Abjection or Carnivalesque Laughter?

John Cowper Powys’s Weymouth Sands (1934)
Jeremy Robinson in his introduction to a new collection of articles on Powys’s novels, while enlarging on how much his oeuvre is neglected by major characters of literary criticism, casually remarks that “[o]ne could imagine essays on the Kristevan abject in Powys’s use of vivisection in Weymouth Sands” (iv). His comment seems to be rather provocative at first sight: vivisection, though a recurrent motif in the novel, is apparently located at its periphery. Robinson’s idea turns out to be much more inspiring in calling attention to the phenomenon of the abject in Powys’s work. Let me use the following as a working definition of the term:

Every social order defines itself as opposed to the non-signified, the non-structured. […] the marginalised segments and elements are under the laws of prohibition and taboo: the filthy, the disgusting, the dirty, the perverse, the heterogeneous. The term abject includes all these elements that are not fixed symbolically, which are hardly encodable and are menacing for culture. The abject is the most archaic experience of the subject, which is neither an object nor the subject, but already articulates separation by marking the future space of the subject in relation to the disgusting, to the heterogeneous, and to the terrifying. […] it threatens symbolic fixation and the formation of the identity. The aspect of the abject most imminently and constantly threatening the subject is the very existence and feeling of the body: it is this uncontrollable structure full of streams and flows that language, the word, and discourse must totally cover so that the subject can feel her/himself a homogeneous monad. (Kiss 9 – trans. Nóra Séllei)
Taking this into consideration, vivisection proves to be only one instance of the abject in Weymouth Sands and probably the most conspicuous element of the intricate web of recurrent motifs through which the abject appropriates the entire text: the abject might be regarded as the dominant shaping factor of Powys’s structuring of plot, choice of characters, and narrative technique in Weymouth Sands. 
First of all, Powys’s fascination with the abject, this “’something’ that I do not recognize as a thing” [but which is] not nothing, either” (Kristeva 2), might shed light on the fundamentally bathetic nature of the plot. The action takes place at the beginning of the 1930s in Weymouth and involves such a multitude of characters (each with an individual philosophy of life) and disappoints readers so conspicuously in their expectations of tragic climactic moments that the novel makes the general impression of being much more about Weymouth as a symbolic location than the events occurring there. The plot lines seem to converge in Dog Cattistock and Mrs. Hortensia Lily’s wedding day, the day when Jobber Skald intends to kill Cattistock. The description of the wedding, which ultimately turns out to have been scandalously cancelled in the last moment, is substituted by two other stories unable to cover the central lack in the novel and only emphasising its deeply bathetic nature (Robinson v). One is the story of the mystical philosopher Sylvanus Cobbold’s symbolic castration, the other is that of the meeting of the old gossips of Weymouth, who try to puzzle together the story of Hortensia Lily’s jilting from hearsay. By not appearing at the wedding, ironically, Dog Cattistock probably also saves his life – the anticlimactic nature of the novel is strengthened by the fact that the tragic murder everybody expects to take place most unceremoniously simply does not occur. To top it all, at the end of the day Cattistock’s housekeeper passes out allegedly at the sight of the late Mrs. Cattistock’s ghost. The two chapters covering the day of the cancelled wedding thus actually abound in moments of castration in the epistemological sense of the word, as Samuel Weber defines it: moments, when not exactly nothing happens, but something which fundamentally undermines the subject’s position by revealing the gap between the signifier and the signified and thereby shaking forever his trust in signification (1111-1112). The anticlimactic structure of the plot opens up the epistemological and ontological uncertainties behind the Powysian multiverse built on ironic twists of fate, uncertainties, which are just as directly related to the problematic nature of the speaking subject enunciating his being from the ambiguous position of abjection. If the dynamics of plot are really structured by desire
, a plot structured around the ambiguous affects surrounding the abject – a simultaneous fascination and repulsion – in fact, can hardly be anything else but bathetic: repeating the constant “placing and displacing [of] abjection” by laughter (Kristeva 8) it does not really proceed, but rather “strays” (Kristeva 8) in permanent fear of and constant desire for the end of the journey, the abject.

Secondly, the characters involved in the action are practically all abject, “improper/unclean” (Kristeva 2): people who transgress officially accepted social norms usually because of their more or less serious psychic disturbances and/or unusual sexual inclinations. In the world of Weymouth Sands the general metaphor for the human condition is that of the ghost – the human being is an “abject body”
 stuck between life and death in a no man’s land of metaphysical uncertainties. Let me give only a few examples in a rather sketchy manner – relevant features are so abundant in Weymouth Sands that to do otherwise would amount to retelling the whole novel. As mentioned above, Adam Skald is obsessed with killing Dog Cattistock, which he also sees as the only way to keep his personal integrity, as the core of his identity (Powys, Weymouth Sands 360-361)
. The only man of action in the novel, the local businessman Dog Cattistock is a miser to a pathological extent, which makes him unable to bond with women (WS 446-448). His would-be father-in-law, Captain Poxwell and his daughter Lucinda play out a scenario of incest which drives the father practically mad (WS 302) and leaves the daughter not much saner, either. Their lawyer, James Loder perversely theatralises his dying naked body and physical pain caused by ulcer to torture his children with his illness (WS 297). His son Rodney consciously wishes his father’s death and is afraid of going mad like his uncle (WS 178). The local doctor and psychiatrist Daniel Brush vivisects his patients – the animals literally, the humans metaphorically – in his asylum and his “humanitarian” profession does not hinder him from being a misanthrope. His patients are “Homeric ghosts, […] sad troops of the enfeebled Dead, […] sub-conscious, sub-sensitive, sub-normal, sub-substantial” (WS 479) – characterized by a metaphor later extended to all the inhabitants of the novel’s world. In this story of truncated and malfunctioning families the only proper mother, the inn-keeper Ellen Gadget, is reputed to live in an incestuous relationship with her husband, who is also her half-brother (WS 249). Last but not least, almost every old family in Weymouth has had some member who was, is, or could have been a patient in the Brush Asylum (WS 487). Even such a sketchy overview of the novel’s cast seems to justify A. N. Wilson’s ironic summary of the case of Weymouth Sands: the novel “had to be retitled Jobber Skald since the mayor and the good people of Weymouth threatened legal action at [Powys’s] depiction of the genteel seaside town as seething with evil, populated by brothel-keepers, vivisectionists and lunatics” (3)
 – in short, comprising all possible aspects of the abject.
Their treatment, however, is inseparable from the notion of the carnivalesque, which is indicated by the intertextual relationship of Weymouth Sands with Rabelais’s Gargantua and Pantagruel, on the one hand, and Powys’s Rabelaisian philosophy, on the other. The latter was gradually formulated over several decades from the beginning of the 1900s and culminated in Powys’s volume entitled Rabelais, first published in 1948
. His understanding of the Renaissance text, though far from being so academic, bears comparison with Bakhtin’s interpretation
. Powys’s description of “Pantagruelism”, except for the term itself, includes most of the major characteristic features of the carnivalesque worldview as it is described by Bakhtin
. It is in Rabelais’s attitude to nature, including the most excremental and disgusting aspects of human existence (in other words, the abject) that Powys detects an approach “diametrically opposed” to the “inhumanity” and horrors of the scientific discourse and practices of the twentieth century (Powys, Rabelais 42). In his opinion it enables Rabelais to formulate a discourse which comes to terms with the repellent and – ultimately – with death
, two aspects of the abject Kristeva uses as a starting point in her approach to the phenomenon (Kristeva 2-4). Translated into Bakhtinian terms, Powys, who experienced a distrust in science so typical of mythologically orientated Modernists, posed against the monological “truth” of reason a dialogic or polyphonic vision of his Rabelaisian “Multiverse” (Powys, Rabelais 370), a pluralistic vision of the world (Knight 85)
. Going beyond the platitude of repeating the Kristevan claims that if not all literature (207) than at least “[g]reat modern literature unfolds over [the] terrain [of the abject]” (18), one can claim that Powys’s position turns out to be a very special one in Modernist literature. His constant fight with “the repellent”, culminating in his Rabelaisian philosophy, means consciously posing the inherent optimism of the carnivalesque spirit and laughter against abjection – two notions which are hardly separable, as Kristeva’s exposition of Céline’s oeuvre also indicates
. How far such a division is practicable remains one of the major dilemmas of Weymouth Sands. 
One facet of the issue is the creation of altogether five different “sublimating discourses” (Kristeva 7) – four attached to different characters and one presented by narration itself – in Weymouth Sands, in which the emergence of the subject is clearly shown in terms of facing the abject and constructing its representations within the symbolic. These discourses can be arranged on a scale ranging from the absolute dominance of abjection to a text shaped by the benevolent tolerance and more or less subdued but ever-present laughter both Powys and Bakhtin most optimistically consider a central element in Rabelais’s art. One extreme is embodied by the scientific discourse of psychoanalysis exemplified in Dr. Brush’s character, while the other is nothing but the “artistic sublimating discourse” of Weymouth Sands as a work of art. In between, at least three other “sublimating discourses,” basically formulated in face of the abject and incorporating elements of a Rabelaisian/carnivalesque attitude to a certain degree, can be differentiated.
The scientific discourse embodied through the character of the vivisector and psychiatrist Dr. Brush is represented both as a total failure to cope with the metaphysical dimensions of the human condition and as an inhuman horror against which most characters of the novel define their own humanity and formulate their discourses by reinterpreting the web of metaphors it establishes. Vivisection, the most direct form of the abject in Weymouth Sands is first metonymically then metaphorically identified with psychoanalysis, which, in its turn, is a synecdoche for science and ultimately for the Enlightenment ethos centred on the human being as a creature dominated by Reason. This complex image reflects the fundamental inhumanity of the human race capable of such cruelties as vivisection (literal or metaphorical). Science exemplified by psychoanalysis in Weymouth Sands does not cure or improve: as Kristeva claims, the analyst “drawing perverse jouissance” from “displaying the abject” most easily confuses himself for it (210), which is clearly shown in the novel by the fact that the fundamental metaphors for both patient and the analyst are those of the cadaver and the ghost. On the one hand, Kristeva assigns a definitive role to the corpse (cadaver) as the embodiment of the border (death, the abject) against which the subject defines itself and to which all other forms of waste are related (3-4). On the other hand, the patients’ condition – metaphorically vivisected animals and living dead – is abject because it represents an ambiguous, in-between situation, which “disturbs identity, system, order” (Kristeva 4) and “does not respect borders, positions, rules” (Kristeva 4). Their cases imply that if the psychoanalyst represents a border or measure, it is rather in the sense that like death, he “has encroached upon everything” (Kristeva 4) and assimilates his patients – his objects – to himself to make them abject. Dr. Brush, fully aware that his medical practices – both vivisectional and psychoanalytic – are morally unacceptable, also admits to finding his only pleasure in them, that is, he finds the abject, “the impossible within” (Kristeva 5), as the core of his very integrity. The intrapersonal tensions of such a “straying” subject reach a culmination in his abjection of the self generalised as misanthropy in Weymouth Sands. Dr. Brush’s vision of psychoanalysis and mankind, thriving on and loathsome for sanctioning the abject, is at the same time apocalyptic: full of pessimism, he predicts the well-deserved and unavoidable end of such a race.

The first discourse posed against this vision is embodied in Magnus Muir’s humanistic “life-illusion” (Powys, The Meaning of Culture  7-14) founded on Homer’s poetry and incorporating certain elements of the Rabelaisian vision, most prominently an unconditional love of nature and an ability of seeing the beauty of life through a constant awareness of death. Unfortunately, it is already represented in the novel as a “corrupted” form of his dead father’s philosophy, who was genuinely happy because he lived according to it. As Magnus claims “Father […] was happy by nature. My soul takes my body as though by a leash, like an animal, and forces it to go through the motions of happiness” (WS 312). Magnus’s version allows room for no real representative of the other sex in his life, only for the sublimation of desire in enjoying the beauty of nature. During the lifetime of the elder Muir it was Magnus’s “fear of his father […] that made his love-affairs come to nothing” (WS 19). Weymouth Sands is partly about the forty-five-year-old tutor’s attempt to wrestle himself free from this fear five years after his father’s death – and about his failure to do so. The interiorised prohibition on bonding with women reappears in a slightly veiled form as his fear that his marriage with the young and sexually very attractive Curly will force him to leave the security of the maternal lap/womb associated with the house in which he currently rents a room (WS 95) and push him into the horrors of a life described in terms of a (vivisectional) industrial torture-chamber:

He felt it now as a menacing engine-house that he was entering – a place full of cogs and pistons and wheels and screws and prodding spikes – and full of people with bleeding limbs. A vague horror, like that of extreme physical pain, oppressed him. He felt as if all the hidden places where sensitive life was tortured had opened their back-doors to him, and the moans from within were groping at his vitals. (WS 95)

Curly, standing for sexual relationship and the feminine, becomes the luring but also horrifying object of his desire. This contradiction surfaces in Magnus’s inability to counteract Curly’s manoeuvres to postpone their wedding, and is sublimated in his positioning Curly against vivisection, as the sacrifice he could – or should? – make in the name of humanity to stop this unbearable cruelty (WS 306). Ironically, this is what literally happens at the end of the novel. When Curly leaves him, Magnus goes on heartbroken, but not without a sense of relief. His narrative lends itself up to interpretation most easily as a story of the feminine and sexuality treated as abject under the influence of the Law of the Father (Kristeva 2). This sacred horror of the feminine, based on the prohibition on the maternal (Kristeva 71) might shed light on the conspicuous absence of mothers from the novel: Weymouth Sands is teeming with orphans (both infants and adults), childless mother-aged women, careless, malfunctioning mothers, and is ruled by mad, power-freak, cruel fathers. 

The most conspicuous examples for creating “sublimating discourses” for the abject with the incorporation of a carnivalesque worldview are the brothers Jerry and Sylvanus Cobbold. “The world-famous clown” (WS 8) of a thousand masks and the “born prophet” (WS 6) function as a pair of – sometimes interchangeable – carnivalesque doubles (Bakhtin, Dostoevsky 127-128), whose identity is defined along the lines of forming two seemingly diametrically opposed philosophies, one taking the form of a nihilistic satire, the other a slightly grotesque private religious creed. What is their core, though, is the brothers’ shared obsession with the excremental aspects of life and a more or less morbid femininity – the abject. 

In Jerry’s case this fascination is overtly connected to a Rabelaisian – carnivalesque? – attitude:

Jerry had indeed something in him that went beyond Rabelaisianism, in that he not only could get an ecstasy of curious satisfaction from the most drab, ordinary, homely, realistic aspects of what might be called the excremental under-tides of existence but he could slough off his loathing for humanity in this contemplation and grow gay, child-like, guileless. (WS 217)

His wife, Lucinda is one of Dr. Brush’s out-patients, a hysterical woman who has driven her father mad by making up a story of their child born of incest. Jerry’s lover, Tossty, is fatally attracted to her own sister, the beautiful Tissty. The narrator’s comments place these relationships far beyond the limits of “normality”: “normal sex-appeals had not the least effect upon [Jerry]. What had drawn him to Lucinda […] was a queer pathological attraction; and the same was true […] of his interest in Tossty” (WS 218). At the end of the novel he establishes an adulterous – and in a sense incestuous – relationship with his sister-in-law. The tainted nature of this love is already predicted half-way through the plot, much before Hortensia Lily is actually jilted on her wedding-day by Cattistock, when Jerry imagines that he would respond to her love for him only if “Cattistock ill-used her” and “if she were outraged and abject” (WS 219, italics mine). 

The mystic Sylvanus Cobbold’s fascination with excrement is part of his ritualistic, mystical adoration of every aspect of nature, and is probably best exemplified by his kissing the prongs of a fork freshly taken from a dung heap (WS 529). Though women are mysteriously attracted by his preaching, he does not have a sexual relationship with them. His “friends” (WS 489) are queer figures themselves: social outcasts, neurotics or somehow not even entirely human beings, like his beloved Marret, who is compared to a puppet from the Punch and Judy show, a long broomstick in black with the head of a china doll. But while Jerry’s loathing is directed against others – he is a misanthrope – Sylvanus feels “spasmodic body-shame” (WS 385), he is repelled only by his own body, sees himself as abject. 

Jerry’s abjection is sublimated in an “artistic discourse” (Kristeva 7) embodied in his clowning not bound by the limits of the stage:

[…] Jerry’s loathing for humanity was even deeper than that of Mr. Witchit […] and the only pleasure he got from his fellows was a monstrous Rabelaisian gusto for their grossest animalities, excesses, lapses, shames! These things it was, the beast-necessity in human life, that he exploited in the humours of his stage-fooling; and because he loathed his fellow-men he was able to throw into his treatment of their slavery to material filth an irresistible hilarity as well as a convincing realism, a combination that always enchanted the crowd. (WS 218)

His “acting sans cesse” (WS 204), also continued in the conspicuously theatrical environment of his private life (WS 41), even seems to serve “humanitarian” purposes for example in the eyes of his wife’s companion, who “saw the man as a sort of fragile Atlas, perpetually holding up the weight of other people’s destinies and aiming above all, as he did with Lucinda, at keeping people from going mad, by an everlasting process of distraction!” (WS 218) 
In contrast, Sylvanus Cobbold’s “mystical sublimating discourse” (Kristeva 7) is embodied in his rather vague philosophy of the Absolute. His efforts to come up with an acceptable version of the unbearable contradictions of the human condition demonstrate how death, cruelty and the repellent are just different facets of the abject against which the individual tries to enunciate his identity in Powys’s art: 
[…] his mind gave up the struggle to reconcile his Absolute with the cruelty of things, for this began to seem beyond his power; and in place he wrestled with the Spirit in a frantic effort to make it include the Gross, the Repulsive, the Disgusting. (WS 384-385) 
His personal philosophy results in such grotesque and carnivalesque phenomena, as his calling himself “Caput-anus” in his dialogues with the Absolute, while he carefully avoids any references to himself as “I” (WS 385). His idealisation of femininity – the sublimation of the abject he cannot handle – brings his relationship with actual women to a crisis since he manages to ignore their personal feelings. As opposed to the professional jester, it is, however, Sylvanus who can produce “a fit of Gargantuan laughter” when facing major ironies of the human condition (WS 286). At the end of the novel both Rabelaisianism without indulgence and the vision of a carnivalesque Absolute without a proper incorporation of femininity – sexuality – fail to prove satisfactory alternatives: Jerry’s scheming is unmasked in the face of “authentic passion” (WS 570) and Sylvanus, locked up permanently in the Brush Asylum, is brought to a breakdown by the analyst’s cold-blooded irony and his final loss of Marret (WS 542).

The most “efficient” “sublimating discourse” seems to be the very artistic text of Weymouth Sands, whose narrative technique can be related to both the poetic dimensions of Rabelais’s work recognised by Powys and the characteristic features of carnivalised literature as described by Bakhtin. Though there is an omniscient third person narrator in the novel, his all-knowing reveals itself rather in an ability to enter all the characters’ consciousness – and letting their different perspectives collide. It becomes most obvious in such instances when the same event is interpreted from two different characters’ viewpoint, but always without the intrusion of the narrator’s “final” judgment. For example in the ominous case of Sylvanus Cobbold’s kissing the fork out of a dung heap, the narrator’s comments, dominated by Sylvanus’ perspective and permeated by his ritualistic and pathetic nature-worship, are suddenly interrupted by the rather disillusioning remark that “it would have fatally lent itself to Perdita’s impression of him, as one who, even when alone, was forever acting and showing off” (WS 529). The more complex characters are introduced through each other’s often contrasting perspectives – the resulting contradictions are most notable in Sylvanus’s case, but even the “villain” of the novel, Dog Cattistock is totally humanised through Magnus Muir’s vision of him. The result is a typical Powysian “multiverse” of different consciousnesses, which are in dialogic
 relationship with each other – a “dehierarchised” (Boulter 13), polyphonic, amoral multiverse, in which the repellent, the abject is shown through an indulgent, humorous narrative voice, as if a much more understanding observer than the vivisector/psychiatrist Dr. Brush was listening with his own “humorous commentary upon the world” (WS 503) while his patients reveal themselves as abject.

In conclusion, in Weymouth Sands the fascination with the abject has proved to be a dominant shaping factor of the novel’s extremely rich and complicated system of metaphors, its characters and its plot – in fact, the whole text revolves around formulating “sublimating discourses of the abject”. Rabelaisianism and carnivalesque laughter – with or without the optimism both Bakhtin and Powys attach to them in their non-belletristic works – are unalienable elements in either the philosophical solutions or the narratological approach to the problem. Consequently, its representation, though it ambitiously includes epistemological and ontological aspects sometimes beyond Powys’s potentials, is at least far from being tragic in Weymouth Sands. “While some critics are anxious to state that they find this a predominantly ‘happy’ book, others, on the contrary, find it permeated with a sense of loss and failure” (Nordius 105). Its ambiguities, however, can be easily linked with the fascination with the abject dominating the themes of the novel and Powys’s bias for a Rabelaisian, carnivalesque approach to literature – and life.
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� Cf. the chapter “Narrative Desire” in Peter Brooks’ Reading for the Plot (37-61).


� For an analysis of abject bodies, among them ghosts in fantastic, more specifically in Gothic stories cf. Réka Mónika Cristian’s “The Fantastic Abject as Bodies in Mirrors” (Proceedings of the 2nd Tempus Mini-Conference – English Studies and the Curriculum, Debrecen, Kossuth University, 1997), 94-107.


� All quotes from Powys’s novel are based on the following edition: John Cowper Powys, Weymouth Sands (Woodstock, New York, The Overlook Press, 1999). From now on they are indicated only by WS and the page numbers.


� The novel has been released with the original title since its 1963 edition (Nordius 103).


� For a detailed description of this development cf. Jacqueline Peltier, “François Rabelais and John Cowper Powys,” la lettre powysienne Vol 7 (pritemps 2004) � HYPERLINK "http://www.powys-lannion.net/Powys/LettrePowysienne/number7.htm" ��http://www.powys-lannion.net/Powys/LettrePowysienne/number7.htm�).


� Jacqueline Peltier in her comprehensive study comparing Powys’s different interpretations of Rabelais, also emphasises that Bakhtin’s and Powys’s works were written approximately at the same time and that Powys would probably have been highly interested in the Russian critic’s interpretation, finding a kindred spirit in him. Though she follows the developments of Powys’s interpretation only in his non-belletristic works, she also takes it for granted that Rabelais’ extremely deep influence on Powys’s personal philosophy also surfaces in his novels (� HYPERLINK "http://www.powys-lannion.net/Powys/LettrePowysienne/number7.htm" ��http://www.powys-lannion.net/Powys/LettrePowysienne/number7.htm�).


� Powys identifies roughly nine major components of Rabelaisian philosophy, out of which parody, “farcical and sardonic humour”, “considerate humanity and pity”, “shameless realism and gross bawdiness”, “endurance, enjoyment, and unlimited toleration” and “a metaphysical element” (Powys, Rabelais 368-369) clearly parallel the central elements of the fundamentally optimistic carnivalesque worldview and spirit Bakhtin describes mostly relying on Rabelais’ works. Thus Bakhtin similarly emphasises parody (e.g. Bakhtin, Rabelais 12-15, 21-22; Bakhtin, Dostoevky 127-128, 141-142, 193-194), (grotesque) realism/materialism and the comic treatment of the excremental and sexual as essential elements behind carnivalesque laughter (Bakhtin, Rabelais 18-24) and tolerance in the form of suspending official hierarchy (Bakhtin, Rabelais 7-10, 21-27). In addition, Bakhtin later connected the concept of polyphony historically to these very elements of Renaissance culture and art (Bakhtin, Dostoevsky 6-7, 127-128, 193-194).


� Cf. Wilson Knight’s opinion, who points out that for Powys the “mastery of the repellent” is “a step […] to a mastery of the horror of death” (Knight 85-86).


� Cf. also Joe Boulter’s two comprehensive studies on pluralism in Powys’s Porius in his volume Postmodern Powys – New Essays on John Cowper Powys (Kidderminster, Crescent Moon, 2000).


� Carnival and its related terms, such as the grotesque, ambiguity and the apocalyptic make repeated appearances in Kristeva’s analysis of Céline’s texts (especially 138-195), let alone the fact that most of the thematic elements she analyses in terms of the abject could be as handily interpreted within the scope of the carnivalesque. Unfortunately, she does not clarify the relationship of the two notions – carnival seems to be a facet of abjection in literature at best –  though her theory draws on Bakhtinian notions quite obviously. Such an incorporation of the carnivaleque under the umbrella term of the abject deprives it of the liberating optimism not only Bakhtin’s more professional and Powys’s lay reading, but also Kristeva’s own early interpretations ascribe to it (Томсон 125). The clarification of the relationship of the two terms, however, is beyond the scope of the present paper. 


� In Joe Boulter’s analysis of pluralism in Porius, whose many aspects and conclusions are also highly relevant in terms of Weymouth Sands [cf. the collision of different perspectives (32-33), the representation of different consciousnesses on equal footing as “many world versions” existing independently from each other (e.g. 28-30)], his philosophical conception of pluralism adopted from postmodernist theory for the purposes of analysis (7) actually excludes the notion of any dialogue (25-30). Probably for this reason he does not incorporate in his studies the Bakhtinian approach, though he makes a reference to his Problems of Dostoevsky’s Poetics actually applying the term “’double-voiced’ style” to Powys’s text (34) without any sense of running into a self-contradiction. He also discards “carnival” as a relevant term in his frame of reference relying on Juliet Mitchell – but not on Bakhtin – who associates it with simple inversion instead of dehierarchisation (13-14). My reading, rather moving in the frame of reference of Bakhtinian poetics than postmodernist philosophy, obviously diverges from Boulter’s at this point.
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