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are cared for equally by Ursula, who is definitively drawn 

on the model of Fiona. Ursula is another powerful female, 

capable of driving at least two men to suicides she is elegant, 

changeable,, smoldering, practical, physical, and mythical. 

She is, to Allert, both "one woman and every woman" (p. 61) 

and possesses the vitality and sexuality of Fiona. 

The second triangle consists of Allert, Ariane, and the 

wireless operator. This triangle is another version of the 

first. The first occurs on land, and the second occ·urs in 

the more amorphous setting of the sea. Again, the two males 

are intrigued by and share (although at separate times) one 

female. Just as the first triangle is tainted by Peter's 

animosity for Allert, the second is colored by the antipathy 

between Allert and the wireless operator. Allert's role 

seems to be a reflection of his role on land. If his "reality" 

was with Ursula and Peter, his role at sea seems to be a 

mythical duplication. The ship provides appropriate backdrop 

for enactment of the mythical version of the shore's reality: 

It sails by islands with imaginary goats where Ariane becomes 

the child-nymph, playing the flute and wearing primitive 

animal costume. Indeed, the ship seems to Allert to be 

out of reality, not making any real progress whatsoevers 

it seems to be a timeless, motionless vessel. 

Allert's double triangles, the designs Allert perceives 

himself to be part of, might be construed i'n this wayz 
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Ariane 

wireless 

(myth; sea) (reality; land) 

Thus has Allert constructed his dual vision, but he has 

made some necessary changes. On land Allert could not control 

his relationship with Ursula and Peter, and was forced into a 

passive condition both by Peter's suicide and by Ursula's 

decisive departure. His reconstructed version on sea has 

given him the opportunity to select a female who is more appro­

priate to his needs, the nymph-like Ariane, an ani~ figure 

who could restore his wounded sense of ego. Not surprisingly, 

Allert controls Ariana's "departure." 

Ariane is child-like, small, innocent in her playfulness. 

She represents the naivete that Catherine embodies in The 

Blood Oranges. The similarities of the two females are striking. 

Once again it, is the experienced, rather profane Ursula (Fiona) 

who has been long married to the protagonist-narrator, and the 

childlike innocent, rather daughterly sacred figure of Ariane 

(Catherine) who is her complement. 

Allert, like Cyril, is a persona with needs. Ursula 

and Peter fulfill those needs for a time, although not with the 

lyrical beauty of the foursome in The Blood Oranges. Peter, 

like Hugh, cannot sustain his role of the negative animus in 

the protagonist's design, and speaking to his own needs 
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commits suicide. The harmonic triangle is thus shattered 

and Allert, soon abandoned by Ursula, seeks to compensate 

for his losses with his experiences on the ship. The design 

he creates aboard ship has no alternative to becoming debris 

because it is, from the start, a mirror image of the design 

already enacted on land. Allert ends the mythical enactment 

appropriately, casting Ariane into the incomprehensible sea. 

He is, as he comments finally in the novel, not guilty, for 

he only acts as the design compelled him--toward debris. He, 

like Cyril, is unaware of that unconscious motivation; Hawkes 

is maintaining distance between himself as creator and his 

protagonists. 

It is curious to note that in the two pairs of females 

examined thus far, the passive, more "feminine" anima figures 

(Catherine, Ariane) are victimized as the pattern of design 

moves toward debris. The strong. more dominating females 

(Fiona, Ursula) depart independently from the scene of collapsed 

design. It is also of interest that in The Blood Oranges 

Cyril loses his twinned anl~~ figures through no will of his 

own. In neath, Sleep, & the Traveler Allert loses the first, 

Ursula, but destroys the second, Ariane. The will of the 

protagonist appears, like the design/debris motif itself, 

to be metamorphosing, while the roles of the females appear 

comparatively constant. 



Travesty 
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In The Blood Oranges Cyril deludes himself into believing 

that a lyrical regeneration of Illyria is possiblei in Death, 

Sleep, & the Traveler Allert, seemingly devoid of lyricism, 

stares at the incomprehensible sea with a fleeting thought of 

suicide; in Travesty the narrator culminates the developing 

recognition of the inevitability of design's debris with his 

murder/suicide. Perhaps that explains why the narrator is, 

in this final work of the triad, nameless--he is the culminating 

figure of Cyril and Allert, re-integrating with the complementary 

figures of Hugh and Peter and making the ultimate move from 

previous designs to a seemingly irrevocable debris. 

It is in Travesty that Hawkes most clearly articulates 

the design/debris motif; 

"In its own way it is a form of ecstasy, 
this utter harmony between design and 
debris.ti (p. 17) 

.. The greater the incongruity, the greater 
the truth." (p. 20) 

"Design and debris permeates all tissues 
of existence •••• " (p. 27) 

.. the olive tree is beautiful onl1 
••• d " ( 29 because it is so deforme • P• 

The primary design in Travesty is once again based on a 

foursome: the narrator, Honorine (his wife), Chantal (their 

daughter), and Henri (a poet who has been lover to both 

Honorine and Chantal). The narrator forcefully commands 

the destruction of the design in a compelling motion from 
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the start to the finish of the novel. This book, unlike its 

predecessors in the triad, is written in one long thrust 

rather than as fragments bobbing from one time or another. 

The structure of the novel implies the torque of the speeding 

automobile, a sexual force, while simultaneously illustrating 

design's compulsion toward debris which the earlier books 

only suggest. : 

There is no mistaking that design ~ become debris 

in Travest~. The various facets of the work illustrate in­

congruities and the necessity for those incongruities if reality 

is to be sustained. It is the fact that the narrator's life 

has not had enough balance (design counterbalanced with debris) 

which forces his destructive act. It is because he has a lovely 

wife, a beautiful marriage, no physical infirmities to cause 

him trouble, etc., that he has to induce his own debris. Reality 

is the delicate balance of two complements. Lacking that 

balance when the novel opens, the narrator of Travest~ takes 

pains to create the debris which balance demands. Once again, 

the protagonist here is unaware of the author's greater design. 

The narrator here declares his reason for the destruction to 

be his blissful state of harmony, when we as readers see that 

his life is not all that harmonious. Nonetheless, the protagonist 

sees it that way and acts accordingly. The author would, in 

any case, have design fulfill itself with its complement, debris. 

Consequently the narrator divorces his "harmonious 11 

reality by entering his car. It, like Allert's ship, is a 
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timeless vessel, speeding yet motionless, a mythical capsule 

in the midst of reality. Hawkes seems to have found the still 

voice mentioned at the end of Second Skin, the still point 

of Eliot's "Burnt Norton,•• the terrific hiatus which pervades 

the works of Faulkner. Hawkes's still point is a quiet retreat 

in the storm of reality; its design, too, must end. 

For a moment Travestx hints at the possibility of debris' 

becoming yet more design, the same notion which ·Cyril roman­

tically embraces in The Blood Oranges. The nauator in Travesty 

suggests that the resultant wreckage of the car with its mangled 

bodies might form yet another design with nature, to be dis­

covered by wandering schoolboys. However, this romance is 

not held for long because the narrator realizes that in reality 

the wreck will not exist, that fire will ignite the gasoline 

and destroy everything, the wreck• s sculptvr-e. thus being annihil­

ated before anyone could appreciate it. The narrator exhibits 

here a realistic perspective which Cyril does not know, a sense 

of reality which Skipper thinks he has escaped. It can be seen. 

then, that design becomes debris, and that any further design 

is lyrical illusion fit only for romantics. 

Neither are there any romantic women in Travestx. We 

find in this novel versions of the same females who appear in 

the earlier ones,of the triad. Honorine is the surviving female, 

a forceful, sensual woman drawn along the lines of Fiona and 

Ursula. The complementary figure to Honorine is Chantal, who 

is literally her daughter, rather than metaphorically as 
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Catherine was to Fiona and Ariane to Ursula. Chantal follows 

the pattern noted in the discussion of the earlier novelss 

she is small in comparison to he~ larger mother, passive rather 

than forceful. She does excite the narrator, as did Catherine 

and Ariane, and her escapades as the winner of the sensual 

carrot game are reminiscent of Catherine in the grape arbor 

and Ariane amongst the goats. The narrator in Travesty circum­

vents the incest taboo by engaging in sexual activity not with 

Chantal herself, but with her surrogate, a g•rl named Monique 

who is her age and similarly small in stature and of the same 

coloring. With the entrance of Henri into the scheme, the narrator 

subconsciously no longer needs the surrogate Monique,for Henri, 

as the narrator's own complement (once again Henri, like Hugh 

and Peter, is everything which the narrator despises, a 

negative anim~~ figure) breaks the incest taboo outright by 

engaging himself with both mother and daughter. This arrangement, 

or design, must, like the others, come to an end, and the reader 

is the spectator of the forceful journey toward final debris 

for the narrator, Chantal, and Henri, 

Honorine and Chantal/Monique are anima figures for the 

narrator's persona. As has been stated, Honorine _resembles 

Fiona and Ursula, strong and sexual. The narrator, like the 

protagonists who preceded him, also has need of a more passive 

@.!lima, and thus turns to Chantal/Monique. 

Chantal is involved with the negative animus figure, Henri, 

just as Ariane was involved with the wireless operator and 
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Catherine was involved with Hugh. Chantal, the child, in­

nocent and passive, is willfully destroyed by the narrator. 

This is a decisive move from the totally innocent destruction 

of Catherine by Cyril, the ambiguous tones surrounding the 

murder of Ariane by Allert, to the blatant destruction of 

Chantal by her father. The passive gnimae are all destroyed; 

it is the will of the protagonist which has changed. 

Honorine and Chantal seem, then, to be clearly more 

versions of the females in The Blood Oranges and Death, Sleep, 

& the Traveler. The three pairs of females have functioned as 

animae for their respective protagonists and as complements 

of one another. While many other elements in the three novels 

of the triad have undergone change (e.g., the tone shifts 

from lyrical to destructive, the protagonist's will develops, 

the structure changes from fragmented to tour de force) the 

relationships of the females and their roles in the works are 

not only similar, but unchanging. It is this point which 

warrants some concluding observations. 



Conclusions 
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Upon reading John Hawkes•s triad the reader might ask 

why there are pairs of females in the novels and what significance, 

if any, these pairs might have in the analyses of the works. 

It is clear that a pattern of complementation, of design and 

debris, is a motif in The Blood Oranges, Death, Sleep, & the 

Traveler, and Travesty. The function of the twinned female 

figures within the design/debris tapestry, anima figures which 

interestingly complement both their protag~nist and one another, 

appears to be a constant in the triad. It is worthwhile to 

examine this constant to see if it suggests a thematic statement 

valuable.to the understanding of Hawkes's work. 

Each pairing of females--Fiona/Catherine, Ursula/Ariane, 

Honorine/Chantal-- is composed of strength and weakness, assertion 

and passivity, bold sexuality and comparative innocence, a 

typ.e of profanity ·and a naive sacredness. Each pairing, like 

yang and yin, is for a time balanced in harmonic tension, 

but is then forced to split apart. The twinned figures serve 

as facets of the male protagonist• s ~;n,i_pg1 needs, and for a time 

a harmony, from the protagonist's point of view, is sustained. 

When a negative animus figure--Hugh, Peter, or Henri--disturbs 

the harmonic complementation of the protagonist's persona, the 

~Il~ffi§; figures lose their roles as projections of the protagonist's 

psyche.and talce on identities of their own. 

The debris which engulfs the three male narrators does 

not destroy all of the females involved. Fiona, Ursula, and 
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Honorine, the more ttanimus 11 parts of the three female pairings, 

survive. Hawkes has made connections among these three 

throughout the three books by using certain images and colors 

to form associations among them. For example, the grape 

game and the lunches of grapes which Fiona prepares in The 

Blood Oranges are seen again as a tattoo of grapes on Honorine's 

abdomen. Fiona dresses in yellows, and yellow is also associated 

with Ursula. All three are large women, with strong sexual 

appetites and demanding personalities. These three command 

the attention of the reader, and yet quietly leave the novels 

while attention is focused on the protagonist mired in his 

real or impending destruction. It is on reflection that we 

realize that Fiona departed with Hugh and Catherine's children, 

that Ursula left her home to find anyone but a Dutchman, and 

that Honorine is waiting in her villa. None of these three 

has been significantly altered by the events of the novels; 

rather it appears that each survives unscathed. (Although we 

do not see Honorine after she learns of the destruction of her 

family, there is no indication that she will suffer unduly, if 

·at all.) Fiona, Ursula, and Honorine are survivors, independent 

women who for a time contributed to and depended upon harmonic 

balance which included other, weaker, women and men. 

Cyril, Allert, and Travesty's narrator all succumb to 

debris. Catherine, Ariane, and Chantal are sloughed in the 

process of design's becoming debris. These six lack the 

power and strength of the survivors, and are defeated by the 
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very tapestries of which they are parts. Their destruction 

captures the focus of the reader's attention, and the com­

parative subtlety of the others' survival is nearly lost. 

Hawkes is then finally suggesting that although twentieth 

century existence is moving from ephemeral, often illusory 

harmony increasingly toward its own demise, there is a true 

survivor and she is the strong female, Faulkner's Dilsey 

brought into the post-World War II era. The narrator of Travesty 

tells us, "There will be no survivors. None." But we, the 

readers, know that Honorine is sleeping, and quite peacefully, 

in her villa. The private apocalypse of Cyril, Allert, and 

Travesty's protagonist is complemented finally by the quiet 

and strong survival of three of Hawkes's most masterfully 

drawn characterss Fiona, Ursula, and Honorine. 
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Footnotes 

1 
Tony Tanner, "John Hawkesc no instructions how to read, 11 

New York Times Book Review, 28 March 1976, P• 23. 

2 
John Hawkes, The Cannibal (New York: New Directions, 1949). 

3 
Quoted in Albert J. Guerard, "John Hawkes: A Longish 

View, 11 A John Hawkes Symposium: Design and Debris {New Yorks 
New Directions, 1977), P• 3. 

4 
John Hawkes, Travesty (New York: New Directions, 1976). 

5 
Guerard, P• 3. 

6 
Guerard, P• 2, 

7 
John Graham, in his essay "on The Cannibal" in the 

John Hawkes Symposium disagrees vehemently with the uses of 
such words as "hallucination° and "nightmare" when referring 
to The Cannibal. He regards these words as barriers to the 
book; I regard them as explanatory. His essay is, however, 
an interesting one on the novel, especially in his explication 
of images therein. 

8 
John Hawkes, The Beetle Leg (New York: New Directions, 

1951). 

9
John Hawkes, quoted in the introduction to The Contem­

porary Writer (Madison: University of Wisconsin Press, 1972) 
edited by L.S. Dembo and Cyrena Pondiom, P• xx. 

10 

11 

1960). 

12 

Guerard, P• 2. 

John Hawkes, The Lime Twig (New Yorki New Directions, 

For an extensive and interesting analysis of 1rhe Lime 
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Twig, see Robert Scholes's The Fabulators (New Yorks Oxford 
University Press, 1967), P• 79 and following. 

13 
John Hawkes, Second Skin (New York: New Directions, 

1963). 

14 
For discussion of the comic element in Hawkes's work 

see Donald J. Greiner's Comic Terror: The Novels of John 
Hawkes (Memphis: Memphis State University Press, 1973). 

15 
John Hawkes, The Blood Oranges (New York: New Directions, 

1970). 

16 
.John Hawkes, Death, Sleep, & the Traveler (New Yorks 

New Directions, 1973). 

17 
In thinking of realism in regard to Hawkes I think 

of the term as explicated by Christopher Fry in his essay 
"How Lost, How Amazed, How Miraculous We Are" c. 1952, 
reprinted in The Modern Theater by Robert Corrigan. This 
reality is not the superficial make-up of day to day existence, 
but rather the incredible phantasmagoria of the pandemonium 
we call life. Fry goes on to say that "poetry is the language 
in which man explores his own amazement." (Corrigan, p. 1043) 
The use of poetic language and poetic landscapes in Hawkes's 
work is undeniable and oft commented upon. See Guerard, et al. 

18 
'John J. Enck in an interview with John Hawkes on 

March 20, 1964, in Madison, Wisconsin, recorded in The Con­
temporary Writer (Madison: University of Wisconsin Press, 
1972) edited by L.S. Dembo and Cyrena Pondiom, P• 11, 

19 
Enck interview, P• 11. 

20 
Travesty, PP• 17, 27. 

21 
John Graham, "on The Cannibal," 

posium: Design and Debris (New York: 
P• 49. 

22 
Graham, P• 49. 

A John Hawkes Sym­
New Directions, 1977), 
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23 
Huston Smith, The Religions of Man (New York: Harper 

and Row, 1958), PP• 211-213. 

24 
Carl Jung, "The Relations Between the Ego and the 

Unconscious," The Basic Writings of c.G. Jung (New York: 
The Modern Library, 1959), P• 153. 

25 
Jung, P• 147; "So far as our present experience ~oes, 

we can lay it down that the unconscious processes stand in a 
compensatory relation to the conscious mind. I expressly 
use the word "compensatory" and not the word "opposed," be­
cause conscious and unconscious are not necessarily in opposi­
tion to one another, but complement one another to form a 
totality, which is the self. 

26 
Enck interview, P• 11. 

27 
Jung, P• 158. 

28 
Jung, P• 159. 

29 
165. Jung, P• 

30 
James G. Head and Linda MacLea, Myth & Meaning (Evanston: 

MacDougall, Littell, & Co., 1976), P• 4. 

31 
Quoted in Enid Veron, "From Festival to Farce; Design 

and Meaning in John Hawkes's Comic Triad," A John Hawkes 
Symposium: Design and Debris (New Yorks New Directions, 
1977), n. 5 to P• 68. 

32 
The use of the word "triad" in reference to these three 

works has been made by many critics (see Graham, Veron, 
Greiner, among others} and seems, for lack of a better term, 
the best way to indicate association among the three novels 
without resorting to the word "trilogy" (see Tanner) which 
implies, I think, a continuation of a ~ame ~tory with.same or 
literally related characters. Hawkes is doing something 
rather different, I'm sure it will be agreed. 

33 For essays of analysis on Second Skin, see ~ 
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Merrill Studies in Second Skin, edited by John Graham. 

34 
The word 11 tapestry" is used frequently by Cyril in 

The Blood Oranges and is an appropriate metaphor for his 
lyrical vision of sexual harmony, i.e., for "design." See 
P• 1 in The Blood Oranges. 

35 
Giordano Bruno, reference made by Richard Ellman in 

Ulysses on the Liffey (London: Faber and Faber, Ltd., 1972). 
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