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… with DavidMalou'fh ……M' wait (24319923 

Susanne. Bau, University af wLppertuI 

David Malouf was born in Brisbane in 1934. His grandfather was :af Lebanese de’scent He 
was educated at the University of Queensland. He left for Europe in 1959 and worked in 
England until 1968, During that time he worked ns a relief teacher in London and then took 

kp a permanent teaching position a t  Birkenhead. He taught English a t  the University af. 
Sydney until 1977, but now is a full-time writer, who spends his year in Australia and peril} 
in southern Tuscany. > > 
His most recent novel. Remembering Babylon. was published In 1993. He has always 
written prose as well‘as poetry and is the author of the libretto of Richard Meale's opera. 
Voss. which is based on Patrick White‘s novel. His autobiography l'E—' Ed-nondsta're Sweet 

(.1985) concentrates on his childiood experiences in Queensland. 
His many awards include the NSW Premier's Award for Fiction for his novel An Imaginar) 

Life. the Age Book of the Year Award for Fly Away Peter the ASAL's Gold Medal fac the 
same book and Child's Play: When I talked to him during Writers' Week in Adeiaide. ha had 
just received the'Fesfiva/ Award for Mercure für his novel The Great Worfd l 1990}. 

ä! I understand that you grew ip ¡n_n smafler place. is this correct? 

Not really, l grew up in Brisbane which is mw a town of over a mínim The time that l 
waegrqwing up ‚there it ld'hove been four. five hundred thpusandpeaplem 

a ¡see. 

That was mm the won lt— was also, swollen in those days by huge anthers ofvaeriice— 
men. because ibis is where the Pacific war wus.be'ing directed from, No. it was: quite a. 
big im. 

1 trend… book 2 W  Street. You explained (hat first you &”d ha Waller 
place and then - 

No, it's nm ,a small (new, it'sia - It was .a very provincial ‚und weqmerboamgsqrt of town 

sq that's — 
a So yw were-born ira-“Brisbane? 
Yes. 

.a" okay, [see-;— (3 wanted to know Misma—r you have anymíkhood recdflectim‘s “as 'd &; 
the «Australian Iondscqpearidmwre is concerned; Does a ‚special scmeps'flgk t'ai-W mâmi'? 
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No. not of nature. I mean we lived in a city. but we also — Brisbane ¡'s close to Moretcn 

Bay and we-usecl toga every weekend to a beach house at the Bay and there you‘d be in 
the sea mainiy and some bush close by. but I grew up beside the sea in that kind of way 
really. 

¡ So this wasyocr first surrounding more-or less. 
Yes. 

"* To. what extend it travelling 'irrportanr for your work. ! understand that you live in Italy 
andyou came over here from time to time— 

Yeah.. I'd say not important at all. I mean. even when i'm traveliing I‘m really essentially in 
„the same place - in my head. i mean. I think writers mostly live in their heads. 

' But whatyou see and experience doesn't really stimulate or influence you at. all? 

Well. I think what living elswhere does is qualify your views. l mean the fact that you see 
that people in other places live in very different ways. It stops you from believing that the- 
way you do things is the only way they should be done. Or even that the way you live is the 
only' way of being human As Westerners for example it‘s quite easy for us to assume that 

what defines us as lunan is the things that inside the Western culture we have made 

important. And you can go to a place like india and see that there is a different meaning 
there to what being human is. And that these other things are just cultural things. I mean 
it's very good to bemade to question your own culture in that kind of way. but you know in 
Australia for example. if we had mr eyes open. we would have learned that from looking 
at the Aborigines. except we never look at them. Or we didn‘t till ºrº—“te recently. 

' But that‘s changing now, daft you think? People' - 

Yes, that's changed. 

: People start to realize that this is an inpatient kind of culture as well. 

Sure. But this is a place of where Western cultural values in every kind of way have 
always been terribly important. You can take them for granted if you live. in Europe. if you 

come to a place where they have to be hung on to firmly. then of course tmy're more 
¡'n-portant to you and you never stop thinking about them. 

i mg…. .So, ¡Mag in italy for instance do you think that you really bem-ne attached to this 

place or detached from all places, (ram Austrafia and Europe. because you unserm m 

all fran a wider perspective? 
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No, i think i'm a visitor ina place like tint. But what idothink is - I mean, I have learned 
some things there. They‘re things that would already have existed in my family tradition, 
because my father's family are Mediterranean people; I mean. they‘re Lebanese But 
coming to a place like Italy. you see for example the extent to which meals are sacramental 
occasions and the idea of a family coming together each day and eating is a kind of 
sacred moment each day. That's something that is not so strong in the Anglo-Saxon world 
and it would have been part of the original family tradition of mine. but then I went to Italy 
and lsaw that it was a part very much of that Mediterranean world and a lot comes out 
of that. All of - most of our mtions of religion in fact, come out of that. I mean, you know. 
Christian notions of the sacrament are really an extension of the sacredness of ‚eating 
together a t  the same table. So to that extent l have learned something by being there. 

" What is your attitude towards Christianity? 

Well. I'm in every way l think anti—institutional so I have a good deg‘ee of contempt for the 
institutionalized Ciristian chuches. I mean what I really believe. if you want me to say 
that is that — 
I Yes - 

I think that Christianity was originally meant to be a religion which was never be organized. 
that wherever two or three people were gathered together that's where the religion would 
be. That‘s how it was meant to be. And it was meant to be a kind of disseminated set of 
believes where those who shared them would recognize one another from place to place. 
but it was not meant to be organized in any other kind of way. And you were supposed to 
believe that what would see that it grew and remained was the Holy Spirit. But sometime 
in second or third century the church fathers, looking around. lost their nerve. stopped 

believing that the Holy Ghost would do it, and thought the best way of doing it was to tie 
yourself to a political ‘nstitution. They tied themselves to the empire and took over from 
the empire all the places of organization, so that the important civil centres became the 
centres of bishoprics. archbishoprics and so on and they turned themselves into an entirely 
worldly political power in the belief that somehow the Holy Spirit would have a chance al' 
moving aroutd inside that. 

* {laughs} 
I don't believe it. 

' That's the wrong my.yes. 

l think; at that moment it become. like all last… and burocracies. .a- possible swee- 
of the anti-human or the anti—Christ or whatever it is; So. no I have no time 'îo'r any 
instiwtiomiized religious. 

I WouIclyou ag-ee that far—yu; andyour wark'a reobnof transcendence is. hmmm? 
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Yefs [gore,-sore?! mean, ! Mmmm my main preqrïeupatlans are essentially religious ones… 

And I mean the sacred is part-of all of flhat..But I almost never anywhere in {!“-ebooks 

itiéntianr God ._._o_r any agan?zjed religion. but l Wide-¡ay that what concerns my characters 
¡'S the sacred. is - 

. a vagina with nature? 
:eacmments at various kmd,‘is death fer-example. lt?s.essentiolly a religious-World. 

“a Actualgy ln Harlow: Half Acre'fo'r exáfvple,._wmdp ls. :cr book l liked 'a lot. there is this 

mien with nature shortly before death ”that Fraruk'expá'ienéºs. 

Ii” 50 do you think that this true understanding ¡s only possible withinmtwe and only at the 
ºe'nd of‘life-a'r sane-thing like that? 

Well, I think it's only possible within creation. but creation for me ‘aga‘in‘; you know in the 

poetry and in all'the books. creation is not - is something conthuous in which man has a 

place in the partfibut is not separate and not superior and soil | were to say that l ' 

tinterruptionl 
Somebody asked me the other night at a session something like that and I thought that I 
was talking about the fact that The Great World is abwt what it is we lose, and in fact 
Mint we ¡ose is everything. but if you mderstand death inane right kind of way. at the 

mm of death you lose everthing but also get everything. 

I So what doyauget? 

Well. you. enter at last the fla'waf creation. So that. i m ,  in becahhgport of that. you 

get- that. 

i l see. 

Satin-order to do it you have to lose hdividmlity. per—sammy, separate consciousness and 

all that. 

¡ l read somewhere thatyour attitude towards creation ls thatyw see the universe as a 

din-h of being more or less. where everything of connected so that therefa’e uftllmte unity 

becºmes so very important to yaw work. Would you agree to that? 

Yes,-and also within that. there's no contrast between continuity and mange… They're not 
opposites. They're aspects of the some thing. 

”a: Yesi l think ¡sea“ Whatyoq) mean. Aman this me.—mam mame end of your life is 

something you find with Patrick White, ln his nme/s as well. oo you aunk- ¡ha! there is a 
.klndofihfltm? 

Nisan …»… neglect-is — The—n'e- may we" lie n. cmnetcfim. bu“ W mºs “Mººr-S “"““ ' 
'lelt. 

.-=miJs-.:¢¢xti:ceence e lee-drame - 
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We hard to say Where it Comes from; Mami-ever it sinds-. itisf-sooffar back hyper life 
yw couldn't guess. 

It Right, okay. Actually l foma! Every interning what you once said. a»; un mom/¡"gw that— 
… ¡s really no differmce between fact and. fiction that we are all cºmpulsiva shape-n5. 

"Yes. 

I That we remake things mrough the mÿihatîm.,_5a wwflyousay that it’s Womble to 
be Objective? 
Yes. 'abSQIutely. i think it’s ¡rt—possible urbe objective; | mean | would go a long long way 
back and Say that I reject almost all the sets- of opposites on whith our thinkingzis List-loll); 
done. l mean. l reject the opposite—of mind cmd body. of subject and object. af spirit and 
flesh. of change and continuity. of male and female. I think these are all - they all go’back. 
to a cultural choice. It happens early, no doubt». but you get it in our culture.;omhg from 
Aristotle. You know. where what you do is you categorize. and youicategorize by dividing 
things so that thereis either or - And l think that there is an earlier way of thinking than 
that. You get it in the Pre-Sacratlcs for example and you “get it later I think In someone” 
likeHeidégger ' 

' I» Yes. 

where those terms no longer opperate. A lat al'what happens in my: writing - i mean. it‘s- 
a subtext of the writing it seems to me - is n kind of breaking down of those opposites. | 
think a lot of the books“ subtext and interest in' argument and all the rest of it is în 
destroying any - 
' But (his makes w1derstanding a lot more difficult. doesn't it? l‘f you have to account for 
all these cmnectlons and don’t have these categories anymore, 

Yes…yes it does. And also our capacity to act and our cultures believe. inaction. l denise-“ny 
view of the world is a very passive one. But that seems to me tn hieamëpmble 

¡ ln how far passnre? 

wen, — to see things as ;theyarefran within might be to…s‘ee them in a myths: wakes it” 
difficultfor‘ you mac]. on them — to act against them. Butth‘a‘t's ‚okay by me; mars-okay, 

I I see. All right. 

I mean one of those things Is that in our society. in the way our society is always seen-.. 
goodiess is always passive. and evil is alwayssacfille. 

i That might be true, although mamas,“ can be Wrong not fa-;ÚCt--,tú 393?l LP and do 
smething. 

That doesn't mean that everything that acts is evil. hun-petit! is alwaysfip'ctive and: for that 
reosmhttractive and dramatic. Andgaoth‘ness ¡'s. ¿Realm—¿¿Sí?? and _uçvtjr-ama-tiä, because 
Quad-less has to do with being. riot with acting. 
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an Hm, but—sometimes you have. touchant—der to support gauchº-ss and speak up for it. 

Oh yes. absolutely, that‘s true. Yes. that's always a risk. because in doing that you‘re 

entering the world of possible.—eiii] even inotterrpting to protect good, yeah. 

¡ To ca'ne back ta'thl's point that you said'it's really difficult to be objective-at all — Would 
you agreethm metafictian is ¡”portant to your work, especially in Harland's Half Acre? I 
mean. there-you have a lot of  story tel/m. you have the dual narrative — 

Yes, that story telling seems to be to me an essentially human activity. in that See, if 
you listen to a story, you are relieved, of your own individuality and you‘ own cmsciousness 
or something, you enter into — What I love about fiction is that the reader is lnvited to 

enter the world of the fiction and to become the centre of it. So that he‘s for the time that 
he is reading outside his own life. inside someone elses life. But also, you're freed of time. 
you know. You can bein a single sentence, you know. if the sentence says ‘twenty years 
la-ter'. you’re asked to enter a time world which is not the world of the two seconds by 

your watch in which it takes even to say that sentence. Your mind is moving in a different 
time realm. And that may be very important and healing to us in some kind of way. So l do 
ses story telling. quite apart from the fact that it‘s a sociable activity, as being psycholo 
gically and spiritually important to us. I love that oral world in which people are still telling 
one another stories. That world is not dead. you know ' 

I I hope not, yes, 

just because television exists or there are other alternative ways in which people occupy 
their mind. l mean kids still come home from school and say. 'rrumny | must tell you' 
That's essentially our need to tell, and ou‘ joy in listening ta what‘s being told is sornthing — 

we're not going to give up. 

“* Sure. That's really good. Do you think that lhepower af imagllutkm ar let's say the 
depiction af consciousness ¡s- frrportant to you" world as well? I mean like what the 
characters think and - 

Yes. I‘d assume always that what people are capable of understanding and feeling has got 
nothing to do with how articulated they are. especially how educated they are. And so I 
think. you fright assume that what's going on in the heads of people that we think of as 

being inarticulote. uneducated, simple, might be very very complex. And it seems to me 
that writing. and a writer who has the words. that one of the responsibilities put on 
writing. might be to attempt .to give words to those who in life don't have them. 

. That’s right, yes. 

We all know that a lot of what we awe-hand ¡sat the edge af articulation. We never have 
enoug'i words for what it is we feel or - and that's true of everybody. But it's the business 
of writing which is not naturalistic in that way. to find words for those things that don't 
get spoken, that can'tget-sp‘oken. So the best writing, it seems to me. is always pushing 
at theedgeof the inartiaulatev. die-unspoken or whatever. 
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I B'utyw don't experiment with technique todo that. doyen? 

Not much. I don‘t 1 think - 

I Actually that's the ”pression ¡got from readlhgyaur work. but ¡ … !  after whatÿoa 
soidlshouldfhloutiformtyouîntend todoh this … .  

No. lt never struck me that for example what you get with stream of 'cmsciaushe‘ss 
writing — 
t Yes , what you get in Joyce for example. 

adds anything really. Thot doesn‘t catch the inarticualote anymore than writing which is: 
sentence structu'ed. i think of that stream of consciousness writing. some of which of 
curse is very good and some of which is not so good, as being - it's almost as if It were 
a scientific unen-pt to catch the way people's minds move. but really it's just another 
literary mode. 

I So how do you try to convey It. with nature Imagery for instance, car—? 

Sometimes it'svwith metaphor ond'so‘rnetlmes it‘s throuÿi — I malin. _l think l write ‘very 
visually. 

‚' Yes, true. 

So sometimes it's throng) a visionary quality which people have. which stands for a kind of- 
emotional. spiritual perception. And | think the reader understands that. The book i suppose 
in which l most consistently did that was An Imaginary Life, you know? The odd thing about 
that is that, l mean. you know that's not an experimental book in any way. a t  the level of 
either sentence structu'e of narrative and no one reading the book. it seems to me, finds 

themselves puzzled by the way the language works. or by what they think of as a ,  as 
.somethhg that draws attention ta itself in the writing; it's meant not to draw attention to 

itself. But I do think that that book. for people who read i t .  does lead them into places 

where they‘re not used to being. 

Jl Bw this is true for Harland's Half Aare and The Great World as well. isn't it? 

Yes. l would hope that the visionary experience can always be contained inside language 
which is spite plain and straig1t-forward and transparent. 
| got a fair idea that. say. the German translation of An Imaginary Life is difficult. because 
experience of that kind in German writing tends to be difficult and what guarantees its 
.cpality as vision is its difficulty. That's never been so in English. Almost all the best visionary 
writing in English’is transparently sirrple..That's a long traditim "tram the visionary poets in 
English too. So I think that - so, when that book was translated into German. the mere 
fact of its simplicity to Germans meant that there couich't be anything there. ¡hal it had 
to be — 

En: So there was mamy lost really in the hanslatibnpocem? 
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no. mat there had to [Ja-something more diffioull'obout ave-syntax ar the writing for it to 
be actually having anything to say. 

* Which is really strurge, l agree. 

Yes. but that's the difference between two languages and their traditions… 

Il Right. that’s true”. So are you interestedin the visual arts as well? 

Yes. I. am. That‘s not so unusual. On the whole. writers tend to beinterested either in the 

visual. or the aural: So you get writers who are interested ¡n music. and you get writers 

who are,—interested In paintings. and some writers who are interested in both. I‘m certainly 

one. of these people interested in both. Music means a lot to me and the music ol the 

writing means a great deal too. I menu.—the writing is almost always written as if It were 
to be read aloud. And so the rhythms of lt are. always Important. but it's always very ver y 
Visual. 

n ! would agree. yes, definitely. In an interview you also said that Frank Harland was ¡n a 
way, well drawn after Michelangelo? And the Mlcl'lelongelo story? So l was really wondering 

about this remark and - 

it’s just that when ! first — l knew what I wanted to do. what the book was to be. but I 
hadn’t really settled on what the central character would do; whether he would be a 

painter or whatever. I just happened to pick up a book, which - I t  was a book actually by 

an Australian woman about the male nude and I picked it up in someones house und 

opened it up. like that. and there was a paragraph about Michelangelo. And it was simply 
that the story told there was how Midlelnngelu‘s family had been an aristocratic family, 

that it had a lot of land and all the land had been lost and gambled away and that ' 

.: 0h like the fate of lheHarland family‚jes okajr 

and that Michelangelo’s father had lost the lust of the land and that Michelangelo set oui 
ta try and buy the land back. And the other thing ¡s that Mld'i'elange‘lo. when the father 
remarried. was sent away from the family, exactly like Frank Harland - 

"º! Oh, l see that's another parallel. 

"and Dame back later and become. through all his career, a supporter of the whole family: 
a lot of them pretty hapless. So to that extent. you kam". that story of“ Frank-Harland‘s is 

the Michelangelo story. And it just amused me to translate that to Australia. | was never 

_.g'oing to soy that because I didn't expect anyone to recognize it ° but the (pes-tion of who 

awms the land is “cin‘easentially Australian question. 

t» Plot's right. 

And “tt. doesn‘t just mean who has a legal right to the land. ln a place like this where we 
Were all settlers who owns the land is an important question... And also whether you can 
own-theiand. I mean. how can we ever own the land? No one ownes the land. You know. 

par-session is a strange word. 
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* Tm? 
.so what that book ends up wanting to afin-mis that the people who possessva thing are 
the people who possess It in their imagination and not in fact. 

¡I Sado you think you write more about a ‘comtryof the roll-id“ than about real Australia? 

No, no. I mean that was meant to be. that was meant to attack. a real aueStim in 
Australia: to soy that Australians don‘t own the land. neither do Aborigines. butthose who. 
have taken the land into their imagination in some land of way. so they form a real spiritual 
union with it. they am the land. but only in the world of the imaghation. in the world of the 
spirit. nat in the world of fact. There is a suggestion of that even earlier in m'y work. in 
the way Ashley. in Fly Away Peter. recognizes that Jim Saddler has as much right to the 
land that Ashley owns. because he urderstonds it and has lived with it. And that is the 
way in which somebody here might recogiize that Aborigines have a prior right to the 
land; not becauSe they settled it. but because they had lived with it and owned it in that 
way. 
I know where that perception come from in my case. I had written about it earlier in 
another context. It goes back to the moment in The Terrpest, when we recognize the 
difference between the way Prosperopossesses the island and the way Caliban does. And 
Cnlibon's ' when he describes it to us, it's entirely in terms of his knowledge of how it 
smells, how it looks. all its animals. l mean. the land belongs to him. because it belongs to 
him in his senses and his imagination. That’s Shakespeare's perception. 

I So, would you say that the land belongs rather to the Aborigines for that reason? 

No. | would say that the land belongs to nobody. Land doesn't belong to anybodm those 
who have taken it into their consciousness, possess it. 

I Right. Sis—"everybody can do that theoretically. 

Yes, everybody can do that and l think white Australians are involved in a long process. 
which is what we mean by culture. of possessing the land in that way. We already possess 
it ln the other way. but it‘s no possession at all. 50 you know. It‘s deliberate that at the 
end of Harland‘s Half Abra. when Frank Iegoly possesses all the. land. there is no one to 
inherit it. And that finally his possession of the land is that half acre of pa'mting‘s. you 
know. which he has made through his imagination. That's the only kind of possession there 
could be. 
The other thing in that book which a ample of people have" picked up… because 'i—tí's auch 
more obvious. is the bit of the plot in which Frank. adopts the nephew and has the fight 
with-the mother, That's. Beethoven. (Laughs) 

1- oh remy? 
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That's the situation of Beethoven'an'd Kork,-excel)! that Karl in fact did hat kill himself. A 

couple of people have picked that. up; But' It just omused meyin a way.to make the plot. 
which Is not very irmoflant .to me.- reproduce the lives of these two great European artist 
figures. 

¡ Yes. that‘s interesting. .And al'so'Frank's movement to the Island and into open spmz-e, 

does that belong lo“ Birlbie Island and the Australian painter Ian Fair-weather's life? 

l didn‘t set out to do that. and Frank Harlond‘s life in no way reproduces Fairweather's. But 
yes that is certainly what happened to the Scottish/ Australian painter Ian Foirweather. He 
went and lived on Bribie Island and it is Bribie Island that I'm describing there. 

* You suggest that he had to move into open space and to the island to be within nature 

and to gain some real understanding. Is [hat mtv-eat? 

It's another thing in work of mine that turns up over and over again - a movement from 
the centre to the very edge. 

I Yes right, I also wanted to ask you about that. 

The geogophy'of Harland‘s Half Acre to me was very mei-estirg, because you begin out 
west, and then‘you go down south and then you go into the city. So Frank's geographical 
movements are as in‘portant as anything else is in the plot. 

I l reodobou! that and critics describe your work and argue {hat terms like map, gap or 

edge are really important to arder-slam your writing, 

Yes. .yes. 

' l was wondering whether you also feel this gap between the Australian landscape 0 
English language, ¡mean there's this - 

Oh yes. yes. sure. Absolutely. 

' So you feel the difference, but how do you'copo With-It as a writer? 

I think that's one of the things that makes the literary world that we are dealing with an 
interesting ane. That the language - 

º So it's a challenge. 

Yes, yes. In a place like England, the langage has grown out of the people's living in the 
particular place for o thousand years. Ours is a language which is superimposed on 
different landscape altogether and so it's a much more willed thing. And it - I mean 

working to make the long.-age fit, is something quite interesting. In some ways that wa 

done before I suppose, in America, but less so because the landscape was less different. 

". Right, that's who! I feel. Yes,. What canyon do ¡n order to overcome this problem? 

Well. people are  very flexible-. People's mind are very flexible. We have no difliCulty i 

reading poems about spring, where the poem is saying that spring ls April and May w 

spring for us is September and October. (Laughs) i mean. you know. human minds ar 
very flexible-You can live in two-places dance. 
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» There were actually twa other scenes in Horland's Half Acre which I found very rhlerestirg 
and the one ¡$ where blood ls spreadm Frank's picture when Knack kllls his nrIe—nd 
Saha. So l Was wondering whether whatyau wanted to convey there was that something 
like European trageoy is possible in Australia as well, or what was yar'htgnm”? > 

Yes. that's true. Yes. absolutely that. The idea that Australia Is a place that is innocent. I 
mean it never has been. From the beginning otr history has been extalordlnqruy bloody and 
filled with suffering. ' 
¡ With die Aborigines _ 

Oh and convicts too. 

* Yes. true. 

But for some reason part of the mythology of the New World is always that the New 
World is a new beginning and that you can begin from innocence in some kind of Way. Andi 
ihm is impossible. And Frank Harland discovers it in that moment. when he sees his 
painting at last with the blood over it. It's like seeing the landscape with the blood over lt. 
He is forced to let a new colour come into his sort of painting world, WhîCh is red, but also 
he Is forced to recogiize that any notion that you're dealing here with a world that is 
'rnocent and unmarked by the human and by irrationality and all the rest of It .  is impossible. 
And that's a real revolution to him. It‘s as if he has seen a new culot: nr seen the land- 
scape under a new aspect. 

I we talked about nature Imagery before. but l also {am the depiction“ W houses 
outs tarding, they aqulre metaphorical value. 

Yes, yes. Well, I don't know. yes they do. I mean you know @ Ed'nondslone Street, rm sue. 

' Yes sure. 

What l would really want ‚to argue is that we all read the world in spatial terms, and that 
those spatial terms'are different as we first encounter them. So the way setmana in the 
domestic world that l gew up in. l mean a place with a very very Peculiar domestic 
architecture - you do read the world in a different way. You read it in terms of a safe 
nest of rooms at  the centre of the house. and the verandah which is the edge, which is an 

the street, and you also read it in terms of the house which is above, and is “g“, and 

then the some space underneath which is dark and is in contact with the earth and all the 
rest of it. So that's the way. If synboiical -- i think it is - It's a syn'bolizing of space, but 
it's always. I mean we always. we all tim space into syrrbol in that kind of way. 

! Yes. but I was wonder-¡rg especiala/ with the sinister depiction” a! unler—the—house_ 
m m  mi; was a depiction of our psyche? 
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It is. yes. Butl think that's again what we - l mean we have a long tradition in our way of 
thinking of things coming up from below. Below is always where that world, that other set 

"¿of experiences, is, It's no accident that when Freud comes to talk of the unconscious, we 
always think of it as being under the consciousness ratha' then over to the side of it or 
above . l mean that's where we have always believed that things come from. So to live in u 
‘place, in a house, which has. not a cellar. but a big open space under it which exactly 
watches the house. Is a ”strange kind of experience. especially because it is the place. you 
know, as l have said. where chilcken go: I mean you go there to sulk. or you go. to cry, or 
you go to play and do things which you can't do In the light. It‘s where in Queensland 
almost all chiicren have their first sexual experiences or experiments. So that becomes a 

very patent place. 

! Talking about Freud actually. You also said in one af your Interviews that you were 
interested in dreams and that dreams are ¡”portant to you. so _ 

Yes. I-arn. But I'm not a Freudian. {Laughs}. 
I Yes, that's what ljust wanted to ask were Freudor Jing for instance were they — 
Well. Jung certainly more than Freud. but l mean again as in those othercuses I - 
l Urey dich“! really influence you. 

No, I mean I hate that klnd of categorical hterpretotion. (Laugh). 
! Yes Sure, l can understand that. 

l want dreams to be as free as narratives can be in expressing what they have to express 
They're not just one to one allegorical. l mean there's no little'dictionary. you can look up 
to‘iind out what the action in a dream means. It means itself. 

It Sure. but I just W t  what Jung and Freud did is sanetimes quite interesting and ll 
helps to understand not only dreams. but mechanisms of  our consciousness and especially 

our Wicnnsciousness. 

Oh yes. it does help. i agree. 

i Yes, and not only for á'eams, I think it mig" be hepfiil to analyze literature as well. 
although l agree that the way psychoanalytic theory is used to hfarprete liter-ante is often 
quite problematic. 

Well. they seem to be to me sort of simple-minded” allegorizing in a way. which is Just not 
true to us. | am interested far exarrple in how it works for me in the writing. When I was 
writing An ln-iaginary Life. I really had no idea what was going to happen in the last. part of 
the book. None at all. And when l came to a certain point in the book where I said | really 
"just. don't know what's going to happen now. I went back and read theearller part. Uvid 
has a dream in the earlier part of the book about going out to the plain and I said. oh ol 
course that's what it is. 
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I Oh. I see. 

lt was as if thatdream, "which was telling him about his life - l mean I had not realized 
that when I wrote It, but it was also telling me what his life was to be in the back. 

! So you don't have a synopsis in your head before you start writing? 

No.never.Natinanyofthem. -Solmean.atthatpointl_justhadtostopandlthoughtl 
just know that what Is to happen in the second half of this book is already somewhere 
there h h fist half; l just have to go and find it. But. it was the dream that was the. 

l So finally are an inward looking Miter?- 

Yes. , 

' Ya!… dscussed the psychological novel In another context and I understood that it 
m. (dima: and teasing and you need the reader‘s participation? Would you say 
that ¡akabo true far Harland's Half Acre in a way. beause i would call that a psycho/o— 
gical m 

Yes, milan what l mean by that is that often novels set the characters up. and once 
you … "tot the character is. then your interest in the rest of the novel is to "ee them 
In … …  of conflict where what you know about them is acted out. I don't want that. |“ 
want … b ho discovering further sides of the character right up until the end of the 
book. Do you |. what I mean? I don' t want a kind of novel where you present the character 
aid Int… 5 .  the character in action. I want the reader right up until the very last to 
ba M i …  things about the character, which is what our lives are really I ike . |  
man "0. Gimp discovering new aspects af ourselves. And dea… really is the last of 
thou. So “ | t  are not psychological in that sense. It is in the sense that. the 
… mp on changing right to the end and that your attitude to them might also. 
go u m  to the end. 
I How “final-it those manga-s by placing them in a new sun-mulling; like you did 
far … i i…. Half Acre or The Great World? 
Y a g fl n  m with new experiences which bring out a hidden side of them, a 
m m V- … … called Into existence before, because they'd never had that 
… ! .  Qi! my al putting that, the way 'a lat of people wmld' put it is that 
the … ag.; mit in action 

' Q l a  fi ». un!» 
v.. 5.5.3... uit—m. 
tl…îuiñh num or plat is not the most Want thing in this context one 
” …  " . “  Wa ls ya! article that you wrºte on Proust.- 
Yoa; " ‚_ '. r fi '  
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*_Peápl? men started to compare your work to Proust’s work. Would you fee! that there 
fiju—S'Ïïficüflon for that? Or don't you like it a t  all? 

0h. I don't know. lt seems to me - I mean Prwst'is the best. 

* Well, he uses retrospection in a way you seem" to be interested in. he certainly val 
the imaginatim as much as you do — 
Yes, maybe these things. Obviously you respond most to the Writers that you feel a kind 
afflnity‘for. And when youare reading them you. part of the joy reading them is to discov 
mem doing things that you yotrself would be interested in doing. But Praust can't. 
lm'ctated. 

' Sure. No. nat imitated. ldiah'i mean it this way. lt was just that you wrote this artic 
and I somehow thought that he might be me of the major ¡nf/¿mess foi-your work. 
No. yes sure. But sin'ply because he can't be imitated, you never think of hirn’in relation 
you in that way. There are a lot of writers that I'm very interested in like that. | mean. l' 
very interested in Thamas Mann for example. 

' Oh yes. 

And have always been. And Dickens. You know. obviously when you say that you ar 
interested in a writer. or you like a writer. it‘s becouSe you feel a kind of affinity wi ' 
them. Except that. you know. sometimes the writers you like best are writers who nr 
doing things you couldn't do. We can also leap out of ourselves in that kind of way. Pr ous 
isa very interlorizing writer and also he's a writer who's oontinuaily doing what I was, ¡us 
saying: you‘re continually revising your attitude to his characters right up to the end 
because you're discovering new filings about them. That's made easier in his case, bÊLUUS 
all the writing is first personal and retrospective. 

I Yes. So lt wasn't a kind of revelation that when you were reading Proust that 
realized you wanted to do something like this as well? 

No. l don't think sa. No. I‘m sure that theaspects of Proust that I — I mean Proust has 
thousand aspects. but the ones that I chose to write about In that piece are ones that di 
occupy me at that time. lt must have been, I would have thought, very soon after l' 
finished Harland's Haif'Acre. 
l Yes. 
I think Horland's Half Acre. well Îthe fist draft was. written by “¡e end of 1982 and I thin 
it was published 1984 and I'm not sure, but I think that Proust thing would have been jus 
a bit after that? 

' Yes, l think so. 
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But maybe I was alerted to th'hgs‘ in the Proust, because I‘d realized that they're things. 
{that hterested me In Fbrlond‘s Half Acre. which is in some ways the most — I mean. it's 

the one thatdeais most with families and relationships to a society and a plucennd all the 
rest of i t .  and to that extent it is, not doing anything Ike Proust. but is more like that than 
some of the other books. 

D Actually are you familiar with William Faulkner's work as well? 

Oh yes, Faulkner is a wonderful writer and certainly l think In English In this century — I 
mean the great writers In English in this century are all people. you know. that I owe 
something to. and they would be Corrad and Lawrence and Faulkner. Those three more 

than anybody else. Fatick White owes an enormous amount to Faulkner. People hardly 
ever say it. but he owes more to Faulkner than to anybody else. 

I Well, yes Actually I thought so. Part of my first thesis was a conparl'sm between 
White‘s and Faulkner": and also ol’Eudan: Welty's work. 
More like Faulkner than anyone else. Yes. 

¡ Are you familiar with Enduro Welt] as well? 

Yes. 

i l think there are also parallels, because she is also using landscape :ahd man imagery 
(or depicting her character's imagination and their Wts - 

Yes. I haven‘t read her for a very long time. but I certainly read a lot of Eudora Welty 
when l was nineteen. twenty or someth‘ng like that. a long time ago. l certainly knew her. 

! Her short stories probably - 

Yes, yes it was. 

I One other thing that I would like to know aboutyour own Writing ¡s. do you keep a 
notebook? 

No. no I don‘t. 

' So you would say writing Is rather ¡Intuitive than self-Mug». 

Yes. No. I never keep a notebook of any kind. ‘l'hething is. l have a very good. but very 
strange memory. I mean. you know, people are always saying to me. people who grew up 
In Brisbane — or my sister would say. 'it's astonishing all those th‘ngs you remember“. But I 
don't have - I have a memory that only works on a visual or sensory trigger, sa if I can - I 
don't remember things verbally, but if I can remenber - I mean I can remember absolutely 
anymnontinthepastback to the tflœwl'ien | was about three. if I can getonevisual 
detail , or one little sensory thing. then | can absolutely see the entire scene. 

I That's mrnzíng. 

And that's howmy memory … and so Ido have an almost total recall of things. 
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* Arexm'v {fie—flow maria oem-ß— www.—annehmen 
"Yes-34 with. most. 

." -With rms [? ILaugh'l . 
I used tez-be a good friend of Patrick’s for example, Patrick White in the later years, I 
menti one-"r about 1978... l knew Patrick quite well. I woulch't see a lot of him, but. we 
;omespohded and I. would have seen him once every two months or something like that. 
But I mean most of the - Australia iso very very small place, 
«* Hm, 'a smallplace? 

I mean you know all the writers. Sa yes. l have very good cloSe friends. Rachey Hall is a 
friend going book a very long way. I grew up with almost with Judith Rodriguez. and Torn 
'-'8hapco.tt has been a friend for the last nearly twenty years. Helen Garner is a good 
friend. Murray Bail Is a close friend. 

* How did you meet Patrick“ White for instance? 

Well. really through — well. he was a wonderful per-sm this way: in a way that none of the 
rest of us do, he absolutely read everything in local writing. And he was enormously 
generous. If he read a book by a younger writer and liked it, he would go out and buy 
twenty copies and send it to all sorts of people. He did this always. Poetry. novels, I mean. 
he was enormously generous ln that way. I heard. say by about 1971 . somebody saying. ‘oh 
Patrick White has been buying your book of poetry and sending it to people'. And then when 
lhad my first novel . Jaime. people said to me. ‘oh Patrick is buying your novel and sending 
it to everybody". {Lough} Then about 1977 it might have been. Elizabeth Riddell. who l was 
telling you about with-the policeman, she was a good friend of Patrick‘s, and she said. ‘oh 
Patrick would like to meet you. I'll have dinner and invite you both.’ So that's how l met 
him. 

.* And how did you meet Rodney Hall? 
.| met Roche)!" when he Was. sixteen or seventeen, because there was a very very good poet 
who lived in Brisbane called John Manifold. And John Manifold was very interested in music 
and had bush music groups. you know, Australian ballads. and people used to go to his 
place near Brisbane iii-the Bay every Saturday or Sunday. I got into the habit of going 
there. and Rodney was-one at the people who went there, so I met him then. That was a 
long time- ago. Judith Rod‘îguez was in my sister's class at primary school. so I met her 
then when I was about twelve or thirteen, and she was a year or two years younger or 
something. 

l Another— vay general question: Wim! doyen feel about Australia today. just spontaneously, 
what comes to. your mind-'? 

Thé thing that's mas-tstfilèing about the country these day, and it’s What everyone IS 
aware-oil is tliez-enorrrnus-arld last change invthe powlatim mix here. You know. you just 
uºmº-l', miles tha t 
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l Yes, a Macul…) society… 

Well. hat multi—. yes, but. that's a wordnascmereally ever want-ste - I mean. theme (me 
two words you just never want to use in Australia really ever again: ‘ldentity' and !multi— 
cultu’al'. But it ls true, I grew up in a world until well after the second war which was 
essentially England or the British lsles transposed. It'sna longer that. You know. you see 
It. It's hat so different. and in a place like Sydney. you are lust so aware of living ln a City 
which is now crossroads of peoples. It doesn‘t surprise you to be sitting on a bas and the 
maja'lty of people an that bus will be Vietnamese - I mean I live in central SydnEy and get 
an … that are going out into the inner West. and often there will be five or six Angla- 
Saxans and the rest are Greeks. Turks. Vietnamese. Lebanese whatever. and you‘re no 

longer surprised at that. That's the world we now live in. Of course it‘s different in different 
places. In some places you‘re very aware of that. but there are lots „of parts of Australia 
which are still con-pletely Anglo-Saxon. I mean. completely. You don't expect to go out into 
Western towns and see people who represent that mlticultural. niultainational mix… But in 
any of the big cities you see ll. Not so much here in Adelaide. 

' Right. yes. 
You‘re not aware of it in Adelaide. There‘re Italians here and same Greeks I think, but in 
the inner city of Sydney. you’re very aware thatyau‘re in a city in Asia, you know”? Ün Jthe 
edge of Asia. 

' Why don't you want to use this term 'ida'ltity' anymore? I mean - 

Because it‘s ¡ust so boring. 

I But this obsession With nature for instance. that you find wäh marchand. don-"t you 
Ulli-ik that‘s because af their searfh for identity m: hey try to ¡:?-ld someäting rh order to 
defhe themselves? 

l don't know. I don't know. 

I Or “01k say that's over now. and - 

No. I don't thhk it's aver. but I think that in thevactual business of people’s day today life. 
Mela“ think of themselves as belonging to a nation. They think of themselves as. getting 
un with the? life and dealing with their neighbours. I think it's. it may have _a political 
dinar—im and It may belntaresting to the mecfia. but it is not what people’svdailyv life is. 
doom. 

' HH, ”you … all that natkmalistwrlüng is notre—all“)! worthvfile?" 

I ¡hit lt‘l & Mure of what Mrs. Thatcher called “the _chatterlrg classes,, (LW)! 

' RJ! “!!!q acid that Australia is very timer-10m for you andyaw work, that it's not/ua! 
a may a! the mhd andvyour individuality thatyau want mami/sy… 

Na. tut lt‘l the place where I grew up. it‘s the place where I live… And I ma in- every way 
that‘s - 
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a But miy that? 
Yes, but—you know, if ‚you five”. in Germany - well. maybe it is, in Germany, you do these days 
have to think abwt‘ What that nation is to be - 

I Sure, yes. 

And l suppose really you'd say that mostly about anywhere in Europe now. Because I know 

'In Italy too I mean the-(tallers, never think of themselves as italians. They think .of them? , 

selves as Tuscans or Venetians or whatever. And just at  the moment when that country 
too may be in danger of breaking .up. they have tn‘ask themselves. well. what did it ever 
mean: to be an Italian? Was there ever on Italy? 

II Soywdon't wink Australia is in a special position. because it's a younger nation? 

l‘don't think so. no. l think that's an illusion. As soon as you start thinking about nation, 
that concept itself - if that's where identity existe…“… relation to nationhood. then other 

places are absolutely as problenntlc as we are. Think of the Yugoslavs.‚Think oi the 
Italians. Think of the Germans. 

I Sure. I agree. 

The British too. ln that placé too people begin to worry what they mean by the United 
Kh-Igdam. People say to themselves I'm a Glaswegian. l‘rn a Florentine, I'm a Berliner. Or 

they think of the district they live in. I mean they think of their friends and families. or they 
think of“ the people across the city that they have contact with, who are their tribe, which 
has no name. I mean that's how we'really define ourselves. The other is a political concept. 
The media are very fond of talking about those things. 
' About identity as a political concept? 

Well. about definition in terms of nation - l mean. l think definitim is a horrble thing W e  

have now got into this even worse one inside the - Australia is very much involved with this. 
too - l mean. people get themselves defined by what ethnic gfmp they belong to. or 
whether they‘re women, whether they‘re gay. There is now a kind of complete - especially 
in a place like Sydney - a complete sub-tribe of- gay men and women, except that. the guy 
men and gay women don't have that much in common. Thats another way in which people 
would begin “to define their identity. Not as whatever they were before that: not as Austra— 
lians. not as people from New South Wales, not as Sydney—siders, but by sex. by gender. 
That's a madness! And I think all of that has come too from * it's kind of a - it's got a 
different agenda from the agenda .of people's living. l! comes from an agenda of talk and 
definition through talk. 

is Are you permanentgr [imam s …  now? 

Yes. 

& You na larger live in keypad-0’ the year? 
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Weil, I still have'the house in italy-and I go there n' coupled time-s.. I go there two or three 
months a year. 

I Are you teochövg a! míversíg/ still from time to time for instance in Sydney? 

No I haven't taught since 1977. 

! .Areyau working on something a t  the mt?‘ 

Yes. I've got a book almost three quarters finished. 

* And what will“ be about? 

No. no I'm not going to talk abwt that until it"s done (Laughs). (The book Makadi ”is referring. 
to is Remembering Babylon). 

I Sire I can understand tha-t. It was really yea! thatyougnve me that amitié-Nt}.- 

Good. Thanks, thanks. 


