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Ac cord ing to Ed ward Said, the trans ition from nine teenth to
twentieth- century lit er at ure is char ac ter ised by a drift from an em‐ 
phasis on artistic vis ion to wards a slightly dif fer ent un der stand ing of
the ca reer of the writer in a spe cific mar ket place. Said as so ci ates the
de vel op ment of cul tural mod ern ity with a new mode of cul tural ques‐ 
tion ing, which is typ ical both of the work of the im port ant writers of
mod ern ist lit er at ure, and of mod ern cul tural thinkers and philo soph‐ 
ers more gen er ally. For ex ample, Said ar gues in Be gin nings that in the
work of mod ern writers such as Eliot, Proust and Mallarmé there is a
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con tinual dis rup tion of lin ear nar rat ive, which can be re lated to those
writers’ tex tual strategies for un set tling ac cep ted nar rat ive struc‐ 
tures and there fore for ques tion ing the kinds of nar rat ive clos ure as‐ 
so ci ated with the kinds of nar rat ive pro duced prior to the onset of
mod ern ism. In other words, mod ern ist lit er at ure in ter rog ates the as‐ 
sump tions that a text is a source of au thor ity, and that a single nar‐ 
rat ive voice can be au thor it at ive. At the same time, Said ar gues, a
sim ilar re- interrogation of grand nar rat ives and valid ity claims can be
found in the work of the im port ant mod ern ist cul tural thinkers, so
that in the work of Marx, Kierkegaard and es pe cially Freud, there is a
com mit ment to ques tion ing that con tinu ally in ter rupts lin ear nar rat‐ 
ive and so en ables a new kind of writ ing prac tice to emerge.

Said un der stood the onset of cul tural mod ern ism in a very spe cific
way. To him, to make a new be gin ning is to in ter vene in a field that
already ex ists, and to make cur rent a set of ideas or body of ma ter ial
that pre- dates the new in ter ven tion. A new be gin ning, on this ac‐ 
count, ne ces sar ily in volves some kind of loss and some kind of re turn.
Prior ex per i ence and pre vi ously ex ist ing work are re- visited in a new
and dy namic way which is tan tamount to a re turn to that work. At the
same time, the pro cess of re- making or re- discovering that work in‐ 
volves the in di vidual in a pro cess of su per sed ing and in that spe cific
sense los ing sight of the ori ginal work.

2

This paper has two main aims. First, it seeks to test Said’s hy po thesis
that the trans ition from nineteenth- century lit er at ure to twentieth- 
century lit er at ure is char ac ter ised by a shift from po etic vis ion to ca‐ 
reer of the writer. Im pli citly, it will then go on to ask whether the
more re cent trans ition from twen ti eth to twenty- first-century lit er‐ 
at ure can be con sidered a new be gin ning in Said’s sense. In order to
achieve these goals, the paper will provide a com par at ive read ing of
two pairs of satir ical nov els – one pair from the end of the nine teenth
cen tury, and one pair from the start of the twenty- first – in order to
ex plore sim il ar it ies, con tinu it ies and vari ations in cul tural con cern
between the dawns of the two new cen tur ies.

3

From the out set, there fore, it is ne ces sary to say some thing about the
so cial his tory of the concept of satire. In a study of the re la tion ship
between satire and real ism in the nine teenth cen tury, Aaron Matz has
ar gued that the satir ical novel emerged to wards the end of the Vic ‐
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torian period dir ectly as a res ult of the tend ency of Vic torian real ists
to push the bound ar ies of what could be achieved in lit er ary real ism
to their ex treme edges. In the works of Hardy, Con rad and Giss ing,
Matz iden ti fies a slightly new lit er ary form, that of satir ical real ism,
which he sug gests, rep res ents ‘a de cis ive fu sion of 2 modes that had
al ways ex is ted in… close prox im ity’ (Matz 2010� 3). That is, the late
Vic torian prac tice of satir ical real ism, emerged both out of the earlier,
eighteenth- century Au gus tan prac tice of po etic satire on the one
hand, and the more dom in ant mid nineteenth- century form of the
real ist novel, on the other. Sim il arly, Metz sug gests, just as the late
nine teenth cen tury saw a brief flower ing of the new com bin a tion of
two ele ments – satire and real ism – that had pre vi ously been more
dis tinct from each other, so also in the early twen ti eth cen tury the
short- lived prac tice of satir ical real ism used it self up, al low ing Vic‐ 
torian real ism to be su per seded by new forms of anti- realist satire,
and new kinds of dysto pian writ ing.

Wil liam Mor ris’s News from Nowhere (1890) and George Giss ing’s New
Grub Street (1891) are prom in ent ex amples of nov els that stand at the
cusp Matz iden ti fies between satir ical real ism and the dif fer ent forms
of mod ern satire that de veloped in the twen ti eth cen tury. News from
Nowhere is not strictly a satir ical novel at all, and ex ists primar ily in
the dysto pian tra di tion. Matz demon strates that the mod ern re turn
to dysto pian writ ing, and mod ern kinds of satire, have a com mon ori‐ 
gin in the at tempts made by the late Vic torian nov el ists to take their
ex per i ments in real ism as far as they pos sibly could. The cul tural cap‐ 
ital of lit er ary real ism was it self used up in the pro cess, Matz con‐ 
cludes, so that in the twen ti eth cen tury new lit er ary forms began to
su per sede those of both so cial real ism and the short- lived satir ical
real ism. This is pre cisely what hap pens in and after New Grub Street:
the novel im plic ates its writer and reader in the pro cess of cre at ing
satir ical rep res ent a tion of a so ci ety from which they can not dis tance
them selves. Or to put it an other way, it is a novel in volved in the
using up of the stock of cul tural cap ital that it de ploys. As Matz says,
it is a kind of writ ing that is ‘aware of its own ex pir a tion – it might
even be the con scious agent of its own de mise’ (Matz 2010� 173).

5

All of this sug gests that satire it self is not a stable cat egory. In deed, in
a broad- ranging sur vey of satir ical writ ing form Menip pus to the late
twentieth- century, Charles A. Knight has demon strated that satire
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can not really be con sidered a genre or a form as such, but ex ists
rather in a loose and vary ing tra di tion, stretch ing from dra matic
satire in the world of the an cient Greeks, through the formal and po‐ 
etic satires of the Au gus tan period, into the satir ical real ist nov els of
the late Vic torian period, and hence cap able of tak ing in di verse ‘ana‐ 
log ous or over lap ping forms’ (Knight 2004� 6).

Per haps un sur pris ingly, there fore, the kinds of satire that have been
pro duced since the late twen ti eth and early twenty- first cen tur ies
have been dif fer ent again. In a crit ical study en titled Char ac ter and
Satire in Post war Fic tion, Ian Greg son has demon strated that the new
kinds of satire to have emerged in the course of the last gen er a tion
can be con sidered what he calls ‘post- human’ satire (Greg son 2006�
132) be cause the psy cho lo gical real ism with which emo tional af fect
was por trayed in the earlier peri ods has been bleached in a way that
re duces human be ings them selves to the status of ‘a thing’ or ‘a ma‐ 
chine’ (Greg son 2006� 133). Ex amples Greg son gives of post- human
satire are Mar tin Amis’s Money (1984), Lon don Fields (1989) and The
In form a tion (1995), and Will Self’s Great Apes (1997) and How the Dead
Live (2000).

7

The concept of post- human satire has use ful im plic a tions for an other
re cent vari ation on the satir ical tra di tion, in which the ob ject of satire
is not only this or that in di vidual per son, but also the whole cul ture of
rep res ent ing pub lic fig ures through dif fer ent media nar rat ives. In
very re cent vari ations of post- human satire, what is sat ir ised is the
prac tice of satire it self. It is a prac tice that can be de scribed as satire
upon satire, or meta- satirical satire, and it can be seen in such nov els
as Amanda Craig’s Hearts and Minds (2009) and Se bastian Faulks’s A
Week in Decem ber (2009).

8

The satir ical prac tice of Craig and Faulks demon strates a basic them‐ 
atic con tinu ity with that of Giss ing and Mor ris at the level of con tent:
an ag on istic de sire to trans gress the rules of a so ci ety, com bined with
an aware ness of one’s own lim ited po s i tion within that so ci ety. At the
level of form, how ever, the prac tice of Craig and Faulks is subtly dif‐ 
fer ent. Com bin ing a re newed in terest in satir ical rep res ent a tion with
a meta- fictive and meta- satirical prac tice gives rise to a nas cent fic‐ 
tional form, ap pro pri ate to the cul tural, eco nomic and polit ical con di‐
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tions of the twenty- first cen tury. That is to say, forms of satire recur
with vari ation in dif fer ent and vary ing so cial and his tor ical con texts.

1. A loss and a re turn: News from
Nowhere and late nineteenth- 
century satire
In Be gin nings Ed ward Said ar gued that lit er ary mod ern ism rep res en‐ 
ted a new be gin ning in the spe cific sense that the mod ern ists in ter‐ 
vened in a field – lit er at ure – that already ex is ted prior to the late
nine teenth cen tury, and de veloped the lit er ary prac tices of that field
in new dir ec tions, both at the level of form and theme. In order to op‐ 
er ate as a new de par ture in this sense, Said pro poses three dif fer ent
ways in which the mod ern ists di verged from their lit er ary pre de‐ 
cessors. First, Said sug gests, it had be come ne ces sary with the onset
of mod ern ity to ques tion what he calls the ‘dyn astic prin ciple’ – that
is, the as sump tion that a text de rives its own kind of au thor ity from
its status as a text (Said 1998� 138). To Said, the text is never an inert
ob ject and should not be con sidered com plete in it self. Rather, mov‐ 
ing away from the dyn astic prin ciple of tex tual pro duc tion re quired a
new un der stand ing of how a text works as a space for the ex plor a tion
of ideas in pro cess. More spe cific ally, in the case of the mod ern ists,
the text was seen as means of per form ing the di verse ideas and com‐ 
mit ments ex ist ing on the part of the writer and which there fore com‐ 
prise the writer’s ca reer. On this reck on ing, the text is not com pleted
by the ca reer of the writer; it is the other way around. That is, the act
of pub lish ing and re leas ing a text into the world is ne ces sar ily a pub‐ 
lic act which is tan tamount to a pub lic per form ance, and it is through
the re pe ti tion of such acts and per form ances that the writer is able
to per form that ca reer. The new be gin ning of cul tural and lit er ary
mod ern ity re quires that the text cease to be seen as au thor it at ive and
in stead be comes both pub lic and per form at ive. The text made pub lic
ex ists con sciously along side other texts and other pub lics, so that the
per form ance of the ca reer renders ques tion able the as sump tion that
a single text or a single nar rat ive voice can be au thor it at ive.

10

The second of Said’s cri teria for un der stand ing mod ern ist writ ing as a
new be gin ning can be re lated to this de par ture from the as sump tion
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of au thor ity in a single nar rat ive voice. If the text is no longer seen as
au thor it at ive, the concept of the truth of a text be comes much more
troub ling and as a res ult, the chal lenge of mod ern ity is pre cisely a
chal lenge of how to ap proach the concept of truth in a new way. Said
sug gests that mod ern ist writers such as Melville and Con rad ap‐ 
proach truth only ‘in dir ectly, by means of… me di ation’ (Said 1998� 90).
Each em ploys tex tual strategies and frame nar rat ives that place the
nar rat ive it self at sev eral lay ers of ap par ent re move from the au thor,
and hence raise im pli cit ques tions about the truth status of each
level.

There is an other reason why Said iden ti fies the mul ti plic a tion of dif‐ 
fer ent levels of nar rat ive as a char ac ter istic ele ment of the onset of
lit er ary mod ern ism. The trans ition from writ ing as a vo ca tion based
on po etic vis ion to writ ing as a ca reer within an eco nomic mar ket‐ 
place gives rise to what Said refers to as ‘fear of the void’ (Said 1998�
94). For the mod ern ists, Said ar gues, the text is a way of min im ising
the pain of ex per i ence and of cre at ing an al tern at ive real ity. But to do
this, prior ex per i ence must be re vis ited and re- interrogated so that in
this sense also a be gin ning is al ways a re turn to the already ex ist ing
and a loss of what already ex ists. Wil liam Mor ris’s News from Nowhere
(1890) is a good ex ample of the kind of text Said refers to when he
dis cusses the ca pa city of the au thor to use the text to min im ise the
pain of ex per i ence by ima gin ing an al tern at ive real ity. It is a text that
stands on the cusp of the trans ition from po etic vis ion to eco nomic
ca reer, and as such em bod ies both a par tic u lar vis ion and an ironic
em phasis on the ma ter i al ity of cul tural forms. This com bin a tion is
also one of the reas ons Matz iden ti fies the satir ical real ism of the late
Vic torian period as a short- lived but dis tinct ive form in its own right,
both emer ging out of the earlier and more dis tinct formal ele ments of
satire and real ism; and point ing the way to the new forms that were
to emerge later.

12

In his ac count of cul tural mod ern ity, Said draws a dis tinc tion
between what he calls ‘tra di tional’ and ‘mod ern ist’ lit er ary prac tices.
In the former, Said ar gues, the writer is al ways present as a char ac ter
in the nar rat ive so that the nar rat ive it self is also the book of the
writer’s per son al ity: ‘the Book of Life and the Book of Ego ism – the
novel – gradu ally be come syn onym ous’ (Said 1998� 141). Said refers to
this tra di tional nar rat ive prac tice as dyn astic be cause it sets up the
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au thor and hence the text as a source of au thor ity. Swift and John son
are ex amples Said gives of this kind of writ ing (Said 1998� 140). By
con trast, and in order to ful fil the three con di tions Said out lines for a
new be gin ning, mod ern ist writers had re course to two tech niques for
res ist ing the dyn astic prin ciple. These can be re ferred to as a tech‐ 
nique of ‘con sec ut ive ex plan a tion’; and the nar rat ive free dom to go
back to whatever has already been passed over in the nar rat ive
whenever it is ex pedi ent to do so (Said 1998� 140).

This is pre cisely what hap pens in News from Nowhere. In the style of
me di eval dream po etry, Mor ris’s prot ag on ist falls asleep and finds
him self in a world that is both fa mil iar and strange. It is a ver sion of
1890 pro jec ted onto the twenty- first cen tury, set ting up a scen ario in
which the dia logue of the ‘dreamer’ with the char ac ters he en coun‐ 
ters en ables Mor ris to give fic tional real isa tion to some of the po ten‐ 
tial changes that might come about in the ima gined fu ture of his so‐ 
ci ety. The dreamer has Mor ris’s own name, Wil liam, so that the char‐ 
ac ter is both dyn astic in Said’s earlier sense of the term, and anti- 
dynastic in the sense that he uses his dia logues to ques tion the evol‐ 
u tion of the struc tures of the so ci ety around him. In other words,
News from Nowhere is neither typ ical of the formal po etic satire of
the Au gus tan period, nor of the ex per i ments in lit er ary real ism that
char ac ter ised the mid nine teenth cen tury. Fus ing both in a new way,
it can be con sidered an ex ample of Matz’s satir ical real ism. As such, it
has a satir ical ob ject, but this is not so much one or more in di vidu als;
rather it is the so cial struc ture of late nineteenth- century cap it al ist
so ci ety as a whole. The real ob ject of Mor ris’s dysto pian writ ing is the
willed trans form a tion of that so ci ety

14

For ex ample, dur ing the long con ver sa tion with Old Ham mond on the
sub ject of ‘how the change came’ (Mor ris 1890� 132) Wil liam learns
that the oc ca sion for re volu tion was a ‘great meet ing summoned by
the work men lead ers’ in Tra fal gar Square to dis cuss ways in which
the im bal ance between rich and poor could be ad dressed (Mor ris
1890� 140). This meet ing was vi ol ently dis rup ted by the ‘bour geois
guard’ whose armed swoop on the as sembly left five ‘trampled to
death on the spot’ with many more people ‘hurt’ and ‘some hun dred
of pris on ers cast into gaol’ (Mor ris 1890� 140). The event in ques tion is
pro jec ted onto the year 1952, so that at the time of pub lic a tion Mor ris
ap pears to have en vis aged re volu tion ary change to exist at a dis tance
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of ap prox im ately sixty years in the fu ture. The novel it self is set well
into the twenty- first cen tury so that Old Ham mond is one of the few
fig ures able to re call what sup posedly had happened to bring about
re volu tion ary change and what cap it al ist so ci ety had been like be fore
it.

This com bin a tion of pre- revolutionary cap it al ist struc tures with a
wish ful ret ro spect ive ac count of their trans form a tion en ables Morrris
to present satire as a uto pian vis ion. As Said sug gests, the new ques‐ 
tion ing that came about with cul tural mod ern ity re quired both a
tech nique of ‘con sec ut ive ex plan a tion’ and the ca pa city to go back
over prior nar rat ives in order to in ter rog ate them, thereby dis rupt ing
the lin ear logic of nar rat ive it self. The vis ion of the fu ture presen ted
by Mor ris is sim ul tan eously presen ted by Old Ham mond as a vis ion of
the past. Des pite the fu tur istic pro jec tion, there fore, the satire it self
is chiefly con cerned with the present and the im me di ate pre- history
of Mor ris’s own so ci ety. For this reason, the vi ol ent quelling of the as‐ 
sembly that is por trayed as start ing the re volu tion in 1952 can more
prop erly be seen as a satire on events such as the 1819 Peterloo Mas‐ 
sacre, in which a large pub lic meet ing agit at ing for eco nomic and so‐ 
cial re form was broken up by sol diers with many trampled to death or
killed by bay on ets. This com par ison is poin ted up when Old Ham‐ 
mond says of the Tra fal gar Square event that ‘a sim ilar meet ing had
been treated in the same way a few days be fore at a place called
Manchester’ (Mor ris 1890� 140). Manchester was the loc a tion of the
Peterloo mas sacre.

16

Just as Mor ris’s pro jec tion onto the fu ture en ables him to present a
vis ion of his present and im me di ate past, so too his vis ion for a post- 
capitalist so ci ety iron ic ally has the ef fect of draw ing at ten tion to the
ma ter i al istic nature of his own so ci ety and to the cap it al ist eco nomy
he ima gines neg at ing. Mor ris ima gines a mar ket place bey ond all mar‐ 
kets and an eco nomy bey ond eco nom ics. In the pro jec ted fu ture, la‐ 
bour is freely given rather than ex trac ted by an in hu man sys tem, so
that every one is in volved in work that is stim u lat ing and sat is fy ing,
with the less pleas ur able chores ne ces sary to a so ci ety shared out
equally. This com bin a tion of sat is fac tion and stim u la tion gives to the
work and to the work ers a par tic u lar beauty that Mor ris be lieved was
ab sent from both in the drudgery of cap it al ist so ci ety of the 1890s.
His dreamer is struck by the phys ical beauty of the ob jects pro duced
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in the so ci ety, and by its people. The bridge over the river Thames
strikes the dreamer as a ‘won der of a bridge’ (Mor ris 1890� 48) and
this gives way shortly af ter wards to an equally en thu si astic mar vel‐ 
ling at the beauty of the women who live nearby: ‘kind and happy- 
looking in ex pres sion of face… and thor oughly healthy- looking’ (Mor‐ 
ris 1890� 53). This is dif fer ent from phys ical beauty in the twenty- first
cen tury cos metic sense, and relates the at trib utes of the in di vidual to
the well- being of the so ci ety in which they will ingly co- operate. Else‐ 
where, Mor ris drew a dis tinc tion between what he re ferred to as
‘use ful work’ and ‘use less toil’ (Mor ris 1884� 287) and it would be true
to sug gest that the post- capitalist world en vi sioned by News from
Nowhere ima gines the re place ment of one by an other.

The text’s em phasis on how com mon wel fare is re lated to free dom
from cruel la bour has im port ant im plic a tions for the status of writ ing
it self within the work. News from Nowhere was pub lished at the mo‐ 
ment of trans ition between writ ing as po etic vis ion and writ ing as
ful fil ment of a ca reer, so that the text points in both dir ec tions.
Within Mor ris’s po etic vis ion, writ ing is use less if it is not beau ti ful,
where beauty is again defined by its ca pa city to con trib ute to the
com mon good of so ci ety. Thus when his dreamer dines with Ham‐ 
mond and Clara at the Hall of the Brit ish Mu seum, he thinks it in con‐ 
gru ous that the works of art and lit er at ure dis played there do not de‐ 
pict con tem por ary life, and are in stead pro jec ted back onto scenes
from myth, le gend and ro mance. He in duces Clara to ask why this is,
and re ceives a politi cised ex plan a tion: the prac tice of leav ing or din‐ 
ary people and or din ary lives out of art and lit er at ure, and there fore
of fail ing to see the beauty in those lives, has been in her ited from the
pre- revolutionary days and has be come a habit so deeply in grained
that it has not yet been sloughed off. In other words, Mor ris de picts
by im plic a tion a sense of beauty in writ ing premised on a so cially in‐ 
clus ive range that is demo cratic in prin ciple. This sense of beauty in
demo cracy ap plies both to the con tent of writ ten mat ter in Nowhere
and to the phys ical act of writ ing it self. If people can not phys ic ally
write in a beau ti ful script, they are less likely to gain sat is fac tion from
what they write and this in turn im pinges on the gen eral beauty of
the so ci ety. Thus Ham mond tells Wil liam, ‘what’s the use of a lot of
ugly writ ing being done, when rough print ing can be done so eas ily.
You un der stand that hand some writ ing we like, and many people will
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write their books out when they make them or get them writ ten; I
mean books of which only a few cop ies are needed’ (Mor ris 1890� 66).

2. The pro long a tion of a ca reer:
satires of the mar ket place in New
Grub Street
If News from Nowhere dram at ises the trans ition from cap it al ist to
egal it arian so ci ety, and from po etic vis ion to ca reer of the writer, it
does so in a very par tic u lar way. In the fu ture Mor ris ima gines, writ‐ 
ing has be come un ne ces sary if it is not demo cratic so that the writer
him self im pli citly is in volved in mak ing him self re dund ant and the
cul tural cap ital of Mor ris’s satire uses it self us. It is of great sig ni fic‐ 
ance that the length i est sec tion of the novel, Wil liam’s dia logue with
Old Ham mond, takes place in the Brit ish Mu seum – which is re tained
in Nowhere after the re volu tion as a monu ment to the iniquit ies of
the so ci ety that has been re placed and to how writ ing it self was im‐ 
plic ated in the per petu ation of those iniquit ies.
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George Giss ing’s 1891 novel New Grub Street presents a com ple ment‐ 
ary view of the Brit ish Mu seum and of writ ing more gen er ally. In
Giss ing’s por trayal, the mu seum has be come tan tamount to a fact ory
of writ ing, where work ers carry out the re search that will en able
them to ‘man u fac ture… prin ted stuff… for the day’s mar ket’ (Giss ing
1891� 137), thereby phys ic ally in stan ti at ing the im bric a tion of writ ing
with the per petu ation of a cap it al ist eco nomy that is con signed to the
past in Mor ris’s uto pian vis ion. In Giss ing’s work, all writ ing is util it‐ 
arian, but no longer ex ists to ad vance the com mon good. Writ ing is
presen ted as a means to an end within the struc tures of the mar ket
eco nomy, and not as a way of ima gin ing the dis sol u tion of that eco‐ 
nomy. Edwin Rear don and his friend Biffen both work them selves to
death. The journ al ist Jasper Mil vain is a so cial climber pre pared to
marry for money to serve his ca reer. The critic and journal ed itor Al‐ 
fred Yule must con tend with the stam pede of much younger and pro‐ 
duct ively en er getic writers so that he is con fined to ob scur ity and
fail ure. Only Whelp dale, the failed writer who sets him self up as a lit‐ 
er ary agent really suc ceeds in the mar ket eco nomy of tex tual pro duc‐ 
tion, and his suc cess clearly em bod ies the trans ition from writ ing as
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artistic vis ion (at which he fails) to writ ing as a net work of pro duct ive
re la tions in volved in the ex ten sion of a ca reer.

In his dis cus sion of this trans ition from nine teenth to twentieth- 
century lit er at ure in Be gin nings, Ed ward Said out lines four dis tinct
stages in the ca reer of the newly emer ging writer for the mar ket,
which can be used to map out the struc ture of New Grub Street. The
first of these is the stage that Said refers to as the writer’s life as act‐ 
ive writer. By this he means that stage where writ ing ex ists as an am‐ 
bi tion, or vo ca tion, rather than a fully real ised ex per i ence. The vo ca‐ 
tion to write at this be gin ning stage of a writer’s ca reer has roots in
the earlier, pre- modernist period of lit er ary his tory which Said char‐ 
ac ter ises as being based more on po etic vis ion than on the ful fil ment
of a ca reer within an eco nomic mar ket place. For the writer at this be‐ 
gin ning stage of a ca reer, time spent phys ic ally writ ing and pro mot‐ 
ing the writ ten work con flicts with the in act ive mo ments of his or her
life – where ‘in act ive’ refers to those peri ods when it is not pos sible
to de vote time or ef fort to writ ing be cause pres sures of so ci ety im‐ 
pinge. Said says of writers such as Con rad, T.E. Lawrence, Oscar
Wilde and Ger ard Man ley Hop kins that ‘to none of them did writ ing
come eas ily’ pre cisely be cause in every case writ ing was a sec ond ary
activ ity that fol lowed on from ‘and in most ways con flic ted with’ a
dif fer ent kind of life or a dif fer ent kind of ca reer (Said 1998� 237).
Writ ing, in other words, fol lows on from the prior life and to start to
write is to set down a test a ment to an achieved ca reer in the mak ing,
where the prior ca reer it self is ne ces sar ily both re vis ited and su per‐ 
seded. In New Grub Street, Giss ing gives fic tional real isa tion to this
be gin ning stage in the ca reer of a mod ern writer in the fig ure of
Jasper Mil vain: ‘My word, what a day I have had! I’ve just been try ing
what I really could do in one day if I worked my hard est’ (Giss ing 1891�
213). Jasper works in a burst of fren etic activ ity to launch his ca reer
while also caught up in the hum drum activ it ies of keep ing him self
afloat. ‘A year ago… I shouldn’t have be lieved my self cap able of such
activ it ies… I might keep up the high pres sure if I tried. But then I
couldn’t dis pose of all the work’ (Giss ing 1891� 214).
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Fol low ing on from this be gin ning stage, the second stage that Said
sug gests is char ac ter istic of a writer’s tra ject ory is what he calls the
par a tex tual stage. In this period, the dif fer ent frag ments of writ ing,
both by the in di vidual au thor and by those other writers whose work
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he has read in the de vel op ment of his own idiom, op er ate in con junc‐ 
tion with each other to com pose an en tire ca reer. Said iden ti fies
Kafka as an ex ample of such a writer, be cause Kafka spreads the fig‐ 
ure of ‘K’ across all of his work, so that ul ti mately, rather than this or
that char ac ter, the fig ure of Kafka him self be comes his own most sig‐ 
ni fic ant cre ation (Said 1998� 252).

In New Grub Street, Giss ing por trays the par a tex tual stage of the
writer’s ca reer through the fig ures of Biffen and Whelp dale. Whelp‐ 
dale has not man aged to achieve crit ical suc cess as a writer, but has
es tab lished a ‘lit er ary ad viser ship’ (Giss ing 1891� 247) in which cus‐ 
tom ers pay him to re com mend ma nu scripts to pub lish ers, and which
gradu ally bur geons into a profi t able en ter prise that is both based on
his status as a writer, and which act ively en hances that status in its
turn. Biffen is work ing on a new form of crit ical real ism in his draft of
a pro jec ted novel about the life of ‘Mr Bailey, Gro cer’ (Giss ing 1891�
243), and sup ple ments his in come by teach ing Eng lish com pos i tion to
Baker, a clerk hop ing to pass the en trance ex am in a tion for the Civil
Ser vice. Iron ic ally, the work of the clerk is more highly re mu ner ated
than the work of the tutor, so that when Baker at tends his les sons in
Biffen’s attic room, there is an in con gru ity between Baker’s status as
pay ing cus tomer and the humble cir cum stances in which the tu tori‐ 
als take place. Biffen is able to re con cile this in con gru ity through re‐ 
course to his spe cial ist status as a writer: ‘It doesn’t make any dif fer‐ 
ence to him that I live in a gar ret like this; I’m a man of edu ca tion, and
he can sep ar ate this fact from my sur round ings’ (Giss ing 1891� 243).
Like Whelp dale, Biffen’s pur suit of a ca reer in writ ing is en hanced by
his per form ance of that role in the eyes of the pub lic, and can be con‐ 
sidered par a tex tual in Said’s sense.
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In writ ing about the de vel op ment of a ca reer through par a tex tual re‐ 
la tion ships, Said ar gues in Be gin nings that the dif fer ent par a texts that
com pose an over all ca reer are linked to the in di vidual style of the
writer in ques tion. The in di vidual style is com prised both of a writer’s
lin guistic idiom; and his or her abil ity, once a reas on able suc cess is
achieved, to quote and refer to his or her own earlier works. At the
third stage of a ca reer in pro gress, there fore, Said sug gests that there
is a pro duct ive ten sion between ‘ori gin al ity and habit’ (Said 1998� 255)
be cause the writer in ques tion has de veloped a known and re cog nis‐ 
able way of speak ing so that when he writes, he is al ways writ ing in
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the same mode again. The text as bearer of the writer’s in di vidual
style thus be comes a ‘sign that stands for the pro long a tion… of a ca‐ 
reer’ (Said 1998� 257).

This pro longed stage of the writer’s ca reer is based on the mo bil isa‐ 
tion of sig na ture as hall mark or in dic ator of qual ity, and can be seen
in New Grub Street in Giss ing’s por trayal of Al fred Yule’s ‘mod er ate in‐
come’ as a writer of ‘volumes and art icles which bore his sig na ture’
(Giss ing 1891� 111). Giss ing con scien tiously provides a pre- history of
this third stage in Yule’s ca reer, ret ro spect ively nar rat ing Yule’s pro‐ 
gress from au thor to sub- editor and then dir ector of a journal called
All Sorts and then to the ed it or ship of The Bal ance. At the start of this
rise, Yule had worked with such in dustry and en ergy that his pro pri‐ 
etor ‘never knew a man who could work so many con sec ut ive hours’
(Giss ing 1891� 123). In other words, Yule has suc cess fully ad vanced
bey ond the first, or launch, stage and moved also bey ond the par a‐ 
tex tual stage to that point at which his name as sig na ture or hall mark
ef fect ively en ables him to pro long his own ca reer. Giss ing con trasts
this with the for tunes of Biffen, whose repu ta tion as a writer does not
com mand such at ten tion and whose ca reer is not so ef fect ively pro‐ 
longed as a res ult. Giss ing points up this com par ison by put ting into
the mouth of the ar riv iste Mil vain the words, ‘if only we could get it
[Biffen’s ma nu script] men tioned in a leader or two, and so on, old
Biffen’s fame would be es tab lished with the bet ter sort of read ers’
(Giss ing 1891� 492).
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It is be cause Biffen has failed to con vert his name into an ef fect ive
sign within the lit er ary mar ket place that he is un able to pro long his
ca reer. In his out line of the four dif fer ent stages of the ca reer of a
pro fes sional writer, Said sug gests that the con ver sion of name into
sig na ture can help the writer achieve suc cess in the mar ket place, but
with the risk that it can also im pose con straints on cre ativ ity. Pos‐ 
sibly owing to the lim it a tions im posed by these con straints, and be‐ 
cause writ ing is not a ca reer that many if any writers ever con‐ 
sciously re tire from, the fourth and final stage that Said out lines is
that point at which a writer senses that his ca reer is com ing to an
end, and tries to sum up or re capit u late the ca reer in writ ing des pite
the ap pre hen sion that most of his best work is prob ably already be‐ 
hind him. Yeats’s ‘Circle An im als’ Deser tion’ or Swift’s poem on his
own death are ex amples of writ ing that Said iden ti fies at this fourth
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stage of the ca reer (Said 1998� 260). The down fall of Biffen, Yule and
Rear don in New Grub Street all in stan ti ate that stage.

If Rear don has moved bey ond the launch stage of his ca reer by the
time the ac tion of the novel opens, it is clear that his novel ‘On neut‐ 
ral Ground’ is destined to be the high point of that ca reer, and that he
has achieved a level of pop u lar and crit ical suc cess that will never
again be re peated. As a res ult of his in ab il ity to re peat that suc cess,
Rear don’s fin an cial cir cum stances be come straitened; he be comes
es tranged from his wife Amy and moves into cramped, un san it ary
hous ing – all with the con scious know ledge that his best work is
already be hind him. Thus at the cli max of an ar gu ment with Amy over
mis man age ment of the fam ily’s eco nomy he as serts, ‘I am not only an
or din ary man, Amy! If I never write an other line, that won’t undo
what I have done. It’s little enough to be sure, but you know what I
am’ (Giss ing 1891� 229). The words form an im pli cit ac know ledge ment
that his writ ing as a ca reer has reached a dead end, and as a res ult,
Rear don is forced back onto a de fens ive as ser tion of writ ing as a vo‐ 
ca tion – the very stage Giss ing de picts him at tempt ing and fail ing to
shake off.
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At dif fer ent points in the novel, Giss ing por trays Rear don at the first
stage where he is launch ing his ca reer, and at the fourth stage where
he knows that the zenith of that ca reer is be hind him but is nev er the‐
less un able to give up. This en ables Giss ing to mo bil ise the twin nar‐ 
rat ive tech niques of con sec ut ive ex plan a tion com bined with non- 
linear in ter rup tion that Said sug gests is char ac ter istic of the onset of
the mod ern ist lit er ary ima gin a tion. New Grub Street can be seen as a
novel about writ ing nov els; it is a text that fore grounds its own status
as a work in pro gress where the writ ing it self is ‘about writ ing’ (Giss‐ 
ing 1891� 137). Giss ing is un able to take the ima gin at ive leap of Mor ris,
and uses his satire to por tray the fail ure of in di vidual as pir a tions
rather than sat ir ising so cial struc tures in order to en vi sion their
willed trans form a tion as Mor ris does. As a res ult, Giss ing is un able to
en vis age any al tern at ive to the mar ket eco nomy of which his tex tual
pro duc tion is con sciously a part, and this un der lines the ex tent to
which the trans ition from the lit er at ure of the nine teenth cen tury to
that of the twen ti eth is a trans ition from po etic vis ion to eco nomic
mar ket place. A ques tion this leaves un answered is whether or not the
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trans ition from twen ti eth to twenty- first cen tury lit er at ure can be
seen as an other new be gin ning, and if so, on what terms?

3. Read erly pleas ures: Hearts and
Minds and early twenty- first-
century satire
As the crit ical gene a logy of satire de veloped by Knight and com plic‐ 
ated by Matz demon strates, satire ranks among the most an cient and
ven er ated of lit er ary forms. In the twenty- first cen tury, satire is avail‐ 
able in a range of media: on film and tele vi sion, via the in ter net, in the
print media and (still) in fic tion. Its tar gets, from politi cians to act ors
and from busi ness lead ers to sports men, are presen ted as the flawed
lead ers in their chosen fields. What is often ab sent from crit ical ana‐ 
lysis of satir ical rep res ent a tion is a sense of how that rep res ent a tion
is con struc ted and con veyed. In other words, sources of satire play a
part in con struct ing the very cul ture that they offer to sat ir ise. For
this reason, to write a lit er ary satire is also ne ces sar ily to cre ate a
text that is at least partly about the pro duc tion of text, so that there
is a level of them atic con tinu ity from the late nineteenth- century
satires of Mor ris and Giss ing to the fic tional prac tice of twenty- first-
century satire. This can be seen from an ex am in a tion of Amanda
Craig’s 2009 novel Hearts and Minds, and Se bastian Faulks’s novel A
Week in Decem ber, pub lished the same year.
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Hearts and Minds is set in a fic tion al ised Lon don between the ter ror‐ 
ist at tacks of 2005 and the start of the world wide bank ing crisis in
2008. It presents a Lon don that is con sciously part of a series of
global net works, both legal and il li cit, and does so through the eyes of
a suc ces sion of out siders. The law yer Polly Noble in vest ig ates the dis‐ 
ap pear ance of her Rus sian nanny, Iryna, and gets drawn into the life
of her Zi m b ab wean refugee taxi driver Job. Job at tempts to res cue a
Ukrain ian vic tim of human traf fick ing and en forced pros ti tu tion
called Anna. Anna is im prisoned in a ground floor flat below the home
of Katie, a young Amer ican seek ing a new life work ing for a Lon don
magazine, the Ram bler. Katie in turn be comes in volved with her ed‐ 
itor’s es tranged South African son Ian; and the mil lion aire pro pri etor
of her magazine, Roger Trench, so that the novel cre ates a kal eido ‐
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scopic ef fect, with every ro ta tion bring ing the char ac ters into a new
align ment with each other.

Craig’s main point is that al though her char ac ters may think that they
live in isol a tion, they are fre quently brought into con tact with a
whole crowd of other people of whose lives they know noth ing. For
her reader, one of the pleas ures provided by her satire is the pleas ure
of try ing to identify which fic tional char ac ter cor res ponds to which
pub lic fig ure in so ci ety and there fore work ing out pre cisely who is
being sat ir ised by whom. At a party held at the Ram bler of fices, for
ex ample, Katie iden ti fies a ‘tiny, wrinkled act ress who is in a cur rent
pro duc tion at the Na tional Theatre’ and ‘an In dian nov el ist of im‐ 
mense dis tinc tion and even more im mense ego’ (Craig 2009� 276).
These ap pear to be satir ical por tray als of the act ress Judie Dench and
the writer Sal man Rush die.
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Con sist ent with the earlier work of Mor ris and Giss ing, Craig’s satire
draws at ten tion to the status of writ ing as such. Lest this point
should be over looked, Craig pre faces the novel with a bye- line taken
from Giss ing’s 1903 auto bi o graph ical novel, The Private Pa pers of
Henry Ryec roft: ‘It is the mind which cre ates the world about us, and
even though we stand side by side in the same meadow, my eyes will
never see what is be held by yours.’ These words sug gest that there is
no un me di ated ac cess to real ity; rather how the in di vidual per ceives
his or her re la tion ship to the sur round ing so ci ety in volves a com plex
in ter ac tion of sense per cep tion and ma ter ial modes of com mu nic a‐ 
tion which work to gether to in form the world views that they ap pear
to re flect ob ject ively. Giss ing’s fic tional prac tice por trays the in volve‐ 
ment of writ ing in the me di ation of real ity. By in tro du cing her novel
with an ex tract from his work ex pli citly them at ising the per cep tion of
real ity in writ ing, Craig ap pears to in dic ate that her work too will in‐ 
ter rog ate the re la tion ship between writ ing and the cre ation of the
very per cep tions of real ity that the writ ing of fers to por tray. In other
words, Craig uses Giss ing’s words to provide ob lique com ment ary on
her own work, and to in dic ate that there is a con tinu ity of cul tural
con cern between the two dif fer ent peri ods in which the dif fer ent
writers were act ive.
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Both Giss ing and Craig demon strate that satire plays a part in cre at‐ 
ing its own ob jects. They do this by em ploy ing the twin nar rat ive
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tech niques that Said sug ges ted were typ ical of the onset of cul tural
mod ern ity: the tech nique of con sec ut ive ex plan a tion, and the sim ul‐ 
tan eous ca pa city to in ter rupt lin ear time frames and con tinu ally go
back over what had already been nar rated. Giss ing achieves this by
por tray ing fig ures such as Rear don and Yule, who, within the nar rat‐ 
ive are both at the launch stage of their ca reers and at the final stage
where those ca reers are dying away. Con sist ent with her con tinu ing
in terest in the status of writ ing within so ci ety, Craig too por trays the
em ploy ees of her fic tional magazine at dif fer ent stages of their ca‐ 
reer.

When Katie moves to Lon don to work for the Ram bler, for ex ample,
she does so be cause she has broken off her en gage ment to a wealthy
fiancé. The so cial status and po s i tion that seemed to be await ing her
as a so ci ety heir ess sud denly dis ap pear from view, so that at that
start of the novel she is ‘just Katie Perry, a Cinder ella in re verse who
has lost her ca reer, her fiancé and her bloom’ (Craig 2009� 41). The
meta phor of Cinder ella in re verse sug gests that Craig be lieves there
are dis tinct and dif fer ent stages that exist in a writer’s ca reer, and
that they are to be ap proached in a fairly lin ear dir ec tion, mov ing
from one to an other.
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The change in re gister from a ro mantic set ting to a pro fes sional one
points to a dif fer ent ele ment of Craig’s satire, pos sibly more par tic u‐ 
lar to the re cent forms that satire has taken: it in cludes an ele ment of
gender re flex iv ity. This is in con trast to the dom in ant modes of satire
in the clas sical, Au gus tan and Vic torian worlds, in which, Charles
Knight sug gests, there is a ‘vir tual ab sence’ of fe male sat ir ists (Knight
2004� 7). Moreover, that Craig’s fe male prot ag on ist should sat ir ise her
male col leagues at the pub lish ing com pany is highly sig ni fic ant, be‐ 
cause, Knight ar gues, it was the twen ti eth cen tury’s ‘emer gence of
women as re port ers and colum nists’ that en abled women to ‘as sume
a place as journ al istic sat ir ists’ (Knight 2004� 7). It is only being in the
satire busi ness that makes it pos sible to cre ate satires of that busi‐ 
ness.
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The irony with which Hearts and Minds opens is that hav ing given up
on her ca reer as a so ci ety heir ess, Katie in fact en gages on the first
step of her new pro fes sional ca reer at the magazine. To achieve suc‐ 
cess, she feels that she ‘ought to know more’ about ‘the Brit ish media,
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with its feuds, al li ances, per son al it ies and ob ses sions’ but she simply
‘doesn’t have the time or the en ergy’ (Craig 2009� 77). In other words,
like Jasper Mil vain in New Grub Street, or Al fred Yule in his younger
days, Katie is at the first of Said’s four stages of a writer’s ca reer – the
stage at which act ive work is press ing and ur gent on the one hand,
and un der mined by the busi ness of eco nomic and ma ter ial sur vival
on the other. Katie needs to work in order to de velop her ca reer, but
needs also to de vote time to es tab lish ing her home and net work of
friends and ac quaint ances, which dir ectly con flicts with the need to
work.

If Craig por trays Katie at the first of Said’s four stages of a ca reer,
then the op pos ite is true of her por trayal of Katie’s senior col league,
Mark Craw ley. Craw ley had once been mar ried to the daugh ter of the
former pro pri etor of the Ram bler, Max de Monde, and his di vorce has
presen ted a ser i ous obstacle to his ca reer: ‘where most of the young
people on the staff are on the way up, the op pos ite is true of Craw ley’
(Craig 2009� 83). That is to say, where many of the em ploy ees of the
magazine are mov ing through the first three stages of a pro fes sional
ca reer, reach ing for the point at which their own names will serve as
a sig na ture for the pro long a tion of that ca reer, Craw ley is at the
fourth stage, know ing that his best work is be hind him yet still feel ing
the com punc tion to write. Writ ing may be a busi ness, but it is one
from which very few pro fes sion als con sciously re tire, even when
their best work has already been com pleted. If this was true at the
dawn of the twen ti eth cen tury, it is still true at the dawn of the
twenty- first.
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4. Mar kets and metafic tion in A
Week in Decem ber
In Hearts and Minds, Amanda Craig com bines the nar rat ive pleas ure
of identi fy ing who is being ca ri ca tured with a more ser i ous por trayal
of the role played by writ ing in gen er at ing the very ob jects that it ap‐ 
pears to sat ir ise. The same com bin a tion ex ists in Se bastian Faulks’s
novel, A Week in Decem ber. Like Wil liam Mor ris’s News from Nowhere
from the period im me di ately prior to the twen ti eth cen tury, A Week
in Decem ber can be seen as an at tempt to write a new kind of con di ‐
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tion of Eng land novel. Con sist ent with the state of the na tion when it
was writ ten in the early twenty- first cen tury, Faulks’s two main plot
lines centre on the mor ally du bi ous deal ings of city hedge fund man‐ 
ager John Veals, and the re cruit ment into an Is lamic ter ror ist cell of
Glaswe gian youth Has san al- Rashid. The novel is set over seven days
in Decem ber 2007 dur ing which Sophie Top ping, wife of the coun try’s
most re cent, most am bi tious and most wealthy Con ser vat ive politi‐ 
cian, pre pares a din ner party for a num ber of other North Lon don
mil lion aires. ‘She hadn’t de lib er ately sought out rich people as her
guests. All the oth ers… were people she had met – a simple cross- 
section – at the school gates over the last ten years’ (Faulks 2009�
372).

Faulks’s main theme is how people in con tem por ary Lon don have be‐ 
come at om ised, dis con nec ted from each other in their daily lives and
there fore lack ing in emo tional con tact or any sense of mu tual co- 
existence. The irony of a ‘cross- section’ of ‘mil lion aires’ sug gests that
what he really wants of his char ac ters is that they should be shocked
out of their di vided, com part ment al ised and com pet ing ex ist ences
into a fuller aware ness of the lives of oth ers. For this reason, many of
the novel’s them atic com mit ments are con veyed through its ap par‐ 
ently minor char ac ters.
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Has san is not in vited to Sophie Top ping’s sa lu bri ous din ner, but iron‐ 
ic ally, his father Farooq al- Rashid spends the week pre par ing for a
visit to Buck ing ham Palace where he is to re ceive an OBE for ser vices
to the lime pickle in dustry. Time and again, Faulks por trays lives that
are greedy and di vis ive where they should exist in solid ar ity, only to
hint at some deeper so cial or cul tural in clu sion in the most un likely
places.
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Faulks’s satire presents a series of puzzles, and as with Craig, try ing
to hunt up the ori ginal fig ure being sat ir ised provides much of the
text’s nar rat ive pleas ure. There is a strong sense of irony in Farooq al- 
Rashid’s re ceiv ing an OBE from the royal fam ily when the busi ness‐ 
man on whom he might have been mod elled, Mo hamed Al- Fayed was
in real ity snubbed by the Queen, Duke of Ed in burgh, Queen Mother
and Prince of Wales, who with drew their royal war rants from Har‐ 
rods, the fash ion able de part ment store owned by Fayed. There is also
a strong iden ti fic a tion between Lisa, the presenter of tele vi sion game
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show It’s Mad ness who had ‘been lead singer with a suc cess ful but
short- lived band called Girls From Be hind’ and Cheryl Cole, some time
singer with the pop group Girls Aloud and presenter of tele vised tal‐ 
ent com pet i tion X Factor (Faulks 2009� 42).

It’s Mad ness is ima gined as tele vised com pet i tion in which psy chi at ric
pa tients com pete for the right to hos pital treat ment. One of its con‐ 
test ants is a ‘bi- polar woman’ who ex plains to her audi ence that at
times ‘she was caught in a down swing that could last for months’
(Faulks 2009� 42). This ap pears to be a ca ri ca ture of Susan Boyle, who
com peted in an other tele vised tal ent com pet i tion, Bri tain’s Got Tal‐ 
ent, in 2009 and be came a media and mar ket ing phe nomenon, known
as much for over com ing ser i ous learn ing dif fi culties as for her own
per form ances. In his fic tional ver sion of the con test and its entrants,
Faulks takes to a lo gical ex treme what is already im pli cit in the struc‐ 
ture of such cul tural products. Susan Boyle be came suc cess ful – the
media were quick to point out – des pite the dis ad vant age of hav ing
learn ing dif fi culties, so that those very dif fi culties be came part of the
nar rat ive of her suc cess. Con test ants in Faulks’s world can not suc‐ 
ceed in spite of their psy chi at ric prob lems; on the con trary, they
must enact those very prob lems if they are to suc ceed in the com pet‐ 
i tion that they have entered. Faulks wishes read ers to see that such
cul tural pro gram ming is both voyeur istic and ex ploit at ive, tak ing ad‐ 
vant age of vul ner able people to provide in ex pens ive en ter tain ment
while of fer ing lim ited re ward to the people who are ex ploited.
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The same is true of how Faulks sat ir ises lit er ary so ci ety through the
char ac ter of the re viewer R. Tranter. Like Giss ing’s Edwin Rear don,
Tranter has been em bittered by ma ter ial fail ure as a writer and like
Giss ing’s Al fred Yule he at tempts to com pensate by writ ing re views of
other people’s books. Faulks sig nals his nar rat ive con tinu ity with the
earlier period when he de scribes Tranter’s home, an old Vic torian
fact ory work ers’ ter race of the kind de scribed in Mor ris’s News from
Nowhere: ‘mod est houses built for an other Lon don, a place long gone’
whose ‘first ten ants’ were ‘manual work ers who com muted to the
smog- producing factor ies of Ber mond sey or Pop lar, then re turned at
night to their mod est white en clave’ (Faulks 2009� 18). Mor ris’s
dreamer sought to wish away the need for work ers to en gage in the
smog- producing toil that Faulks’s writer ideal ises in A Week in
Decem ber. Iron ic ally, there fore, where News from Nowhere was
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future- orientated and used an ima gined fu ture to make a com ment
about the world of 1890, Faulks’s fic tion is ret ro spect ive and un able to
pro ject any fu ture at all. This might be re lated to the fact that Faulks
writes in a so ci ety in which the primary de term in ant of all so cial re la‐ 
tion ships is eco nomic, so that the anti- capitalist re volu tion that Mor‐ 
ris loc ated only sixty years in the fu ture has be come more or less un‐ 
ima gin able.

The en trenched pre pon der ance of cap it al ist prac tices has im port ant
im plic a tions for how Faulks is able to por tray the nature and role of
writ ing within the cap it al ist eco nomy. Faulks por trays it as just one of
a series of co- existent areas of eco nomic activ ity, which also in clude
the man u fac ture of lime pickles, the selling of broad cast ing rights and
mer chand ising op por tun it ies re lated to pro fes sional sports, the com‐ 
modi fic a tion of pub lic art and the com mer cial isa tion of en ter tain‐ 
ment. By present ing the writer Tranter along side his por trayal of the
art gal lery, the tele vi sion chan nel and in ter net pub lish ing, Faulks is
able to sat ir ise all those things. At the same time, mu seums and gal‐
ler ies, tele vi sion broad cast ing and the in ter net are all them selves
power ful po ten tial sources of satire.
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For ex ample, dur ing 2008 the de part ment store Marks and Spen cer
ran a series of tele vi sion ad vert ise ments using the slo gan, ‘This is not
just food. (This is M and S food).’ The ad vert ise ments play fully mocked
the tend ency of self- styled celebrity chefs to use hy per bole and ex‐ 
ag ger ated lan guage when de scrib ing their re cipes on tele vi sion pro‐ 
grammes about cook ery. In A Week in Decem ber, Faulks has his fin an‐ 
cier John Veals cease all ex ports of cocoa from plant a tions in Africa,
reck on ing that a long un avail ab il ity of the product will cause a long- 
term price in crease: ‘This is not just Bel gian chocol ate, this is the last
fuck ing Bel gian chocol ate you’ll eat for six months’ (Faulks 2009� 239).
In other words, Faulks puts into the mouth of his char ac ter words
that ex pli citly par ody the tele vi sion ad vert ise ments broad cast by
Marks and Spen cer. How ever, the ad vert ise ments them selves were
already a par ody of the cul ture of celebrity chefs, so that Faulks in ef‐ 
fect has cre ated a par ody of a par ody.
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In other words, where Mor ris and Giss ing at the earlier period pro‐ 
duced writ ing that was about the status of writ ing it self, Faulks takes
the com mer cial im per at ive im plied in their work to a lo gical ex treme,
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pro du cing not only writ ing about writ ing, but also and more spe cific‐ 
ally, par ody of par ody and satire of satire. As the ad vert ise ments
might have said, Faulks’s novel is not just fic tion, it is fic tion about the
pro duc tion of fic tion as com mod ity in a world where noth ing has
value bey ond the mar ket place of which it is a part. For this reason,
the kind of fic tional prac tice Faulks em ploys can be de scribed as
meta- satirical fic tion.

Con clu sion: From po etic vis ion to
ca reer of the writer
Ed ward Said’s ar gu ment was that the main de vel op ment in lit er at ure
between the nine teenth cen tury and the twen ti eth was the trans ition
from po etic vis ion to ca reer of the writer. Stand ing at the mo ment of
de par ture for this trans ition, George Giss ing and Wil liam Mor ris both
draw at ten tion to the eco nomic ma ter i al ity of writ ing for the mar ket‐ 
place in their work. In Giss ing’s New Grub Street, Rear don and Mil vain
work them selves to death so that the cul tural cap ital de rived from
their status as pub licly re cog nis able writers uses it self up. Mor ris’s
dreamer en vis ages a situ ation in which writ ing has be come func tion‐ 
ally un ne ces sary be cause it is in volved in the per petu ation of an in‐ 
dus trial so ci ety that has be come ob sol es cent within the dream pro‐ 
jec ted by the text, so that for a dif fer ent reason, cul tural cap ital again
uses it self up.
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By the early twenty- first cen tury, the status of writ ing as an ex pend‐ 
able com mod ity for the mar ket place has ceased to be novel in the
way that Said ar gued it was at the start of the twen ti eth. In stead,
writ ing is thor oughly shot through with com mer cial and eco nomic
prac tices so that Amanda Craig por trays her as pir ing writer set ting
off at the first of the four stages Said iden ti fies in the ca reer of the
pro fes sional writer. It is dif fi cult to as sess whether or not the trans‐ 
ition from twen ti eth to twenty- first cen tury lit er at ure can be seen as
an other new be gin ning like the onset of mod ern ism. Cer tainly, in the
con tinu ing pre val ence of writ ing about the pro duc tion of writ ing for
the pro fes sional mar ket place that we find in both Craig and Faulks,
there is a con tinu ity of cul tural con cern from the dawn of the earlier
cen tury. Sim ilar satires on satire it self can be found in a seam of re‐ 
cent writ ing in clud ing An gela Carter’s Wise Chil dren (1992), Ian McE‐
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wan’s Am s ter dam (1998), Iain Banks’s Dead Air (2002), Jim Crace’s Six
(2003) and Jonathan Buckley’s Tele scope (2011). The con tinu ing pre val‐ 
ence of writ ing about the pro fes sion of writ ing ap pears to mil it ate
against a con sid er a tion of the twenty- first cen tury as an other new
dawn, and im plies in stead that the new work pro duced is rather a lo‐ 
gical ex ten sion and con tinu ation of the lit er ary mar ket place that had
already been fully as sembled.

On the other hand, to an swer the ques tion whether or not the
twenty- first cen tury can be seen as an other new de par ture it is use‐ 
ful to re turn to Ed ward Said’s cri teria for judging the nature of a new
be gin ning. On Said’s ac count of mod ern ism, mod ern ist writ ing was
new for the spe cific reason that it in ter vened in a field – writ ing –
that already ex is ted, and in the pro cess of doing so, re viv i fied that
whole field and made it cur rent for a new gen er a tion of read ers and
writers. Said’s sense of a new be gin ning there fore hinges sim ul tan‐ 
eously on a re turn to what already ex ists, and, in the pro cess of mak‐ 
ing it cur rent, the re l at ive loss of what already ex ists. In this sense,
the satire about satire that we find in the work of Craig and Faulks in
the early twenty- first cen tury can be seen as a lo gical ex ten sion of
the writ ing about writ ing that we find in the work of Giss ing and
Mor ris at the start of the twen ti eth. It is a new be gin ning in the pre‐ 
cise sense that it rep res ents both a re turn to the writ ing prac tice of
the earlier period, and a loss of what is being re turned to.

49



From markets to metafiction: satires of the literary marketplace at the dawn of two new centuries

Licence CC BY 4.0

English
This paper provides a com par at ive read ing of two pairs of satir ical nov els –
one pair from the end of the nine teenth cen tury, and one pair from the start
of the twenty- first – in order to ex plore sim il ar it ies, con tinu it ies and vari‐ 
ations in satir ical prac tice between the dawns of two new cen tur ies.
George Giss ing‘s New Grub Street (1891) for ex ample, is a novel about the
writ ing of nov els. It im plic ates its writer and read ers in the pro cess of cre‐ 
at ing satir ical rep res ent a tions of a so ci ety from which they can not dis tance
them selves. Or, it is a novel in volved in the using up of the very stock of cul‐ 
tural cap ital that it de ploys. This con trasts with Wil liam Mor ris’s News from
Nowhere (1890), where satire is em ployed as a con nect ive device, pro ject ing
onto a de sired fu ture a fic tional dis sol u tion of so cial, polit ical and eco nomic
hier arch ies.
The paper sug gests that more re cent nov els by Se bastian Faulks and
Amanda Craig use satire to cre ate a sense of the world that is caught some‐ 
what between the two poles of en trap ment and so cial trans form a tion em‐ 
bod ied by Giss ing and Mor ris. Craig’s Hearts and Minds (2009) and Faulks’s
Week in Decem ber (2009) sat ir ise the pub lic cul ture of con tem por ary Lon‐ 
don. At one level, as was the case for Giss ing and Mor ris, the pleas ure
offered by these texts for the reader is try ing to de code or identify which
pub lic fig ure is being sat ir ised in the fic tion. At an other level, how ever, the
nov els by Craig and Faulks sat ir ise not only this or that in di vidual fig ure, but
also the whole cul ture of rep res ent ing pub lic fig ures through dif fer ent
media nar rat ives. In other words, what is sat ir ised is the prac tice of satire
it self. It is a prac tice that can be de scribed as satire upon satire, or meta- 
satirical satire.
The paper con cludes by sug gest ing that the satir ical prac tice of Craig and
Faulks demon strates a basic them atic con tinu ity with that of Giss ing and
Mor ris at the level of con tent: an ag on istic de sire to trans gress the rules of a
so ci ety, com bined with an aware ness of one’s own lim ited po s i tion within
that so ci ety. At the level of form, how ever, the prac tice of Craig and Faulks
is subtly dif fer ent. Com bin ing a re newed in terest in satir ical rep res ent a tion
with a meta- fictive and meta- satirical prac tice gives rise to a nas cent fic‐ 
tional form, ap pro pri ate to the cul tural, eco nomic and polit ical con di tions
of the 21  cen tury.
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Cet ar ticle pro pose une ana lyse com pa rée de deux ro mans sa ti riques de la
fin du XIX  siècle et de deux autres textes contem po rains. D’une époque à
l’autre, ce sont les si mi li tudes, les conti nui tés et les va ria tions de l’écri ture
sa ti rique qui sont in ter ro gées. New Grub Street (1891), de George Gis sing, est
un roman mé ta fic tion nel qui en gage son lec teur dans la créa tion de re pré‐ 
sen ta tions sa ti riques, par op po si tion à News from Now here (1890) de William
Mor ris, qui s’em ploie à pro po ser une dis so lu tion fic tive des hié rar chies so‐ 
ciale, po li tique et éco no mique.
L’au teur sug gère que les ré cents ro mans de Se bas tian Faulks et de Aman da
Craig re posent sur une écri ture sa ti rique à mi- chemin entre l’in ci ta tion et la
mise à contri bu tion prô nées par Gis sing, et l’idéal de trans for ma tion so ciale
évo qué par Mor ris. Dans Hearts and Minds (2009) et Week in De cem ber
(2009), la culture po pu laire lon do nienne est l’objet de la sa tire. Si, tout
comme chez Gis sing et Mor ris, ces textes offrent au lec teur le plai sir du dé‐ 
co dage et de l’iden ti fi ca tion des per son nages sa ti ri sés, c’est éga le ment le
pro cé dé même de la re pré sen ta tion sa ti rique dans dif fé rents media que ces
ro mans re mettent en ques tion. On par le ra alors de sa tire mé ta sa ti rique.
Cette étude dé montre que la sa tire chez Craig et Faulks s’ins crit, après Gis‐ 
sing et Mor ris, dans une conti nui té thé ma tique (le désir ag nos tique de
trans gres ser les normes so ciales), tan dis que l’écri ture et les choix nar ra tifs
de ces ro mans contem po rains font le choix de se faire l’écho du contexte
cultu rel, éco no mique et po li tique du XXI  siècle.
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