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Notions of Modernist Spaces: Did High Speed Heterotopias Leave Tradition Behind?	Wordcount 4147
Arguably the most influential art movement since the Renaissance, the protean nature of Modernism continues to avoid concrete definition. Signified by the questioning of the process of representation; symbolised by metropolitan cities; and characterised by the exploration of the unconscious; fragments, moments, shards of consciousness and collage created a style that was distinctive in its diversity. Against a backdrop of theories of time and space; imperialism and capitalism; writers attempted to encapsulate the notion of progress. Something new. Different. Perhaps shocking. None more than F.T. Marinetti, the creator of The Manifesto of Futurism. “The world’s magnificence has been enriched by a new beauty: the beauty of speed”[footnoteRef:1]. Certainly, new, faster, more accessible modes of transport offered the populace more mobility around the country and world than ever before. Aspiring artists could geographically site themselves among like minds, providing they had the means. It had never been easier to seek out what Benjamin referred to as “infinitely variegated social environments”,[footnoteRef:2] searching for meaning. [1:  Marinetti, Filippo Tommaso. "The founding and manifesto of Futurism 1909." In Futurist Manifestos (1973) p189. ]  [2:  Thacker, Andrew, Modernism, Space and the City: Outsiders and Affect in Paris, Vienna, Berlin, and London (Edinburgh: Edinburgh University Press, 2020) p142.] 

Modernist writers and artists often tended to be emigrees. The modernists discussed in the following – Mansfield, Eliot, Joyce, and Conrad – were born in New Zealand, the USA, Ireland and Ukraine. The creative works examined will be considered in relation to movement through space, encompassing transport and speed. Spaces in modernism appeared to be increasingly evolving. Theories from Lefebvre (1901-1991) and Foucault (1926-1984) provide a useful lens to consider the modernist space, and arrangement of power, particularly the latter’s assertion of the idea of heterotopic spaces. The key texts considered in the following are predominantly in the form of the short story. Leigh Wilson suggested “the length of the short story, rather than narrowing down possibilities, provided the modernist writer with a fitting form to represent the fragmentation, fleetingness and unsatisfied yearning which they saw as characteristic of modernity.”[footnoteRef:3] This could also be said of the use of free indirect discourse and the stream of consciousness narrative style. But could the “shock of the new”[footnoteRef:4] exist without reference or deference to the old? Did authors really have the burning desire to abandon the past?[footnoteRef:5] Perhaps this was never really an option. [3:  Wilson, Leigh, Modernism (London: Continuum, 2007) p87.]  [4:  A phrase coined by Robert Hughes for his 1980 documentary series of the same name on modern art.]  [5:  Marinetti, Filippo Tommaso. "The founding and manifesto of Futurism 1909." In Futurist Manifestos (1973): 189.] 

Modernist art is often inclusive of the new metropolitan city and the unconscious. Freud’s “dynamic model” of consciousness lead people to explore their own irrational inner struggles in a secular way. “Freud, more than any other thinker, articulated the period’s faltering faith in rationality”.[footnoteRef:6] Freud claimed that the unconscious “is just as much unknown to us as the reality of the external world, and it is just as imperfectly communicated to us by the data of consciousness as is the external world by the reports of our sense-organs.”[footnoteRef:7] Through a stream of consciousness narrative, modernist writers acknowledged these new ideas through their characters’ processing of the data of unconsciousness; allowing the reader more access to the irrationalities and complexities of that character.  [6:  Wilson, Leigh, Modernism (London: Continuum, 2007) p29]  [7:  Freud, Sigmund. "The interpretation of dreams." (1900). <http://94.200.75.214/DL/The_Interpretation_Of_Dreams.pdf> [Accessed 12.05.22]] 

Contextually, the city and the unconscious were difficult to separate, especially for urban dwellers. “Modern experimentation in these cities coincided with attempts by psychologists and sociologists to understand the wider effects of urbanisation.”[footnoteRef:8] Modernism is perhaps better understood as a state of mind; what David Harvey referred to as the “urbanisation of consciousness”.[footnoteRef:9] It is pertinent to consider that psychological disorders around ideas of space – such as agoraphobia – had begun to be diagnosed in the preceding decades when the urban space was evolving unrecognisably.[footnoteRef:10] Investigations into the demarcation and categorisation of geographical areas began to focus on the idea of space rather than place. According to Lefebvre, architects were delusional that reality could be objectively known through graphic representation.[footnoteRef:11] The “places” of the 19th Century represented singular uses. Static; stable places of dwelling and being. Modernist notions of space tended to signify movement: progress, becoming, wandering, ephemerality. Place is conservative; space is revolutionary.[footnoteRef:12] Lefebvre theorised that spaces were distinctive to each society and that a space’s meaning was defined by that space’s social use or product; as “representational spaces”, with their purpose created by their inhabitants.[footnoteRef:13] Thacker argued that “the focus on the symbolic qualities of representational spaces can be directly applied to modernist writers who attempted to capture the new spaces of modernity in their works” and that spaces were created differently by differing writers.[footnoteRef:14] Lefebvre was most interested in the urban environment and wrote that “space should be experienced through all the senses.”[footnoteRef:15] The modernist style of stream of consciousness immerses the reader in the minds and lives of the characters in their environment; striving to achieve haptic, auditory, olfactory, and optic experiences. Reminiscent of fragmented and collaged modernist texts and art; Lefebvre asserted “the concept of the ‘moment’; a fleeting, intensely euphoric sensation which appeared as a point of rupture which revealed the totality of possibilities of daily existence.”[footnoteRef:16] [8:  Thacker, Andrew, Modernism, Space and the City: Outsiders and Affect in Paris, Vienna, Berlin, and London (Edinburgh:  Edinburgh University Press, 2020) p3.]  [9:  Katznelson, Ira, ‘Studies in the History and Theory of Capitalist Urbanization. By David Harvey. Vol. 1, The Urbanization of Capital . Vol. 2, Consciousness and the Urban Experience (Baltimore: Johns Hopkins University Press, 1985. 239p. and 293p. $25.00 and $22.50)’, The American Political Science Review, 82.2 (1988), 614–16]  [10:  Thacker, Andrew, Modernism, Space and the City: Outsiders and Affect in Paris, Vienna, Berlin, and London (Edinburgh:  Edinburgh University Press, 2020) p3.]  [11:  Leach, Neil., Rethinking Architecture: a Reader in Cultural Theory (New York: Routledge, 1997) p138.]  [12:  Thacker, Andrew, Moving through modernity: Space and Geography in Modernism (Manchester, UK: Manchester University Press, 2009) p13.]  [13:  Ibid. pp17-20.]  [14:  Ibid pp20-21.]  [15:  Leach, Neil., Rethinking Architecture: a Reader in Cultural Theory (New York: Routledge, 1997) p142.]  [16:  Ibid.] 

In Michel Foucault’s seminal essay “Of Other Spaces” he built on Lefebvre’s ideas of transient meaning. “We are in the age of the simultaneous, of juxtaposition, the near and the far, the side by side and the scattered.”[footnoteRef:17] Spatial meaning in modernist texts is not just of environments, but also meta-geographies. The unconscious functions as a space, as do the spaces Foucault coined “heterotopias”. Thacker described heterotopia as “a provocative way of combining material and metaphorical senses of space.[footnoteRef:18] For Foucault, metaphorical and material spaces signified structures of power, and heterotopias functioned within these spaces as an organisation tool. Heterotopias are “formed in the very founding of society […] a kind of effectively enacted utopia in which the real sites, all the other real sites that can be found within the culture, are simultaneously represented, contested, and inverted. Places of this kind are outside of all places, even though it may be possible to indicate their location in reality.”[footnoteRef:19] [17:  Foucault, Michel, and Jay Miskowiec, ‘Of Other Spaces’, Diacritics, 16.1 (1986), 22–27.]  [18:  Thacker, Andrew, Moving through modernity: Space and Geography in Modernism (Manchester, UK: Manchester University Press, 2009) p22.]  [19:  Foucault, Michel, and Jay Miskowiec, ‘Of Other Spaces’, Diacritics, 16.1 (1986), 22–27.] 

Heterotopias are founded on six principles. Firstly, they exist in all cultures in two subtypes: crisis and deviation. Secondly, they offer a specific function, relevant to a certain time. Thirdly, they house incompatible elements in a single space. Fourthly, they can interrupt the flow of space and time. Furthermore, they are accessible through a threshold. Lastly, they operate in relation to other spaces.[footnoteRef:20] Thacker summarised that heterotopias were a “site related to other sites but in such a way as to suspect, neutralise or invert the set of relations that they happen to designate, mirror or reflect”.[footnoteRef:21] Heterotopias will be considered in more detail with direct reference to the texts discussed in the following. It is interesting to consider the effect of heterotopias in literature with reference to the behaviour of the character inhabiting the heterotopia, in comparison to their behaviour outside of it. This suggests that notions of space are irremovable from characterisation and meaning. Furthermore, the idea that anyone meeting the right set of conditions can enter a heterotopia makes the heterotopia a class levelling experience. The character’s own experience of space is therefore not necessarily a shared experience. This would correspond with the modernist ideal of “dis-establishing of communal reality”.[footnoteRef:22] [20:  Ibid.]  [21:  Thacker, Andrew, Moving through modernity: Space and Geography in Modernism (Manchester, UK: Manchester University Press, 2009) p24.]  [22:  Bradbury, Malcolm and McFarlane, James (eds.) Modernism, A Guide to European Literature 1890-1930 (London: Penguin, 1976) p27.] 

Within literature, meaning is inherently dynamic. Through modernist texts, meanings of spaces are also dynamic. So, considering geographical movement within the modernist setting can add another layer of intensity to assess. Foucault wrote “with regard to trains, think of the extraordinary bundle of relations [to Foucault, sets of relations were structures of power] represented by something through which one passes, by means of which we pass from one point to another, and which, in its turn, has the power of passing”.[footnoteRef:23] The modernist preoccupation with progress in general and constant movement predicates modernist settings and stories. We read many instances of transport and travel, used not only to represent modernity, but to evidence its opposite. It follows then that some of these spaces may also fit the criteria to become heterotopias, through the lens of thresholds, liminal spaces, transitions, and journeys; both literal and metaphorical. Thacker argued that the boat in Conrad’s Heart of Darkness was heterotopic.[footnoteRef:24] As the steamer penetrates “deeper and deeper into the heart of darkness”,[footnoteRef:25] Conrad uses hyperbolic repetition and listed adjectives to create a suffocating feeling, as if the boat is being consumed by the landscape: “Trees, trees, millions of trees, massive, immense, running up high; and at their foot, hugging the bank against the stream, crept the little begrimed steamboat, like a sluggish beetle crawling on the floor of a lofty portico.”[footnoteRef:26] The dynamism of the trees “running up high” juxtaposes the “sluggish” steamboat. Conrad’s simile here inverts reality by creating the image of the trees forming a building, and the boat becoming part of the natural world. This could also symbolise how small and insignificant man-made structures are in the city of nature. Foucault included ships in his theory: “it is a floating part of space, a placeless place that lives by itself, closed in on itself and at the same time poised in the infinite ocean. […] The ship is the heterotopia par excellence.”[footnoteRef:27] The events on Marlow’s steamer are separated even further from reality as they are recounted from the framed narrative of a ship on the Thames. Anchored but drifting in the haze of dusk on the Thames, floating between civilization and savagery.[footnoteRef:28] Conrad’s setting is dream-like, and the layers of heterotopia reflect the listeners’ distance from, yet connection to colonialism. Their day-to-day lives in civilised city jobs existed because of the brutalities abroad that created and supported London as the premier financial power at the turn of the 20th Century.[footnoteRef:29] [23:  Foucault, Michel, and Jay Miskowiec, ‘Of Other Spaces’, Diacritics, 16.1 (1986), 22–27.]  [24:  Thacker, Andrew, Moving through modernity: Space and Geography in Modernism (Manchester, UK: Manchester University Press, 2009) p27.]  [25:  Conrad, Joseph, Heart of Darkness (California: Coyote Canyon Press, 2007) p47.]  [26:  Ibid. ]  [27:  Foucault, Michel, and Jay Miskowiec, ‘Of Other Spaces’, Diacritics, 16.1 (1986), 22–27.]  [28:  Conrad, Joseph, Heart of Darkness (California: Coyote Canyon Press, 2007) p4.]  [29:  Zinkina, Julia, Alexey Andreev, and Elizaveta Mosakova. "The Nineteenth Century as the Cradle of Global Capital." Globalistics and globalization studies: Global Evolution, Historical Globalistics and Globalization Studies (2017): 173.] 

The modernist focus on movement at ever increasing speed was taken to its extreme by F.T. Marinetti, who extolled not just rapid motion forward, but a “radical liquidation of tradition”.[footnoteRef:30] Marinetti wanted men to become more like machines and berated preceding literature’s “contemplative stillness”.[footnoteRef:31] Marinetti’s hopes certainly seemed to be placated in the modernist style of writing, both through the frenetic, stream of consciousness style, but also through the perception of stillness or slowness as stagnation. Like the writers themselves, characters that are geographically stunted, never seem to succeed in their lives.  [30:  Sartini Blum, Cinzia, The Other Modernism: F. T. Marinetti’s Futurist Fiction of Power (California: University of California Press, 1996) p17.]  [31:  Marinetti, Filippo Tommaso. "The founding and manifesto of Futurism 1909." In Futurist Manifestos (1973): 189.] 

Something Marinetti and Foucault had in common was that they were both proponents of simultaneity. The idea of several events happening at once in subjective versions of space and time. If Dubliners by James Joyce[footnoteRef:32] is to be regarded as a whole text it could be suggested that it is a work of simultaneity. The characters in the stories inhabitation of the same geographical location offers the perception of the characters passing each other in the street, in their various realities. The reader inhabits each stream of consciousness feeling that as Little Chandler walks the streets, he could be overtaken by Mr James Duffy, passing Farringdon loitering at the pub door. We are given the sense that if only the characters could escape their perpetual location they may succeed. “Futurism forcefully conveyed a bright vision of a man’s future”[footnoteRef:33] and those that are in pursuit of a far-flung future appear to be more successful than those experiencing the paralysis Joyce’s Dublin creates. The text is an exploration of “the fluidity of modern life versus attachment to place”.[footnoteRef:34] The way characters move around is pertinent to their paralysis. Characters who walk prolifically seem to be some of the most stagnant, as they somnambulate their way through life. [32:  Joyce, James, Dubliners (London: Penguin, 1914).]  [33:  Sartini Blum, Cinzia, The Other Modernism: F. T. Marinetti’s Futurist Fiction of Power (California: University of California Press, 1996) p17.]  [34:  Thacker, Andrew, Moving through modernity: Space and Geography in Modernism (Manchester, UK: Manchester University Press, 2009) p116.] 

In contrast, the story “After the Race” almost seems to be an ode to Futurism and feels as if it could have been written by F.T. Marinetti himself - particularly in the line “rapid motion through space elates one”.[footnoteRef:35] Much of the story happens in some form of transport, and arguably the modes of transport function as heterotopic spaces. When Jimmy is inside the car or on the train or the yacht, he is separate from his life in Dublin. He is part of something other, something new and exciting, representing wealth and modernity. In a striking resemblance to Marinetti’s zoomorphic love letters to machines, the car is described as having a “snorting motor” and roles of mammal and machine seem reversed as “the journey laid a magical finger on the genuine pulse of life and gallantly the machinery of human nerves strove to answer the bounding courses of the swift blue animal.”[footnoteRef:36] Marinetti wrote of “deep chested locomotives [whose] wheels paw the tracks, like the hooves of enormous steel horses.”[footnoteRef:37] The personification of the journey and suggestion of it having otherworldly power adds to the separation from the reality of “the gratefully oppressed” citizens leading a Dublin life. A contemporary reader would have recognised the real-life context of Jimmy’s race as the Gordon Bennett Race, held west of Dublin in July 1903. It was the first major road race to be held in Britain or Ireland.[footnoteRef:38] The race could be said to represent modernity and European progress. “Through this channel of poverty and inaction the Continent sped its wealth and industry.”[footnoteRef:39] The metaphor of the channel could suggest that the flow of life in Dublin was unavoidable and could only move in one direction. The “Continent” evokes exoticism, excitement, and something bigger. Showing off the wealth – and by implication health and prosperity – that Dublin can’t have. By being in the car Jimmy is part of this, symbolising his opportunity of escape. Jimmy may be the least significant “fourth” of the “hilarious youth”[footnoteRef:40] in the merry car, but he is a part of the representation of a dynamic and fun new generation. As well as rapid motion, Joyce writes that elation can also be achieved by notoriety and the possession of money. Jimmy is in pursuit of one, and in possession of the other. His “rapid motion through space” whilst inside the space of the heterotopia juxtaposes the static audience. They aren’t even seen by the car’s cargo. “They drove by the crowd, blended now into soft colours”.[footnoteRef:41] The people on the street are not part of Jimmy’s world, indistinguishable from the surroundings. The imagery is ephemeral and evanescent. This quotation is also evocative of Futurist art. A painting we might consider is Russolo’s 1913 Dynamism of a Car.[footnoteRef:42]  [35:  Joyce, James, Dubliners (London: Penguin, 1914) p37.]  [36:  Ibid. p38.]  [37:  Marinetti, Filippo Tommaso. "The founding and manifesto of Futurism 1909." In Futurist Manifestos (1973): 189.]  [38:  Thacker, Andrew, Moving through modernity: Space and Geography in Modernism (Manchester, UK: Manchester University Press, 2009) p115.]  [39:  Joyce, James, Dubliners (London: Penguin, 1914) p35.]  [40:  Ibid p36.]  [41:  Ibid. p40.]  [42:  Russalo, Luigi, The Dynamism of a Car, 1913, Oil on canvas, 139cm x 184cm, <https://www.artlex.com/fr/oeuvre-dart/dynamisme-d-une-voiture-luigi-russolo/> [Accessed 10.04.23]] 

Heterotopias appear throughout Dubliners, notably at points when characters seem to be having an internal struggle with attachment to their environment. “Eveline” never manages to board her ship and remains paralysed.[footnoteRef:43] Gabriel in “The Dead” passes through a series of heterotopias with the commonality throughout the narrative being his frustration. Joyce immediately sets Gabriel apart from the other partygoers as he is presented as the guest of honour by the fervent anticipation of his arrival. Gabriel, with his angelic name, snow “cape” and “gilt” rimmed glasses; perhaps wants to bring a message as he arrives “right as the mail”.[footnoteRef:44] However, he struggles in the heterotopic environment of the party. He is consumed with self-doubt, fearing his speech will be above the heads of his hearers in this space. Gabriel, in his quest to please everyone, cannot be his authentic self here. [43:  Joyce, James, Dubliners (London: Penguin, 1914) p34.]  [44:  Ibid. pp177-178.] 

In “A Little Cloud” the bawdy Gallaher seems as if he could be an older version of Jimmy in “After the Race”. His foil to the melancholy Little Chandler seems on the surface to show that to be a part of modernity, one must emigrate. The imagery of Dublin is old and worn, “feudal” throughout. Little Chandler gets to exit Dublin’s “vermin-like life” and shadows of the “gaunt spectral mansions”[footnoteRef:45] through his trip to Corless’s and flirtation with modernity. Dublin in the early 20th Century did not offer the metropolis atmosphere of other cities. Following the removal of the government, the upper classes gradually left the city for the outskirts and many “gaunt spectral mansions” became tenement slums.[footnoteRef:46] [45:  Ibid. p66.]  [46: Thacker, Andrew, Moving through modernity: Space and Geography in Modernism (Manchester, UK: Manchester University Press, 2009) pp 115-145.] 

Corless’s meets the criteria for a heterotopic space. Little Chandler is only entering by invitation, to his heterotopia of crisis, but also deviating from his normal self. He has broken with his routine and is functioning within temporal discontinuity. He is inhabiting a space of illusion and indulgence, as through the haze of smoke he is tempted to drink alcohol and smoke a cigar, the effects of which augment his break with reality. Little Chandler is swept along with the notion that “if you wanted to succeed you had to go away”.[footnoteRef:47] The bar represents London, and the life Little Chandler hasn’t had. The “shining of many red and green wine glasses”[footnoteRef:48] that blur his vision could symbolise his internal struggle. To stay or go? Little Chandler’s frustration at his ties to Dublin are echoed by Gabriel’s internal monologue in “The Dead”. The stream of consciousness style allows the reader an unabridged level of empathy with the characters, and how their relationships with their spaces and realities of life battle with their ambition. Moments of crisis appear to link to heterotopic spaces. According to Foucault “we should look for those moments in a text in which linguistic or semantic instability is associated with a certain site or location, in order to find modernist heterotopias.”[footnoteRef:49] This could be said of the staccato conversation between Gabriel and Gretta, when she admits to her thoughts of Michael Furey. “‘He was very delicate.’ Gabriel was silent. He did not wish for her to think that he was interested in this delicate boy. –‘I can see him so plainly’, she said after a moment. ‘Such eyes as he had: big dark eyes! And such an expression in them – an expression!’”[footnoteRef:50] Joyce’s use of explicit pauses from both characters separating stunted, repetitive clauses, reflect the unsettling atmosphere and Gabriel’s irritation at Gretta’s reverie. The couple’s hotel room functions as a heterotopia, as does the cemetery containing Furey. Their hotel room is an “other” space as it has taken them outside of their reality. The darkness of the room mirrors Gretta’s secret melancholy. According to Foucault “the cemetery is certainly a place unlike ordinary cultural spaces. It is a space that is, however, connected with all the sites [of society]”.[footnoteRef:51] [footnoteRef:52] [47:  Joyce, James, Dubliners (London: Penguin, 1914) p68.]  [48:  Ibid. p69.]  [49:  Foucault, Michel, and Jay Miskowiec, ‘Of Other Spaces’, Diacritics, 16.1 (1986), 22–27.]  [50:  Joyce, James, Dubliners (London: Penguin, 1914) p220.]  [51:  Foucault, Michel, and Jay Miskowiec, ‘Of Other Spaces’, Diacritics, 16.1 (1986), 22–27.]  [52:  Ezra Pound’s 1913 Imagist poem “In a Station on the Metro” seems to link modernity and speed to place, whilst also fitting Foucault’s linguistic instability where we may view a heterotopia. Pound’s snapshot of liminal space is representative of the fragmentary nature of modernism. Ironically the two-line poem was a work distilled over a period of years to create this moment in time. ] 

In “The Tiredness of Rosabel”,[footnoteRef:53] Katherine Mansfield’s character is living in the modern metropolis of London; but does not get to take part in it. In this way we might consider that choosing to be a modernist may be less to do with location, and more about class. Mansfield offers us a multi-sensory description of Rosabel’s bus ride, exemplifying the “geographical segregation” of the classes.[footnoteRef:54] The faceless workers on the bus and their “sickening smell of warm humanity” cannot reach the almost supernatural glee of the shoppers in the street. Walter Benjamin wrote “the nerves of the modern metropolitan individual are constantly being bombarded with stimuli”[footnoteRef:55] and Mansfield’s writing reflects this in a negative way. Although Rosabel is experiencing movement, she is stuck in the cycle of London buses, with her only journey being her commute. Futuristic speed is lacking, as is any excitement in her life. Later, Rosabel is again separated from life by glass as she sits at her lonely window. Her character is suggestive of T.S. Eliot’s later “lovely woman” in The Wasteland.[footnoteRef:56] [53:  Katherine Mansfield, The Tiredness of Rosabel - Something Childish and Other Stories (Constable and Company Limited, 1924, 1924)]  [54:  Maud de Luget, ‘Interrupted Trains of Thoughts: Modernism and Urban Transport—An Aesthetics of Disruption’, Études Britanniques Contemporaines, 63 (2022)]  [55:  Leach, Neil., Rethinking Architecture: a Reader in Cultural Theory (New York: Routledge, 1997) p22.]  [56:  Eliot, T. S. The Wasteland and Other Poems (Harmondsworth: Penguin, 2003).] 

Progress, modernity and leaving the past behind appear to be viewed as a positive. However, the lives of the characters and writers of those characters are predicated upon their history and tradition. In After the Race, it was only possible for Jimmy to have the life he had because of his father’s hard work and self-made fortune. It is suggested that Jimmy has no talent of his own. Villona is poor but a talented pianist. Although Jimmy starts in the exhilarating heterotopia of the car, he ends the tale on board a yacht, and when the music stops, he finds himself drunk and overspent. He is literally and figuratively at sea, viewing his losses in the cold light of “daybreak”,[footnoteRef:57] having missed his opportunity to rest. Like Little Chandler, Jimmy has a reality check. Meta-geographies are “spatial frameworks through which knowledge is organised”.[footnoteRef:58] Emigrees are still not guaranteed happiness; and through meta-geographies are irrevocably bound to their homeland. Gallaher in A Little Cloud seems to have an empty, transient life, and admits to feeling good to be in “dear dirty Dublin”.[footnoteRef:59] The reader might question who has more meaning in their life. Little Chandler is bound to Dublin but has a wife and child. He appears to have a moment of epiphany around this in the final lines of the story. James Joyce himself may have left, but then created his most important and popular works through his evocative narratives of Dublin. Lefebvre states “it is possible […] in a meditational or transitional way to form a mental picture of a primacy of concrete spaces of semi-public, semi-private spaces, of meeting places, pathways and passageways.”[footnoteRef:60] Joyce conveys the spaces of Dublin in this manner, through the subjectivity of his characters. [57:  Joyce, James, Dubliners (London: Penguin, 1914) p42.]  [58:  Lewis, Martin. “Metageographies, postmodernism and fallacy of unit comparability”, 2010. <https://exploringgeopolitics.org/interview_lewis_martin_metageographies_postmodernism_fallacy_of_unit_comparability_historical_spatial_ideological_development_constructs_taxonomy_ideas_systems/> [Accessed 19.04.22]]  [59:  Joyce, James, Dubliners (London: Penguin, 1914) p70.]  [60:  Leach, Neil., Rethinking Architecture: a Reader in Cultural Theory (New York: Routledge, 1997) p139.
] 

Marinetti asserted in 1909 that “up until now, literature has extolled a contemplative stillness”.[footnoteRef:61] However, this is not the case. Writers had captured the modernist notion of movement years prior. Ford Madox Ford described the chaos and fleetingness of modern transport in his essay “The Soul of London” in 1905.[footnoteRef:62] He described seeing a succession of moments with no conclusion. “One would, quite literally, never get any for’arder if one stayed to inquire to the end of every tragicomedy of which, on one’s road, one caught a glimpse”.[footnoteRef:63] His writing emits frustration as “the train constantly disrupts his perception of the city”[footnoteRef:64] and an impression of London as a whole is too dynamic to be tangible. Additionally, it could be argued that Mansfield captured the modernist sense of motion through the disappointment of Rosabel in 1908, where she is excluded from the bright lights and bustle. [61:  Marinetti, Filippo Tommaso. "The founding and manifesto of Futurism 1909." In Futurist Manifestos (1973): 189.]  [62:  Ford, Ford Madox, The Soul of London: a Survey of A Modern City (1905), (Austin: Haskell House, 1972).]  [63:  Ibid.]  [64:  Maud de Luget, ‘Interrupted Trains of Thoughts: Modernism and Urban Transport—An Aesthetics of Disruption’, Études Britanniques Contemporaines, 63 (2022)] 

“The teleology of modernism has tended to bifurcate history into a pre-modern period driven by ‘tradition’ and a modern period driven by science.”[footnoteRef:65] The role of tradition in modernist writing is paradoxically left behind but also relied upon, as modernism can be defined by what it is not. Olwig further suggested that “seen from this dualistic perspective the premodern will either be seen as being backward […] to be erased by the march of progress, or, alternatively as the nostalgic romantic locus of an idealised natural society”.[footnoteRef:66] However, this view of the role of tradition is reductive and not shared universally. Walter Benjamin’s idea of the “angel of history” was based on a Klee painting.[footnoteRef:67] “This is how one perceives the angel of history. His face is turned towards the past. Where we perceive a chain of events, he sees one single catastrophe which keeps piling wreckage upon wreckage… [But a] storm irresistibly propels him into the future to which his back is turned…”[footnoteRef:68] If the angel theory is to be followed, then any reflection is pointless. Progress into the future is relentless and inescapable. Nobody can know the future nor be released from the past.  [65:  Olwig, Kenneth, The Meanings of Landscape : Essays on Place, Space, Environment and Justice (Abingdon, Oxon ;: Routledge, 2019)]  [66:  Ibid.]  [67:  Klee, Paul. Angelus Novus, 1920, monoprint, 31.8cm x 24.2cm, <https://www.thehistoryofart.org/paul-klee/angelus-novus/> [Accessed 04.04.23]]  [68:  Benjamin, Walter, and Hannah Arendt, Illuminations, ed. by Hannah Arendt (London: Vintage Digital, 2015) Part IX.] 

Similarly, T.S. Eliot in “Tradition and the Individual Talent” asserted that all of art: past, present and future is one body. “What happens when a new work of art is created is something that happens simultaneously to all the other works of art which preceded it”.[footnoteRef:69] To Eliot tradition and art could not be separated. Art was influenced by and relative to all other art. Eliot wrote that when creating a piece of art, the artist should be aware that he is also representing and writing on behalf of all others. Inextricably bound in “a simultaneous existence [and] a simultaneous order”.[footnoteRef:70] Whilst writers inhabit a space they are still connected to all others before and after them, just as Benjamin’s Angel is connected to the whole of the past and the future. Paradoxically, T.S Eliot’s most famous work is a collage of great literature through time, whilst concurrently known to be heavily edited by Pound to remove anything that had been done before.[footnoteRef:71] [69: Eliot, T. S. “Tradition and the Individual Talent.” Perspecta, vol. 19, 1982, pp. 36–42. JSTOR, <https://doi.org/10.2307/1567048>  [Accessed 01.05.23].]  [70:  Ibid.]  [71:  Eliot, T. S. The Wasteland and Other Poems (Harmondsworth: Penguin, 2003).] 


Joseph Conrad wrote: “the glance of the modern traveller contemplating the much-surveyed earth beholds in fact a world in a state of transition”.[footnoteRef:72] This makes the “much-surveyed” environment of modernity sound tired and in need of revitalisation. Modernist writers used the tiredness of these spaces to reflect their characters’ frustrations with heterotopias of crisis, but also to create new metaphorical spaces and contrasting, exciting heterotopias of deviance. Heterotopias are as contradictory as modernism itself and this can be further connected to the relationships between modernist texts and tradition or the past. By nature of their substance, heterotopias are created by and bound to their historical context, literal or metaphorical. Eliot wrote that “no poet, no artist has complete meaning alone”.[footnoteRef:73] Every writer is a product of their own history and environment and will leave their own mark on the world in some small or large way, perhaps influencing future writers. Brecht stated that “reality alters; to represent it the means of representation must alter too. Nothing arises from nothing; the new springs from the old, but that is just what makes it new.”[footnoteRef:74] The existence of past realities has shaped the present. Evolution is undeniable, but there must be the past to evolve from. If the future is now, then so is the past. [72:  Conrad, Joseph. Last Essays (London: Delphi Classics, 2017) p103.]  [73:  Eliot, T. S. “Tradition and the Individual Talent.” Perspecta, vol. 19, 1982, pp. 36–42. JSTOR, <https://doi.org/10.2307/1567048> [Accessed 01.05.23].]  [74:  Childs, Peter., Modernism, 2nd ed. (Hoboken: Taylor & Francis, 2007) p44.] 
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