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ABSTRACT

Havlova, Martina. University of West Bohemia. Ap@011. Sterne’Sristram Shandy
Postmodernist Features of thé"iBentury Novel. Supervisor: PhDr. Magdaléna

Potasnadkova, Ph.D.

The subject of this bachelor thesis is the Britiskiel The Life and Opinions of
Tristram Shandy, Gentlem&h759-1767) written by Laurence Sterne. This work
endeavours to introduce this novel but in a vepc#j point of view. Many
contemporary theorists consideistram Shandys an exceptional literary work which
had outrun its times by whole two hundred year® fgason for this assumption of theirs
is the fact that this novel embodies very innovatiwd unrestrained characteristics which
are very similar to those which can be found intmasiernist literature of the late 20
century. On account of that, Stern&isstram Shandys often labelled as a postmodernist
novel. This statement is a basis for this entirekwavhich establishes the two core
objectives. The first one is to identify and tedgbe these presupposed postmodernist
features within the novel itself. Its second pumpissto attempt to deliver a satisfactory
answer whether or not it is possible to label tiusel as a postmodernist one on the
condition that it was written whole two hundred rgebefore the term “postmodernism”
itself was invented. In order to fulfil these twuaentions, this work provides: 1) concise
information on postmodernist literature, especiallyits formal aspects; 2) a literary
analysis ofTristram Shandwgainst the knowledge background about postmaosterni
literature; and 3) an underpinned contradictorynpof view maintaining that regarding

Tristram Shandyas a postmodernist work is wrong and misleading.
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INTRODUCTION

The Life and Opinions of Tristram Shandy, Gentleif@amore brieflyTristram Shandy
is the first novel of a British writer and clergymbaurence Sterne (1713-1768). Together
with the works of such great writers as Daniel @efSamuel Richardson, Henry Fielding and
Tobias Smollet, this nine-volume novel represents af the founding works of British novel-
writing tradition. The individual volumes dfristram Shandyvere published in sequence
between the years 1759-1767, and the first twberhtgained Sterne almost immediate
popularity and celebrity among the reading publli€ngland and France, and afterwards even
in further European countriesristram Shandys not Sterne’s only work. Besides, he is also
known for his another novel Sentimental Journey through France and l{@dy68), which
is written in a very similar way to his first noygkt it is less eccentric, more straightforward
and also less influential. Furthermore, Sterneasa wrote many sermons, which were
published in a collection calléthe Sermons of Mr. Yorigk760). In the winter one year
before his death, he started to keep an illegigntate-affair with Mrs. Eliza Draper, whom
he dedicated his letters to; they were posthumqudbished under a titleetters from Yorick
to Eliza(1773). Nonetheles3ristram Shandys the most outstanding and the most significant
work of Sterne’s, and this novel represents noy ardupreme life work of his but at the same
time a milestone for the British literature as aokeh

Although the novel is obviously finished and coualt®ost six hundred pages in its first
edition, its storyline still seems to be unclosedome respect. In view of that, it is very
uneasy to deliver any satisfactory summary of {be plowever, instead of the question what
Tristram Shandys about, it is more essential to ask where tleatgexceptionality of it lies in.
Tristram Shandyas so far become a subject of a careful condidaraf many literary critics
and theorists. What is the exact reason for theimshable attention of theirs? First of all, it
is a fresh and lusty sense of humour, which coelteli from its each page; and secondly, it is
a peculiar, very innovative way of writing, whickefhe was not afraid to fully dispose of.
The following part attempts to render at leastaegal conception ofristram Shandy

As the full title of the novel reads, the readeuldoexpect to learn something about
experiences of the main character, which wouldhlagought with his thoughts, attitudes and

views. Nevertheless, the contrary is the casetlanéhct that our hero and the narrator in one



person will not be born until the third volume tBss that very plainly. Even though the
narrator starts to relate his story literally fréme outset of his conception, his discursive
thinking results in a number of incredible digressi, which have hardly anything in common
with his life and so far with his opinions. As Tirem attempts to reveal his life to us, he
wanders from a moment of him being begotten, thinabg contemplation of an influence of a
name or of the shape of nose on one’s charactardapiction of untying half a dozen hard
knots. In the same way, the style of narration iooiels throughout the whole book. While the
narrator interlaces his narrative with many addaicamusing stories about other characters,
with a series of philosophical musings in a moréees humorous tone, with several sermons,
or furthermore, with a tale by Sterne’s fictionar@an writer; the main character is placed
more and more in the background of the whole dfhius the book, seemingly primarily
dedicated to a gentleman Tristram Shandy, evegtabtbunds with many other different
heroes; paradoxically, more than with Tristram haths

Fortunately, in any case this does not mean negatmnsequences to the novel as such.
Conversely, it sustains its attractiveness fordasler because these characters are depicted
very skilfully with such a hearty sense of humaralweesses. Sterne thus creates many
entertaining colourful characters, which with tleepliarities of their own, must be nothing
but loved by the reader. It would be a great mistadt to introduce at least few of them. The
most amusing character is a figure of Tristram’sl@oby. His greatest hobby-horse is to
reconstruct over and over again, or at least tastamly talk about, the siege of Namur, where
he suffered his war-wound, which is very close seeret part of his body. Moreover, the
greatness of uncle Toby’s lies in his warm-heamrsgrand bashfulness bordering almost on
naivety but in the best sense. Another figure whnghrits to be taken in notice is Tristram’s
father, Walter Shandy. His serious philosophizibgw subjects that are far from being
serious and vital for a common life makes his ctiaravery eccentric and comic as well.

Furthermore, as the contentTaistram Shandys very heterogeneous and always
humorous and playful, the same may be observedmeea clearly within its form. By this,
the uniqueness of this novel also consists in 8ternmrestrained experiments with the
structure of novel. The arrangement of this nov&iugts all traditional conventions, which
usually facilitate the organization of any narratimto an intelligible, meaningful discourse.

These following examples may perfectly illustrdtes ttconsciously disturbed storyline: the



dedication placed within the ¥&hapter, the author's preface occurring within2068
chapter of the third book, a deliberate omissioored# of its chapters and its additional
appearance over several chapters further, thetimseaf blank pages, or paragraphs
consisting only of asterisks or dashes. In additiotinat, Sterne is also known for his original
exploitation of both conceivable and implausibleam® of typography. On account of that, the
two black and marbled pages, the special layothetext, the use of footnotes and diagrams
is nothing unusual ifiristram Shandy

Along with all of that, it is important to realizeat Tristram Shandyad originated in the
times when the novel in general was at its entg@rnings as a newly established literary
genre; and, as stated by Spacks, “the novel imemess enjoyed few rules of composition”
(18). In spite of this, it almost may seem thati$ten hisTristram Shandyampers, at least a
bit, even these few rules. Nonetheless, it isyfairlaccordance with many literary critics and
theorists, who are aware of its great extraordmems. For example, a Russian formalist
Victor Shklovsky labelJristram Shandys “the most typical novel in world literaturetdq
in Neubauer and Stewart 275). The reason for thig ghockingly resolute statement is the

fact that, according to Neubauer and Stewart:

It [Tristram Shandlyopenly displayed the characteristics of the gestringing together all sorts of
materials and applying devices for their own sakéaut even seriously pretending to tell a starg.
we may say, simply did what all novels do, onlglid so unashamedly, in broad daylight, which made i

the quintessential novel, the most authentic, hnd the most ‘typical’. (276)

What is more, this view thdrristram Shandgmbraces in itself all techniques ever existing in
novel-writing and flaunts it openly has inspiretbiof literary academics to propose the idea
that Sterne and his masterpidaestram Shandyespecially, embody a sort of foretaste of
postmodernism. As Patricia M. Spacks assertsntwuel is “a diverting, wilful, rule-breaking
work that bears few obvious similarities to othietibn of its own period or to anything else
before postmodern inventions” (254); or that i@yfliiness “foretells that of postmodernism”
(276).

Eventually, this brings us to the subject of thaslielor thesis. It is based on the
assumption that Sterne’s novidie Life and Opinions of Tristram Shandy, Gentlecated
back to the second half of the™&entury displays numerous characteristics typéal

postmodernist writings of recent times. On accaifrhat, the aim of this work is to



recognize, define and assort these putative pogtmad features ascribed Toistram Shandy
— to the novel, which had been written whole twadned years before the own term of
postmodernism has originated. Afterwards, on tloegas of the analysis of this novel of
Sterne’s, it attempts to deliver an answer whetherotTristram Shandys comparable to
postmodernist literature as such, and thus ifgiissible to consider this particular novel as a
postmodernist one.

Along with that, it needs to be said that this imgtfocuses not on all postmodernist
aspects of the novel but only on formal ones. Gahgiit discusses all the external qualities
of the novel, such as its language, narrative tigci@s, or also the arrangement of its printed
text. On the other hand, the work puts aside tlestipn of postmodernism’s relationship to
Tristram Shandyg content as well as to the circumstances whichléd Sterne to compose
this extraordinary novel. The reason for this deaiss that all of these elements have a very
strong and close connection to a historical contéxtte 18" century. In other words, between
the age of postmodernism and that of Sterne’s tiseaegap of two centuries. Then, it could
be expected that also the culture, the philosottigysocial setting typical of each age differs,
too. For example, the purposes, the motives, amthgpirations of both, postmodernist and
the 18" century novels are established on diametricaipaliate spiritual, cultural, social and
political bases. Consequently, this work seekstea and to describe particularly the formal
postmodernist features dfistram Shang, while the functional differences or similarities
shall be omitted.

As the work is focused on comparison of formal atpbetween the novélistram
Shandyand postmodernist literature as a whole, it igefal to refer to the first edition of the
involved novel. The problem is that its differediteons always represent at least a little
departure from the original, what concerns mostéy/field of typography. As it shall be
demonstrated in this work, Sterne was really a peds for this matter because he designed
an appearance of each page of his work, and sgpéritiwith an eagle eye. According to
Peter J. de Voogd istram Shandyvas thought as an aesthetic object, whose merits,
however, dissolve in its bad modern editions atignal layout of the pages or the initial
sizes of the font are modified (109). For the psof being as precise as possible, this
bachelor thesis works with the publication whichdas the first edition preserving Sterne’s

peculiar perfectionist typographical arrangements.



The work is divided into three main parts. The opgrchapter is dedicated to
postmodernism but principally to postmodernistréitare alone with its own peculiarities. The
most important moment of this passage is that desgrthe most recurrent techniques and
formal attributes within postmodernist prose beeaws this entire knowledge, the following
major part of this writing is based. The secondotdaconstitutes the key section of this entire
work. The content of this part is based mostlylework with the noveTristram Shandy
itself for it attempts to reveal within it the qiieds which are thought to be characteristically
postmodernist ones. All of these observed featmeslescribed and supplemented by several
examples selected especially for the purpose ofatelg the most apposite illustration as
possible. The last chapter of this bachelor thesiesigned to present briefly a contradictory
view on this discussed approachliistram Shandyit is an idea that the conception of Sterne
as a grandfather of postmodernism is very exagegiatd artificial. This opinion is rather
important for this work because it has been deféigemore and more supporters recently.
Moreover, it bears a new different point of viewtbe relationship betweeélristram Shandy
and postmodernism in general. The conclusion sfildrk comprises a summary of
postmodernist features distinguished mstram Shandyand subsequently, on the basis of the
conducted analysis, it attempts to bring the veémiicthe question whether this extraordinary
work of Sterne’s may be entirely labelled as amosternist novel or not.



1 LITERATURE IN THE CONTEXT OF POSTMODERNISM

It is necessary for a proper apprehension of thchlor thesis to achieve some level of
awareness of postmodernist literature. A certaimegd knowledge about this subject helps to
realize which postmodernist features Sterfgistram Shandyeally possesses or not. Along
with that, the main design of the following chapteto introduce the most characteristic and
the most important formal aspects recurrent wifoetmodernist literature. Nevertheless, it is
also essential to gain a little information aboogtmodernist writing as such. This passage
therefore, while depicting the formal charactecsof postmodernist literary works, also
introduces very briefly postmodernist authors drartaims. In addition, these pieces of
information are contextualised into postmodernisna avhole but this is done very generally
and marginally. The reason for that is that postenoidt literature is a much wider topic than
as it is presented here; and furthermore, it igm®principal subject of this work. In short, it
must be highlighted that this chapter discussesrpmiernist literature only in that extent
necessary for being able to build on it in the selochapter, which embodies the major
section of this work.

Firstly, it is important to define postmodernismsash. Postmodernism is one of the most
influential artistic and intellectual movementstio¢ second half of the ?Qsentury, which
have prevailed namely in highly technically andremmically developed countries of Western
world (Nicol 3). Butler states that postmodernisoold be distinguished by its extremely
radical incredulity towards all universal totaligitruths, which overshadow other different
minor opinions. It struggles for recognition of $keneglected points of view within those
predominating ones, and thus calls into questibpraiciples, which have been hitherto
assumed as unshakeably truthful (15-6). It couldaie that postmodernism wants us to be
more sceptical, cautious and attentive about tiait\@ctually happens around us. In short, in
postmodernist thought, nothing is always unambigusimply transparent, objective or
unbiased; on the contrary, everything is invarighly matter of relative, subjective, individual
and pluralistic point of view.

Despite this previous rather general delimitatibpastmodernism, this movement as such
has always been very ambiguous, and has raisadjadstions about itself. The reason is that

postmodernism is very hard merely to be defineg@ry (Malpas 4). What makes the



situation difficult is that postmodernism has bewamlved in a wide range of areas, from
vision arts, architecture, literature, to philosppsociology, history, political theory and also
theory of science. Consequently, almost each tsieconcerning the question of
postmodernism, according to what the aims of tbieidies are, sees postmodernism’s concept
and its starting point more or less differently {Bu2; Connor, “Introduction”1— 2;

Malpas 3—4; Nicol 1). Moreover, some authors eyeak about postmodernism in plural in
order to point out and emphasize the existenceiafemous different forms of postmodernism.
In accordance with that, Hans Bertens states ibdi& mapping the whole postmodernist
history that the emergence of postmodernism hagpeneach branch individually in

different speed, time and intensity (3-17). Onaaltounts, postmodernism appeared at the
turn of the 1950s and the 1960s as an opposingjoedao contemporary modernist techniques
(New 161; Sim 339-40) exploited in architectureeriture and painting; and had spread over
the other fields of art including photography, fitndance, and also in the sphere of
philosophy. In recent years, the same unclearriesas @ostmodernism suits the question
about postmodernism’s actual stage. While somelpaxgm that postmodernism is right by
the turn towards its exhaustion or at least thiabises its influence (Nicol 2), the other ones
see it still as a living phenomenon (Malpas 6)., Y&innor and Simon Malpas agree to a
certain extent that postmodernism reached itslz¢imoughout the years of late 1970s to the
early 1990s (Connor, “Introduction” 1-2; Malpas 5).

From all of that it can be seen that postmodermsssurrounded by a lot of ambiguity. On
the other hand, it is really inevitable to clar#ly of those shadows above its definition and
substantiality at least as for postmodernist ltteea Unfortunately, the same what was said
about difficulties of defining postmodernism coblel said about characterizing postmodernist
literature. Bran Nicol states that he personaltgéts ‘postmodern fiction’ as a category which
contains a number of different kinds of postmod@tion, a range opostmodernismsn
fact, rather than alternative ways of expressismegle, unified postmodernism” (XV-XVI).

On the other hand, there yet must be some prircgi@bling to label postmodernist fiction as
postmodernisbne; for how would we have ever known that thdipalar piece of literature is
postmodernist one? In spite all of these foreshadovonfusions and obstacles, this chapter
as a whole attempts to describe the most evidaracteristics of postmodernist fiction,



which have proved themselves as the most commaalyaging ones among postmodernist
writings.

Nevertheless, before embarking in seeking of attei of postmodernist fiction, it is
convenient to introduce postmodernist literatung/\ggenerally. Between the 1960s and the
1990s, postmodernist writing represented a cothefiterary works of that time in Europe
and the South and Northern America (Lewis 121-8)0Ag the well-known postmodernist
authors are often ranked, for instance, Samuel &gcgalman Rushdie, Gunter Grass,
Umberto Eco, Italo Calvino, Gabriel Garcia Marquéladimir Nabokov, William Burroughs,
Kurt Vonnegut, John Fowles or Thomas Pynchon. Podémist literature comprises many
traditional literary genres, such as parody or maltdgory, but few of genres are peculiar
only for postmodernism. These amagic realismButler 69; Nicol 121; Sim 310) that joints
realistic atmosphere with magical elements; kistbriographic metafictioriButler 70;
Hutcheon 105-23), which attempts to reconstrueaahistory from different points of view
and so create its alternative versions. Along itt, all postmodernist writers, no matter
what genre they do prefer for their writings, shifwe@ same thoughts with other
postmodernists (Butler 69). It is to show that ¢hisrnothing like an absolute truth what leads
into higher incredulity towards everything whaperceived. Many theorists specify that the
distinguishing element of postmodernist fictiontssinherent scepticism towards realism
(Nicol 19). To put it differently, the effort of gtmodernist authors is to show that the reality
projected by the text does not have to be necéssariransparent as it seems to be at first
glance, and thus arise some degree of ontologispicion towards the nature of the depicted
reality (Butler 27). On account of that, it may sethat postmodernist fiction is strongly
against realism but it is not the whole truth. Theorists agree that there is a sort of
ambivalence towards realism rather than opposifianvicHale states, “...postmodernist
fiction doeshold the mirror up to reality; but that reality,vaonore than ever before, is plural”
(39). Apropos, this corresponds to the generalnpodernist trust in pluralism of beliefs and
opinions. The last thing which needs to be mentiaeehat, according to the preceding
information, one might notice that all of the ab®tated authors and genres concern only the
field of prose; and one would be right, at leagtrlye Postmodernist writing really, but for a
few exceptions, consists of works of fiction. Stiilis important to be aware that, according to

Connor, postmodernist literature comprises alsdrp@and drama, though in a less significant



role (“Postmodernism and Literature” 66). Howeweith relevance to the topic of this
bachelor thesis, this work is focused only on pastennist fiction.

1.1 The Techniques of Postmodernist Fiction

In principle, postmodernist texts are very distivedy laboured in order to suit demanding
postmodernist aims, what is also in accordance thiHiterary techniques applied within
them. The amount of these literary techniquesfisita, ranging from traditional literary
figures and tropes, such as alliteration, anti)esetaphor or irony, to surprisingly shocking
plays with the text and even with typography. Despf that, this section attempts to deliver
at least a list of those literary devices, whickiehaeen proved as peculiar ones for
postmodernist fiction, or at any rate as often nem in it. With the intention of presenting a
well-arranged and comprehensible summary of thibay, have been divided into four groups
according to their chief function within the posuheonist text. Nevertheless, this type of
systematization is not as straightforward and urglmated as one could wish. Some
techniques may be motivated by two or even morpgaes at the same time, so they do not
come under only one particular group. A perfecineple of that is an unrestricted playfulness
inherent in postmodernist literature. Playfulnesgary natural for most of the postmodernist
texts (Butler 5, 21-3; Malpas 28; Nicol 2). Postmeust writers are aware of its power, and
they use it in various ways and forms in ordeffitst, point out the ontological question of
multiple realities which we live in; second, higjfit the unreliability of language as a bare
system of signs; third, demonstrate self-awareattexts that they are nothing more than
fictitious realities; and four, sustain the intdrac with the readers. Accordingly, playfulness
is really hard to be classified within the only agreup of postmodernist techniques.
Therefore, playfulness as a resulting effect ofra#intions and strategies within
postmodernist fiction is a common feature to alihaf four groups. Consequently, the four
classes of postmodernist techniques are namednglayth realities, playing with language,
playing with printing and playing with reader.

Finally, there two things left to be said beforeqaeding to description of individual
techniques and features of postmodernist writifgt,At is a notice that the following
examples of postmodernist attributes are very lgrdpeit not only, based on an influential

work of Brian McHale’'sPostmodernist FictionThis comparative study of postmodernist



works is one of the major publications concerniterary theory of postmodernist literature,
and thus has become an inexhaustible source to othaywriters dealing with the same
topic! The second and the last point is that it is neoggs clarify the terminology relating to
postmodernism in order to foreclose any possibRunderstanding. According to Nicol, there
is a great difference between the two problematims: “postmodern” and “postmodernist”.
While the first one refers only to a period of timkich is a part of our very recent history (or,
as mentioned formerly, for some people postmoderissstill contemporaneousness); the
latter one conveys the meaning of, in terms of Ni@set of ideas developed from
philosophy and theory and related to aestheticymoon” (2). In other words,

“postmodernist” signifies thoughts, assumptions arttic strategies related to
postmodernism as a whole but without the restmctibits time delimitation associated with
its own specific social, political and economic ditions. This is the reason why the adjective
“postmodernist” is preferred throughout this whaiark. While it implies the possibility that
postmodernist features may be found also in editéggature, the term “postmodern” excludes

this option entirely.

1.1.1 Playing with Realities

In postmodernist literature, playing with realityleodies a significant device of
postmodernist literature (McHale 45).These techesginus involve creating and subsequent
highlighting of pluralistic reality of a fictionalkorld within the text. Their purpose is to
“echo” (qtd. in McHale 38) the discontinuous reabif everyday life, which has happened to
be common to people living in a highly developedldicAccording to McHale, this new
lifestyle of the second half of the 20th centurgasistituted by several different levels of
realities, such as watching television, listeniogadio, chatting on the Internet etc., and
people thus deliberately live on the edge of rgaliid unreality also called hyperreality or
virtual reality. For postmodernist writing this nmsato imitate not as much the content of this
contemporary life as it was common for realism, touteproduce its multiple levels and
multiple realities, which switch over one anoth&8)( The second purpose of these techniques
is, as stated by Nicol, to make reading more diffiand thus more challenging and

! Many of the guides to postmodernism listed on Eariked page of this work repeatedly refer to Maal
Postmodernist Fictiomvhich is the reason why his book has become tesemt a central source of information
in this chapter.
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encouraging for reader to become more involvetiénprocess of constructing a fictional
reality (XIV).

First of all, the easiest way of creating an atgpictional reality is alisordered
narrative, also denoted dsagmentation(Lewis 126-8), whose aim is especially to
complicate reading and make it thus more attraca motivating for the reader. This may
involve an uncommon treatment of time, such asgethag in time, or an inappropriate usage
of cause and its resulting effects. However, béttn@se instances shall be discussed further
in more detail as parts of other postmodernistriggles.

For the same purpose, postmodernist writers atsmter lot of interestingpntradictions
within their fictional worlds, which may take vaus forms (Butler 80; McHale 114). For
example, they could range from the inconsistencsirople facts to great illogical paradoxes.
Beside contradictions, a different technique ofitganultiplying is juxtaposition(McHale
45-6). This term means to put side-by-side two oramealities, which differ in the sense of
their time or place framework. Thus, juxtapositadrcharacters from past and present is
nothing unusual within postmodernist fiction. Wiefrequent too is the enriching of one
reality by the insertion of an unpredictable evaritich seems to belong to totally different
story, world or level of reality. This method idled interpolation(McHale 46). An
analogous technique msisattribution when impossible and unreal attributes are astgtibe
an object for which these attributed charactessti® unlike or even implausible (McHale
47— 8).

Along with that, postmodernist texts are rich iotuer strategy of creating plural reality,
which isrecursive structuréMcHale 112—-4). This method is more complex ardbetated
than the previous ones in that it creates multglels of a fictional reality. The principle of
this device is again to create a multilevel texg.aAresult, we have a fictional story within
another fictional story, which exists only withimetframework of the paramodntorld. This
can be achieved, for example, by reading a stooytedomeone who is reading a story about
someone who is reading a story about someone whics@on. This recursive structure is

very difficult to read because it may be extrenteyd to not get lost among so many levels of

2 The term comes from sociologists Berger and Luckmirdenotes the reality of everyday life, whick w
inhabit, and share with other people, and whictea@ape from to experience other realities (McHzife,
Nicol 8).
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reality, and still know which one of them is thar@mount one. The effect of multiple
realities can also be reached by the methodisrking paths when the reader is enforced to
choose only one option from many other ways (McH#&I6-9). Similarly serves the method
of multiple endings or beginningd the text, which require the reader to coopeirate
constructing of a fictional world (McHale 109—18nother option may also hgrcularity,
when the text has neither ending or beginning (MeH40-11).

Concerning the treatment of reality in postmodétitisrature, another very recurrent
feature igntertextuality(McHale 56). This term refers to the idea thatiwg a new text
means nothing more than referring to or merelya@pcing of earlier thoughts. Paul Sheehan
asserts that any text holds its “more or less mditebt to its predecessors” (31), and is “seen
as perpetually referring to other ones [texts]”)(3@ postmodernist literature, intertextuality
is really common, and it is manifested, for insigray quotations from works of past, by
various referring to them, or else by stylisticalifferent styles, which are mixed up together,
even though they are typically viewed as incommeaisda ones (Nicol 2). In connection with
intertextuality, postmodernist literature is algpital for its technique, or rather a genre,
calledpastiche According to Malpas’ definition, pastiche works the very similar principle
as parody does in borrowing of other authors’ wamkd styles; on the other hand in contrast
to parody, pastiche is without an intention to mockriticize them (135). For some
postmodernists, pastiche may lie on the boundatty puire conscious plagiarism, as
borrowed characters and even whole chapters améfplevithin postmodernist literature
(Nicol 60). However, the writers defend themselihet it is only, as Nicol calls that, “an
aesthetic strategy” in their works (158, 159). AJamith that, if they really copy the ideas of
other authors’ on purpose, what is then the rea$tims deliberate unoriginality of theirs?
Frederic Jameson, a literary critic and theorishds the answer: “in a world in which
stylistic innovation is no longer possible, alltisaleft is to imitate dead styles, to speak
through the masks and with the voices of the stylése imaginary museum” (gtd. in Storey,
150). This statement is completely in accordandk miany other theorists and also writers
who often label postmodernist literature as theadéhe death of the novel” (Hutcheon 40;
Lewis 125) or as the “literature of exhaustion” (BaLewis 122).

Next, in the connection to intertextuality, the hut calledransworld identityis also

frequently noted for postmodernist writings. Transi identity expresses the ability of
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character to transgress one level of reality terstiiMcHale 57). Thus it is rather often that
the hero may travel from past to present, and foogsent to future; or that a famous historic
person passes from the real world to a fictiona, @m else, that the character from a famous
literary work wanders to another literary fictidn.respect of that, McHale adds that
postmodernist authors seek to foreground this bayndetween the real and a fictional world
utmost obvious (90), what may be even more distaterg and frustrating for the reader.
Lastly, the list would not be complete without anere very important postmodernist
technique foregrounding various degrees of redlitig.self-reflexivity which is a greatly
distinctive feature of postmodernist texts (BuB86r Nicol XVI, 35). This term means to be
conscious of one’s own self and to be directed Wwac#ts at oneself. Nicol states that in the
field of postmodernist literature this involves,salf-reflexive acknowledgement of a text’s
own status as constructed, aesthetic artefact” JXMius, this self-consciousness is not
merely present in the text proper; moreover, igsence is extraordinarily obvious in it.
Postmodernist writers by no means conceal thaingré fiction is only an act of constructing
a new reality and that they create just a partiontarld among many others. By contrast to
realist authors, they foreground this fact and draader’s attention to it as often as possible
(Nicol 35). As a result of that, postmodernist geate full of various strategies to underline
their self-reflexive nature. Then, it is not sugmmg that this quality is ranked among the
techniques, which play with realities within a nbvighe reason for that is that self-reflexivity
is so distinct and unusual feature that it deflpiteust attract reader’s attention and distract it
from the reality of a fictional world upon itsedind thus a new level and kind of reality is
introduced into a fictional world. One of the medkf foregrounding this aspect of
postmodernist texts is self-advertisement of thb@ywhen the author enters and leaves the
fictional world which he or she has created. Thiétess reveal and display themselves to the
reader in the situation as they are working onéfée(McHale 199). Moreover, McHale says
that sometimes, the authors prove their “ontoldgageriority” over the fictional world, as if
they were the masters or gods of it; they have poaveontrol, manipulate, create, de-create
and over and over again recreate their charadbyscts and events within a fictional world
before reader’s eyes (210-1). Along with that,-sefliexivity concerns also the characters of
postmodernist fiction. They already are or slowdgtme conscious of their unreality. This

characters’ self-consciousness may appear in diffategrees; sometimes only as a
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momentary thought of a character, next time aspision, and another time as a strong
conviction (McHale 213-5).In other cases, a charastnot convinced about his fictionality
until the author him- or herself reveals it to adcter. As McHale states, this “face-to-face
interview between the author and his charactevery widespread among postmodernist
writings (213).

On the top of all of that, reflexivity also conceitie readers themselves. The author’s
addressing the readers creates a powerful effeetlise it bridges reader’s real world together
with a fictional world projected by the text. Nethezless, as it is peculiar to postmodernist
literature in general, even in this case the asthgrto make a situation more uncertain and
difficult. On account of that, McHale says thatithexts often include the second-person
pronoun “you”, which is used very ambiguously amgdannily. As the result, it is not clear
who exactly is meant by this addressing; whethisrtite reader him- or herself, or merely a
character performing in a fiction (224). Eventuaitycreates another kind of perspective upon

reality.

1.1.2 Playing with Language

Within the context of language, there must be nometil that postmodernism’s approach
to it is, to a great extent, inspired by Jacquesides theory of deconstruction. The central
idea of his concept is that the relationship betwlaaguage and the reality described through
the medium of language is a suspicious and impremie. Butler states that language is
nothing more than a “cultural construct”, which apps to be unreliable, misrepresenting and
highly relative because to apprehend it always méamsert into it own subjective
interpretation (17-21). In other words, languag@dspable to describe the reality precisely
the way it is. The constructivist nature of langeidgs become one of the most principal
matters of fact which attracts the attention oftpmglernist writers. In their writings they
attempt to acknowledge that, as McHale puiny, fictional world, character, object or action
depicted in a novel or a story is nothing more thaionstruct realized by the signs of
language (45). For the sake of foregrounding tes, they deconstruct the plausibility of a
text, and subsequently incite readers’ incredutityards language’s power of reliable

description. Postmodernist authors employ manhafe deconstructive techniques, most of
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which are virtually unlimited experimentations widnguage; so the resulting text may seem
disrupted and completely illogical.

The first strategy is connected with the disorgatidan of postmodernist narrative. This
may involve, for example, very uncommon sentencestractions, which are usually
disarranged and devoid of a syntactic control (834As a result, the postmodernist texts
seem to be deliberately disrupted, discontinuodsagmentary. Together with that, they may
also appear to be arbitrary ordered, but in faety tare not. According to McHale, all
postmodernist texts are “precisely in order torilatneir haphazardness” (157). In this sense,
this ordering principle can be an alphabetical ooteanother concealed system, which is
usually known only to the author of the text.

Other techniques of, in McHale’s terms, “the foagrding of the linguistic medium”
(148) ardexical exhibitionisn{151-3) together witbataloguing(153—4). In these cases, one
possibility is that the authors name a mere listofds without any obvious logical order.
They also may use very striking words which arkezimutually stylistically
incommensurable or very bizarre themselves. Thesdswsually come from peripheral
vocabularies and so work repulsively upon readeraddition, a closely related technique to
all of those previous ones is a method caltleteroglossig166—71), which is also often
involved in postmodernist texts. This strategyasdd on injection of a very specific register
of language, such as the language of criminalesror language used in military, into a
common everyday discourse. This strategy is vemylai to lexical exhibitionism discussed
above, but with one difference. In this case, duth¢ more authentic presence of different
view and voices which are enabled through hetessigo the plurality of reality is much more
evident.

For the same effect, postmodernist authors usénanstrategy. It is the method of taking
the text literally letter by lettey as mere signs (156—9). What is exploited hetieeshape of
the letters for evoking some resemblance with okfiie objects, their sounds for the purpose
of alliteration, and sometimes the letters are usdy, as expressed by McHale, as means of
foregrounding “a transparently pointless and enfiptsnalism”(158).

The last recurrent technique within postmoderitistdture focused on trifling with
language is the experimentation witletaphorsThis can be, for example, their absurd or

mocked exaggeration, when it is transparent tleatrtbaning of these types of metaphors
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must be taken cautiously (McHale 144-5). Conversedgravating of metaphors is also often
used in postmodernist fiction. The meaning of mietap of this particular type is very unclear
and therefore it could be very confusing for thedex to decide whether the expressions are
meant to be purely metaphorical, or on the othedhto be wholly literal (McHale 134). As a
result, the reader must be really cautious and tpeat possible connotations of every word
or phrase within the text.

As it was said, the reason of all these techniggiesforeground the linguistic medium.
The problem is that this is not always the only aintheirs. As they draw our attention on
language and its deconstruction, they simultangairsle away our attention from the reality
of a fictional world to the reality of that consttad text. Consequently, this fact brings us
back to the first group of techniques used by podimist writers — that of the creating of a

plural reality.

1.1.3 Playing with Printing

The following techniques are based on playful, mmecmn and very innovative
exploitation of typography. For postmodernist factj plays with printing are very typical and
make it so distinguishable from other types of wgt The purpose of theirs is closely related
to those discussed above: to point out consciossufes fictional world that itself is only a
reality projected by the text comprised in the hdokmirror a language deconstruction and to
transgress among different degrees of reality. Wittie framework of printing, the easiest
way to fulfil these intentions is to draw readeattention towards the materiality of the book,
what can be realized by several different procegdasing a visual accompaniment of the
text, special layout of the text and a distinctifgization of typography.

First of them may be an occasional insertioblahk page®r the text printed onoloured
sheets of paper (McHale 183). The text accompami#tdsome provocative illustrations or
photographs can serve as the second way of forediogithe physical corporeality of the
book. However, postmodernist writers more oftemtiflastrations use so-calleahti-
illustrations which do not possess any obviously relevant egfez to the text (McHale 187—
90). According to this, the same effect can be edlny theext’'s arrangemeninto some
abstract ornaments or other shapes, which may pmmiacorrespond with the content of the
text (184-7).
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In addition, another playful and exceptional empieyt of printing is the strandayout
of the text, which fully mirrors a disrupted naivatcreated by postmodernist authors
(McHale 181- 2). This type of method may includeuanommon spacing of the text
supplemented by incorporated wide stripes of thalglor interposition of some illogical
clusters of signs, e.g. exclamation marks togetlir slashes, dashes and commas. Among
postmodernist works, a very frequent alternativehéd is the text divided into extremely
short, often only one sentence long, chapters r@gpaphs.

The last typical postmodernist method of highliggtof a physical nature of the book is a
very special employment of the meangygiography The first technique is in general nothing
uncommon in literature; it is the use of variouysety of font in headlines and titles, but with
the respect to postmodernist works, this may linlgesughout the whole text (McHale 182).
The second technique itself is a peculiarity oftpaslernist literature and it is that type of
printing which, according to McHale, literally fags the reader to manipulate the book in
order to read it. This involves all different argements of the text than that classical one,
which read from left to right line by line. Thusgtmodernist texts may often be printed
upside-down, from the right bottom corner of thekapwards left upper corner, or
diagonally or in a spiral. Simply, there are noitgrior the text’s arrangement, so when the
reader wants to read the book, he or she hasnattcompletely around or sideways, or tilt it
in various angles (183). Moreover, a techniquesdaimultaneityis bound up with these
derangements (McHale 190-3). In postmodernislitee, simultaneity means that the text
projects two or more parallel stories at once, thedeader is encouraged to read these
narratives simultaneously, which is infeasibleantf The purpose of this schizophrenic
organization is again to heighten book’s mategjaitd to introduce another level of a
fictional reality. Consequently, many postmodermistks are typical for a very unusual text
layout. For example, the text may be divided irgeesal columns, or the main text is
accompanied by footnotes, whose text representseaett point of view than the main text
does. Additionally, simultaneity induces in thedeis the feeling of tension because they are
forced to choose what to read as the first. Yel tiee following section is going to reveal to
us, evoking tension and other feelings, which maypérceived as very unpleasant by the
reader, is another one most typical technique sfrpodernist literature.
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1.1.4 Playing with Reader

As a whole, it may seem so far that postmodernigers love to play with readers’
alertness. It is very true, but beside alertnéws; also tempt their patience by evoking the
feelings of hesitation and even annoyance (McHaR 192, 206, 226). The purpose of that is
to intensify reader’s incredulity towards the pbggy of a plausible knowledge of truth.
Moreover, Steven Connor and Bran Nicol agree thataf the chief aims of postmodernist
literature is to strongly oppose consumerist sgqi€bnnor, “Introduction” 6; Nicol XIV).

This attitude is absolutely common for whole postiermist art, but in literature this
confrontation is especially obvious. Accordinglte tatter two mentioned theorists, consistent
and logical narrative does not require any sogfaged way of reading. Consequently, the
readers of these standard texts do not have to ®cemuch effort to understand their
meaning; and thus, they only consume them passivigiput any thorough thinking. As a
result, postmodernist writers seek to challenge tkaders to be more critical, enquiring and
active during the process of reading. They recanir@ctive participation from their readers in
the construction and interpretation of texts (N&b). In relation to these statements, all of the
previously mentioned techniques recognizably styareate reader’s uncertainty
accompanied by tension, which may sometimes overgrto his or her irritation. This
happens especially, when the reconstruction afteofial world becomes owing to those
methods very difficult and complicated. Howeversimodernist fiction employs some other
techniques designated particularly for attainirestheffects.

One of the techniques warranting readers’ growiegjthtion is their deliberate
mystification(McHale 115-9). The readers are all the time eirtreading incited to be
thinking about a fictional world about which theygaeading to be of some sort, but out of the
blue, there occur some new facts in the text wtticbw completely new light upon that
reality and the readers are utterly demystifieceyTtio not know what to think about the
reality projected by the text, whether to believerinot. The readers have no guarantee where
a genuine truth lies. Together with that, theyratber aggressively reminded that they should
be more wary while reading and interpreting adic#l reality projected by the text.

The feelings of readers’ wondering tension, doabis insecurity may also be evoked by,
as McHale says, eontrastive banalitf{76—7). It expresses a discrepancy, which occuite q

often in postmodernist works, between the projectadity and the emotional state of the

18



projected character. McHale calls this situatioficharacters’ failure to be amazed by [e.g.]
paranormal happenings” and he states that it “sev@eighterour amazement” (74). For
illustration, a very thrilling and dramatic situatiin which the characters are found is
perceived by them coolly, impersonally and withany deep interest. Consequently, this
evokes in the reader a tension and a sort of amoeylaecause the projected state does not
correspond with his or her stereotypical apprelmnsf the world.

In postmodernist literature, the feelings of vesatare often achieved through other
means. One way is the involvemenhaghly-charged text's contef#cHale 152, 158). For
example, sexual, sadomasochistic and violent matés/ery common in postmodernist
fiction. Especially, when scenes with this kingpobvocative and sometimes even very
unpleasant content are inserted in the text uneéeglc aggressively, shockingly and
impudently, then it excites the reactions and etsrattention of readers immensely. To
intensify this tension in the reader, this techeitgiused predominantly only together with
language which at the same time draws reader’stattetowards itself. “The juxtaposition,”
as McHale states, “between this highly charged alexaterial and the coolly arbitrary formal
pattern is intensely strange and disorienting” {188d he adds: “The result ... is electrical:
we are arrested by the contents of this text—whettieacted or repelled makes no
difference—and simultaneously alienated, distanbgdts transparently arbitrary form”
(159). A different technique of making the readssliing irritated is to address him or her
directly and more or less aggressively. The readgren much more emotionally engaged
when constructing and interpreting a fictional widokecause, as it is now obvious, even
annoyance serves as a reliable postmodernist tpahiof attracting reader’s attention. The
extract from “Offending the audience”, a play byd?ddandke, who is a postmodernist
Australian novelist and playwright, summarizes ttea very precisely: “We will insult you
because insulting you is one way of speaking ta yourhe distance between us will no
longer be infinite” (qtd. in McHale, 226).

To conclude this chapter, it is important to hightiagain that it is not possible to list here
all of the features of postmodernist literaturee Teason is simple: the number of theirs is
huge and the extent of this bachelor thesis ieratstrained. Together with that, not each of
them would be relevant to the topic of this workefe are mentioned only those

postmodernist qualities which are denoted by Mchal¢he most frequented ones within
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postmodernist fiction. In addition to that, the @ad criterion for this particular assortment is
the relevancy of selected postmodernist attribtatdse topic of this work, the nové&listram
Shandy Consequently, the features which had to be odhite, for instance, paranoia or the
fantastic bordering with science-fiction for thay &0 specific and thus too irrelevant to
Tristram ShandyOn the other hand, the most essential featurpssiiodernist fiction are
intertextuality, reflexivity and playfulness (Butlg, 21-3; Nicol 1-2; Malpas 28) which are at

the same time also the three most distinguisheithaties ofTristram Shandg.
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2 TRISTRAM SHANDY IN THE CONTEXT OF
POSTMODERNIST LITERATURE

It is claimed by many literary theorists and csttbat the eighteenth-century novel
Tristram Shandghares comparatively many features with postmasiditerature of the
20" century. For instance, Simon Malpas suggestsTttistram Shandys one of the texts
which employ “many of the formal techniques idertifby McHale”, although it was
“written earlier than what tends to be recognisethe era of postmodernism” (28). This
chapter undertakes a task of detecting these pdstmist characteristics ifristram Shandy
Nevertheless, due to a length restriction of tlajggy, it is unthinkable to write out each
example occurring within this extensive book aretdifiore the individual postmodernist
moments involved ifristram Shandyvill be summarized to some extent, and in eitlaesec
supplemented by several clear examples. At any tfeganost obvious postmodernist aspects
inherent tolristram Shandyre: an ever-present self-conscious reflexivitstyipg with
different levels of reality in the form of uncoubta digressions within the main narrated
story, a full exploitation of typography, jestingtivthe reader, and finally, a resulting
inevitable playfulness of this novel.

However, in order to show an evident indicationha continuity existing between the
novel under our consideration and postmodernestditire, and to demonstrate it as
systematically as possible, the postmodernist aisreppearing ifristram Shandghall be
discussed in the same order as it was in the dabe most frequent techniques employed by
postmodernist writers. It means that these attesbutill be again divided into four groups
according to their main merits allegedTinstram ShandyFirst, these are postmodernist
features which are connected with the processrehlity capturing; next, those related to
playing with language; those associated with tleegss of printing; and lastly, those features
which are involved in hoaxing on the reader. Onttpeof it, there need to be stated that all of
these four categories representediiistram Shandyave one thing in common. Itis an
ensuing sheer playfulness, which could be realtyffiem each page of the novel — no matter
whether it stems from a playful language, typogyapun disordered narrative. More
importantly, playfulness is a very distinctive Inadirk for postmodernist writings (beside
reflexivity and intertextuality), and thus it coube@ regarded as the first postmodernist feature
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of Tristram ShandyOver and above, this statement is in accordanmiteSpacks’ words that
“the playfulness offristram Shandy.. foretells that of postmodernism” (276). Considgri
the range wher@ristram Shandg playfulness is present, its nature will be destated
subsequently throughout the following chapter &siiaof Sterne’s effortless treating of

various techniques, which appear to be surprisiagiylar to postmodernist ones.

2.1 Playing with Realities

According to the previous chapter of this work, tiadimarks of postmodernist literature
are reflexivity, intertextuality and playfulnessicathe same could hold féristram Shandy
Although it may not seem, each of these three tesiis very closely connected to the matter
of dealing with realities. In this part, the atientwill be focused on reflexivity, and
intertextuality, along with other postmodernistrfal aspects sustaining various levels of
realities incorporated within the novel.

First of all, what is very often considered asniest obvious postmodernist feature of
Tristram Shandys its all-pervasive self-reflexivity. As notifiad the chapter dealing with
postmodernist fiction, self-reflexivity means tlaamhovel or any other form of writing is
conscious of the fact that itself it is nothing mdnan a part of a fictional reality. As regards
Tristram Shandysome readers might find it very unusual thatr&eries to in no way
conceal but openly confesses the fact that whdblee is a mere generating of a narrative. It
is this very feature which so much attracts theleesi attention when reading this novel. This
self-awareness of the novel is present throughlbthie@nine volumes, and proves itself in
different forms. For example, the writer continugueddresses his readers: “The world at that
time was pleased to determine the matter otheniesgdown the book, and | will allow you
half a day to give a probable guess at the groahttss procedure” (I, 10, 17). Furthermore,
he refers very directly to his critics and evemi®publisher in order to remind us that what
we are reading is only a content of a publishedkhb@oose purpose is to earn money.
Tristram Shandyg self-reflexivity could be observed also in aguent entering of the author
into the fictional story as he reveals and dessribetives and train of thought, which led him
to write in the exact way he did and not otherwiggs extract from the f4chapter of the
first book, may serve as an illustration of thatresnarrator explains why his narrative is so

extensive and detailed:
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- - - - for my own part, | declare | have beentdhése six weeks, making all the speed | possibly
could,—and am not yet born: - - | have just bedp,and that’s all, to tell yowhenit happen’d, but
nothow; - - - so that you see the thing is yet far frormigeaccomplished.

These unforeseen stoppages, which | own | had noegtion of when | first set out; - - - but
which, I am convinced now, will rather increasertiitbminish as | advance, - - - have struck outrd hi
which | am resolved to follow; - - - and that is,-not to be in a hurry; - - - but to go on leisly,
writing and publishing two volumes of my life eveygar; - - - - which, if | am suffered to go on etly,

and can make a tolerable bargain with my booksélmnall continue to do as long as | live. (I, 35)

Beside reflexivity, the next highly dominant postieenist feature trifling with multiple
realities inTristram Shandys the issue of intertextuality. The novel abouatisrly with
references to world literature, starting with therks of great Greek philosophers, through
Homer, Shakespeare, Cervantes, and Rabelais, termtidnkers, such as Locke, Hume or
Voltaire, and many others. There can be distingadsteveral forms of these references in the
novel. These are: a direct quotation, which isrofiated in its original language (especially in
Latin, French, or Greek), an indirect quotatiorgtfmte, or a mere subtle allusion to the
original work. In most cases, the references aplayed explicitly but there are also many of
them, which are very implicit and may even vergelagiarism. Apropos of this, in the end
of the 18" century Sterne was really accused of plagiaribipgohn Ferriar. However,
nowadays it is widely believed that to plagiarizeswot Sterne’s original intention but, as
Walsh states, a “part of a self-conscious iroritual strategy” (“Sources, Imitation,
Plagiarism” 120); and Jackson adds, “it is perttapsstrangest part of Sterne’s complicated
joke that it went undetected, or at least unpubdidj for almost thirty years, and that when the
borrowings were recognized, the jest was not” (1B8pther words, it is assumed that Sterne
had appropriated all of these borrowings from othketers, whether he fully confessed them
or not, principally in order to parody them or, whaay be more probable, to point out the
self-parody of his own novel. This assumption seenige quite reasonable because as
claimed by McHale, “parody is a form of self-reflien and self-critique, a genre’s way of
thinking critically about itself” (145). Besides, Bl. Jackson adverts to Sterne’s own remark
included inTristram Shandyn which he seemingly condemns stealing or bomgwrom
other writings but at the same moment he doesrsagh the stolen words of Robert
Burton’s, an English scholar (124). Moreover, Al&koumal, a translator of Tristram

Shandy into Czech, asserts that even Burton hirhaelfoorrowed this passage from other
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authors, which means that it is the matter of fériplagiarism® what as a result has even

more humorous and parodic effect:

Tell me, ye learned, shall we for ever be addingisch to théoulk—so little to thestock?

Shall we for ever make new books, as apothecaré® mew mixtures, by pouring only out of one
vessel into another?

Are we for ever to be twisting, and untwisting gsame rope? for ever in the same track—for ever
at the same pace?

Shall we be destined to the days of eternity, dg-tays, as well as working-days, to be shewing
therelicks of learningas monks do the relicks of their saints—without kilhg one—one single
miracle with them? (V, 1, 309-10)

Additionally, in the light of the fact that many gtmmodernist writers were also blamed for
stealing somebody else’s thoughts for they avaifadtertextuality to create parody or
pastiche of other literary work$ristram Shandg overwhelming exercise of intertextuality
may thus be regarded as another postmodernistéeaitthis novel.

Along with reflexivity, intertextuality, parody areven self-parodylristram Shandy
embraces another very typical element of postmastenmitings which is an unusual
treatment of reality endeavoring to create itsalty. Sterne, as well as many postmodernist
authors, attained this effect of manifold-realifyriarrative disorganization. The scheme of
the plot ofTristram Shandys characterized by a temporal disorder, in whichnarrator
strides backwards in time, forwards, then agairklwacds and sometimes he departures in a
completely different direction from the chief sutijeSterne’s use of digressions, which enrich
and from time to time even build up his narratigeso extraordinary that it is very often
considered as a masterful one. Then, it is notrsimg that due to this digressional tendency
of the narrator, he comes at the point of his owtt owhen apprising us of his life, no earlier
than in the third volume of the novel. The problerthat the novel comprises so enormous
amount of these excursions that it is really hartta get lost within them. The resulting
multiple-level reality could seem very confusinglanmay eventuate in that we do not know
on which level of reality we are momentarily ocangrwithin our reading. It may be difficult
to be able to follow up and to orientate onesethmstory line. The reader is thus forced to
speculate if it is still a digression or the maiorg proper. On the account of that, René Bosch

% ... toto horleni proti plagiatém prevzal Sterne téii doslova z Burtona a ten zas z jinych aiutdredy
trojnasobny plagiat s humoristickym zé&mem (Sterne, 543).
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applies the term “labyrinth of digressions”, whicitly suits this puzzled and confusing style
of narrative which is so much characteristic taistés Tristram ShandyLet this excerpt of

the novel speak for itself; it involves novel’s digsive nature and its reflexivity at once:

My mother, you must know,——Dbut | have fifty thinggre necessary to let you know first,—I have a
hundred difficulties which | have promised to clegr and a thousand distresses and domestic
misadventures crouding in upon me thick and thode-bne upon the neck of another,——a cow broke
in (to-morrow morning) to my uncl&bys fortifications, and eat up two ratios and hdlfloed grass,
tearing up the sods with it, which faced his homrand covered way.Fim insists upon being tried
by a court-martial, —the cow to be shotStepto becrucifix’'d,—myself to beristram’'d, and at my

very baptism made a martyr of,——poor unhappy dehig we all are!'—I want swaddling,——but
there is no time to be lost in exclamations.——Iééeft my father lying across his bed, and my uncle
Tobyin his old fringed chair, sitting beside him, andmised | would go back to them in half an hour,
and five and thirty minutes are laps’d already.—a@the perplexities a mortal author was ever seen
in,——this certainly is the greatest, for | havafen Slawkenbergitssfolio, Sir, to finish——a dialogue
between my father and my undleby,upon the solution dPrignitz, Scroderus, Ambrose Pareeus,
PonocratesandGrangousierto relate,—a tale out @&lawkenbergiuso translate, and all this in five
minutes less, than no time at all; —such a head!avto heaven! my enemies only saw the inside of
it. (111, 38, 211-2)

In addition, Tristram Shandyg digressions occasionally serve in the similay aa
postmodernist usage of contradictions within theatad story itself, and as such they may be
seen as another means of playing with realitieghAgseaders proceed in their reading, they
perceive the submitted reality in a certain way,than after several various digressions and
chapters, a different viewpoint upon a whole sitrais revealed and their primary estimation
is dispersed. Along with that it must be admitteatttin contrast to postmodernist fiction, in
Tristram Shandyhis has always only a humorous effect. For insganncle Toby’s
misunderstanding of the word “bridge” may servaasdeal example of that — all we know is
that Dr. Slop is making a bridge in the kitchen Wwhich type of it or what for is not
mentioned. Consequently, Toby in all his all goainand under the influence of his hobby-
horse thought that he is making a dummy draw-bri@gspite of this, seven chapters further
it is disclosed that Dr. Slop was making a bridgerfewborn Tristram’s nose because as he

was bringing him into the world, he accidentallpke him a nose. However, before the
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reader is informed about this matter, a numbetarfess connected to warfare had been
detailed.

Sterne exploits also another technique occurringpstmodernist literature, which is
called interpolation. It is the method of an unectpd and surprising insertion of one event
beside the other one. In the cas@eétram Shandythe main narrative is rather frequently
disrupted by the narrator’s unanticipated assariatand thoughts, which lead to his famous
digressional stories and chapters or into the arttges to his critics and readers. The example
of this may be the instance when Tristram is netphis story and suddenly, in connection to
what he is talking about, he starts to think at@ogirl named Jenny whom he is in love with
very probably. Eventually, because the readersodl&mow who the mysterious woman is, or
what her role in the story is, this may have dyaionfusing effect on them.

What else brings into the novel a next level ofitgand is consistent with one of the
techniques within postmodernist fiction is the Higihting of physicality of the book. Sterne
forces his readers during their reading to browseugh the book backwards and forwards,
and thus to manipulate it. The attention of theleeas again attracted in a different direction
than that of the reality of the main story. It neéal be said that Sterne employs this strategy
less often than the other methods (also in contogsbstmodernist authors); but it has no
impact on the fact that it still proves his creg§ivThe following example serves to illustrate
the previous two phenomena occurring mstram Shandywhich may be considered as

postmodernist ones:

How could you, Madam, be so inattentive in iegdhe last chapter? | told you inTthat
my mother was not papist——Papist! You told me no such thing, Sir. Madarbeg leave to repeat it
over again, That | told you as plain, at leastwasds, by direct inference, could tell you suchiag.—
Then, Sir, | must have miss’'d a page. - - No, Magagyou have not miss'd a word.——Then | was
asleep, Sir—My pride, Madam, cannot allow you tiefiige.——Then, | declare, | know nothing at all
about the matter.—That, Madam, is the very faldylto your charge; and as a punishment forig I d
insist upon it, that you immediately turn back.ttisaas soon as you get to the next full stop, read

the whole chapter over again.

But here comes my fair Lady. Have you read @again the chapter, Madam, as | desired
you?—You have: And did you not observe the pasaggm the second reading, which admits the

inference?——Not a word like it! Then, Madam, beggled to ponder well the last line but one of the
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chapter, where | take upon me to say, “It wasessary should be born before | was christen’d.” Had
my mother, Madam, been a Papist, that consequeda®tfollow. (I, 20, 51-2)

Here, the imaginary dialogue between the writerafidtional woman-reader may represent
a sort of interpolation, and the book’s materidligg in the matter that as she is compelled to
read again that certain passage, the real reaooisspicuously forced to do the same.
Nevertheless, the most extraordinary example ah8te incredibly conscious utilization of a
physical feature of the book is the blank pagdathirty-eighth chapter of the sixth volume,
where the readers are invited to paint a picturgidbw Wadman on their own as how they
imagine her.

To conclude the list of postmodernist techniquesoaraging a multiple-reality of the
story of Tristram Shandythere remains to mention the last two but conepladifferent
techniques. First, there also could be found a skgit flicker of misattribution in the novel.
Namely, that may be in the instance of uncle Taly lais man, corporal Trim. Both of them
as military conducted men should give impressionigbur, stubbornness, stiffness and
courage; on the contrary, they are depicted imtwel as the two gentle, amiable men, who
are full of humanity and charity. Especially foetbharacter of uncle Toby, this witty
attribution of a soldier as a sensitive man, whiaéxperienced and extremely shy in the
delicate matter of women, creates a very comidacefHowever, this misattribution is
probably the only one occurring within the wholeveb

Finally, the lasfTristram Shandg postmodernist feature ranked into the categbry o
playing with realities could be seen in the abseridbe novel’'s proper ending. Its final
discussion about father’s bull kept for the seratéhe parish ended up with the statement
that “all this story is about—— A COCK and a BULL—and one of the best of its kind”
(IX, 33, 588) may signify both, a witty self-refiee ending of the book, through which the
reflexive essence of the novel is highlighted, eraty, the end of one digression and the
beginning of another one at once. Although, itasdhto judge of Sterne’s real design of that,
the situation may closely remind of postmodermsgts which, in terms of McHale, “seem

both open and closed, somehow poised between tig(1@9).
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2.2 Playing with Language

Next postmodernist features recognizediiistram Shandyery frequently concern the
matter of language. Sterne is well known for hayplg with language and it may be said that
Tristram Shandys the novel, which incredibly transcends a stathdae of language and
explores its possibilities and boundaries. Consettyiehe novel is full of experimentation
with various syntactical and lexical devices inwotya disordered narrative, an unusual
sentence structure, figures of speech, puns ard otbre.

In respect to that, the most obvious characteridtitristram Shandys its fragmentary
language reflecting a disorganized nature of theatige itself, which is the same as with
postmodernist fiction. On the account of thaistram Shandyften displays the lack of
syntax and an apparently uncommon fragmented semt@nstruction. In the novel, this
fragmentation is demonstrated by the abundant pecesef short along with long dashes,
hyphens, asterisks, round and square bracketepucslons. As regards the use of the short
dashes and asterisks, they represent words, ploasgen sentences, which Sterne does not
want to announce openly. However, these unknownesspons very much appear to be
naughty and bawdy and the fact that they are atedtexplicitly encourages wildly the
readers’ imagination of what these mysterious ggessare supposed to mean. Along with
that, the use of brackets plays also a very importae in Sterne’s narrative. Through them,
he often marks the individual levels of reality qgomed inTristram ShandyAs the result,
there is possible to find, for example, several ielnalf-pages or, in the case of the
seventeenth chapter of the first volume, almostpages of text given in brackets.
Considering the latter instance, square brackeisate here the conversation ongoing while
Trim is reading “The Sermon”. Furthermore, the digmuity of sentences is also very often
caused by intertextuality, one of the already noem&d qualities typical of the novel. The
reason is that the abrupt occurrence of a foreigrdwn the middle of the sentence interrupts
its flow even more.

In the link with that, citing of foreign words ihé form of their original language
throughout the text may also be regarded as thenpaoternist strategy called lexical
exhibitionism. In the context dfristram Shandythis includes three alternatives. First, as
indicated above, it is the presence of Latin, Fnefitalian, and even Greek words written in
Greek alphabet within the English text. Next, ithe use of various interjections and
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onomatopoeias, e.g. “—Lend me your penknife—I nelesh cut the knots at last - - - - -

pugh! - - - psha! - - - Lord!” (lll, 10, 151), “—dd—poo! said my uncle Toby—" (VIIl, 19,
510), or “Ptr. . r. . r..ing twing—twang—prutrat——'tis a cursed bad fiddle.—Do you
know whether my fiddle’s in tune or no?— trut rup. . —They should b&fths——'Tis
wickedly strung—tr . . . a.e.i.o.u. twang.—* (V,,185). The third way of this lexical
ostentation, but not so frequent and distinct enrtbvel, is the occurrence of surprising words
and expressions, such as, “my mother knew no nhawe hebacksidewhat my father meant”
(1, 3, 8), “apimpleon the nose” (IV, Slawkenbergius’s Tale, 227),ndor what the world
thinks of thatejaculatiori meaning a sudden shouting (I1X, 9, 556) etc.

Nonetheless, related to the previous phenomenoe tdoeild be witnessed another
technique which may be nowadays considered astenpdsrnist one. It is called cataloguing
and its prevalence ifiristram Shandys very frequent and obvious. This notion encorapas
listing of various names, things and acts. Whatase, Sterne within this literary device also
employs a letter-by-letter approach to languagéiashown by the two given examples
bellow: 1) “Nor does it much disturb my rest whesek such great Lords and tall Personages
as hereafter follow; - - - such, for instance, asbord A, B, C,D, E, F, G, H, I, K, L, M, N,
O, P, Q, and so on, all of a row, mounted uporr thereral horses” (I, 8, 14), and second:

LOVE is certainly, at least alphabetically speakioge of the most
A gitating
B ewitching
C onfounded
D evilish affairs of life——the most
E xtravagant
F utilitous
G alligaskinish
H andy-dandyish
I racundulous (there is no K to it) and
L yrical of all human passions: at the same tirhe,most
M isgiving
N innyhammering
O bstipating
P ragmatical

S tridulous
R idiculous—though by the bye the R should haveegost— (VIII, 13, 500-1).
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In addition to that, bearing no relation to cataiiog but to letter-by-letteristram Shandys
very rich in puns, too. Along with that, Sterne betf invented several new words; for
illustration, the two words “TRISTRAaedid meaning Tristram’s encyclopaedi, 16, 336)
and ‘TUTTTW-ing” (V, 42, 363) a bilingual verb used within tpart dealing with the study
of Greek.

Another type of pun in the novel is representedngyaphors. The essence of Sterne’s
metaphors is very similar to those of postmodemuighors’ in respect of their content. It is
meant that it can never be positively said whicthér true meaning for it is not ever fully
evident. An exemplary case of this could be thedwbobby-horse”. Its occurrence
throughout the novel is very frequent and it referevo substances at the same time. Firstly,
it implies a hobby as an enthusiastic entertainnrelgisure time, or secondly, it serves as an
allusion to sex as it is a slang word for having Sdhe same holds for words related to it,

such as to ride, a horse, a pad, or a rider; nomsider thelristram Shandg excerpt here:

A man and his HOBBY-HORSE, tho’ | cannot say tlneyt act and re-act exactly after the same
manner in which the soul and body do upon eachro¥tet doubtless there is a communication between
them of some kind, and my opinion rather is, thate is something in it more of the manner of
electrified bodies, - - and that by means of thatée parts of the rider, which come immediately int
contact with the back of the HOBBY-HORSE.—BY lomgijnies and much friction, it so happens that
the body of the rider is at length fill'd as full HOBBY-HORSICAL matter as it can hold; - - - - Huat
if you are able to give but a clear descriptionhef nature of the one, you may form a pretty exact

notion of the genius and character of the othe24] 67)

Moreover, except these words above, the novel casegother expressions, which possess
very similar double connotation. These are, fotanse, the word nose, which may stand for a
penis: “If the stranger’s nose took this libertytlofusting itself thus into the dishes of
religious orders&c. what a carnival did his nose make of it, in thokthe laity!—* (IV,
Slawkenbergius’s Tale, 230); or other words suchuonholes, crevices in the wall, slits in
petticoats, thing and whiskers. On the accountaff, it could be said that almost every word,
phrase or at least paragraph occurringristram Shandgarries the mark of ambiguity
inducing in us sexual and erotic thoughts.

The last postmodernist feature concerning the laggwfTristram Shandys

heteroglossia, or else, the use of the vocabuliaayspecial social class in a reference to a
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common situation. This quality is very noticeablean uncle’s acting in thorny situations is
glossed by a military language so much underlimiisghobby-horse. Accordingly, his and
Mrs. Wadman'’s courting is described as “a seriegttaicks and repulses” ending thus that
uncle Toby “found it necessary to draw off his fscand raise the siege somewhat
indignantly” (lll, 24, 188). Similarly, Corporal im’s dating with Mrs. Bridget is portrayed as
taking and gaining considerable advantages (IX583).

2.3 Playing with Printing

In the context of printing, it could be said thaisithis very field, where it is possible to
find the most offristram Shandyg supposed postmodernist features. In the vieprioting,
the novel comprises all formal aspects fully idesitwith those of postmodernist writings,
which were already discussed at the end of thedirapter. Along with that, it is rather
interesting to know that Sterne was involved inghating of his books to a great degree.
Concerninglristram Shandyas stated in Voogd, Sterne designed its spatyalt, its graphic
supplements and kept his eye on its observancegltive process of printing of each new
volume (109).

First of all, what is very typical of postmodernistion and occurs also ifiristram
Shandyis an unexpected insertion of unusual pages. ifsterémarkable page inserted in the
book is a wholly black sheet of paper expressiegdisath of parson Yorick in the twelfth
chapter of the first volume. Another page, whicthis most curious one, comes by the end of
the third volume. It is a very puzzling double-gsldearbled paper, which is commented by
the ironic commentary that only a really learneader is “able to penetrate the moral of the
next marbled page (motly emblem of my work!)” (186, 204). Besides black and marbled
pages, the novel is unique also for the presensewaral blank pages. The purpose of the first
one, which lies in the sixth volume, is to offee tieaders a space where they could engage
themselves in drawing Mrs. Wadman'’s portrait as alesady discussed here. The reason for
the other two blank pages in the novel’'s ninth bisadlightly different. Each of them
represents one empty chapter, which serves tthstireader’s imagination about what
happens in the house between uncle Toby, Corpaoiral and their desirable madams

Mrs. Wadman and Mrs. Bridget.
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Tristram Shandghares with postmodernist novels, or the other wand, also a special
layout of the text. This involves bizarrely shanapters often only few lines long. In the case
of the fifth chapter in volume four, the chaptemgrises only one sentence occupying one
and a half line. Correspondingly, the layout consalso the matter of paragraphs for they
may consist only of asterisks separated by dashesnemas. Furthermore, mixed-up
chapters, the preface placed more than a quarieofsthe book onward, a consequent wrong
pagination, and wide white stripes occurring in eqrassages instead of the text are other
devices used by Sterne in order to break the cadiorent views upon the device of book.

Similarly, Sterne’s excellent exploitation of typaghy is another example of an unusual
text-arrangement of his writing. Namely, the noUaestram Shandyeatures different types
and sizes of font, capitalization, or italics, wha&re not applied only in headlines but
throughout the whole text. Particularly, the lattgo are used to emphasize an individual
word or phrase; italics itself highlights termdameign language and for the most part, a vast
amount of borrowed expressions from other authogsveitings. There appears also a range

of various symbols in the novel. Besides thoseadlyanentioned (dashes and asterisks), one
can witness a Greek alphabet, a C,Tascompanying a situation when someone is crossing

oneself, as well as an index he,,@ used everywhere, where the author gives an importan
advice to the readers, or a symboBof, which occurs in the text very frequently in ortier
abridge the writing.

As regards printing, the last technique, whichhiaracteristic foifristram Shandyand
figures within postmodernist works at the same timsimultaneity. Infristram Shandythis
guality is rather frequent and takes several foithe. first one may be observed when Sterne
guotes longer parts from foreign languages, sueh@asse of Ernulphus’ book of swearing,
or a few pages of Slawkenbergius’s Tale, both efithin Latin. In these cases, the text is
originally mirrored printed in the way that all tbeen pages are printed in Latin, whereas the
odd ones provide its literal translation in Engli$he second example dfistram Shandg
simultaneity is a very recurrent supplementatiothefmain text by Sterne’s own footnotes.
These annotations vary greatly in their lengths@ment. While some of them are really
short, others are so extensive that they mustmoston a next page; while some are purely
explanatory or referential (and even self-refeed)jtothers deepen a humorous quality of the

text as they wittily comment on it. The last bug thost extraordinary and outstanding
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example of the presence of simultaneity iistram Shandwre the drawings. The
exceptionality of theirs is that that they are aseparable part of the text forming together one
whole. The first time of their occurrence in thgttis at the end of the sixth book, when
Tristram registers the progression of the storgliokhis narrative in the previous four
volumes (see fig. 1). The second sketch describassigrand gesture when talking about

one’s liberty, and as such it fills a half of thbale page (see fig. 2).

BRSO\ SN
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Fig. 1. “These were the four lines | moved in thgbu  Fig. 2. “Whilst a man is free—cried the Corporal,
my first, second, third, and fourth volumes* (Vg,1 giving a flourish with his stick thus——* (IX; 4,
425). 549-50).
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2.4 Playing with Reader

The last hallmark quality of Sterne’s writing is dialogism with the reader, which
corresponds with one of the many attributes ofrposternist fiction to a great extent. In
both cases, as fdristram Shandys well as for postmodernist works, there exigry
intensive personal relationship between the readéithe written work itself, which is
formed during the process of reading. Along witattlas far agristram Shandys
concerned, this feature is very evident in it. As hovel communicates with the readers
and encourages their keen participation in a palitg sometimes even impolite manner,
there could be again found a similarity to somemposlernist books.

First, the most obvious technique for creating slmg of reciprocity inrristram
Shandyis to address the readers directly. On the acaofuthiat, it needs to be said that
Sterne’s technique of doing so resembles the pamest way very much. As could be
seen from the above mentioned example in the se2tibillustrating the occurrence of
interpolation in the novel (———How could you, Mawla... ), the author significantly
plays with reader’s imagination. Since what magiatly seem as a direct speech to a
female reader, turns out soon to be author’s disdogith a fictional character. This
teasing interaction of Sterne’s with his readesucg rather frequently throughout the
novel; and in the end, it has a very positive ealpy effect.

Besides, Sterne ifiristram Shandypenly endeavours to compel the readers to
participate actively in constructing the text: "Tineest respect which you can pay to the
reader’s understanding, is to halve this mattecabiy, and leave him something to
imagine, in his turn, as well as yourself. For myngpart, | am eternally paying him
compliments of this kind, and do all that lies iy power to keep his imagination as busy
as my own” (I, 11, 96). The author perfectly prevhis statement of his in several ways.
First, it is Sterne’s remarkable taste for ambiguexpressions. The text dfistram
Shandyis full of words like this and it depends only the readers themselves how they
will interpret these passages. Sterne’s mastetlyentisage of asterisks and dashes
functions alike. They both enable the reader talhmto the text whatever he or she
imagines there could be. Nevertheless, regar@irggram Shandyit is a rule that the text

usually evidently refers to sexual or other splogmes. It is up to the readers how much
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they will be able to read between the lines and latsv much they will be willing and
unbound to do so. For example, in this passage: é-didd, said my father, as * * * * * *
*xxxxx % And if it was with his wife, said myuncleToby—there could be no hurt

in it.—" (V, 4, 322), the asterisks here probaldyer to the fact that he died while having
sex. Another way of Sterne’s attempt to fully inv@khe readers in the matter of
Tristram Shandys the case of the chapter in volume six, in whic allowed to the
readers to sustain the text with their own drawifige same applies to the blank space
in the thirty-seventh chapter of the seventh boblctvis left for the reader to ease him
or herself by swearing into it rudely. On the whals the novel encourages the readers’
participation, instead of their mere passive regdinere is another noticeable parallel to
postmodernist literature.

However, for the same purpose of involving the ezan a literary work,
postmodernist authors work upon readers’ negativetiens (McHale 192).By
provoking in them negative feelings, their attemti® attracted to the same extent as it
happens in the situation mentioned above. Agasstime could be said about Sterne’s
Tristram Shandyalthough it is not in such a great degree asuglly pertains to
postmodernist fiction. The reason is that this ienfilly and sometimes even offensive
and aggressive approach to the reader in Sterasé& i contrast to postmodernist
writers, always turns out to be both very clevet aiity.

When reading this novel, the first negative emotidnch can be felt may be
impatience followed by uncertainty. According te txistence of so many redundant
digressions ifMristram Shandyg storyline, it could happen that the reader Wal/e been
feeling by the time rather insecure. He or she stast to doubt about the firmness of a
traditional plot scheme consisting of introductiolimax and subsequent conclusion. For
example, the reader may be wondering if the maia wdl be possibly born at least
during the course of the novel; whether the prothidgapters about buttonholes or
whiskers will be eventually introduced or not; tseg whether the novel itself possesses
any paramount plot as such or not. All of this mayse that the reader might feel little
incredulous and fooled but entertained at the same

Together with that, the reader could also expedentttle of disappointment and

humorous surprise at once. These ambivalent feetimay occur as the consequence of

35



readers’ later demystification. Naturally, the reedalways put their imagination in
apprehension of any text. Thanks to the amounstefrisks and dashes, this opportunity
for different personal interpretation is much matishing inTristram Shandyhan in the
most of other books. On the other hand, the tauthat the text of the novel itself offers
so many allusive expressions that the readersraystempted to take the words rather
figuratively than literally. Nonetheless, severahpters further, the readers are told that
the thing is not what they are thinking all thedifvut something common, entirely arid
and completely unexpected. Consequently, in the embiof this revelation, the readers
might feel disappointed that they let Sterne tcedexthem but simultaneously, they
must laugh because his skill of swiftness is, ngnrelTristram Shandyreally amusing
and astonishing.

The third negative feeling which may arise whiladmgTristram Shandys the
reader’'s umbrage. However, this is another waytefrf®’s communication with his
readers. Throughout his narrative, he edifies tregmeatedly how to read his novel
correctly. Moreover, he impugns general knowledigin® readers’ while he represents
himself as a very learned man by means of refetoragjstinguished scholarly works.
Then, some of the readers, especially those lackiogg sense of humour, might feel
rather offended, uncomfortable and slightly embsseal. For illustration, this Sterne’s
bold assertiveness against the reader borderimguasticity could be explored in the

following extract fromTristram Shandy

——And pray who wagickletobys mare?—'tis just as discreditable and unschalar-#
question, Sir, as to have asked what yahr urb. con.the second Punic war broke out.— Who
wasTickletobys mare!—Read, read, read, read, my unlearned regeal,—or by the knowledge
of the great sairfParaleipomenon-I tell you before-hand, you had better throw ddiva book at
once ... (lll, 36, 203-4)

On the account of that, this boldly outspoken apgpinoof Sterne’s to the readers still
perfectly succeeds in deepening their emotionallirement in his work. In the case of
Tristram Shandyit means that the readers actively participatiésientire constructing
and interpreting; and what is more, they createragnal attachment to this unique novel
which entails a real appreciation of it as such.
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3 POSTMODERNISTTRISTRAM SHANDY IN THE
CONTEXT OF A CONTRADICTORY VIEW

As it is generally known, nothing is only blackwhite; and the same could be
applied for the case dfristram Shandyg relationship to postmodernism as well. In
Tristram Shandy: A Cock and Bull StpayBritish film pertaining to this novel, one of
the main characters and actors at once, Steve Gpsggs thatTristram Shandyvas a
post-modern classic written before there was angarmosm to be post about”. These
words of his express perfectly an opinion commomémy academics that Sterne’s novel
Tristram Shandyepresents a precursor of postmodernism. Of cptlraea literary work
can be labelled as a postmodernist one, althoughasgtwritten whole two hundred years
earlier than the term postmodernism itself sprgmghis is indeed an attractive and
exciting idea for many theorists. Nevertheless,glexist some disagreeing suggestions,
which warn against an undue narrowness of thieratidely spread assertion. This
contradictory view offristram Shandyot regarded as an anticipator of postmodernism
is based on two different but complementary argumétirst, the supporters of this
opinion claim that approaching Stern&igstram Shandws a supposed forerunner of
postmodernism leads inevitably to a tendentiouseading of the novel as such with a
prior intention of finding postmodernist featuresti Second, they decided to put aside
the idea of Sterne as the only potential grandfathpostmodernism, and subsequently,
to consider the contemporaries and even predecesthis as other equally possible
sources of postmodernism, too. In short, theseviexws sustain fairly a contradictory
position that the assumption Bfistram Shandys a postmodernist novel is wrong and
misleading.

The first opinion is that that the associatiomastram Shandyith postmodernism
has resulted mainly from its misreading. As stégdValter Gobel from Stuttgart
University, when two texts are to be compared attention is more or less consciously
drawn to some desired features within them, winértother qualities are left unheeded.
He adds that it is very likely that this comparisait primarily concern the formal
aspects of those texts, to the detriment of thiliglgting of their possible different
cultural and historical contexts (212). Howevermnformal aspect within a writing, no
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matter of what epoch, bears the intention of ithas. Along with that, this intention of
usage of particular formal aspects is always ddrfvem the circumstances of the
cultural, social and political background of theéuat historical period of each author.
Accordingly, when discussing two different textditdrature, the supporters of this
thought urge the involvement of both aspects, fband functional, for their significant
interconnection. The same could hold for Sterneitivgs, especially folfristram
Shandywhen it is related to postmodernist works. Stesreewriter of his time, culture
and tradition and as such should be put in theestmtf his age two hundred years apart
from ours. Carol Watts holds the same point of viive argues that to wrest any literary
work from the context of its origin and to put iitken the framework, in this case, of
almost 250 years younger postmodern thoughts isarateivable and right for the origin
of the work itself would be denied by this act (gtdWalsh, “Introduction” 12).

The other theorists who maintain this attitude soegxample, Robert Folkenflik,
Thomas Keymer, Melvyn New or Tim Parnell. To praleir standpoint, they have
compared independently of each other Sterne’s wayiting with his contemporaries’
and in doing so, they drew a hoped-for conclusiowas noticed that formal features of
postmodernism are embodied not only in the ndvistram Shandyut also in some
other works of that age. Folkenflik sums up thisogmition: “From the technical
perspective, Sterne’s fiction is full of hypertragdh versions of the novel’s conventional
routines: the prefatory first-person narration, ititerpolated tales, the self-conscious
digressions, and other characteristic devicescdnate observed from Cervantes to
Fielding” (52).

First, Folkenflik highlights the anonymous workledlLife and Memoirs of
Mr. Ephraim Tristram Bate€l756) (51-2). He suggests that this book provesra
strong similarity withTristram Shandynd presumably, it had become an inspiration for
Sterne. Their similarity could be found not onlytire titles but also their characters are
almost identical in their personalities. What isreydoth of these novels also share some
very distinct peculiar formal aspects, especidityse typographical, such as the use of
asterisks, dashes and also an epitaph which ressrtifalt one of Yorick’s very closely,
varying only in the names of the two deceased. Berosimilarity of theirs lies in

intertextuality, which is typical to both of themmt as Folkenflik asserts, quotations of
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and allusions to other classic works was very comfoothe authors of that period. The
main difference between these two writings is selisciousness, which the earlier
written novel lacks. However, as shall be showti;redlexivity was nothing rare in that
time of Sterne’s.

Furthermore, Folkenflik also refers to the fact thastram Shandyg experimental
narrative form was rather recurrent within the &gimth century literature. For the
purpose of that, he quotes the words of SarahikRglhd Jane Collier’s: “Stories and
novels have flowed in such abundance for thesddasgears that we would wish, if
possible, to strike a little out of a road alreadymuch beaten” (qtd. in Folkenflik, 53).
Folkenflik points out that in all of these novedsid in many more, the features of self-
reflexivity (in the form of addressing readers otics), games with typography (such as
the use of asterisks or different sizes of folng with digressions, could be evidently
recognised in them. Then in the link with thatdashonstrated by Folkenflik, self-
consciousness may be identified in, for examplke alonymoug£harlotte Summers
(1749), John Hill’'sThe Adventures of Mr. Love(lL750), Sarah Fielding and Jane
Collier's The Cry(1754), and probably the most familiar ones froweste, Smollet'Ihe
Adventures of Ferdinand Count Fath@hr53), or Henry Fielding’'$om Jone$1749).
Digressions, which Sterne has been renowned feralao typical for the latter one, or
also for Jonathan SwiftA Tale of a Tul§1704).

In conclusion, the idea of Stern@sstram Shandys a precursor of postmodernism
has both its supporters and also the opponents. @dbese two contradictory views
brings along an interesting approach to this noAdlthings considered, these interesting
observations abodiristram Shandyvithin the context of other eighteenth century
literature perfectly supplement and support thevabntroduced opinion about the
misreading offristram ShandyThen, in the view of the fact that Stern€&isstram
Shandyis called a precursor of postmodernism, the adbeve mentioned works should
be taken into more serious consideration, too. Ating to this presented opposing
opinion, this is the fact which should be takem iatcount when, as quoted in Walsh,
Tristram Shandys approached as “a thoroughly postmodern woedvary sense except
the period in which it was written” (“Introductiorf2). The reason is that these above
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mentioned novels represent the inherent cultunatleca of Tristram Shandyits

inspiration, influence, or in other words, a sdrtolture medium for its origin.
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CONCLUSION

This bachelor thesis is based on the contempossynaption maintained by many
academics that the #&entury British noveThe Life and Opinions of Tristram Shandy,
Gentlemanwritten by Laurence Sterne embodies certain featwhich are typical of the
20" century postmodernist writings. On the groundthefr observations, they designate
this novel as a postmodernist one; and if not pesémodernist novel, they label it at
least as its influential precursor. Accordinglyisttvork was designed to focus on this
rather widespread presumption and to explore aeddtuate the degree of its
legitimacy. For the purpose of that, much of thamkwvas devoted to the issue of
postmodernist fiction alone. That particular setijchapter one) introduced the very
general characterization of postmodernist writitaggether with their most frequent
techniques and the most distinguishing marks. Hewéhe chief focus point of this
writing was the formal literary analysis of StemaovelTristram Shandylefining and
demonstrating so-called postmodernist elements Besides, the attention was also paid
to the other side of this entire topic by pointmg that there exists the contradictory
opinion, too, which considei&istram Shandg postmodernism as a honsense. Now,
there remain the two last tasks: to evaluate tloikwas such and to dare to deliver the
awaited answer whether or not it is plausible wegpofTristram Shandys a typical
postmodernist work.

First of all, it is essential to assess a degrdalbliing the objectives of this work,
which were laid down in its introduction. To begwth, the topic of this work is very
broad, concerning many different theoretical fieklsch as, literary theory,
postmodernism, postmodernism in literature respelgti and, of course, also the British
literature of the 18 century. Consequently, it could be said that treér intention of
this writing to demonstrate a complex analysisresppposed postmodernist attributes of
Tristram Shandyvas not accomplished. To do so, it would be neggds dedicate much
more time to the literary theory of postmodernistrature in order to represent all the
features of its and thus provide an appropriatadation for subsequent study of the
novel. Furthermore, to be able to decide if theehogally embodies postmodernist

aspects or not it would have to be compared toratiiéngs of the same time period.
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The reason is to foreclose the option that thelamaspects to those of postmodernism
comprised iffristram Shandyare not typical also of other i&entury literary works, but
on the contrary, to prove that those attributesealy postmodernist ones. Nevertheless,
both of these requirements exceed far more thelplitsss of the bachelor thesis for they
deserve highly elaborate study and certainly muokerspace than this can afford. On
the other hand, this work complies with its defir@ths to some extent as it introduces at
least the most evident and significant postmodequalities ofTristram Shandy

Finally, this work is facing the last but the mobkallenging task: to determine upon
the question ofristram Shandg postmodernist disposition. This issue is very
problematic for the reason that there exist thedwamtradictory approaches to this matter
as was demonstrated in chapter three. While thedire takes into consideration mainly
the formal aspects of the novel, which resemblg ehkrsely those used by postmodernist
writers, the other viewpoint emphasises mainlydifierent sociohistorical contexts of
these two two-hundred-years remote eras. This greammmensurability of both of these
attitudes implicates several problems when onggtes to decide ofristram Shandg
postmodernity.

First, it is the ternpostmodernisnitself with all its possible derivatives which
complicate the situation. The reason is, by wofd3asch, that “eighteenth-century
readers were not familiar with the terms [and] gatees of ... postmodernist analysis*
(222). As a result, the expression itself thus gjiee to a great paradox — how is it
possible to label a work of art as postmodernistwhen it had originated long time
before the ternpostmodernismor evermodernismwas invented?

This rather serious contradiction leads into tresd obstacle. It is the completely
different time location of both Sterne’s life afntera of postmodernism. Then, speaking
aboutTristram Shandys a postmodernist novel would mean to projecttimemporary
onto the past what again conduces to another carsy. As a result, there arises the
guestion to what extent these two far remote stafjgee history, together with
everything related to them, such as, a generakpeng of the world, thinking, art, social
and political setting, are similar or, in contratigsimilar. In connection with that, how is
it possible to relate the T&entury writing with the intellectual and art mavent of the

20" century, when both are based in very differents@ettings?

42



Nevertheless, disregarding this fact about thedisparate period contexts and
focusing merely on formal literary aspects, theypears the third problem. That is, as it
was demonstrated in the third chapter of this blachkesis, the occurrence of purported
postmodernist features also within the other woldting back to the fBcentury. It
implicates the question whether these featureseaty postmodernist ones or, on the
contrary, typical of the ¥8century literature. Should not be then the ott8&tdentury
works comprising the same attributes labelled asrpodernist ones as well?

Similar difficulty can occur when we pladgistram Shandyot within the context of
the 18" century but within that of modernism. The typifedtures of this novel, what
chiefly means self-reflexivity and playfulness, ,aaecording to Childs, generally
regarded as modernist ones (19). On the accouhagfwould not it be advisable to
considerTristram Shandys a modernist novel, too? For instance, Lambewthat
Virginia Woolf did so because she regarded Stesre ‘@rotomodernist” (154). But then,
how is it possible that this novel is believed &rbodernist likewise postmodernist
writing at the same time? Especially, on the coodistated at the beginning of the first
chapter that postmodernism defines itself agairgtamism. Consequently, these
arguments even more underline the problemridtram Shandg classification as a
postmodernist novel.

Overall, on the grounds of what have been saidsmfthis bachelor thesis, Sterne’s
novel Tristram Shandgmbodies evidently a number of formal featurescajpof
postmodernist literature. The three most obvioussaf them are intertextuality,
reflexivity and playfulness. It could be said thi@@se three qualities represent the crucial
elements, which have been at the bottom of theuprpon thaflristram Shandys a
postmodernist work at all, or at least postmodenitggprecursor. However, as was just
demonstrated, there is a certain degree of limitatinvolved in this belief which make
this issue rather misleading and more difficultefidiore the matter whether to consider
Tristram Shandws a postmodernist novel or not is insoluble g moment. Reaching a
decision would require, in this case, entertairdhgros and cons, all factors which may
play a role in this question. However, the problerthat they are too various and too
contradictory that the question would still prolyat#main open. The same attitude is
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held by Bosch, who states thristram Shandyis like a Rorschach test pl4t®n which
every individual and every age projects its owniues’ (9). In short, everyone sees in
Tristram Shandgomething different depending on what he or shetsvio find in it. As
modernists recognised in this novel the marks afieneism, postmodernists observe the
features of postmodernism. On all accounts, iMsgs a matter of a particular
viewpoint.

To conclude, although the assumption of the ndviskram Shandws a
postmodernist work may appear to be unjustified exabgerated, one issue is sure.
Many postmodernist writers have openly acknowledpedliterary work as a strong
inspiration of theirs. Furthermore, it will probsiddecome an inspiration to many other
writers, along with many other art movements inftitare. ThenTristram Shandynight
be called as a novel typical of another “-ism”tasappened in the cases of modernism

and postmodernism.

* It is a psychological test in which in order tettene’s personality the subjects say what theyrsee
various ink blots of indistinct shapes and thuy theject their emotions, characters, thoughtsalsd
experiences into these pictures.
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RESUME IN CZECH

Predmitem této bakal&ké prace je roméadivot a nazory blahorodého pana
Tristrama Shandyh@759-1767; dale jak®ristram Shandy jehoz tvircem je Laurence
Sterne, britsky spisovatel 18. stoleti. Sternegjegagovan mnohymi sg¢asnymi
osobnostmi za autora, jenz svym osobitym stylemipgadkEhl svou dobu o celych dv
st let. Divodem je, Ze jeho zminy roman obsahuije jisté formalni prvky, o kteryeh s
tvrdi, Ze se ve stejném slozZeni a ve stejri@ wibjevuji znovu az uetipostmoderni
literatury, jeZ je zalezitosti druhé poloviny 26leti. Na tomto poznatku je postavena
cela tato prace, jejimz cilem je pokusit se v torotoanu tyto pedpokladané znaky
postmodernismu odhalit, smysluplje utidit a na zaklagltéto analyzy rozhodnout zda
je tato domunka opravina.

Prace zé&ina Uvodem, ve kterém jéiplizena podstata tohoto romanu, stije zde
shrnut jeho obsah, a rotihje zde i popsano jeho misto mezi ostatnimi litérai dily
18. stoleti. Na Uvod navazuje prvni kapitola pogi@vabraz o postmoderni literaau
s dirazem na charakteristiku jejich vybranych form&ininaki. Druha kapitola, ktera
piedstavuje hlavniast této prace, jeémovana literarnimu rozboru samotného romanu
Tristram Shandge zanrem identifikovat v 8m prvky shodné mi, které byly
predstaveny v kapitole prvni jako typicky postmodstioké. Treti kapitola pinasi
opany pohled na tuto problematiku a uvdadu argumerit na jejichz zaklaglje
chapani tohoto dila jako dila postmodernistickébopndviné a mylné. Samotny zé&v
této bakaléské prace se na pozadi provedené analyzy snapodgt odpo¥d’ na otazku,
nakolik a zda wbec je mozné o kniZeristram Shandyovdit jako o romanu

postmodernistickém.
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