STOP MAKING SENSE:
SYNAESTHESIA AND SUBJECTIVE DISSONANCE
IN CHILDREN'S AND YOUNG ADULT FICTION

A Thesis Submitted to the Committee on Graduatdi&sun Partial Fulfillment of the

Requirements for the Degree of Master of Arts enfaculty of Arts and Science

TRENT UNIVERSITY
Peterborough, Ontario, Canada
© Copyright by Samuel Rowland 2014
English (Public Texts) M.A. Graduate Program
September 2014



ABSTRACT

Stop Making Sense:
Synaesthesia and Subjective Dissonance in Chilgli@md Young Adult Fiction

Samuel Rowland

There is a growing number of juvenile novels ardyse books that mean to educate the
reader about synaesthesia. The synaesthete mtthds for young readers desires to be
a social agent, yet sh/e also considers synaeattebe a healing power and a deeply
personal psychedelic form of escapism; | arguettif@synaesthete in these texts ‘uses’
their synaesthesia to dissipate emotional traurnaezhby pubescent uncertainty and
social isolation. In this thesis, | propose thét ahd Children’s texts that feature
synaesthesia generally reinforce the discursivstcaimts of normative perception, and
they also promulgate the assumption that synaeattsean extraordinary form of

cognition instead of a legitimate subject position.

Keywords: synaesthesia, synesthesia, cross-sepsargption, neuropsychology,
consistency testing, authenticity, representationnality, coming of age, young adult,
reader response, affe@te Girl Who Heard ColorsA Mango-Shaped Spadgytowic,

Zizek, Lacan, Derrida.
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vii
Glossary

h’'self, h/er, sh/e: | sometimes use the neologisisalf, h/er, and sh/e when | refer to a
hypothetical subject. | avoid referring to the jegbwith the designators ‘he or
she’ or ‘his or her’ because not everybody is noalemale. | also avoid the
designator ‘s/he’ since | feel that this gendertradypronoun foregrounds the
male pronoun and relegates the quasi-female iratit@ata syntagmatic periphery.
| use these neologisms for reasons of tact and wiesemantically awkward to

use ‘one,’ ‘oneself,’ ‘their,” or ‘they’ when dissging the subject in general.



Overture: Naive Melody

What is to be done about the ambivalent statugradesthesia in fiction and
literary criticism? Synaesthesia, as Kevin Daninés the term, is an uncommon form
of perception where two senses are involuntaritygd when only one sensory stimulus
is present: “the real information of one senseapanied by a perception in an
another sense” (8).0f the many sensory combinations, a synaesthayeexperience
taste when music is heard or see letters and n@nalsezolour; the synaesthete does not
imagine this: both sensations will be experienaatibaneously as if both are physically
present. Synaesthesia, Dann continues, is oftstakenly believed to be a “liberated”
state of consciousness without sensory boundatig@sdesired” cross-sensory
experience that seems to be “enjoyed only by exmegitindividuals;” Dann believes
this is due, in part, to the lack of a comprehemsiguitably inclusive” scientific account
of human consciousness (viii). Although it is dieladle whether a scientific framework
of this nature is even feasible in contemporaryogsychology, synaesthesia does
continue to gain attention in the sciences; acogrth Richard Cytowic, following the
so-called “cognitive revolution” of the last haffthe 20" century and the “synesthesia
renaissance” of the 1990s and 2000s, synaestisastalonger dismissed outright by
standardized psychological thought as it had bgdmebaviourism, the governing school
of psychology during the middle of the last cent(#%0)?> However, as a synaesthete
myself, | find it puzzling that there is a scantamt of scholarly discussion on the role
of synaesthesia in fiction. To speak of the treathof synaesthesia in either fiction or

literary criticism is to speak of a negligible amdfair discursive paradigm; this is a

L cf. Bright Colors Falsely Seen: Synaesthesia and the Search for Transcendental Knowledge
% Cf. “Synesthesia in the Twentieth Century: Synesthesia’s Renaissance.”



paradigm that forgets that synaesthesia is natunéhardly extraordinary for someone
who has always tasted music, one who finds a ciglssialphabet impossible.

This thesis examines the representation of synegsidentity in Young Adult
and Children’s fiction since, in these literaryegaries, the representation of
synaesthesia as a ‘special’ or even ‘superhumardition is endemic; this makes it
difficult to discern how the reader should relatestich texts. In YA and Children’s
fiction, | argue, it is common for the young synthesic protagonist to undergo a process
of ‘discovery,” whereby sh/e learns that synaesthissan uncommon and apparently
aberrant condition of perception; after the syrfaastattempts to convince others that
synaesthesia is both a ‘real’ and ‘normal’ experersh/e is designated as other since the
social structure in these texts considers synagstie be an exotic and unfairly
exclusive form of cognition. | focus on YA and @en’s texts, moreover, because the
synaesthete, at a young age, generally believegveaybody perceives the same
synaesthetic sensory pairings as they themselgen the synaesthete first learns that
Cross-sensory perception is not universal, sciemgfearch finds that it is not uncommon
for the subject to feel confused, if not whollyleted. Such responses, of course, are not
ubiquitous: every synaesthete would surely redtgréntly to the knowledge that there
exist divergent modes of perception; confusionianthtion, however, and even
despondency and the fear of derision, seem toeéprdvalent rejoinders to the revelation
that one’s synaesthetic sensory pairing are idics{it or, as it may be incorrectly

thought, aberrant and strange. Richard Cytowicldanald Eagleman, ilVednesday is

® The reader may notice that this thesis spells ‘synaesthesia’ two different ways: both American
(‘synesthesia’) and British (‘synaesthesia’). Neither variation is ‘correct,” and most of my sources use the
American spelling. | prefer to use the British spelling in my own prose for reasons of tact, and any
citations will retain the spelling found in the original source material.



Indigo Blue: Discovering the Brain of Synesthesilaicidate the effects of this revelatory
process further:
Synesthesia is usually evident at an early agdivittuals invariably claim to
have had it as far back as they can remember amibteecall ever not having it.
Indeed, a childhood assumption is that everyotikaghem. When they realize
this is not the case, the pendulum may swing theravay, making individuals
then believe that they are the only person in tbddwvho perceives as they do. .
.. Unfortunately, for young synaesthetes, disbelnel ridicule are real
possibilities. (9-10)
It follows, then, that the synaesthete may notégishare h/er perceptive outlook with
others until after adolescence since, at a youegthgre are negligible outlets to
evaluate, understand, and speak about what mayafgpke a solitary subject position.
Since the synaesthetic mode remains relativelywbst find it startling that there is an
emerging trope within YA and Children’s texts tegstematically presents synaesthesia
as an anomalous form of neurological otherness ttoubling to think that the
synaesthetic adolescent may first become awaretbss-sensory perception is not the
‘norm’ by stumbling upon a YA novel that employ® thynaesthesia trope. The YA
novel is intended to be relatable in both style ematent, but the young synaesthetic

reader may become baffled and disoriented wherraotgfd with the synaesthesia trope

*Itis also certainly possible that neither scenario may be the case. For instance, in an interview with
Maureen Seaberg, synaesthete Sir Geoffrey Rush states that he was not aware of the name for the mode
until he was in his 40s. Rush does not allude to being outcast in his youth because of his synaesthesia,
and he does not discuss any revelatory scenario. In fact, he admits that he is relatively unfamiliar with any
scientific studies on the mode. Rush also has sequence-space synaesthesia, but he did not know the
terminology for this form until speaking with Seaberg.



since this device is a conceit that suggests tioglsesensory perception is an abnormal
superhuman sixth sense.

| do not pretend, of course, that the above scerppens to every synaesthete.
| use this analogy here in more ironic terms swan@ations on such a revelatory scenario
are, in fact, common in YA and Children’s textsttemploy this synaesthesia trope.
Specifically, drawing on Arnold van Genne@ke Rites of Passagkargue that the
synaesthete in YA and Children’s texts often undesga process of maturation; this
process is typified by a series of rites of passadpere the protagonist seeks to reclaim a
degree of neurological ‘normalcy.” According tav@ennep, rites of passage have three
stages: preliminal rites: “rites of separation frarprevious world;” liminal (or threshold)
rites: “those executed during a transitional staged postliminal rites: “ceremonies of
incorporation into a new world” (21).propose that the representation of synaestlesia
YA and Children’s fiction follows a loose narratif@mula that mirrors van Gennep’s
three stages of liminality since synaesthesia seerbhe more tacked on to conventional
narratives. First, the synaesthete begins to stisipat cross-sensory perception is
uncommon or ‘unordinary’ and, as such, the sulijestances h’self from friends and
family in order to cope with the apparent onsetagnitive dissonance. Secondly, the
synaesthete is forced into a revelatory scendr@synaesthete is birthed into a situation
where sh/e feels the need to explicate some ofSgfeaesthetic percepts, much to the
confusion of h/er audience. The synaestheteisutied and, subsequently, enters a
period of transition: the subject undergoes a prgdéal attempt to understand h/er
neurological ‘condition;’ this is a process thatmarked by emotional trauma and

spiritual cleansing. Lastly, there is a symbokath and rebirth that leads to the



synaesthete being ‘accepted’ or reincorporatedaatmitively normative society, though
the synaesthete still exists, in part, as a negrcdd oddity.

However, | do not consider my use of van Gennegrsitilation of liminality to
be the sole representational framework through vimg chosen texts may be analyzed,;
rather, 1 use van Gennep primarily to demonstitzdéthe use of synaesthesia in fiction
works to revitalize the structure of the YA and Idken’s literary categories. The
overwhelming presence of these representationimofdlity in YA and Children’s texts,
| argue, reifies synaesthesia in YA and Childrdicon as a trope that works to
universalize and thus obscure the phenomenologgiofy. The presence of synaesthesia
as a liminal identity forces the reader into a cboaped hermeneutic position. The
reader is apt to read the formulaic ‘pop’ narrafpassively, but the presence of
synaesthesia — a seemingly strange perceptual ptegrom — may also distance the
reader from the text and prompt questions abottigééxepresentation.

Throughout this thesis, moreover, | refer to cresgsory perception as a ‘mode’
of perception instead of a neurological ‘conditiohfind use of the term ‘condition’ in
synaesthesia research inappropriate because ihgestto interweave synaesthetic
subjecthood with medical discourse. My use oftémm ‘mode’ is an interpolation of
Aristotle’s exegesis of the different modes of atian: inPoetics Aristotle describes the
diversity of narrative modes thus:

For as there are persons who, by conscious arecg habit, imitate and represent

[read: perceive] various objects through the medidirolour and form, or again

by the voice; . . . taken as a whole, the imitafr@ad: sensory uptake] is

produced by rhythm, language, or “harmony,” eitsiagly or combined. (1)



It also follows that ‘normal,” or more accuratelgpmpartmentalized’ perception should
be, itself, considered a ‘mode’ of perception; ¢ tise term ‘condition’ only when | argue
the text assumes synaesthesia to be such. Althbegiustained social and cultural
recognition of synaesthesia is largely due to &oent increase in psychological and
scientific interest in the subject, the continu&sification of synaesthesia as a
‘condition’ implies that synaesthesia is studiedéaese it seems to be abnormal and, thus,
a wayward form of perception that stands in oppmsito the generally accepted vision
of natural, unconditioned cognizance.

Ultimately, | contend that the representation ofagsthesia in Young Adult and
Children’s fiction supports a homogenization of citige experience, where synaesthesia
is deemed to be a condition rather than anotherermbdubjective perception; by
extension, synaesthesia becomes other to lucidiathetihealthy,” normative cognition.

In Chapter One, | examine the treatment of synassthn the Children’s picture book,
most notablyrhe Girl Who Heard Colorby Marie Harris and Vanessa Brantley-
Newton. The goals of this chapter are twofoldrstil argue that the synaesthetic
protagonist irGirl is forced into a liminal position and must endutazarre and unlikely
process of emotional and spiritual growth in orideovercome what appears to be
cognitive dissonance. Second, drawing on Richatdwic’s diagnostic criteria for
synaesthesia, | outline the specificities of sytieetsc experience; | do this in order to
discuss the problems that arise when one assumies thpresentation can be an
authentic replication of the real. In Chapter TWwdraw prominently on Lacanian theory
as | investigate the belief that synaesthetic itlergt a solitary, lonely experience. In this

‘Introlude,’ | also examine the ideological constiion of synaesthesia in synaesthesia



scholarship, with particular attention to Richargt@vic's Synesthesia: A Union of the
Senses Next, in Chapter Three, | evaluate various repnéations of synaesthesia in
Young Adult fiction, and cover an array of textsrfr different genres in order to
investigate the deviating effects of the synaesthespe. Finally, in Chapter Four, |
investigate the representation of synaesthestaeirYA coming-of-age storgx Mango-
Shaped Spadey Wendy Mass. In this chapter, | argue that sstieesia in this YA novel
is represented as a supernatural rite of passtmenaturity and a ruse for emotional
growth. Ultimately, what is at stake is the youegder’s fledgling understanding of so-
called normative perception since YA and Childrer¥ds represent synaesthesia as a
continued and unqualified source of alienatione $iinaesthete, by extension, is
characterized as a metaphysical and social vaghf#:is a figure seemingly unfitted to
nullify or even cope with the exclusionary, cloratg effect of an apparently perplexing

and deeply personal state of alterity.



I. Remain in Light: Towards a Hermeneutics of CrossSensory Perception

Synaesthesia Orthography

The problem with synaesthesia in fiction lies mo&ilack of ‘accurate’ or
‘authentic’ representations of the mode. Indeedesworks of fiction do take artistic
liberties in their depictions of cross-sensory peton, to the extent that the
representation resembles the mode in name onygutd be incorrect, however, to argue
that ‘less plausible’ depictions of synaestheseampblematic simply because they suffer
from sloppy research or greater use of artistienae. Likewise, certain texts attempt to
sincerely portray synaesthesia as it actually sxptrhaps in an effort to educate the
reader about a rare and misunderstood mode ofgierce | do not claim that
synaesthesia should not be depicted in fictiorgalioer, and | do not assume all fictional
instances of synaesthesia to be misinformed orfgifoRather, drawing on Edward
Said’s approach to representation, as outlingdriantalism | argue that it is imperative
to remember that every textual representationrésf@esentation, and that a
representation will never become the thing itsélfdiscussion of the representation must
begin with an examination of the ideologies theitre of the text; from there, one
must analyze how the structure of the text fornaddhe constructions of identity within:
“The things to look at are style, figures of speesiting, narrative devices, historical
and social circumstancastthe correctness of the representation nor itsifidel some
great original” (217, No matter how novel the author’s intentions owhwnest the
design purports to be, a representation can oAtyesent the real, and, by extension, a

representation cannot guarantee truth.

> Cf. Orientalism.



Fig. 1: Kimmy Stuhlen’s Synaesthetic Coloured Alphbet.

Furthermore, | cctend that synaesthesia occupies an uneasy pléicgomn,
where the problem is not that a representatiorocéynever be a representation, but 1
the YA novel with synaesthes and the picture book with synaesthdsiad to sugge«
that a textual regsentation can, in fact, be an authentic reprodndf the real. Thi
matter is pressing, not only because it is diffitolteach the young reader that th
exists a conjectural difference between the reptatien and the real, but also beca
both critical and cultural interest in synaesthesraams relatively new and inconsistel
The burgeoning synaesthesia trope in YA anildren’s fiction is founded c shaky
epistemological framewo, and it is essential to unpack both the methodotogithe
structuration of the representation: we nto interrogate any aggressive or bia
assumptions of objective truth, and to not faudt tbpresentation merely for bein:

representation.
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Fig. 2: Samuel Rowland’: Synaesthetic Coloured Alphabet

The essential verisimilar dimension of represeaitasiside, it is impossible for
text to depict druly objective account of synaesthesincesynaesthetic percepts ve
radically from synaesthete to synaestt® The YAnovel with synaesthes does have
the capacity to clarify that each synaete’s percepts are idiosyncrabg virtue of the
larger scope of the novel form; however, this fsaure that is difficult, if no
impossible, to execute in tichildren’s picture book since the cent of thepicture book
needs to have a clear and accessible focus. Beoatiss, the representation
synaesthesia in the childretpicture bookcan be trying to unpack since it needs t

both rudimentary and conversant in its design, élenghsynaesthesia, an experiel

e Fig. 1 and Fig. 2 each depict a synaesthetic coloured alphabet; the former belongs to Public Texts student
Kimmy Stiihlen, the latter belongs to the author. Stiihlen’s alphabet also has one idiosyncrasy: the letter
‘v’ is the only one of her letters that has texture.
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that is prone to misapprehension or stigmatizai®a,subject that demands methodical
and meticulous discussion. The picture book wytiegsthesia can be at once a learning
tool, a means of familiarizing the young readeihvét'strange’ neurological conception,
and a case study that serves to comment on theemegs of subjectivity in general. In
effect, the necessarily simplified representatibaymaesthesia in the children’s picture
book works to complicate reader response sincpititere book with synaesthesia has
the capacity to expose, or even venerate, notibheth sameness and difference in
relation to identity formation.

Accordingly, this chapter evaluates the represamtatf synaesthesia ifihe Girl
Who Heard Colorsa children’s picture boolty Marie Harris and Vanessa Brantley-
Newton, and argues th&irl, by its very nature, tests the methodology of@&epntation
itself. Girl focuses on a synaesthetic protagonist who undembesnal passage from
isolation to acceptance; it is a text that seentsetat once an abridged vision of
synaesthetic subjectivity and an outlet for both skinaesthete and non-synaesthete
reader alike to evaluate the social sequestratiposed by perceived ontological
difference. However, since the picture book witheesthesia needs to be both
elementary and engrossing, one may suspect the gifalrl to be self-defeating if
synaesthesia, as Dann suggests, is considered'nofdinguistic” and excruciatingly
difficult to describe, be it semantically, textyalbr illustratively: “this difficulty tends to
give synaesthesia a quality of ineffability, botin the synaesthetes themselves and non-
synaesthete observers” (8). | agree that the predunon-linguistic dimension of
synaesthesia may serve to further isolate the syinete, especially since, as previously

mentioned, it is altogether common for the synaastto originally believe synaesthesia
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to be a perception that is shared by no one dlkes makessirl messy to unpack since
this text means to present a ‘genuine’ accounyoéssthesia but it also aims to
unambiguously reify the real.

In this chapter’s first section, “The Preliminal &g and the Postmodern Picture
Book,” | focus on Jillian’s preliminal phase, whiolscurs in the first quarter of the book.
Next, in “Who Colours the Text?: A Digression,”rdfly turn my attention to a
children’s picture book that uses synaesthetic petg The Black Book of Colorsy
Menena Cottin and Rosana FariZhen, in “Exergue: Transition Rites and Diagnosti
Turpitude,” | discuss Jillian’s liminal experiendaa;this five-part section, | also
breakdown the specificities of synaesthetic expege Lastly, in “Seen and Not Seen,” |

conclude this chapter by outlining Jillian’s pastinal phase.

The Preliminal Agent and the Postmodern Picture Boko

At the beginning offhe Girl Who Heard Colotslillian is depicted as a solitary
figure who chooses to be alone in order to expharesenses. When Jillian touches her
toy rabbit, she is alone in her bed. When shshes the taste of maple syrup, she is
alone at the breakfast table. She plays by harsétie yard where she can smell the
grass but also see and listen to the geese flyiathead (Fig. 3). When she is outside on
her bicycle, she hears the red sound of a doglsdradt the silver sound of a bicycle bell,
though she promptly distances herself from the wowmlao is walking the dog (Fig. 4).
Lastly, on a rainy day, she wanders outside aloriear the soft gray sound of the wind

and the purple sound of the downpour. But Jilsamotivations behind her sequestration

’ The Girl Who Heard Colors and The Black Book Colors are the only two synaesthesia picture books | have
found.
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are ambiguous. Each scene is a symbolic acaiddlibehavior is meant to merely
signify her seclusion, not explain to the readey whe sequesters herself. This is
significant because Jillian’s conduct follows Tursarticulation of preliminality: “the

first phase (of separation) comprises symbolic beha signifying the detachment of the
individual or group either from an earlier fixedipin the social structure, from a set of
cultural conditions (a ‘state’), or from both” (9%)This overture of sensation
emblematizes Jillian’s preliminal phase since theselences of sensation symbolize her
separation from the socius.

Jillian’s seclusion is not overtly stated, andsibnly implied that Jillian is a
secluded figure. She is also the only characesegnt in almost all of the illustrations.
The only other character in this sequence is a wonaking her dog; even here,
however, Jillian seems indifferent to human consaate she glances at the woman and
her dog with an apathetic gaze as she travels &aaythem on her bicycle (Fig. 4). In
these opening scenes, there is an emphasis @m'diliensory reaction to various objects,
not on her thoughts on sensory exploration or harvations for exploring such
sensations in solitude. In other words, we le#tle labout Jillian as a subject since the
focus of the narrative, in this opening sequereenithe objects that Jillian adulates. In
this sense, Jillian’s separateness from otherdianthteractions with sensory stimuli
define her identity; Jillian’s behavior is largégymbolic” since the sensations of various
objects both signify her identity and serve asral®ylic substitution for a more detailed

and personal account of subjective experience.

8 Cf. The Ritual Process: Structure and Anti-Structure.
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She loved the smell
of wet grass.

She loved the Sight % 7

of wild geese flying
across the blue sky.

And she loved the sound
of their honking.

Fig. 3: “She loved the smell of wet grass.The Girl Who Heard Colors. Marie Harris and Vanessa
Brantley-Newton. New York: Nancy Paulsen Books, 2@l Page 6-7.

At this point in the text, however, Jillian is sl social agent, and though she
desires to have a degree of separation from thalswder, this separateness is not the
result of an overt designation of difference orestless. The reader, at first, enters a
familiar textual landscape peppered with depictiohsealistic sensation, only to be
halted by the unclarified and perhaps confoundmegentation of synaesthesia (Fig. 4).
But it may seem necessary for the narrative tdbéstaldillian as distinctly separate from
others in order to grant the reader better acceggetunorthodox theme of the text; this
may help the young reader evaluate the differepictiens of realistic perception. Since
synaesthesia is not defined for the reader outrighth synaesthetic and non-synaesthetic
sensation are presented to the reader as if bettoanmon knowledgeGirl does not

distinctly establish one mode of perception as e and, in effect, it appears as if
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Jillian does not explore her senses accordingfiteed “set of cultural conditions,” in
keeping with Turner’s classification of prelimingl(94). The overture of sensation only
catalogues Jillian’s “love” of sensation, and esxfidence of this adulation is presented
in conventional, simple sentences. The narrateels as if it is Jillian herself that is
speaking, which may explain why synaesthesia redhiced in an offhand, indifferent
manner. Indeed, it is arguable that the narratssaimes there is no need to explain
synaesthesia if, to again quote Cytowic and Eagteffaachildhood assumption [of the

synaesthete] is that everyone is like them™

(During Jillian’s preliminal phase
specifically, the presence of synaesthesia is analig, but Jillian is not yet aware that
there exists one hegemonic mode of perceptiortetttedoes not overtly state that Jillian
is ‘different’ since she has no way of knowing teghaesthesia is not the normative
mode.

But it may be easy for the reader to identify witian since the text begins with
an exposition of several familiar sensations. fdagler is invited to envision familiar
sensations such as the taste of syrup; in the hieginthis is a task effortlessly
accomplished since the first set of sensory desonip in the overture of sensation are
rudimentary and seemingly easy for the readerttmfa. However, it is significant that
synaesthesia is not defined until the end of tke & first, the abrupt introduction of
coloured sound may be obfuscating for the youngsyraesthete, and this scene may
work to distance the non-synaesthetic reader firteéxt (Fig. 4). Because of thSirl
can be considered to be a self-referential pidboak since the text prompts the reader to

guestion the veracity of the text and, moreovequery the chain of signifieds that

demand immediate presence. As Bette P. Goldstgues, the self-referential picture

° This excerpt from Wednesday is referenced in more detail in the introduction to this thesis.
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book asks the reader to question multiple dimemssadrihe text: “what is real — the story,
the physical book, both, neither?” (364)At first, the non-synaesthetic reader may
easily identify with the subject and, by extensiailect on the nature of subjecthood
itself since the protagonist is singled out whilet narrative describes some general, if

not mundane, sensations in clear, unobtrusive Eggu
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Fig. 4: Red Sound and Silver SoundThe Girl Who Heard Colors. Marie Harris and Vanessa
Brantley-Newton. New York: Nancy Paulsen Books, 2@l Page 8-9.

However, it is arguable that it becomes difficalt the non-synaesthetic reader to
remain wholly sympathetic to Jillian once soundescribed as colour, since the
conventional narrative abruptly becomes complicaited lack of semantic clarity.
Although the story itself is linear and easy tddal, the equivocal transition from non-
synaesthetic to synaesthetic sensation is somgariaiy. The story itself is not

necessarily “jumbled,” as Goldstone characteriregpbstmodern picture book, but

19 ¢f. “Whaz up with Our Books? Changing Picture Book Codes and Teaching Implications.”
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synaesthesia, the text’s central focus, is cestaint presented in a tidy manner. The
elements of the plot, style, or structure tenddaibclear; the reader has to work to
cogently understand the narrative flow. Such tiameambiguity is a staple of the self-
referential picture book since this kind of textasgely postmodern in its design. The
lack of a foundational definition of synaesthesiastitutes a central absence of
signification. Such an absence is typical of tastmodernist text; as Jean-Francois
Lyotard states, the postmodern is “that which dessdor new presentations, not in order
to enjoy them but in order to impart a strongerssenf the unpresentable” (81).In this
sense, the reader is required to “coauthor the’textGoldstone states, in order to make
sense of the seemingly dubious juxtaposition ocbaad sound and trivial, recognizable
instances of sensory experience (363). Altha@ghis quite linear in its desigiGirl

can be considered to be a postmodern picture book the text attempts to
communicate the wholly subjective dimension of ppton itself.

But this form of active readership does not neadgsapply to the synaesthetic
reader since the opening sequence’s transition fremsynaesthetic to synaesthetic
sensation would not necessarily result in such enemt of obfuscation. If Jillian’s
synaesthesia is the primary, if not only signif@rher identity, her characterization may
even reinforce any feelings of isolation for theagsthetic reader; this is because
Jillian’s coloured percepts will certainly not beetsame as those of every synaesthete
since each synaesthete has idiosyncratic synaegtleetepts and “unique color
combinations” (11} This is not to say, however, tHairl cannot function as a learning

tool for the synaesthetic reader in some way. Algh Jillian’s specific coloured

1 Cf. The Postmodern Condition: A Report on Knowledge.
2 cf. Wednesday is Indigo Blue.
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percepts are no doubt divergent from those of yhaesthetic readeGirl does attempt
to blur the edges of normative categorization; ieisms to subvert the notion of a
singular, normative mode of perception. Howeveenethough Jillian’s percepts are
unique to her alone, the representation of synassthnGirl complicates the
accessibility of the text for the synaesthetic sxagince Jillian is characterized in such
narrow, one-dimensional terms.

From the onset, the text suggests that Jillianasenof an empty container than a
fully fleshed-out character. This, however, seéonse typical of the category, as Perry
Nodelman states: “this is a literature of actiotmea than of character, and the emphasis
is on events and relationships rather than on sl of felling” (151):* On the surface,
it should not be a surprise that the text aims a@rsynaesthesia seem more ‘normal’ by
presenting Jillian as an Everyman character witbwithe reader, synaesthete or non-
synaesthete alike, may easily relate. This charaettion speaks to the audience’s
awareness of the ideologies that inform the streabdi the text, not the need to locate the
subject’s position within a discursive apparatilibe text flirts with a humanistic,
individual-centered focus, but the text does natkwo decipher discourse or hegemonic
perception; withGirl, the reader’s perception of synaesthesia is améeteo the textual
representation of synaesthetic perception itsetiis makes the text less a learning tool
for synaesthetes than a “question-mark story,uote Goldstone, since the lack of a
cogent definition of synaesthesia suggests therenare questions than answers when
one speaks about cognitive normativity (368).

In the text’'s opening sequence, therefore, botlasstinetic and non-synaesthetic

sensations are described in plain, matter-of-taagliage. But Jillian does not elaborate

3 Cf. Words About Pictures.
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upon why she adulates sensation with such revereius feature o6Girl, however, may
be due to the traditionally lighthearted tone @& gicture book, which is a literary
category that Goldstone describes as follows: féselution is complete and optimistic;
the general tone is one of naiveté. These chaistite seemingly are important for the
success of children’s books in terms of audiengeyement, critics’ praise, and sales”
(362)1* Jillian’s preliminal phase is perhaps not asasng as Turner’s original vision
of preliminal rites, but there is an overwhelmiagh of introspection and emotional
refection during Jillian’s preliminal phase. &h simply “loved the smell of wet grass”
and “loved the sight of geese flying across thelsky,” for example, but the reader is
not given an explanation as to why Jillian feele skeds to be alone, and there is no
indication why Jillian feels an absolute emotioc@hnection to the objects that spur her
senses (Fig. 3).

It should also be noted that Jillian’s gaze andafaexpressions in the ‘geese’
example, as with the scene where she is on heclbiayo not correspond to the
description of her expressions in the accompantgrty When Jillian is playing in the
yard, her gaze is directed upwards, and she lankartds an empty space in the sky. The
docile expression on her face gives the impres$ianshe is unresponsive, or at least
disconnected, from the sensory stimuli that surdsumer. In this illustration, Jillian
seems to be less in love with her sensory stirhal tunstuck in her environment since
she seems coyly indifferent to her surroundingsweer, it is certainly not uncommon
for words and pictures in picture books to clasaigf or “ironize” each other, as
Nodelman argues: “when words and pictures comirioey emerges from the way in

which the incompleteness of each is revealed bdififering incompleteness of the

Y Cf. “Whaz up with Our Books? Changing Picture Book Codes and Teaching Implications.”
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other” (223)*® But the incompleteness of both the words andupgstin this scene seems
to conflict with Harris’s own thoughts on her praje Harris, in an interview with
Maureen Seaberg, states that the text “highlight[sithe extraordinary range that this
‘special sense’ can spaff.”Perhaps the nuances of this claim escape méhéuglaring
absence of Jillian’s thoughts, motivations, andirigs, in addition to the text's

diffidently simple semantic field, work to makeghext less a personal, exploratory
account of synaesthesia than a textual list of thatbonly vaguely applies to the complex
range of synaesthetic experience itself.

Lastly, it should be noted that the incongruityitn words and pictures only
occurs during Jillian’s preliminal phase when simeks the grass and gazes at the red
and silver sounds. In the first two scenes ofaibek, when Jillian touches her rabbit and
tastes the syrup, her expression is one of deliglstidoes give a clear indication of her
“love” of sensation, though there is still no ination of why she loves such sensations so
adamantly. Moreover, my qualms with the two scemesre she is outside arise from
their specific placement in the text, as this ierhone would expect synaesthesia to be
explained. It is significant that Jillian dawnsreambivalent and perhaps indifferent
facial expressions directly before and after sytieessa is introduced since Jillian’s
emotional connectivity with her sensorial objeasras to waver at the same time the
reader may become perplexed by the text’'s narrfibwe Jillian’s emotions are clearly
identifiable in the very first scenes of the tdxdf the emotional exactitude of Jillian’s
facial expressions becomes muddled when synaestisdsist presented. The text

invites the reader to sympathize with Jillian a& #ery beginning of the text since her

> Cf. Words About Pictures.
18 Cf. “The Girl Who Heard Colors: Author Marie Harris writes an Important Children’s Book.”
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expressions are at first warm and inviting; howeshaortly thereafter, it is arguable that
the reader will be alienated or at least confuskdnJillian’s emotions become hard to

read.

Who Colours the Text?: A Digression

The humanities sometimes define synaesthesia pasedymetaphorical device.
Let us first consider two rudimentary examplesst-ihe Oxford Companion to English
Literature defines the literary use of synaesthesia as saaietorical figure in which
one kind of sense impression is rendered by usmglsvthat normally describe another,
as in ‘loud perfume,’ ‘warm colour,’ or ‘deliciousght™ (990). It is disquieting that this
entry is listed as simply “synesthesia” insteaditd@rary synesthesia,” and that the above
guotation reproduces the entry for “synesthesiatsentirety; we have a meager
sentence from a hefty volume of a thousand-pluepaecond, imhe Concise Oxford
Dictionary of Literary TermsChris Baldickdefines “synaesthesia” as “a blending or
confusion of different kinds of sense-impressionwhich one type of sensation is
referred to in terms more appropriate to anoti@mmon synaesthetic expressions
include the descriptions of colours as ‘loud’ oaim,” and of sounds as ‘smooth’™ (254).
These definitions speak of synaesthesia as ifsingply a figure of speech, while the
prevalence of this belief makes it seem like sytigess$a is an uncomplicated experience
that everyone can access.

Furthermore, in is an Other: The Secret Life of Metaphor and Hb@&hapes the
Way We See the Worlimes Geary argues that people naturally disaresory

experience through metaphor. Metaphors such st is sweet” (77) and “she has a
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warm personality” (82) have somewhat synaesthé&iments. Drawing on the work of
several psychologists and scientists, Geary artasiuman beings instinctively
interpret sensory experience through metaphorgsatichought is abstract, metaphor is
an instinct “deeply rooted in our physiology” agpoped to a recent “enlightened”
development of reason and logic (88). As Geargssts, the use of sensory metaphor is
imperative in everyday perception and communicahecause, theoretically speaking,
everyone utilizes a latent form of synaesthesianberstand the world and themselves.
While Geary does not argue that everybody is aesthate per se, Geary builds on the
argument that synaesthetic metaphor and idiopatmaesthesia are connected at a
biological level because sensory perception is dnmehtally a metaphorical apparatus.
He implies that everybody has the capability tdhhatderstand synaesthesia and access
synaesthetic perception. Importantly, some sdierdvidence does suggest that
everybody is born with synaesthesia, and that sthatic connections in the brain
inexplicably disappear around three months of 24d)}’ However, Geary gives the
impression that the stigma that surrounds synatstubjecthood does not exist.

The Black Book of Colotsy Menena Cottin and Rosana Faria, a children’s
picture book for the blind, is especially relevamthis discussion. The book is almost
entirely black; the pictures are represented agddine-drawings, and the narrative is
told with both white font and Braille (Fig. 5Black according to Maria Popova, is an
“empathy tool” that allows the sighted person tmpwgthize with the blind reader but
also “experience the world through their fingethea than their eyes® This opinion of

Black’sintentions is also apparent in the information giea the book’s dust jacket,

Y cf. Wednesday is Indigo Blue.
'8 “The Black Book of Colors: Review.”
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which states thaBlackin meant to “convey the experience of a person gdroonly see
through his or her sense of touch, taste, smdiearing’ Both the dust jacket and
critical praise foBlacksuggest that the reader should think objectivebualwvays of
reading that are not considered ‘normal.’ In #esaseBlackseems to promote the idea
that the reader’s personal approach to the tdyhidamental to determining the
‘meaning’ of the book.

But for the blind reader, the gaze may exist oslya@oncept, whilst seeing is not
always the blind individual’s primary desire. Acdimg to Lacanian psychoanalysis, the
gaze should hardly be considered an empoweringeptnslavoj Zizek states that this is
because the subject will always need an objecaptuce the gaze: “what is the gaze if
nottheoriagrasping the ‘thing itself' in the presence offdgsm or in the form of its
presence?” (125 Since the subject is ruled by desire, sh/e dependhe gaze in order
to give meaning to desire. But the subject carenpussess the gaze of the viewed
object since the viewer will never see the wortahirthe eyes of another person.
According to Lacanian theory, we see the imageuo$elves in other objects and other
people; however, we will never see the world fréw@ Yantage point of the image of
ourselves in which we invest so much personal tfiyttu never look at me from the
place from which | see you” (126). Because of,tthie gaze functions as a “stain” that
both defines our desire and denies us access fmetlenal truths we assume to be
universal: our vision is stained with the imaget tbaks at us with an indecipherable

gaze.

Y cf. Looking Awry: An Introduction to Jacques Lacan through Popular Culture.
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Fig. 5: “All the colors came out, and that’s a raitbow.” The Black Book of Colors. Menena Cottin and
Rosana Faria.Brain Pickings. Josh Boston. Web. 1 Jan 2013. Page 13.

Blackmeans to both accommodate the gaze of the sigletson and tell a story
that appeals to multiple senses for blind and sidjintaders alikeBlackasks that the
sighted reader inhabit an impossible subject mositio relinquish the power of the gaze
and, as the dust jacket states, “begin to imaginat vt is like to read by touch.” But for
the sighted reader, a level of uncertainty rembets/een the book and the body: textual
meaning is expected to resonate from the sensrioht yet a fundamental barrier
remains between the sighted reader and actuallyikigathe reading experience of the
blind. In this sense, the sighted reader is intend desire a state of blindness in order to
understand the absence of the geBkackitself functions as a stain that works to disrupt
an idealized, sighted vision of blindness, andabek asks the sighted reader to inhabit a
liminal state of beingBlackasks the sighted reader to perform the role ofrallskader;
in effect, blindness becomes a temporary ideal wiienetaphorically represented as

both desired and detested, familiar and foreign.
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However, blindness is a legitimate subject positiat remains undoubtedly
unseen and unfelt by the sighted person. Sinceigfted reader is asked to perform the
role of the blind readeBlackfunctions as a liminal space: it is a contested afe
meaning defined by opposing perceptions of knowdealyd isolation. According to
George Quasha, in a conversation with Charles &tanGary Hill, liminal performance
can be characterized by asking a real person “odtething that is not a matter of their
expertise or focused abilities — to perform thenown, so that they reveal something
unique in their presence there” (38)In this sense, a sighted person who ré&idskis
performing in a liminal space since the sightediezas blinded, not by the inability to
read, but by the incapability to visualize how thied person actually sees. Moreover, if
Blackis read with the sense of touch, the reader’sepes will be literally implanted into
the book: the oil from the skin will mix with theaper fibers when the fingertips trace the
bumps on the page. Thus the identity of the reedeomes situated at the fingertips; the
barrier between subject and object, vision anddblass, knowledge and isolation is here
assigned an illusory presence. The sighted remabhtity is displaced by the sense of
touch, and is transposed in a “productively unséttipace or ‘threshold’ (Latiimen)
between mediums” (10). UltimatelgJackattempts to achieve compassion by feigning
empathy; the act of readifjackreinforces the fact that the sighted reader isiiotl.

For Lacan, the desire to see is rooted in the fotbleg a desired object needs to be
desired and gazed upon in order to exist. Theeigleader, in Lacanian terms, must
readBlackas an object that demands to be seen; in doirgiadness is made the object
of desire even though possessing such a grotedyjeet will terminate the gaze, which is

the arbiter of desire itself. B&lacksuggests that the blind individual does not have t

20 ..
Cf. “Liminal Performance.”
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read in complete darkness if sh/e embraces readthgnultiple senses: “But black is
the king of all the colors. It is as soft as silken his mother hugs him and her hair falls
in his face” (18).Blackmeans to help both blind and sighted readers quesie

arbitrary power constituted by the gaze, Blackprivileges the sighted reader’s ability
to negotiate the dark liminal spaces between péaneémlealism and isolation.

Although synaesthesia is a natural experiencehfugd who have the mode, it is
arguable that the synaesthetic reader who seessleitd numbers as colour, shapes, or
personalities interprets the text differently frame non-synaesthetic reader who only
sees black text. IBlack synaesthesia seems to be somewhat dubious, eslthe
associations are less idiosyncratic than theywaggested by the object. For example,
Thomas experiences the colour red as both “soerdrkipe strawberries” and “as sweet
as watermelon” (4) Thomas’s colours seem to be paired with tastesl|smaed textures
due to typological influence as opposed to beirtgadn self-regulating. In other words,
the tastes and textures that Thomas experienaestifr® colour red are derived from
objects which are, of course, red. In effectcidnalized vision of synaesthesia is used
to connect the sighted reader to the text; thwablematic since the familiar colour
associations simplify and thus obscure the livgaeernce of the blind. Textual
meaning is expected to resonate from the sensmiohtand the illusory colours signified
by the text; however, there is still a fundamebtairier between the sighted reader and
actually knowing the reading experience of thedlinWhat we have here, to channel
Jean Baudrillard, “is truth that hides the fact tihere is none” (13! The synaesthetic
associations iBlackattempt to convince the sighted reader of thetseafiblindness

when such a thing is only a reality to the blindiudual alone.

2L ¢f. Simulacra and Simulation.
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FurthermoreBlack means to be a sublime object, which, in ZiZzekissseof the
term, is an object that that seems so aesthetiplfsing that it overwrites “the boundary
that separates the body from disgust” (181)Ve can seBlack’sattempt to channel the
sublime through the use of both raised line-drawiagd synaesthetic metaphors. For the
sighted reader, blindness can seem to be an abhcoedition or a faulty mode of
perception. But the sighted reader’s desire isttuted by a mistaken gaze: sh/e is
“always interposed between a gaze and its ‘propggct, fixating upon himself a gaze
destined for another, ideal point or object” (beeling the story through the raised line-
drawings replaces the gaze and the voice with aanny indifference to a sublime
object: the line-drawings tell an aestheticallygsieg story that is both foreign yet
familiar: the sighted reader can ‘cheat’ the teatunarrative and gaze at the white text or
pictures at any time. Also, the pages with raigegtdrawings are glossy enough to
reflect the light from the reader’s light source treey cannot act as a clear mirror for the
reader to gaze at h/er reflection. The glosseepégl to reflect the sighted reader’s
gaze and, to channel ZiZek, they “far from assute]self-presence of the subject and
his vision” (125)* In effect, the ubiquitous blackness of the gldgsages ultimately
revokes the gaze since the gloss hints at a rigffeand, by extension, an idealized image
of the subject. However, the barrier remains, asdZizek continues, “the eye and the
gaze are constitutionally asymmetrical” (125). MBlack the sighted reader is
presented with the semblance of colour throughesth@tic metaphor, while the deferral
of colour in both the descriptions and raised pasuattempts to dupe the sighted person

into believing that experiencing this text is atorexperiencing the reality of blindness.

22 Cf. Enjoy Your Symptom!: Jacques Lacan in Hollywood and Out.
2 Cf. Looking Awry.
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The ubiquitous absence of discernible colour sheigdify a contextual lack for the
sighted reader but also a gap in understandingdsgtwision and blindness.

The picture book, in this case, complicates Jak-Biitiller’'s assertion that the
physical book needs to be considered to be a lientgy: “the written word . . . is the
perfect teacher, a living partner, but without fduiéings of a person such as bad moods,
tiredness, or infirmary and death” (186)Miiller's metaphor equates the written word
with a fixed presence, which is a concept thasisally attributed to oral narratives, the
picture book included. The written word, accordiadMuller, offers a fixed presence
that ensures “the longevity of the word and ofgihesence of author and meaning” (189).
Mdller states that metaphor is imperative to manpsculture, as Geary suggests
likewise, though Muller argues that anthropomorgig the book as a ‘body’ reinforces
the contrived notion that all texts have a guamshtmeaning. But this element is
noticeably lacking from the production of the pietioook since the picture book is a
project that is undertaken by multiple authors vehdisergent views are supported but
also encouraged by the publisher. The ‘body’ eflibok, in this sense, is created
organically, as both author and illustrator conttébto the project without necessarily
oppressing the other with a singular creative visio

Madller’s articulation of the book as a ‘body’ casiexclusionary implications
since he states that the written word naturally m@mds more senses than speech.
Echoing Boethius, Miiller states that intellectuath — be it thoughts, speech, or writing
— is most accessible and “profitable” in books. lletireaffirms Boethius’s argument that
the value of a book is determined by the readerss of sight, hearing, touch, and taste:

“writing not only is more permanent than speech,aso, strangely enough, has a

2 Cf. “The Body of the Book: The Media Transition from Manuscript to Print.”
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stronger effect on the senses” (186). The writterd is the “perfect teacher” since it is
a “living partner” that is seen when it is readafttewhen it is read aloud, and touched
when it is held. Miller attempts to humanize tbeloby discussing its direct
relationship to the senses, but this analogy asstina¢ all readers can see, hear, and
touch the books they read. This assertion alggeterto consider readers who are either
blind or synaesthetic, in addition to other formgerception. According to Muller,
Boethius states that “truth which shines forth aoks desires to manifest itself to every
impressionable sense,” yet Boethius lists onlydlsenses: sight, hearing, and touch.
Although Boethius does not list all five senses|Ibtiasserts “others add the sense of
taste in the sampling and rumination of what islt€486). But one could hardly count
taste as a sense impression in this context betla@seader does not physically taste
anything. | do agree with Geary’s opinion on tiigtter, as Geary himself states that
cross-sensory metaphors of this type are vagueet iflichéd — since such metaphors
fail to comment on the nature of identity in spiciérms: “in a synesthetic metaphor, the
source tends to come from the more immediate danseore often than the other way
around” (78). For example, crossed-sensory meta@wuch as ‘feeling blue’ or a
‘literary taste’ signify nowhere near the same ghas ‘a blue-coloured feeling’ or ‘a
book that tastes sour.” Although Miiller does nistdss synaesthesia per se, his
sweeping generalization of synaesthetic metaprsumass that a figure of speech can be
read as if it is fundamentally the same thing asde

In sum,Blackuses metaphorical synaesthesia to emphasize Hthhgeis a multi-
sensory experience for the blind and sighted atha,ght it does so by transfiguring

‘blind reading’ into a performative game. Such angaobscures the lived experience of
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the reader who cannot see. This is \BgcKs intentions are problematic: first, the text
suggests that the sighted person can ever knoextiherience of the blind, and second,

synaesthesia is used to enhance the experienceading blind.’

Exergue: Transition Rites and Diagnostic Turpitude

Like The Black Book of Color3he Girl Who Heard Colorgwites the reader to
imagine what it is ‘like’ to have synaesthesia.pbrtantly,Girl should not be faulted
simply for wanting the reader to learn about aedéht, perhaps ‘new’ form of
perception. In the aforementioned interview witawken Seaberg, Harris herself asserts
thatGirl, above all else, functions as a learning toolyfming readers: “the implicit
lessons, from the folly of bullying to the wondérdifferences, are embedded in the
narrative, as they are in the best stories, spgdkinthemselves® As previously
mentioned, the simplified language, coupled with thrious ambiguous linguistic
messages, prompts the reader to ask questions thiedgixt but also investigate the
categorical assumptions of perception, reality, idedtity itself. But it is pressing that
Jillian does not ask such questions herself, whietext does not draw attention to the
fact that Jillian is copiously silent about hemsaguration throughout the narrative.
Throughout each of Jillian’s liminal phases, sheagably lacks the capacity for
introspection; | touched on this aspect of her ati@r in a previous section, but the
implications of Jillian’s prolonged silence and #igsence of any personal testimony
become increasingly prevalent during her limina postliminal phasesGirl may
certainly promote self-reflection for the readart It is ironic that Jillian herself does not

possess such powers of reflexivity. Although ityrba difficult to present a complex

% Cf. “The Girl Who Heard Colors: Author Marie Harris writes an Important Children’s Book.”
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examination of identity and perception in a texénded for young readers, this conceit
begs several questions: who is the intended augliehthis text? Does the text function
more as a device to help non-synaesthetes ‘unddisgnaesthesia than a means for the
synaesthete to discover that they are not coghjtiaone?’ If the text means to be an
‘authentic’ portrayal of the mode, what aspectsyfaesthesia does it leave out, and
what is the significance of such omissions?

In my examination of Jillian’s liminal phase, | boe a prevalent scientific
constitution of synaesthetic perception in orddiottus my commentary on the text’s
presumably authentic representation of synaesthésia this in order to disseminate the
real from the representation, but also to giveréagler a circumstantial roadmap of
synaesthetic experience. As before, | channelGamep’s theorization of liminality
when | interrogate the categories imposed upoiadilll mean to investigate the
ideologies that inform the text, but | also appedise author’s intended meaning of the
text: Harris suggests th&irl should “simply be read as a story” and that iks8ons”
should be taught to all audiences. It is also iegpthat the text should “help” young
synaesthetes understand both the world and theasselMhis outlook is also apparent in
the text’s postscript, which is comprised of selvareecdotes of “real” synaesthete
children, one of whom states: “I felt afraid td &hyone in case | would be teased, but
now | realize that I'm not alone. Now I feel sp@nd proud of my extra sense” (32). If
we are to read the text as an intentionally reaelmtrtrayal of synaesthesia, surely we
must discuss how the text either suggests or sbateight that its content means to be
taken literally or authenticity; such an examinatie necessary in order to discern which

signs the text packages as authentic to a genedadrece. As Said suggests, a
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representation is problematic if it does more thalg the discursive structure itself
instead of help the reader locate the human sutwéain the structure; on the other
hand, a positive representation should work to nsdkat voices heard and fight for “the
right of formerly un- or mis-represented human goto speak for and represent
themselves in domains defined, politically andliettually, as normally excluding them,
usurping their signifying and representing functipoverriding their historical reality”
(91)® In other words, the problematic here is thattéxt attempts to blur the edges of
the representation and the real in order makeaadyzt more accessible to the specific
audience for whom its linguistic messages are cocigtd and conveyed.
In this section, | draw prominently on Cytowic adadgleman’sVednesday is
Indigo Blue | correlate the specific features of synaesthes®irl, with particular
attention paid to Cytowic and Eagleman’s “diagnostiteria” for synaesthesia. |
correlate each of the following five sections wotie of Cytowic and Eagleman’s
diagnostic criteria fromWednesday Cytowic and Eagleman’s diagnostic criteria &e a
follows:
1. Automatic and involuntary: sensory response happengdiately since cross-
sensory perception is an inherent function of §raesthete’s brain.
2. Spatially extended: the sense impression usuafiyatdistinct location outside the
body.
3. Highly memorable: the memory of a sensory expegeran be recalled in
significant detail.
4. Loaded with affect: since synaesthetic sensatiameénse and pleasurable, it

directly influences the subject’s personal tastes.

%6 ¢f. “Orientalism Reconsidered.”
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5. Consistent, elementary, and specific: sensorymggsrdo not change over time,

and synaesthetic imagery is simple rather thamgiephic?’

1. Are Friends Electric?

Firstly, synaesthesia, Cytowic and Eagleman sistautomatic and
involuntary,” which means that an individual whahesound as colour, for example,
will immmediately see a specific colour once a soimpresented (47). These two senses
are irrevocably linked at an unconscious level dnadefore two sense impressions are
simultaneously present when the subject is exptmsadsensory stimulus: “unlike
[mental] imagery, which is willed, synaesthesiapes to you” (47). This dimension of
synaesthesia is paramount since a sound will notlpngesemble’ or ‘remind’ the
subject of a colour: two sensory impressions arariably present when a sound is
heard. In other words, the subject’s exposuregersory stimulus “unconsciously
primes” the subject to interpret the percept ab lsotour and sound since both sensations
are registered instantaneously (47-48). Similanysynesthesia: A Union of the Senses
Cytowic also states that synaesthesia is “insugpyes and “cannot be conjured at will,”
which suggests that synaesthetic percepts canmmirtieolled by the subject (67). This
being said, however, if a synaesthete focusesaamtain activity, such as reading or
working at a computer, the subject’s synaesthedrcgpts may be dampened or seem less
present; however, synaesthesia cannot be compigtelyed or turned off: the

synaesthetic percept will be “attenuated” but wit disappear completely (67).

%7 This list is paraphrased from Wednesday is Indigo Blue, pages 47 to 56.
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Then one day, something strange happened. The children stopped what they were
A lunch box dropped on the floor and doing and looked at her.

everything in it fell out with a loud clatter.

“Yellow? A spilled lunch box is yellow?"
“What was that?” asked the teacher.

They began to laugh at Jillian.

Jillian replied.

Fig. 6: The Yellow Sound.The Girl Who Heard Colors. Marie Harris and Vanessa Brantley-Newton.
New York: Nancy Paulsen Books, 2013. Page 16-17.

In Girl, a notable example of the automatic and involyntdémension of
synaesthesia occurs when Jillian reacts to thefahe lunchbox. When the lunchbox
clatters on the floor, Jillian instantly identifidge colour of the sound as yellow (Fig. 6).
In the illustration, the word “yellow” is aggranéid, animated, and is combined into a
single image with the lunchbox; this combined imgges the impression that the crash
of the lunchbox (the sensory stimulus) and theoyeltolour of the sound (the sensation)
are experienced simultaneously. However, it ie afgportant to note that the image for
the word “yellow” functions as part of the writtearrative itself; Jillian not only
identifies the sound as yellow, her response ieesgmted as both an image and a word.
Moreover, the picture book, as Joe Sutliff Sandarggests, is meant to be read aloud: a

“proficient” adult reader is supposed to read #w to a young “preliterate” reader (86).
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Because of this, when the adult reader reads thhd/iweage “yellow,” it is arguable that
the young reader who is looking at the pictures$ agkociate the vocalization of the word
“yellow” with the coloured image of “yellow” on theage”® The young reader is forced
to immediately perceive the word “yellow” as varsagemantic registers simultaneously,
as both a word and an image but also a sound aalbar, much like how Jillian
perceives an auditory stimulus as two sensory t@gisas both colour and sour@irl
emphasizes that reading is a liminal space whereyhaesthete becomes aware of the

exclusionary nature of both identity and perception

2. Imagining Neurological Geography

Synaesthesia, Cytowic and Eagleman continue, isidered to be a “spatially
extended” experience since the synaesthete terdéstwibe a percept as having a
distinct spatial location external to the body.r Emample, when the subject with sound
— colour synaesthesia hears a sound, the colourabnappears outside of the
subject’s body, as if the subject is watching tbl®gr manifest on a “screen” (50).
However, Cytowic and Eagleman state that not alhegthetes literally see a percept
projected outside the body; it is not uncommony éEsert, for a synaesthete’s perception
to merely resonate in the mind’s eye. Here, Cytaamid Eagleman argue, the
synaesthete’s percepts still occupy a “sense difapacation” since the perception is
still situated somewhere in the body; in this céise perception is positioned exclusively
in the mind. For Cytowic and Eagleman, the syrastwho literally sees the sensation
projected outside the body, “out there in the woinkklknown as a “localizer,” while the

subject who sees the percept in the mind’s eyaasvk as a “non-localizer” (72). The

% Cf. “Chaperoning Words: Making Meaning in Comics and Picture Books.”
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spatial dimension of synaesthesia is an integnapmment of synaesthetic identity
because spatial extension means that a synaektbetlly sees a colour, touches a
sound, and so forth. The act of literally seeimpecept works to disqualify the historical
and cultural assumptions about the mode, namelw#mng debate that synaesthesia is
an imagined or a willed experience; however, asidBvang and V.S. Ramachandran
state, the sciences are still apt to wonder: ‘&spghenomenon authentic (‘real’) and hence
worthy of study? Or are synaesthete individuaisp$y making it up?” (10033 It is
arguable that certain texts with synaesthesia attéomadamantly prove that synaesthesia
is an authentic mode of perception because syrematlas a field of study and interest,

is heavily indebted to a psychological traditiordegmissal and suspicion.
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Fig. 7: “Sad as a cloud."The Girl Who Heard Colors. Marie Harris and Vanessa Brantley-Newton.
New York: Nancy Paulsen Books, 2013. Page 20-21.

¥

2% Cf. “From Molecules to Metaphor: Outlooks on Synesthesia Research.”
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The attenuation of synaesthesia@ml, moreover, gives the impression that
Jillian’s synaesthesia is weakened when she dadeas on a specific sound. During
Jillian’s preliminal phase, for example, the sowhdeese honking is represented as
small blue speech bubbles projected in thé%alvhen Jillian concentrates on the smell
of the wet grass, the images of coloured soundear@vay from Jillian and are matted
into the blue sky above; this gives the impress#at these percepts are less present but
not entirely ‘suppressed’ or invisible (Fig. 3).ufhg the lunchbox scene, however, the
proportions of the lunchbox are exaggerated inrai@ldemonstrate that the sensory
stimulus has Jillian’s full attention. The illugtions for all sensations prior to this, both
synaesthetic and non-synaesthetic, are not neaudpaent or conspicuous as the
lunchbox scene. The background of this scend itsphinted with yellow hues to
further draw the reader’s attention to the all-eongg immediacy of Jillian’s colour
registration. The placement of the images insbene, with the lunchbox on the left
page and Jillian on the right page, immediatelgas the reader’s gaze to the sensory
stimulus. Again, this indicates that both the sepstimulus and Jillian’s sensory
registration are unavoidable and insuppressiblaitieg functions since the reader h’self
cannot avoid observing this sensory event unraveéhe page. The overwhelming
presence of yellow on the page mirrors the overpimgesense of colour that the
synaesthete with colous sound synaesthesia may experience when the sligeeaines
acutely aware of a stimulus. It seems that attempts to promote the naturalness of

synaesthetic perception and, by extension, prodetitimacy of synaesthetic

*% Other coloured speech bubbles include the red sound of the dog’s bark, the silver sound of the bicycle
bell, and the green sound of her teacher’s voice when she says “recess” (14). Other incidences of
coloured sound are represented as small images as well; these include the purple sound of falling rain,
where the raindrops are coloured purple (10), and the orange sound of the school bell, which is coloured
“orange as a pumpkin” (14).
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experience. The non-synaesthetic reader cannet kmmexperience of synaesthesia
firsthand, but the text is structured in such a vyt the reader will naturally
acknowledge the imminence of colour in the illustra This process is similar to how
Jillian herself immediately reads the colour ofadasorbing sound as yellow.

But it is ambiguous whether Jillian is a localipera non-localizer since her
percepts seem to be represented as both modalii¢kis text, when a sound is
represented as a colour image, the colour is ysoalifined to a small location on the
page; usually a coloured speech bubble is enougtidicate the colour of a sound. In the
lunchbox scene, we do not get the sense thatnJdl@ercepts arise as if projected on a
screen since the sensation only seems to mangieseavord “yellow;” though the
yellow background is affluent, Jillian would noteaan experience of yellowness in
arrears to her body if the sound stimulus is preeskem the foreground as it is here.
Similarly, during Jillian’s preliminal phase, theub sound of the honking geese and the
red sound of the dog’s bark do not suggest thigardg synaesthesia is, as Cytowic states
in Union, “experienced close to the body within reach efltmb axis, never farther
away” (68). Conversely, when Jillian visits thectto, several streams of colour are seen
flowing from her ear (Fig. 7). This also keepshw@ytowic’s classification of spatial
localization fromTasted albeit his report is somewhat vague: “if visisaihesthesia is
experienced close to the face” (76). Howevehdisd be noted that there is no evidence
of a sound stimulus in this scene and that Jikiaydze is directed at the doctor to her left,
not the sound image that is presumably hangingehbev shoulder to her right. This is a

notable slippage because the synaesthete, CytomtiEagleman find, tends to speak of
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synaesthesia as “going to’ or ‘looking at’ a cantkbcation to attend to whatever they

experience,” which Jillian, in this instance, ohysty does not (50).

Fig. 8: Clouds Rise Up. Carol Steen. 2004-5. “Synesthesia: Bringing ouhé Contours.” Australian Art
Review. Frances McDonald. Web. 5 Apr 2014. Page 76.

But these multiple ambiguities aside, it may bédift to competently represent
a colour projection as a localizer envisions a @gt.c If the image of a synaesthetic
sound percept were to resemble the art of promisy@rdesthetic artist Carol Steen, for
example, such an illustration would be largely edzdtand may be confusing for the
young reader (Fig. 8). Steen has numerous formsgradesthesia, one of which is sound
— colour synaesthesia; her painti@gtpuds Rise Upglepicts what she saw when she
heard a musician play a shakuhachi flute: “I dai Clouds Rise Uppecause this is
exactly what | saw as | listened to him play higdl (76)3' In “Synesthesia and the
Artistic Process,” Steen continues: “orange andaredwo actual sounds produced by a

single note on a shakuhachi flute, whereas thedsaakd is the color of the flute itself, a

3. “Synesthesia: Bringing out the Contours.”
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metallic forest green” (684 Thus the synaesthetic character may need togenab
from the scene in order to give the reader a mareurate’ effect of seeing a sound
image; this would also momentarily remove the yoreagler’s textual guide. A
postmodern picture book could experiment with Knngl of artwork, but these
representational inconsistencies may go unnotigatiduninformed reader and perhaps
be accepted as fact. These discrepancies do adyexwork to unilaterally dissipate
popular misconceptions of synaesthesia as unauth@rgnomenon.

Lastly, as a short aside, the reader may noticeesomilarities between my
approach to subjectivity and phenomenological goiphy. Sincé&irl emphasizes that
being a subject is more important than thinkingulmme’s subjecthood, one may recall
Martin Heidegger's phenomenological theorizatiomofology and epistemology. To
guote Zygmunt Bauman’s assessment of HeideggkanJdan be considered to be a
“pre-reflexive” being since, witksirl, “the mystery of understanding is an ontological,
rather than epistemological problem” (148)Jillian’s pre-reflexivity is encumbered with
“straightforward” language and sanitized of epistéogical restrictions since Jillian’s
liminal phase is defined by ambiguity and uncettairAs Heidegger elucidates Being
and Time “perception is consummated when @uglresse®neself to something as
something and discusses it as such . . . [becausalch looking-at enters the mode of
dwelling autonomously alongside entities withintie world” (61-62). Jillian’s

separateness, coupled with her lack of epistemcdbgwareness, establishes her as a

%2 | feature this piece in particular because the brushstrokes in Clouds resemble the illustration from Girl
that depicts Jillian’s synaesthesia as “streams of colour” (Fig. 7; Fig. 9).
33 . . .

Cf. Hermeneutics and Social Sciences.



41

liminal figure since she has yet to become “potlitas Heidegger would say, by

obfuscating categorical designations of identfty.

3. Memory and Meaning

Synaesthesia is also considered to be a highly madtgoexperience, whereby the
memory of a synaesthetic percept can be recallatlguand in significant detalil.
Cytowic and Eagleman state that synaesthetic peréieygk semantic meaning, and are
easily and vividly remembered, often better thanttiggering stimulus” (52-3); in other
words, when the synaesthete with soumaolour synaesthesia is presented with a
stimulus, the subject is more likely to rememberdblour of the sound than the sound
percept itself. This explains, perhaps, why hligtively engages with her environment
but she does not posit why, exactly, “[she] loveel world with all her five senses” (2).
Since the particulars of the synaesthete’s envientrare less memorable than the
colours stimulated by the subject’s environmernit d@rguable that Jillian’s curious lack
of introspection is due to the dearth of “semant&aning” that would otherwise be
assigned to the objects one encounters.

Incidentally, the multiple semantic slippage<aml draw attention to a
contestation between reader and the authorialtiofethe text since both author and
reader have different points of access to the tBxand Barthes argues that the physical

text is interactive and unfixed: the author doesaoonmand the meaning of h/er work

** Jillian also seems to be more concerned with the Heideggerean concept of “wahrnehmen” than
“vernehmen.” According to Kimmy Stihlen, the German word “wahrnehmen” translates as: ‘wahr’ —
“truth,” and ‘nehmen’ — “to take;” this gives an overall meaning of “to perceive.” With the German word
“vernehmen,” ‘hear’ is probably the best translation alone, though it does work for ‘questioning or
examining,” but this would be a bit less common. Also, ‘ver-’ is a difficult prefix to pin down in German.
The word itself mostly refers to judicial examination: the term is closer to ‘the court would like to cross-
examine the witness’ than ‘I’'m going to examine this!’ (Stiihlen).
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since all meaning is relative and limited to thader's understanding of sign systems; “it
is language that speaks, not the author,” Bartte#ess since one cannot simply be told
what a text says: it is the text that does the &kpeg,” not the author, because a word
signifies many things (278). Wit irl, this approach is paramount since the reader’s
understanding of the text depends upon the reatierigiarity with either the myriad
suggested meanings of the words within the textt@relationships that words have with
things or other words: “a text is made of multipletings, drawn from many cultures
[that enter] into mutual relations of dialogue, gy, [and] contestation” (2865. The

work the reader must perform in order to be ‘bavith a new understanding of the text’s
linguistic apparatus works to other the reader fthentext since the idea of the reader
being “not ‘me,”” Barthes states, makes it incrégitifficult to understand the self in
relation to both the author and the text (280)wdéfare to consider Barthes’s approach to
the text,Girl does not so much offer a constituency of anothmteof perception as it
encourages a call to subjective interpretationt tBel reader’s interpretation of the text
remains paramount since the illustrations reinfargap between abstract experience and
residual meaning: the reader is established asdlleanterpreter of the self and the same

in relation to difference and the other.

4. Atmospheric Values

Furthermore, synaesthesia is thought to direcflyémce the synaesthete’s
personal tastes since a synaesthetic perceptwike a strong emotional reaction in the
subject. Synaesthesia is “loaded with affect” @ytoand Eagleman state; this somewhat

curious phrase implies that the synaesthete mayitdlesone of their percepts as

%> Cf. “The Death of the Author.”
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“gorgeous” or “delightful” (54). Conversely, if ¢hsynaesthete is presented with a
representation of synaesthesia that diverges fhensibject’s idiosyncratic synaesthetic
pairings, the experience will tend to be unplegdantexample, the synaesthete with
grapheme— colour synaesthesia will likely become unnerve@&mwpresented with a
word printed in coloured ink should the colour loé fprinted letters not match the
subject’s own colour combinations. It is arguakihen, that the synaesthete considers
synaesthesia to be a pertinent designator of tyesitice, when confronted with another
manifestation of synaesthesia, the synaesthef# it &#e alienated by the scale of
perception of another person.

But colour is a highly subjective semiotic codettten neither be assigned
specific importance by itself nor be exclusivelg@sated with a particular referent.
Since all objects have specific colours but no edave specific objects, colour can be
considered to possess varying “atmospheric” valioeguote Baudrillard, since colours
seem to “float” or “mingle” among non-specific objs: “colour may be dictated by an
event, a ceremony, or a social role . . . [butbaoldoes not seek contact with other
colours, and [colour] is not a free value” (30)Because of this3irl’s status as a
seemingly authentic representation of synaestisegjgests a paradox. Since Jillian’s
synaesthesia would not meet several of the criteriggenuineness,’ it would seem that
Girl has dubious significance as a medium for disseimig#e realness of synaesthetic
experience. Any representation can only ever tepeesentation. The notion of
authenticity is an artificial designation: it iglscursive function that works to make one

representation seem more real or valid than another

38 Cf. The System of Objects.
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Moreover, as Barthes argues, language is a sydtsigns; since all signs are
arbitrary, no singular and absolute meaning caattaehed to a sign, regardless if the
sign is a word, a concept, or a book: “the writéaisguage is not expected to represent
reality, but to signify it” (162’ Words appear to give the thing itself an ideakife
presence by signifying them. The nature of a thioyvever, would remain unchanged if
the thing did not have a word to signify it andaathenticate’ its nature as a sign; Said
also echoes this point: “in any instance of attleagten language, there is no such thing
as a delivered presence, buegresenceor a representation. (21).The use of
synaesthesia in fiction can be a messy creativeamlir since synaesthesia studies
define synaesthesia as an identity designatiomtiuat be signified as genuine or not at
all. Girl suggests a double hermeneutic, whereby the teng&gion is informed by both
scientific research and personal experieficelowever, following Barthes’s approach to
textual analysis, it is the reader’s responsibiityinpack the representational imaginary
of the text, not to confide in an illusory sensdeddtual truth. A text can only signify
identity and subjectivity; it can offer no finalgsiified of consciousness and relatable

experience.

5. On the Bound
Finally, Cytowic and Eagleman state that synaestipetrcepts generally remain

unchanged over the subject’s lifetime; if an adodes synaesthete sees the letter ‘A’ as

¥ ¢f. Mythologies.

% Cf. Orientalism.

39 Cf. Dimitri Gineyv, in “Rhetoric and Double Hermeneutics in the Social Sciences,” states: “double
hermeneutics is defined as a research process constituted by the interplay of an interpretive
thematization (of a given cultural phenomenon) and an interpretative self-reflection that invokes the
researcher’s rhetorical (or creative) imagination” (264).
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turquoise, ‘A’ will be the exact same hue monthyexsirs hence. The unchanging nature
of synaesthesia has led scientific studies to densionsistency to be the principle that
decides whether or not the subject’s synaesthe&genuine.” The established method
for verifying the subject’s synaesthesia is Juka\sher’s “Revised Test of
Genuineness” (TOG-R). In “The Prevalence of Symesiti: The Consistency
Revolution,” Donielle Johnson, Carrie Allison, aBoinon Baron-Cohen state that
consistency testing is considered to be the “g@ddard” method for determining the
“genuineness” of a subject’s synaesthesia (5)yY@unesdgyCytowic states much the
same: “consistency testing has become the goldiatdhfor synaesthesia verification
(237). In the test, the subject is asked to matobmber of sensations to their
corresponding colours on the colour chart providédese same percepts are then
retested, a week and then a year later, and thectu given a score between one and
three based on the exactitude of each anSWw&he synaesthete tends to score
dramatically higher than the control subject beeafs the synaesthete, cross-sensory
perception is an in-built function of the subjeditain.

According to Johnson, Allison, and Baron-Cohen,rthased and more robust
test (TOG-R) finds 71.3% of the synaesthetes tdstbé congruent, while 33% of non-
synaesthetes tested received a consistent, “camfjieeore (8). The original test from
the early 1990s (TOG), referenced in Johnson, éidlisnd Baron-Cohen’s article and
also inUnion, finds 92.3% of synaesthetes tested congruent wdteated one year
hence, compared to 37.6% of non-synaesthetes oslyeek after the original test. A

congruent score for a non-synaesthete does nossedyg mean that the test subject has

* Three points are awarded for an exact match; two points are awarded if the subject’s answer is the
same colour but the hue is slightly different; one point is awarded if the subject’s answer is anywhere in
the same colour group (8).
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synaesthesia; rather, it implies that a minorityest subjects aptly remembered their
original answers. This is a feat that would beedalously difficult to repeat after one
year (68)" Although this test is quite rigorous, and is ygiesistant to cheating, the
authors of “Prevalence” acknowledge that theresaree weaknesses with this test.
Some research finds that a subject’s synaesthaitings can, in fact, change over time;
synaesthesia in children, they state, is “likely'thange or is at least less consistent than
synaesthesia in adults (10-1%).

Furthermore, a synaesthetic percept will not betggial or highly elaborate,” as
Cytowic and Eagleman state; the sensation willdreegc or “elementary” since
synaesthesia does not prompt the subject to seashly detailed image (51). Where the
control subject’s colour choices rely on memoryree association, the synaesthete’s
colour pairings cannot be forgotten because theyrdnrerent as opposed to learned or
merely remembered (65). The demands of consist&sting may seem ridiculously
meticulous to the non-synaesthete since a congagent indicates that the test subject
has identified not only a colour, but the same tkae for dozens of answers on both the
test and the retest. This specificity is cenwad\tnaesthetic experience since an inducer

will not simply lead to an experience of yellowr Example; a precise shade of yellow

will be experienced automatically every time sunhralucer is presentéd.

M cf. Synesthesia: A Union of the Senses.

*2 Cf. “The Prevalence of Synesthesia: The Consistency Revolution.”

» The significance of the “elementary” dimension of synaesthesia is perhaps more apparent in
synaesthesia forms that do not involve colour since colour is itself a rather ‘elementary’ semiotic. In
Bright, Dann gives the following example of taste — shape synaesthesia: “visual photisms are geometric
shapes rather than images of actual objects, and gustatory percepts are salty or sweet rather than
suggesting specific flavors” (8).
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And Jillian said, “Hearing colors?” the children exclaimed.
“ am hearing too many colors at once.” “What do you mean?”

“When I hear sounds, I see colors,”

Jillian told them.

Fig. 9: Streams of Colour.The Girl Who Heard Colors. Marie Harris and Vanessa Brantley-Newton.
New York: Nancy Paulsen Books, 2013. Page 26-27.

Perhaps the most dubious representation of thefiepaed elementary nature of
Jillian’s synaesthesia comes in the illustraticat thepicts her overwhelming experience
of coloured sound on music day (Fig. 9). Herdiadilexperiences a multitude of colour
combinations, all of which flow from her ears inisting, strabismal shapes; the streams
of colour are less specific and elementary thamcetie and spastic. Such a
representation also works to negate Nodelman’svigtlg aphorism of the picture book:
“picture books emphasize showing as much as teléing their pictures often fill in the
details of emotion and of setting that their wdes/e out and that color seems most
suited to convey” (69)* Seemingly, if we are to evaluate the intendedsags ofGirl

apropos the Revised Test of Genuineness, the reudtipbiguities in the text suggest that

* Cf. Words About Pictures: The Narrative Art of Children’s Picture Books.
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the text stands apart from the goals of synaestlstsdies since the text glosses over the
specificities that define synaesthesia. If on®iexamine Harris and Brantley-Newton’s
attempt to present synaesthesia as real experigrecgap between isolation and
knowledge is not so much bridged as simplified, @iniglworks to further obscure the
complexities of synaesthetic identity.

This diagnostic feature may seem to have dubidesaace tdGirl since it is
impossible to determine if Jillian’s synaesthesiaongruent. Not once @irl does
Jillian discuss the same percept twice; additignalhardly needs to be noted that it is
impossible to test and retest a fictional char&t@ygnitive functions. This being said,
however, the representation of synaesthesia irteéktoscillates between simple, abstract
shapes and superfluous colour designs, which stgythest Jillian’s synaesthesia is less
elementary than overly elaborate. Although theesgntation of the yellow sound of the
lunchbox is simple enough, Jillian experiencesea sif different colours in the doctor’s
office, and it is unknown what kind of stimulussiimuli would procure such a complex
colour pattern (Fig. 7). The precise hue of théoyesound is less specific than
ambiguous: it is unclear whether the exact coldulilban’s percept is embodied in the
colour of the word/image “yellow” or the darker il background that seems to totalize
the space behind her field of vision. Similartytihe doctor’s office, the kaleidoscopic
waves of colour that emanate from Jillian’s earrayea precise hue but a variety of

colours.
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Seen and Not Seen

In sum, Jillian can be considered to be a limirglre since, at first, there seems
to be no way to categorize her form of perceptibis makes her seem strange or
abnormal. Liminality, as Victor Turner articulatibe term, is a subject position that is
“ambiguous, neither here nor there, betwixt anavben all fixed points of classification;
he [the liminal figure] passes through a symbobmain that has few or none of the
attributes of his past or coming state” (232)illian is a liminal figure because, for the
majority of the text, her identity is in flux. Sgesthesia is the definitive aspect of
Jillian’s identity, yet she cannot identify hersa#f a synaesthete until the musician’s
revelation. She is also excluded by the otheresttgisince they do not understand how
coloured sound can be considered ‘normal’ (Fig. 1jian’s exclusion is only nullified
once the musician offers the other students a dggital term to classify her form of
perception.

The formation of Jillian’s identity aptly correlatevith van Gennep’s stages of
separation, transition, and reincorporation. Atbleginning of the text, Jillian willingly
isolates herself in order to revel in sensory exgpee (rite of separation). But once in
preschool, ironically, her adulation of sensatieads her to unabashedly name the colour
of the crashing lunchbox; this is an event thatise@ imposed isolation and existential
uncertainty (rite of transition). Finally, uporetimusician’s revelation, Jillian is accepted
by her teachers and the other students (rite ofparation). In this sense, Jillian must
pass through a “symbolic domain,” the act of nanang symbolizing synaesthesia
through language, in order for her to regain asehgquilibrium and her lost affection

for sensory experience. But her understandinymédasthesia is transfigured from

* Cf. Dramas, Fields, and Metaphors: Symbolic Action in Human Society.
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merely “when | hear sounds, | see colors” to “he¥csal extra one [sense]” (31); this is
due to the discursive economy of the school atidiJs interpellation as other. Jillian’s
synaesthetic percepts may remain the same butherifig state” of sensory exultation
diverges from her original outlook on perceptiomcs she now considers synaesthesia to
be a “special” feature of perception, as if synaesia is equal to but also different from

normative perception.

“Tn.® WAy v
‘When lillian heard the musician say . o B & Jillian loved the world again

that word, she saw every shade of blue. with all her five senses.

Then the musician smiled. ».
Her teacher smiled. And all b3
the children smiled.

She began to smile.

Fig. 10: The Musician’s RevelationThe Girl Who Heard Colors. Marie Harris and Vanessa Brantley-
Newton. New York: Nancy Paulsen Books, 2013. Page-31.

But it should not be assumed that either HarriBrantley-Newton are not aware
of the specific/elementary dimension of synaesthssice Harris and Brantley-Newton
both have synaesthesia. Moreover, the mediumegpitture book is hardly a strict
collaboration between artist and author, as thelfeigually be some kind of disconnect
between the author’s intended meaning and then#ites’s vision of the illustrations.

Harris states that the author of a picture boolegaly does not choose an illustrator
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h’self, whilst the author and illustrator are en@ged to not converse at all. This, Harris
believes, is the publisher’s attempt to limit thetheorial dictum of the writer, “so that she
doesn't inflict her often misguided opinions on #rést.”® However, Harris states that
she and Brantley-Newton did communicate periodycalhd it was during one of these
conversations that Brantley-Newton discovered ¢ne tfor synaesthesia. It seems to be
merely happenstance that Brantley-Newton was chims#instrate a picture book on
synaesthesia, as this choice, Harris implies, woashe result of Brantley-Newton’s
synaesthesia, though Brantley-Newton does inclydaesthetic themes in her art for
other projects (Fig. 11Y. Not only does the picture book have no singulgar, the
project will commence with no unified vision of iadl product. Therefore, it is dubious
to assert that the reader should consider thenitdeé meaning’ of text to be homogenous,
and thus absolute, or that the authors assumeabgméntary, disconnected production of

the text to have resulted in a product with anhaatic,’ truly dependable message.

Fig. 11: Listen to Color. Vanessa Brantley-NewtonOoh La Design Studio. Web. 14 Feb 2014.

% Cf. “The Girl Who Heard Colors: Author Marie Harris writes an Important Children’s Book.”
* Harris also states that she has sequence-space synaesthesia: “My only brush with synesthesia has been
to realize that | see the months of the year as an arc upon which | am traveling.”
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The analysis of the representation of synaesthegiction has radical potential
since synaesthesia is difficult to understand fidhlsynaesthetes and non-synaesthetes
alike. As Cytowic and Eagleman argue, this is gpshbecause “synesthesia is too
general, imprecise, and inflexible a form of cogmtcompared to language and the later-
developing meanings that are possible in the vedadl (172)*® But since Cytowic and
Eagleman’s work examines synaesthesia from a neierdgic and genetic point of
view, it is not surprising that they do not pay muattention to the representation of
synaesthesia in fiction. But a focus on both #r@sentation of synaesthetic identity in
fiction and the synaesthetic reader will shed rigivtlon the concept of the reader being
outside the text. Synaesthesia is by no meansttetbway of reading: a study of
synaesthetes as readers simply draws attentidre tortlinariness of the subject through

another subjective lens.

8 Cf. Wednesday is Indigo Blue.
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Il. Introlude: Silence is the Symptom, Consistencys the Sinthome

Inter Alia

The rigorous testing procedure for synaesthesiaates that synaesthesia studies
are immensely preoccupied with separating the &entth’ synaesthete from the non-
synaesthete. It is worth examining this point iorendetail in order to discuss the messy
implications of representing synaesthesia in fictidn the section dfnionthat
addresses the consistency of synaesthesia, Cytaavits the reader to be firmly aware
that some people merely pretend to have synaeathedithat such an act is a gross
offence. The descriptive language used to desthideonsistency of synaesthesia in
Unionis at times ardent, perhaps even aggressivexénple, Cytowic adamantly
states: “given the explosive interest in synesthaad the public exposure to it, it is
presently important to weed out synesthesia wargigb8). This description, as with
Cytowic’s ‘disclaimer’ to his list of diagnosticitgria inUnion, suggests an authoritative
divide between the synaesthete and the non-syreestytowic establishes
synaesthesia as an exclusive subject position sieaseiggests that synaesthesia is
perhaps the source of jealousy for some individwéls compartmentalized perception.

It has been twenty-five years since the publicatibdnion, and Cytowic often
re-evaluates his original research. But some Sogmit biases still remain in his current
work. In 2011'sWednesdayCytowic and Eagleman affirm that Consistencyingss a
rigorous testing procedure designed to distingthshpretenders from ‘genuine’
synaesthetes: “it is easy to demonstrate that goaesthetes who are asked to fake it

will fail to show good consistency” (237). But winpuld a synaesthete care if someone
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is going to pretend to have synaesthesia? If asyoaesthete enjoys telling people sh/e
hears colours or tastes shapes, this does not cnag®g-sensory perception any less real
for the synaesthete. In my investigation of caesisy testing, | draw prominently on
Lacanian theory because Lacan is foremost concavitedhow the subject is wrought by
language; as Sara Humphreys states, Lacan dravetteation to “how we are acquired
into sign systems and, in turn, how those systérapesus.® It is useful here to read
consistency testing through a Lacanian lens sinosistency testing appropriates the
synaesthete and then attempts to redefine synaesthenarrow, categorical terms.
Consistency testing seems unconcerned with theofdlee subject whilst Lacanian
theory, as Brice Fink states, considers the cormiesbjectivity “indispensable” (xi)’
Consistency testing does verify that a synaesth@ir'cepts are congruent, but it also
means to out the synaesthesia pretenders; in gffague that consistency testing further
reinforces a contingent difference between croeasa® and normative perception.

In this chapter, | focus intently on consistencstiteg for synaesthesia, and argue
that consistency testing is an oppressive discamsinterprise. This chapter digresses
somewhat from the main goals of this thesis: wethark of this chapter as an interlude
that introduces several key concepts of Lacaniaarth In the first section of this
Introlude, “The Symptom in Synaesthesia StudiesXdmine several scientific accounts
of synaesthetic agency, and | focus attentivelZgtowic’s Synesthesia: A Union of the
SensesSecondly, in “How does Consistency Testing Sigtiiy Symptom?,” | draw on
Lacanian theory as | examine the effect of consistéesting on the synaesthete.

Finally, in “The Sublime Object of Perception,”Xamine Jillian’s postliminal phase, and

¥ Cf. “Hello... Is it ‘I’ ‘You’ are Looking for?”
*% Cf. The Lacanian Subject: Between Language and Jouissance.
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| also argue that both consistency testing and atwven perception constitute Lacan’s

discourse of the university.

The Symptom in Synaesthesia Studies
In the section frontunion entitled “Synesthetes Speak for Themselves,” Cytowi
attempts to prove that being a synaesthete alsasrieang fundamentally alone. He
lists several anecdotes of trauma suffered by Ifealsynaesthetes and their pleas to
view synaesthesia as a legitimate mode of peraeptarst, | address Cytowic’s prelude
to this section, where he establishes silencesoidtion as primordial exclusionary
clauses for the synaesthete. Cytowic explains:
As children, synesthetes quickly discover that e not perceive the world as
they do. Keeping their special talent to themsgltieey retreat into a secret
world to avoid ridicule and disbelief, even froneithown families. This must
have an enormous influence on personality. Des$pgemotional burden that
being synesthetic imposes, as well as the pradtiwable it can cause in school
and social situations, synesthetes would not fooenent part with their special
ability. They have an unshakable sense of condtiat what they perceive is
real and valid, and their synesthetic associattensin constant over their
lifetime. (13)
Synaesthesia, as it seems to Cytowic, is an exprithat is both envied and reviled due
to its inherently ‘special’ and inexplicable charmc Cytowic’s authoritative prose is
perhaps warranted due to the widespread cultufamiharity of synaesthesia, not to

mention the prevalent assumption that synaestieniat real perceptual phenomenon.
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But Cytowic’s articulation of this problematic iptato further complicate the reader’s
understanding of the mode since he discusses theaiienvy and disdain of
synaesthesia as a dichotomy, not as a homogereityuctural elements. By identifying
that difference exists, yet addressing such diffeeen uncomplicated, monomorphic
terms, the text is structured in such a way thaidleological constraints of synaesthetic
otherness are reinforced instead of investigaldds example of synaesthetic disbelief
defines synaesthesia in opposition to the compantmiized mode and therefore
promulgates the notion that synaesthesia is inligréifferent but also other to
normative perception.

Furthermore, in “Speak,” as is common in Cytowwark, there is a composite
list of case studies that feature varying accoahtynaesthetic experience. In this
section in particular, Cytowic outlines that syrtaesia is a naturally occurring
experience and not the result of cognitive abnatgnaAmong the anecdotes Cytowic
provides, one participant discusses the highly mrabie nature of h/er coloured sense of
smell; another individual professes that h/er sgtiasia is a “gift” and that sh/e should
not be blamed for hearing music as colour: “it's my fault; it's just how | am” (13).
This internalization of difference silences theassthete, Cytowic continues. There
seems to be a hegemonic refusal to accept syntiestkperience as real phenomenon,
which strips the synaesthete of h/er ability tcdss synaesthesia without the fear of
contempt. Cytowic outlines this act of silencirggfallows:

There is a general social taboo against inner kedgé. Biases exist in our

scientific and social systems against examiningtwbaiety says is not ‘normal.’

It can be difficult for synesthetes to talk abdwit experiences because of
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previously encountered disbelief. ‘Nobody underdta’ ‘People look at me like

I'm crazy.’ ‘'l don’t want to be a freak.” True sgsthetes are reticent; weirdoes

and wannabes will talk about their ‘visions’ at threp of a hat. (19)

In these brief accounts of synaesthetic experiebgmwic means to demonstrate that
synaesthesia is both a ‘normal’ cognitive trait andcexperience that is often met with
apprehension and disdain: “they also learned {o tstilking about their green
symphonies, salty visions, and tastes that feeldikss columns long ago in childhood
when they realized that they were different, arad tto one else understood” (14). In
these instances, the synaesthete seems to firmbsadhin a vocalized rebuke to
antipathy, but in quiet frustration towards socmsapprehension.

It seems as if a dimension of strangerhood is iragagpon the synaesthete which
leads the subject to no longer discuss synaestivgiathers. In the passage outlined
above, the synaesthete is addressed as “crazyshiieiremains naturally “reticent;” to
channel Louis Althusser, the synaesthete, in ttagaince, will avoid a discussion of
synaesthesia because such a disclosure will riesthlé synaesthete being “interpellated”
as mad. The synaesthete will be addressed asdemrand will be forced to
acknowledge this designation with limited revoltaese, according to Althusser,
“ideology ‘acts’ or ‘functions’ in such a way thiatrecruits’ subjects among the
individuals.”™ However, it is not the case that the interpetlatebject is misidentified
by a speaker, as Michael Warner states; rathesubgect identifies, to some extent, with
the assumed imaginary identification of public d&t; the interpellated subject invests a

“partial non-identity with the object of addres8)7* Cytowic states that there may be a

>t f. “Ideology and Ideological State Apparatuses: Notes Towards an Investigation”
>2 Cf. Publics and Counterpublics.
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“general social taboo against inner knowledge” fiaaitions the synaesthete in
opposition to the socio-symbolic network; howev@ytowic often fails to scrutinize the
discursive apparatus that oppresses the synaesthie¢ereader is asked to pity the
subject of discourse instead of critique discoutsssf.

But the invisibility of the synaesthetic subjectestainly not an absolute
condition of the perception. For example, an oftiked example of a ‘happy’
synaesthete childhood can be found in Vladimir Nawts Speak, Memory: An
Autobiography RevisitedNabokov, a noted synaesthete, states that heelaf the
idiosyncrasy of synaesthesia as a child: he casumitirmed his mother, a synaesthete
herself, that the colours of his alphabet blocksawmecorrect; since his mother also had
synaesthesia, her reaction was not one of exclugistigmatization: “to my mother,
though, all this seemed quite normal” (22). Cymmwimself mentions Nabokov’'s
positive upbringing on numerous occasions. Funtioee, Julia E. Asher and Duncan A.
Carmichael, in “The Genetic and Inheritance of Syinesia,” affirm that there is
burgeoning, albeit somewhat limited, evidence fiyatesthesia is genetically inherited:
they find that “40% prevalence amongst the firstsecond-degree relatives of known
synaesthetes” (25). Thus it is not unlikely thayaaesthete may have a synaesthetic
parent or close family member who may promote dlmgdialogue about synaesthetic
experience. The apparently insulating effect ofe®gsthesia is certainly not universal.

Now, Cytowic certainly does not mean to promulghteobjectification of the
synaesthete. What | take issue with is the waly@ytowic frames his discussion of
synaesthetic sequestration. Cytowic suggeststmatesthesia is often misunderstood as

a form of madness, and synaesthetes will alsonatee this designation of difference;
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as one of the case studies fraimion adamantly declares, “fear of ridicule has held my
secret” (19)° Cytowic and Eagleman also includes this quotaiticthe more recent
Wednesdaywhich seems to suggest that Cytowic considessahecdote to be an
archetypal example of synaesthetic silence andtisol (10). In either text, this quote
appears in a case study which expresses a patensking inability to communicate his
synaesthesia to others:

| have never communicated to anybody of seeingtiatddi colored light. For

one, | have failed to understand it myself, anttytdo explain it to somebody else

would leave me no better off. | was so happy tothat my experience is shared

and acknowledged by others. I'm 35 years old aakwn the construction

industry. Fear of ridicule has held my secret.
Here, synaesthesia appears to be an ontic state wWigesubject views himself as neither
an individual nor a member of a social collectiihe individual in this case study seems
to believe this is due to his lack of both a vacel an understanding of the mode. But
the narrative of this case study is bizarre: theasgthete here is a reserved, confused
figure, and it is unknown how he came to learn thatexperience is “shared and
acknowledged by others.” Also, the subject’s ogmsris presented as a ‘natural’
occurrence, as if his testimony deserves no exptanalf synaesthesia is such an
isolating experience, and this case study is soamt enough to be reproduced in
Wednesdaywo decades after the publicationUriion, why, again, is the synaesthete
offered no solution to quell such intense feelingdifference?

Finally, Markus Zedler and Marie Rehme, in “Syhesia: A Psychological

Approach,” also emphasize that one’s synaesthesiasfthe basis for their individuality.

> Cf. Synesthesia: A Union of the Senses.
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Similar to Cytowic, Zedler and Rehme state theoleihg: “When the synaesthete first
recognizes that others do not have an identicé stgerception, his or her identity may
become formed around this fact. Hence, synestinesg<e first defined by a feeling of
difference” (463). This seems to distinguish theagsthete from a group collective, but
it also results in “severe emotional pain” becasiggmesthesia is a trait that is difficult to
describe to the compartmentalized subject. ZedidrRehme continue:
The earliest experience of being a synaestheteeimorld often elicits a sense of
being alone. Nobody appears to have the samepignee as you, and you are
apparently totally unique. Because of this, youy fieel that nobody could know
exactly what it is like to be you. This, in pauiar, may be one of the most
difficult and intense experiences, and may be thedxperience that synaesthetes
encounter when they are first shaken from theiordol world by learning that
others do not share their sensations. (463)
The synaesthete’s identity, Zedler and Rehme stiggdsrmed not by relating to a
group dynamic, but by distancing oneself from theia milieu. Zedler and Rehme
suggest that the group collective does not havehrtmteach the synaesthete that the
synaesthete does not already know about synaesthesi
Synaesthesia, Zedler and Rehme claim, is not onguaological certainty, “one
symptom of a hyperconnected brain;” they conterad slgnaesthesia is also a distinct
personality type that generally prohibits the sabjeom incorporating the characteristics
of personhood as established by a given social@mvient (463). Here, it seems likely
that the synaesthete is more likely to be ‘lonéhgn vie for a position in a group

collective since it is impossible for the companttadized subject to intimately
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understand synaesthesia. For the synaesthe¢enissas if any attempt at

individualization via group assimilation is a preseof negation rather than appropriation.

How does Consistency Testing Signify the Symptom?

The cultural disdain towards synaesthesia to wligtowic alludes is presented
as a totality. Cytowic suggests, perhaps involilgtahat isolation and exclusion each
function as a “symptom” of synaesthetic experiemté¢he Lacanian sense of the term.
The “symptom,” according to Lacan, may signify matlgy but this signification can
only be validated by the analyst; the analyst adl6the symptom to emerge from the
state of an as yet unformulated enigma” (Z59T.he patient, in other words, possesses
the knowledge of pathology but, at the same tirh& s separate from this knowledge;
the analyst helps bridge this threshold of sigatiten (136)>> Importantly, the Lacanian
theorization of the symptom differs from the medl@afinition of the symptom. In
Ecrits, Lacan writes that the analyst needs to recoghizeignifying function of the
symptom instead of merely make a diagnosis of aasicror psychological ailment; for
Lacan, the symptom “differs from the natural ind@mmonly designated by the term
‘symptom’ in medicine” because the symptom indisdtes patient’s subjection to
language and the inability to objectively interpiiet symptom as a signifier (418). The
patient possesses the knowledge of disease bpatlemt needs the analyst to access this
knowledge; the analyst is a neutral party who magsfer objective knowledge of the

symptom’s signification to the patient (226).

>* Cf. Seminar X: L’Angoisse (1962-63).
> Cf. Introducing Lacan: A Graphic Guide.
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For Cytowic, the “secret world” that seems to griduet synaesthete safety from
derision is but another node in the symbolic nekwtbat instigated such disdain in the
first place. This secret world is the realm of 8yenbolic, the Lacanian register of reality
characterized by artificial sign relationshipsTasy Myers states, “the symbolic
dimension of language is that of the signifigt.Here, synaesthesia inexplicably
signifies silence, and this silence appears to teabcial impairment: there seems to be a
“practical trouble” in coming to terms with one’ape in the socio-symbolic network
that disseminates such symbolization. To chankaoZizek’s articulation of the
symptom qua ideology, the synaesthete, in Cytowasgarch, seems apt to accept
isolating silence as a symptom without recoursd, the “emotional burden” of
synaesthetic experience is a “natural” and “a divetic state, not an artificial
construction imposed by the symbolic order (1Z9)n Union, silence and isolation are
characterized as symptoms of synaesthetic experiehice synaesthete is identified as
‘special’ (in the Symbolic) and other (in the Imiagy, in the realm of surface
interpretation) since anecdotal accounts of syhaes (in the Real) are prone to
“disbelief” and cannot be imagined or symbolized.

But one must not dwell on the signification of tenptom, Zizek argues; one

must draw attention to the ideological constructbthe symptom itself. Since the

*® In Lacanian Psychoanalysis, the ego uses three ‘registers’ of reality to constitute identity. On
Lacan.com, Tony Myers defines the three registers as follows. The ego uses the ‘Imaginary’ register to
create an image of the self: this is an image that the subject wants to project; however, since this
projection is imaginary, it is seen by no one. The ‘Symbolic’ register creates the rules for the substance of
such images. The ‘Real’ constitutes what is experienced, but it can be neither communicated nor
signified. Moreover, in Slavoj Zizek, Myers states that the Imaginary is the realm of the signified: it is what
we want to signify (22). Also, we locate the signifier in the realm of the Symbolic: the link between the
concept and the thing itself is a Symbolic connection (23). Finally, as Myers states on Lacan.com, the Real
is beyond symbolization: “it is impossible imagine, impossible to integrate into the symbolic order.”

>’ It is useful here to recall Lacan’s description of the symptom as an “Unterbliebene Befriedigung” (112);
this concept is translated as a “failure to satisfy” (Stiihlen). Arguably, the synaesthete is silenced because
the subject fears that sh/e will not be able to satisfactorily describe to the mode to others.
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symptom is but one element in a chain of signifidtrte symptom is a means for the
subject to relate to a socio-symbolic network drydextension, establish a sense of self:
“there where your symptom already was, with thecplyou must identify, in its
‘pathological’ singularity you must recognize tHemeent that guarantees your
consistency” (137). Because of this, Lacan stéatks,symptom in its nature is
jouissance” since the patient is apt to experiexoessive pleasure once the symptom’s
meaning has been granted signification by the ataly be clear, Bruce Fink defines
jouissance as “a pleasure that is excessive, lgadia sense of being overwhelmed or
disgusted, yet simultaneously providing a sourc@astination” (xii). The symptom
signifies the traumatic resurgence of jouissantéhis case, it is the subject’s apparent
“unshakable sense of conviction” and ecstatic cm@mfce in the ‘extraordinary’ reality of
synaesthesia. Jouissance is the leftover of tia& Rés a fragment of reality that cannot
be symbolized yet it continues to exist in oppositio the inexplicable pain of the
symptom>? It is this desire that binds the subject to theic-symbolic network, though
this relationship is paradoxical in nature: theasgthete is forced to withdraw from the
socius in order to refuse the symbolic fiction wiséence imposed by the big Other.
Union suggests that the synaesthete desires to exastymbolic realm where sh/e can
embrace the radical difference of synaesthesi&, lee synaesthete can apparently
confide in the assurance that “synesthetic assoogtemain constant over [one’s]
lifetime.” If it were not for this exile, it seenas if the synaesthete would have no reason
to accept cross-sensory perception as a “spetaatta

Consistency testing can help validate the veraifigynaesthetic experience and

it also wants to disparage those who reject syhasst as real or measureable

*% Cf. The Lacanian Subject: Between Language and Jouissance.
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phenomenon. But consistency testing also glosaesstibe complex nature of
synaesthetic personhood in favour of a digeneaisattempts to forcibly authenticate
synaesthesia in the Real. The goals of consististyg are flawed because perception
in general is, by its very nature, subjective antside of absolute interpretation. Again,
the problematic here is not that synaesthesia dhmatlbe interpreted; it is a problem that
the researchers do not attempt to identify thatlmggcal element that leads the
synaesthete to “appreciate” isolation and silerscuadisputable facts.” Why does the
linkage between these designations seem to beud®2oln Lacanian theory, this lost
element is called the “sinthome:” it is that aspgdhe discourse that knots together the
Imaginary, the Symbolic, and the Real.Lboking Awry Zizek defines the sinthome as
follows:
Le sinthomes not the symptom, the coded message to be deephg
interpretation, but the meaningless letter that @diately procurepuis-sensg
‘enjoyment-in-meaning,’ ‘enjoy-meant.’ . . . Itm® longer enough to locate the
ideological text in its context, to render visiltke necessarily overlooked margins.
What we must do, . . . on the contrary, isstmate the sinthomom the context
by virtue of which it exerts its power of fasciratiin order to expose the
sinthomés utter stupidity. (129)
Silence, the symptom of synaesthesia, emblemizesuhbject’s desire to cope with the
exclusionary constraints of the symbolic ordegl$o prompts the subject to revel in the
fantasy of a diagnostic finality. In this sengie‘symptom in its nature is jouissance”
since the patient experiences excessive pleasgeetba mystery of the symptom’s

meaning has been granted signification by the ahély12). The sinthome, on the other



65

hand, represents the subject’s drive, that elemifeite subject’s being that resists a
continued enmeshment in an oppressive dialectiarapys. In synaesthesia studies, the
sinthome of synaesthesia is consistency: it iclt@acteristic that confirms the subject’s
“unshakable sense of conviction that what theygieecis real and valid;” it also verifies
that the subject’s “synesthetic associations reroanstant over their lifetime.” The
sinthome represents the obtainment of desire, yeither embracing the traumatic
nature of the symptom or escaping into fantasyplpuirocuring jouissance through the

recognition and rejection of the incredulous stitpidf marginalization itself?

First we Feel, then we Fall

But if the sinthome is idiotic, why identify with in the first place? The
consistency of synaesthesia is used to verifydfnahesthesia is genuine. But the actual
consistent element of synaesthetic experiencesbif loes not work to dissipate
synaesthetic difference. Consistency testing pisdleges such difference as
extraordinary, exclusionary, and elitist. Congsisieis the sinthome of synaesthesia: it is
established as the existential remedy to the stifjesggection from the symbolic order.
But the actual consistent dimension of synaestlmdiaexists in the Real; synaesthetic
consistency itself is the Real that leads to “ashakable sense of conviction that what
they perceive is real and valid.” But some redeang also attempt to define consistency
in the Symbolic (consistency testing) and the Imag (synaesthesia pretenders). This
is why consistency is the sinthome of synaesthésudfers the subject a solution of sorts
to any suffering procured by alienation and digdethough this solution does not probe

the discursive structure of normative percepti®he sinthome merely gives meaning to

*° One of Zizek’s examples of the sinthome can be found in Appendix A.
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the symptom: it is “theomethingvhich keeps subjects from confronting the horrdrs o
thenothing (3).°° In other words, consistency testing seems to Keegynaesthete
from confronting the horror of being alone and merstood. Consistency testing has
resignified consistency itself into the sinthomesphaesthetic identity: consistency now
constitutes the synaesthete’s drive to acceptdtéee in the social order, though
consistency testing obviously cannot reify synaesithin the Real.

We also see an example of the sinthom@inh. Jillian is originally unaware that
synaesthesia is an atypical mode of perceptionceSno one at Jillian’s school knows
anything about synaesthesia, her reaction to thewsound seems unusual; her teacher
is concerned and her classmates ridicule her ocomfusion. Eventually, on music day,
Jillian becomes noticeably overwhelmed by the safrgkveral instruments being
played in unison; this prompts her to explain: “whdiear sounds, | see colors” (27).
Again, this shocks the other students but not thsicrteacher; he explains that he sees
sound as colour as well, and that this experiemcaimed “synesthesia” (28-29). The
book ends with Jillian overjoyed and ecstatic gta can return to exploring her five
senses in addition to “her special extra one; ekgressions of the other students change
from confusion to excitement over the music teashewvelation (31). Here, we find an
example of the ideological sinthome: Jillian is avieelmed by her synaesthetic percepts,
but she also delights in the news that she has@asplar sixth sense. These two
certainties ensure that she is reaccepted by ttial ®vder, though she retains her outlier
status since she is constituted as ‘special’ aacktore identifiably different from the

other children. We also have a knotting of thedmary, the Symbolic, and the Real.

% cf. “Symptom or Sinthome? A Critical review of Burnout and Intersubjectivity: A Psychoanalytic Study
from a Lacanian Perspective.”
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The Imaginary is constituted by the continued drgsation of difference. This is
emphasized by the lingering ecstatic gaze of tkeabnetwork depicted in the final
pages of the text (Fig. 10). The term “synesthiesna the designation “special” are
signified in the Symbolic by the musician. Sindkah’s love of sensation that is never

explained, it is the Real: it is beyond symboliaati

The Sublime Object of Perception

Consistency testing means to prove that synaeatieszal experience. In “A
Standardized Test Battery for the Study of SynesthieDavid Eagleman et al. argue that
the introduction of consistency testing playedwtal role in the synaesthesia
renaissance since testing verifies that synaestihes “measurable perceptual
consequences” (139). But it is strange that thetnmaportant component of consistency
testing seems to be the researcher, not the sulifacieman’s online Synaesthesia
Battery is a test that seems to do just this. Whernuser begins the battery, sh/e is told
that it will only take fifteen minutes to compldatee 108 questions for the grapheme
colour synaesthesia test; this assumes that tmewilstake an average of less than nine
seconds to answer each question. But this timebméradicts Cytowic and Eagleman’s
assertion fronwWednesdathat that it would take “many minutes” to correlatech
grapheme with a precise, corresponding colour (52)hen tested, the synaesthete finds
it imperative to locate the exact hue of the peraethe colours provided; failure to do
so tends to frustrate the synaesthete, CytowidEaglieman continue (51). Since the

battery has a palette of 256 shades of blue, retigeeen, for a total of 16,777,216

n my own experience with Eagleman’s Synaesthesia Battery, it took over two hours to satisfactorily
choose a colour to correspond with each grapheme in the test, and this process was considerably rushed.
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colours, it is unlikely that the synaesthete vake fifteen minutes to complete the test for
grapheme— colour synaesthesia.

The researchers of the aforementioned articlesitde that the Synaesthesia
Battery has been criticized because every compubeitor will have a slightly different
colour palette and, | will add, different colourdalorightness settings. For example, on
my laptop, | would identify the letter ‘S’ as (202,0) in RGB colour space, but this
same decimal may appear to be a slightly diffeskatle of red on another compif¥er.
The researchers attempt to tidily resolve thisadsyistating the following: “this concern
does not apply to our system of scoring becausare/éesting thdifferencen color
choices across three separate trials on the samguter” (142)°® In other words, the
user will receive a congruent score if the decifoakach grapheme remains relatively
unchanged across three attempts; it is irrelevaitthe inputted colours may differ from
the subject’s actual percepts. Now, | understhatithese oversights may be considered
to be just minor quibbles; also, | recognize tha oould fault me for analyzing a
psychological study from the point of view of thenanities. But an irony here needs to
be addressed: a test dedicated to proving theéyedla subjective experience also
disregards the user’s subjective approach to giatself.

Consistency testing means to remonstrate normpéxeeption but consistency
testing is itself a discourse that privileges &stcategorical difference between two
neurological modalities. In this section, | drawlcacan’s discourse of the university in

order to analyse the social link between the sythaés and the symbolic order. | argue

2 0n my laptop, the decimal that | associate with ‘S’ is the 204" brightest shade of red light; the two
zeroes indicate that this colour has no trace of green or blue light. A useful RGB decimal calculator chart
can be found at http://www.rapidtables.com/web/color/RGB_Color.htm.

% |t should be noted that one can pause the test and continue it at a later date on a different computer.
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that consistency testing constitutes Lacan’s dismof the university since this
discourse figures the human subject to be a “diplesobject,” as Zizek states (149).
Lacan outlines four fundamental types of discoueseh of which describes a social link
between a speaker and an addre$sde.the discourse of the university, the subject i
constantly harassed and h/er otherness is made puablwledge. This discourse also
works to “rationalize” the will of the master-sidjer, Zizek continues. Sean Sturm
outlines the discourse of the university as foll&%sn the discourse of the university,
the system of knowledds.,) is the agent. The system of knowledge derivesatger
from the master-signifieiS¢) and it addresses the object (a). As a resulbyemgnt is
“domesticated” and the subject is rendered poweil®s Lacan’s matheme for the
university discourse is illustrated below.

S, — a

508

Consistency testing is the system of knowledge/irassthesia studies. It is this

ideological apparatus that determines if the sulsjisynaesthesia is ‘rea(S,).
Synaesthesia researchers uphold this system ggottestandard’ of genuineness testing
(S1). This test determines whether or not the sulgessthaesthesia is ‘genuine’ (a). The
researchers then appropriate the test subjecthiptotest demographic ($). Consistency
testing is a discourse that works to uphold a atayal difference between
compartmentalized and cross-sensory perceptioe. syhaesthete does not need the
consistency test to know that they have synaesthégiugh the synaesthete may choose

to take the test in order to convince others theit tsynaesthesia is real phenomenon. If

% cf. Iraq: The Borrowed Kettle.
® A detailed explanation of Lacan’s four discourses can be found in Appendix B.
% Cf. “Lacan’s Four (or Five) Discourses (Beware, All Ye who Enter Here!).”
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we read consistency testing through a Lacanian teegest of genuineness is the agent
and its condition of possibility is the research8gnaesthesia is designated as a surplus
and an ‘extra sense.” The test promises to véndy the subject’s synaesthesia is real,
but the synaesthete does not need to do a tesbte this. Also, the Synaesthesia
Battery pretend to be a quick, user-friendly mogdhlg this test in particular may also
considerably frustrate the user.

consistenesting - synaesthesia

analyst ynaesthete

But doesn’t consistency testing constitute thealisse of the analyst? Although
one may think this at first, | would argue thastts not the case. With the discourse of
the analyst, the psychoanalyst embodies the defsihes patient (a). The analyst has the
power to signify the patient’s pathology; the paties the instrument of interpretation,
and this makes the patient other to the analyst e psychoanalyst’'s power is derived
from the diagnosisSt). This relationship forces the subject to “coungti the master-
signifier, as Fink States (135). In the psychogmaprocess, the patient begins by
discussing the symptom; through psychoanalyticrieghes such as free association, the
patient will eventually reveal larger problems tlitér their unconsciousS(). However,
| contend that the synaesthesia researcher shotiloerconsidered the agent since the
researcher does not interrogate all aspects afyth@esthete’s unconscious. Also, the
product of the relationship is not the interrogatad the master-signifier: consistency
testing leads to the synaesthete’s reconfigurasospecial via the isolation of the
sinthome. The discourse of the analyst meansdal“the subject, and | have established

that synaesthesia research and consistency tesgigct to do so. Lastly, synaesthesia
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continues to be misunderstood in fiction, cultaned science; the synaesthete is
oppressed by discourse, and the agent of thisuliseas a system of misperceptions
about synaesthesia. In synaesthesia studies ascstancy testing, the researcher does
give meaning to the symptom, but this significatieads to isolation and silence, not
emotional reaffirmation.

psychoanalyst - patient

diagnostic proceslur interrogation of
the master-signifier

Furthermore, the social bond outlined by the dissewf the university is also
apparent imrhe Girl Who Heard ColorsIn Girl, the students are taught to socialize and
learn in small groups. The students are an anouagroollective that does everything in
unison: they eat together (11), learn together, @29 play together (14). They also act
together and speak together as if they are a surgtewhen the lunch box falls, for
example, “the children stopped what they were daimgdj looked at her” and “they began
to laugh at Jillian” (15-16; Fig. 6). This all sy&sts that individuality — or at least
‘eccentricity’ — is frowned upon. Jillian is sulogently singled out because she does not
think and act the same way as the other childiidns leaves her confused and “sad as a
cloud” (19; Fig. 7). In Lacan’s terms, this discaeiwould be represented as follows.
The educational policy at the school is the ag8ét. The teachers follow through with
this policy §;). Synaesthesia is the other and is deemed tdfleeedhit; this makes
Jillian depressed and thus limits her jouissange Tae result is that Jillian is powerless
and divided; she must accept the signifier thrpsiruher because she does not know of
any other signifier with which to name herself ($his discourse ‘succeeds’ because

normative ideology gives the teachers the powégdoh the students a strict division
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between sameness and difference. The school gie(docial learning) has power over
all other variables (the teacher, the enjoymenhefother, and the ontological status of
the other). The agent (ideology), as constitutetrith (the teachers), commands the
other (abnormal perception); the product of thiatrenship is the split subject alienated
by language (Jillian).

social learning — the objectification of synaesthesia

teachers the alienated subject

At Jillian’s school, perception is the object tlmtlomesticated. At first, Jillian
performs social activities such as eating, learamgl, playing with other students;
however, the importance she places on personatiexpe, exemplified by her
denouncement of the yellow sound, signifies thdividual perception is other to the
group dynamic. Jillian is encouraged to “love sahwith all her five senses,” but she
can only acquire this knowledge by engaging witleostudents and experiencing
sensation as a collective task. Her love of semsaiso leads her to exclaim her
recognition of the yellow sound of the fallen lubolx; however, at this point, she is
unaware that synaesthesia is not recognized iadheol’s system of sensorial
knowledge. This, advertently, also designatesesth@sia as surplus jouissance:
synaesthesia becomes the ridiculous object oftther gtudents’ zealous laughter and it
is also the source of Jillian’s alienation. Jilfg‘outburst’ “worries” her teacher and her
parents; Jillian is sent to a doctor but he cad finthing wrong with her. As a result, the
symptom becomes the precedent for Jillian’s silemagisolation. Although there is no
official clinical diagnosis, the lingering questiohJillian’s presumed pathology remains;

this leads the group collective to ask: “whatevasld be wrong with Jillian?” (Fig. 7).
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Once again, the discourse at the school singledilian (S,). This ideology is

reinforced by the master-signifier, which is rered by the few passive authority
figures §,). The other students mock Jillian with excessivieyment; Jillian’s
jouissance is limited (a). The product is Jillewdivided sense of self and subsequent
liminal transition ($). Jillian is cast in a limahrole and must now work to come to terms
with her place in the symbolic order.

normative perception — synaesthesia

authoritgdires Jillian

This discourse remains relatively unchanged oneerthsician arrives and
educates the class about synaesthesia (Fig. I()rsithis new perspective may seem
unproblematic since coloured hearing is no longer with skepticism. Also, Jillian
regains equilibrium at the very end of the textiah jumps in triumph as the narrative
concludes: “Jillian loved the world again with hér five senses. And her special extra
one” (31). It seems as if Jillian is acceptedhmy ¢tlass and the musician as ‘normal;’
however, | would argue that the musician’s dognterpellates Jillian as other. The
musician introduces the class to the term “synaeshand states that he has synaesthesia
himself (28-29). But he also identifies synaesthas a “very special extra sense;” this is
problematic because synaesthesia can only be @vaditspecial” when it is compared
to a presumably lesser, ordinary form of perceptidhus the educational policy at the
school still imparts a strong division between petaal hegemony and synaesthesia.
Normative perception remains the focus of the tiaeathis ideology is the age($,).
The musician’s articulation of synaesthesia reflébis bias{,). Importantly, the

musician objectifies synaesthesia as “special;asgthetic specialness implies that
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synaesthesia is a desirable, sublime object ofgpéion. But Jillian remains identifiably
different and separated from the group collectsles is still seen as a cognitively
anomalous other. This is why synaesthesia occtipgeposition of other and it is also
constituted as petit objet a: synaesthesia is asgumbe a desirable subject position,
though synaesthesia remains a strange neurologicplus’ (a). As a result,

synaesthesia is misinterpreted as a gift; Jillgatne split subject because she is no longer
considered to be abnormal, but she is not viewezhtieely normal either ($). Normative
perception interpellates the synaesthete as athdrthe result of this discourse is a

subject whose identity is skewed by an arbitrasigieation of neurological specialness.
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[1l. Unknown Pleasures: Coming of Age with Synaestbsia

The Plague of Algorithms

How — if at all — should we categorize the texthwsynaesthesia? One may argue
that the text with synaesthesia constitutes a Sp@gnre of fiction since the text with
synaesthesia, as discussed earlier in this thesisetimes follows a loose narrative
formula. Once outed as synaesthetic, the syndesth@arks on a crusade to again be
seen as cognitively ‘normal:’ sh/e is seen as @sity who feels gifted and/or cursed
with a sixth sense. Now, | acknowledge that it magm as if my summation of the
synaesthesia trope here is quite simple. Butueathat characters in texts with
synaesthesia generally tend to have variationk@same origin story: with the
synaesthesia narrative, there is typically — bubhdyneans always — a revelatory
scenario, a period of disbelief and uncertaintyg an acceptance or tolerance of the
subject’s condition. There are, however, relayifelv instances of synaesthesia in
fiction; this suggests that the text with synaesithes less an established literary category
of fiction than a narrative mode: what we have mnew literary style that is not bound to
any one genre.

Throughout my research for this thesis, and neadgcade of passively
searching, | have come across around three dozekswbfiction with synaesthetic
characters, though synaesthesia does not featuadlyetn each work. In some texts,
such asThe Girl Who Heard Colorsynaesthesia is the central focus of the text, an
hardly a page goes by without some reference tonthdge; this is also the case for

Mango-Shaped Spaty Wendy Mass (2003), which is discussed latehig thesis. But
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in William Gibson’sNeuromancerfor example, synaesthesia plays a relatively kmal
role. In this text, synaesthesia is also not @efiautright for the reader. In
Neuromancersynaesthesia only features in the fourth patheftext. Case, a hacker and
“console cowboy,” experiences “a churning synaes#fiavhen he connects to a
hallucinogenic dataspace called the Matrix, whechdcessed by linking the user’s
consciousness directly to the network interfac&)2ne should be hesitant to classify
the text with synaesthesia as a genre proper sibgmguse, in some cases, the presence
of synaesthesia in the text is not integral togle¢. Although | am not against a text’s
capacity for genre fluidity, it is problematic, tinis case, to appropriate a text with
synaesthetic themes into a ‘synaesthesia genr@lgipecause those themes exist in
some part; to do so would suggest that synaestinetnes should be considered to be the
definitive, all-consuming aspect of either a textdentity itself.

Secondly, since synaesthetic themes and charaeteise found in texts from an
array of genres — such as Horror, Mystery, andrfigeié-iction — the consequences of
being a synaesthete, as laid out by a given negatan vary dramatically from text to
text, even if the origin story remains archetypabr instance, T. Jefferson Parkerise
Fallen, a crime novel, and Dean Koontirgensity a horror novel, are both mass market
texts with a synaesthetic protagonist.The Fallen detective Robbie Brownlaw
develops synaesthesia after being thrown out ahdaw. Robbie sees voices as
coloured shapes, but he does not have sedmdlour synaesthesia per se; rather, his
synaesthesia is closer to clairvoyance: he seesiicohly when the speaker becomes
emotional, which leads him to consider his conditio be a “primitive lie detector” (6).

After his accident, Robbie considers himself tovbmre intuitive but also unreliable due
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to what is assumed to be an intensified and highbjective form of sensory perception.
In Intensity killer Edgler Vess ‘suffers’ from cross-sensoergeption; he chooses his
victims based on the pleasurable colour of mingkasory stimuli. Edgler’s “confusion
of the senses” serves to not only reinforce hideroptible otherness; synaesthesia in
Intensityfunctions as a nightmarish distortion of the ré@ak an instrument of horror that
serves to enable and provoke the villain but alsaldle and dehumanize the victim (25).
In both mass market texts, synaesthesia is presemtemass audience as a transgressive
form of sensory experience; synaesthesia is alsmed through a revelatory scenario
defined by trauma and silence. Robbie developaesthesia as the result of an injury,
and at first keeps his “condition” a secret froneone except his wife (5). On the other
hand, we learn that Edgler has synaesthesia whgnaChis most recent victim, secretly
watches him eat a spider; this is an act whicle, file rest of the synaesthesia-induced
violence in the novel, is a solitary, hedonistipestence. Both texts achieve their
divergent effects by using synaesthesia to makedhtent of the genre novel seem more
engrossing and less formulaic. SynaesthesldeFallenworks to make the
synaesthetic hero more complex and tragic and desegtive, more intuitive but also
fallible. Synaesthesia imtensitymakes the villain seem more monstrous; his psyshosi
may seem abnormal but also engrossing to the madeetireader.

This makes one wonder how explicitly synaesthes&ds to figure into a
narrative in order for it to warrant the attentmfrsynaesthesia studies. For instance,
should we consider “The Yellow Wall-Paper” by Clogiié Perkins Gilman to be a
representation of synaesthesia because, at ong tr@marrator states that the wall-paper

possesses “a yellow smell?” (654). CorrespondinglyThe Eye of Man hath not
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Heard: Shakespeare, Synaesthesia, and Post-RefamrRéenomenology,” Jennifer
Waldon analyse8 Midsummer Night's Dreaitimrough the dubious lens of “ancient
theories of ‘syn-aesthesia,’ or ‘sensing with’ asdls for theatrical phenomenology”
(403). Waldon begins her essay with the questwhy does he [Shakespeare] mangle
this gospel verse synaesthetically, crossing hgann vision, tasting and touching?;”
this is a reference to the eponymous line fididsummer“the eye of the man hath not
heard” (403). However, Shakespeare does notcin‘feross” hearing and vision, as
Waldon asserts, since the speaker, Bottom, dedlaaésthe eye of man hatiot heard:”
there is no ‘mangling’ of the senses here, buteraéhmuddled disconnection between the
senses by way of grammatical syllepsis. Moreawer answer to Waldon'’s question is
not as profound as it first may seem, and it isamdy easily resolved, it is essentially
self-defeating. The aforementioned line is foum@ottom’s description of his dream,
and his delivery is heavy with verbal irony. Bottgtates “the eye of the man hath not
heard” because he believes his dream is a “vidioat’is beyond human understanding
and perception; Bottom believes that the contetitiream is so sensational that it
could not be appreciated by the human sensesi9@). However, Bottom is unaware
that his description of the dream emphasizes tubsto characteristics, and his overuse of
sensory analogies makes him appear pompous andngical. This is ironic since, in
the dream he speaks of, he is unaware of his foajipearance and transformation; he
zealously bombasts the reader with a slew of semsatout what we have here is merely
a sensorial syntagma that is expressed in an avgilamated, imprudent manner.
Furthermore, the catalogue of texts with synaesthsdimited. During the

composition of this thesis, | struggled to locatg & A novels with synaesthetic
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characters. It is worth mentioning that my literatsearch methodology relied heavily
on rummaging througBoodreaddor texts with synaesthesia, and | relied on thes fer
two reasons: first, the pool of scholarly artiobkessynaesthesia in fiction is relatively
small, and second, it is arguable t@atodreadsas a heavily trafficked website, has the
potential to play a significant role in shaping palbinderstanding of synaesthesia and the
reception of any textual representations of symassh. Goodreadds a social cataloging
site; Lisa Nakamura describes the site as “theskdrgocial networking site ‘for readers™
(3).5” With GoodreadsNakamura continues, the user creates “virtuaksbelves”
where one may keep track of all the books one éad, wants to read, and is currently
reading. Also, the user will be given an arrayesfommended books based on the books
currently on any of h/er virtual shelves; the aithon allows the user to then effortlessly
continue to search for more books that fit thestéa. OrGoodreadsthe user can create
or contribute to lists of books that share comnimmtes. Reading and ranking books on
this list will provide the user with recommendasdor similar books, and this will lead
the user on an interminable trail of texts with tbegently similar content. Because of
this, Nakamura argue§oodreadss founded on “play labor” that turns the readé¢o ia
“content producer:” books dBoodreadsare assigned value based on the labour of the
reader-as-worker. The user’s labour, in this casstine amount of time and effort the
reader puts into sorting books into virtual shel\eslding their libraries, and rewarding
themselves with the “discovery” of new productsemsume (7-8).

One such list is the list of “Best Synesthesia BobkThis is a selection of texts
with synaesthesia, both fictional and nonfictiomahked in descending order of ‘quality’

based on user’s scores. This list can introdueeiier to a quick selection of texts with

%7 Cf. ““Words with Friends’: Socially Networked Reading on Goodreads.”
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synaesthesia, but it also complicates any solutidhe question of synaesthesia-as-
genre. With such a list, the user is confrontetth\&isystem of “fetishism reification,” to
channel ZiZek, since the relations between peap@andreadsare reified by the

relations between things (128).This can make a critical analysis of the site syesince
the critic must “penetrate the reified surfacetlod abstract relationship between the user
and the online platformGoodreadsloes not just promote the exchange of virtual bpoks
as may seem evident. The exchange of virtual bse&ms to guarantee the user’s
membership in an online public; therefore, thea@xchange itself is the definitive
signifier here, and it denotes the user’s partiogpain an online social structure. This is
what makessoodreaddoth fascinating and frustrating. With the synhesia list, first

of all, we have a popular social space where tke cen share texts and comment on the
positive and negative qualities of a given worKiction; on the other hand, the nexus of
this information is a list of the ‘best’ synaestlagsooks, where objects are ranked
according to vaguely defined parameters of aestihatuation. Interactions between
people and the content of each individual text bexzgecondary to the proliferation of
goods, which is further complicated by the hypditeaf the Goodreadsmilieu: to

channel ZiZzek once again, the “deluge of pseudaiete images” and the system of
abstract relationships comes to speak more abgiwea discursive structure than
subjectivity itself (xxiii)®® Nakamura has a similar pointstodreadsookshelves are
unlike real bookshelves not because the booksairesal, but because they are not really

ours” (8). Goodreadffers a shrewd catalogue of texts with synaesshésit, in a

%8 Cf. The Plague of Fantasies.
%9 Cf. The Plague of Fantasies.
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paradox, the site also offers one the most exparasid useful online libraries of texts
with synaesthesia.

Most importantly, it seems as if synaesthesiaesdifining aspect of each text on
its list of ‘Best Synesthesia Books.” But it ne¢d$e noted that synaesthesia features in
each text in dramatically different ways. In thigpter, | intend to demonstrate that the
growing prevalence of the synaesthesia origin stwely be easily mistaken as a
precondition for truth. Now, | want to make it atehat not all texts with synaesthesia
demonstrate synaesthetic identity in this way, such a claim to universality would be
in contention with my resistance of a hegemonissifecation of perception. Instead, |
contend that the monomythic synaesthesia origiry st@an be too easily misinterpreted as
the transcendental narrative of synaesthetic granwthdevelopment; in effect, to channel
Pierre Bourdieu, “the struggle for the monopolyegfitimacy helps to reinforce the
legitimacy of which it was waged” (167-8). Accordingly, this chapter discusses a
variety of YA texts with synaesthesia, and argies the synaesthete in each text desires
to be cognitively ‘normal’ and a social agent, d&edor she also considers synaesthesia to
be a healing power. In the central section of ¢chigpter, “What's the Focus?: Some
Instances of Prestidigitation,” | examine an awéjexts where synaesthesia is given a
mystical, transcendental quality; | break down myeistigation into five subsections, and
| generally dedicate each of these subsectionstoge text with synaesthesia. Second,
in “The Well of Synaesthesia Dialectics” | disctiss current status of synaesthesia
studies on fiction, and argue that there is ovaratibn of articles on synaesthetic themes
in Charles Baudelaire’s “Correspondances” and ArRimbaud’s “Voyelles.”

Ultimately, | contend that the silence and disldeéhat enshrouds synaesthesia has

7% Cf. The Rules of Art: Genesis and Structure of the Literary Field.
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becomes the most syndicated and easily consungiresentation of the mode. The
consortium of synaesthesia origin stories makesam as if trauma and otherness are

indisputably analogous with synaesthetic develograed identity.

What's the Focus?: Some Instances of Prestidigitatn

A distinguishing feature of a text with synaesthasithat the title usually
references a synaesthetic colour transfer. Wt Girl Who Heard Colordor example,
the use of colour in the title makes sense becidugsttle aptly announces the subject of
the book. Moreover, with Patricia Lynne Duffy’sagirbiographyBlue Cats an
Chartreuse Kittensthe title refers to the author’'s own revelatorgrgario: at a young
age, Duffy presented her father with a drawing o&tawhich, he later learned, was
coloured blue because Duffy sees the word “catilas (6). Furthermored Mango-
Shapedpaceby Wendy Mass an@ne+One=Blueby M.J. Auch both feature a title
with a specific synaesthetic colour transfer. dthbcases, the title of the work is fitting
since the coloured percept refers to the synaésihetagonist’s seclusion and limited
agency! Certainly, not all texts with synaesthetic theraed characters have this
feature, but | find that it is prevalent enouglvésge on cliché. Also, there are a number
of texts where the title of the work features aamsthetic transfer, though synaesthesia
itself does not feature prominently in the worleitsin addition to this, some texts

feature a character with synaesthesia, though ¢haracter is not significantly

. Among other texts discussed in this thesis, the coloured title cliché is used by The Black Book of Colors
by Menena Cottin and Rosana Faria, Wednesday is Indigo Blue by Richard E. Cytowic and David M.
Eagleman, Born on a Blue Day by Daniel Tammet, Blue like Friday by Siobhdn Parkinson, and Painting Ruby
Tuesday by Jane Yardley. Moreover, Intensity flirts with this cliché since the title refers to the “intensity”
of Edgler’s senses. Other texts with synaesthesia that use this cliché include Mondays are Red by Nicola
Morgan, The Sound of Blue by Holly Paine, The Frog who Croaked Blue: Synaesthesia and the Mixing of the
Senses by Jamie Ward, and Ultraviolet and Quicksilver by R.J. Anderson.
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developed. In all of these cases, synaesthesmassteebe used more as a quick, quirky
means of identification than an actual attempta@e the mode.

In this five-part section, | investigate a numbgtexts with synaesthesia where
synaesthesia functions mostly as a plot deviaxplore a variety of texts that feature
synaesthetic characters but do not attempt toarefxplore synaesthetic identity. On
the surface, it seems as if synaesthesia is thes folceach text, tough, in fact,
synaesthesia functions more as a narrative gimamcka quirk that merely keeps the
reader’s attention. The presence of synaesthesieese texts is problematic because
synaesthesia becomes the absolute means of idantf for either the synaesthetic
character, the text itself, or both, even thoughrtile of synaesthesia in the given
character’s life is not discussed. It seems an Bach case, synaesthesia is present in the
text only to increase the text’s value as a pradhciugh synaesthesia itself is developed

in no great detalil.

1. Phantasm

Some texts introduce synaesthesia to the readdthan the mode disappears
altogether from the narrative. This is the casthénYA coming-of-age noveBlue like
Friday by Siobhan ParkinsoQctavia Boone’s Big Questions about Life, the Ursiee
and Everythindoy Rebecca Rupp, a@ut of My Mindoy Sharon M. Draper. Arguably,
in all of these texts, synaesthesia is an ecceslgiment that is used to emphasize the
protagonist’s outsider status. But the presensyodesthesia in these novels, while
certainly not ‘pointless’ in its scarcity, glosseger the complexities of synaesthesia and

its troubled history of cultural and scientific mmslerstanding. In each text discussed in
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this subsection, synaesthesia plays a pivotalinadeyoung character’s psychosocial
development, though we never learn exactly why sgtieesia is so essential to the
subject’s identity.

Friday is one such text that uses synaesthetic colousfeam the title. In
Friday, one specific synaesthetic transfer appears éweastenes, though the term itself
is never mentioned in the actual story at allFiidlay, the title of the book refers to
Hal's conviction that Friday is the colour blue aadtes like lemon sherbet; this
description comes at the very beginning of the, t@kien Hal wants to make a kite that is
“blue like Friday” (2). Arguably, Hal's perceptiaf Friday — if it was even intended to
be synaesthesia — could be simply read as chilsligarhe. One could interpret Hal's
vision of Friday as a childish performance or quips would make sense thematically
since much oFriday focuses on a prank that Hal and Olivia devise foeddal’s mother
into breaking up with her boyfriend. TkBoodreadseview goes so far to state that Hal
“suffers from a neurological condition called sytesia that causes him to associate
things with colors,” but one has to wonder how ®gthetic transfer could come to define
the text as a whole. Also, the copyright pagéeodriginal UK edition ofriday makes
no mention of synaesthesia; however, the copypghe to the American edition of
Friday states that the novel does indeed feature syrestathWe should not state with
absolute certainty that Hal's perception of Fridgayneant to be synaesthesia since
synaesthesia is not named or defined anywhereeinriginal book?

Moreover, the colour and taste of Friday are tHg @mynaesthetic’ percepts to

appear in the book at all. These percepts onlgapin the novel the few times that Hal

’% | have been unable to locate any source that has Parkinson either confirm or deny that Hal is meant to
have synaesthesia, though Parkinson’s website links Friday directly to the Macmillan review.
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describes the colour of the kite, and also wheri®ulls over Hal's eccentricities:
“how would | know what tastes and what doesn’t ed’slweird world?” (103). If we
removed all the references to synaesthedkiday, the narrative would remain
unchanged. Olivia lectures Hal about his odd ahadite colour because the kite may
become indistinguishable from the blue sky wheftigit. The novel’'s opening line
even has Olivia ponder the following question: “thmg is, blue is not really a great
color for a kite, is it?” (1). If Hal were to nolarify that the kite is blue like Friday, it is
arguable that Olivia would still consider Hal jast weird. Similarly, if Hal were to liken
the colour ‘blue’ to anything else, the story wotdgnain the same. For instance, if Hal
were to affirm that the kite was ‘blue like heavem, more abstractly, ‘blue like a smile,’
the plot would be identical, and Hal’s characteuldaemain unchanged. Synaesthesia
in Friday does not have to be synaesthesia in order fordHaé tHal.

Synaesthesia iRriday can be considered to be a MacGuffin; this is a géotce
famously employed by Alfred Hitchcock. Thruffaut/Hitchcock Francois Truffaut’s
book-length interview with Hitchcock, Hitchcock @i the following allegorical
definition of the MacGuffin:

You may be wondering where the term originatikanay be a Scottish name,
taken from a story about two men on a train. Oae says, “What's that package
up there in the baggage rack?”

And the other answers, “Oh, that's a MacGuffin

The first one asks, “What’s a MacGuffin?”

“Well,” the other man says, “it's an apparatoistrapping lions in the Scottish

Highlands.”
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The first man says, “But there are no lionghie Scottish Highlands,” and the
other one answers, “Well then, that's no MacGuffi®o you see that a
MacGuffin is actually nothing at all. (134)

In this example, the lion catching device couldcabgthing: a gun, a magic ring, or
synaesthesia. It does not matter what the olgeessilong it helps move the plot along.
The MacGuffin is an object in the story that ispoged to be of great value, but
ultimately it could be any object whatsoever. TddicGowan describes the MacGuffin
further: “the MacGuffin is an object that embodeewealth of apparently significant
content but ultimately is important insofar as ivas the narrative along” (513).1t is
for this reason that McGowan describes the Mac@at$ an “empty object:” the
MacGulffin is, like Lacan’s petit objet a, the raatuse of one’s desire, and it does not
matter what this desire may be (526). In Hitch¢eallegory, one could also be
searching for anything in the Scottish Highlandsreally does not matter what — but the
seemingly impossible task of catching lions seeossiple when one uses an empty
object that could signify anything; as McGowan @ames, “the emptiness of the
MacGuffin as an object permits spectators to lottade satisfaction in the striving that it
unleashes rather than identifying satisfaction whndiscovering of its secret” (514). In
Friday, Hal's weirdness is never explained in detail,omyy know that Hal is “weird”
because Olivia continually reminds the reader wf fibct; for instance, Olivia
characterizes Hal’s inception of the prank as feio“Hal, you are seriously deranged. |
mean, | always knew you were weird, but this isigpady Gothic!” (51). InFriday,

synaesthesia is an empty object that allows thderea envision the scale of Hal's

73 Cf. “Hitchcock’s Ethics of Suspense: Psychoanalysis and the Devaluation of the Object.”



87

weirdness however they want, though Hal's synasstaoes not have to be synaesthesia
for this to occur.

Similarly, the titular character i@ctaviahas synaesthesia, but the mode is not
discussed in any significant detail past Octaviatoduction. One of the notable
instances of synaesthesia appears at the begiahthg second chapter; this chapter
abruptly begins with this statement: “I likewords likeOutstandingoecause my brain is
cross-wired. | am synesthetic” (9). Throughowt $tory, Octavia ends each chapter with
a list of her favourite ‘O’ words. The term synthesia itself is not mentioned again past
the character’s introduction; the ongoing listOf words is the only thing that reminds
us that Octavia is synaesthetic, and this list galyedoes not tell us much about
synaesthesia itself. For example, the first clragatels as follows: “here is my word for
Andrew: Outstanding” (8). The ‘O’ word list at tlead of each chapter function like
clipped chapter summaries; but if you remove theaegthetic element, the structure and
effect of each ‘O’ word list would remain unchangedoreover, some detailed instances
of synaesthesia do occur haphazardly as the novgigsses. For instance, at one point,
Octavia states: “September is such a beautiful-ahegold sort of word” (37). But she
then casually proceeds with her narration, andisies not allude to synaesthesia again
for some time. The role of synaesthesia in Octaviie is left unexamined; while this
may make synaesthesia seem more ordinary, as $iyesiess not singled out and
differentiated from other forms of thinking andifig, we do not learn anything about
what it is like to live with synaesthesia.

Furthermore, iMind, Melody spends the entirety of the narrative tgytio find

acceptance among her peers. Melody is unablestaksgnd is bound to a wheelchair due
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to cerebral palsy; most characters in the novehseethink that she is “retarded” and
incapable of intelligent thought (38). She alse Bgnaesthesia, though there are hardly
any references to the mode past the opening clsaptethe beginning, Melody makes
numerous references to various synaesthetic tnansiieh as the following: “From the
time | was really little — maybe just a few montid — words were sweet, liquid gifts,
and | drank them like lemonade. | could also tésten” (2)’* Although Melody cannot
speak, she experiences language in another peredptm that does not directly
highlight her silence. Most ®flind concerns Melody’s performance in a school trivia
competition. Each class at her school is tested tlae best students are sent to compete
as a group against other schools at the natiovel. léMelody enters her answers using a
computer, and she surprises her peers when stapsrbetter that anyone else in her
class. Notably, at the national competition, ohthe trivia questions concerns
synaesthesia: the students are asked to identié/condition in which a person may be
able to hear colors or visualize flavors when misieeard” (220). Melody “grins” when
she answers the multiple choice question; howesher is disappointed when the rest of
her group chooses the same, correct answer (22@his episode, it is implied that

Melody’'s answer will verify the validity of her sgasthetic experience: Melody grins

" Here, it seems at first that Melody is speaking metaphorically. But | would argue that this simile is
indeed supposed to represent idiopathic synaesthesia. First, in the trivia competition, Melody is
interpellated as synaesthetic by the speaker’s question about synaesthesia. Melody is so ecstatic that
synaesthesia appears in the game at all that she perceives the question as if it is directed specifically
towards her: “not only was it [synaesthesia] one of Mrs. V.’s vocabulary words, it was me!” (220). Second,
at a different point, Melody asserts: “I can almost hear colors and smell images when music is played” (5).
But later on, Mrs. V. asks Melody to name a piece of music by identifying the composer from an array of
flashcards; Melody points to the card, and then she thinks to herself: “Mozart. I'd point to the correct card
from the choices she’d set in front of me. Then I'd point to the color blue on the board. . .. | wanted her
to understand that music was also colorful when | heard it” (48). It seems as if Draper is not quite sure
how to describe synaesthesia, and so she sometimes resorts to simile in order to make synaesthetic
imagery unobtrusive and clear.
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because she knows from personal experience than8wer is correct. But when most
of the other students respond correctly, the siganice of Melody’s answer seems to be
lost. If synaesthesia is meant to be a side effebtelody’s ‘disability,” then her
inability to brandish her knowledge of synaesthedsa symbolizes her lack of a voice.

In all three books, the synaesthete is subordinayezidifferent cognitive
‘aberration.” Each of these three texts intendshiow that one’s identity is shaped by a
variety of factors, and though this can make thi®ext seem divergent, each text intends
to demonstrate that the subject is ‘normal.” Allgyaidentity politics is meant to be the
thematic focus in each text; to channel Mary Beim&t definition of identity politics, in
each case we find “competing theoretical ways teostand the relationship between
experience, culture, identity, politics, and pow@t8).”> For instance, the bulk &Friday
focuses on the prank that Hal and Olivia devisgetiohis mother to break up with her
boyfriend. Although the plan fails, Olivia devetop new appreciation for Hal’s
‘weirdness.” Next, irOctavig Octavia has many existential opinions that confliith
the religious teachings of her school; she evelytgaimes to realize that not all of her
guestions about life and God can be answered Butlties not necessarily mean that she
needs to relinquish her individuality and confoworttie teachings of others. Finally, the
central focus oMind is Melody’s inability to speak, which leads mosthefr peers and
teachers to believe she is in incapable of ratitmalght. Melody spends much of the
narrative competing in a trivia competition at sehto prove that she is intelligent.

Thus each of these texts achieves its divergeeattsfby setting out to make the
reader immediately aware that the subject of theisenot like them.” These texts all

begin with an exposition of an outlier’'s existehtldemma, and synaesthesia is included

7> ¢f. “Identity Politics.”
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in each description: Hal's synaesthetic kite setmasstify Olivia’s account of his
weirdness, Octavia’'s synaesthetic ‘O’ words eacittion as a microcosm for numerous
obstacles in her life, and Melody’s synaestheticds@add an element of necessity to her
desire to speak. In all three novels, identitytps is meant to be the apex of the
reader’s sympathy, but | argue that synaesthesiddsd to the dejected subject’s set of
aberrant character traits in order to further @icé that character’s lowly status. Here,
synaesthesia is largely a phantasmal object: simezs#a disappears from the story once
the protagonist’'s need for sympathy is establisHacany one of these cases,
synaesthesia does not have to be synaestheskefmtelogical effect of the text to be
accomplished. Arguably, with each book, we will stave an economization of identity
politics that means to make the subject’s suffetirggselling point of the piece. The
reader is left with a product that pretends toliehe reader about identity politics, but in

actuality, reinforces identity economy.

2. Alchemist

| now turn to a text that is based on the life mfaatual synaesthete. Daniel
Tammet’s autobiographgorn on a Blue Day: Inside the Extraordinary Mintdam
Autistic Savanalso follows the coloured title truism, but agagnaesthesia is not the
central focus of the work. Tammet is consideredg@n autistic savant, and he is also
somewhat of a celebrity: he has appeared@lmmLate Show with David Lettermem
discuss, among other things, his ability to reth&first 22,500 digits of Pi from

memory’® Tammet also has various types of synaesthesiged®numbers as shapes,

78 cf. “Episode 12.134.”
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colours, textures, and motions (172)The title of the book is a reference to the colafu
the day he was born, but the title also draws atteto Tammet’s savantism: if Tammet
is presented with just the person’s age and biythide can quickly and accurately recall
the day of the week that a given person was Bbiin. this case, the title of the book
denotes the subject’s synaesthesia and savankisagh only the latter can be considered
to be a decisive focus of the text.

But with Tammet’s description of synaesthesia, veepaiesented with a quasi-
scientific first-person perspective of a neurolagitcondition,” as he describes the mode
(163). In one instance, he states that he fouhdrd to do algebra in school because of
his synaesthesia, though his account of this esegins reserved and impassive: “l found
it very difficult to use equations that substitutednbers — to which | had a synesthetic
and emotional response — for letters, to whichd hane” (108). Here, Tammet tells the
reader that his synaesthesia will invoke an ematicgsponse, but he does not show the
reader how he felt or what emotions were invokedtiibysynaesthesia. The synaesthesia
title suggests that synaesthesia is a primary aspd@ammet’s being, but the title is also
ironic since synaesthesiaBornis presented in a detached, depersonalized maiiiher.
imagery of childbirth in the title suggests thatraet’'s account of synaesthesia is an
intense and emotional experience, thoBginn glosses over the material existence of the
synaesthete in favour of a demographic profile pagent.

Tammet describes synaesthesia in terms of causasahhe is his own case
study in a diagnostic procedure. For example, Tahgives the reader a dry,

depersonalized description about how he believesahemanipulate his coloured

77 ¢f. Born on a Blue Day.
78 Cf. “Episode 12.134.”
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percepts: “I can even make the color of a word gledyy mentally adding initial letters

to run the word into anotheat is a red word, but add the lettdito gethatand it

becomes a white word” (10). Tammet often remirssagout ‘what it was like’ to be
misunderstood and alone because his autism wagdiag/different; but we do not get
an emotional and deeply personal account of syhesist Tammet describes the
experience with a causal, calculative deliveryif &g is solving a maths problem.
Moreover, Tammet describes synaesthesia in suchydhat it seems as if he can
manipulate his percepts at will; to quote Dannigioal thesis fronBright, it is as if
synaesthesia here is “a unique, desirable ‘higttate, enjoyed only by exceptional
individuals” (viii). When Tammet states that hex@hange the colour of a word by
synchronically altering the lexeme, he gives thprigssion that synaesthesia is a magical
linguistic device that he can control. Tammet'sagtion of grapheme»> colour
synaesthesia gives the impression that Tammetlegsower to alchemize words, as if he

has access to a sublime level of consciousfiess.

3. Immortal

But Bornis not the only text that presents synaesthessafasn of magic. ImThe
Name of this Book is Sectey Pseudonymous Bosch, magician and synaesttedte Pi
Bergamo invents a device called “the symphony dflsyi this is a box that contains
scented vials which allow the subject to hear muSice villains of the novel, Mr.

Mauvais and Dr. L, attempt to secure the symphdrsyreells because they believe that

7 Cytowic and Eagleman state that it is common for the colour of the first letter to “dominate” the rest of
the word (67). Also, in Mango, synaesthete Mia will see a whole word as a specific colour based on the
colour of the first letter: ““What color is the word doctor?’ he [Dr. Randolf] asks. | answer without
hesitation. ‘It's mostly hot pinkish purple because that’s the color of the d, but the colors of the other
letters add a gold tinge to it’” (70).



93

synaesthesia grants the subject everlasting 18&)(2InSecret Bosch continuously
breaks the fourth wall of the text and he also olds important information about the
plot. On the title page of the book, the ‘origirtéle of the book is crossed out and
replaced with the word “secret;” it is as if Bogoleans to say that the identity of the
book constitutes a central absence that needsdolbed (Fig. 12). Similarly, the ‘first’
chapter of the book is crossed out because Bosnotswa@bar the reader from learning
“all the things you usually learn at the beginn@ighe book” (5). Bosch also
continuously makes his presence known throughaubtiok; sometimes, there will be a
footnote where Bosch interjects his own opinionvbat a character should do in a given
situation. Another notable instance is Bosch’sssnon of a thirteenth chapter, which he
justifies as follows: “of course, | don’t really lmsve that the number thirteen is bad luck
— but under the circumstances, why not play itZaf@32; Fig. 13).Secretot only
represents synaesthesia as a magical device xhattempts to persuade the reader that
the author has a godlike authority over the tdécause of this, the young reader is more
likely to be convinced that the more fantasticahatnts of the text are ‘truthful’
representations of ‘real’ life.

The tone and description of synaesthesi@anrets authored in the same vein as
Born, even though the former is a work of fiction ahd tatter is an autobiography. In
both cases, the author assumes control over tder'santerpretation of the subject
matter. Both Bosch and Tammet attempt to perstradeeader to accept the opinion of
the author as truth. The climax$ecretnvolves the reveal that synaesthesia is the
gateway everlasting life, and up until then, sytiaesia is largely a MacGuffin here as

well: synaesthesia is a riddle that serves nopegdose to the plot other than to move the
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protagonists from place to place. Similarly, tlmengpresence of the author $ecretmay
have a panoptic effect over the young read@scretachieves its devastating effect over
the reader’s capacity to fearlessly interpret éx since the author wants to be present in
the text at all times, but due to his anonymityjhalso immaterial and absent; as with
Foucault's characterization of the panopticon, B&spseudo-presence is “at once
surveillance and observation, security and knowdeduglividualization and totalization,
isolation and transparency” (249).In Secret when the reader is prompted to provide a
textual analysis, h/er attempt to do so is trumpechockery and scorn. Bosch means to
present us with an illusion: we are meant to bevicmed that Bosch’s directives emanate

directly from Bosch himself via a copia of metafictal interjections.

Jecrel
Py f S euJonymouS Pojck

Mhutrations by Cilhert [ord
=]

LITTLE, BROWN AND COMPANY
New tork Boitan

Fig. 12: Omitted Title. The Name of this Book is Secret. Pseudonymous Bosch. New York: Little,
Brown and Company, 2007. Title Page.

8 ¢, Discipline and Punish: The Birth of the Prison.
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The author’s voice, like the omitted title and ffichapter, are put under erasure, in
the Derridean sense of the term (Fig. 12). Theifay is crossed out with a “mark of
contortion” that informs the reader that the sigmi€an never possess full presence of the
thing it means to re-present; as Gayarti Chakrgn®pivak states in her translator’s
preface tdOf Grammatology*“since the word is inaccurate, it is crossed ;psthce it is
necessary, it remains legible” (xiv). Bosch’s auifl intent is established as the
transcendental signifier of the text, and Boschkadbe reader by suggesting that Bosch
himself has the power to put his own text undes@@for the reader. The role of the
reader is limited because the reader is contrdilethe plethora of textual games the
author plays; the rules and outcome of such gameelseae decided by the author.
According to Michael Warner, the author of a text ine most successful in
communicating an opinion to a mass audience via grsh/e remains anonymous. This
is because anonymous authorship suggests thatitlee' svopinions are open to public
speculation, yet they are also impermeable to patszrutiny. It seems as if Bosch
intends his book to be a “prosthetic person,” tarstel Warner: Bosch means to give the
illusion that his voice emanates directly from gege (164> When we read a
document printed by an anonymous author, Warneregrgve seem to be reading an
individual expression of identity. We are left wa quasi-anthropomorphic public
document that refuses to name a human referent.

Bosch also seems to establish his own work as sigdlye-presentation and
embodiment of his voice, as if the author can adedirectly with the reader. Warner
argues that the anonymous author is both absernrasédnt since sh/e exists as the

imagination of h'self: the anonymous author is fsethbodied public subject that he can

81 Cf. publics and Counterpublics.
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imagine as parallel to his private person” (16&he novel could be mistaken as a
truthful account of the mode since the author'sg@eems to be metaphysically re-
presented on the page; when held under the guibe @iseudonym, the author also
seems impervious to criticism. But the name “Psaythous Bosch” suggests that the
author, under the mark of the pseudonym, is distant the text, though the author, in
this case, also has “pseudo-anonymity,” as his @pgouns. The simultaneous absence
and presence of the author figure works to conflaeeeader; by extension, any ‘truth’ in

a material existence of synaesthesia becomes ndiddle

*OF COURSE, | DONT REALLY BELIEVE THAT THE NUMBER THIRTEEN IS
BAD LUCK — BUT UNDER THE CIRCUMSTANCES, WHY NOT PLAY IT SAFE?

Fig. 13: Omitted Chapter. The Name of this Book is Secret. Pseudonymous Bosch. New York: Little,
Brown and Company, 2007. Page 132.

4. Prophet
Can a text with synaesthesia be supernatural batatempt to be authentic?

Strange things occur throughdraiinting Ruby Tuesddyy Jane Yardley, and this novel
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attempts to blend these two them&aibyis a coming-of-age story saturated in
synaesthetic imagery; the text has several synatésttharacters, while Yardley herself
is a synaestheteRubyfocuses on Annie, a synaesthetic vocal coachh®ntajority of
novel, Annie recalls her childhood friendship wati older synaesthete, Mrs. Jenny
Clitheroe. The novel seems to address severahpattissues that surround synaesthetic
identity, and we also get an account of what it hileyto be a synaesthete who is afraid
to discuss the experience; for example, presenfdayje states: “My idiosyncrasies are
something else not to draw attention to . . . Aler husband] knows a neurologist who
does research into this condition. It's a realggarAlan will sell me to him” (63). Here,
we see the synaesthete’s fear of discussing the namd we are also privy to Annie’s
overriding suspicion of medical discourse. Thésartes pervade the first half of the
novel; this is the ‘realistic’ part of the narraiwhere Yardley seems intent on writing
synaesthesia as it actually exists.

The volume of synaesthetic imageryRabyfar outweighs any of the novels |
have addressed up until this point. At firstgéms as iRubyintends to teach the reader
about synaesthesia sinRelbyis packaged as a book explicitly about synaesthetic
perception; according to Phil Whitak&ubywas marketed as follows: “the press release
that accompanieBainting Ruby Tuesday less a description of the book than a medical
briefing.”®* Moreover, the text sometimes delves into complex precise descriptions
of synaesthetic imagery; in the following descopti Annie describes her perception of

Chuck Berry’s song “Roll over Beethoven:”

8 f. “Colour Symphony: Phil Whitaker reads Jane Yardley's murder story with a neurological twist,
Painting Ruby Tuesday.”
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In my own mind, or whatever organ | heard colouithythis was a great,
luminous mint-green piece of music. Though greasnit one of the painter’s
colours, he and | seemed to agree that the musiavizan . . . my luminescent

green was electrified light; it was traffic-lightegen. (90-91)

But the descriptions of synaesthesia in this navelnot always consistent. For example,
we get the following description of synaesthesiaiclv borders on synaesthetic
metaphor: “Fear was something yellow and clottethenedge of my vision. Fear was
the colour of sick” (84). This one passage inipalar is significant because, on the
previous page, Annie is completely surprised byt aftdoud music that was turned on
out of nowhere. Annie goes on to talk about hovelmilne music shocked her, but she
does not make any synaesthetic connection to tlsecrmdnatsoever, even though that
would have made sense in that context. Also,at that Annie regularly talks about
her job as a vocal coach, but she seldom makesraecton between the music she hears
on a daily basis and her synaesthesia. Againwhigd have made sense: this is
significant because her career is a staple ofdestity and a prominent element in her
life.

For the most part, howevdRubydoes offer a detailed examination of the life of
the synaesthete. Throughduiby Annie recalls her childhood friendship with adex
synaesthete, Jenny Clitheroe; these rememberetsesaur during the early 1960s and
culminate in the middle of the decade when Jenmyusdered. Annie and Jenny bond
over their joined sensations, and they also conficggach other: they both feel isolated
because they cannot talk about the mode with anglsee But towards the end of the

novel, the tone abruptly changes: Annie’s synasssiddenly becomes a device that
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allows her to predict a single future event: Anpiedicts the composition of the song
“Ruby Tuesday” byThe Rolling StonesAnnie describes her original precognition osthi
song as follows:
Somewhere in the back of my mind was half-imagimegic — not a hymn, but
rock ‘n’ roll, its waves of sound pumping in blooed breakers . . . born out of
my painting. As | chased after it, | realized tNas. Clitheroe [Jenny] had been
both born and died on a Tuesday, a day that wataheurite colour. The song
was beginning to glimmer, and it was about the wotd Tuesday; strangely
enough it was also a song about goodbye . . .d $faaby Tuesday” to my
picture of Mrs. Clitheroe. (228-229)
Synaesthesia, of course, does not allow the sutgguedict the future. However, if we
are to read this episode symbolically, we may &ndallegory for several aspects of
synaesthetic identity. Jenny’s murder haunts Afmighe rest of her life, and Annie
later admits that she fears telling anybody abeutsiynaesthetic prediction. Following
Jenny’s death, Annie has nobody left with whom e discuss her synaesthesia.
Additionally, the new supernatural dimension of Agis synaesthesia leads to her
conceal her prediction out of fear of disbelielnde entertains the idea that she has
subconsciously altered her memories in order t@ caith the death of her friend: “You
were still stuck with my ‘Ruby Tuesday,” a casgyaécognition that couldn't be
explained rationally. Except as memory playingéall suppose” (351). One may
forgive the supernatural dimension of Annie’s sythesia if we read her prediction of
“Ruby Tuesday” as a symbolization for the traursalation, and fear of derision that

may come to encapsulate synaesthetic experience.
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However, in the denouement, the novel seems tedelo self-parody: when
Alan and Annie move to New York City at the novallese, they board a plane named
“Ruby Tuesday.” Granted, Annie’s precognition lo¢ song seems to allow Annie and
Jenny’s friendship to transcend death, but the YRllesday” airplane is an obvious
conceit that may skew the intended significancthefsignifier “Ruby Tuesday.” The
name of the airplane, as a mere signifier, may damtipe intended sentimentality of the
intensely personal connection that the song “Rulbgsflay” means to infer. Also, if
Annie’s prediction is meant to be an act of pogidicor psychological displacement,
then Annie seems to be perpetually relegated bgitbece that seems to typify
synaesthetic identity. In “Synesthesia in LiterafuPatricia Lynne Duffy asserts that
synaesthesia iRubyis “a special way of seeing/thinking that may offievantages — but
the perception is not viewed as ‘mystical’ or ‘sitpaman’™ (664). | disagree with this
misreading of the text: iRuby we are privy to a sometimes rich and complexrpygél
of the synaesthete, but the text’s attempt to ssrea ‘genuine’ portrait of the
synaesthete’s psyche is undermined by the textisyraapernatural interjection®uby
may attempt to offer an honest portrayal of syres#) but by mingling the narrative
with elements of the supernatural, we are affromtgd a confusing account of the mode

that reinforces the assumption that synaesthesia éxtrasensory form of psychosis.

5. Clairvoyant
Lastly, one of the more exaggerated fictional insés of synaesthesia can be
found in Alan Moore, Gene Ha, and Zander Cannoréplgc novel collectiofop Ten

Vol. 1andVol. 2 Top Tens situated in Neopolig fictional city where everybody is a
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superhero, complete with superpowers and costuttmesgjraphic novels focus on the
exploits of Neopolis’s law enforcement, the eponysi6Top Ten” police syndicate. The
novels are comprised of twelve loosely connectesoeles; the only ongoing subplot
involves the murder of drug dealgtefan Graczik and the search for the customer who
killed him. The detective who is instrumentaliimding his killer is Wanda Jackson;
Wanda'’s ‘superpower,’ so to speak, is synaesthdditamately, Wanda solves the case
when she smells the same piece of music on thegpotimmissioner that is present at
Graczik’s crime scene; the smell turns out to leepgblice commissioner’s perfume (Fig.

14).

D-DETECTIVE
JACKSON?Z YOU'RE OUT
OF LINE. T WANT YOU TO = ‘
G0 STRAIGHT TO MY : - =%
OFFICE, ANP.., - SYN.,GYN, LOOK, =
/) WHAT YOU'RE SAYING,
SIR, NO SIR. ; X THIS IS..s
IT WAS HER PERFUME : .
I SMELLEDR ON GRACZIK'S ) | 3 N CAPTAIN. THAT
\_BOPY, BUT I TRANSLATED / | : ; = RAID O GROMOLKO'S,
ITINTO MUS/C. A THEY KNEW WE WERE
re e “ ot s
[ BRACZIK'S OFF- g TIFP ?
WORLD DRUG -
CUSTOMER. /.

" OH E8%&.
[ CAPTAIN, LOOK OUT!
SHE'S PACKING.., _4

Fig. 14: The Beethoven SmellTop Ten. Alan Moore, Gene Ha, and Zander Cannon. La JollaCA:
America’s Best Comics, 2001. Issue 10, Page 12.

But the representation of Wanda'’s ‘synaesthesipiablematic since it appears to
be the definitive aspect of her character, despédact that synaesthesia is not explained
for the reader in any way. Wanda’s so-called pgveee an easy way to identifier her,

but we are otherwise given little information abbet. Wanda, in fact, is rarely referred
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to by name: she is usually identified as simplyri&gsthesia.” Wanda’s
depersonalization reinforces the arbitrary notloat synaesthesia is a higher,
‘superhuman’ state of cognition. The synaestretgain not represented as a human
being: she is represented as a superhuman figtiredexclusively by the condition.
Although every character ifop Tens a superhero, and every superhero here seems to
be considered metaphysically equal, Wanda is theabraracter whose superpower is
considered to be an unbelievable trait; synaesthes source of curiosity that is
sometimes perceived as a “problem,” as Wanda’s @dkev Alexei Glushko describes
the mode (Fig. 15). In this instance, both Wandaise and her being are put under
erasure; the encroaching black ink blots out heg nd, like the Derridean practice of
sous-ratour, the ink “deletes and leaves legibth@same time” (xxxiij> Wanda’s
gestures suggest that she is presently ready &k spel act, but she is absent from the
discussion. She gazes straight ahead as if immetjlbut she is also slack-jawed and
cast in shadow. It seems as if she is in the ggooébeing inked out of the frame.

T CAN'T BELIEVE 1 o
WE DIDN'T SEARCH THE =

MUSEUM WHEN WE FOUND
WESSON THERE. _

MAYBE T'LL
CATCH SOME MORE OF
THAT BEETHOVEN MUSIC I
SENSED AROLIND STEFAN
__ GRACZIK'S BOPY,,

HA, YOU KNOW,
USING TELEPATHY PRIVES
PEOPLE CRAZY, BUT YOu
SYNAESTHETICS...

L YOUVE \ "\
REALLY GOT || N7 -
PROBLEMS.

W

Ly =

Fig. 15: Problem.Top Ten. Alan Moore, Gene Ha, and Zander Cannon. La JollaCA: America’s Best
Comics, 2001. Issue 4, Page 14.

8 cf. Of Grammatology.
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Synaesthesia ifiop Tens deemed to be an unreliable, hallucinogenic, and
intoxicating disorder for the subject. Wanda beesmbsessed with the Graczik murder
case because she is intrigued by the smell ofrtheescene which, she says, causes her
to hear music by Beethoven, though she never spgeifparticular musical pie€.
Wanda alludes to the piece in almost every sceméhich she appears, even if the
conversation has nothing to do with the case i(¢eff. 16). The Beethoven piece
connects allTop Terepisodes together into a truly continuous narrdtiwveeminding the
reader of the ongoing Graczik subplot. Howeveshiuld be noted that this is hardly
how synaesthesia functions: a synaesthete woulekrievable to smell a specific piece
of music. Instead, a synaesthete who smells sanoittl describe the sensation in more
“elementary” terms, as Cytowic and Eagleman desdtike experience: “sensations have
qualities like warm-cool, jagged-smooth, brightidar . rather than pictorial or highly
elaborate” (51§° Wanda’s synaesthesia is an overly dramatizedust@f the mode that
uses Beethoven, a real person, to draw the reattethie narrative and remind the reader
of the novels’ continuity. Here we have a Baudrdian simulation that pretends to be
real but is not grounded in reality whatsoevEop Terfails to contextualize synaesthesia
for the reader and, to quote Baudrillard, “the seign difference” between reality and
fiction is here replaced by a representational imeany (1)%° Synaesthesia ifiop Ten
functions as a ruse for enlightenment and a “charhabstraction since synaesthesia

seems to grant the reader better access to thg tiexines

¥ The composition in question seems to be the fourth movement of Symphony No. 9 in D minor, Op. 125
(“Ode to Joy”) since the commissioner states that her perfume is called “Joy” (issue 10, page 12).

 cf. Wednesday is Indigo Blue.

8 ¢f. Simulacra and Simulation.
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% METAVAC, FISCHMANN LOOKS YEAH

p . BUT IT
B N oty Ve RN koY KNOW, T STILL ol
. PEOPLE LIGE | WANT ANSWERS THROUGH
ABOUT THAT GIVING OUT
BEETHOVEN e o

LAWYERS. /] Mugle T
. SENSED AROUND
)\ GRACZIK'S
. 502Y.., A

MEANWHILE, WE K uesg WE

HAVE TO TAKE A LITTLE
BREAK HERE. PLEASE BETTER SEND SOMEBOPY
EXCUSE US.. TO GQ WRING OUT THE
SPACEMAN. _~

Fig. 16: Non SequiturTop Ten. Alan Moore, Gene Ha, and Zander CannonLa Jolla, CA: America’'s
Best Comics, 2001. Issue 3, Page¢

But this embellishment isignificant not just because Wanda'’s synaesths:
not, in fact, synaesthesia at all. Wanda ssthe majority of the text reminding tt
reader of the plot instead of talking about who isha whatt is like to have
synaesthesia. Alsthe text neer explains exactly why Wanda finds this particseent
so intriguing, even thou( she brings it up at tandenhundersand that the Beethove
smell seems imperative to the plot siit is eventually used to solve the c; however,
from a purely narttéve perspective, it is unbelievable that Wanda idaunly deem ¢
single sensation from the crime scene to be ofithmst importance if she is, as ¢
suggests, bombarded with sensory experience:H#trd with the crowd kicking up &
that color...uh... all that noise. You know.” (Fig. ;). The original significance of th
Beethoven piece is never identified; similarly, mever find ouexactlywhich
composition it is. Th&eethoven piece effectivelya leitmotif which, n Adorno’s

sense of the term, @&reoccurring piece of music that “favors repetitaver
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development” and, in effect, “denies the possipfiir change” (166}’ Wanda, like the
Beethoven piece, remains undeveloped and devadyéctual identity. It is ironic that
Wanda'’s sole purpose in the text is to remind dagler of a corpse since Wanda is more
of a caricature than a fully fleshed-out, realizbdracter. Wanda becomes the signifier
for Graczik’s body, whilst synaesthesia comes gnify an object that is immaterial and

antithetical to the soma.

BITS AND PIECES.
G/ TS HARED WITH THE CROWP N
THERE, ! { KICKING UP ALL THAT COLOR
SMAX OUGHT wdH.nALL THAT NOISE.
TQ HOLD THEM. YOU KNOW, .
PIP YOU GET : -
ANYTHING YET, : HOW'S S
SYN? 2 1 THE NEW GIRL
POING?

SEEMS OKAY. % HUH, FIGURES, ¥ MEY/FRESH NI
M smaX POESN'T | YO KNOW, JOHN, MEAT! YEAH, YOU!
APPEAR TO BE | WE OUGHTTA TRY  GET YOUR ASS
MAKING HER FEEL »_ OVER HERE!
(ELCOME.

Fig. 17: Bombarded with Sensory Experiencelop Ten. Alan Moore, Gene Ha, and Zander Cannon.
La Jolla, CA: America’s Best Comics, 2001. Issue Page 13.

When we are introduced to Wanda at the Graczik ensdene, Wanda is
kneeling on the ground: the lines and shape obbdy are entwined with Graczik’s
corpse, and the colour of her skin and clothesbnest indiscernible from her
surroundings (Fig. 17). Here, Wanda is drawn ifli@onic” sense, to quote Scott

McCloud, since the drawing technique here boastie-@mphasi[s on] the appearance of

¥ Cf. Adorno’s Nietzschean Narratives: Critiques of Ideology, Readings of Wagner.
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the physical world in favour of the idea of forn#1)2® McCloud argues that the reader
is more likely to identify with the cartoon in isost abstracted form, especially if this
cartoon resembles a face or even an eye: this™jmamotes “universal identification
[with the] simplicity [of an abstract drawing’s] itdilike features” (36). However, in this
scene, Wanda is not presented as a whole persers 8guratively decapitated by the
different panels, which symbolizes her lack of batoice and a complete character.
She is also a parody of the Cartesian subjecimihd-body ‘split’ here suggests not a
transcendental, free-thinking being, but a subjdut is unable to think critically outside
of her comfort zone. Since the joined sensatibaseémblematize Wanda’'s character are
not ‘actually’ synaesthesia, it is grotesquelyirigtthat, when we first meet Wanda, her
head and body are not joined together.

Thus when synaesthesia is not the focus of theitagtsystemically represented
as an impossible illusion that means to compel @mrerize the audience. The core of
the presentation is founded on a lack of contedtexplanation: there is a division
between both author and audience but also the hnamdathe paranormal subject.
Synaesthesia is sometimes identified as a magig @ifeat of whimsy, or a celestial
instrument of knowledge and power. Furthermoregmaynaesthesia is not the focus of
the text, it generally constitutes a central abseitgs an erasure that still shows the trace
of being erased: “the mark of the absence of aepies an already absent present, of the
lack at origin that is the condition of thought aperience” (xviif® In Top Tenas in
the other texts discussed in this section, synassths not only out of focus, it is only

partially recognizable. Synaesthesia in each edehtexts is an act of prestidigitation:

8 cf. Understanding Comics: The Invisible Art.
8 cf. Of Grammatology
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synaesthesia is presented as a prop, and we arg gebe mystified and entertained.
But we are witnesses of an illusion and we aredokinom understanding the real

mechanics that allow the show to proceed.

The Well of Synaesthesia Dialectics

The texts with synaesthesia in this chapter aremamimonly discussed in
synaesthesia studié%.If one is to sift through the selection of avhiaarticles on
synaesthesia in fiction, the critic will soon beeowhelmed with the number of articles on
Arthur Rimbaud’s “Voyelles” and/or Charles Baudet&s “Correspondances.” There
exists a plethora of literary and scientific cigim on the synaesthetic themes in these
two 19" century symbolist poems. According to Dann, thenEh Symbolist poets were
fascinated with synaesthesia; some scientistsnr&isiecle France dismissed
synaesthesia as a disease, but the Symbolist gametglered the mode to be an
enlightened form of cognition: “the ability to ‘seeunds’ was esteemed as a special,
‘higher’ form of human vision” (17" The Symbolists were greatly interested in dream
imagery, and they were engrossed with synaesttietines because the mode seems to
have “dreamlike” qualities (18). Since™@entury science lacked a suitable schema for
analysing synaesthesia, public perception of syhasm has since been shaped by the
Symbolists’ representation of the mode: “the asgtam of synaesthesia with artistic

perception has obscured the origins of scientifid extrascientific knowledge of the

% Notably, in “Synesthesia in Literature” and “Synesthesia in Fiction,” Duffy discusses some of the same
texts with synaesthesia that | cover in this chapter and the next. These texts include The Fallen, Intensity,
Painting Ruby Tuesday, A Mango-Shaped Space, and Top Ten Vol. 1 and Vol. 2.

L cf. Bright Colors Falsely Seen.
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phenomenon” (18). Current scientific and cultunatlerstandings of synaesthesia as a
gift can be traced to the Symbolist’'s experimenteaiwith synaesthetic themes.

It appears that “Voyelles” wants to discuss syragt experience, as the
opening lines of the poem suggest: “A black, E ehited, U green, O blue: vowels” (I.
1).% With this poem, Rimbaud wants to create a “hatiation of the word,” and he
seeks to illustrate a perceptual link between thgestive and the objective (2%).
Rimbaud’s actual inspiration for “Voyelles” remaiasknown, and it is arguable that his
poem experiences ongoing fame because he seeipttoea ‘mysterious’ phenomenon,
though the genesis of the poem is itself mysteriddsreover, there is also a heavy
emphasis on sensation in “Correspondances;” biitsirglance, the closest we come to a
vision of synaesthesia is perhaps the following:litPerfumes, sounds, and colors
correspond” (I. 8% According to Dann, this oft-cited line is undexsd as a reference to
Emanuel Swedenborg’s theory of correspondence hndsserts that divine forces
directly affect the inner mechanics of the humadyb@®@7)>® At the time that
“Correspondances” was composed, spiritual “unitgsva central conviction in organized
religion; the prevalence of religious discoursé&rance led most people, religious or not,
to search for some kind of spiritual harmony (#2)Synaesthesia was considered to be a
burgeoning secular alternative to orthodox spitiraéion, and Baudelaire gave credence

to the reality of synaesthetic experience by ligkeiynaesthesia directly to Swedenborg’s

%2 Cf. Rimbaud: Complete Works, Selected Letters, A Bilingual Edition.

% cf. Bright Colors Falsely Seen.

% Cf. Les Fleurs du Mal.

» Compare this line to the following excerpt from Swedenborg’s Angelic Wisdom: “So full of Divine Love
and Divine Wisdom is the universe in greatest and least, and in first and last things, that it may be said to
be Divine Love and Divine Wisdom in an image. That this is so is clearly evident from the correspondence
of all things of the universe with all things of man” (15).

% cf. Bright Colors Falsely Seen.
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vision of the subject’s relationship to the cosrand the divine. In fact, according to
Dann, when “Voyelles” was published, Rimbaud’s pogas commonly read through the
lens of Baudelaire’s approach to sensorial unitg:dynaesthetic transcendentalist
reading of “Voyelles” was popularized by readersoviad recently ‘rediscovered’
Baudelaire’d_es Fleurs du Mal The emphasis on sensorial and somnambulistigenya
in both poems also follows Baudelaire’s Symbolistuin: “commonsense [sic] tells us
that the things of the earth exist but very litdad that true reality lies only in dreams”
(18)%" In either case, these two poems have becomeaples of the scholarly
discussion of synaesthesia in fiction, and “Coroeslances” is now considered to be the
axiom of popular interest in synaesthetic perceptio

But there is an unnecessary and unforgiving amotatiticism on the apparent
synaesthetic themes in these poems. The discussgymaesthetic themes in “Voyelles”
or “Correspondances” verges on cliché. Howevés,dartainly does not mean that every
study of these two poems is irrelevant. Notabigyelles” and “Correspondances” are
discussed in Cytowic'$asted which was published at the cusp of the synaeisthes
renaissancefastedcannot be faulted simply for discussing Rimbaud Baddelaire
since few modern surveys on synaesthesia had sloesdidered the synaesthetic
themes in these two poems. Moreovastedargues that “Voyelles” contains
scrupulous and “direct” references to synaesti&3ia This is a claim that Cytowic and
Eagleman would later refute two decades hend¥ednesday‘Rimbaud later claimed
to have invented vowel colors . . . the poem’s laaye belies Rimbaud’s arbitrary and
imagistic color associations” (189)n their short analysis, they deduce that Rimbaud

was not a ‘true’ synaesthete because vowels in élfeg”’ are not associated with the

7 ¢f. Bright Colors Falsely Seen.
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common colours for those letters. For example,isAisually found to be red and ‘O’ is
generally believed to be white. Cytowic and Eaglarassume with absolute certainty
that “Voyelles” does not depict synaesthetic grapée simply because the colours of the
poem’s vowels are rare among synaesthetes. Byh#esthesia studies mean to
rigorously defend the reality of this arguably almecmode of perception, it does not
make sense to dismiss the poem’s coloured vowelsptausible synaesthetic
permutation just because these colour associati@even more uncommon.
Furthermore, it is certainly not the case thastlties of synaesthesia in fiction
focus on these two poems. In her 2013 article &Stimesia in Literature,” Duffy states
that there are five prevalent “categories” of sythesia fiction: Romantic Ideal,
Romantic Pathology, Indicative of Pathology, EmoibCompleteness, and Accepted
Anomaly (649). Firstly, the Romantic Ideal corresgs with the intentions of the
Symbolists, where synaesthesia “evokes a visidraokcendental beauty” (654). The
Romantic Pathology also signals a transcendenteépgve state but the condition is
acquired via brain injury; Duffy considers ParkeFtse Fallento be an example of this
category (658). Thirdly, a work falls under thetext Indicative of Pathology if the text
presents synaesthesia as an obstacle in the sslhjec(661). | would argue th&girl
fits into this category since Jillian becomes Migiliverwhelmed by her synaesthesia on
music day; Jillian is so besieged by the explosibcoloured sound that her symptom
spreads from the pictures to the words on the pagen hearing too mangolo s at
once” (Fig. 9)® Fourthly, Emotional Completeness refers to tipeesentation of

synaesthesia as a “healing powex;Mango-Shaped Spatean example of this category

% This is my own interpretation of Duffy’s category “Indicative of Pathology.” The textual examples that
Duffy provides in her article are not covered in this thesis, so, for clarity’s sake, | have added my own.
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because the protagonist uses her synaesthesipgonithh a traumatic event (664).
Lastly, synaesthesia can be considered to be aeptet Anomaly when the mode is
represented as an “everyday facet of life for ghreesthete” (665). Here, it seems like
Duffy is referring to ‘faithful’ portrayals synadsdsia, but she also listéie Fallenas an
example of this category: Duffy argues that Rolsh&/naesthetic perceptions “bring
their host a layer of aesthetic delight and a sehseell-being” (665). Duffy is an
anomaly in synaesthesia studies since she protaise@amine several emerging trends in
synaesthesia fiction, and she also covers an afrxts with synaesthetic characters.
However, it is unclear whether or not each of Digffyategories is supposed to be
a clearly discernible archetype or a loosely defitteeme. Duffy does little to interrogate
each of her chosen texts with synaesthesia andrtiele reads more like a composite list
of examples of synaesthesia in fiction. The follogvexcerpt from Duffy’s analysis of
Salman Rushdie’Shalimar the Clowins one of many instances where her analysis is
somewhat lacking:

We see Colonel Kachhwah'’s synesthesia reBuolts his suppressing an
impulse toward beauty and poetry:

“His senses were changing into one another..t\Wha hearing? What was
taste? He hardly knew. He was in command of twdrmdusand men and he
thought the color gold sounded like a bass trombdte needed poetry. A poet
could explain him to himself, but he was a soldiéf he spoke of his need for
poetry, his men would think him weak.” (661)

The first sentence introduces the colonel, andishise entirety of Duffy’s analysis for

this passage. | appreciate Duffy’s attempt tooihice a new grand schema to the study
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of synaesthesia in fiction, but her article readgely like a summary of numerous texts
with synaesthesia. Duffy’s essay promises to nsadg@ficant headway in the field, but,
with her article, we are left with neither a critgof a significant problematic nor a
theoretical grilling of a discursive apparatus.

Finally, the analytical lens used to evaluate sgtiaagic themes in “Voyelles” and
Correspondances” is sometimes forced and arbitrarylssues in Literary Synaesthesia:
Synaesthesia as Neuropsychological and a Litedagp®&menon,” Reuven Tsur examines
various Romantic poems that use synaesthetic #gresfd he argues that synaesthesia is
used to heighten the reader’s investment in a tiexthis article from 2007, Tsur argues
that literary synaesthesia has a “witty qualityirato “a strange, magical experience or
heightened mystery” that is apt to spur the readamotions and manipulate the reader’s
attention (30-31). For instance, Tsur makes tHeviing assertion: “the particular
colours attributed to particular vowels in Rimbaugbem are not the ones associated in
‘genuine’ Synaesthesia; it is the global homoldupt tcreates the illusion of a term-by-
term analogy” (31). This assertion is confusingewese Tsur, like Cytowic and
Eagleman, seems to suggest that it is not podsiblesynaesthete to have the same
grapheme-colour associations found in Rimbaud’srpol we entertain the argument
that this poem is intended to be a ‘genuine’ regmestion of grapheme> colour
synaesthesia, we should not assume that Rimbaoldsre are ‘wrong’ since, as
Aleksandra Mroczko-\&sowicz and Danko Nikaliremind us, “evidence suggests that
the selection of graphemic and chromatic pairingyinesthetic associations is based on a
process that is driven partly by internal cognitivkes” (174)%° It may be unlikely that

the poem’s coloured vowels are popular, but ieidainly not impossible. | think Tsur

% Cf. “Colored Alphabets in Bilingual Synesthetes.”
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means to say that everybody generally believesgitzgthemes seem to be naturally
analogous with particular colours. Tsur’s phrassignclear, and he approaches
synaesthetic metaphor similar to Geary: he suggeateverybody has some form of
synaesthesia.

Tsur also begins his examination of synaestheditenature by providing a
similar historiography of “Voyelles” to the one iqvide at the beginning of this section.
Tsur briefly outlines the troubled history of syatieesia and synaesthesia in fiction, but
he disregards synaesthetic identity altogether pidéaces his argument with the
following explanation of his focus:

One conspicuous contrast between ‘genuine’ anciyesynaesthesia is that the

former involves rigidly predictable combinationss@nsory modes, whereas the

latter requires exceptionally great flexibility generating and understanding
unforeseen combinations, and, by the same tokemdaiming established

combinations. (30)

First, | am unsure how idiopathic synaesthesia'hgslly predictable combinations”
because each synaesthete’s colour combinatiorigsieinras Pater Hancock affirms, “the
origins of color bindings are obscure, partly bessamost synesthetes simply report that
the colors have ‘always’ been that way, with somenetiaking offence at the suggestion
that they are learned” (83Y° Also, synaesthesia can hardly be considered to be
“predictable:” the systemic lack of a cogent cwdtwr scientific understanding of the
mode is testament of this. Secondly, Tsur’s cls@gams self-defeating: Tsur argues that

literary synaesthesia has a more expansive repedbsynaesthetic transfers because

190 ¢ “Synesthesia, Alphabet Books, and Fridge Magnets.”
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literary synaesthesia boasts many more sensoryinatians than the mode itself. But
literary synaesthesia only “abandons” establislyp@easthetic sensory combinations
because literary synaesthesia forsakes the teraesthesia itself. “Soft colours” and
“warm sounds” — two cross-sensory metaphors that fignself mentions — are not
profound examples of either literary or idiopatbymaesthesia. | argue that literary
synaesthesia is merely a decorative term for ‘Bguirspeech,’ and that such rhetorical
figures only seem to be “flexible” because theysoevague and commonplace.

The Baudelaire-Rimbaud discussion is an overusadglie in synaesthesia
studies, and this scholarly conversation sometiimggets to discuss synaesthetic identity
itself. Synaesthesia studies needs to do morerétam to these two synaesthetic ur-
texts. Granted, it seems to be widely believetl dna current perspective on
synaesthesia originated from these two poems,tasdecessary to remind the reader of
the origins of this troubled literary tradition.uBit is counterintuitive for the field to
continue to inauspiciously expand the glut of &8on these poems or to revel in the
problematic finality of literary synaesthesia. Weeve to work harder to examine how
synaesthesia in fiction is represented, not toinaatto bicker over a topic that has been
thoroughly covered. It is certainly not wrong tealiss the history of synaesthesia in
fiction, but we need to expand the conversatiotihadibrary of texts with synaesthesia

continues to grow.
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V. True Faith: Liminal Performance and Narrative P rosthesis

Ceremonials

What is so special about synaesthesia? Cytowidagteman argue that
synaesthesia is not an abnormal function of thepadl brains have some degree of
neurological “cross talk” between senses, but ssth@tes tend to have more cross-
wiring than non-synaesthetes (205). For instaalk@eople, synaesthete and non-
synaesthete alike, will use three senses whentéstg food: taste relies heavily on the
sense of smell and touch. Taste and smell arexfately related,” Cytowic and
Eagleman continue, because one’s sense of smeétllrdrs significantly to one’s sense
of taste; for example, when you are sick, food wilt taste as rich or flavourful because
you have a diminished sense of smell (127). Oserse of smell does not make food
taste better: it is but one sense involved in tloegss of tasting food. Also, you use your
tongue to feel the texture of your nourishmentthis sense, it is arguable that everybody
naturally uses touch and smell to taste food. Hewmore, all people naturally hear with
the help of their eyes: if one is to watch a véoduist act, for instance, the viewer’s
brain can be naturally convinced that the voicthefdummy comes from the dummy’s
mouth, not from the ventriloquist (106). Similgriyhen you watch a film, your brain is
easily tricked into believing that the voice of #hetor onscreen originates from h/er
mouth, not from the television speakers. SoMb@e and an actor are perceived
simultaneously, the brain is apt to believe thatltdtation of the sound is the actor’s
mouth, even if this sound stimulus originates frelsewhere in the room. In this sense,

every brain will mingle sight and sound in ordentake this perception more orderly and
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coherent. However, | would add that this doestean that everybody has a latent form
of synaesthesia: we all combine our senses to sleigree when we navigate the real,
while synaesthetes experience the actual sengatioro sense impressions
simultaneously. The compartmentalized subject ctliterally taste an object just
through touch or smell: they must physically tasteobject in order to receive a
gustatory sensation.

Moreover, Cytowic and Eagleman also state thatessthates often consider
synaesthesia to be a “gift.” Although Cytowic dfableman adamantly state that every
brain has cross-sensory connections, they alsondrtteshow that the synaesthete has an
“astonishing gift” because their brains are mossrwired than the average subject (2).
The synaesthete is gifted, they argue, becausgyttaesthete tends to have a better
memory, be more creative, or be more imaginatiaa the “normal” subject, among
other things (102). However, this characterizabbesynaesthesia is confusing since it
seems to suggest that cross-sensory perceptiathsamatural and an unnatural state of
mind; there is nothing spectacular about crossesgnserception, Cytowic and Eagleman
argue — since all brains naturally mingle the sersbut more uncommon forms of cross-
talk, such as coloured hearing, seem unnaturallgibgzause these forms are
uncommon. Cytowic and Eagleman are heavily inadktaehe arbitrary notion of
normalcy: it is not just that everybody has a degreneurological cross-wiring, they
state, it is also the case that “the normal braimeiavily cross-wired” (205). Cytowic and
Eagleman lean on the term “normal” to classify peap general but they do not strictly
affirm that synaesthesia is ‘abnormal;’ quite tbatcary: they state that “synesthetes

simply have a different texture of reality” (20Lytowic and Eagleman’s study of
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synaesthesia seems to contend that there is natlorgy with synaesthesia, and that
Cross-sensory perception is just the way thatyhaesthete experiences reality. But the
dialectic here also suggests that the synaestheta wholly ‘normal’ since h/er form of
perception is inherently better than compartmergdlisensation, though the synaesthete
is also not entirely ‘abnormal’ since synaesthesenatural function of the brain.

But Wednesdajys not the only text that defines the mode witthia pretext of a
normative scale of perception. In this chaptexdmine the synaesthetic revelatory
scenario in two YA novels that attempt to offer Bsth meditative portrayal of
synaesthesia. Specifically, unlike other YA taxtshis chapterA Mango-Shaped Space
by Wendy Mass an@ne+One=Blueby M.J. Auch are coming-of-age-stories that focus
exclusively on the adolescent synaesthete’s steuggtome to terms with being ‘gifted’
with synaesthesia but also pubescent uncertairtyranpressure to be a ‘normal’
teenager. | contend that the synaesthete in timgads of formation is first outcast for
being disordered, and, following a series of raépassage, sh/e is resignified as
‘special’ and adopted back into the social order:The Point and the Line,” | argue that
Mia, the synaesthete Mangq is forced into a liminal performance in orderctpe with
being an outcast. Next, in “Hunted by a Frealdfdw Mia’s liminal rites, and argue that
Mangoalso represents synaesthesia as a narrative prosthe“Appropriating the
Empty Object,” | examine the role of the narratpresthesis in Mia’s postliminal rites.
Lastly, in “The Perfect Kiss,” | build on my disaisn of performativity and prosthesis,
and argue that M.J. Auch@ne+One=Bluehas the synaesthete overcome dejection by
objectifying another synaesthete; this section flactions as the chapter’s conclusion.

Ultimately, inMangoandOng the synaesthete must endure a severe emotiosial and
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then use their synaesthesia to overcome the traumaint. Synaesthesia in these texts
is the axiom that forces the synaesthete intotiniaand degradation; however, in each
work, synaesthesia also grants the subject a syonedlirth and psychic cleansing. In
effect, synaesthesia is represented as a dee@ygnampsychedelic form of escapism,;
synaesthesia, | argue, is ‘used’ to dissipate ematitrauma caused by pubescent

uncertainty and social isolation.

The Point and the Line

In Mangq Mia Winchell is a thirteen year old girl with graeme— colour and
sound— colour synaesthesia; she believes at first thatyewme sees letters, numbers,
and sounds as shapes and colours. In the protoddangg Mia recalls when, at the
age of eight, she first becomes aware that seeinthars and colours is unique. During
class, Mia is asked to answer a maths problem@bldckboard. Knowing that she
cannot solve the problem, Mia tries to stall byngstoloured chalk, and she expects the
class to agree with her approach. Mia unknowirgiyoses her synaesthesia to the class
by reading the numbers aloud: “the colors of theabers, you know, like the two is pink,
well of course it's not reallthis shade of pink, more like cotton-candy pink” (2-3his
statement leads to intense disapproval from hespeel her teacher, Mrs. Lowe.
Although Mia believes that she is “rewriting eachmber on the board in its correct
color,” Mrs. Lowe is “genuinely confused and manart a little annoyed” (2). Mia
subsequently becomes the object of the class’s engdince she assumes that
everybody has synaesthesia; because of this, $bedsethat her fault comes from

looking to Mrs. Lowe and the class for assistamsgeiad of looking at the blackboard.
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Since Mia knows that she cannot answer the questiengoes to the front of the
class knowing that she will have to make a perforeea“l remember thinking that if |
wrote slowly enough, the bell may ring before ighi' (1). Mia also hints that she feels
embarrassed as she approaches the blackboard dbstaus already dressed as a
shepherd-girl for the after-school Christmas page&ut Mia is concerned that her
performance will go awry since she knows that heage is visually arresting: “the one-
size-fits-all costume didn’t fit me” (1). Mia’s germance, as suggested by the loose-
fitting costume, will be neither seamless nor sastid since she knows that the
anonymous gaze of the class commands the roonte $ra knows that the gaze dooms
her performance to failure, she attempts to chaser@iment from the anonymous class
collective instead of solving the maths problensk#r Ultimately, Mia’s performance is
invalidated because both her person and her parsepm visually out of place.

Moreover, the power of the gaze separates Mia trantlass both physically and
linguistically. Mia is not only policed by the gazshe is barred from understanding the
voices of the other students: “Then | heard ita loud whisper from the back row.
Freak Except it sounded [ikEREEEEK (3). Mia recalls the concurrent conversation
with Mrs. Lowe in detail, but she can only rememther whispers of the students as
short, fragmented sentences. These insults commautat Mia, and, after this scenario,
she keeps her synaesthesia a secret. If we comxaé T. Mitchell and Sharon L.
Snyder’s examination of the “freak,” one may arthust Mia seeks reclusion and
sympathy because she is at odds with the classsvof ontological hygiene. In
Narrative Prosthesis: Disability and the Dependesonf DiscourseMitchell and Snyder

argue that the concept of the freak traditionadlyalls imagery of monstrosity and
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physical deformity; the freak seems deserving afEgthy because the freak appears to
be almost human, though it ultimately remains ateneus figure: “the freak evokes
associations with the monstrous and mythic fabaatiof the primordial kind” (152).
Now, | do not believe that Mia is represented asoaster per se, but it is no mistake that
we are supposed to sympathize with Mia becausesitgectified as different, both
visually and neurologically. The class is so offed by Mia’'s mysterious dialogue about
numbers and colours that it seems that her veryahitgnis called into question: “they
gawked at me as if | had sprouted another head”K8) Mia, the whispers also only
“soundedike FREEEEK because Mia is the victim of the class’s sigmfyieconomy:

she does not entirely comprehend the anger andisionfbehind the insults because she
is cast outside the linguistic and taxonomic bouedeaof the class. This is why she
passively accepts her signification as a freaknélieugh she does not entirely
understand this designation.

Mia succumbs to the class’s abuse, and her idastiipdercut by the
authoritative insults of the anonymous studentective. The class polices Mia and
attempts to fix her with a determinate identitygugh the phonemes they use to police
her are indeterminate and ambiguols€ak becomes FREEEEK” and then the
voices fade to anonymous whispers. Here, we hawxample of Derrida’s
“différance,” which points to the endless play dfaetences in language. Fhe Margins
of PhilosophyDerrida defines différance as follows: “The sfggd concept is never
present in and of itself, in a sufficient presetied would refer only to itself. Essentially
and lawfully, every concept is inscribed in a chainn a system within which it refers to

the other, to other concepts, by means of the syte play of differences” (11). Mia
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appears to have an unknown condition, and the alésspts to reconcile this
unnameable difference by inscribing her with a n@wbiguous ‘non-identity.” Mia is
interpellated as other, and we can see the hypoafithe class’s insults when the class
uses several variations on the word ‘freak’ toet#htiate Mia from themselves. The
logocentric discourse of the class attempts tdid’'s ambiguous identity with a final
signified, but the class also depends on the diffée inherent in language to do so. The
class’s insults are essentially self-defeating:vdagy act of signification demonstrates
difference, and these insults mean to fix Mia’ ity with a proper name, a
transcendental signified.

The prologue ends with Mia in the principal’s offideeling defeated, she gives
up trying to insist to Mrs. Lowe, Principal Dubnand her parents that her synaesthesia
is real. Mrs. Lowe and Principal Dubner also deidia’s performance as
“uncharacteristic behaviour;” similar @irl, the synaesthete Mangois signified by a
teacher, and the act of namingMiangoisolates and silences the synaesthete: the
teachers and Mia’s parents squabble over Mia’'sdatghe “sat there and listened to them
talk” (4). InMangq what begins as a performance in the classrooms it a
refutation of identity; here, we see a temporaryaten of both performer and the desire
to perform: “So | pretended | made everything lipat there and said things like ‘It was
stupid™ (4). Consequently, Mia is forced to traims into a liminal phase where she is
unable to speak sincerely about synaesthesiaaianeth Jonathan Rose, as an audience of
“‘common” readers who know nothing of synaesthdbiastudents and faculty at Mia’s

school use the power of “appropriation” to rendea’®ivoice “less than totally
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efficacious and radically acculturating” since theynot read as Mia does (43%). This
exposition of Mia’s synaesthesia acts as a threldhetween knowledge and isolation: the
blackboard episode begins with a performance basetde desire for identification, and

the scene culminates with a performance confoubgete lack of identity acceptance.

Hunted by a Freak

After the prologue, several years go by where Miasdnot mention her
synaesthesia to anybody. The rest of the narr&dugses on Mia when she is in the
seventh grade. At the age of thirteen, Mia i$ B&iving problems with maths, and she
performs poorly on a series of maths tests at dchisiber failing these tests, Mia’s
grades begin to drop, and she discloses her symm#sto her family; knowledge of her
synaesthesia is subsequently leaked to her peschabl. Similar t@irl, Mangodoes
not define synaesthesia for the reader until tmassgthete has endured a series of liminal
hardships; irMangg we get a definition of synaesthesia in the neve$icond act. After
both a doctor and a psychotherapist cannot expdars colours, Mia is taken to Dr.
Jerry Weiss, a neurologist. Jerry explains thattsds synaesthesia, “a condition that is
harmless;” he affirms that her colours are notsaease, as her family first believes (103).
When Mia learns the term for synaesthesia, she Jilkan, becomes visibly ecstatic and
“very happy” (112-113). But this naming rite doex lead to Mia’s immediate
reincorporation into the social order as it doe€in.'* In this section, | argue that

Mia’s interpellation as synaesthetic marks the einsbveral years of stagnation and

100 ¢, “Rereading the English Common Reader: A Preface to a History of Audiences.”

192 find the climax of Girl to be rather abrupt, and its dénouement quite short. The Kirkus review of Girl
makes a similar point: “While the tidiness of Jillian’s resolution strains credulity, the exploration of her
unusual perception charms.”
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silence; this event also instigates various rifgsassage, which will be detailed
throughout this section.

First, why wait to the middle of the book to explaynaesthesia to the reader?
For a moment, | will mention Duffy’s brief analyssManga Duffy argues that
synaesthesia iMangois a form of “emotional completeness:” synaesthssiaetimes
functions as a means for the subject to heal theesand regain equilibrium (6643
Drawing on Duffy’s dialectic, one might argue tlitahakes sense to withhold a
contextualization of synaesthesia for a large arhotinarrative since this would raise
the stakes of the story; this could also make tbhégonist’s plight seem more realistic
and worthy of sympathy. Duffy provides the follmgiexample of emotional
completeness iManga the death of Mango, Mia’s cat and the namesalkbeofext,
leads Mia to temporarily lose her synaesthesia; diig regains her synaesthesia once
she resolves the trauma that follows the deatreophbt (664). Arguably, the lack of an
immediate definition of synaesthesia seems to all@weader to feel the effects of
exclusion; both Mia and the reader are barred faacomprehensible understanding of
Mia’s perception and being.

But synaesthesia should not only be viewed in goghetic light since this may
suggest that the synaesthete is merely an objaictith ‘normal’ subject uses to levy their
emotions into the text. After Mia’s revelatory saeeo, she generally avoids discussing
synaesthesia, though she still considers synaéstioelse an integral part of her identity.
This is most apparent with Mia’s relationship witér cat, Mango. Mango is named after
the colour of his purrs, though all the other chtaes believe that he is named after the

colour of his eyes (24). So whenever Mango isrreteto by name, the speaker is

193 ¢, “Synaesthesia in Literature.”
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unknowingly referring to Mia’s synaesthesia. Masgmame is a conceit that allows Mia
to both keep her synaesthesia a secret and atiutie £xistence of one of her percepts.
Mia uses Mango to openly discuss her synaesthasiawt directly mentioning the

mode; even after Mia’s naming rite and the onseitloér threshold rites, Mia depends on
Mango to give herself confidence. For examplesrdftia’s naming rite, Jerry prompts
Mia to search for synaesthesia on the internetyvghe does so, we learn that her
internet password is “M-A-N-G-O” (118). When Midtempts to navigate online publics
in search of information on synaesthesia, the BegriMango’ functions as a protective
shield that protects Mia’s anonymity, and synaesthes again interposed as a secretive,
fragmentary identity (118). In this instance, Mitempts to create an online identity;
this is an imaginary extension of Mia’'s being, @hé uses a symbolic representation of
Mango to perform this rite since Mango already fiores as a symbolic extension of her
psyche.

Mango was originally a stray cat that Mia foundgbexd on her grandfather’s
grave. Because of this, Mia believes that Mangbdw's part if the soul of her dead
grandfather: part of him is “stored safe and sousdle of Mango” (27). This implies
that Mango is himself an in-between space: hdimmiaal site between life and death
where the soul of Mia’s grandfather presumablydesi More importantly, Mia keeps
this belief a secret, though she also tries totoipeople that Mango and her grandfather
are metaphysically intertwined. A notable exangdléhis is the painting that Mia works
on for the majority of the story, and which sheemds to leave at her grandfather’s grave.
Mia attempts to paint Mango onto her grandfathsinsulder; but Mango can barely fit

into the small space Mia has designated for hird,sanhis icon is almost unrecognizable
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(24). Numerous people comment on the painting,lendather even points out that
Mango and the grandfather are painted with sin@les: “They say that eyes are the
windows to the soul, you know. | can see Grandphase eyes” (25). But despite such
praise, Mia continues to be secretive about hefid@mce in the transmigration of the
soul. The intertwined image of Mia and the gratit#ais the focus of the painting, but
the painting itself does not overtly suggest thatttivo beings are metaphysically linked.
The painting broadcasts Mia’s two secrets — heasstiesia and her belief in
metempsychosis — but the intended meaning of teg)e remains unintelligible. Here
we have an example of Baudrillard’s hyperreal:réadity of Mia’s perceptual experience
is undermined in lieu of a convoluted chain of gigns, “a frisson of vertiginous and
phony exactitude, a frisson of simultaneous distenand magnification, of distortion of
scale, of an excessive transparency” (#9)Synaesthesia gives meaning to Mango,
Grandpa gives meaning to Mango, Mango gives medbni@yandpa’s death, and the
limbic status of Grandpa’s soul seems to justifiaMlisecretive nature. Mia attempts to
publicize her secrets through a piece of art, leitaetixiom of this representation is
crowded by a complex array of simulations that $reoher metaphysical intentions.

By the middle of the book, Mango begins to act ‘dgiand he subsequently
hides in the walls of Mia’s home to escape punigtitmgnen he misbehaves (95). This is
significant because the walls are an inaccessiidaraegular in-between space: “like the
rest of us, Mango had found the house’s little rso@mkd crannies that never quite fit
together” (95). This episode in particular ocatirectly after Mia reveals her
synaesthesia to her parents, and, at this poiststtll believed that Mia is fabricating her

percepts. Mia’s parents take her to a psychoth&rdqt the doctor dismisses Mia’s

19% ¢, Simulacra and Simulation.
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synaesthesia as her imagination. The psychotlsnagbers to Mia’s synaesthesia as
“middle child syndrome,” though Mia insists her @ois are real (83). Miais
inadvertently ‘diagnosed’ as abnormal, and thisrmllation directly corresponds with
Mango’s “weird” behaviour; shortly thereafter, Mé@en wonders out loud if Mango is
suffering from “middle cat syndrome” (100). But Mg does not merely symbolize
Mia’s plight; | contend that Mango is also a “naiva prostheses,” in Mitchell and
Snyder’s use of the term (47). Mitchell and Snyalgue that the concept of the disabled
body is an ideological construction, and that digghs marginalized and misconstrued
because it is systematically represented two wdiyst, as a stock figure of
characterization and, second, as an opportunistaphorical device” (47). In this
regard, we can think of Mango as merely a re-pitasien of Mia’s lack of agency and
the secrecy that surrounds her condition. SinceWes Mango to both publicize and
‘normalize’ her synaesthesia, Mango is also a @ethat Mia uses to try to understand
her perceptive reality. Mango can be considerdukta prosthetic figure because his
presence seems give an illusory sense of meaniMggte existence, and his absence
seems to expose a lack in Mia’s being.

Eventually, Mia’s synaesthesia becomes common keagd at school, and other
students begin to recognize her; they also inteEfgeher as “the girl who sees colors”
(99). This leads Mia to think of her synaesthesianore of a gift than a curse, and she
feels the need to experiment with her synaesthiathi@r than keep it a secret. In one
episode, Mia secludes herself in her bathroom atehand plays loud music; in this
intensely private space, her synaesthesia takesloeatrical dimension: she watches the

colours of the music become more “solid” when tbkered sounds appear to enmesh
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with the rising steam (154). Here, Mia also wagcher coloured percepts take on an
arousing, transcendental dimension; she sits nudalimly lit space, as if to birth herself
into a sublime realm: “It's like I'm part of the wle fabric of the universe — the air, the
water, the music, the color, the shapes, and n¢ inghe middle. | can’t believe I'm
just discovering this” (154). Eventually, she candewn from her ecstatic state and
coyly states to herself: “I remember I'm supposedé in the tub, not standing in the
middle of the room” (154). Mia has internalizee triginal designation of difference
forced upon her, and, as a result, she beging toud@ bizarre, sensual, and intensely
personal spectacle of synaesthetic experience.ta®be centre-stage, so to speak, in the
bathroom — which is itself a liminal, hidden spada order to tap into the faux-
transcendentalism of the coloured steam abovedtie the steam itself functions as
another liminal space between synaesthetic divanaind the corporeality of her bare
flesh.

Synaesthesia here takes on a mystical qualitygtnan actuality, the colour of a
sound would not ‘play’ with the steam, lsngosuggests it would. A seen object and a
synaesthetic percept would not directly interachveiach other since synaesthesia is not a
freestanding spatium that exists independently fiileemind. Mia could certainly be
hallucinating or imagining this scene, but the gixes the impression that the
synaesthete has the capability to manually cotitet synaesthetic percepts and visually
manipulate the objects in their perceptive fieldn“attempting to duplicate the situation
the woman wrote about where she saw all the shiapghe steam” (153). Mia’s
bathroom theatre of synaesthetic experience caomsdered to be a “spectacle,” in Guy

Debord’s sense of the term, since the strange mmgf colour and steam is a display
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that confuses fictional and nonfictional understagd of synaesthesia. It is ambiguous
what exactly Mia considers to be an object ‘outeha the real’ and what is merely
supposed to be a perceptual image; as Debord ,stitespectacle proclaims the
predominance of appearance and asserts that alrhlif®, which is to say all social life,
is mere appearance” (6% Mia locates herself in an ambiguous, unseengfdhe house
in an attempt to momentarily forget her physicasance in lieu of an imaginary, purely
spiritual sense of being.

| argue that this spectacular presentation of ssthasia also suggests that
synaesthesia is a disability. As Mitchell and Ssrycbntinue, a disabled character is
sometimes endowed with a symbolic extension of twn body; this “narrative
prosthesis” seems to transform the subject intald@ bodied agent. Also, the narrative
prosthesis is an ideological device that reinfotbesarbitrary debasement of the disabled
subject. The narrative prosthesis makes the didgi#rson seem to be less of a complete
person, and therefore less human than the abled Hauysical and cognitive anomalies
promise to lend a ‘tangible’ body to textual abstians” (47-48). The other students see
Mia as a freak, and her synaesthesia causes Hergoorly at school; most importantly
of all, she is represented as an incomplete bouyMango is the missing piece of the
soma that gives tangible meaning to her seemimgigrnmunicable, abstract perception.
| do not want to suggest that synaesthesia igadt) & disability — because it certainly is
not — butMangois so inclined to garner the reader’s sympathytt@asynaesthete in the
text is considered to be abnormal but also metapéiyy disabled. This becomes more
evident when we remember that Mango is enfeeblethéentirety of the narrative, and

that he eventually dies because of his condititme Vet told us that Mango was born

195 ¢f. The Society of the Spectacle.
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with a deep rip in the lining of one lung and thatouldn’t be fixed” (24). Mango
requires medication to remain alive, but he carenbe entirely healthy; after Mango’s
unexpected death near the end of the novel, Matef affirms: “You knew he was sick
since the day you found him. It's a blessing thathad him around as long as we did”
(244). But when Mango dies, Mia is overwhelmedwgtilt and grief because she
believes she did not give Mango his medication sbastly; as a result of the trauma of
Mango’s death, Mia’s synaesthesia temporarily \sess Her prosthetic disappears, and
so does her synaesthetic perception for a shaagef time; additionally, Mango’s
death forces Mia to undergo a symbolic death: “gmg is so gray and pale and
lifeless” (246). Mango epitomizes Mia’s lack offsewareness, and his presence leads
Mia to believe that she is mentally healthy. Alsimce a comprehensive definition of
synaesthesia does not appear until the middleeotetkt, the narrative itself is constituted
as a lack since the text deliberately withholdsinfation about synaesthesia in order to

garner a deeper emotional investment from the reade

Appropriating the Empty Object

Mia’s percepts return once she locates a youngesyhate named Billy Henkle.
Mia intermittently searches for Billy for the ermtiy of the narrative. Mia originally
meets Billy haphazardly at the beginning of thekbathen she introduces herself to him
while the two of them wait in line at the grocetgre. Subsequently, Billy quickly
affirms that “Mia” is a pretty name because “itisrple with orange stripes;” but before
Mia can respond, he is whisked away by his motB&). (Before Billy and his mother
disappear, his mother quickly dismisses his syhass as “overactive imagination”

(37). Mia makes it her personal mission to fintlyBsince he is the first person with
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synaesthesia that she ever meets. Her searclsiisronce Mia learns the term for
synaesthesia and Jerry informs her that the modatisal phenomenon: “I must find
Billy now. | have to let his mother know he doddmave a brain tumor” (107). Like
Wanda'’s constant interjections about Graczikap Ten Mia often brings up Billy’s
name in order to remind the reader of the argueddirictive, exclusionary nature of
synaesthesia.

At the end of the novel, Billy, his mother, and kister Amy casually appear at
Mia’s home. Mia knows Amy from school; Amy is oakthe girls who mocked Mia’s
synaesthesia, and Mia was unaware that Billy ang #ere related. It is worth citing
this passage in full so we can thoroughly examiitig’8role in the return of Mia’s
synaesthesia. This scene occurs in the final paigg® novel, and it follows the Henkle
family’s entrance into the Winchell household andsMHenkle’s account of Billy's
“attachment” to Mia:

Billy wraps his arms around my leg as Mrs. Kermpushes herself up from the
couch. “Amy told me that letters and numbers haoler for you,” she says to
me. “And | realize you were trying to tell me albdwa few weeks ago. Ever
since Billy met you, this color thing is all hekalabout.”

Billy nods happily, and | smile at him. Smiiis starting to feel less foreign.

“So what do you think | should do?” she askajnding helpless. “His
kindergarten teacher is talking about putting hinaispecial class next year

because of this.”
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| glance at Amy, who looks away. “There’smog wrong with Billy,” | tell
Mrs. Henkle. “I've met other people who have systhesia — that's what it's
called — and they're totally fine.”

Billy is busy fidgeting with the lever that turrfset chair into a recliner. | don’t
know how much of this conversation he understabds| think on some level
he’s aware that this is a turning point for him.

Mrs. Henkle is still not convinced. “But isn’t tteeanything to treat this...
this... disease?

Zach [Mia’s brother] steps forward before | carnpasd. His eyes are blazing.
“My sister doesn’t have a disease. She has 4 gift.

| gape at him gratefully as he steps back nextrtty Avho has a new look of
respect in her eyes. | don’t think many peopledtap to her mother.

“What color is my name, Mia?” Billy asks gleefullgreaking the moment of
silence.

“Your name is light brown like wood, with some dbiypie sprinkled in,” |
reply, kneeling next to him. “And it's sort of mug”

“Like oatmeal?” he asks hopefully.

“Just like oatmeal.”

“No, it's not,” he says, laughing and bouncing ia seat. “It's bright pink and
shiny like my granddaddy’s head!”

“Um, Mia,” my mother says. “Does this mean youlots are back?”

| stand up with a start. The words in my headimlor again, and | didn’t

even notice it. | excuse myself and run upstairshieck out my alphabet poster.
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Good ol’ sunflower-yellowa. Shimmering green Robin’s-egg-blue. They're

all back. The experience feels so familiar anéifpr at the same time. | think

it's because so much has changed. | have no m&adbe this new person. |

head back downstairs.
“Thank you for your time,” Mrs. Henkle says to mym and me as she hands

Billy his jacket. “You've given me a lot to thirkbout. Amy is cheering at a

school basketball game, so we have to go now.”-(Z&8
| maintain that this scene depicts the symbolingfar of Mia’s prosthetic: Billy replaces
Mango as Mia’s narrative prosthesis. In this scareealso withess Mia’s postliminal
rites of reincorporation and symbolic rebirth. utllne both of these ideas below.

First, Billy becomes Mia’s new prosthetic when heases Mia’s affection over
his Mother’s domineering presence. Billy clingdM@’s leg as Mrs. Henkle rises and
moves in their direction: in this laying on of hanilly fulfills his desire for Mia’s
protection, and he also vies to escape his motkphisre of influence. Mia’s confidence
and voice are rejuvenated, and she is able to stana Mrs. Henkle; this is significant
because Mrs. Henkle is an authority figure who dsses synaesthesia as a disease. But
Mia does not regain her voice completely: it isiZato corrects the assumption that
synaesthesia is an illness. Zack exonerates Migsder status, but he also reinforces
Mia’s lack of vocal influence. In an ironic twigack’s use of the term “gift” is itself a
ceremonial gift that marks Mia’s hybridization irttee family structure. Next, this scene
features a series of naming rites where Mia anly Bichristen each other as
synaesthetes. These declaratory verbal pronoumtsmezall their original meeting; it

also erases the metaphysical lack felt by bothgsaduring their prolonged separation.
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This mock liturgy also follows van Gennep’s formtida of postliminal rites since this
scene is “systematized in the form of commemorati¢h49)° This ceremonial is also
in line with Turner’s characterization of “commuast” communitas is the social equity
that the liminal subject expects from successfatlgnpleting the rites process:
communitas is “best to arise in the intervals betwmcumbencies of social positions and
statuses, in what used to be known as ‘the inbesof the social structure™ (138’
Finally, Mia’s percepts return, and her symbolibireh is complete once she hastens
upstairs to symbolically relive language acquisitily matching her coloured letters to
her alphabet chart. Mia’s postliminal rites mdr& teturn of her synaesthesia, but her
agency is still compromised to some degree andpitaptly, her prosthetic remains.
Billy’s involvement in Mia’s postliminal rites maseem intricate, but Billy’s
character remains stagnant, and he can also bghtotias a MacGuffin. All we know
about Billy is that he has synaesthesia and tisamother believes his coloured percepts
constitute a disease. Billy is a plot device 8&#ms to serve little purpose in the
narrative but to give Mia a reason to publicize $ygraesthesia; this follows McGowan’s
definition of this Hitchcockian device: “what theddGuffin really is doesn’t matter,
though the entire narrative turns on the pursuit’q514).*°® In other words, Billy does
not have to be Billy in order for the narrativentake sense: the plot of the story would
remain relatively unchanged if Mia, for examplendamly hears a commercial that
discusses synaesthesia and then spends the testridrrative looking out for the same

advertisement. Billy’s abrupt and contrived exarh Mia’s postliminal ceremony also

198 ¢f, The Rites of Passage.

Cf. The Ritual Process: Structure and Anti-Structure
Cf. “Hitchcock’s Ethics of Suspense: Psychoanalysis and the Devaluation of the Object.”
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gives credence to this reading since Billy’s mottauld give any excuse to leave the

scene: they enter and leave Mia’s home at the coenee of the plot.

care about their dresses. For dinner we have the left-
overs from the meal I cooked yesterday, and again,

nobody thanks me.

I'm already out of my seat when the final school bell
rings on Wednesday. Roger is waiting for me by my

locker as planned, looking uncomfortable. I toss my

Fig. 18: Mango-Shaped Section BreakA Mango-Shaped Space. Wendy Mass. New York: Little,
Brown and Company, 2003. Page 175.

Lastly, as an aside, one may argue that Mango’stgeems to inhabit the text as
a paratextual element: every section break — befibré and after his death — is
exemplified by the silhouette of a cat. This gitles impression that Mango will always
signify an in-between space (Fig. 18). The nareatheans to show us that it is wrong to
assume that synaesthesia is an abnormal freakignivlib still needs a prosthetic to
make her synaesthesia feel less like a debilitatragmented, and friendless experience.
These aspects of the text lead me to argue thae#uer is meant to infer that the
discursive constraints of normative perceptionadreolute, and that the synaesthetic
prosthetic seems to be a latent, lingering exigtenécessity for the synaesthete. |take
issue with the fact that Mia seems perfectly hapftly being ‘special,” and that the text
adamantly reifies synaesthesia’s classifications ‘@®ndition” (100). One such
example occurs when Mia loses her colours, anatisaeacterizes compartmentalized

perception as a degrading and depressing mode cégden:
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All I am is the girl who is no longer special inyaway. I'm the girl who is

empty. Like a deflated helium balloon. | can'tibee this is how everyone else

feels all the time. (236)
Mia’s Weltschmerz can be partially attributed te tirief she feels over the loss of her
cat, but this anger is also fueled by her beliaf #ynaesthesia seems to be a privileged
subject position. Ultimately, synaesthesidiangois constituted as an identity that is
beyond either/or designations, as if normalcydsmcept that cannot be negotiated or
reconciled. At the end of the text, Mango seentsatant the text and Billy becomes
Mia’s new prosthesis, which suggests that synasssth® perpetually intertwined with

liminality and abnormality.

The Perfect Kiss

But Mangois not the only text that depicts the synaesthesialatory scenario as
an isolating, traumatic evenOne+One=Blueby M.J. Auch follows Basil, a twelve year
old boy with grapheme» colour synaesthesia who, at first, is convinced be is the
only person in the world who sees numbers andrlagieolours. He often meditates over
being a “loser” at school, which he partly attrisito being homeschooled for the
majority of his life. Basil therefore assumes thatlacks the social skills needed to
conform to a group collective (1). But Basil beks that the overriding reason for his
lack of popularity is his synaesthesia. In thetfahapter, Basil unknowingly exposes his
synaesthesia to Jason, another classmate, whitesthef them work through a maths
problem aloud; Jason reacts with confusion, whead$ Basil to explain that he is bad at
mathematics because he often mixes up numberkdkatsimilar colours: “I get them

mixed up a lot. Don’t you?’ Jason dipped his ¢l peered at me over his glasses”
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(4). InOne the synaesthete’s revelatory scenario also imgfeading a maths problem,
as it does iltMangq likewise, Basil is also policed by a suspiciougrmative gaze of a
classmate. However, Basil learns that synaestiesiat a universal trait, not in panoptic
fashion in front an entire class of students, baitan accidental confession to a single
person.

Onealso uses the narrative prosthesis to give theesyhate an artificial sense of
solidarity. Basil's prosthetic figure takes thenfoof another synaesthete, Tenzie, though
he neither appropriates her as a prosthesis naid®mher a friend until the end of the
novel. Tenzie is a twelve year old girl with graptre— colour synaesthesia and also
something she refers to as her “grid;” this gridme to be sequence-space synaesthesia
(Fig. 19). Both Basil and Tenzie characterize gnid as “magic,” and Tenzie describes
the grid itself as follows:

“The grid surrounds me on three sides. The sidigigs are along the bottom —

that’s blue. Then the next level up is blue-gredghat’s the tens.” Tenzie’s right

index finger was tracing horizontal lines. “Th&dhevel is twenties — a bright
green.” (753%°
Tenzie’s grid seems to function as both a prostteetd a protective shield: for example,
Basil believes that Tenzie visualizes the gridnden to overcome anxiety when she
auditions for a school play (75). Logically speukiit is quite possible that Tenzie ‘uses’

her sequence-space synaesthesia to help her ovesroaety, though this would mean

109 . . . . . .
With sequence-space synaesthesia, the subject visualizes numbers or dates (numerical sequences) as a

location projected outside the body. Fig. 19 offers an example of sequence-space synaesthesia, which is
taken from Eagleman’s “The Objectification of Overlearned Sequences: A New View of Spatial
Sequences.” Eagleman’s example demonstrates how the synaesthete with sequence-space form
perceives months as a distinct location outside of the body (1266). Although Tenzie’s sequence-space is
number-based, the idea is the same.
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that Tenzie visualizes maths sums for the entiwétyer audition. | do not discount this
possibility, and if this is indeed what Tenzie ddes performance mirrors Mia’s own
synaesthetic performance in front of the blackboaidwever, in actuality, sequence-
space synaesthesia is not a “magic” square thati@ean simply ‘step into’ in order to
cleanse her emotional state. Although it does nsakese for the subject to focus on a
familiar element in order to deal with a stressitliation, it seems as if Tenzie’'s

synaesthesia also functions as a utilitarian for@nopowerment.

Third person perspective First person perspective

Fig. 19: Sequence-Space Synaesthesia. “The Objeictftion of Overlearned Sequences: A New View
of Spatial Sequences.” David M. EaglemarCortex 45 (2009). Page 1269.

But we do not actually know that Tenzie utilizes gad during her audition since
we only get Basil's perception of this event. Tiersegrid, in this case, is only really
present because Basil says it is: he merely asstirae$enzie’s brain is attenuating
synaesthetic stimuli during her audition. At th@nt in the novel, Basil still does not
consider Tenzie to be a friend, though he humoersatiempt at friendship because he
and Tenzie both have coloured graphemes. Alsal &as Tenzie are unaware that other
people share their form of perception. Synaesthfesins the basis of their friendship,

though Basil still refuses to accept Tenzie asemét until the novel’s climax. Since
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Basil’'s relationship with Tenzie is shallow and eséed, it is arguable that she is not the
focus of his gaze during the audition; arguablysiBgazes at the location of the
synaesthetic percept that he believes Tenzie remily experiencing. The object of his
desire is the magic gird, and it is arguable tregiBoelieves that the gird is Tenzie’s
empowering prosthetic. Shortly after the audigoene, Basil does an internet search for
“seeing numbers as colors,” which leads him toalisc the term “synaesthesia” (80).
Tenzie spurs Basil’'s new fascination with his coémbpercepts, and she functions as a
placeholder for the ambiguous object of Basil’sgaaming search for synaesthetic
identity.

For the majority of the narrative, Tenzie is a proBasil’s process of self-
discovery. It is Tenzie who masterminds the ptatrack down Carly, Basil’s selfish,
estranged mother. Several years before the ewétiie novel, Carly moves to
California to become an actress and she leave$ ®Bdsie with his grandmother in
Pennsylvania. In the novel’'s second act, Carlgflyrireturns home to live with Basil and
his grandmother; much to Tenzie's delight, Carketaover direction of the school play,
but Carly soon disappears when she runs out of ynohenzie then pressures Basil to
embark with her on an ill-fated road trip to Micaigin search of Carly; when Basil and
Tenzie eventually find Carly, the children suggéstly all move to California together,
and Carly reluctantly agrees. After they drivegome time, Carly drops Tenzie and
Basil off at a library somewhere in western MicmgaCarly informs Tenzie and Basil
that she needs to run some errands before theyrkifidnahe West Coast, and she
convinces the children that she will collect thextet in the afternoon. However, Carly

never returns, and Basil is forced to call thegmhand then his grandmother to request a
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ride home. During the odyssey with Carly, Baspertences his mother’s flightiness and
abuse first hand; he also believes these strongi@msdransform his synaesthesia: |
could taste the anger — sort of metallic. Was émather part of my synaesthesia?”
(232). But despite all this emotional turbulentenzie has becomes enamoured with the
misguided idea of running away to California. Aistpoint in the text, the ‘voice of
reason’ shifts from Tenzie to Basil, as Tenzie neméxated on the fantasy and failure
of their plan. Tenzie wants to naively follow Gatb California to be an actress herself,
and Basil takes it upon himself to stop Tenzies thia symbolic action that seems to
correct Basil’s failure to negate Carly’s repeaabdndonment: “Tenzie, this is all a great
dream, but you know none of it is going to come'tr{2z41). Tenzie’s failed plan helps
Basil overcome his awkward, passive aggressivéioakhip with his mother; Tenzie's
role in this resolution is to merely be a symboéepresentation of Carly.

Tenzie’s primary role in the novel is to directhfluence Basil’s narrative arc, not
to discover anything profound about her own persbimoughout most of the narrative,
Tenzie happily believes that her parents ignorethes leads her to believe that she has
no boundaries and that she can do or go anywhere/ghts. It is this confidence that
incents her to take off with Basil on their jourrteyMichigan. But when they return
home at the novel’'s end, Tenzie realizes that hegris do not disregard her as much as
she thinks: “They missed me right away, Pesto. péents actually missed me” (247).
Tenzie’s character is largely static, and argu#idyonly lesson she learns by the novel’s
end is tidily resolved in this single sentence. r&étwer, Tenzie can be considered to be a

“Manic Pixie Dream Girl,” to channel Nathan Rabigtsaracterization of Kirsten’s
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Dunst’s character in the Cameron Crowe filifizrabethtown Rabin defines this term as
follows:
The Manic Pixie Dream Girl exists solely in thedéesd imagination of sensitive
writer-directors [read: fiction writers, fictionaharacters] to teach broodingly
soulful young men to embrace life and its infimtgsteries and adventure. The
Manic Pixie Dream Girl is an all-or-nothing propisn.**°
Basil’s spiritual journey is complete once he fudlypropriates Tenzie into his own being.
At the end of the novel, Basil surprises Tenziallgwing her into his room; this is a
space that he considers intensely private. Hey @mb his room is most unusual since,
at the beginning of the text, Basil becomes indrigdawkward once Tenzie sets foot in
this space. In fact, he feels that she has invadaenbolic projection of his own mind:
“I couldn’t stand having Tenzie in there anothezs®l. | didn’t want her to know how
important that color stuff was to me. It was mthran important. lvasme” (24). Once
the two children have significantly bonded overitlsgnaesthesia and Basil has come to
terms with his mother’'s abandonment, Basil allowsZie to re-enter his room. | argues
that he does so because he means to figurativplpapate her grid, which is the private
space that only she can perceive. As a gift taziBgBasil drapes his picture window
with colour in order to project an image that rebla Tenzie's grid. Once Tenzie
affirms that the gift is “perfect,” Basil’s spiriélijourney is complete (260). Basil's
image of Tenzie's grid has been given an observaigigence; this means to solidify
Basil and Tenzie’s friendship but it also consunesdheir two liminal spaces — her grid

and his room — into one perfected masculine space.

119 ¢ “The Bataan Death March of Whimsy Case File #1: Elizabethtown.”
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In sum,MangoandOneare quite similar in their goals and scope, dedpi¢ fact
that Auch is a synaesthete and Mass is not. heetext, the synaesthete’s formative
process is also defined by three liminal phasesth Blia and Basil begin their story as a
disordered other and they subsequently crusade/@another synaesthete from
seclusion. Both protagonists begin with a prelahiphase, where the subject believes
they sh/e is cursed with an alien form of perceptaliminal phase, where the subject
learns about synaesthesia but is still considerdx tneither normal and abnormal, and a
postliminal phase, where the synaesthete beconme$nced that sh/e possesses a
supernatural gift. UltimatelyylangoandOneare part of an emerging trend in Young
Adult fiction, where synaesthesia is systematicadlyresented as an empty object or a
wayward form of perception; the synaesthete, bgresion, is typified as a voiceless

other who is incapable and unwilling to overruleithmarginalized position.
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Coda: The Wikiality of the Synaesthesia Closet

Goodreadgrovides an assortment of YA novels to investigaté discuss, and
this social cataloging site also further complisatey original question about the
categorization of the text with synaesthesia.hindge of new media, it is arguable that
the synaesthete need not endure the prolongedtamtgrand alienation that Cytowic
and others suggest are typical of synaesthetigishatls. If isolation and silence are
definitive characteristics of synaesthetic identibe myriad social networking and
cataloging sites and web applications availableighprove to be viable outlets for
understanding the mode, connecting with other ssthages, and finding texts on
synaesthesia that one would otherwise not be aldedess. Butoodreadsarguably
one of the primary outlets for information of syséesia in fiction, reinforces the
categorical separation between ‘distinctly’ synaest narratives and stories without any
presence of idiopathic cross-sensory perception.

Prior to myGoodreadsearch, | had stumbled upon a few texts with sythasms
thanks to the few scholarly articles on synaesghiesfiction, most notably “Synesthesia
in Literature” by Patricia Lynne Duffy. Duffy’s &cle introduces the reader to many
works of fiction that feature synaesthesia and sgtieetic metaphor, but Duffy
sometimes fails to reflect on the constructionysfaesthesia in her chosen texts. For
example, “Synesthesia in Literature” opens withftil®wing statement: “In F. Scott
Fitzgerald’'s novelThe Great Gatshythe author describes the ‘yellow cocktail music™
(647). This, Duffy argues, is an example of a sgtlzetic sound- colour transfer.

Duffy states that this metaphor allows the readéboth hear and ‘see’ the pervasive

music” (647). This is a problematic reading of thet because it assumes first, that all
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people understand synaesthesia or have accessnwotte, and second, that the content
of the text physically manifests in front of theder when it is read. | am hesitant to
agree that this is an instance of synaesthesia, &odld instead suggest that this
metaphor is an example of a synecdoche. Argu#idymusic seems yellow because the
orchestra is playing at sunset, and the sun maybasn the narrator’s eye§atsbyis

told from the point of view of Nick Carraway, andck's narration often resorts to
underlexicalization. Gatsby’s presence and thesgpiere of West Egg are
characterized in terms of absence because Gatshyast to embody the Jazz Age itself,
while Nick finds the significance of the Jazz Agelaguous, if not entirely empty.

The few articles on synaesthesia in fiction terasglover the representation of
synaesthetic lived experience, and the very abuwedahthis kind of analysis gives the
impression that metaphor is the only way to eitraalyze or experience synaesthesia.
But this is not to say that synaesthesia studitegether ignore online resources on
synaesthesia. There are three online communigdsated to synaesthesia research and
synaesthesia as a public which are repeatedly aresttiin synaesthesia studies. First,
David Eagleman’s Synaesthesia Battery, the aforgored online version of the
consistency test, is discussed in numerous stogiesnsistency testing. Notably,
Michelle Jarick and Clare Jonas praise the veityati the battery since the battery can
also test sequence-space synaesthesia: the batikiges a module that can simulate a
3D environment, which is a feature that the tradidl print test cannot replicate (146).
Secondly, Sean Day’s Synaesthesia List, an onhitegriet forum where synaesthetes can

meet and discuss the experience, is devoted todfing] together synaesthetes around

ey, “Synesthesia, Sequences, and Space.”
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the world” (904)}*? Lastly, the American Synesthesia Associationatergin 1995 by
Patricia Lynne Duffy and Carol Steen, means to potimote education of synaesthesia
and allow synaesthetes to connect with one anetheannual conferences and an email
discussion group®* Edward M. Hubbard and Julia Simner specificallgritify this
email group as a means for the parent of a synetesti help their child dissipate any
feelings of isolation or confusion (77 What these three sites have in common is the
desire to reassure the synaesthete that they astam@ and that other people with cross-
sensory perception can be contacted over the gitern

We are still no closer to an actual academic dsionsof synaesthetic identity in
fiction. Here, I would like to channel Stephen Kot in order to describe the state of
scholarly criticism on synaesthesia in fiction; gfieally, | draw on two interrelated
terms that Colbert coined on his news-parody tsledishowTlhe Colbert Report
“truthiness” and “wikiality.” As James H. Fowleeskcribes the terms, “truthiness” refers
to “emotion based” arguments that are presentéacfssimply because the speaker
wants them to be fact; “wikiality” is an online pt@menon or idea, such a Wikipedia
article or a topic trending on Twitter, that is@s&d to be true because enough people
believe it to be truthy: it is “a reality where,@hough people agree on the notion, it
becomes truth” (533-534}> Building on this, the prevalent way of talkingoaib
synaesthesia in fiction is so copious that one traghue that this dialectic has become
the “wikiality” of synaesthetic identity; this diattic may be easily mistaken as the only

way to analyse synaesthesia in fiction, simply heedt is so common. Although

12 ¢, “Synesthesia: A First-Person Perspective.”

3 Cf. http://www.synesthesia.info/aboutus.html.

14 e, “Synesthesia in School-Aged Children.”

1 ¢f. “The Colbert Bump in Campaign Donations: More Truthful than Truthy.”
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scientific research on synaesthesia continuesuelole and expand, the role of
synaesthesia in fiction remains widely unexamined.

Now, a good amount of articles on synaesthesialacewritten by synaesthetes
themselves, and so it is no surprise that somleesfet pieces resort to truthy arguments,
simply because the topic is so close to them. Symaesthetes scholars write so lazily
on the subject, you almost feel bad for them. Putir example, sums up her article
“Synesthesia in Literature” with the following pigéc‘whether in real or symbolic ways,
synesthesia has come to represent wider pos&bibfi the nature of the reality we
perceive — which, perhaps touches on the humanedesbreak beyond what is familiar
to a vision of the new” (668). Duffy’s closing érhere seems to suggest that synesthesia
helps blur the lines between normal and “quirky’des of perception, as she defines
synaesthesia (667). But this assumes that syrsgsthas two conflicting dimensions:
first, synaesthesia is a normal means of understgmedality, and second, synaesthesia is
also an exceptional, multimodal key to solving aagnnmve inequality. Perhaps I fail
to see the nuances of the “wider possibilitiesivtach Duffy refers, but | believe that if
we synaesthetes want to be treated equally, wddhotivie to be considered superior to
people who do not have this seemingly ‘speciakeesénse.’

Although widespread knowledge of synaesthesia mesnaiatively obscure,
Facebook, for example, has several groups whersuihject may converse with other
users interested in synaesthesia. Here, the djxeéesan also share and compare h/er
percepts with other synaesthetes. Social medaldsea “new communication

landscape,” as stated by Kietzmann et al., andibnetworking allows the subject to



146

explore or join new online communities, even wittlegree of anonymity (241; 243

In “Synesthesia in Cyberspace,” the final chaptdduffy’s Cats published in 2001,
Duffy calls for further examination of the effedttbe internet on synaesthetic identity,
and she even goes so far as to epigraph this chaiptethe following quote by Dr. Peter
Grossenbacher: “the internet was made for synesth€l59). However, Duffy’s
examination of synaesthetes and the internet hamedated, and the epigraph’s call
has gone largely unanswered. Synaesthesia sdhipléedieves that synaesthetes tend to
keep their experience a secret, even to the ettiahthe subject may feel “closeted,” as
Sean Day suggests (9405. This makes one wonder why the effect of socialimen
synaesthetic identity is not a central discussmsynaesthesia studies: social media
allows the subject to investigate different synlaesia publics without the fear of
disbelief and ridicule. When we speak of the afleynaesthesia in fiction, social media,
and popular culture, we need to unpack the phargsna that surrounds synaesthesia,
not assume that specialness and silence are urchmdae features of synaesthetic

experience.

118 cf, “Social Media? Get Serious! Understanding the Functional Building Blocks of Social Media.”
W e, “Synesthesia: A First-Person Person Perspective.”
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Appendix A

Let’s turn to one of Zizek’s examples of the sintfefromLooking Awry Zizek
argues that “The Pond” by Patricia Highsmith issaample of the sinthonfé® In “The
Pond,” Elinor, a widowed mother, moves to a couhtvyse with her son, Chris. In the
garden, there is a black pond covered with vinesraats. Chris is attracted to the pond
andhe asks his mother how deep it is. Elinor aegsad carp in the pond and she forbids
her son from playing anywhere near the water; #ip seems to be a premonition, and
Elinor suddenly becomes anxious as if afflictechvat‘physical pain” (41). One night,
Chris wanders into the pond and becomes tangldteinines; in the morning, Elinor
finds him drowned. After his funeral, she hiresdacapers to clear the vines from the
pond; soon after the landscapers finish, howeteryines not only return, they seem
alive and they begin to move like “tentacles” (5Elinor is “fascinated” by the
inexplicable resurgence of the vines, and she aesa® the pond to cut and pull the
vines herself (56). She works so frantically tfa¢ becomes tangled in the vines and she
begins to sink in the mud; eventually, she givesug allows herself be pulled under.
As the vines drag her under the water, she seaBuxination of Chris on the shore: he is
smiling and holding a dead carp.

In “The Pond,” Zizek argues, Elinor does not relist“embrace” of the vines
because she believes they will bring her closéetodead son (133). Since Chris’s death

cannot be logically explained, Elinor continuesuminate over his passing. The pond,

18 This summary of “The Pond” is my own; | summarize the same plot points that Zizek does, but | also

add quotes from the original story. | also build on Zizek’s original analysis of the text in order to make this
example as clear as possible. In Looking Awry, Zizek’s analysis of the sinthome in “The Pond” is somewhat
thin; aside from his summary of the story, the entirety of his analysis is as follows: “Eventually she stops
resisting and yields to their embrace, recognizing in their power of attraction the call of her dead son.
Here we have an example of the sinthome: the pond is the ‘open would of nature,’ the kernel of
enjoyment that simultaneously attracts and repels us” (133).
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Zizek states, is an example of the sinthome bediespond is “the kernel of enjoyment
that simultaneously attracts and repels us” (133)other words, Elinor is repulsed by
the vines because they remind her of her son’$dbat she is also attracted to the pond
because she desires to know exactly how he diéé.pdnd is the “kernel” or the
“leftover” of her son’s death: it is the object tliaminds Elinor that he is dead. Elinor
gives into the power of the vines because she wardie the same way as her son; this is
a desperate attempt to make sense of his deaitor Blould have no other way of
coming to terms with Chris’s death because the sdraesupernatural manner of his
death cannot be understood unless it is experidirsgiotand. The pond is an example of
the sinthome because it is the object of desireBhaor feels she can and must obtain,
though its obtainment comes at a terrible pricke pond, then, represents Elinor’s drive
and the gratification of her desire: it is neitsgmptom (the coded message: the official
cause of death) nor fantasy (an imagined, persmthBcenario of Chris’s death). Itis
for this reason that the sinthome is “utterly stlipit allows Elinor to experience death in
the same manner as Chris, and this act providewitiethe closure she needs. Elinor’s
death seems to give her life purpose (the Symboli@lso helps her to move on: she
realizes that Chris’s actual experience of dyingosiething she can never know (the
Real). The hallucination of Chris holding the ceeminds her of the purpose of her
death (the Imaginary). Elinor comes to acceptpface in the symbolic order by making

the idiotic choice to enter the pond and leavesgmbolic order behind.
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Appendix B

According to Lacan, there are four possible tydesoaial link, and in each case a
speaker shapes the identity of an addressee. olineliscourses are master, university,
hysteric, and analyst. Sean Sturm describes tirediscourses as follow? The
discourse of the master is concerned with goveramypolicing. In the discourse of the
master, the master has absolute power over all sitpeifiers. The discourse of the
university is similar to the master. In the unsigr discourse, pedagogy is the dominant
signifier: this discourse privileges teaching andaling. One figure has ample power
but must follow the ideology of the state or inditn. In the discourse of the hysteric,
the subject questions the symptom and resists #stemsignifier. Lastly, the discourse
of the analyst means to heal the subject.

Each discourse consists of four components, whicm&describes as follows:
the agent (who or what is in power), the other (whavhat the agent controls), truth
(how the agent uses its power), and the produetdtitcome of this relationship). Lacan
represents this social relationship with an algonit which is illustrated below.

agent — other

truth product
These four factions form the basis of Lacan’s fdiscourses, and each discourse
follows this algorithm. The algorithm may look aeing but | will break down it as
follows. Let's start with the agent and the oth&he agent is the dominant faction and
the other is the faction the agent controls. Tinevademonstrates the relationship of
power between the agent and other. The otheeiseiteiver of the agent’s address: the

agent commands the other.

19 ¢f. “Lacan’s Four (of Five) Discourses (Beware All Ye who Enter Here!).”
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agent — other

Now, the agent and the other are situated in thg@tsitions because they are the
main components in this algorithm. Mark Bracheates that the top positions represent
the “manifest” and “overt” components of a disc@u$09)**° Let us consider one of
Zizek’s example of the master’s discourse: the kitsanonarchy. In the master’'s
discourse, the master-signifier dominates all otigmifiers: in this discourse, the master-
signifier is the agent. In the absolute monarchlyauis X1V, for example, Louis is the
master-signifier, and he therefore occupies theidant position. But Louis does not
just dominate the people: Louis shapes the wapdlople live and he also has the power
to “transform fidelity to flattery” (298}** Louis directly influences the beliefs of his
people and how his people relate to the world. diteolute monarch controls everything
in the kingdom: he is “the Master par excellen@9§). Thus Louis is the agent and he
has power over all signifiers in the monarchy.

Louis — all other signifiers

Let us now turn to the bottom positions. The botfmositions denote the hidden
aspects of a discourse; each of the bottom positigresent “the covert, latent, implicit,
or repressed factor — the factor that acts or eceaneath the surface” (1085. In other
words, the bottom positions demonstrate the se€iatts of discourse. Before I discuss
‘truth’ on the bottom left, | will discuss the pnoct on the bottom right; | will discuss
‘truth’ in a moment but let’s omit it for now.

Louis>  all other signifiers

the product

120 ¢f, “On the Psychological and Social Functions of Language: Lacan’s Theory of the Four Discourses.”
121 .
Cf. The Parallax View.

122 ¢f. “On the Psychological and Social Functions of Language: Lacan’s Theory of the Four Discourses.”
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In the bottom right position, we find the productomtcome of this relationship.
In the master’s discourse of Louis XIV, the sulgemme to believe that the all-powerful
king is “made of special stuff,” to quote Sharpe &oucher (92). Since the people come
to believe that Louis is a sublime being, the kingdbwer continues to grow unchecked.
This divine image of the king is the product of #iesolute monarchy’s discourse of the
master. Therefore, Louis is bestowed with the n&heesun king” because he seems
omnipotent (298J* We can stray from Lacan’s original formulatiom f&&moment and
simplify this relationship below.

Louis — all other signifiers = the sun king

But what factors allow this discourse to exist’s.&rn to the position on the
bottom left, truth. This is a somewhat slippenmyrtavhich | think can lead to some
confusion. Simply put, ‘truth’ signifies how thgent uses its power; to quote Sturm,
‘truth’ is the condition that makes the power of #igent possible. For example, during
his reign, Louis used his power to instigate radicanestic reforms and centralize the
government. In order to accomplish these goalsjd.needed to raise taxes but also
pacify the members of both the church and the ighyho opposed his view. He also
dedicated a large amount of energy waging warhierontinent?* Louis draws his
power from making the subject expendable; thisnadlbim to continue to oppress his

people. Therefore, in the absolute monarchy, thearch is the agent, the system of

123 f. The Parallax View.

124 Zizek’s analysis here is also somewhat vague, so | have expanded upon his original discussion of Louis
XIV to make my example clear. This information on Louis XIV’s reign is paraphrased from Wim Klooster’s

Revolutions in the Atlantic World: A Comparative History, pages 5 to 6.
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knowledge is the other, the subject is the condlitibpossibility, and the sublime image
of the king is the product®

Louis - all other signifiers

subject the sun king
Now, Lacan would symbolize the discourse of thetardaa a different, arguably
more efficient manner. Lacan symbolizes each dismwith its own “matheme;” each
matheme is a quasi-mathematical formula for themiscourse. According to Marshall
W. Alcorn, these mathemes function as “metaphatgshow condensed relationships
quickly” (67).X*° The matheme for the discourse of the master figl@svs.
S1 = S,
s a
Each discourse demonstrates how an agent usesldi@of possibility to get a
product from the other. In all four discourse® #gent, other, truth, and product are
located in the same positions. But each discaalssehas four variables, and these
variables occupy different positions dependinglendiscourse; these variables are as
follows: the master-signifieiS¢), the system of knowledg§,(), the split subject ($), and
surplus jouissance (a). First, the master-sign{fig) is the signifier that the subject
identifies with most. The master-signifier is tiggilting point” that binds all the other
variables together (25§’ Second, we have the split subject ($). The stibjeeds

language to relate to the world but also themselVdg subject is “split” because they

use language to constitute identity, though langua@lso a structure that imposes its

12> My example of the absolute monarchy interpolates Boucher and Sharpe’s formula for Louis XIV, which

is itself based on Zizek’s own example; this formula can be found in ZiZek and Politics: A Critical
Introduction, pages 91 to 92.
126 cf, Changing the Subject in English Class: Discourse and the Constructions of Desire.

127 ¢f. Seminar XVII: L’Envers de la Psychanalyse (1969-1970).
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own ideologies on the subject. As Fink statesstiigect is never anything but this very
split: “the split is, in a sense, the conditiortloé possibility of the existence of a subject”
(48)}?® Third, we have the system of knowled§g)( The system of knowledge is the
“battery of signifiers” that shape the way the sabjrelates to the world (313 Lastly,
each discursive relationship has a surplus, wha@niobject of desire (a). As Derek
Briton states, this surplus constitutes a lacls jouissance “manifested in terms of a
desire for completeness” (58 This surplus object is referred to as “petit olje
because it is a transitional object. To channeidd®d Winnicott, this object is a “security
blanket” of sorts that binds the subject to theld/and creates a sense of satisfaction.
In the discourse of the master, the master-sigrigiehe agenty;), the system of
knowledge is the otheB{), the split subject is the condition of possikili$), and the
product is petit objet a (a).

The four discourses each describe a social borsdLiVAo Boni states, the four
discourses each illustrate an “economy of enjoyrirettte order of discourse” (135¥
In the discourse of the master, the master-sigrigithe agent because the master-
signifier (the king) has power over all other vates (the people, how the people think,
and how the king is perceived). In the absolut@anchy of Louis XIV, Louis§;)
oppresses his people ($) in order to shape thbaf®€s,). The result is the creation of
an image of Louis as an omnipresent being (a).oAling to Fink, another example of

the discourse of the master is capitalist ideold@i)*® The capitalist is the master-

128 Cf. The Lacanian Subject: Between Language and Jouissance.

Cf. Seminar XVII: L’Envers de la Psychanalyse (1969-1970).

130 ¢, “Learning the Subject of Desire.”

B, Pre-Object Relatedness: Early Attachment and the Psychoanalytic Tradition.

132 ¢f. “Formalisation and Context: Some Elements of a Materialist Reading of Lacan’s Four Discourses.”
133 Cf. The Lacanian Subject: Between Language and Jouissance.

129
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signifier (S;). The worker’s social status is defined by tieigationship; in “slaving

away” for the capitalist, the worker comes to “empothe knowledge of this oppression
(S;). The capitalist must hide his weaknesses anthttighat the master, like the
worker, is a “being of language” (131). The cdjstdsymbolically castrates” the
worker by forcing the worker to work under questible conditions ($). The capitalist
only wants to see the worker make a profit whiaghdhpitalist can then appropriate (a).

capitalist - worker’s knowledge

symbolic castration surplusalth
This is the formulation of the master’s discourse another one of the four
discourses, the master-signifi€y ), system of knowledges{), the split subject ($), and
surplus jouissance (a) will occupy different pasis. Every time we rotate the variables

a quarter turn to the right, we have another foataih of the four discourses (Fig. 20).

Master
S 1 imp ossibility S 2\
g a
University Hysteric
RP a A 0y
— — — _— —
S 1 impotens 2 S a imp otenee S 2
Analyst

d  impessibiity E
J— —
g, < T8,

Fig. 20. The Structure of the Discourses. “Lacan’&our (or Five) Discourses (Beware, All Ye who
Enter Here!).” Telpu Pakore: The Broken Vessel. Sean Sturm. Web. 8 May 2014.

When we rotate the variables of the master’s disma quarter turn to the right,
we have the hysteric’s discourse. Here, the spbhiject ($) is the agent, and it addresses

the master-signifierSg). The agent derives its power from the desirgdatlfa). A new
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system of knowledge is produced}). According to Bert Oliver, an example of the
hysteric’s discourse is Werner Heisenberg’'s Unaastdrinciple. Simply put, this
principle states that when we make a scientificsueament, we also affect the
measurement; therefore, we can never be absokeeiyin of a given quantification.
This principle “reveals the structural, as opposenherely empirical, indeterminacy or
‘uncertainty’ at the heart of sciencE” Here, Heisenberg is the agent, and he
interrogates science. The agent derives its p&nesr the pleasure of scientific inquiry;
as Fink states, the hysteric “gets off” on knowked$33). The product is a new
scientific theory that questions the foundations@énce.

Heisenberg - science

desire for knowledge new science

Another quarter turn, and we have the analysssalirse. Now the desired object
(a) is the agent, and it addresses the split suffec The object derives its power from
the system of knowledgé&4). The product is new master-signifiegg)( Ola Sigurdson
argues that faith is an example of the discourghefinalyst. God is a sublime object
but his mastery also empowers his subjects {89Faith encourages the believer to be
an autonomous subject, though the believer mustrateain a servant of God; therefore,
the subject is split. God derives his power frowa teachings of the scripture. This
relationship forms the basis for other discoursesieties, communities, or organizations
founded on faith.

God - believer

word of God institutions founded on faith

134 .
Cf. “Lacan’s Theory of Discourse.”

B35 cf. Theology and Marxism in Eagleton and ZiZek: A Conspiracy of Hope.
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Lastly, a final quarter turn brings us to the disse of the university. This is the
discourse that privileges education and encodiBg)f® According to Zizek, Stalinism
is an example of the discourse of the universBtalinism is founded on authoritarianism
and state terror. Stalin’s polices are domir@r). Stalin’s policies dictate how the
figurehead should run the state, regardless ofighocharge ;). The Soviet people
are the other objectified by state terror, yetgheple still adore Stalin and desire the
continued existence of the state (a). This renther$Soviet people powerless and
divided; also, the Soviet subject accepts thetfaitsh/e can be imprisoned or executed
for any reason or at any time ($). In the uniwgrdiscourse, the system of knowledge is
the agent, the objectified desire of the subjettiésother, the figurehead is the condition
of possibility, and the fragmented identity of thebject is the product. looking Awry
Zizek states that pedagogy is the “ultimate autiibim the discourse of the university
since this authority is supported but also derifveth a powerful figure (132). Drawing
on Zizek’s example, the formula for Stalinism isf@lfows.

ideology - objectified subject

supreme leader agfmented subject
In sum, we can think of the algorithm as the coalenand the matheme as the
recipe. Each discourse has the same preparatidaicer: the agent, informed by truth,
addresses the other and creates a product. Thdigmourses also have the same
ingredients: the master-signifies, §, the system of knowledg§,(), the split subject ($),
and surplus jouissance (a). The four discoursels egpress a uniqgue combination of

these four variables. Each matheme is a diffessmpe, but the algorithm is the same.

3¢ Cf. The Lacanian Subject: Between Language and Jouissance.



