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..I was lately struck, in reading over many pages of Anthony Trollope, with his want of discre-
tion in this particular. In a digression, a parenthesis or an aside, he concedes to the reader that

- he and this trusting friend are only “making believe.” He admits that the events he narrates have
not really happened, and that he can give his narrative any turn the reader may like best. Such

a betrayal of a sacred office seems to me, I confess, a terrible crime.?

2 229 A9 AAEL AL WAHE QA A 288 vd A ol
A

Ao E §433 97 44 e sk 449 A4 John Barthi o] Faof
satol ol AE Yol A WA o & Alole] AAE FANAAE b PHle] b (o] 2
3 g 4+ g mRolU) o% 49 ATA 24 £33 AAs Sug LB A

ol FE L08ME £ BEAF 209 SR g8

1) Henry James, “The Art of Fiction,” in Sculley Bradley et al. eds, The American Tradition
in Literature, 5th ed. (New York: Random House), p.1200. #2 Z(p. 1211)01]*1 James= 4
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2) John Enek, “John Barth: An Interview,” Wisconsin Studies in Contemporary Literature, VI
(Winter-Spring, 1965), p.6. “A different way to scome to term with the discrepancy between
art and the Real Thing is to affirm the artificial element in art (you can’t get rid of it
anyway), and make -the artifice part of your point....”
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5) Thab Hassan, Dismemberment of Orpheus: Toward a Postmoa’em Literature (Madison: 1982),
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Fiedler, “Cross the Border, Close the Gap,” Playboy (Dec., 1969).
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7) John Clayton, “Richard Brautigan: The Politics of Woodqtock ¥ New American Review, No.
11 (New York: Simon and Schuster, 1971), p.64. )

8) George Wicks, “From Breton to Barthelme, Westward the Course of Surrcalism,” Proceedings:
Pacific Northwest Conference on Foreign Languages, 22 (1971): p.211.

9) Jerome Klinkowitz, Literary Disruptions, University of Illinois Press, 1975,

10) Klinkowitz, Critique: Studies in Modern Fiction 16, No. 3 (1975), p.18.
11) Robert Scholes, The Fabulators (New York: Oxford University Press), 1967.
12) Scholes, Fabulation and Metafiction, (University of Illinois Press, 1979), p.4.
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18) Ihab Hassan, Contemporary American Literature 1945~1972 (Now York: 1973), p.77.

14) Raymond M. Olderman, Beyond the Waste Land (New York: 1972), Introduction.

15) Raymond Federman ed., Surfiction: Fiction Now and Tomorrow (Chicago: 1975).

16) Philip Stevick, “Lies, Fictions, and Mock-Facts,” Western Humanities Review Vol. XXX,
No. 1 (Winter, 1976), p.1.

17) John Barth, “The Literature of Exhaustion,” The Atlantic Monthly 220 (August 1967),
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pp. 29-34.

18) James Rother, “Parafiction: The Adjacent Universe of Barth, Barthelme, Pynchon, and
Nabokov,” Boundary 2, Vol. V, No. 1 (Fall 1976), p. 23.

18) Ibid., pp.33-34.

19) Fiedler, “Cross the Border, Close the Gap,” op. cit., pp. 252-6.

20) Charles B. Harris, Contemporary American Novelists of the Absurd (New Haven: 1971), pp.
121-9.

21) Paul Bruss, Victims (Lewisburg: 1981), pp.18-19, 167-9.

22) Frederick R, Karl, American Fictions 1940~1980 (New York: 1983), pp.384-416,
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...What the overemphasis on the idea of content entails is the perennial,- never consummated

23) “The Iﬂ;h of the Death of the Novel,” Literary Disruptions, op. cit., p. 1.
24) “Cross the Border, Close the Gap,” o0p. eit., p. 230,
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project of interpretation. And, conversely, it is the habit of approaching works of art in order to
interpret them that sustains the fancy that there really is such a thing as the content of a work

of art.?®
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...But the novel as a form of art has nothing to lose, and everything to gain, by joining the
revolution that has already swept over most of the other arts.?®
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25) SusanSontag, “Against Interpretation,” in Against Interpretation and Other Essays (New
York: 1978), p.5.

26) Ibid., p.12. “If excessive stress on content provokes the arrogance of interpretation, more
extended and more thorough description of form would silence.”

27) Sontag, “On Style,”, in Against Interpretation, op. cit., p.22.
28) Sontag, “Natalie Sarraute and the Novel,” in Against Interpretation, op. cit., p.111.

29) Alain Robbe-Grillet, “On Several Chsolete Notions,” For @ New Nowel (New York: Grove
Press, 1965) trans, by Richard Howard, p. 43.
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In both cases, the point is to reduce the novel to a signification external to it, to make the
novel a means of achieving some value which transcends it, some spiritual or terrestrial “beyond,”
future Happiness or eternal Truth., Whereas if art is something, it is everything, which means

that it must be self-sufficient, and that there is nothing deyond.
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; In this new realism, it is therefore no longer werisimilitude that is at issue. The little detail

which “rings true” no longer holds the attention of the novelist...; what strikes him...is more
likely, on the contrary, the little detail that rings false.%®
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Here form 7s content, content is form. You complain that this stuff is not written in English.
It is not written at all. It is not to he read~—or rather it is not only to be read. It is to be looked

at and listened to. His writing is not ebowut something; it is that something itself.5V

Willian Harmono] w]5-2lq] fxelel 49 “R/N"e #A 5 =3k Fa4 2047 Ak

2, ’él?é a4 719wl Gertrude Stein Zetizb 7bg A4 20417] 44 ¢l Prousts}

Joyce, 18] 3L 219 FAEol & ol ¥ ‘G Y& Ay Aol “xAsEo]
30) Robbe-Grillet, “From Realism to Reality,” in For a New Novel, op. cit., p.163.

31) Samuel Beckett, “Dante...Bruno, Vicp..._]oyce” as quoted in Vivian Mercier, The New Novel
(New York: 1971), p.40.
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...Now, one may object to these particular terms and judgments, but one ought to see that in a
significant number of recent fictions —by Nabokov, Salinger, Barth, Pynchon, Donleavy, Barthelme,
Mailer—there is patently some sort of “fiction” but not very much to satisfy an old-fashioned

ordinary concept of “story.” And what there may be in the way of a “story” is almost certain to

be an ironic parody of some pre-existing contour of romance, travel, detection, or revenge.®
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The flight from interpretation seems particularly a feature of modern péinting. Abstract painting
is the attempt to have, in the ordinary sense, no content; since there is no content, there can be
no interpretation. Pop Art works by the opposite means to the same result; using a content so
blatant, so “what it is,” it too ends by being uninterpretable.®®
204171 £ wEA, AFFY, ez 2AFE5E 2HE T8Ele ‘9 qgene

90 gl RIS FE2E Iulol A U2 camp) 9} JFE 5
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32) William Harmon, “Anti-fiction in American Humor,” in Louis D. Rubin, Jr. ed., The Comic
Imagination in American Literature (Rutgers U. Press, 1973), p. 375.
33) Sontag, “Against Interpretation,” op. cit., p.10.
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Pop art functioned as a way of camping up familiar objects or else by stressing the obvious until
it seemed freshly structured, and minimalism could simulate some of these characteristics. In pop
art, everything is there, nothing omitted, and part of the effect on the viewer is his recognition

_that he is staring at ‘what is there. The trick with minimalist fiction is a variation of this, tipping

off the reader that the artist is conscious of what is being omitted,3®

zelste] AAzEE AS J4FE TALENY Aot AA e malwe 4
NA7A Hegre] Tl JBe] o] & AAeAY, HAEF wel datHe] =rie] 3
3 $or zdAE BHE UAL, BUFH) Ao A 9E A ForA ol H 02 ]
& ARdsE T mF vy 2EFY s Yol gx Frederick R. Karlg A4qch® =&

ColEl gt AW JRe Eokd), B8 53 AEdE duAEele ¥ 4292 A
EREES o '

n e E A 9L eamAE H2d AAS R ) EFANHT BRRAT =
g o]AL Bae)A neE 2PdE A B wA dAH Y.

748 wlg Fopz uhalAdl, 204716 Eel A A E i]rﬂ-‘%%vfﬂﬂll*}ﬂ]*i Z =34
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37 AR ARed vgd @A mEA A W el ddshd el ol ol el
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34) Frederick R. Karl, op. cit., p.384.
35) Ibid., p. 407.
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What all this new emphasis upon the audiencés response comes down to is the increasing
minimalization of music. While there have been attempts to make a minimum of materials the
basis for a musical texture of almost unbelievable richness, it is the audience's new importance

that characterizes the main stream of this minimal music.?¥

19521 ¢f] o] &5 of 2] Hole] o %715, John Cage, Robert Rauschenberg, David Tudor,
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36) See Paul Bruss, Victims, op. cit., p.23. wlE3 $49 vjd=] Fe 25
g AgdA =& Tkw Ubid., pp. 15-30).

e

-2 Paul Bruss



14 A X i OHE (BElelD
29 sy S U2E o) BE ‘IR S ¥eA ¢ 4 gk Tony Tanner~} Sontag
v} Sylvia Plath, William Gass 59] 448 d33e mAeE 2z “Uulgez 33
Z-7}" (interior spaciousness)o]gbt X8 -¢ ®al AE o7 2293 Ad Aol ¥ =HEEl
ix %

A oe 27 e Yo 48 THE e FFEolge Kolth

Aol At AYA oF wgstE 4% Susan Sontage el A A ube} zro] nl
Ve &) o] 2519 & Ababolth 29 o] E& AR W 2 QAAEHE A o Fg

 Gertrude Stein o] A}7} 28} 8}9] % o] Sontagel] Fa A= Za2xql o] wrh 21y
ngol JldAer 2gaolgtar Wi g YA 2] TR - 29AY AobEe] 3
g oulgol W& ¥ olvzt 29 A 449l The Benefactors WAHAL FAT Fal

F9 ol EHE M Ao o)E AR Zesgle]l syt iz HRUE 24 FE

o x#bd Camuss] The Strangerd A47A 5 Ho| A% o] =7lo] ®7}slx),

o

Sontag oAbz} G EG 24 A FUH F A wbe] 9, 2A%  Jerzy Kosinskith

ol f8lE 2 A4l wgH FAERGE AFasLrt B
U Frederick R. Karlo] =43} u}$} o] 2% E_;‘ﬂ
A AT AW, A} 2o P, AA, WA, T4 T @09 dbe 2y

HEL FET A1UIEA UL FANA F0h 9 714 298] A 2 49 Dearh Kit
#

rlo
i
bl
rﬁ‘
bl
L
i
2
e
=
il
l.nj
§12
{o
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37) Tony Tanner, City of Words (New York: 1971), p.260.
38) Susan Sontag, The Benefactor (New York: 1963). Death Kit (Now York: 1968), o]} &3
%9 5l dolA AL 49 A,
~39) Frederick R. Karl, op. cit., p. 402.
40) Tony Tanner+ Diddyd] A&4q &dv]Ad = 2.9 oqle] AdoatEs H-& ARAA Wik &
#& AAAE Fewste e
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...Diddy, on the other hand, seems to disregard the world around him as long as nothing inter-
feres with the privacy of his mind. However, once his sphere is violated, Diddy is unable to
defend himself and gives in almost without resistance. Entropy can cause the decay of the whole
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informational process and thus destroy human beings by preventing them from communicating with
others; it can also achieve a similar destructive result by dissolving one’s mind. At the end of the
book Diddy’s body dies, but it seems an almost insignificant consequence of the erlier disintegration

of his mental processes.*?

Sontage] 4418 7134 wilo] Prousts] A Butors] o] 2 mFaFe 949 4F—
7194 58 A=Al AL ATAolete Ao ek, Jerzy Kosinski 9 A Prouste] by &
o WA Q&S ALl dAdR ek 2E st BE S gE G B4

& o4 Hol “Fad Anel B WY al-—EF] =05 2 Fol P
FzE—o] "l ” (The remembered event becomes a fiction: a strtuciure made to accommodate
certain feelings)Pelx. e}, & o] 4% FazH oz A%z AUl d&g #
Z3E Aol

22} Kosinskil= Sontag Bl @4 v ZEAq mJwg etz od 4 3}1—,}_
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e 29 AEo AL AlAHs AZes] dEelch Ae John W. Aldridge-t— e
3 zro] AAeA AH s .
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29 o2 FEEIE @0l Being Theres #2134 Kosinskig] 2458 YFus Lo A
ojse] 17 M Eel 2 Fol WEE &5 FFUEELE L2x AAEY Zubay 96 = ofFa
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Except for Being There, which represents a distinct departure from his other work, Kosinski’s
novels record isolated and unconnected mstances of the often brutal display of personal power in
a social milieu so empty of content that what few characters there are float within it without heing

acted upon by any force other than their own obsessions.®®

FE A AL ‘FRAonn AW glE desA AT D Aelm, o Ao
Kosinskiy: o}+] 2} Donald Barthelmed $] 4| 8lo] njywute] 2ESo] F-83t: E44q 7]
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o ¢A%F HuHE o}Fd AAE glejrolA et '

41) Zbigniew Lewicki, The Bang and the Whimper (Westport, Conn,: 1984), p.109.

42) Jerzy Kosinski, Notes of the Author (New York: 1965), p.11.

43) John W. Aldridge, The American Novel and the Way We Live Now (New York: 1983),
p. B9.

44) Jerzy Kosinski, Steps (New York: Bantam, 1969). ¢] #&¢ z3-& 1968 &35, =
vt AR RE 29 AW FozA 28 R 2939 The Painted Bird (Boston: 1965) Rt}m
Qzrt 1A 2gds Ao, ‘
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think he is perfectly capable of filling in the blank spaces, of supplying what I purposefully
withdrew) otz @alz e, B4 ohiz @l A AA el 9w, A%
o 24 HEE £%& AASE Aol MY &35 AEdE v Fe A= §3 -
3t Ao FREV A%E A AT dEs) =834 Felejrh o] 2-& Klinkowitzi “Kosinski
% Buthelmes} /A 2 ddsld 4 A€ 205 FUA PHon g
Fz7 FEe AYe] )’ (Like Barthelme, Kosinski demonstrates the structural art of

et

9

handling the fragments of contemporary life in a sublimely synthetic way)*" el %83}

952, Paul Brussi= o] A& olef o} o] Awdalz gt}

2007 %) 9ol EA-BFAA A2 FoAL WAGE AL AF AdeE oA A5
gt @ad mge] EANA $¢& mATE £ 1y TAS == Aeldh . Kosinski 4 Bar
thelmesh vha71A) 2 (2% A o] Beckettr} Burroughssh waAA2) gAMezE ow BdHq
A Eolik 99 dol ZANE BHE SAdA ATFozA oed Ao df AAHE 9
Sluks} A gk o2 3ol Kosinskits bl o¢t Wl2arg Edolehe o3& AFL dolg 2
e oehe v AL Aol o Be Avelwte uwelZ WAl AGor Fxddt,

The new importance of the reader/viewer in twentieth-century art is finally only another mani-
festation of the fact that the Western world no longer possesses convincing models of reality,...
Like Barthelme (or even like Beckett and Burroughs), Kosinski, too, faces up to the dilemma
presented by this crisis by serving his reader fragments that ostensibly exist outside any necessary
framework or skein of relationships... Here Kosinski not only separates himself from the long

tradition of authorial ownership of the text, but he also fully allies himself with the minimalist

proposition that “less is more,”*®

Sontage] Death Kitk A% (vision)ol ol & w48 #4¢ 2Fx g7 FF o
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-0,

" 46) Ibid., p.12. .
47) Klinkowitz, Literary Disruptions, op. ¢it., p.101.
A8) Paul Bruss, Victims, op. cit., p.168.
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-...Critics trained in structuralist and deconstructionist methods saw these writers as exemplary
instances of their view that the new writing displayed the language crisis of the times, and read
in the collapse of the traditional alliance of reader and exterior subject, or of an assimilable text

written for an easily comprehending implied reader, the late-twentieth-century historical condition.5

49) Federman, op. cit., p.7.
50) Malcolm Bradbury, The Modern Amerzean Novel. (New York, 1984), p. 163,
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{ABSTRACT}

Sontag and Kosinski: A Study of Minimalism
Chong-un Kim

This paper proposes to investigate the nature of literary minimalism, a special fictional
aesthetics of postmodernistic bent, as practiced by such writers as Susan Sontag, Jersey
Kosinski, Donald Barthelme, and Richard Brautigan, although the more extensive discussions
of actual works are limited in this case to Sontag’s and Kosinski’s.

A brief study of the nomenclatures proposed by the critics in order to “nail down” this
postmodernistic, anti-mimetic approaches in recent fiction writing is made in section 1 of
this paper. Needless to say, ‘literary minimalism” is only one among many terms that
contend for the position of the “official” term. However, “minimalism” is more suited to

describe the works of certain writers than others, since the postmoderns make use of varied -
fictional methods.

Since minimalism is not an isolated thing limited to literature alone, its relationship with
other forms of art is discussed in section 2,

In section 3 the works by Sontag and Kosinski are discussed at length to illustrate
minimalism in practice. There seem to be two important aspects in minimalism: one is its
non-referentiality, and the other is its proposition that “less is more.”

The conpluding section briefly recapitulates what has been discussed in the preceding

sections and offers some concluding remarks,



