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“IT’S SHIT, BUT IT SELLS”: ART AND CRAFT IN ERASURE
AND THE WATER CURE BY PERCIVAL EVERETT

The article deals with the subject matter of art and craft as they are explored in the novels by
a contemporary American writer Percival Everett Erasure and The Water Cure. Everett s novels tes-
tify that the author takes the subject of art so seriously that he returns to it again at later stages of his
writing career. Moreover, he does not change the perspective but amplifies it providing the ground
for comparison and contrasting analysis. The research makes an attempt to trace the unfolding
of the concept of the art of writing as a threefold set of skills: cognitive, creative, and artistic, as
opposed to the concept of craft understood here as skillful reproduction of the existing pattern. The
analysis of the subject representation in both novels is done in a comparative mode and reveals its
relation to the theme of authorial identity of a black author in the American culture. When art is viewed
exclusively from a commercial viewpoint, sales criteria are applied not only to the form and content
but to the identity of the author. Everett raises the issue of race in the context of the professional
writing activity. Racial identity obviously plays a significant role in a consumer society and has to fit
a certain expected standard of a certain genre, alongside the catchy titles, specific language, types
of characters, and twists and turns of the plot. Black writers either have to succumb to the publishers
demands and start reflecting on the “black experience” or twist their authorial identity and write race
and gender unspecific marketable fiction. It is argued that the protagonists’ understanding of the art
and craft issue has a strong reference to the author’s view on it. Everett doesn't stop wrestling
both with scholars and publishers against categorizing literature by the color of the authors skin.
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Problem statement. Drawing the line between
the concepts of art and craft is impossible as they
have been blended together through centuries
of human creative activity. However, when it comes
to literature as a verbal art, attempts have been made
to show the difference between the two. One point
of view on the art and craft of writing is that they are
inseparable. Making art means using threefold set
of skills: cognitive skills of discovering ideas com-
bined with creative skills of self-expression accom-
panied with artistic skills of using the language in
its full richness. The craft of writing involves learn-
ing and observing certain rules and common tech-
niques of telling a story and creating word pictures
in the mind of the reader.

Another approach suggests distinguishing between
the concepts of art and craft. Making art is viewed as
a process invigorating consciousness and thoughts,
putting all of the creative powers at work. Art is
often described as a spontaneous and open-ended
form of work. It pushes the boundaries of imagina-
tion; the artists are never sure where their art would
take them. Crafting is different. Being also a product
of the mind, it largely relies on skills and techniques
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to meet the desired outcome. Sally J. Markowitz sug-
gests that although art and craft are similar in a cer-
tain way, art has a positive evaluative connotation,
but craft does not. [1]. Art has aesthetic and emotional
value and translates its influence on the recipient. It
has limitless expressions and allows multiple inter-
pretations, while craft is aimed at producing func-
tional objects, serving particular needs. And, finally,
the main difference is that the real art is always single
and individual. It cannot be duplicated, less so done
for mass production, while craft can be easily repro-
duced on demand of consumers as it aims at mass
production. Hence, the artist is someone capable
of creating a once in a lifetime inimitable art work,
while craftsman is someone skilled in producing rep-
licable forms by demand.

Objective statement. This paper aims at show-
ing how the subject matter of art and craft revealed
through authorial identity is explored in Percival
Everett’s novels Erasure (2001) and The Water Cure
(2007). The objectives of the study involve compar-
ing and contrasting the ways of unfolding the sub-
ject matter in both novels; revealing the perspective
of the author on the subject matter.
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Analysis of recent research and publications.
Percival Everett has produced an impressive literary
output and is known in the reading audience as a mas-
ter of the art of creative expression in different liter-
ary genres. Unfortunately this author has been little
known outside the circle of academic and avant-garde
writers so far even in the US. The reason for that is that
he is too difficult for an average reader to understand
and “not black enough” for the publishing industry
aimed at mass production. It means that in his works
the author resists from reflecting the true experience
of “black life” desired by the common reader. Critics
admit Everett to be dauntingly erudite, relentlessly
allusive, and ironic. He is appreciated by scholars for
demanding style, challenging techniques of narra-
tion, precise take on a subject matter. However, Keith
B. Mitchell and Robin G. Vander in the Introduction to
the collection of essays on P. Everett (2013) write that
in spite of “overwhelmingly positive reception that
Everett and his work have garnered, there has been
an astounding dearth of critical and scholarly exam-
ination on his fiction” [2, p. X]. They even call this
“scandalous”, because more European scholars study
Everett’s works than American ones. French scholars
((S. Bauer [3], M. Feith [4], C. A.-L. Tissut [5]) scruti-
nize Everett’s texts through the lens of popular struc-
turalistic theories struggling to decipher the meaning.
American scholars (J. Dittman, S. Griffin, A. Stewart,
R. Schur, [2], U. Cannon [6], J. Roof [7], M. Russett
[8]) analyze theoretical aspects of text structure or
argue about racial and identity problems discussed in
his works. Although the topic of art, quite predictably,
could not escape the researchers’ attention (M. Feith,
S. Morton [9], A. Stewart [10]), Everett’s perspective
on the subject matter of art and craft in his novels
“Erasure” and “The Water Cure ” have never been
specifically studied in a comparative mode.

Main body. Percival Everett expressed his view
on the subject of art in numerous interviews and pub-
lications. Firstly, he doesn’t stop wrestling both with
scholars and publishers against pigeonholing him
as an African-American writer, by the color of his
skin. Such categorization imposes certain stereotypes
on his writing and segregates his reading audience
accordingly. Secondly, he insists on viewing him as
an artist capable of making high art irrespective of his
racial background: "I don't want to talk about race," "I
just want to make art" [10, p. 296] — he declares in one
of the interviews. Unfair situation with black authors
in American culture, experienced in his own career,
made Everett bring the subject of art and race literary
on the front page of his 2001 novel Erasure, which
acted as a exploder for a heated discussion among

critics and scholars. That is how the ideas about art
expressed in Erasure through the mouthpiece of The-
lonious Ellison (Monk), the protagonist writer of fic-
tion, came to be viewed as the author’s artistic man-
ifesto which was further developed in 2007’s novel
The Water Cure .

The subject matter of art vs craft is explored in
both novels in close connection to the subject mat-
ter of authorial identity. To introduce the subject,
Everett constructs complex identities of his protag-
onists, who are both the authors of fiction. In both
novels the protagonists have to disguise themselves
for the publishers and produce formulaic genre fic-
tion to become critically acclaimed and commercially
successful. Thelonious Ellison (Monk), the protago-
nist of Erasure, and author of intellectual fiction,
produced one ‘piece of shit’ tough ghetto-style novel
under the pseudonym Stagg Leigh, which caused
a lot of pain to his authorial dignity. Ishmael Kid-
der, the protagonist of The Water Cure, made writing
romance novels under the identity of a write female
writer his only way of making a living, having duck-
taped his own masculine intellectual authorial voice
in the back of his mind [11].

Everett implies that the art of writing involves
a threefold set of skills: cognitive, creative and artis-
tic. Both of his writers, having shaped their creative
mindset by reading the best books of world classics,
profess writing intellectual fiction. Monk actively
supplies publish houses with his “unpalatable” novels
based on “retelling of Euripides and parodies of French
poststructuralists” [12, p. 2] and gets rejected. Kidder,
having never ever published a desired piece of intel-
lectual fiction, tortures the reader with bits and pieces
of complicated philosophical discussions, conversa-
tions with outstanding minds, analysis of his coun-
try’s external policies, allusions on other books, trans-
formations of famous set phrases. Everett has trained
cognitive skills of his fictional writers to perfection,
making the reader believe in their relentless erudition,
ability to acquire knowledge, manipulate information
and give reasoning.

As for essential creative and artistic skills,
they can be inferred from confessional reflections
and conversations with other characters throughout
both of the novels. For example, in Erasure true art
is characterized by ‘defying a form (“In my writing
my instinct was to defy form, but I very much sought
in defying it to affirm it” [12, p.139]), ‘playing with
compositional or even paginal space” [12, p. 160]
‘depth of artistic expression’, ‘abundance of irony’,
‘play with language or ideas’[12, p. 214]. They are
the features of Monk’s writings, and they are highly
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characteristic of Everett’s own writing style, because
making art means for him breaking conventions
and challenging the reader intellectually.

By contrast, in Erasure Everett provides the fea-
tures characteristic of craft in literature, although
well-made and appreciable: sterile, well-constructed,
well-crafted, predictable, commonplace. He attrib-
utes these features to popular genre literature pro-
duced by the popular authors: “although I did not find
any depth of artistic expression or any abundance
of irony or play with language or ideas, I found them
well enough written, the way a technical manual can
be well enough written” [12, c. 215]. ‘The so-called
novel’ fathered on Stagg Leigh couldn’t be viewed as
art because it was not created as a single and inim-
itable piece of art, it was rather constructed, crafted
according to the existing tested models of ghetto nov-
els approved by the editors and the reading audience.
The writer followed the instructions for commercial
fiction from his agent and it worked out. A ‘genu-
ine black piece’ utilizes all of the typified categories
of African-American literature: the ghetto setting,
a ’running’ type of narrative, a typical black protago-
nist — violent, immoral, socially marginalized, a story
with a chain of criminal acts and a recognizable lan-
guage of The Native Son by Richard Wright known
as AAVE (African American Vernacular English).
Monk, as the writer, didn’t use much of his artistic
power, but rather a craftsman’s skill to put together this
object: “It was a parody, certainly, but so easy to con-
struct that I found it difficult to take it seriously even
as that” [12, p. 160]. In an attempt to reason for his act
of betrayal his art, the Erasure’s protagonist observed:
“The novel, so called, was more a chair than a paint-
ing, my having designed it not as a work of art, but as
a functional device, its appearance a thing to be hold,
but more a thing to mark, a warning perhaps, a grave-
stone certainly” [12, p. 208-209]. In other words,
the fictional writer proves to be a skillful craftsman to
construct a certain type of work which could hardly
be judged and appreciated according to artistic cri-
teria, while his own novels possessed lots of grace-
ful features of an artful work, still had been rejected.

Artistic principles of true art in The Water Cure
are implied in the following protagonist’s remark:
“I’ve been thinking about this mission of art. I don’t
believe that art is supposed to stand there like an open
door or a gate. It is supposed to be a wall, a wall that
has to be scaled or a minefield that has to be negoti-
ated” [13, p. 189]. The simile of an open door or gate
is applied to craft rather than art in terms of search
for meaning, and makes clear, that the reader can
easily go through the open door of the meaning in
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commercial low-brow fiction as there is nothing
to challenge the cognitive process. The metaphor
of a wall, applied to art, suggests that in the pursuit
of meaning the reader is supposed to overcome obsta-
cles shutting the meaning out and literally ascend to
the climax of understanding the meaning. Still stronger
charged in the context of meaning is the metaphor
of the minefield. Being a military term, it suggests
a battle, but the question is who battles with whom for
the meaning? The reader, the protagonist, the narrator,
the author? With whom the meaning has to be negoti-
ated? It is obvious that the military metaphor involves
the danger of crossing the minefield of meaning if
not properly negotiated. This metaphor also implies
the masculine take on the mission of art in this case.

As for the compositional principles of making true
art, that is artistic elements used to shape the text, they
are not as clearly presented in The Water Cure as in
Erasure. They are scattered in confessional fragments
where the protagonist regrets not being able to follow
the structure of a novel he would love to and explore
the subject that bothers him because he can’t break
away from the generic conventions of the romance
novels he produces: “The structure of my romance
novels was confining, of course, but what else could
I expect, knowing that my business was nor art (that
big and nasty word) in any way. But when would my
business be art, and when would form and structure
not confine me, not constrain me?” [13, p. 62].

If the actual author of the novel The Water Cure
Percival Everett were to express his artistic mani-
festo, he could sound exactly like his character Ish-
mael Kidder does in the exchange with his agent:

Kidder: ”I’ve been thinking about this mission or
art. I don’t believe that art is supposed to stand there
like an open door or a gate. It is supposed to be a wall,
a wall that has to be scaled or a minefield that has to
be negotiated”

Agent: “Where is this coming from? What you
talking about?”

Kidder: “My art.”

Agent: “Are you alright?”

Kidder: “Yes”

Agent: “Fuck art. Who are you kidding? You don’t
make art. You are going to be rich”.

Kidder: “I"d rather be happy.”

Agent: “Shut up and settle for rich” [13, p. 189].

In this short exchange the topic of art and craft is
taken at its essence, revealing the choice any writer
has to make — whether to aim at commercial success
and sacrifice their artistic ambitions or follow one’s
artistic heart and put his commercial success at risk.
Ishmael Kidder voted in favour of such a routine
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thing as “bread and butter on the table”, having had
to sacrifice his artistic ambition and artistic identity.
The narrator provides a clearly derived explanation
in a passage “on the input of energy” [13, p. 41-42],
building his argument on the dependence of every
dissymmetric creation of beauty in the natural world
on the two extremes of loss of energy and input
of energy, and binding his own physical needs to
the necessity of it: “It is a dissymmetry in the natu-
ral world that creates beauty, the fact a thing cools
down, but will never heat up without an input
of energy, that a rock will stop rolling, but will not
start without an input of energy, that the days lose
meaning and will not mean anything new without
an input of energy. If I was not paid for my writing,
then I would not have food, I would not have energy,
I would cool down to ice and cease to move. And
the days would mean nothing. That much is clear.
Yet sometimes I hate the view so much. It is the dis-
symmetry of nature that creates beauty the fact that
a thing cools down” [13, p 41-42].

The artistic credo pronounced by the writer in The
Water Cure contradicts the type of art he produces
himself under the name of Estelle Gilliam. Split
identity of the writer corrupts him intellectually, as
he definitely cannot apply his own vision of “art as
a wall or a minefield” to the type of his own art pro-
duction of “art as an open door”. If we listen carefully
to the agent’s question, “Where is this coming from?
What you talking about?” And the writer’s answer
“My art”, we might notice another contradiction:
“whose art is he talking about? The only type of art
the world knows him by is the type of art he has just
recognized as “upsetting, sickening, an insult against
literary art”. This means there exists some artistic
work, unknown yet to the readers and the agent, which
will meet the pronounced criteria. The clue to it can
be found in the passage about the titles of the novels
[13, p. 70]. The protagonist mentions the following
titles: “The Wind's Kiss, The Kiss of Midnight, Mid-
night Light, The Light of my Recovery, The Recovery
of Passion, Passions Return to Gentle, The Gentle
Storm” [13, p 70] which clearly indicate the type
of fiction they belong to — romance novels. Next
follows the list of locations where these novels are
usually consumed “...a grocery market, airport, train
station, drugstore, beauty parlor near you” [13, p. 70].
Those books are real life commercial products, which
occupy their place as merchandise in the market rela-
tions. When the agent asks the writer about his lat-
est novel The Gentle Storm “ What’s it about?”, he
answers “It’s about what each and everyone of them
is about” [13, p. 67], underscoring formulaic nature

and insignificant subject matter of these novels.
It’s worth paying attention, that Everett uses a kind
of word chain game in the given titles — the title
of each following novel begins with the last word
of the previous one. He does so in order to satirize
the existing practice of the junk literature writers to
give catchy and appealing titles to the series of novels
of a certain genre in order to ensure recognizability
and quick sales.

To contrast Estell’s authorial identity, a producer
of junk literature, the protagonist / writer reveals
the titles of the books that inhabit his head, his “least
clean room”. If Ishmael Kidder dared to speak his
own authorial voice, he would title the books as fol-
lows: “The Pressure of Observation, Deeper, Ana-
Wytic of the Sublime, the Fundamental Concepts,
The Principia, Other Languages Are All We Have”
[13, p. 70]. The titles clearly reveal Ishmael’s true
authorial identity’s absorption in philosophical
speculations and attraction to language and mean-
ing. We may assume that disassembled fragmented
passages of The Water Cure are nothing but the draft
notes for Ishmael Kidder’s unwritten novels, his true
Art, sublime Art, the Art he hides from the world in
the basement of his mind and insults and tortures it
by applying Estelle Gilliam style of writing: “His
eyes were like fire, and she felt what little resistance
she had left melting like snow on the hood of the min-
ivan after a drive to the soccer field. He pulled her to
his iron chest and breathed his delicious breath over
her face” [13, p. 90].

The art vs. craft subject matter is specifically
emphasized in both novels by the opposite attitudes
to it of the writers-protagonists and their literary
agents. Agents represent two interdependent insti-
tutions: that of the authorship and that of a publish
house. The first being aimed at making art, the lat-
ter being aimed at making profit. The agents exercise
totally professional attitude to fiction evaluating it by
the final result: “it will sell” or “it won’t sell”. The
agents are driven by the logic of “sales” and apply
the criteria developed by the publish houses to
the potential client authors. In both novels, literary
agents encourage the writers to let down their artistic
principles in favour of mass consumable fiction. Kid-
der’s agent Sally in The Water Cure encourages him
to stop being critical about his art and concentrate on
making money “If, I’ve told you once, I've told you
a zillion-ca-billion times, don’t think about art. Fuck
art. Just write” [13, p. 148]. She quite literally urges
him into practicing commercial writing by saying: “I
do wish you use your powers for good and finish this
damn novel” [13, p. 148].
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Here is a fragment of a conversation between
the literary agent and the protagonist, in Erasure:

Monk: “<...> How do they even know [’m black?
Why does it matter?

Agent: “We’ve been over this before. They know
because of the photo on your first book. They know
because they’ve seen you. They know because you
are black, for crying out loud.”

Monk: “What, do T haveto have my characters comb
their afros and be called niggers for those people?”

Agent: “It wouldn’t hurt” [12, p. 43]

Similar exchange is found in The Water Cure,
which most obviously reveals the horizon of the read-
ers’ and publish houses’ expectations for the author-
ship and the author’s feeling of guilt because of hav-
ing to compromise his art to craft:

Agent: This is good. It will sell. Tell me this is
what you want to write”

Kidder: The title is The Wind's Kiss, 1 said. “ Of
course this isn’t what I want to write. I wrote this to
make money.”

Agent: “ And you will. You do this very well.”

Kidder: “I know. It upsets me no end. I hate even
reading it. I of course can’t use my real name”

Agent: “Of course you can’t. Or your real face.
I’ve never seen a face so poorly suited for this genre”
[13, p. 189]

As it goes from the cited fragments, when art is
viewed exclusively from commercial viewpoint, sales
criteria are applied not only to the form and content
of the novel, but to the identity of the author. By these
fragments Everett raises the issue of race in the con-
text of the professional writing activity. Racial identity
obviously plays significant role in a consumer society
and has to fit a certain expected standard of a certain
genre, alongside with catchy titles, specific language,
types of characters and twists and turns of the plot.
Black writers either have to succumb to the publish-
er’s demands and start reflecting on “black experi-
ence” or twist their authorial identity and write race
and gender unspecific marketable fiction. Having to
do so gave Erasure’s protagonist a physical pain:
“The pain started in my feet and coursed through my
legs, up my spine and into my brain <> and I was
screaming inside...” [12, p. 61-62].

Black character in The Water Cure has to explain
why he had to resort to the pseudonym in order to pub-
lish his romance novels: “Initially, I adopted a pseu-
donymous existence both as a means and as an end.
A black man wasn’t going to sell many romance novels
to school middle-aged perm-headed nail-decaled bus
drivers, beauticians and trailer parkers. I also enjoyed
my anonymity to some extent. And it served some kind
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of Zen region of my soul by feeling my lack of ambi-
tion or desire for fame and attention, a lack for which
I felt great and notably ironic pride” [13, p. 202-203].
Moreover, this passage clearly indicates the target
audience for cheap romances. Educated and socially
active citizens, capable of intellectual reaction to
the questions raised by art are certainly not among
the consumers of this type of literature. The narra-
tor’s general authorial identity, recognized by him as
the author-creator, “the god that I am” [13, p. 147],
suffers bitterly at the thought, that by dealing in his
romance novels with the subject matter grounded on
the level of instincts, passion, emotions, no matter
how important they may seem in human life, he dis-
tracts his female audience’s attention from the really
serious questions he could have raised by his art but
eventually didn’t. As an author he feels ready to bear
full responsibility not only for the quality crafting
of his fiction, but also for the message he sends to
the reader by his art. The subject matter of romance
novels simply would not let him “pause in the sky...
during some steamy removal of some hat or cape or
bra” [13, p. 147] and simply tell his target audience —
“lost and lonely woman” [13, p. 147] about the great-
est concerns of his mind. In Erasure, most ironically,
among the audience, giving rapturous critical acclaims
to “My Pafology” (renamed as “Fuck’) ‘piece of shit’
novel authored on Stag Leigh were most respected
scholars, critics, book club host, and even the fictional
writer himself serving as a member of the jury board
for the literary award. Thus, Everett satirizes the evil
practice of marketing bestsellers in the American cul-
ture and makes clear his own despising attitude to it.

In both novels Everett’s protagonists take their art
seriously. The following exchange between Monk
and his dying mother is quite illustrative:

Mother: What have you promised yourself?

Monk: I promised myself once that I would not
compromise my art.

Mother: What a fine promise... [12, p. 257].

Monk felt so frustrated by commercial success
of “the so called novel” because he failed to keep this
promise. “The so called novel” compromised his art,
made him deeply ashamed of himself (a self-reflec-
tion ‘I had a new book out but no one, thank god,
knew it was mine’[12, p. 255] a warning to the agent
“No one is ever going to know that I wrote this piece
of shit. Do you understand” [12, p. 255]). The author
pictures a deep authorial identity crisis, when his
character, being near delirium, first plans his own sui-
cide and then comes to the thought of killing his fake
alter ego Stagg, as if he was a real person (“Would
I have to kill Stagg to silence him?” [12, p. 248]).
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Similar illustration of Kidder’s authorial crisis
in the genre of romance is his being on the edge
of suicide after reading the abstract of his own
romance novel: “A silver bullet (want to be sure
it does the job) to my brain is what I consider as
I read over this shit. If only I could keep my secret
from myself” [13, p. 90]. A silver bullet is exactly
the type of weapon, which was believed in ear-
lier times to be able to kill a werewolf, a mysteri-
ous creature of dual nature — human, and animal.
By mentioning “a silver bullet”, Ishmael draws
the direct association of himself and a mysterious
human with the ability to shapeshift. This unavoid-
able cliché connection to address the person lead-
ing a double life leaves the reader to consider which
constituents of the narrator’s dual nature are meant:
a black man and a white woman writer, which is
the most obvious in the given context, or an amia-
ble highly intellectual fiction writer and a monster
within him, torturing his victim in the basement
of his house. Intellectual pain leading to physical
coming from the need to write low rate stories is
described in a converted Latin proverb: Cogito,
ergo doleo (I think, therefore I suffer) [13, p. 90].

In Erasure’s episode of standing naked in front
of the bathroom mirror (p. 257-258) Monk is terri-
fied by not seeing the sign of his masculinity. It hor-
rifies the writer to realize that by shifting down to
writing junk fiction he had performed, figuratively
speaking, "a creative castration" on himself. Physi-
cally, he suddenly lost the hallmark of masculinity,
and from the creative point of view, he got rid of his
aesthetic core, lost a sign of individuality, and now
must pay for it, because as a physically disabled
man loses the ability to reproduce. Similarly, a cre-
atively "castrated" writer loses the ability to produce
a creative art product. Betrayal of his art and the loss
of creative core have quickly led to creative impo-
tency, failing when trying to write something really
valuable: “I sat up all night for several nights, pre-
tending to look over my notes for a real novel”
[12, c. 259]. The motive of justifying oneself in front
of one's reflection in the mirror (“I was able to look
at my face in the mirror” [12, p. 209]), is realized only
after the protagonist had put into words the princi-
ple of distinction between art and craft, according to
which ‘the novel, so called” ‘My Pafology’ was not
a work of art, but a functional device, yet its appear-
ance could be seen as a warning or a gravestone to
the author (“my having designed it not as a work
of art, but as a functional device, its appearance
a thing to behold, but more a thing to mark, a warn-
ing perhaps, a gravestone certainly” [12, c. 209]).

In both cases, the fictional authors suffer severe
remorse of consciousness for compromising their art
and erasing their intellectual authorial identity. The
motif of deep despise for commercial fiction perpe-
trates both novels. It comes as a necessary excuse for
the writers to explain their betrayal of the true art. Monk
calls his creature “a piece-of-shit novel” and feels
as if he let his art down: “I tried to distance myself
from the position where the newly sold piece-of-shit
novel had placed me vis-a-vis my art” [12, p. 139].
The character ends up in the position of a split per-
sonality, one side of which remains committed to
the principles of high art, while the other has turned
away from it to write low rate commercial fiction on
demand and is going to enjoy financial benefits from it
“I was not, apparently, going to turn away the check”
[12, p. 139]. Ishmael Kidder could take credit for his
novels, signed by pseudonym, no matter how artisti-
cally dissatisfying they were to him as a man-writer
and how bitterly they hurt his authorial dignity, because
they were still “well-written” by his own assessment
although formulaic and predictable [13, p. 147]. He
admitted that romance novels had no great artistic
value, “they were what they were” [13, p. 147] that
means he used his writer’s craft to advantage to pro-
duce a commercial piece as a qualified professional.
However, he also regrets being confined to one
genre “What if I, my character, am a man infected,
soaked with the disease of the genre” [13, p. 148].
His real authorial identity of an intellectual writer
is trapped in a vicious circle of genre confinement.

In conclusion, Percival Everett continues the dis-
cussion on art, craft and authorial identity, express-
ing his severe criticism of the contemporary publish-
ing world. He is sure, that in post-modernist times
of commercialization of not only art but of criticism
itself “art (and criticism of it) is measured not by
artistic standards, but by how well the commodifying
culture exploits it and is exploited by it” [14, p. 18].
The research shows that concept of art of writing is
given in the novels Erasure and The Water Cure as
a threefold set of skills: cognitive, creative and artis-
tic, as opposite to the concept of craft as a skillful
reproduction of the existing pattern. The subject mat-
ter of art vs craft is revealed through the subject mat-
ter of a black writer’s authorial identity. Everett urges
the critics and the publishers to rethink what African
American actually means and change the criteria
for works to be considered as artful representation
of the author’s worldview.

There are quite a few problems in Everett’s works
that can arouse scholarly interest. Some of them are
intertextual links with the works of his literary prede-
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cessors, postmodernist features of his writing, such as  points of view, pluralism of language and cultural con-
the multilayer structure of his fiction, oriented on mul-  texts, use of double coding technique, play with cita-
tiple interpretation, narrative strategies and multiple tions, allusions and cultural and linguistic codes etc.
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IIkyponar M. FO. «IIE JIAHMHO, AJIE BOHO ITPOJAETHCSI»: MUCTELITBO TA PEMEC.JIO
B POMAHAX «ERASURE» TA «THE WATER CURE » IEPCIBAJISI EBEPETTA

Cmamms posensioae memy mMucmeymea ma pemecid, 5K 0HU PO3KPUBAIOMbCA Y POMAHAX CYYACHO20
amepuxancokozo nucvmennuka Ilepcisans Eeepemma Erasure (Cmupanns) ma The Water Cure (Jlikysanus
600010). Pomanu Eeepema cgiouams npo me, wo agmop HACMinbKu Cepuo3HO CMasumobcsi 00 memu Mucmeymaa,
10 3HOBY NOBEPMAEMBCS 00 Hel HA NI3HIUUX emanax C80€i NUCbMEHHUYLKOI Kap '€pu, He 3MIHIOIOYU MOYKU 30D)),
a nocumoyu ii, 3abe3neyyrouy maKum YUHOM epyHm 015 KOHMpACMHO-NOPIGHANbHO20 aHani3y. JJocniodicenHs.
pobums cnpody npocmencumu po3OpMants KOHYenyii NUCbMEHHUYbKO20 MUCmeymea SAK NOMmpItiHo20
HaboOpy HABUYOK: NI3HABAILHUX, MEOPYUX A XYOOJICHIX, HA GIOMIHY 6I0 KOHYenyii pemecia K 6MiN02o
8I0MBOPEHHs ICHYI0Y020 3paska. Ananis penpezeHmayii memu 6 000X pOMAHAX NPOBOOUMBCS Y NOPIGHATLHOMY
pedicumi ma 8UsBIAE i1 36'A30K 13 MEMOI0 A8MOPCHKOL I0eHMUYHOCTT YOPHOWKIPO20 A8MOPA 8 AMEPUKAHCHKILL
Kkynomypi. Konu mucmeymeo po32nidaemvcs BUKIIOUHO 3 KOMEPYIUHOI mouKu 30py, Kpumepii npooasicy
3aCMOCO8YIOMbCSL He MInbKU 00 hopmu ma 3micmy, a i 00 agmopcwvkoi idenmuunocmi. Egepemm nopyusye
npobnemy pacu 6 KoHmexkcmi npogecitinoi nucomenHuybKoi disavhocmi. Pacosa idenmuunicmo, ouesuoHo,
gidiepac 3HAUMY PONb Y CYCHIIbCMBI CHONCUBAHHS [ MAE BIONOGIOAMU NEGHUM OYIKYBAHUM CMAHOAPMAM
NeBHO20 JCAHPY, NOPAO I3 NOMIMHUMU HA36AMU, CNEYUDIUHOIO MOBOIO, MUNAMU NEPCOHAICIE MA NOBOPOMAMU
croocemy. YOpHOWKIpUM NUCbMEHHUKAM 00800UmMbCs ab0 NIOOABAMUCA HA BUMOSU GUOABYIE | NOYUHANU
8I0MEOPIOBAMU «HOPHULL 00C8I0» 6 MEOPax, abo 3MIHIO8AMU CE0I0 ABMOPCLKY I0eHMUUHICMb | nucamu
KoMepYyitiy pacoso ma cenoepHo necneyugiyny aimepamypy. Cmeeporicyemvpcs, wjo pO3YMIHHS 2eposmu
Mucmeymea ma pemecia Mae MiyHul 38 'A30K i3 noansdamu asmopa. Eeepemm ne nepecmae sucnosniosamu
npomecm npomu Kiacugixayii rimepamypu 3a Koivopom wKipu it asmopa.

Knwuogi cnosa: mucmeymeo, pemecno, agmopcvka ioenmuynicms, Ilepcieans Eeepemm, Erasure, The
Water Cure.
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