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A Strange Convening

In a scene near the end of Deadlock (1921), the sixth book of
Dorothy Richardson’s serialised novel,  Pilgrimage, Miriam
Henderson experiences a chance encounter with a black man while
having tea with her suitor Michael Shatov, a Russian Jewish
émigré'. Miriam has just returned from a visit with the Brooms,
her genteel friends in north London, which she spent in agony and
with ‘aching heart’ over how to respond to Michael’s confession of
love for her a few days prior (III 207). After reconvening in a park,
she and Michael board an omnibus together and, on a whim,
disembark near the docks. Obliquely registering its service as a
gateway between Britain’s metropole and colonies, Richardson’s
narrator describes this location (foreign to her novel’s protagonist)
as having a tropical atmosphere: it is a ‘marshy jungle’ with ‘the air
that moves softly on still days over wide waters’. An enclosure of
water that Miriam pauses to observe from ‘a little quay’ is cast in
‘shadowed light’, leading her to reflect that the setting has a
‘charm’ and a ‘lonely beauty to be gathered only by the chance
passer-by’. Within the vicinity of this ‘strange romantic place’, as
Michael calls it, they enter a teashop—*a small dark room...close
packed with an odorous dampness’ (III 215-17). Once seated,
Miriam’s enjoyment of this tiny ungle’ is interrupted by a ‘black
form’, which the narrator describes in most dehumanising terms:

Miriam sat frozen, appalled by the presence of a negro. He
sat near by, huge, bent, snorting and devouring, with a huge
black bottle at his side. Mr. Shatov’s presence was shorn of its
alien quality. He was an Englishman in the fact that he and
she could nof sit eating in the neighborhood of this marshy

! Dorothy Richardson, Pilgrimage, Vol. 111, New York: Alfred A. Knopf, 1966),
p.217.
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jungle. But they were, they had. They would have. Once away
from this awful place she would never think of it again. Yet
the man had hands and needs and feelings. Perhaps he could
sing. He was at a disadvantage, an outcast. There was
something that ought to be said of him. She could not think
what it was. Every time she sipped her bitter tea, it seemed
that before she should have replaced her cup, vengeance
would have sprung from the dark corner. Everything hurried
so. There was no #me to shake off the sense of
contamination. It »as contamination. The man’s presence was
an outrage on something of which he was not aware. It
would be possible to make him aware. When his fearful face,
which she sadly knew she could not bring herself to regard a
second time, was out of sight, the outline of his head was
desolate, like the contemplated head of any man alive. Men
ought not to have faces. Their real selves abode in the
expressions of their heads and brows. Below, their faces were
moulded by deceit. ...

While she had pursued her thoughts, advantage had
fallen to the black form in the corner. It was as if the black
face grinned, crushing her thread of thought. (217)

Critics have addressed the rabid bigotry in this scene, recognising it
as a key site for discerning Richardson’s reactionary ideas on race
in both Pilgrimage and ‘Continuous Performance’, Richardson’s
column for the film journal Close Up (1927-1933). Thomas Fahy
argues that Mirilam’s perception of this man exemplifies her
‘inability to see beyond gender, cultural, and ethnic/racial
differences’ throughout the volumes of Pilgrimage” Jane Garrity
interprets this encounter as aiding Miriam in her struggle to
perceive Michael romantically by ‘displacing [Michael’s] Otherness
on to the black body and aligning Michael with her Englishness,

* The avant-garde Close Up is considered the first film journal. It was produced
primarily from the Riant Chateau in Territet, Switzerland, under the direction of
Kenneth Macpherson, Bryher, and H.D. The editors described the journal as
‘the first to approach films from the angles of art, experiment, and possibility’
(Close Up, 1, 4 (1927): cover).

* Thomas Fahy, ‘The Cultivation of Incompatibility: Music as Leitmotif in
Dorothy Richardson’s Pilgrimage’, Women's Studies, 29 (2000): 131-147, p.143.
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reconstructing him as both white and European’.* According to
Garrity, Richardson’s description of the man ‘is consistent with her
racist treatment of the black body’ in her film writing, particularly,
in her article ‘Dialogue in Dixie’.”

In spite of its blinding racism, however, this scene in a peripheral
teashop contains what Rita Felski calls ‘evidence of dissonance,
ambiguity, and contradiction’, which parallels the equally
complicated figurations of race and racism in Richardson’s film
column.’ This evidence cannot simply be dismissed in the difficult
effort to decipher Richardson’s racial politics, for it reveals
Richardson’s writings to be more subversive of Euro-American
race ideology than the passage above suggests at first glance. In
this article, I analyse this troubling scene of difference in Deadlock
alongside several articles published in Clse Up, including not only
Richardson’s contributions to the journal but also the third
installment of the American poet H.D’s ‘The Cinema and the
Classics’ series and an article titled “The Negro Actor and the
American Movies’ by the African American journalist Geraldyn
Dismond, the only writing by a woman featured in Close Up’s
August 1929 special issue on black cinema.” These texts form a
matrix for thinking about race and racism within transatlantic,

* Jane Gartity, Step-daughters of England: British Women Modernists and the National
Imaginary, Manchester and New York: Manchester University Press, 2003),
p.110.

> Ibid, p.109.

8 Rita Felski, The Gender of Modernity, (Cambridge: Harvard University Press,
1995), p.29. I adopt Felski’s method of ‘oscillating between illumination and
critique’ to avoid the ‘unreflecting projection of present-day truths onto the
texts of the past’ that tries to expose these texts’ lack, or their authors’ naivety
(p. 34). While Felski develops this approach ‘to track the figure of the feminine’
in modernist texts, I use it to track racialized figures in writings that engage with
the transition from silent to sound-synchronised cinema.

" Dismond, later known as Gerri Majot, was a popular journalist and publicist;
she served as editor and wrote columns for a number of African American
publications, including The Inter-State Tattler, The Amsterdam News, The Pittsburgh
Courier, and Jet. She was the first African- American woman to host a regular
radio broadcast program, “The Negro Achievement Hour’, which first aired on
WABC. With Dotis E. Saunders, she wrote a book on four centuries of African
American elites, titled Black Society (Chicago: Johnson Publishing Company,
1970).
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modernist, cinematic culture. Interpreted within this matrix,
Richardson’s writings resist dominant constructions of race.
Undercutting the tenets of what Marianna Torgovnick calls
‘primitivist discourse’, Richardson’s meditations on race are
transgressive even as they appear definitively racist according to
today’s codes for discussing social and biological difference.®

Protesting the union of speech and image in cinema, Richardson
challenges the ‘fetishi[s]ation of the “black voice’, which, as film
scholar Alice Maurice writes, characterised racism in early sound-
synchronised film.” During this period, which also saw
Hollywood’s first feature-length films with entirely African
American casts, white directors, including King Vidor and Paul
Sloane, hired black actors, rather than white actors made up in
blackface, to depict scenes of African American cultural life. The
reason for these mainstream directors’ departures from the racist
tradition of blackface performance in the United States had
everything to do with easing the transition to sound
synchronisation. Dark-skinned bodies on screen were perceived as
‘a remedy to the often clunky and disappointing marriage of sight
and sound in the eatly talkies’; rather than motivated by a
progressive attitude toward African Americans, this perception,
Maurice argues, reflected ‘a kind of synesthesia’ surrounding race
in the dominant viewing public’s imaginary.'’

Referring to the Oxford English Dictionary’s definitions of this term,
Maurice describes synesthesia as ‘a sensory wire-crossing helped
along by imagination and the “arbitrary association of ideas’™ and

$ Matianna Torgovnick, Gone Primitive: Savage Intellects, Modern Lives, (Chicago:
University of Chicago Press, 1990), p.29. Torgovnick characterises primitivist
discourse as a form of ‘us/them thinking’ (p.4) consisting of tropes and
categories by which Westerners align ‘the Other’ with, on the one hand, ‘our
untamed selves, our id forces—Iibidinous, irrational, violent, dangerous” and, on
the other hand, the qualities of ‘a precapitalist utopia’, or everything Westerners
wish they could be (p.8). Either way, the purpose of such thinking is to ‘draw
lines and establish relations of power between us and them’ (p.11).

? Alice Maurice ““Cinema at its Source”: Synchronizing Race and Sound in the
Bartly Talkies’, Camera Obscura: A Journal of Feminism, Culture, and Media Studies,
49,17,1 (2002): 31-71, p.32.

' Ibid, p.32.
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as ‘a literary device’ by ‘which terms relating to one kind of sense-
impression are used” for another." In the reception of eatly sound
film, the audience’s imbrication of visual and aural perceptions of
black bodies and black voices, respectively, satisfied an ideological
imperative to represent race as a fixed and tangible aspect of
identity. Thereby, synesthesia buttressed white American racism:

Claims that African American performers’ voices could be
reproduced more faithfully than others essentially promised
that these voices would be ‘in sync’ with their bodies—and
with audience expectations about what should emanate from
those bodies. In other words, the sound would be
synchroni[s|ed not merely with the image on screen but with
the image or stereotype of the ‘Negro’ long produced and
exploited by Hollywood."

Maurice theorises that, during ‘the transition to the talkie’, the
discourses of race and sound ‘supported each other not because of
the alleged suitability of “black voices” to sound recording, but
because of what they already had in common: a dependence on
popular expectations regarding authenticity, the alignment of
internal and external characteristics, and the evidence of the
senses’.”” Maurice’s inattention to Richardson’s writing on Sloane’s
1929 film Hearts in Dixie might suggest that Richardson’s national
identity makes her irrelevant to issues of race in Hollywood films.
On the contrary, Richardson’s representations of race in Deadlock
and articles in Clise Up extend Maurice’s insights into the
‘discursive link created - by studios, critics, and the popular press -
between African American performers and sound technology’ in
the late 1920s." In particulat, Richardson takes issue with linking
sight and sound in cinema because of its racist effect.

Problems of Authenticity
Critics have lately made efforts to redress neglect of Richardson’s
recapitulation of British imperialist-racist ideology in Pzlgrimage and

1 Thid, p.33.
"2 Ibid, pp.33-34.
5 Thid, p.32.
" Ibid, p.31.
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her twenty articles for Close Up. Jane Garrity, for example, faults
Susan Gevirtz for overlooking the ‘cultural blindspots’ in
Richardson’s inscription of ‘racial, racist, and colonial discourses
[...] through Richardson’s privileging of femininity’; in contrast,
Garrity ‘seeks to broaden the analytical base [of criticism on
Richardson] by considering the question of spectatorship and
gender alongside issues of ethnicity, sexuality, class, race, and
empire’.” In a groundbreaking article on race ideology in
Richardson’s film column, Rebecca Egger situates ‘Continuous
Performance’ in relation to Freudian psychoanalytic discourse.'
Garrity praises Egger’s approach but distinguishes it from her
own: ‘[wlhereas Egger argues that Richardson’s conception of
femininity is ultimately “outside the reaches of language and
analysis”, [Garrity] suggest[s| that the author’s essentialist stance
must be read precisely within a British context and its imbrications
within the ideology of imperial expansion’.'” While indebted to
their work, I part company with these scholars by arguing that,
when her writings are placed inside a transatlantic frame,
Richardson’s incorporations of racism actually enable antiracist
critique.

Critics who focus on interpreting Pilgrimage and Richardson’s film
writing as conformist on issues of race may do so at the expense
of authors whose work has traditionally been marginalised because
of their racial identity. For example, Garrity’s identification of
Dismond’s article in Clise Up as an obvious countertext to
Richardson’s ‘Dialogue in Dixie’ relegates the former to a footnote.
Without actually explicating it, Garrity suggests that Dismond’s
readings of representations of African Americans in talkies are
inherently superior to Richardson’s. However, Garrity omits
demonstrating the ways in which Dismond’s praise of ‘the talkie,
for making audible “the fact that all Negroes can sing and dance’,
is distinct from Richardson’s ‘erasure of black speech’ and
‘celebrat[ion of] the black body only when it is in motion’,

15 Gatrity op. cit, p.91.

16 Rebecca Egger, ‘Deaf Ears and Dark Continents: Dotothy Richardson’s
Cinematic Epistemology’, Camera Obscura: A Journal of Feminism, Culture, and
Media Studies, 30 (1992): 5-33.

' Garrity, op. cit, pp.97-98.
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laughing, singing, and dancing,'® Garrity’s inattention to Dismond’s
own reproductions of race ideology begs a question that Michele
Wallace asks of contemporary criticism on race in silent film.
Discussing film historians’ neglect of Madame Sul-te-Wan (nee
Nelly Conley), a ‘mixed-blood black and Native American actress’
who starred in scenes cut from D. W. Griffith’s The Birth of a
Nation and became perhaps ‘the first black woman to be a contract
player in the industry’, Wallace asks, ‘[c]ould it be that most
critiques of racism, which aim for an impossible ideal of
colorblindness, continue to render the social and cultural histories
of bodies of color (e.g, black women) invisible?”."” Rereading
Richardson’s ‘colour vision’ helps to compel a more thorough
analysis of Dismond’s writings on film and their complicated
figurations of race. Categorising Richardson’s discourse as only
racist, nationalist, or imperialist leads critics to neglect its affinities
with, as well as its contradictions to, works by racially oppressed
writers. Revealing such affinities and contradictions, my analysis of
Deadlock and articles in Close Up establishes a network of figures
whose writings expose and often challenge sensibilities about race.

Despite the value of Richardson’s texts for promoting a wider
study of representations of race in various modernist writings, it
remains tricky business to argue that Richardson’s writings are
racially subversive. It is incumbent on me to consider how my own
privilege as a white, native-born citizen of the United States makes
my rereading of Richardson’s racism balance precariously between
resistance and conformity. My own subject position highlights the
need to question the extent to which there is legitimacy or value in
recovering antiracism in writings by women who have benefited
from colonialism and institutionalised racism. If my objective is to
contribute progressively to antiracist literary criticism, then why
direct my energy and resources toward defending writers whose
work relies on racial stereotyping and naturalises white privilege?
Why not focus, instead, on the politics of authors victimised by
racial systems?

'8 Dismond qtd in Garrity op. cit, p.135, fn.96; Garrity op. cit, p.98.

' Michele Faith Wallace, “The Good Lynching and The Birth of a Nation:
Discourses and Aesthetics of Jim Crow’, Cinema Journal, 43,1 (2003): 85-104,
pp.86-87.
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Rather than research one group of writers exclusively, I place
white and decolonised writers, including racial minorities in the
West, in dialogue with one another to construct an international,
multiracial tradition of women writers who variously defy white
patriarchy. While there are important differences between
Dismond’s and Richardson’s views on race in early sound film, the
danger of neglecting to closely compare them is that it implies that
African American women’s writing is always already resistant to
racism. This essentialism presumes a one-to-one correlation of the
identity of an author as a racial minority to the identity of her
texts as ‘authentically transgressive’.”” As Garrity’s footnote on
Dismond reveals, this assumption can render the work of writers
whose identity is marked in contexts of racial oppression
impervious to analysis by implicitly characterising their work as
transparent on issues of race. Ironically, to presume that writing by
women of colour lacks the kinds of secrets about race and racism
that critics can take pleasure in decoding in white women’s writing
tacitly labels the former as uninteresting. To engage with the
politics of race in modernism, critics would do well to avoid knee-
jerk categorisations of writings as resistant or conformist based on
the racial identities or alliances of their authors. If feminist critics
should indeed exercise caution, as Egger argues, then they should
do so to ensure their analyses of writings by racial minorities in the
United States, and decolonised subjects in the West generally, are
neither overdetermined by white writers’ politics nor fetishised as
authentic representations, hermetically sealed off from their white
contemporaries’ ideas on race.

Illuminating the racial politics of Richardson’s ‘Continuous
Performance’, Egger reacts to ‘the desire of contemporary
theorists to construct a history of feminist filmmakers,
performers, and thinkers who might serve as predecessors and
ground-layers for their own work™* To Egger, the danger of this
desire is exemplified by white feminists’ constructions of
Richardson as their foremother. Egger is not as concerned that
this revisionist Jerstory leads to unduly favourable readings of so-

0 Felski op. cit, p.27.
' Egger, op. cit, p.5.
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named foremothers’ texts as that it tends to obscure ‘the ease with
which a posture of not-knowing can flip over into an equally
problematic position of all-knowingness’* FEgger theorises
Richardson’s ‘construction of the spectator who refuses to know’
as participating in Sigmund Freud’s discourse of the ‘dark
continent’; specifically, Richardson encrypts forms of difference as
incomprehensible secrets and, thereby, precludes their analysis.”
Whereas, in Egger’s view, the best feminist critics exhibit
epistemological caution, even as they aspire to write as ‘fully
curious subject][s,]...able to read and apprehend forms of racial,
cultural and, indeed, sexual difference’, Richardson is
epistemologically empowered through the ‘willed non-knowledge’
of difference relayed in her rejection of sound-synchronised film,
particulatly, in her article on Hearts in Dixcie.*

However, Richardson’s narrative technique of ‘slowing down a
first reading and making a second reading necessary in order to
decipher the content’ of her texts, as Gevirtz describes it,
approximates Egger’s ideal by piquing readers’ curiosity while
delaying, even refusing, readers’ certainty of comprehension.”
There is no denying that Richardson propagates significant
elements of the dominant racist discourse of her day in Pilgrimage
and ‘Continuous Performance’. Furthermore, Richardson was not
necessarily conscious of the racial critique made available in her
writings. Nevertheless, rereading Richardson’s texts allows the
‘dissonance, ambiguity, and contradiction” of her ideas about race
to rise to their surfaces and reveals a radical ethics that may be
appropriated and refined by contemporary antiracist, feminist
critics.”® That said, it is crucial to ask: what meaning of race does ‘a
circling back and rereading’ of Richardson’s texts produce, and
what does critical attention to this meaning accomplish?*’

2 Ibid, p.27.

# Ibid, p.27.

# Ibid, pp.26-27.

» Susan Gevirtz, Narratives Journey: The Fiction and Film Writing of Dorothy
Richardson, New York: Peter Lang, 1996), p.18.

* Felski op. cit, p.29.

7 Gevirtz, op. cit, p.15.
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Rereading Richardson’s ‘Black Face’

Given how blatantly her narrator dehumanises the black figure in
the room, it is certainly unsettling to linger over Richardson’s
construction of racial difference in the dockside teashop scene in
Deadlock. This figure accords precisely with the myth of the
hypersexualised black male ‘brute’ and ‘the well-worn stereotypes
about the Negro’s special talents for song and dance’, which
Maurice observes in reviews of early black cinema.”® However,
reading between the lines of Richardson’s racist imagery in this
scene uncovers the ways in which the man’s presence confuses
Miriam’s sense of time. This disruption manifests in the narrator’s
movement through various forms of the past tense, from the
simple past (‘But they were, they had’) to a prediction of a remote
past not yet actualised (‘They would have’), and through the
narrator’s seemingly random alternations between could, should, and
wonld, modals used to signify possibility or conditionality. The
narrator’s indecision about which past tense is most approptiate to
capture Miriam’s experience in this teashop reveals Richardson’s
consciousness of the predicament of language in relation to time.
It shows Deadlock’s narrator as paradoxically burdened by the
demand to track time and the impossibility of time’s adequate
representation. Richardson’s play on these variant pasts culminates
in her narrator’s attributing Miriam’s racial prejudice to the
simultaneous pressure and absence of time (‘Everything hurried
so. There was no #me to shake off the sense of contamination. It
was contamination’). It suggests that Miriam struggles against a
system of representation that pushes meaning too quickly into the
past, fixing it, and, thereby, leading Miriam to only see this figure’s
alterity to Englishness.

However, a twist occurs in the passage when Miriam finds
recourse from this system of language by placing the black man
into the periphery of her vision - by making his face ‘out of sight’.
As mentioned previously, Fahy analyses this scene as
demonstrating the limitations of Miriam’s vision and, by extension,
her ethics.”” However, what if Miriam deliberately chooses myopia

* Mautice op. cit, p.44.
* Fahy op. cit, p.143.
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to disregard this man’s face, and faces in general, as a way to
counter her racism? That is, where Fahy and Egger criticise the
subjects of Richardson’s writings for, respectively, failing to see
and refusing to know, I propose that Miriam, in this scene,
questions the visual knowledge of race. Miriam’s myopia
corresponds to ignorance only if one aligns sight with knowledge -
a conflation that Tom Gunning claims transpires in the ‘gnostic
(from gnosis, knowledge) mission of cinema’” Through its
technique of the close-up, cinema extended a longstanding
Western figuration of the face as the window into the soul, which,
before the invention of cinema, manifested most forcefully in
physiognomy. In the late-eighteenth century, influential works by
the Swiss theologian Johann Kasper Lavater and British surgeon
Charles White, among others, correlated facial appearance with
‘human virtue’, economic development, and ‘racial worth’.”" Such
interpretations of the face continued into the twentieth century, as
scientists, writers, artists, and filmmakers directed the belief that
the face offers empirical evidence of the abstract, invisible qualities
of human identity toward supporting race ideology. Gunning
argues that the ‘desire to know the face [...] stimulated the
development of photography itself, spurring it to increasing
technical mastery over time and motion, prodding it toward the
actual invention of motion pictures’.” Given this context, it is
precisely by resisting reading human character in faces that
Richardson undermines racism.

Miriam’s difficulties with time correspond to her critique of the
face (‘Men ought not to have faces. Their real selves abode in the
expressions of their heads and brows. Below, their faces were
moulded by deceit. . . ). Richardson’s Forward’ to the 1938
edition of the collected volumes of Pilgrimage, which Gevirtz uses
as a ‘lens’ through which to read Richardson’s ‘ambidextrous
writing project’, echoes Miriam’s frustration with the face in this

* Tom Gunning, ‘In Your Face: Physiognomy, Photography, and the Gnostic
Mission of Eatly Film’, Modernism/ modernity, 4,1 (1997): 1-29, p.1.

*' Nell Irvin Painter, The History of White Pegple, New York: W. W. Notton and
Company, 2010), pp.67-71.

32 Gunning op. cit, p.25.
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scene in Deadlock.” Speaking of herself in the third person in the
‘Forward, Richardson explains how she became aware, as she
wrote Pilgrimage,

. of a stranger in the form of contemplated reality having
for the first time in her experience its own say, and apparently
justifying those who acclaim writing as the surest means of
discovering the truth about one’s own thoughts and beliefs,
she had been at the same time increasingly tormented, not
only by the failure, of this now so independently assertive
reality, adequately to appear within the text, but by its
revelation, whencesoever focused, of a hundred faces, any
one of which, the moment it was entrapped in the close mesh
of direct statement, summoned its fellows to disqualify it.**

Richardson’s observations on the face call to mind Emmanuel
Levinas’s description of the face-to-face encounter between the
self and other. To Levinas, the problem of the face of the other is
that it both demands and refuses representation. As Diane Perpich
explains, Levinas’s philosophy both reveals and is founded upon
the dilemma that ‘there is no way to say or state the singularity of
the other without thereby rendering it an abstract, universali[s]able
property’.”” Richardson also recognises the limitations of speech in
relation to the other when she remarks, in her ‘Forward’ to
Pifgrimage, that any one of ‘the hundred faces’ of reality, ‘the
moment it was entrapped in the close mesh of direct statement,
summoned its fellows to disqualify it’, as well as through Miriam’s
reflection, regarding the black man in the dockside teashop in
Deadlock, that “There was something that ought to be said of him.
She could not think what it was.

By Levinas’s theory, Miriam fails to achieve an ethical relationship
with this man as other because she refuses an encounter with his
face and, instead, chooses ‘comprehension’ of him, which ‘in every
case consists in going beyond the particular in order to grasp it

» Gevirtz op. cit, p.xii.

* Richardson qtd in Gevirtz op. cit, p.11.

* Diane Perpich, ‘Figurative Language and the “Face” in Levinas’s Philosophy’,
Philosophy and Rhetoric, 38, 2 (2005): 103-121, p.105.
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through that in it which is general or universal’’* In avoiding the
man’s ‘fearful face’, Miriam notices, ‘the outline of his head was
desolate, like the contemplated head of any man alive’. Only the
nondescript, barren quality of the man’s head makes Miriam
capable of humanising him, which leads her to decide, ‘Men ought
not to have faces. Their real selves abode in the expressions of
their heads and brows’. Therefore, according to Levinas’s
philosophy, Miriam denies difference. The man’s particularity, as
signified by his facial features, horrifies her. She universalises his
non-facial features in order to dominate him by placing him within
a Western racial hierarchy that she refuses to challenge. She
possesses the man as a thing for the benefit of her own being and
absorbs him into her ego, rather than recognising him as a distinct
being that exists apart from her and who ‘counts as such’.”
However, one should not forget Richardson’s idiosyncratic
representation of time in this scene. Why does Richardson
imbricate her narrator’s indecision about time with Miriam’s refusal
to encounter this othet’s face?

Through her narrator’s indecision about time, Richardson
represents what Levinas terms ‘hypostasis’; that is, she ‘attempts to
catch sight of the very event by which a verb takes on substance’.™
As Tina Chanter explains, the importance of ‘hypostasis’ for
Levinas is that it allows for ‘the upsurge of the subject’, or ‘the
taking up of existence by an existent, the event of becoming subject .
Through the subject’s erotic encounter with the other, the I’
escapes the “Zhere i and ‘definitive solitude’ of being, finds ‘the
way of remaining in the 7o man’s land between being and not-yet-
being’, and gives up ‘mastery of the subject’.”’ Realizing the instant
allows one ‘to give a convincing account of the other’; in its caress,
‘the Other comes to me in the instant without changing one
instant into the next’; therefore, eros makes possible an alternative

% Tbid, p.108.

7 Ibid, pp.113-114.

* Tina Chanter, “The Alterity and Immodesty of Time: Death as Future and
Eros as Feminine in Levinas’, in David Wood (ed.), Writing the Future, (London
and New York: Routledge, 1990), p. 140.

¥ Ibid, p.140 (emphasis in the original).

* Emmanuel Levinas, Totality and Infinity, A. Lingis (trans.), (The Hague:
Martinus Nijhoff, 1979), pp.259-260 (emphasis in the original).
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conception of time to linear progression.* In her film column,
Richardson theorises that silent film achieves this kind of time by
its ‘quality of being nowhere and everywhere, nowhere in the
sense of having more intention than direction and more purpose
than plan, everywhere by reason of its power to evoke, suggest,
reflect, express from within its moving parts and in the totality of
movement, something of the changeless being at the heart of all
becoming’.* Miriam’s perceived crisis of encountering a black man
in the dockside teashop in Deadlock reveals the ethical significance
of this kind of time. It is an example of what Shirley Rose, in her
analysis of time in Pilgrimage, defines as ‘moments privilégiés’, or
‘moments that illumine the self”.* Such moments produce for
Miriam ‘the condition of stasis in which self-realisation is possible’
by encapsulating ‘movement best expressed as pulsation without
propulsion, or described metaphorically as a vibrant particle in the
midst of time’s flux’.* Miriam fails to achieve a non-hierarchical
relationship with the black man in this scene. However, as she ‘sat
frozen, appalled by the presence of the negro’, she experienced the
instant, and this produced self-awareness of her racism. Her
revulsion at the man provokes Miriam’s attempt to halt the too-
quick progression of time into the future. It is as if Richardson
understands that capturing the instant might trans