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1 INTRODUCTION

Memory has widely been discussed from a range ofpeetives in different areas of
research. In this study, the aim is to unravel @asaonstruction of the self through
memory and story telling and uses sociological pindbsophical approaches to do so.
Memory is not static, nor is it absolute; we do remhember everything. Furthermore,
the memories we do remember always include a degrexerpretation and reflection.

Memory is not objective either; it is subjectiveterpretations of events that the
individual deciphers as somehow meaningful to Herdéemory is also a way to

connect the past, present and future to a continddowever, despite the temporal

connectivity of memory, its “weakness” is thatsitstrongest in the present.

Memory is anchored to specific times and place® bhbdy as a medium of memory
connects us to the social world around us. The baldg serves to determine the
present. Time and action are also intertwined With concept of memory; on the one
hand, action gives meaning to life events in tikketions can be considered as stories
we share with others. On the other hand, time gaodi®n a coherent form; an inherent
temporality is included in memory which organisag experiences into a coherent

form. Thus the direction of memory is not the prédmrut the future.

Memory is conveyed to others via articulation. Tdréiculation of memory can be
divided into internal and external expression. @heuracy and correctness of memory
is, however, under debate, especially of the writt®rd. Some argue that the written
word does not mirror human thought processes aatrniemories create inauthentic
selves because memory is outside knowledge. O#tats that narratives are ways in
which we organise memory. Indeed, narratives arf®ran of expressing memory.
Storytelling is an innate human characteristic gigfowhich we conceptualise the world
around us. The stories we tell also contribute doiad and cultural identities and
through storytelling we express those identitidsud, these stories also function as life

narratives, or as narratives of the self.

Therefore, memory is both social and subjectivee $tibjective part of memory which
houses experiences and brings them to the preséné imain focus of this study, but
the social part will also be discussed to a certi@igree. The reason for this is that the

life stories of individuals, formed through memagaiieelate to a wider social and
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historical narrative which is the context of therss of individuals. By considering
also the social dimension, it is possible to séudie experiences of the individual in
relation to those of his contemporaries and of ldrger context: the surrounding
society. As John Donne wrote, ‘No man is an islavd both influence and are

influenced by our surroundings.

More specifically, experience and memories mould selves. The self is constructed
not only by personal experiences, but also thrahghrelationships with other people
and the roles we take in them. Whereas identitynslamentally social, the self can be
seen as the reflection of these social identifiésis, identity is formed in relation to
other people, but the self is an inner constructmed on the basis of the reflection
on experience and social relationships. In fictespecially the self has been at the
forefront since the deconstruction of the subjéo; fragmentation of modern society
reflects itself upon its inhabitants. Examining #ressions of the experience of the
self in fiction is worthwhile because, as liter&wan be seen as representing the culture
it is written in, it is possible to come to an urgtanding of the society’s social life as
the experiences of individuals reflect it. In addit examining these experiences we are

able to evaluate and challenge previous modelsanfght

South African literature has long concentrated epicting the divides that torment the
society as a whole. The colonial past and espgdiaé memory of apartheid feature
strongly as themes in the South African literargree The legacy of the colonial times
and of apartheid set the themes for literature el wtouched upon bridging the rural

and the urban, as well as the central divide batwaasses and races. As a result,
contemporary South African writers have growingerest in connecting literature and
history. Important topics for such writers are, totample, the society’s struggle for
democracy, the relationship between the past amdptlesent and the difficulty of

creating an identity. Some renowned authors whoe hdealt with these issues are
Nadine Gordimer, Solomon T. Plaatje, André Brinkl.JCoetzee, and, most recently,

Damon Galgut, whose work will be discussed in tresent study.

The divided society reflects itself also on thee libf the individual. In fact, life
narratives are a recurrent theme in South Africiderature. Contemporary South
African writers use the divided society as a baodfor the representation of the

fragmentation of their subject. Damon Galgut, ohthe heralds of contemporary South
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African prose, has addressed the politics and gooiethe post-apartheid ‘new South
Africa’ but in a rather indirect manner; throughetharrators of his novels, he has
addressed the difficulties the individual facesiadeéd society. Galgut’s novels have
been studied extensively but only a few studiesshasen conducted &h a Strange
Room(2010). In addition, there are no studies fromdpecific point of view adopted in
the present study. Hence, concentrating on how memaffect the formation of the
narrators self | will bring forth a new perspectime the novel. This is where the niche
of my study lies; it will fill a gap in existing search by offering a new point of view of

memory in Galgut'sn a Strange Room

This study focuses on the formation of the selbtigh memories in Damon Galgutis

a Strange Room The novel is divided into three seemingly indegent stories in
which the narrator Damon takes on different roleth whe people he meets. It is an
autobiographical novel, where the narrator remagsabout his past travels to faraway
countries and the people he meets on his way. Bhrthese three stories an outline of
the narrator’s life and identity is drawn. The serwork as a means of self reflection
for the narrator, and as it turns out, the nowadlftworks as an account of his life. The
fact that the stories rely a great deal on theatars memories of his past makes it
relevant to study exactly how the self is consgdcboth in memory and through

memories.

Therefore, the aim of this study is to answer tilWwing research questions:
* How do memories help Damon, the narrator, to caostnis self inin a Strange
Roomby Damon Galgut?

 How do memories become concrete through tellingati@es in the novel?

The first question aims at answering why certaimmoees are taken as part of the
protagonist’s life story instead of being pusheidexsTaken as a part of a wider context,
the memories become concrete, they come to haweaaing for their bearer, instead of
being detached units floating in memory. The qoesthus also directs the present
analysis so that one of its foci is on finding arswer by which the memories are
anchored in the story. Consequently, the secondtigumedelves deeper to help reveal
the means with which the protagonist constructs d&§ through memories. The
connecting link between the two questions is negamnarratives are a way to revisit

memory and memories, especially in the case ofnlifiratives. Articulating memories
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(to an audience) is also a meaning-making and ti@be@rocess by which their

importance to the life story of their teller is éigpted. To a life story, the sense of self
is as important as memories. Much like a life stargense of self is created through a
consistency. Therefore, it is important to investigthe role of memory and memories

in creating a sense of self.

Firstly, in order to provide some background, IIvitiefly describe South African
literature, as well as Damon Galgut as writer aisditerary works. Secondly, with the
help of theoretical insights provided by a narmperspective on memory and the self
and also with the help of sociological studies oammory and identity, memory and
memories and the self will be discussed with speaiéferences to the novel in
question. The relation of the theories of memorg déime self to how the self and
memory are portrayed in the novel are best exeraglivith the help of passages from
the novel in which the self and memory are featuBydfirst analysing these examples
and explaining what they have to say about the #sehrmay further explain them by
then situating them with the current research enftblds of the self and memory. As a
result, a comprehensive analysis will be given ahdw the self of the narrator is

constructed with the help of memory and narrative.

2 DAMON GALGUT, HIS LITERARY CONTEXT AND WORKS

2.1. Damon Galgut in the field of South African lierature

Damon Galgut is a South African author and playhttigdis works include novels,
plays and a collection of short stories. Galgut besn shortlisted for the Man Booker
Price twice, withThe Good Doctor(2003) andin a Strange Roon§2010a), and,
likewise, he has been nominated twice for the Commaalth Writers Price, which he
won in 2003 withThe Good DoctorEven though much of his works are set in his home
country, Galgut has not explicitly addressed thigips of post-apartheid South Africa.
Yet, the experience of the society in transitiorsti®ngly present in the characters of
Galgut’'s works; inThe Beautiful Screaming of PigE991), the personal struggles of the
narrator are mirrored by the difficult politicaltsation in South Africa. Iifhe Good
Doctor (2003), Galgut explores the different experiencesm generations of South
Africans, generations that are “separated by tlpegence of war”. Likewise, iThe

Impostor (2008), Galgut addressed the difficult generafiayaps, gaps between past
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and present and between the black and the whitep®litics of the country may not be
an overt theme for Galgut; rather his focus ishim power play between individual and

the societal forces binding them. (British Council.

In the novel of interest to my studly a Strange Roomhe narrator Damon travels
around the world almost obsessively in order taaterea coherent identity — a task
impossible for him in the South African societytimansition. Like in all Galgut’'s of
previous novels, the societal issues work in thekgpeound in the story of the narrator.
They also provide the platform for the narratorstathment; the newly established
democracy in South Africa, the Gulf war and theceta in Tanzania are hinted at in
the novel, but simultaneously, the narrator sthtesdisconnectedness from the world.
Galgut's recurrent theme of an identity looking fts place is thus present In a

Strange Roomas well.

Over time, South African literature has addresseddifficult relationship between the
white and black population in South Africa. As hferature, South African literary
tradition is closely connected with the surroundsugiety. A good example of this is
that the division between classes and races thatndde South African society can be
detected in South African literature. As White a@@duzens (1984) state, there is no
South African literature; instead, there are literas. South Africa is a multilingual
country in which literatures in various languagegxist. Because of colonial power,
South African literature has various different darbnches, black and white writing
being the two strongest ones, while literature temitin indigenous languages has been
more recently acknowledged. Indeed, as Attwell £0805) argues, for the past two
decades the historisation of South African literatoas been against the single language
literary history. Hence, the history of literatuireSouth Africa is two-fold: on the one
hand, it is the affirmation of colonial legacy, the other, it has provided a publishing
platform for non-English writers as well. (AttweélD04: 504-505.) In the 1980s, white
South African writers were commonly considered pexfor black writers on the
international stage, because the latter were @fidgtsilenced. Writers like Coetzee
were also thrust into the realm of professionabacaic criticism. (Meskell and Weiss
2006: 91.)

However, as the novel in interest in the presardystan be included in the sub-branch

of South African literature written in English, finis chapter | will concentrate solely on
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the history and development of literature written English in the South African
context. As Attwell (2004: 504) states, English e the dominant language used by
authors in South Africa because, under the strdirthe colonial power, it was
commonly regarded as the most appropriate mediurputdish. In the same way,
Attwell (2004: 504) also argues that it is by noame exhaustive to speak only about
literature in English in the South African contettte lack of comparative research can
be said to continue the colonial legacy. The sadtacal history of South Africa has
had its effect on the literary traditions as welhite writing has been segregated into
English and Afrikaans, in addition to which theree anumerous sub-branches, for
example oral literatures, women’s writing and blgokirnalism. (Ibid.) Certainly,
Attwell (2004: 506) argues that we need not to ciéena literary history per se, but
investigate the processes of ‘cultural translatiom’which literary works and, in

particular, their value becomes a sign of natialealelopment as well.

The very heart of South African literary history sstuated in “the narrative of
colonialism, industrialization, and the struggle fdlemocracy” (Atwell 2004: 507).
Despite the various conflicts of the South Africaaople, they are all part of this
narrative, and thus, the call for a collectiverhiy history stems from the ability of the
post-apartheid society to construct a sense ofngaig within democratic institutions,
such as education. Indeed, the major advantagewthS\frican writing in English is
its vast scope; as a lingua franca, the writingmglish collects together a vast array of
writers from various backgrounds. Thus, English barsaid to work as a unifying force
within the field of South African literature. Souffirican “white writing” is not merely
writing by whites, but it also addresses the came@f people who are not completely
European or African, but in a space between thesekiowever, the Africanness of the
white writers using English will always be in quest because of settler- or
postcolonial- white identities’ proximity to apaeid and colonial power. Intrinsically,
literature written in English in the South Africazontext can be characterised by
provisionality; as constraining and undercutting ttonfident appropriation of English
language in literature, and in relation to genan&tability which describes the South
African society. (Attwell 2004: 507-9.)

No account of the history of South African litena&wan be made without a reference to
J. M. Coetzee — one of the most influential figunesSouth African literature and

intellectual debate starting from the laté"2@ntury (Eaglestone, Boehmer and Iddiols
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2009). In his writing, Coetzee, much like Galgwtdeesses the colonial past. Coetzee’s
writing portrays the culture of South African sdgi@nd provides important pathways
in which to analyse identity, the colonial past andigenousness. Forgetting has
become a significant factor of South African pabti in his writing, Coetzee rejects
these policies by foregrounding the colonial paslt the individual identities that the
past has moulded. Therefore, Coetzee’s writingimach connected with the past as it
is with the present and the future; the past wagka backdrop against which these new
identities and culture is reflected. Hence, Coésze®rk can also be seen as non-fiction

— a mixture of history, social commentary and éint(Meskell and Weiss 2006: 88-89).

In effect, as Meskell and Weiss (2006: 91) stateutls African literature, like
Coetzee’s, discusses the generic human conditowich the postcolonial experience
can be given meaning on the level of the individTlese individual experiences make
the general public reflect on the colonial rulesorm specific, personal effects.
Coetzee’s writing avoids the explanatory historinalrative and concentrates on the
actual effects of the colonialism and apartheidet@ee’s writing describes the “material
bodily affects” of history and through the imagdsabused and tortured bodiesthe
materiality of colonialism and apartheitl he forces his reader to confront history.
(Meskell and Weiss 2006: 97.) In consequence, agellt(2004: 520) states, Coetzee’s
writing fractured colonial discourses and formssabjectivity by mixing criticism of
the prevalent historical discourse, social repriegeam and representations of the
contemporary scene. Much of the writing of Coetzemintemporaries also concentrate
on the social commentary of the wider conflict dibi that is to say, what it means to

have an identity of the English-speaking South .

In addition to Coetzee, there are several othehcmsit who have addressed the
problematic nature of the South African societye3d notable South African writers
include for example Sarah Gertrude Millin who, tie tearly 28 century, addressed one
of the most important themes of South African wgtimiscegenation. As the focus of
literature shifts from the rural to the urban lacag®e of the cities so does the interests of
white writing turn to the split consciousness ameiinal turmoil. Of this the writings of
Herman Charles Bosman are early examples. (Haw#96:155.) The early black
writers included, for example, Solomon T. Plaatf@wvas the first black South African
to write an English language novel (Attwell 20048}% Nadine Gordimer, in turn,

doubted the white power’s ability to improve theiotyy’s politics. Gordimer addressed
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issues of guilt, despair, recompense, time and megnmend consequences of past
actions. Further, exile and expatriation have hksen recurrent themes in South African
writing, such as the short stories by Alex la Gurioa.Guma was part of the Drum
writers, whose objective was to establish a cosiitapoidentity to resist the identities
of black South Africans that were fixed in ruraldammibal backgrounds (Atwell 2004:
517). Many of those who exiled were black writerbowconsider the oppressive
atmosphere of South Africa as discouraging. Andrnk®, who writes in both
Afrikaans and English, works are existentialist amogs of a man confronting his
oppressors and his works are said to embody tle eniture of South Africa. (Hawley
1996: 55-61.)

Contemporary South African literature features @agng mixture of literary tradition
and history. Analogously, within the academia, ¢hés a growing interest in an
interdisciplinary approach to narrative (Boehmeun@er and Maake 1995: 558). From
the late 1940s to 1990s, apartheid was the mosalem topic in literature. However,
the focus of writing about apartheid shifted frommphasising the political to risk
political censure to emphasising the gap betweerptiitical and aesthetic to, finally,
innovating tradition, to irony, to textual play. iShevolution enabled writers to address
more personal issues which brought about a wavautdbiographical writing. As
writers begun to write about their childhood expedes under apartheid, memory
became the paramount theme in the early stagekeofilieration of the country’s
political life. (Attwell 2004: 522-523.) A transtgn of this kind generates other
responses as well. On a national level, in conteargdSouth African literature there is
an effort to produce a “great national novel” tiaduld unify the divided nation and
bridge the rural and the urban (Attwell 2004: 518h the level of the individual, the
difficulty of creating an identity within the sotyeand the relationship between past and
present are prevalent themes in contemporary titergMeskell and Weiss 2006: 93).
In effect, post-apartheid writing reflects on tlderof representation itself in a society
in transition (Attwell 2004: 524). Boehmer et dl905: 558) also state that because the
discourse of liberation is no longer an urgengvaht matter, the point of view is now

moving towards an exploration of symbolic constiartt

Certainly, life narratives have become a recurtbeie of South African writing in
which to deal with the issues of subjectivity andisty in large. Life narratives address

the divided realities of South Africa and, thusalele a new interpretation of the past.
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Life narratives include the changing power of stmling and its possibilities to
explain the complexities of life. Autobiography, asformat of writing, enables the
writer to create a narrative identity that offeesnedy and, at the same time, rejects the
mundane. For example, the symbolic space in Costeaéing offers a point of view

to the future where South Africa could be an orgamation. (Boehmer et al. 1995: 558.)
In fact, autobiography is often used to blend egmees of personal life to, for
example, urban violence and resistance. Autobidgrapas also chosen especially by
the exiled South African writers. They would exjatt in order to escape he oppressive
and racist environment that inhibited social cistic and creative work. (Hawley 1996:
57.)

However, Galgut disengages his writing to some rexft®m this societal perspective.
For example, in an interview, Galgut said that Bemost interested in examining
relationships between people in his works. He dt#tat being a South African writer
makes him always aware of the bigger picture (Mil806: 140). Galgut’s fascination
of portraying a general experience through indigldican clearly be seen in his work in
which the difficulties of the South African sociedye used as a backdrop for the anxiety
of his narrators. As his own objective, Galgut etathat he wants to concentrate on
redeeming South African prose that has long beastoacted of clichés in which “the
morality was very set and very clear”. Galgut's aithus, is to deconstruct the
foundations on which South African prose has beailt bn, and further, to create a
“new South African book” which would be based oa #xperience of ambivalence and
ambiguity. (Miller 2006: 142.) Indeed, this ambiguis central to Galgut's work:
ambiguity of being, of place in the society and therld, of creating an identity.
Galgut’'s views echo that of White and Couzens’ @)98/ho state that the teaching and

critique of South African literature has becomdestand fixed on former practise.

2.2.1n a Strange Room

The title of the novel comes from William Faulker®vel As | lay Dying(1930).

Faulkner's stream of consciousness novel explotbe ‘enigmas of being”, as
Hemenway (1970) states. The passage from whichitteedraws, is taken from Darl,
who is one of the narrators éfs | Lay Dying “In a strangeroom you must empty

yourself for sleep” (ISR, 46). The original quotaticontinues:
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And before you are emptied for sleep, what are youd when you are emptied for sleep, what
are you. And when you are emptied for sleep younate And when you are filled with sleep,
you never were. | don't know what | am. | don't\wniél am or not. (As | Lay Dying, 1930, 65)

As can be seen from the extract, Darl’s reflectiohbeing in Faulkner’'s novel strongly
relate with Galgut's themes of belonging. Hemenwsages that this existential mystery
is clarified by what Faulkner calls "necessary pre$ Faulkner attaches being as a
logical continuum of the present (tense) thus caimbpithe ontological issues according
to Darl's definition of consciousness: "I am isHefnenway 1970). Faulkner’s
“necessary present” in ways echoes Clingman’s (RO8®ace of transition”. In
Clingman’s analysis, the self lingers in an in-betw state that he calls the space of
transition. Clingman argues that the self is cacdéd much like the grammar of
language; as we begin a sentence, we do not knewihg going to end but we
navigate in the different opportunities grammaregiwus. The self, thus, is always in a
process of navigation — navigation between bouedabe they geographical, symbolic
or interpersonal. (Clingman 2009; 22-25.) DarI’'mination over the nature of his being
can be compared to Damon’s search for self. Coriagl¢he space between awake and
sleep as a symbolical boundary, we can see thmDald wrestles in a space of crossing
and the implications of this crossing to his exise The implications of Clingman’s

ideas in relations ttn a Strange Roomwill be discussed mote thoroughly in section 3.3.

In addition, as an introduction the themes of theeh, there is an epigraph from the
Serbian poet Vojislav Jaki- ‘He Has No House'. The clause also featuresiénstory

‘The Lover’ inIn a Strange Room

(1) He spends a day in a gallery of outsider aittings and sculptures made with the vision of
the mad or the lost, and from this collection afitéestic and febrile images he retains a single
line, a book title by a Serbian artist whose narfedet, He Has No House. (ISR, 115)

There is a temporal relation between the epigraph the story as well. Within the
story, Damon, the narrator, cannot recall the autdiahe clause at issue. However,
Damon, the author, is fully aware of the name @f dluthor which implies a temporal
conjunction between ‘The Lover and the epigraph,aiddition to the use of the
pronouns ‘he’ and ‘I'. As discussed further latidre pronouns refer to different selves
of the narrator through time. ‘He’ refers to therator's self in the past, whereas ‘I
refers to the narrator in the present. This posesod the central questions of the novel:

what is the relationship between the ‘he’ and tie
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At the beginning of the novel, it is not clear wéxactly the narrator is. The narrative
point of view shifts from the first person singulé&w the third person singular,
sometimes even within the same sentence, as iexémmple above. Hence, it is worth
taking a closer look at how Galgut shifts betweeiting about his narrator — allegedly
partly grounded in the author and his experienbésre specifically, it is interesting
how this narrative point of view creates and builds experience of the narrator and
how it is constructed for the reader. Indeed, as dacobson (2011: 103-104) argues,
Galgut manoeuvres between actual author, impliedthoau narrator and
subject/protagonist in consequence of which theehoand the narrator similarly,

should be read as a blend of autobiography andrfict

Jacobson (2001: 101) also argues that there areséparate Damons in the story:
Damon, the subject of the story, and Damon, theat@r Jacobson (ibid.) concludes
that the story is “fictional representation of amfalding transitional identity”. Indeed,
in the novel, Galgut plays with these different releders interchangeably. Throughout
literary criticism, it has been acknowledged thwet author of a novel is not the same as
the narrator of that novel. However, even thoughahthor may not be the narrator, the
author is always present in the text. The concéphe implied author rests in the
communicative function of literature: the relatibips between the message, the author
and the reader. The implied author, thus, is netitee actual author nor the narrator; in
contrast, it should be conceived as a narratonwitye which sets the moral and
emotional content to the story. In effect, the ii@glauthor is the readers’ perception of
the author and his norms and views; in other waads;implied version of the author”.
(Kindt and Mdller 2006: 47-51.) In the caselnfa Strange Roonthe actual author
refers to Galgut himself whereas implied authorthis case, is the perception of the

narrator Damon’s self which he seeks in the novel.

The novel itself is divided into three sections Fhé Follower’, ‘The Lover’, ‘The
Guardian’ — that represent the different roles tiwrator Damon takes in the
relationship he builds with people he meets intf@sels. All of these relationships fail
for one reason or another, leaving the narratdn wisense of emptiness and loss. These
three stories are connected through the themeassbfoments and relationships failed.
In addition, a very abstract time frame can bedaetkin the stories; a sense of growing
and development trough self-reflection can be detedrom the narrator. Together
these stories, however loose the concrete linksdmat them, offer an insight in to the
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mind of the narrator; having no place to call hoamel an inability to connect with

people create an intense impression of lonelineds@otlessness.

Jacobson (2011: 101-104) explains further the sp&n of the stories. The first story
takes place in the early 1990s when the narrataryisung man, in the second story the
narrator is in his thirties and in the third hem#ddle aged. The last story, Jacobson
(ibid.) states, takes place in the recent pasthkm (ibid.) further suggests the stories
to be read as a cycle; he draws this conclusiangstr from the novel:

(2) Already in the ending of this story the nextleyof grief and revenge is inevitable, that is to
say the following story must begin. (ISR, 10)

This example in itself urges to cyclical readingtioé three stories which, on the one
hand, repeat the issue of detachment and, on lieg, @ombine the stories together. In
addition, there are other repetitive and combinateatures in the novel; these include
the black figure in the ‘The Follower’ (Reiner) aitd variation in Jerome and Anna
and, finally, the black ‘other’ in Damon himselfhiinderstorms are also a prominent
feature in the novel; an actual thunderstorm ine"Hollower’ finds its counterpart in

the erotic energy between the narrator and Jeromi€hie Lover’, and the emotional

breakdown of Anna in ‘The Guardian’. (Ibid.)

The ending of the novel also supports this kindyaflical reading. The last lines of the

novel say:

(3) He feels awful, but also relieved somehow, éethtBy now the taxi driver is hooting
impatiently outside. The day is wearing on and &g & bus to catch, a journey to complete. It's
time to go. He dries his eyes and picks up a tiopes from the ground, one like millions of
others all around, and slips it into his pockehasvalks towards the gate. (ISR, 180)

The ending suggests both a finale and a continuatidamon’s journey not yet
complete, but it is to be completed. As Jacobs@o @otes, as one journey ends,
another begins. However, even though Damon, theataalls, journey continues, the
sense of finality comes from his ‘emptiness’. Asadissed earlier, the reference to
emptiness comes from William Faulker's nove | Lay Dyingwhich represents the
problems of belonging and detachment in Damon. &imgtiness and relief Damon
feels suggest atonement of a degree. Yet, evergthbamon may have come to term
with the “I"s of his past, the person(s) the he waes keeps moving because, as also
Faulkner’s original quote states, “And when you eneptied for sleep, what are you.”

Even though the past has been compensated, tiyecstatinues.
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Indeed, these three journeys both in time and atsgombine together as a means for
Damon to make a journey to himself as well; the mees he has as journeys past and
present provide him with a framework to get in fowgth his lost self. Another major
theme of the novel is the meaning of storytellingrratives of self and life lived act as

tools for self-discovery and creating meaningfuldtienships with people.

In the next section Galgut’'s previous work is mtreroughly investigated and, with
the help of this discussion, | will try to draw lzebretical framework into whichn a
Strange Roongan be situated. | will be using both Jacobsonaysis of the novel and
Clingman’s ideas of transitional identity hand iand with my own analysis because
both provide it with a useful starting point to thevestigation of the relationship
between the construction of self and time. Jacdbsstudy, however, differs from my
own in the sense that his focus if completely ia #elf in general. Therefore, it will
provide good starting points for the section contgy the self, but not so much insight

on the analyses of memory and story telling.

2.3. Previous studies on Galgut's works

Galgut started his career as a professional wiriténe 1980s as a playwright. His first
two novels,A Sinless Seasofi984) andSmall Circle of Being1988), did not gain
much public attention. Since then he moved to presel was first noted forhe
Beautiful Screaming of Pigd991). The narrator of the novel, like thatlefa Strange
Room is alienated from society and this causes himedynattacks. Key themes in the
novel are alienation from society and borders whaoary a symbolic weight of
interpersonal relationships. As in a Strange Rooprso inThe Beautiful Screaming of
Pigs the narrator is aware of another, detached sai€hing him. The narrator of the
novel could be said to represent a prototype afatans of Galgut's later works as well.
(Jacobson 2011: 92-94.)

In 1995 Galgut publishedhe Quarry which essentially was a story of a man who
assumes the identity of another. In this story &, whe narrator is a stranger to
himself. The narrator is an unnamed fugitive whis ki priest and adopts his identity as
a minister in a South African town. From there the narrator has to balance between
the local police men and avoiding his consciencee Title of the novel has two

meanings. Firstly, it refers to the place the rtarrhides the body of the man he killed.
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Secondly, it refers to the chase between a humdrhés quarry; in other word, the
narrator and his victim. (British Council.) Thubetthemes typical of Galgut are also
present inThe Quarry alienation, loneliness, detachment from self &min other
people. Again, Jacobson (2011: 94) argues thah#émeator is a variation of Galgut’s
prototypic narrator who is detached from his sdlfided to this is a feeling of
insubstantiality, of not being enough. Likelma Strange Roonthis is manifested in
word-play with personal pronouns; the narrativaicttire leaves unclear the actual

referents of the pronouns.

Galgut’s fifth novel,Good Doctor(2003), was the first to gain international atiemt—
mostly because of the fact that it was shortli$tedhe Man Booker Price in its year of
publication. In a review, Roberts (2003) argues thas a deeply political novel,
concerned about the mentality of contemporary wldath Africans. The Angolan war
functions, again, as a setting for the novel; ihg@s mind, it is a central experience of
South Africans (ibid.). The narrator of the novelank Eloff, is doctor who works at a
remote rural hospital situated in a former apadhemeland. Like many of Galgut's
narrators, Frank also has a separate self watdvieghim. Again, Galgut addresses the
themes of alienation and borders, this time ind@ese that borders inhibit him from

having personal relationships. (Jacobson 2011:0%-9

The Impostol(2008) explores human nature in addition to thenidy formation of the
South African society in transition, which makesaitpost-apartheid novel. Adam
Napier, the narrator of the story, is a middle-ageth who, after losing his job, leaves
for a remote cabin to write his poetry. He meethiégdhood acquaintance with whom
he feels intact, but after losing this connectienfdlls into alienation again. (Jacobson
2011; 96-98.) Yet again, Galgut writes in this Hoabout alienation, two separate
selves (which come seemingly together in his pyeting new South African. However,
as Nanton (2008) suggests, “[a]t the heart of Galdale are also the implicit divides
that still torment the new South Africa.” In thiswel, Galgut implies that there are new
villains in South Africa after colonialism; corrugiolicemen and criminal money

exchange feature in the novel (ibid.).

Another key theme for Galgut is male sexuality. céwling to Crous (2010) it is
ambiguous whether Galgut's characters are seekmigmacy or homoerotic

relationships. Crous continues that subtle homadexundertones result from
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heterosexual men being stripped from their powed potency. To regain these,
heterosexual men have to somehow humiliate theiticeobject. Hawley (1996: 61)
states thaThe Beautiful Screaming of Pigskes the South African novel on to a new
level concerning sexuality. Indeed, there are hsemoal undertones in bothhe
Beautiful Screaming of PigandIn a Strange Roomin the former, the narrator has a
brief sexual encounter with an old friend whichyomitensifies his sense of alienation
(Jacobson 2011: 92) and in the latter, in the fixst stories (The Follower, The Lover),
Damon the narrator experiences sexual desire t@waisltravel companions, but he
never takes action in satisfying his desire, whigbults in the same intensifying feeling
of alienation. Thus, as Crous (2010) also statew; South African writing, including

Galgut, challenges traditional notions of masctyiaind heterosexuality.

Kostelac (2010) goes even further by suggesting dis works, Galgut addresses his
own position as a South African contemporary wrikermany reviews, Galgut has been
praised of his depiction of the ‘South African psgt However, this has not always
been so. Early in his career, his works were diserisbecause they did not overtly
address the politics of South Africa. In contrastwadays, he is appreciated as the
representative writer of new South Africa just hesmahis works are a response to the
socio-political situation, though not overtly sohel general opinion is that South
African writing must address the socio-politicalsition of the country. The author has
been placed under strict ethical demands, which reaslered impossible artistic
freedom. However, the post-transition author caatgr freedom to prioritise aesthetics
over politics. In spite of the freedom, Kostelaénp® out that South African writers are
still subject to the political limitations of thdodpal literary marketplace because rests

on the exoticism of postcolonial writers. (Kosted0: 53-57.)

Kostelac (2010: 54) argues that, Iim a Strange Roomthe cosmopolitanism of the
narrator rejects this status given to him as thraldeof South African prose. Kostelac
argues that the south africanness of the writem iperipheral quality while the

subjectivity in a foreign setting is in the forefito In addition, Kostelac argues that
Galgut refutes his position as a representativedens the theme of travel instead
emphasises his outsider position as a member oivldeged minority with means to

travel and cross boarders. South Africa seems torthg one part of the narrator's

identity and one of the many locales of transitidbid.: 57-59.)
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2.4. Placing my study

From this outline it is possible to gather that #tienation of the subject in the context
of the South African society is a key topic for @&l Another theme is borders, both
concrete and symbolic ones. This is the startinmtpalso for Jacobson’s (2011)
analysis ofln a Strange Roomhe delineates Galgut's narrators’ search of self
Clingman’s (2009) idea of transitive identity. Tsitive identity is something that
combines the one and the many; such identity mdifksrences but is able to engage
and cross the boundaries between them. Clingmaf9(202-25) argues that we
navigate across boundaries between meanings to identity in order to create a
syntax of self, just like we do in formulating sphethrough various possibilities in
language For Clingman, identity is meaning and, further, mieg is navigation,
exploration and transitionSyntax of the self, thus, is the negotiation of sthe
navigations, explorations and transitioN®t only does the syntax of self make possible
formulation within the self, but also it can dramerh element outside the self, from the
self’s relation to others. In the light of Clingmsarsyntax of the self, Jacobson (2011)
concludes that Galgut's narrators are in this stateavigation where they are trying to

integrate their divided selves and create connestio others.

Jacobson’s study is very close to the present studlye ways he examines the self of
the narrator Damon and the issues concerning altipoand narration. For this reason |
will be using it partly as a foundation of my ars$y Jacobson’s analysis on crossing
borders and creating the self through a syntaxuaedul tools with which to start my
own reflection. Also Clingman’s original ideas wile further reviewed in the section
concerning the construction of the self. Howevanilike Jacobson’s and Clingman’s
studies, my focus on memories in relation to themétion of self is a subject of
research lacking in Jacobson’s analysisno& Strange Roomin an interview for the
Man Booker Price, Galgut (2010b) himself states:

“Far more central is the theme of memory. The rimea have been crafted to convey something
of the quality of how memory works, and | would kothat this is the strongest impression
people take away. The relationships that are destrare also central, of course. Power, love
and guardianship - these are the three primaryeékeshhuman connection.”

Thus, the novel as a whole can be said to be aggun space and time to the narrator's
self. The aspect of time is represented by menufrgourse, and journey in space by
the actual journeys the narrator makes in the nbutekpace is considered here also as

the positions the narrator takes in relation temttand in the world. Therefore, the aim
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of my analysis is to see how the dynamics of menvaoyk in creating the narrator’s
self; in other worlds, how his journeys in spacd &éime affect the construction of his

self.

In these contexts — in the broad context of Soufticédn literature but also that of
Galgut's — it is important to study how the selftbé narrator is constructed through
memories and narrative iim a Strange RoomAlthough the novel does not directly
address the politics of post-apartheid societis itsed a backdrop for Damon’s story.
Thus, the society in transition functions as an eulythg factor that affects the
formation of Damon'’s self. The novel can be saigadray the modern South African
society at the level of the individual, becausghibtws how the more general currents of
the society reflects upon its citizei@ertainly, Damon’s experiences are narratives of a
time and a place; although what he experiences higsipal placelessness and
rootlessness, stories of his self are anchoredme fis well as in place. The South
African society in transition affects the narrasoffagmented self which in turn affects
the space he inhabits in his relationships andvbigd. This implies movement both in
time and in space which, in turn, entails boundaridhe nature of the boundarylma
Strange Roorngan be seen in relation to time and space; inioel&o time, memory has
its own boundaries and restrictions, with spacelibendary can be physical and/or
metaphorical. In the novel under analysis, thesenbaries are all also in connection to

the narrator’s self.

I will firstly address how the self of the narratisr portrayed in the novel. The next
section will focus on the difference between idgnéind the self, how the self of the
narrator is constructed in the novel and furthexy lthe fragmentation of the narrator’s
self is constructed. | hope to gain an overallyietof the narrator's sense of self, in

order to be able to then move on the analysis of imn@emory plays a role in it.
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3 THE SELF

A central theme of the novel is the formation @ tharrator’s self. Even though the self
is a subjective entity, there are societal for¢eg set boundaries for identity and self
building work of individuals. In the case of thisuel, the South African society in
transition is used as a backdrop for the narratgést)modern experience of flanéur-
like detachment which manifests itself as homelessmand rootlessness. As the novel's
core is the self-reflection of the narrator, itingportant to examine what aspects and
phenomena affect the self-building work of the nisvearrator Damon — with special

emphasis on the role memory plays in this consbnct

As Oswell (2006: 1253tates, there is no ‘theory of the subject’, jupr@blematisation
of it. However, there are some general lines of direcmrording to which guidelines
of the self and the subject can be drawn from. Betbe disintegration of the subject,
there prevailed a school of thought according tactvtihe self was considered as a
unified, coherent entity, a fixed whole. Howevehe thumanist tradition and, in
particular, the Cartesian subject began to crunadeng with the poststructuralist
theories of psychoanalysis and deconstruction #mdk, the theorisation of the self
shifted its focusrom identity to identification, the subject as mgialways in process.
(Klages 2006: 47-51.)

Nevertheless, the theorisation of the self anddifision between the self and identity
are not straightforward ones. In the following deap, a framework of relevant recent
theorisations of the self will be presented, inglgdan account of the division between
the self and identity. This will be followed by gitars of the fragmented self and the
construction of the self. The experiences of theatar of In a Strange Roowill be
situated along these theoretical lines and an aisabf the self will be gathered from
the various positions the narrator takes duringstiegies. A journey into one’s self is
also a journey in space, or, more particularlyp@arney in social space. Journeys and
boundaries are a recurrent theme in the novel, timesaim of this chapter is to show

the navigation of the narrator’s self in social@pacross various boundaries.
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3.1. Identity or the self?

The concepts of identity and the self are ofterdusterchangeably. However, there are
substantial differences in their meanings. Wherdastity can be thought of as the set
of individual traits and beliefs which formulateeds personality and social being, the
self is characterised as the conscious self-awaseakthis identity. (Hall 2004: 3-4.)

Thus, the self refers to the human as a psychabggsence, whereas identity is formed
in a social and cultural setting. The problem amitity is the articulation of the social

and the subject (Oswell 2006: 114). In its coreniie is thus connected to others

around us. The self, in turn, refers to the reitecof those social positions.

Therefore, identity is constructed of a numberafial positions we take in relation to
others. Thus, it would be more appropriate to spafaldentities instead of a single
identity; identity is not an essence, nor is ib&aThe resources available to construct
our identities are not divided equally; power relas within the society, and the world
as a whole, affect which resources are made alitatin other words, which social
positions we are able to take. (Hall 1999: 227-pd%e self is the reflection of these
multifaceted aspects of identity and constructedthef meanings we give to these
aspects of identity. As identity is inherently nipiit and fragmented, so must the self

be as well.

The novel is constructed of three seemingly sepastiries named after the social
positions the narrator Damon takes with the pedpbt become central in those
experiences. In the first story, ‘The Follower etmarrator Damon is travelling in
Greece where he meets Reiner, a German travellewtiom he continues his journey.
Damon feels a momentary connection to Reiner, ankaarrives back home in South-
Africa is delighted to hear that Reiner is coming\Way. They decide to go to Lesotho
together, where the connection between the twmatgly falls apart:

(4) Money is never just money alone, it is a symtool other deeper things, on this trip how

much you have is a sign of how loved you are, Rehwards the love, he dispenses it as a

favour, | am endlessly gnawed by the absence o, ltw be loveless is to be without power.
(ISR, 42)

The disagreements between the two culminate inirtheility of Damon to stand his
ground or say his opinion. In their mutual relasbip the hierarchy is clear; Reiner has
a superior position to Damon. The core issue inftikire of their relationship is

summed up like this:
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(5) Then at some point he realizes that the silethgesuspension, is the only form of resolution
this particular story can have. (ISR, 64)

The second story, ‘The Lover’, starts from Zimbabwigere the narrator is wandering
by himself. He attaches himself to a group of yopagple going to Malawi. However,
Damon falls into quarrel with the group and congisthis journey alone. Then he meets
a threesome he has met before, among whom thdexame, a young Swiss in whom
the narrator takes an interest. The feeling is aluhut communication is difficult
because Jerome speaks hardly any English. The ggpgrates, and months later when
Damon is travelling in Europe he goes to visit deeo The connection, however, is lost
and communication, still, as difficult, if not evenore difficult, than before. As he

leaves, Damon notes:

(6) They have never been more distant, or politehé morning his actual departure will be an
echo of this one. He has already left, of perhapsdver arrived. (ISR, 117)

As he returns, yet again, to South-Africa Damortesgria letter to Jerome, but it is sent

back with a note that says Jerome has died in @idexd.

In the third, and final, story the narrator set$ om a journey towards India with his

friend Anna. The narrator is older now and he &laeels differently:

(7) He has become more sedentary, staying in aegdbr longer periods of time, with less of
that youthful rushing around. But this new appro&els its problems. On a previous trip to
India, waiting in a town far to the north for soimereaucratic business to be finished, he became
aware that he was forming connections with theglgiving money to a sick man here, calling
the vet to attend to a stray dog there, setting wgb of habits and social reflexes that he usually
travels to escape. (ISR, 130)

Anna has been diagnosed with a manic-depressivehpsis and she becomes suicidal
during the journey. Anna is committed into an Imdf@ospital where she needs to be
monitored day and night — and Damon becomes hedgue Damon gets help from a
Dutch-English couple and Caroline whom he befrierdter a series of setbacks the
group succeeds in sending Anna back to South-Afdchond between Caroline and
Damon evolves, and Caroline opens up, for the firste, to Damon about her

husband’s death. Nevertheless, the narrator seebisus$ about this connection:

(8) But this makes for a fraught and uneasy alkame feels he owes her a dept and at the same
time resents that obligation, he wants to leave Wtiole experience behind, to erase every trace
of it, but she’s there every day to remind him. Ast#’s carrying her own pain and loss, which
have become crafted onto Anna and by extensiontimo[...] He has failed Anna, he will fail

her too. (ISR, 174)
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The meaning of the story — the meaning of telling aeceiving the story — does not

dawn on the narrator until years later (discusagzt in more detail).

These three stories act as a window to the nalsatdentity and self. Drawing on
Hall's (1999) definitions, identity is connecteddor beliefs and traits that make up our
social being and further the positions we takedaia reality. The self, in contrast, is
the self-awareness and reflection of these positeotial identities. Considering the
three stories the novel includes, the titles ofdtagies already tell something about the
identity of the narrator; they are roles — or, ithey words, identity positions — the
narrator takes in relation to the people vital ia life. The self of the narrator, thus,

would unfold in examining the self-reflection oktpositions by the narrator himself.

Indeed, the meaning of these positions to narorbe detected from the novel in the

three examples:

(9) Now he feels exquisite agonies of unease, mdlgbefailure wasn't the mutual one he’s
constructed in his head, maybe it belongs to honalIf | had done this, if | had said that, in the
end you are always more tormented by what you dida’than what you did, action already
performed can always be rationalized in time, tbglected deed might have changed the world.
(ISR, 61, ‘The Follower’)

(10) By imperceptible degrees, then, he acceptsidtien that the journey is over, and that he’s
back where he started. The story of Jerome is e lived through before, it is the story of
what never happened, the story of travelling a larmy while standing still. (ISR, 111, ‘The

Lover’)

(11) And he feels it now, maybe for the fist tine®erything that went wrong, all the mess and
the anguish and disaster. Forgive me my friendedtto hold on, but you fell, you fell. [...] He
feels awful, but also relieved somehow, emptied @8R, 146, ‘The Guardian’)

In the first example the narrator questions thatjpospartly taken on by himself, partly
given be his travelling companion Reiner. His itigdbin the role of the follower to
assert his opinions has left him with a speculatdrwhat might have happened.
Further, the second example the narrator relategohirney, as one might call their
relationship, with Jerome with the experiencedhiis had in the past. A similar sense of
not accomplishing something is present here aBdrfitst example. The third example
echoes the same things as the first two, a senseaoting to succeed in that
relationship but, in the end, failing in it. Allrde stories tell of failure to attain and

sustain a certain position of identity.

As we can see from the examples provided from tweln both identity and the self are

hence strongly connected to lived experience. Al (2804: 111) states, it is in lived
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experience that we take subject position which wmmle together as parts of our
identities. However, no experience in and of itsalf be said to define our identity; for
the experience to become a subject position asopadentity, it has to be constructed
within and through discourse (Oswell 2006: 55).nkitg is always articulated; that is,
articulated in speech as speech acts (words, sms®eand connected to the material
world. The articulation, disarticulation and reewmtation (taking various positions) of
identity implies its constant change; thus, idgnitit identification in specific times at

specific places. (lbid.: 113.)

To sum up, inin a Strange Roonthe narrator explores his self through the idgnti
positions which he takes in the relationships is thavels. The positions he takes in
these relationships are portrayed through a diseoaf self-reflection; the novel as an
autobiography takes on a narrative character ichvtlie narrator tries to make sense of
his experiences of the past and relate them toetiperience of self. The discursive
approach to self and narrative, which will be death in more detail in the following
section, is the appropriate tool for analysing thevel because the self can be
considered as a ‘text’ (Hall 2004; 5). In addition,my view the whole novel is an
articulation of the self and the memories of theratar, thus it is appropriate to take

this discursive and narrative point of view to btite self and memory.

3.2. Constructing self

Many theorisations of identity and the self arelemed in language and discourse.
Although theorists may have different starting p®in for example psychoanalysis for
Lacan and social sciences for Foucault — the focukanguage largely stems from the
ideas of poststructuralism. As Brown (1989: 9, S4)es, the ideas of poststructuralism
criticised the adequacy of language to expressrexpmes of the self. In addition, the
self as a subject was questioned by poststrucstiriddeorists. Poststructuralist literary
criticism challenged that idea of the self as camiston the contrary, the self was found
to be unstable and changing. The individual wakdoseen as a collection of one’s

experiences, beliefs and ideologies. (Klages 20061.)

Poststructuralism asserted that language is a &etpifin shaping the self and reality.
Language does not reflect the real world, but,l@endontrary, language creates reality.

Thus, also the self is the product of the systerdammfjluage; we reside in language, not
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vice versa. Consequently, as everything is fluid Emguage determines reality, there is
only ambiguity and variety of meaning. (Klages 2088.) The inadequacy of language

to describe experience and memories is cential sStrange Room

(12) He would like to say something, the perfecigk word that contains how he feels, but
there isn’t any such word. Instead he says nothiagnakes half-gestures that die before he can
complete them, he shakes his head and sighs. (&,

(13) There are no words for what is happening nfawwhat he thinks and feels. His body is
working by itself, trying to undo what is alreadgcamplished, while his mind and spirit are
elsewhere, having a high, disconnected dialog&,(1L47)

Language fails to describe Damon’s feelings ang thamon fails in recognising his
position in these situations. Language has no wdodsDamon’s experiences and
feelings, and thus he fails in relating his emdiionith his self. In addition, the
wordlessness prompts miscommunication between hich s peers; meaningful
communication creates close relationships, and thithlacking, Damon’s relationships
remain empty. As language has a significant roleshaping the self and the reality
outside it, Damon’s inadequacy to express himdstf mhibits him from shaping a self
in the context of reality. Further, as we as subjdive in language, the failure of
language to describe Damon’s experiences alsotaffés construction of the self;

without any words to describe his experiencessélsmust also be incomplete:

(14) In his clearest moments he thinks that helbststhe ability to love, people or places or
things, most of all the person and place and ttiag he is. (ISR, 67)

This example shows how the narrator reflects orphas self and how his past self has
trouble recognising who he is and where his plagée world is. This detachment from
himself and the world becomes concrete is his litglid love anything, most of all

himself.

However, the words in language also provide a wagxpression for the narrator bf

a Strange Room

(15) For his part, he has never withhold emotidrenything he vents them too freely, at least in
letters. Because words are unattached to the wWo8R, 18)

In Damon’s statements about the expression of hitiens there is a certain
contradiction. As noted in earlier excerpts, atinbamon is lost for words concerning
expressing his emotions and experiences. In thgeabae, in contrast, Damon feels
words do not have any connection to the lived waekpecially written words. He feels
a similarity to the words because he himself isttached to the world. The words

written on the paper, thus, echo his own existearg® maybe that is why the narrator
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feels he can express himself in letters, even thdwegfails to communicate to people in
person. Perhaps this is the reason he is alsongytitis life story (in other words, the
novel); as he otherwise fails to explicate hisifegd, the written word provides him

with a tool to seek for his self and coherenceigiife.

Thus, language for the narrator is almost a doediged sword; on the one hand, it
prevents him from creating meaningful connectiomsother people of the world in
person. One the other hand, because of this ladomfection, language is a tool for
him to express his emotions in the written form.wdwer, underneath the words he
does feel some kind of connection or oneness.

(16) Perhaps each of them thought of real commtinitaas unnecessary, words divide by

multiplying, what was certain was the oneness umetth the words. ... An image in a mirror is
a reversal, the reflection and the original aragdi but might cancel each other out. (ISR, 41)

Nevertheless, there is an ambiguity even in thimeation. This example is taken from
‘The Follower’ where the narrator is trying to ddish a relationship with Reiner. The
narrator uses Reiner as a mirror of himself; &t fire thinks they are completely alike
but later realises that, actually, they are conepfetlifferent. The metaphor of the
mirror shows how even the oneness can have a wegainnotation as the reflection
and the original are similar but opposite to eattfen Words in this example are seen
as harmful for this connection but, in the end, ldek of communication is what ruins
this relationship. Thus, language provides botha for self-reflection but also serves

to separate the narrator from other people andvdnkzl.

Nevertheless, a focus on language itself is ndicsent for the examination of self. As
argued by Laclau and Mouffe, drawing on discoulseoty, identity is constructed
within and through discourse. Identity is formedotigh discourse within a system of
differences; socially constructed situations axegimeaning through articulation — that
is, a discourse. Therefore, the collection of eigrees is given meaning through
discourse; no experience has meaning in and df. itksewever, articulations of identity
are “open ended and fuzzy” because they are depewtethe system in which they
were created. In addition, any attempt to createlantity implies movement of power,
inclusion and exclusion. (Laclau and Mouffe, cited Oswell 2006: 55-61.) The
modernist self is based on thialectics of recognition through otherness. Theahnot
be defined through one single discourse. The ‘lbvgpeaks is not the same ‘I’ that is
spoken of. Thus, identities are constructed in isd\bfferent discourses and hence, the

subject takes on several identity positions. (Os2@06: 107-8.)
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In addition to the three separate stories that ek&§mdifferent identity positions the
narrator takes and reflects on in the novel, tieeeeconcrete temporal division between
the ‘I' who speaks and ‘he’ who is spoken of. Ttiigision rather concretely shows the
different discourses that are in play in the novidie identity positions the narrator
takes, thus, are multiple. These discourses o$éelfeare created within different power
relations and also through inclusion and/or exolusFirstly, the title of the story ‘The
Follower’ implies subordination to a leader, instiiase Reiner. As Reiner takes on a
leadership role both economically and socially, tlagrator is left with the role of the
follower. ‘The Lover’, in turn, is a role that neweally finds fulfilment. There are only
suggestions of a love affair between the narratw derome, but the relationship
between them stays empty. In the third story, theator is pushed to the role of the
guardian, and there is a power struggle betweenamdhhis friend Anna. The power
struggle over Anna’s life ultimately ends when Arntalies her own life. In effect, the
narrator is never free in choosing his own positioithese relationships; the roles are

given to him by someone else or by circumstance.

However, we are by no means able to create oweésklln fact, we are given only a
restricted range of options within which we must iinto the society and its
subcategories. (Hall 2004: 1.) The exact degreewlich we are constrained in
constructing ourselves is under debate, but eveaniphasising external forces no
theory supports complete powerlessness of the culfi¢all 2004: 76-7). Inin a
Strange Roonthe ability of the narrator to construct a megfuhself is restricted by
his past and also by the forces of the surroundowety. In other words, in addition to

external forces, Damon confines himself from crept self:

(17) But he hardly ever manages to lose himselstmde is stuck in one place in the past. The
physical world feels substanceless, like a dralamdrérom which he will wake up into a dirty
hospital ward. (ISR, 176)

In the above example it is the narrator's past tmatfines him in functioning in the
present. Living in the past inhibits him from makisense of the present. Thus, as he
states, ‘the world feels substanceless’, thereotking to hold on to, nothing to make
sense of. The past is like baggage he is carryimgrastricts him from constructing a
self that ranges from the past to the presenteduktthe past is so overpowering that the

narrator cannot find meaning in the present.
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Kerby (2001: 125) also recognises that the seHlssentially created in and through
language. However, Kerby approaches the concetteo$elf from a narrative point of
view and states that the self is particularly adathrough self-narrative. The self is,
thus, a product of language. However, most of uaatchave need to explicitly narrate
ourselves; we only do so when it is needed. Howesbkort and long term plans
function for us as narratives: they are structtias create a direction in life. With these
kinds of implicit life narratives and guidelines eaplicit narrative is needed. Kerby
(2001: 129) also adds that, on the level of everyiife, life narratives have little
coherence or consistency. Life, and thus idenétg, a series of fragmentations; home
versus work etc. Yet, as Kerby (2001: 136) contsukere is an underlying desire in
unification; meaningful co-existence with fellows basic for human beings. Thus,
narrative unity is only an effort to find “what Wsuffice”. Language is a development
of experience, not a mirror of it (Kerby 2001: 138)

All this raises a question about the position & gubject. Are we just products of
language? Does language shape us or do we shapeatm? Kerby (2001) starts his
answer by stating that the narrative approach taeavoid the mystification of the

subject and, instead, emphasises the subject abudise, i.e. the linguistic subject. He
continues by stating that the foundation of sulbjégtis in using language. Therefore,
narrative is not merely a description, but indeadrderpretation of life (Kerby 2001:

127-131).

An interpretation of lifeln a Strange Roortruly is. As noted several times so far, the
novel in whole is an autobiography of a kind ansh@udes stories that are meaningful
for the narrator. The stories also serve a purgose¢he creation of the self of the

narrator; as can be seen in the example below, gbexe the purpose of situating the

narrator’'s selves in specific times and, furtheto ithe surrounding social reality.

(18) It happened 30 years ago, but it's as if she/sg it again in this moment, and it becomes
like that for him too. Her story travels into hitmis skin is very thin, there’s no barrier between
him and the world, he takes it all in. And evereeftards when he wants to get rid of it he can’t
do it, in the weeks that follow as he tries to le&oa and the village behind the things that he
has lived through there will recur in an almostual way, haunting him, and Caroline’s story
is part of it, joined somehow to Anna, all of it ©ihing. Yet what can you do with a story like
this.--- (ISR, 175)

This example shows a reflection of how creating'®self requires also others and the

others’ stories. However, the story is not yet clatg there is an open ended question
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of how the story of Caroline finds meaning in tlarator’s story and how it thus relates

to his formulation of his self.

What is common for all of the theories discussealvalis the realisation that the self is
not a fixed essence, but rather a time and plaeeifsp construction that is influenced

by the outside reality and power relations. Thefto make an ample analysis of the
narrators self, the instability of the self needisHer consideration.

3.3. Fragmentation of the self

As already stated above, there is no static, coheself to be formed. The self is a
reflection of multiple roles identity takes on, athese roles vary from one situation to
another, and according to moments in time. Inddleel,fragmented self has been a
major topic for modern fiction as it is the prodo¢tmodern society — the shock of the
Great War and industrialisation brought about a faaw of social alienation which the

artistic movements started to experiment on (Br@®&9: 1).

However, the fragmentation of the South African istyc dates further back than
modernisation. As a former colonised country, ti@stbn of the country pre-exists
fragmentation in the modernity, and thus it would &ppropriate to situate South
African literature in the scope of postcoloniattdture. To this end, the fragmentation
of the subject in South African literature can bersnot as a modern state of being but,
instead, as an inherent form of the South Africaciety. However, as Kostelac (2010)
states, the present-day South African writers derigise the apartheid past and
emphasise a changing context in the society thusybecreasingly autonomous from
the pressures of the political. Galgut playes viite notions of the autonomous and
representative authorship which both are ratheminguous in relation to the author’s
context. Gatgut’s literary accomplishment thushigtthe resigns himself both from the
autonomous and representative notion, creatingiiroawho is neither a ‘citizen of the
world’ nor a ‘citizen of the nation’ (Kostelac 201856- 59).

As discussed earlier, the self is constructed tjitouarious binary oppositions. As
subjects, we take on different social roles intretato others: this makes identity
primarily social which is constructed and reconsied. The positions are constructed

from and in language. Selfhood is an illusion ofalf-sufficient subject created in
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language; however, the user of language is alwagfreed by the rules and limitations
of it, and thus the self is a misrecognition ofulbject position in language. (Klages
2006; 88-89.) What Klages suggests is that theiselfly an illusion created in but also
restricted by language. The self is thus as mudahaoognition as it is recognition. The
individual is not in control of his creation forlseThis misrecognition gives rise to

fragmentation of the self.

As already discussed earlier in this paper, sucadon the textual formation of the self
has been used before to analyse the narrator'sitylémthe novelln a Strange Room
Clingman’s (2009) ideas about the transitional reatof identity and the crossing of
boundaries were used effectively in Jacobson’syaisbf Galgut's works and, thus,
will be reviewed here as well. As Clingman’s ‘grasmmof identity’ enables the

simultaneous reading of multiple selves, it willdfause also in my analysis.

Central in Clingman’s (2009) theory of transition@éntity is navigation in space and
time — which culminates in crossing boundaries ivitithe self. We live in a
contemporary society in which thmeanyandone compete: the world is thought of as
the stage of flows — power, money, people — hettoe,world of many However,
concerning identity and identification, th@e controls. Theoneis “a way of ruling out
transition, change, interaction, modulation, moipby, transformation” (Clingman
2009; 1-33). It is this space of transition — tleenbination within and between selves —
where identity is enacted. In other words, identigy the navigation within that

transitional space between versions of identity.

With navigation comes boundaries; navigation doasatcur despite boundaries, but
because of them. Navigation also connects thetsethe world outside the self, it
attaches meaning and movement. Navigation occuthdnspace between meanings,
and crossing these boundaries produces meaning: Thu
The boundary of meaning, then, is a transitive blauny; the transitive is intrinsically connected
with meaning; navigation depends on, and creates,triansitive boundary which itself may

undergo change. In all these ways the boundargtia fimit but a space of transition. (Clingman
2009; 22.)

Hence, identity too can be thought of as meanimgdifferences of self, and of others,

then become the foundation of this meaning (diffeesis the ground of navigation). It
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must be noted that navigation means being in #ie sif crossing, not having done so.
Clingman continues:
It meansbeing prepared to b the space of crossing, in transition, in movetmi journey. It
means accepting placement displacementposition asdisposition not through coercion of

others or by others of ourselves, but through ‘oisjion’ as an affect of the self, as a kind of
approach. (Clingman 2009; 24-25.)

What is notable here is movement, instability. @han shares the view of multiple
others by saying that identity intrinsically a n#&gton of multiple identities;

negotiation for him being navigation.

Clingman’s ‘transitional space’ can be paralleleithva concept more widely used in
sociology: that of liminal space. Hetherington (1982-33) argues that the origin of
liminality lies in the spaces of rites of passageses of passage concern the social
ordering of the people in the society and theyudel a symbolic transition in three
stages, which are separation, margin and reag4gpweg&ach of these transitions, such
as childhood or adulthood, includes initiation aitiwhich separate them from society
and their former status and identity. Liminalityigg® between these rites of passage, in
the margin; spatially it is a threshold in whicle thtructure of society in temporarily
revoked and the in-betweeness of identity emphdsiBRus, spaces of liminality are
ambivalent. In the final state of the rite of pagsathe person is reintegrated into the
society as an entirely new person. Liminality igshhe space in between these stages
where one is not the past self nor the future dhes, liminality is essentially about the

relationship between freedom and order. (Ibid.)

In a Strange Roors divided into three sections which function denitity categories
the narrator Damon takes in the novel; the mutipli of roles already implies an
identity which changes in time. In the backgrouhdhe stories is Damon’s alienation

from the South-African society:

(19) Everything has changed while he was away. Whiée government has capitulated, power
has succumbed and altered shape. But on the levethich life is lived noting looks very
different. He gets out at the station and standfiénmiddle of the moving crowds and tries to
think, | am home now, | have come home. But hesfd@ht he is only passing through. (ISR, 16-
17)

(20) He watches, but what he sees isn't real to fimo much travelling and placelessness have

put him outside everything, so that history happeleswhere, it has nothing to do with him. He
is only passing throughISR, 15)

Even though trying to convince himself that Soufhida is his home, the narrator fails

to root himself in his home country. This rootlesss drives him to travel, but it also
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creates a vicious circle in which he is detachedfeverything and every place. In the

progression of the three stories the reason ferrtiotlessness unravels:

(21) Something in him has changed, he can’t seecotoect properly with the world. He feels
this not as failure of the world but as a massaiknfy in himself, he would like to change it but
doesn’t know how. In his clearest moments he thimkshas lost the ability to love, people or
places or things, most of all the person and pdackthing he is. Without love nothing has value,
nothing can be made to matter very much. (ISR, 67)

Here we see what is suggested to anchor peoplades the people in that place. This
detachment contribures to Damon’s fragmented gaifable to express his inner

emotions and feelings, without a connection to kifp$ie cannot have a connection to
anyone else either. Clingman (2009: 28-9) arguatsthiere is also a ‘negative’ grammar
of identity in which the transitivity is wholly regted or rejection becomes a part of the
transition. The boundary between one part of tifeosebetween the self and another is
rejected and becomes intransitive, impossible favigation. These rejected objects
become contagious and ensue a chain of imposgibititeffect, the rejection of part(s)

of the self is a correspondent of rejection of atheutside the self, and vice versa.
Hence, as can be seen also from the example btHeve is no navigation between the

selves of the narrator:

(22) 1 can’'t even remember now what they are, #mains of some big but obscure building,
there was a fence that had to be climbed, thereavEmar of dogs but no dogs appeared, he
stumbles around among rocks and pillars and ledgegijes to imagine how it was but history
resists imagining. He sits on the edge of a rastede floor and stares out unseeingly into the
hills around him and now he is thinking of thingat happened in the past. Looking back at him
through time, | remember him remembering, and Iraare present in the scene then he was.
But memory has it's own distances, in part he is enérely, in part he is a stranger | am
watching. (ISR, 5)
There are two selves who seem to be separateds@&is in the past, the other in the
present. In addition, the three somewhat sepataties show that the narrator does no
allow any movement between his selves. In the pdsth is the time frame of most of
the novel when the narrator reminisces his expeegnno navigation or movement
takes place within the narrator and, thus the tarreannot create any kind of self.
Trying to cling onto a certain kind of self, notadaing any variation within it, results in

a disconnected.

The navigation and interpretation, however, takesein the course of time. The ‘I’,
who is the present self of the narrator, reminisgegast selves, the ‘hims’. The ‘I' has
the advantage of hindsight which enables interpficetaf the past selves. As Clingman
(2009) argues, navigation can take place in tinteiarspace; in the case of the narrator

in In a Strange Roomtime enables navigation between different paftshe self.
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Meanings are constructed in the present by th@He ‘I’, then, navigates in time as his
others selves are in different location in timénis past. The navigation happens also in
social space; he is trying to establish a positmrhimself in the social reality around
him. Ultimately, the navigation in social spaceaiso navigation between his selves

because the positions he takes in the social yeatitund him become parts of his self.

The division of the ‘I' and ‘him’ is a textual pregy in which the fragmentation of the
subject can be detected. In the below examplevayalimensions which can be said to

illustrate the narrator fragmented self.

(23) The part of him that watches himself is d$téde too, not ecstatic or afraid. This part hovers
in its usual detachment, looking down with wry aemgnt at the sleepless figure in the bunk. It
sees all the complexities of the situation he’sudl murmurs sardonically into his ear, you see
where you have landed yourself. You intend to Agihbabwe for a few days and now you find
yourself weeks late on a train to Dar as SalaanppiMa@and unhappy, he falls asleep in the end
and dreams about, no, | don’t remember his dreé®R, 97)

Firstly, there is the divide between the self tisgbresent in the scene and the one that
watches him. This part functions as a kind of nmv@-sitting on his shoulder, criticising
his actions. Secondly, in the end of the exampléstemporal division between the
‘he’ and the ‘I’ of the text. He, obviously, is ttself of the narrator in the past, in the
initial event that is described here. The ‘I', nhés the present self which is writing this
story, reminiscing the event in the present. Th&réhus, both a spatial and a temporal
division in the self of the narrator; in the tinighe initial event the self of the narrator
occupies two different spaces (spatial) whereasdameniscence of the event divides the

self into two (temporal).

Thus, it could also be said that the narrator lisge a liminal state. He has passed the
first stage of his rite of passage and moved tosthge where his identity is in an in-

between state. He is in the margin state, wheris solated from the society and has
lost his former identity. This liminal state alsmghasises his detached identity and
sense of self. In this liminal state he has nogladhe society. His attempts in creating
relationships can be seen as also attempts iniegossthe next state of the rite; reag-
gregation. But he does not seem to succeed, hetivéry end of the novel where he is

able to connect again to other people and find imgan his own life.

As we have seen, the self of the narratdnia Strange Roorns nothing but complete.
The temporal and spatial divisions in his self dbote to his sense of detachment from

the world and from other people. As | have nowsidered the characteristics of the
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narrator’'s self, the qualities of memory can beetaknto account. With the help of
sociological and philosophical theories of memariippe to gain an understanding of
how the functions of memory and, further, individaacounts of memories affect the

formation of the narrator’s self.

4 MEMORY AND MEMORIES

In addition to the self, memory is a prevalent teemin a Strange RooniThe three
stories are told in a way that rests on memory imdapacity to bring instances from
the past into the present. In addition, memorye®as a tool for the construction of our
selves as well; essentially, the self is a negotiadf different selves across time. That
is to say, the self in the present is a collectiod result of the selves of the past. Thus,
the past is a crucial element for story tellingdiese memory aids in creating a logical
(self) narrative across time. In a Strange Roonthe narrator Damon reminisces the
travels he has made and people he has met in Stewi the overall intention to
discover his self. His present self is lonely andttached to the world and other people,
and this is why he trying to make an account oflifes by examining his past selves he
may be able to get in touch with his present onemidry functions as journey back in
time, and further, individual accounts of memorny,ather words memories, provide
building blocks with which the narrator can begirunderstand and form his selfhood.

Memory is a complex process which scientists anitbgbphers alike have tried to
explain in numerous different ways for centuriesic€ my aim is to unravel the way
Damon’s memory works and how Damon uses memoriesotstruct his self, it is
appropriate to review memory from a point a viewttlenables this kind of overall
social construction. Thus, a medical, mechanicatlesstanding of memory is
unnecessary; what is needed is a sociological dmidspphical framework through
which the meaning of memories to a person’s sefiselbcan be detected. Memory is,
of course, not the same as memories. But througmanewe access our memories,
however fluid the both may be. For this reason, wrgnand memories are used in this
thesis somewhat interchangeably, even though memare the product of the function

of memory.

Memory is generally roughly categorised into tw@reents: an objective part which

stores facts and a subjective part which housesnfoemation and emotions that are
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important to us. The former is passive becausinply stores knowledge but the latter
is more active for it “experiences and recallsdaasciousness”. (Fentress and Wickham
1992: 5.) However, memory can also be consideretlsim addition to its subjectivity
(see e.g. Fentress and Wickham 1992, Hinchman amchidan 2001). What makes
memory social is talking about it. Even one’s paesanemories are of a social origin.
The memories that are shared are the most relevest either to the person himself or
in a social context. (Fentress and Wickham 199@#:x/) In addition, life stories of
individuals, constructed from memories, often towgon a wider historical or social
narrative which, in turn, provides a context ofstagersonal narratives (Hinchman and
Hinchman 2001: xxiii).

The examination ofln a Strange Roonfrom these perspectives is key to the
understanding of the importance of Damon’s memoiresconstructing his self.
Damon'’s actively reminisces his past and his Ifpegiences in order to gather a sense
of self. These active remembrances he compilesbioti, which has two dimensions: a
personal and a social one. The personal dimensidhei life story which he uses to
make sense of his own life by connecting signifidde events to each other. The social
dimension is sharing his story, which connects hamhis surroundings and other

people.

4.1. Memory inln a Strange Room

What is important in the context & a Strange Roons to notice that the narrator
Damon is reflecting on his own experiences of tlastpwhich are integral to the
formation of his self. This active, subjective paftmemory is the focus of the present
study. However, it is important to notice that Hoeial part of memory is also present in
the novel. As Hincman and Hincman (2001; xxiii)tsfavhat makes memory social is
talking about it, sharing it (the social originmemory will be thoroughly addressed in
relation to story telling in section 5). They conte that the life stories built upon

memory often are constructed in a wider social ent

As stated in section 2.2., the South African sgd®in transition and it often functions
as a backdrop for Galgut's work. The relation odlividual memory and the wider
societal context ihn a Strange Rooroan be drawn from the section where the narrator

Damon returns home to South Africa from one ofttasels. He states:
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(20) [...]it's war in the Gulf. Everybody has beeaiting and waiting for it, now it's happening,
it's happening in two places, at another pointhi@ planet and at the same time on the television
set.

He watches but what he sees isn’t real to him. foch travelling and placelessness have put
him outside everything, so that history happenevelere, it has nothing to do with him. He is
only passing though. (ISR, 15)

(19) Everything has changed while he as away. Thigewgovernment has capitulated, power
has succumbed and altered shape. But on the levethich life is lived nothing looks very
different. He gets out at the station and standfiénmiddle of the moving crowds and tries to
think, | am home now, | have come home. But hesféight he is only passing though. (ISR, 16-
17)

In these two examples it can be gathered thatdbetsl changes and turbulences do
not seem to affect the narrator in any way. The éwamples also show how significant
events, such as war and in the case of South Afrieachange of leadership, do not
happen directly in the lives of the citizens, bomgwhere else; on other levels of
society, on television sets, in places that do chctly concern the average citizen.
Thus, as “history happens elsewhere” and not deved of the individual, detachment
from the society happens easily. Ima Strange Roonthe narrator is detached from
both the society of his home country and the rést®world. He blames travelling for
his detachment of the world, though he is not &vetler by nature, it is state that has

been forced on him by circumstance.” (ISR, 15)

Damon, the narrator, could even be considerednatiélike character of the global era.
The concept of the flaneur was originally speclfickocated in the streets of modern
Paris. The crowds are the flaneur's natural habitatwants to merge with them. The
flaneur is driven from the private sphere to thelpusphere by the search of meaning;
the flaneur is only at home existentially when $i@ot home physically. However, what
separates the flaneur from other people in the dmsvithat the flaneur is a maf the
crowd not a main the crowd — and he is aware of this division hifnd¢ée cannot be
recognised from the crowd which makes him an intogrbserver of metropolitan city
life. This unrecognisability enables him to seekstayious places and spaces in the city.
He can also be whoever he wants; anonymity allowsth take on ‘masks’ and to be
who he chooses to be thus controlling the meaniifgsovorld. (Tester 1994: 1-21.)

As a result, the existential completion of the 8&nrequires an escape from the private
sphere. The man who lives in the box of the privateacomplete; completion requires
mixing with the multitudes. However, seeking folf$®od through dissatisfaction only

leads to more dissatisfaction. Further, as he l&asbility to transform faces and things
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only to the meanings he attributes to them, higudt# towards them is somewhat
detached. The anonymous spectator roams the cfigdanything to occupy his gaze
and complete his identity. Thus, the figure of tl@meur and his activity, flanerie, are
essentially about freedom, the meaning of existear#® being-with-others; freedom
because of the definition and self-definition of figure, meaning of existence because
of meaning making of the flux of life and beingHibthers because of the being and
becoming who we are trough observation. Nevertsel@san extent, the flaneur is a
victim, not a master, of his freedom because heneaer enjoy being because of doing
flanerie. (ibid.)

As noted earlier, the narrator lima Strange Rooroan be considered as a flaneur of the
global era. He is driven to travelling by the seataot being at home when physically
there, in South Africa. He is trying to search $edf through travel, although he at the
same time acknowledges that travel also inhibits fiom finding it. By extending the
definition of the flaneur and flanerie beyond they of Paris, we could say that, on a
global scale, travelling is flanerie performed by tharrator. The narrator is trying to
find meaning to his life and also come to termshwitho he is. Yet, the narrator is an
anonymous spectator of his surroundings, neveinfggluite attached to anywhere. He
is a subject to this flanerie because it, on the lvend, makes him free to search for his
self but, on the other hand, he does not do itr@gtiof his own will, but, instead,
describes it as a condition forced on him. Thus, flhnerie of travelling is only a
restricted freedom which ultimately detaches theatar both from his private sphere

and from the public one.

Nevertheless, to apply the concepts of the flaréat flanérie from the 19th century
Paris to the global era is not a straightforwargskte&Several theorists (see eg. Tester
1994, Parkhurst Ferguson 1994) note that the figgige historically specific one, and
that is cannot be taken out from the streets ofenoéaris. However, in many respects,
the 19" century Paris and the situation in South Africarshthe same characteristics
that form the basis for the figure’s existence. Plagis of the flanéur is characterised by
the urbanisation of the city, consumerism and dexeel (Parkhurst Ferguson 1994: 23).
The cityscape in transition and increasing changiyigamics between the private and
public spheres are driving forces for the flan@usimilar kind of transitional state can
be detected from the South African society; charnigethe governmental level and

overall in the global situation as well. Yet, seekimeaning and satisfaction from an
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incomplete society drives the narrator to travglliihe public thus extends to cover the
globe, which shows itself to the narrator as urietas his home country — though in a

different way.

Even though societal forces have an impact on ¥pereences of individuals, in the
novel in question there are far more potent, pexstwices that shape the memories of
Damon, the narrator. The personal forces shapingparies will be discussed in the
next sections. For the purposes of this studysthgective part of memory is the more
important than the objective part. The part of msmavhich holds personal
experiences, i.e. memories, is integral in orddrdoe the effect of memories and their
remembrance to the construction of the narrator @asnself. In the next sections, an
outline will be drawn of how memory functions iretpresent novel, and, further, how
different forms of articulation and memories’ ligea in time and place affect the
narrator’'s formation of self. My overall aim in shgection is to gain an understanding
how the narrator Damon’s memory plays a role withi& novel and its function as his
life story. Firstly, the core concepts and functioof memory will be explained,
following a section on how memory is fixed in tiraed place. Lastly, the articulation of
memory will be addressed with a specific goal tovehmemory can be preserved

through articulation.

4.2. “What you don’t remember never happened.”

The title of the section is an extract from the eloySR, 16), and it is a good starting
point for the analysis of the importance of memiorghe novel. It introduces the fact
that we no not build a life story or a narrativetloé self fromall our memoriesall our
experiences but the ones that are crucial to tmstoaction of the self. The minor,
insignificant events which are not even remembeaed, as the narrator suggests, can
be said to have never happened, do not play amaleeating a meaningful account of
our lives. Inln a Strange Roomhese meaningful accounts are the memories of the
places the narrator Damon has visited in the coofr$es life and also the memories of

the people connected to those places.

Memory is the only resource we have for the refegeof the past, it is the only way of
knowing something has taken place. Attached ®at presupposition of truthfulness. In

addition, memory is object-oriented: we remembeamnething or someone. Ricoeur
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(2004) distinguishes between memory and memoriésllass; memory is an intention
and a capacity, memories are the thing intendedn®iies are thus reappearances of
the original appearances. The memory-event is eepexd event of the actual, physical
event. (Ricoeur 2004: 21-23.) Remembering, for Riro(2004: 4), means having a
memory or going on a search for one.

What, then, distinguishes memories? How can wegrise these things “of the past”?
Ricoeur (2004: 24-36) defines memories through reeseof oppositional pairs: habit
versus memory, evocation versus search, reflexwensus worldliness. Firstly, habit
and memory have temporality in common: both reqaimeexperience acquired earlier.
However, in the case of habit, the acquired is npomted into the present and
disregarded as past. In contrast, memory recogthiseemporality of the acquisition as
happened somewhere in the past. What distinguibieetsvo, thus, is the recognition of
the time of the initial experience. In the secorar ghe key issue is of activity.
Evocation is an affection, an involuntary and urestpd appearance of memory.
Search, in turn, is a synonym for recollection; thee intentional retrieval of memories.
One searches what one fears to have forgotten. ¥oawsearching does not equal
finding; the effort can either fail or succeed. roty, the couple reflexivity and
worldliness are in part complementary, in anotlat ppposing. Remembering does not
occur only within oneself; it also includes theuaiions in the surrounding world in the
initial situation took place. These situations ut# one’s own body, bodies of others,
lived space etc. They are in opposite ends beaadigxivity of memory is an internal
process yet it connects us to world via the ingi@ation it occurred in. The relation

between the interiority and exteriority will be dissed further in section 4.3.

From the binary pair of evocation/recollection, srseparable link can be drawn
between remembering and forgetting. According twoBur (2004: 30), the active effort
to recall makes possible to “remember forgettinBemembering, or searching for
memory indeed works against forgetting, we are t@ntly working in order not to

forget. Thus, the responsibility of memory is notforget. However, it is not cleat
whether forgetting is just a barrier to the evamatand recalling of memories or an

unavoidable wearing-away process in which time ieedés the initial affections. (Ibid.)
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Forgetting, as the flipside of remembering, anduheeliability of memory are features
in In a Strange RoomOn numerous occasions the narrator states, @kplior
implicitly, these qualities of memory: forgettingdunreliability:

(24) What you don’t remember never happened. (IBR,

(25) Memory is patchy and intermittent again, wig eertain vistas, certain stretches of a path,
so deeply impressed in recollection, so vividly lexa, and others disappear without a trace...
(ISR, 43)

These examples show the effect of forgetting omndividuals life. Something that is
forgotten is completely erased from memory; theidemce” of that instant is entirely
lost and it cannot be said to even have happensdRi&oeur (2004: 30) argued,
memory renders possible to remember forgettingthln second example here, the
narrator admits that memory is incomplete. Forggttis noticed by recognising
something that is remembered. The gaps in the eWantis remembered show that

something has been forgotten.

The latter example also introduces a question of @drtain memories stay in memory.
Indeed, we do not remember all things. Memoriesagévinclude reflection and

interpretation to a certain degree. The analysim@inories configures their meaning to
the individual, the memories are given priority.r@uemories are not static either; they
can be changed by analysis in the present. Thexetbere is no objective truth of
events; only personal interpretations which areeightly connected to a historical

context, societal discourses and interpretationstbgrs. (Davies 2006: 56.)

In addition, the last lines of example 22 exemplifg central issues of memory and the
self in the novel. It serves as a reminder thanat®ugh memory is a good tool for
retrieving information of past selves and expengét is subject to failure as well. As
Fentress and Wickham (1992: 23-24) state, memost its strongest in the present,
and, hence, the embedding of memory in the prelsastits weakness as source of
knowledge of the past. Memory links the past toghesent by creating a consistency
between the two. Therefore, “our experience of pnesent is embedded in past
experience” (ibid.). As a result, memory is nevies@ute. Experiences of the past and
in the present are constructed in the recollectionghe present. However, our

experiences are no stronger than the recollectiasare built on. (ibid.)
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In the novel, memory is a way of preserving timéeThext example shows the non-

concreteness of Damon'’s life and the vanishingreatfihuman life in general:

(26) A journey is a gesture inscribed in spac@aitishes even as it's made. You go from one
place to another place, and on to somewhere effia,aand already behind you there is no trace
that you were ever there. The roads you went dosgteyday are full of different people now,
none of them knows who you are. In the room yoptsie last night a stranger lies in the bed.
Dust covers over your footprints, the marks of yfdgers are wiped off the door, from the floor
and table the bits and pieces of evidence thatnyigint have dropped are swept up and thrown
away and they never come back again. The veryl@ses behind you like water and soon your
presence, which felt so weighty and permanentcbagpletely goneThings happen once only
and are never repeated, never return. Except inanen{ISR, 123)

The example emphasizes that humans are just pdssérghe life of the world. Even
though all of are material beings and seeminglydeaaces in the world behind us, the
world seem to wipe them away. The only place ousterce can continue is memory.
The example describes well the whole atmospherthefmovel, how diminutive and
even insignificant the narrator feels in comparigonthe world. However, memory
creates continuation and comfort; because ourendstis so evanescent, the only this
to ground it in the surrounding world is memory ahd way memory anchor us in

different places in time.

Certainly, memory and travelling are closely palaldl in the novel. Travelling, for
Damon, is way to escape his mundane life. Travginan effort to escape time, whilst

memory is a way to retrieve it.

(27) Only someone cold and hard of heart couldtéauccumb to these temptations, the idea of
travelling, of going away, is an attempt to esctypee, mostly the attempt is futile, but not here,
the little waves lap at the shores just as theyagbvhave done, the rhythms of daily life are
dictated by the larger ones of nature, the suhemntoon for example, something has lasted here
from the mythical place before history set itsalhiotion, ticking like a bomb. (ISR, 74-5)

In this excerpt, Damon is in Malawi, at a lake iap@ Maclear. Surrounded by entities
that seem eternal — such as the sun, the moon; wl&tamon feels that time stands still.
He is attracted by the primitiveness of life in ta&e which has not been affected by
modern life. However, escaping time by travellisgnostly unsuccessful. Travelling is

a means to seize time with oneself, a way to fifek#ing free of all cares and duties:

(28) And maybe that’s the true reason for this ey by shedding all the ballast of familiar life
they are each trying to recapture a sensation @htlessness they remember but perhaps never
lived, in memory more than anywhere else travelifnlike free-fall, or flight (ISR, 26)

Travelling in the above example is paralleled wighefree weightlessness. The example
also accentuates the effect of memory on travellmgrpretation of a past event, that is
a memory, happens in the present. Memories grovwetgwen time, as the popular

saying goes. In these cases the interpretation mkmory is something else that it

45



originally was; the weightlessness is somethingeatrived for, even though it may not

have ever been attainable — except in memory.

Indeed, memories are interpretations of a momenime by an individual. Memory

(time) can distort memories as seen in the follgnerample:

(29) When 1 look at these images now, years laey call back a sense of idyll and innocence
which perhaps was never true, not even then. Thokglow from other visits how fine a place
it is, and if the air is disturbed every now andrttby the death-screams of a pig, well, there is
slaughter in every paradise. (ISR, 132-3)

In this example we can detect a dichotomy whiclkea$ the truthfulness of memories:
that between an image/imagination and memory. Mgraod imagination are thought
to be the opposites of each other. Imaginationhigracterised by fiction, unreality
whereas memory is considered as temporal realliys;Tconfusing the imagining and
remembering results in the distortion of truthfldseHowever, as memory is an image-
making process, and the total separation of theisnimpossible. (Ricoeur 2004: 7.)
Imagination and memory are bound because they ddmmhe same part of the soul.
Consequently, the memory produced in the soul ay lought to be considered as a

picture, an image. (ibid.: 16.)

Considering memories as images anchors them ospedific time and place. The next
section considers the implications of time andiafigt to memory. An image of a place

is a memory of a place in a specific place in tishg.discussed in the previous section,
temporality and spatiality play a role in the fotma of the self. Now what needs to be

considered is the role memory plays in this equatio

4.3. Memory in time and place

Temporality is a key issue of memory. Ricoeur'sG2015-16) analysis of temporality
leans on Aristotle’s phrase “But memory is of thast). The mark of anteriority
differentiates between the past and the presenpeBgeiving movement, we perceive
time; however, time is perceived by distinguishimg instances, one as earlier, the
second as later. What combines recollection and angmthus, is temporality.
Remembering and recollection are produced when liaselapsed. Recollection travels

between the two points in time: between the initighression and it’s return.
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Memory can be considered as space and place in Tilee spatiality of memory is,
according to Ricoeur (2004: 148-149), limited bgyatem of places and dates; the lived
space of perception and action as well as the ltirad of memory, can be explained
within this framework. The primary evocation of mamy stems from bodily and
environmental spatiality; that is, our bodily expece of space is linked with the
surrounding environment, such as a memory of haliwed somewhere. These kinds of
memories are both intimate and shared. They amnateé because of the individual
experience of the body, and they are shared becafigthe shared space of the

surrounding environment.

The body, thus, anchors us in space and time. Uingamental activity of placing — or
displacing — oneself results in place becoming d¢bmg to be sought out. Never
finding that place is the cause of uneasiness amgtieess. Because of this unfilled
space, there is a question of place. This is whgetiones it is necessary to displace
oneself, even with the risk of becoming a vagabdiwlvever, the displacement of the
body, or its continuance in one place, cannot bekesp of without some reference
points outside the body. Between the lived spac¢hefbody and the public space
resides a constructed space which is connectedrtatad time. Constructed space is
mostly composed of the sites of the interactiotifef Thus, in constructed space, the
lived space is interwoven with calculable spaceaisimilar way that narrated time
combines cosmic time to perceived time. (Ricodlfi42 149-150.) The narrator bf a
Strange Roorhas truly been displaced which has led to a kfea @agabond. Travelling

has disconnected him from his surroundings sottieae seems to be no place for him.

The relation between time, place and memory is tbassed on the lived experience of
the body. The body determines the here and nowelation to which the passing of
time and moving in places and space can be detdetether, the relationship between
time and movement produces intervals, intercondeetes of events which aid
recalling, evaluating and relating instants rememthewith others. This movement
distinguished the ‘before’ and ‘after’ in which thedy is the present. (Ricoeur 2004:
154.)

In a Strange Rooris filled with extremely vibrant evocations of p&a The three stories
that compose the novel are rooted in the placeghioh the narrator Damon travels. In

the first story he is travelling in Greece and ltkeg in the second story he is in
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Zimbabwe and Malawi, and in the last one he isdilang in India. The vivid
descriptions of the place onto which Damon’s mea®rare anchored are strongly
connected to emotions of them:

(30) Memories come back of other places he hasedadit, departure halls of airports, bus-
stations, lonely kerbsides in the heat, and imfalthem there is an identical strain of melancholy
summed up in a few transitory details. A paper bkgving in the wind. The mark of a dirty
shoe on a tile. The irregular sputter of a fluoceegdulb. From this particular place he will retain
the vision of a cracked brick wall growing hottedzhotter in the sun. (ISR, 27)

The memories of places described here are awaksntte feeling of melancholy they
evoke in the narrator. The experience of placéis particular example is concentrated
on details which Damon the narrator recalls fronesth places. The details he
remembers are quite disruptive; in comparison iite examples in the previous
section, there is not a harmony with in these m@spbut instead a sense of loneliness
and desolation. A dirty shoe print, a flickeringgHt and a cracking wall are all
something that are not meant to be where theytlaeg;represent an imperfection in the

surroundings, a disruption in the scene.

What is notable here is how the narrator has ingulithese sights in his memory. Sight
is one of the five senses we humans have and alsoobthe sources for memory.
Sensory memories are essentially spatial (FentredsWickham 1992: 28). However,
sensory memory and personal memory are inherankgd to each other, which stems
from a continuity between the mind and the bodymmey and perception. These
continuities shape a platform of coherency whichpsuts our sense of self. (Fentress
and Wickham 1992: 30.) Thus, memories connect dadrto our body, and further,
our body to the social world around us. (Fentresk\Wickham 1992: 39.)

Certainly, these evocations of place can be saidctwo the narrator’'s feelings and
being. The desolation the narrator feels from tloeldvis paralleled in the disruptive
elements depicted in the example. As Fentress amkham (ibid.) argue, this

continuity between mind and body shapes also onsesef selves. The images from
places Damon has visited spur feelings the nartasrof his place in the world and,

thus, also induce his sense of detachment andéngify as an outsider.

The narrator also states this in more direct words:
(31) [...] he sees the lights of a ferris wheel gomd and round and round.

He doesn’t know why, but this scene is like a miirowhich he sees himself. Not his face, or
his past, but who he.i¢le feels a melancholy as soft and colourless aslwand for the first
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time since he started travelling he thinks he wdike to stop. Stay in one place, never move
again. (ISR, 118)

The scene he is in thus mirrors his present selfh@t moment). The narrator has yet
again been anxiously moving from one place to amthnd the ferris wheel in the fun
fair makes him see his life and his self for whegyt are: going around in circles. His
body anchors him in the present, and thus he seqwdsent self, not his past one(s).
The melancholy is with him again, but that as wa#,the narrator says, is not a very

strong feeling he experiences, but a mild one.

Indeed, these experiences of places are strongipeoted, on the one hand, to the
narrator’'s senses and, on the other hand, to hisesaf self and place in the world. The
connection of memory to the body is also discudseteineck (2006)He calls the
body a medium of memory that transmits experienaespns and emotions from the
past into the present, both actively and passivEhe body is a living symbol that
conveys meaning passed through it. Meanings ardupseal in a spatio-temporal
existence, and so the body serves to determingrésent. (Steineck 2006: 49-50.) In
the novel in question this is just the case. Asisee¢he above example, the body of the
narrator indeed binds him to the present: the emsetare transmitted through the sense
of sight of the body. The body serves as a mediatdhe past and the present, thus

creating a continuum in which memory also playsd.p

The temporality of the body is also discussed bskéra(2006; 38-9), who states that
memories tattooed on the body in the past are tearia the present to impact the
future. In the same way, Kerby (2001; 132) argines the body is thus both a site of
narration and the site of ascription for the persgling a personal narrative. Through

this “mediated reflexivity”, a body with a histonmeaning and soul is produced.

(32) It's strange how all this space, unconfinedabtificial limits as it spills to the horizon,
should throw you back so completely into yourskilf it does, | don’t know when | was last so
intensely concentrated into a single point, seeval&ing on that dust road with my face washed
clean of all the usual emotions, the strains anvdsgs to link up with the world. (ISR 31)

In this example, there is a connection betweerbthy and the surroundings but also
between the past and the present. The space senaseference point for the narrator
to examine his self. The narrator remembers thiges@nd its reflection on his body,
and creates meaning through this memory. The membithe body in the space is
imprinted in memory. The space and its connectioth¢ body also enables some self-

reflexion for the narrator; because of the deemeotion of the two, he does not need
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to consciously try to make connections to the dmyrbs he has been trying to. Thus,
the narrator’'s past self is rooted in this spacthis specific time which is reflected in
the present. His creates a sense of personal yhigthich is given meaning in the

present.

Thus, memory is medium that links the past, presext future on a continuum. This
creates a consistency in our identity and a sehselfo As Parker (2006: 35-36) argues,
memory is a bridge ranging across time; it enathlescomparison of the self of the past
to the one who exists now. Therefore, memory atde as a guide to the future. In
assessing our former selves and comparing them tivéhpresent one, we should be
able to form a desirable future self. However, as&ins we are aware of the fluidity of
memory, its potential to fail us. If memory is wimakes us and if memory can change,

then our selves as well become unstable. (Parkeg: 35b.)

However, inin a Strange Roonthere is no link between the past and the presshof
the narrator. Moments in the present seem measmgle the narrator is living in the

past, as seen in example 17:

(17) But he hardly ever manages to lose himselgtde is stuck in one place in the past. The
physical world feels substanceless, like a draladrérom which he will wake up into a dirty
hospital ward. (ISR, 176)

The result of this is that the present self onrtheator is detached from the moment he
lives in. Thus, the narrator is also unable to faraesirable self.

Memories cannot become personal without narrateféection (Kerby 2001: 131).
Remembering requires going back a chain of memavigsh all link together. If the
chain breaks, remembering would become imposgiBéntress and Wickham 1992: 6.)
Thus, remembering can be said to be travelling badkme and in space; “a mental
space in which to hold a series of invented mnemanages” (Fentress & Wickham
1992; 11). This visuality of memory is the heart spfatiality as well, because we

explore images in memory like works in a galleryimiking around them (ibid.; 12).

(22) 1 can’'t even remember now what they are, #mains of some big but obscure building,
there was a fence that had to be climbed, thereaniesr of dogs but no dogs appeared, he
stumbles around among rocks and pillars and ledgegijes to imagine how it was but history
resists imagining. He sits on the edge of a rastede floor and stares out unseeingly into the
hills around him and now he is thinking of thingatt happened in the past. Looking back at him
through time, | remember him remembering, and Iraare present in the scene then he was.
But memory has it's own distances, in part he is enérely, in part he is a stranger | am
watching. (ISR, 5)
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Example 22 exhibits self-reflection which is basediemporality but also in space.
Firstly, the narrator goes back into his memortin distances here: the present self of
the narrator is remembering his past self and,héurtthe past self as well is
remembering his past. A temporal reflection is sh@s he tries to relate his past and
present selves and finding that in part he can $ioghe common ground between the
two selves but in other part they are completeffecknt. Secondly, even though he
states that memory has a feeble points becausa@fdespite the temporal distance his
present self in more present in the past that &s$ pelf. The memory acts as a mental
space in which to return and he quite literally kgahround the ruins. The visuality of
this space puts him more present in the past tiampdst self could at that present
moment. Travelling to this time and space by remennly enables self-reflection for

the narrator.

To sum up, memory can be considered as space aoce ipl time. What anchor us onto
time and space is the body, through which tempgrald spatiality can be measured.
Memory, in turn, connects our mind to our body. Timeemonic images thus are spaces
in a time continuum, images to which meaning isatae through the self-reflection.
The body and experience ground us in the presastithprinting a mnemonic image in
the body. Memory is able to create a continuum betwthe past, present and future
which is vital in creating a sense of a coherelft stowever, for the narrator dh a
Strange Roorrthe continuum that spans from the past to therduis impossible. Even
though he can “revisit” places and spaces in tts¢ @her clearly, his past selves seem
like strangers to him. Experiences come to havenmgdaor him not in the present as

he experiences them, but in the future as he teftatthem and shares them.

It is argued by Carr (2001; 8) that the temporakasbly of life events is evaluated by
the meanings action gives them. The past and tlesept are described in our
experience as what will be. The temporal direcodour active life is not the present
but the future. As a result, stories “are told @&inlg lived and lived in being told.” Thus,
narrative can be said to be a natural continuatibmeality. It is not just a way of
describing events; on the contrary, narrative stinecis an inherent part of real events.
Actions in life can be considered as telling steti@ ourselves, listening to these stories,
and further, living them. Narrative is thus inteirted with action, not separate from it,
not a retrospective afterthought articulated affter action itself. Narrative, from this

point of view, is constitutive not only of actiomtbfor the self which experiences. The
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narrator is “a subject of a life story told andotdtin the process of being lived.” (Carr
2001; 13-17.)

The notion of action and its temporality is alse thasis of Crites’ (2001) analysis.
Time gives action a coherent form, which CritesO033) calls style. There is an
inherent temporality in memory as well; without nmwyn experience would be
incoherent. Through memory we are able to creatense of succession and temporal
coherence from our experiences. Crites (2001: 3&Bfues that memory has an order.
Not the one formed by thought or imagination, bubader of succession. By this order
the experiences in time have been preserved in mefdowever, also Crites states that
the recollection of this succession is not withgaps; on the contrary, it is in part quite
fragmentary. Crites continues that the most obvienanner of recollection is
storytelling. (Crites 2001: 33-36.)

4.4. Articulation of memory

There are three concepts closely related to memecggnition, recall and articulation.
Recognition means identifying someone or sometiiiog past experience, recall is
bringing something back into mind. (Fentress andkivam 1992: 26.) Ricoeur (2004
15-16) further explains the division between memamy recollection. Recollection, for
Ricoeur, is a conscious search whereas memoryestiai. Both of these take place in
ordinary language. There is a further distinctietmeen a “simple evocation” and “an
effort to recall” where a simple evocation is amdluntary action, effort to recall an

active one. (ibid.: 19).

Ricoeur (2004: 38-39) makes a division betweenethaiferent kinds of mnemonic
activities that take physical forms: reminding, neiscing and recognising. Reminding
refers to the simple cues that inhibit forgettimghotographs, postcards, diaries.
Reminiscing has a more active character; througtimscence, we make the past live
again as sharing it with others. In reminiscenatividy is reciprocal; all parties help
each other to remember better. Expressions of iec@nce include autobiographies
and memoirs, for example. Lastly, recognition iyédy the same as in Fentress and
Wickham’s (1992: 26) definition; the ability to idify the present memory as the same

with the initial instant. These modes of mnemonativities and thus, modes of
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articulation are in the core of this section; dltleese modes can occur both as internal

and external expressions.

As a whole,In a strange Roonis an account of articulation. Firstly, it is imal
reflection as the narrator describes and evaluasesxperiences and related them to his

selves. As narrator Damon states after the deatisdfiend Jerome:

(33) Jerome, if | can't make you live in wordsydu are only the dim evocation of a face under
a fringe of hair, and the others too, Alice andi§tfan and Roderigo, if you are names without a
nature, it's not because | don’t remember, no,afygosite is true, you are remembered in me as
an endless stirring and turning. But it's for tipiecisely that you must forgive me, because in
every story of obsession there is only one charaotdy one plot. | am writing about myself
alone, it's all | know, and for this reason | halways failed in every love, which is to say at the
very heart of my life. (ISR, 106)

In this extract the narrator Damon reflects onrtfeaning these people have had in his
life. Even though words fail him in making an acer external expression of his
memories, the way in which he describes the impadtimself “as endless stirring and
turning” made by his travel companions tells howsleeutinises their meaning to his
life. In addition, the narrator also evaluatesdvs life; because he is in the leading role
in his own life, he has not been able to connectier people. As a result, he feels he

has failed in life in general.

Secondly, the words on the paper, printed as arabbbok are an external expression

of the narrator’'s memories.

(34) They write down each other's addresses. THg piece of paper he has is an old bank
statement, he gives it to each of them in tidow years later as | write this lies in front of me

on my desk, folded and creased and grubby, cariyggttle cargo of names, its different sets

of handwriting, some kind of impression of thattard pushed into the paper and fixed there.
(ISR, 88; italics my own)

The bank statement is an articulation of the menwirghe instant the names were
written on it. However, the bank note is only ‘ampiression’ of than situation, not the
situation in itself. The bank note can only evolketpf that instant but not replicate it
wholly. In addition, the sentence in italics rewetdat the novel itself, the three stories,
are in themselves an external expression of menibng. italics reveal a temporal
continuum between the stories (now three years)lated, also, reveal that the present
self of the narrator is the one writing the stari€he effect of this is that the novel
itself, In a Strange Roomis the final result of the writing taking plaaethat particular

time.
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Nevertheless, the articulation of memory is neveaecurate as the actual experience.
Writing especially freezes memory in textual, iedir forms which are quite unlike the
spontaneity of consciousness. Thus, the writtendwaannot mirror our thoughts or
thought processes exactly, and, further, does meh d@ry to do so. (Fentress and
Wickham 1992: 9-10.) However, language itself isagural tool for the expression of
memories, because it organises what we know irgogts which then are ready for
articulation (Fentress and Wickham 1992: 28).

Nearly all of the novel is structured as a stredrmemsciousness narrative. Parts of it
are structured much like written works often arewith a clear syntax and logic.
However, other parts very much describe the thoygbtesses of the narrator and
mirror the kid of spontaneity that Fentress and Ri&n claim writing often freezes.
For example, there are no clear sings (dashes)vthere are direct speech acts, nor are
their speakers stated. The structure of clauses doefollow the traditional patters of

grammar; rather, they are organised almost asaiigstt from thoughts.

(35) But the truth is also that there is an answgeiinpulse of subservience in him, part of him
wants to give in, | see shadows thrown up in tlagpling contortions on the roof of the cave.

| don’t know what | meant.

You don’t know what you meant.

| was looking forward to seeing you.
Nothing else.

Not that | can think of. (ISR, 33)

As can be seen from the example above, the shifiimgts of view in the middle of the
sentence as well as the organisation of the spaetshportrayed in an almost natural
way, as if the reader is reading the mind of theatar and following the conversation
in person. It is not structured in a way that \entttexts usually are, rather the text
follows the mind of the narrator and his convematvith his peer. This is a memory by
the narrator, expressed in a written format bbai not lost the spontaneity and thought
processes of the narrator, as Fentress and Wickleam written expression of memory

to do.

In the light of the example 35 above, and in lighthe discussion on recollection and
evocation in the previous section, | suggest thatway in which the novel is written
depends upon the analogy of recollection and eimtaind, further, their relationship

to the interpretation of memories. As we can remennloecollection implied the
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conscious effort to claim an event from the padiergas evocation is an involuntary
action in which a memory springs up by itself thlgbuan external stimulus. The

evocations of memories are, in the text, writtenthis stream-of-consciousness-like
style. As in example 35, a visual cue takes theat@r back to that specific cave and
situation. In contrast, the parts of the text e written in a more organised manner
are memories fetched through recollection, throtigh conscious effort to remember
them. In addition, the organisation of the ext ataplies that a degree of interpretation

of the memories has already taken place.

The expression of the self, and its difficultiesr@vdiscussed in the previous section, but
now we need to include memory into the discusskantress and Wickham (1992: 9-
10) argue that the written word does not correspmnthought processes, and thus
cannot accurately articulate memories. Howevery ttle recognise that language
naturally organises our thoughts to be articulaRatker (2006: 36) also argues for the
incorrectness of the inscription of memories. Ir é&ew, external inscription of
memories create inauthentic selves because the riesntibat make the self are outside

knowledge. As a result, there is no bridge betwberpast self and the present one.

To sum up, memory inn a Strange Roonhas a number of functions: it enables
travelling back in time and in space, preservingsthevents and experiences happened
in the past and, further, creating connections ttemopeople through articulation of
these memories. On the one hand, the capacity ofaryeenables the travelling back in
time and forming a sense on self. On the other haramory and its reliance on time
having passed, also separates the selves. Thealgpatf memory relies on the
experience of the lived body which anchors it otitbe and in space. Despite the

weaknesses of memory, it is more of an enablerahandrance to the narrator.

I have now considered separately the factors thaivsthe fragmentation of the
narrator’'s self and further how the functions ofmaoey affect the construction of the
self. The combining factor between the two is therative. By considering the self of
the narrator with its memories as a narrative ef4blf in time and in place, we may
come to reasonable conclusion of the role memaasally play in the creating the self
and the life story. The next section will providgaint of view that will stitch together
the theorisation of the self and of memory. Furtlemrelation toln a Strange Room
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exploring narratives will provide a tool for undinsding the novel as a whole and thus

coming to a conclusion about the narrator’s self.

5 MEMORIES AS NARRATIVES OF THE SELF

Having considered how the self can be constructetithe role of memory in it, it is
appropriate now to consider the way memory andcthastruction of the self come
together; that is, to take a closer look at stdiigte Storytelling is, yet again, a central
feature inln a Strange Roonthe narrator Damon is both in the forwarding amdhe
receiving end of narratives. The novel in itselfais account of Damon’s life story
which he is writing partly to himself, partly tovdder audience. In addition, within the
novel, the turning point is when the narrator =di how stories/experiences that are

shared can affect interpretations of one’s own life

Firstly, 1 will describe some general features atwes are thought to possess.
Narratives are a universal feature of humanity #vely convey social and cultural
identities. It is important to situate a Strange Roonm a wider context of narratives so
as to see how narratives work outside and insidaeohovel. That is to say, to identify
the narratives in the novel and examine their diveraaning and function as well as to
recognise the narratives of a wider social anducalltcontext that might affect the

interpretation of the novel under investigatiorhis study.

Secondly, | will examine in more detail how lifeoges are constructed as narratives.
Memories are essentially narratives — narrativesghef past, of our selves or our
experiences. In this section my primary focus iexamine how life stories are also
constructed as stories of the self — a processhisthymemory plays an important part.
My aim is to detect how the stories in the noveheaogether to compile a life story of

the narrator Damon.

5.1. Storytelling and narratives

Stories and storytelling are a central aspect ofligas since they are key elements in
social interaction. Through telling stories we ogpiualise the world around us as well
as try to articulate what we are or are not to ogfeople. (See e.g. Thornborrow and
Coates 2005, Rimmon-Kenan 1983, Abbott 2008.) &othemselves have multiple
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functions from entertainment to explanations andiadonorms. Yet, above all, the
stories we tell carry various characteristics of eacial and cultural identities, and

through storytelling we articulate these identiti@hornborrow and Coates 2005: 7.)

It has been suggested that the narrative capacity innate human capability important
for our survival (Thornborrow and Coates 2005: Ajeady as infants we learn to tell
stories. Storytelling has a notable impact on thills development of the self and as a
member of his/her culture. First, children listenstories told by their parents, and in
time they become the storytellers of their own tdgrand membership of their culture.
(Thornborrow and Coates 2005: 15.) It has been esigd that the capacity to tell
stories starts at the age of 3 or 4 which is intacinwith the child’s first memories.
Thus, the articulation of memories depends on aurative capacity. (Abbott 2008: 3.)
Without the ability to tell stories we could not keasense of ourselves and our
experiences or the worlds around us, and would theisexcluded from social

interaction.

There are two characteristics of narratives thatveidely accepted; firstly, a narrative
must contain a sequence of narrative clauses verlin accordance with the real time
order described in those clauses. Secondly, a stast have a beginning, a middle and
an end. However, the form of the narrative is alsfined by the context it is told in. In
addition, stories need to have a point, they neettet tellable. However, a central
problematic lies in tellability; a tension lies veten the stories tellability and the fact
that, in the story, the teller should express le#frand at the same time say something
interesting. The central problematic, thus, is thatnormal order of things needs to be
disrupted. Despite this problematic, it is throuple narration of our selves that we

construct culture. (Thornborrow and Coates 20053 3-

In a Strange Roons a story, more accurately three stories thatbzoeninto one, whose
aim is to tell the life story of the narrator. Stimiling is a theme in general in the novel;

through telling and sharing stories about his life, narrator expresses who he is.

(36) I haven't told the story yet. I've told soméip just the basic facts. But the whole story,
what actually happened, I've never told to anybody.

Yes, he says, and he can feel what's coming. Itemdlkim sick to the heart, he wants to run, but
he stays where he is.

| would like to tell the story just once, she sagsv. | want somebody to hear it, then | might be
able to leave it and walk away. Do you know whategan.
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He nods, he knows exactly what she means. Whatbeestory is, he knows it will be terrible
and he dreads taking it on. But after what sheisegiirough on his behalf, how can he refuse.
(ISR 175)

Thus, in addition to the narrator telling his stattyere is another character in the novel
whose story ultimately becomes part of the nartatstory. Here Caroline, a woman
Damon meets in his final journey, is talking abatiiat happened to her husband a year
earlier — a story never explicitly told in the nbitself. The expression of a significant
life event is, thus, experienced as somehow relgevBy telling that specific story, it
vanishes, is washed away from memory. As the staneed to have tellability, the
selection of this particular story conveys someaghambout its narrator’s identity. In the
same way, also the three stories selected as pHré movel mediate something about
Damon’s self; these are the stories he sees asicagn to the construction of his self,

and the overall meaning of his life story.

In addition, the following example suggests tha thason people tell stories about
their lives is that their stories need to be toidider for the people to relate to others

and to create mutual understanding:

(37) A year or two later, out of the blue, he veiind an e-matlb me in South Africa. In part it
reads, how is your work going on. | hope you maly Is¢s of books. I'm fine and do good
business. | always remember your good words, yoordsyare a great knowledge to me. In
future if you publish a book you should write abthat girl, who wished to die. (ISR, 171)

Telling stories to other people creates a dimensfa@ocial space, a shared world. Story
telling can, thus, be considered shared memory €otiective memory, as Ricoeur
(2004) calls it.

Thus, there are two possible functions for liferists; the individual function as
narratives serve as life stories of their tellaasd a larger societal function which
weaves together stories of individual experiendee harrow scope of this thesis does
not allow a more thorough examination of the satiginction of narratives; however,
it will later be revised rather narrowly. It is imgant, however, to first examine the
narratives of individual because they are the bafsthe societal function. In addition,
as the novel is an account of individual narrastictured from memory traces, the

individual function will be considered in detailxie
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5.2. Life story as a narrative

Life stories can be said to act as narratives efs#if. As has been stated, there is no
integrated self — likewise, there is no integradatbbiographical narrative. A life story,
or autobiography, can be understood best as a gatian of narrators; there is no one
story, but a variety of possible stories which ‘angented in space as well as time”. In
order to understand the autobiographical narratofethe self, these multiple stories
should be read simultaneously in connection witthezther. (Raggatt 2006: 16-18.) In
the novel under examination, there are three neesabdf the self which are divided into
roles the narrator takes in his relationships. pento gather an overall picture of how
memories work in constructing the narrators selftlie novel and, further, how
memories are made permanent or meaningful to feéislh addition, as stated above,
there is a split between the ‘he’ and the ‘I ie thtories; the former being the narrator in

the particular time frame in the past, and theetdieing the narrator in the present.

(38) At this remove, his thoughts are lost to mevnand yet | can explain him better than my

present self, he is buried under my skin. Hisisfenweighted and centreless, so that he feels he

could blow away at any time. (ISR, 67)
The example above shows the multiplicity of nawediin the novel. Two different
points can be made from it. Firstly, the distaneémMeen the narrator’s past self and
present self is manifested in the use of the prnacte’ and ‘I'; the narrator is
speaking from the present tense and as if of soemetse, not of himself. There is a
concrete, temporal distance to his past self, uthvfeels closer to his than his present
self, to which he seems to have a symbolic distahicere is a dichotomy between time
and the self; even though the self is moulded d¢kercourse of time, time can also

divide the self, like in example 22.

Pals (2006: 176-178) argues that, in general, zagodphies are expected to tell a story
of personal growth. In narrating a life story amiuddual makes evaluations of past
experiences on the basis of them having a caugaldhon the present self. In the heart
of the life story there are significant experiengdsch are highlighted as having an
effect for the growth of the self. All this is basen the assumption that the life story
must have coherence; if a life story is construete@ random collection of events, then
no meaningful sense of self can derive from it. ¢terife story is a self-making process
in which the significant experiences of the pastrafated to the present self in order to

produce coherence. Coherence as stated heretlsenssime as unified. (lbid.)
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However, life stories, as based on memories anéreqmes of the self, have some
limitations regarding their truthfulness, the magore being the problem between fact
and fiction. Identity is shaped by the stories ek @about ourselves. These narratives
are built on our present choices and actions whiah reflected upon the imagined
future and also our past. Thus, personal identitgrges in and through narratives. The
self is therefore created by connecting the presentoth the past and the future.

(Hinchman and Hinchman 2001: xvii-xviii.)

It can be further argued that life itself has arat@re structure, one that is rooted in
temporality. In creating a life story, and thusi@antity, a person develops experiences
in time into a narrative. If narrativity can be se&s anchored in reality, then people
must also experience themselves as temporal. ifiincand Hincman 2001: xx.).
Temporality is inherently connected to memory; Himan and Hinchman (ibid.) site
Crites by saying that “Without memory...experienceuldohave no coherence at all.”
Thus, the temporality of life stories is connecteanemory which creates continuity in
the life story.

Indeed, Hinchman and Hinchman (2001: xx) contirheg tmemory has always been
the “home” of narrative”. That is, we construct dife narratives with the aid of
memory. Effectively, narrative offers a way to reggnt and organise memory. The
relationship between memory and narrative is, thesiprocal; in creating life
narratives, especially, memory has an importam aslthe container of life experiences.

Narrative, in turn, offers a medium through whioratticulate these memories.

In relation to example 38, the central problemestithis: how can a self be created if we
have no connection to those life experiences? Hnmator ofln a Strange Roordoes
not have a connection to his self in the past sdrei present in the life experiences that
he recollects. That limits also the reflection efgpnal growth: even though the narrator
remembers these events and recognises them aw/imidot they do not seem to have
meaning to him. These experiences seem as detaclisdthat float in the narrator’s

memory until they are narrated in context and latien to each other.

Life narrative also tells a self-narrative. Orb@more precise, life narrative can be seen

as a macro narrative constructed of a series ofomécratives, self-narratives. Self-
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narratives are, according to Gergen and Gergenl§2@d individual's explanation of

the relationship between events relevant to thieagebss a span of time. Gergen and
Gergen see the individual as a constructive ageatdocial context; self-narratives are
generated through trying to find coherent linksalsatn life events. Instead of being just
a series of unrelated events, the individual tieeegard life events as closely related to
each other. Therefore, an individual's identity da seen as a result of a life story.
Creating coherence and order of thins kind givesdividual a sense of meaning and

direction.

Macro and micro narratives are in the opposite eaflsa temporal continuum.
Macronarratives span across a long stretch of tilnereas micronarratives are events
with a shorter duration. Macronarratives that ideluan array of micronarratives are
called nested narratives. (Gergen and Gergen 2001L) Thus, we can argue that life
stories are also nested narratives, macronarrajpasning across an individual’s entire
life including micronarratives as shorter glimpsésrelevant life events. A hierarchy
exists between the two forms of narratives; maaratizes have superior importance
because they are the foundation on which otheratiees are built on (Gergen and
Gergen 2001: 172).

In the case ofn a Strange Roomt can be said that the three shorter storie$he *

Follower’, ‘The Lover’, ‘The Guardian’ — are micrarratives which together compile a
larger macronarrative; that of Damon'’s life stondastory of his self. As Gergen and
Gergen (2001: 172) state, micronarratives are aglelife events used to compile a
macronarrative. Thus, the three macronarrativesnaseme way or another relevant to
the overall macronarrative of Damon’s life. To ttg disassemble the overall
macronarrative it is essential to find the meaniafy¢he three micronarratives to the

larger macronarrative.

The three narratives in the novel are named dftesocial position the narrator takes on
his journeys and with the people in them. The eto&lso include the self-reflection of
these positions from which a sense of the narrat@fscan be drawn. The succession of
these stories from one to the other is clear; thlg oombining theme in them is the

constant movement the narrator is in and the sefffsdlure in his life.
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Narrative’'s ability to create directionality is leeof the essence. To create directionality
the three stories of the novel need to be evaluatddeach other and with the larger

macronarrative.

(10) By imperceptible degrees, then, he acceptsidtien that the journey is over, and that he’s
back where he started. The story of Jerome is e’ lived through before, it is the story of
what never happened, the story of travelling a hvag while standing still. (ISR, 111)

Directionality inln a Strange Rooris, on the one hand, the circularity discussetiezar
and exemplified in the above example. In generpdueey has already in its meaning a
sense of direction; Oxford English Dictionary (nd#fines the word ‘journey’, among
other definitions, as ‘continued course of travegjli having its beginning and end in
place or time’, as ‘a passage through life’ and‘a® course taken or direction
followed'. In this excerpt, the fact that the naoraDamon has been (or is) on a journey
implies directionality. Nevertheless, that direofdity is circular as he finds himself
back in square one. However, the following examaleo illustrates his constant

movement, his journey towards something even Danoiself does not recognise:

(39) He spends most of his time on the move in e@rxiety, which makes everything

heightened and vivid. As a result he is hardly éhagpy in the place where he is, something in
him is already moving forward to the next placed aret he is also never going towards
something but always away, away. This is a defedtis nature that travel has turned into a
condition. (ISR, 15)

Here it is suggested that it is not towards sometiidamon is moving but, instead,
away from something. It almost seems that he isgdvbetween two places, but never
in either one.

Gergen and Gergen (2001: 165) argue that to crsdedirectionality and, hence,

coherence, the subject chooses events or imagesdka occurred across time and
combines them by comparing and evaluating thematig an enduring, coherent
sense of self is also the basis of successful padice in social life. In enduring social
relationships, the sense that the other is ‘whey #eem to be’ is of importance. This is
achieved through stable narratives of the self. exiéeless, the subject never
accomplished a completely stable narrative of #if enly learns to communicate it to

others. (ibid.; 173.)

In addition to stability, however, subjects have tieed to articulate action towards
change. Gergen and Gergen (2001: 174) argue tlsitiveochange is expressed most

effectively through a progressive relationship Esw events in life. One’s ability for
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social relationships depends on the stability ef ¢kelf over time, and simultaneously,
yet a bit contrary, to show one’s improvement. Aefmtig such goal requires negotiation
about the meaning of life events in relation toheather. Yet, these progressive
narratives entail a regressive narrative; for eXampcreasing maturity means decline
in youthful enthusiasm. (Ibid.) However, if we a@ readln a Strange Roonin a

cyclical manner, one story leading to another air the last one, continuing in the

same path, that change is not obvious.

In In a Strange Roopthe narrator Damon is not able to create a dease of direction.
As discussed in the previous section, Damon theatwris unable to construct a self
coherent through time. His travels as well as bI§ @ways repeat the same pattern of
failure, as detected in example 33:

(33) But it's for this precisely that you must forg me, because in every story of obsession
there is only one character, only one plot. | antimg about myself alone, it's all | know, and
for this reason | have always failed in every lowich is to say at the very heart of my life.
(ISR, 106)

As Gergen and Gergen argue, creating enduringoesdtips requires a stable narrative
of the self. In this example it becomes clear thatnarrator Damon has failed to do so
because he has long concentrated on his self avm@, precisely, on his detachment and

rootlessness.

(40) If I was with somebody, he thinks, with someéfa loved, then | could love the place and
even the grave too, | would be happy to be he&R (68)

The dire need of attachment to another person@titetworld is obvious in the above
example. A vicious circle is present here as weithout a coherent sense of self
Damon cannot form meaningful relationships, andither, without meaningful

relationships he cannot connect to the world — tyhagain fuels fire on his detached

self.

Narratives always demand an audience. Creatingrative within a system of meaning

(language) is always a social act because that imgaystem is a shared one. Thus,
events in a life narrative are not the actionshef subject alone but interaction with
others. A narrative is always dependent on thesrtiiat the subject gives to others
within the narrative and the sustainability of thesles in relation to the subject. A
defining feature of social life is the reciprocitynegotiating meaning. Thus, should one
actor refuse a role ascribed to them or fail intaagg it, the construction of the

narrative is threatened. However, the subjectsatsm decide to communicate a shared
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narrative instead of two separate ones. By doirgg they create a new narrative; that of
their relationship. These narratives are concenwdavith the growth of the individuals,
but that of their relationship. (Gergen and Gergedl: 176-179.)

However, inln a Strange RoopDamon states that he is writing only to himselb.

return to example 30, Damon states that he isngritinly to himself, that the audience
of Damon, the narrator, is himself. The negotiatidbrmeaning must be created only in
the mind of Damon. Jacobson (2011; 103-104) arghes the novel's far best
narratological achievement is the movement betvaadmal author and implied author,
and Damon the narrator and Damon the protagonist. vbice in example is that of
Damon the narrator. Damon the narrator admits thatpeople he has met in his
journeys have made an impact on him and, in a \Wag,within him. However, the

example also shows how these people function fan@ato create a life story of

himself.

Indeed, storytelling and the importance of (sharefyatives are a key themelma
Strange Roorrin the last third of the novel, Damon receivestgetedfrom a man he met
in his journeys saying:

(37) I always remember your good words, your wadsa great knowledge to me. In future if
you publish a book you should write about that, githo wished to die. (ISR 171)

| would be inclined to argue that he did. | haveeadly established the relationship
between the narrator and the protagonist; howetes, excerpt sheds light to the
relationship between implied author and actual @utin chapter 2.2., the temporal
relation of the intertextual reference to the n@vepigraph was discussed. Damon the
narrator, stated that he cannot remember the authdihe poem. Nevertheless, the
epigraph was assigned to the real person, Voji&éé¢. Thus, Damon the narrator can
be said to be partly Damon Galgut, the actual authd, as a consequence, the implied

author.

The closing ofln a Strange Roonprovides an insight to the importance of shared
narratives. The next example, already analysedh& gection concerning identity
building, provides a glimpse to how shared narestigan have an impact to the receiver

of the story.

(41) Caroline’s story from the beach is with himaeg memory and words inseparable from
each other. [...] Lives leak into each other, thet p@sclaim to the present. (ISR 180)
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In addition to the narrative providing a tool foamon for self-creation, the example
shows how the experiences of others, when shaesd,become one with another’s
experiences. Paralleling ‘memory’ with ‘words’ ings that time ceases in the moment
of storytelling and present and past cannot beratgali both Caroline and Damon seem
to be reliving the moment that happened 30 yeaws @groline’s story of her husband’s
death seems to connect Damon to his surroundiregytdkes it all in”, whereas earlier

he has stated of being disconnected from the world.

Here it is useful in returning to Clingman’s idedsout boundaries. There are no barrier

between Damon and the world:

(42) He has always had a dread of crossing bortersloesn't like to leave what's known and
safe for the blank space beyond which anything legppen. Everything at times of transition
takes on a symbolic weight and power. But thisisoahy he travels. The world you’re moving
through flows into another one inside, nothing staljvided anymore, this stands for that,
weather for mood, landscape for feeling, for evaject there’s a corresponding inner gesture,
everything turns into metaphor. The border is & lom a map, but also drawn inside himself
somewhere. (ISR, 85-6)

Here the narrator states that borders make himsyné&at, this fear of the unknown is
what makes him travel. The borders on a map alsdarders within himself; borders
within his self, between him and the world, betwdwm and other people, between
actual experience and language to describe it. Mewvé¢he ending suggests that these
borders dissolve with the story of Caroline. Tharstopens a pathway to the space of
navigation which Clingman (2009) discusses. FirsDamon is able to relate to
Caroline and her story and finally make a connectmanother person. He also realises
the effect Anna had on him and his failure in sgvimer. Secondly, he realises
something of himself; he starts reminiscing hist pasrneys and the people he has met
during those journeys, turning them into a novéiug, also the borders between the
world and words have dissolved. He is able to aldie a reasonable life story in which
he reflects upon the navigation between his diffeselves. All the experiences and
memories from the past are now transported intoptiesent, thus creating a space of

interpretation in which the past effects the présen, further, the future.

This is a step in the direction of a shared membhys far in the novel the narrator has
only reflected on and evaluated the meaning obhis memories to his life. However,
sharing the ordeal of Anna with Caroline and, farttsharing the story of Caroline has

lowered his guard. He is not trapped within hisutas anymore, there is no boundary
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that would separate him from Caroline. As Rico&2004: 131-132) argues, there is a
happy medium between collective memory and indi@idaemory. The distinguishing

factor is proximity; the relation between self asttiers is characterised by the people
we keep closest to us. Proximity is a dynamic i@teship where distance between
people is in motion. These close relationshipsratbe middle-ground of self and they,

and are also the basis of the experience of cortemnpity. The people closest to us are
to ones who approve of us as active agents, amdveicsa. Therefore, memory must be

attributed to oneself, to one’s close relations t@nathers. (Ibid.)

Ricoeur (2004: 93-97) argues, their relationship astually reciprocal and
interconnected. Certain features of memory spealbamalf of its individuality; for
example, memory is primarily an individual expedenof one’s past and, thus, it
creates continuity of the person. On one hand, mesiare divided into subcategories
according to meaning. On the other hand, memoryh®sapacity to travel across time,
further enabling the movement of continuity. Ittisough narrative that memories in
singular and in the plural are articulated. Theticwity also reinforces the inwardness
of memory in a sense that it contains an inversedement from expectation to
memory. The individual character of memory, andciaracteristics describes above

are solidified in ordinary language and common egpee.

However, the social character of memory, so catlellective memory, cannot be
overlooked. The basis for this is that we needrstteeremember. It is in belonging to a
group and receiving instruction form other that iwidbal memory occurs. The
intersection between individual memory and coliectinemory happens in the process
of recollection; there our and other's memoriesssrpaths. In recollecting, we receive
information about the past from someone else arfthseality, we are never alone”. In
recollection, we travel within our social netwofkpm group to group, both spatially
and temporally. (Ricoeur 2004: 120-121.)

This view is shared by Davies (2006: 56), with éxeeption that this linkage between
past, present and future always takes place incalsoontext and different power
structures. Memory enables the usage of informatiom the past to deal with the
present and to confront the future. No social ckamguld take place without individual
and collective memories. Indeed, as Hinchman archrHan (2001: xx) also argue,

social and collective memory is constructed throtihghmemories of individuals.
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As also Misztal (2003: 6) argues, even though m&saran be thought of as processes
of an individual, memories always exist and arepslaby what has been shared and,
further, that memories are that of a past time diweith other people. Thus,
remembering is a social experience — a complexokédeas, knowledge, practices,
rituals and monuments that are used to expredsd®s towards the past and which
construct relations to the past. (Ibid.) MisztaD@3: 11) continues that memory is
inherently social because memory exists only whearexl; in language, symbols,
events and contexts. Memory is social becausébased on language and on internal or
external communication (Misztal 2003: 11). Therefanemory and memories can be

thought of as social space.

I choose to see the concept of social space aloadiries drawn by Morgan (2009),

who sees it as the social relations between pedpke defines concept of social space
through the ways people relate and link to othewsurad them and through the

significance of the linkages to people and to tidewsocial orders. Morgan states three
categories with which social relations can be d=finintimates, acquaintances and
strangers. Intimates are the relationships an iddal holds as important, in other

words family, lovers, friends and so on. Vice verstiangers are people we do not
know or recognise. Acquaintances are somewheretwden intimates and strangers.
These three categories are only rough sketchey, sbenewhat overlap and one

relationship can in time evolve into another (faample, acquaintance to intimate or
stranger). (Morgan 2009: 1-15)

The unity of the self also stems from this colleetithought. The individual’s
consciousness has the power to move between diffeference groups. However, this
power of mobility and ability to situate oneselfa@roup also poses the central problem
in the unity of the self; this makes us believe tha are in control of our beliefs, which
is an illusion created by social pressure. (Rica04: 123.) Thus, the social reality
makes possible the mark of the other in memorigsitbalso renders possible an
assertion of control in the actions of oneself. Ti@mory’s entry into the social is the
source of personal insecurity. Yet, the experieotendividuality originates in the
experience of others. We act with and on the otherend us and are guided by their
actions. (ibid.: 128-130.)
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Close relations are missing in the narrator’suifgil the end of the novel.

(10) By imperceptible degrees, then, he acceptsidtien that the journey is over, and that he’s
back where he started. The story of Jerome is e’ lived through before, it is the story of
what never happened, the story of travelling a hvag while standing still. (ISR, 111)

This passage shows that the narrator is going draunircles in his relationships. The
narrator’s failure to connect with Jerome is nanajue experience; he has repeated this
same pattern over and over again. The narratogréeses the others in his life and
memories — nevertheless, he is not able to situiatself in a group with them which
would create a sense of shared experience. As Ri¢@804: 123) suggests, mobility in
movement between reference groups is the centblgm in the creating a self; in this
case, the problem of situating himself in the grofipersonal relationships and acting

with that group creates a self that is not unified.

Thus, the narrator's memories do not enter thenreal social space — until they are
narrated. These individual accounts of memory gtaide the narrator as a symbolic
space, in other words the liminal space the narratioabits, where the self of the
narrator lingers However, after being articulatedemories enter the realm of social
space. As social space can be considered as thmatfon of relationships between
people, the social act of articulating memoriearisact to create them. What is notable
notable here is that the people the narrator mesdtdut one - evolve from strangers to
acquaintances, but never go beyond that dimenki@only through the articulation of
memories — of his own and sharing those of othdhat-he finds his place in the social

space.

As Misztal (2003: 5-6) argues, individual remembgrhappens in a social context.
Social cues evoke remembering, it is used for sq@uigposes and, further, memory is
under the rule and order of social norms. This rmal@nembering ultimately social,
without directly implying shared remembering. Indival memories are embedded in
social contexts; memory is thus more than a peftsang even though it is the

individual who does it. In order to examine theiabfactor of remembering, a review
of commemoration practises and sites of memoriewéled. As also Ricoeur (2004:
149) argues, the commemoration of collective meniwitinked to place of tradition —

in other words, sites of memory.
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Sites of memory are created spaces of memory. Tdreréour different categories for
sites of remembrance: symbolic, functional, monut@erand topographic sites.
Symbolic sites are commemorations, pilgrimagesamdversaries; functional sites are
autobiographies and associations; monumental isithsde grave yards and buildings,
and finally, topographic sites are for example nonse and libraries. These places tell
about our own past and history and, thus, helfling the gaps of collective memory.
Nevertheless, these do not help in creating sarsemiéls those remembered but just the

opposite; they should be remembered in order nbétiike them. (Misztal 2003: 105.)

The revelation of the narrator and, all in all, timale of the novel takes place in a grave
yard in Morocco. As Misztal (2003: 105) notes, gragards are monumental sites of
memory.This created space of memory affects the narraeplg:

(43) A huge emotion is welling up in him, unattagtte the scene, he doesn’'t know either of

these people, after all, and they died a long tige. But it seems unbearably sad that lie should
come to rest here, on a sun-blasted hill aboveedo city, with the sea in the distance. (ISR,

180)

It is not the place itself that evokes these kinfl®motions in the narrator, but the
destiny of the people who lie there. This all linasthe narrator’s friend Anna, and the
story of the people who lie on the grave yard —oliae’'s husband and her friend.
However, it is the site of remembering that evoliesense of shared experience. The
graves of these people, whose story he has hedrtiasunk deep in him, evoke the
memory of Anna’s story and, further, the narra@iuire in it. Thus, the grave yard, a
memorial site for the people who have passed avedpell the narrator to situate his

story to a larger narrative.

6 DISCUSSION AND CONCLUSION

The purpose of this thesis was to answer the fatigwuestions:
* How do memories help Damon, the narrator, to canstnis self inin a Strange
Roomby Damon Galgut?

* How do memories become concrete through tellingatiaes in the novel?

The triad in the heart of this thesis, thus, cdasi$ the concepts of the self, memory
and memories and narratives. Indeed, there is aextion between the three that

helped understand the formation of the narratoe im the novel in question. The
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results showed that memories have a deep impadgh®marrator's sense of self.
Memory is a way to connect past selves to the ptemee and, further, to the ones in
the future. Continuity in time and space is keyirating a sense of self that ranges
across them too. Thus, memory provides a tool Hergreservation of significant life
event that are seen as important for the construcif the self. Nonetheless, the mere
existence of memories by themselves is not sufftaie understanding how they affect
the self. Memories become real only when sharedihis reason, the articulation of
memory and narratives in general were includedhm analysis. In the case of the

narrator, only the articulated and shared memdeée®me part of his life story.

The analysis showed that the self of the narratdraigmented. Most recent theories of
identity and the self consider that they are ultehyaanything but unified; they are
always in process, in a state of movement. Theisalfreflection of the social positions
we take in our relationships. These reflectionsrlditecome part of our life stories. In
the novel in question, the different parts of tleéf san be detected on two separate
levels: the structure of the novel and the levehafration. The division of the novel
into three parts named according to the narraidestity positions is one part of his
fragmented identity; the other is the clear detaahinfrom his present self in the level
of narration, which can be seen in the change hlaiwtbe first and third person
pronouns. In these three selves the common factbie failure to sustain the position

taken by or given to the narrator.

As the narrator was seen in a modern frameworkiaradsociety that is in a state of
transition, it can be said that the narrator's guéesa self reflects the currents of the
society he resides in. The constant state of momeinealled global flanerie describes
well the state of the narrator’'s mental life; heisotionally as detached from the world
as flaneurs are from their surrounding society anolwd. The narrator’s internal

inability to make meaningful connections drives him seek meaning outside his
domestic sphere. However, the constantly changingtion never fulfils his desire to

be complete — it only makes him more incomplete eWéver he moves back into the
realm of the private, in other words tries to cartngith people, he fails. The narrator
states that this is due to his travelling; it hasdmhim an outsider.

Furthermore, there are a few points to be madednevel of narration. Language plays

a significant role in the detachment of the namatte has difficulties in expressing his
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himself and his emotions which inhibits him frormoecting to other people. Language
shapes both the self and reality; the narrator thusstricted in shaping a self in the
reality that surrounds him. Further, as the selfhaped in language, the narrator’s
inadequacy to express himself also affects thecbisstruction of self. Nevertheless,
language is a double-edged sword for the narraoperson, it prevents him from
creating meaningful relationships with people, inutvriting it provides his with a tool
for expressing himself. Language is thus both d foo self-reflection but it also

separates him from other people and the surroundagy.

In addition, there are two different discoursepliay in the novel. The ‘I' who speaks
and the ‘he’ who is spoken of are divided by a terapdivision; the ‘I’ in the narrator’s
present self whereas the ‘he’ is his past seletres. In addition to these two, there is
another part of him alongside his past selves, ratpat is watching over him. The
analysis of these discourses provided a deeperstadeing that the mere analysis of
language by itself. The past, and other externatefy actually restrict him from
creating a self. There is no bridge from the paghe present, or to the future. Read
together, these discourses provide a window intoattalysis of how memories affect

the narrator’s sense of self. Memory enables thging of the self across time.

The examples provided from the novel showed thatribvel is an exploration of
memory in and of itself. The experiences and staiéd by the narrator well depict the
dynamics of memory and memories. Memory is the ¢odty which enables us to enter
the past. Memories, thus, are reappearances, ceiped events, of the original events
we experience. This, in turn, implies that memoreegail a degree of reflection.
Therefore, memories are not objective truths. Ratifey are personal interpretations
that reflect a historical context, societal dissas and interpretations of others. We
remember events, places and people which we thimloimportance to us or to our

life stories.

The unreliability of memory is exemplified in fottjag. Indeed, we do not remember
everything. Remembering makes possible to remefiobgetting as well and the active
effort to remember is to not forget. Memory is afgest in the present and thus has its
weakness as the window to the past. The instammesemembered can be said not to

have ever happened. These do not play a meanipayuin the creation of a life story.
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The role of memory in a Strange Roons that it enables the narrator to travel back in
time and space, to preserve time and life expeeeand, further, to connect to other
people by articulating memories. The narrator ledized the vanishing nature of life
and of his travels, and he admits that memory ésahly way to continue existence.
Memory thus brings continuation and comfort and svap create consistency
throughout life experiences which are anchoredpecsic times and places. In the
novel, the physical space is constantly changinghas narrator travels the globe.
Travelling, for him, is a way to capture a feelio§ freedom he may have once
experienced. However, the narrator realizes thahong has played its tricks on this

image: travelling is not the source of freedonhas become a compulsion.

Temporality and spatiality of memory can be exmdirthrough the experience of the
body. The body serves as a reference point fore¥periences; it grounds them in
specific times and places. The body determinesela¢ionship between time, place and
memory. The body determines the present in reldbonhich the passing of time and
moving in space and place can be detected. Furtrerrmemories connect our mind to
our body and thus emphasises connection betweerorgeand body. Irn a Strange

Room the places the narrator describes often mirrersknse of self. In addition, also
the displacement of his body fuels his detachefd $aese memories, thus, reflect not

only his self but his place(lessness) in the world.

In a Strange Roorfeatures different levels of articulation of meiesr The novel as a
whole functions as the articulation of the narratonemories, and also of his life story
thus far. From the examples provided, it can ba sleat the narrator is writing his life
story in the present, trying to make sense of tkgeeences in his memory. The
audience of his story is primarily himself, but@én be argued that he also has a wider

audience; the readers of the novel.

The novel thus exemplifies that memory is not oimgividual but also social; it
connects us to ourselves and to others aroundhgsintividual side of memory is the
reflection of memories and the meanings attributedthe memories through that
reflection. Memory and memories are tools throudticty we can create consistence in
our life and a sense of self that ranges from tw f the future. However, what makes

memory social is talking about it, sharing memorvigth others. The articulation of our
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memories, and life stories, connects them to a mnééwork of others’ life stories and

thus to the surrounding social reality.

The intertwining relation of memories and the sedin be best explained through
narration. Narratives are a central characterstibumanity; they convey social and
cultural identities and connect our lives to thatothers. We can conceptualize the
world around us and articulate what and who we laretelling stories. Without

storytelling we are excluded from social interactibecause the articulation of

memories depends on narrative capacity.

Temporality is a key issue in the creation of onkfe story. The experience of
temporality is connected to memory and memoryum,tcreates continuity of the life
story. In fact, narrative and memory have a recgteelationship in creating the life
story; memory has an important role as a contahéfe experiences which create the
life story and narrative offers a medium to ar@tal memories. As a product of
language, the self is in particular created in-salfrative. Self-narratives take place
only when needed. However, these life narratives Hittle coherency and consistency.
Instead, they are interpretations of life and iignisicant events. The novel is a
collection of life events of the narrator in spectfimes and places and they help him in
situating himself in surrounding social realitydéed, the narrator’s self is not complete

until he can situate his life story to a wider netkvof stories and destinies.

Memories are essentially narratives — narrativethefpast, of our selves and of our
experiences. A life story as a wide narrative sated through the smaller narratives of
life experiences. In its corén a Strange Roors a narrative of the narrator’s life and

the evolution of his self. The three stories tofgharately as parts of his self come
together in the end of the novel to create a sehsige narrator’s self. These selves are
oriented in time and space: they occupy differdatgs and times which the narrator
tries to somehow tie together in order to formfa §tory. The different selves in the

novel have both temporal and symbolical distanctsvéen them; temporal distance

between the present and the past self and, fudhgmmbolical distance in his detached
past self.

This division of selves can be seen as micronaasitof the narrator’s life story. These

self-narratives are explanations of the relatiopshietween relevant life events across a
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time span. A macronarrative, or a life story, isnstoucted by linking together

micronarratives. In the case of this novel, the¢hdifferent parts of the self first seem
to be detached from each other, and further thextwarcan be said to be detached from
them. But, read together as stories that complem&eh other, a larger macronarrative

of the narrator’s life begins to form.

In addition, it is suggested in the novel that §feries need to be told in order to create
understanding and form connections with others.atdrg enduring relationships
requires a stable narrative of the self. Withowg,dhe narrator is unable to share his life
with others. Sharing stories creates a dimensiosocfal space in which meaning is
created mutually. The finale of the novel emphasibe shared aspect of storytelling:
sharing experiences is crating meaning that atieth the teller and recipient of the
story. This dissolves all the boundaries the narrdaas had between him and the world,
between him and other people and also betweerehisss The dissolving boundaries
open up a space in which negotiation in which thst pnd the experiences there can be

transported into the present.

Movement actually became the most prominent thefitbeonovel: the movement of
the narrator’s self in time and in space, symbdiicand concretely. This symbolic
movement was also addressed in Clingman’s (2008)ysis of transitional identity
where identity navigates in spaces between boueslalh In a Strange Roomthe
narrator’'s self lingers somewhere in between hisyrselves. This navigation enables
the narrator to comprehend the meaning of eachrsdlis overall life story. Thus, the
self if the narrator is seen as a kind of negatrabf the many selves. Additionally, the
narrator goes through a negotiation about his plaake world. His place is not his
home country and this rootlessness drives him deetr Nevertheless, he cannot be
considered as a global citizen either because meotaonnect to any place. Hence, in
the novel, there is concrete movement between placd symbolic movement between

the many facets of the narrator’s identity and nmoest of his self in social space.

Shared storytelling brings the narrator into thelme of social space. Being able to
situate himself in a reference group and his liteysto a wider network of life stories,
the narrator is able to find meaning in his owmstin the very end of the novel, as the
narrator visits a grave yard, a site of remembeifieghas a sense of a shared experience

and he feels that he is part of some larger nagand his past makes sense. He takes
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with him a stone from the grave yard which couldds&d symbolically as taking part of
the place with him. As memories and thus selveseasentially grounded in specific

places in specific times, the end of the novel les also a glimpse of the future.

The directionality of the story is circular. Theatition of the narrator is not very clear
to himself: he seems to be going around in cirdesl repeating his failures in

connecting to others. In addition, instead of mgviawards something, he is moving
away. The whole of the novel emphasises a senge-lwdtweenness. The narrator is
thus in an in-between state both physically andtadign his body is grounded nowhere

and his self as well lingers in a liminal stateefiédhare many implications as to way the
novel should be read cyclically. In addition to e&pve features in the novel, the

cyclicality is implied by the narrator himself itaging that one grief follows the other,

one failure is the beginning of the next one — iBa@another story begins where the
previous ends. The ending of the novel implies @rrjey that continues, but also

redemption of a kind, an emptiness that echoesdheng to terms with the past.

To answer the questions posed for this thesis natahell: memory not just given, it

becomes a meaningful one through reflection andudation. Memory and memories

provide the reflection of selves and bridging thewross time and space. The
articulation of these memories and selves enablsng) them in consequence of which
memories and life stories become a part of a langemative as they form connections to
other people’s stories. Being a part of a largaratae, thus, also help to create a
bridge from the past to the present and also tduhee. The past and the experiences

are emptied so that the journey may continue tosvtre future.

South African literature has long dealt the idgntf its country’s citizens. Galgut’s
work continues a tradition of autobiographical gt which has addressed the central
issues in creating and preserving an identity goaety in transition. The relationship
between the (apartheid) past and the present leasaseimportant point of view in this
discussion. The most acute focus in shifting awaynfthe discourse of liberation to
discourses of symbolic construction. And a symbobastructionin a Strange Room
truly is. It is a symbolic construction of an indlual in a society in transition where the
past and the present are linked in order to imgrecfuture. The narrator’s self lingers

in a symbolical space until his life events are edded in a surrounding social reality.
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With this study | have filled a gap in current rass#. The novel and the formation of
the narrator’s self has been studies before. Yetaking memory and memories in the
heart of this thesis, | hope to have brought a pevspective on the multiple aspects
that are in play in the narrator's formation offséind, indeed, it did complement the
previous studies by extending the view and undedstg of the narrator's self. As

revealed, memory’s capacity to bridge selves actioss and create meaning between

them gives a wholly new dimension to the understandf the novel.

This study is by no means an exhaustive analydisesfe new aspects. Memory and the
self are vast concepts, on which much more couldédi about how they affect and
work to the formation of self. In this study, | leamerely scratched the surface of the
memory and the self. In addition, in reading aneading the novel, more and more
issues to analyse emerge. The novel itself is sucbmplex web of issues that such a

strictly limited focused only scratches the surface

In addition, the societal factors of the self anehmory were almost entirely beyond the
scope of this thesis. The societal factors wereudised to an extent as they may
function in the background of memory and restrigif-sarratives, but they were not

discussed in any detail. The focus of future resean the novel could, thus, dive more
deeply into the relationship between the society te individual and how they affect

each other.

Taking into consideration the autobiographical safethis novel, researching the
societal factors in play in the novel would alsedimore light to Galgut's position in
the field of South African literature and to theediion it is going. Galgut is the
forefront of contemporary South African literatumad the progression of his writing

will most definitely reflect its wider currents.
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