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Abstract

Paul Bowles (1910-1999) was an American writer who restlessly travelled throughout the
world until he finally chose Morocco as a country of permanent residence. He settled in Tangier
from 1947 until his death in November 1999. Paul Bowles’s work as a whole includes writings set
in the different countries he travelled to but the bulk of his literary production is essentially
Moroccan in themes, characters and settings. This dissertation attempts to investigate Paul Bowles’s
mystic quest in Morocco as a sheltering home and the reasons why this country retained him for a
lifelong expatriation. It also demonstrates the impact Morocco exerted on the fulfilment of the
writer’s quest in Morocco. In short, this study analyses the reasons why Morocco became the
writer’s adopted and sheltering home and the extent to which it fulfilled his mystic quest. My study
is a text based analysis involving Paul Bowles’s fiction, autobiographies, travel essays and
interviews.

This research has been conducted in the light of different methods, namely the comparative
method of investigation, the psychoanalytical approaches of Jacques Lacan, Julia Kristeva and others
when appropriate and of J.Olney’s and G.Gusdorf theories of autobiography.

The comparative method of investigation analyses the different contextual influences that
shape the expatriate’s image of Morocco and show the extent to which the writer was receptive to the
different world cultural and movements, in addition to the author’s familial, American and
Moroccan influential contexts.

Bowles’s literary production as a whole includes writings set in the different countries where
he resided for different periods of time. A significant element of my study is then the analysis of the
autobiographical cohesion and centrality that subtend the writer’s work as a whole. This part is
mostly conducted in the light of J.Olney’s and G.Gusdorf theories of Autobiography. The cohesion
and centrality linking Paul Bowles’s life and work reveal the Moroccan specificities as well as the
cultural and spiritual ethos that retained him for a definite expatriation and contributed to the
fulfilment of his mystic quest. In the contexts of J. Lacan’s and J. Kristeva’s psychoanalytical
theories, the image of Morocco is also revealed as the projection of Paul Bowles’s psyche, as the
metaphor of his self-recovery and definition and finally of his aspirations at transcendence.

Paul Bowles’s adoption of Morocco was to a significant extent due to his uncompromising
and sheer fascination by Moroccan Nature, scenery and cosmic elements. This appeal induced and,
to a great extent, contributed to the fulfilment of the writer’s mystic quest in the context of
Pantheism. I have therefore analysed Paul Bowles’s quest in the light of Ibn-al-Arabi’s Pantheism
and of other mystical philosophies as appropriate. Thus, the final chapter of this investigation has
been devoted to Paul Bowles’s mystic Morocco as the sheltering realm of his mystic quest.
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Introduction

Paul Bowles (1910-1999) was an American inveterate traveler who was strongly attracted by
exotic and foreign countries. His life was a perpetual journey to alien countries and continents such
as Europe, Ceylon, India, South America, Algeria until Morocco became his elected and sheltering
home country. This investigation analyses the protective value of Morocco and the fulfillment of the

writer’s mystic quest in this chosen abode.

Paul Bowles’s image of Morocco has been the subject of a drawn-out, intermittent debate
over the exoticism and primitivism of his image of Morocco. The literature available on the writer’s
Morocco abounds in the usual and unrevealing stereotypes on the ‘mysterious’, ‘exotic’ and
‘primitive’ country of Paul Bowles’s expatriation. In it, Morocco is a mere backdrop and an exotic

spot upon which critics project subjective images of kif addiction, exoticism, and primitivism.

Morocco is focal to Paul Bowles’s work as a whole. Without fully understanding the Moroccan
context of Bowles’s work, we cannot really appreciate and evaluate his actual vision of Morocco.
Last but not least, the mystic facet of Bowles’s image of Morocco as well as the author’s spiritual

quest has not yet been investigated.

In fact, the experience of living in Morocco radically altered Bowles’s life and work in ways
that have not yet been the subject of scholarship. Thus, my research unites two apparently disparate
cultures and worldviews: Bowles’s original western culture and his adoption of an Arabo-

Maghrebine approach to life.

This investigation analyses the different contextual influences that shape the image of
Morocco. The multiple facets of Bowles’s image of Morocco are analysed in the light of the world
literary and cultural movements that can be found in various forms and at different levels in
Bowles’s representation of Morocco. His literary production spans several decades, from 1949 with

the publication of his first novel, The Sheltering Sky, to 1989 with Two Years Beside the Strait:

Tangier Journal 1987-1989, an autobiographical work. Accordingly, this work is infused with the

various world cultural and literary movements that prevailed during the second half of the century,
mostly Existentialism and Surrealism. The analysis of the diverse correlations linking these

movements to Bowles’s Moroccan work sheds lights on the richness and complexity of the image.

Even if Paul Bowles was a contemporary of the Beats, this movement does not seem to have

impacted greatly upon his literary image of Morocco. Likewise, Orientalism does not seem to me a
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suitable approach to Paul Bowles’s image of Morocco. In Orientalism, Edward Said maintains that
the Orientalists, that is to say the Western scholars of the Arab world, have a generalizing, and text-
centred approach to the Orient. Their understanding of the ‘Orient’ was about texts only, that is to
say an approach which is out of touch with the human realities. This view is not appropriate to Paul
Bowles’s image of Morocco: the expatriate’s treatment of Morocco is ‘human’ and ‘humane’, in the
sense of more concerned with the Moroccan social realities, with a strong interest in the ‘little’

people and in direct human relationships.

Even if the Orient as a place for self-discovery where the disillusioned Westerner escapes from the
West to feel alive' and achieve his personal integrity may at face value seem appropriate to Paul
Bowles’s Morocco, the violence that pervades the images contradicts this Orientalist trait. The
severing of the Professor’s tongue in ‘A Distant Episode’ and the young boy’s mutilation in ‘The
Delicate Prey’ are cases in point. In this regard, the above mentioned violent act can be interpreted as
the suggestion that the orient may be as tragic and violent as the west, an implication that points to

Paul Bowles’s refutation of any such orientalist trait

Besides, the Orientalist discourse also focuses on the myths and stereotypes of the Orient as a
suitable background for myth and mystery. Such a worldview does not apply to Paul Bowles’s
Morocco since the author notably focuses on human relationships linking the two communities and,
to a really major extent, on his deep-seated fascination with Moroccan Nature and cosmic elements.
As a matter of fact, the fulfilment of the author’s spiritual quest in the context of a pantheist

mysticism shows that Paul Bowles’s Moroccan work is essentially not an orientalist discourse.

The outcome of the orientalist view as a binomial opposition of the West versus the Orient is as well
contradictory with the author’s approach to Morocco: Paul Bowles’s choice of Morocco as an elected
home is itself an implicit reconnaissance of the Moroccan civilization. Besides, his unprecedented
adoption of Moroccan linguistic and cultural elements reveals his adherence to and adoption of the
Moroccan cultural ethos. Paul Bowles’s unparalleled fascination by Moroccan Nature and cosmos
and the fulfilment of his mystic quest set a spiritual bridge between his western origins and Morocco,
his North African elected country. So, Paul Bowles’s literary image of Morocco is by no means an

Orientalist discourse. The analysis of the diverse correlations linking these movements to Bowles’s

! This frame of mind applies to Nelson Dyar’s expectations from Morocco: “I want to feel I’m alive’ is his avowed
motivation. Yet, this positive perspective is tempered by his existential and gloomy prospect of exchanging “one cage
for another”, Let it Come Down, p. 22.




Moroccan work is part of the richness and complexity of Paul Bowles’s image of his adopted

country.

The interwoven and correlative influences of the above-mentioned literary and cultural
movements highlight the cosmopolitan dimension and the complexity of Bowles’s Morocco. This
cosmopolite facet grants Bowles’s image of Morocco a multicultural character and raises the issue of
a double aesthetics, drawing from the Western literary and cultural tradition and from a certain’

Maghrebine cultural and literary aesthetics.

The Maghrebine cultural and literary aesthetics, in association with the a universal and
cosmopolitan level suiting his lifelong expatriation and his status as a perpetual traveller, grants Paul
Bowles’s Moroccan work a cosmopolitan dimension and points to the multicultural facet of the
image. As I. Hassan’s states, ‘culture is permeable to time past, time present, and time future. [...].
This means that a period must be perceived in terms of both continuity and discontinuity’>. This
viewpoint accounts for the variety and combination of the correlative influences that are present in

the writer’s image of Morocco

Thus, the main component elements of the image are quite exclusively derived from the
writer’s past and own cultural heritage in combination with Moroccan folk culture and traditions,
from the folk literature and the oral tradition. To state it in a nutshell, they are derived from a certain
Morocco, that is to say, a country viewed from the author’s own perception and invested with his

personal connotations, worldviews and spiritual aspirations.

Paul Bowles’s aspirations for transcendence and a mystic quest are pivotal to his image of
Morocco and to the autobiographical cohesion and centrality. The latter are at the core of the writer’s
literary production and bind his life and work. A psychoanalytical approach also highlight the
writer’s drives and ‘unconscious’ expectations from his adopted country. In this respect, this analysis
is conducted on the basis of Jacques Lacan’s theory of the mirror-stage, of Julia Kristeva’s

psychoanalytic theory and of other theories as appropriate.

My dissertation takes into account Paul Bowles’s Moroccan fiction, his travel essays and

articles as well as the interviews. My subject being the study of Paul Bowles’s literary image of

Morocco, the writer’s unique collection of poems, Next to Nothing (1926-1977), will not be taken

! This restriction refers to the Moroccan, French and Spanish words Paul Bowles includes in his text and to the themes he
draws from the Moroccan cultural heritage.
2 [.Hassan, “The Question of Postmodernism”, Bucknell Review, p. 120.
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into account as his verse is totally devoid of any local Moroccan color and absolutely unrelated to
any of his numerous places of residence. The travel essays and critical articles on Morocco highlight
and present the author’s “objective” standpoint on Morocco, the Moroccan culture and people. As
‘concrete’ or ‘realistic’ literature, they straightforwardly express the author’s view without the
literary “wrappings” of fiction. In these writings, the distance separating the image from reality is at
its lowest level and, consequently, might be viewed as representing a kind of “reality kernel”. The
sampling of travel essays and critical articles will be done according to the different aspects of the

image they represent or, in some instances, according to elements they occult.

Bowles’s travel literature and critical essays were more numerous and typical at the beginning of his
expatriation. A chronological analysis should then highlights any evolution in the author’s
“objective” view of the Moroccan reality and culture and underscores the reasons why Paul Bowles
turned more commonly to the writing of fiction. This shift from travel literature to fiction writing
might be interpreted as a step towards a certain assimilation with the Moroccan people and cultural
ethos. Writing a fiction which is Moroccan in themes, characters and settings, Bowles was no more a

mere traveller but a Moroccan resident.

Bowles’s writings have been selected according to the different aspects of the image they represent

or, in some instances, according to elements they occult.

The above mentioned research directions and theories show that Morocco, through all its
diverse and symbiotic literary representations, is Paul Bowles’s metaphor for the adopted country: it
is the figurative expression for the author’s release from the past and of the fulfilment of the spiritual

quest in the elected home.

11



Chapter I: Contextual Framework of the image

Paul Bowles’s image of Morocco is shaped by the combined influence of the different contexts in
which it was produced. Paul Bowles’s Moroccan work spans several decades and, as such, has been
necessarily influenced by different cultural movements. In view of F.Guyard’s comparative theory,
the author is receptive to contextual influences, and his literary production is therefore shaped by the
different contexts in which it is written. Bowles settled in Morocco in 1949 and lived there until his
death in 1999, resident for a half century. He was then a Moroccan resident for a half century.
Existentialism and, to a lesser extent, Surrealism, were then influential contexts. On more personal
levels, the American background, the writer’s familial context and the Moroccan environment are of
a notable influence on the image of Morocco. This chapter analyses the consequent impact of the

above mentioned contexts on the image.
The existential facet of the image of Morocco
Alienation

This study is mostly conducted in the light of the philosophies of J. P. Sartre and Camus who

seem to be the writer’s main existential influences. The existential facet of Bowles’s image of

Morocco will mainly be studied through Let it Come Down as this novel is the writer’s most

elaborate existential work' which fictionalizes different features of the existential exposure®.

Bowles settled definitively in Morocco in 1947, that is, at the height of Existentialism. The

earliest works, in particular Let it Come Down, are consequently marked by the Existentialist

influence. In addition to this, the author’s numerous travels throughout the world and his quite
lifelong expatriation have probably made him more receptive to world literary and cultural
movements; as J. Collins affirms, “his expatriation has certainly made him a citizen of the

international literary world™.

Bowles’s first Moroccan works were written shortly after his quite definite exile in Morocco.
Accordingly, major existential themes such individual existence, commitment and freedom, the

possible destructive consequences contingent to individualism, and the irrationality and absurdity of

' CfL.D. Steward, The Illumination of North Africa, pp. 87-98.

M. Bradbury, The Modern American Novel, p.129.

I Collins, “Approaching Paul Bowles”, in: The Review of Contemporary Fiction, Paul Bowles , Coleman Dowell
Number, p. 56.
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the world are significantly basic to Paul Bowles’s early image of Morocco. As a matter of fact, Paul

Bowles himself acknowledged the influence of Sartre and Camus on his thought'.

Existentialism emphasizes the prevalence of existence over essence, individual freedom,
commitment and choice, and is based on the assumption that life is irrational, absurd and that
nothingness prevails. This existential attitude engenders intense feelings of anxiety, ‘non-being’ and
nothingness, as well as a desire to act in a meaningless and absurd world®. This worldview leads to
alienation, anguish, despair and loneliness. These feelings are key components of the existential
attitude towards life’. Thus, nihilism, pessimism, hopelessness and destruction are the overall

consequences of such a philosophical attitude.

As a foreign country, Morocco provides then an adequate setting and environment. The
adopted country is accordingly appropriate to the treatment of some major existential themes such as
the characters’ separation from their past and from their native land as well as their approach to a
new life in an unknown environment. Paul Bowles’s adopted country is also relevant to some other
existential concepts such as choice and commitment as well as the absurdity and irrationality of life
to quote but the most notable ones. Drawing on Husserl’s epistemology, J.P. Sartre put forward that
human consciousness shapes reality that is dual, in the sense that it is composed of the en-soi (in-
itself) or the world of the real and objective reality and the pour-soi (for-itself) or man’s

consciousness or his subjective perception of reality”.

Generally, the existential man is often a stranger in a strange land. As R. Lehan puts it, the characters
of an existential novel live in an unknown or strange world to which they must adjust’, statement

which largely applies to the main protagonist of Let it Come Down and to the author himself.

Therefore, this country also favours the characters’ estrangement, displacement and life in an
unknown environment which engenders an absurd and irrational vision of life. Besides, travels and
journeys are part of the existential perspective and are means to realize oneself: travel entails the

belief that one can recover himself through experience on the road.

‘et Oleg Kerenski, “Aspects of Self: A Bowles Collage”, in: Twentieth Century Literature, p. 266.

% As Sartre states in existentialism and humanism, “Heidegger knows, as did Kierkegaard, the intensity of man’s anxiety
to feel that he exists, and that this is the root of all his anxieties. If —as phenomenology demonstrates- we do not know
objects, nor do we know ourselves the subjects, if we know only phenomena which are the transitory and contingent
products of the interaction of these two “unknowns”- then, to be born into this life is to find oneself pitched into the drift
of phenomena, “abandoned”, -“responsible” for our existence and yet ever more clearly realizing to our “anguish” that
the whole is meaningless”. Jean Paul Sartre, existentialism and humanism, pp. 13-14.

*Cf C.H. Holman, A Handbook to Literature, p. 193.

*CfR. Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American Novel, pp. 14, 15.
>CfR. Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American Novel, p. 15.
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Most of Bowles’s characters accord to this perspective. Morocco provides a destination for
such characters who are generally travellers, migrants and questers, seeking freedom and having
committed themselves through their exile. Therefore, they are displaced and experience the various
consequences of their separation from their homeland. As R.Lehan states, they are uprooted and
puzzled. On the whole, they are unsuccessful people, having failed in life, self-destructive or
destroyed by their environment. They generally seek in Morocco an outlet from their existential cage

of the self.

As a matter of fact, in Let It Come Down, Dyar’s life prior to his arrival in Morocco is

depicted as marked by boredom, motionlessness, depression, unhappiness and emptiness'. All these

emotional aspects can be subsumed under the existential feeling of alienation.

Morocco is then the expected heaven that would let him out of the existential prison. Indeed,
Dyar’s actual and announced goal to travel to Tangier is to feel that he can experience positive being:
“All the way across on the ship to Gibraltar, he had told himself that it was the healthy thing to have
done, that when he arrived he would be like another person, full of life, delivered from the sense of
despair that had weighed on him so long”. * He perceives the new environment as having the
potential to take him out from the Western alienating ‘cage’, that is, divorce him from the mores of
his mother-country. In fact, he asserts that ‘there’s nothing wrong with me that a change won’t cure.
Nobody’s meant to be confined in a cage like that year after year. I'm just fed up that’s all””.

Nearly the same motivations are shared by some of the other expatriates of Let it Come
Down. The irony of these expatriates’ situation is that, while seeking to escape from the alienation of
their original country, they find themselves entangled in another kind of alienation, which is the
estrangement contingent to their existence in an alien country. So, they live in a kind of deadlock,
with no escape: alienation is all pervading, even though under different forms. This vicious circle

accounts for the characters’ pessimistic and somehow existential nihilistic view of life in Morocco.

Morocco is therefore viewed as a kind of Promised Land, endowed with all the virtues change

would cause. In Let it Come Down, Dyar imagined that Morocco was the solution to all his

existential problems: “There’s nothing wrong with me that a change won’t cure”™ sums up the

motivations underpinning his taking off to Tangier and his desire for transformation and self-

' Paul Bowles, Let it Come Down, pp. 19-22.
2 Paul Bowles, Let it Come Down, p. 22.
? Paul Bowles, Let it Come Down, p. 20.
* Paul Bowles , Let it Come Down , p. 20.
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realisation. In this context, Morocco is assimilated to what Albert Camus views as ‘La terre

nourriciére’, that is to say, the redeeming country.

In this perspective, alienation arises also from the individual’s physical displacement and his
contact with a foreign country and culture. In this context, Bowles’s Moroccan fiction is at the
junction of two cultures, two countries, which therefore explains and favours the recurrence of
alienation as a theme. On the whole, Bowles projects his characters across cultural boundaries as
travellers, nomads. This situation is at the origin of their dislocation and ensuing alienation in
Morocco. Morocco, in Bowles’s existential works, acts as the generator of the characters alienation
in the sense that, being in an alien country, they experience a kind of disjunction and fragmentation

from their real self which becomes itself alien.

In Let it Come Down, alienation is figuratively conveyed through the metaphor of the ‘cage’.
This recurrent metaphor illustrates the existential estrangement. At the very beginning of the novel,
that is, at Dyar’s arrival in Tangier, the writer already points to the alienation and motionlessness of
his life in America by comparing life in a cage'. Even the protagonist’s newly acquired freedom in
Morocco is suggested by the comparison associating him to a prisoner who has broken the bars of his
cell>. Even the exile in Morocco that is supposed to let him free is assimilated to a cage to which no
one has the keys’. The same metaphor recurs whenever the author wants to stress his protagonist’s
alienation and confusion®, even in a country that was supposed to let him free. Even his new place of
work, the travel agency, which is presumed to provide him with liberty and well-being, is assimilated

to a prison: ‘Well, here is your cage” is he told as an introduction.

The metaphor of the prey is also a figurative representation of the existentialist alienation.
Dyar is described as a ‘prey to a demoralizing sensation of motionlessness’® even in his original
country. He imported this status with him in the ‘would be’ haven, Morocco. The status of ‘prey’
recurs also in Tangier where he is chased by taxi drivers as the only prey that evening’. Throughout

the whole work, he is also the victim of different kinds of crooked people; for instance, in a bar in

! Paul Bowles , Let it Come Down , p. 20.

2 Paul Bowles , Let it Come Down , p. 144.

* Paul Bowles , Let it Come Down , p. 252.

* Cf Paul Bowles , Let it Come Down , p. 169.
> Paul Bowles , Let it Come Down , p. 80.

® Paul Bowles , Let it Come Down, p. 20.

7 Paul Bowles, Let it Come Down, p. 17.
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Tangier, his status of prey is suggested by the ‘predatory fashion’' a sly Moroccan youth looked

down at him.

The unfamiliar physical environment and dislocation are also alienating elements. Therefore,
Morocco, as an alien country, also generates the characters’ feeling of alienation and contributes to

highlight his sense of estrangement. In Let it Come Down, Dyar travels from his original country to

a completely unfamiliar city. He arrives in the unknown Tangier in a windy and stormy black night,
which heightens the uneasiness he feels in this new environment. The author’s recurrent references
to the darkness” that surrounds him at his arrival in Tangier are intended to emphasize the
strangeness and the unknown character of Dyar’s new environment. The obscurity of the night and
the darkness that encompasses his close surroundings emphasizes the unfamiliarity of the place’,
increasing thus his feelings of estrangement. After this somewhat uncomfortable arrival, and once in
this foreign city, examples of Dyar’s alienation and estrangement abound: even after the shock of the
first encounter, and amid expatriates like himself, he still feels at odds with his surroundings, as if the
others were in ‘another world’. The lack of communication and his estrangement are as well
highlighted by his feeling of being surrounded by dead people’. In the same perspective, the
discrepancy between him and the alien environment takes sometimes the form of a lack of an inner
sense of orientation and a loss of a sense of balance’. Adaptation proves to be difficult and in
Tangier, ‘he is an instrument that strives to adapt itself to the new exterior; he must get those

unfamiliar contours more or less into focus once again’®.

This state of mind is first illustrated by his physical disorientation. Tangier is often described
as dark and labyrinthine, made of ‘tortuous corridors’’ and of buildings ‘like plants, chaotic, facing
no way, topheavy, one growing out of the other’®; consequently, he is often unable to steer himself
whether in Tangier’ -or in its environs- as he sees no landmarks to direct him. His inability to
remember the way to the bar Lucifer he had consciously carved in his mind is intended to underlie
his dislocation and alienation. The lengthy enumeration of roads and turns is a means to suggest that

Dyar is somewhat lost, incapable of involvement and unable to sort out the things of his life. In fact,

! Paul Bowles, Let it Come Down , p. 47.

2 Cf Paul Bowles, Let it Come Down, pp. 18, 19, 32.
? Paul Bowles, Let it Come Down, p. 18.

* Paul Bowles, Let it Come Down, p. 127.

> Paul Bowles, Let it Come Down, p. 191.

® Paul Bowles, Let it Come Down, p. 191.

7 Paul Bowles, Let it Come Down, p. 169.

& paul Bowles, Let it Come Down, p. 169.

° Paul Bowles, Let it Come Down, pp. 166-169.
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Dyar’s disorientation in the streets is representative of the aimlessness and the disarray of his life as

well as his physical expatriation and dislocation.

Dyar’s spatial disorientation and the labyrinthine pattern of the streets of Tangier illustrate his
chaotic and alienated life. The author’s description of the chaotic and cacophonous aspects of the
setting' — that is, the night atmosphere of the streets in Tangier- is intended to emphasize and
illustrate Dyar’s alienated existence. Besides, the intermittent descriptions of the filth, darkness and
apparent disorder of Tangier’s city life illustrate and emphasize the protagonist’s inner disorder. So,
the protagonist’s moral disorder is thus reflected by the absence of landmarks. His inability to direct
himself in the tortuous streets of Tangier and the chaotic environment” express the underlying depth

of his alienation.

Staticity or the feeling of being ‘motionless’ is another expression existential alienation.
Dyar’s static personality and life illustrate his alienation. The sensation of the ‘growing paralysis’® he
experienced while in America illustrates the lifelessness of his existence. One of his main drives to
leave his father-country country was, as he states, a feeling of “motionlessness” that made of him a

kind of ‘dead weight’.

The absence of life and the existential malaise are conveyed through an absence of motion or
stasis. Even his arrival in Tangier, which is expected to be the remedy to all his disorders, is placed
under the sign of a persistent motionlessness. In this sense, and ironically enough, Dyar’s refers to
his new position and job in Tangier as his ‘new station in life*’, which at the same time illustrates his

staticity in life and suggests the failure of his prospect.

Existence as it precedes essence: anti-essentialism

The detailed presentation of the protagonist’s situation as well as his acute awareness of it is
itself an aspect of the Existential humanism. Dyar’s arrival in Tangier is immediately followed by an
insightful assessment of his human situation’. In addition to this, his behaviour and experiences
throughout the novel are punctuated by thoughtful moments of meditation on his existence and on

his past and present life, which corresponds to concept of the Sartre’s pour-soi or the Being-for

' Paul Bowles, Let it Come Down, pp. 167-169.
? Paul Bowles, Let it Come Down, pp. 166-169.
? Paul Bowles, Let it Come Down, p. 21.
* Paul Bowles, Let it Come Down , p. 84.
> Cf Paul Bowles, Let it Come Down, pp. 19-22.
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Itself'. Tt is Sartre’s expression for human existence. It is a form of consciousness that entails
possibility rather than a fatal act. Therefore it is the recognition that man can change himself. This
view applies to Dyar because his arrival to Tangier is basically motivated by aspirations to a new life
and to a restored state of being. As Bowles discloses, “All the way across on the ship to Gibraltar, he
had told himself that it was the healthy thing to have done, that when he arrived he would be like
another person, full of life, delivered from the sense of despair that had weighed on him for so

2 As Kaufmann explains, in the existential context, man’s status is tributary to new decisions".

long
Accordingly, man always has the ability to choose a new role, a new state of being. This capability
subtends Dyar’s travel to Tangier and his firm decision to stay there: “He was really here now; there

was no turning back’™.

In this novel, the other characters are also subjected to the same existential considerations.
Even Eunice Good, another American resident in Tangier, derives a feeling of self-satisfaction from
the mere thought of existing: “I insist too hard on living my own life””. She prefers her own universe
or ‘cosmos’, as Paul Bowles states, to be in life® , which could be seen as representing Sartre’s pour-

SOl.

This attitude to life can be replaced in the context of Existential humanism. This concept was
first established by Sartre in ‘L' Existentialisme est un Humanisme’: “‘Existentialism maintains that
in man, and in man alone, existence precedes essence’; ‘We mean that man first of all exists,
encounters himself, surges up in the world-and then defines himself””’. Through this declaration,
Sartre asserts that man defines himself through his life and actions and by means of his ability to
think, grow and change. On this basis, the most significant act of life is that man and things exist,
and that there is no real meaning in any event or life except what the individual gives it.
Consequently, individuals are self-creators, that is to say that man’s character is his fate. It is the

individual’s actions that define his self.

" “The pour-soi (for-itself) is that being which is aware of itself: man”. William Kaufmann, Existentialism, p.43.

2 Paul Bowles, Let it Come Down , p. 22.

? “What makes self-deception possible, according to Sartre, is that the pour-soi differs from the en-soi or to be concrete: a
man is not a homosexual, a waiter, or a coward in the same way in which he is six feet tall or blond.....If I am six feet
tall, that is that. It is a fact no less than the table is, say, two fee igh. Being a coward, or a waiter, is different: it depends
on ever new decisions”. Kaufmann, Existentialism, p. 44.

4 paul Bowles, Let it Come Down , p. 18.

> Paul Bowles, Let it Come Down , p.58.

® Paul Bowles, Let it Come Down, p.58.

‘cf W.Kaufmann, Existentialism.
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As a matter of fact, a parallel can be drawn between Dyar and Roquentin, the main character of
La Nausée. Roquentin experiences visual illusions and is unable to fit in a given in context. For
instance, sitting in a trolley car and staring out of the window, he cannot discern whether it is the
buildings outside that are moving or the trolley. This blurred vision is similar to Dyar’s distorted
image of the surrounding reality, when he is under the influence of drugs or when he is immersed in
an unknown environment such as Tangier. So, Morocco, as an unknown country, underscores the
prevalence of existence over essence. In the same perspective, young Paul Bowles’s pondering over
the word ‘mug’ recalls Roquentin’s cerebrations over the word ‘seat’’. In this sense, in Without
Stopping the author relates that at the age of four he repeated the word so many times that it lost its
meaning and did not mean ‘mug’ any more: ‘How could ‘mug’ not mean mug any more?””.
Separating being and function, these considerations are thus a means to stress the distinction between

existence and essence.

The notion of the prevalence of existence over essence is also conveyed through the main
character’s constant concern about his being and existence. As soon as he arrives in Morocco, Dyar
assimilates the current interval of time, set after his departure from his native country but just before
the actual beginning of his new life in Tangier, to a non-existence’, which implies that his arrival in
Tangier is expected to be the starting point of a new life*. Towards the middle of the novel, at the
beginning of the second section, significantly entitled ‘fresh meat and roses’ because it corresponds
to a period when he believes that he actually does exist, Dyar moves a step forward in his
existentialist concerns: he sums up his whole life through the assertion of his mere existence: “Here I
am’”, declaration which recalls Sartre’s aphorism. In the same sense, one of his most intense
existential experiences occurs when, lying in complete symbiosis with the natural elements of the
beach of Tangier, he underscores the importance of existence and values the immediate moment:

The whole of life does not equal the sum of its parts. It equals any one of the parts; there is no sum™®.

The existential anti-essentialism is also expressed through Dyar’s intense and recurrent desire to
isolate the present, that is to say what M. G. Williams refers to as the “Now”’: “If only existence

could be cut down to the pinpoint of here and now, with no echoes reverberating from the past, no

! Roquentin cannot clearly associate the word ‘seat’ with its function while he is putting his hand on the seat.

2 Paul Bowles, Without Stopping, p. 9.

? Paul Bowles, Let it Come Down , p. 19.

N Dyar’s attempts at revival join and illustrate the author’s quest in Morocco that also corresponds to a kind of rebirth.
> Paul Bowles,, Let it Come Down , p. 117.

® Paul Bowles, Let it Come Down , p. 183.

"M.G. Williams, “Tea in the Sahara: The Function of Time in the Work of Paul Bowles , p. 417.
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tinglings of expectations from the past, no tinglings of expectations from times not yet arrived”'.
Weaning the ‘actual’ instant from all bonds, Dyar is isolating pure experience and so, asserting sheer

existence.

The primacy of ‘Existence’ is as well highlighted by drug induced hallucinatory states: “The road
could go on, time could go on, but he was neither time nor the road. He was an extra element
between the two, his precarious existence mattering only to him, known only to him, but more

2 The timelessness he feels, the lack of contextualization in space as

important than everything else
well as his ‘being’ amid rough time and space elements are means to emphasize the pre-eminence of

his unreserved existence.

In this experience, Dyar is reduced to sheer consciousness, which corresponds to J.P.Sartre’s concept
of ‘en-soi’. The protagonist’s acute and sensuous perception of the reality around him, especially the
natural elements, reflects his keen consciousness of his own existence in communion with the
existent world®. He is aware of the feeblest sounds and spots the smallest images; for instance, the
first time he goes out of his refuge he notices “far below, on a ridge here, in a ravine there, a minute
figure moved, clothed in garments the color of the pinkish earth itself”. He even discerns at a
distance a shape as pinkish as the earth, that is, not easily detectable. Besides, his sensitivity was so

heightened that he perceived even the most inaudible sounds:

It even seemed to him that in the tremendous stillness he could hear now and
then the faint frail sound of a human voice, calling from one distant point to another,
but it was like the crying of tiny insects, and the confused backdrop of falling water
blurred the thin lines of sound, making him wonder a second later if his ears had not

played him false’.

Here again, keen consciousness of the universe and existence is conveyed through the protagonist’s

perception of his environment that is so heightened that it seems to grant him supernatural powers.

These existential concerns compose the background of the whole novel and the climax is
reached when Dyar murders his Moroccan friend, Thami, an act which is also intended to prove his

existence. The nail and hammer used to kill Thami are associated with existence, instead of death. In

! Paul Bowles, Let it Come Down , p.

2 Paul Bowles, Let it Come Down , p. 248.

? Cf Paul Bowles, Let it Come Down , pp. 245-49.
* Paul Bowles, Let it Come Down , p. 250.

> Paul Bowles, Let it Come Down , p. 250-251.
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the inner turmoil preceding the fatal act, Paul Bowles states that Dyar ‘had willed them into
existence’'; the presence of these tools in his pocket suggests life and implies that the act the tools

are going to be used for is expected to lead to the protagonist’s assertion of life and existence.

‘I must remember that I exist, he told to himself; that was clear, like a great rock rising out of
the sea around it. ‘I must remember that I am alive’’: these existential ponderings immediately
precede the crime. These words at the same time validate his act, which instantly engenders in him
the serenity of rest that is subsequent to his newly acquired conviction. This respite can be explained
by the momentary release from the existential anguish Thami’s death has stimulated in him. The
same existential satisfaction is aroused by the view of Thami’s inert hand: “the very presence of the
hand gave him his unshakable certainty, his conviction that his existence, along with everything in it,

was real, solid, undeniable”™.

Dyar’s exacerbated perception of the slightest natural sounds and images recalls the pantheist
communion with Nature and at the same time foretells Paul Bowles’s later mystic approach to
Morocco. Besides, the above mentioned existential considerations have as well an autobiographical
value since they recall the author’s ponderings about his existence at an early age. For instance, in

Without Stopping, he relates that at the age of four, he was already acutely conscious of his
”4

existence: “I was I, I was there and it was that precise moment and no other”". This awareness of
sheer existence is not articulated in terms of existentialism but as a sharp consciousness of life, most
often related to the notion of time. As a matter of fact, in the autobiography quoted above, the
existential awareness is triggered by the chimes of a clock: “then a clock in the house struck four. It

began all over again. I am L, it is now, and I am here.”

The notion of ‘Time’ is a focal issue to Existentialism and to Paul Bowles’s Moroccan work.
Life being time, the function of time is very closely to the assertion of one’s existence. As such, it is
a noteworthy issue in Paul Bowles’s early Moroccan work and serves the purpose of existentialism

in its relation to the perception of Life and Timelessness.

For instance, in Let It Come Down, shortly before his death, Thami recalls a favourite

proverb of his father: “The morning is a little boy. Noon is a man. Twilight is an old man. I smile at

! Paul Bowles , Let it Come Down , p. 283.
2 Paul Bowles, Let it Come Down , p. 284.
? Paul Bowles, Let it Come Down , p. 291.
* Paul Bowles, Without Stopping, p. 9.

> Paul Bowles, Without Stopping, p. 10.
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the first. [ admire the second. I venerate the last”. As M.G. Williams asserts, the “mystery and magic
of this proverb lies in the very concept of Life”!. Associating time with the different phases of man’s
life, this saying also presages the impending turning point in Dyar’s life, that is to say, the liberation

from the past and from its torment.

Dyar’s killing of Thami is announced by and closely associated with timelessness; this
absence of time is expressed through the boundless stretching of time into ‘endless hours’ and
through Dyar’s assimilation of the corridor separating him from the door to ‘pure time’”. The murder
is contextualized in a ‘no man’s time”*, in a ‘time slowly dissolving, falling to pieces’*. These images
associate time to timelessness in the sense of infinity. The destruction of time illustrates thus the
characters’ annihilation. The moment immediately preceding death is then placed in a moment of

infinity, outside the two characters’ existence.

In the Existential perspective, Kierkegaard stresses the absurdity of life. In terms of moral
choice, there are no objective and rational bases; this worldview entails subjectivity and an absurd

vision of life. As Sartre states in existentialism and humanism, “Truth, said Kierkegaard, “is

subjectivity””. In this context, the Existential facet of the image of Morocco is also conveyed through
absurd and irrational conducts as well as subjective views. In addition to this, Sartre’s position on

existential human decisions suits the conduct of Dyar, the main protagonist of Let it Come Down,

Bowles’s existential novel par excellence:

It is only minor decisions, upon which nothing of great importance hangs, that can
proceed serenely from such detached deliberations: the genuine, critical dilemmas of
the individual’s life- and to Kierkegaard individual alone were real - are not solved by
intellectual explorations of the facts nor the laws of thinking about them. Their
resolutions emerge through conflicts and tumults of the soul, anxieties, agonies,
perilous adventures of faith into unknown territories.’

This existential situation properly applies to the fate of Dyar’ in Tangier, a territory that is
unknown to him.

! M.G.Williams, “’Tea in the Sahara': The Notion of Time in the Work of Paul Bowles “, p. 418.
2 Paul Bowles , Let it Come Down , p. 282.

? Paul Bowles, Let it Come Down , p. 283.

* Paul Bowles, Let it Come Down , p. 283.

3 Jean-Paul Sartre, existentialism and humanism, p.3.

% Jean-Paul Sartre, existentialism and humanism, p. 2-3.

! Dyar is the hero of Paul Bowles’s main existential work, Let it Come Down.
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In the same sense, to Sartre, absurdity is the fact that rationalizes existence. Nothing in
or beyond being can explain a sentient presence. Similarly, Heidegger argues that humanity
finds itself in an incomprehensible, indifferent world. Men can never understand their
existence nor the reasons why they are here. Therefore, the human situation is ambiguous,
absurd and chaotic. Existence is absurd and meaningless except what meaning the
individual chooses to give it. Meaning is thus a social construction. In this situation, every
individual must choose a goal and strive to achieve it with conviction, even if the only
certainty is death and the meaninglessness of life. The above mentioned existential
considerations are at the core of many of Paul Bowles’s early Moroccan works, notably in
Let it Come Down'.

The absurdity of life is conveyed through different sub-themes such as the irrational, the ethical
vacuum consequent to the discarding of points of references, as well as the disjunction between
being and consciousness. It also develops through other themes such as the search for the self as a
quest for meaning and the individual’s struggle against a fate he cannot understand. In relation to

Existentialism, the search for meaning corresponds to the search for the self.

As R.Lehan states, the absurd results when meaning is blurred and distorted by unexpected and
unknown’ criteria. In this perspective, Morocco plays an important part in the Western characters’
Existential perception of a country that is alien to them. In an unfamiliar country, reality seems
mostly absurd. Their estrangement is a means that underscores the absurdity of life when they are

confronted with a reality they do not understand.

In the same sense, existential heroes generally struggle against a fate they cannot understand;
this is what happens to Dyar who does not and, probably cannot, control the course of events of his
life once in Tangier. For instance, he frequently finds himself entangled in absurd circumstances,
such as scratching forcibly and dispensing medicine to an aggressive Siamese cat lying on ‘an
antique bed with a torn canopy over it™ for instance. This episode takes place at the beginning of his
sojourn in Tangier and sets the tone for most of his subsequent experiences. The protagonist is
caught in a flux of events he does not understand nor expects such as obligations or traps to go to
lunches, parties and meetings to serve other persons’ schemes he is not aware of; for example, a

party he was unwillingly drawn to is depicted as a moment when ‘they all sat there in another world,

! Detailed analyses will be included later.
2CfR. Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American Novel, p. XIV.
* Paul Bowles, Let it Come Down , pp. 31-32.
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talking feverishly about nothing, approving and protesting, each one delighted with the sound his

own ideas made when they were turned into words'.

Furthermore, the absurdity of Dyar’s life in Tangier sometimes stems from his being caught in a
series of incongruous situations that are imposed on him and on which course he has no control. For
example, the author himself qualifies as absurd the situation in which another person, Eunice, made
the questions and the replies he would not himself have given®. This focus on the illogical aspect of

life recalls Sartre’s view of the world as irrational and without plan.

The absurd encompasses even the settings, such as the hotel, theatre of the apparently illogical
peregrinations of the caricatural, picturesque and puzzling Eunice Good who is explicitly described
as ‘absurd-looking”’. Sometimes, even Dyar admits that his situation in Tangier is at the same time

absurd and unsustainable®.

For the sake of emphasis, the absurdity of life often goes beyond mere situations and includes
essential considerations such as human dignity. A notable instance is when Wilcox’ tumbling arises

Dyar’s grave thoughts:

The sudden sight of a human being deprived of its dignity did not strike him as
basically any more ludicrous and absurd than the constant effort required for the
maintenance of that dignity, or than the state itself of being human in what seemed an

undeniably non-human world’.

On the whole, whenever the protagonist analyses his situation in Tangier, it often seems to him
irrational®. Even his escape with the stolen money appears to him so unlikely that he could not
believe it’. As opposed to this, the occurrences when he finds himself in a natural environment are

probably the rare moments when he experiences a certain harmony and plenitude.

In addition to the preoccupation with the absurdity of life, most of Dyar’s interests and actions in

Tangier revolve around one major concern, which is his sense of the self. This feature makes of Let it

! Paul Bowles, Let it Come Down , p. 127.
2 Paul Bowles, Let it Come Down , p. 125.
? Paul Bowles, Let it Come Down , p. 162.
* Paul Bowles, Let it Come Down , p. 170.
> Paul Bowles, Let it Come Down , p. 179.
® Paul Bowles, Let it Come Down , p. 170.
” Paul Bowles, Let it Come Down , pp. 229-30.
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Come Down an absurd novel, since, as R. Lehan maintains, a literature of the absurd drives the

individual to an unsheltered sense of self’.

Dyar’s situation draws both from Camus and from Sartre. While the former saw the absurd
struggle in terms of living the present, Sartre regarded it as a projection in the future. Both views
correspond to Dyar’s portion of life: his travel to Tangier is sub-tended by a dual goal: it is the
expression of his effort to enjoy and improve his present life as well as of his expectations for the

future, that is to say, the aspiration to change his status from a loser to a winner.

A basic tenet of Sartre’s philosophy is that the world is absurd. Absurdity denotes that

nothing can rationalize existence. In Being and Nothingness, Sartre labels the ‘absurd’ as:

That which is meaningless. Thus man’s existence is absurd because his contingency
finds no external justification. His projects are absurd because they are directed
toward an unattainable goal (“the desire to become God” or to be simultaneously the

free For-itself and the absolute In-itself.

The irrational is an element that also contributes to the absurdity of life. Life seems absurd
because of its irrationality. The absurdity and the disorganization of the world is another basic
concept of Sartre’s existential philosophy that is illustrated in Paul Bowles’s image of Morocco.
Tangier during the International Zone provides a suitable irrational setting. Daisy De Valverde, the
representative of the European community in the novel, characterized that North African city as a
‘complete, utter madhouse’. The craziness of life in Tangier recalls Camus who holds that life is

absurd, defying logical explanation and ultimately irrational. In this sense, Let It Come Down is the

illustration of the Absurd as the true state of existence.

In this context, hallucinations, alcohol and drug induced states of mind are tools that create and
heighten the irrationality of Dyar’s situation. His repeated and striking delirium states confer to life a
certain absurdity and irrationality®. Drug induced fantasies, increasing the discrepancy between the

outer reality and his perception of it, are effective means used by Bowles to underscore the

! R.Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American Novel, p. XIV.
2 Jean-Paul Sartre, Being and Nothingness, p. 649.

? Paul Bowles, Let it Come Down , p. 29.

* Cf Let It Come Down, pp.- 79, 276, 278-285.
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irrationality of life, which, in these instances, appears as meaningless. Alcohol too is an agent that

fosters the protagonist’s detachment and heightens the absurdity of the situation'.

In addition to the contextual existential influence, the absurd also reflects the author’s point
of view. As a matter of fact, when asked if he considers himself as an existentialist, the writer
answered that “if one’s going to subscribe to the tenets of a formulated belief, I suppose atheistic
existentialism is the most logical one to adopt. That is, it’s likely to provide more insight than

another into what attitudes to take vis-a-vis today’s world™.

The absurdity and irrationality of life are concepts that generate another existential feeling,
that is, the disjunction between being and consciousness. Sartre maintained that all reality is
contingent upon human consciousness and at the same time presents a dual characteristic: an aspect
of this reality is the ‘en-soi’ or ‘being in-itself’ and the other is the ‘pour-soi’ or ‘being for-itself’>.
The ‘being-for itself” corresponds to human consciousness and to the state of self-awareness and
control. It is the ‘subjective, personal, individual, concrete, limited, free, undetermined element’. It
corresponds to that being which is aware of itself, that is man’. As to the ‘being-in-itself’, this
concept refers to the concrete and objective reality and encompasses the universal and timeless

elements of reality.

Disjunction occurs when there is an incompatibility or discrepancy between the being-for-itself
(pour-soi) and the being-in itself (en-soi). As W. Kaufman explains, “what makes self-deception
possible, according to Sartre, is that the ‘pour-soi’ differs from the ‘en-soi”. This self-deception
accounts for the dualism between being and consciousness which generates disjunction, alienation

and failure.

Numerous expressions of this disjunction can be found in Bowles’s early image of his elected
land. Morocco, a country that is alien to most of Bowles’s characters and to the author himself, suits
the existential experience of disjunction and at the same time triggers and embodies this disjunction
between reality and consciousness. The characters’ and the writer’s estrangement highlights their

existential disjunction between ‘being’ and ‘consciousness’ as designated by Sartre. In front of a

! Cf Let It Come Down, p. 127.
? ‘Interview with Paul Bowles, (1975), by Daniel Halpern, 1975, in: Conversations with Paul Bowles, Paul Bowles, Gena

Dagel Caponi, p. 92.
3 Cf Jean-Paul Sartre, Being and Nothingness, p. 650.

* Richard Lehan, A Dangerous Crossing, French Literary Existentialism and the American Novel, p.14.
5 . o

W. Kaufman, Existentialism, p. 43.
‘w. Kaufman, Existentialism, p. 44.
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Moroccan reality that is new and somewhat mysterious to them, the protagonists of Bowles’s work
are subjected to an existential disjunction between their subjectivity and consciousness on the one

hand (the ‘being-for-itself), and the unfamiliar Moroccan reality (the ‘being-in-itself).

In Bowles’s Moroccan work, the disjunction between being and consciousness stems from
the characters’ alienation and is illustrated by their incomprehension of their foreign environment,
Morocco. As R. Lehan maintains, in an existential novel, the heroes live in an alien and unfamiliar
environment'. The characters’ consciousness of the undetermined and unknown elements is at the
origin of the existential disjunction. The combined effects of Paul Bowles’s expatriation and of the
influence of existentialism on his work concur to the author’s treatment of the existential disjunction

between being and consciousness, which is a logical upshot of expatriation.

Let it Come Down presents numerous illustrations of this discrepancy. A great part of the

action of the novel revolves around the duality opposing Dyar’s perception and consciousness of the
reality of Tangier (the being-for-itself) to the Moroccan reality itself (the being-in-itself); he is often
ushered in various schemes he is not aware of and does not understand; for instance, the starting
point of the plot is his unaware involvement in a corrupt exchange of money where he is being ‘used’
and reduced to a mere witness”. The protagonist’s encounter with the tangerine environment and
with people living in Tangier is at the same time bewildering and apparently absurd. For instance, he
was handed a slip of paper he believed destined to someone else’, the caretaker was shouting in an
incomprehensible language® and he was bewildered by the senseless monologue of Wilcox, the
money changer’. Dyar’s first contact with Tangier was so confusing and apparently absurd that “at
the moment he felt like being alone, having an opportunity to accustom himself to the strangeness of
the town™® In the same way, he often acts without being conscious of the other characters’ plans: he
is not alert to Eunice’s plan scheme to keep his girlfriend away from him, nor is he conscious of
Thami’s views on Hadija. In the same way, his misjudgement of the young Moroccan girl results in a
series of quiproquos and in a two levels conversation’. Projected into an unknown milieu, the
American expatriate is alienated and displaced, constantly living through a discrepancy separating

what is actually happening and his perception of it.

'R. Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American Novel, pp. 14-15.
2 Cf Paul Bowles , Let it Come Down , pp. 80-85.

? Paul Bowles, Let it Come Down, p. 77.

4 paul Bowles, Let it Come Down, p. 78.

> Cf Paul Bowles , Let it Come Down, pp. 80-85.

% paul Bowles, Let it Come Down, p. 78.

7 Cf Paul Bowles , Let it Come Down , pp. 93-101.
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On the whole, the general the atmosphere of mistrust and cheating that prevails in Dyar’s
environment is an incentive that underscores his feelings of estrangement and disjunction: Wilcox
frauds, Daisy pushes him to achieve her plan, Eunice Good -whose name contradicts her nature-
multiplies the schemes to drive away her protégée from him and “practically everyone is dishonest™".
In fact, according to Richard Holland, a character the author acknowledges as representing his own

caricature’, dishonesty characterizes Tangier at that time’.

Dyar’s depression and the ensuing feeling of disjunction are also heightened by his awareness
of the deceitfulness of Daisy De Valverde, the representative of the European community in Tangier:
“For no particular reason, knowing this depressed him, put him back into the grey mood of despair
he had felt the night of his arrival on the boat, enveloped him in the old uneasiness” *. The climax of
this disjunction is reached during a party where Daisy takes him and where nearly everybody is
unknown to him; as a matter of fact, the party at the Beidaoui’s symbolizes and illustrates the general
malaise and disjunction that characterize his stay in the unfamiliar Tangier. Dyar is ‘brought’ to a
party given in the palace of a rich Moroccan family, the Beidaouis, just to carry out the plans of
Mme Jouvenon, another expatriate. Once there, his disjunction is at its height when he experienced a
total disconnection: first, the alcohol he drunk is at the origin of his physical isolation. Alcohol was
“like an ever-thickening curtain being drawn down into his mind, isolating him from everything else
in the room™ . Dyar as well lived through a temporal disconnection because people ‘were speaking,
and he heard their voices, but the actual uttering of the words had been done many years ago™. The
peak of Dyar’s numerous existential states of disjunction in the International Zone Tangier is thus
reached when he experiences a spatial as well as a temporal aloofness with the surrounding world.
Besides, even the rare moments when he does not sense the gap separating him from the Moroccan
environment are underrated. Thus, the first time he is positively aware of his existence is
nevertheless accompanied by his explicit remark on the disjunction that separates him from the outer
world: “At the same time, that which went on outside was remote and had no relationship to him; it

might almost as well not have been going on at all’”.

! Paul Bowles, Let it Come Down , p. 121.
2 Paul Bowles, Let it Come Down , p. 9.

? Paul Bowles, Let it Come Down , p. 121.
* Paul Bowles, Let it Come Down , p. 123.
3 Paul Bowles, Let it Come Down , p. 127.
% paul Bowles, Let it Come Down , p. 127.
7 Paul Bowles, Let it Come Down , p. 117.

28



This state of mind is a constant characteristic of the protagonist’s slice of life in Tangier
except for his alcohol and drug induced experiences and for the occasional moments of harmony in
the context of a natural environment'. In this last context, darkness and night are recurrent metaphors
that parallel and highlight Dyar’s unvarying confusion and disjunction. A semi-obscurity always
colours the background of the protagonist’s actions throughout the whole novel. Even in the
circumstance of rich Moroccans’ party, Paul Bowles emphasizes the darkness that surrounds the
palace and its garden; for example, Daisy and Dyar are ushered in a dark room, then in a living room
lighted only by candles?; this space grows bigger and darker’ as Dyar’s discomfort and confusion
increase. This obscurity mirrors his estrangement and ensuing feeling of disjunction, as ‘he felt
smothered and out of place, and he wished he had not come’. In fact, the novel as a whole is framed
by dimness: he first arrives in Tangier at night and his final moral confusion is illustrated and

underscored by the bleary Moroccan scenery.

The existential result of this disjunction is a physical sensation of nausea’. In Sartre’s
philosophy, the word nausea is used for the individual’s recognition of the pure contingency of the
universe. Dyar also experiences nausea. His experiences of estrangement and disjunction are
illustrated by the physical discomfort he is subjected to as soon as he arrives in Tangier. Like the

hero of Sartre’s Nausea, he feels sick and disgusted® when he first disembarks in Tangier. Even his

hotel is a repulsive and stinking’ place, smelling of ‘close air’ and of a ‘mixture of wet plaster and
unwashed feet’®. Similarly, at the end of the novel, on the boat taking him to Agla where he will

commit the existential murder, Dyar experiences a feeling of nausea. A comparable nauseous feeling

is also experienced by Amar, the hero of The Spider's House’.

Anxiety also accompanies this feeling of nausea. The existential attitude towards life also
puts forward that dread and general feelings of anxiety are part of the human experience. In Sartre’s
existentialism, anguish is the feeling of groundlessness when the freedom to act reveals itself to
consciousness. Anxiety (existential Angsf) is the result of the individual’s confrontation with the

impossibility of finding ultimate justifications for the choices he has made. The word ‘anguish’ is

' The contextualization of Dyar’s scarce moments of peace in harmony with the surrounding natural environment
foretells Paul Bowles’s later involvement in Pantheist mysticism.

2 Paul Bowles, Let it Come Down , p. 117-118.

? Paul Bowles, Let it Come Down , p. 126.

* Paul Bowles, Let it Come Down , p. 118.

>CfR. Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American Novel, p. 14.

® Paul Bowles, Let it Come Down, pp. 17, 18.

7 Paul Bowles, Let it Come Down, p. 19.

& paul Bowles, Let it Come Down, p. 19.

° Cf E.Mottram, p. 20.
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used for the recognition of the total freedom of choice that confronts the individual at every moment.

In relation to this, Heidegger, in Being and Time stated that anxiety leads to the individual’s

confrontation with nothingness and the impossibility to justify one’s choice.

In Sartre’s philosophy, anguish is used for the total freedom of choice and nausea for the individual’s
recognition of the pure contingency of the universe. This framework applies to Dyar: The anxiety he
quite permanently feels also corresponds to the ‘existential angst’. It is a consequence of the
irrationality and absurdity of life. Dyar, in a country that is supposed to offer opportunities of
freedom, self-realization and choice is therefore subject to feelings of dread whenever he has to make
a choice. For instance, his first contact with Wilcox, his new boss, is approached with an ‘increasing

sensation of dread’".

Nothingness is another existentialist feature that characterizes Let it Come Down, Paul
Bowles’s existential novel. In the context of Sartre’s existentialism, ‘being-for-itself” relates to
human consciousness as endowed with characteristics of incompleteness and strength, with an
indeterminate nature due to the absence of a Creator. Without a determined nature, individuals
equate to nothingness. Therefore, an ethical vacuum exists at the core of an existential novel,

reflecting the spiritual emptiness present in man’s life.

Nothingness is Dyar’s most striking feature. As Paul Bowles specifies, he is a ‘nonentity’*. This label
points to the vacuum that is central to the protagonist’s life. His identification as a nonentity is
echoed later in the novel by Daisy de Valverde, the pragmatic European character: “He has nothing,
he wants nothing, he is nothing®. The emptiness of his life and personality is also illustrated by
Daisy’s description of his figuratively empty hand and her connecting it to the meaninglessness of

his life:

No. I see no sign of work. No sign of anything, to be quite honest. I’ve never
seen such an empty hand. It’s terrifying [...]. I mean, [...]that you have an empty life.

No pattern. And nothing in you to give you any purpose”. The reduction of the

! Paul Bowles , Let it Come Down , p. 144.
2 Paul Bowles, Let it Come Down , p. 8;

? Paul Bowles, Let it Come Down , p. 36.

* Paul Bowles, Let it Come Down, p. 34.
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hero’s identity and personality to ‘nothing’' emphasizes his interior void that is so

intense that it equates to a ‘progressive paralysis”.

Nothingness marks Dyar’s life too. These existential characteristic and state of mind are not tributary
to his stay in Morocco but he was already experiencing them while in America. In fact, his
momentary expatriation to Morocco was intended to relieve him from the stifling vacuum. Emptiness
is conveyed by the absence of a clear and specific objective when coming to Tangier. A kind of
general purposelessness in his enterprise is referred to when he says to himself that ‘the old thing
was gone beyond recall, and the new thing had not yet begun”. The author’s use of the word ‘thing’
increases the vagueness and the emptiness of his life. In addition to this, Dyar is presented as leading

a purposeless and empty life, with ‘no pattern” as Daisy views it.

The lack of involvement in his own life also points up to the emptiness he feels. He is not actually
living his existence but just witnessing it. Except on rare occasions such as during his communion
with nature or when he is subjected to a mystic rite’, Dyar is often reduced to a mere eyewitness of
his own life. As a general rule, he does not communicate with others, views them as if they were
dead people living in another world®. In this respect, Paul Bowles’s frequent references to death are a

means to stress the ‘deadness’ life.

In the existential context, nothingness is close to freedom and commitment. Man, not being
endowed with a fixed nature, is therefore nothingness. Sartre thought that nothingness is free will

and freedom. Thus, in L’Existentialisme est un Humanisme, Sartre stresses that existentialism is a

form of humanism leading to human freedom, choice and responsibility. Similarly, in Being and
Nothingness (1943), Sartre maintains that human beings create their own world by acting according
to their personal responsibility. Kierkegaard too, stressing the ambiguity and absurdity of life, put
forward that the individual’s response to this situation must be to live in a totally committed life, and

this liability can only be understood by the individual who made it.

This pattern of thought applies to Let it Come Down. In this existential novel, the quest for

freedom and the necessity of commitment are crucial Dyar’s resolution to change the course of his

' Paul Bowles, Let it Come Down , pp. 34, 36.

2 Paul Bowles, Let it Come Down , p. 21.

? Paul Bowles, Let it Come Down , p. 19.

* Paul Bowles, Let it Come Down, p. 34.

> This exception points to the writer’s mystic quest as soon as 1952 and foretells his later evolution towards Pantheist
mysticism.

® Paul Bowles, Let it Come Down, p. 127.
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life. Once in Tangier, he lives through a newly acquired freedom and his pledge to get out of his
alienating cage. The hero’s first clear assertion of existence occurs right after his commitment in the
theft of money and during his escape by boat, which itself connotes a certain liberty: “He sniffed the
wet air, and said to himself that at last he was living, that whatever the reason for his doubt a moment
ago, the spasm which had shaken him had been only an instant’s return of his old state of mind,

when he had been anonymous, a victim™'.

This escape represents a kind of turning point in his life and marks a shift from the status of a

victim to that of a winner:

And he expected to lead now the procession of his life, as the locomotive heads the
train, no longer to be a helpless incidental object somewhere in the middle of the line
of events, drawn one way or another, without the possibility or even the need of

knowing the direction in which he was heading®.

Freedom and his commitment are the agents of his expected transformation. His motives are deeper
than the surface value stealing of money. He now feels and acts as a real winner. Assuming himself
after his act, Dyar is a new and responsible man who conducts himself like a grown up and a would-

be winner.

So freedom, through escape, is the event which is supposed to enable him to get out from his

existential cage he used to suffer from:

Two days ago, he had been moved to feel the trunks of the palms outside the Hotel de
la Playa, [...] to rejoice at the fact of being alive on a fine morning. But then, he
remembered, he had still been in his cage of cause and effect, the cage to which
others held the keys. Wilcox had been there, hurrying him on, standing between him
and the sky".

Running away from the dark and stifling Tangier is also a means to get free from the different
bonds that made of his life a ‘cage’. It is worth noting here that all through his flight the protagonist
is close to and acutely aware of the natural environment with which he communes and experiences a

kind of osmosis. The sun and the sky are metaphors for freedom as opposed to the cage. As a matter

! Paul Bowles, Let it Come Down , p. 230.
2 Paul Bowles, Let it Come Down , p. 230.
? Paul Bowles, Let it Come Down , p. 252
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of fact, his advance towards liberty' is described as a harmonious progress punctuated by references
to the rising sun, amid a beautiful nature and bright landscape. Moroccan Nature and cosmic
elements at the same time mirror Dyar’s new positive frame of mind and foretell Paul Bowles’s
subsequent mysticism. The constructive connotations of the Moroccan sun and sky show that the
seeds of the writer’s later pantheist mysticism were already present in 19527 through the primary
importance he grants Nature and through the close communion he sets between Nature and his

character’s frame of mind.
Self-definition

Self-definition or self-recovery’ is the objective of the existential concepts of freedom and
man in motion®. In front of the alienated world of an ‘exhausted possibility’>, man attempts to define
and to redeem himself. This prospect is relevant to Paul Bowles and to his characters as men on the
move and as questers. Their expatriation is the expression of their struggle against the

‘stationnariness’® of life and also of their attempts at self-definition and self-recovery’.

Paul Bowles’s characters’ attempts to start a new life in a foreign country can be interpreted as
efforts to transcend their real selves and to achieve self-definition®. In this perspective, Dyar’s
different actions and endeavours to ‘exist’ express his desire to change his social and personal status
and his quest to achieve self-definition. His experiences in Tangier could be considered as
‘encounters with himself’, to take up Sartre’s words in “L’Existentialisme est un Humanisme™”.
Dyar’s actions are openings for self-definitions and means to achieve a place in the world, a definite

status.

! Cf Paul Bowles , Let it Come Down , p. 252

? Date of the first publication of Let it Come Down.

* In the sense of redemption and liberation from the yoke of the past.

* The existential philosophy sets a very close relationship between man’s life and actions, on the one hand, and his self
on the other: In “A Propos de L’Existentialisme: Mise au Point” (Action Magazine, December 29, 1944), Sartre defines
existentialism as follows: “In a word, man must create his own essence : it is in throwing himself into the world,
suffering there, struggling there, that he gradually defines himself. And the definition always remains open ended: we
cannot say what this man is before he dies, or what mankind is before it has disappeared”. The existential individual is
therefore identified by his actions; he defines his essence through his existence and behaviour. The quest for redemption
and self-recovery can as well be traced back to F. Nietzsche’s superman, concept that implies that man has the ability to
remake himself, to become the product of his own mind. His quest in life is the pursuit of himself and his self-assertion.
So, the objective of the existential quest being an attempt at self-definition and self-recovery, the existential quest is,
therefore, a quest for redemption where man is the redeemer of his self.

> R.Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American Novel, p. XVIII

® Cf Paul Bowles , Let it Come Down , p. 21.

” In Paul Bowles’s case the quest for redemption culminates in his mystic quest.

® This status and objective parallels Paul Bowles’s expatriation in Morocco.

% J.P. Sartre as quoted by R.Lehan, A Dangerous Crossing, French Literary Existentialism and the Modern American
Novel, p. 16.
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The new status and self-achieved personality Dyar seeks to attain are ideals impossible to reach’.
They might be viewed as corresponding to the existential and chimerical balance fusing the ‘in-itself’

and the ‘for-itself’. Towards the end of L’Etre et le Néant Sartre argues that man’s basic wish is to

achieve a state of being where the ‘en-soi’ and the ‘pour-soi’ are synthetized”. According to Sartre,
this impossible ideal would be G-d. The fusion of the ‘in-itself” and the ‘for-itself” could be viewed
as the ultimate status Dyar is seeking in Tangier. The protagonist’s failure and destruction at the end
of the novel suggests the impossibility of such enterprise, that is, finding G-d in terms of Sartre’s
existential philosophy. In relation to the author, it could be inferred that Paul Bowles’s mystic quest
could be interpreted as an alternative to this impossibility, that is to say an attempt to transcend the

reality of existence, to reach God or at least to attain a certain spirituality.

In Bowles’s Moroccan work, the approach and discovery of this foreign country corresponds
to the recovery of unknown parts of the characters’ and the author’s self. Expatriation in Morocco
therefore involves and means an encounter with the self. The discovery of Morocco®, as a country

that is alien to the western travellers of Bowles’s work, parallels and triggers his characters’ self-

discovery and the ensuing self-definition. In Let It Come Down® for instance, the setting in time suits
the protagonist’s attempt at self-recovery. It is set when Tangier was an International Zone,
characterized by economical liberalism, social permissiveness and freedom. Therefore, Tangier
offered its inhabitants limitless opportunities of self-development. Besides, the mere presence of
Dyar in the unfamiliar environment elicits the need to focus on and discover remote parts of himself:
“...recently he had felt , like a faint tinkling in an inaccessible region of his being, an undefined need
to let his mind dwell on himself”’. In the same instance, he also unconsciously links his presence in
Tangier to self-knowledge. At the junction of his journey in Morocco and of his existence is the
awareness that he is at a turning point in his life, the beginning of a new phase which allows for self-

discovery:

There were no formulated thoughts, he did not even daydream, nor did he
push matters so far as to ask himself questions like: ‘What am I doing here?’ or

‘What do I want?’ At the same time he was vaguely aware of having arrived at the

" In the autobiographical context setting a parallel between the Paul Bowles’s characters and the author’s life, mysticism
can be regarded as the alternative to the existential void and as a means of self-definition.

2w, Kaufmann, Existentialism, p. 47.

* A ‘Promised Land>?

* The analyses of the Existential facet of Paul Bowles’s Morocco is to a great extent based on Let it Come Down
because this novel is ‘par excellence’ the writer’s Existential work.

> Paul Bowles, Let it Come Down, p. 116.
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edge of a new period in his existence, an unexplored territory of himself through

which he was going to have to pass.’

At this point, Dyar has reached a further phase in his life, that is, an unknown part of his self.
Morocco also acts as a catalyst in the protagonist’s self-discovery: the novel environment and the

events he is confronted to in Tangier drive him to exorcize the past in order to achieve redemption.

Let it Come Down as a whole and its final chapter in particular can be read as the existential

expression of the quest of self-definition and emancipation through the release from the past. As a
matter of fact, Dyar’s journey to Morocco and the process that leads him to kill Thami are
expressions of a backward journey to severe the links with his childhood and past, in fact, to reach an
emancipated adulthood. By killing his Moroccan friend, he is unconsciously willing to find his real
self through the murder”. As a matter of fact, from the beginning of the last chapter, Bowles suggests
that Dyar is going to experience a kind of flashback into childhood because he “was entering a

,73

region of his memory which, [ ...], he thought had been lost for ever”. The motion of the boat as

well brought back reminiscences of the happiness inducing lullabies of his infancy: “Go. Go to

sleep. My little pickaninny. Hushabye. Rockebye. Mammy’little baby™*.

Further, these memories
are followed by nursery rhymes’ and by references and descriptions of well-being®, of a revivifying
natural environment such as a life generating air’ which point to the forthcoming liberation. These
remembrances can be viewed as means to exorcise the past. Also, the life generating Nature, along
with childhood recollections point to the positive result of the murder, that is, a coming of age, self-

definition and liberation from the past.

The last part of the novel actually exposes a slow backward evolution in his inner journey, a
movement towards infancy and childhood in search of the self, to attain maturity. Dyar’s meditations
are for the most part focused on his past; for instance, in the isolation and calm of his shelter in Agla,

he refers to his past as follows:

Always before, he had believed that, although childhood had been left far

behind, there would still somehow, some day, come the opportunity to finish it in the

! Paul Bowles, Let it Come Down, p. 116.

? The murder itself can as well be read as an expression of the Oedipus Complex.
3 Paul Bowles, Let it Come Down, p. 228.

4 paul Bowles, Let it Come Down, p. 228.

3 Paul Bowles, Let it Come Down , p. 284.

% paul Bowles, Let it Come Down , p.252.

7 Paul Bowles, Let it Come Down , pp. 230, 251.
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midst of its own anguished delights. He had awakened one day to find childhood
gone —it had come to an end when he was not looking, and its elements remained
indefinable, its design nebulous, its harmonies all unresolved. Yet he had felt still
connected to every part of it by ten thousand invisible threads; he thought he had the
power to recall it and change it merely by touching these hidden filaments of

memory'.

The protagonist’s sojourn in Agla corresponds to that day, that is, to the opportunity to put an end to
the ‘anguished delights’ of childhood. In this perspective, this ‘coming of age’ is heralded by
childhood reminiscences and shifts in memory that recall scenes and emotions of Paul Bowles’s
childhood in the Fatherland. Indeed, the killing of Thami is basically intended as an existential
deliverance from the past: “if only existence could be cut down to the pinpoint of here and now, with
no echoes reverberating from the past, no tingling of expectation from time to time not yet arrived””
Paul Bowles’s text can therefore be read as explicitly suggesting that, to come of age, Dyar’ is

imminently going to cut out the bonds connecting him to his childhood®.

On the basis of Dyar’s above mentioned ponderings about existence, the murder is accordingly an
existential act meant to prove his existence as a mature person, free from the bonds of the past. To
this end, the murder, as an attempt at redemption, freedom and self-definition, is described in a
highly metaphorical way: the door, as a symbol of escape and liberty, parallels and reflects his state
of mind. The distance separating him from the exit is made of ‘pure time”’, which means that the
action is not to be related to his present but bears a strong relation to his past. In addition to this, the

1-)6

door is personified: it is ‘silent, staring, baleful’”, that is to say, reflecting his own fears and

hesitations before the murder.

Dyar’s act is symptomatic of his aspiration at revival and life. Thus, it evokes Nietzsche’s
existential belief that man affirms himself by striving towards life against death. Viewed in this
philosopher’s perspective, Dyar’s, and therefore the author’s, expatriation to Morocco can be

interpreted as an attempt at self-definition and rebirth. His attempt at self-control is explained

' Paul Bowles, Let it Come Down , pp. 255-56.

2 Paul Bowles, Let it Come Down , p. 255.

} Dyar’s reminiscences of a past that presents exactly the same terms and conditions of the writer’s recollections in
Without Stopping show that the protagonist’s liberation from the torment of the past and his self-definition are as well
the author’s.

* The exorcism of the past is contextualized in a hellish atmosphere which recalls J.P.Sartre’s existential affirmation in
Huis-Clos that ‘hell is the Other.

> Paul Bowles, Let it Come Down , p. 282.

® Paul Bowles, Let it Come Down , p. 283.
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towards the end of the novel, when he acknowledges that he was driven by a desire to ‘assume

control himself".

Paul Bowles’s expatriation and Morocco represent then a particular expression of an
existential journey in search of the self, that of self-definition through the redemptive value of

Nature, which foretells the writer’s mystic quest and the Pantheist view of Nature

The moments immediately preceding the murder are built in a paradoxical situation that
highlight the protagonist’s impulse to come alive again. The irony consists in the inversion of the
two characters’ roles. A striking difference opposes their respective states of mind: Thami, the
victim, is calmly singing and absorbed in a pleasurable mirage putting forward ‘miles of verdant
gardens, and the water ran clear in blue enamel channels’®. He is in a blissful state, cut off from the
reality around him and experiencing a kind of physical and cosmic pleasure: “Thami, his eyes shut,
his body weaving slowly back and forth as he sang, [...]. The perspective from his tower grew
vaster, the water bubbled up out of the earth on all sides. He had ordered it up to be, many years ago.
(The night is a woman clothed in a robe of burning stars [...].)”. On the contrary, Dyar, is engaged
in a warlike® and fiery fantasy: “The carpet had caught on fire, too. Someone would blame him. ‘I’'m
God damned if I’'ll pay for it,” he said. Regular hours, always superiors to give you orders, no

security, no freedom, no freedom, no freedom™

. The striking contrast between the two protagonists’
deliriums is probably intended to magnify the extent of Dyar’s failure by tempering Thami’s

impending death through the description of his high spirits.

The symbolism of the fire is equally important. The fire constitutes a kind of running thread during
the process of murder and shapes the background of Dyar’s hallucinations. Figuratively it is a

metaphor for the anger and rage that will lead him to commit murder.

Immediately after Thami’s murder, Dyar savours his victory by focusing on his survival® and
on Thami’s death. But his success is tempered by his vision of the surrounding space which carries
connotations of failure and anger: “The fire was out; the inhuman night had come into the room.....A

maniacal light had fallen into the room and was hopping about”’. The extinguished fire suggests the

'Paul Bowles, Let it Come Down , p. 251.
2 Paul Bowles, Let it Come Down, p. 279.
? Paul Bowles, Let it Come Down, p. 280.
* One of Dyar’s delusions is the vision of a decayed house after the passage of soldiers; cf Let it Come Down , p. 279.
> Paul Bowles, Let it Come Down, p. 279.
® Paul Bowles, Let it Come Down , p. 285.
7 Paul Bowles, Let it Come Down , p. 285.
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end of life and vitality, the inhuman character of the night evokes the cruelty of his act but also his
retreat from life, while the falling maniac light illustrates the violence and madness of the murder.
The correlations linking the protagonist’s state of mind to the surrounding space and setting is worth
mentioning. The contrast between the above mentioned negative setting and the subjective ‘positive’
feelings and impression of survival underscores his complete failure and self-destruction that bring
him close to death. Besides, the failure of his action is implied in his vision of the door — usually a

symbol of freedom and liberation- as sending an ‘ominous message’', and characterized as ‘baleful’?,

The existential quest may be either worthwhile or destructive. In the context of Bowles’s

Moroccan work, in particular in Let It Come Down, it is destructive and demonic. Sartre held that

there are at least two choices at all moments: life and death. These two options can be found in
Dyar’s portion of life in Morocco: his coming to Tangier is the expression of a desire to live and to
achieve a self-recovery. This inclination towards life ends on a certain death. With reference to

Nietzsche’s definition of man in Thus Spake Zarathustra3, Dyar’s life can be assimilated to a

‘dangerous crossing’, because his attempt at self-realization and to surpass himself is paired with

connotations of death.

In this context, Dyar’s quest of self-definition also leads to his destruction and death. In Let it
Come Down, Bowles’s representative, Richard Holland®, suggests from the very beginning of the
novel that Dyar’s undertaking is doomed to failure: “The species is not at all intent on destroying
itself. That’s nonsense. It’s intent on being something which happens inevitably to entail its
destruction, that’s all™.

Dyar’s final destruction is suggested as soon as the end of chapter two which coincides with
the turning point of the plot. Dyar’s previous leitmotiv about his existence, ‘here I am’, is then
replaced by another one, ‘it’s no good®” which hints at his final destruction and the failure of his
quest. As a matter of fact, the unravelling of the plot and the hero’s destruction begin as soon as the

third chapter of the novel, whose title, ‘The Age of Monsters’ foretells Dyar’s final downfall as well

! Paul Bowles, Let it Come Down , p. 282..

2 Paul Bowles, Let it Come Down , p. 283.

*“Man is a rope stretched between the animal and the Superman -a rope over an abyss”; such rope stretching is a
“dangerous crossing”, in: Nietzsche, Thus Spake Zarathustra.

*In the preface of the 1980 edition of Let it Come Down , the author admits that the character R. Holland is a
‘caricature’ of himself.

> Paul Bowles, Let it Come Down , p. 128.

® Paul Bowles, Let it Come Down , pp. 169, 170.
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as the failure of the other characters’ schemes; for instance, all of them, Thami, Wilcox, Daisy De
Valverde and Dyar are described as having a restless and anxious night' which prefigures the failure

of their plans and life.

Several significant references and allusions indicate that Dyar, in fact, is moving towards self defeat
instead of the victory he has been seeking. In the final chapter, Dyar hears the ‘chilly’ and ‘peculiar’
sound of a night bird, a ‘youca’® which stirs up echoes from his past. ‘Youca’ is the Moroccan dialect
word meaning a ‘bat’ and is viewed as a bad omen in the context of Moroccan superstition. The bad
omen this bird presages hints at the protagonist’s imminent act and failure which are also evoked by
his reference to the black sky and by his childhood reminiscences comparing the still house to a dead

0ne.3

The negative ending of Let it Come Down may as well be an illustration of Nietzsche’s tragic

pessimism. The protagonist’s total breakdown at the end of the novel also recalls Sartre’s pessimism

with his assertion in Being and Nothingness that man’s life is a futile passion:4 this futility or

uselessness are emphasized in the fiasco of Dyar’s life.

The notion of death is thus central to the demonic aspect of Dyar’s quest because the
protagonist’s journey in Morocco ends on the murder of Thami as well as on his own moral
despondency. In this perspective, many references, similes and connotations are significant; for
example, the hero’s preparations in view of his escape take place in his room where “the air [in his
room] was dead, colder by several degrees than the air outdoors™; the coldness —and therefore the
deadness- of the air indoors obviously evoke that his forthcoming ‘internal’ or moral death as well as

his friend’s.

The destructiveness of the quest and the utter existential pessimism of Let it Come Down are also

conveyed through the recurrence of the same negative metaphors and connotations that round up the

novel. As mentioned earlier, from the very beginning of the novel, Dyar is presented as living in a

! Paul Bowles, Let it Come Down , p. 175.

? Paul Bowles, Let it Come Down, pp. 276, 278.

? Paul Bowles, Let it Come Down, p. 277.

* In Being and Nothingness, Sartre explicitly confirms that man is a useless passion: “Each human reality is at the same
time a direct project to metamorphose its own For-itself into an In-itself-For —itself and a project of the appropriation of
the world as a totality of being-in-itself, in the form of a fundamental quality. Every human reality is a passion in that it
projects losing itself so as to found being and by the same stroke to constitute the In-itself which escapes contingency by
being its own foundation, the Enscausa sui, which religions call God. Thus the passion of man is the reverse of that of
Christ, for man loses himself as man in order that God may be born. But the idea of God is contradictory and we lose
ourselves in vain. Man is a useless passion”. Jean-Paul Sartre, Being and Nothingness, p. 636.

> Paul Bowles, Let it Come Down, p. 197.
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cage - the alienated cage of the self; this figurative image is at the end replaced the ‘rat-trap"’, that is
to say the space where he commits the murder leading to his destruction. Contrary to his
expectations, no evolution has taken place in the interval between the beginning of the novel and its
end: the protagonist has simply exchanged his existential cage with the abyss of self-destruction and

social annihilation.

The natural environment of the crime also denotes the protagonist’s failure and the demonic
side of Dyar’s quest in Morocco. There is a close correlation between the natural elements on the one
hand and the hero’s frame of mind and fate on the other. The rain, metaphor for murderz, desolation
and cheerlessness, constitutes the natural background of the last episode of the novel. As a metaphor
for murder, the rain, falling harder and making a ‘dead, flat sound”’, repeatedly echoes Thami’s
killing, which implies that the hopelessness and desolation Dyar is experiencing are end results of the

murder. That rain is also an element that makes of Let it Come Down a circular novel, which also

increases its existential pessimism. As a matter of fact, the rainy weather connects the end of the
novel to its beginning. When Dyar arrived in Tangier, it was windy and it rained so hard that “the
rain pelted the windshield and the squeaking wipers rubbed painfully back and forth on the glass™.

As well, Let it Come Down ends on a heavy rain as the natural background of Dyar’s gloomy mind:

“The rain fell heavily and the wind had begun to blow again. He sat down in the doorway and began
to wait. It was not completely dark™ In addition to this, throughout the novel, the rain is a sort of
leitmotiv that punctuates the protagonist’s hardships in Tangier. This connection indicates that his
life is a kind of confinement in a vicious circle, in the sense that Dyar just ends where he began, that
is to say a loser instead of being the winner he hoped to become. Dyar came to Tangier to escape the
“progressive paralysis” of his past ten years; in fact, he does not succeed in this task and the reader
even attends to a kind of stasis, since there is no positive evolution in his life and personality. This

stasis itself contributes to the circularity of Let it Come Down and, accordingly, to the implied

pessimism of the novel and of Dyar’s gloomy fate.

Light in general and the Mediterranean luminosity played a major role in Bowles’s Moroccan
expatriation and, as such, is a recurrent theme in his literary image of Morocco. As Lawrence D.

Stewart underscores, “Light is North Africa’s most compelling feature; it has been the object, and

! The shack where he hides himself is compared to a rat-trap.

? The rain relates to the title of the novel, inspired from Shakespeare’s play, Mc Beth, refers to the murderer’s reply to
Banquo : ‘Let it come Downe’.

* Paul Bowles, Let it Come Down , p. 292.

4 paul Bowles, Let it Come Down, p. 18.

> Paul Bowles, Let it Come Down, p. 292.
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here illuminates, all of Bowles’s pursuits there’'. In the context of Thami’s murder, a gray sky and
the absence of luminosity are images reflecting Dyar’s destructive fate. The light and the sky of the
Moroccan landscape that used to be bright have turned to grey, colour which evokes dreariness and
echoes the rain: “as the day advanced the wind increased, the blue sky grew white, then gray” . This
shift from vividness to greyness recurs and reflects Dyar’s featureless future: “A dense cloud was
drifting down from the invisible peaks above. In the wet gray twilight everything was colourless™.
In the same sense, the darkness of the falling night as well as his inability to find a match to light the
candle illustrate and emphasize his despair and the nothingness that henceforth characterizes his life.
So, this bleak and cheerless landscape and weather are in tune with his state of mind and destiny.
Even the light that used to be dazzling is invested by devilish has overtones and has become
‘maniacal’®. Similarly, the weather and the drabness of the usually luminous Nature are at the image
of the new pattern of his life: “A dense cloud was drifting down from the invisible peaks above. In

the wet gray twilight everything was colourless™

. The greyness of the dusk suggests the void and
lack of prospects in his future. In the same way, the dreariness of the landscapes correlates with the

dullness of his life.

In fact, Dyar’s mood and fate at the end of the novel illustrate its title. As Bowles specifies at

the beginning of the novel,® the title of Let it Come Down is inspired from Shakespeare’s play,

Macbeth. When Banquo remarked: ‘It will be rain tonight’, ‘Let it come down’ were the words the
murderer uttered before knifing his victim. This image of the rain highlights the failure of Dyar’s
prospects when coming to Tangier. In this North African city, the American expatriate aimed at
achieving a definite status in life but he has ended as the murderer of Thami, his Moroccan friend.
The very last sentences of the novel also underscore his despair: “The rain fell heavily and the wind
had begun to blow again. He sat down in the doorway and began to wait. It was not yet dark”’. The
notion of time is important and implies that a more intense darkness is still to come, and so, by

implication, a greater desolation is yet to come.

Dyar is so despondent that even the status of murderer and hostility seem to be an escape

from the Existential nothingness: “A place in the world, a definite status, a precise relationship with

! Lawrence D. Stewart, Paul Bowles, the [llumination of North Africa, p. xiii.
2 Paul Bowles, Let it Come Down , p. 285.
* Paul Bowles, Let it Come Down , p. 290.
* Paul Bowles, Let it Come Down , p. 285.
> Paul Bowles, Let it Come Down , p. 291.
¢ Cf Paul Bowles, Let it Come Down, p. 7.
” Paul Bowles, Let it Come Down , p. 292.

41



the rest of men. Even if it had to be one of open hostility, it was his, created by him”"’

. Clinging to his
need to achieve something, he considers his new status of murderer as an accomplishment, a position
that is better than nothing, even if it generates the resentment of maybe the unique person who cares
for him, Daisy. His attempt to see something positive even in the middle of despair and loneliness is
a sort of denial of nihilism which recalls Camus’s standpoint about nihilism: according to him, life is
meaningless but each person has the opportunity to define a role in life, which can be applied to Dyar
who considers that even if his apparently gratuitous act has engendered negative consequences, it has

nevertheless granted him a status, even if it is a murderer’s.

Dyar’s failure to achieve a definite status in life also extends to human relationships. The
murder he commits engenders the loss of the friendship and attention of the unique person who cared
for him, that is, Daisy. The immediate and most painful expression of his downfall is illustrated by
the loss of her esteem and care. Being abandoned by Daisy is all the more upsetting that she has
acted as a mother for him and that she is actually his unique ally. In this sense, the only moment
when Dyar is moved and truly affected is probably when he saw the tears that filled her eyes at the
sight of Thami’s corpse. The tears being a demonstration of the sadness and concern Daisy feels
towards him, this moment is also the unique instance when someone is presented as really worrying
about him. Dyar’s situation is all the more desperate that this proof of love entails an irrevocable
rejection: “[...] as he stared into her eyes he was conscious of the instantaneous raising of a great
barrier that had not been there a moment before, and now suddenly was there, impenetrable and
merciless™. Daisy’s decision to leave him and to refute their encounter is also a kind of denial. She
departs and “where she had paused there was only the rectangle of grayness™, a colour that echoes
Dyar’s dismal future. Daisy’s condemnation marks the climax of his despair and loss; like the fatal
blow, it makes him sink into despair so much so that, at the end, he is cut off from the Moroccan
nature he used to revel in; the bright natural environment, which so far has always responded to his
moods and movements, has now become silent, windy and rainy. The novel ends on a grim natural
image: “The rain fell heavily and the wind had begun to blow again. He sat down in the doorway and
began to wait. It was not yet completely dark™. Even if the temporal precision that it was not yet
dark connotes a probable hopeful future, this final natural image illustrates the failure of the

protagonist’s expectations in Morocco and his existential anguish.

! Paul Bowles, Let it Come Down , p. 292.
2 Paul Bowles, Let it Come Down , p. 292.
? Paul Bowles, Let it Come Down , p. 292.
* Paul Bowles, Let it Come Down , p. 292.

42



Dyar’s inactive and static life is also illustrated by the lack of evolution in his conduct: he has
always behaved under the influence of the strong-minded Daisy. At the end of the novel, we can
even note a kind of regression towards infancy; this degeneration is partly illustrated by Daisy who
addresses him as if he were a young child who needs to be disciplined, directing and rebuking him
without care'. As S.T.Olson states, “Nelson Dyar regresses towards an infantile condition of

1”2

wholeness and self-assertion during the final section of the novel””. The protagonist’s attempt at self-

assertion has been thus achieved at the expense of his maturity.

Ironically, his unique achievement is a shift from the condition of a failure to that of a criminal, state
which does not bring about a significant transformation; rather, it is a symptom of the stagnation that
characterizes his life, even in Morocco. This desperate standstill situation represents the culmination
of the staticity which has characterized his behaviour and life throughout the whole novel. Instead of
the redemption, freedom and change of status from a victim to a winner, the result of Dyar’s act is
stasis instead of life and freedom. In this perspective, the greyness that has always coloured his life
metaphorically turns to a complete darkness® as a symbol of despair. The quest has thus changed
from a quest for freedom and redemption to a demonic one. This demonic aspect of the protagonist’s

abortive quest in Morocco is symbolized in Let it Come Down by a powerful pattern of metaphors,

the most recurrent ones being the cage, the door, the rain, as well as grey and dark colours.

This unwarranted crime is at the image of the existential void in which Dyar lives. The total
failure of his quest in Morocco, resulting in loneliness, murder, and in psychological confinement,
recalls Sartre’s assertion that there is no right choice, therefore entailing certain nihilism. In fact, the
murder, as L.D.Stewart asserts, is an ‘acte gratuit™® and we are compelled to consider it as an

existential act’. Yet, Let it Come Down is apparently focused on the antinomy opposing death and

failure on the one hand to self-assertion and revival on the other. The demonic quest and the murder
that end this novel account for its existential facet while the outcome of the murder as it relates to

Dyar’s evolution may conversely be regarded as a means to self-definition and revival.

! Paul Bowles, Let it Come Down , p. 289.

’SE. Olson, “Alien Terrain: Paul Bowles’s Filial Landscapes”, in: Twentieth Century Literature, A Paul Bowles Issue,
Fall/Winter 1986 p. 339.

* Paul Bowles, Let it Come Down , p. 292.

‘L.D. Stewart, Paul Bowles, the Illumination of North Africa, p. 98.

*L.D. Stewart, Paul Bowles, the Illumination of North Africa, p. 98.

43



In this regard, the figurative meaning of the ‘door’ and the ‘cage’ is significant. The recurring
metaphor of the cage suggest that Dyar has come to Tangier ‘to exchange one cage for another’' as it
also illustrates his existential malaise when he was in the Unites States”. The metaphor of the cage
comes to an end when, utterly drugged, he drives the nail into Thami’s head, act which does indeed
close the door on his cage™. In fact, the cage just gives way to the ‘door’, another effective metaphor
for Dyar’s existential malaise and cage of the self. The last chapter of the novel is built around the
symbolism of the door, the nail and hammer and finally of Thami’s head. At the core of his kif
induced hallucinations, Dyar envisions Thami’s head as a door that would set him free. Opening it by
means of a nail and hammer show his endeavours and aspirations to freedom. His driving a nail into
his friend’s head carries a symbolical value in the sense that it illustrates his efforts to release himself

from his confinement in an existential cage. Indeed, Let it Come Down thus bridges the gap between

the existential influence on Paul Bowles’s image of Morocco and the author’s aspirations at self-

recovery and at the ensuing feeling of revival.
Mystical existentialism in the image

Basically, mysticism can be defined as the experience of a mystical union or direct
communion with the ultimate reality. It is also the belief that direct knowledge of God, spiritual truth
or ultimate reality can be attained through subjective experience (as intuition or insight)*. Bowles’s
mysticism or more precisely the mysticism of his image of Morocco does not present any noetic
quality. As well, the writer does not draw any cognitive conclusions or present statements from his
approach to Moroccan Nature and cosmos. As a matter of fact, in his literary image of Morocco,
Bowles does not infer any principles or conclusions as far God or any deity are concerned. Nor does
he present rational and intellectual rapports and views of Moroccan cosmos and Nature. In fact,
Bowles’s spellbound descriptions of Moroccan scenery, his admiring and even quite deferential
approach to Moroccan cosmic elements and Nature and his associating them with the sublime
account for the mystical existentialism that characterizes his image Morocco. The association of a
mystical approach to Morocco with existential themes allows the reference to a mystical
existentialism in Bowles’s early literary production, that is, in works produced during the heyday of
existentialism. The author’s mystical and existentialist approach to Morocco is, to a great extent,

implied in the descriptions and rapports of his characters to the Moroccan cosmos and Nature.

! Paul Bowles, Let it Come Down , p. 22.

? Paul Bowles, Let it Come Down , pp. 20-22.

3 L.D.Stewart, The Illumination of North Africa, p. 96.
* Merriam Webster dictionary.
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The contextual existential influence on Bowles’s early Moroccan writings is associated with a
very close relationship with Moroccan Nature and with vivid descriptions highlighting the beauties
of Moroccan Nature and cosmos. The writer’s laudatory descriptions of Nature and the metaphorical

pattern of images of Moroccan cosmic elements such as the rain, the clouds in Let it Come Down

(1952) for instance prefigures the writer’s later Pantheism that shapes Bowles’s image of Morocco
starting from the 1960s. In this respect, the association of negative and pessimistic existential themes
with a mystic and positive approach to Moroccan Nature sets Paul Bowles’s existentialism as

mystical.

In the context of this investigation, mysticism is viewed as ‘the urge to reach out to the
infinite’". This definition suits Bowles’s nontheism, in the sense that his writings do not present any
belief in a personal God or Gods. In all respects, the writer does not believe in any God or deity. In
point of fact, Bowles’s work in general and Moroccan work as a whole presents a keen focus on
Nature. The author’s fascination by Moroccan Nature and cosmic elements is so strong that it is

almost veneration.

There is a relationship between mysticism and Paul Bowles’s spiritual reaction to the
existential philosophy. In fact, Existentialism is also a form of mysticism. In this regard, K. Jaspers
rejected explicit religious doctrines and influenced modern theology through his preoccupations with
transcendence and the limits of human experience. He used the term ‘encompassing’ to refer to the
ultimate limits of being. Besides, to this philosopher, ‘existence’ means the indefinable experience of
freedom and responsibility; it is an experience which constitutes the authentic being of individuals
who become aware of ‘the encompassing’ by confronting suffering, conflict, guilt, chance and death.
In this context, ‘transcendence’ is the term Jaspers uses to identify God in the emotional experience

of human beings.

In this sense, a dominant form of mysticism in western civilization is Existentialism and its many
disguised variations such as Gestaltism, transcendental meditation, Zen Buddhism, Sufism. The latter
can be found in Paul Bowles’s image of Morocco through Pantheist mysticism. Thus, human
existence is a kind of comprehensive and all-inclusive experience which recalls Ibn Al Arabi’s

notion of Wahdat Al Wujud?, apart from the Existential atheist belief in nothingness.

! Majid Fakhri, Islamic Philosophy, Theology and Mysticism, p. 73
? Hereafter referred to as the ‘Unity of Existence’.
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Therefore, the link between Existentialism and mystical references to Moroccan Nature and cosmic
elements stress the contextual, mystical and existential facet of the image of Morocco. In fact, as Let

it Come Down illustrates, there are mystical elements and experiences even at the heart of Paul

Bowles’s most compelling existential work.

However, there is a chronological evolution in Paul Bowles’s existential mysticism. Due to
the existential influence of the 1950s, the early works are more plainly existential than the late ones
which present more noticeable mystic features. On the whole, there is an evolution from mystical
existentialism to Pantheist mysticism. This development highlights the author’s journey all through

his mystic quest in the adopted country.

The notion of ‘transcendence’ is central to mystical Existentialism in the sense that both
Existentialism and Mysticism entail the notion of transcending the self’. In Kant’s philosophy and in
Husserl’s phenomenology?, ‘transcendence’ means something ‘beyond or before experience’. In the
perspective of Sartre’s existential phenomenology, transcendence is also the mental act of projecting
a consciousness beyond itself, referring to and establishing new relations with entities that are
external to the self. Transcendence, through the establishment of links with the external world,
involves consequently spirituality and unity of existence. This phenomenological approach to
‘transcendence’ as related to existentialism is recurrent in Paul Bowles’s early image of Morocco,

notably Let it Come Down. The label ‘phenomenological’ can be related to Maurice Merleau-

Ponty’s view that transcendence is linked to existentialism. As this philosopher asserts,
“phenomenology is also a philosophy which puts essences® back into existence, and does not expect
to arrive at an understanding of man and the world from any starting point other than that of their

,74

facticity””. Thus, Dyar’s transcendent consciousness of Moroccan natural elements and environments

fit into this perspective. His mystical experience, that is to say his ‘going beyond’ mere perception,

! “Transcendence’ literally means ‘going beyond’. In one sense, it thus refers to the context of ‘otherness’, and involves
whatever lies ‘beyond’ or is ‘other’. In this sense, Paul Bowles’s mystical and ’transcendent’ approach to Morocco is
then his existential expression of the ‘other’.

? In Husserl’s phenomenology, transcendence as ‘going beyond’ is also related to a deeper experience of selfhood or
‘self-experience’. This last acceptation is particularly appropriate to Paul Bowles’s Moroccan work as Morocco and
Moroccan Nature are presented as means to self-definition. Besides, Husserl also sets the essential experience of
‘transcendence’ within immanence, that is to say that it has dimensions of ‘infinity’. This last notion matches the
existential transcendence of Paul Bowles’s early Moroccan work and his mystic aspirations at ‘infinity’ in Morocco.

3 In relation to the essence, Maurice Merleau-Ponty states that “seeking the essence of consciousness will ...... consist in
rediscovering my actual presence to myself, the fact of my consciousness which is in the last resort what the world and
the concept of consciousness mean. Looking for the world’s essence is not looking for what it is as a fact for us, before
any thematization”. Maurice Merleau-Ponty, Basic Writings, p. 72.

* Maurice Merleau-Ponty, Basic Writings, p.63.
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can be regarded as ‘transcendent’ in the context of the Existential phenomenology'. Dyar often
transcends his worldly concerns and existential preoccupations, bridging thus the gap between him
and the external elements, therefore achieving a mystic unity and harmony with the world. The
combination of his frank existential attitude to life with transcendence stress the mystical

existentialism of Let it Come Down.

In this novel, one of the most powerful and symbolical scenes in relation to mystical
existentialism is Dyar’s sun and sand bathing naked under the hot sun in the beach of Tangier. In
addition to the sensation of physical and voluptuous plenitude, this scene imparts another significant
facet: the protagonist’s existential ponderings are closely associated with a mystical natural
encounter via the feeling of ‘transcendence’. At the core of the above mentioned experience, Dyar, as
usual, wonders about his own existence: “And so he, lying in the sun and feeling close to himself,
knew that he was there and rejoiced in the knowledge [...] .Whatever a man thought, said or did, the
fact of his being there remained unchanged””. He is once more asserting the prevalence his existence.
His existential assertion is accompanied by the experience of an encompassing fusion of all the
natural fundamental things of existence: in this symbiosis, Dyar, the representative of mankind,
transcends his human condition in a symbiosis with all the natural elements, such as water, sand, sky
and even time. The union is first of all expressed through a harmonious concord® binding different
natural elements of the landscape: “The soft, regular cymbal crash of the waves was like the distant
breathing of the morning; the sound sifted down through the myriad compartments of the air and

reached his ears long afterwards™.

The central harmony of this metaphoric description of morning is first conveyed by the soft-
toned melody of the waves. The concord that radiates from this sensuous image at the same time
encloses and unites the waves and their music. The agreement that is therefore suggested also
involves the rippling of the waves which is compared to and echoed in the ‘morning’; this original
metaphor merges both the notion of time and the landscape or space, and so, highlights the basic
harmony of the instant. This natural unity involves as well the air which is referred to as composed
of ‘compartments’, as if to stress the tangible character it would have, a common point the air would

share with the earth and that would unite it with the other natural components.

! Dyar’s transcendent perception of his existence in Tangier fits into the phenomenological ontology of J.P. Sartre, P.
Ricoeur and M.M. Ponty.

2 Paul Bowles , Let it Come Down , p. 183.

® This concord once more foretells the pantheist notion of the ‘Unity of Existence’.

* Paul Bowles , Let it Come Down , pp. 181-82.
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Dyar, too, is involved in this unity: he is completely wrapped up by the natural elements -sun, sky,
sand, heat- and the well-being and harmony he feels are translated through the beneficial sleep that
overcomes him. By personifying the morning and referring to its ‘breathing’ the author creates a link
between Dyar and Time in order to stress the concord of the Creation. At the same time, by
implying that Dyar breathes in unison with the morning Paul Bowles underlines his feeling of
harmony with nature. So, there is an all encompassing process involving the unity of all things, an
agreement involving the earth, the sky, sea, the air and finally man, that is to say the whole gamut of
the Creation. As a matter of fact, Dyar, later on, significantly refers to this experience as a
pilgrimage', which highlights its sacred character. Viewed from this perspective, Dyar’s experience
on Tangier’s beach is a mystical experience that recalls Ibn-al-Arabi’s concept of the Unity of
Existence’. This association suggests that the muystical side of Paul Bowles’s contextual

existentialism.

Further, transcendence is another mystical and existential concept that is inherent to the above
mentioned occurrence. In this scene there is a gradual movement from Dyar’s acute consciousness of
his surroundings and the clear-cut natural elements of the beach, to a state of oblivion where he
forgets about his worries and the space around him’. The point of cleavage towards transcendence
coincides with his turning over and lying face down on the sand. This image and his transcendent
consciousness highlight Dyar’s projection beyond his conscious self, that is, transcendence. This
experience brings to mind that from now on he will represent mankind and will transcend his own
condition, life and time. As a matter of fact, in the long monologue that follows, Dyar’s refers to

‘man’ and his reflections are extended to mankind as a whole and to life and death in general.

As a matter of fact, transcendence also finds its most concise expression in Dyar’s definition of life:

“Life needs no clarifying, no justification. From whatever direction the approach is made, the result

1’94

is the same: life for life’s sake, the transcending fact of the living individual™”. He has gone beyond

! Paul Bowles , Let it Come Down , p. 187.

% In the context of this investigation, Bowles’s image of Morocco is analysed in the light of pantheism, especially Ibn al
Arabi’s notions of ‘existence’ or wujud and of ‘wahdat al wujud’ or unity of Existence. This aspect will be more
specifically investigated in subsequent parts.

William C.Chittick explains wujud or existence as follows: ‘Wujud’ or existence refers to “God wujud’, a word that is
usually translated as ‘being’ or ‘existence’. Chittick also observes that “In Arabic the word wujud is applied to God and
to everything else as well. God has wujud , or rather, God is wujud and everything else has wujud in one way or
another..... we might say that wujud means Being when referring to God and existence when referring to anything other
than God”. Ibn ‘Arabi, Heir to the Prophets, p. 36. In the context of this study, the ‘Unity of Existence’ invokes the basic
unity linking Nature and the cosmos to the Infinite or the Divine in the contxt of Pantheism.

* Cf Let it Come Down, pp. 181-83.
* Paul Bowles , Let it Come Down , p. 183.
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his actual condition, replacing himself in the context of Man ‘on his way’'. The combined effects of
the protagonist’s spatio-temporal union with the cosmos grants a mystical dimension to his

existentialism.

Settings too are vectors for the mystical existentialism of Let it Come Down. There is a very

close relationship between the places where Dyar experiences his existential malaise and mysticism.
In this perspective, it is worth noting that the desert beach where the above mentioned mystic and
existential experience occurs recalls ‘khalwa’, the mystic practice of retreat. In the same way, even
the spot where Dyar commits his existential act is a sort of refuge favouring mystical experiences
and recalling ‘khalwa’: the house where he kills Thami is situated in an isolated olive grove near
Agla, a small village lost in the countryside across the Strait of Gibraltar and which can only be
reached after a long voyage through the sea; as a matter of fact, before attaining it , Dyar explicitly
views the portion of the sea they have to cross as a solitary retreat: “And as the small boat passed
more certainly through a region of shadowed safety, farther from the lights and the possibility of

discovery, he found himself thinking of the water as a place of solitude™

. The difficult way to get to
the house, made of very steep and rocky climbs and descents,’ also stresses its isolation and
inaccessible situation, suggesting thus its status as an isolating shelter. Dyar’s reflections while

reaching it are revealing:

As Dyar walked toward the house he noticed the deep troughs dug in the earth
by the rain [...]; it still dripped here and there, an intimate sound in the middle of an
encompassing solitude- almost with an overtone of welcome, as if the mere existence
of the house offered a possibility of relief from the vast melancholy grayness of the

dying afternoon”.

The relationship between existentialism and the mystic experience of the ‘Unity of Existence’
is even present at the core of the scene preceding Dyar’s main and fatal existential act, that is, the
killing of Thami in order to survive and to prove his existence. Bowles stresses then the protagonist’s
close union and awareness of natural elements, which recalls the Unity of Existence’. Even time is

described as melting in the course of its ‘fusion with fire’: “Inside, by the fire, time was slowly

! Paul Bowles , Let it Come Down , p. 183.

2 Paul Bowles, Let it Come Down , p.228.

? Cf Paul Bowles, Let it Come Down pp. 237-244.
* Paul Bowles, Let it Come Down, p. 244.

> Cf Paul Bowles , Let it Come Down , pp. 282-83.
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dissolving, falling to pieces™

. The very moment of the murder coincides with a strong symbiosis
associating nature and Dyar: “The mountain wind rushed through his head, his head that was a single
seashell full of grottoes; its infinitely smooth pink walls, delicate, paper-thin, caught the light of the
embers as he moved along the galleries™. So, after the crime through which Dyar asserts his
existence’, Bowles depicts him as forming a single entity with the wind, the seashell and the fire.
Even the soundness of the existential belief at that moment is compared to the clarity of ‘a great rock

rising out of the sea around it™*.

Moroccan Nature is thus a major vector of transcendence. It is a means to transcendence, to
rise above chaos and existential considerations and therefore to generate the harmony and

communion with Nature that evoke the mystic concept of the Unity of Existence.

In this context, Dyar usually transcends chaos through a communion with Nature. For example, the
boredom and futility he experiences at the Beidaoui’s social gathering culminate when he decided to
escape outside the palace. There, Dyar, wrapped by the night, senses an immediate calm and
harmony with the surrounding natural elements: the sounds and rustle made by plants, stalks and
pods, the movements of vines, trees and stars. These natural sounds and views contrast with the
chaos of the social environment he just escaped from and have a soothing, cleansing and boosting
value: “he did not even realize that he was welcoming these sounds as they washed through him, that
he was allowing them to cleanse him of the sense of bitter futility which had filled him for the past

7,5

two hours™. Altogether with his existential preoccupation, Dyar derives then from nature and the

concord that transpires from it the energy and the new direction of his life:

‘Here I am’, he told himself once again, but this time the melody, so familiar that its
meaning was gone, was faintly transformed by the ghost of a new harmony beneath
it, scarcely perceptible and at the same time, merely because it was there at all,
suggestive of a direction to be taken which made those three unspoken words more

than a senseless reiteration.”®

! Paul Bowles, Let it Come Down , p. 283.

2 Paul Bowles, Let it Come Down , p. 284.

} Dyar’s first sensible words after the murder are: “ I must remember that I exist’,...I must remember that [ am alive’ ”.
Let it Come Down, p. 284.

* Paul Bowles, Let it Come Down , p. 284.

> Paul Bowles, Let it Come Down, p. 130.

® Paul Bowles, Let it Come Down, p. 130.
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Nature and the harmony that radiates from its elements are consequently means that enable
Dyar to transcend the chaos and senselessness of Tangier’s social life as well as his existential
speculations. His retreat from the stifling room to the isolated calm of the garden and the ensuing
relief recall the mystic practice of retreat and the intense harmony he comes into contact with also
evokes Ibn-al-Arabi’s concept of the Unity of Existence. So, the protagonist’s experience can be
compared to a mystic encounter with nature. This establishes a link between the contextual
existential influence on Bowles’s works of the fifties and his mystic quest. The seeds of mysticism

can then be traced back to the works written at the beginning of his expatriation.

On the whole, in Let it Come Down, existential experiences are combined with mystical

ones': obvious mystical feelings of communion with nature and the unity of existence are
immediately followed by openly existential considerations on the meaning and the consciousness of
life: “Therefore living meant first of all knowing one was alive, and life without that certainty was
equal to no life at all”*. This assertion sets as a primacy of life the consciousness of it. A clear
statement of Dyar’s mystical existentialism is found in the association he establishes between the
earth, that is the cosmos on the one hand, and life and consciousness on the other: “A life must have

all the qualities of the earth from which it springs, plus the consciousness of having them™.
The Surrealist facet of the image

The contextual influence on Paul Bowles’s image of Morocco also includes Surrealism. At
the age of seventeen, Paul Bowles already wrote poems in the Surrealist fashion. The avant-garde
magazine Transition published some of his poems which were labelled as surrealist. During the
surrealist glory days, Bowles’s Moroccan work started to bear the stamp of this cultural and literary
movement. In fact, the writer’s image of his host country is not only the outcome of his Moroccan
experiences but it is as well the combined result of the encounter of the contextual influence of

Surrealism with the Moroccan reality.

Even if Gertrude Stein did not like his attempt to write in the surreal manner, that is, without
‘conscious intervention’ Bowles already had a penchant for Surrealist poles of interest, such as
exotic countries like Morocco, so-called ‘primitive’ cultures and all their subsequent characteristics.

As a sign of the surrealist contextual influence, nearly all of his fiction is set outside America. For

! Cfalso Let it Come Down, pp. 252-56.

2 Paul Bowles, Let it Come Down, p. 255.

? Paul Bowles, Let it Come Down, p. 255.

‘G. Vidal, in: Paul Bowles, Collected Stories, p.3.
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the most part, his writings are either set in North Africa, or in Central and South America. Only 3 out
of his 39 short stories written between 1939 and 1976 take place in America. The common point
between the settings of his work as a whole is their exoticism and their foreignness and contrast with
Western culture and civilization. These features correspond to some of the centre of interests which
were dear to the surrealists and to some of the major facets Bowles presents in his image of
Morocco. On the whole, in his Moroccan fiction, the American writer is fascinated by the non-
western mind, by the remote and exotic Moroccan landscapes as well as by the mystical dimension

his adopted country offered him.

Bowles’s choice of Morocco in 1947 is partly due to the Surrealist influence and to the advice
of Gertrude Stein. To escape from America and from the connotations of his fatherland, the writer
could have chosen any other country. Fleeing from America during the Surrealist heydays, he sought

alien, exotic and what seemed to him as primitive cultures®.

Thus, Morocco, with all its associations with liberty and its connotations with exoticism,
wisdom and happiness® obviously fulfilled the writer’s inclination. His numerous voyages and stays
throughout the world are as well an expression of his interest in Surrealism. For instance, he and Jane
his wife lived for some time in Acapulco, Mexico and in the spring of 1945, Charles Henry Ford
asked him to edit an issue of the magazine View on Central and South American cultures, which
stirred up in him an ethnographic penchant. Consequently, writing on mysterious and unknown
countries, generated, as he asserts “ [...]the desire [...] to invent my own myths, adopting the point

”4

of view of the primitive mind [...]”". This description corresponds to Paul Bowles’s state of mind

when he settled in Morocco.

The main Surrealist features that characterize Bowles’s image of Morocco are the refusal of
social conventions, primitivism, exoticism in relation to folk and oral tradition, the irrational through
magic and sorcery as well oneirism and finally the Surrealist automatic writing and the stream of

consciousness technique.

Even if Surrealism is considered as having generally lasted from 1919 to 1966, that is to say, until

the death of André Breton, its significance in intellectual life declined after WWII. Therefore, my

" The context is important because nowadays it is not invested with the same connotations
2 ¢f. Paul Bowles, Without Stopping, pp. 125, 297

3Cf Paul Bowles, Without Stopping, p. 125.

4 Cf, G.Vidal, p. 3 and Paul Bowles, Without Stopping.

> Cf Internet site David Cunningham, http://www.litencyc.com
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analysis of the surrealist contextual influence on the image will take into account Paul Bowles’s
Moroccan work written mainly from the 1940s to the 1960s, starting with his first Moroccan writing,

‘The Scorpion’, a short story published in 1945.

Refusal of social conventions is symptomatic of Surrealism. As stated in the Second Manifesto
of Surrealism, A. Breton states that ‘Surrealism, as I envisage it, proclaims loudly enough our
absolute nonconformity, [...]. It could only account, on the contrary, for the complete state of
distraction which we hope to attain below’'. In this sense Surrealism rejects all forms of order and
condemns logical, social and moral conventions, opposing to them the values of dreams, instinct,

desire and revolt in the expression of the real process of the thought.

As a matter of fact, most of Bowles’s characters are marginal people, as a result discarding
social norms and conventions. The great majority of his characters, whether Moroccan or European,

do not live according to conventional and established social rules.

‘The Scorpion’ is a notable example of the surrealist nonconformity and social marginality; its
main protagonist is an old woman living ‘in a cave which her sons had hollowed out of a clay cliff

near a spring before they went away to the town where many people live™.

A marginal way of life is also significant in Let it Come Down. Thami and Dyar, The novel’s

main protagonists, do not fit in the conventional social pattern. As Mitzi Berger Hamovitch observes,
“Thami is a kind of mirror image of Dyar. He too is rebellious, detests his existing family -his older
brothers- although he had dearly loved his father and felt abandoned when he died. Thami had been
his favourite, but cannot seem to ‘fit in”>. Most of the characters that people Paul Bowles’s short
stories fit into this context. They are mostly marginal persons living in the fringe of Moroccan set

society.

Surrealists had a wide variety of interests, but the most appealing to them were anthropology
and a concern for primitive cultures, perhaps accounting for the writer’s personal interest in
anthropology. Both primitivism and exoticism were among the writer’s early centres of interest:
While he was living in New York in the 1940s Paul Bowles was already attracted by ‘primitive’

countries. As Marilyn Moss claims, in Without Stopping ‘he recalls his curiosity about alien and

! André Breton: Second Manifeste du Surréalisme
2 Paul Bowles, ‘The Scorpion’, Collected Stories, p. 27.
? Paul Bowles, Let It Come Down.
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primitive cultures’’. Actually, he confesses that his ‘curiosity [...] was avid and obsessive. I had a
placid belief that it was good for me to live in the midst of people whose motives I did not
understand’?. In fact, Morocco, as a ‘primitive’ and unknown country, was the alternative to America
which was ‘clearly the nightmare from which Paul Bowles seeks to awaken’. Accordingly, the so-
called primitivism and exoticism of unknown lands are surrealist features that shape Bowles’s early
image of Morocco. They partly account for Bowles’s expatriation in Morocco, a country that was at

that time invested with the connotations of exoticism.

When Bowles settled in Tangier in 1947, and as L. D. Stewart remarks, Morocco has become
an outpost of the American dream and colonized by Americans in exile, mostly seeking the ‘alleged’
foreignness of Morocco®. Actually, the writer affirms his anticipated admiration of Tangier, a city he
describes as follows: ““ ‘It’s a continuous performance, anyway’, I said with satisfaction. Even before

getting to Tangier, I knew I should never tire of watching Moroccans play their parts”™.

Bowles sought then refuge in Morocco, a country he viewed as also endowed with a pristine
Nature. Thus, exoticism to a great extent correlates with the Moroccan luxuriously intact Nature.
Morocco basically appealed to him because of the simple and bucolic life allowed by the primitive

closeness to an unspoiled nature:

I like the world as it is, you know- the trees, the wind, the globe and whatever’s on it
[...].Yes, it’s wonderful that here there are those little —what shall I call them? - rocks
in the brook that just stay there while everything else rushes by them in the water,

people who just stand or sit all day while time goes by and people go by®.

In this context, the author carefully avoided the Moroccan modern urban centres and revelled in the
simple atmosphere of the traditional and rural Moroccan society and areas. This attitude partly
explains why the author’s image of Morocco is geographically restricted to desert and rural places.
Even Tangier, his elected Moroccan city, attracted him partly because of its provincialism. In
addition to this, his short stories are mostly set in the deep Morocco, away from cities such as

Casablanca for example.

! Marilyn Moss, ‘The Child in the Text’, in: Twentieth Century Literature, a Paul Bowles issue, p. 326.
2 Paul Bowles, Without Stopping, p.297.

3 Marilyn Moss, ‘The Child in the Text’, in: Twentieth Century Literature, a Paul Bowles Issue p. 326.
4 Lawrence D. Stewart, Paul Bowles, The Illumination of North Africa, p. 1.

3 Paul Bowles, Without Stopping, p. 127.

® Oliver Evans, An Interview with Paul Bowles’ ,Mediterranean Review 1:2 (Winter 1971),.
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The exotic and primitive surrealist facet of Bowles’s image of Morocco also takes the form of
unknown and strange settings inhabited by marginal natives. In fact, the first short story Bowles

wrote is ‘The Scorpion’ (1939). In Without Stopping he recalls that at the onset this tale was

‘primitive’, based on his own myths'. ‘By the Water’ is also set in a supernatural place: in this short
story, Amar, the protagonist is travelling to a strange town to see so-called relatives he has never
known. Exoticism is here conveyed through the weird environment and the people’s strange
behaviour. Once there, Amar is attracted to an uncanny ‘hammam’ by a languid ‘oud’® music which
will lead him to express his primitive instincts, since, as L.D.Stewart affirms, ‘in Bowles’s world,

music frequently traps man into expressing his primitive instincts™ .

The primitive mind is as well notable in ‘A Distant Episode’ (1945) where a Professor, a linguist, has
his tongue cut by the Reguibat. The cruelty of this tribe and the professor’s mutilation® are viewed by
the author as the act of ‘adopting the point of view of the primitive mind>>. As this short story
suggests, the primitive mind is often associated with cruelty and barbary. The same relationship can
be found in ‘The Delicate Prey’ (1948). This short story relates fictionalises the violent behaviour of

a Moungari® towards a young Filali’. It describes how Driss, a young Filali is savagely mutilated:

The man moved and surveyed the young body lying on the stones. He ran his fingers
along the razor blade; [...] he stepped over, looked down, and saw the sex that
sprouted from the base of the belly [...]. It was swiftly severed [...]. He put his hand
on the hard belly and smoothed the skin. Then he made a small vertical incision there,

and using both hands, studiously stuffed the loose organ in until it disappeared ®.

The cruelty brought out in the ‘Delicate Prey’® and in ‘A Distant Episode’'® should
nevertheless be modulated. The primitive violence features only on the surface level, due to the
surrealist contextual influence on Bowles’s work. As the author contends, its most important
function in the image of Morocco is to elucidate his own character and that of the natives. Besides,

L. D. Stewart underlines that “Bowles has spent the greater portion of his life in Morocco, and that

! Paul Bowles, Without Stopping, pp. 261-62.

? That is to say a Moroccan traditional guitar.

LD. Stewart, The Illumination of North Africa, p. 29.

* The Professor’s tongue has been severed by the Reguibat tribe.

> Paul Bowles, Without Stopping, pp. 261-62.

® Paul Bowles explains that a Moungari is an inhabitant of Moungar, ‘a holy place in that part of the world’ ‘The Delicate
Prey’, p. 166.

” A member of the Filali tribe.

& paul Bowles, ‘The Delicate Prey’, in: Collected Stories, p. 170.

% Paul Bowles, ‘The Delicate Prey’, in: Collected Stories, pp. 165-172.
19 Paul Bowles, ‘A Distant Episode’, in: Collected Stories, pp. 39-49.
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his writings dealing with Barbary do so in no customary way. He has found in North Africa the ideal
climate for the elucidation of character, first his own and then the native”!. In fact, in the Oliver
Evans interview, referring to ‘A Distant Episode’, the author specifies that most of his stories “had a
therapeutic purpose behind them when I wrote them. For me personally, I needed to clarify an issue
for myself, and the only way of doing it was to create a fake psychodrama in which I could be
everybody™. In addition to the influence of primitivism and its propensity to violence, the author
grants thus an autobiographical dimension to the theme of the primitive violence which tends to

reveal his own character and ‘make his own myths believable™.

The author’s penchant for exotic and mysterious locales can as well be traced back to his

childhood. Thus, Without Stopping provides us with the autobiographical context of this inclination.

As a child he used to invent routes and place-names such as ‘Snake-spiderville’ or ‘Hiss’*. He also
invented maps of planets with landmasses and seas with strange names such as Zaganokworld® for

instance.

The Surrealist focus on man’s private memories is as well noticeable in Paul Bowles’s early
image of the adopted country. Private memories relate to what the surrealist reference to man’s
profound life. This emphasis on private memories as a source of inspiration is prominent in ‘By the
Water’ that was written in 1945, that is, in Surrealism’s prime. This short story is, according to
Bowles, a ‘surrealistic’ story built on a ‘synthesis of memories’. As L. D. Stewart states, the fantastic
Lazrag resembles a man the writer knew in Fes while the pool of the ‘hammam’ corresponds to

another memory, that is, a cave that was destroyed by the Moroccan government.

Paul Bowles’s literary image of Morocco is also indebted to the Surrealists’ adherence to the

‘irrational’’ in life. Surrealism is also a means to explore dreams, the unconscious, madness, and

'L.D. Stewart, The Illumination of North Africa, p. 2.

? Oliver Evans, ‘An Interview with Paul Bowles’, Mediterranean Review 1:2 (Winter 1971), pp. 3-15.

*L.D. Stewart, The Illumination of North Africa, p. 35.

* Paul Bowles, Without Stopping, p. 27. The animal connotations of these names recall his later theme of animal legends
and stories in the image of Morocco.

> Paul Bowles, Without Stopping, p. 27.

®CfL.D. Stewart, The Illumination of North Africa, p. 26.

7 In the first Manifesto, André Breton underscores the importance of the irrational and defines it as: °.....Thought’s
dictation, in the absence of all control exercised by the reason and outside all aesthetic or moral preoccupations’. This
cultural movement makes a critical reconsideration of the mental and esthetical schema that is imposed by western
‘rationalism’. So, ‘to change life’, the Surrealists tried to rise above all the barriers that limit the individual. This venture
drove them to discard the cleavages such as the separation of reason and madness, dreams and wake, child and adult to
enable individual’s reunification, that is to say the recovery of the person’s lost abilities. This worldview accounts for the
importance of daydreams and the hallucinatory flights of the imagination that are at the basis of Paul Bowles’s Moroccan
writings.
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hallucinatory states. Surrealism at the same time entails a state of mind and a way of life: thus, to live
surrealistically is to derail the rational mind. One of the major goals of Surrealism, especially of
André Breton, was to liberate the mind by experimenting on new modes to explore the ‘real world’
(le réel) and transcend reality via new means of expression. In this perspective, Paul Bowles draws
on the surrealist automatic writing, plays on words, in short what the surrealists term as the ‘cadavres
exquis’. Thus, the irrational in Bowles’s image of Morocco is to a great extent conveyed through the
characters’ use of hallucinatory drugs leading to illogical behaviours and to madness and through the
themes of magic and sorcery. Drugs, essentially kif and majoun, recur throughout Bowles’s vision of

Morocco and are also vectors of hallucinatory imagery and of fortuitous effects and happenings.

The characters use of drugs and its ensuing irrational behaviours and hallucinations are
common to most of Paul Bowles’s Moroccan writings. From the first short stories to ‘Allal’
produced in 1976 which ends on a real drug induced delirium tremens, kif engenders illogical
thoughts and attitudes without links of cause to effects. For instance, an irrational behaviour

culminates in Dyar’s fortuitous murder of Thami that ends Let it Come Down. Having smoked pipes

of kif and eaten majoun, Dyar, absolutely freaked out, quite unexpectedly drives a nail in Thami’s
skull, without any apparent logical reason'. This crime is all the more illogical that he previously
admitted he was feeling well and greeted his victim with pleasure”. Kif and majoun induced states of
mind are the starting point of hallucinations and irrational imaginative flights and imagery. It induces
hallucinations and stirs the characters’ imagination, providing thus the reader a ‘surrealistic’ view of
Morocco. For example, ‘He of the Assembly’ is a short story, which for the most part, describes the
hallucinations and the imagination flights of Boujemaa, literally translated by the writer as ‘He of the
Assembly’. In a long imagination flight he fantasizes on how he would hide himself and visualizes
himself hiding in a hot soup kettle’. Besides, the whole story is punctuated by numerous references
to kif smoking and ends on the apology of its effects: ‘A pipe of kif before breakfast gives man the

strength of a hundred camels in the courtyard’”.

Kif, imagination and the unconscious are narrowly connected in the sense release the
imagination which itself is an open door to the unconscious. This facet of Bowles’s Moroccan

writings is a surrealist feature because it recalls the Surrealists’ immersion into the unconscious in

' Cf Paul Bowles, Let it Come Down, pp-279-284.

? Paul Bowles, Let it Come Down, pp. 274, 276.

* Paul Bowles, "He of the Assembly,Collected Stories , p. 314.
* Paul Bowles, "He of the Assembly,Collected Stories , p. 325.
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order to gain access to forbidden territories'. In fact, the writer himself was aware of relationships
linking kif and the unconscious: In an interview with L. D. Stewart, Bowles establishes intimate links

between kif induced hallucinatory states and the unconscious:

Whatever kif or any drug give you is not determined by the kif itself. The kif is
simply the key which opens a door to some particular chamber of the brain that lets
whatever was in there out. It does not put anything in. it doesn’t supply the matter. It

liberates whatever’s in, that’s all.?

Kif and majoun as well as their subsequent irrational and hallucinatory states of mind are all
the more intimately related to the image of Morocco that the author sets very close links between
them and the North African country. As a matter of fact, Bowles unambiguously associates hashish
with the Moroccan culture: “It is to be expected that there should be a close relationship between the
culture of a given society and the means used by its members to achieve release and euphoria™. In
addition to this, the author also considers that kif constitutes an aid to composition because it enables
the writer to work ‘better and ‘prolongs the creative energy’®. Therefore, kif, as a source of
inspiration provides the writer with ‘the detonating vision of a story””. In fact, as Bowles himself
observed in his interview with Stewart, owing to kif, a writer ‘can have total recall, if you want to
have it’°. This assertion underscores the importance of kif as it relates to fantasy in Bowles’s kif
stories. These tales are considered as ‘an endless, proliferated tale of intrigue and fantasy in which
the unexpected turns of the narrative line play a far more decisive role than the development of
character in the plot’’. The prevalence of fantasy and imagination over characters and the bond the
author sets between kif and the Moroccan culture denote the importance of the mental pictures and

imagination flights in Bowles’s image of Morocco.

The outcome of the drug induced hallucinatory and the flights of imagination is expressed in

a style that recalls the Surrealist automatic writing. In this sense, Bowles, in an interview with Jeffrey

! Indeed, drawing on Freud, Breton viewed the unconscious as the wellspring of imagination. In the first manifesto of
Surrealism, A. Breton defines this movement as a means of reuniting conscious and unconscious realms of experience in
such a way that the world of fantasy and dreams would be joined to the everyday rational world in an ‘absolute reality, a
surreality’.

2 Tape conversation with Paul Bowles quoted by L. D. Stewart in: The Illumination of North Africa

* Paul Bowles, Their Heads are Green and their Hands are Blue, p. 86, quoted by L. D. Stewart, in: Twentieth Century
Literature, A Paul Bowles Issue, Fall/Winter 1986 p. 115.

“L.D. Stewart, The Illumination of North Africa, p. 115.

>L.D. Stewart, The Illumination of North Africa, p. 115.

®L.D. Stewart, The Illumination of North Africa, p. 115.

” Paul Bowles, “Kif - Prologue and Compendium of Terms “ in: George Andrews and Simon Vinkenoog (eds), The Book
of Grass, New York, Grove, 1967, p.111.
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Bailey, acknowledges the influence of André Breton' on his writing without conscious control and
underlines how he achieved the automatic way of writing®. In Bowles’s Moroccan work, kif is then
at the origin of the surrealist automatic writing and of the stream of consciousness technique. It also

entails a kind of dislocation of language that can be noticed in what is termed as his ‘kif stories’.

Free flow of consciousness similarly suits the status of Bowles’s characters. They are often
dislocated travellers who are out of phase with the environment and psychologically fragile. For

example, Dyar in Let it Come Down, Amar in ‘By the Water’ or Ben Tajah in ‘He of the Assembly’

are cases in point. Their geographical and psychological dislocation is conveyed and highlighted by
their drug induced states of consciousness as well as by the ensuing stream of consciousness and
associations of ideas. As J. Collins states’, dislocation, occurring when the status quo is

psychologically disturbed by drugs, suggests a Surrealist influence.

In fact, the ‘stream of consciousness’ has also an autobiographical dimension. In Without Stopping,

the writer relates that at the age of sixteen he used to write without ‘conscious intervention’® and
without having any knowledge of what he had written. His autobiography itself, originally intended

to be a novel, “was the application of automatic writing””

. Beside the contextual importance of the
surrealist influence on the image of Morocco, kif induced hallucinatory states and the ‘writing
without conscious intervention’, as an open door to the unconscious, is a means to reveal hidden

aspects of the writer’s unconscious.

As Eric Mottram recalls, a result of the surrealist methods of abandoning conscious control
involves stories of animal legends and of animals disguised into human beings.’ The first short

stories written in this vein are ‘The Scorpion’ and ‘By the Water’’. For instance, ‘The Scorpion’

! In the first Manifesto, Breton provides a dictionary definition of what he terms as ‘automatism’:“SURREALISME, n,
m. Automatisme psychique pur par lequel on se propose d’exprimer, soit verbalement, soit par écrit, soit de toute
maniére, le fonctionnement réel de la pensée, en 1’absence de tout contréle exercé par la raison, en dehors de toute
préoccupation esthétique ou morale ».

* ‘I read André (Breton) who explained how to do it, and so I learned how to write without being conscious of what I was
doing. I learned how to make it grammatically correct and even to have a certain style without the slightest idea of what I
was writing. One part of my mind was doing the writing, and God knows what the other part was doing.... Interview
with Jeffrey Bailey, The Paris Review, No 81, (1981), pp 62-98.

* J.Collins, ‘Approaching Paul Bowles’, pp 60, 61.

* Paul Bowles, Without Stopping , p. 70

> Paul Bowles, Without Stopping , p.3.

® Eric Mottram, “Staticity and Terror’, p. 28.

’ According to Paul Bowles, these two short stories are ‘surrealistic’, rooted in private memories. As Lawrence D.
Stewart reports in Paul Bowles, the Illumination of North Africa, Bowles once characterized ‘By the Water as ‘an
experiment in automatic writing...... I sat down with no previous idea in my head, wrote the thing without ‘knowing’
what I was writing, and at a certain point stopped, probably because I was physically tired, and called that the end’.
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presents a kind of automatic union between an old woman and a scorpion: “Then she realised that he
was not going to sting her. A great feeling of happiness went through her. She raised her finger to her
lips to kiss the scorpion [...] .Slowly in the peace which was beginning, the scorpion moved into her
mouth’’. In ‘By the Water’ the automatic writing consists in a surrealistic dream where events

follow each other according to a cause and effect pattern®.

The flow of consciousness is also recurrent in the novel Let it Come Down as a support to Dyar’s

numerous hallucinatory instances and the consequential mental pictures. This novel abounds in
surreal scenes where Dyar, the protagonist, experiences confusions between reality and his kif
induced hallucinations; the association of ideas thus created lead the protagonist to concretise his
unconscious desires which the author transcribes by means of the stream of consciousness
technique®. The automatic writing at the same time reflects the influence of Surrealism on the image
and at the same time illustrates the characters’ delirium tremens that is contingent to their Moroccan

drug and alcohol consumption.

Bowles’s characters often dream or are immersed in their kif hallucinations. Dreams and
hallucinations are a source of pure imagination as well as the expression of the unexpected and the
unconscious. So, dreams and hallucinations engender an unexpected juxtaposition of images and are

Surrealist' ‘mental pictures’ of Morocco.

The juxtaposition of images may also be regarded as emphasizing what Roman Jacobson
terms as the ‘metaphoric’ pole of literary language. These images correspond to the writer’s
‘obsessive metaphors’. During the prime days of Surrealism these compulsive metaphors constitute
the basis of the unexpected juxtaposition of images that are reflective of the author’s and his

characters’ psyche.

Writing in a hypnotic and a trancelike state is a means to record the train of mental associations.
Breton, influenced by Freudian psychological analytical theory, believed that the symbols and
images produced, though seeming strange and incongruous to the conscious mind, actually
constitutes a record of a person’s unconscious psychic forces. In the context of Bowles’s image of

Morocco, the author’s final aim and quest in Morocco being mystical, the flow of consciousness as

Quoted by L. D. Stewart from Paul Bowles Collection, Humanities research Collection, University of Texas, Austin, in:
The Illumination of North Africa, p. 27.

! Paul Bowles, ‘The Scorpion’, in: Collected Stories, p. 30.

2L.D. Stewart, The Illumination of North Africa, p. 29.

* Paul Bowles, Let It Come Down, pp. 278, 282-83.

* Cf André Breton, ‘Le Manifeste du Surréalisme’ (1924).
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revelatory of man’s unconscious and psychic forces is therefore closely related to the automatic
writing. Accordingly, there is a correlation between the irrational, dreams, imagination, on the one
hand and the unconscious as viewed by Freud' and Jacques Lacan’ on the other. The literary image
of Bowles’s adopted country is, therefore, a ‘metaphor’ of the author’s inner ‘reality’, the writer’s

subconscious reality.

In relation to Bowles’s quest in Morocco, surrealism appealed to him at the beginning of his
expatriation; yet, beyond the exotic appeal, the writer found in Morocco other elements that fulfilled
his mystic quest. Given the close relationship linking the unconscious to the surrealist automatic flow
of consciousness, the characters’ dreams and flights of imagination and into the unconscious are
symptomatic of the writer’s quest in the chosen country: thus, the mysticism inherent to the
characters’ flow of consciousness reveals the writer’s mystic quest in Morocco as early as the
1940ies. Since Bowles’s mystic quest in Morocco underlies and legitimates his choice of Morocco as
a home country, the relationships linking the flow of consciousness to the author’s and his
characters’ psyche assume a primary significance. This is due to the fact that the mystic practice of
trance is itself partly mediated by and expressed through the Surrealist stream of consciousness

technique and automatism.
The American Context

The American context also exerted a noteworthy influence on Paul Bowles' image of Morocco.
Given the effects contexts exert on literary productions’, the impact of post World War I America is
therefore notable in his literary image of Morocco. This contextual influence includes the impact of
the Second World War and the familial contexts exerted on Paul Bowles’s representation of his

adopted country.

Bowles established himself in Tangier in 1947, shortly after the end of the Second World War.
The timing of the author’s expatriation shows that the author’s setting in Morocco was as well an
escape from post WWII context. Affluence, modernism and conformism were the main
characteristics of the post war America from which Bowles fled. This background was one of the
reasons that prompted him to leave his home country and search refuge under other sheltering skies.

Having at that time socialist sympathies, he first went to South America and then, following the

'cf D.L.Smith, Freud’s Philosophy of the Unconscious, pp. 81-99, E.Wright, Psychoanalytic Criticism: Theory in
Practice, pp9-76.

% Cf Malcolm Bowie, Lacan, pp 44-87, Elizabeth Wright, Psychoanalytical Criticism, pp 9-55.

3Cfy .F.Guyard, La Littérature Comparée.
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advice of Gertrude Stein, settled down in Tangier. There is a strong antagonism between Bowles’s
Morocco and his native land: post war America was prosperous, conformist, well-equipped, modern,
urban and a mass society while his elected Morocco was rural, anti conformist and traditional, as
reflected in the literary image of his adopted country. The liberalism and a certain anti-conformism
that prevailed in the American expatriates’ circle in Tangier attracted him, which entails that his exile
was also an escape from WWII American conformism. Accordingly, the characters of his Moroccan
literary production are also modest people living off mainstream society. Their unconventional

behaviour as well as their anti-conformist views of life is at the image of the author’s Morocco.

Bowles did not have a positive view of modern civilization. His lifelong expatriation
therefore expresses the fulfilment of his wish to escape from a certain prison and from anything
American. As M. Moss argues, ‘America is clearly the nightmare from which Bowles seeks to
awaken’'. In this background, horror and violence are significant themes which are consequent to
and representative of the post World War II European context. Horrifying instances of violent
behaviours recur in the image. Murder and gratuitous torture acts are often the outcome of people’s

encounters.

‘The Delicate Prey’ for instance illustrates the author’s gloomy view of western civilization.
In this short story, a western Professor, a linguist, is tortured, has his tongue cut by merciless
tribesmen * and is sold into slavery. This torture is all the more humiliating and merciless as the
linguist’s tongue is severed by those whose language he studies. Without his tongue, he is literally
silenced and metaphorically annihilated. Besides, his physical agony is underscored by a
psychological one since, in spite of his social status, the Professor, is turned into a jumping jack and

deprived of his humanity:

Even when all his wounds had healed and he felt no more pain, the Professor did not
begin to think again; he ate and defecated, and he danced when he was bidden a
senseless hopping up and down that delighted the children, principally because of the
jangling racket it made. And he generally slept through the heat of the day, in among

the camels”.

‘et Marilyn Moss, ‘The Child in the Text: Autobiography, Fiction and the Aesthetics of Deception in Without Stopping,
p-326.

® Paul Bowles, ‘A Distant Episode’ in: Collected Stories, p. 45.

? Paul Bowles, ‘A Distant Episode’ in: Collected Stories,, p 46.
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Accordingly, as a representative of modern civilization, the Professor’s mutilation casts
subsequent negative connotations on the modern civilization he represents. The writer’s desolate
view of western civilization and his pessimism are all the more heightened that, even in desert
spaces, crimes and violence prevail. Consequently, even the flight to the Sahara and to unknown and
faraway spots cannot shelter from the violent and predatory post WWII western world. In this short
story, violence and murder are not directed against Europeans only but involves natives as well; for

instance, in a fit of anger, a Reguibat almost decapitated a member of another tribe'.

In addition to violence, human decadence, as a metaphor for the negative post WWII context,
is figuratively conveyed through the stench emitted by ‘the sweet black odor of rotten meat’ and by
the constant stink of human excrement’. The barbarous and inhuman character of the tribe points to
the horrors of the war and is suggested by the Reguibat’s careful avoidance of ‘any stationary
civilization™. The Professor is repeatedly described standing at the edge of an abyss: ‘Standing there
at the edge of an abyss which at each moment looked deeper [...]. He got to his feet and looked over
the edge of the precipice [...]. And there was nothing to give it scale; not a tree, not a house, not a

person .. e

As a matter of fact, in a talk with Harry Breit’, referring to decadence, Bowles expressed his
fearsome and negative view of the context that followed the Second World War This background
greatly influenced his literary representation of Morocco. In this sense, the negative themes such as
violence, isolation, and pessimism for instance that characterize the image might be read as the
metaphoric and negative representations of the post war universe. Thus, most of the characters are
marginal people leading miserable lives. As well, the despondent Americans that people Paul
Bowles’s fiction are mostly dejected people. This unhappiness is shared by Moroccans and

westerners alike: Dyar in Let it Come Down is as dejected as Thami, or the other minor characters of

this work. In point of fact, the writer’s compliant assertion encapsulates the post WWII situation:

“You must watch the universe as it cracks above your head”®

The author’s refusal of the dynamics of the war is also conspicuous in The Spider’s House.

This novel deals with the end of the traditional pattern during the Moroccan Independence War; it is

! Paul Bowles, ‘A Distant Episode’ in: Collected Stories,, p. 48.

? Paul Bowles, ‘A Distant Episode’ in: Collected Stories, p. 41.

? Paul Bowles, ‘A Distant Episode’ in: Collected Stories, p. 46

* Paul Bowles, ‘A Distant Episode’ in: Collected Stories, pp. 42-43.

> ¢A Talk with Paul Bowles’, in: New York Time Book Review, March 9, 1952.
6 <A Talk with Paul Bowles’, in: New York Time Book Review, March 9, 1952.
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a kind of parable of the Fall since the author indicates in its preface that it is about mankind’s Fall
from innocence. Amar, the protagonist of this novel, represents the city of Fez and his purity is
synonymous with the city's wholesomeness. Modernism is implicitly associated with Amar’s loss of
innocence and happiness. Additionally, in the same novel, the progress of western civilization is

dealt with contemptuously'.

Bowles’s recurrent travels might also be viewed as escapes from the western world. In this
respect, the writer’s choice of exotic and faraway lands is in itself an implied flight from and refusal

of the post war context. Consequently, in Without Stopping the author recounts his ‘nomadic’

existence in Europe and North Africa. The account is built on the metaphor of ‘travels’ which
represents an obsessive image of the expatriate’s rejection of America. In fact, America, the author’s

western country, is equated with a prison:

Each day I lived on this side of the Atlantic was one more day spent outside prison. |
was aware of the paranoia in my attitude and that with each succeeding month of
absence from the United States I was augmenting it. Still there is not much doubt that

with sufficient funds I should have stayed indefinitely outside America’.

Geographical dislocations and the characters’ psychological disruption as well as the
disintegration of their personality can then be considered as metaphors expressing the author’s
nightmarish view of post WWII context. Settings also illustrate the characters’ psychological
disorders and social disruption. The strange Moroccan settings are mirrors of the characters’
psychological and ‘physical’ confusion that is consequential to post WWII. Furthermore, the various
mysterious locales where Bowles sets his fiction as well as the disorienting Sahara desert grant
human destructiveness a universal and cosmic dimension. In fact, the predatory facet of the Sahara is

a suitable setting and an expressive metaphor for nihilism, death decay and insanity.

Other ‘horrible’ stories also involve violence and are indicative of post war context. This is the case
of ‘Allal’, of ‘Reminders of Bousselham’, of ‘the Hours after Noon’ where a child molester is killed
by a twist of wire about the neck or of ‘The Wind at Beni Midar’, where the victim is beaten,

stabbed, and finally poisoned.

! Steven E. Olson, ‘Alien Terrain: Paul Bowles’s Filial Landscapes’, in: Twentieth Century Ltiterature, A Paul Bowles
Issue, p. 335.
2 Paul Bowles, Without Stopping, p. 165.
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In a hostile environment man becomes a prey. Bowles’s western characters are often victims
and preyed upon as they immerse themselves in an alien culture. Unable to stand the frightful and
self-destructive encounter with a foreign culture and country, they evolve, as I. Hassan asserts, ‘from
pilgrim into prey, from incipient decay to total regression, (is) unattended by regeneration or self-
discovery’'. The alien culture and the metaphor of the ‘prey’ should also be associated with post
WWII context in the sense that they stand for the inhumanity and destructiveness of the war. For the
sake of emphasis, the status of ‘prey’ involves both westerners and natives alike; Dyar in Let it Come
Down is a prey for the natives in an urban setting, Tangier, as Thami becomes at the end of the novel

his own victim.

The awfulness and violence of the above mentioned works recall the horrors of the Second World
War that confirmed human vulnerability. Man is thus described as an exposed victim. His fragility,
combined with the dreadfulness and geographical dislocation, results in a psychological disruption

and in the disintegration of their personality.

Geographical dislocation for westerners, social disruption as well hostile and aggressive
relationships even in alien and supposedly ‘primitive’ imply that no sky shelters from violence and
horror. These negative features prevail in Bowles’s Moroccan work until the end of the 1950s, when
a mystic approach to Morocco gradually replaced the negative consequences of the Second World
War. Paul Bowles found in Pantheist mysticism a protective shield from inhumanity and

aggressivity.
The Familial Context

The familial context also exerted a background impact on Paul Bowles’s image of Morocco.
Familial relationships and behaviours triggered his lifelong expatriation in Morocco. Claude Bowles,
the author’s father, was the main problematic figure. The familial background and the warfare that
primarily opposed father and son shape, to a great extent, Bowles’s literary representation of

Morocco.

Bowles, an only son, was born and educated in New England, the state and cradle of
Puritanism in America. He lived an austere and rigid childhood because his parents were convinced
that any pleasure was destructive and that an unpleasant activity could contribute in a positive way to

the shaping of the child’s personality. As a matter of fact, the opening chapter of Without Stopping

'L Hassan, Radical Innocence, p. 86.
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sets the basis of what he endured as a child: ‘Very early I understood that I would always be kept
from doing what I enjoyed and forced to do that which I did not. The Bowles family took it for
granted that pleasure was destructive, whereas engaging in an unappealing activity aided in
character’'. Pleasure being considered as destructive, he was most of the time kept from doing the

things he enjoyed?, and, as a result, he had the feeling that he was treated like an animal’.

Accordingly, Bowles’s childhood is narrated as unpleasant and frustrating. Apart from his
mother, Rena, his Grandma was the only person in whose presence ‘the world seemed acceptable’

and whose voice was comforting4. In Without Stopping, the author narrates that he was obliged to

keep to a rigid and military discipline such as packing up his toys at exactly six to avoid having them
confiscated once and for all’. Young Paul was also a sort of guinea-pig, having to carry out absurd
and incongruous acts such as chewing at least forty times the ‘bolus’® in his mouth. Another strange
regulation he was obliged to abide by was a yoga practice, that is, “proper breathing enabled one to
inhale prana along with the air. [...]. He immediately decided that what I needed was more prana.
(He even went so far as to suggest that prana could take the place of food when one was hungry). I

was obliged to learn to breathe by stopping and unstopping my nostrils with my fingers”’.

Beyond their comical and incongruous character, these compulsory practices account for the
writer’s lack of freedom during childhood and, later on in life, impelled him to leave his original

country.

In addition to this, Bowles was an absolutely lonely child. He used to spend his days alone in
the house, except for an hour when he was allowed to play in the backyard®. He was also prevented
from meeting and interacting with kids of his own age. Therefore, he was living in a world that did

not match his needs as a child since he lived in an adults’ world. For instance, in Without Stopping

he relates that at the age of five he had never yet spoken to another child or seen children playing

together’. Besides, while a child, his mother taught him how to retreat into the "blankness" of his

! Paul Bowles, Without Stopping, p. 17.
2 Paul Bowles, Without Stopping, p. 17.
? Paul Bowles, Without Stopping, p. 26.
* Paul Bowles, Without Stopping, p. 13.
> Paul Bowles, Without Stopping, p. 14.
® Paul Bowles, Without Stopping, p. 24.
7 Paul Bowles, Without Stopping, p. 17.
& paul Bowles, Without Stopping, p. 14.
® Paul Bowles, Without Stopping, p. 23.
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mind to escape his father'. Thus, retreat and isolation were characteristic of the author’s childhood

and evoke the mystic ways that illustrate his image of Morocco.

The mystic practices of ‘khalwa’ and ‘uzl’ are then upshots of Paul Bowles’s familial context. The
compulsory void of the mind prefigures the writer’s later practice of ‘khalwa’ or spiritual retreat. In
the same way, isolation was as well a current practice of the author’s childhood. Young Paul was
most often obliged to remain physically isolated in his room, which evokes ‘uz/’ or physical
isolation. Beside the obligatory isolation, he was always seeking an escape and he willingly used to
find a shelter in his room. Morocco can then be considered as the counterpart of the retreat he sought

when a child and as an escape from his father’s domination.

The author’s miserable childhood was to a great extent due to his authoritarian father whose
rules are referred to as ‘edicts’®, which connotes the dictatorship he underwent. A noteworthy
example is when Claude Bowles kept unjustly spanking his son simply because the latter locked his
bedroom’s door. Here again the incongruity of the situation is underscored by the basic
misunderstanding that separated father and son: there is an absurdity between the father’s
interpretation of the locking and Paul’s who kept earnestly explaining that he locked his door to draw
houses’. The injustice of such an act is also highlighted by the uselessness of the spanking itself’. In
fact, the beating resulted in making young Paul more resistant to his father’s attacks: “I also felt

stronger, because I knew that no matter what physical violence was done to me, I would not have to
’75

cry
Father and son conflicts® can best be epitomized by the writer’s evocation of his father’s attempt to
kill him by putting him in a basket and leaving it on the windowsill for the snow to fall on.” The
father’s figure as a murderer is all the more highlighted that, recalling the incident in Without
Stopping, Paul Bowles demeans it and, referring to it with a characteristic detachment, writes that

‘the thing seemed only too possible™®.

! Cf Paul Bowles, Without Stopping, p.43, 165 and M. Moss, “The Child in the Text: Autobiography, Fiction, and the
Aesthetics of Deception in Without Stopping, in: Twentieth Century Literature, pp. 320-21.

2 Paul Bowles, Without Stopping, p. 14.

? Paul Bowles, Without Stopping, p. 44.

* Paul Bowles, Without Stopping, p. 44.

>Paul Bowles, Without Stopping, p. 44.

%In chapter I11, father and son conflicts will be analyzed as an oedipal struggle.

7 Paul Bowles, Without Stopping, p. 39.

& paul Bowles, Without Stopping, p. 8.
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Warfare between father and son are significantly illustrated by Bowles’s throwing a meat knife at his
father. This onslaught was a trigger that pushed young Paul to cry out his basic grief: ‘But it’s not my

fault I’m alive. I didn’t ask to be born”"

. This denial of life later influenced Paul Bowles’s image of
Morocco since, as Steven E. Olson ‘Bowles fiction is peopled by unhappy Americans who ‘didn’t

ask to be born” and who are not particularly happy to be alive™.

On the whole, the first chapters of Without Stopping are rich in significant instances and details

illustrating Paul Bowles’s austere and difficult childhood®. The writer’s autobiography provides the
contextual background that influenced his Moroccan work in general and the earlier writings in

particular.

Bowles’s early Moroccan fiction abounds in illustrative instances of father and son discord.
As L. D. Stewart states, “a recurrent belief that amounts almost to a fixation in Bowles’s world is
that the relationship between parent and child —or between an adult and a youth — is invariably

’,4

destructive””. This ‘fixation’ is due to the contextual relationship linking Bowles's literary image of

Morocco to his familial context, in particular the conflicting relationships with his father.

Father and son discord is then a recurrent feature of Bowles’s early image of Morocco. In ‘The
Hours after Noon’ Paul Bowles presents childhood memories as well as parents and child difficult
relationships. This short story exposes an edifying example of a gratuitous brutality towards a child.
Mr Royer, a French resident in Tangier, inexplicably and repeatedly beats a young beggar: “With a
suddenness and ferocity which astonished him even as he acted, he dealt it a savage blow in the face,
and a fraction of a second later heard it moan. [...].In a new access of rage he stuck it again, much
harder. This time it made no sound; it merely stood”. The protagonist’s unexpected and violent
behaviour recalls Claude Bowles’s. The lad, referred to as ‘it’, is therefore denied humanity and his
‘animal moan’® reduces him to an animal status, to a prey. The child’s incomprehension of such an
act is also evocative of young Paul Bowles’s. In fact, the outcome of this prejudice is ‘an

unbridgeable abyss’’ that evokes the author’s expatriation in Morocco.

! Paul Bowles, Without Stopping, p. 105.

? Steven E. Olson, “Alien Terrain: Paul Bowles’s Filial Landscapes”, in: Lawrence D.Stewart, The Illumination Of
North Africa, p. 335.

* Notable other examples are as well presented in Without Stopping , pp. 17, 20, 22, 43.

“L.D. Stewart, The Illumination of North Africa, p. 58.

> Paul Bowles, “The Hours After Noon”, in: Collected Stories, p. 223.

® Paul Bowles, “The Hours After Noon”, in: Collected Stories , p. 223.

7 Paul Bowles, “The Hours After Noon”, in: Collected Stories, p. 223.

68



The Spider's House also illustrates the conflict opposing Bowles to his father. In this novel,

Amar, the protagonist, is flogged by his father and the discordant relationship with his father recalls
Paul Bowles’s'. In the same novel, Stenham’s desertion of Amar at the end symbolizes both betrayal
and an irremediable fall from grace for the protagonist. Consequently, this work can be read as a
stinging indictment of fathers who rob their sons of happiness. As Steven E. Olson states, it
fictionalises filial and anti-patriarchal themes, the adults’ betrayal of childhood as well as the

destruction of childhood itself>. A correlation links the filial themes of The Spider's House to Paul

Bowles’s account of his childhood. In this sense, this novel can as well be read as the Moroccan

expression of childhood’s destruction’.

While in the fatherland, the father’s male authority® drove Bowles to empathize with the female
members of the family such as his mother and grandmother for instance. Rena, his mother, was the
only person with whom he had privileged relationships. Mother and son played together like friends
and communicated with each other’. The writer had then contrasting relations with his parents: his
mother was a safeguard that alleviated the hardships inflicted by Claude Bowles to his child. Father
and son conflicts can then be regarded as having triggered his expatriation whereas the constructive
relation he had with his mother initiated his quest for exotic and remote country-lands like Morocco.
As M. Moss claims ¢ it was Claude Bowles’s attempt to dominate his young son’s life that also led

Bowles to seek out the femaleness of exotic and erotic landscapes in North Africa later in his life’®,

Father and son hostile relationships are therefore background elements that impelled him to
exile, expatriation to Morocco being a means to secure a shelter from his father’s tyranny and
authority. The escape from the fatherland is thus a flight from the father’s censorship, intrusion and
authority. The basic constraint he suffered from when a child was a struggle for authority and ‘his
inability to gain control over and achieve autonomy from his father’’. In fact, autonomy and victory

over the Father’s domination were offered and secured by his lifelong expatriation in Morocco.

In this perspective, after a useless and unfair beating, Bowles clearly affirms his intention to

devote his life to his father’s destruction: “This was the only time my father beat me. It began a new

's. 0. Olson, “Alien Terrain: Paul Bowles’s Filial Landscapes”, in: Twentieth Century American Literature, 343.

28. 0. Olson, “Alien Terrain: Paul Bowles’s Filial Landscapes”, in: Twentieth Century American Literature, pp.342-348.
* Childhood destruction is conveyed through various metaphors such as the ‘victimized adolescent’, the ‘rebellious child’
and ‘travels’ for instance. These metaphoric expressions will be dealt with later in this study.

* In Without Stopping, the figure of the Father is described as the prototype of male domination.

> Paul Bowles, Without Stopping, p. 33.

*M. Moss, ‘The Child in the Text’, p. 318.

M. Moss, ‘The Child in the Text’, p. 317.
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stage in the development of hostilities between us. I vowed to devote my life to his destruction, even
though it meant my own- an infantile conceit, but one which continued to preoccupy me for many
years”'. The writer’s desertion of his father-country expresses the achievement of his oath. The
combination of indifference and remorse Bowles felt when his parents died points to a complete
physical and psychological separation: “For some reason the death of my parents diminished my
unwillingness to leave Tangier; very likely the shock made itself felt by leaving me in a state of
indifference. I can only deduce that I felt profoundly guilty for having excised them from my life””.
Consequently, Morocco is admittedly a way to expel his Father from his life. Once his father dead,
Morocco, to some extent, lost its rationale. In relation to this, Paul Bowles even changed his funeral
plans: instead of having his ashes spread over the sea at Cape Spartel® as scheduled, he requested that
his body be sent back to the fatherland to be cremated there and that his ashes would be buried in
Glenora, New York, with the ashes and bodies of his parents and paternal grandparents®. The wish to
have his ashes buried besides his parents’ after his father’s death implies that his flight from America
was to a great extent motivated by stormy father and child rapports. In the absence of the figure of
the Father, Bowles’s original country lost its negative connotations. This new funeral plan also
suggests that the death of his father actually eradicated his visceral impulse to reject anything related

to the Fatherland.

Wartfare with the author’s father while in America engendered in him a stifling feeling which
urged him to flee from the fatherland. During one of their frequent altercations Bowles regrets his
being alive: “But it is not my fault I am alive. I did not ask to be born™”. Consequently, his Moroccan
fiction is peopled by unhappy Americans who experience conflicting relationships with their parents.
In this perspective, the writer’s expatriation can be regarded as an attempt at rebirth which
culminates in his mystic quest. With the passing of time, and as the writer became more involved in
Moroccan culture and spirituality, America, with its different links and connotations, became remote
and Morocco, along with the different mystic practices, took over. As M. Moss states, Bowles’s most
important concern as a child was to shield himself from his father®. In this sense, the shelter the
expatriate looked for in remote countries may be viewed as an attempt to seek protection from his

father’s domination. Because of his inability to solve the problem of his father’s authority and his

! Paul Bowles, Without Stopping, p. 45.

2 Paul Bowles, Without Stopping, p. 359.

} Cape Spartel is the cape North West of Tangier.

* Victoria Spencer Carr, Paul Bowles, A Life, pp. 128, 140-141.
> Paul Bowles, Without Stopping, p. 105

6 Marilyn Moss, ‘The Child in the Text’, p. 317.
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incapability to achieve autonomy he left the fatherland, and, as an ultimate attempt, adopted

mysticism as a safeguard.

The writer’s triumph over his father’s authority and dictatorship is conveyed through his
acknowledgement that his expatriation suggest that ‘Morocco took over’'. Getting to Morocco,
Bowles was at the same time escaping from the fatherland and looking for a magical® place. The
enchanting character the writer endows Morocco with is an expression of his regeneration. The
magic and fascination that retained him in Tangier, Morocco, were basically linked to his conviction
that expatriation to Morocco was an escape from the Father’s stifling domination. As a matter of fact,
one of the rare instances when Paul Bowles is manifestly and overtly happy was aboard the Imérétie

I1, on his way to Tangier:

On the second day at dawn I went on deck and saw the rugged line of the mountains
of Algeria ahead. Straightaway I felt a great excitement; much excited.....And now,
as | stood in the wind looking at the mountains ahead, I felt the stirring of the engine
within, and it was as if I were drawing close to the solution of an as-yet-unposed
problem. I was incredibly happy as I watched the wall of mountains slowly take on

substance, but I let the happiness wash over me and asked no questions.

The expatriate’s unambiguous happiness and his total acceptance of life then suggest that
Morocco was markedly an escape from the ‘prison’ of his fatherland, a space for rebirth. The
renaissance 1s achieved through his mysticism and through exile in Morocco as an attempt to
overwhelm his father’s domination. In this context, Morocco and its specificities account for the
author’s revival as it triggered the pantheist' mysticism that characterize the literary image of

Bowles’s elected country.

Indeed, Bowles’s familial and cultural contexts also induced the pantheist mysticism that is basic to
his Moroccan writings. The writer’s New England heritage from both sides of his family was the
second main influence the American context exerted on his representation of Morocco. The writer’s
deep and strong love of Nature in general and of Moroccan scenery and cosmos was inherited from

his family’s New England cultural and intellectual backgrounds. Paul Bowles’s New England

! Paul Bowles, Without Stopping, p. 276.

2 Paul Bowles, Without Stopping, p. 125.

? Paul Bowles, Without Stopping, p. 125.

* Pantheism involves the idea that God, or the Absolute, is identical with the cosmos. God is not distinct from the
universe. Sufi mysticism may be marked by pantheistic ideas and feelings.
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cultural heritage is derived from both sides of his family: Reverend Edward Green, Paul Bowles’s
maternal uncle, was a Unitarian minister in Exeter, his paternal grandfather, Fredericks Bowles and
Aunt Mary Robbins, his grandfather’s sister, had Transcendental affinities. For instance, Mary, his
paternal aunt, organized a Transcendentalist Center at the house'. Further, his paternal grandmother

introduced him to theosophy” and Rena Weinewisser, his mother, also had in spiritual affinities.

Emerson’s Transcendental philosophy was at the core of Bowles’s cultural and intellectual
conditioning. Actually, he was influenced by the theosophy of his grandmother which was close to
Emersonian Transcendentalism and by his uncle Edward’s Transcendental affinities. In Without
Stopping the writer relates that his uncle Edwards offered him Emerson’s essays and that he read
them with pleasure’, which points to his intellectual exposure to Emerson’s Transcendentalism as

well as to his acute receptivity to Nature and to cosmic elements.

The author’s overwhelming fascination and love for Moroccan Nature and scenery is embedded
in the family’s intellectual and cultural background. The writer’s spiritual heritage is thus literally

epitomized in a letter Paul Bowles sent to Virgil Thomson*:

I have been back for ten days with aunts and relatives, back in the accustomed mist of
Besant, Leadbetter, Krishnamurti, Prince Mozundar, Nirvana, Life, omniscience, the
Oneness, the partless Brahm, Blavatsky, Karessa, clouds and darkness and Karma,
the Master and Truth, Truth, Truth, Truth. Everyone agreed that I had had a spiritual

awakening, and so did I and brought out the Koran to prove it’.

The enumeration of spiritual attitudes and philosophies presents a focal importance. It denotes
the writer’s familial interest in theosophy and theology, illustrates his early awareness in different
spiritualities, and presages his later pantheist mysticism and interest in Moroccan spirituality. In
short, it underlines the author’s basic and precocious mystical involvement in life and in his
Moroccan work. Besides, the reference to the Koran as a signal of his further mystical development

is invested with particular connotations in the context of a pantheist mysticism and Moroccan

! Cf Without Stopping, pp. 62-63.

% Cf Without Stopping, pp. 13, 14, 62-64.

* Cf Without Stopping, p. 53-54.

N Virgil Thompson , a composer and music critic, was Paul Bowles’s friend.

*Paul Bowles, Letters, p. 122. In this letter, Paul Bowles refers to his exposition to ‘spirituality’ when he visited
Krishnamurti in Eerden (Holland) and when he met Suares, his disciple, in Paris. Krishnamurti (1895-1986) was the
advocate and speaker for different philosophical and spiritual attitudes. Cf Paul Bowles, Without Stopping, p. 144 and
Virginia Spencer Carr, Paul Bowles: a Life, pp. 72, 75, 82-83.
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spirituality: it demonstrates that Bowles was already aware that the Koran entails mystical

perceptions as emphasized by Ibn-al-Arabi’s Pantheism.

Accordingly, the utter love and attraction for Moroccan Nature Paul Bowles displays in his
image of Morocco is an upshot of his family New England and Transcendental background. The
characteristic New England rapports to Nature infused and triggered Paul Bowles’s fascination by
Nature and by cosmic elements. Basically, the spectre of the different nuances of the Moroccan light,
the desertl, the sea, the sun, or the Moroccan sky in all its shades of blue are the object of Paul

Bowles’s absorption.

A common point links Paul Bowles’s New England background and its Transcendental

inclinations to his existentialism. For instance, in Without Stopping, he associates his existential

awareness with a sensory, sensitive and admiring perception of Nature:

I sat on the swing under one of the giant maples, bathing in the smells and sounds of
a summer afternoon in Massachusetts. [...] Then a clock in the house struck four. It
began all over again, [ am I, it is now, and I am here. The swing moved a little, and I

saw the green depths of maple leaves and, farther out, the unbelievably blue sky”.

This experience associates a pristine experience of being with a sensory and admiring view of
Nature. As such, it foretells Bowles’s subsequent fascination with Moroccan scenery and cosmic
beauty. The writer’s Pantheist appeal by Moroccan Nature and cosmos is thus indebted to a large

degree to his familial cultural context.

The writer’s instances of primal existence on the one hand and the Transcendental
awareness of Nature also account for the mystical existentialism he inherited from his family’s
intellectual heritage which, to a certain extent, shapes his image of Morocco. On the basis of his
familial and cultural conditioning, the correlation between Nature and an existential primal
awareness can be regarded a contextual influence that subtends Paul Bowles’s Pantheist approach to
Moroccan Nature. Bowles found then in Morocco and in Pantheism a counterpart of his familial

cultural heritage.

The Moroccan Context

" In this respect, the essay ‘Baptism of Solitude’ is Paul Bowles’s compelling literary expression of the Sahara. Cf
‘Baptism of Solitude’, in: Their Heads are Green and their Hands are Blue, pp. 128-129.
2 Paul Bowles, Without Stopping, p. 10.
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In Without Stopping, Paul Bowles underscores his triumphal arrival to Morocco: relating his

landing in Tangier, he asserts that ‘Morocco took over’', which implies that the host country gained
control over Bowles’s life and destiny. His positive frame of mind at his coming back in Morocco is
also described as ‘a state of perpetual excitement’. The exhilaration Bowles experienced when he
disembarked in Morocco denotes his joy at having succeeded in setting an ‘abyss’ between him and

his father.

From Bowles’s exile onwards Morocco notably coloured and shaped his writings. As Brian
Edwards puts forward, ‘Bowles didn’t invent Morocco—he lived there and was affected by it”*. The
Moroccan context radically affected his life and work until the eighties and nineties, that is, until the
period when his gradual mystical immersion started decreasing the contextual influence and driving

him aloof from the Moroccan background.

Tangier

Tangier’ is granted a special place in Bowles’s Moroccan work. It actually is his real
Moroccan home from the beginning of his expatriation in 1947 until his death in 1999. It is the
writer’s s elected abode and ‘dream city [ ...].in the strict sense’. This Moroccan city attracted him
for its ‘prototypal dream scenes’ composed of corridors, hidden terraces, and dark impasses, for its
violent and languorous weather and for its ‘August wind that hissed in the palms and rocked the
eucalyptus trees’®. This description of the writer’s chosen city presents characteristic elements of his
favoured settings: a secret topography, a constant sunshine and blue sky as well as a calm and windy
weather. This North African city was also endowed with a climate and natural environment that
suited the writer’s expectations in Morocco. For insance, in an interview’, he praised the wonderful
sun that shined everyday there. He also significantly praised Tangier’s weather and sun: “the heat

here is like that of a Turkish bath. It is utterly delightful, and it is permanent [...].steady, hot, dry

! Paul Bowles, Without Stopping, p. 276.

2 Paul Bowles, Without Stopping, p. 277.

? Brian Edwards, ‘Desert of Memory’, Internet essay, 10.20.2000.

* Morocco and its specificities shape and mark Paul Bowles’s image of his chosen country as a whole. The contextual
Moroccan influence on the image is mainly studied here through the forceful contextual impact the city of Tangier
exerted on the author and his Moroccan literary production. Tangier, as his elected home, triggered the writer’s definite
expatriation and is the context that elicited Paul Bowles’s most significant facets of his literary representation of
Morocco.

> Paul Bowles, Without Stopping, p. 128.

® Paul Bowles, Without Stopping, pp. 128-129.

7 Oliver Evans, “An Interview with Paul Bowles”, Mediterranean Review, 1, (Winter 1971), p. 8.

74



weather, with a sun that burns a white hole in the ultramarine sky, with a moon that is like the sun

when it is full’!.

From the very beginning of his self-imposed exile, the author confesses that the North African
capital is the place where he ‘feels more comfortable than anywhere else’®. After having travelled
throughout Europe, Asia, South America, Bowles settled in Tangier. No logical rationale supports
his choice of Tangier; he himself does not explain his forceful attraction by this city: ‘I did not
choose to live in Tangier permanently, it happened’”. Choosing Tangier was to be the most fateful
decision of his life. At the beginning of his expatriation, a sort of a visceral bond linked him to his
chosen home. This link later developed is such a way as Tangier became the womb and setting of his
mystic practices and quest. Tangier therefore represents a macrocosm of the major elements and
central of his representation of Morocco. These factors attracted and, more importantly, retained

Bowles in the sheltering country.

Tangier, as the writer’s chosen home, constitutes then an influential context of his literary
representation of Morocco. He had felt a very strong appeal to this city even before he settled down

in it. In the preface of Let it Come Down, the author confesses that the mere view of Tangier from

the freighter on his way to Ceylon urged in him ‘an unreasoning and powerful desire to be in
Tangier’®. This attraction was the ‘psychological’ starting point of this novel, but, in a sense, it also
marks Paul Bowles’s final expatriation in Morocco because, as he asserts while recalling Kafka’s
aphorism, ‘from a certain point onward there is no longer any turning back. That is the point that

must be reached’ .

This appeal was first due to the fact that Tangier ‘has been touched by fewer of the negative

aspects of contemporary civilization than most cities of its size’® and constitutes, as the concluding

lines of Without Stopping show, a sort of buffer against modern civilization’. Tangier, ‘a doll’s

! From a letter written by Paul Bowles to Daniel Burns and quoted by Lawrence D. Stewart, The Illumination of North
Africa, p. 16.

g Quoted by Christopher Sawyer Lauganno, in: ‘Aspects of Self: A Bowles Collage’, Twentieth Century Literature, Paul
Bowles Issue, p. 260.

* Paul Bowles, Without Stopping, p. 366.

* Paul Bowles, Let It Come Down, p. 7.

> Paul Bowles, Let It Come Down, p. 8.

® Paul Bowles, Without Stopping, p. 366.

This viewpoint also calls attention to the post WWII contextual influence since Paul Bowles’s exile in Tangier is then an
escape from contemporary civilization.

/ Among the features of Tangier that pleased was that “Tangier had not yet entered the dirty era of automotive traffic”
and that “the radio had not yet entered Morocco”. Without Stopping, p.129.
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metropolis’', also attracted him because if its stationary status® that differs from the American one.
Accordingly, the writer’s definite exile in Tangier might be considered as partly due to his awareness

of the extent to which the world had worsened”.

In the same perspective, Tangier also embodied a counterpoint to western places. In an
interview with Oleg Kerensky' Bowles confessed that even in 1986°, he still found Tangier a
fascinating city mainly because of its unpredictability, because nobody knows what will happen next.
This assertion points to his attraction to the unknown, to the new and unusual, as well as to his
aversion of and escape from the strict and monotonous way of life of his fatherland. The charm that
retained the American expatriate in that North African city was to a great extent due to its

predominant pastoral character which the writer highlights in an interview with Oliver Evans:

Yes, it’s wonderful that here there are those little- what shall I call them? —rocks in
the brook that just stay there while everything else rushes by them in the water,
people who just stand or sit all day while time goes by and people go by. That’s the
proof that life goes on, somehow, whereas in New York there isn’t any proof. It’s all

going by, nothing going on°®.

On the whole, Bowles’s choice of Tangier was effectively sub-tended by an intense fascination. In a
letter to Gertrude Stein, who first advised him to go to Tangier’, the expatriate expresses his frank
attraction by this city: ‘We are completely taken by Tangier’®. This appeal was felt as quite
definitive, as the author emphasized again: “Beginning with the first day and continuing through all
the years I have spent in Tangier, I have loved the white city that sits astride its hills, looking out

across the strait of Gibraltar to the mountains of Andalucia™.

Tangier was thus his magic and dream city'’. At the beginning of his residence, the author depicts

it as an idyllic place:

! Paul Bowles, Without Stopping, p. 129.

2 Paul Bowles, Without Stopping, p. 129.

* Paul Bowles, Without Stopping, p. 366.

*of. Oleg Kerensky,”Aspects of Self: A Bowles Collage”, in Twentieth Century Literature, p. 266
> Year when the interview was given.

® Oliver Evans, ‘An Interview with Paul Bowles’, p. 8.

7 Paul Bowles, Without Stopping, p. 123.

8cf L.D.Stewart, The [llumination of North Africa, p. 14.

° Paul Bowles, ‘The Worlds of Tangier’, Holiday 23, March 1958, p. 66.

10 paul Bowles, Without Stopping, p. 128.
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If I said that Tangier struck me as a dream city, I should mean it in the strict sense. Its
topography was rich in prototypal dream scenes: covered streets like corridors with
doors opening into rooms on each side, hidden terraces high above the sea, streets
consisting only of steps, dark impasses, small squares built on sloping terrain so that
they looked like ballet sets [...] ; as well as the classical dream equipment of tunnels,

ramparts, ruins, dungeons, and cliffs'.

As Marilyn Moss put it, he chose Tangier for its dreamlike attraction and the magic of its

streets?.

The weather of Tangier and its natural environment also played an important part in the
magnetism this city exerted on Paul Bowles. In fact, in his laudatory depictions, the writer combines
the physical description of the city itself with its natural environment. For instance, natural elements
are presented as part and parcel of the city: “The climate was both violent and languorous. The
August wind hissed’ in the palms and rocked the eucalyptus trees and rattled the canebrakes that
bordered the streets™. Natural elements such as the sun, the moon and the heat are also
appreciatively quoted: “The sun is always wonderful. And it always shines all day””. The heat and
the moon are similarly praised: “There is never any objectionable let-up that makes one so conscious
of it all when it returns. Steady, hot, dry weather, with a sun that burns a white hole in the
ultramarine sky, with a moon that is like the sun when it is full”®.

The strong harmony linking these cosmic elements, in addition to the role Nature played in Paul
Bowles’s appeal to Tangier, already recalled the mystic concept of Unity of Existence. The context
of Tangier can then be viewed as the first step of the author’s mystic quest in Morocco. The bases of
the writer’s mysticism were then acutely laid as soon as he established himself in Tangier, which

points to the contextual influence of that city.

In fact, Bowles sets a direct link between the land, North Africa, and an inner instinctive

surge: “Straightaway I felt a great excitement; much excited; it was as if some interior mechanism

! Paul Bowles, Without Stopping, p. 128. We should note here that the writer’s attraction by dark and closed spots
already foretell his later mystic quest in Morocco as well as his subsequent search for shelter.

2 Marylyn Moss, “The Child in the Text”, p. 327.

* The connotations of the hissing of snakes evoke the writer’s treatment of animal legends and metamorphoses.

* Paul Bowles, Without Stopping, p. 129.

> Quoted by L. D. Stewart,The [llumination of North Africa, p. 16 from the Gertrude Stein Collection, the Beinecke Rare
Book and Manuscript Library, Yale University Library.

6 Quoted by L. D. Stewart, The Illumination of North Africa, p. 16 from Paul Bowles Collection, Humanities Research
Center, The University of Texas at Austin.
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had been set in motion by the sight of the approaching land”'. The magical bond that related him to
that land is characterized as ‘direct’ and ‘visceral’®, which imparts a ‘womblike®” dimension to the
writer’s main destination during that trip, that is, Tangier, Morocco. The ‘visceral’ link and, so, the
primordial dimension Paul Bowles grants the African land point to Morocco as a sheltering mother-

country.

During his crossing to Tangier, the view of North Africa made the expatriate to depict the

land as a magic place and as a springboard for happiness:

Always without formulating the concept, I had based my sense of being in the world
partly on an unreasoned conviction that certain areas of the earth’s surface contained
more magic than others [...]. I was incredibly happy as I watched the wall of
mountains slowly take on substance, but I let the happiness wash over me and asked

no questions”.

The author’s intuition and the reference to magic grant his host country a certain supernatural
character in keeping with his mystic quest. Magic, that is, the ‘secret connection between the world
of nature and the consciousness of man’® recalls Ibn-al- Arabi’s mystic concept of the Unity of

Existence.

In the same sense, the link the author sets between magic on the one hand and wisdom, ecstasy and
death on the other prefigures his spiritual course until his death in Tangier; besides, the reference to
ecstasy also foretells the mystic practices of trance he fictionalised in his Moroccan writings. In
relation to the contextual influence of Tangier as it relates to his mystic quest in Morocco, Paul
Bowles stresses the harmony associating the dreamlike characteristic of Tangier to the sound of
muezzins® and to the Muslims® glorification of Allah: I hear the drums and incorporate them into
my dream, like the nightly cries of the muezzins. Even if in the dream I am in New York, the first
Allah akbar! effaces the backdrop and carries whatever comes next to North Africa, and the dream

goes on” . The mystic connotations allotted to Tangier point to its contextual influence in the image.

! Paul Bowles, Without Stopping, p. 125.

2 Paul Bowles, Without Stopping, p. 125.

3 In the sense of a space enclosing something, especially when it s warm and sheltering.
* Paul Bowles, Without Stopping, p. 125.

> Paul Bowles, Without Stopping, p. 125.

® The muezzin is the call for prayers in the mosque.

’ Paul Bowles, Without Stopping, p. 366.
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In addition to this, Tangier accounts for the liberal and the cosmopolite facet of Paul Bowles’s
image of Morocco during the period when the North African city was an International Zone. A
marked liberalism was a feature of the city of Tangier during the fifties and the international decades.
Tangier’s political, social, and economical "ouverture" at that time engendered a liberal atmosphere.
It was liberalism in the sense of a lack of social constraints, obligations, and a laxity in manners and
way of life. It took the form of drugs and alcohol addiction as well as sexual deviations, and

prevailed chiefly in the cosmopolitan community of Tangier.

Tangier’s liberal and cosmopolitan ambiance influenced to a certain extent the fiction of Paul

Bowles and mostly constitutes the social background of Let it Come Down, Paul Bowles’s first novel

set in and about life in Tangier during the International Zone. Even if it was published in 1952, that
is, after the end of the International era, the novel, ‘like a photograph, is a document relating to a
specific place at a given point in time, illuminated by the light of that particular moment’'.
Consequently, it portrays some features of the city at that moment, such as an extreme liberalism, a
permissive atmosphere, an unlimited drug and alcohol consumption and corruption’; Daisy’, a
representative of the European community, embodies the characteristic permissiveness of that era.
Besides, Tangier in this context is described as a ‘complete, utter madhouse’® and a mysterious city”,

which corresponds to the actual state of affairs that prevailed in Tangier at that time.

In this same novel, Bowles’s treatment of the International Zone Tangier is at the same time a
faithful and revealing picture of the author’s judgment. His ironical descriptions of the vain mundane
European parties during which Moroccans were only appreciated for their ‘picturesque’ connotations
as well as his straight criticisms of corruption illustrate the author’s self and preferences. For

example, in Let it Come Down, Richard Holland, Bowles’s mouthpiece® compares Tangier to New

York, describing it as a model of corruption’ and stating that both cities are peopled by smugglers

! Paul Bowles, Let It Come Down, p. 7.

2 Cf Paul Bowles, Let It Come Down, pp. 26, 87, 121-122.

? Paul Bowles, Let It Come Down, p. 26.

* Paul Bowles, Let It Come Down, p. 29.

> Paul Bowles, Let It Come Down, p. 33.

® In Let it Come Down, p.9, Paul Bowles specifies that Richard Holland is a caricature of himself. In spite of this
denigration, the author’s attraction by Tangier in the fifties may partly be due to the city’s rural and simple character,
since, in the same novel, Eunice Good, avows that ‘Tangier has no urban culture, no pain’(p. 59,) which evokes Paul
Bowles’s refusal of Post WWII American urbanisation.

” Paul Bowles, Let It Come Down, pp. 121-122.
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and robbers of all kinds'. This statement denotes the author’s criticism of the atmosphere that

prevailed in the North African city during that International period.

Tangier also constitutes the background of many short stories. In Midnight Mass for instance,

there is a quite realistic description of the social atmosphere and the lack of communication that
prevailed when Tangier was an International Zone: the characters who mostly belong to pseudo -
artistic spheres have a superficial discourse and delight only in alcohol drinking, as if they -
Moroccan and European alike - wanted to forget and escape from something, either their self or their
condition or whatever they aspire to rub out from their consciousness. The author describes the
western people as if they were actors, probably to suggest the superficiality of their lives and the
incoherence of their conduct. In this sense, Bowles, to the same end, presents, still in the same story,
three Muslims, an atheist and a Hindu attending a midnight mass which should essentially be taken

care of by Christian believers.

Tangier, as an influential context, is also present in Bowles’s other Moroccan writings such as
the short stories ‘Tea on the Mountain’ or ‘A Thousand Days for Mokhtar’. The impact of Tangier
fades out as his mystical quest and immersion developed. Paul Bowles’s general image of Morocco
presents a gradual shift from Tangier’s social atmosphere and urban settings to more desert, desolate

and austere locales which are more in keeping with his mysticism.

Bowles’s responsiveness to Tangier, its magical character and the beauty of its Natural
environment are then contextual factors that motivated for the writer’s definite expatriation and
account for his laudatory approach to Moroccan Nature and cosmos. The initial appeal of Tangier

foreshadows the author’s later pantheist mysticism.

On the whole, Bowles’s Morocco is indebted to the combined outcomes of different
contextual influences. On that account, the author’s literary Morocco is the end result of the
combined contextual influences in addition to the mystical specificities of his elected country and to
his utter absorption by the Moroccan cosmic elements. The synthesis of these main influences

generated the pantheist and mystical character of Bowles’s view of his chosen country.

! Paul Bowles, Let It Come Down, p.121.
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Chapter II: Autobiographical cohesion and centrality in Paul Bowles’s image of
Morocco

This chapter presents the autobiographical cohesion and centrality of Paul Bowles’s image of
Morocco. On the basis of James Olney’s theory of autobiography, cohesion underlies the image of
Morocco, relates it to the author’s self, life and unconscious and accounts for the centrality of

Bowles’s self as it appears in the image of Morocco.

In this perspective, Bowles’s literary Morocco is the outcome of his unconsciously selective mind.
Accordingly, the validity and truth of the image also results from the ‘significant negligences’ that
characterize the writer’s image of Morocco and that are due to truth as subservient to self and
subjectivity. Finally, cohesion and centrality also account for the various reasons why Morocco

became his sheltering country in the context of his mystic quest.

The distinction between autobiography and fiction is a very tenuous one, since, as Louis A.
Renza contends, “autobiography is the writer’s de facto attempt to elucidate his present rather than
his past. [...]. Any first-person narrative-of-a-life that necessarily seems to re-present the author’s
own mental experiences at the time of writing could be termed autobiographical and/or fictive”.' In
the same sense, R. Barthes links autobiography and fiction when, in the opening epigraph of Roland

Barthes, he specifies that its content should be considered as narrated by a character of fiction. R.

Barthes’s statement complies with the above mentioned statement by Louis A. Renza and equates

autobiography, self-analysis and fiction.  Further, in Roland Barthes, Michael Moriarty as well

connects autobiography to fiction”.

Accordingly, the image of Morocco in Bowles’s non-fiction and fiction writings presents two
biographic and complementary selves. In fact, the writer himself rubs the limits between fiction and

autobiography in the preface of Let it Come Down: to introduce his novel, he contextualizes it in

time, space, and underlines that the characters were real, which sets this novel as presenting real,

hence, autobiographical aspects of his life. So, Paul Bowles’s whole work can be considered as

' Louis A. Renza, “A Theory of Autobiography”, in: Autobiography, Essays Theoretical and Critical, J. Olney (ed.),
p.271-272.

? In Roland Barthes, p. 173, Louis Moriarty links autobiography to fiction and asserts that “Roland Barthes par Roland
Barthes is rather the exploration of identity as fiction, which is worth it simply for the pleasure it produces. ... The text is
sometimes referred to as Barthes’s autobiography. And it is partly composed of references from his life (....). But equally
the text tells us that it should all be viewed as the utterance of a character in a novel or of many such characters (RB
123/119).
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autobiographical, even if he himself rejected as ‘self-indulgence to write about one’s own life and

one’s own childhood”" and so, sets a limit between fiction and autobiography.

Given the close relationships existing between Bowles’s life and work, the writer’s literary
creation as a whole can be regarded as presenting an autobiographical dimension. As J. Olney’s
states, “all writing that aspires to be literature is autobiography and nothing else.”” In his seminal

article, “A Theory of Autobiography”, he also asserts that a writer’s final work

will express and reflect its maker and will do so at every stage of his development in
articulating the whole work. To turn the matter round, a man’s lifework is his fullest
autobiography and, he being what he is and where and when he is, neither the

lifework nor the autobiography could be otherwise’.

On the basis of this assertion, Bowles’s Moroccan work as a whole is autobiographical. It
encompasses the expatriate’s entire work and involves an autobiographical impulse or dimension as
well as the writer’s biography, individuality and unconscious. So, the image of Bowles’s chosen

country is originating from his self and unconscious and is, as well, reflective of his life.

The representation of Morocco can therefore be considered as more revealing of the writer’s life and
person than of his adopted country. Thus, even Bowles’s works of fiction, which constitute the bulk

of his Moroccan literary creation, are to be viewed as presenting autobiographical elements.
Autobiographical cohesion in the image of Morocco

The image of Morocco is the literary metaphor of the author’s self and biography. It is at the

same time grounded in the writer’s past and mirrors the author’s life in Morocco.

Even if the writer’s literary production as a whole has an autobiographical dimension, Bowles’s

autobiographies can be considered as a “magnifying lens™

that highlights all that was relevant
enough to the writer to be dealt with creatively. As J. Olney additionally states, it is also the

“symptomatic key to all else that he did and, naturally, to all that he was”.> They are images of his

' Quoted by L.D.Stewart in “Paul Bowles and ‘The Frozen Fields’ of Vision”, 17-21 and 27, from a taped conversation
with the author in Santa Monica, California, Jan. 1969.

2. olney, “Autobiography and the Cultural moment”, in: Autobiography, Essays Theoretical and Critical, p. 4.

I Olney, Metaphors of Self, The Meaning of Autobiography, p. 3.

4. Olney, Metaphors of Self, The Meaning of Autobiography, p. 3.

> Olney, Metaphors of Self, The Meaning of Autobiography, p. 4.
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life in Morocco putting forward his present self-identity’. The image of Morocco as it is presented is

therefore the author’s own mirror-image”.

A certain cohesion links Bowles’s biography and self. The text takes on a life of its own since
it is the combined product of the author’s self and life. As such, it is the literary expression of the

writer’s self ‘dissolved’ in the text:

Here is where the act of writing - the third element of autobiography- assumes its true
importance: it is through that act that the self and the life, complexly intertwined and
entangled, take on a certain form, assume a particular shape and image, and endlessly

reflect that image back and forth between themselves as between two mirrors”.

Mediating between the self and life, Bowles’s text* and the image of Morocco he presents in it are
then the image-reflect of the author’s life and self. In this perspective, the analysis of the literary
representation of Morocco will involve the examination of his way of life, his personal knowledge of
the Moroccan dialect, of the Moroccan traditions and way of life, of the Moroccan cultural life as
well as his relationship with the Moroccan people. In fact, the writer himself, referring to the way he

wrote Let It Come Down, acknowledges that the text serves “as an umbilical cord between me and

the novel before I landed in an unfamiliar place’.

Bowles published Without Stopping, an autobiography, and a journal, Two Years Beside the

Strait, in which, to take up G. Gusdorf’s definition of autobiography, he “[...] gives himself the job
of narrating his own history; what he sets out to do is to reassemble the scattered elements of his
individual life and to regroup them in a comprehensive sketch™. These autobiographical writings
present glimpses of Morocco which are mirrors reflecting the author’s own image.® Paul Bowles’s

life parallels, to some extent, the image of Morocco he presents in his autobiographical writings as

S Olney, Metaphors of Self, The Meaning of Autobiography p. 271.

o Olney, Metaphors of Self, The Meaning of Autobiography, p. 4. In Autobiography, Essays Theoretical and Critical,
p. 22, J. Olney also emphasizes the importance of the act of writing as it relates to the revelation of the self: “Here is
where the act of writing- the third element of autobiography- assumes its true importance: it is through that act that the
self and the life, complexly intertwined and entangled, take on a certain form, assume a particular shape and image, and
endlessly reflect that image back and forth between themselves as between two mirrors”.

A constructive and complete approach is then to combine this autobiographical approach with Lacan’s theory of the
mirror stage. This facet is the subject of chapter two of this investigation.

I Olney, Metaphors of Self, The Meaning of Autobiography, p. 22.

* On the basis of Olney’s and Gusdorf’s definitions of autobiography and literary creation, no distinction is made
between Bowles’s autobiographical works and his writings of fiction.

> G. Gusdorf, “Conditions and Limits of Autobiography”, in: J.Olney (ed),Autobiography, essays Theoretical and
Critical, p. 35.

® G. Gusdorf, “Conditions and Limits of Autobiography”, in: J.Olney (ed),Autobiography, essays Theoretical and
Critical, p. 33.
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well as in his fiction.Some of Paul Bowles’s short stories are ‘autobiographical’, in the sense that
they are inspired from ‘private memories’'. This is the case of ‘By the Water’, which, according to

its author, is ‘a synthesis of memories’” .

The correlation between Bowles’s life and his Moroccan writings can as well be noted in his
passion for travels. Before his quite definite expatriation in Tangier the writer was an inveterate
traveller. His eagerness for voyages can be traced back to his childhood when he used to draw maps

of imaginary spots in notebooks. In Without Stopping, the author acknowledges that when young he

considered his grandfather’s itinerant years as the “perfect life”. Similarly, he also relates that one of
his distractions was the invention of imaginary place-names that he used to consider as stations on an
imaginary railway and for which he used to draw maps and set up timetables’. This activity was
recurrent and he mentally began to ‘travel’ outside his fatherland and to extend his imaginary world
to ‘a planet with landmasses and seas”. The invented places and continents were given alien and
exotic names such as ‘El Apepal, Zaganokworld, or Araplaina’® which already reflect Paul Bowles’s
attraction by the exotic and the unknown; others unreal locales were assigned names such as ‘Snake-
spiderville or Hiss’’ that foretell the writer’s later use of animals in his Moroccan fiction. At the age
of eight, he also imagined a fictitious world and a newspaper featuring sea trips to invented places
such as ‘Cape Catoche’®. In the same way, he used to get lost in the contemplation of the maps of a

heavy loose-leaf-atlas’.

Bowles’s excitement in his first contact with his adopted country illustrates and recalls his
longing for unknown and exotic places as a child. The seeds of Bowles’s enthusiasm in discovering
Morocco were already present in his passion while exploring imaginary unknown spots in his

homeland. In this sense he reveals in Without Stopping that ‘the excitement inherent in exploring an

unknown terrain was big enough to keep me fully occupied’'’.

Bowles’s invented cosmos as well as his impulse towards the discovery of new places filled

up the void that characterized his childhood and partly explains his quite lifelong expatriation in

! Lawrence D. Stewart, The Illumination of North Africa, p. 26.

? Paul Bowles’s tape conversation with L.D.Stewart, quoted in The Illumination of North Africa, p. 26.
* Paul Bowles, Without Stopping, p. 19.

* Paul Bowles, Without Stopping, p. 20.

> Paul Bowles, Without Stopping, p. 26.

® Paul Bowles, Without Stopping, p. 27.

7 Paul Bowles, Without Stopping, p. 27.

& paul Bowles, Without Stopping, p. 34.

° Cf Paul Bowles, Without Stopping, pp. 34,35.

10 paul Bowles, Without Stopping, p. 52.
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Morocco, in that this adopted country comes to represent an alternative to and a counterpart of these
imaginary journeys'. His life experience concretizes such dreams and longings that then permeate his
aesthetic visions. The North African realm is therefore the ‘written’” realization of the invented
cosmos. Bowles’s adopted country fulfils then his childhood dreams of escape and life in exotic
countries. These aspirations perhaps inspired his expatriation and are, subsequently, reflected in the

writer’s image of Morocco.

On another level, the unpleasant atmosphere at home was one of the triggers that led Bowles

to the North African country. The first two chapters of Without Stopping present the account of the

different frustrations® he suffered from as a child in his fatherland. As a matter of fact, the author
acknowledges that he was reluctant to live in his parents’ beautiful new house simply because his
‘Mother and Daddy would be there’*. In this context, an unjust spanking by his father strengthened
Paul Bowles’s hard feelings: “It began a new stage in the development of hostilities between us. I
vowed to devote my life to his destruction, even though it meant my own — an infantile conceit, but
one which continued to preoccupy me for many years™. The exile to Morocco meant then an escape
from the stifling family atmosphere and was a means to put a distance between him and his parents.
In fact, Bowles explicitly admits that Morocco would be a flight from this context: “the trip to
Morocco would be a rest, a lark, a one-summer stand. The idea suited my overall desire, that of

getting as far away as possible from New York."®

The year 1929 marks the fulfilment of his desire and the beginning of his repeated travels and
lifelong expatriation in the elected country. At the age of nineteen he ‘escaped’’ for Europe without
telling his parents. After a brief stay in Paris he came back to New York to leave it for Paris again
shortly after. On the suggestion of Gertrude Stein, Paul Bowles went to Tangier in 1931 and it was
the beginning of his long-term fascination with Morocco. Tangier counteracted the austere and
leaden ambiance he was used to in the fatherland. Paul Bowles’s very first impression of Tangier
was that he ‘would never tire of watching Moroccans play their part’®. In actual fact, the writer

characterizes Tangier as a ‘dream city, [...] in the strict sense’’. He also sets a close relationship

! Cf Paul Bowles, Without Stopping, p. 46.

2 Paul Bowles, Without Stopping, pp.52, 53.
? Paul Bowles, Without Stopping, p.61.

* Paul Bowles, Without Stopping, p. 25.

> Paul Bowles, Without Stopping, p. 45.

® Paul Bowles, Without Stopping, p. 124.

7 Paul Bowles, Without Stopping, p. 78.

& paul Bowles, Without Stopping, p. 127.

® Paul Bowles, Without Stopping, p. 128.
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between the topography and the ‘prototypal dream scenes’' of this North African city and the maze
of the trips and cities he used to fantasize when a child. At his arrival in Morocco, he found in

Tangier, Morocco, the magic and exotic place he was dreaming of as a child:

Straightway I felt a great excitement; much excited; it was as if a secret mechanism
had been set in motion by the sight of the approaching land. Always without
formulating the concept, I had based my sense of being in the world partly on an
unreasoned conviction that certain areas of the earth’s surface contained more magic

than others.>

The intense feelings and the instinctive bond Paul Bowles experienced at his arrival to North
Africa basically suggest that Morocco already fulfilled the longings he lived through as a child and
prefigured the mystic tie that bound him to his adopted country in his later years. In fact, the author
actually indicates that this connection was ‘direct’ and “equivalent to ‘visceral’, adjective which

evokes the intuitive surge that will lead him to his later mysticism.

In addition to Tangier, the exoticism of the Moroccan city of Fez also generated in Bowles an
enthusiasm that was so strong that it became ‘unbearable’®. This was subsequent to his feeling that
he had “at last left the world behind’>. The contact with Fez is thus presented as the separation from

the original country he longed for.

The author had already experienced the same excitement in discovering exotic new places;
during an excursion with his father’s friend on the beach at Napeague he writes that “For me there
were sandy paths through the wilderness of beach plum and scrub oak. The excitement inherent in
exploring an unknown terrain was big enough to keep me fully occupied”. Fez therefore duplicated
the writer’s rare pleasurable moments in the fatherland. Bowles’s experience in Fez also put an end
to his usual sheltering practice of ‘invisibility’ to be unnoticed by his family members and more
precisely by his father: “Even with my past experience of pretending not to exist, I could not do it in

”7

Morocco”’. Through Fez, Morocco can then be considered as the trigger of a kind of revival and the

! Paul Bowles, Without Stopping, p. 128.
2 Paul Bowles, Without Stopping, p. 125.
? Paul Bowles, Without Stopping, p. 124.
* Paul Bowles, Without Stopping, p. 130.
> Paul Bowles, Without Stopping, p. 130.
® Paul Bowles, Without Stopping, p. 52.

7 Paul Bowles, Without Stopping, p. 131.
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starting point of his existence, since, as he states, Fez, elicited Bowles’s renaissance and the

‘existence’ that was denied to him in his original country.

After these first encounters, the expatriate travelled relentlessly from Tangier to other
Moroccan cities and to desert and remote parts. Most of the Moroccan cities and areas that constitute
the geographical background of the image share the same characteristics. The basic cohesion linking
the different Moroccan cities and regions of the image basically accounts for the writer’s journey and
for his attraction by exotic and unknown spaces that suit his aspirations at freedom, exoticism,
revival and that also provide him with the contexts and favourable conditions to fulfil his mystic
quest in the chosen country. The writer’s itinerary composes thus the geographical ‘canvas’ of the
image of Morocco that mirrors his aspirations and quest in Morocco. The autobiographical cohesion
linking Morocco to Bowles’s life is therefore articulated around the recurrence of themes that denote

his yearnings as a child and his aspirations in the elected country.

The author’s passion for travels is also notable in his characters who, as psychic agencies, are
mostly expatriates; like the author, they expect from Morocco the fulfilment of their quest. For

instance, Let It Come Down is the story of Nelson Dyar’s stay and experience in Tangier. This

young American bank clerk hopes that his stay in Tangier will push him into existence and liberate
him from the depressing sensation of motionlessness he suffered from while in America. In the same

way, The Spider's House fictionalizes John Stenham’s Moroccan portion of life in Fez in the hope of

saving and asserting his ‘existence’. The course of these characters’ life and goal in Morocco

parallels the author’s since, as Bowles suggest in Without Stopping, his first contact with Morocco

put an end to his invisibility and ‘nonexistence’’. It was therefore the beginning of his existence, a

sort of rebirth that will ultimately find its complete expression in mysticism.

Parents and child relationships in Paul Bowles’s Moroccan writing additionally present an
autobiographical dimension in the sense that they recall the writer’s own rapport with his parents in
America. Frustrating and devastating parents’ behaviour is a recurrent and basic facet of the

expatriate’s image of Morocco. For example, from the beginning of Let It Come Down , Dyar

expresses his contempt for his parents and their lack of comprehension: “He was polite with them but

inwardly contemptuous. It was so clear that they could never understand the emptiness he felt, nor

! Paul Bowles, Without Stopping, p. 52.
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9,1

realize the degree to which he felt it”". This state of mind recalls the writer’s distress resulting from

his parents’ incomprehension”.
The autobiographical facet of Paul Bowles’s unconscious in the image

Michael Sprinkler’s view of autobiography sets a very close relationship between the
writings and their author: “The origin and the end of autobiography converge in the very act of
writing, [...], for no autobiography can take place except within the boundaries of a writing where
concepts of subject, self, and author collapse into the act of producing a text™. Sprinkler’s view is
relevant to Paul Bowles’s literary image of Morocco since it mirrors some aspects of the author’s self

and life that are, to use Sprinkler’s expression, buried in his unconscious”.

In this perspective, the image is also the outcome of the combined effects of characters,
settings and themes. In Paul Bowles’s work, characters are not subservient to the plot, which meets
R. Barthes’ point in S/Z that characters have narrative properties’. Concerning the characters’ moral

profile and as Seymour Chatman asserts in Story and Discourse, “Barthes by 1970 is not only

stressing the legitimacy of terms like ‘trait’ and ‘personality’: he is arguing that reading narratives is
nothing less than a ‘process of nomination’, and that one element to be named is the trait.”® Chatman
also explains that in psychological or character-centred narratives, which constitute the bulk of
Bowles’s literary production, “actions are ‘expressions’ or even ‘symptoms’ of personality, hence
‘transitive’’. So, the characters’ personalities and traits are full elements of the narrative, thus,
components of the image of Morocco. In Bowles’s Moroccan work, they are inherent to the image,
and, as agencies, are to be related to the author and to some major themes and components of the

image such as the cultural contexts or the author’s quest for instance.

The analysis of the different types of characters, their comparison to those of the writings set
outside Morocco highlight the writer’s unconscious. Bowles’s characters, as his psychic agencies,

present similarities with the author’s self since, for instance, they are mostly travellers and questers

! Paul Bowles, Let It Come Down, p. 21.

? Without Stopping abounds in illustrative examples. Cf also ‘The Child n the Text: Autobiography, Fiction, and the
Aesthetics of Deception in Without Stopping’ and Steven E.Tolson, ‘Alien Terrain: Paul Bowles’s filial Landscapes’, pp.
334-349, in: Lawrence D. Stewart, The Illumination Of North Africa, pp. 314-333.

* Michael Sprinkler, “Fictions of the Self: The End of Autobiography”, in J. Olney (Ed.) Autobiography, Essays
Theoretical and Critical, p. 342.

* Michael Sprinkler, “Fictions of the Self: The End of Autobiography”, in J. Olney (Ed.) Autobiography, Essays
Theoretical and Critical, p. 342.

> R. Barthes, S/Z, pp. 74-75.

6 Seymour Chatman, Story and Discourse, Narrative Structure in Fiction and Film, p. 116.

7 Seymour Chatman, Story and Discourse, Narrative Structure in Fiction and Film, p. 114.
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in foreign lands like him. For instance, the existential cultural context of the 1950s is the basis from
which Dyar’s behavior stems. Boredom, lifelessness, hopelessness and nothingness characterize his
life in America'. This context is the basic drive that urged him to leave the USA for Morocco, to
fight for life as opposed to stagnation and death he experienced in America. Tangier, Morocco was
the alternative to escape from this condition’. As the protagonist states, “the old thing was gone
beyond recall, the new thing had not yet begun’. The main protagonist’s journey to Tangier is
mainly an attempt to escape from this condition. In the fatherland, Bowles as a child used to invent
imaginary places and in his autobiography, he explains that his “non-existence was a sine qua non
for the validity of the invented cosmos™. Therefore, the author’s expatriation may be seen as a quest
for ‘existence’ and Morocco as a warranty for existence, in the sense of ‘real life’. Similarly, Eunice
Good, another American resident in Tangier, derives a feeling of self-satisfaction from the mere

”5

thought of existing: “I insist too hard on living my own life””. This character prefers her “little

cosmos” ¢ in Tangier or as the writer states, to be really in life’.

As a matter of fact, the search for the self is a quest that subtends the image of Morocco: for instance,
nearly all the characters, Moroccan and Europeans alike, are travelers and ‘questers’, modeled at the
image of the author. This is the also the case for the protagonist of the short story ‘Tea on the
Mountain’® who wonders about the rationale of a picnic in the surroundings of Tangier: “The idea of
such a picnic had so completely coincided with some unconscious desire she had harbored for many
years. To be free, out-of-doors; with some young man she did not know —could not know —that was

probably the most important part of the dream””.

! Paul Bowles, Let it Come Down, pp 20-22.

2 Cf Paul Bowles, Let it Come Down, p. 19.

3 Paul Bowles, Let it Come Down, p. 19.

* Paul Bowles, Without Stopping, p. 52-53.

3 Paul Bowles, Let it Come Down, p. 58.

% paul Bowles, Let it Come Down, p. 58.

" Paul Bowles, Let it Come Down, p. 58.

8 “Tea on the Mountain’, in: Paul Bowles, Collected Stories, pp 15-25.
% “Tea on the Mountain’, in: Paul Bowles, Collected Stories p. 22.
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The metaphorical pattern of the image of Morocco

The author’s life and self are also present through the metaphorical pattern of the image of
Morocco. Obsessive metaphors and images are part of the writer’s unconscious. In a tape interview

with Lawrence D. Stewartl, Bowles, defines his metaphors as

‘my obsessive images’. They come and go, the same ones over and over and over, |
think — I know that ... I don’t mind that, I don’t feel that that is confining to an author
at all — necessarily I mean. It’s like a bird, I think. Everybody really sings his own

song, no matter in what medium, he’s always singing the same song somehow”.

So, Bowles underscores the permanent and ‘unconscious’ character of the recurring
metaphors in the image of Morocco. Bowles’s Moroccan work abounds in metaphors which are
expressions of his own self, of his mystic quest and of his worldview during his expatriation. J.
Olney, in “Theory of Autobiography” defines metaphors as “[...Jorder-produced and order-
producing, emotion-satisfying theories and equations — all the world views and world pictures,
models and hypotheses, myths and cosmologies mentioned earlier — it may be that another, for our
purposes better and more comprehensive, name for these would be ‘metaphors”. By means of
metaphors, the author’s subjective consciousness gives order to itself and to the objective reality.”
They are the focus with which the individual succeeds in presenting a coherent vision of all reality
and in “making the universe take on his own order”. Implementing Olney’s definition of metaphors,
these figures of speech can then be viewed as vehicles ordering and expressing Bowles’s self as well
as the objective reality, that is, Morocco. They are at the same time the literary expression of his
subjective consciousness and a means by which he makes Morocco adopt his own order. Bowles’s
Moroccan work and style are rich in metaphors and symbols such as the sand, the desert, the spider,
landscapes, to quote but the most conspicuous ones. The Moroccan elements of Bowles’s work are
conveyed through various metaphors which form a pattern of connections and are images of the

authorial self, or the ‘highest peaks of self’® . To quote J. Olney again,

! Lawrence D. Stewart, Paul Bowles, The Illumination of North Africa, p. 20.

2 Paul Bowles to Lawrence D. Stewart, 15 September 1960, cf Lawrence D. Stewart, The [llumination of North Africa, p.
20.

* G. Gusdorf, Op. Cited p. 30.

. Olney, Opus Cited, p. 30.

> I Olney, Opus Cited, p. 30.

eI Olney, Opus Cited, p. 25.
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The artist, we may say, is ‘imaginative’: he imagines, he makes images, and in them
he forges the metaphoric bond that joins the known to the unknown phenomena [...].
His metaphor is a bridge outward from the centre to the farthest circumference
possible, a bridge that bears his own form and image, a thrust of subjective self into

external reality’.

The metaphors can then be considered as images that represent the author’s self. On the
whole these recurring figures of speech fall into two main categories, that is, metaphors involving
nature and different others illustrating the writer’s -and hence his characters’- status and experience

in Morocco.

The natural metaphors are by far the most 