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Introduction

Somebody in There After All

by Zadie Smith

In 1980 Toni Morrison sat down to write her one and only short story, “Recitatif.” The fact that there is only one Morrison short story seems of a piece with her oeuvre. There are no dashed-off Morrison pieces, no filler novels, no treading water, no exit off the main road. There are eleven novels and one short story, all of which she wrote with specific aims and intentions. It’s hard to overstate how unusual this is. Most writers work, at least partially, in the dark: subconsciously, stumblingly, progressing chaotically, sometimes taking shortcuts, often reaching dead ends. Morrison was never like that. Perhaps the weight of responsibility she felt herself to be under did not allow for it. To read the startlingly detailed auto-critiques of her own novels in that last book, The Source of Self-Regard (published as Mouth Full of Blood in the UK), was to observe a literary lab technician reverse-engineering an experiment. And it is this mixture of poetic form and scientific method in Morrison that is, to my mind, unique. Certainly it makes any exercise in close reading her work intensely rewarding, for you can feel fairly certain—page by page, line by line—that nothing has been left to chance, least of all the originating intention. With “Recitatif” she was explicit. This extraordinary story you hold in your hands was specifically intended as “an experiment in the removal of all racial codes from a narrative about two characters of different races for whom racial identity is crucial.”fn1

THE CHARACTERS IN QUESTION are Twyla and Roberta, two poor girls, eight years old and wards of the state, who spend four months together in St. Bonaventure shelter. The very first thing we learn about them, from Twyla, is this: “My mother danced all night and Roberta’s was sick.” A little later, that they were placed together, in room 406, “stuck in a strange place with a girl from a whole other race.” What we never learn definitively—no matter how closely we read—is which of these girls is black and which white. We will assume, we can insist, but can’t be sure. And this despite the fact that we get to see them grow up, becoming adults who occasionally run into each other. We eavesdrop when they speak, examine their clothes, hear of their husbands, their jobs, their children, their lives … The crucial detail is withheld. A puzzle of a story, then—a game. Only, Toni Morrison does not play. When she called “Recitatif” an “experiment” she meant it. The subject of the experiment is the reader.

BUT BEFORE GOING any further into the ingenious design of this philosophicalfn2 brain teaser, the title itself is worth a good, long look:


Recitatif, recitative | ˌrɛsɪtəˈtiːv | noun [mass noun]




	Musical declamation of the kind usual in the narrative and dialogue parts of opera and oratorio, sung in the rhythm of ordinary speech with many words on the same note: singing in recitative.

	The tone or rhythm peculiar to any language obs



The music of Morrison begins in “ordinary speech.” Her ear was acute, and rescuing African American speech patterns from the debasements of the American mainstream is a defining feature of her early work. In this story, though, the challenge of capturing “ordinary speech” has been deliberately complicated. For many words are here to be “sung on the same note.” That is, we will hear the words of Twyla and the words of Roberta, and although they are perfectly differentiated the one from the other, we will not be able to differentiate them in the one way we really want to. An experiment easy to imagine but difficult to execute. In order to make it work, you’d need to write in such a way that every phrase precisely straddled the line between characteristically “black” and “white” American speech, and that’s a high-wire act in an eagle-eyed country, ever alert to racial codes, adept at categorization, in which most people feel they can spot a black or white speaker with their eyes closed, precisely because of the tone and rhythm “peculiar to” their language …

And beyond language, in a racialized system, all manner of things will read as “peculiar to” one kind of person or another. The food a character eats, the music they like, where they live, how they work. Black things, white things. Things that are peculiar to our people and peculiar to theirs. But one of the questions of “Recitatif” is precisely what that phrase “peculiar to” really signifies. For we tend to use it variously, not realizing that we do. It can mean:


That which characterizes

That which belongs exclusively to

That which is an essential quality of



These three are not the same. The first suggests a tendency; the second implies some form of ownership; the third speaks of essences and therefore of immutable natural laws. In “Recitatif” these differences prove crucial, as we will see.

MUCH OF THE MESMERIZING POWER of “Recitatif” lies in that first definition of “peculiar to”: that which characterizes. As readers we urgently want to characterize the various characteristics on display. But how? My mother danced all night and Roberta’s was sick. Well, now, what kind of mother tends to dance all night? A black one or a white one? And whose mother is more likely to be sick? Is Roberta a blacker name than Twyla? Or vice versa? And what about voice? Twyla narrates it in the first person, and so we may have the commonsense feeling that she must be the black girl, for her author is black. But it doesn’t take much interrogating of this “must” to realize it rests on rather shallow, autobiographical ideas of authorship that would seem wholly unworthy of the complex experiment that has been set before us. Besides, Morrison was never a poor child in a state institution—she grew up solidly working-class in integrated Lorain, Ohio—and autobiography was never a very strong element of her work. Her imagination was capacious. No, autobiography will not get us very far here. So, we listen a little more closely to Twyla:


And Mary, that’s my mother, she was right. Every now and then she would stop dancing long enough to tell me something important and one of the things she said was that they never washed their hair and they smelled funny. Roberta sure did. Smell funny, I mean. So when the Big Bozo (nobody ever called her Mrs. Itkin, just like nobody ever said St. Bonaventure)—when she said, “Twyla, this is Roberta. Roberta, this is Twyla. Make each other welcome,” I said, “My mother won’t like you putting me in here.”



The game is afoot. Morrison bypasses any detail that might imply an essential quality of, slyly evades whatever would belong exclusively to one girl or the other, and makes us sit instead in this uncomfortable, double-dealing world of that which characterizes, in which Twyla seems to move in a moment from black to white to black again, depending on the nature of your perception. Like that dress on the Internet no one could ever agree on the color of …

WHEN READING “Recitatif” with students, there is a moment where the class grows uncomfortable at their own eagerness to settle the question, maybe because most attempts to answer it tend to reveal more about the reader than the character.fn3 For example: Twyla loves the food at St. Bonaventure and Roberta hates it. (The food is Spam, Salisbury steak, Jell-O with fruit cocktail in it.) Is Twyla black? Twyla’s mother’s idea of supper is “popcorn and a can of Yoo-hoo.” Is Twyla white?

Twyla’s mother looks like this:


She had on those green slacks I hated …. And that fur jacket with the pocket linings so ripped she had to pull to get her hands out of them …. [But] she looked so beautiful even in those ugly green slacks that made her behind stick out.



Roberta’s mother looks like this:


She was big. Bigger than any man and on her chest was the biggest cross I’d ever seen. I swear it was six inches long each way. And in the crook of her arm was the biggest Bible ever made.



Does that help? We might think the puzzle is solved when both mothers come to visit their daughters one Sunday and Roberta’s mother refuses to shake Twyla’s mother’s hand. But a moment later, upon reflection, it will strike us that a pious, upstanding, sickly black mother might be just as unlikely to shake the hand of an immoral, fast-living, trashy, dancing white mother as vice versa … Complicating matters further, Twyla and Roberta—despite their crucial differences—seem to share the same low status within the confines of St. Bonaventure. Or at least, that’s how Twyla sees it:


We didn’t like each other all that much at first, but nobody else wanted to play with us because we weren’t real orphans with beautiful dead parents in the sky. We were dumped. Even the New York City Puerto Ricans and the upstate Indians ignored us.



At this point, many readers will start getting a








	Twyla’s mother brings no food for her daughter on that Sunday outing

	Cries out “Twyla, baby!” when she spots her in the chapel

	Is pretty

	Smells of Lady Esther dusting powder

	Doesn’t wear a hat in a house of God

	Calls Roberta’s mum “that bitch!” and “twitched and crossed and uncrossed her legs all through service.”









































































	Construct an internal enemy, as both focus and diversion.

	Isolate and demonize that enemy by unleashing and protecting the utterance of overt and coded name-calling and verbal abuse. Employ ad hominem attacks as legitimate charges against that enemy.

	Enlist and create sources and distributors of information who are willing to reinforce the demonizing process because it is profitable, because it grants power, and because it works.

	Palisade all art forms; monitor, discredit, or expel those that challenge or destabilize processes of demonization and deification.

	Subvert and malign all representatives of and sympathizers with this constructed enemy.

	Solicit, from among the enemy, collaborators who agree with and can sanitize the dispossession process.

	Pathologize the enemy in scholarly and popular mediums; recycle, for example, scientific racism and the myths of racial superiority in order to naturalize the pathology.

	Criminalize the enemy. Then prepare, budget for, and rationalize the building of holding arenas for the enemy—especially its males and absolutely its children.

	Reward mindlessness and apathy with monumentalized entertainments and with little pleasures, tiny seductions: a few minutes on television, a few lines in the press, a little pseudo-success, the illusion of power and influence; a little fun, a little style, a little consequence.

	Maintain, at all costs, silence.fn12
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