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Introduct i on  

 

On 15th  September  in  2001,  Ian  McEwan  commented  on  

9 /11  in  the  art i c l e  o f  The  Guardian ,  ent i t led  "Only  Love  and Then 

Obl iv i on:  Love  Was Al l  They  Had to  Set  against  Thei r  

Murderers" :   

 

I f  the  hi jackers  had been able  to  imagine  themselves  into  

the  thoughts  and fee l ings  o f  the  passengers ,  they  would 

have  been unable  to  proceed .  I t  i s  h ard  to  be  cruel  once  you  

permi t  yoursel f  t o  enter  the  mind o f  your  v i c t im.  

Imagin ing  what  i t  i s  l ike  to  be  someone o ther  than  yoursel f  

i s  at  the  core  o f  our  humanity.  I t  i s  the  essence  o f  

compass ion,  and i t  i s  the  beginning  o f  moral i ty.   

 

In  thi s  art i c l e ,  McEwan  insi sts  on  the  s igni f i cance  o f  sympathy  

to  imagine  onese l f  “ into  the  thought  and fee l ing  o f”  the  o ther .  

Referr ing  to  the  act  o f  narrat ing  in  conversat i on with David  Lynn ,  

he  rephrases  i t  as   “mapping  out  o f  other  minds and the  

invi ta t i on  to  the  reader  to  step into  those  other  minds ”  (51 ) .  

Some cr i t i cs  paraphrase  i t  in  terms o f  “penetrat i on”  and  McEwan 

once  remarked “penetrat ion into  other  consci ousness ”  in  an 

art i c l e ,  whi ch i s  not  avai lable  now. 1    

His  use  o f  “penetrat i on”  for  sympathy i s  worth  a t tent i on in  

the  sense  that  thi s  word f requent ly  means  the  sexua l  intercourse .  
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In  thi s  respect ,  three  o f  McEwan ’s  works ,  publ i shed be fore  and 

a f ter  9 /11 ,  are  noteworthy.  Those  works  describe  penetrat ions  

into  others  in  a  l i t era l  sense ,  and i t  i s  s igni f i cant  that  a l l  

penetrat ions  are  not  accompl i shed.  T hese  three  works  are  

Atonement  (2001) ,  Saturday  (2005 ) ,  and On Chesi l  Beach  

(2007 ) . 2   

The remarkable  point  o f  the  mot i f  o f  penetrat ion i s  that  i t  

i s  represented  as  the  sexual  penetrat i on  between  men and women 

who  be long  to  di f ferent  c lass es :  Robbie  Turner  and Ceci l ia  Tal l i s  

in  Atonement ,  Baxter  and Daisy  Perowne in  Saturday ,  and  

Edward Mayhew and Florence  Pont ing  in  On Chesi l  Beach .  Men ’s  

status  i s  a lways l ower than women ’s .  Robbie  i s  a  son o f  a  servant  

for  the  Tal l i s es .  Baxter  i s  a  st reet  gang ster,  whi l e  Daisy  i s  an 

Oxford -educated  poet .  Edward i s  a  son o f  the  headmaster  o f  a  

primary  school ,  whi l e  Florence  i s  a  g i f ted  v io l ini s t ,  whose  fa ther  

i s  a  prosperous  businessman and whose  mother  i s  a  l ecturer  in  

phi l osophy.   

In  re la t i on  to  the  recurrent  mot i f  o f  penetrat i on,  “beach”  

funct i ons  as  the  boundary  between two spheres  in  a l l  three  works .  

In  Atonement ,  one  o f  the  protagonis ts ,  Robbie ,  has  b i t ter  

experience  on  the  beach  o f  Dunkirk  and goes  across  the  Channel .  

In  Saturday ,  as  wi l l  be  re ferred to  la ter,  Matthew Arno ld ’s  

wel l -known poem ent i t led “Dover  Beach”  plays  an important  ro le .  

As  the  t i t l e  apparent ly  shows ,  On Chesi l  Beach  uses  a  seashore  

as  the  set t ing  where  i t s  principal  characters ,  Edward and 
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Florence ,  spend thei r  wedding  night .  Thus ,  these  three  works  

foreground the  boundary.  

Considering  McEwan ’s  comment  about  9 /11 ,  these  three  

works  can be  regarded as  at tempts  to  search for  the  possib i l i ty  o f  

penetrat ion into  others  by  way o f  l i te rature .  However,  they  can 

a lso  be  regarded  as  a  paradoxi ca l  depi ct ing  o f  the  impossib i l i ty  

in  that  they  describe  fa i lures  o f  physi ca l  penetrat i ons .  The 

physi ca l i ty  i s ,  o f  course ,  connected  wi th  the  mot i f  o f  sexual  

penetrat ions ,  and  i s  opposi te  to  the  menta l  penetrat i on ,  on  which 

McEwan insi sts  in  hi s  comment  on  9 /11 .   

Just  be fore  9 /11 ,  McEwan ’s  h i s  ninth nove l ,  Atonement ,  was  

publ i shed,  and i t  took four  more  years  for  him to  publ ish hi s  next  

nove l .  Between  these  works ,  the  Iraq  war  broke  out .  Thus  hi s  

preoccupat ion wi th  “ the  core  o f  our  humani ty”  i s  condensed  into  

hi s  tenth novel ,  Saturday,  whose  scene i s  se t  in  London ,  where  

people  are  in  the  gr ip  o f  anxious  fear  o f  at tacks  by  terror is t s .  In  

Saturday ,  we  can  see  the  dynamics  o f  penetrat ion  that  occurs  in  

the  boundary  between  two  opposi te  e l ement ,  such  as  indiv idual  

and soci ety,  humani t ies  and sc i ence ,  rea l i ty  and f i c t ion ,  and so  

on .  

Saturday  i s  the  s tory  o f  Henry  Perowne ’s  one -day 

experience ,  and  is  narrated by  an omnisci ent  narrator  in  the  

thi rd  person ,  in  the  present  tense .  This  day  can be  ident i f i ed  as  

15th February  2003,  f or  a  huge  demonstrat i on  that  took place  

actual ly  on  the  very  day  in  London  i s  descr ibed  in  the  novel .  
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Henry  Perowne i s  a  ne urosurgeon .  This  novel  descr ibes  hi s  o f f  

day,  which  inc ludes  a  regular  squash game with hi s  co l l eague,  an  

accidental  encounter  wi th  a  di seased thug,  the  fami ly  meet ing  to  

ce lebrate  hi s  daughter ’s  publ i cat i on o f  a  co l l ec t ion  o f  her  poems 

ent i t led  My  Saucy  Bark ,  and the  intrusion into  the  party  by  

gangsters .  

Entering  the  mind o f  o thers —or penetrat ing  the  wal l  o f  the  

mind o f  other  people —is  a  s ign i f i cant  theme  o f  Saturday .  This  

can be  seen  not  only  in  the  s tory  but  a l so  in  the  narrat ive  

st ructure .  At  the  level  o f  s tory,  Perowne unconsciously  t r i es  to  

imagine  what  others  think ,  throughout  the  novel .  Narrat ing  in  

the  novel  i s  the  same act  in  thi s  sense .  Whi le  Perowne  uses  hi s  

medi ca l  knowledge  to  invest igate  o thers ’ mind s,  the  narrator ’s  

l i terary  descript ion i s  carri ed out  by  entering  Perowne ’s  mind 

and by  report ing  what  he  i s  thinking .  I t  i s  c l ear  that  Perowne ’s  

entering  the  mind o f  others  and the  narrator ’s  “ penetrat i on”  into  

the  protagonist ’s  mind const i tute  the  opposi t i onal  re lat i onship 

in  Saturday .  However,  as  mentioned  above ,  the  physi ca l i ty  i s  

a lso  s igni f i cant  factor.   

Considering  not  only  the  me ntal  but  a l so  the  physi ca l  l eads 

to  br inging  the  h idden message  o f  McEwan to  l ight .  The  present  

paper  a ims  to  invest igate  the  meaning  o f  the  physi ca l i ty  and the  

repet i t ion ,  and i t  f ina l ly  turns  out  to  be  the  at tempt  to  explore  

the  ro l e  o f  the  nove l  for  the  hi story  that  i s  on  the  verge  o f  

ob l iv ion.   
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1 .  Physi ca l i ty,  Intertextual i ty,  and  the  Wars  

 

The phys i ca l  i s  the  core  o f  the  world  for  Perowne  and i t  

connects  to  hi s  sense  o f  va lue  in  l i terature :  

 

They  [Anna Karenina  and Madame Bovary ]  had  the  v i rtue ,  

at  l east ,  o f  represent ing  a  recognizable  physi ca l  rea l i ty,  

whi ch  could  not  be  sa id  for  the  so - ca l l ed magi ca l  rea l i s t  

she  [Daisy ]  opted  to  s tudy in  her  f inal  year.  (67 )  

 

In  thi s  passage ,  there  i s  a lso  a  denouncement  for  the  magi ca l  

rea l i s t ,  whi ch i s  regarded  as  the  opposi t i on against  the  real i s t  

who represents  “a  recognizable  physi ca l  rea l i ty ”  in  the  novel s .  

Perowne  describes  the  no vel s  o f  magi ca l  rea l i st s  as  fo l l ows :  

 

In  more  than one ,  heroes  and heroines  were  born with or  

sprouted wings —  a  symbol ,  in  Daisy ’s  t erm,  o f  thei r  

l iminal i ty ;  natural ly,  l earning  to  f ly  became a  metaphor 

for  bold  aspi ra t i on.  (67 )  

 

The mot i f  o f  “wings”  i s  regarded  as  the  representat ive  o f  magi ca l  

rea l i sm here .  Wings enable  “heroes  or  heroines”  to  f ly,  namely,  t o  

be  against  the  law o f  gravi ty.   

Gravi ty  in  McEwan ’s  work i s  ident i ca l  wi th  the  principle  o f  

rea l i ty.  For  instance ,  Peter,  the  protagonis t  in  The  Daydreamer  
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(1994 ) ,  invents  a  kind o f  weight less  env i ronment  s imulator  in  a  

daydream,  which  i s  o f fered as  a  ta le  wi thin  the  novel .  As  Peter  

Chi lds  po ints  out ,  i t  i s  noteworthy  that  thi s  nove l  i s  const i tuted 

by  seven interl inked  s tor i es  o f  “ out -o f -body  experience”  (149 ) .  

Amsterdam (1998)  a l so  has  a  l i t t le  re ference  to  the  weight less  

envi ronment  s imulator.  I t  appears  as  the  unreal i zed  devi ce  in  

the  novel .  In  both novel s ,  the  weight lessness  i s  connected  to  the  

opposi t i on o f  rea l i ty.  On the  contrary,  in  Saturday ,  the  phrase  

“ the  i ron weight  o f  the  actual ”  (168 )  conf i rms the  connect i on 

between g ravi ty  and the  principle  o f  rea l i ty.  

     In  re la t ion  to  the  wings,  f ly ing ,  and  gravi ty,  he ight  i s  a l so  

an essent ia l  mot i f  in  McEwan ’s  works.  F rom the  ear ly  part  o f  thi s  

nove l ,  height  i s  connected  to  the  omniscient  or  the  fantast i c .  

Start ing  thi s  novel  wi th  Perowne ’s  looking  down on the  square ,  

McEwan sets  the  one -way re la t i onship  between  the  seer  and the  

seen.  I t  a l so  appears  in  other  McEwan ’s  w orks.  For  instance ,  in  

Atonement ,  the  innocent  Bryony  on the  f i rs t  f l oor  l ooks  down on 

the  exchange between her  s i ster  Ceci l ia  and Robb ie ,  who a re  in  

the  garden ,  and mistakenly  regards i t  as  a n assaul t  upon Ceci l ia  

by  Robbie .  Bryony  makes  up the  story  based on the  

misunderstanding ,  which  sends  Robbie  to  ja i l .  Al so  a t  the  end  o f  

Saturday ,  Perowne  s tands  bes ide  the  window and re f lec t s  upon  

hi s  Saturday,  whi le  

 

[h ]e  fee l s  himsel f  turn ing  on  a  g iant  wheel ,  l ike  the  Eye  on  
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the  south bank o f  the  Thames ,  just  about  to  arr ive  at  the  

highest  point  –  he ’s  poi sed  on a  hinge  o f  percept ion ,  be fore  

the  drop ,  and he  can see  ahead ca lmly.  (272)  

 

This  re lat i onship  between  the  height  and the  act  o f  see ing  i s  thus  

presented  both in  the  beginning  and in  the  end  o f  the  novel .  

 Height  in  bui ldings  forms a  hierarchy  in  terms o f  the  

innocent .  Lynn Wel l s  suggests  that  “ [ t ]he  Perowne  home i s  subt ly  

organized to  re f l ect  certa in  s t ructures  o f  pow er,  both personal  

and  po l i t i ca l ” (120) .  Wel l s  analyzes  the  three  s tor ies  o f  the  house ,  

whi ch are  associated  wi th each symbol i c  meaning :  the  upper  

story  i s  associated  wi th  “Perowne ’s  c lass  superio r i ty  and 

cul rural  imperia l i sm” ;  the  basement  i s  connected with  the  space  

o f  “ the  t radi t i onal ly  feminine  work ” ;  and  the  f i rs t  f l oor  o f  the  

house  i s  “ the  middle  space  where  mascul ine  and feminine  

principles  converges  as  the  conf l i c t  between the  bourgeoi s  fami ly  

and the  outsider  takes  place”  (120 ) .  The Perowne home,  however,  

consi s ts  o f  f our  stor i es  in  fact .  Wel l s  overl ooks  the  thi rd  f loor,  

where  Perowne ’s  son,  Theo ,  usua l ly  s l eeps .  The thi rd f l oor  o f  

Perowne ’s  house  should  be  regarded as  an innocent  sphere .   

As  to  the  theme o f  height ,  Masaaki  Takeda ,  re ferr ing  to  The 

Chi ld  in  Time (1987 )  and  Enduring  Love  (1997 ) ,  po ints  out  the  

st ructure  that  consi sts  o f  the  upper  innocent  wor ld  and o f  the  

lower substant ia l  world .  H e  argues that ,  there fore ,  the  contrast  

“ represents  the  harshness  o f  the  substant ia l  world”  and that  the  
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fa l l  as  a  mot i f  in  these  novel s  “symbol i ca l ly  br ings  the  end o f  an 

innocent  world  into  the  work”  (15 ,  t ransla t ion  mine) .  In  thi s  

sense ,  Baxter ’s  tumbl ing  down f rom the  upper  f loor  o f  Perowne ’s  

house  can  be  regarded  as  the  embodiment  o f  the  fa l l  mot i f  in  

Saturday .  Certa inly,  the  intrusion o f  Baxter,  descr ibed  as  an 

“exci ted chi ld”  (223 ) ,  come s  to  an end  by  fa l l ing .  Thus,  in  thi s  

nove l ,  l ike  Perowne ’s  thought  about  real i sm,  physi ca l i ty  i s  

represented as  a  rea l i ty.  

As  the  physi ca l  act ,  a  s inking  body  into  the  water  

foregrounds  and highl ights  the  boundaries  in  thi s  nove l .  In  the  

fo l l owing  epi sode  with  hi s  mother,  L i ly,  Perowne abhors  to  fee l  

the  boundary  materia l ly :  

 

She [Li ly ]  made  him fo l low her  into  s ini s ter  green lakes  

and the  grey  North  Sea  be fore  season .  I t  was another  

e lement ,  she  used  to  say,  as  i f  i t  were  an  explanat i on  o r  an 

ent i cement .  Another  e l ement  was  preci se ly  what  he 

ob jected to  l owering  hi s  sk inny  f reckled f rame into .  I t  was 

the  div is ion  between  the  e l ements  that  hurt  most .  […]  

(37 -38 )  

 

Led  by  Li ly,  who  i s  expert  a t  swimming ,  Perowne attempted to  

s ink hi s  body  int o  the  lake ;  however,  h i s  body  withstands  the  

boundaries .  

As  “another  e l ement ”  that  i s  a l ien to  Perowne ,  t he  
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physi ca l i ty  o f  Baxter  i s  an  uncanny  thing  for  him.  For  instance ,  

Baxter ’s  ex i s tence  i s  descr ibed  as  fo l l ows:  

 

Al l  day  l ong ,  the  encounter  on Univers i ty  Street  has  been  

in  hi s  [Perowne ’s ]  thoughts ,  l ike  a  susta ined p iano note .  

But  he ’d  a lmost  forgot ten  about  Baxter,  not  the  fact  o f  h i s  

ex i s tence ,  o f  course ,  but  the  ag i ta ted physi ca l  rea l i ty ,  the  

sour  ni co t ine  tang ,  the  t remulous  r ight  hand,  the  

monkeyi sh  a i r,  he ightened  now by  a  woo l len  cap.  (207 ,  

emphasi s  added)  

 

Prev ious  to  thi s  scene,  in  thei r  f i rs t  encounter,  Perowne  and 

Baxter  exper ience  the  f i rst  physi ca l  t ouch,  which seems to  

Perowne  “a  sharp  r idge ,  a  shock  wave”  and  carries  “with  i t  not  so  

much pain as  an e l ect r i c  j o l t  o f  s tupe fact i on ”  (92 ) .  I t  i s  

noteworthy  that  the  phys i ca l  touch  in  thi s  scene ,  Baxter ’s  punch,  

i s  compared  wi th  a  “ki ck”  in  terms o f  int imacy :  “A ki ck  i s  l ess  

int imate ,  l ess  involv ing ,  than  a  punch ,  and one ki ck  never  qui te  

seems enough”  (93) .  Consequent ly,  the  int imacy  o f  Baxter ’s  

punch  i s  paradox ica l ly  expressed.   

In  the  scene  o f  Baxter ’s  intrusion  into  Perowne ’s  house ,  the  

physi ca l  t ouch between Perowne and Baxter  can be  regarded as  

suspended.  There  i s  no  touch between them unt i l  the  end o f  the  

scene o f  the  intrusion :  a f ter  l eaving  Baxter ’s  crony,  Perowne  

se izes  Baxter ’s  wri s t  with  both  hands,  f l ings  h im down the  s ta i rs  
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in  cooperat ion  wi th  Theo,  and  thinks  the  “ [ c ] ontact  at  last”  (227 ) .  

Throughout  thi s  scene,  Perowne cont inues to  a ttempt  to  

penetrate  into  Baxter ’s  thought .  This ,  however,  does  not  succeed .

 In  re lat i on to  the  physi ca l i ty  o f  Baxter,  generat ion i s  a  

s igni f i cant  theme,  because  o f  two  notable  mot i f s  o f  Baxter,  

namely,  h is  inheri ted  Huntington  di sease  and hi s  undisc l osed  

fami ly  name.  The  former would be  brought  to  l ight  de f ini te ly  by  

compari son wi th  Vi rg inia  Wool f ’s  Mrs Dal l oway  (1925 ) ,  whi ch i s  

o f ten re ferred to  and known as  an inter- text  o f  Saturday by  

cr i t i cs . 3  The la tter  can be  considered in  the  l ight  o f  the  sense  o f  

cont inui ty  between  generat i ons .  

In  compari son  with  Vi rg inia  Wool f ’s  Mrs  Dal l oway ,  there  

are  some prominent  s imi lari t i es  and one noteworthy  di f ference .  

The  protagonists  o f  Mrs  Dal loway  and Saturday—Clari ssa   

Dal l oway and Henry  Perowne —belong  to  the  middle - c lass ;  both  

o f  them travel  around London;  both  novel s  depi ct  the  

protagonis ts ’ experience  in  a  s ing le  day ;  and both protagonis t s ’ 

counterpart s ,  Baxter  and Sept imus Warren Smith ,  su f fer  f rom 

di sease .  However,  concerning  the i r  di seases ,  the  di f ference  

stands out .  The di f ference  o f  d i seases  f rom which Baxter  and 

Sept imus  Warren  Smith  suf fer  i s  noteworthy :  she l l  shock and 

Huntington  di sease  resp ect ive ly.  The  s igni f i cant  point  i s  the  

di f ference  o f  thei r  backgrounds .  On the  one  hand,  she l l  shock i s  

att r ibuted to  the  experience  o f  Wor ld  War One ;  on  the  other  hand,  

Huntington  di sease  i s  a t t r ibuted  to  a  private  and g enerat i onal  
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cause .  The former i s  caused by  the  war as  a  soc ia l  and co l l ect ive  

incident ;  the  la t ter  has  noth ing  to  do  wi th  the  publ i c  and the  

co l l ect ive .  I t  i s  obvious that  the  d i f ference  o f  the  causes  o f  thei r  

di seases  between Mrs Dal l oway  and Saturday  i s  correspondent  to  

the  contrast  between the  soc ia l  and  the  indiv idua l .  This  contrast  

puts  s t ress  on  the  fact  that  Baxter  i s  a l i enated  f rom the  socie ty.  

Moreover,  the  contrast  between  the  menta l  and  the  physi ca l  

in  the  two works  i s  a l so  inscr ibed here .  Each intrusion o f  the  

outsiders  into  the  part ies  o f  Mrs Dal l oway  and in  Saturday  

co incides  with  th is  contrast :  Sept imus  Warren  Smith  penetrates  

into  Clari ssa ’s  party  imaginat ively  and Baxter  invades  

Perowne ’s  party  phys i ca l ly .  This  d i f ference  foregrounds  the  

connect i on  between  the  Perowne and Baxter.  As  Sonoko Hirota  

points  out ,  the  re la t ionship between Perowne  and Baxter  

“ cont inues  to  be  governed  by  phys ica l  fa ctors ,  whi ch are  ent i re ly  

absent  f rom the  spi r i tual  connect ion  between Clar issa  and 

Sept imus”  (71 ) .  Bes ides ,  in  Perowne ’s  thought ,  th inking  Baxter  

and phys i ca l i ty  are  inseparable :  “ I t  may be  the  thought  o f  him 

[Baxter ]  that  makes  Henry  fee l  shaky,  or  the  phys ica l  e f fec ts  o f  

t i redness”  (272 ) .  

This  di f ference  suggest s  that  Baxter  has  only  hi s  body  and  

name .  He does  not  have  any  co l l ec t ive ,  mental  re lat i onship .  In  

addi t i on to  thi s ,  he  does  not  have  the  past .  Disregarding  the  past  

i s  represented  as  an  inconspi cuous but  noteworthy  mot i f :  the  

lack  o f  Baxter ’s  fami ly  name.  Baxter ’s  undisc l osed  fami ly  name 
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i s  the  o ther  heri tage  f rom past  generat ion s  depi c ted  in  thi s  novel .  

In  the  scene o f  the  fender  bender,  when Perowne and Baxter  

encounter  for  the  f i rst  t ime ,  the  conversat i on between them 

takes  place  as  fo l lows :  

 

‘Henry  Perowne. ’  

‘Baxter. ’  

‘Mr  Baxter? ’  

‘Baxter. ’ (87 )  

 

Whi le  Perow ne g ives  hi s  fu l l  name,  Baxter  appears  to  re fuse  to  

g ive  hi s  fami ly  name.  As Robert  Eaglestone points  out ,  Baxter  i s  

“deprived  o f  a  f i rst  name”  (76 ) ,  and  so  are  h i s  cronies ,  Nigel  and 

Nark .  Furthermore ,  regarding  “ Baxter”  as  hi s  t rue  name i s  

inappropria te .  In  thi s  respect ,  the  fo l lowing  conversat i on  

between Perowne  and Baxter  i s  suggest ive :  

 

‘ I s  your  real  name Baxter? ’  

‘That ’s  my business . ’ (96 )  

 

This  uncerta inty  funct i ons  as  “an impenetrable  barr ier”  both for  

Perowne  and for  the  reader  (Amie l−Houser  132 ) .  There fore ,  the  

reader  never  know s hi s  t rue  name  throughout  the  novel .  This  

conversat i on indica tes  that  Baxter  re jec ts  both  the  concept  o f  

generat i on and the  generat i onal  bond by  di scarding  hi s  fami ly  
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name,  and  that  he  l i ves  as  a  s t reet  gang ster  wi th  the  name 

Baxter  a lone  as  hi s  so l e  ident i ty.   

     Moreover,  throughout  the  nove l ,  by  re ferr ing  to  o ther  

l i terary  works,  McEwan foregrounds the  s igni f i cance  o f  the  name.  

In  thi s  novel ,  four  works  are  impl i ed or  re ferred  to :  Conrad ’s  

Lord  J im (1900 ) ,  Tol stoy ’s  Anna  Karenina  (1877 ) ,  F laubert ’s  

Madame Bovary  (1856 ) ,  and Brontë ’s  Jane  Eyre  (1847) .  Perowne  

does  no t  th ink  highly  o f  a  nove l ,  probably  Lord  J im ,  on the  

ground that  “ sea faring ,  however  mora l ly  f ra ught ,  doesn ’t  much 

interest  him ”  (6 ) .  Perowne  a l so  reads  Anna  Karenina  and 

Madame Bovary ;  however,  “he  was unmoved”  by  genius  “ in  the  

deta i l ”  (67 )  o f  the  two  works .  Daisy  reads  Jane Eyre  as  a  f i rst  

nove l  at  Grammati cus ’s  insi s tence  (133 ) .  I t  i s  suggest ive  that  a l l  

o f  those  works have person ’s  name in  thei r  t i t l e s ,  and so  i s  Mrs  

Dal l oway , 4  a  precursor  o f  Saturday .  In  addi t ion  to  thi s  l i s t ,  the  

nove l  for  the  ep igraph o f  Saturday ,  Herzog  (1964 ) ,  f o rms another  

intertextual  re la t ionship in  thi s  sense .  

Another  o f  Saturday ’s  re lated  works  leads  to  examining  the 

physi ca l i ty  in  thi s  novel .  The name Baxter  reca l l s  Baxter  Dawes,  

who i s  a  character  o f  D .  H.  Lawre nce ’s  Sons  and Lover s  (1913 ) . 5  

In  Sons  and Lovers ,  Baxter  Dawes  appears  as  an opponent  o f  the  

protagonis t ,  Paul  Morel ,  and the ir  host i le  exchanges o f  b l ows  

curiously  promote  the i r  f r iendship . 6  Given  that  Sons  and Lovers  

i s  re ferred in  Saturday ,  the  epi sode  in  which Tony  Bla i r  mistakes  

Perowne  for  a  painter  in  thi s  novel  can be  taken  to  a l lude  to  Paul  
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Morel ,  the  painter -protagonist  in  Sons and Lovers .  I t  can  be  sa id  

that  the  epi sode  a l ludes  to  the  reader  that  Paul  Morel  i s  

correspondent  wi th  Per owne  in  the  oppos i t i onal  re lat i onship .  

Like  between  Baxter  Dawes  and Paul  Morel ,  the  curious 

bond i s  born between  Perowne  and Baxter.  Af ter  escaping  f rom 

Baxter,  Perowne regards  Baxter  with  favo ur to  some degree :   

 

In  fact ,  he  [Perowne]  wouldn ’t  mind ta lk ing  to  him 

[Baxter ] .  His  case  i s  interest ing ,  and the  o f fer  o f  help  was 

s incere .  (140 )  

 

Regardless  o f  the  fact  that  thi s  fee l ing  seems to  come  f rom 

Perowne ’s  medi ca l  interest ,  the  bond between them i s  certa inly  

emphasized .   

This  cur ious  bond funct ions  as  an  i rony  for  the  I raq  war.  As 

many  cr i t i cs  regard  Baxter  as  Saddam Hussein,  the  st ructure  

between  the  Western  world  and the  non-Western world  i s  se t  in  

Saturday .  In  thi s  respect ,  Robert  Eag lestone ’s  po int ing  out  that  

the  Huntington  di sea se  in  thi s  nove l  can  be  regarded  as  an 

a l lusion to  Samuel  Huntington ’s  Crash o f  C iv i l i zat ions  i s  

suggest ive  (The  Contemporary  Fi c t ion ,  85 ) .  Eaglestone  says  that  

thi s  a l lusion  funct ions  as  the  pro lept i c  o f  c rash o f  two d i f ferent  

cul tures ,  and  i t  takes  place  in  the  form o f  physi ca l  t ouch.  

Furthermore ,  i t  can  be  connected to  the  last  l ine  o f  “Dover  

Beach” :  “Where  i gnorant  armies  c lash by  night . ”  In  thi s  sense ,  
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the  i rony,  which ari ses  f rom the  oppos i t i onal ,  host i l e  

re la t ionship  between  Perowne  and Baxter,  i s  the  fact  that  people  

can bear  mutual  understanding  on ly  through the  v i o lence .  Thus ,  

Saturday  i s  the  novel  about  human communicat i on  in  the  

twenty - f i rs t  century.  

McEwan casts  the  same theme on  the  wars  in  the  twent ie th  

century.  The s i tuat i on  in  which  the  I raq  war  i s  about  to  break out  

has  connect ion  to  the  wars  in  the  last  century  by  v i r tue  o f  a  

wart ime tune  re ferred  to  in  thi s  novel ,  whose  l yr i c  Perowne  hums 

to  himsel f  “We ’ l l  meet  again,  don ’t  know where ,  don ’ t  know when ”  

(57 ) :  i t  i s  Vera  Lynn ’s  “We ’ l l  Meet  Again”  re leased in  1939.  

Furthermore ,  a t  the  end o f  the  novel ,  Perowne turns hi s  thought  

towards “a  middle -aged doctor  s tanding  at  the  window in  hi s  s i lk  

dressing  gown”  a  hundred  years  ago  and the  looming  shadows o f  

the  two world wars  (276 ) .  Imagining  thi s  doctor,  Perowne 

wonders  “what  was  thei r  body  count ,  Hi t ler,  Sta l in ,  Mao? Fi f ty  

mi l l i on ,  a  hundred”  (276 )?  By re ferr ing  to  the  number o f  corpses ,  

the  re la t ionship between the  wars  and the  body  i s  presented here .  

There fore ,  McEwan ’s  insight  into  the  physi ca l i ty  i s  intended  to  

consider  both  the  twent ie th century  and the  twenty - f i rs t  century.  
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2 .  Repet i t i on ,  Al legory,  and  History  

 

     Not  thinking  highly  o f  l i terature ,  Perowne  i s  acquainted  

with musi c .  When he  i s  working  in  the  operat ing  theatre ,  he  

l i s tens  to  c lassi ca l  musi c ,  “most ly  piano works  by  Bach , ”  and  

“ [ i ]n  a  rea l ly  good  mood he ’ l l  go  for  the  looser  interpretat i on  o f  

Glenn Gould”  (22) .  His  op inion that  the  musi c  i s  sup er ior  to  

l i terature  appears  as  fo l lows:  

 

So  far,  Daisy ’s  reading  l i st s  have  persuaded him that  

f i c t ion  i s  t oo  humanly  f lawed,  too  sprawl ing  and 

hi t -and-miss  to  inspi re  uncompl i cated wonder  at  the  

magni f i cence  o f  human ingenuity,  o f  the  impossib le  

dazzl ingl y  achieved.  Perhaps only  musi c  has  such puri ty.  

(68 )  

 

Regardless  o f  the  fact  that  Daisy  g ives  l i t erary  educat i on to  

Perowne ,  thi s  resul ts  in  conf i rming  the  presence  o f  b l o ts  in  

l i terature  more  and more .  Thus,  according  to  Perowne ’s  thinking ,  

musi c  has  a  ki nd  o f  “puri ty, ”  and  l i terature  does  not  have  i t .   

     Perowne ’s  att i tude to  music  should be  understood  by  

invest igat ing  what  i s  common between two  musica l  genres ,  

c lassi ca l  musi c  and  the  b lues ,  whi ch  fascinate  him and have  

something  to  do  with hi s  l i fe .  A s  Bach and Glenn Gould  are  

re ferred  to ,  c lass ica l  musi c  i s  the  essence  o f  hi s  taste ,  and  the  
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b lues ,  wi th which h i s  son,  Theo ,  i s  g i f ted,  i s  a l so  re ferred to  in  

thi s  novel :  

 

[ I ] s  there  a  l i fe t ime ’s  sat i s fact i on  in  twelve  bars  o f  three  

obvious chords?  Perhaps  i t ’s  one  o f  those  cases  o f  a  

microcosm giv ing  you the  whole  world .  […]  When player  

and l i s tener  together  know the  route  so  wel l ,  the  p leasure  

i s  in  the  deviat i on,  the  unexpected  turn  aga inst  the  gra in.  

[…] [A]bsorbing  varia t ion  on an  unchanging  the me.  (27 )  

 

The b lues  i s  characterized by  i t s  repet i t ive  st ructure ,  named 

twelve  bar  b lues ,  whi ch consi s ts  o f  only  three  chords .  A piece  i s  

ordinari ly  constructed  by  repeat ing  the  basi c  pattern  o f  twelve  

bars .  Under these  features ,  as  Perowne  thinks,  “ the  pl easure  i s  

in  the  devia t i on”  wi th in  the  repet i t ion ’s  pattern.  There fore ,  the  

per formance  o f  the  b lues  necessari l y  includes  the  repet i t ion .  

     The  quotes  above  about  c lassi ca l  musi c  and  the  b lues  have  

the  fo l l owing paral le l  words :  “ looser  interpretat ion, ”  “devia t ion , ”  

and  “variat i on. ”  These  words  imply  that  the  heart  o f  these  genres  

i s  the  deviat i on  f rom the  or ig inal  or  the  standard ,  and  i t  i s  

generated  by  repet i t i on .  In  thi s  sense ,  the  f requent  appearance  

o f  these  two phrases ,  “ turn/ run around”  and “a  dozen t imes” ,  i s  

suggest ive .  These  are  used,  f or  instance ,  in  Perowne ’s  

denouncement  for  Henry  James on  the  ground o f  hi s  euphemist i c  

descr ipt ion  in  compari son  wi th Wi l l iam James :   
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He should  l ook  out  what  Wi l l iam Jame s  wrote  on 

forget t ing  a  word or  name .  […]  James had  the  knack o f  

f ix ing  on  the  surpri s ing  commonplace  −  and in  Perowne ’s  

humble  v i ew,  wrote  a  better -honed prose  than  the  fussy  

brother  who would rather  run  round a  th ing  a  dozen  

di f ferent  ways  than ca l l  i t  by  i t s  name.  (58 ,  emphasi s  

added)  

 

Henry  James ’s  way o f  descr ib ing  resembles  the  repet i t ive  

st ructure  o f  the  b lues .  The placards  which say  “Not  in  My Name 

goes  past  a  dozen  t imes ”  (72 )  can  be  g iven  as  another  example .  

These  f requent ly  appearing  phrases  shed l i ght  upon the  presence  

o f  the  repet i t ive  act i ons  or  repet i t ion i t se l f  in  Saturday .   

     Two types  o f  repet i t i on are  presented  in  the  novel :  the  

repet i t ion  in  c lass i ca l  musi c  and the  repet i t ion in  the  b lues .  The  

former i s  correspondent  to  the  repet i t i on  re la ted  to  the  or ig ina l ;  

in  o ther  words ,  i t  i s  correspondent  to  representat i on .  The lat ter  

i s  the  repet i t i on based  on t he  di f ference .  The  repet i t i on in  

c lassi ca l  musi c  ex is ts  as  an interpretat i on o f  the  or ig i nal .  For  

instance ,  the  per fo rmance  o f  c lass ica l  musi c  i s  based on  scores ,  

whi ch  were  ordinari ly  wri t ten by  l egendary  composers  and are  

t reated as  canons .  I t  i s  usual  but  notable  that  the  per formance  i s  

a lways  more  or  l ess  di f ferent  f rom the  or ig inal .  There fore ,  in  thi s  

type  o f  repet i t ion,  the  interpretat ions  o f  the  or ig inal  by  each  



 20 

player  are  essent ia l .  On  the  one  hand,  the  repet i t i on in  the  b lues  

bears  l i t t l e  re la t ion  to  the  or ig inal  score .  In  th is  genre ,  i t s  

repet i t ive  s t ructure  funct ions  as  a  l imitat i on,  and i t  can be  

stated  that  the  pleasure  o f  the  b lues  ar ises  f rom making 

varia t ions ,  improvisat i ons ,  or  the  “devia t ion”  wi thin the  form as  

l imi tat i on.  This  p leasure  ari ses  f rom what  Perowne  regards  as  “a  

microcosm giv ing  you the  whole  world”  and “absorb ing  v aria t i on  

on  an unchanging  theme ”  (27 ) .  

     In  re la t ion  to  these  two types  o f  repet i t i on,  these  two 

scenes  are  s ign i f i cant :  Theo ’s  l i ve  per formance ,  which enthuses  

Perowne ,  and Daisy ’s  rec i ta t i on  o f  Mathew Arnold ’s  poem,  “Dover  

Beach” ,  whi ch moves  Baxter.  I t  i s  noteworthy  that  both scenes  

are  concerned with Perowne ’s  two chi ldren, 7  and both  are  

correspondent  to  the  two  types  o f  repet i t ion.  Moreover,  the  two 

types  o f  repet i t i on in  musi c  are  foregrounded through the  scene  

in  which  the  protagonis ts  are  a f fec ted .  

     Theo ’s  l i ve  per formance  i s  regarded as  a  var iat i on  o f  the  

repet i t ion  in  the  b lues .  Af fec ted by  Theo ’s  per formance ,  Perowne ,  

a  usual ly  coo l -headed  man,  “ comes  away  f rom the  wal l  where  he ’s  

been  l eaning ,  and  walks  into  the  middle  o f  the  dark  audi tor ium,  

towards the  great  engine  o f  sound”  (171 ) .  Be fore  being  a f fec ted ,  

“he di scovers  that  the  song i s  not  in  the  usual  pattern o f  a  

twelve -bar  b lues , ”  and he  f inds  that  “ [ t ]here ’s  middle  sect i on 

with an  unworld ly  melody  th at  r i ses  and fa l l s  in  semitones ”  (171 ) .  

The  word  “pat tern”  conf i rms  that  Theo ’s  per formance  i s  
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corresponde nt  to  the  repet i t ion  in  the  b lues ,  and  i t  i s  obvious  

that  the  deviat i on f rom the  “pattern”  or  f rom i t s  standard  

l i tera l ly  moves  Perowne .  

On the  other  hand,  Daisy ’s  rec i tat i on  can be  regarded  a s  

the  equivalent  o f  the  repet i t i on  in  c lassi ca l  musi c .  In  the  scene  o f  

Daisy ’s  rec i tat i on,  the  text  o f  Mathew Arnold ’s  “Dover  Beach”  i s  

correspondent  to  a  score  in  c lassi ca l  musi c .  In  o ther  words,  the  

re la t ion between Daisy  and “Dover  Beach”  i s  ident i ca l  w i th that  

between  a  player  and a  score  in  c lassi ca l  musi c .  This  i s  the  very  

re la t ion  that  the  repet i t ion  in  c lassi ca l  musi c  postu lates .   

Nei ther  the  in f luence  o f  the  poetry  i t se l f  nor  the  female  

att ract iveness  i s  not  the  t rue  reason for  the  change o f  Baxter ’s  

att i tude.  However,  Daisy ’s  rec i ta t ion actual ly  thwarts  Baxter ’s  

v io l ence .  Robert  Eaglestone mentions  that  the  tex t  o f  “Dover  

Beach”  “had been learnt  by  ro te  by  Daisy”  ( “The Age” ,  364 ) .  

Moreover,  Rebecca  Carpenter  points  out  that  “ the  feminist  

possib i l i t i es  o f  such  a  scene  a re  mul t iply  undercut ”  (155 ) .  

Carpenter  f inds  out  the  male ,  coerc ive  power  in  Daisy ’s  

rec i tat i on :  the  words o f  the  rec i ta t ion are  not  Daisy ’s  but  those  

wr i t ten by  one  o f  “ the  great  whi te  men of  the  Bri t i sh l i t erary 

canon” ,  and in  fact  she  i s  f orced to  read  “Dover  Beach rather  than  

her  own poem .”  “ [H]er  bri l l iant  poet  grandfather  conceives  the  

plan to  pretending  read one o f  her  poems; ”  t here fore ,  “Daisy  i s  

large ly  reduced to  the  ro l e  o f  a  brave  actress  in  a  drama scr ipted 

for  her  by  o ther s”  (155 ) .  However,  thi s  per fo rmative  power  o f  her 
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rec i tat i on should  be  noted.  Daisy ’s  rec i tat i on,  which  i s  s imi lar  to  

the  repet i t ion  in  c lassi ca l  musi c ,  makes  Baxter  rea l i ze  the  

cont inui ty  o f  h i story.  St i rred by  Daisy ’s  rec i ta t ion,  Baxter  

reca l l s  “Folkstone , ”  where  he  grew up  (96 ) .  I t  i s  obvious that  

repet i t ion  in  c lassi ca l  mus i c  and  Baxter ’s  reco l lec t ion  have  the  

same temporal  s t ructure .  He  consciously  reco l lec t s  hi s  

b ir thplace  and unconsciously  fee l s  the  or ig inal ,  Mathew Arnold ’s  

“Dover  Beach. ”  T he  reason  for  the  change  o f  Baxter ’s  at t i tude i s  

att r ibuted to  hi s  sensib i l i ty  to  the  temporal  di stance  f rom the  

or ig inal .   

On  the  o ther  hand,  t he  repet i t ion in  the  b lues  brings  

Perowne  into  the  t imeless  condi t i on ,  in  which hi s  mother  Li ly  

a lso  l ives .  Experiencing  Theo ’s  per formance ,  Perowne  fee l s  a  

kind o f  utopia :  

 

There  are  these  rare  moments  […]  when thei r  [musi c ians ’ ]  

expression  becomes as  easy  and  grace ful  as  f r iendship  or  

love .  This  i s  when they  g ive  us  a  g l impse  o f  what  we might  

be ,  o f  best  se lves ,  a nd  o f  an imposs ib le  world  in  which you  

g ive  everything  you have to  others ,  but  l ose  noth ing  o f  

yoursel f .  (171 )  

 

Feel ing  thi s  utopian  mome nt ,  Perowne  real i zes  what  hi s  mother  

Li ly  says :  “you can  go  for  a  mi l e ”  (167 ) .  Be fore  saying  these  

words ,  Li ly,  fo r  whom “ [e ]verything  belon gs in  the  present ”  
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because  o f  her  dementia  (164 ) ,  says  that  “ [o ] ut  here  [nursing  

home]  i t  on ly  l ooks  l ike  a  garden,  Aunty,  but  i t ’s  the  countrysi de  

real ly ”  (167 ) .  In  thi s  respect ,  i t  i s  intr iguing  that  the  p lace  o f  

thi s  nursing  home i s  descr ibed  as  fo l l ows:  

 

In  the  twent ies  and  thi r t ies ,  g reat  t racts  o f  agri cul tura l  

land  to  the  west  o f  London  d isappeared  before  an 

onslaught  o f  h igh -speed  housi ng  development .  […]  Each 

near- ident i ca l  house  has an uneasy,  provi s i onal  l ook,  as  i f  

i t  knows  how readi ly  the  land  would  revert  to  cerea l  crops  

and grazing .  (158 )  

 

Considering  thi s  v i s ion l eads to  regarding  Li ly  intui t ing  the  

place  in  the  past  or  the  place  in  the  future  in  the  present  tense .  

There fore ,  i t  can be  sa id  that  Perowne,  rea l iz ing  what  Li ly  says ,  

plunges  into  t imeless  condi t i ons  in  a  utopian  moment .  

The s imi lari ty  between P erowne and Li ly  as  an  o ld  woman 

appears  inwardly  i n  the  form o f  movement .  As  mentioned above ,  

the  up-and-down,  vert i ca l  movement  i s  s igni f i cant  in  McEwan ’s  

works,  however  a  unique  po int  in  Saturday  entai l s  a  hori zontal  

movement .  A hor izontal  movement  i s  descr ibed in  the  scene  o f  a  

nurs ing  home where  Perowne ’s  mother  Li ly  l ives ,  and  o f  

Perowne ’s  vehi cu lar  t ravel  in  the  c i ty.  In  the  nursing  home,  an  

e lder ly  lady  named Annie ,  who  a l so  l ives  in  the  care  house ,  

demonstrates  the  notable  movement .  Her  movement  i s  descr ibed 



 24 

as  fo l l ows :  

 

She ’s  shuf f l ing  unsupported  towards him at  speed .  When 

she  reaches  the  end  o f  the  thi rd  s i t t ing  room she ’ l l  turn  

back ,  and keep  moving  back  and  forwards  a l l  day  unt i l  

she ’s  guided towards  a  meal ,  o r  bed.  (159 )   

 

This  repet i t ive  shut t l ing  movement  i s  characteri s t i c  o f  a  person 

who l oses  the  sense  o f  t ime and i s  l os ing  hi s  or  her  past  memories .  

In  thi s  novel ,  the  shut t l ing  movement  i s  a ttached  to  the  loss  o f  

temporal i ty  and o f  memory.  I t  i s ,  there fore ,  concerned with  Li ly ’s  

remark  quoted above :  “you can  go  for  a  mi l e”  (167 ) .   

The contrast  between Baxter  and Perowne in  terms o f  

temporal i ty  sheds l i ght  on that  o f  each  di f ferent  movement .  

Considering  the  hor izonta l  movement  sheds  l i ght  on Baxter ’s  

fa l l ing ,  vert i ca l  movement .  This  contrast  between the  hori zontal  

and  the  vert i ca l  a lso  appears  in  the  contrast  o f  i l lnesses  in  thi s  

nove l .  For  i t  i s  a lso  correspondent  wi th thi s  contrast  between 

Huntington d isease  and f lu ,  which i s  spread  in  the  hospi ta l  

where  Perowne  works .  The former  i s  vert i ca l  in  the  sense  that  i t  

i s  inher i ted in  terms o f  generat ion ;  the  lat ter  i s  hor izontal  in  the  

sense  that  i t  i s  shar ed by  contemporaries .  Thus ,  the  temporal  

contrast  i s  descr ibed in  mul t iple  ways.  

 This  t imeless  condi t ion  t rans fers  into  the  lack  o f  h i story :  

there  i s  not  any  imprint  o f  World  War  Two .  Perowne and Li ly  
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di smiss  the  fact  that  the  wars  demol i shed  the  c i t i es .  In  the  ear ly  

part  o f  the  novel ,  the  re la t i on  between  the  c i ty  and the  wars  i s  

inscr ibed:  

 

That  part i cular  fa çade  i s  a  reconstruct i on ,  a  past i che  –  

wart ime Fi tzrovia  took  som e hi ts  f rom the  Luftwaf fe .  […]  

(4 )  

 

In  spi te  o f  thi s  passage ,  the  wars  fa l l  in to  ob l iv ion  in  the  

t imeless  utopian condi t i on.  As mentioned  in  the  former  chapter  

o f  thi s  paper,  the  wars  in  the  last  century  are  the  ob ject  o f  thi s  

nove l ;  moreover,  at  the  same t ime ,  ob l iv ion o f  them i s  a l so  a  

s igni f i cant  theme.   

Obl iv i on i s  connected  to  and considered wi th the  t ruth  in  

Saturday  as  fo l lows :  

 

[Q]uest i ons  o f  misinterpretat i on are  not  o f ten  resolved.  

Nor do  they  remain  pressing ly  unresolved .  They  s imply  

fade .  People  don ’t  remember  c learly,  o r  they  die ,  o r  the  

quest i ons  die  and new ones  take  the i r  place .  (156 )  

 

Suggest ing  the  story  o f  Atonement  by  re ferr ing  to  

“misinterpretat ion”  in  thi s  passage ,  McEwan  appears  to  consider  

the  problem o f  hi story  in  the  sense  that  the  t ruth  could  be  

misunderstood or  ignored .   
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McEwan interconnects  personal  ob l iv i on  o f  o ld  people  and 

hi stor i ca l ,  co l lec t ive  ob l iv i on o f  people  today.  His  re ference  to  

ob l iv ion in  “Only  Love  a nd Then Obl iv ion”  i s  noteworthy.  

Mention ing  the  women ’s  message  f rom the  World  Trade  Center  to  

her  husband,  McEwan  sta tes :  

 

She sa id i t  [ I  l ove  you]  over  and again be fore  the  l ine  went  

dead.  And that  i s  what  they  were  a l l  saying  down thei r  

phones,  f rom the  hi jacked  planes  and the  burning  towers .  

There  i s  on ly  l ove ,  and  then  obl iv ion .  Love  was  a l l  they  

had to  set  against  the  hatred o f  thei r  murderers .  

 

This  ob l iv ion here  designates  the  di sappearance  o f  indiv idual s ’ 

experience  in  the  sense  that  e ach indiv idual ’s  experience  i s  

integrated  into  the  nameless  s tory  about  l ove .  I t  i s  the  very  

s i tuat i on for  which McEwan cr i t i c i zes  the  terror is ts .  For  thi s  

integrat i on into  the  nameless  and the  terrori s ts ’ ignorance  o f  

thought  and fee l ings  o f  the  passenger  have  the  same s t ructure  in  

the  sense  that  both  di sregard  the  ex i s tence  o f  each indiv idual .  In  

thi s  respect ,  the  recurrent  mot i f  o f  name in  Saturday  has  more  

meaning .  Thus ,  McEwan warns  not  only  the  loss  o f  co l lec t ive  

hi story  but  a l so  that  o f  indiv idual  hi story.  

The experience  o f  the  twent ie th  century  and that  o f  the  

twenty - f i rs t  century  are  the  princ ipa l  i ssues  o f  thi s  novel .  I t  i s  

c l ear  that  McEwan,  f rom the  beginning  o f  th i s  nove l ,  wri tes  
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about  the  exper ience  o f  the  twent ieth  century,  s ince  hi s  ep igraph 

for  thi s  novel  i s  quoted f rom Saul  Bel low ’s  novel ,  Herzog ,  and  

s ince  McEwan mentions  that  Be l l ow ’s  “novel s  are  not  s imply  se t  

in  the  20th  century,  they  are  about  that  century”  ( “Master  o f  the  

Universe” ) .  Quot ing  a  passage  f rom Herzog  in  Saturday ,  McEwan 

deal s  wi th  the  experience  o f  the  twenty - f i rst  century,  o f  course ,  

in  the  forms o f  the  novel .  The  re lat i on  between  the  novel s  and 

temporal i ty  i s  descr ibed  as  fo l l ows:  

 

Novel s  and movies ,  be ing  rest l ess ly  modern,  propel  you  

forwards  or  backwards through t ime ,  through days ,  years  

or  even  generat i ons .  (129 )  

 

By  way  o f  thi s  temporal  maneuver ing ,  the  novel  can  depi ct  both 

co l l ect ive  and indiv idual  hi s tory.  

Given  that  the  intertextual i ty  in  thi s  novel  can  be  

interpreted as  a  mixture  o f  the  repet i t i on in  c lassi ca l  musi c  and 

that  in  the  b lues ,  McEwan ’s  exploring  the  ro l e  o f  the  novel s  i s  

c lar i f ied .  The  repet i t i on  in  musi c  funct i ons  as  an  a l legory  o f  the  

nove l .  The  intertexual i ty  wi th  Sons and Lovers  i s  c lose  to  the  

repet i t ion in  the  c lassi ca l  musi c ,  whi ch presupposes  the  

ex i s tence  o f  the  or ig inal ;  the  intertexual i ty  wi th  Mrs  Da l loway  i s  

c l ose  to  the  repet i t i on in  the  b lues ,  whi ch shares  the  common 

form and set t ing  and makes variat i ons  in  i t .  In  order  to  

foreground thi s  a l legory,  the  audi tory  i s  pr iv i l eged in  thi s  novel  
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and i t s  repet i t i veness  i s  emphasized .  In  thi s  sense ,  t he  fo l lowing 

scene  o f  Perowne ’s  operat ing  on  Baxter,  in  which  a  CD o f  Hewi t t  

i s  p layed,  i s  suggest ive :  

 

Wel l  over  an  hour  has  passed ,  and  Hewi tt  i s  a l ready  at  the  

f inal  Varia t ion ,  the  Quodl ibet .  […]  The  last  exul tant  

chords  fade  away,  a  few seconds ’ s i l ence ,  then the  Aria  

returns,  ident i ca l  on  the  page ,  but  changed  by  a l l  the  

varia t ions  that  have  come be fore .  […]  (254 ,  emphasi s  

added)  

 

Interpret ing  the  “page” ,  whi ch  means a  l ea f  o f  the  score  here ,  in  

the  l i t era l  sense  conf i r ms the  a l legory  se t  between musi c  and  the  

nove l .  Reading  the  n ovel  changes  the  reader ’s  sense  o f  the  

hi story,  whi le  the  other  thing  i s  ident i ca l .  In  Saturday ,  by  using  

thi s  a l l egory,  McEwan explores  the  s igni f i cance  o f  f ee l ing  the  

hi story,  and i t  i s  the  very  ro le  o f  the  novel  that  McEwan be l ieves  

in  the  early  part  o f  the  twenty - f i rst  century.  
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Conc lus ion  

 

The present  paper  has  examined  the  phys i ca l i ty  and the  

repet i t ion in  Ian  McEwan ’s  Saturday  in  terms o f  the  sense  o f  

hi story.  The theme o f  physi ca l i ty  in  thi s  work i s  f oregrounded by  

considering  i t s  inter - texts ,  namely,  Vi rg inia  Wool f ’s  Mrs  

Dal l oway  and D.H.  Lawrence ’s  Sons and Lovers .  The  di f ference  

between Baxter  in  Saturday  and Sept imus Warren Smith in  Mrs 

Dal l oway  in  terms o f  the  cause  o f  di sease  indi cates  the  fact  that  

Baxter  i s  a l i enated  f rom the  soci ety.  The  s imi lari ty  between 

Baxter  in  Saturday  and Baxter  Dawes  in  Sons and Lovers  sheds 

l ight  on the  curious fact  that  the  adversaria l  characters  promote  

f r i endship  through physi ca l  contact .  By  juxtaposi ng  the  I raq  war 

with  the  wars  o f  the  twent ieth century,  McEwan o f fers  the  fact  

that  people  can  bear  mutual  understanding  only  through 

v io l ence .  This  ins ight  into  human communicat i on and hi story  has  

much  to  do  wi th  the  theme o f  repet i t ion  in  th is  nove l .  Repet i t ion 

i s  foregrounded by  musi c  which  a f fects  both  Baxter  and Perowne .  

In  th i s  novel ,  musi c  funct i ons  as  the  a l l egory  o f  the  novel .  Two 

types  o f  repet i t ion  are  correspondent  with two  kinds  o f  

intertexual i ty.  Whi le  the  t imeless  utopian condi t ion  i s  descr ibed ,  

McEwan explores  the  s ign i f i cance  o f  f ee l ing  the  h is tory  as  the  

a l ternat ive  to  i t .  McEwan obviously  deal s  with  ob l iv ion as  one  o f  

the  s igni f i cant  theme s o f  Saturday ;  there fore ,  he  warns  not  only  

the  loss  o f  co l l ec t ive  hi s tory  but  a lso  that  o f  indiv idual  hi story.  
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McEwan demonstrates  that  the  novel  can depi c t  both co l l ect ive  

and indiv idual  hi story  by  way o f  temporal  maneuvering  

examined  in  th is  paper.  

 

 

Notes  

 

1  Foe  example ,  Arthur Bradley  quotes  i t  f rom the  author  

interv iew in  R andom House  Reader ’s  Readers ’ Group Reading  

Guides  and note  that  he  accessed 5  December 2008  (24 ) .  

 

2  In  hi s  newer  works,  Solar  (2010) ,  thi s  mot i f  o f  fa i lure  o f  

penetrat ions  i s  varied  into  two  things .  One  i s  protagonis t ’s  

pr inciple  that ,  though he  has  much intercourse  with  women,  

he  never  impregnates  them.  He doesn ’t  impregnate  hi s  wi fe ,  

e i ther.  The other  i s  hi s  wounded penis ,  f rom which he  su f fers  

in  the  novel .  

 

3  See ,  f or  example ,  Laura  Marcus  (95 ) ,  who  i s  a  scho lar  o f  

modernism.  

 

4  In  thi s  sense ,  f inding  connect ions  between  Saturday  and 

Joyce ’s  Ulysses  (1922 ) ,  another  representat ive  modernis t  

nove l ,  by  some cr i t i cs  i s  not  necessari ly  inappropria te .  The 

c i rcular i ty  o f  the  story  i s  ordinari ly  regarded as  the 
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connect i on between  two works.  In  thi s  respect ,  Patr i c ia  Waugh  

points  out  that  “ Saturday  ends with  the  last  l ine  o f  Joyce ’s  

‘The dead ’ ”  (79 ) .  In  re la t i on to  Ulysses ,  in  terms o f  name,  a  

character  o f  Amsterdam,  Mol ly  Lane ,  who had sexual  

intercourse  with more  than one person,  seems to  be  based on 

Mol ly  Bloom.    

 

5  Only  Mart in  Ry le  not i ces  thi s  intertexual i ty.  However,  he  just  

g ives  a  descript i on  o f  i t  in  a  foo tnote .  According  to  Ri chard 

Brown,  in  terms o f  analogy  to  an ex i s tent  poet ’s  name,  Baxter  

i s  correspondent  with James K.  Baxter  (1926 −1972) ,  who  i s  a  

wel l -known N ew Zealand poet  and Perowne i s  correspondent  

with Vi c tor  Ta i t  Perowne (1897 − 1951) .  Brown sta tes  

“Perowne ’s  b l ind  spot  would  a l so ,  presumably,  prevent  him 

from being  aware  o f  the  fact  that  he  has  hi s  own poet i c  

namesake in  the  minor  and largely  forgotten  ea r ly  

twent ieth -century  poet ”  (90 -91 ) .  In  re lat i on to  Perowne ’s  name,  

Lynn Wel l s  po ints  out  “Perowne l ikes  to  imagine  himsel f  as  

being  l ike”  Saddam,  “ surveying  the  crowd wi th  sat i s fact ion 

f rom some Bagdad minis t ry  bal cony”  and suggests  that  “ layer  

o f  complex i ty  in  the  Perowne -as -Saddam compari son  l ies  in  the  

character ’s  hi s tor i ca l  namesake ,  the  diplomat  Stewart  Henry  

Perowne ,  who was  s tat i oned  in  the  Middle  East  during  and 

af ter  the  Second War,  helping  to  so l id i fy  Bri t i sh imper ia l  

interests  in  the  re l ig i on”  ( 116 ) .  
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6  In  the  sense  that  the  re la t ionship between McEwan and D.H 

Laurence  i s  explored,  i t  can be  sa id  that  the  female  protagonis t  

o f  On Chesi l  Beach  named Florence  resembles  D .  H.  Lawrence 

in  phoneme.  Besides ,  On Chesi l  Beach  is  set  in  the  year  1962,  

whi ch i s  one  year  be fore  when the  ban on republ i shing  

Lawrence ’s  Lady  Chatterley ' s  Lover  (1928 )  was removed ,  and,  

in  thi s  work ,  Florence  i s  descr ibed as  a  person who,  in  the  

contrast  to  stereotype o f  Lady Chatterl ey,  abhors  sexual  touch 

and sexua l  intercourse .  

 

7  In  thi s  context ,  i t  can be  sa id  that  the  fami ly  name o f  the  

Perownes means  Per — own(e ) ,  whi ch can be  interpreted as 

indiv idual i st  se l f -help ,  the  concept  o f  neol ibera l i sm.  
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