
Notes to Chapter 8 
 
1. The text of Thomas Pynchon’s The Crying of Lot 49 quoted here and throughout is that 

published by J. B. Lippincott Company, New York, 1965 (p. 35). 
 
2. Fielding’s strategy and the results he seems to be looking for bear comparison to the 

radically different narrative strategies of each of the four books of Swift’s Gulliver’s 
Travels, though there the allegory, if there is any at all, is far different from the simple-
minded analogies usually suggested for bits and pieces of it (Little Endians and Big 
Endians = High Church and Low Church, Laputa = the Court, or the Court party, etc.). 

 
3. The quotation is from Joseph Conrad, Lord Jim, edited by Morton Dauwen Zabel (Boston: 

Houghton Mifflin, The Riverside Edition, 1958), p. 153. All subsequent quotations will be 
from this edition. Not the least part of the richness of reference and signification of 
these words that Conrad puts in Stein’s mouth is their distinct recollection of Satan’s 
arduous journey through the destructive elements of Chaos in Milton’s Paradise Lost. 

 
4. Frederic Jameson, The Political Unconscious: Narrative as a Socially Symbolic Act (Ithaca: 

Cornell University Press, 1981), 257. Back in the 1980s and 1990s, Jameson’s view of 
Conrad became the canonical, almost canonized, understanding of Lord Jim, and as such 
I felt compelled to deal with it at length. Time has passed, and I now think it more 
appropriate to move most of that portion of my discussion of Lord Jim to an appendix, 
where you will now find it. 

 
5. I take the word and concept of foregrounding, in the sense used here, from Erich 

Auerbach’s Mimesis, wherein he describes Homeric style much as I am at the moment 
describing Conrad’s in the Patusan episodes. Need I add that I do not believe that Homer 
– whoever and however many he may have been – was any less aware of the effect of 
his language than Conrad? 

 
6. Crude as they may often seem, such obvious puns and near anagrams and playings with 

names constitute an important part of the way allegories work. They are yet one more 
underlining of the un-ignorable importance of the literal, and even the letteral, in setting 
in motion allegory’s multiplicities. 

 
7. Lord Jim, p. 9: “On the lower deck in the babel of two hundred voices he would forget 

himself, and beforehand live in his mind the sea-life of light literature. He saw himself 
saving people from sinking ships, cutting away masts in a hurricane, swimming through a 
surf with a line; or as a lonely castaway, barefooted and half naked, walking on 
uncovered reefs in search of shellfish to stave off starvation. He confronted savages on 
tropical shores, quelled mutinies on the high seas, and in a small boat upon the ocean 
kept up the hearts of despairing men – always an example of devotion to duty, and as 
unflinching as a hero in a book.” Significantly, Conrad describes the world in which Jim 
already lives isolated as “babel,” not “babble”: Jim already moves in the world of exile 
and dispersion, in which the unity of “us” in a common language has already been 
shattered into the isolation of each “one” in his own private speech. 

 



8. It can also of course be related to the unknown bride destined for Aeneas – Lavinia – for 
whose as yet unknown sake the Trojan warrior must lose his wife Creusa and leave his 
loved Dido. 

 
9. Among the ancient Greeks, statues of the youthful Horus (Harpocrates) “putting his 

finger to his lips were interpreted as the epitome of ‘mystical’ silence”: Walter Burkert, 
Ancient Mystery Cults (Cambridge, MA, and London: Harvard University Press, 1987), 40-
41 

 
10. The corpus of criticism on Pynchon is among the more manageable of those I have 

had to deal with in this book, and I have tried my best to read all of it – at least all of 
it that bears on The Crying of Lot 49 and the kinds of problems that interest me. 
Among the chief items that I have drawn on for agreement or argument are the 
following: Peter L. Cooper, Signs and Symptoms: Thomas Pynchon and the 
Contemporary World (University of California Press: Berkeley, 1983); David Cowart, 
Thomas Pynchon: The Art of Allusion (Southern Illinois University Press: Carbondale, 
1980); Molly Hite, Ideas of Order in the Novels of Thomas Pynchon (Columbus: Ohio 
State University Press, 1983); George Levine and David Leverenz, ed., Mindful 
Pleasures: Essays on Thomas Pynchon (Boston: Little, Brown 1976); Edward 
Mendelson, ed., Pynchon: A Collection of Critical Essays (Englewood Cliffs, NJ: 
Prentice Hall, 1978); Stacey Olster, Reminiscence and Re-Creation in Contemporary 
American Fiction (Cambridge and New York: Cambridge University Press, 1989); 
Thomas H. Schaub, Pynchon: The Voice of Ambiguity (University of Illinois Press: 
Chicago, 1981); David Seed, The Fictional Labyrinths of Thomas Pynchon (Iowa City: 
University of Iowa Press, 1988); John O. Stark, Pynchon’s Fictions: Thomas Pynchon 
and the Literature of Information (Athens: Ohio University Press, 1980). 

 
11. Which would be an at best awkward, at worst preposterous, conflation of the 

ecclesiastical calendar and its significance. Maureen Quilligan nevertheless suggests this 
as a possibility, but even fictionally it’s not really in the ballpark: the novel’s first words, 
and the beginning of its brief time scheme, are “One summer afternoon Mrs Oedipa 
Maas came home.” 

 
12. Nefastis began then, bewilderingly, to talk about something called entropy. The word 

bothered him as much as “Trystero” bothered Oedipa. But it was too technical for her. 
She did gather that there were two distinct kinds of this entropy. One having to do with 
heat-engines, the other to do with communication. The equation for one, back in the 
‘30’s, had looked very like the equation for the other. It was a coincidence. The two 
fields were entirely unconnected, except at one point: Maxwell’s Demon. (105) 
 “Entropy is a figure of speech, then,” sighed Nefastis, “a metaphor. It connects the 
world of thermodynamics to the world of information flow. The Demon makes the 
metaphor not only verbally graceful, but also objectively true.” (106) 

 
13. It is a moot point, but one well worth further investigation, how much Pynchon’s phrase 

derives from/is meant to recall Ray Bradbury’s Dandelion Wine, bittersweet stories of 
recollected childhood in a now-gone-forever small-town and rural America. 

 



14. I want to call attention here to Oedipa’s phrase, “no one to plow them up.” It 
importantly recalls her earlier (128-29) translation of DTs into delirium tremens and 
subsequent literalization of the metaphor: delirium = going out of the furrow, deviating 
from a straight line, going crazy, “a trembling unfurrowing of the mind’s plowshare.” I 
will have more to say about this image/metaphor of plowing later in this chapter.  

 
15. Here is a typical diagram of the square of opposition, drawn from William L. Reese’s 

Dictionary of Philosophy and Religion (New Jersey: Humanities Press, and Sussex: 
Harvester Press, 1980), p. 253 (see Inference): 

 

 
 
16. Cf. the scenes in the secret relocation camp, the Thanatoid meetings, and – most 

important – Brock’s final journey to the land of the dead, guided by Blood and Vato. 
 
17. Pierce’s will also becomes the prototype or archetype of the other texts that will 

demand Oedipa’s attention throughout the novel: Mucho’s letter, The Courier’s Tragedy, 
the forged stamps. 

 
18. I refer at this point not only to the post horn in itself and to the use of musical 

instruments to signal things like troop movements and so forth, but also to the common 
colloquialism of “the horn” for the telephone: cf. p. 148: “First thing after unpacking she 
was on the horn to Randolph Driblette, the director. After about ten rings an elderly lady 
answered, ‘I’m sorry, we’ve nothing to say.’” In this capacity, the muted horn signals the 
repression of all communication within the social body. 

 


