlet, The Copie of a Letter Sent out of England 

to Don Bernardin Mendoza (1588), while Wolfe was printing Burghley‘s.  Given that by late 

August and early September of 1588 various rumours about the Armada had started to 

circulate, it is clear that through this pamphlet Burghley wanted to make England‘s 

victory over Spain widely known.  The cultural ramifications of the decision to publicise 

news of victory exemplifies the role played by military news pamphlets in print in an age 

of pre-modern communications.  

 

Conclusion 

As Gary Taylor has recently observed, ―every bookseller had to decide which, if any, 

books he should publish himself, by paying for their wholesale manufacture.‖ 49   If 

Taylor‘s point is correct, it is reasonable to suggest that when the threat of the Armada 

loomed ever larger, patriotic and anti-Spanish ballads, news pamphlets, and other types 

of military-oriented books, such as the material Wolfe and Field printed, might have 

found a special place in the most visible shelves of their bookshops.  In discussing the 

contemporary printing trade, we need to differentiate between printing and publishing.  

Printing a work doesn‘t necessarily argue financial commitment because the printer 

would have been paid by someone else.  Publishing, on the other hand, requires financial 

investment and is a more convincing sign of either business or ideological commitment 

– or, indeed, both.  Through our consideration of Wolfe, who started out as a printer 

but moved into publishing exclusively, we have seen that either printing or publishing 

military-oriented books had the potential to be a lucrative practice.  

Because of the lack of regular circulation and editorial objectivity, news pamphlets 

and news ballads of the 1580s and the 1590s have not received much scholarly attention.  

However, if we consider them in a particular historical context such as the Spanish 

Armada or the contemporary warfare in the Low Countries, we can see that cheap print 

functioned as a public medium to distribute news and propaganda by disseminating 

patriotic sentiments or by demoralising enemies just as today‘s newspapers do.  

Moreover, what is also important is that unlike a traditional view of cheap print for the 

vulgar or common sort, its military subjects, incorporating interests of the Elizabethan 

leading military figures, such as Leicester, Sidney, and Essex, of middling ranks, and of 

the illiterate population who were often read to, provided a public discourse. 

Given, then, that the growing public discourse on military affairs in the 1580s and 

1590s was prompted by ballads and news pamphlets on war, I suggest that the influx of 

news pamphlets permeating into the public sphere should be established earlier than the 

mid- or late-seventeenth century.  As Taylor has also observed, if indeed the bookshop 

had been ―the Elizabethan and Jacobean precursor of the Restoration coffee shop,‖ the 

emergence of the public sphere, as it is formulated by Jürgen Harbermas, would have 

started in the bookstalls or printers‘ shops clustered in St Paul‘s churchyard.50   In this 

sense, it can be concluded that contemporary news pamphlets and ballads not only 
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provide a first-hand picture of war experience under Elizabethan conditions, but they 

also illustrate how our conception of a public sphere might have developed.   
 

 

 Works Cited  

I. Primary Works 
Ariosto, Lodovico. Orlando Furioso. 1591. 
Calendar of  State Papers, Domestic Series, Elizabeth I 1589-1601. Eds. Mary Anne and Everett Green. 

London, 1869. 
Chapman, George. Seaven Bookes of  the Iliades. 1598. 
---. Euthymiae Raptus. 1609. 
---. The Whole Works of  Homer. 1634.  
Conwallis, Sir Charles. An Account of  the Baptism, Life, Death and Funeral, of  the Most Incomparable Prince 

Frederick Henry, Prince of  Wales. London, 1751. 
Dallington, Sir Robert. Hypnerotomachia. 1592.  
---. Aphorismes ciuill and militarie. 1613. 
Dekker, Thomas. ―The Whore of  Babylon.‖ The Dramatic Works of  Thomas Dekker.  

Ed. Fredson Bowers. Cambridge: Cambridge UP, 1955. 
Deloney, Thomas. A New Ballet of  the Straunge and Most Cruell Whippes Which the Spanyards Had Prepared  
      to Whippe and Torment English Men and Women. 1588. 
Digges, Leonardo and Thomas. A Geometrical Practise, named Pantometria. 1571. 
--- . An Arithmeticall Militare Treatise, named Stratioticos. 1579.  
---. An Arithmetical Warlike Treatise. 1590. 
Francisco de Valdes, Francisco de. The Serieant Maior. 1590. 
Gascoigne, George. The Spoyle of  Antwerpe. 1576. 
Greene, Robert. A Notable Discovery of  Coosnage. 1591. 
---. The Defence of  Conny Catching. 1592. 
Hayward, John. First Part of  the Life and Reigne of  King Henrie IV. 1599. 
Heywood, Thomas. ―If  You Know Not Me, You Know Nobody, the Second Part.‖  

The Dramatic Works of  Thomas Heywood London, 1874. 
Kirkham, Henry. A Ditty of  Encouragement to English men to be bold to fight in Defence of  prince and country.  
      1588. 
Londono, Sancho de Military Discipline. 1590. 
Loque, Bertrand de Discoverses of  Warre and Single Combat. 1591. 
Nashe, Thomas. The Works of  Thomas Nashe. Ed. Ronald B. McKerrow. 5 vols.  
        London: Sidgwick, 1910. 
Machiavelli, Niccolò. I Discorsi. 1584. 
---. I Sette Libri Dell’Arte Della Guerra. 1587.   
---. Arte of  Warre. 1588. 
--- . The Works of  the Famous Nicholas Machiavel. 1680. 
Marlowe, Christopher. Tamburlaine the Great. 1590. 
Perez, Antonio. Pedaços de Historia. 1594. 
Plutarch. The Liues of the noble Grecians and Romanes. 1595.  
Puttenham, George. The Arte of  English Poesie. 1589. 
Saviolo, Vincentio. His Practise. 1595. 
Sidney, Philip. An Apologie for Poetrie. Ed. Evelyn S. Shuckburgh. Cambridge:        
        Cambridge UP, 1905. 
Shakespeare, William. Venus and Adonis. 1593.  
---. The Rape of  Lucrece. 1594. 
---. King Richard II. Ed. Peter Ure. London: Routledge, 1989. 
Smythe, John. Certain Discourses Military. 1590. 
---. Certain Instructions. 1594; 1595.  
Spenser, Edmund. Spenser: Poetical Works. Eds. J. C. Smith and E. de Selincourt.  
        Oxford: Oxford UP, 1985.   
The certain newes of the exploit donne in Britanie by the prince De Dombes and Sir John Norreis, with victory agasint 
        the ligue. 1591. 
The Copies of Leter, Wryten by a Master of Arte of Cambridge or Leicester’s Commonwealth. 1584.  



 DONG-HA SEO          51 

The Copie of a Letter Sent out of England to Don Bernardin Mendoza. 1588. 
The Martiall Shewes of Horsemen. 1588.  
Whetstone, George. The Honourable Reputation of  a Souldier. 1585. 
 
II. Secondary Works. 
Albright, Evelyn May. ―Shakespeare‘s Richard II and the Essex Conspiracy.‖ PMLA 42.3 (1927): 686-   

720. 
Collins, D. C. A Handlist of  News Pamphlets 1590-1610. London: South-West Essex Technical College,  

1943. 
Cust, Richard. ―News and Politics in Early Eeventeenth-century England.‖ Past and Present 112 (1986):  
 60-90. 
Fox, Adam. Oral and Literate Culture in England 1500-1700. Oxford: Oxford UP, 2000. 
Fyre, Susan. ―The Myth of  Elizabeth at Tilbury.‖ Sixteenth Century Journal 23.1 (1992): 95-114. 
Habermas, Jürgen. The Structural Transformation of  the Public Sphere. Trans. Thomas Burger and Patrick  

Lawrence. Cambridge, Mass: Polity, 1989.  
Harrison, G. B. ―Books and Readers, 1591-4.‖ The Library (1927): 273-302. 
Hammer, Paul E. J. ―Patronage at Court, Faction and the Earl of  Essex.‖ The Reign of  Elizabeth I. Ed.  

John Guy.  Cambridge: Cambridge UP, 1999. 65-86. 
---. ―The Use of  Scholarship: The Secretariat of  Robert Devereux, Second Earl of  Essex, c. 1585- 
 1601.‖ The English Historical Review 109.430 (1994): 26-51.  
---.―Shakespeare‘s Richard II, the Play of  & February 1601, and the Essex Rising.‖ Shakespeare Quarterly  
 59.1 (2008): 1-35. 
Huffman, Clifford Chalmers. Elizabethan Impression: John Wolfe and His Press. New York: AMS Press, 1988. 
Hume, Martin. Spanish Influence on English Literature. London: Eveleigh Nash, 1905. 
Jardine, Lisa, and Anthony Grafton. ―‗Study for Action‘: How Gabriel Harvey Read His Livy.‖ Past  

and Present 129 (1990): 30-78.   
Levy, F. J. Tudor Historical Thought. San Marino, Calif.: Huntington Library, 1967. 
---. ―How Information Spread among the Gentry, 1550-1640.‖ Journal of  British Studies 112 (1982):  

11-34. 
---. ―The Decorum of  News.‖ News, Newspapers and Society in Early Modern Britain. Ed. J. Raymond.  

London: Frank Cass, 1999. 12-38. 
Mckerrow, R. B. A Dictionary of  Printers and Booksellers in England, Scotland and Ireland, and of  Foreign  
       Printers of  English Books 1557-1640. London, 1910. 
Mears, Natalie. Queenship and Political Discourse in the Elizabethan Realms. Cambridge: Cambridge UP, 2006. 
Moore-Smith, C. G. Ed. Gabriel Harvey’s Marginalia. Stratford-upon-Avon: Shakespeare Head, 1913. 
Parmelee, Lisa F. ―Printers, Patrons, Readers and Spies: Information of  French Propaganda in Late 
Elizabethan England.‖ Sixteenth Century Journal 25.4 (1994): 853-72. 
Raymond, Joad. Pamphlets and Pamphleteering in Early Modern Britain. Cambridge: Cambridge UP, 2003. 
Raven, James. The Business of  Book: Booksellers and the English Book Trade. New Haven; London: Yale UP, 

2007. 
Rollins, H. E. ―The Black-Letter Broadside Ballad.‖ PLMA 34 (1919): 258-339. 
Seo, Dong-ha. ―Print and Elizabethan Military Culture.‖ “Divining Thoughts”: Future Directions in  
        Shakespeare Studies. Eds. Peter Orford with Michael P. Jones, Lizz Ketterer, Joshua McEvilia     
        Newcastle: Cambridge Scholars Press, 2007. 40-52. 
Shaaber, M. A. Some Forerunners of  the Newspaper in England 1476-1622. London: Frank Cass, 1966. 
Stern, Virginia F. ―The Bibliotheca of  Gabriel Harvey.‖ Renaissance Quarterly 25.1 (1972): 1-62.  
Taylor, Gary. ―Making Meaning Marketing Shakespeare 1623.‖ From Performance to Print in Shakespeare’s 

England. Eds. Peter Holland and Stephen Orgel. Basingstoke: Palgrave Macmillan, 2006. 55-72. 
Voss, Paul J. Elizabethan News Pamphlets. Pittsburgh: Duquesne UP, 2001.  
Watt, Tessa. Cheap Print and Popular Piety, 1550-1640. Cambridge: Cambridge UP, 1991. 
Woodfield, Denis B. Surreptitious Printing in England 1550-1640. New York: Bibliographical Society of   
 America, 1973. 
Würzbach, Natasha. The Rise of  the English Street Ballad 1550-1650. Cambridge: Cambridge UP, 1990. 

 

 

 

 



52                               ELIZABETHAN PAMPHLETS AND BALLADS  

Notes 

 
1 Mears, Natalie. Queenship and Political Discourse in the Elizabethan Realms. Cambridge: Cambridge UP, 
2006. 147. 
2 F. J. Levy. ―How Information Spread among the Gentry, 1550-1640.‖ Journal of  British Studies 112 
(1982): 20-3. Richard Cust, ―News and Politics in Early Seventeenth-century England.‖ Past and Present 
112 (1986): 60-90. 
3   F. J. Levy. ―The Decorum of  News.‖ News, Newspapers and Society in Early Modern Britain. Ed. J. 
Raymond. London: Frank Cass, 1999. 17-21. 
4 Raymond, Joad. Pamphlets and Pamphleteering in Early Modern Britain. Cambridge: Cambridge UP, 2003. 
5 Parmelee, Lisa F. ―Printers, Patrons, Readers and Spies: Information of  French Propaganda in Late 
Elizabethan England.‖ Sixteenth Century Journal 25 (1994): 853-7.  
6 Fox, Adam. Oral and Literate Culture in England 1500-1700. Oxford: Oxford UP, 2000. 335-405. 
7 Würzbach, Natasha. The Rise of the English Street Ballad 1550-1650. Cambridge: Cambridge UP, 1990. 
146. 
8 Shaaber, M. A. Some Forerunners of the Newspaper in England 1476-1622. London: Frank Cass, 1966. 120-
33. 
9 Watt, Tessa. Cheap Print and Popular Piety, 1550-1640. Cambridge: Cambridge UP, 1991. 265. 
10 George Chapman, Seaven Bookes of  the Iliades (1598) title page and The Whole Works of  Homer (1634) 
title page; in Euthymiae Raptus (1609), Chapman appealed to his patron, Prince Henry to reach ―To that 
high honour, [Homer‘s] Achilles wonne‖ instead of  earthly love; Sir Charles Conwallis, An Account of  the 
Baptism, Life, Death and Funeral, of  the Most Incomparable Prince Frederick Henry, Prince of  Wales (London, 
1751) 26. 
11 Fyre, Susan. ―The Myth of Elizabeth at Tilbury.‖ Sixteenth Century Journal 23.1 (1992): 108. 
12 Shaaber 284. 
13 Huffman, Clifford Chalmers. Elizabethan Impression: John Wolfe and His Press. New York: AMS Press, 
1988. 69. 
14 Nashe, Thomas. The Works of Thomas Nashe. Ed. Ronald B. McKerrow. London: Sidgwick, 1910. I: 
161. D. C. Collins, A Handlist of News Pamphlets 1590-1610. London: South-West Essex Technical 
College, 1943. 
15 H. E. Rollins, ―The Black-Letter Broadside Ballad,‖ PLMA 34 (1919) 256. 
16 H. E. Rollins, ―The Black-Letter Broadside Ballad,‖ PLMA 34 (1919) 256. 
17 Deloney, Thomas. A New Ballet of the Straunge and Most Cruell Whippes Which the Spanyards Had Prepared 
to Whippe and Torment English Men and Women. 1588. 
18 Voss, Paul J. Elizabethan News Pamphlets. Pittsburgh: Duquesne UP, 2001.  
19 The Copies of Leter, Wryten by a Master of Arte of Cambridge or Leicester’s Commonwealth (1584). The certain 
newes of the exploit donne in Britanie by the prince De Dombes and Sir John Norreis, with victory agasintthe ligue 
(1591). Robert Greene, A Notable Discovery of Coosnage (1591) and The Defence of Conny Catching (1592).  
See ―Pamphlet,‖ OED 2nd ed. (1989) 117. As early as 1592 a term ―pamphlet‖ began to mean a treatise 
of the size and form described on ―some subject or questions of current or temporary interest, personal, 
social, political, ecclesiastical, or controversial, on which the writer desires to appeal to the public.‖ 
(OED sb 2.) 
20 Raymond, Joad. Pamphlets and Pamphleteering in early modern Britain. Cambridge: Cambridge UP, 2003. 
11-25. 
21 According to Collins‘s list of news pamphlets in 1590, for example, 11 pamphlets out of 25 were 
printed by John Wolfe. Collins 2-12. See also G. B. Harrison, ―Books and Readers, 1591-4,‖ The Library 
(1927) 273-302.  
22 Raven, James The Business of Book: Booksellers and the English Book Trade. New Haven; London: Yale UP, 
2007. 55. 
23 Raven 55. 
24 Raven 56. 
25 Voss 77-8. Raymond 100. 
26  For example, Richard Jones, who specialised in Ballads, printed Henry Kirkham‘s A Ditty of  
Encouragement to English men to be bold to fight in Defence of  prince and country (1588). While Jones is best-
known for his publication of  the first edition of  Christopher Marlowe's Tamburlaine (1590), he is a man 
who printed many contemporary military-oriented books such as George Gascoigne‘s The Spoyle of  
Antwerpe (1576), George Whetstone‘s The Honourable Reputation of  a Souldier (1585), Sir John Smythe‘s 
military treatises Certain Discourses Military (1590) and Certain Instructions (1594; 1595). Henrie Bynneman, 
 



 DONG-HA SEO          53 

 
a printer of  George Gascoigne‘s A Hundreth Sundrie Flowers (1573), printed an English translation of  
Appian, entitled An Auncient Historie and Exquisite Chronicle of  Romanes Warre (1578) (which is considered 
one of  possible sources of  Shakespeare‘s Roman plays), Leonardo and Thomas Digges‘s A Geometrical 
Practise, named Pantometria (1571) and An Arithmeticall Militare Treatise, named Stratioticos (1579). Thomas 
East, who was called the father of  English music printing, published an English translation of  Niccolò 
Machiavelli‘s Arte of  Warre (1588, third edition). 
27 Hume, Martin. Spanish Influence on English Literature. London: Eveleigh Nash, 1905. 206-7.  
28 Sidney, Philip. An Apologie for Poetrie. Ed. Evelyn S. Shuckburgh. Cambridge: Cambridge UP, 1905. 
42-3. For the nature of Renaissance military books, see Dong-ha Seo, ―Print and Elizabethan Military 
Culture.‖ “Divining Thoughts”: Future Directions in Shakespeare Studies. Eds. Peter Orford with Michael P. 
Jones, Lizz Ketterer, Joshua McEvilia. Newcastle: Cambridge Scholars Press, 2007. 40-52. 
29 Hammer, Paul E. J. ―Patronage at Court, Faction and the Earl of Essex.‖ The Reign of Elizabeth I. Ed. 
John Guy. Cambridge: Cambridge UP, 1999. 65-86.  
30 Mckerrow, R. B. A Dictionary of  Printers and Booksellers in England, Scotland and Ireland, and of  Foreign 
Printers of  English Books 1557-1640. London, 1910. 297. 
31 Parmelee 868. 
32 Parmelee 868. 
33 Virginia F. Stern, ―The Bibliotheca of  Gabriel Harvey.‖ Renaissance Quarterly 25.1 (1972): 36.  
34 Moore-Smith, G. C. Ed. Gabriel Harvey’s Marginalia. Stratford-upon-Avon: Shakespeare Head, 1913. 
190.  
35 A Calendar of the Manuscripts of the Most Hon. The Marquis of Salisbury, KG &c, preserved at Hatfield House, 
Hertfordshire. London, 1899. VIII: 269. 
36 In this regard, it is hardly surprising that the 1596 quarto edition of Faerie Queene was printed by 
Richard Field.   
37 Jardine, Lisa and Anthony Grafton, ―‗Study for Action‘: How Gabriel Harvey Read His Livy.‖ Past and 
Present 129 (1990): 30-78.  
38 Hammer, Paul J. ―Shakespeare‘s Richard II, the Play of & February 1601, and the Essex Rising.‖ 
Shakespeare Quarterly 59.1 (2008): 9. 
39 Levy, F. J. Tudor Historical Thought. San Marino, Calif.: Huntington Library, 1967. 259. 
40 Calendar of State Papers, Domestic Series, Elizabeth I 1589-1601. Eds. Mary Anne and Everett Green. 
London, 1869. 454. 
41 State Papers 1589-1601 454. 
42 Albright, Evelyn May. ―Shakespeare‘s Richard II and the Essex Conspiracy.‖ PMLA 42.3 (1927): 701. 
43 Shakespeare, William. Introduction. King Richard II. Ed. Peter Ure. London: Routledge, 1989. lix. 
44 Woodfield 35. 
45 Woodfield 37. 
46 Ungerer, G. A Spaniard in Elizabethan England: The Correspondence of  Antonio Perez. London: Tamesis, 
1974. I: 2-5. 
47 Hammer, Paul E. J. ―The Use of  Scholarship: The Secretariat of  Robert Devereux, Second Earl of  
Essex, c. 1585-1601.‖ The English Historical Review 109.430 (1994): 26-51.  
48 Dallington, Sir Robert. Aphorismes ciuill and militarie .1613. A3. 
49 Taylor, Gary. ―Making Meaning Marketing Shakespeare 1623.‖ From Performance to Print in Shakespeare’s 
England. Eds. Peter Holland and Stephen Orgel. Basingstoke: Palgrave Macmillan, 2006. 59. 
50 Taylor, Gary. ―Making Meaning Marketing Shakespeare 1623.‖ 5; Jürgen Habermas. The Structural 
Transformation of the Public Sphere. Trans. Thomas Burger with Patrick Lawrence. Cambridge, Mass: Polity, 
1989.  



54 
 

 

 

 

 

 
 

 
 “All Nightmare Long” 

  
 DANNY PARDOE 

 
 DIGITAL, 22.57 CM x 16.93 CM 

 



 

 

THE BIRMINGHAM JOURNAL OF  

LITERATURE AND LANGUAGE 

 

SECTION II  

 

REVIEWS 
 



             REVIEWS 

 

56 

Crystal, D. Txtng: the gr8 db8  
(Oxford: Oxford University Press, 2008) pp. 239. 
Reviewed by CAROLINE TAGG 
Ph.D. candidate in English, University of Birmingham 
 

Text messaging has arrived in the world of linguistics!  David Crystal‟s Txtng: the Gr8 
Db8 is an entertaining and enlightening discussion of the „great debate‟ surrounding the 
medium.  The thesis of his book is that far from harming the English language, texting 
can have beneficial effects on literacy.  This contradicts the very tenets of Britain‟s 
media: to take Crystal‟s examples, the Daily Mail reports John Humphrey‟s denigration of 
texters as “vandals who are doing to our language what Genghis Khan did to his 
neighbours eight hundred years ago” (which seems equally unfair to people who text and 
to Mongolian leaders) while The Guardian describes textese as “thin and – compared, say, 
with Californian personalised licence plates – unimaginative.”  Such media reports 
contribute towards the “huge popular mythology,” as Crystal puts it, “in which 
exaggerated and distorted accounts of what youngsters are believed to do when they text 
has fuelled prophecies of impending linguistic disaster.”  Crystal‟s dispelling of this myth 
is both convincing and amusing: he gives, for example, short shrift to the panic that 
ensued in 2003 when a girl wrote a homework assignment in textese.  The assignment, 
which began My summr hols wr CWOT, did not herald the downfall of English but was, 
suggests Crystal, “a clever case of „trying it on‟, the linguistic equivalent of walking into 
class wearing a hoodie.” 

Crystal‟s counter-argument is, firstly, that variation in spelling is neither new nor 
unique to texting.  Acronyms have always required insider knowledge, as Crystal 
illustrates with a line from a hospital memorandum: “The PHCT are going to be looking 
at the CRS with the CPO”1; logograms or homophones can be seen in rebuses such as YY 
U R YY U B I C U R YY 4 ME (cf. the quiz show Catchphrase or boardgame Dingbats); 
the long history of initialisms is evidenced by occurrences of NB (nota bene) in 1673; pm 
in 1666; and IOU in 1618; while cos, wot, luv, thanx and ya appear in the Oxford English 
Dictionary, and skool in the Beano.  Where respellings in texting appear novel, they result 
from the extension of these processes (as texters „up the ante‟ on existing forms) or their 
combination (2bctnd for to be continued), a finding which my data2 supports.  At the same 
time, however, Crystal‟s second point is that the inevitable focus on these eye-catching 
forms obscures the fact that “nobody says you have to use abbreviated language” when 
texting and, indeed, not everybody does.  This is perhaps not surprising in the light of 
Crystal‟s observation that it is not only young people who text.  Instead, messages are 
„stylistically diverse‟, with styles dependent on factors such as gender and familiarity with 
the technology, as well as age.  Finally, Crystal argues that the manipulation of language 

in texting is appropriate and creative, and he proposes that it be exploited as such in the 
classroom.  His conclusion is that texting should be seen as “just another variety of 
language” that children can learn to use appropriately, much as they need to recognise 
that they cannot write as they talk.  

Like the abbreviations he describes, Crystal‟s argument is not new.  The 
observation that text message abbreviations can be found in earlier writing is made by 
Kessler and Bergs (2003) who compare Valentine text messages with love letters written 
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by „fallen‟ Victorian girls and find similar uses of bcoz, luv, missd, gud and the use of xx for 
kisses; while Shortis (2007) traces the use of „Txt‟ features to trade names, pop music, 
children‟s spelling and webchat.  Other studies note a limited use of abbreviations in 
their data (Doring 2002; Faulkner and Culwin 2005), and the idea that texting is creative 

and appropriate is widely accepted (Hard af Segersteg 2002; Shortis 2007).  The main 
limitation of Crystal‟s work is his relative lack of data (as he acknowledges), and the 
danger is that the book risks contributing to the myths around texting that it 
simultaneously tries to dispel.  Of the 200 or so English texting abbreviations listed in 
the appendices, only around 60 are attested in my data2: mainly number and letter 
homophones (2, b4, u), speech-like contractions (cos, doin) and word shortenings (hv, spk), 
but not the reduction of sentences to initial letters such as aamof („as a matter of fact‟).  
Grinter and Eldridge‟s (2003) study of 477 messages similarly describes teenagers 
shortening everyday words such as tomorrow and weekend rather than the complex 
sequences suggested by online dictionaries and the media. Although such corpora 
cannot claim to be representative of texting as a whole, they challenge findings based, as 
Crystal‟s are, on what “are said to be used in English text messages” (my italics).  

However, Crystal‟s Txtng: the gr8 db8 is possibly the first populist, full-length book 
to put together an argument for texting and it achieves this goal very well, with 
accessible, easy-to-read prose and a glossary of both linguistic and technological terms.  
Txtng is full of interesting titbits: did you know that texting is less popular in the States 
than in Europe because more people drive than take public transport; or that texting is 

depriving children of sleep?  Though aimed at a non-linguistic audience, the book draws 
on relevant academic sources and will not only be read widely for enjoyment (no doubt 
after being received as a birthday or Christmas gift) but can also be used by A-level and 
undergraduate linguistic students carrying out investigations into the language of txtng, 
encouraged perhaps by tutors trying to be „book.‟3 
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Notes 
 
1 In full: “The Primary Health Care Team are going to be looking at the Client Record System with the 
Chief Pharmaceutical Officer.” 
2 A corpus of 11,000 text messages collected for doctoral research (e.g., Tagg 2007) 
3 As Crystal explains, „book‟ is apparently used by teenagers, in texting and speaking, to mean „cool‟ due 
to the fact that, when typing in „cool‟ in a mobile phone keypad, „book‟ is offered as the first choice by 
predictive texting dictionaries. 
 
 
 

Stephen Bann (ed.), The Coral Mind: Adrian Stokes’ Engagement with  
Art History, Criticism, Architecture and Psychoanalysis 
(University Park: Pennsylvania State University Press, 2007) pp. 230. 
Reviewed by DANIEL MOORE 
Ph.D. graduate in English Literature, University of Birmingham  
 
This new work on the artist, art critic, historian and aesthete Adrian Stokes, part of the 

collection of monographs and edited books that Penn State University Press is amassing 

under the umbrella of their „Refiguring Modernism,‟ is a strong addition to the critical re-

awakening in the field of aesthetic history and an important contribution to a growing 

understanding and appreciation for a figure so often lost to modernism.  Indeed, Stokes 

is arguably the composite specimen for this series.  His often difficult prose, complicated 

by direct reportage of his own reactions to art and the often dense discussions of 

Kleinian psychoanalysis in relation to his own consciousness, is frequently passed from 

discipline to discipline with no one field of study really claiming him for their own. 

Stokes‟s work has always been hard to situate; as the subtitle of this volume indicates, his 

work crosses disciplinary boundaries in innovative and idiosyncratic ways.  

Stokes is, without a doubt, a difficult writer.  His best known work, The Quattro 

Cento (1932), begins with an outline of his methodology, describing the book “not so 

much critical as creative, the author exploiting the device of fantasy to uncover the roots 

of Italian creative power.”  Perhaps its ahistorical approach was the root cause of the 

indifferent reviews that Stokes‟s best known work received.  D. S. Meldrum, writing in 

the Burlington Magazine in 1932, found that the main theme in Stokes‟s The Quattro Cento 

“is never defined,” and that the reader “must look nowhere for definitions.”  He later 

writes that “[m]any of [the work‟s] generalisations appear rash and some of them even 

ridiculous,” and that the work‟s “expression, elaborate, involved, sometimes beautiful, 

and sometimes tortuous, does not contrive to make itself clear.”  Later works, on 

Venice, on Rimini, on the Ballet Russes, often suffered from the same critical reception. 

In one sense then, this volume reconnects with Stokes‟s work at an ideological 

level; Stokes‟s own experimentation and liminality offer the twenty-first century critical 
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mind new paradigms for understanding the fundamental tensions in art history, between 

personal experience and social significance and between the therapeutic and hermeneutic 

study of art.  Stephen Bann‟s introduction here begins with Stokes‟ assertion that 

“ceaseless seas of experience construct the coral mind.”  The quotation is pertinent to 

Stokes‟s entire oeuvre – from his early work, in The Quattro Cento and The Stones of Rimini 

(1934), the metaphor of the interaction of water and stone is a powerful one; only where 

water and stone meet (as in Venice) is the perfect organic harmony of man‟s sculptural 

impulse and nature‟s slow destructive element maintained.  In this sense, coral is the best 

symbol for a method of study based on the organic accretion of material which 

contributes to a flowering whole, and the corals of eons ago turn into those beds of 

limestone that Stokes spends so much time discussing in The Stones of Rimini.   

Stokes‟s critical mind absorbed, accreted and expanded in the ceaseless seas of art, 

and the key concerns that dominated his career are all present in the essays of this 

collection.  Alex Potts offers a strong reading of Stokes‟ pervasive use of architectural 

metaphors to describe all stonework, particularly sculpture and the bas-relief.  That same 

obsession with architectural forms, and particularly the terminology that Stokes created 

to describe them, is the domain of David Hulks‟s contribution. Stokes saw all material 

art as emblematic of either the modeling principle or the carving principle, the latter 

being a wholly natural and organic integration of the design principles of man and the 

materials of nature.  This is why his work so often lingers around the use of limestone as 

an artistic material; its organic nature, its luster and its malleability all lend themselves to 

the carving approach.  Linked, of course, to this dyad is Stokes‟s ever-present interest in 

psychoanalysis.  His analysis with Melanie Klein is detailed in Richard Read‟s essay, and 

Lyndsey Stonebridge and Janet Sayers both discuss the implications of reading Stokes‟s 

experiences of psychoanalytical discourse into his work on art.  There are also interesting 

contributions from David Carrier and Paul Tucker on Stokes‟s position in a canon of art 

criticism, a position the former wrote on in his collection of introspective works by 

Ruskin, Pater and Stokes, England and its Aesthetes (1997). 

It is perhaps the final two essays that offer the most persuasive reasons for 

assessing Stokes‟s work in the twenty-first century.  Étienne Jollet discusses the concept 

of distance in Stokes‟s work, in particular how Stokes‟s style foreshortens centuries 

between his subjects and his present consciousness, and how we are induced to do the 

same with Stokes‟s work today.  The problem of distance in Stokes thus becomes a 

plural one in art history more generally.  Michael Ann Holly‟s essay, “Stones of Solace,” 

engages most closely with Stokes‟s own attitude to the study of art. Offering a 

retrospective account of not only her own work in the fields of art history and aesthetics 

but also the story of the development of thought in those disciplines during the 

 



             REVIEWS 

 

60 

 

twentieth century, Holly wonders whether “it is not too absurd to wonder why we do 

not write today as Stokes once did” (200).  Holly‟s methodology is interesting.  She says 

at one point that she is “a convinced advocate of retroactive readings, that is, using the 

commitments of the present to engage ideas of the past, and vice versa” (200), and this 

strategy of awakening Stokes‟ subjective, individual and internal methods serves to 

demonstrate that his approach has not been erased by the heavily empirical and 

„positivist‟ art history that has dominated since the middle of the twentieth century.    

Perhaps it is only during the last decade or so that we could arrive at this position 

of challenging the hierarchy of art criticism of the twentieth century with alternative 

epistemologies.  Only in recent years, for example, have rigorous alternatives been put 

forward against Clement Greenberg‟s notion that painting is representative of art in 

general, whereas Stokes‟s work on the plastic arts, as we have seen, demands critical 

categories that exist beyond the scope of an analysis of painting.  Furthermore, the 

developments towards understanding what we might call „aesthetic history,‟ a mode of 

writing about past art, literature and architecture that very self-consciously pushes 

forward the receiving consciousness of the critic as a legitimate locus for the study of art, 

is even more important.  These ideas, again, are being freshly considered in work on 

figures such as Stokes.  Indeed, two of the more self-conscious commentators on art 

history working today are Stephen Bann and Michael Ann Holly, and both might be best 

understood as thinkers in the tradition of Ruskin, Pater and Stokes.   

The vitality of The Coral Mind, therefore, stems largely from strong contributions 

that not only engage with Stokes‟ ideas about art and form, but embrace them as an 

alternative methodological apparatus for getting to grips with art and the history of 

styles.  This study is a welcome and vibrant addition to both the critical body of work 

about Stokes and also to the epistemological debates ongoing in art history.  

 
 
 
Thomas E. Wartenberg and Angela Curran (eds.), The Philosophy of Film 
Introductory Readings 
(Oxford: Blackwell, 2005) pp. 308. 
Reviewed by LUCY E. FRASER 

Ph.D. candidate in Film Studies, University of Birmingham 
 

The central concern of The Philosophy of Film is the philosophical questions that support 
the interrogation of film as an academic field.  The editors have in mind a specific, 
targeted audience and aim to “acquaint undergraduate students . . . with the issues and 
controversies that constitute the philosophy of film” (1).  The increased 
interconnectedness between popular culture and the media it supports facilitates that 
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film and philosophy are cast together as the visual media is probed – beyond 
entertainment and escapism – for meaning and philosophical insight.   

The selection of essays in this collection range from early scholars, such as Hugo 
Munsterberg (1916), through the period of classic film scholarship, concerned with the 

formal and aesthetic characteristics of film (during which time film was struggling to find 
acceptance as a serious academic discipline), to a second period dating broadly from the 
1970s, at which point film scholarship became concerned with the discourses of modern 
theory.  This second period is interrogated in essays by both contemporary theorists and 
philosophers.  Sometimes the distinction between theorist and philosopher becomes 
blurred, but certainly writers such as Noël Carroll, David Bordwell and the late Gilles 
Deleuze have contributed substantially to the enfranchisement of film as an academic 
discipline.  The last section – “What Can We Learn From Films?” – provides a veritable 
finale of fun.  Essays in this section analyse specific films through the work of a range of 
philosophers, including Kant, Descartes, Nietzsche, and Plato, to the point at which, 
instead of analysing films as exemplars of ideas, ideas are used to „read‟ films (cf. Genette 
1983 on the text at the service of theory and visa versa). 
  The collection comprises twenty-seven essays arranged thematically into seven 
sections, each of which poses a discrete question (from “Do We Need Film Theory?” to 
“What Can We Learn From Film?”) and is prefaced by a brief introductory essay, 
providing an abstract of the section and a selection of study questions. The abstracts are 
useful, outlining arguments and providing a rationale of choice, thus aiding the selective 
reader; the study questions provide food for thought, encouraging reflective reading.  
Although somewhat didactic, the value of this approach should not be underestimated.  
It is all too easy to read hurriedly through an essay without taking on board the issues 
addressed. 

A number of seminal essays are included. We have Francois Truffaut‟s “La 
Politique des Auteurs” and Andrew Sarris‟s response on “Auteur Theory and Film 
Evaluation,” which scholars might have read in Mast and Cohen (1985) or, more 
recently, in Braudy and Cohen (2004).  Likewise, there are influential essays by 
Munsterberg, Arnheim and Bazin, published in J. Dudley Andrew‟s 1976 anthology The 
Major Film Theories.  These are major critical works and it is fitting that these essays be 
included here; Wartenberg and Curran‟s text provides an excellent introduction to film 
scholarship.  Endnotes are sequential to individual essays where appropriate, and original 
sources for these essays are detailed in prefatorial acknowledgements.  I would have 
preferred these to be given with each essay, but this is a minor concern in an otherwise 
efficient collection. 

Film, or more particularly, scholars of film, fought long and hard to achieve the 

recognition of film as an academic discipline.  However, with the increased availability of 
film for home viewing, particularly since the advent of the DVD, the ever increasing 
extras, and the internet, there is now an excess of uninformed writing on film.  In 
contrast, The Philosophy of Film  is a pleasure to read: it is a discerning anthology of key 
works by philosophers, theorists and critics of film, compiled with integrity and 
providing valuable resources for film scholars both new and old alike. 
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Michael Hoey, Michaela Mahlberg, Michael Stubbs, and Wolfgang Teubert,   
Text, Discourse and Corpora  
(Continuum, 2007) pp. 253. 
Reviewed by LAURA STRAKOVA 
Ph.D. candidate in Applied Linguistics, University of Birmingham 
 

Text, Discourse and Corpora is not corpus linguistics „as usual,‟ marked as it has been by 
lateral explorations of linguistic features and functions using general and specialised 
corpora.  Although the book contains plenty of conventional corpus analysis, its 
chapters move well beyond the margins of convention to address some of the deeper 

conceptual challenges of the discipline.  Through theoretical discussion and illustrative 
case studies, the four authors, all leading corpus linguists, show how, from the base of 
empirical data, corpus linguistics fits with larger issues in psycholinguistics, social theory, 
epistemology, and literary stylistics.  Each author devotes two chapters to exploring the 
relationships between lexis and text (Mahlberg), lexis and grammar (Hoey), corpus 
linguistics and discourse (Teubert), and the configuration of a model of language that 
accounts for both language system and language use (Stubbs).    

Hoey demonstrates how his corpus-based theory of lexical priming (Lexical Priming 
2005) can account for the creative literary choices writers make and, in his second 
chapter, examines how personal grammars come to “exist as a product of our primings” 
(31).  Priming, for Hoey, is a psychological concept:  Frequent and repeated encounters 
with how words, structures, or patterns behave in the past will lead individuals to expect, 
and hence produce, the same kind of lexical behaviour in the future.  A corpus is a 
record of those primings. Mahlberg‟s innovative final chapter links with Hoey‟s first 
chapter in explaining what stylistics stands to gain from the creative use of a specialised 
literary corpus.  She utilizes a custom-built corpus of Dickens‟ work creatively by 
producing several reference corpora and by automating a search for recurrent 

phraseology; what she finds are distinctive stylistic patternings and characterizations 
which would be unobservable to the unaided eye, and which show up important 
differences between Dickens and his literary contemporaries.  Stubbs posits a four-part 
model of language that accounts for both language system and language use, an 
uncomfortable dichotomy never adequately resolved by corpus linguists.  To exemplify 
the link between system and use, he analyses the phraseology of world in the British 
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National Corpus, and so takes a synchronic view, whereas Teubert takes a diachronic, 
intertextual perspective on meaning and discourse and builds a specialised corpus of 
Catholic social encyclicals.   Like Hoey, Teubert prioritises the way in which previous 
communicative events shape current ones.  But whereas Hoey focuses on the 

individual‟s private language experience and the construction of a personal grammar, 
Teubert focuses on social language experience, as it is only in society, in the discourse, 
where meaning is found.   
 Stubbs and Teubert attend closely to the conceptual, theoretical foundations of 
corpus linguistics as a discipline by arguing for its relevance beyond being a bundle of 
methods.  They abstract from the “tight, empirical world” (1) of data to the theoretical 
world of epistemology and social constructionism.  These two, taken together, make a 
powerful and persuasive case, so it is unfortunate that some indecision about the status 
of corpus linguistics should seem to infringe on Mahlberg‟s final chapter of the book.  
Mahlberg, for example, writes that “corpus stylistics can do more than simply apply computer 
methodology to the study of literature” (240, my italics), yet a paragraph earlier she states 
that “what it can do is highlight features that are made visible with the help of corpus linguistic 
tools . . . ” (239, my italics).    
 Teubert argues that experts “have to discuss the data they are confronted with, 
with the aim of agreeing on an interpretation of this data” (59).   Although all the case 
study analyses are rigorous and transparent, interpretations of the data seemed to be on 
occasion stretched, generalised, and hasty.  Hoey‟s analysis could be read to imply that 
individuals get primed by everything – we serve as passive receptacles for primings (“we 
receive primings” 51), in spite of a large number of caveats to the data on which his 
conclusion is drawn.  A plausible alternative, that primings may be in part construed, is 
oddly absent for an argument that claims that primings may be self-consciously 
overruled.  Similarly, Mahlberg‟s first chapter conducts an exemplary analysis of 
sustainable development.  For data handling, she classifies the lexical item into eleven 
functional groupings, some with very low frequencies.  Although she qualifies her 
conclusions to match the limited data, there may be diminishing returns in assigning 
interpretative value to smaller and smaller pieces of data.   
 Relating corpus linguistics to wider issues also entails creating new descriptive 
categories, both on the conceptual level (Hoey‟s theory of lexical priming, Mahlberg‟s 
concept of local textual functions) and on the methodological one ( Mahlberg‟s eleven 
functional classifications of the use of sustainable development).  But such expansiveness 
and plurality moves the field in new directions while leaving several longstanding 
questions without an agreed interpretation, such as what corpus linguists mean by 
„discourse‟ and even by „meaning.‟     

 But these points are not demerits against the scholarly value of the study; Text, 
Discourse and Corpora is an outstanding and impressive book.  In a discipline which unites 
empirical science and hermeneutic art, achieving a comfortable alliance is going to take 
time.  The authors not only acknowledge this need for change, but embrace it by being 
both self-reflective, and expansive, about the directions that corpus linguistics might 
take.    
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Peter, Swirski (ed.), All Roads Lead to the American City 
(Hong Kong University Press, 2007) pp. 160. 
Reviewed by LISA CHEUNG 
Ph.D. candidate in Applied Linguistics, University of Birmingham 
 

All Roads Lead to the American City (2007) is edited by Peter Swirski, Honorary Professor 
of American Literature at the University of British Columbia and Head of American 
Studies at the University of Hong Kong. This slim, albeit densely printed, volume takes 
students, teachers, and general knowledge seekers on an intellectual journey across 
several of the fields of inquiry grouped under the general term of „American Studies.‟ 
Organized into five chapters, the volume combines original methods of analysis with a 
remarkably reader-friendly introduction to the history, film, religion, geography and 
literature of urban America. 

The collection begins with a contribution from Priscilla Roberts, a historian who 
dissects the socio-historical and political factors that have contributed to the „perennial 
ambivalence‟ of the urban culture in America. Roberts succinctly describes increasing 
suburbanisation in America since the late-nineteenth century, focusing on socio-
historical factors such as convenience and attraction of the suburb. Provocatively 
inversing the book‟s central thesis, Roberts‟s chapter shows the importance of the 
continuing American rejection of the „big cities‟ by shedding new light on the fact that 

“roads may not only lead to but also be a means of escaping the city” (25). This 
metaphor of the road details the rise of urban culture in America. 
 The second, more intimate, chapter moves on to the road as a metaphor of 
contemporary American culture. Gina Marchetti, a film scholar, invites readers to follow 
in the footsteps of a „road movie‟ filmmaker, Renee Tajima Peñas, in her work My 
America, where Tajima Peñas conducts a search for her own identity through the eyes 
(and camera lens) of an Asian American. In direct contrast to the road movie, Marchetti 
describes the city movie as a documentation of “urban life almost like a living organism 
with its own diurnal rhythms of waking up, preparing for the activities of the day, and 
going through daily routines” (38). It is this kind of city movie that maps out America in 
specific ways. 
 Swirski‟s own chapter, which is in many ways the heart of the collection, puts Urbs 
Americana under the microscope by reviewing the critical role crime literature plays as a 
social document, which is part of what he calls “nobrow aesthetics.” Blending social and 
narrative analysis with vivid discussions of Ed McBain‟s police procedurals, Swirski 
argues that crime literature is not necessarily fictitious, but is quite often a manifestation 
of how writers often “wrote about what they saw around them” (56). Swirski‟s chapter 

fascinatingly demonstrates that crime literature can realistically manifest the twentieth-
century city of New York in this exciting hardboiled era. 
 Innovatively building on the aesthetic, moral and religious aspects of the road and 
the city, the following chapter performs an examination of the myths and dreams of 
American road literature and is written by a literary and religious comparativist, Earle 
Waugh. The metaphor of the road is further revealed as “a kind of refracted American 
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identity, as a prism indicative of basic American values, precisely because the road is 
capable of encompassing and representing so many themes” (71). Waugh‟s literary-
cultural examination gives a new focus to the study of America. 
 Swirski‟s collection ends with William John Kyle‟s essay exploring the development 

of Urbs Americana from the perspectives of historical settlement, demographic expansion 
and socio-political structuring of modern American cities. This fifth essay is a fitting 
conclusion with a central message which is relevant today, as both American citizens and 
policy makers are facing a continuing challenge of “how to alleviate the inevitable 
disparities in the quality of urban life for all citizens” (123).  Informed by the current 
socio-cultural knowledge of the American city, the book‟s central theme, which is 
suggested in the title, springs from the juxtaposition of the road and the city. As Swirski 
wrote in the introduction, “we need research integrated across the entire spectrum of the 
humanities and social sciences to evaluate the transformations currently underway, if we 
are to understand where Urbs Americana, and with it Urbs Asiana, Australiana, Europeana, 
and even Africana are headed” (4). Remaining true to his word, Swirski offers a cultural 
synthesis in this interdisciplinary collection, which is aimed to appeal to anyone 
interested in “the greatest as well as the „baddest‟ American cities” (back cover). Swirski‟s 
volume thus has the potential to become an influential textbook in American Studies, as 
there is currently none other quite like it available today. 
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THE OFFICIAL LAUNCH OF THE BJLL 
SARAH MACMILLAN 

 
The first issue of the BJLL was launched on 8 

May, 2008 with great success. Both staff and 
students attended the event, which took place in 
the Barber Institute of Fine Arts, to celebrate and 
to discover more about the year-long process 
which culminated in the final printed volume. 

Opening the evening, the co-editors, Laura 
Hilton and Joshua McEvilla, welcomed the 
audience and presented an overview of the 
journal from its conception through selecting the 

review and editorial boards, design, advertising, 
editing and printing.  Two contributors, John 
Tepe and Anna Gottschall, gave accounts of their 
first experiences of the editorial process, detailing 
what they had learnt and assuring us that it had by 
no means dissuaded them from future publishing 
ventures.  An interactive exploration of the online 
edition, constructed by Joshua and Scott 
Anderson, explored the possibilities of the journal 

as an online research tool with great potential. 
Scott also addressed the more technical aspects of designing and constructing the online 
reading applet, which will be developed to incorporate future issues, events and 
photographs.  The evening was concluded with refreshments in the foyer of the Barber 
Institute, where the co-editors and contributors welcomed questions and discussion 
regarding the first issue, and the future issues yet to come. 

The BJLL has proved to be a fantastic learning 
experience for all involved, with thanks extended to 
numerous contributors.  A highly successful start was 
marked by a successful and memorable launch. 
Preceding a relaxed reception, the formal component 
of the evening concluded with Professor Susan 
Hunston presenting both Laura and Joshua with 
Graduate School prizes for their innovation.  The 

positive reaction to 
both the journal and 
the launch promises 
a bright future for 
the BJLL.   
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UNIVERSITAS 21 CONFERENCE ON WATER 
MAIMAITI YASHENG 

 
The University of Birmingham was proud to host 
the 2008 Universitas 21 Postgraduate Research 
Conference on Water from 20 July to 25 July, 
2008.  This event, designed specifically for 
Postgraduate Researchers from any discipline 
with an interest in some aspect of water, provided 
researchers with an opportunity to present their 
work orally, as a poster, and as a short published 
article, as well as working in teams to provide 
novel solutions for the problems of 

tomorrow.  Researchers studied with experts in the field as well as active researchers, 
and also experienced a range of cultural events to help them be innovative and creative.  

The conference was organised by the 
graduate school of the University of Birmingham, 
and the organisation committee also included 
current Ph.D. students from the University of 
Birmingham who are involved in research related 
to water issues.  The conference was a great 
success and covered a wide range of research areas, 
including water resource management and climate 
change; health, cleanliness and society; controlling 
and harnessing water power; politics and 
economics of water; and aesthetics, art and the ‘culture’ of water.  

All participants have benefited from attending the conference.  Students now have 
a broader understanding of the issues surrounding water research, and have made new 
friends across the U21 network, which may lead to interdisciplinary collaborations.  
Furthermore, some new ideas and solutions to the most current water problems have 
been generated.  The conference also played a positive role in improving communication 
and presentation skills for participants.  Finally, all attendees were expected to write a 
short article about their work, which will be published on the web.  

 
 
 
For more details about 

Universitas 21 Postgraduate 
Research Conference 

on Water, visit: 
http://www.u21.bham.ac.uk/ 

PGConference2008/home.htm. 
 

Top Left photograph courtesy of  
Babatunde Anifowose 

http://www.bham.ac.uk/
http://www.u21.bham.ac.uk/%20PGConference2008/home.htm
http://www.u21.bham.ac.uk/%20PGConference2008/home.htm
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RISKY BUSINESS AT THE EDINBURGH FRINGE FESTIVAL, 2008 
VICTORIA GRAINGER 

 
As a Birmingham based writer and a fervent supporter of  

new writing, I have annually made the pilgrimage up north 
to the artistic Mecca that is the Edinburgh Fringe Festival.  
Each year I become more experienced in the „experience‟ 
and am tirelessly intrigued by the unquenchable optimism 
of  the colourful „show people‟ and the assortment of  
shows on offer.  There were 2,088 shows (to be specific), 
31,320 performances, an estimated 18,792 performers, 
247 venues, and 1.7 million tickets sold this year.  The 
Edinburgh Fringe Festival claims a 75% market share of  
all attendance at Edinburgh‟s year-round festivals, that is 
including the International Festival, the Film, Book and 

Jazz Festivals, and the magnificent Edinburgh Military Tattoo.  Not bad for an event 
labeled „a third-rate-circus,‟ the parting shot of  the outgoing Director of  the rival 
International Festival, Frank Dunlop, in 1991 . . . 

The Fringe has gathered strength since it emerged alongside the International 
Festival in 1947, a post-war initiative to re-unite Europe through culture.  The 
Edinburgh Fringe now offers practically every kind of  creative entertainment 24/7, and 
in every nook of  the striking, historic city.   

Each of  the three weeks has a distinct feel.  The gathering hum of  hope and 
squeaks of  panic create a good mania and frenetic energy typical of  Week One.  Week 
Two has a word-of-mouth buzz, and a still optimistic bent.  Week Three is distinctly 
quieter, increasingly sombre as built up frictions, late, late nights, and too early mornings 
take their toll.  By the onset of  September, there is a slightly jaded feel as the possible 
unemployment for many looms like the glowing sun behind Arthur‟s spectacular seat.   

The range and diversity of  work continues to grow.  You encounter world 
premieres and mind-blowing experiences side by side with student and octogenarian 
brass ensembles.  2007‟s Fuerzabruta was a phenomenal circus-style extravaganza in a 
tent by the Leith Docks, and in their words, “a non-stop collision of  dynamic music, 
visceral emotion, and kinetic aerial imagery,” experienced in seeing performers frolicking 
in a watery world suspended inches above the audiences‟ heads.  This year‟s Not Man 
Apart Physical Theatre Ensemble from the Monterey Peninsular won a Fringe First for 
Pericles Redux, a daring blend of  theatre and dance 
in a breath-taking version of  Shakespeare‟s 
Pericles.  

There are beautifully woven, up-close-and-
personal tales told by and to „idiots‟ from settings 
as diverse and outlandish as cargo containers to 
toilets.  I‟ve watched a noir-detective-thriller in 
the back of  a lorry; you can sit in a cramped 
freight box hearing an „asylum seekers‟ story; and 
I‟ve even munched on custard creams with more 
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actors than audience in a poky caravan, in a verbatim 
theatre enactment of  the Worcestershire floods.  I have 
followed Racine‟s Phaedra round the ruins of  Craigmillar 
Castle whilst wearing a Hessian sack, watched Douglas 

Maxwell‟s James II inside the Roslyn Chapel (now 
celebrated due to The Da Vinci Code), and wandered around 
Her Majesty‟s Customs House in the most fascinating 
thing I‟ve ever seen, a stunning site-specific art/theatrical 
instillation, Don’t Look Back, by Dream Think Speak 
Theatre Company.  They also allowed you to follow a 
tantalising, evasive Eurydice around fifty live actors 
scattered throughout the building on an individual journey 
that truly made me feel like „Alice down the rabbit hole‟. 

Then there are the less explicitly commercial, smaller companies and student 
theatre groups, willing to sustain loss and take a risk.  Student drama assumes its most 
well-known and prestigious form in the Cambridge University Footlights, who having 
generated the likes of  Jonathan Miller, Michael Frayn, Emma Thompson, Nicholas 
Hyntner and Simon McBurney.  Along with their Oxford Review rivals, the Footlights 
are a regular comedy presence at the Fringe.  Birmingham University‟s history with the 
Fringe is building.  3Bugs Fringe Theatre was founded in 2003 by Stephen Makin and 
Michael Wood, with the primary purpose of  helping students take productions to 
Edinburgh each summer. 2008 saw excellent reviews for their interpretation of  

Birmingham University‟s own MPhil Playwright, the late great Sarah Kane‟s Crave on its 
ten-year anniversary.  The ubiquitous Three Weeks Magazine awarded their staging of  Crave 
a maximum of  5/5 stars.  Favourable reviews and awards like The Scotsman newspaper‟s 
influential Fringe First have a huge bearing on a show‟s success.  Five stars enable a show 
to sell-out and often secure strong touring prospects throughout the UK and worldwide.  

In increasingly hard times though, there is an unavoidable reality that people may 
be progressively less willing to risk money on the smaller, lower starred productions.  
Looking forward, the effects of  the credit crunch will undoubtedly seep into the sales of  
the Festival for 2009.  Can we afford to discard the reviews and the security blanket of  
star-ratings when money is tight?  

In the spirit of  the Fringe, I suspect that people who 
attend year-on-year, and even first time Fringers, will not 
and cannot afford to ignore gut instincts, and even sacrifice 
the odd hour to a group of  gut-busting 21-year olds 
pouring their hearts into an obscure Lorca. Not knowing 
whether you will be playing to 200, 20 or 2 is also a 
strangely exhilarating and curve-learning experience.  On 
one occasion, being part of  a pitiable audience totaling two, 
I witnessed actors carry on regardless, and doubted they 
could have given more if  they had been playing on the 
main stage of  the National Theatre.  That is the wonderful 
blithe spirit of  the Fringe.  Without taking the gambles, 
sitting through the newcomers, and supporting University 
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productions, the economy of  talent and risk-taking in the theatre as a whole is at 
jeopardy.  

The Edinburgh Festival provides a spectacular arena to celebrate the growth of  
new talent, and merits the investment of  taking a risk with time and money.  To do so 

protects our future theatre from becoming a „sterile promontory,‟ and from an ostensibly 
safe but, I think, deceptive „five stars only‟ system.    
 
 

THE ROYAL SHAKESPEARE COMPANY‟S HISTORIES CYCLE 
DEBORAH KERR 

 
The Royal Shakespeare Company‟s recent Histories Cycle, which played in repertoire 
first in Stratford-upon-Avon‟s Courtyard Theatre before moving to London‟s 
Roundhouse, showcased eight of  Shakespeare‟s ten conventional „English‟ History plays, 
covering a period of  just over a century.  Under Artistic Director Michael Boyd, the 
Cycle featured a unified ensemble cast, with the 34 cast members taking over 264 roles 
between them.  This has truly been an epic piece of  theatre. 

Although all the plays can be – and most usually are – performed separately, 
viewing the entire Cycle really gives an insight into the history and development of  the 
story lines.  One can almost sympathise with the devilish Richard III, after watching his 
grief  at the murders of  his father and younger brother in Henry VI part 3, and his 
emotional scene in that same play where he castigates himself  for his deformities.  In 

order to fully understand the back-story and characterisation of  Henry V, arguably the 
most famous and most staged of  the Cycle, one really does need to see Henry IV.  When 
the play is performed on its own this dimension is missing – Kenneth Branagh‟s 1989 
film version took the step of  inserting „flashbacks‟ with the relevant scenes from Henry 
IV to overcome this. 

That is not to say that the recent Cycle could only be appreciated in its entirety; 
however, viewing all the plays does add more to the experience.  For instance, in Henry 
VI part 2, York „draws‟ a family tree demonstrating that he is the rightful king with 
stones laid out on the stage.  This in itself  was a particularly novel way of  handling the 
scene; yet for those who had seen part 1 it was imbued with extra meaning: when York 
was told he should be heir to the throne, he was given a stone at the same time.  

Stones aside, the Histories Cycle employed minimal props or scenery – an ideal way 
of  dressing a thrust stage in order to depict all the different locations required for eight 
different plays without teams of  stagehands and tedious scene-changes.  Yet instead of  
being confusing, or even boring, this empty space could become anything, and was the 
perfect backdrop onto which to project one‟s imagination. 

The stage was clad in rusty iron, with a round tower at the back.  As a Classicist, 
this reminded me of  the ancient Greek stage, which also featured a building on the 
stage.  The Histories‟ large wheeled bed, pushed out for deathbed scenes, resembled the 
Greek trolley or ekkyklema, used to display tableaux.  Finally, the machina – or crane – 
used to suspend actors over the stage in ancient Greek theatre was also apparent. 

Usually „dead space‟ in most productions, the Histories team used the area above 
the stage to add a fourth dimension to the performance.  From jousting „horses‟ (saddled 
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wire frames pulled back to the Circle balcony before being launched at each other in 
Richard II), to living portraits flying in as actors perched in picture frames, to a suspended 
harpsichord, soldiers zipping down from the ceiling on ropes, or even the Dauphin‟s 
court twirling on trapezes, the aerial space was maximised for every available square inch. 

This machina aspect of  the Cycle made the productions particularly delightful and 
exciting, adding to the energy of  each performance. 

Despite the first seven plays being performed in faux-mediaeval costume, Richard 
III was in modern dress.  This did come as a surprise, but when viewed as the 
culmination of  the Cycle and this century-long story of  usurpation and warfare, it was 
clear that there was a deliberate development in the costumes, and a step forward for 
each new era. 

Richard II‟s Elizabethan-style finery (deliberately anachronistic to show the links 
between Richard and Elizabeth) lasts only for his reign at the end of  the House of  
Plantagenet.  The sobriety of  the usurping Henry IV and the House of  Lancaster 
develops longer and simpler lines from traditional doublets, merging through the 
maturing Henry V to the war-torn kingdom of  Henry VI, where warring armies wore 
leather trench coats. Finally, as the crown is taken yet again by another House, there is 
another leap forward in style, with the tailored suits of  Richard III.  

The simplicity of  the stage and costumes, however, merely served to highlight the 
quality of  the ensemble cast.  It was this ensemble which really made the entire 
production and linked the plays together in such a way that separate plays with separate 
casts (as in the BBC TV Shakespeare Collection) could never do. 

Certain actors would always reappear in similar types of  roles, for instance, or were 
always paired up together. Some brief  examples include the three sons of  the Duke of  
York who were also the three courtiers waiting on the Dauphin in Henry VI part 1, and 
Richard II and his courtiers.  The warrior Joan of  Arc was played by the same actress – 
Katy Stephens – who was Margaret of  Anjou, another armour-wearing woman. Clive 
Wood was both Henry Bolingbroke – later Henry IV – who seized the crown from 
Richard II, and the Duke of  York who overthrew Henry VI.  Having the same cast on 
hand also meant that much could be made of  the ghosts of  previous characters haunting 
the stage in the later productions.  The latter plays even featured a „Keeper,‟ escorting 
the newly dead into the tower.  An original way not only to clear the stage of  bodies, but 
also to emphasise the ghostly activities throughout the Cycle. 

Such a short review as this could never do full justice to these eight plays.  I shall 
leave you instead with the final vision I had of  the Cycle: the end of  Henry VI part 3 
where Jonathan Slinger‟s Richard, having begun his murderous schemes with the killing 
of  Henry and leaving the stage awash with blood, holds Edward‟s heir, dances manically 
to drums, and chillingly whispers the first word of  Richard III: „Now.‟ 
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DR JUNG CHANG GRADUATE SCHOOL LECTURE 
SARAH PARKER 

 
Those that attended Dr Jung Chang‟s guest 

lecture on the 20 November, 2008 will already 
know what an inspiring, thought-provoking 
evening we were treated to.  For those that were 
not in attendance, keep reading to find out what 
exactly you missed.   

The evening kicked off  with research 
poster presentations by postgraduate students 
in the foyer of  the Barber Institute of  Fine 
Arts.  Personally, I was a bit daunted at the 

prospect of  members of  the public, who were there primarily to see the famous author 
of  Wild Swans, quizzing me about my research.  This was also my first attempt at making 
a research poster, and I wondered if  this would be patently obvious once it was placed 
alongside the work of  Powerpoint veterans.   

Fortunately, it was such an encouraging experience to see in pictorial form the 
intriguing research being untaken by fellow postgraduates at Birmingham that I forgot to 
be worried about my own effort.  Topics as diverse as Confucius, hydrogen, graphic 
novels and Ancient Egyptian civilisation do not begin to do justice to the variety of  
work that was on offer.  As people gradually began to crowd into the foyer, the air filled 

with enthusiastic conversation.  It was heartening to be able to discuss my work with 
students from completely different academic disciplines and members of  the public, 
many of  whom offered helpful suggestions. 

But what does postgraduate research, however exciting, have to do with Dr Jung 
Chang?  Dr Chang was ostensibly at Birmingham by invitation of  the Graduate School 
to talk about “the impact of  postgraduate education on her career.”  However, many 
ticket-holders also wanted to hear about her best-selling books, Wild Swans: Three 
Daughters of  China (1992) and Mao: The Unknown Story (2005, co-written with her 
husband, historian Jon Halliday), and her early life in Communist China.   

Jung Chang‟s lecture exceeded everyone‟s expectations.  She began by telling us 
about her childhood desire to become a writer, explaining how this became increasingly 
difficult to realise as Mao‟s regime overtook China (her first poem had to be torn up and 
flushed down the toilet as Communist guards invaded her house).  As she detailed to the 
audience the traumas suffered by her family and the Chinese people under Mao, Jung 
Chang somehow managed to be both a commanding speaker and touchingly 
conspirational.  For example, on leaving China in 1978 to study at the University of  
York, Jung Chang was warned that English pubs contained “all kinds of  vice” including 
“topless, dancing women.”  Intrigued, she told us how when first in England, she rushed 
to open a pub door, only to discover some old men nursing beers: “to tell the truth, I 
was rather disappointed,” she admitted with a smile. 

Once settled in England, Jung Chang began her Ph.D. in Linguistics, later 
becoming the first person from Communist China to receive a doctorate from a British 
university.  In her first supervision, she presented her supervisor with her thesis 
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argument in a characteristically strong-minded manner.  After a pause, he asked her: “So 
where is your thesis then?”  Taken aback, Jung Chang reminded him it was her first year, 
so she had not begun writing one yet.  He replied: “But you seem to have all the 
answers.” 

This anecdote embodies the overarching message of  Jung Chang‟s lecture, which 
was the importance of  keeping an open mind.  Her thoughts, as they ranged from Mao‟s 
regime to her career as a writer, kept returning to this point: don‟t take anything for 
granted, or – in the words of  her supervisor, which obviously had a deep effect on her – 
don‟t assume you have all the answers.  Dr Chang‟s lecture, and her perceptive answers 
to the questions put to her by members of  the audience, certainly proved the worth of  
this doctrine.  By turns moving, stimulating and entertaining, Jung Chang‟s lecture was 
certainly not to be missed. 
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