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I. The complex world of Nadine Gordimer 

A. Why N adine Gordimer? 

Because Nadine Gordimer is an intriguingly complex writer: not only because she has 

produced quite a respectable number of novels, short stories, and non-fiction. She is a complex 

writer for complexity is a word, that in my point of view, best describes the world Gordimer has 

portrayed in her novels. Curious contradictions, moral dilemmas of various forms and shapes, 

human existence caught up in ambivalent situations that is what hunts all her characters be they 

women, men, black or white. All is tinted by a sense of contrariety: the imagined space they inhabit, 

the private realm of family, its bonds, affections or conflicts, the sphere of erotic love or the arena of 

politics. Life as conveyed by N adine Gordimer is a world of no easy solutions, her novels simply 

complicate matters. In return, they make it more difficult for readers as well. They encourage 

complexity of what one is feeling and thinking and provoke one to look at the real world with 

extended awareness. 

B. Gordimer and otherness 

Difficulties arising out of complicated life situations are very often related to the complex 

nature of human relationships, especially communication with those, given the fierce reality of 

Apartheid, that belong to the other side of the barricade and belong to other groups, other cultures, 

other "races". How to establish connections to individuals distant from one due to given difference 

has not only been a subject matter explored in Gordimer's writing, it has been the issue throughout 

her own life. Being the other, alien, strange in relation to majority is a type of existence that is more 

than familiar to N adine Gordimer. 

As a daughter of immigrant Jewish parents (her father came to escape pogroms in East 
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Europe, her m other was of Anglo-J ewish background 1) Gordimer was already born as a type of 

outsider. She grew up in one of many South Africa's small mining-towns in the world of a strict 

social hierarchy and discrimination against all who did not fit within the ranks of Anglo-colonial 

social scale2
. Her intensive reading and later writing3 must have distanced her from the life of'tea-

parties, office-typing; love, marriage and motherhooa" led by women of the same environment. 

Even later, as a white intellectual and writer in South African society, her situation was defined by 

marginal awareness and alienation. Given her privilege and her gradually growing world-wide 

fame, it seems paradoxical, but as Gordimer explains in the context of South African milieu she has 

always represented "minority within a minority,,5 and, thus faced double alienation. Human rights-

conscious as she was, she could not but reject the value-system ofthe white majority while at same 

time knowing "that he (the white artists) will not be accepted by black culture seeking to define 

itself without reference to those values that his very presence among blacks represents ,,6. 

In a "Letter From Johannesburg, 1976" Gordimer's friend, a white photographer rephrases her 

concern as a question: 

How can we live in the position where, because we are white, there's no place for us but thrust 
among white whose racism we have rejected with disgust all our lives?7 

Gordimer's position in South African society then naturally becomes one of insecurity, ambiguity 

and, inevitably, isolation. As J .M. Coetzee, writing, perhaps from his own experience, remarked. 

Writing is a lonely business, writing in opposition to the community one is born into even 
lonelier. 8 

Claudia Batsheba Braude. "Introduction". Contemporary Jewish Writing in South Africa. An Anthology. Ed by 
Claudia Batsheba Braude. David Philip 2001. pg. xxvii. 

2 Claudia Batsheba Braude. "Introduction". Contemporary Jewish Writing in South Africa. An Anthology. Ed by 
Claudia Batsheba Braude. David Philip 2001. pg. xxvii. 
Stephen Clingman. "Introduction". Nadine Gordimer. The Essential Gesture. Writing, Politics and Places. Ed. by 
Stephen Clingman. Taurus&David Philip 1988. pg 3. 

4 Stephen Clingman. "Introduction". Nadine Gordimer. The Essential Gesture. Writing, Politics and Places. Ed. by 
Stephen Clingman. Taurus&David Philip 1988. pg 3. 

5 Nadine Gordimer. "Living in the Interregnum". The Essential Gesture. Writing, Politics and Places. Ed. by Stephen 
Clingman. Taurus&David Philip 1988. pgs. 227-228. 

6 Nadine Gordimer. "Relevance and Commitment". The Essential Gesture. Writing, Politics and Places. Ed. by 
Stephen Clingman. Taurus&David Philip 1988. pg. 115 

7 Nadine Gordimer. "Letter From Johannesburg, 1976". The Essential Gesture. Writing, Politics and Places. Ed. by 
Stephen Clingman. Taurus&David Philip 1988. pg 102. 
J.M.Coetzee. "Gordimer and Turgenev". Stranger Shores. Literary Essays. 1986-1999. Penguin Books 2001. pg 
222. 
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The issues of alienation, isolation and distance from the others are either implicitly or 

explicitly explored in both, her non-fiction (essays such as "Where do Whites Fit In?"; "Relevance 

and Commitment", Letter From Johannesburg, 1976", "Living in the Interregnum,,9) and her 

novels; from the very early fiction such as Occasion for Loving (1963) or The Late Bourgeois 

World (1966) to the more recent ones, such as Burger's Daughter (1979) or July's People (1981), to 

be traced even in her post/apartheid prose (The House Gun(1998), The Pickup (2001)). Most often 

demonstrated via Gordimer's representation of white consciousness, the whites in her novels are 

often conscious liberals who feel responsible for the ones oppressed, eager to do good as a form of 

recompense. At the same time, they are conscious oftheir situation as privileged minority, living 

outside the sufferings of black majority. They experience a kind of fortress mentality, being 

imprisoned in their own world. 

This particular condition of the painful limitations of the white privilege is depicted in the 

characterization of Tom and Jessie Stilwell, dedicated, white, South African liberals who are 

attempting to live socially-aware lives in spite of Apartheid in Gordimer's third novel Occasion for 

Loving. Their attempt eventually fails: 

They believed in the integrity of personal relations against the distortions of laws and society. 
What stronger and more proudly personal bond was there than love? Yet even between lovers 
they had seen blackness count, the personal return inevitably to the social, the private to the 
political. There was no recess of being, no emotion so private that white privilege did not 

. I h 10 smg e you out t ere. 

The double alienation; rejection and hostility expressed by the black majority is portrayed in 

Burger's Daughter where the heroine, Rosemary Burger, finds the alliance with her black comrades 

impossible. 

Why do you think you should be different from all other whites who've been shitting on us ever 
. h II smce t ey came ... 

The judgment of Bray, the main character of The Guest of Honor, conveys a similar message: 

9 See Nadine Gordimer. The Essential Gesture. Writing, Politics and Places. Ed. by Stephen Clingman. 
Taurus&David Philip 1988. 

10 Nadine Gordimer. The Occasion for Loving. Viking Press 1963. pg 296. 
11 Nadine Gordimer. Burger's Daughter. Penguin Books 1982. pg 76 
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"These nice white liberals getting mixed up in things they don't understand. ,,/2 

Most profoundly are these issues explored in a novel, in many aspects analogous to The Pickup, 

July's people. The main character, Maureen Smales is, together with her husband and two children, 

displaced from her white suburb to a settlement in the bush under the guidance of her ex-servant 

July. The radical change of environment, and more importantly, of power relationships (the black 

servant formerly dependent on his white broad-minded and kind masters becomes the one 

responsible for the well-being of the family) demonstrates how the master-servant relationship is 

embedded deeply on both sides and prevents communication, relationship based on equality. 

Such alienation from others is not only conveyed by representing white consciousness, but, 

more problematically, via the perspective ofthe oppressed ones as well. In many of her texts, 

Gordimer uses the first person to signify a black speaker or is otherwise trying to depict that 

person's perspective by describing and speaking for (in e.g. July's People, The House Gun, None To 

Accompany Me, My Son's Story,). This has been a controversial aspect in her writing criticized by 

critics and addressed by Gordimer, herself. Some theoreticians have questioned her right to depict 

the experience and consciousness of a black or colored South African, claiming that it is 

disrespectful and bold to attempt at representation of that which she cannot possibly know l3
. 

According to others, with such depictions, inevitably, a sense of in authenticity emerges l4
. 

Gordimer has defended herself against such statements claiming the primacy of imagination 15 and 

arguing that it is her right as someone who has the experience and knowledge of years living in the 

same country as black South Africans. As a consequence, she can dare to speak about whatever she 

chooses. 

12 Nadine Gordimer. The Guest of Honour. Viking Press 1970. pg. 45 
13 e.g. in "Apartheid" The Companion to African Literatures. Ed by Gordon Douglas Killam, Ruth Rowe. Indiana 

University Press 2000. pg. 31, 108 
Karen Lazar. "Jump and other Stories: Gordimer's Leap in to the 1990's: Gender and Politics in Her Latest Short 
Fiction. Journal of South ern African Studies, Vol. 18, No 4, Routledge December 1992. pgs. 790-1 

14 "I feel that whites writing about blacks is just nothing but an academic exercise. It lacks that feeling of the people. 
Good writing should have emotions and purpose .... Whites be they writers or politicians, experience only the life of 
the privileged. All they can do is to just imagine the Black experience." 

Mothobi Mutloase in Judie Newman. Nadine Gordimer's Burger's Daughter: A Casebook. Oxford University Press 
2003. pg. 33. 

15 Judie Newman. Nadine Gordimer's Burger's Daughter: A Casebook. Oxford University Press 2003. pg 15. 
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We have been not merely rubbing shoulders but truly in contact with one another; there is a whole 
area of life where we know each other, despite the laws, despite everything that has kept us apart .. .ff 
1 write about blacks 1 feel 1 have the right to do so. 1 know enough to do so. 1 accept the limitations 
of what 1 know. 16 

Black African writer portraying white characters or white writer like herself portraying black 

consciousness who is aware of the limitations and lack of knowledge can dare to explore the other 

and it does not necessarily mean appropriation. Moreover, it can become a source of new self-

knowledge and self-awareness inspired by the other's findings as she justifies herself in "Living in 

the Interregnum,,17. The awareness of one's own limits perhaps denotes, as she remarked elsewhere, 

that she does not, in fact, "speak for" the blacks as she doesn't speak for whites but throughout her 

work she has merely "quoted attitudes and opinions expressed by blacks themselves or (in my 

opinion) manifest in their work ,,18. Yet such statements hardly provide adequate defense for her 

numerous representations of illiterate, and therefore "voiceless" black Africans (e.g. the servant 

July, the nameless characters in "The Ultimate Safari", the rural woman in "Amnesty,,19), people 

hardly known to Gordimer and even if that was the case, the suspicion of their appropriation would 

remain intact. 

c. Journeys 

The crucial problems in communication with others, the puzzling nature of human 

relationships, these issues are often discovered in Gordimer's narratives by a decisive act or an 

event that moves the characters to reassess what they had taken for granted20 (urban violence in 

July's People, murder in The House Gun, son's discovery of his father's adultery in My Son's Story). 

16 Gordimer in Karen Lazar. "Jump and other Stories: Gordimer's Leap in to the 1990's: Gender and Politics in Her 
Latest Short Fiction. Journal of Southern African Studies, Vol. 18, No 4, December 1992. pg. 791 

17 Nadine Gordimer. "Living in the Interregnum". The Essential Gesture. Writing, Politics and Places. Ed. by Stephen 
Clingman. Taurus&David Philip 1988. pg. 

18 Nadine Gordimer. "Relevance and Commitment". The Essential Gesture. Writing, Politics and Places. Ed. by 
Stephen Clingman. Taurus&David Philip 1988. pg. 118 

19 Both short stories come from Nadine Gordimer. Jump and other Stories. 
20 David Medalie. "'The Context of the Awful Event': Nadine Gordimer's The House Gun". Journal of Southern 

African Studies. Routledge Dec 1999. pg. 636. 
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In many texts, journey or change oflocation is significantly related to that re-evaluation. For 

instance, In July's People the Smales family are displaced from their luxurious home in a city and 

have to adapt not only to a new, radically different environment (village life, lack of comfort) but 

also to new ways of thinking and being. The act of relocation offers a new perspective through 

which the characters have to face aspects of themselves and the place they are coming from that had 

been previously masked, disguised. The nature of journey to bring about a turning point in the 

character's self-perception ,awaken characters and uncover problematic aspects of their lives 

became a popular device with Gordimer employed in other novels, such as Burger's Daughter 

(Rosa's journey to England), A Sport of Nature (Hillela's exile in Tanzania). 

Various trajectories of characters in Gordimer's later fiction are closely linked to her understanding 

of space, a center and margin, suburb or township, interior and exterior. In many works, she tends to 

dichotomize space to demonstrate different "zones of consciousness and being ,,21. Journey provides 

the proper narrative device which makes this particular opposition and contrast possible while it 

appeals to the reader as credible. 

D. Otherness and journey in The Pickup 

This thesis focuses on one particular work by Gordimer (The Pickup) with the special 

attention paid to the problems of movement and otherness and their mutual interrelationship as 

portrayed by the novel and demonstrated by its form. While both issues represent concerns traced 

throughout Nadine Gordimer's prose, in The Pickup they assume particular, and perhaps, different 

significance. The reasons are plain enough. The historical and social context of the novel and the 

time it was conceived (2001) sets it apart from the majority of Gordimer's work. The Pickup is only 

Gordimer's second novet22 set in post-apartheid South Africa, era still marked by an atmosphere of 

political and social change. After the fall of the Apartheid South Africa has emerged, in Gordimer's 

21 Karen Lazar. "Jump and other Stories: Gordimer's Leap in to the 1990's: Gender and Politics in Her Latest Short 
Fiction. Journal of Southern African Studies, Vol. 18, No 4, December 1992. pg. 796 

22 First one is The House Gun. 
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words, 

''from the epitome of cultural isolation ... cut offnot only from Europe and the Americas, but also 
from the continent to which we belong ..... " 23 

The new South Africa opened up its borders and large numbers of new immigrants streamed into 

the country. Many ofthem settled as the illegal immigrants in the cities such as Johannesburg. This 

influx of people has, as elsewhere is the case, generating reactions of hostility among local people. 

Naturally, their arrival has led to higher unemployment and increased povertr4. The problems of 

xenophobia, displacement, economic exile and migration, in general, form the major themes ofthis 

novel. Yet, these problems concern all developed countries and are not specifically related to South 

African territory. The particular and locally significant social and political problems intervene more 

indirectly and affect the novel's action only marginally (e.g. the portrayal of the new multiracial 

elite). Unlike other texts, the world of The Pickup misses the intense and usual interconnectedness 

of private and political realm in favor of the former. Gordimer fully concentrates on the depiction of 

the private realm of the character's relationships, ways of communication. That is perhaps why she 

rejects single narrative viewpoint and adopts a multiple one. An approach that is quite different 

from her earlier used dominating, removed, and all-knowing narration. 

The main character is Julie Summers, a classic Gordimerean character, a privileged woman 

yet self-conscious as far as her privilege is concerned, coming from a sheltered and materially rich 

background who by encountering a radically different environment is forced to reassess her values, 

ties, beliefs. However, her counter-part (the other) is not a young black African as would be 

expected (the issue or inter-racial love relationship being often explored in Gordimer's fiction).25 

This time it is a young Arab from an unnamed country called sometimes Abdu, sometimes Ibrahim 

to point out his problematic identity. 

23 Gordimer in Sue Kossew. "Exile and Belonging. Nadine Gordimer's The Pickup and Eva Sallis' The City of 
Sealions. Writing Woman, Writing Place: Contemporary Australian and South African Fiction. Routledge 2004. pg. 
166. 

24 Owen Sichone. "Together and apart: African refugees and immigrants in global Cape Town n. What Holds Us 
Together: Social Cohesion in South Africa. Ed by David Chidester, Philip Dexter. HSRC Press 2004. pg 126 
25 see The Occasion for Loving, A Sport of Nature, My Son IS Story 
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Both, the character and the woman's affection for someone of Arab background, are 

reminiscent of an earlier short story: "Some are Born to Sweet Delight" from a collection Jump and 

other Stories (1991) in which a young man, Rad, whose description indicates Arab origins seduces a 

young English girl named Vera. Rad is renting flat in Vera's parents' house. Vera falls pregnant and 

Rad promises to marry her. Before their marriage, Vera is supposed to visit Rad's parents in his 

home country. Rad secretly puts a bomb in Vera's baggage and she together with other passengers 

explode over the sea26 

The issues of exploitation and manipulation of one's affections, love blind to its failure to 

comprehend the other and finally journey that signifies the ultimate revelation (the other's betrayal, 

death) are depicted in quite a straightforward and expected manner. However, these very same 

problems are the ones that are again explored and conveyed with much more ambiguity and 

intricacy in the novel. Along with the old Gordimerean topics of one's privilege and possible ways 

of confronting the facts related to it, shifts of power, dichotomization of setting, and these issues 

interfere in a relationship between two people of radically different background to form the world 

of complexity and curious contradictions without a possibility to escape it. 

26 See Nadine Gordimer. "Some are Born to Sweet Delight". Jump and other Stories. Penguin Books 1992. pgs 45-5l. 
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11. Philosophical Digression. 

A. Journey as movement. Deleuze and Guattari. 

The central metaphor that serves as a guide through the whole thesis is the notion of journey 

in its various forms. Before we start to analyze the novel itself it seems necessary to examine more 

closely what journey is and how it may be defined in the context of the novel. 

Be it journey as displacement or voluntary relocation, journeys are what defines character's 

existence that seems always somehow in flux, on the move or ready to move. The characters' world 

then becomes a mirror image of the world we are living in. While it is true that migration and 

movement has always been a part of our civilization, in the contemporary context of globalization, 

the world is, indisputably, in a constant state of flux. Our environment is constantly changing due to 

the great number of migrating people, exiles or refugees. Territorial security slowly vanishes from 

our milieu. And so is the novel a realm where, as we shall see where contingency becomes the law 

not only present in the movement and its circumstances, but in people themselves. 

The characters' trajectories produce a shape that is by no means seen as a mere background, 

static pattern that can be classified, it comes to dominate the novel and emerges as a space that is 

difficult to trace for it seems impossible to define. It forever changes, lacks linearity. To understand 

that particular nature of the movement the notion of rhizome found in Thousand Plateaus by Gilles 

Deleuze and Felix Guattari serves as an appropriate theoretical vehicle. 

The world as constant and contingent flux. It is this experience that inevitably challenges 

human communication, fossilized patterns of be ha vi or and conventionality which one blindly 

accepts as given when he/she feels rooted. The knowledge and being as such must be inevitably 

defined as the experience of otherness for it is mainly the experience of "an outsider" that 

constitutes impressions of a travel er. The relationship with others becomes more unsettling and 

disturbing for the others become even more distant and unreachable by the alienating 

circumstances. As a consequence, one is forced to reflect in a more profound way on who the others 
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are and what one's actual relationships are. 

B. French philosophy and otherness 

The problem of otherness explicated via analysis of the literary text in question is an old one 

and dates back to antiquity; since then many scholars and philosophers have elaborated on the 

problem. However, in the 20th century the theme of inter-subjectivity - the relationship of "I" and" 

other" - has dominated philosophy. Regarding the milieu of post-war France the new interest in 

otherness was initiated by lectures on G.W.F. Hege1 delivered by Alexander Kojeve and his peculiar 

interpretation of Hegel 's Phenomenology of Spirit. These lectures included also the problem of 

otherness as explicated by Hegelian dialectic of master and slave. Kojeve's sessions made possible 

the fusion with the writings ofE. Husserl and M. Heidegger and the birth of existentialism in 

France27. 

Many intellectuals and future important philosophers had been among Kojeve's audience (e.g. 

Emrnanuel Levinas for whom alterity represented a major concern). Even though it remains a 

question whether Jean-Paul Sartre attended the lectures, it is certain that he knew Hegelian 

philosophy via Kojeve's explications28. He departs from Husserl's phenomenology and works with 

problems analyzed by Heidegger as well. This trio of these major continental philosophers stands in 

background of his position as manifest in the major work of the early period of his writing, Being 

and Nothingness.29
. Despite the work's tense and difficult argumentation (especially in the 

Introduction) there are more lucid passages where Sartre employs his art of a novel-writer to 

demonstrate some of the philosophical problems. I use such fictional example of "The Look" to 

analyze problems of inter-subjectivity in the novel. 

Like Sartre's philosophy, the thought of Jacques Derrida is considered to stern from a 

27 Miroslav Pefricek. Uvod do soucasne filosofie. Hemnann a synove 1991.pg 53 
28 Bruce Baugh. French Hegel: From Surrealism to Postmodernism. Routledge 2003. pg 98 
29 Miroslav Peti'icek. Uvod do soucasne filosofie. Hemnann a synove 1991.pg 77 
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strange blending of Hegelian reading ofHusserl and Heideggerian existentialism. Derrida, however, 

departs more radically from this tradition and represents what came to be called the poststructuralist 

reaction against phenomenology30. In 1960's Levinas and his concept of othemess enchant Derrida 

later to write two essays where he interacts with the philosophy of the former. What is most 

commonly stressed as the debt owed to Levinas is the conception of alterity as similarly absolute; 

the other as a domain which by definition must elude any attempt to grasp it.31 Even though the 

work of Derrida is not employed directly its reading serves as a main theoretical instrument for 

Gayatri Spivak and her notion of the subaltern adopted to interpret the issue of the voiceless other, 

the social and cultural difference. 

The last form in which the problem of othemess emerges in the novel is an encounter with a natural 

element. This particular confrontation is explicated using another phenomenologist perspective, one 

by Gaston Bachelard's and his understanding of inner space. Bachelard was originally a French 

historian of science and epistemologist who later shifted to elaborate on imagination. Reverie, the 

creative daydream, plays a key role in Bachelard's later philosophy, which becomes increasingly 

phenomenological in a manner alluding to Husserl32 In Poetics of Space he ponders upon space as 

the habitat of human consciousness, and examines how what it does to consciousness or the half-

dreaming consciousness Bachelard calls reverie33
. 

c. Representation 

Many of these theories (e.g. by Derrida, Spivak or Deleuze and Guattari) are self-reflective 

and touch upon the issue of the very presentation of the problems they are discussing. While all of 

these thinkers seem to agree that the issues they are working with (rhizome, othemess) are 

30 "Sartre, Foucault and Derrida.". The Blackwell Companion to Philosophy. Ed by Nicholas Bunnin and E.P. Tsui
James. Blackwell Publishing 2003. pg 860 

31 Lawlor, Leonard, "Jacques Derrida", The Stanford Encyclopedia of Philosophy. ed. Edward N. Zalta 
<http://plato.stanford.edularchives/win2006/entries/derrida/> (2 Jan. 2008) 

32 Christina Chimisso. Gaston Bachelard: The Critic of Science and the Imagination. Routledge 2001 pg. 223 
33 Joan Ockman. "The Poetics of Space by Gaston Bachelard". Harvard Design Magazine. Mit Press 2001. pg. 23 
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something that cannot be mastered or even conceptualized from one's own vantage point, they differ 

in the way they approach the problem. The issue fundamental for any discourse concerned is then 

the problem of how to communicate the problem. What type oflanguage is adequate and whether 

there is any at all. 
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Ill. Journey and the "pickup" 

A. The poem. 

Let us go to another country 
Not yours or mine 
And start again. 
To another country? Which? 
One without fires, where fever 
Lurks under leaves, and water 
Is sold to those who thirst? 
And carry dope or papers 
In our shoes to save us starving? 
Hope would be our passport, 
The rest is understood 
Just say the word. 
(Sorry, don't remember how it ends) 

She has read it aloud to him, but it is meant for her34
. 

"Let us go to another country" - the novel begins with an invitation, a calling, and a 

proposition. Let us leave the familiar world, the known, the habitual, and routine, the intimacy of 

one's shelter, the mode of thinking and feeling that defines our sense of security and rootedness; that 

what you call "yours" and what I call "mine". Let us "start again"; leave the comfort of everything 

notorious and granted and migrate across physical and inner borders. Let us explore what is new 

and intoxicating but, at the same time, unstable and threatening for it brings about the feeling of 

being vulnerable once again. Let us set offupon the journey. "Just say the word. The rest is 

understood ". 

The poem's name is "Another Country" and it was written by William Plomer, a South 

African born novelist and poet. It appears twice in the novel. The first time it comes forth only three 

lines from the poem are chosen to be printed on a blank paper before the very first page of the 

novel, an extract separated from the whole text, outside ofthe novel's action. It emerges as a 

proposal, a pact to be offered to the reader before he/she dives into reading. Just say the word. Just 

agree to take part in the game of literature, leave the everyday world, enter and explore an unknown 

34 Nadine Gordimer. The Pickup. Bloomsbury 2002. pgs 88-89. 
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territory of unforeseeable nature. 

For reading is also a journey, perhaps the most crucial one once we speak of a journey found 

in writing. Reading, as well, can be wandering without a purpose, travelinglreading for the sole sake 

of travel/reading. One can read for a purpose, explanation, indoctrination, learning, as one is 

traveling while being aware of the point of destination35 It is an act that, like material traveling, 

takes place in both, space and time. It represents a movement along the material signifiers (or its 

often unnoticed materiality36) where the ultimate shape of the landscape, i.e. the signified, is never 

fixed or completed but always elusive so that no act of reading can ever attain mastery over the 

object of its inquiry. At the same time, even what is found eventually in a text can never be 

determined beforehand for the act of reading is a part of the creation of the work37
. The act of 

reading demands readiness to set out upon a journey towards the unknown, to encounter what is yet 

to be defined38
. 

And perhaps as the universe remains a mystery to a travel er who remains incapable of 

decoding finally all what he encounters in the course ofhislher journey, so is reading similarly 

reductive. For written text like the universe is characteristic for its indeterminable potential, a 

subversive nature that resists any rational totalization. For whatever landscape is painted in the 

mind of a reader after a reading experience there is always that which remains excluded from the 

picture. Total understanding is never possible. 

The second time the poem comes forth it is already fully integrated into the narrative 

situation but yet incomplete. While before it was the author addressing the readers, now the 

situation becomes more complex but yet repeats itself. The author creates a character-mediator, the 

poet, to address Julie Summers, to hand her a piece of paper folded with the poem inside. Gordimer 

lets Julie address herself by reading the poem aloud to her lover. It becomes a very important 

35 Alberto Manguel. Dejiny Cteni. Host 2007. 
36 "giving signifYingfunction to materiality - the blanks, the typefaces, the placement on the page ... "Barbara Johnson. 

"On Writing". Literary Theory: An Anthology. Ed by Julie Rivkin, Michael Ryan. Blackwell Publishing 2004. pg. 
346. 

37 Gordon Graham. "Derrida and deconstruction." Philosophy of the Arts. An Introduction to Aesthetics. Routledge 
2005 pg. 169 

38 "Reading is going toward something that is about to be, and no one yet knows what it will be" 
Calvino in Beno Weiss. Understanding Italo Calvino. University of South Carolina Press 1993. pg 177 
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moment in the novel for it is the reading of the poem that moves Julie to take action, to leave 

everything behind, to follow her lover. Julie, herself a character in a novel, suddenly becomes a 

reader as well. She becomes a mirror image of us, the readers of the novel. Like us she decides to 

follow the calling of the poem and agrees to set off on a journey. Unlike many of us, however, she 

makes the poem material. Real life with its actual problems and hardship is often perceived as being 

in direct opposition to literature for its slippery and dream-like nature. This event in the narrative, 

however, is an implicit acknowledgment and celebration ofthe power ofliterature and its 

interconnectedness with real life. Literature has the potential to affect reality directly. Fiction and 

reality are interlinked. 

B. The end and the beginning 

Perhaps not surprisingly, the very beginning of the novel is articulated as a journey. 

However, it is a journey as a failure, journey at a standstill, journey under threat. There is no 

introduction, no beginning. We are immediately thrown into the midst of action, Julie is already on 

her journey when the curtain moves up and we become witnesses of how the battery inside her 

ostentatiously second-hand car goes flat, causing a traffic jam. The means of transport, the vehicle 

and instrument chosen to help Julie reach the destination point has failed her. The consequence of 

this unfortunate accident is an intense experience of a dead point in the middle of chaos of the rush 

hour in an overcrowded city. Inertia and paralysis in the first eight lines of the narrative instead of 

movement and action. 

The novel greets us in a figurative language: "Clustered predators round a kill. ,,39 

It is a metaphor creating an atmosphere of urban jungle, unrestricted violence, and immediate 

danger. The first image of Julie we are receiving is one of a potential victim standing face to face to 

her pursuers sitting inside their cars that represent their deadly instruments. As if there was 

something already inevitably doomed in the air. Julie as well as the novel seem to be facing a 

39 Gordimer 3 
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standstill, an obstacle which hinders the movement forward. While the plot is in the process of 

being conceived the threat of a halt is already there. Julie stands helpless unable to cope with her 

haywire car and, moreover, is herself an obstacle to the traffic mob that threatens to swallow her as 

if she were a stone of a fruit reluctant to be taken out. Standstill and immobility along with 

merciless dynamism of a city out of control. Surrender in the city jungle without escape. - "Her 

hands thrown up, open ,,40 

It is an end of a journey, yet one pregnant with possibilities. It is a moment of inaction but with a 

rudiment of that which is yet to come. The ultimate end is not allowed to take place. Julie, despite 

being cornered, is determined to complete her journey. She is decisive; ready to confront the hostile 

faces of her fellow men-drivers who are shouting at her words in a language she does not know. It is 

her self-confidence that prevents her journey from being terminated, instead, it is merely reversed, 

forced to change its direction and take an unexpected turn. One journey's failure is a promise and 

hope for another one. The novel is allowed to take place; the threat of an ultimate halt is overcome 

and survives only as a cause to justify all the action that follows. 

The optimistic vigor represented by Julie's decisiveness on the one hand, and the threat of urban 

chaos and potential impossibility of individual action, create a dichotomic nature of the narrative's 

introduction. The interaction between these two aspects resembles the Nietzschean dynamism of the 

Dionysian and Apollonian principle. Julie's resolute gesture saves the form and structure of the 

novel and prevents the collapse of the narrative. Order wins over disintegration. Also, her act is one 

ofindividuation by which she separates herself from the chaos and inertia ofthe urban jungle (the 

chaos of life; primordial unity). Finally, it is an optimistic gesture, the Apollonian veil that creates 

the calming and soothing appearance that wards off the ultimate meaninglessness of life, life as a 

journey or journey as such. 

The Dionysian principle is already hinted at in the initial poem. There is a hope explicitly stated by 

Plomer's verse but also a sense of uncertainty, doubt concerning the point of destination; an implicit 

40 Gordimer 4 
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insight into futility and despair of human destiny. David E. Roessel actually proposes that Plomer's 

verses begin with a direct evocation of c.P. Cavafy's very sinister poem "The City,,41: 

You said: "I'll go to another country, go to another shore, 
find another city better than this one. 
Whatever I try to do is fated to turn out wrong 
and my heart lies buried like something dead. 
How long can I let my mind moulder in this place? 
Wherever I turn, wherever I look 
I see the black ruins of my life, here, 
where I've spent so many years, wasted them, destroyed them. totally. " 
You won 't find a new country, won 't find another shore. 
This city will always pursue you ... 42 

The poem with its insight into senselessness, meaninglessness of any journey expresses Nietzsche's 

Dionysian pessimism towards existence in general. The city is painted as an inescapable prison of 

life of absurdity and failure born with any action. It is a poem where inertia and inaction are 

inevitable, all else is irrelevant. Action and hope symbolized by a journey is merely an Apollonian 

escape, perhaps promising and healing but, inevitably illusory: 

In this sense the Dionysian man resembles Hamlet: both have for once penetrated into the 
true nature ofthings,-they have perceived, but it is irksome for them to act;for their action 
cannot change the eternal nature of things; the time is out of joint and they regard it as 
shameful or ridiculous that they should be required to set it right. Knowledge kills action, 
action requires the veil of illusion 43 

The journey is introduced by two poems which exist in one, each representing one aspect of the 

dynamism. It comes as an ambiguity, as meaningfulness and meaninglessness at the same time. 

Be it for the Dionysian principle only, the novel as we know it would certainly disintegrate (Julie 

would be run over by cars? She would go insane, collapse?) . However, the narrative we are about 

to enter provides the very veil of illusion that will allow action to continue, that is, in the form of 

the Apollonian dream-state. There lies its redemptive (but illusory?) quality. And so with the 

necessary dynamism ofthese two principles; the dichotomy of sense and senselessness, action and 

inertia, optimism and despair, is the beginning of the narrative announced. 

41 
David E. Roessel. In Byron's Shadow: Modern Greece in the English and American Imagination. Oxford 

University Press 2003. pg. 246 
42 Edmund Keeley. Cavafy s Alexandria. Princeton University Press 1996. pg 15 
43 Friedrich Nietzsche. The Birth o/Tragedy. Transl. By Douglas Smith. Oxford University Press 2000. pg 46 
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C. The journey as the pickup 

Before we let the unemployed black men come to Julie's rescue, it is necessary to turn our 

attention to what comes before the initial journey, even before the introductory poem - the title. The 

name of the book is peculiar both in its form and denotation. It is a nominal derivative of the 

phrasal verb pick up, rich in meaning, both formal and informal. Its semantic role in a sentence may 

refer to a patient of action. One that is picked up (a passenger or hitchhiker), a stranger with whom 

one makes casual acquaintance, often in expectation of sexual relations44 . It may, however, also 

denote the agent of the action, i.e. the one who picks Up4S. This patient/agent ambivalence of the 

noun expresses ambiguity found in all of the action throughout the novel. Are the characters in 

control over their doings and whereabouts? Or, are they being manipulated, used, and taken 

advantage of? Who picks up whom? Who uses whom? It never is apparent. 

The pickup also refers to a specific state of being with others, being related to or involved with a 

group of people for a temporary purpose46. In terms ofthe novel, however, the term comes to 

signify something more profound. It alludes to a type of relationship, one without patterns of 

reciprocal obligations or any responsibility. Attachment which is unstable and temporary. For Julie 

it is the only sense of rooted ness, security and intimacy of human affection that she comes to 

experience. Her life is a sequence of networks ofloose and provisional relationships. Hunted by the 

lack of fixed and permanent shelter, her journeys are always quests for home, some vague sense of 

belonging. 

The Table is a materialization of such a quest. Yet, it is merely "a pickup"; a network of temporary, 

unfixed and accidental relationships. It is loose and difficult to identify. It consists of people at the 

very margin of society, the various prototypes of outsiders, be them unacknowledged artists, 

44 "pickup". The American Heritage Dictionary of the English Language. Houghton Mifflin Company 2000. pg. 1328 
45 "pickup". The American Heritage Dictionary of the English Language. Houghton Mifflin Company 2000. pg. 1328 
46 "pickup". The American Heritage Dictionary of the English Language. Houghton Mifflin Company 2000. pg. 1328 
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bohemians of various sort, or the unemployed. Coming and going, free of commitment, they are 

open-minded, free-thinking and understanding. What is missing, however, is intimacy, real concern: 

"She feels she never knew them, any of them, in the real sense of knowing ..... ,,47 

For what makes The Table serve its purpose are not individuals but The Table itself as the mecca, 

the symbol of gathering that gives it its strength and purpose. Once you leave The Table, the mutual 

interest that exists among the people who gather at EL-EY transforms into indifference: 

The friends are not the kind to ask what's going on, that's part of their creed: whatever you do, 
love, whatever happens, hits you, mate, Bra, that's all right with me. People come and go 
among them; so long as they remain faithful among themselves, gathered at The Table. 48 

Julie's very initial ride that leads to EI-Ey is, therefore, a return "home". However, it is a home 

which represents a mere "pickup", makeshift that is unsure and unreliable. To pick up and abandon 

whenever convenient. 

The Table is a materialized escape from another "home", that of her family, the first link of 

the pattern of pickups that is directed from the very center ofthe society to its margins, eventually 

to escape it entirely49. Is her family a pickup? Can one's family be a pickup? It certainly lacks the 

semantic ambiguity. One who is born into privilege or the lack of one hasn't had the option to 

choose the absence of it. The economic and social success or the tumid disdain for one cannot make 

it nonexistent. It is a restraint that is fixed, immovable. Restraint of liberty that Julie will never be 

able to free herself from. A paradox. 

Yet, it remains a pickup in some sense. It is not a place of unconditioned love and understanding, 

something fixed and secure. The kind of intimacy that exists between Julie and her parents is 

conditioned5o, casual, unstable and lax, another provisional shelter to abandon. 

47 Gordimer 91 
48 Gordimer 5 

49 Gordimer 129-130 - "Nigel Ackroyd Summers she has removed herselffromJar as she could, by way of the EL-AY 
Cafe and a man without papers or a name; " 

50 Gordimer 98 - "Make something of your life and all the advantages you've had - including your freedom." 
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D. Pickup encounters 

"To be open to encounters" that is a phrase determining Julie's approach to the accidental 

meeting between her and Abdu-Ibrahim; it is also a motto of the company at The Table. Picking up 

people, forming an alliance with whatever or whomever available. Getting to know 

someone/something represents always a potential, a promise. The pickup then is an embodiment of 

a specific directness, straightforwardness, expectations directed towards others, life in general. 

Being as a random chance to take advantage of, a hit-and-miss trajectory that is entirely contingent 

and free to bend to or avoid whatever is at hand. It is all about a momentary impulse, mood, and 

moment of attraction. There are no rules to be observed, it is difficult to identify the pattern (who 

picked up whom?). It is a continual, sometimes mutual, forming oftemporary connections. No 

limits to be set but a passing urge. "Oh yes, she wants. ,,51 

The habit of picking up people is a characteristic feature of Julie and the people around her. 

It is a typical aspect oftheir nonconformist and noncommittal lifestyle, one that is the very opposite 

of a bound and rooted life that is represented by the world of the village that we encounter in the 

second half of the novel. Life in the village represent static, stable existence that has a center around 

which it evolves, i.e. the village as such (or the m other, family?), which then becomes a place 

where one is bound to return to no matter how one resists such obligation (Abdu-Ibrahim). The 

society of the village is represented by a rigid social hierarchy (based on gender, age), unity, order 

(a given value system - Islam). There is no room for contingency, everything is determined, 

expectable. Accepted life patterns are simply followed. One knows where one is coming from or 

where one is going. 

"And here she has been in this house giving us birth, feeding us, boiling water to clean us. " 52 

Encounters that take place within static, in this sense "traditional" mode of existence establish 

strong ties that have their finite place, they are traceable, and they are remembered. Unlike people at 

51 Gordimer 106 
52 Gordimer 13 7 
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The Table or Nigel Ackroyd Summer's, inhabitants of the village have names, significance in Julie's 

or Abdu-Ibrahim's lives (Maryam, Khadija). Such encounters guarantee security, intimacy, and 

mutual trust. Ephemeral encounters, the pickups, on the other hand, take place once life becomes 

tom out of its roots and what emerges is constant coming and going, picking up and leaving behind. 

Such journey is then typified by digression, constant changing of direction, mutation. 

Gilles Deleuze and Felix Guattari use botanical tenninology of "root", "tree", "rhizome", or 

"bulb" in their introductory essay to A Thousand Plateaus. Capitalism and Schizophrenia to 

distinguish between linear and vertical structures (i.e. the roots of a tree) on the one hand, and 

multiplicities of heterogeneous nature on the other (i.e. the rhizome). The plants whose branches or 

roots are all connected to a main, vertical stem (the tree, "arborescent" structure). The rhizome, 

however, does something quite different. It is functions as a principle in which one element is 

connected to others of a different structure. It spreads out as a dense net just below the surface. It 

has roots, but each root represents many others- each branch grows out of others. 53 

Once we focus on the mechanism of the characters' movement and their approach toward 

encounters with others we find out it is either rhizomatic or aborescent in its nature depending what 

setting of the novel we find ourselves at. As regards The Table or Nigel Ackroyd Summer's house 

the movement is defined rather by the fonner. It is characterized by a pickup: somebody picks 

somebody up, they collide and stick. They stay together; perhaps combine with something else 

again to fonn a larger combination.54A single pickup oftwo anonymous or, perhaps long forgotten 

people becomes a multiple one, The Table or the Summers' circle. We do not wonder that strangers 

are always accepted to become part of it 55, they promise growth, further development of the 

pickup/rhizome. Yet the pickup may be also reduced. People come and go fonning a loose network 

53 William Bogard. "Sense and Segmentarity: Some Markers of a Deleuzian-Guattarian Sociology". 
SOciological Theory. Blackwell Publishing 1998. pg. 60. 

54 Brian Massumi. A User's Guide to Capitalism and Schizophrenia. Deviationsfrom Deleuze and Guattari. MIT Press 
1996. pgs. 47-48. 

55 Gordimer 39 - lulie's father tells her: "You can bring anyone you like, your friends are always welcome, you know 
that. " 
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without distinct or fixed boundariess6
. We cannot trace neither the origin of The Table nor the circle 

of Julie's father acquaintances, it seems like it has always been there. It is an ongoing activity; there 

is no real beginning like there is no identifiable source of a rhizome. 

The name of his cafe was a statement. A place for the young; but also one where old survivors 
of the quarter's past, ageing Hippies and Leftist Jews, grandfathers and grandmothers of the 
1920's immigration who had not become prosperous bourgeois, could sit over a single coffee. 

Both networks, the one of The Table and the one gathered around the Summers demonstrate 

other rhizomatic functions as well. Both work as a kind of tube, a root which grows other roots. As 

an encounter it bears potential of other pickups, it spreads spatially, it grows at a spot, it grows 

offshoots. 

Like the "relocating" couple who leave the Summers' circle to move where their business interests 

lead them, or, more importantly, Julie who, too, becomes such an offshoot. Being on her way to The 

Table she picks up Abdu-Ibrahim. The newly formed pickup then attaches itselfto other pickups 

and that is precisely the manner in which The Table rhizome scatters in all directions. Similarly, 

however, Julie might be an offshoot of the clan around Nigel Ackroyd Summers. Or she might be 

the offshoot ofthe metropolitan chaos of Johannesburg to be planted in a desert, in the countryside, 

always becoming a root, a bulb, one that grows stems, filaments, other roots, other bulbs for she is 

always picking up, forming temporary alliances with countries, people, animals. Like Abdu-

Ibrahim. 

When discriminating the two principles, it is important to stress that Deleuze and Guattari 

consciously reject any dualism or dichotomy of aborescent structures and the rhizomatic ones. 

Based on their thought, these two principles do not exclude each other; on the contrary, they 

intersect, merge, penetrate, and develop inside each other7
• Likewise, it is impossible to clearly 

differentiate between root and rhizomatic structures in the novel, e.g. between "root" encounters 

and "rhizomatic" pickups. Rhizomatic aspects emerge in the aborescent setting of the village 

56 Gordimer 5 - " ..... where she would habitually meetfriends and friends offriends, whoever turned up." 
57 Gilles Deleuze, Felix Guattari. "Introduction: Rhizome." Postmodernism. Critical Concepts. Volume L Foundational 

Essays. Routledge 2002. pg. 115 
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(through Julie and Abdu-Ibrahim) and rooted and stable relationships (e.g. intimacy and security in 

the unconditioned affection ofDr Archibald Charles Summers, Julie's uncle) are present even in the 

rhizomatic environment of the city. 

The novel as well defies such binary logic and maintains deep ambiguity. Therefore, the 

pickups found in the novel demonstrate at times root-like characteristics. We can never be 

absolutely certain. Is it a temporary, intimate and secure alliance or ephemeral pickup? Such is the 

relationship between Julie and Ab du-Ibrahim as the latter's constant doubts reveal. 

"the day when she packed the elegant suitcase and went away, this adventure worn thin, as it 

will. "58 

Such is Julie's alliance with Abdu-Ibrahim family. 

E. Writing as a map or tracing 

Rhizomes are metaphors that may describe different systems and structures and may assume 

very diverse forms. According to Deleuze and Guattari, however, there are certain principles that 

characterize them. On of them is the principle of cartography and decalcomania. This criterion 

differentiates between a map and a tracing which is related to the hierarchy and linearity of the roots 

system. While the rhizome as a map is experimentation with reality, a performance, tracing as the 

aborescent structure is representative59
. According to this idea, the pickup always represents 

movement that is being created at the moment, one that is always open to new connections and 

modifiable for, like a rhizome, it has numerous entries and exits. It is a performance not 

representation because it is not dependent on anything outside ofthe map. 

It is the novel itself that seems to be the actual tracing based on the fact that it attempts to 

trace the movement which inevitably escapes it. According to Deleuze and Guattari, as a tracing it is 

58 Gordimer 13 7 
59 Gilles Deleuze, Felix Guattari. "Introduction: Rhizome." Postmodernism. Critical Concepts. Volume 1. Foundational 

Essays. Routledge 2002. pg. 121. 
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by its definition selective and restrictive for it chooses to reproduce only certain aspects in order to 

create a model, an image of what can never be properly represented. 

It is like a photograph or X ray that begins by selecting or isolating, by artificial means such 
as colorations or other restrictive procedures, what it intends to reproduce. The imitator 
always creates the model, and attracts it. The tracing has already translated the map into an 
image; it has already transformed the rhizome into roots and radicles ... .It has generated, 
structuralized the rhizome, and when it thinks it is reproducing something else it is in fact only 

d . . If.60 repro uczng ltse . 

What the novel as the tracing actually demonstrates is a series of fixed points, linear narrative with 

hierarchical principles, central axis, and structured construction, i.e. aborescent rather than 

rhizomatic aspects. 

For instance, the center of attention, the agent of narrative action is mostly Julie. It is she 

who dominates the narrative, unites all that is happening. She is the logical device to help us follow 

the plot. Such hierarchy makes the text structured, comprehensible, and logical. It is here, for 

example, that the rhizome escapes. In a rhizomatic universe, Julie would be perceived to be as 

important as other elements, no more, no less61 
. A mere radicle moving from one root to grow 

others. There are no individuals; all is just a complex mechanism in which various elements get 

involved with each other accidentally, unexpectedly. 

As the novel is selective and hierarchical it creates a rationally structured and coherent story. At the 

same time, it attempts at the impossible; to show rhizomatic trajectories by means of representation 

while the rhizome by its own definition must burrow under such depiction. The result is a tension of 

a failure, however, one that is unsettling, disturbing, and creative. Like Julie's initial journey it is the 

rudiment for something else to come. For how it would be even possible to discuss or sense the 

rhizomatic structures in the novel? 

Perhaps, the rhizome is not realized in the book itself but it is realized outside of the book structure. 

The reading of the text becomes map-tracing, rhizome-root assemblage. While the nature of the 

60 Gilles Deleuze, Felix Guattari. "Introduction: Rhizome." Postmodernism. Critical Concepts. Volume I Foundational 
Essays. Routledge 2002. pgs. 113-114 

61 Gilles Deleuze, Felix Guattari. "Introduction: Rhizome." Postmodernism. Critical Concepts. Volume I Foundational 
Essays. Routledge 2002. pg 117. - "Individuals are interchangeable, defined only by their state at a 
given moment. " 

27 



book is one of tracing, the reader's part is one of mapping, performance. The breaking up of the 

center and spreading of meaning is not happening in the text, it becomes more important later, at the 

moment when the reader closes the book. The text allows such subversion and experimentation and 

in the following chapters we are going to explore precisely the features that make it possible. The 

activity and the division of work between the reader and the writer are then more radically shifted 

toward the former. When reading like traveling becomes a unique performance. 
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IV. Encounter with the other in The Pickup 

Constant movement, dynamism, makeshift existence of not being rooted or having roots in 

multiple places poses the problem of identity and how it is formed. Such "rhizomatic" identity must 

be necessarily marked by multiplicity, discontinuity. It must be rather concerned with the 

relationship toward the other than with the notion of sameness that helps to form identity in a fixed 

position. Precisely that relationship along with the problem how to grasp what is different from the 

self becomes a major issue in The Pickup that is mirrored in both, its form and content. How the 

world of self is related to the world of the other keeps re-emerging on various levels of different 

relationships be it in very general terms of inter-subjectivity or more specific ones, e.g. differences 

of social class, culture or sex. 

A. Narrative mode and distance 

"Where did Julie pick him up? ,,62 

She "picked him up" in a garage, a very symbolic place indeed. Like The Table it is another site of 

transition, space of coming and going of people and their vehicles. This time cars are only 

"helpless, harmless victims,,63 to be again transformed into deadly weapons once it is necessary to 

fight one's way in the jammed streets of Johannesburg. A place of repair, fix, altered journeys. Place 

where failures are transformed into new directions, where the course of the narrative, its standstill is 

again transformed into action by a crucial encounter. It is where Julie's car is being fixed by the 

picked up stranger as his and Julie's (and the novel's) ultimate fate is being determined. 

However, who is this stranger picked up by Julie? Who is Julie herself? The characters' schemes 

and intentions remain vague and indeterminate. Apparently, we do not have a direct access into the 

62 Gordimer 22 
63 Gordimer 7 
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private world of the characters; neither does the narrator that is what the narrative voice explicitly 

claims. 

"You're not there,' I'm not there: to see. It's not a traffic tangle in the streets, hands going up in 
culpability, surrender, owing this, open to the public. It's not the spectacle available late-night on 
adult TV,,64 

The narrative mode of the novel is a third-person narrative, but a limited one. In this mode, the 

readers together with the narrator observe the situation from the outside through the perspective of a 

focal character (reflector-character), it being shifted from Julie to Abdu-Ibrahim throughout the 

course of the narrative. The role of the narrator is, however, ambiguous and paradoxical. While 

humbly disclosing its limitations, at times it behaves in a confident and forceful way asserting 

authorial self-assurance. It explicitly states that it offers particular insight we wouldn't otherwise 

have. It is limited and omniscient at once. 

There. You've seen. I've seen. The gesture. A woman in a traffic jam among those that are everyday 
in the city, any city. You won't remember it; you won't know who she is. 
But I know because from the sight of her I'll find out - as a story - what was going to happen as the 
consequence of the commonplace embarrassment on the streets; where it was heading her for and 
what. 65 

The narrative voice comments on and depicts the action taken by the characters but only rarely we 

are given interior monologues66
. The purpose is plain enough. Direct insight into their plans, 

feelings, and perspectives would prevent the misunderstanding and distance existing between the 

characters to have its full impact. Our confusion in terms of the characters' actual intentions only 

mirror the manner in which the characters are puzzled and mistaken about each other and bring us 

towards closer understanding of the distance existing between them. 

B. Characters' masks 

The confusion omnipresent in the communication between the main characters in the novel 

64 Gordimer 23 
65 Gordimer 4 
66 e.g. Abdu-Ibrahim's monologue in Gordimer 93-95 
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is not surprising because of the numerous self-evident differences. They come from very different 

cultural and social environment; they speak different languages, and, importantly, are of different 

sex. These differences create a perfect environment for an intricate play of various masks, 

appearances, identities which combine and intermingle. It is quite symptomatic that during their 

first encounter Abdu-Ibrahim actually refuses to introduce himself. In the greased disguise of his 

overalls his true identity remains evasive and blurred not only for Julie but for the reader as well. 

"I'll give you a call when it is ready - you are Mr. ... ? 
Ask for Abdu. ,,67 

The "nobody Abdu" 68 is a mask but so is Julie's wrecked car which she brings to the garage in 

order to have it fixed. Ostentatiously second-hand to disguise her privileged background, though in 

the eyes of Ab du-Ibrahim, as it appears, it is a cover that is quite transparent. All the same, they 

both project a mask on each other. It is a mask that somehow helps them survive in the metropolis, 

makes invisible characteristics (Julie's privilege, Abdu-Ibrahim's illegality) that threaten to 

decisively determine the way other people perceive them. It is a mask that makes them unnoticed, 

nothing out of ordinary to escape the constraints of their social role. A mask that is, however, 

always somehow imperfect and defective. 

There is a striking discrepancy between how each of the main characters perceive himselflherself, 

how he/she wants to be perceived (the mask), and they way he/she is eventually perceived by the 

other (the defectiveness of the mask). The other either refuses to consider the mask at all or 

interprets it differently. This situation creates a gap that seems impassable and creates more and 

more unwanted impressions and misjudgments. The luxurious car which is the occasion for the 

second accidental encounter is a convincing evidence of this disproportion. It is a symbol of 

privilege that Julie does not consider as belonging to her, something she refuses to identify with. 

However, it is something that directly reveals to Ab du-Ibrahim who she is in terms of the social 

status and class she comes from and, interestingly, it is something that Abdu-Ibrahim paradoxically 

truly admires. The appearance she proposes is simply ignored. 

67 Gordimer 8 
68 Gordimer 31 
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"That's a car. .... " 
"It is not mine! She claimed her identity: ,,69 

This particular misunderstanding over who they really are or who the other is based on their 

different apprehension of one's identity. The concept of identity is more than frequently used in 

various fields of humanities, yet the definition of what it actually signifies remains obscure7o
• James 

D. Fearon argues that the concept as we use it nowadays is used in two mutually related senses; one 

may be called "social" and the other "personal". In the former sense it refers to a social category, a 

group of people who are often designated by a label, characterized by a set of general rules, typical 

features or attributes. In the second sense of personal identity, it is a set of characteristic that a 

person takes a special pride. It is usually a source of individual self-respect or dignity which cannot 

be expressed in terms of social categories 71. 

Based on her actions and behavior, we may claim that Julie doesn't understand these two meanings 

of identity as interrelated. She seems to believe that individual's social status and background are 

more or less irrelevant. She likes to imagine herself and others as individuals whose identity is 

entirely liable to themselves only and can be created anew regardless of one's history. She refuses to 

allow the system of social class to imprint on her its identification marks and she defies it by self-

imposed marginalization, be it the alliance with The Table, Ab du-Ibrahim or a desert village. She 

truly believes that this particular appearance is a very important part of her identity, it is something 

that forms her approach to things and people. While she seems to convince herself, she definitely 

fails at convincing others, Abdu-Ibrahim, his employer or The Table. Despite her effort, they sense 

the privilege lurking behind her back. 

"Thinking of her father, yes; there's always been an undercurrent of keen awareness of her father'S 
money The Table concealed from Julie ... ,,72 

" .. she had class, you could see, never mind the kind of clothes all that crowd at the cafes wear, not 
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all the whites had class around these streets, but she had. 73 

One explanation may be that her act is always a bit showy and ostentatious and her rather theatrical 

lack of concern concerning social classification and categories is very likely to be interpreted as 

upper-class liberty granted only to few. Or perhaps there is something that one can never get rid of 

no matter what one does. Perhaps, there is a kind of social marking that we are raised with and that 

labels us in the eyes of others despite our efforts to disguise our social background. 

Abdu-Ibrahim, on the contrary, considers seriously material signs of social status and perceives 

himself as well as others, mainly in terms of social and economic success or failure. He rarely views 

Julie as a unique and particular human being, most often he sees her merely as a typical 

representative of a certain social status, as a specimen of a privileged class. 

"She came into the garage like any of their women who have a car husband or father has given 
them, and the freedom they are not even aware of to go about wherever they please and talk to a 

.. d ,,74 strange man, glvmg 011 ers ..... 

Ab du-Ibrahim simply believes that social position determines the value of an individual. Since he is 

an illegal immigrant, he sees himself as nobody - "a greasy monkey without a name ,,75 and acts 

accordingly. For the same reasons he doesn't understand Julie purposely denying herself the rights 

and privilege of her class. 

"Why do you choose those friends. Instead of your family. ,,76 

Unlike Julie, Abdu-Ibrahim acknowledges and fully recognizes that his mask is a mere mask. His 

mask is a self-imposed one, however, it is one that more or less matches his actual social status (of 

somebody unwanted, unaccepted, one of many). That is why in projecting the nobody appearance 

he is far more successful than Julie. His employer, Julie's friends and family really consider him as 

someone essentially insignificant, " poor devil", everybody77 but Julie. She like Abdu-Ibrahim is 
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aware that beneath the nobody there is a man who is somebody78. The question is whether he is 

what she sees (the husband, her home, the family) or whether the somebody who is under the mask 

is just another appearance he allows to be imposed on him by another society, something towards 

which he feels similarly alienated. 

C. The tickets scene 

Ab du-Ibrahim as somebody who cares about appearance that is the impression we receive by 

observing his behavior patterns from the outside. The first inner monologue when the narrative 

mode changes into a first-person narrative and we are given an insight into Abdu-Ibrahim's interior 

world, occurs when Julie comes with a very serious proposal that is not verbalized but is 

represented by a gesture reminiscent of the one performed by Julie at the beginning of the novel 

( "her hands thrown up, open ,,79). Like other important moments of the nove18o gesture instead of 

the verbal language is considered appropriate to convey the message. As if to demonstrate that 

language is too reductive to communicate what eventually determines and radically changes 

people's lives. 

Moreover, the gesture materialized as the two airline tickets is another sign to fit in the novel's 

vehicle symbolism. It is a proposal of yet another journey, one that represents determination to 

embrace radical change as well as intention to materialize one's exile with the hope of finding home 

and roots elsewhere as that is certainly what Julie is looking for. It, however, also represents the 

resolution to encounter radical otherness be it Ab du-Ibrahim or the foreign milieu. 

It is something unexpected and, definitely, as far as Abdu- Ibrahim is concerned, unlooked for. 

While it represents Julie's decision, it also points out to Abdu-Ibrahim's failure at understanding the 

78 Gordimer 96 - "The man he knew himself to be beneath the nobody with aialse name." 
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situation. It reveals that his stock understanding of Julie is highly insufficient for it has failed to 

predict that something like that is likely to happen. The shock and consternation over what she has 

done and the realization of what she really wants creates a situation that actually forces him to look 

at her from a different angle. Suddenly, he is bound to ask two fundamental questions. Who are 

you? Who am I in your eyes? 

D. Who am I in the eyes of the other? 

First of all, it is very peculiar that the examination with which Abdu-Ibrahim observes Julie 

is the first detailed description of Julie's physical presence that we are given in the novel8l
. While 

the third-person narrative left Julie and Abdu-Ibrahim with a hazy appearance, the immersion into 

Abdu-Ibrahim interior monologue creates a clearer picture of his inner self and his view of Julie 

while her blurred appearance in reader's imagination is given more concrete contours. 

Moreover, the insight into his stream of conscience allows us to understand in what ways his 

perspective of Julie is disturbed and shaken for his meditation on Julie is retrospective while 

pondering upon the present situation at the same time. It is symptomatic that his monologue is 

introduced with the description of Julie more like a social category 

any of their women who have a car husband or father has given them, and the freedom they 
are not even aware 0/2 

and ends with recognition of her unique importance. 

"She knows something ...... The capacity returned to him, for this foreigner makes him whole. ,,83 

However, what happens in the meantime? What makes him so radically change his perspective? 

Until now Abdu-Ibrahim has not been fully aware of how the other, i.e. Julie, sees him. What is 

different in this confrontation is that something becomes visible, it is not just "seen" but it is 
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revealed, made noticeable in Julie's gesture - her face and body in revelation84
. Being confronted 

with the gesture, Abdu-Ibrahim suddenly realizes that this 

foreign girl has for him - there are beautiful words coming to him in his m other tongue
devotion. 85 

Thus, Abdu-Ibrahim is suddenly absolutely exposed to the fundamental meaning that the 

other ascribes to him. He realizes that there is another dimension to his self that he has not been 

aware of. Apart from being nobody, somebody or any appearance he chooses, he is also an object of 

someone's love and devotion, an aspect of himself of which he isn't in full control. Julie knows 

something. The woman he is looking at somehow detennines his being, takes part in the process of 

defining of who he is. She is the other who is part of his self, she completes him, she shows 

devotion towards him that he feels he cannot reject86. He feels responsible, committed to her 

feelings towards him. On the other hand, she knows nothing. She is ignorant of the actual impact of 

her decision, she does not really know what she is doing. She is naive and unaware of facts, yet she 

remains very powerful. The devotion she has for him, guarantees authority and puts him in a 

vulnerable position. The manner in which she defines his self is a process that is beyond his control. 

The sense of surrender sneaks in almost unnoticed. Abdu-Ibrahim accepts Julie's proposal. 

The narrative situation becomes disturbing at this point. The main issue here is Julie's love 

confession so why we are given Ab du-Ibrahim's inner monologue and not hers? In this way we are 

denied a direct access to Julie's self-exposure. We find out about her revealing gesture as it is 

interpreted by and reflected within Ab du-Ibrahim's self. 

While we do not learn about her perspective on the situation, we are given another significant 

aspect of Julie; an image of her that is inherently part of her but which at the same time always 

escapes her. It is her self as reflected in the consciousness ofthe other. In the end, we are given two 

pictures. The self as it is mirrored in the other and the self as it realizes that the other represents 

ungraspable dimension of the self. Being confronted with that situation through first-person 
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narrative we become witnesses of how the two different worlds, the world ofthe other and the self 

become infused within a character. 

E. The Look 

Potential judgments of the other that are beyond one's control but yet determine one's 

existence are one of the crucial issues dealt with in Sartre's major work, Being and Nothingness. 

There, he tries to provide a phenomenological account of what happens to the world of self and how 

it is altered once the presence of another person is recognized. 

Sartre, being not only a philosopher but also a novelist, uses fictional examples to illustrate and 

support his particular position on inter-subjectivity. One of them is called "The Look" and is more 

than convenient for it corresponds with our moments of observation in the novel. 

The main characters in Sartre's example is the Selfwho is being observed and the observing other; 

in our case, as determined by the narrative mode, Abdu-Ibrahim as the Self and Julie as the other. 

The crucial moment of "The Look" arrives precisely when we becomes conscious that someone else 

is looking while we are performing something into which we are wholly immersed and we do not 

want anyone to see us. In the process of becoming aware that somebody else is looking at us, we 

become an object of someone else's perception87
. At the moment of this realization we are 

overcome by shame (or pride), the state of which is being defined by Sartre as 

"the recognition of the fact that I am indeed that object which the other is looking and judging ,,88 

Like the person totally devoted to the act of spying through a key hole, face to face with Julie's 

proposal Abdu-Ibrahim becomes wholly immersed in his anger, never before expressed in this 

manner. He shouts at Julie words implying rejection. 89 Even though she is there, her existence is 

not really taken into account. He speaks to her, yet he doesn't reflect on the actual meaning that his 

87 Jonathan Webber. "The Look. Sartrean Existentialism". Department o/Philosophy, University of Sheffield 2007. 
<http://www.shef.ac.uk/content/lIc6/04112/25/TheLook.pdf> (Jan 2,2008) 
88 Jean-Paul Sartre. Being and Nothingness. Translated by Hazel Bames. Washington Square Press 1966. pg 320 
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words might signify to her. Only the anger exists in his non-reflective consciousness. When the 

emotion goes away and he again recognizes her existence and, in particular, her expression, there is 

something for him to realize. 

"He saw, could not stop himself seeing - everything change in her. ,,90 

He understands that she has been there, that she has been listening to his words and that she 

understood the rejection. The painful reaction to his implicit refusal which he recognizes in her face 

forces him to comprehend that he has been the object of her perception all along. There is an image 

of him in her consciousness that he cannot grasp. She knows something of him and what she knows 

is beyond his apprehension. Precisely, this realization is what Sartre calls shame or in other 

instances pride. 

Why shame? For precisely shame (or pride), according to the French philosopher, is not only an 

emotion, it is a form of consciousness. It is one which is intentional, i.e. directed at an object (the 

person in question). As we gain this particular consciousness, as we become ashamed (or proud) we 

are conscious of ourselves as an object for someone else (e.g. the object of devotion). Our self is 

separated from us, it is suddenly beyond our grasp because at that moment it only exists for the 

other91
. Therefore, before we arrive at any knowledge of ourselves, we are already the self which 

another knows (e.g. the object of devotion), yet we ourselves do not know it. We remain purely as a 

"reference" to the other. 

" It is this iruption of the self which has been most often described: I see myself because somebody 
sees me - as it usually expressed. This way of putting it is not wholly exact ... I apprehend it as not 
being for me, since on principle it exists for the other ... I discover it in shame and, in other 
instances, in pride. It is shame or pride which reveals to me the other s look and myself at the end of 
that look ... Shame reveals to me that I am this being, not in the mode of "was" or "having to be " 
but in-itself ... For the other I am seated as this inkwell is on the table; for the other, I am leaning 
over the keyhole as this tree is bent by the wind ... Shame - like pride - is the apprehension of myself 
as a nature although that very nature escapes me and is unknowable as such. ,,92 

The problem is, however, that for the other person we are merely an object, the person looking is 
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judging one to have a certain fixed nature. Naturally, it is not in one's control what kind of nature is 

ascribed to us - one cannot even know what it is. 93 It is the gaze of the other that for a moment 

defines the subject. 

In spite of the fact that we do not know and cannot control what attributes we are assigned in the 

eyes of the other, the moments when we are conscious of being observed are moments that we 

consider fundamental to our self-knowledge. We somehow feel we are being "defined" and, as a 

consequence, we are often determined to decipher what "the look" actually means. The same 

applies to the characters in the novel. As if moments of mutual observation were a significant 

source of self understanding. It doesn't concern only the confrontations between Julie and Abdu-

Ibrahim. Similarly, Julie realizes new aspects (i.e. the newness, unfamiliarity) about herself at the 

moment of the arrival; precisely when she encounters and examines the people of Abdu-Ibrahim's 

country and later his family. 

"Julie Summers. In the human press of the airport, in the eyes of the man made out with difficulty in 
his cave of a shop, in the faces turned in curiosity to study her, close by in the bus, it came to her 
that she was somehow as strange to herself as she was to them: she was what they saw. " 
"And it meant that when she went forward to his family in this state, with him, the son who 
belonged to them, she could do so offering herself in an emotional knowledge: if she was strangely 
new to them, she was also strangely new to herself. ,,94 

Moments like these seem to persuade the characters they are seeing themselves through the eyes of 

the others and it is through imagined and potential judgments (devotion, strangeness) that might be 

forced upon them they come to experience their momentary existence. However, based on Sartre's 

explication, we are inadequate to perceive the other's image of us and, we do not know what kind 

of nature is ascribed to us. Therefore, what we understand as the other's judgment must be by 

definition inaccurate. Unavoidably erroneous interpretations of what the world is like in the eyes of 

the other, wrong understanding of the other's statements and claims create imaginary judgments of 

the other as a specter that is never verbalized and clarified in the novel. This specter haunts the 

relationship between the two main characters from the very beginning. It functions as a barrier, 

silent and invisible wall that infinitely isolates the characters in their own world. 

93 Jean-Paul Sartre. Being and Nothingness. Translated by Hazel Bames. Washington Square Press 1966. pg 338 
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"She is ashamed of her parents; he thinks she is ashamed of him. Neither know either; about the 

th ,,95 
o er. 

Abdu-Ibrahim, in particular, builds most of their perceptions of others and themselves 

precisely on these judgments. For instance, his self-image for the most part is closely related to the 

potential judgments he assumes Julie is making about him, about his country, his family, his people 

or even herself. He is literally obsessed with these assumptions, yet, in fact, they seem to have 

nothing to do with Julie as such. He creates the imaginary world of the other that is separated from 

the reality of the other. In the end, it is this fictitious reality which determines fundamentally his 

attitude towards Julie and that inevitably results in grave misunderstandings. 

F. The dead sheep 

Again, it is a journey which comes to symbolize the fictitious world of the other. To be more 

precise, the symbol is not the journey itself but an obstacle that prevents the journey from taking 

place. As if they were tourists, Julie and Abdu-Ibrahim ride through the village in a borrowed car to 

tour the place. The description of what we see comes through Julie's eyes. It is a moderate 

description of what is expected in a village, the quiet atmosphere with men drinking coffee while 

Julie is observing the school, mosque, or communal hall. Everything is new and interesting. Then, 

however, to disturb the peacefulness of the description and as an omen of something sinister to 

come they become gradually lost to Abdu-Ibrahim's great dismay (getting lost in his own village?). 

We are introduced to the images of poverty. 

there was no demarcation between what was the thoroughfare and the shacks where goats were 
tethered and women squatted. .. ,,96 

Then, Julie is suddenly shocked and confused. There is a dead body of an animal in the middle of 

the road letting out its blood for the flies to feed themselves. 
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"Dead sheep. Rotting. ,,97 

Ibrahim becomes gravely disconcerted because of her reaction. 

He is ashamed and at the same time angrily resentful that she is seeing it (over again, he sees her), 
it will be an image of his country, his people, what he comes from, what he really is - like the name 
he has come back to be rightfully known by. Not for her; no, that was it. 98 

Based on this extract, dead sheep is a symbol of all what Ab du-Ibrahim imagines that Julie sees, 

feels and thinks about him. He imagines it for it is particularly evident here that Abdu-Ibrahim 

perceives the event only via Julie's possible but unconfirmed point of view. The dead animal, 

therefore, becomes a symbol of Abdu-Ibrahim's self-deception related to his presumably valid 

assumptions of the thoughts and motivations of the other while, in fact, he is merely constructing 

fictitious world of the other in his self. 

In more general terms, it becomes a symbol of all the potential judgments that are never 

materialized, never verbalized. It is a trap out which the relationship cannot free itself unless either 

of the characters communicates it to the other. That never occurs and therefore, the dead sheep 

signifies the silence; impossibility of communication. Perhaps, it can be avoided by an about-turn of 

the car. For a while. However, ultimately, the characters are trapped in it. Movement forward is 

prevented from taking place; alienation is an inseparable part of their relationship. 

G Alienation 

"Thus in the shock which seizes me when I apprehend the other s look, this happens-that 
suddenly I experience a subtle alienation of all my possibilities, which are now associated with 
objects of the world, far from me in the midst of the world. ,,99 

Sartre is a pessimist in the sense that he considers alienation as present in any human relationship. 

In Being and Nothingness it is described as an aspect of The Look related to the fact that one has no 
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control over which traits the other ascribes to one based on the part of be ha vi or they have 

observed 100. Based on this definition, the characters feel alienated for they are aware that the image 

proj ected on them by the other is by its definition not the one they have chosen yet they cannot 

prevent it from happening. 

The first-person narrative mode, though scarcely used, reveals that they are both conscious of being 

ascribed attributes by the other that are unwanted and inappropriate. 

"He thinks I don't know. He doesn't know. ,,101 

"Sh' fi ' h Z' h 'l" 102 e 1S not or me, can t s e rea 1ze tat: 

Abdu-Ibrahim's feeling of alienation is palpable and is materialized by the anger at Julie's buying 

the tickets. He didn't choose to be the object of Julie's devotion. Without his being aware, she has 

chosen him. Ubi tu Gaius, ego Gaia. Yet she knows nothing. She obviously doesn't realize the 

whole complexity of his intentions. 

Julie similarly cannot erase the image of a rich and whimsical girl in Ab du-Ibrahim's mind. These 

characteristics seem permanent. Whatever Julie does in the novel it may shock her husband or 

reveal to him that his understanding of her is deficient yet it doesn't change the essential picture of 

her as a privileged woman free to do whatever passes through her mind. 

Being objectified by the other and objectifying the other reoccurs over and over again from the 

beginning of the pickup till its end. Even eventually, when the time comes for them to part the 

images of each other crash against each other once again; another of misjudgments is revealed. 

Abdu-Ibrahim becomes shocked as soon as he finds out that Julie wishes to stay in the village. Yet, 

the old patterns sneak in. Even in the very end, Abdu-Ibrahim is trapped into his old habit of 

blaming Julie of naIvete and childishness, labeling and categorizing her in the old and known 

On the other hand, Julie is disappointed at how much he is blind towards her experience in the 
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village. 

,,1 really thought you saw how 1 was beginning ..... to live here ....... .! thought we were close enough 
for you to understand, even if it was something you didn't expect ..... ,,]04 

At the end of the novel, the characters are no less confused about the other than in the beginning 

and it is symptomatic that the novel ends with Ab du-Ibrahim's unsettling perplexity over who the 

other is. 

" Who is she? Who is she now, this woman who beckoned him to her, if ever a woman did, who 
followed him to his place - bewilderment, rage" 105 

Throughout the novel there is no mutual recognition, no understanding in communication. Each 

lover denies the other's freedom of a unique and complex human being and tries to possess the other 

stripping him or her of freedom, freedom of a subject. Love itself becomes rather a combat and 

genuine mutual recognition becomes impossible. In that sense The Pickup is eventually a rather 

sinister portrayal of impassable distance that exists between the self and the other, a distance that is 

even more painfully revealed and experienced in an intimate relationship oftwo people. What is left 

is only physical love; 

" the only unspoken knowledge they can share; that country to which they can resort. ,,]06 
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v. The cultural other. 

A. Dichotomy. Mirroring. 

The prison-like nature of the self that reaches out to grasp the other who (or which?) 

somehow always escapes, reappears in more ways than just as a fatal obstacle to the relationship of 

the two main characters. It naturally comes to define all aspects of the character's existence and is 

reflected also in the characters' bond with the milieu they momentarily occupy be it the physical 

landscape, things or human communities with their various sets of rules. Being thus reflected in the 

setting, plot and the inner microcosm of the characters themselves, the self/ other dichotomy exists 

not only as a problem to be conveyed by the novel but also runs through the text as an essential 

principle of the novel's framework. 

It is not a mere accident that there are two main characters and two distinctive environments. 

Each character, in turn, becomes the other in relation to a strange and foreign cultural milieu. Each 

of the two settings represents a compact, rounded-off half to complete the binary nature of the text. 

A highly urbanized, developed, multi cultural and well-known Johannesburg opposed to the small, 

insignificant village in the middle of a desert which doesn't even have a name in the novel. Why a 

name? It is only one of many. In this manner, the two settings, the exclusive center space and the 

margin territory, stand in sharp opposition and contrast, home for one is exile for the other. 

The turn, again, is realized as ajourney; an airplane flight. Journey that unlike others in the 

novel is implicit and not represented as action. It is anticipated by the gesture, implied by the poem 

(,'Let us go to another country. Just say the word. The rest is understood. ") and claimed by an 

announcement ("Ibrahim ibn Musa ") that notifies us of new identities, transformation of a 

character. It is an almost cinematographic cut that makes possible the shift oflocation. There are no 

lengthy descriptions of the actual travel and the change is abrupt and immediate. The nature of the 

air-plane flight itself is thus defined; traveling where the actual experience oftraveling, i.e. the 
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gradual change of environment, is absent. There is no time for adjustment. 

Naturally, the radical change ofthe setting and the consequent contra-position of the two 

territories enhance, if not create, the contrast between aspects in characters' behavior. Action of one 

is a mere mirror image of the other who has to deal with a similar situation in the other 

environment. The first time we come to notice this mirroring of the novel is already at the airport, 

entering the other territory. We notice the sudden sense of confidence felt in Ab du-Ibrahim due to 

the simple truth of understanding and being understood. He becomes aware of his own efficiency, 

familiar with all the possible obstacles of their journey. Another sign that Abdu, the cultural other 

with the first name only, the nobody, greasy monkey under a car now becomes Ibrahim Ibn Musa: 

the son, brother, brother-in-law, nephew, the male of the household. The man who is somebody of 

whom much is expected and much that must be forgiven and endured. 

"He was shouting at his sister. ..... and the gentle girl was swaying this way and that as if she were 
being slapped .... 'He has many worry-he is too busy with hard things. I know that. It is not me. ,,,107 

Julie, on the contrary, loses the effectiveness, the practicality formerly employed in their effort to 

grant Abdu-Ibrahim the permission to stay in South Africa. Finding herself in a new territory, she 

feels lost. She undergoes initial confusion for "she has no sense of who she is ,,108 to become 

"strangely new to herse/f,[09 and thinks of the place with "an intrigued detachment ,,110. The roles 

are exchanged. At the very moment each of the characters comes to occupy the position formerly 

taken by the other. 

B. Contrapuntal awareness 

The reality of being foreign, an outsider in relation to a certain culture is demonstrated in the 

novel by a set of features that characterize Julie's and Ab du-Ibrahim's experience in a different 
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milieu by the way they are perceived by other people. It often concerns aspects of be ha vi or others 

find wearisome, silly or even offensive. It is inevitably interrelated with the language barrier and 

obstacles in interaction in general. 

For instance, when Julie moves to a new environment, she ceases to be perceived with the 

authority of (white, privileged) "class" that demands reverence, she is no longer treated in the 

strangely respectful manner in which The Table, Motsamai or Abdu-Ibrahim's employer behaved 

towards her. Her dominant feature, at least during the initial stage of her stay, is her foreignness; for 

others she becomes primarily, Abdu-Ibrahim's foreign wife ("this foreign woman "111). The 

privilege of her class and financial security lurking behind her back is not so evident in the village 

environment. 

At least she had some money because she was one of those not for him. But how much that 
would compensate them, reach them, his family, was doubtful because she had the luxury, of 
those who have always had everything, to pride herself in not taking money from her rich 
father even ifhe were to offer it .... She'll have enough to pay for her food and mine, while 
she's here. That's what L their son, bring back to provide for their old age, for my sisters and 
their children's future ... 112 

Furthermore, her beginnings in the new country are defined by striking naivety and ignorance. 

When she arrives, she behaves and appears like an unknowing tourist or at least she is certainly 

described as one. 

"-her the tourist who like all tourists didn't ever know what it was really she was looking at"ll3 

Her decisiveness and stubbornness so effective and somehow likable in the old environment must 

be perceived as boldness and arrogance in the traditional milieu. Uncovered woman in a place 

where women are veiled ("it is enough for these people, that she goes about with an uncovered 

head-that they can tolerate with a white face maybe "114), insisting on her independence where 

women do not have any (Of course. Independent. This is the way she's accustomed to living, 

pleasing herself. 1 
15) and who is carefree enough to transgress religious rules 1 

16. 
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She appears ridiculous to Abdu-Ibrahim when she starts to look for bathroom in a place where there 

aren't anyll7. For him, she becomes a burden for things must be explained to her. She becomes the 

cultural other. 

She loses her language; the connection to others. She who made living by communication 

(as a fund-raiser and PRO); who happily chatters with her friends of The Table and who is in charge 

of all the interviews supposed to grant Abdu-Ibrahim home in her own country suddenly doesn't 

understand the language spoken by others and is unable to speak with anyone but Ab du-Ibrahim and 

his sister Maryam. 

The conversations that take place between the girl and Julie play crucial role in Julie's 

adjustment to the new milieu, for it is by conversing with Maryam she "picks up" Arabic and starts 

communicating. Yet they develop only gradually, the initial dialogue being only an absurd small 

talk with words that do not produce any understanding, quite on the contrary. One is using phrases 

the literal meaning of which is understood by the other, yet that is insufficient for actual 

apprehension of what the other means. The issue here is not primarily one's poor knowledge of the 

other's language. The problem is that Julie and Maryam are strikingly unfamiliar with the cultural 

background the other comes from so that, inevitably, they are confused about what the words 

actually imply. 

'How was the journey. ' 
'The journey was fine, but you know it is very far-where Ibrahim and I came from. ' 
'We knOw. He sent us a letter. Some day it came. I hope you will like it here. It is a village 
only. , 
'I hope you will show me your village. ' 
'Ibrahim will show. ' 
The two young women looked at one another in deep incomprehensibility, each unable to 
. . h 1;1; if h h '1' 118 lmagzne t e l;e 0 t e ot er, sml zng. 

The misunderstanding is especially tied to two irritating details in the conversation, each 

reveals ignorance of at least one participant. First, it is the strange emphasis on Ibrahim created by 

the replacement of the pronoun with the man's name. 

116 Gordimer 155-156 
117 Gordimer 122 
118 Gordimer 121, also "foreign newcomer" - Gordimer 121, "my foreign wife" - Gordimer 232, "theforeign wife he 

brought to them" - Gordimer 254 
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'1 hope you will show me your village.' 
'1brahim will show. ' 

The strange tension hidden in the act of insertion of the name signifies the woman's reluctance to 

commit herself to any activity proposed by Julie suggests, to participate in (or even to direct or 

guide) an independent activity behind the man's back. The girl's reply indicates that the village in 

the desert is a realm of different set of rules that privilege men rather than women. Men control and 

are in charge of women's activities and initiatives. At least on the surface. Julie, who is reluctant to 

put on a scarf (doesn't she know that she is in a Muslim country?) and is ready to explore the village 

on her own, naturally, cannot comprehend. 

Secondly, Maryam's affirmative response to Julie's comment on the journey is similarly 

awkward. 

'The journey was fine, but you know it is very far-where Ibrahim and I came from. ' 
'We know. He sent us a letter. Some day it came. ' 

The image ofloud and urbanized Johannesburg fresh in her memory and the reality of the small 

village in the desert do not probably bear comparison. That is what one reads between the lines of 

" ... it is very far-where Ibrahim and I came from. '" How could the girl who has never been further 

than few kilometers outside of the village where she was born and has lived all her life understand? 

The paradoxical claim that "we know" only creates a sense how completely unimaginable is the 

other world for her. 

The latter exchange reveals that there is yet something else that creates distance between the 

two participants of the conversation. This particular misunderstanding takes place because one is 

aware of reality that has never been experienced by the other. In many other cases the discord takes 

place precisely due to this type of imbalance between the locals (The Table, Maryam) on the one 

hand and Julie or Abdu-Ibrahim on the other. The experience of two radically different 

environments seems to make a great difference between theirs and others' perspective. This 

particular knowledge develops into what Edward Said coins "contrapuntal awareness ", a benefit 

(or loss?) that is gained by those who have moved from their primary place, to a new location from 
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which the self and its others, are seen in a different light. 

Most people are principally aware of one culture, one setting, one home; exiles are aware of 
at least two, and this plurality of vision gives rise to an awareness of simultaneous 
dimensions, an awareness that--to borrow a phrase from music--is contrapuntal. For an exile, 
habits of life, expression, or activity in the new environment inevitably occur against the 
memory of these things in another environment. Thus both the new and the old environment 

. ·d I . h 11 119 are VlVl , actua , occurrmg toget er contrapunta y. 

The simultaneous existence of the two worlds in Abdu-Ibrahim's mind is portrayed in the 

first half of the novel as his absent-mindedness, the fact that he is always lost in his own thoughts, 

somehow distanced from the immediate reality, elsewhere. Passive, rather than active character, 

observer rather than the one who acts. His background transforms into" hidden life ,,120 that is from 

time to time translated into brief remarks and disquieting comments be it on The Table or Nigel 

Ackroyd Summers' circle ("Interesting people there. They make a success. ,,121). Julie is disturbed 

by his remarks. The Table laughs at his conclusions122. We should not wonder, contrapuntal 

awareness resists communication to those who are "principally aware of one culture,,123. Abdu-

Ibrahim cannot communicate his exile awareness to the Table or the Julie of Johannesburg. A sense 

of remoteness and distance is an inseparable part of the exile consciousness. 

Coming back to being somebody in the village doesn't change much. The feeling of isolation 

remains. Since Abdu-Ibrahim has experienced the overwhelming freedom of a fatherless industrial 

city, the demands and expectations of the local people come to represent disturbing limitations of 

that freedom, a threat of falling into a pitfall of the others' image of him. His relatives do not 

understand. On the contrary, their own wishes imposed Abdu-Ibrahim are perceived as something 

undoubtedly helpful and good. When Abdu-Ibrahim's uncle comes to express his wish for him to 

inherit the business, it is considered a blessing. 

Ibrahim will inherit the business, and live in a house with fine carpets and furniture ........ That 
is Ibrahim's blessedfuture. Al Hamdu Lillah. Praise be to God. I24 

119Edward Said. ,,Reflections on Exile". Reflections on Exile and other Essays. Harvard University Press 2000. pg 186 
120 Gordimer 25 
121 Gordimer 51 
122 Gordimer 21 
123 Edward Said. "Reflections on Exile". Reflections on Exile and other Essays. Harvard University Press 2000. pg 186 
124 Gordimer 185 
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As a consequence, the place is doomed as far as he is concerned ("the cursed village in the sand, his 

home that claimed him ,,125 ); there is little space for what he himself desires, only the great burden 

of claims by those who put their faith in him. It is a mouse trap to deprive Abdu-Ibrahim's of his 

own ambitions, one that must be carefully avoided should his dreams ever realize. 

Place that means stagnation and obstacle for one, becomes space of peace and contentment 

for the other that is another contrast highlighted by the settings' dichotomy. Home and what is 

familiar is what one rejects and exile is what one eventually welcomes, what one desires. Abdu-

Ibrahim's admiration for the circle at Nigel Ackroyd Summer, the world of commerce and privilege 

is mirrored in Julie's infatuation with the new milieu where she gradually realizes she's found the 

real intimacy, stability, home. Gradually adapting herself to the new cultural environment, new 

pattern of life, she soon loses her initial appearance and behavior of an ignorant tourist. She 

willingly starves along with others during Ramadan, she attends to household duties reserved 

traditionally for women, she reads Koran. Most importantly, she "picks up" the language in a 

"language exchange" sessions with the other women so that her old weapon is soon back in her 

hands. 

In the family house Maryam has gathered her sister Amina, who has just given birth, and 
Khadija, wife of the son missing at the oil fields; they and others come unobtrusively to join 
the exchange, picking up Julie's language, Julie picking up theirs, ... 126 

For someone who has never experienced real concern in the fatherless environment of a family full 

of upper class falsity and absence of genuine affection, restrictions and demands claimed by others 

in the more traditional society of the village seem well-founded and just. For Julie they represent 

and grant security and care. 

Since we've been home here. You must understand, I've never lived in afamily before, just 
made substitutes out of other people, ties, I suppose-though I didn't realize that, either, then. 
There are .... things .... between people here, that are important, no, necessary to them ....... . 

125 Gordimer 141 
126 Gordimer 150 
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Home for one is an exile for the other. The common experience of exile does not bring them 

closer to each other; both react differently, in exactly the opposite way, to either environment. Abdu 

admires what Julie hates. Julie feels at ease where Ibrahim senses a trap. Either does not 

comprehend the other's motives for hislher journey. 

All the pain of seeing him return to the same new-old humiliations that await him, doing the 
dirty work they don't want to do for themselves .... the chance of being the Oriental Prince127

. 

She will be in this house, this family, this village, this place in the desert ... without him, without 
anyone to talk to who, as he does, knows her world. ... 128 

Ironically, they make the same decision. Both reject the place they have been "assigned", both make 

a choice, both "pick up" different culture and commit themselves to being an outsider; the cultural 

other, the exile. The contrapuntal awareness is perhaps the only thing shared. The binary character 

of knowledge that brings a glimpse of understanding. 

But what is the confUSion? No confusion; I should know that. Like me, like me, she won't go back 
where she belongs. She looks for somewhere else. 129 

c. "You have no choose -choice or you have choice. Only two kinds. Of people." 

There is another opposition regarding to the relationship of Julie and Abdu-Ibrahim that is 

related to their outsider status of being a stranger. They are both foreigners, yet the very nature of 

their being foreign; the other in a strange environment vastly differs. 

There are many strategies how to conceptualize and categorize the phenomenon of 

'homelessness'; Edward Said, for example, differentiates among exiles, refugees, expatriates and 

emigres. Exiles and refugees are literally forced to live in a different country due to circumstances 

that they could not avoid. For expatriates and emigres exile is always more or less a matter of 

choice. 130 Winifred Woodhull, on the other hand, sees the difference elsewhere. She discriminates 

127 Gordimer 266 
128 Gordimer 266 
129 Gordimer 262 
130 Edward Said. "Reflections on Exile". Reflections on Exile and other Essays. Harvard University Press 2000. pg 181 
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between exiles-intellectuals and the masses of uneducated immigrants-refugees - "the uncountable 

masses for whom UN agencies have been created, or refugees without urbanity, with only ration 

cards and agency numbers. " 131 While both groups inevitably face adaptation problems emigres and 

expatriates still have something to offer to the society they enter even though it may be not 

appreciated or it is neglected. The masses of immigrants, on the other hand, unquestionably suffer 

from more serious political, cultural and social marginality which makes the integration into the 

host society a totally different matter132
. 

While as far the former classification is concerned, the matter is one of choice, in the latter it 

is the cultural and economic potential of those who are migrating. Choice is an issue in The Pickup 

the importance of which is already signified by the title or the motto of the novel. "Let us go to 

another country. " Choose to become an exile, choose to leave your home. However, under what 

conditions? It is the circumstances of the pick that make the difference. 

Julie enjoys variety of numerous possibilities, there are no obstacles to prevent her 

movement, her journeys. She can choose to go anywhere she wishes, she can pick any location she 

likes. Isn't it ironic that of all places she chooses to go somewhere no one is willing to travel? Her 

decision is considered odd by both, her family and The Table. Her act is provocative and 

unexpected. Her status and action make her exceptional and unique; one of a kind in both 

communities, the one in Johannesburg and in the village. She seems to be well-liked and popular 

wherever she goes. Even in the village she quickly recovers her confidence, she learns Arabic, 

adapts herself. She finds her voice again. She speaks. 

Abdu-Ibrahim is just one of hundreds of thousands of poor immigrants who are streaming 

into the Western world to find better living, either for economical or political reasons. Being one of 

many, the unwanted one, he is completely immobile. The more he is denied movement, the greater 

is his desire to move. Back home, he is a dispensable body; in Johannesburg, his abjection 

131 Said in Winifred Woodhull. "Post/Colonial Conditions: Exiles, Migrations, and Nomadisms." Yale French Studies, 
No. 82" Volume 1. (1993), pg. 7 

132 Winifred Woodhull. "Post/Colonial Conditions: Exiles, Migrations, and Nomadisms." Yale French Studies, No. 
82" Volume 1. (1993), pg. 7 
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manifests itself through the notion that the social structures he enters relegate him to the position of 

unwanted, alien, and insignificant invader. He is reminded of that position whenever he goes. Being 

detached, listening rather than speaking that is his response, his manner of communication in that 

other world. 

D. At The Table 

The notion oflanguage and, more specifically, having a voice becomes an issue at The Table 

who feel uneasy about Abdu-Ibrahim's reserved manners. His aloofness ("He was listening, or was 

not listening at all; absent in his own thoughts ,,133), on the one hand and The Table's disdainful 

remarks ("The Pickup of hers' s been a disaster from the beginning.- Come on, he's not a bad guy, 

he just needed a meal ticket. A bed. And he obviously knew how to occupy it. ,,134) on the other, 

indicate that there is a tension and mutual antipathy that exists between him and The Table, obstacle 

in communication that is palpable but never explicitly claimed. 

When Julie brings Abdu-Ibrahim for the first time her friends appear welcoming, open and 

full of understanding for strangers like him. Their proclaimed nonconformity and open-mindedness 

lead one to assume that such approach is quite natural and genuine on their part. Yet somewhere 

behind the concern they display there is a waspish touch of insincerity. The Table acts as if they 

actually took interest in the man. Later we are told that his actual worth lies primarily in being an 

exciting topic to break up the stereotype and boredom of The Table's sessions; 

.. they knew each other too well, perhaps, and he was an element like a change in climate 
coming out of season, the waft of an unfamiliar temperature. 135 

They act as ifhe was their equal ("he is not a 'garage man' he's afriend, one of them ,,]36), not a 

greasy monkey, a nobody. Nevertheless, both sides are very well aware that this is not the case. "But 

133 Gordimer 35 
134 Gordimer 92 
135 Gordimer 20 
136 Gordimer 14 
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not at the cafe, "137 says Abdu-Ibrahim's to express his resentment toward The Table soon after 

being acquainted with it. He leaves The Table's discussions with a sense of non-belonging "he's a 

mechanic, he belongs to the manual world of work. ,,138 The Table, too, evidently remains highly 

suspicious of him and there is a sense of mastery power in phrases such as "he just needed a meal 

ticket" or "where did Julie pick him up? ,,139. 

To behave as if-a kind of bold hypocrisy of seeming openness and ease that hides disdain 

and suspicion. Behavior that is, according to Gordimer,just the reverse side of bourgeois 

xenophobia. ,,140 Indeed, there is not much difference between the two-faced open-mindedness 

displayed by The Table and the strictly polite and formal falsity exhibited by Nigel Ackroyd 

Summers and his wife. 

At The Table verbal communication is what defines the community. Friends forever discuss 

this and that matter, give opinions, and have political debates. When Abdu-Ibrahim comes for the 

first time, they are not shy to ask instantly straightforward questions (even bizarre ones, e.g. "Are 

you a buddhist? ,,141) so that after few moments they seem to know everything about him or the 

place he comes from. 

So that's where he's from; one of them knows all about the benighted country. The 'garage 
man' has a university degree in economics there .... but there isn't hope in hell (and that place 
is a hell that, because of god knows what probably the religious and political factions he did 
or did not belong to, or lack of money to pay bribes to the right people/42 

They don't hesitate to give various judgments, offer advice on his position of an illegal immigrant. 

At the same time, they do not appear to be genuinely interested whether this type of information or 

advice is actually desired by Abdu-Ibrahim. Their lack of concern related to Abdu-Ibrahim's true 

needs and the arrogance with which "They're telling him about his country ,,143 suggests to us that 

he is by no means an equal partner in the discussions. The Table manages to turn him into a mere 

137 Gordimer 17 
138 Gordimer 15 
139 Gordimer 22 
140 Gordimer 14 
141 Gordimer 14 
142 Gordimer 14 
143 Gordimer 14 
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obj ect, topic, while he is not, in fact, invited to take part in it. 

The situation at The Table becomes disturbingly unbalanced at this point. The crowd of 

Julie's friends is clearly in charge of the conversations, defining their own role (the interviewers and 

debaters) in it as well as Abdu-Ibrahim's (the one debated and interviewed). The latter talks rarely 

and only "to satisfy their curiosity "144, otherwise remains quiet; voiceless, absent as subject. He 

remains unavailable as an active participant in the discourse which concerns him and yet doesn't. 

He becomes a mere fiction - "that oriental prince ,,145 constructed by The Table's questions which 

do not wait to be answered. At this point we become concerned over the possibility of the 

character's self-representation, i.e. in what ways (if at all) Abdu-Ibrahim resists and challenges the 

invading discourse of The Table. 

E. Speaking for the other 

The section in question represents but a moment in the narrative, nevertheless, a moment 

particularly troublesome. The reason is not only the unequal relations among the characters in the 

novel. It becomes disturbing precisely because it implies something unsettling about the whole text 

itself. The scene at The Table involving Ab du-Ibrahim as the cultural other may be considered as a 

small-scale model for a problem that involves the novel as such and its general relationship toward 

cultural otherness. It brings our attention to the problematic position of Nadine Gordimer herself 

regarding the representation of the cultural (or social) other. 

We cannot but admit that in the context of post-colonial theory Abdu ( the nobody) typifies 

the ultimate victim of unequal distribution of wealth and power in the world as we now know it. 

Throughout modem history, many have attempted to verbalize the perspective of the oppressed as 

Ania Loomba proves when she traces Marxist, Feminist and post-structuralist attempts. The main 

issue in her analysis becomes, however, whether or not the perspective ofthe colonized can be at all 

144 Gordimer 23 
145 Gordimer 36 
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represented by these systems ofthought146
• In this context, we must ask fundamental questions in 

relation to the novel and its author. What is Gordimer's position as an intellectual relating to us the 

story of Abdu-Ibrahim, the oppressed and downtrodden? Is she revealing the difficulties and 

problems faced every day by masses of illegal immigrants streaming into the developed world? Is 

she representing their perspective by giving us an insight into the world of one ofthem? What is our 

situation as readers? Are we not, both, the writer and us, like The Table, similarly essentializing, 

"Telling him about his country"? 

According to Loomba, one of the most influential works regarding the post-colonial subject 

and the issues of representation is an essay "Can the Subaltern Speak?" by Gayatri Chakravorty 

Spivak147
, the term "subaltern" being defined by Spivak as: 

the bottom layers of society constituted by specific modes of exclusion from markets, political
legal representation, and the possibility of full membership in dominant social strata. 148 

One of Spivak's aims in the essay is to critique attempts to rewrite Indian colonial history from a 

subaltern perspective. For instance, she writes: 

'The task of research' (i.e. defining the subaltern) projected here is 'to investigate, identifY and 
measure the specific nature and degree of the deviation of (the) elements (constituting item 3) 
from the ideal and situate it historically. , 'Investigate, identify and measure the specific': a 
program could hardly be more essentialist and taxonomic. Yet a curious methodological 
. .. k 149 zmperatzve zs at wor . 

As a consequence, Spivak asserts there is almost no evidence related to the actual presence of the 

subaltern within elite, colonial documents. What remains is merely appropriation because to know 

the subaltern, know its position and represent that consciousness necessarily means its existence 

within a discourse, which is, in the end, always in the hands of the elite and their ideologies. In case 

of the particular case in India, it is the nativist, on the one hand, and official accounts, on the other. 

It is in this sense that the subaltern cannot speak, according to Spivak, because representations of 

146 Ania Loomba. ColonialismlPoscolonialism. Routledge 2005. pg 193. 
147 Ania Loomba. ColonialismlPoscolonialism. Routledge 2005. pg 159 
148 Gayatri Chakravorty Spivak. "Foreword: Upon Reading the Companion to Postcolonial Studies." Companion to 

Postcolonial Studies. Ed by Henry Schwarz, Sangeeta Ray. B1ackwell Publishing 2000. pg xx 
149 Gayatri Chakravorty Spivak. "Can the Subaltern Speak?". The Post-colonial Reader. Ed by Bill Ashcroft, Gareth 

Griffiths, Relen Tiffin. Routledge 1995. pg. 27 
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the subaltern are never in his/her control. 

The word representation appears of fundamental significance for Spivak while being 

relevant to our research as welL In her essay, Spivak distinguishes between two types or senses of 

representation. 

Two senses of representation are being run together; representation as 'speaking for' as in 
politics, and representation as 're-presentation,' as in art or philosophy. 150 

The first step to avoid appropriation of the subaltern is to realize precisely this particular distinction 

between the double senses of representation. Her use of the terms owes a debt to Karl Marx who, as 

he was writing in German, was aware of the distinction. Spivak, herself, explains in an interview: 

First, about Vertretung, stepping in someone's place, really. Tritt (from treten, the second half 
of vertretung) has the English cognate tread. So that it might make it easier to look at this 
word as a word. Vertretung, to tread in someone's shoes, represents that way. Your 
congressional person ....... actually puts on your shoes when he or she represents you. Treading 
in your shoes, wearing your shoes, that's Vertretung. Representation in that sense: political 
representation. Darstellung - Dar, "there ", same cognate. Stellen, is to place, so 'placing 
there'. Representing: 'proxy' and 'portrait' ..... Now, the thing to remember is that in the act of 
representing politically, you actually represent yourself and your constituency in the portrait 
sense as well. So that you do not ever 'simply' vertreten anyone ... 151 

There is not Vertretung without Darstellung yet it remains fatal to be aware of the difference. The 

confusion of the two senses inevitably results in a fatal mistake; i.e. assumption that the always 

imagined body politic (the represented subaltern) has its literal referents (the illegal immigrant from 

a poor country). To represent always hides a moment of fiction, the fact of homogenizing the 

difference, creating the imaginary. Representation itself, as Spivak understands it, seems always 

insufficient. 

While we who posses a voice can challenge representation, the subaltern cannot for he/she 

cannot speak and is not heard. A project to represent herlhim must always end as fiction for the 

subaltern subject is by its definition unrepresentable. The project of the intellectual then seems 

giving up on the representation of the subaltern consciousness for he/she cannot posses the 

150 Gayatri Chakravorty Spivak. "Can the Subaltern Speak?". The Post-colonial Reader. Ed by Bill Ashcroft, Gareth 
Griffiths, Helen Tiffm. Routledge 1995. pg. 30 

151 Gayatri Chakravorty Spivak. "Practical politics of the open end". Deconstruction: A Reader. Ed by Martin 
Mcquillan. Routledge 2001. pg 401. 
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knowledge of it. 

"The postcolonial intellectuals learn that their privilege is their loss. In this they are a paradigm of 
h . 11 l ,,/52 t e znte ectua s. 

F. The tension of representation 

Spivak's analyses raises fundamental questions and doubts regarding Abdu-Ibrahim, his 

presence at The Table and in the novel in general, and even the representation of other characters, 

such as members of Abdu-Ibrahim's family. Considering, however, that it is mainly Abdu-Ibrahim 

in the first half of the novel who is presented as an oppressed subject, one of the voiceless mass, 

nobody, it is mainly him who is going to be the object of our attention. In addition, the first person 

narrative together with the third person narrative that is often tainted by Abdu-Ibrahim's perspective 

via focalization making him more accessible than, for example, his vaguely depicted m other. It is 

also mainly his portrayal that is most likely to open the novel to criticisms of "speaking for," 

essentializing; the very danger that Spivak warns us against. 

For The Table Abdu-Ibrahim is a true subaltern. The discourse of The Table denies him 

space to speak for himself. He is not heard - his remarks are not taken seriously (the laughter), he 

does not speak - his silence remains inaccessible. For us, the readers, however, the situation is far 

different. To us Abdu-Ibrahim appears less defenseless. His silence is not silence of a victim, it is 

silence that speaks; a sign of defiance. First, there are his remarks that are never heard by The Table, 

in fact, we are sometimes not even certain whether they are actually uttered out loud. 

People are disgusting, in that place153 
Dumb. Might as well be. When they are talking about matters you know better than they do or 
ever will. 154 
Why do you choose thosefriends instead of your family 1 55 

Secondly, it is due to the fact that we are given context, a point of view because of the narrative 

152 Gayatri Chakravorty Spivak. "Can the Subaltern Speak?". The Post-colonial Reader. Ed by Bill Ashcroft, Gareth 
Griffiths, Helen Tiffin. Routledge 1995. pg. 28 

153 Gordimer 22 
154 Gordimer 90 
155 Gordimer 62 
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mode that clarifies his behavior at The Table and fills up silence with meanings. Thus, it seems to 

change the distribution of power between The Table and Abdu-Ibrahim in our understanding. 

There is not much he can tell other than they drew from him with their brotherly welcoming 
when she introduced him to The Table months ago; or that he chooses to tell them? ... -what is 
he seeking in this phalanstery of wine- and coffee-bibbers? 156 

In the end, as far as we are concerned, Ab du-Ibrahim seems to be given space and voice to represent 

himself. We hear him express himself, and, therefore, as Donna Landry explains, he apparently 

ceases to be the ultimate subalternl57. 

Once we move beyond the narrative situation, the perspective changes once again, at the 

same time, becoming more complex. There are suddenly two, somehow, conflicting aspects that are 

present in the narrative mode and, in fact, in the general form of the novel, creating tension. First it 

is the representation of Abdu-Ibrahim as performed by the novelist that resembles on a larger scale 

the appropriation by The Table. Even though it might look like Abdu-Ibrahim is granted a voice, 

there is a notion of something false in it. Once we become aware of the authorial narrative voice, his 

self-representation ceases to be self-representation but becomes an appropriation on the part ofthe 

novelist. The other's voice becomes subaltern's silence being represented by the intellectual. The 

voice of the oppressed is absent and Abdu-Ibrahim becomes merely the writer's imaginary other. 

This awareness emerges whenever we dive into the character's mind, i.e. whenever the narrative 

mode changes into the first person narrative or we come to view the situation via Ab du-Ibrahim's 

point of view. The distance collapses and we can see and understand the other, we can "investigate, 

identifY and measure" the other but only to essentialize and deny the difference of reality we cannot 

understand. 

At the same time, we cannot remain blind to Gordimer's very flexible narrative technique 

(i.e. moving from authorial to focal narration and vice versa) that often makes it difficult to detect 

156 Gordimer 59 
157 Donna Landry. "Reading Spivak". The Spivak Reader. Selected Works ofGayatri Chakravorty Spivak. Routledge 

1996. pgs 5-6. - "when she claims that the subaltern "cannot speak, " she means that the subaltern as such cannot 
be heard by the privileged of either the First or Third Worlds. If the subaltern were able to make herself heard - as 
has happened when particular subaltern have emerged, in Antonio Gramsci's terms, as organic intellectuals and 
spokes people for their communities - her status as a subaltern would be changed utterly; she would cease to be 
subaltern. " 
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whose point of view we are really actually perceiving. The most evident scene is when the couple 

arrives into Abdu-Ibrahim's country and we are given lengthy descriptions of the place, impressions 

but of whom?: 

Two old women squatting, wide-kneed, skirts occupied by the to-and-fro of children, the black
veiled women gazing, jostling, the mouth masticating food, the big bellies of men pregnant with age 
under white tunics, the tangling patterns of human speech, laughter, exasperation, argument, the 
clumps of baggage, residue of lives, sum of lives (which?), in a common existence-that-does-not-

. l I" diffi 158 eXlst. JU le lS no l erent....... . 

However, is it authorial narration? Are we given Julie's perspective? Abdu-Ibrahim's? Is it the 

omniscient narrator (objective) or the subjective one? 

Perhaps now it is the right moment to comment on the strange ambivalence as far as the 

form is concerned. It becomes apparent that the novel is unique (or perhaps unsettling) in not being 

written either in entirely realist or experimental mode, attempting at representation while disturbing 

its own representational mode of writing. To analyze this aspect in more detail it is necessary to 

elaborate on what these terms actually signify. 

Plato initiates the discussion on representation when he lets Socrates suggest in The 

Republic that a painting is a representation as long as it attempts to reproduce the appearance or 

image of an object. The key characteristic of representation is then resemblance159
. Realism in 

aesthetics emphasizes "objective representation", i.e. how much (objectively) true information can 

be derived from the work of art about what it depicts 160. If the intention of an artist is to be 

successful the experience of an art work must resemble that of its object. 

In The Pickup "objective representation" takes place as attempts to depict larger historical 

and social context (e.g. transitional state of South African society) thus portraying in Georg Lukacs' 

words" the dialectic between the individual's subjectivity and objective reality ,,161. The text's 

[58 Gordimer 112 
[59 Alan Goldman. "Representation". Encyclopedia of Aesthetics. Oxford University Press 1994. Vo14, pg. 137. 
[60 Ionathan Gilmore. "Pictorial Realism n. Encyclopedia of Aesthetics. Oxford University Press 1994. Vo14, pgs 109-

110. 
[6[ Georg Lukacs. "The Ideology of Modemism". Literature in the Modern World. Critical Essays and Documents. Ed 

by Dennis Walder. Oxford University Press 2004. pg 178 
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linear162 ("aborescent"), i.e. selective, structure, and, omniscient er-form narrative mode further 

classify the text as belonging to the realist tradition163
. 

The modernist tradition is, on the other hand, characterized by "rejection of narrative 

objectivity .. (and) ... surrender to subjectivity ,,164. Such tendency is discernible in the novel, in various 

moments we become aware that the novel is apparently stepping forward for formal experiment. It 

is precisely when we are in doubt related to who is speaking, whose perspective we are being 

offered. It is when we are denied enough information to comprehend the characters' intentions. 

Most importantly, the streams of consciousness, though clarifying to some extent what the 

characters did and why, reveal precisely the relative, unreliable, and ambiguous nature of the world 

that is presented to us. Our knowledge of it becomes suspect. 

The question than must be asked in the following manner. Whether and how does this ultimate 

"attenuation of reality ,,165 modify our belief in Gordimer's appropriation of the subaltern? 

It seems as a paradox. Streams of consciousness that signify "I" for the other, that represent 

that other, disclose, according to Lukacs, unreliability of the world around and, therefore a 

disintegration of the subject/personality as these two are closely interrelated. 166 The man is 

inexplicable to other as he is to himsel/67 says the voice that "represents" unrepresentable (Ab du-

Ibrahim). Appropriating the other while at the same time challenging the very reality of that 

appropriation. That is the tension, "curious contradiction", another "complexity". 

l62 Wendell V. Harris. "Modernism". "Dictionary 0/ Concepts in Literary Criticism and Theory. Greenwood Press 
1992. pg. 239 

l63 Wendell V. Harris. "Modernism". "Dictionary o/Concepts in Literary Criticism and Theory. Greenwood Press 
1992. pg. 324-328 

l64 Georg Luh'lcs. "The Ideology of Modernism". Literature in the Modern World. Critical Essays and Documents. Ed 
by Derinis Walder. Oxford University Press 2004. pg 178 

l65 Georg Lukacs. "The Ideology of Modernism". Literature in the Modern World. Critical Essays and Documents. Ed 
by Dennis Walder. Oxford University Press 2004. pg 180 

l66 Georg Lukacs. "The Ideology of Modernism". Literature in the Modern World. Critical Essays and Documents. Ed 
by Dennis Walder. Oxford University Press 2004. pg 178 

l67 Georg Lukacs. "The Ideology of Modernism". Literature in the Modern World. Critical Essays and Documents. Ed 
by Dennis Walder. Oxford University Press 2004. pg 180 
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VI. What the novel does not say. 

A. Julie's silence 

Abdu-Ibrahim is silent, does not speak and is not heard but the silence in the text belongs to 

Julie as well. At the end of the story we are equally uncertain about her intentions, desires, the 

seriousness of her decisions, the nature of her actions. Is she ready to give up on Abdu-Ibrahim? 

Has she only found another, perhaps less possessive way ofloving him? Has she found her "home"? 

Does she truly care for Maryam, Khadij a and all the others? Do they not represent just another 

element in the series of Julie's pickups? Likewise we do not know and understand the essential 

motives. For instance, the major stimulus for Julie's decision to stay in the village seems to take 

place in the desert yet what actually happens there is mostly depicted in a very abstract and vague 

manner. 

-/ don't know, out of the sky something has changed your mind, driven you crazy? Where did 
you get the idea from, how, where? 
And while his anguish batters them both she now knows where. The desert. But she cannot tell 
him that. The stump of wall in the sands where the street ends, The dog waits and a child 
places a hand. 168 

We learn, however, that it is there, at the very end of the story, Julie learns something important 

about herself and Abdu-Ibrahim. At some point, she comes to realize that Abdu-Ibrahim, the one 

she has chosen to follow; is rather her self-projection, an image of her own desires more than 

somebody real, an independent consciousness . 

.. for her to understand what she had done. '/ was occupied in picturing him to myself; / had 
undertaken the task of imagining him. ' But he is himself. Nobody's task. Tell it to the desert; 
h . ,r; 169 t at IS saJe. 

However, is that the reason that actually pushes Julie to stay in the village? 

168 Gordimer 262 
169 Gordimer 245 
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B. Journeys to the desert 

The confrontation with the desert takes place as a series of repeated journeys, probably the 

most puzzling ones of all in the novel. Isn't it ironic? The plane flight that brought the characters 

from one world (industrial, diverse and cosmopolitan) to another (poor, religious and conservative) 

was given so little space in the narrative. The journey to the desert, perhaps a five-minute walk not 

one of the other characters know about (No-one would notice her absence170), is described in much 

detail. We learn about the buildings that line a narrow street that ends in the desert!?!. We read about 

the people who live there and who cross her path (the man with a donkey cart, the vendo/ 72), about 

the dog and the Bedouin woman. Lengthy descriptions of how the desert appears to Julie and of her 

long meditations when sitting on a masonry mound suggest another modernist element, the 

subjective perception oftime. These journeys are the most important ones of all in the novel, they 

take up the greatest amount of space. 

Another disruption of "objective representation" is the fact that her journeys cease to be 

linear but become cyclic, assume a ritual-like nature (only particular time ofthe day, she always 

buys fritters etc.). The desert becomes a place of spirituality for like the prophets in Judaeo-

Christian tradition who came from the desert and periodically returned there to purify their hearts 

Julie retires to the seemingly inhospitable piece of land whenever she faces crises, when her beliefs 

seem to turn out false and unreliable. It is a room for self-examination, soul-searching and self-

questioning where she comes to look for answers when disappointed and lost in vain attempts to 

understand the other173
• It is here she meditates upon what her own truth is. 

Of why you live the way you do. And how that ought to be. No rules, not those of The Suburbs 
or even (not any more!) those no-rules of The Table - the elusive coherence is what there 
would be to go by - something of what is known grandly as the truth . ... Well, the individual 
truth. Nobody else's.174 

170 Gordimer 171 
171 Gordimer 131 
172 Gordimer 229 
173 Gordimer 230 
174 Gordimer 244 
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c. Desert as a source of revelation 

But why desert? What is going on there? Self and other dichotomy depicted as a general inter-

subjectivity or more specific, social, cultural and gender difference ceases to take place within 

human context only. The encounter with othemess is this time represented by a confrontation with a 

natural element. It is, too, rendered as a structural device to save the dual structure of the novel. The 

two environments, earlier contrasted with each other, come this time to represent one principle, the 

human agency. Both are the products of human activities, both represent culture and civilization, 

space where human beings, their actions and achievements matter and make a difference. Not in the 

desert. There, one is exposed to the elements, to the indifference of the environment. In the desert, 

one is inescapably faces the threat of nothingness (But there is no-one. Nothing imprinted on the 

desert. 175), the irrelevant nature of all activities, distractions, drives. 

Go no farther with your belching cars, your bleary lights in the majesty of darkness, your 
street vendors and broadcast babble; go no farther in your aspiration/ 76

. 

The desert as is depicted in the text represents everything that is outside the human realm - infinity, 

death or ultimate immobility. Everything that is free from human element or even anything alive, 

free from growth and, therefore, in Gordimer's words "pure" . 

... only that which is inactive can attain purity. Nullity is purity; detachment from the greedy 
stirring of growth. Eternity is purity; what lasts is not alive.i77 

Face to face with the desert, nothing is the same, everything assumes different significance. 

"Wh th·· th d t t k . ,,178 en you lrst, m e san s, wa er a es on a new meamng .... 

One must pay attention to different things - to accept the empty silence, to ignore sun and heat, to 

be untroubled by the sparseness of everything other than space. What otherwise seems important, 

appears suddenly as irrelevant, vain. It makes Julie laugh at the "games ,,179 of The Table, "English 

175 Gordimer 231 
176 Gordimer 167 
177 Gordimer 172 
178 Gordimer 168 
179 Gordimer 198 
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charades in the desert" 180in the books she has ordered. Encounter with the desert brings 

reevaluation of standards. Certain things are no longer necessary, certain things cease to be real. 

The novel reveals a sharp contrast between the constant, unbroken and lifeless space and a 

bewildered human being with a fractured consciousness, "a hurricane, every thought bending and 

crossing its coherence inside her"J8J. Yet, there are moments when the nature ofthe desert affects 

deeply Julie's sensibility and the space takes her deep within herself; "taken into it,for it has no 

measure of space .. " 182 Her consciousness and the immensity of space of the desert infiltrate each 

other, her confusion goes away and she arrives at self-knowledge. 

The dog went silently away. She sat on until the tumult slowly cleared within her disentangled. 
The sands of the desert dissolve conflict; there is space, space for at least one thought to 

. 183 come: to arrzve at. 

It is evident that Gordimer's depiction of the vastness of the desert and it's effect on the 

character, i.e. as a spiritually, aesthetically or emotionally uplifting experience, in some ways 

correspond to the theories of sublime as articulated by 18th century thinkers, mainly Edmund Burke 

(Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful), Immanuel Kant 

(and his distinction between Beautiful and Sublime in Critique of Judgment)184. Both of them spoke 

ofthe sublime as something incomparably and absolutely great, inspiring a sense of awe 185. For our 

particular case (the fusion of the physical and inner), however, the ideas of Gaston Bachelard, 

French philosopher of the 20th century, are far the most convenient. He emphasizes vastness as 

interplay between exterior space and interior spiritual place of the self and he goes even so far as to 

suggest a total breakdown in the dichotomy of in teriorl exterior. He writes: 

"The world is wholly inside and I am wholly outside myself. ,,186 

Immensity belongs to contemplation, according to Bachelard, who names it "the intimacy of 

180 Gordimer 198 
181 Gordimer 230 
182 Gordimer 172 
183 Gordimer 231 
184 Nicola Trott. "The Picturesque, the Beautiful and the Sublime" A Companion to Romanticism. Ed by Duncan Wu. 

Blackwell Publishing 1998. pg. 78 
185 Eva T.H. Brann. The World of Imagination. Sum and Substance. Rowman and Littlefield 1991. Pg 749. 
186 Bachelard in J.E.Malpas. Place and Experience. A Philosophical Topography. The Cambridge University Press 

1999. pg 6 
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immensity,,187. As the immense is intrinsic to our inner world in the state of reverie, it is through 

this particular immensity and the physical immensity ofthe world space that these two worlds 

merge. The spaces of inner and outer - of mind and world - are transformed one into the other as 

inner space is brought outside and outer space within. 

"When human solitude deepens, then the two immensities touch and become identical". 188 

Julie's encounter appears to be such a fusion of consciousness and physical space, a collapse of 

interior and exterior distinction which constitutes a revelation, a self-understanding. "The sands of 

the desert (outer) dissolve (inner) conflict". 

The immensity of the desert becomes an appropriate background, space to be filled with the 

limitlessness of her inner world, inner stream of consciousness, the stream of vision189 where future 

reveals its sinister possibilities; the ultimate humiliation of the other, in particular. 

Her m otherlDanielle introduces IbrahimlAbdu to women, bringing himforward by the hand: 
my son in law, an oriental prince . .in Gucci shoes, Armani pants and Ralph Lauren shirt 
Danielle's brought him, his beauty is an exotic dish to sample along with the pool-side 
lunch. 190 

Humiliation, indeed, but seen and understood as such only through the other's, Julie's eyes. It is 

precisely that revelation with which Julie becomes "purified" and her "truth" is discovered. Seeing 

and feeling the immensity of her own consciousness (via immensity of the desert) she understands 

that immense complexity of the other is beyond her reach, like her own is for the other. The other is 

not to be appropriated. Not even by her. 

"But he is himself. Nobody's task. ,,191 

D. Desert as ungraspable as everything else. 

The self always strives to discover and understand othemess either for the sake of intimacy 

187 Eva T.H. Brann. The World of Imagination. Sum and Substance. Rowman and Littlefield 1991. Pg 749. 
188 Bachelard in Eva T.H. Brann. The World of Imagination. Sum and Substance. Rowman and Littlefield 1991. Pg 749. 
189 Gordimer 245 
190 Gordimer 245 
191 Gordiimer 245 
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in a love relationship, or in attempts to discover the voice of the subaltern; the social and cultural 

otherness. The appropriation of Ab du-Ibrahim by The Table, Julie's and Abdu-Ibrahim's mutual 

alienation and isolation reveal that these attempts always somehow fail and result in grave 

misunderstandings. The encounter with the desert as a confrontation with otherness that goes 

beyond anything human is by no means an exception. We understand that Julie perceives the 

timelessness and immobility ofthe desert yet are these notions actually thinkable, imaginable, and 

again, representable? The immensity of the desert is only a reflection of the immensity of her inner 

world. It's characteristics are only reflections of what already exists within herself. Even here the 

other is perceived through self, via the subjective space. 

Any major attempt to embrace and comprehend otherness by the characters in the novel 

represents a failure. otherness escapes Julie, Abdu-Ibrahim, or The Table. The novel is mainly about 

that escape and coming to terms with it. Behind "But he is himself." we hear "Tout autre est tout 

192 

autre. (Every other is completely other.) " as Jacques Derrida articulated the problem. 

The most difficult for everything we do say or do or cry, however, outstretched toward the 
h b .. h' 193 ot er we may e, remazns wzt zn us. 

Like Julie who, at the end ofthe novel, must come to terms with the freedom ofthe other 

that resists appropriation so do we, the readers, must come to terms with the essential uncertainty 

that veils the action of the novel or the world around us. Like Julie we must come to terms with the 

lack of knowledge and its ultimate inaccessibility. 

The experimental mode of the novel then undermines the authority ofthe text and precisely that 

contradiction/paradox emphasizes (or demonstrates?) the escape of what the novel represents. 

While the text attempts to convey movement (rhizomatic movement) or mode of being (being as 

otherness/subaltern), it represents merely tracing (the rhizome escapes) and illusion (of otherness) 

yet, eventually, it reveals also its own self-awareness, acknowledgment of its failure, perhaps, for us 

to acknowledge our own. 

192 Jacques Derrida. "From Psyche". Acts a/Literature. Routledge 1992. pg 321 
193 Jacques Derrida. The Gift a/Death. University of Chicago Press 1995. pg 68 
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E. Journey as enigma 

Julie's final journey dissolves in immobility. Journey as a failure, journey as a pickup, journey 

as a readiness to embrace otherness, the final journey leads towards space which is defined by 

characteristics that seem to be the very contradiction ofthe very nature of any journey. The 

journeys, motions in time and space, terminate in a place which is depicted as motionless and 

timeless. Perhaps, it serves to allude to the great metaphor oflife as a journey that is halted by 

death; something beyond the time-space continuum. Lifeless, timeless, eternal, irrational like the 

dog and the Bedouin woman encountered regularly. 

Sometime the stray dog appeared; what was it he found in the desert, as the woman's flock of 
goats found pasture; but this was not the place of questions to be asked of oneself or 
answered. 194 

Here the concept of journey is transformed profoundly. From here it becomes impossible and 

pointless to go anywhere. 

The final scene of Abdu-lbrahim's departure is closed by a scene full of inertia, waiting of 

women, and silence. The whole act is summarized by a simple gesture and a phrase uttered in 

Arabic, contradictory and ambiguous as the novel itself. 

Khadija put an arm around her conspiratorially, smiled intimately, and held out the bunch of 
sweetness, smooth dark shiny dates. She spoke Arabic, the foreigner understands enough now. 
'He'll come back" 
But perhaps a reassurance offeredfor herself, Khadija thinking of her man at the oilfields. 
195 

In that sentence pronounced by the Arab woman hopelessness rather than hope is present (after all it 

is only Ha reassurance "). The optimist interpretation would imply re-union, eventual 

understanding, love. Rather, we sense the pessimistic insight into the reality of waiting for someone 

who either disappears in the tumult of the" other" world or comes back to reveal the hopelessness 

194 Gordimer 198 
195 Gordimer 268 
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of journeys that always lead to where they begin. The latter option would not be the first time for 

Abdu-Ibrahim. Journey in that case assumes cyclic character for both of the main characters. They 

both seem leave from and return to the same place (the village, the desert). A cycle the meaning of 

which we must question. 

Julie remains silent, offering only "appropriate kindly answers"l96 to those who question her 

about her intentions or plans. She does not respond to Khadija's remark, the final sentence is 

confusing again related to the doubt whose perspective we are presented with. Indeed, who is it 

speaking? 

In the end, we are leaving the text with essential uncertainty and sense of mystery. What remains is 

merely a small talk (the content of which we are not even given), Khadija's ambiguous remark, 

Julie's inaccessibility and a narrator's voice with an unclear point of view. The final perspective (of 

the narrator, Julie?) remains hidden .. 

The journey of the text then ends with impossibility to explicate the purpose and mystery of 

Julie's experience. The insecurity lurking behind the orderly and apparently purposeful world of the 

novel takes over. What we are left with is enigma that again undermines the representational mode 

of the novel and possibility for knowledge of the world in general. That final dubiety and 

slipperiness attack us just before the signifying power of words and their materiality surrender to 

the emptiness of a blank page. The rest is our journey, the journey of a reader to look for a message 

in that enigma of what the text does not say. 

One senses a kind of pessimism and skepticism behind the ending that drives the text further from 

order, clarity or linearity. The ultimate nature of the world in the novel at the time of its ending 

lacks clear structure: it is chaotic, without evident reason or purpose. With the indeterminacy of its 

end the novel proclaims something sinister about the recognition where the journey leads to. It leads 

to skepticism toward the possibility of objective representation, the limited scope of human 

perception or the difficulty of its communication. Paradox and lack of understanding conquer the 

196 Gordimer 268 
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world of human relationships and dominate the situations as they emerge at the end of the narrative. 

Such is the reality of the world we live in according to Nietzsche. He believed these are the truths 

that we find in art, for in art the sinister facts about reality and beautiful illusion merge together to 

produce tragic reality where human beings can grasp the reality of life without being threatened by 

it197
• These pessimistic ideas come to us in the form ofliterature, fiction, beautiful words that bring 

pleasure and comfort. Why would we want to read/set on a journey if it were entirely without 

pleasure? Literature is, indeed, "another country withoutjires, where fever lurks under leaves". 

Fires would represent the danger of destruction and death but where beauty and knowledge reside 

along each other what we perceive is merely fever bringing tragic consciousness that ceases to be 

destructive. That is where the journey leads to. 

197 Friedrich Nietzsche. The Birth of Tragedy. Transl. By Douglas Smith. Oxford University Press 2000. pg 46 - "Here 
at this point of extreme danger for the will, art draws near as the enchantress who comes to rescue and heal; only 
she can reshape that disust at the thought of the horrific or absurd aspects of life into notions with which it is 
possible to live .. " 
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Resume/Summary 

Dilo Nadine Gordimerove je charakteristicke komplexnosti a zamerenim se na tuto jeho 

vlastnost zacina ma diplomova prace. AutorCiny romany zobrazuji komplikovanost a rozporuplnost 

intimniho sveta lidskych vztahu, milostnych, rodinnych ci pfitelskych a jejich slozity pomer vuCi 

svetu vefejnemu, politickemu. To, co zpusobuje onu slozitost v ramci mezilidskych vztahu, je 

pfedevsim neschopnost komunikace s druhym, ktery je nejakjiny - bud'to barvou sve kuze, 

spolecenskym postavenim nebo kultumi odlisnosti. Sama Gordimerova prozitek teto odlisnosti 

dobfe zna. Jako bila intelektu:ilka-spisovatelka angafujici se v boji za dodrzovani zakladnich 

lidskych pray, jez dlouha leta zila v rasove rozdelene spolecnosti JiZni Afriky, se nemohla v pravem 

smyslu ztotoznit ani s jednou stranou konfliktu. Hodnoty vladnouci mensiny pro ni byly 

neakceptovatelne, avsak soucasti potlacovane vetSiny se, pro sve privilegovane postaveni, nikdy 

nemohla stat. 

Toto tema se ve velke mife zobrazuje v konfliktech a situacich, v kterych se ocitaji postavy 

jejich romanu. Nejinak tomuje i v knize, jezje pfedmetem teto prace. Hlavnim tematem romanu 

The Pickup (v ceskem pfekladu Poutnici) je odlisnost, jinakost a jeji pfivlastiiovani subjektem, ktera 

nas provazi celym pfibehem jak tematicky tak form:ilne. Jde tu 0 jinakost v intimnim vztahu dvou 

lidi, 0 nemoZnost pfeklenuti kultumich rozdilu Ci 0 pfirodnim elementu, ktery splyva s vnitfnim 

svetem postav. 

Ustfedni metaforou se stava cesta, kolem niz je jak roman tak vlastni text diplomove prace 

uspofadan a ktera nas provadi rozlicnymi tematy, jez se v romanu objevuji. Cesta a pohyb je take 

prvni zastavkou ve snaze hloubeji prozkoumat vztah mezi forrnou a problematikou, 0 niz roman 

pojednava. 

Tema cesty se objevuje uz v uvodni basni, ktera slouzijako motto celeho textu. Jeji rozbor 

smefuje k zamysleni se nad vztahem reality a literatury, jelikoz prave ona nas nuti opustit svet 

materi:ilni a ponofit se do sveta imaginamiho. Fiktivni svet basne je take podnetem k ceste hlavni 
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postavy Julie, ceste nikoliv cteneirske nybd ceste ve fyzickem slova smyslu. 

Take neis roman zacina cestou, tedy spfSe jejim koncem. Uvodni cesta Julie za prateli konci 

znenadani automobilovou nehodou, ktera j e take pricinou seznameni s automechanikem Abduem, 

ilegalnim imigrantem, s nimz, snad z nudy, snad ze zvedavosti, navaze nejdffve pratelstvi a pozdeji 

i milostny pomer. Povaha jejich vztahu je svym zpusobem popsana nazvem romanu. "The Pickup" 

je derivat frazoveho slovesa (to pick up) vyznacujicf se semantickou ambivalencf. Implikuje totiz 

jak cinitelskou, tak trpitelskou roli. Stejna ambivalence se pak objevuje ve vztahu dvou hlavnfch 

postav. Nikdy presne nevime, kdo z nichje v ramci tohoto vztahu dominantni, tj. kdo tim druhym 

manipuluje a kdo je naopak manipulovan. 

Toto sloveso/podstatne jmeno v sobe nese take urCitou nahodnost, libovolnost, 

lehkomyslnost, ktera je vlastni Julii a taktez zpusobu, jakym navazuje vztahy. At' uz ten k Abduovi, 

k rodicum, nebo pratelstvi s umelci, intelektualy a volnomyslenkafi, s nimiz se schazi v uvolnenem 

a bohemskem prostredi kavamy El-Ey. Byti s druhJ'mi lidmi postrada jakoukoliv intimitu a 

vzajemnou duveru najedne strane a zodpovednost Ci povinnost na strane druhe. To samozrejme 

ovlivnuje i pohyb postav, jejich neukotveni, to, ze nedokazi zapustit koreny ve svem prostredi, 

nejsou nikde doma. Deleuzova a Guattariho metafora rizomu vystizne popisuje pohyb a vzajemne 

setkavani postav, tj. jak se kumuluji a zase rozprchavaji, vytvareji nezavazna spolecenstvi, ktera 

zase opousteji, aby nahodne vytvarely dalSi. Jejich pohyb neni lineami, nikde nezacina ani nekonci 

(roman zacina v pulce cesty a konci pocatkemjine). Zda se vsak, ze rizomaticky pohyb nepronika 

do struktury textu, ktenije selektivni (ustredni linie pffbehu) a hierarchicky usporadana (hlavni 

postavy, vedlejsi postavy). Text ma pocatek a konec ajeho dej je prevame logicky, lineamL Jako 

"tracing" redukuje rizomaticky pohyb, ktery mu pak unika. 

Byti jako vykorenenost a dynamicky pohyb vytvafi identitu, ktera je nestala a ktera se 

vztahuje k druhemu, jinemu, nez aby byla urcena stejnosti ci podobnostf. Mozna proto Julii co si tak 

silne pripoutava k novemu partnerovi, tolik od ni odlisneho - kulturou, socialnim postavenim, 

jazykem. Moma diky tolika rozdilum je jejich vztah postaven na zasadnich nedorozumenich, ktere 
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se tykaji toho, kymjsou, za koho se povazuji, co od druheho a sami od sebe ocekavaji. Zjist'ujeme, 

ze si 0 druhem vytvari vice mene staticky obraz, ktery se skutecnou povahou druheho nema vlibec 

nic spolecneho. Tomuto obrazu podfizuji sve chovani a zaroven sami citi, jak si je druhy znasilnuje 

stejnym zpusobem, cimz se mezi nimi vytvari bariera, kterou je schopna pfekonat pouze telesna 

vasen. Ta ma sva vlastni pravidla a zakony. 

Nedostupnost druheho se pak promita i do formy romanu. 0 postavach ajejich skutecnych 

motive ch mame pouze kuse informace a nikdy pfesne nerozumime pfiCinamjejich rozhodnuti. 

Pouze zfidka se vypraveni posune z er-formy do prvni osoby, a my tak pronikame do vnitfniho 

sveta postav, abychom poodhalili jejich zamery, pochopili vzajemne omyly a vlastni povahu 

nedorozumeni. 

Sebepoznani postav ajejich vzajemne vnimani souvisi s tim, ze se roman odehrava na dvou 

mistech, kosmopolitnim Johannesburgu a zapomenute nepojmenovane vesnicce v pousti, kam obe 

postavy pfiblifue v pUlce romanu putuji. Julie i Abdu-Ibrahim se tak v romanu pohybuji jak na 

domovske pude, tak v exilu. Tato dichotomie nam umoznuje srovnavat jejich reakce a pochopit 

zfejme to jedine, co krome vzajemne fyzicke touhy oba sdili. Obe postavy totiz pocit'uji jakousi 

nechut' k domacimu prostfedi, k nemuz je nic nepouta, a proto nemaji zabrany odejit a zit jinde. V 

cizim prostfedi se rozhodujicim zpusobem promenuji (Ibrahim se dokonce stavaAbduem), jejich 

identita se stava identitou cizince, vzdy syJm zpusobem vzdaleneho ostatnim. V po stave Abdu

Ibrahima se musime ptat, zda neni vzdaleny i samotne autorce. 

Pokrytectvi Juliinych pfatel u kavarenskeho Stolu, ktefi se jevi jako zdanlive tolerantni a 

otevfeni, je pouha hra. Pfi podrobnejsim zkoumanijejich debat zjist'ujeme, ze Abdu-Ibrarurn v nich 

nedostava zadny prostor, ackoliv je hlavnim tematem hovoru. Nikdo ho ve skutecnosti neposloucha, 

nikdo se vlastne nezajima 0 to, co fika, pfestoze se debaty konaji v "jeho zajmu". Abdu-Ibrahimovi 

tak u Stolu schazi hlas a zUstava nemy. V jeho ramci se stava "subaltemim" subjektem, ktery nema 

moznost se reprezentovat. Pokud srovname roli Stolu s roH autorky ci s nasi ctenafskou roH, 

musime si polozit zasadni otazku, zda s Abdu-Ibrahimem nezachazime podobnym zpusobem. 
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Abdu-Ibrahim, anonymni ilegaIni immigrant, je skutecne nemy, nebot' postnida jakoukoliv 

vypovedni hodnotu 0 realite ilegaIniho imigranta. Je pouhou mimi a autorkou vytvorenou iluzi a 

tudiz nereprezentovatelny. 

Pnive reprezentace je v romanu klicovYm problemem. Prestoze si autorkaAbdu-Ibrahima 

"privlastiiuje" (napr. 0 nem hovori v prvni osobe), deje se tak zpusobem, jez samotny fakt 

reprezentace pomoci proudu vedomi podryva. Roman se vlastne pohybuje nekde na puli cesty mezi 

realismem a experimentem. Lineami pfibeh, snaha 0 zachyceni spolecenskeho klimatu, autoritativni 

er-forma je narusovana pouze obtiZne rozpoznatelnym posuny mezi postavami jako reflektory 

situaci, subjektivnim vnimanim casu Ci, jiz zminenymi, proudy vedomi. MOZnost objektivni 

reprezentace je tim relativizovana a vznika rozpor, paradox (autorka cosi "Cini", ale sama to, co 

Cini, zpochybiiuje). Co to znamena pro samotne privlastneni Abdu-Ibrahima? 

Text je sebereflexivni, je si vedom sveho selhani. Hlavnim tematem se tak stava tento 

neuspech a smifeni se s nim. Julie na pousti poznava a akceptuje fakt, ze Abdu-Ibrahim ji unika. My 

jako ctenafi se musime smifit s tim, ze postavam vlastne nerozumime. I sam text si je vedom toho, 

ze druheho je nemozne znat, tj. objektivne reprezentovat, cimz popira sam sebe. 

Konec romanuje posunem k urCite vagnosti. Nevime, co se vlastne deje, nevime, kdo mluvi 

a co vlastne rika. Cesta konci v pousti, nehybnosti, bezcasi a nekonecnosti, kterou nelze vyjadfit ani 

chapat, je to pouhy prostor vyplneny projekcemi lidske mysli. Nase ja dominuje vsemu, co 

vnimame, a tomuto stavu veci nelze uniknout. 

Prace konCi uvahou, jakje mozne, ze je v nas ctenarska touha, odvaha vydavat se na cestu a 

pfijimat tyto skutecnosti. Je to iluzomi krasa pfitomna v umeni, poteseni a utecha, kterou nam 

umeni skYta. Krasa zahalujici pravdu 0 pochmumosti podstaty nasi existence nam umoZiiuje ziskat 

tragicke vedomi a pfijmout pravdu, aniz by nas ohrozovala. 
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