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Chapter 1
Travel Literature, Twain, and Comic Performance: An Introduction to theySReView of
Literature, and Methodological Reflection

My first experience in Rome during the summer of 2006 was a frantic attemgaiaim
a large black duffel bag containing all of my worldly possessions, or at leaftladise that had
made the trans-Atlantic journey with me. | made the trip in order to study Rodes the
guidance of Thomas Benson and his colleagues from The Pennsylvania State Ynivernsit
the course of my studies, | wrote daily journals attempting to capture tharstaost the eternal
city with my finite pen. This impossible task led me to consider the writings ofgalipims
with more respect. | began to ponder the meaning behind descriptions of places, caldures, a
people. Some of the descriptions attempted to capture every nuance in detail, subarasINat
Hawthorne’sThe Marble FaunHowever, these descriptions were too sterile for my taste. Siding
with the Renaissance painter Caravaggio, | preferred scenes of lifieechpith the aid of real
models. | preferred my saints with a bit of dirt on their feet. | found a compata different
American author, Samuel Clemens, better known by his pen name of Mark Twaintidy ini
exposure to Twain’s travel writings ignited in me a desire to understand weéin$
descriptions are funny yet describe in more vivid detail the scenes Haw/tlvas only able to
convey to me in a two dimensional, representative form.

The key to understanding Twain’s travel writing is in the introduction of his first book,
The Innocents AbroadHere Twain promises to strip foreign lands of romantic illusion. He
promises to describe things exactly as we would perceive them if weomeaenp with him
across the world. | argue that in order to accomplish this goal Twain usedlbiaski master
orator to not only relate his travels to his audience, but to perform them. As Wwealaligain’s

antics, we begin to see foreign lands as both actors in Twain’s drama, and ag®lb$&nad



drama. This dual perception, what Kenneth Burke refers to as the comic frimmve, s to see
flaws in the simplistic depictions of foreign lands found in romantic tales. Bg p&rformance,
Twain makes the implication that romantic notions of foreign lands are simlitieasier for
his audience to accept. | argue that Twain shows us flaws in our romantic notioresgf f
lands by describing things exactly as they are not described in romaggicaialcing Twain’s
writings in the comic frame. Moreover, Twain does this in a way that makes the soc
implications of this new perspective easier to accept because they amguidhrough a form
of performance. Thus, Twain’s writing uses comic performance to highlight thesupef
realism, while exposing romanticism as folly.

This study proposes the exposition of romanticism as folly through comic parfoenm
Twain’s descriptions as a thematic link that connects Mark Twain’s thoeeiats of foreign
travel, The Innocents Abroad Tramp AbroadandFollowing the EquatarThis chapter will
situate Twain’s writing within the genre of travel literature, furtthefine the phrase comic
performance according to Kenneth Burke and Richard Bauman, and conclude wjgfestisn
of how Twain’s descriptions not only bind his work together, but also provide insight into the
rhetorical tool of comic performance.

Broadly defined, travel literature is a piece of writing in the form oftarlgburnal, or
narrative that contains an account of a foreign place. The content of traedlitgevaries in
depth from the detailed descriptions of a guidebook to the lax suggestion of setting in a
informal account. The form also varies from the letter, to the journal, to the vangitn subtle
differentiations amongst writers. Percy Adams, authdiratel Literature and the Evolution of
the Novel eschews generic definitions of travel writing as hazardous. Instead, Adggests

that the genre includes any account of travel, regardless of form or content, soddigtas



hand travel account inspires the writihhis type of writing generally includes at least one of
three types of descriptions: descriptions of places, of cultures, or of people.

Twain, though, does not simply describe Italian lakes, German folklore, an@lrumstr
Aborigine. Rather, Twain attempts to show his reader an Italian lake aststeas the reader
would see that lake if the reader took a sea voyage to ltaly, tramped up the Algspdrmhghe
very edge of lake Como. Where another travel writer might show the readterfallaf glory,
glowing in the excellent light of a setting summer sun, Twain shows the reladersmaller in
circumference than Lake Tahoe that is not quite as blue as one might expectethdidlott
more raggedy water-going vessels than one could possibly find in the backwéaieussaina.

In order to accomplish this degree of verisimilitude in his description, Twaircases
performance.

John Bassett’s article is the only study that considers Twain’s use of perfocmance.
The article compares Twain’s second travel narraBReeighing If with his platform
performances, claiming that Twain was able to translate some of hiseabs@ill on the boards
to literary skill on the page. Bassett’'s argument concludes that Twamis performances lend
authority to his work, allowing Twain’s writings to compete with more estalaigimeerican and
British writers. The lack of additional studies considering Twain’s comiopeance exposes a
deficiency in the body of criticism on Twain’s writings. Furthermore, B#'ssstudy, as will be
discussed further below, fails to define the central theme of the study—perfocmance. This
proposed study will meet both of these deficiencies by first redefining taegland second
contributing to the body of criticism on Twain’s foreign travel literature.

Comic performance comes from literary studies; however, the phrase, insttipliok,

is considered an axiomatic truth—it is assumed that the terms “comic” aridrifpance” are so

1. Adams, TraveWriting, ix.



easily understood that no definition is needed. However, because the terms ‘@odhic”
“performance” have become key terms for this study, they will be defimed Tige term
“comic” is best defined in Twain’s writing as “incongruity.” A term borralfeom Kenneth
Burke, incongruity is the perception that something does not comport with one’egtieds.
The example Burke gives is the use of augmentative adjectives to desaudieraarily
diminutive noun, such as saying, “monstrous lambkin” where the augmentativevadjecti
“monstrous” is incongruous given the diminutive suffix “kin” and the societal conception of
“lamb” as meek and mildWhile this sort of incongruity is fairly obvious, some incongruities
are so common, so fused within a society that few perceive the incongruitypétent
incongruity is powerless to effect a change in one’s perception; it is not unpeocaves the
incongruity that the incongruity can change one’s perception. One means of higgleyti
incongruity that has become latent is through the performance of that in¢gngrui

The definition of performance this study uses comes from Richard Bauman’s book
Verbal Art as Performancevhich argues for performance as a mode of speaking. Bauman
further clarifies this definition of performance, adding that a performigreenode of speaking
which displays competence, enhances an experience, and is subject tooevayatrformance
is alsokeyed—it is indicated through culturally specific means that what follows is a
performance. Furthermore, genre, setting, institution, event, and roles patteioragece.
They provide a set of societal expectations for a particular performana#ly foerformances
are emergent—they exhibit conformity within cultural patterns while imedgtdeviating from
previous performances. The culmination of Bauman’s framework is the suggestian tha
performance may become equipment for living—the performer may gain pbtentia

transformation of the social structure by means of a competent, enhanciligted

2. Burke,Permanence and Chang#).



performance. Therefore, if the comic is that which is incongruous, and perf@rmsamnc
competent, enhancing, evaluated display, then comic performance refers toeseram
enhancing, evaluated display of incongruity.

The one thing Twain detested above all else in the writings of his contempavase
their incongruous romanticizing of their subjects. Twain’s critical essayriifore Cooper’s
Literary Offences,® and Twain’s biting—but unpublished—critique of his erstwhile friend, Bret
Harte? are both examples of Twain’s reviling of contemporary romantic revisions of ¢ise W
Twain was offended by the sterile and blatantly false depiction of a world Ydwene the
eternal laws of Nature have to vacate when Cooper wants to put up a delicate job of woodcraf
on the reader”’Perhaps Twain’s anger was a result of his respect for facts adtsrsggent as a
reporter, or perhaps it was a result of Twain’s anger over the summastioastf the Wild
West. Whatever the reason for his vitriol, Twain detested romantic re-visioningcekpbf
cultures, and of people. Therefore, when Twain was allowed passage aboard tire pleps
The Quaker Cityn return for his letters and reports on whatever about the trip took his fancy, he
promised to report about foreign lands exactly as they were, exactly aadee would see
those lands if the reader took a sea voyage, climbed the very Alps, and stood on the shores of
Lake Como.

The Innocents Abroad Tramp AbroagdandFollowing the Equatomere chosen
because they span the breadth of Twain’s travel writings and comprise they efhfireain’s

foreign travel€ The Innocents Abroaatas Twain’s first full-length book. Prior to this Twain

3. Twain,Complete Humorous Sketches and T,@884-642.

4. For more information on Twain’s criticism of Harsee Krausélark Twain as Critic 190-224.

5. Twain,Complete Humorous Sketches and T,2085.

6. While Clemens’ use of an alter ego to writelbosks is fascinating, it extends beyond the scdplei®inquiry
into the comic performance of travel literaturghe works chosen. That Mark Twain is the pen nah&amuel
Clemens is a well known fact to modern scholarsyédwer contemporary audiences were not as awaredtthor
behind the pen name. The books were originally ptethas works by Mark Twain, reading tours werketstl
under the name of Mark Twain, and incidents like Fellowcraft Club Dinner in New York on Novembér, 1889,
in which it was announced that someone named Samanghorne would be speaking instead of Mark Twaing



had only published articles and collections of stories. Furtherfbeelnnocents Abroadas
Twain’s best selling work within his lifetime, and established Twain #srary figure’ A

Tramp Abroadalls toward the middle of Twain’s writing career and was originally doedeas

a sequel td he Innocents AbroatFollowing the Equatois Twain’s last work of travel

literature and is significantly different from Twain’s previous works in ¢i@isre because it is
written more from the point of view of Samuel Clemens, husband, father, lecturer otfmatindr
perspective of Mark Twain, bachelor and scoundrBhese three works comprise the whole of
Twain’sforeigntravel writing, and span almost thirty years. Each of these works focuses on a
different aspect of foreign travelhe Innocents Abroalcuses on places, Tramp Abroad
focuses on culture, arkbllowing the Equatofocuses on people.

While these three works have been studied before, no link between the works has been
proposed. Most critics dismigsTramp AbroadindFollowing the Equatoas lesser works
unworthy of much critical attention. This study will seek to follow Twain’®mgruous
descriptions through all three works by analyzing a representative pdssageach work to
better understand how Twain’s realistic description of foreign places, culmepeoples
highlights the superiority of realism and the folly of romanticism, thus asdithg a deficiency
not only in the criticism of these works, but of Twain studies as a whole. Hrerinnocents
Abroad the passages describing Lake Como and The Sea of Galilee have beet Iseteatse
Twain’s descriptions in these instances do not merely compare two bodies olwatbey are
carried out in an aesthetically pleasing fashion. The fashion in which Twainifptiess are

carried out, then, become more important than the descriptions themselves. inis Bwekean

the audience booed and hissed until Twain toolsthge and admitted to being Langhoiiestrate that
contemporary audiences were unaware that Mark Twasithe pen name of Samuel Clemens. Therefore,
consideration of the Clemens/Twain dichotomy in¢beic performance of these three works is besgegéd to
future research.

7. Rasmussemark Twain A-Z 235-245.

8. Ibid., 476-489.

9. Ibid., 145-154.



misnaming of Lake Como and the Sea of Galilee which become significant, aeduhef this
misnaming is clear depiction of foreign lands sans romantic illusion. Rrdnamp Abroadhe
study will look at Twain’s descriptions of a Wagnerian Opera and an anaiend®f the
Rhine. In these descriptions Twain does not reference a specific romantionggi®f German
culture, but he does incongruously describe romantic elements of German folldoghthr
jaded and realistic lens. Frdrollowing the Equatothe study will analyze Twain’s descriptions
of the Australian Aborigine and the Boer. In these passages Twain desicelpenple of
Australia and South Africa using secondary and tertiary sources. In analygsggpassages
through comic performance Twain’s descriptions will be shown to undercut theabsgurce
material and expose romantic re-visioning on the part of the original authoterfuwte, the
redefinition of comic performance will strengthen its usefulness asadytiaal tool within
rhetorical studies.

Presenting the land as it truly is, Twain exposes the follies of romantidide w
highlighting the superiority of realism. Trhe Innocents Abroad Tramp Abroadand
Following the EquatarTwain exposes romantic illusion as folly, suggesting that if one wishes to
visit a land of fancy and imagination, it were best that one stay at home and readd@ooper
Harte, but if one wants to truly see a foreign land—as though one were actuahythen one
should read Twain. Where Hawthorne provided me with an intricate Byzantine mabRame,
its sites, culture, and people, Twain provided me a breathtaking Caravaggigreestef
Rome, resplendent with light, depth, and a shade of dirt.
Limitations of the Study

The problem of verisimilitude, the appearance of being true or real, within the genre o
travel literature is too large a task for so small a project as the proposgdistudfore the study

will focus on Mark Twain’s travel writings as the central phenomenon, taking gigdssages



from three of Twain’s five travel writings as artifacts, specifycdwain’s accounts of his
foreign travelsThe Innocents Abroad Tramp AbroadandFollowing the Equatarthus
leaving out Twain’s domestic travels containedRwughing ltandLife on the Mississippi
A Review of the Literature about Travel Literature and Mark Twain

The following literature review will serve to briefly describe the histord elements
essential to the genre of travel literature as identified in Percy Adzanonical tex{Travel
Literature and the Evolution of the Nov&hen, reviewing critiques of literature suggested by
Adam’s historical survey, this review will propose a definition of the genreowioly the
definition of travel literature, this study will explore the literature on ifigaravel writing.

Percy Adams’ history of travel literaturBercy Adams’ booKravel Literature and the
Evolution of the Novas the definitive history of travel literature to 1800. However, Adams
chooses not to define the genre of travel literature, claiming that sucimii@emight both
subvert established literary work and alienate his audience. Though Adams degdinily
define the genre, one is able to cobble together an idea of what travel iesatat from
Adams’ preface, and some idea of what travel literature contains from Adaamination of
travel literature before 1800.

In defining that which travel literature is not, Adams writes that it “is ustta first-
person journal kept by a traveler. Nor is it simply a photograph in words of what &travel
observes ™ In later chapters, for example, Adams counts amongst the genre such w&irks as
John Mandevilleand ‘Le sieur de Combgsboth of which are stories fabricated out of tales,
legends, and recourse to a good library. Thus, travel literature need not be based on an

individual’s real travels at all. If travel literature is neither aenfest-person account of a travel,

10. Adams;Travel ix.



nor a picaresque, nor even based upon an actual journey, then what are the defieing elem
the genre?

Adams suggests that travel literature may be classified according tdments,
content and form. Content here refers to a continuum from great depth of informatioat to gre
breadth of experience—the guidebook to the personal narrative. At one extreme would be an
exhaustive list of places and things, such as the Blue Guide with over 500 pages obml¢thails
city of Rome. At the other extreme might be a story about a trip or pilgrireage as the
Canterbury TalesIn addition to the element of content, travel literature may also béfieldss
according to form.

Adams identifies three main forms of travel literature: the letterotimaal, and the
simple narrative. The letter might be a personal note, such as a Roman sotdeshieme to his
mother, or it might be a stylistic device, such as an open letter home to a newspapgazine.
The journal, the second form travel literature assumes, may be as shorp&sresdag book,
which notes the date and the weather, or it may be as long as a heavily eddedl peesnoir,
including exhaustive notes about peoples and places. The final form Adams identifees is
simple narrative, which Adams describes in greater detail than thedejterrnal. The simple
narrative generally “gives dates and names of places, normally leaps amd Vutgie moving
inexorably forward with the journey, and often includes an essay on the nature or agvahtag

travel.”!

That is, the narrative form complements the depth of a guidebook without
overwhelming the reader. Having created this schema for classifgiweg titerature, Adams
proceeds to examine the history of the genre.

Adams chronicles the history of travel literature not by chronology or destifait by

the types of travelers who wrote the literature. The focus is on travatdite that falls between

11. Adams;Travel Literature 44.
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the exhaustive depths of the guidebook and the shallow recollections of an individual. Adams
identifies four types of writers: merchants, pilgrims, buccaneers, and, mustantly, those

who travel for the sake of travel. From the last category, those who travel &akihef travel,
Adams identifies three sub groups: those who must travel and see everythinghkmlvies,

those who travel and become caught up in the adventures of others, and those who have such
adventures while traveling that they have no time to write. These three subgroags cont
writings that are generally recorded in the form of the simple narrdiherefore, those who

travel for the sake of traveling, like Twain, generally record their travéleiform of a simple
narrative, which may contain both detailed information and personal recollections.

Thus, Adams defines travel literature by two dimensions, content and form, which are
inextricably linked to the author of the writing. However, this does not explain whpn&da
rejects the mere personal recollections of a traveler and a snap shot in waefisithiens of the
genre. It might even appear that the classification scheme given abdsé¢deadefinition of
travel literature as a traveler’s personal recollections and verbatgsciT hough Adams’
historical survey of travel literature is helpful in legitimizing traverhture as a genre, the lack
of a definition for the genre makes the category impotent.

A definition of travel literatureUnlike Adams, Judith Adler has no reluctance about
delimiting the scope of travel literature. She writes, “Travel liteeahas served as a means of
preparation, aid, documentation, and vicarious participation in a more widely conceivezeprac
that first became the object of public discourse in many European countrieebehe 18 and
18" centuries.** However, this delimitation is completely utilitarian; it tells what tearg may
be used for without commenting upon the form, style, or subject matter of tranatllige Adler

reserves these elements for her discussion of travel, as the point of hersaaincéxpansion of

12. Adler, “Travel as a Performed Art,” 1367.
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the artistic consideration of travel to include the act of travel itself. Thies Adfines travel as
an act, “undertaken and executed with a primary concern for the meanings @dcoxeated,
and communicated as persons move through geographical space in stylistic#ilgdspe
ways.™ This, Adler argues, is notably different from “geographical movement,” which is
“merely incidental to the accomplishment of other go&lSince she is extending artistic
conceptions of travel from literature as the only form of text worthy of aesttumsideration to
the inclusion of travel performance—the act of travel itself—as a text equirtddre. It is
appropriate to extend to travel literature the style, form, and subject stadtattributes to
travel. Therefore, Adler would define the subject matter for travel literasif'space, time and
the design and pace of a traveler's movement through both.”

Janet Giltrow, author of the article “Speaking Out: Travel and Structiiteriman
Melville’s Early Narratives,” is particularly concerned with traltsrature as a genre because
her article deals with reclassifying Herman Melville’s earlytwwgs as travel literature within
contemporary criticism. In order to critique Melville’s writings as neyebntemporary critics
ignore elements that are, according to Giltrow, essential for understahdingrk. Among
these elements are “the setting out from familiar shores to travele@oasts, the discovery of
an astonishing other-world, and the carrying home of marvelous né@ltrow retains
Adler’s recognition of stylistic movement through time and space, but adds thenedesh
discovery and report. The traveler does not merely travel through time aed lspaalso
collects data about the Other place—that which is distinct from oneselovsdtgues that this
is done for the purpose of mitigating disorientation: “With his dispatches, theetravaintains

his personal, linguistic, and cultural connection with the society whence he wdrteevehich he

13. Adler, “Travel as a Performed Art,” 1368.
14. Ibid.

15. Ibid., 1369.

16. Giltrow, “Speaking Out,” 18.
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will return.”*” While maintaining this connection, the traveler also attempts to fully encepsula
the place to which he travels: “The beliefs, costume, diet, shelter, domestiizatgpn, and
political structure of the foreign community are exhaustively remarkednapictitly or
explicitly compared to what the writer has known at hoMél of this information must then
be presented to the audience waiting at home. Traditional narrative form begieakioldnvn.
Fidelity is lost due to the extreme Otherness described, and coherencelveithamrative is
displaced by an emphasis on comprehensive information. As Giltrow writesn&dydi
principles of dramatic or psychological coherence which structure novglisse are not
applicable to a prose genre which originates in the need to communicaterdotimation of far
countries, and in which the rhetorical authority of the writer rests on the aceun@cy
completeness of this informatioh’ The narrative is not fully lost, but neither is it the central
focus of the genre: “In order to accommodate as much data as possible, the lineae maunst
support digression, excurses, and even divagation, which often obstruct narrative advanc
undercut suspense, and delay outcori&s.”

Where Giltrow focuses on the inclusion of data, the accuracy of that data isub®foc
Terry Caesar’s definition in the article “The Other Way around: The @uestt Travel in
American Travel Writing.” While Caesar agrees that the travel witem@ts to capture as
much information about an Other place as possible, he argues that the emphasiensemnt s
place, and not an accurate portrayal of the place. Caesar writes: “Thatesse, for example,
not so much to render faithfully as to invent a scene, to ‘heighten the effect’ for ebnstia
pleasure.” Thus, the place described is not described for the benefit of the place. Rather the

place is consumed by the traveler, and it is conquered linguistically, in order tb@ivaveler

17. Giltrow, “Speaking Out,” 19.

18. Ibid.

19. Ibid.

20. Ibid. 19-20.

21. Caesar, “The Other Way around,” 27.
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a sense of identity when normal cultural identifiers are absent. That is,viblenrder colonizes
the Other place, or as Brigitte Bailey writes in the article “Tr&Vating and the Metropolis:
James, London, and English Hours,” travel literature “exists to some extemt aktha
colonizing project of nineteenth-century European institutiéh3His, Bailey suggests, is part
of the larger trend to “reclaim...areas for middle-class understantfizahiel Kilbride in the
article “Travel, Ritual, and National Identity: Planters on the European Tour; 188610
supports the argument that conquest is a major part of travel literature rguheeat that
planters, Southern plantation owners, visited European cites based not on their inherdnitvalue
on their status as relics of the notorious tourist Lord Byron. Kilbride writes:
When Palmetto State planter Agustin Taveau visited St. Peter’s, he renterked t
“Byron was right when he said ‘you are not struck with its immensity’ for the soul
becomes expanded on entering its sublime walls.”...Elizabeth Horner found the
island of San Lazzaro of interest only because of “its association with Lord
Byron."*
Susan Noakes, in the article “The Rhetoric of Travel: The French Romantic Myitiptds,”
furthers Kilbride’s argument by claiming that, “In important ways, workisaxel literature are
constructed like [ancient speeches], so that travel narratives maylgyofitaexamined, not as
objective reports of places and peoples, but rather as works of rhetoric abouapthpesples,
not wholly unlike the compositions of the ancient oratdrsDavid Paxman, in the article
“Adam in a Strange Country’: Locke’s Language Theory and Travel ltitegd concurs with
Noakes and Kilbride. Paxman suggests that the argument of Other devouriniiténatate is

an extension of the philosophies of Levinas and Locke, who believed the absolutely foreign

22. Bailey, “Travel Writing and the Metropolis,” 20

23. Ibid.

24. Kilbride, “Travel, Ritual, and National Iderntjt 558-9.

25. Noakes, “The Rhetoric of Travel,” 141. In thantext, Noakes most likely uses the term “rheta&defined
by Aristotle, the use of every available meansegpasion in a given situation.
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could instruct the readéef. Therefore, the definition of travel literature has expanded from mere
movement through Other time and space to be a linguistic conquest of Other timecand spa
Thus far, the term “traveler” has sufficed in defining the one who travelsetiertyd
Melton suggests a more narrow understanding in his article “Adventureroanstd in Mark
Twain’s A Tramp Abroad Melton acknowledges the commercial enterprise for which travel
books were published:
The most widely published travel writers of the nineteenth century strove to
establish a rapport with their readers by gaining their trust and promoting an
illusion of friendship. If authors could nurture within readers a sense of their
being active co-travelers, then they could develop a devoted readership ready to
sign on for other journeys by purchasing future travel bébks.
This entrepreneurial purpose for writing led travel writers to cieatgonas, alternate travelers
who experience adventures alongside the reader, confidants and companions in egasfy sce
Other conquest. Scott Rice, in his article “Smollett’'s Seventh Traver lagttethe Design of
Formal Verse Satire,” notes that in the familiar travel letter, “drg wddress and manner of the
form, including the fiction that the letter was a genuine private correspoadereated an aura
of intimacy and a trust in the author’s veracity, the former in keeping with theipatory

nature of travel literature, the latter with its goal of conveying religtitemation.”®

However,
the invention of a companionable persona is more than a mere marketing ploy; itbdmmme
crux of the writing itself. As Melton further notes, “Perhaps the most dracior in a travel

writer’s success was their ability to create appealing narratigsemas that moved beyond being

objective voices describing varied surroundings to becoming subjective intespcetgidants,

26. Paxman, “Adam in a Strange Country,” 461-3.
27. Melton, “Adventurers and Tourists,” 34.
28. Rice, “Design of Formal Verse Satire,” 439.
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and partners? Thus, the definition of travel literature is now the stylized movement of a

persona who linguistically conquers Other time and space. However, thisidefiacks any

acknowledgement of the purpose for such a genre, and that is, who is the audidnsgémrée?
According to Giltrow, the audiences for travel literature of the ninetexamttury are

those who stayed home: “The travel narrator wholly informs his sedentaryeeidie the nature

of his remote experiencé”The sedentary audience is the reader who attempts to experience the

Other through the adventures of a travel persona who conquers every aspeat ttdifalien

place in order to give the reader a complete idea of the writer's whergaloung his absence

from home®! This sedentary audience is made up of readers who are “drawn to travel books by

the possibility of feeling the dangers, excitements, and wonders of tobengptld alongside a

friend—shared journeys, their early equivalent of virtual reaffyCaesar also writes about the

audience for travel literature: “Once, we may assume, travels vwagtérrerder to engage men’s

curiosities, provoke either their fears or their desires for a bettemniifelge their nostalgia for a

simpler one, or slake their thirst for the exotit This is the audience of the®18entury, who,

sedentary, read travel literature to vicariously experience the Otbagththe linguistic

conguests of a narrative persona. Kilbride notes that, “Amelia Parker reca@dnthat her

family, at home in Charleston, follow her route by reading George Nugkeatids, Classical

and SacredJohn Lloyd Stephen’s book on the Holy Land, and Giovanni Belzoni’s account of

Egyptian tomb raiding® These books provide parallel narratives for her family, allowing them

to travel from their armchairs at home, telling all of the wonderful things abalaily

experiencing, through the engaging narrative of a companion persona.

29. Melton, “Adventurers and Tourists,” 34.

30. Giltrow, “Speaking Out,” 19.

31. Ibid.

32. Ibid.

33. Caesar, “The Other Way Around,” 31.

34. Kilbride, “Travel, Ritual, and National Idemntjt 557.
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The definition compiled from a review of these studies is that travel literesttine
stylized movement of a narrative persona who linguistically conquers Qttesatid space for
the benefit of a sedentary audience. This definition enlivens Adam’s histonyiraglone to
critique guidebooks or recollections be they letters, journals or narrativeswoyt any type of
traveler.

Mark Twain’s travel literatureTwain’s travel literature was written for a subscription
audience. These books were not designed for sale in bookstores, but for sale Imgtraveli
salesmen who showed samples of the fine binding, exciting prose, and edifying content. This
audience expected to enjoy an educational adventure through foreign places, andabtey ex
their adventure to last no less than 600 pages. It is this last expectatiomdheatsdcave
identified as the root cause for Twain’s extensive borrowings from othavl tvritings. Twain
wished to fill out his pages, so he would quote extensively from previous travelers. HHoweve
Hamlin Hill, in the article “Mark Twain: Audience and Artistry,” proposes thatin borrowed
not merely to fill pages, but to provide factual information for his readers who, fidfuthof
literary frills, wanted fact, not fiction...autobiographies and biographies and traxratives,
legal and medical do-it-yourself books, family Bibles and religious commehitafis is not to
say that 600 pages came easily to Twain:

By the time he began his third travel bo8KTramp Abroadhe had wrestled with

the problem of size and length so much that he actually began composing that

book not according to a formal narrative arrangement but rather by assembling

anecdotal, episodic material which could later be placed upon a narrative’thread.
This style of composition is also characteristic of the travel literggemee; it epitomizes the

middle ground between depth of content and readability. However, Hill is not the dielyccri

35. Hill, “Audience and Artistry,” 28.
36. Ibid., 30
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notice Twain’s inclusion of factual information. Many scholars have wrateyut Twain’s
juxtaposition of factual data with fictional humor.

John Gerber, in the article “Mark Twain’s Use of the Comic Pose,” suggestkehat t
juxtaposition of fact and fiction is a result of Twain’s writing from différemmic poses, such as
the Tenderfoot and the Old-Timer. Gerber states, “When writing as the Tatder [Twain] is
at great pains to see his material as the greenhorn might. The resultsesppeally in the
sharply pictorial detailing, the colorful rendering of river talk, and thebooation of
wonderment and anxiety—sometimes fear—in the Tenderfoot's attitude towaidethe®” The
Old-Timer, a pose named by Gerber but never defined, appears to be the opposite of the
Tenderfoot, exhibiting restraint in description and providing a clear vision, whiokct®the
Tenderfoot’s naiveté. Gerber concludes that these comic poses disrupt theenforatof
Twain’s writings, but since Twain is writing travel literature, whiclkeapable of absorbing non-
narrative digressions for the inclusion of anecdotal and factual materiahy’'$wae of comic
poses only furthers his linguistic conquest of Other place by describing it enthgalge of the
Tenderfoot and Old-Timer, the one who knows not of what he speaks, and the one who knows
more than he will ever tell.

Bruce Michelson, in the article “Mark Twain the Tourist: The Forniteé Innocents
Abroad” provides an alternative to Gerber’s reading of Twain’s comic poses. Michetges:w

While most readers agree tidte Innocents Abroai@ organized by some kind of
consistent narrative stance, just what the stance is remains a naysterycause
of argument.. The Innocentbas lasted a century as the most popular travel book

ever written by an American, and in the course of that century this particular

37. Gerber, “Comic Pose,”301.
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American, this “Mark Twain” who guides us through Europe, has been hailed and
damned with a baffling variety of nam&s.
Michelson suggests that Twain serves as a narrative persona who assurogsseswithin
the linguistic conquest of the Other, in order to better relate that Other to aasg@ewlience.
While Gerber rejects the notion that Twain could be an extended comic pose, Michelson’
placing Twain as a narrative persona allows Twain to assume several posks to better
convey his experiences abroad. However, Michelson then suggests that Twain abandoned this
method of writing, stating,
It is often said tha® Tramp Abroadails because its humor is diverted into satire
and seriousness; to put it more accurately, the failure comes not because this
“Mark Twain” is occasionally inconsistent, but because the humor and satire and
sobriety of this narrator are not reconciled by the play impulse....The same point
can be made aboBbllowing the Equatarbut little is gained by doing $6.
If Twain successfully employed this method in his first travel writing, wbuld he completely
abandon it for his later works? Michelson does not provide a successful answer to tlogs.quest
Forrest Robinson attempts to address the same question as Michelson by déicgnstruc
the binary of factual and fictional within Twain’s writiffbut his study devolves into macabre
visions ofHamlet which has Twain desiring “to die, to sleep; to sleep: perchance to dream: ay,
there's the rub; for in that sleep of death what dreams may come when we haee sifiutffiis
mortal coil.” In Robinson’s critique, Twain’s comparison of Lake Como to Lake&aeases to
be comparison, becoming instead a deconstruction of both lakes and the creation ofstateeam-
lake—a noumenal lake, to borrow the terminology of Plato. Ultimately, Robinson’s regponse

the juxtaposition of factual content and humorous content does not further discussiomé Twa

38. Michelson, “Mark Twain the Tourist,” 385.
39. lbid. 396.
40. Robinson “Patterns of Consciousness,” 62-63.
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travel writing, but as one of the few articles dealing with Twain\glravritings it is included
here. Other scholars also address this juxtaposition and deal more honéstihewiiaterial.
Jeffery Duncan, in the article “The Empirical and the Ideal in Mark Twaugyests that
Twain juxtaposes realism with humor, or empiricism with idealism. Duncanswfitbe realist
implicitly regards words as the means, life as the end: the humoristitippkgards life as the
means—as so much material—and words, concepts, as the end. The important point is that
realism is predicated on commonsense empiricism, whereas humor is based on phalosophic
idealism.” Duncan claims that Twain’s writing is an attempt to reconcile the paradoingf be
and nothingness. Unable to accomplish a reconciliation, Duncan argues, Twain rejects
empiricism—realism—and embraces idealism in the form of humor. Duncan concludes tha
Twain’s humor is a form of nihilism, an “ideal of pure nothingnéé&¥hile | agree that Twain
struggles with the juxtaposition of realism with idealism, | would not go scfr agree with
Duncan’s conclusion that Twain’s writing “denies any significance to shape, $oory, art.**
Robert Sattelmeyer, in the article “The Awful German Language, ortHeBlue Jay
Yarn Got to Heidelberg,” also proposes juxtaposition, not between being and nothingness, but
between life and words. Sattelmeyer writes that Twain’s choice of Ggrfoahis second travel
book was influenced by the German languages because, “There were the inheient com
possibilities of the German language itself, which, like many comiatsins, was based on
applying a bizarre twist to the familiat*The bizarre twist is the High German language, and
the familiar is American English, a derivative of low German. Ultinyatgattelmeyer
concludes, Twain’s comic performance draws attention to the fissures of niheteptury life

through his linguistic conquest of cultural incongruity. By subsuming the Geritingn @ithin

41. Duncan, “The Empirical and the Ideal,” 201.

42. Ibid., 211.

43. Ibid.

44. Sattelmeyer, “The Awful German Influence,” 263.
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his travel writing, Twain resolves the incongruity of High German desdrby a low German
derivation—English—by means of comic performance in the Bodkamp Abroad

These fissures are further explored by John Rowe in his article, “Mark Baaitique
of Globalization (Old and New) iRollowing the Equator, a Journey Around the Wdad897).”
Rowe writes, “Indeed, Twain’s use of his travel diarieBallowing the Equatgras well as
other travel narratives, reinforces this impression of studied informalltgecite spontaneity,
even stubborn inconsistency and contradictidtiThis informality is then developed towards a
particular point, a social movement. Rowe concludes that “there is a ‘wanderiihgdme
Twain’s travel writings, especially notablefollowing the Equatgrwhose purpose is
ultimately to effect psychological changes in deep-seated social mesgydihich] Twain does
not believe can be changed by merely rational me#ns.”
Methodological reflection on Comic Performance

Twain’s three books of foreign trav@lhe Innocents Abroad Tramp Abroagdand
Following the Equatarfall within the genre of travel writing. They are stylized movements—
narrative—of a narrative persona—Mark Twain—who linguistically conquédrssugh
American English—Other time and space for the benefit of a sedentary audtbrce
subscription book reader. Twain reports his travels in the form of a simple vereatd
juxtaposes depth of content with readability—he juxtaposes the exhaustivé ifsfctumation of
a guidebook with the engaging personal recollection of a story. The following methpdaall
show how Twain constructs this juxtaposition as a comic performance, highligeinges in
romantically constructed reality and proposing the superiority abtiegbrose.

Comic Performance is a term abused in scholarly writing. The followingheigraand

reflection on methodology examines first a brief history of the phrase “qmemicrmance” as it

45. Rowe, “Mark Twain’s Critique of Globalization]"10.
46. Ibid., 111.
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appears in scholarly research, briefly reviewing four key articles andhsauthors used the
phrase. Second, the methodology examines the phrase according to its consines)ttfre
comic frame from Kenneth Burke’s writing, and Richard Bauman’s framewonerformance.
The methodology reflection concludes with a description of how comic performandewiled
in the proposed study of Mark Twain’s travel literature.

Alexandra Jaffe, in the article “Comic Performance and the Articulatiétybfid
Identity,” claims that the articulation of hybrid identity, which the awugld®fine simply as
multiple cultural or linguistic identities, may be accomplished through cperformance®’
Elsie Williams, in the essay “Moms Mabley and the Afro-American Cdpeirformance,”
claims that comic performance allows a performer to bond with an audienceaiiiéesame
time providing protection of the performer’s identffy.Harriet Hustis, in the article
“Masculinity As/In Comic Performance s | Lay DyingandThe Sound and the Futyclaims
that comic performance allows Faulkner to construct masculine identity movess, thus
promulgating male hegemonic practices while at the same momekhirajtdeese same
practices?® John Bassett in the articlR6ughing It Authority through Comic Performance,”
claims that Mark Twain is able to establish his authority as an author throughmenfiormance
in his early non-fiction writing®

Themes that run through the above mentioned articles are identity, bonding, and
authority. Jaffe examines hybrid identity amongst comedians and radio poéssn Corsica
who overcome the stigma of bilingual identity in that country “by evoking an ‘exgiéngual
audience.® Williams examines Moms Mabley, stating: “her jokes, her songs, and her dance

coalesced into a ritual of communication that went to the roots of the Afro-Aaneanidtural

47. Jaffe, “Articulation of Hybrid Identity,” 57.

48. Williams, “Afro-American Comic Performance,” 46
49. Hustis, “Masculinity As/In Comic Performancé2?2.
50. Bassett, “Authority through Comic Performanc34.
51. Jaffe, “Comic Performance,” 39.
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experience > Concerning male hegemony Hustis writes, “In [the Sheriff's] refusatdaiasce

to Jason’s vision of manhood, the sheriff, as symbol of masculine law and order,nmspaese
radical disruption of the male comic bond and an alternative masculinity with #iaceader

can align him—or, at last—herseffFinally, Bassett considers how Twain establishes authority
in an entrepreneurial model of authorial success by adapting his platforrmgpizddants to his
writings in the genre of travel literature. Bassett claims that Tiveas developing a mode that
could thrive on internal contradictions and undermine signification itself, that throufgtthee
platform or the printed book could establish authority in the performance itselfenatyivalue

in the experience of reading a text not in the meaning extracted from th&'text.”

Having looked at these four studies, it is apparent that the phrase “comioaeréer
has currency in analyzing communication, regardless of the type of teyxeshaHowever, the
methodological power of this phrase is lessened in the above mentioned studies because no
attention is given to the two frameworks that undergird comic performancesThabr studies
have used the phrase “comic performance” to describe a variety of irsstandgich an
audience reacts to a performer with some level of amusement, but none of thosesspaliea
thorough definition of comic performance. To address this methodological lassetudy will
clarify the definition of comic performance using the definitions of two riebtheorists,
Kenneth Burke and Richard Bauman. First, this study will situate itsélinlftenneth Burke’s
comic frame so as to analyze Mark Twain’s use of perspective by incongroity, the
definition of “comic” in the phrase “comic performance” will be defined usingkB's Attitudes
towards History andPermanence and Changgecond, this study will use Richard Bauman’s
framework for performance, from the bodgkrbal Art as Performanc¢eao define “performance”

in the phrase “comic performance.” The following paragraphs will seek to futéngy €irst

52. Williams, “Mom’s Mabley,” 172.
53. Hustis, “Masculinity As/In Comic Performancé?2?2.
54. Bassett, “Authority through Comic Performanc34.
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Burke’s definition of the comic frame and perspective by incongruity, and seconcdaBaum
framework for performance.

Kenneth Burke’somic frameBurke developed his notions of the comic frame in reverse
order, beginning with a critical method of exploring the comic frame in the Beokanence
and Changeand then explicating the elements of the frame in the laterAshitkdes towards
History. The critical method identified iRermanence and Changewhat Burke calls
perspective by incongruity, a term Burke developed to relate Nietzsullets perspectives to
Nietzsche’s dart-like style of attacking several ideas in quick suooes8urke claims that,
“Nietzsche establishes his perspectives by a constant juxtaposing of incongoudsis w
attaching to some name a qualifying epithet which had heretofore gone wifgrendiorder of
names.® Thus, Nietzsche exemplifies the procedure of perspective by incongruity, but the
systematic underpinnings of the procedure Burke identifies with the FrenchophigodHenri
Bergsorr’

Bergson, Burke proposes, sees life as a series of temporal abnormaétioes w
connection to each other. Every moment, and the events of that moment, exist within a self
contained framework without reference to a unifyimgnas monaduma master principle
connecting singular metaphysical entities. Thus, conceptions of the univerapplyat
understanding from one moment to another belie the very fabric of space and timef&he
example, a physicist describes the path of a planet around a star as a sghtaegential and
centripetal forces, the physicist’'s language does not describe thyg oé#he planet’'s motion.

The planet’'s movement is not an expression of the interplay of tangential andetahtarces.

55. Burke,Permanence and Changes.
56. Ibid., 90.
57. Ibid., 92.
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The planet merely moves: “the actual motisthe synthesis, and it is never anything ef8e.”

Burke then resolves the system of incongruity through ideas found in Bergson’s:writing
Bergson proposes that we deliberately cultivate the use of contradictagpts.
These will not give us the whole of reality, he says, but at least they wilugive
something more indicative than is obtainable by the assumptions that our
conceptualizations of events in nature are real, and to be taken as fundamental
enough for brilliant men to set about scrupulously treating these necessary
inadequacies of thought and expression as though they reflected corresponding
realities in naturé?

Therefore, if one treats the world as a series of events which cannot be redacgdthetic

formula—thesis, antithesis, synthesis—then one will begin to see the worldlasasa

unified. The planet does not fight between thesis and antithesis, but moves marglyhal only

available route, the unified path.

In order to assist one in thinking of a planet moving along a unified path, Burke suggests
exorcism by misnomer. “The notion of perspective by incongruity” Burke syriteould suggest
that one casts out devils byisnaminghem.”® The example Burke gives is that of a child
frightened by an object in the corner of a dark room. When an adult approaches the object of the
child’s fear and reveals it to be a mere coat rack, then the child’s feared aloaty the adult’s
naming of the fear—"you are afraid because there is a monster in the corner’-tbetaalults
misnaming of the fear—"you are afraid because there is a coat rack wriiee.tThis
misnaming leads from Burke’s system of perspective by incongruity desaniBedmnanence

and Changeo Burke’s conception of the comic frameAttitudes towards History

58. Burke,Permanence and Chang@s.
59. Ibid., 94.
60. lbid., 133.
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Burke proposes several poetic attitudes which an individual might adopt when examining
history including the epic, the tragic, and the comic. Whereas in the trage ieople are
vicious monsters intent on crime, in the comic frame people are seen as mistakeadgblk in
their own stupidity. When one views history through a comic frame, one perceiveyg astor
spectator at a play who sees the action of the stage:
The audience, from its vantage point, sees the operation of errors that the
characters of the play cannot see; thus seeing from two angles at once, it is
chastened by dramatic irony; it is admonished to remember that when emedlig
meansvisdom(in contrast with the modern tendency to look upon intelligence as
merely acoefficient of powefor heightening our ability to get things, be they
good things or bad), it requires fear, resignation, the sense of limits, as an
important ingredient

Thus, comedy requires the maximum of what Burke refers to as forensic cdgrplind ability

to use the tools of the market place, which Burke defines as “scientifiatcalationships

evolved by complex and sophisticated commefée.”

Through the comic frame one is able to see things as both participant and spaatator
order for one to use this ability one must be able to reason beyond the level o thddiss—
statements of mere fact such as one might hear in a kindergarten clasangherent and
rebuttal consist of “did so,” “did not.” In order to use the ability granted by theccioame one
must be able to reason syllogistically, using the tools of the market plage. Biites: “The
comic frame, in making a man the student of himself, makes it possible for hingc#nd’

occasions when he has been tricked or cheated, since he can readily put such disentgage

61. Burke Attitudes Toward History41-2.
62. lbid., 254.
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his ‘assets’ column, under the head of ‘experien&&What Burke is saying is that a man
viewing life from the comic frame is able to fully engage in a descriptiunh falsifies an
object, and simultaneously identify the falsified elements of the descriptanaer to better
understand the full dimension of the object. Thus, Twain’s descriptions, when placed in the
comic frame, allow a critic to fully suspend disbelief while at the samediitieally engaging
the descriptions through a form of folk-criticism which consists of the “metaathonigration
of a term from some restricted field of action into the naming of acts in othd:fié“In sum,”
writes Burke, “the comic frame should enable peéplee observers of themselyvesile
acting”®°If the critic participates in Twain’s descriptions of foreign placesuoestand people
through the eyes of a jaded, backwoods character then the critic sees desctiggions and the
things described are incongruous with romantic re-visionings of the placesesuétnd people.
The critic can then observe that Twain’s performance highlights the superidnity/reflistic
style of description for conveying a holistic view of the places, culturéspaoples described.
To summarize, the comic frame is an attitude towards history which congideras a
fool caught in his mistake. When viewing history through this attitude, one is ablehisteey
both as a participant and as a spectator. The ability to see history as htitigapaand a
spectator requires one to understand scientific-causal relationships. Thor ogldsing these
relationships is perspective by incongruity, which is a “method for ggwifimations by verbal
‘atom cracking'...a word belongs by custom to a certain category—and dyalgdlanning you
wrench it loose and metaphorically apply it to a different cated8y’order to better

understand the use of the comic frame and perspective by incongruity, therfglfmavagraphs

63. Burke Attitudes Toward Historyl71.

64. Ibid., 173.

65. Ibid., 171.

66. Ibid., 308. The phrasmtional planningin this quotation means that the metaphoricaliagfbn of word from
a certain category to a different category is ititeral and not the result of a mere misstatement.
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will consider how and why the proposed study diverges from previous uses of the frame and
tool.

The proposed study examines Mark Twain’s travel literature from the ccame fiThis
is a departure from the methodological approach used by Cheree Carlson, one afdtigchrs
to use Burke’s theory of the comic frame, whose 1986 study examines Gandhi’'s fuym of
violent resistance as a movement arising from a comic frame, and Cad8&8 study, which
considers how women humorists of the 1800’s slipped from the comic frame to thalsatiric
frame.®” Where Carlson considered the subjects of the studies as participants in comic
movements, this study will itself arise from the comic frame. By agfpirog criticism from a
comic frame this study will engage Twain’s writings as participant in Bedrger of perspective
by incongruity. While it is possible to examine perspective by incongruihowitcasting the
study itself in the comic frame, such as Gary Selby does in the artidekiMy the Sacred:
Fredrick Douglass’s ‘Slaveholder’'s Sermon’ and the Antebellum Debatdraligion and
Slavery,” it is not easy to do so without the firsthand accounts of participant aissgelley was
able to collect®® Because such firsthand accounts are unavailable, this author hopes that casting
the study in the comic frame will allow for a study of Twain’s use of incohgjust as Denise
Bostdorff is able to examine the way political cartoons use perspective by intpngher
article “Making Light of James Watt: A Burkean Approach to the Form atithéé of Political
Cartoons,” and as Bonnie Dow in her article “AIDS, Perspective by Incongruityzaynd
Identity in Larry Kramer’s ‘1,112 and Counting™ is able to examine perspectivedoyngruity

in Larry Kramer’s 1983 essa¥.In all three of these studies the texts are approached as though

the study is both participant in the shift of perspective and observer of the planneduitgong

67. Carlson, “Gandhi and the Comic Frame,” 446-arl$on, “Limitations of the Comic Frame,” 310. Témmic
and the satirical frames are related. However,90arhrgues that the comic frame accepts a flawedlsrder and
attempts to correct it, while the satirical franegects a flawed social order and attempts to dstablnew one.

68. Selby, “Mocking the Sacred,” 327.
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28

thereby eliminating a need for firsthand responses to the original text, @afitheas able to
analyze the internal incongruities of the text in order to understand how the awthdeahto
shift audience perspective.

Richard Bauman’s framework for performanétaving discussed the uses of the comic
frame and perspective by incongruity, | now turn to the other half of my iefieemdd expansion
of methodology. Performance builds on perspective by incongruity and the came yrelding
a new means of understanding the persuasive ability of the comic. The addition of @ece®rm
to an examination of the comic frame in studying Twain’s work is particudgtygiven Twain’s
mastery of the platform lecture circuit, where Twain was no mere orata,dmmplex and
ironic performer/°To understand Twain’s use of performance in his writing | now turn to
Richard Bauman, whose groundbreaking work on performance led to a comprehension of its
usefulness as a tool for social transformafion.

According to Richard Bauman in his boMerbal Art as Performancgerformance is a
mode of speaking which incorporates both the action and the event. “Performance, as we
conceive of it and as our examples have been selected to illustrate, is a uhifyawtying
together the marked, segregated esthetic genres and other spheres tiebhendal into a
general unified conception of verbal art as a way of speakfrig.teading Twain’s texts one
recognizes performative elements, which, when analyzed using Baunzanésnfork for
performance, reveal a binding of the audience to the author. Ideally, this bindisgltaf what
Bauman identifies as the emergent quality of performance, culminatesaudience perceiving

the incongruity of their presently held beliefs. However, this bonding is the oésul

70. For a critique of Twain as a famous and innigegtlatform artist, see Vallin, “Mark Twain, Platin Artist,”
322-333.

71. Bauman, “American Folklore Studies and Socran&formation,” 177.
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performance, and it would appear that Twain’s writing is not a performancetnaditenal
sense.

To address Twain’s writing as performance, the proposed study adopts Bauman'’s
definition of performance from the bo&ktory, Performance, and Eve®auman writes, “|
understand performance as a mode of communication, a way of speaking, the esserate of whi
resides in the assumption of responsibility to an audience for a display of corativenskill,
highlighting the way in which communication is carried out, above and beyond iesnteder

content.”

This shift from a mode of speaking to a mode of communication in Bauman’s
definitions of performance opens the possibility of considering a transcribed story a
performance. Thus, Twain’s account of his foreign travels will be considered@asrzerce,
and be analyzed according to Bauman’s framework for performance in this study
Bauman’s framework consists of five elements: keying, cultural sgégifpatterning,
emergence, and implications for social structure. First, performancksyae by phenomena
such as special codes, paralinguistic features, formulae, appeal to traditioactaichdrs of
performance. An example in the English language might be the disclastogr,me if you've
heard this one,” as used to introduce the performance of a joke. Second, these frames are
culturally specific. An example Bauman gives is of rhyming, which cadiertent and “used
to key performance, or it may simply be a formal feature of the langlia@hitd, performances
are patterned by genre, setting, institution, events and roles. This is perhegistease in a
musical context where generic patterns are observable without the outsidaadefbf the critic.
A country-western song, for example, has a pattern which is distinct from a rtazk Balurth,

performances are emergent. Bauman writes: “The concept of emergarcessary to the study

of performance as a means toward comprehending the uniqueness of particularapedsrm

73. BaumanStory, Performance, and Eveft
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within the context of performance as a generalized cultural systecommunity.”> An
example might be a Jimmy Buffet concert where Jimmy plays both his hit scargéditaville”
and his new song “Breathe In, Breathe Out, Move On.” Both songs follow the esthiplattesn
of “Jimmy Buffett songs,” but each song is unique. Finally, this emergentygtieds
implications for the creation of social structufé The example Bauman gives is of a boy who,
like Woody Allen, makes use of self deprecating humor to turn former attacksrgpatation-
building comic repertoire, and eventually using that reputation as the grounasrfonihg
attacks against the ludites. Thus, Bauman’s framework progresses &s afSetierconnected
hypotheses which build to the conclusion that performance might influence society.rlitborde
better understand this framework, two articles that employ this framewbtkendaxamined. The
first of these articles is Patricia Sawin’s “Performance at theidlef Gender, Power and
Desire: Reconsidering Bauman’s Verbal Art from the Perspective ofeéBath&ubjectivity as a
Performance *

The purpose of Sawin’s article is to expand Bauman’s framework to include a
consideration of gender. To accomplish this goal Sawin’s study employsaBauframework
for the performative analysis of the artist Bessie Eldreth. Sawin begsamining Eldreth’s
recollections of prior performances, which consisted of singing in both religiougeaumdrs
settings. Sawin argues that Eldreth performs in both settings because Eldmatipetent,
enhances audience appreciation of expression through song, and is subject to the evahmtion of
audience. Sawin then shows how Eldreth keys the performances within cultureificspe
frames, and patterns the performances. Finally, Sawin shows how the perfsrasnc
emergent. While Sawin claims that Bauman’s framework is faulty becausemname limited in

the venues in which they may perform, she proves that Bauman’s frameworkealitimarks

75. BaumanVerbal Art as Performan¢&7.
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by showing that Eldridge was able to enact social change by means ofmaerdéer Where once
it was unacceptable for a black female to perform in a secular settinglgéldrperformances
outside of the church, outside of the acceptable religious sphere, allowed for thecexpfins
women'’s performative role to include both the religious and the secular.

Harris Berger and Giovanna Del Negro also use Bauman’s framework inrtfodér a
“Bauman’s Verbal Art and the Social Organization of Attention: The Role of &atlein the
Aesthetics of Performance.” Their study examines two types of musicatmparice, American
heavy metal music and the promenade of central Italy, in order to exploreettoé rol
reflexivity—communication about communication—in the audience perceived aestbieti
performance. The authors argue that a performer’s responsibility to @meidlor the display
of communicative skill is wrapped up in that performer’s keying of the perform#/ioen a
performer displays reflexivity, the audience becomes aware of thieis starecipients of the
attention of the performer, thus heightening their awareness of the emerdiyntodaa
performance. Ultimately, my study furthers the applicability of Bausmtamework outside the
realm of verbal art: “Implicit in Bauman'’s definition is the fact that penfamce is not merely
the creation of text for the transmission of signs; performance is groundedmaerlying
awareness that both the self and the other are subjects, that both the self and theeother ha
potential to experience the world and share their experiences with off@isig sharing may
take place outside of face-to-face interaction, as when a written text cocategnieflexively to
an audience indicating that the writer is writing in an artful mannerliiieiéowing a written
text to be an emergent text.

This study will seek to examine Twain’s writings within a comic franteama special

artful mode of communication because it is accountable to an audience for a display of

78. Berger and Del Negro, “Bauman’s Verbal Art &mel Social Organization of Attention,” 85.
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communicative competence in the presenting a perspective and it is subject toeaudienc
evaluation for the skill and effectiveness with which it presents incongruitydiBig Burke’s
comic frame with Richard Bauman’s framework for performance will atlug/study to
examine, both as a participant in the act of communication and as an observer of the
communicative event, Twain’s foreign travel writing, thereby situating mM&avriting within
the purview of the comic frame described by Burke, and subject to analgsped®rmance as
described by Bauman. By examining Twain’s writing as participant inraetnd observer of
event, this study will be able to examine Twain’s performance of perspéstimcongruity.

In order to accomplish this goal, the following chapters will examine repsse
passages from each of Twain’s foreign travel novels. The second chapteokvdt Twain’s
descriptions of Lake Como and The Sea of Galilee fftwn Innocents Abroad he third chapter
will look at Twain’s descriptions of a Wagnerian Opera and an ancient legend dfitieeflom
A Tramp AbroadThe fourth chapter will analyze Twain’s descriptions of the Australian
Aborigine and the Boer fromollowing the EquatarThe fifth chapter will synthesize the results

of the previous three chapters’ analyses, and outline areas for possible futyre stud
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Chapter 2
“No ingenuity could make such a picture beautiful—to one’s actual vision”: Comic Parfoem
in Mark Twain’s Incongruous Descriptions of Lake Como and The Sea of Galildwi
Innocents Abroad

In The Innocents Abroadiwain describes two particular bodies of water in a fashion
particular to his style and faithful to their actual appearance in 1869. $hisfimke Como, and
the second is the Sea of Galilee. In order to fully appreciate Twain’snfishskescriptions, the
following paragraphs first identify the performative elements of keymigural specificity,
patterning, and emergence. Second, the social implications of the incongrwiesdescribes
in these performative passages are analyzed.
Cultural Specific Keying in The Innocents Abroad

Keying.Twain keys both passagesTihe Innocents Abroadsing the same device. He
undercuts the beauty of the bodies of water. Twain writes of Lake Como: “I did not like it
yesterday. | thought Lake Tahoe waschfiner.””® In the culturally-specific constellations of
communicative means that serve to key performances in travel literaivaan is indicating in
these lines that what follows will serve to correct not only his own misapprehenibeslake,
but also those of his audienteThis is a keying mechanism derived from the definition of
travel literature as linguistic conquest of Other time and space. In the opaemgflthis
description the audience is initially bound to the performer because of a wish to kiadwheir
travel companion, the narrative persona Mark Twain, did not like about Como. Havingnegdami
Twain’s keying of the Lake Como passage, let us turn our attention to the second passage.

Of the Sea of Galilee Twain writes:

79. Twain,Innocents.200.

80. Bauman, on page 295-6, writes that “the essleask in the ethnography of performance is temeine the
culture-specific constellation of communicative me¢hat serve to key performance in particular comities.” In
the above referenced lines, Twain has employecigeyevices specific to the culture of travel litera, as argued
further below.
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The celebrated Sea of Galilee is not so large a sea as Lake Tahoeddly a g
deal—it is just about two-thirds as large. And when we come to speak of beauty,
this sea is no more to be compared to Tahoe than a meridian of longitude is to a
rainbow. The dim waters of this pool cannot suggest the limpid brilliancy of
Tahoe; these low, shaven, yellow hillocks of rocks and sand, so devoid of
perspective, cannot suggest the grand peaks that compass Tahoe like a wall, and
whose ribbed and chasmed fronts are clad with stately pines that seem to grow
small and smaller as they climb, till one might fancy them reduced to weeds and
shrubs far upward, where they join the everlasting stiow.

While Twain uses the same device, undercutting the overly romanticized bethaySafa of

Galilee, he deploys it in a more heavy-handed manner in this passage. Whilarigarkéye

first passage binds the audience by interesting them in Twain’s dislike akéhdhe keying of

the second passage indicates a major conquest of Other space. Twain is yajomeyeb

disagree on the degree of beauty the Sea of Galilee possess, but question whethqrdbses

any beauty at all. Where Twain follows up his initial dislike of Lake Contb thie suggestion

that his judgment “erred somewhat, though not extravagafittpgre is no such qualifier on the

beauty of “this lake of Gennesaré&flh both passages the bonding of audience to narrative

persona is a keying mechanism specific to the culture of travel literatur

Cultural Specificity As noted in the definitions, one expectation of travel literature is the

linguistic conquest of Other time and space while providing information to a sgdauatkence.

Twain’s undercutting of overly romanticized beauty fits within this expectaf travel

literature, by tantalizing the audience with the promise of first hand regdwotg the two bodies

of water, thereby informing the sedentary audience about places they mayisgvesing this

81. Twain,Innocents 235-6.
82. Ibid., 200.
83. Ibid., 238.
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keying mechanism, Twain begins to fulfill his promise from the prefaddefinnocents

Abroad “to suggest to the reader hdvwould be likely to see Europe and the East if he looked
at them with his own eyes instead of the eyes of those who traveled in those courdrees bef
him.”®* Thus Twain’s keying is culturally specific because it follows observably the
conventionalized means which indicate that the travel persona is present igataee and is
preparing to inform the audience about that place in an understandable linguistic mede. Thi
linguistic mode will both conquer Other time and space, and follow patterningrgiem
consistent with the genre of travel literature.

Patterning in The Innocents Abroad

Patterning is represented by five characteristics: genre, setistigution, events and
roles. Twain’s performance, as argued in the introductory chapter, is pagttodvel literature
genre. This is seen in the stylized movement of a narrative persona whdiltafjyisonquers
Other time and space for the benefit of a sedentary audience. Twain is tre&pbesmoves
according to the itinerary of the Quaker City, as he travels he descriljgadbs according to
an American aesthetic that conforms time and space to Twain’s particaibulary, and all of
this is done for the amusement of a subscription audience. Thus, Twain’s writin@iagzhtiy
genre.

Within the larger discussion of genre, the characteristics of settingfiostj events and
roles take form. The setting of Twain’s performance of description mightsaafipear to be the
place Twain is describing, Lake Como or the Sea of Galilee. In facttiimgss an assumed set
of descriptive ideas to which Twain’s descriptions will serve as emendaticihe passage
concerning Lake Como, then, the setting may be described as being amongsit IBdtears

play Lady of Lyonsand the setting for the Sea of Galilee passage is the entire subgenrelof trav

84. Twain,Innocents, v.
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literature consisting of pilgrimages to the Holy L&Rdh these descriptive passages, Twain does
not invoke a particular institutional characteristic. There is some allusietigmus institutions

as a result of the place Twain is describing in the Sea of Galilee passtagside from this
allusion the characteristic of institution is seemingly non-existentikMibhe genre of travel
literature, the act of travel itself is the event which necessitategmes. Therefore, Twain’s
performance of description is tied to the event of travel to Lake Como and the Sadesf. G
Furthermore, Twain, as the traveler, is required by his role as travelenfoéonp descriptions for
his audience. Thus, Twain’s descriptions are most significantly patterned fieyagehsetting,

while patterning by institution, event and role pass into the background of his descripti
performances.

Having discussed ways in which Twain’s descriptions are patterned, it is nab@oss
look at their emergent qualities. While Twain’s description of Lake Como and the Gadileé
follow the pattern of description appropriate for the genre in which Twain write)itial
undercutting of the beauty of the places allow him to manipulate his audienceda¢iops in a
way that is unigue to his style.

Emergence in The Innocents Abroad

The emergent quality of a performance, Bauman informs us, involves threersuctu
textual emergence, event emergence, and social emergence. The Texdmed descriptions
are emergent to the degree in which they are able to express an interplay betaeén T

communicative resources, his competence, and his audiences’ goals, within theafantex

85. Twain combines all books of this subgenre arie, and cites only from that one fictitious bdddmadic Life in
Palestineby William C. Grimes. The passages Twain “cite® gepresentative of descriptions found in Holy dlan
travels such a$ent Life in the Holy LandndThe Land and the Bookowever, William C. Grimes is the name of
a newspaper reporter and later Republican politioi@st famous for instituting a system of terriabtaw and
government in the1890’s. For more on the subgehkoly Land Pilgrimage see Paul Zumthor and Caitlger
Peebles’ article, “The Medieval Travel Narrative.”
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particular situatiori® The same is true of the event and social emergence of Twain’s
descriptions. The following paragraphs will examine how Twain is able to @esteyence
within all three of these structures by competently using the communicaou@ce of setting to
entertain his audience through these two passages.

Emergence in text and evemhe characteristic of setting provides what Bauman refers to
as a “point of entry into the description and analysis of the performance system of

community.®’

By referencing an outside author in his description, Twain shows that he is
familiar with his audiences’ expectations of his description of Lake Comauding the text

from theLady of Lyonsituates Twain’s description within a particular cast of previous
descriptions, but also amongst the corpus of descriptions with which a reader niaghtliae.

In introducing the citation from Lytton’s play Twain remarks, “I suspedtttiia was the same
place the gardener’s son deceived the Lady of Lyons with, but | do not know. You may have
heard of the passage somewhéfeHere Twain quotes Melnotte, the gardener’s son, describing
a house to which he could lead Pauline, the Lady of Lyons.

A deep vale,

Shut out by Alpine hills from the rude world,

Near a clear lake margined by fruits of gold

And whispering myrtles:

Glassing softest skies, cloudless,

Save with rare and roseate shadows;

A palace, lifting to eternal heaven its marbled walls,

From out a glossy bower of coolest foliage musical with Bitds.

86. Bauman, “Verbal Art,” 302.
87. Ibid., 300.

88. Twain,Innocents 203.

89. Ibid.
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By using this introduction and quotation Twain makes his performance emergentyextsa
far as the audience supplies additional descriptions from their own experiamtiesrriore,
Twain is alluding to his own description a few paragraphs before, where he desakbes L
Como as being “beautiful as a picture. A scarred and wrinkled precipice rishsightiof
eighteen hundred feet...skirting the base of the cliff are a hundred orange groves and
gardens...and in the burnished mirror of the lake, mountain, chapel, houses, groves, and boats
are counterfeited so brightly and so clearly that one scarce knows whereitiideaats off and
the reflection begins®® Not only is Twain using the setting of his romantic description and his
source, the romantic description frarady of Lyonsbut also of any other similar description
with which his readership might be familiar. He cites neither the title gsl&hye nor the name of
the author; rather he gives the description line for line and suggests that itssarve a
representative for a certain class of description. Twain’s competeac®tienly in his ability to
judge his audiences’ awareness of a popular play, but also in his ability to shggest
universality of that play’s overly romantic description of Lake Como. ThusinTsvdescription
is also emergent as an event through the interplay between Twain’s desenyut Lytton’s
description. The social emergence of Twain’s description of Lake Como will hesslest
further below.

Twain’s description of the Sea of Galilee is emergent for many of the sasmsethat
his description of Lake Como is emergent. Twain’s references to the fictkmuadic Life in
Palestineby Wm. C. Grime¥ show Twain’s familiarity with the subgenre of Holy Land
Pilgrimages, and his expectation that his audience is also familiar witliéseniptions of the
Sea of Galilee. Rather than generalizing the introduction to his quotations, Twags guexkt

exemplary of itlassto suggest the universality of the description. Therefore, Twain’s

90. Twain,Innocents, 201-2.
91. See note 85 on page 40.
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description of the Sea of Galilee is emergent in text and in event, just assTdescription of
Lake Como is emergent in text and event.

Social emergenc&he final element of Bauman’s framework is that the performance, as
a result of its emergent qualities, has societal implications. Twain'splests have potential
for social transformation as a result of the incongruities they highligkiel Lake Como
passage Twain first denigrates the lake, then he describes it as bethatifiie quotes a
representative description of it that is overly romanticized, then he correctsitthia final
description of the lake. In this process Twain provides incongruous descriptions of the lake a
“crooked as any brook’® but with a great feature of attractiveness in its “multitude of pretty
houses and gardens that cluster upon its shores and on its mountaihaittis “hundred
orange groves and gardens,” and concludes that “in the great burnished mirroaké thall
the points of its surrounding beauty are refracted, culminating in what was “bdlyond a
question..the most voluptuous scene” Twain had yet laid eye¥ ¥et, after quoting Lytton’s
description, Como is depicted as clear, but not overly so, with the overall effect aizeties

little courtier®®

that is blue, but not dead enough blue to indicate a depth of eighteen hundred
feet, about a mile wide from the town of Bellagio to its northern most point, and had# wiche

from Bellagio to the southernmost point. In presenting this incongruous montage of Lake Com
Twain is building to a climax of social significance. His dismissive statgs, such as his
response to Lytton’s description, “That is all very well, except the ‘gieat of the lake,*

illustrate his competence as a humorist by turning a glowing descriptiits leead through a

relatively minor point of clarification.

92. Twain,Innocents 200.
93. Ibid., 201.
94. Ibid., 202.
95. Ibid., 204.
96. Ibid., 203.
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As Twain builds two separate identities of the lake, he highlights the incongfuit
romantic perceptions of the lake, not merely Lytton’s brief description, bubamgntic
description to which his audience has access. Twain’s own description, then, serggesb au
alternative perspective of the lake. As one laughs at the image of the Mgsdissving through
the Alps, of a great European lake as the painted whore of a regal Americamkakegins to
guestion both Twain’s initial description and one’s own conceptions of the lake. Twain gses thi
moment of incongruity to introduce his favored perspective: the lake is a symbol of &urope
refinement, and physically an inferior body of water when compared to lak@eT Twain’s
argument, then, is not that Lake Como is a hideously ugly lake, but that it is not thegyafnacl
lake-ness either. It is a beautiful lake in a beautiful country.
Twain’s description of the Sea of Galilee operates in the same way as higtaesof
Lake Como, though he draws from a larger body of work. According to Twain’sespative
description of the Sea of Galilee from Wm. C. Grimes:
The sea was not more than six miles wide. Of the beauty of the scene, however, |
can not say enough, nor can | imagine where those travelers carried their eyes
who have described the scenery of the lake as tame or uninteresting. The first
great characteristic of it is the deep basin in which it lies. This is tioze to
four hundred feet deep on all sides except at the lower end, and the sharp slope of
the banks, which are all of the richest green, is broken and diversified by the
wadys and water-courses which work their way down through the sides of the
basin, forming dark chasms or light sunny valleys. Near Tiberias theke dan
rocky, and ancient sepulchers open in them, with their doors toward the water.
They selected grand spots, as did the Egyptians of old, for burial places, as if they

designed that when the voice of God should reach the sleepers, they should walk
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forth and open their eyes on scenes of glorious beauty. On the east, the wild and
desolate mountains contrast finely with the deep blue lake; and toward the north,
sublime and majestic, Hermon looks down on the sea, lifting his white crown to
heaven with the pride of a hill that has seen the departing footsteps of a hundred
generations. On the north-east shore of the sea was a single tree, ariti¢his is
only tree of any size visible from the water of the lake, except a few loratg pa

in the city of Tiberias, and by its solitary position attracts moratdte than

would a forest. The whole appearance of the scene is precisely what we would
expect and desire the scenery of Genessaret to be, grand beauty, but quiet calm.

The very mountains are cafth.

Twain then suggests that Grimes’ description is “an ingeniously writteniplest, and well

calculated to deceive. But if the pain and the ribbons and the flowers be stripped &om it

skeleton will be found beneatf®Twain then reveals the skeleton as:

[A] lake six miles wide and neutral in color; with steep green banks, unrelieved

by shrubbery; at one end bare, unsightly rocks, with (almost invisible) holes in
them of no consequence to the picture; eastward, “wild and desolate mountains”
(low, desolate hills, he should have said); in the north, a mountain called Hermon,
with snow on it; peculiarity of the picture, “calmness”; its prominent feature, one
tree... | wish to state, also, not as a correction, but as a matter of opinion, that
Mount Hermon is not a striking or picturesque mountain, by any means, being too
near the height of its immediate neighbors, to be so. That is all. | do not object to

the witness dragging a mountain forty-five miles to help the scenery under

97. Twain,Innocents 239-240.

98. Ibid., 240.
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consideration, because it is entirely proper to do it, and, besides, the picture needs
it.%
Twain follows this corrective picture with another description culled from “C_WdE

Life in the Holy Lany”*® In this second description no correction is included because Twain

emphasizes how the author reveals the true barrenness of the land in the Bmaksent
A beautiful sea lies unbosomed among the Galilean hills, in the midst of that land
once possessed by Zebulon and Naphtali, Asher and Dan. The azure of the sky
penetrates the depths of the lake, and the waters are sweet and cool. On the west,
stretch broad fertile plains; on the north the rocky shores rise step by stép unt
the far distance tower the snowy heights of Hermon; on the east through a misty
veil are seen the high plains of Perea, which stretch away in rugged mountains
leading the mind by varied paths toward Jerusalem the Holy. Flowers bloom in
this terrestrial paradise, once beautiful and verdant with waving treeisigsing
birds enchant the ear; the turtle-dove soothes with its soft note; the crdsted lar
sends up its song toward heaven, and the grave and stately stork inspires the mind
with thought, and leads it on to meditation and repose. Life here was once idyllic,
charming; here were once no rich, no poor, no high, no low. It was a world of
ease, simplicity, and beauty; now it is a scene of desolation and rifisery.

Twain does not correct this description; rather he notes its apt conclusion as aattingeat

its description: “This is not an ingenious picture. It is the worst | ever saestribes in

elaborate detail what it terms a ‘terrestrial paradise,” and closeshei startling information

99. Twain,Innocents, 240-241.

100. I have not been able to find either the autl@M.E.” or the work Life in the Holy Landlin WorldCat. |
believe that this is another compilation of textsene the names and titles have been changed tcptbé guilty.
101. Twain,Innocents, 241.
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that this paradise is ‘a scenedafsolation and miser§y

However, just as Twain’s description

of Lake Como ends with a realistic picture of the lake that appreciatderigsyliimportance,

Twalin provides a final description of the Sea of Galilee that appreciatesttirechlsmportance

of the Sea of Galilee. He writes:
Night is the time to see Galilee. Gennesaret under these lustrous starthimgs no
repulsive about it. Gennesaret with the glittering reflections of the dlatistes
flecking its surface, almost makes me regret that | ever saw thglardeof the
day upon it...But when the day is done, even the most unimpressible must yield
to the dreamy influences of this tranquil starlight. The old traditions of pleak s
upon his memory and haunt his reveries, and then his fancy clothes all sights and
sounds with the supernatural. In the lapping of the waves upon the beach, he hears
the dip of ghostly oars; in the secret noises of the night he hears spirit voices; in
the soft sweep of the breeze, the rush of invisible wings...In the starlighgé&salil
has no boundaries but the broad compass of the heavens, and is a theatre meet for
great events; meet for the birth of a religion able to save the world; and meet for
the stately Figure appointed to stand upon its stage and proclaim its high
degrees®?

This conclusion ties Twain’s detestation and Grimes’ admiration with Twanakrevision to

create incongruities which lead the audience to a new perspective.

Perspective by Incongruity

Twain uses incongruity in the emergent contexts of his descriptions to lead leiscaudi
to new perspectives where they are able to perceive the flaws in Lytton amesGiescriptions.

The old authors have masked the flaws of foreign places in order to sell books, supaort lite

102. Twain,nnocents, 241-2.
103. Ibid., 244-5.
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allusions, or simply out of a malevolent desire to deceive, but Twain witPbtihe importance
of Twain’s new descriptions is first that he provides description of how the place Iseribig
actually appears in photographs and to his own eyes. Lake Como really does appaaranore
winding brook surrounded by snow capped mountains than a clear basin surrounded by golden
fruit and singing birds. The Sea of Galilee does look plain by the light of day,tegth Isanks,
bare rocks, and low hills. Second, armed with this more realistic descriptioppgswble for
Twain’s audience to better appreciate what makes the places Twain haksiggitécant. It is
not that Como or Gennesaret is beautiful that makes it significant, it isdhad (S a literary
device used to denote Alpine elegance, and it is that Gennesaret is the lake upon which the
Savior walked that makes it historically significant.

Twain’s descriptions are important because they place the old descripigoved(fs
they are) in their proper place as eulogies, and allow the new (betterptless to take the
place of the old as actual descriptions of places. This is seen as one pastinipatain’s
descriptions by willfully suspending disbelief in the veracity of Twaaitations from previous
travelers, by accepting Twain’s disenchanted descriptions, and by accepaings corrected
descriptions while at the same time observing that Twain is duping his audienderitodind a
median of description which acknowledges the literary or historical signigoafnibe place yet

still provides an accurate description of the place as he perceives it to exist.

104. TwainInnocents, 242.
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Chapter 3
“We never understood anything but the thunder and lightning; and that was reversed to s
German ideas”: Comic Performance in Mark Twain’s Incongruous Dasaispdf aLohengrin
and The Lorelei ilA Tramp Abroad

In A Tramp AbroadTwain includes descriptions of Wagner’s opeoaiengrinand the
legend of Lorelei. Through these descriptions Twain provides an accurate depicieman
culture as an American might perceive it. As in his description of platledrninnocents Abroad
Twain’s descriptions are performative, and culminate in a suggestiomé&w aocietal
perception of the culture Twain describes through a jaded and realistig thenfllowing
analysis will consider three chapters from Twain’s tramp through Germalegted because
they include Twain’s descriptions of Germanic culture through his descriptepa&formance
of Wagner’'s operadohengrinand through his description of the Rhine legend, Lorelei. In order
to understand how Twain’s descriptions function, the passages are examined gdoordin
Bauman’s framework for performance culminating in a discussion of comfaripance within
these passages. Since it is not likely that the opera and legend Twain exgloneslaknown, a
brief description oL.ohengrinwill introduce the analysis of Twain’s description of the opera,
and a brief description of the Lorelei will introduce analysis of Twain’s gegur the legend.
Keying in A Tramp Abroad

Lohengrintells the story of Elsa, the protector of her younger brother whom she is
accused of murdering. Elsa pleads to have her innocence proven through contest, and a
mysterious knight appears in a swan boat and offers to defend Elsa’s by combatsiéreuosy
knight's only condition is that Elsa is not to ask the mysterious knight's name. The sghnh kni
defeats Elsa’s accuser, and Elsa and the knight swiftly make plans to wedal laetfiopens

with Wagner’s famous bridal chorus, but Elsa asks the mysterious knight, her husbargd, for hi
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name. The knight is forced to oblige his wife, and explains to her and the king the story of the
Holy Grail, revealing himself as Lohengrin, son of King Parsifal and Kragttte Holy Grail.
Lohengrin then bids his wife farewell, and as Lohengrin prepares to depart, the/sioh
brought him returns and transforms into Elsa’s lost brother. Elsa, heartbroken ovetlaadtais
departure, dies.

Keying in Twain’s description of Lohengrikeying, according to Bauman, is the act by
which a performer indicates to his or her audience that a specialized use afrgoation is
about to take place. Twain’s description of Wagner’'s opelengrinbegins with a keying
device Bauman refers to as “special formulae that signal perforiraurateas conventional
openings and closings, or explicit statements announcing or asserting paderffi® In
Twain’s description of.ohengrin,the keying device is the phrase, “One day we took the train.”
This simple phrase indicates that Twain will describe a side journey whielatsd to his larger
trip. The mention of Twain’s mode of travel, the train, is peculid& Toamp Abroadbecause it
evokes the theme Twain uses to stitch all of his observations together. Throughout the book
Twain makes reference to the double meaning dfamp Abroat title. It suggests both that
Twain is a tramp, and that Twain’s journey is a trdffif:he latter of these meanings is Twain’s
primary means of stitching his narrative together. As Twain moves from gagargountry, he
makes reference to the preparations for a long walking tour and then explaihs alingse to
use a carriage, train, or surrogate to complete the journey in the end. Therefires fivention
of a means of travel serves as a keying device because it is a conventionaj apedito

indicate that a descriptive performance follows.

105. BaumanYerbal Art, 295.

106. The suggestion that Twain is a tramp refetk twhis loss of fortune immediately prior to Bgreement to
write A Tramp Abroagdand to his backwoods realistic style of writingigh initially prevented his entrée to the
inner circle of Eastern writers like Emerson, Lagllgiw, Holmes, or WhittierFor more on this, see Robert
Sattelmeyer’s article “The Awful German Influence,How the Blue Jay Got to Heidelberg.”
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In the keying of his description abhengrin Twain exemplifies travel literature as the
stylized movement of a narrative persona through time and space. As Judithctdger
geographical movement, the mere movement of a body through space inciddrgal to t
accomplishment of other goals, is not the concern of travel perforridnides performance of
travel is about a “primary concern for the meanings discovered, created androated as
persons move through geographical space in stylistically specified’WajhroughoutA
Tramp Abroad Twain uses the metaphor of a tramp not taken to link his larger narrative about
Other cultural meaning together. Twain’s use of this metaphor does not work aéilemary
narrative device because, as Janet Giltrow notes, the extreme CiHena@s is attempting to
encapsulate causes traditional narrative devices to break down: “Ordimaniples of dramatic
or psychological coherence which structure novelistic prose are not applcahpedse genre
which originates in the need to communicate entire information of far countrées) which the
rhetorical authority of the writer rests on the accuracy and completefess information.**®
Twain’s references to means of travel serve to push his larger narrative awdegliewing for
digressions to discuss specific elements of Other culture. Thus, Twaighuetioes not work
well as a literary device because it obstructs the narrative advarmeelaidk, but as a keying
device specific to the genre of travel literature, Twain’s metaphdesweell because it supports
digressions which are necessary to accommodate as much data as possiiieg examined
Twain’s keying ofLohengrin it is now possible to turn attention to the Rhine legend of Lorelei.

Lorelei is the story of a beautiful nymph, one of the Rhine maidens, who lives on a
stretch of the Rhine where there was a swift current and partially sulshmeds. Lorelei, like

the Greek sirens, would sing to unwary boaters and cause them to founder on the rocks and die.

107. Adler, “Travel as Performed Art,” 1368.
108. Ibid.

109. Giltrow, “Speaking Out,” 18.

110. Ibid., 19-20.
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A young nobleman, hearing of the beauty of Lorelei, ventures out by land to serenBdethe
maiden and is captivated by a vision of her loveliness. The nobleman is ordered yawegar b
father, in hopes that the young man may forget Lorelei and save himself, patittgeman slips
away on the eve of his departure and, with a squire, ventures down the Rhine in a small boat.
Lorelei appears, plunges the nobleman to the depths of the Rhine, and casts the squire on the
bank. After that, Lorelei is never seen again.

Keying in Twain’s description of The Lorel&wain’s description of Lorelei begins with
a disclaimer of performance. While rafting on the Neckar, Twain heastdaheof the cave of
the specter, which reminds him of a Rhine legend, and since “It is not possibtesmatich
known in America, else | should have heard it there” Twain repeats the legend.ofelss.
Twain keys the performance, writing, “The fact that | never heard it tlseegjdence that there
are others in my country who have fared likewise; therefore, for the sake @flthesan to print
the words and the music in this chaptéf-This is a particularly interesting passage of
description, because Twain not only tells the legend, but describes the legend, thatsamg wr
about the legend, and several versions of the song translated into English, and conttiuales
commentary on translation in general. This performance, then, is about the, lrefeore
importantly, about German folk culture.

Because one element of travel writing is reporting on the culture of plastesi\by the
narrative persona, Twain’s descriptions of German folklore are keyed in amsgecdic to
travel literature. By announcing that he will relate a German legend,blecsof a popular
German song, Twain is keying his audience into a performance whichnguidtically conquer
German culture.

Patterning in A Tramp Abroad

111. TwainFollowing., 119.
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Patterning in Twain’s description of Lohengrifwain’s keying device allows him to
transition from his mockery of modern French dueling practices to Germandakatri
performance. Once the audience is keyed to Twain’s performance, he isdxpdollow
certain patterns which will determine how his performance unfolds. If Twairfgrpgnce
follows the patterns dictated by the genre, setting, events, and roles he lthsikeyalience to
expect, then Twain’s performance meets the patterning expectations of his aadie s
performance is a success. In Twain’s description of a performahadengrinthat he saw in
Mannheim his description of the opera is patterned according to genre, settindianst
events, and roles just as was Twain’s performandéalinnocents Abroad

Genre remains the sameArTramp Abroadas it was ifiThe Innocents Abroadoth
works fall within the genre of travel literature. Therefore, Twain opgl@dea narrative persona
linguistically conquering other time and space for the benefit of a sedant@ignce. Twain’s
use of English to describe a fundamentally German opera is the Other time @nthdpa
linguistic conquest of this description. Twain’s statements that, “I have sinnd but that there
is nothing the Germans like so much as an opefaid “Where and how did we get the idea
that the Germans are a stolid, phlegmatic rdéstiggest that he is linguistically conquering the
German opera for the benefit of his sedentary audience, a suggestion further dupporte
Twain’s comment that, “Our nation will like the opera, too, by and by, no détibt.”

Unlike the analysis ofhe Innocents Abroadvhere Twain’s description is set amongst
other descriptions of Lake Como and the Sea of Galilee, the setting of Twarripti@s of

Lohengrinis not amongst critiques of opera. Rather, Twain’s description is set within the

112. Twain,Tramp, 66

113. Ibid., 73.

114. Ibid., 66. Twain goes on to suggest that theeethose in the States who do appreciate opetr#ghéy are “one
in fifty” and “a good many of the other forty-nig® in order to learn to like it, and the rest iderto be able to talk
knowingly about it.” Therefore, Twain gives his sethary audience the ability to talk knowingly ab@érman
opera, should the subject arise.



50

German style of theatre call&iurm und Drangand is patterned by setting as it attempts to
make sense of this German theatrical stylé\s Twain looks at the performancelafhengrin
in comparison to the performancekihg Lear, and other unnamed operas, he situates his
description olLohengrinwithin his larger experience of German performaré@wain
accomplishes this setting of his description by using the stylized patterosmofestd stress
drama throughout his description of thehengrin**’

As in the descriptive passages analyzed fitm Innocents Abroaghatterning by
institution is negligible, while patterning by event and role are overshadowée pwtterning
of genre and setting. Again, the event of Twain’s travels patterns the descrigiTwain
moves to Mannheim and back to observe the dramas he describes, his travel througidspace a
time is patterned according to the event of travel, which is an element ohtieeof¢avel
literature. Twain is expected to travel to and from a place in order to gapeo#d of the Other
happenings there, and by so doing, make an understandable report to his audience. The
characteristic of role is played out by Twain the traveler and conformgéut@tions of
narrative personae in travel literature. Twain acts as a companion to his aud@nmenting
on the things he sees and does, in order to allow them to expdr@reggrinin Mannheim

alongside him.

115. The phrase refers to the title of Friedricm\dinger’s play about the American Revolution, arah be
translated “Storm and Stress.” This style of dragnzotable for its use of heightened emotion, amdesof its more
prominent practitioners would be Goethe and Sahibiefore their alignment with Weimar Classicisjiedrich
Miiller, and Johann Hamann. For more on the pranttis and philosophers behigtirm und Drangee Pascal’s
chapter “The Personalities” in the bobke GermarSturm und Drang. The principle elementsStdfirm und Drang
will be further discussed later in this chapter.

116. “I said | had been to the opera in Hanovecegpand in Mannheim once, and in Munich (through my
authorized agent) once...” Twaifitamp, 71.

117. Twain’s comments that he understands the #vautd lightning of King Lear only in German, hissdription
of opera as a shivaree, and the physical stresitiofy through the heightening conflict on theggtall suggest the
style of Germarsturm und Drangvhich deals with metaphorical storms and stressels as the emotional thunder
and lightning of King Lear and the emotional nai$&Vagnerian opera. Additionally, Twain’s descriptiuses
popularSturm und Drangubjects for his description of the performance.
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Patterning in Twain’s description of Loreléiwain also patterns his description of
Lorelei according to genre, setting, event and roles. The genre remainstthaebliterature, as
seen in Twain’s description of Other culture. The setting is within the okdbfelof river
culture, as described in Mary Wheeler's b&ikamboatin’ Daysvhich will be further
discussed in following paragraphs. As with Twain’s descriptidmobiengrin institutional
patterning is not evident, and event and role patterning are part of Twain’s patteeentire
description according to genre.

The genre of travel literature patterns Twain’s description of the Ldeglend. As the
narrative persona, Twain is responsible for reporting in detail on the culturesteefherefore,
Twain tells the story of Lorelei, recites the song, and includes seversibtians. Twain begins
by relating the story to his location on the river Neckar. He has just given@amaof the cave
of the specter and is reminded of a popular song. Twain does not simply tell the storgief, L
he describes the story. Twain includes the outline of what happens and comments upen the tal
as he is relating it. In this way, Twain’s patterning derives from the géiravel literature.

Twain does not merely give his audience the story of Lorelei; he providesniltieia

commentary which contextualizes the story. Because Twain’s descrppatterned according

to the genre of travel literature, he is also able to include several versitvespoieim, including

his own, and discuss his opinion of those translations. Twain includes his translation & Heine
poem, which Twain argues “may not be a good one, for poetry is out of my line, but itrwell se
my purpose—which is, to give the un-German young girl a jingle of words to hangqthen

until she can get hold of a good version, made by some one who is a poet and knows how to
convey a poetical thought from one language to anotfi&fivain then provides a more literal

translation of the poem by Garnham, which would not fit his original purpose becadse't'it

118. Twain,Tramp.,123.
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fit the tune snugly enough; in places it hangs over at the ends too far, and in othesrmaces
runs out of words before he gets to the end of the'bauUttimately, Twain rejects Garnham’s
translation “because it simply won’t go with the tune, without damaging the &itfg@wain

then includes Garnham'’s translation for accuracy, because “it is a mng#gly exact
translation” and “fits it like a blister**! This comparison of lyrical and literal translations leads
Twain to a discussion of the principles of translation in general. All of thesgslsats are part
of Twain’s description of Lorelei, and it is only because Twain is patterningenisrmance
within the genre of travel literature that his description is capable of inctingptiis

extraneous data.

In addition to patterning his performance by genre, Twain patterns hisrparnice by
setting. The setting of Twain’s performance is not on the river Neckar avénézhine, but
amongst river folklore. Twain’s description, then, is patterned after a stylefofrpance which
describes the river, its history, and how it ought to be navigated. The Loreléhdikeunding
songs described by Wheeler, describes the dangers of a particular portion of then@hine
suggests that one must remain wary in order to pass those broken reefs. According ¢o, Wheel
the folk songs about sounding were originally composed to aid the pilot of a riverboat as he
listened for the relayed report of the lead line, an instrument used to sound the depthrof a riv
and determine if the boat would be able to pass through potentially shallow waterad$raan
would sing out the depth of the river and “hold it [the musical tone] out so the man who is
passin’ the word kin hear it mo bettuh than if you cuts it off sH6f{That is, the leadsman
would relay the sounding depth to the pilot through a sustained song so that the message would

not be mistaken and the boat run aground in shallow waters. These songs would have been

119. Twain,Tramp, 126.

120. Ibid., 128.

121. Ibid.

122. WheelerSteamboatin’ Day$0.
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intimately familiar to a man who had been a pilot, and whose very pseudonym, Mark Twain,
comes from the sounding song which meant the water was deep enough for a steambmat to pas
safely. Additionally, the story of Lorelei eulogizes those who lost thws lon the river, and
explains the murmuring sound of the rapid current as it flows through the narrow portien of t
Rhine and around the high rocks of the Lorelei, just as songs like “B’y Sara Burned Bown”
the song sung about the tragedy of the riverboat Gold Dust memorialized thosanshiipsir
routes-?®

Finally, Twain’s description is patterned by event and role. In this descripsiomfze
previous description dfohengrin these two elements are subsumed by the pattern of genre. The
event of travel necessitates that Twain’s description follow a time seqpattem, but within
this pattern the genre of travel literature allows Twain to include digressimns interesting
elements of the culture he is describing, such as the problem of translationtrirorghd wain
as the narrative persona is expected to provide his personal opinion of the places arsdhmultur
visits. Thus, event and role patterning are subject to the overall patterning ofrgéwaan’s
description of The Lorelei.
Emergence in A Tramp Abroad

Emergence in Twain’s description of Lohengkivhile a performance is expected to
follow a pattern, a competent performer must also demonstrate an ability tahedapt
performance to the context in which it is performed. Bauman refers to #iseagencand
suggests that the emergent quality of a performance may involve threaresutextual
emergence, event emergence, and social emergence. The texts of Twalnpsaesare

emergent in the degree to which they are able to express an interplay betwees Twa

123. ‘B’y [Bayou] SaraBurned Down” is about a side-wheel packet thahedralong with some members of her
crew.The Gold Dustvas the boat upon which Mark Twain completed phHis journey irLife on the Mississippi
and while anachronistic, i both typical of the memorial folk songs of tliver and significant for its connection to
Twain'’s life.
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communicative resources, his competence, and his audiences’ goals, within theafantex
particular situatio’?* The same is true of the event and social emergence of Twain’s
descriptions. The following paragraphs will examine how Twain is able to @esteyence
within all three of these structures by competently using the communicaou@ce of setting to
entertain his audience through this passage.

By setting his description within the German styl&tfrm und DrangTwain is able to
explain a facet of German culture by making fun of it and connecting it to erpesi available
to his audience. The argument is not that Twain’s description is tied to some mlyspicance
of theSturm und Drangtyle, but that Twain’s description is loosely connected to certain
conventions of that style, which pattern his performance and allow him to display his
competence within a distinctly German style for the enjoyment of his audiereeevétarching
theme ofStrum und Drangs that of the individual struggling to find meaning within a subjective
society. As Roy Pascal writes in his bodke German Strum und Drantin the Strum und
Drang, all the emphasis is laid on the subjective factor in this dialectyredirdc interaction of
nature (or society) and the individual. It is from the individual that comes théusijmsvards
action...Activity is not conceived as something opposed to inward development, but as the
means to it.**> Twain’s use of storm and stress to set his description employs three elefnents
the Germarstrum und Dranghis description of the young woman, his inability to function
within high culture, and his mocking of the same high culture. By exploring thesediements,
it is possible to see how Twain’s descriptiorLohengrinis textually emergent, emergent as an
event, and socially emergent.

Textually, Twain’s description is emergent because he uses the idealireg woman

of class to display the value of practicality. As Pascal notes, “For onatipe the lower

124. Bauman, “Verbal Art,” 302.
125. Pascal, Strum und Drang., 307.
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bourgeoisie the Stirmer und Dranger showed exceptional sympathy—for the young

daughters*® Twain’s description of.ohengrinconforms to this aspect 8turm und Drang

through his story about the daughter sitting with her elderly aunt in the box with himsand hi

agent. The young lady holds Twain’s interest because she displays a lchiaamses from her

unsophisticated and unreflecting simplicity, and she “has all the charm lbdalleel, simple

girl, wanting nice things and gaiety, unsure of herself, capricious to offi&ns, Twain’s hand

she serves as a “criticism of the fashionable feminine ideal” withouiheonént to the home or

an incapability of intellectual companionshf Twain writes of his box companions:
A gentle, old-maidish person and a sweet young girl of seventeen sat right in front
of us that night at the Mannheim opera. These people talked, between the acts,
and | understood them, though | understood nothing that was uttered on the
distant stage. At first they were guarded in their talk, but after they laad gy
agent and me conversing in English they dropped their reserve and | picked up
many of their little confidences; no, | mean manyef little confidences—
meaning the elder party—for the young girl only listened, and gave assenting
nods, but never said a word. How pretty she was, and how sweet she was! |
wished she would speak, but evidently she was absorbed in her own thoughts, her
own young-girl dreams, and found a dearer pleasure in silence. But she was not
dreaming sleepy dreams—no, she was awake, alive, alert, she could notssit still
moment. She was an enchanting study. Her gown was of a soft white silky stuff
that clung to her round young figure like a fish’s skin, and it was rippled over
with the gracefullest little fringy films of lace; she had deep tendes,ayith long

curved lashes; and she had peachy cheeks, and a dimpled chin, and such a dear

126. Pascal, Sturm und Drang., 62.
127. Ibid., 63.
128. Ibid., 66.
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little dewy rosebud of a mouth; and she was so dovelike, so pure and so gracious,
so sweet and bewitching. For long hours | did mightily wish she would speak.

And at last she did; the red lips parted, and out leaped her thought—and with such
a guileless and pretty enthusiasm, too: “Auntie, | knstwI've got five hundred

fleas on me!**

Twain’s description conforms to the textual expectation ofStiiem und Drangtyle by
presenting a daughter in the company of her elder. The girl is elegarwtfizued rher beauty
tastefully rustic, as seen in Twain’s comparison to doves, rosebuds, and fish Hualgsl's
silence indicates unease in the face of her betters as she does not comment oa treotiper
anything but assenting nods to the commentary of her elder. And her refusafyorseis’s
desire to hear her speak indicates capriciousness, though it is wholly aszhieedy Twain.

All of these elements conform to Pascal’s definition of the young women Stuah@ und
Drangwho are expected to “have all the charm of a self-willed, simple dariting nice things
and gaiety, unsure of herself, capricious to othE¥sThe text is emergent, though, not because
it holds with this style of description, but because Twain uses this stylentpHisi audience to a
point of heightened tension as we wait to hear what the girl will say when shehepensuth,
and then in true Twain style he has her complain about'flé@be girl is ultimately concerned
not with the significance of the opera, the solemnity of the scene, or the camnyrdriter aunt
but with the utter triviality of fleas. Twain concludes his evocatioBtafm und Drangvith this
critique of the feminine ideal, which Pascal notes is the purpose of the young dabghéeter

in Sturm und Drangto serve as a “criticism of the fashionable feminine id&alHaving

129. Twain,Tramp, 67-8.

130. Pascal, Sturm und Dran§3.

131. For Twain'’s style of composing stories for aginperformative effect, see his essay, “How td A&btory” in
The Complete Essays of Mark Twaih Charles Neider, Garden City, NY: Doubledayg3.9

132. Pascal, Sturm und Drang., 66.
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examined how Twain’s description is textually emergent, it is now possibletoirx how his
description is emergent as an event and emergent socially.

Twain’s description is emergent as an event in the way he negotiates thastbstress
of the Opera. Twain’s description of the opera is not flattering. He begingling tle whole
thing a “shivaree—otherwise an opera” the “banging and slamming and booming anaigérashi
of which “were something beyond beliéf*Twain compares the experience to having his teeth
fixed, being skinned alive, and “the time the orphan asylum burned dd{ire’ describes a
particular tenor’s voice as “not a voice at all, but only a shriek—the shriekyafn@hand
wonders if Germans prefer singers who can't Siigdowever, through all of this cacophony,
Twain concludes that the Germans are “warmhearted, emotional, impulsive, &sttbuieir
tears come at the mildest touch, and it is not hard to move them to ladghter.”

As Twain negotiates the storm and stress of the German opera, he arrieeadtision
which is counter to his original conception of the German people, thereby making his
performance socially emergent. Through this it is possible to see that'Jd@scription is
emergent in event as it moves through the initial linguistic conquest of theitspérao the
final portrayal of the German people as something other than what Twain beliaveid the.
This is Twain’s comic performance. He leads his audience to believe that tharSeara cold
and dispassionate through their love of an artless stage production, but concludhey e &
deeply sentimental culture due to the way they embrace operatic performoamegter how bad
the performance might be.

Emergence in Twain’s description of The Loreleist as Twain’s description of

Lohengrinis emergent, so too is his description of the Lorelei. Textually, Twain’s gasaris

133. Twain,Tramp, 63-4.
134. Ibid., 64-66.

135. Ibid., 71.

136. Ibid., 73.
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emergent through his display of competence as a commentator and transkeonah folk

culture. Twain’s description is also emergent as an event by means of his compstanc

commentator and translator. Twain’s audience will determine whether hisesgamnand

translation show competence in comparison to Garnham’s version of the story and Garnham

translation of the poem. Finally, Twain’s description is socially emergens alebcription

suggests a reinterpretation of German folk culture.

Twain’s description of Lorelei is not just a recitation of the story found in Garisha

book, he also comments on the story. Garnham’s text, as Twain presents it, telsus tha

beautiful nymph named Lore sat near the'{’aiinging like the siren of the Odyssey and luring

unwary pilots to their doom on the broken reefs. A young count named Hermann, hearing of the

beauty of Lore, wanders near the Lei playing a zither and singing to her. Geramérh’s

father, concerned for the health of his son, orders the boy away. Hermann a¢gaes,tbut

first takes a faithful squire and a boat down to the Lei where he sings andagplthes mymph.

Here Twain inserts his commentary, saying:
That Hermann should have gone to that place at all, was not wise; that he should
have gone with such a song as that in his mouth was a most serious mistake. The
Lorelei did not “call his name in unutterable sweet Whispers” this time. No, that
song naturally worked an instant and through “changment” in her; and not only
that, but it stirred the bowels of the whole afflicted region round about there—
for—“scarcely had these tones sounded, everywhere there began tumult and

sound, as if voices above and below the wat&r.”

137. In Twain'’s retelling of the story the namelwd nymph is Lore and the rock upon which she sattive Lei.
The actual location where this legend is set isethborelei, a combination of the two names.
138. Twain,Tramp, 122.
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Twalin continues the quotation from Garnham, telling that the young count sinks into ting dept
but his squire is thrown to safety. Twain’s final commentary contextudheesntire tale as a
description of the story of Lorelei and as an opinion of romantic warblers:
The bitterest things have been said about the Lorelei during many ceriiuties
surely her conduct upon this occasion entitles her to our respect. One feels drawn
tenderly toward her and is moved to forget her many crimes and remember only
the good deed that crowned and closed her cfeer.
Twain’s commentary moves his description beyond the textual confines of telliatptiief
Lorelei into the realm of emergence as his audience is asked to evaluatés Twaclusion
about Lorelei’s character in her final scene. The audience is asked kbechith Twain over
the Rhine Maiden’s drowning of a character whom Twain has painted as an obnoxiously
romantic Teutonic knight similar to Sir Robin’s minstrel$lonty Python and the Holy Grail
who plague the travelers with their constant song and dance.
After commenting on the story Twain includes two translations of the song Lisre&ad
to have sung when luring pilots to their doom. The first translation is performed by amais
meant to conform to the tune Twain includes. The second version is a literalimansia
Heinrich Heine’s lyrics by Garnham. The two translations provided byrallow him to
discuss the problems of translation. Twain argues that a translation shouldly“sféett the
thought of the original,” but then points out that an exact translation fails to cdptlaedthetic
value of the original song because the words no longer fit the flifis. Twain’s audience
reads his description, they must determine whether Twain’s translatitimefitsne and whether
it is more important that his translation fit the tune or convey the exact mearhegafginal

German. This push for the audience to judge is what makes Twain’s descriptigemewain

139. Twain,Tramp, 122.
140. Ibid., 128.
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is either a competent translator who provides an amusing commentary on the Geimmean R
Lore, or he fails as a performer. Thus, Twain’s performance is emergent amtegvent

through Twain’s commentary on Garnham'’s version of the story and through comparison of
Twain and Garnham'’s translations. Socially, Twain’s description is emergegsiush for the
audience to judge the appropriateness of Twain’'s commentary on Germae antuts
translation into the English language. By including not only his own translation oeLbug|

also that of Garnham, and by including the original German lyrics and mnetedion, Twain
allows his audience to judge his work.

Perspective by Incongruity in A Tramp Abroad

Perspective by incongruity, in this book, is the intentional misuse of metaphorical
association to highlight the superiority of Twain’s method of description in light oftéeority
of current perceptions. Twain describes German culture exactly as it is ndtighlighting
incongruities and allowing Twain to change his audience’s perception ola@eutture. Twain
presents a stolid and phlegmatic picture of German opera, and then comments that ¢érer@eopl
sentimental at heart. Twain argues for both the literal and lyrical ttimslaf a popular
German folk song. Twain’s descriptions are incongruous, but lead us to better understand
German culture through the suggestion of a new perspective. By presenting rotearditt® of
German folk lore through a jaded and realistic lens, Twain leads his audiencemo a ne
perspective of German culture as sentimental and artistic.

Twain’s textual, event, and socially emergent descriptioh®léngrinand the Lorelei
build to the impossible synthesis of incongruity. The storm and stress style neEVg¢agpera
cannot work in a society which is stolid and phlegmatic. The cultured young ladgtcatain
her cultured veneer and speak. The opera cannot be a shivaree and maintain the adtgation of i

audience. Twain’s commentary ®he Loreleicannot be good, if it does not reveal some
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conclusion about a German folk legend. Likewise, his translation cannot be good if it disies not
the meaning of the original German, yet Garnham’s cannot be good withoigt tiité meter of

the song. Ultimately, Twain asks his audience to reevaluate German cultuwglasaf high

artistic treatment, the argument Wagner makes through his reinvention of opera, and th
argument Johann Herder makes in his suggestion for the preservation of folkStungnmund
Drang almost one hundred years before Twain’s visit to Germidys Twain’s audience is

bound to him in these performances of description, they are presented with incongruous
descriptions of German culture, and the new perspective Twain suggests igthanh Gelture,

when stripped of illusions of European grandeur, is similar to American culture.

141. Johann Herder, an author, philosopher anid¢ émitm theSturm und Drangdradition, collected German
folksongs for their aesthetic appeal, rather tiair tcultural significance. For more on this topée Pascal’s
chapter, “The Strum und Drang and the Social C&isselrhe German Sturm und Drang
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Chapter 4

“A dozen direct censures are easier to bear than one morganatic compliment’: Com

Performance in Mark Twain’s Incongruous Descriptions of Australian Aioerignd the Boer in
Following the Equator
Following the Equators Twain’s last work of travel literature. At this point, Twain has
written of his two trips to Europe, his travels in the West, his trip to the Sandwaoddsand
his journey down the Mississippi. This book begins with Twain’s departure, justHike
Innocents AbroadndA Tramp Abroadbut instead of traveling merely for the sake of traveling
as in those two books, Following the Equatoifwain is on a lecture tour and the book is his
account of the tour. However, the most interesting comparison to his earlignfoesiel works
is the change in Twain’s characterization. Twain is no longer the youngdamelandy out for
a pleasure cruise asTine Innocents Abroadhor is he the pleasant tramp “hiking” through the
Alps by means of rail cars, rafts, and carriages. The Mark Twain in thisdakts older; he has
a family and complains of the burdens of failing health as related to agewlser, and he has
words of wisdom about the human race to impart to a younger generation; and he is mor
cynical. Those words of wisdom do not look kindly on the depravity of so-called civilized
societies. It is this context which gives rise to Twain’s descriptions diukg&alian Aborigine
and the South African Boer froRollowing the Equatarin these passages, Twain describes the
people of Australia and South Africa using secondary and tertiary sources.|¥&iranthese
passages through comic performance Twain’s descriptions will be shown to utiderarginal
source material and expose romantic re-visioning on the part of the original authors.
Culturally Specific Keying in Following the Equator
Keying in Twain’s description of the Australian Aborigifigvain never saw an

aboriginal during his lecture tour. All of his information about these people camenfs
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reading, his conversations, and the rumors he overheard. Despite this lack ofdiestharience

with the people he is describing, Twain uses two keying devices to tell his authanhe will

perform a description of the Australian Aboriginal. Twain introduces the &isstrAborigine

through their device the “weet-weet,” which he describes as:
A fat wooden cigar with its butt-end fastened to a flexible twig. The whaig thi
is only a couple of feet long, and weighs less than two ounces. This feather—so to
call it—is not thrown through the air, but is flung with an underhanded throw and
made to strike the ground a little way in front of the thrower; then it glaarods
makes a long skip; glances again, skips again, and again and again, like the flat
stone which a boy sends skating over the water. The water is smooth, and the
stone has a good chance; so a strong man may make it travel fifty or seventy-fi
yards; but the weet-weet has no such good chance, for it strikes sand, grass, and
earth in its course. Yet an expert aboriginal has sent it a measuredelftanac
hundred and twenty yard&

The device leads Twain to a question about the acuteness of the race that developed
proficiency with such a remarkable instrument. Twain asks what gave thegileofisuch
unapproachable trackers and boomerangers and weet-weeters,” the “lavietbetual
reputation which they bear and have borne this long time in the world’s estimatmdftfe
This question serves two purposes. First, it serves as a research questions Tniaiested in
understanding how a purportedly skilled race could be so underappreciated thed they a
dismissed as sub-human and pushed to the brink of extinction. Second, this question indicates
that Twain is going to answer it with a description of the Australian Aborigineore detail.

Thus, this question, what gave the world such a low opinion of the Aborigine, is the way Twain

142. TwainFollowing., 183.
143. Ibid., 184-5.
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indicates to his audience that the description which follows is a performancefofdefevain’s
guestion is his keying device for the passage describing the Aborigine.
Keying in Twain’s description of the South African Bdavain introduces the Aborigine
through their device the weet-weet, but the Boer Twain introduces through #ingeiwith the
English. He takes two chapters to outline the conflict between the Boer and tis@ Eng
concluding with mention of the Johannesburg gold fields, which leads Twain into hisgast lif
a miner, and when he grows bored with that subject, he gives a description of the Be&s,a
according to Twain. The description is keyed with what Bauman refers to as an anmenincke
performance:
| had been a gold-miner myself, in my day, and knew substantially eveyytiat
those people knew about it, except how to make money at it. But | learned a good
deal about the Boers there, and that was a fresh subject. What | heard there wa
afterward repeated to me in other parts of South Africa. Summed up—according
to the information thus gained—this is the BG#r.

With this final statement, “this is the Boer,” Twain announces to his audiericglthafollows

will be a performance describing the Boer according to the evidence Twaialleased.

Through a question about a people’s quixotic ability with a simple toy, and through an
announcement, Twain keys his performances of the Australian Aboriginal and theABa#n
Boer. Having examined the means Twain employs to indicate his performasa®t possible
to consider how these keying devices are specific to the culture in which Twaimriag.

Cultural Specificity The keying mechanisms Twain uses are specific to travel literature
because they meet audience expectations and bind the audience to the travieleriamee.

Twain’s audience expects him to reveal details about the people he observes dyaamhy.

144. Twain Following., 356.
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Therefore, setting up a question as a result of an interesting report igrapragte formula for
introducing a performance. By formulating an interesting question, Twain Iisidsidience to
the description which follows. Likewise, Twain’s audience expects thatlheeport of strange
people or peoples he encounters during his travels. So when Twain discovers a people who are
“fresh,” his audience expects a description. By announcing the description afette ‘Boer, a
people who harried the English almost as much as colonial America, Twain binds arecaudi
his description of the Boer by describing their war with the English. In both instahee
binding of Twain’s audience is a facet of his writing within the culture of traeehture, a
culture which expects a narrative persona, Twain, to make meaningful thesapforeign
peoples through linguistic conquest. Twain’s audience expects to be entertaingidtncty
American report of Australian Aborigine and South African Boer.
Patterning in Following the Equator

In both descriptions, Twain’s performances follow a culturally determinedrpaifthey
are patterned by genre, setting, events, and roles. As has been shown in previoiss hapter
is writing within the genre of travel literature. This genre patterns émegits Twain chooses to
describe and dictates that he will attempt to make the things he describlele $erasn American
audience. In both of the passages to be analyzed, Twain’s descriptions anegatyesetting
because Twain situates his descriptions within the literature about theyidband the Boer.
In his description of the Aborigine Twain references Mrs. Campbell PraedisSketches of
Australian Life Mr. Philip Chauncy'’s report to the Victorian Government, and the Reverend
Henry N. Wolloston’s reports from his time as a surgeon. Through these referemaes, T
builds his description of the Australian aboriginal, and in building his descriptionefétence
to these works, Twain is patterning his description according to its seitimg these works.

Twain’s description of the Boer is similarly patterned by setting, but Twéenereces only the
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books of Olive Schreiner, and then he does not employ a proper citation, but an allusion only.
Twain writes: “I think that the bulk of those details can be found in Olive Schreiner’s, @aks
she would not be accused of sketching the Boer’s portrait with an unfair HagdHreiner's

works do support Twain’s description, and her body of writing strives to present aataccur
description of South Africa for her audience, just as does Twain’s wiifing.

As in Twain’s descriptions froffihe Innocents Abroa@ndA Tramp AbroagdTwain’s
descriptions irFollowing the Equatoare patterned by events and roles as a result of their
patterning by genre. As Twain travels through Australia, he collectadatd the Aborigine of
that land and transcribes these data for his audience. The event of his travel, hadwents of
his travel, patterns his description because he would not have need of describing ¢ineadifori
he had not traveled to Australia on his lecture tour. Likewise, as Twain ttakalgh South
Africa, he collects accounts of the Boer and transcribes these data fodieisce, and he would
not have needed to describe the South African Boer if he had not traveled to SoutHrAfrica.
both instances, the event of Twain’s travel patterns his description by createsgl for Twain
to describe in as much detail as possible the people he met or heard of while hayeraw
home.

Finally, Twain’s descriptions are patterned by his role as subjugatorexgrigoeople to
American linguistics. His descriptions betray a uniquely American sentjras they are
intended to be read by an American audience. Most obviously, Twain describes thén&borig

and the Boer in American English, and not in the slang of the Australians, the DutelBafer,

145. TwainFollowing., 357.

146. In the preface to her boSkory of an African Farmwhich Twain mentions on page 364, Schreiner disfdrer
realistic depiction of African life by writing thathe cannot include “encounters with ravening li@m&l hair-bredth
escapes” because: “Such works are best writteicoa#illy or in the Strand: there the gifts of treative
imagination, untrammeled by contact with any faotay spread wings. But, should one sit down totghim scenes
among which he has grown, he will find that theamreep in upon him. Those brilliant phases argaes which
the imagination sees in far-off lands are not fan to portray. Sadly he must squeeze the colounfnis brush, and
dip it into the gray pigments around him. He muahpwhat lies before him.” Schreingkfrican Farm, 42.
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or the language of the Aborigine. Furthermore, Twain describes the At®agd the Boer in a
manner intended to maintain the interest of his audience and “not so much to renfigiyfag
to invent a scene, to ‘heighten the effect’ for sheer aesthetic pleds(iihiis, Twain describes
the aboriginal who can jump higher, track better, and endure more pain than anyonéelse in t
world, and includes the sardonic remark, “Fenimore Cooper lost his chance. He would have
known how to value these people. He wouldn’t have traded the dullest of them for the brightest
Mohawk he ever invented® Twain also describes the Boer with a view to American tastes.
Dspite the fact that the Boer favor a style of dress and find it appropmategat themselves,
Twain ridicules their attire, writing of one particular Boer gentleme
A gaunt, shackly country lout six feet high, in battered gray slouched hat with
wide brim, and old resin-colored breeches, had on a hideous brand-new woolen
coat which was imitation tiger skin—wavy broad stripes of dazzlingwediad
deep brown. | though he ought to be hanged, and asked the station-master if it
could be arranged. He said no; and not only that, but said it rudely; said it with a
quite unnecessary show of feeling. Then he muttered something about my being a
jackass, and did everything he could to turn public sentiment against me. It is
what one gets for trying to do godt.
By holding this gentleman to Twain’s particularly American style ofsleasl not the style
obviously common to the station-master and public sentiment, Twain patterns his d@script
according to the taste of an American audience who want to know about the strargatiand e
people Twain discovers during his journey. While each of Twain’s descriptions fajkwvesal
patterns required by genre and setting, and through these elements pattermedsogrel/roles

as well, his descriptions are also able to adapt to the specific context in wiaahperforms.

147. Caesar, “The Other Way around,” 27.
148. Twain Following., 198.
149. Ibid., 363-4.
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Emergence in Following the Equator

As Bauman informs us, emergence is the ability of a performance to followeepat
while maintaining a unique quality specific to its textual context, the contélxe@vent in
which the performance takes place, and the context of the society in which the ped®takes
place, thereby allowing the audience to judge the competence of the perforondimacto a
specific performance within a larger pattern of performafm®gextually, Twain’s descriptions
are both emergent in their interaction with other texts. Twain counterpoints higptess with
the descriptions of others mentioned above. This contrapuntal performance highlight's Tw
description as it interacts with the descriptions of others in the same atadbithot’s straight
man character highlights Costello’s antitsThrough this interaction, the audience is able to see
Twain’s competence as a performer within the setting of previous descriptidbsdine and
the Boer. The event of Twain’s description is emergent for the same reason. iA%s Twa
descriptions interact with the descriptions of others, his performance i® ddd@eatjudicated
according to the quality of his description when compared to Praed, Chauncy, @oltost
Schreiner.

In order for Twain’s performance to be judged according to its setting, thepdieswi
are entwined as follows. First Twain introduces a people, then he comments upomhénene, t
counterpoints his initial observation with “support” from outside sources that cohtnalic
initial statement. Twain concludes with some synthesizing remark, and leavaslignce to

judge the descriptions.

150. Baumanyerbal Art as Performance&7.

151. Abbot and Costello were a comedy team fronetrey days of film and television, the precursontore
recent situation comedies such as Seinfeld or &si@vhere Kramer, Phoebe, or another doltish cheraeicomes
sucked into a wildly overblown situation and theagtht man Jerry, Monica or another responsibleatttar, has to
be a voice of reason.
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Twain introduces the Australian Aborigine through the “weet-weet,” whichifwa
describes as “a fat wooden cigar with its butt-end fastened to a flexible'8iain then
comments:

There must have been a large distribution of acuteness among those naked, skinny
aboriginals, or they couldn’t have been such unapproachable trackers and
boomerangers and weet-weeters. It must have been race aversion that put upon
them a good deal of the low-rate intellectual reputation which they bear and have
born this long time in the world’s estimate of th&th.
Twain then summarizes the perceived failings of the Aborigine with his desargdtthem as
lazy, saying: “surely they could have invented and built a competent house, but theyAdidn’
they could have invented and developed the agricultural arts, but they didn’t. They wezht nak
and houseless, and lived on fish and grubs and worms and wild fruits, and were just plain
savages, for all their smartness*Furthermore, the Aborigine did not, in Twain’s estimation,
sufficiently multiply and subdue their given territory, and even “diligeatigt deliberately kept
population down by infanticide—largely, but mainly by certain other methigd3ain then
describes what he refers to as “the primary law of savages,” whidtaisian do you a wrong,
his whole tribe is responsible—each individual of it—and you may take your changeaoyt o
individual of it, without bothering to seek out the guilty oi& Twain then explains how the
white settlers misunderstand this basic principle, writing:
When a white killed an aboriginal, the tribe applied the ancient law, and killed the
first white they came across. To the whites this was a monstrous thing.

Extermination seemed to be the proper medicine for such creatures as this. They

152. TwainFollowing., 183.
153. Ibid., 184-5.

154. Ibid., 185.

155. Ibid.

156. Ibid., 186.



70

did not kill all the blacks, but they promptly killed enough of them to make their
own persons safe. From the dawn of civilization down to this day the white man
has always used that very precautivh.

Having thus described the aboriginal as an acutely gifted savage who mutgrberated in

order to make the frontier safe for white conquest, Twain includes contradidtmmyation

from his counter punctual authors.

Twain’s depiction of the aboriginal is of a lazy, vile race innocent despite thei
wrongdoing—they may have done wrong, but it is a fault of their savagery and not due to
malicious intent. Mrs. Campbell Praed’s description is quite opposite from Tvad@pistion.

She describes a race which begins as a nuisance, killing livestock bullgestayang clear of

white advances, but then advancing to insidious attacks on innocent shepherds. Twain, quoting
Praed, writes that “shepherd’s huts and stockmen’s camps lay far apart, emseldss in the

midst of hostile tribes, the Blacks’ depredations became more frequent ana wasdeo

unusual event®® This does not support Twain’s initial suggestion that the Aborigine were
generally harmless and attacking only to redress wrongdoing on the part o$etti@ss; rather,

it is a contradiction. Twain then reiterates his description of the Aborigifeezg savages, and
includes further contradictory support from Mrs. Praed: “At Nie Niestabne dark night, the
unsuspecting hut-keeper, having, as he believed, secured himself againstvaasdying

wrapped in his blankets sleeping profoundly. The Blacks crept stealthily down itieeghaind
battered in his skull while he slept® Again, Mrs. Praed describes the Aborigine as an insidious
group who are intent on evil. In Twain’s last quotation from Mrs. Praed in this passage w

led to understand that “There was treachery on both sides,” and Mrs. Praed explairsetitar a

distributed a poisoned Christmas pudding to his unsuspecting aboriginal neighbors. However,

157. TwainFollowing., 186-7.
158. Ibid., 187.
159. TwainFollowing., 188.
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her exclamation at the end of this story, “Next morning there was howling inrtige @ it had
been sweetened with sugar and Arsenic!” suggests a clever trick on the paretieheasher
than the genocide that took pla@&While Twain informs us that Mrs. Praed would have the
settler's name handed down in contempt to posterity, she does not name him in her story, thus
reinforcing the suggestion that the settler performed a cleverfigkain then comments that
the settler who poisoned the Christmas pudding was acting in the proper spirit bftthease,
though he should have acted without the guise of friendship. Twain suggests thatdhe settl
should have stuck with precedent and removed his neighbors through “robbery, humiliation, and
slow, slow murder, through poverty and the white man’s whis®Twain finally synthesizes
his description of the benignly homicidal savage and the ignorant settler with ed.r
description of the insidiously homicidal native and the generally noble settleyibhg,s& here
are many humorous things in the world; among them the white man’s notion that he is less
savage than the other savag¥s.”

Twain’s performative description of the Aborigine is textually emergadtemergent as
an event due to the way Twain has intertwined his description with the descriptiohsrof ot
authors. Twain began by introducing the Aborigine. After introducing the Aboryigee
commented on them, and voiced his opinion that they were merely savages and incapable of
civilized brutality. Twain then supported his position with evidence from outside sahate
directly undermined his original opinion. If Praed’s description of the Aboriginerrect, then
they are an insidious race bent on destroying the peaceful settlersi@iaugwain concludes
his performative description with a synthesizing remark that trivialleeslisparity between

opposing descriptions. Therefore, Twain’s text is emergent because it aaljingspecific

160. Ibid., 189.
161. Ibid., 190.
162. Ibid., 191.
163. Ibid., 192.
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context of other writers who have described the Aborigine, and Twain’s destigpgmergent
as an event because it adjusts to the event of description and allows the audience to judge
Twain’s performance according to a larger pattern of performanceh dé&scribe Aborigine.
The further implications of this textual and eventual emergence will be fuliderssed in a
later section dealing with perspective by incongruity. Having examimedgence in Twain’s
description of the Australian Aborigine, it is now possible to consider emergence in his
description of the South African Boer.

Twain introduces the Boer through the Jameson raid, a failed British plot toecaptur
Johannesburg through insurrection and revolt. Twain issues strong condemnation faistine Br
but then describes their opponent, the Boer, as follows:

He is deeply religious, profoundly ignorant, dull, obstinate, bigoted, uncleanly in
his habits, hospitable, honest in his dealings with the whites, a hard master to his
black servant, lazy, a good shot, good horseman, addicted to the chase, a lover of
political independence, a good husband and father, not fond of herding together in
towns, but liking seclusion and remoteness and solitude and empty vastness and
silence of the veldt; a man of mighty appetite, and not delicate about what he
appeases it with—well satisfied with pork and Indian corn and biltong, requiring
only that the quantity shall not be stinted; willing to ride a long journey to take a
hand in a rude all-night dance interspersed with vigorous feeding and boisterous
jollity, but ready to ride twice as far for a prayer-meeting; proud of hisiDand
Huguenot origin and its religious and military history; proud of his race’s
achievements in South Africa, its bold plunge into hostile and uncharted desserts
in search of free solitudes unvexed by the pestering and detested Englisi, also it

victories over the natives and the British; proudest of all of the direct and effusive
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personal interest which the Deity has always taken in its affairs. He caadot r
he cannot write; he has one or two newspapers, but he is apparently not aware of
it; until latterly he had no schools, and taught his children nothing; news is a term
which has no meaning to him, and the thing itself he cares nothing about. He
hates to be taxed and resents it. He has stood stock-still in South Africa for two
centuries and a half, and would like to stand still till the end of time, for he has no
sympathy with Uitlander notions of progress. He is hungry to be rich, for he is
human; but his preference has been for riches in cattle, not in fine clothes and fine
houses and gold and diamonds. The gold and the diamonds have brought the
godless stranger within his gates, also contamination and broken repose, and he
wishes that they had never been discovéféd.

In this passage, Twain describes the Boer through a long list of descriptdrstelfam the list

points to a flaw in the person of the Bd& The length of the list and the nature of the offenses

builds to a fully repulsive picture of the Boer. Then Twain suggests that the lawghtdkhe

Boer is a direct result of the characteristics listed above, and stdtdeetBaitish Uitlanders are

ignorant for expecting anything other than hostility and ignorance from suchia of people.

Having completed an initial description of the Boer, Twain next undercuts hispdiescr

Twain next counterpoints his own material by quoting two passages from his journal. Just

as in Twain’s description of the Australian Aborigine, there are discrepandlas performance

of description. Unlike the description of the Aborigine, though, Twain does not highlight the

discrepancies by citing an additional author as subversive support for hipti@schn Twain’s

first journal entry, he comments:

164. TwainFollowing., 356-7.
165. Even hospitality becomes a negative charatigras the Boer is thereby forcing his repugsgugllier on his
guest.
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[T]he ancient Boer families in the great region of which this village is the
commercial center are falling victims to their inherited indolence and daline
the materialistic latter-day race and struggle, and are dropping aresbgto the
grip of the usurer—getting hopelessly in debt—and are losing their high pldce a
retiring to second and lower. The Boer’s farm does not go to another Boer when
he loses it, but to a foreigner. Some have fallen so low that they sell their
daughters to the black&
This negative description of the Boer is then followed with what Twain calls ai\@dsi
description of them. Twain writes:
Dr. X told me that in the Kafir war fifteen hundred Kafirs took refuge in a great
cave in the mountains about ninety miles north of Johannesburg, and the Boers
blocked up the entrance and smoked them to death. Dr. X has been in there and
seen the great array of bleached skeletons—one a woman with the skeleton of a
child hugged to her brea¥.
This so-called positive view of the Boer reinforces Twain’s comment aotihausion of the
passage about the Australian Aborigine, that all men are savages.
Twain’s performative description of the Boer is textually emergent ardgemt as an
event because of Twain’s intertwining positive and negative descriptions of thelTi@én
begins by introducing the Boer. After introducing them, he comments negativelynon the
highlighting their slothful, brutish, oppressive behavior. Twain then counterpointssiispdien
with a second description that claims to show the Boer to be a positive civiliziegriddouth
Africa. By labeling the two descriptions as negative and positive, Twain foic@sidience to

reconsider the civility of the White race, just as in his description of theakas Aborigine.

166. Twain Following., 359.
167. Ibid.
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Therefore, Twain’s text is emergent because it adjusts to the speciigxicohthe Boer, and
Twalin’s description is emergent as an event because it adjusts to the eventiptiaescd
allows the audience to judge Twain’s performance according to a larger pathenoomances
that describe foreign people. The further implications of this textual emergadaemergence
due to event will be further discussed in a later section dealing with persg®gctn@ngruity in
Following the Equatar

Finally, Twain’s performances in these two passages are sociallgemhar that they
hold implications for the social order. Twain’s conclusion that all men are sa\asgerted
plainly at the conclusion of his description of the Australian Aborigine, and alludeditoia
his description of the Boer, suggests that Twain’s audience should rethink thentitgity
rank amongst the earth’s passengers. Twain’s descriptions highlight theringoafiman’s
perception of himself as civilized and advanced, thus leading Twain’s audienceao a ne
perspective. As Twain concludes, “Human pride is not worth while; there issaboayething
lying in wait to take the wind out of it-®
Perspective by Incongruity in Following the Equator

Perspective by incongruity in Twain’s description of the Australian Aborignhe
discussion of emergence in Twain’s description of the Aborigine, no further atipfis of
Twain’s textual emergence and emergence due to event were considenesklibe
implications rightly belong in the discussion of perspective by incongruity. Udierece of
Twain’s description is left to judge the appropriateness of Twain’s descriptithe Aborigine.
If Twain’s description is correct, then the Aborigine have been horribly raistidy the
settlers, but if Praed’s description of the Aborigine is correct, then they shouddrzked up and

shipped to a penal colony where they can no longer abuse the blighted settlers. Tiainger

168. Twain Following., 382.
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of the two descriptions does not allow the audience to synthesize them because they ar
incongruous. Therefore, Twain forces a final synthesis on his readers with Higdammc
statement, “There are many humorous things in the world; among them the whientzon
that he is less savage than the other savafiestiis statement is the new perspective Twain
shifts his audience towards. If it is impossible to accept a benign homicidaantdo@n our
perception must shift to understand how Twain is able to wrench the notion of homicide from a
social flaw to a social norm. The only way for the audience to understand how ayfgetildir
could lace a Christmas pudding with arsenic in order to murder his neighbors is foditreca
to gain Twain’s perspective and see that all men in their natural stade\arges, regardlesfs
the color of their skin. This same conclusion is also supported by an analysis ottperdpe
incongruity in Twain’s description of the Boer.

Perspective by incongruity in Twain’s description of the South African. Bo#re
discussion of emergence in Twain’s description of the Boer, it was noted that[@iaeled his
final descriptions as negative and positive. The first, labeled a negative descriptierBokr,
describes their current disreputable state wherein they are losingpbsitheir homes, and their
children. Twain’s second description, which claims to be a positive view of the Boer, should
highlight the ingenuity of the Boer, that is, the steps they are taking to rebkimpbs, homes,
and children. Instead, Twain describes how the Boer ruthlessly sealed liftedred refugees in
a cave and suffocated them to death, men, women, and children. Twain’s labeling of this
description as positive highlights an incongruity in our view of these people. By wrgnihin
term “positive” out of its original context and metaphorically applying what we today call

genocide, Twain is requiring his audience to reconsider their perception of thesreedl

169. TwainFollowing., 192.
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suggesting that we consider man’s inhumanity to man the proof that there is no such thing a
civility.

In Twain’s final work of travel literature, he carries the reader toghesfiches of the
world in order to show that mankind is the same savage creature, whether hediwaslized
settlement in Johannesburg or an Australian hut. By examining Twain’s dieswipt the
Australian Aboriginal and the South African Boer, this study has seen how thenpeife
nature of these descriptions argued that his audience should rethink their high arashlofty
amongst the earth’s passengers. Twain’s descriptions highlight the incongmiy cf
perception of himself as civilized and advanced, thus leading Twain’s audienceato a ne
perspective. Twain required his audience to reconsider their perception of thenaselve

suggested that humanity should be more humane.
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Chapter 5
“None of us can have as many virtues as the fountain-pen, or half its cussbdhesscan try”:
Some Conclusions and Suggestions for Future Research

In the first chapter, | reviewed Kenneth Burke’s toopefspective by incongruitpy
placing that tool within Burke’s concept of themic framel suggested that Burke developed
his concept backwards, beginning by explaining the comic frame in theP@oolanence and
Changeand then explicating the elements of the frame in the later Aitiblkdes Towards
History. In order to avoid following Burke’s reversed order, | situated this entire study
Twain’s performance within the comic frame and then used Burke’s tool of the tramie,
perspective by incongruity, to unlock the social implications of Twain’s cperiormance. In
this way, it was possible to analyze Twain’s descriptions as a series @mnmsowith every
moment, and the events of that moment, existing within a self contained framewuarlatwi
reference to a unifyingmonas monaduma master principle connecting singular metaphysical
entities. It would normally be impossible to analyze a text in this way, but leetasn’s
descriptions fit within the performative framework proposed by Richard Baumamassible to
see each description working as one discrete performance which culminatesnmeat shifting
perspective brought about as a result of perceived incongruity. By amgaly@ain’s
descriptions in this way, it was possible to see how each description progoeasathplication
for social structure.

In order to understand the implications of the comic frame on this study of Twain’s
descriptions of places, cultures, and people in his travel literature, it will jpRalntel (1) review
the comic frame, (2) reconsider the placement of this study within the came,f(3) examine
the specific implications of Twain’s comic performances in each of thlgtaral chapters, and

(4) consider some suggestions for further research.
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Through the comic frame one is able to see things as both participant and spaatator
order for one to use this ability one must be able to reason beyond the level of dhddesi-+
statements of mere fact such as one might hear in a kindergarten clasangherent and
rebuttal consist of “did so,” “did not.” In order to use the ability granted by theccoame one
must be able to reason syllogistically, using the tools of the market plage. Biites: “The
comic frame, in making a man the student of himself, makes it possible for hingc#nd’
occasions when he has been tricked or cheated, since he can readily put such disentgage
his ‘assets’ column, under the head of ‘experient@What Burke is saying is that a person
viewing life from the comic frame is able to fully engage in a descriptiunh falsifies an
object, and simultaneously identify the falsified elements of the descriptanaer to better
understand the full dimension of the object. Thus, Twain’s descriptions, when placed in the
comic frame, allow a critic to fully suspend disbelief while at the samediitieally engaging
the descriptions through a form of folk-criticism which consists of the “metaathonigration
of a term from some restricted field of action into the naming of acts in oth.fté" “In
sum,” writes Burke, “the comic frame should enable petuplee observers of themselyeshile

acting”!?

If the critic participates in Twain’s descriptions of foreign placesuces and people
through the eyes of a jaded, backwoods character then the critic sees desctipggions and the
things described are incongruous with romantic re-visionings of the places, sudintdepeople.
The critic can then observe that Twain’s performance highlights the superidnity/reflistic
style of description for conveying a holistic view of the places, culturéspaoples described.
To summarize, the comic frame is an attitude towards history which considdraman

person as a fool caught in his mistake. When viewing history through this attitude pblestis

see history both as a participant and as a spectator. The ability to see kisitty @ participant

170. BurkeAttitudes Toward Historyl71.
171. Ibid., 173.
172. Ibid., 171.
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and a spectator requires one to understand scientific-causal relationships. Toreeqmbsing
these relationships is perspective by incongruity, which is a “method for gasitsintions by
verbal ‘atom cracking’...a word belongs by custom to a certain category—aatidnat
planning you wrench it loose and metaphorically apply it to a different catetdiy order to
better understand the use of the comic frame and perspective by incongrdiitpthiag
paragraphs will consider how and why the study diverges from previous uses ofrtbairé
tool. Having reviewed the comic frame, it is now possible to briefly reconsidethehstudy
was situated in the comic frame in the first chapter.

This study examined Mark Twain’s travel literature from within the cdnaime in order
to understand the social shifts Twain was suggesting through his performatiptaes. By
approaching criticism from within the comic frame this study engagedh®Baaritings as
participant in and observer of perspective by incongruity. Because fidstitaounts of others’
perspective shift were unavailable, casting the study in the comic fteowed for a study of
Twain’s use of incongruity as both participant in the shift of perspective andrebséthe
planned incongruity. This placement of the study within the comic frame alltweditic to
analyze the internal incongruities of the text in order to understand how the awthdeahto
shift audience perspective.

In The Innocents Abroa@iwain placedld depictions of Lake Como and The Sea of
Galilee in their proper place as eulogies, and allowed his new descriptiaks thé¢ place of the
old as more accurate visions of those two places. As the audience accepted disemclsanted
reports, willfully suspended disbelief in previous travelers’ reports, angtecc@wain’s final
corrected descriptions, he was able to suggest a change in societal perceptionCurhalkend

The Sea of Galilee. Twain’s new perception created a median of descriptidn whic

173. Burke Attitudes Toward History308.
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acknowledged the literary or historical significance of the place yet moad accurate
description of the place as he perceived it.

In A Tramp Abroad'wain’s textual, event-oriented, and socially emergent descriptions
of Lohengrinand the Lorelei build to the impossible synthesis of incongruity. The storm and
stress style of Wagner’s opera cannot work in a society which is stolid andhphilegrhe
cultured young lady cannot retain her cultured veneer and speak as Bbragidinaive self. The
opera cannot be a shivaree and maintain the adulation of its audience. Twain’s coynomenta
The Loreleicannot be adequate if it does not reveal some conclusion about a German folk
legend. Likewise, his translation cannot be accurate if it does not fit the meatiegooiginal
German, yet Garnham’s cannot be accurate without fitting the metex ebhg. In both
instances, Twain’s competence as a performer, his ability to satiséxpeetations of his
audience related to a culturally specific performance, is an argdonenthange in social
perceptions. Twain asks his audience to reevaluate German culture asotbitityartistic
treatment, the argument Wagner made through his reinvention of the opera, and the argument
Johann Herder made in his suggestion for the preservation of folks8tgym und Drang
almost one hundred years before Twain’s visit to Germany. As Twain’s audiesdsownd to
him in these performances of description, they were presented with incongruoystidasasf
German culture, and the new perspective Twain suggested was that Germanwbkuar
stripped of illusions of European grandeur, was similar to American culture.

In Following the Equatoifwain’s suggestion that all men are savages, asserted plainly at
the conclusion of his description of the Australian Aborigine, and alluded to again in his
description of the Boer, argues that his audience should rethink their high andikfgnrangst
the earth’s passengers. Twain’s descriptions highlight the incongruityros perception of

himself as civilized and advanced, thus leading Twain’s audience to a new peesgdut
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audience of Twain’s description is left to judge the appropriateness of Twastsiption of the
Aborigine. If Twain’s description is correct, then the Aborigine have beerbhomistreated by
the settlers, but if Praed’s description of the Aborigine is correct, thentibaldse rounded up
and shipped to a penal colony where they can no longer abuse the blighted settlenty Mag
for the audience to understand how a friendly settler could lace a Christmas puddiagseiiic
in order to murder his neighbors is for the audience to gain Twain’s perspective amat sdle t
men in their natural state are savages, regardless the color of their s&isafi@ conclusion is
also supported by an analysis of perspective by incongruity in Twain’s destgbtihe Boer
where he labels his final descriptions as negative and positive. Twainiadghighlights an
incongruity in our view of these people. By wrenching the term “positive” out ofigsat
context and metaphorically applying to what we now call genocide, Twain esdu# audience
to reconsider their perception of themselves and suggests that we considenmananity to
man proof that there is no such thing as civility.

Through this progression from Twain'’s first self described pleasure @bozed the
Quaker Cityto his last lecture tour around the world the objective of Twain’s performance
undergoes a notable change. Initially Twain is a free young man who slipspodingl tours
Grecian ruins by night, who travels the desert in a caravan, who is interestethmntbe places
he has only read about in books. This is the Twain who describes Lake Como and The Sea of
Galilee inThe Innocents Abroad he objective of his performance was to more accurately
portray places and simultaneously proclaim their historic and literamfisance. While this is
an interesting objective, it is not as significant as the objective of Twarfgrmance irA
Tramp AbroadValuing German culture is a loftier objective not only because it requires
additional adroitness on Twain’s part, but also because this objective deals with a m

significant topic. While Twain humorously incorporates the voices of severabpeetravelers
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to Italy and the Middle East in his first travel book, in his second he not only incapemtes,
but he does so while evoking the style of the culture he is describing. This sogdst@attion
enhances Twain’s performance, and echoes the significance of culturarmsadpe. When
Twain describetohengrinand the legend of Lorelei, he emphasizes the importance of German
culture and connects it to American culture thereby raising the cudtireakeness of his

audience. However, both of these objectives pale in comparison to Twain’s ohjettisdinal
book. InFollowing the EquatarTwain abandons clever narration and focuses his performative
energy on the problem of social morality. The message that universally msaviage beast is
not one that a young roustabout could have made. The Twain of this last travel book is older,
wiser, more curmudgeonly, and more conscious of the world than either of es eantative
selves. With this rise in consciousness Twain was elevated from a mereepteasist or

cultural savant and became an international moralist.

By reviewing the conclusions of these analytical chapters, it is claaitvain is able to
suggest social changes through his performance of descriptibhe Imnocents Abroadwain
argues that we should consider prior descriptions of Lake Como and the Sea ofdSdiitrary
or historical descriptions and not literal descriptions of placA. Tmamp AbroadTwain argues
that we should consider German culture as a fully formed culture, the simpatiotedtan
culture. InFollowing the Equatoifwain argues that we should consider all humans as equally
uncivil and immoral, regardless the pigment of skin. By analyzing Twain’s géeos within
the comic frame, it was possible to reach these conclusions about Twainiptaescand to see
how Twain brings his audience to these conclusions through the use of Baumanigoftafme
performance.

Having considered the implications of this study, the following suggestions exphnd

on the work completed here and further the rhetorical tool of comic performarstettisr study
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was limited in scope to specific representative passages from three of Sl@ok's. Future
study could consider one single book in greater detail, analyzing all of thedastof
descriptive performance. Furthermore, this study was limited to a focusan’s foreign
travels. Future study could consider Twain’s domestic texts as well, spgifooking at how
Twain corrects misperceptions of the South thraufgon the Mississippand how Twain
corrects misperceptions of the West promulgated by Fenimore Cooper.

In addition to further study of Twain’s literature, comic performance,masthod of
rhetorical criticism, should be used to analyze artifacts other thanpibetyexts analyzed here.
For example, there is a great deal which could be learned from an analyarsdopstomedy
using the comic performance tool. It would be possible to consider how artists ®itth as
Cosby, Dmitri Martin, or Woody Allen use comic performance to persuadestiiences to
change society as a result of new perceptions gained through incongruityselimepopularity
of standup comedians at the Edinburgh International Festival Fringe, theghdibicial and
ethical nature of their material, and the lack of scholarly scrutiny afgileeiormances indicate
that this would be an ideal field for further study using the tool of comic perfeem&mally,
shows such aghe Daily Show with Jon Stewafthe Colbert ReporSaturday Night Live
Weekend Updat@andSaturday Night Live Weekend Update: Thursdayld benefit from
analysis using the rhetorical tool of comic performance. These entegtéenis appear to have a
profound impact on social consciousness surrounding current issues, and the tool of comic
performance could explicate the means these texts employ to reach thencasd

Mark Twain was a master story teller, and his descriptions of foreign landsesulind
people are able to argue for new perspectives. Despite the power of these arghmants
books remain enjoyable means to escape from the world over here and experiencelteurope, t

Middle East, Australia, and Africa from the comfort of one’s own armchafraaseiwere really
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trudging up a mountainside and gazing at a Alpine lake. Through the power of his perégrmanc
Twain impacts his audience, contemporary and current, in its view of culture. Aaavabout
Lohengrinand Lorelei we are presented with the value of German lore and its conneciion t
own folk culture. Finally, as Twain’s performative descriptions reveal tigenserof apartheid,

we see the master story teller as master moralist, and his perforreaeals the implications for

all mankind of man unkind.
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