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Chapter Four: 

The Step into the Marginal Space of the Other  

 

 

The street was mine, all mine. They gave it to me gladly and wondered 

why I wanted it so nice and all alone. (Spillane 151) 

 

 

This is an intervention. A message from that space in the margin that is a 

site of creativity and power, that inclusive space where we recover 

ourselves, where we move in solidarity to erase the category colonizer/ 

colonized. Marginality is the space of resistance. Enter that space. Let us 

meet there. Enter that space. We greet you as liberators. (hooks 152) 

 

 

I. Introduction 

    Raymond Chandler builds up his Los Angeles through the combination of spaces 

of historical verisimilitude with spaces of biting trope. By so doing, he draws an 

authentic picture of modern Los Angeles, in which a possible Thirdspace emerges for 

readers to contemplate the true image of Los Angeles. It is no wonder that he has been 

acknowledged as the true painter of American cities and elevated to the pantheon of 

detective fiction writers. In this chapter, I will go on examining the significance of his 

real-and-imagined spatial representation, with which modernity will be represented 

and the connection between modernism and Chandler‟s fiction can be revealed. 

However, his portrayal of Los Angeles has long been accused of marginalizing or just 

omitting the racial minorities in the city. If Chandler‟s fiction has no space for these 

minority groups, his reputed “authentic” representation of Los Angeles will look 

questionable. Although the world of Philip Marlowe does look like a white-dominated 
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place, where ethnic minorities have no power, such treatment of ethnic diversity, in 

fact, is crucial to finding another possibility of Thirdspace in Chandler‟s city, if one 

reads Thirdspace as a real-and-imagined site for struggle and resistance. Thus I argue 

that without the existence of what Edward Soja calls “spaces that difference makes,” 

Chandler‟s depiction of Los Angeles as a “space of representation” won‟t be complete 

(86, 30). In Chandler‟s fiction, the space of racial minorities is another site of 

Thirdspace that is both open and radical to further appropriations, a site full of 

representational power.  

 

II. Modernism and Raymond Chandler’s Hard-boiled Detective Fiction  

    Earlier I discussed how the legacy of the flâneur bears on the hard-boiled 

detective and concluded that the most important feature shared by both the flâneur 

and the hard-boiled detective is their quest for the meaning of modernity. This is 

particularly important for us to understand hard-boiled detective fiction, because this 

sub-genre is a social product that flourished and matured during the inter-War period 

when the American society underwent massive changes through rapid urbanization 

and industrialization. It is also a time when America literature was being greatly 

influenced by the artist and literary movements of modernism. Between modernist 

literature and Chandler‟s hard-boiled stories, I discover, there are striking similarities, 

even though few critics categorized his works or this specific literary genre as 

modernist literature. Also, in my exploration of Chandler‟s representations of real and 

imagined spaces, I conclude that Chandler creates a Thirdspace in his settings so as to 

counter the widespread impression of Los Angeles as a sunny city and a dreamland, 

an image promoted by urban speculators and developers. I believe that it is this 

countering Thirdspace that makes Fredric Jameson praise him as a true painter of 

modern American society. In the following sections, I will first introduce the 

“modernist temper” and try to link their literary features to Raymond Chandler‟s 

works and then through the analyses of Fredric Jameson and John Scaggs, I intend to 
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prove that Chandler‟s spatial representations are the portal for readers to the spirit of 

the modern times in the United States, thereby making certain my identification of 

Marlowe with the flâneur, the modern hero who can disclose the meaning of 

modernity.  

A. Modernist features in Chandler’s Fiction 

    Modernism, in short, is a quest for an order, whether new or lost, the first 

prominent feature similar to the detective genre, which is also based on a quest for 

social order. Modernism is a contemporary spirit that bravely ventures to question the 

modern society, trying to keep skeptical and hesitant toward the old belief systems as 

well as to construct credible new alternatives to them. The old order is lost and the 

coming of a new one is uncertain, and thus the modernism emerges.  

    According to Baym and Holland‟s introduction of American modernism, 

modernism is “shaped by forces internal to the US that had long been at work but 

whose pace quickened between the wars”: Urbanization, industrialization, 

immigration (1799). One of the thrust toward modernization is the advent of cars, 

whose importance to the American landscape has been discussed several times in the 

previous chapters. After 1920, the invention of the car and the resultant highway 

network not only alter the geography of America but also contribute to the 

development of suburbs as a distinctive feature of American cities.  

The external forces, basically, were the two great wars between 1930s and 1940s. 

They not only affected the continental European society devastatingly on the 

disillusion of human‟s ration and old value systems, but also bequeathed a large 

legacy on the North American society due to their forced participation. The resulting 

feelings of these wars were the fear and disorientation, “and on occasion, liberation,” 

and these feelings were called by more than one social critic the “modern temper,” 

because they marked certainty “that an old order had ended” and uncertainty “as to 

what might arise” (Baym and Holland 1799). 

    This “modern temper” quickly found its expression in art and literature, at the 
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heart of which was the conviction that previous structures of human life, whether 

social, political, religious, or artistic, were destroyed. Modernist writers, therefore, 

show doubts about ideas like order, sequence, and unity, for they hold that a literary 

narrative, “with its beginnings, complications, and resolutions, might be mere artifice 

imposed on the flux and fragmentation of experience” (Baym and Holland 1803). 

Given that modernism refers to “work that represents the breakdown of traditional 

society under the pressures of modernity,” it follows that modernist literature is 

actually “anti-modern,” and tends to interpret modernity as “an experience of loss” 

(Baym and Holland 1803). It is in this sense that Chandler‟s fiction can be understood 

as modernist. The titles of his novels, such as Playback, The Big Sleep, The Long 

Goodbye, and Farewell, My Lovely, foreground the experience of loss and suggest an 

awareness of the irretrievable past. 

    There are other features of modernism that we can find in Raymond Chandler‟s 

works. The use of the myth is one, and as I explained earlier, names in Chandler‟s 

works like “Quest,” “Grayle,” “Malloy,” and even the sleuth himself “Marlowe” (a 

slightly different spelling of “Marlow,” the name of Conrad‟s main protagonist in 

Lord Jim and Heart of Darkness), are all literary allusions, and particularly the 

allusion to the quest for the Golden Grail, which implies retrieving glory and order. In 

fact, the allusion to Christianity is a marked feature of modernism. According to 

Baym and Hollond, such allusions serve as a reminder of “the old, lost coherence” 

(1804). 

Another feature concerns the narrative point of view and the characterization of 

the hard-boiled sleuth, who is famed as a lone-wolf, a social-outsider, and a modern 

hero. In contrast with the omniscient narrator in Victorian fiction, modern fiction 

tends to use the first person point of view or limit the reader to one character‟s point 

of view on the action. This reflects the modernist‟s skepticism toward the old idea of 

“truth.” This “selected” point of view, best exemplified by the stream of 

consciousness, is often given by “a naïve or marginal person—a child or an 
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outsider—to convey better the reality of confusion” (Baym and Holland 1804, 

emphasis added). As I have illustrated, Chandler‟s spatial representations are revealed 

through a first person narrator, who is a lonely sleuth, a socially-marginal figure, and 

thus this designates another similarity between Chandler‟s works and the modernist 

literature.  

    The modernist belief of the new “truth” and the questioning of the stable external 

world lead to another important attribute: the emphasis of subjectivity. Hence the 

distinct difference between Victorian realistic fiction and modernist fiction. While the 

former “achieves its effects by accumulation and saturation” and the latter prefers 

“suggestion,” and this is why most modernists focus on “the concrete sensory image 

or detail as the direct conveyer of experience,” as illustrated in the image of the 

yellow smoke in T. S. Elliot‟s The Love Song of J. Alfred Prufrock. Chandler is also 

such a master of manipulating concrete sensory images  (Baym and Holland 1804).  

    The last and most important modernist feature in Chandler‟s fiction is the quest 

for the lost order by representing the fragmented and disrupted experience of the 

modern world. Chandler highlights this theme through his representations of his city, 

and I think this is how Chandler reacts and reflects the modern world and what makes 

him a special writer in modern American literature. Based on my previous discussion 

of the real-and-imagined space in his Marlowe‟s crusade, I want to explain how 

Chandler represents the quest for a lost order. The two most important features that he 

bestows on his spatial representations are fragmentation and disruption. They are the 

meaning of modernity that the hard-boiled hero as a flâneur eventually uncovers in his 

crusade over the sin city. I will go on to demonstrate how Raymond Chandler‟s space 

of representation elicits the nature of the modern American city. To do so, I will cite 

Fredric Jameson‟s studies of fragmentation and John Scaggs‟ discussion of disruption, 

both of whom do not directly identify Raymond Chandler as a modernist but provide 

supportive evidence.  

B.  Fragmentation  
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In discussing the definitive formal characteristic of the modernist work, Baym 

and Hollond clearly identifies it with the construction out of fragment,  

Compared with earlier writing, modernist literature is notable for what it 

omits—explanations, interpretations, connections, summaries, and 

distancing that provide continuity, perspective, and security in traditional 

literature. A typical modernist work will seem to begin arbitrarily, to 

advance without explanation, and to end without resolution, consisting of 

vivid segments juxtaposed without cushioning or integrating transitions. 

(1804)   

    Also, in commenting on Los Angeles as a modern city, Chandler wrote long ago 

that Los Angeles is a city, which is “lost and beaten,” but he added, “no worse than 

other cities.” With this comment, David Fine concludes that twentieth-century fiction 

about Los Angeles is “less a collection of hate mail to a beleaguered city than an 

expression of anxiety about the modern condition” (Imagining Los Angeles 25). The 

expression of this anxiety is achieved through the fragmentation indicated by the 

quotation above and explained by Fredric Jameson in the following section.  

Through previous discussion of the spaces of representation, we can find that the 

blurring of the real and the imagined is presented in the blurring of the bright spaces 

of the rich and the darkish spaces of the secretive criminals, which foregrounds the 

image of Los Angeles as centerless, chaotic, and incongruous. This not only reflects 

the historical fact of the decentralization of Los Angeles but also indicates the 

widening social segregation between the rich and the poor. David Fine points out the 

social distribution in Marlowe‟s city: we can find the higher security in the higher 

land, and it amounts to the higher social status. This can be found in the Grayle house 

in Farewell, My Lovely, the psychic charlatan Jules Amthor‟s avant-garde modern 

building on the lonely hill, or the private club in Idle Valley in The Long Goodbye, 

located on private roads in the mountains, patrolled by a private police who permits 

entry for members only. Fine thinks in Chandler‟s geography, the corrupt and criminal 
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rich have moved high up into the hills, into large, pretentious houses surrounded by 

high walls that isolate and “insulate” them from the consequences of crimes they have 

committed on the flatland below (Imagining Los Angeles 124). The segregation 

exacerbates the centerlessness of the city, and Fredric Jameson emphasizes that this 

centerless feature is the nature of Los Angeles: “Los Angeles is already a kind of 

microcosm and forecast of the country as a whole: a new centerless city, in which the 

various classes have lots of touch with each other because each is isolated in his own 

geographical compartment” (127). In his analysis of Raymond Chandler, Jameson 

highlights the fragmentary quality in Chandler‟s texts. For instance, he mentions that 

the detective‟s journey is episodic because of the fragmentary nature of the society he 

moves through (131). Accordingly, Chandler‟s fiction is often divided by chapters, 

without titles on them, and this is because the storylines are not consistent. This also 

corresponds to the rambling-around of the detective within the city.  

Also, according to Jameson, suspicion is another feature that can help prove the 

chaotic, disintegrated nature of the modern city. “Suspicion” is everywhere in 

Chandler‟s detective story world, and readers can find characters just keep “peering 

form behind a curtain, barring entry, refusing to answer“ (132). The very example is 

the Old Nosey, Mrs. Morrison, the neighbor of Jessie Florian, the wife of the owner of 

the Florian emporium, a meaningful site we will explore later. After Marlowe walked 

out of Jessie‟s house, Marlowe noticed “in the next house a window curtain was 

drawn aside and a narrow intent face was close to the glass, peering, an old woman‟s 

face with white hair and a sharp nose.” Marlowe naughtily waved his hand at her to 

show he knew her presence, the curtain immediately fell with Marlowe‟s comment: 

“Old Nosey checking up on the neighbours. There‟s always at least one like her to the 

block” (Farewell, My Lovely 733).  

    Also, as Jameson points out, Marlowe, as an involuntary explorer of the society, 

visits either those places you don‟t look at or those you can‟t look at: “the anonymous” 

or “the wealthy and secretive” (128), a remark not only in concert with my 
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illustrations of the mean streets and the meretricious great estate but also in accord 

with the distinction between the hard-boiled detective and the flâneur: the willingness 

to read the gap. However, the connection of Jameson‟s idea with our understanding of 

Chandler‟s space of representation is that this urban centerlessness elicits the blurring 

between the space of the rich and that of the poor, the secretive, or the criminal. Many 

criminal events are associated or even occurring in the rich space. Therefore, 

Chandler presents to us that criminal activities are permeating all kinds of city spaces, 

whether in the rich‟s and the poor‟s. David Fine suggests that this permeability 

between “rich” and “poor” spaces can be explained by the “blurring of center and 

periphery that characterizes Los Angeles” (10). What Marlowe reveals to us is , like 

what Jameson says, that “American life, American content, is a formless one,” 

because “the gangland violence of the American big city is felt as a secret destiny, a 

kind of nemesis lurking beneath the surface of hastily acquired fortunes, anarchic city 

growth, and impermanent private lives” (125-6). That is, the city is centerless because 

criminal incidents can happen to people of all classes, although the city is chaotically 

separated and each class in the city seems to be isolated from each other. All these 

boil down to one important point: in Chandlertown,
1
 every space belongs to the 

periphery. They all belong to the criminal other because the (social) order is lost and 

never regained. This is what we can learn from the modernist presentation of the 

modern condition in Los Angeles city: the “fragmentation” shows the centerless 

nature, and the lack of center means every space in Chandler‟s city is in the periphery. 

This echoes my interpretation of Chandler‟s city space as the dominated space, the 

“clandestine” “underground side of social life” (Lefebvre 33), teeming with 

possibilities of interpretation, in contrast to the dominant Secondspace imaging of the 

la-la land.  

C.  Disruption 

                                                 
1
 A term borrowed from Edward Thorpe‟s book, Chandelrtown, which examines in detail Chandler‟s 

Los Angeles.  
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As I explained earlier, modernism is after all aiming at the search for an order, 

which may very possibly be destroyed or swallowed by the fragmented modern life. 

However, as Baym and Hollond point out that “often, the modernist work is structured 

as a quest for the very coherence that, on its surface, it seems to lack,” and this 

indicates that “[t]he search for meaning, even if it does not succeed, becomes 

meaningful in itself” (1804). The search for meaning or coherence that seems to lack 

resembles the hard-boiled hero‟s quest for social order. More importantly, the 

hard-boiled hero‟s attempt to reestablish social order is often frustrated or even falls 

apart, a fact that echoes the observation made by Baym and Hollond. This helps us 

understand how the hard-boiled hero deals with the threat to the social order if the 

quest for the social order is doomed to fail.  

Other than the fragmented nature, the other prominent characteristic shown in 

our discussion of Chandler‟s Thirdspace-like spatial representations is the disruption 

between the real and the illusion, that is, the deception that denotes another nature of 

the modern Los Angeles city. The vision of Los Angeles as “a metropolis of lies” 

(Babener 128) is central to Chandler‟s novels, and thus it is shown as a city of façade, 

of stucco and fake marble, the home of Hollywood, “the kingdom of illusion” 

(Babener 127). Therefore, in addition to the fragmentation and complexity of modern 

life, the complication between the real and the illusion also undermines the effort of 

the hard-boiled detective to “achieve control and closure” (Willet, Hard-boiled 

Detective Fiction 9). This again explains the detective can‟t control the threat and 

regain the social order. What he can do, or what he can contain or control the crime 

that disrupts the social order is to make sense of it, especially to present a meaning of 

the disruption of the order to readers. That is, he reveals to readers the order-lost 

nature of the modern society and leaves to readers the act of defining the meaning of 

the modern decay, instead of giving a closure to the threat. Therefore, just in 

accordance with the modernist feature, the hard-boiled detective like Marlowe also 

quests for the order, and even if he doesn‟t succeed, the process of the quest can be 
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meaningful.  

This can also help us understand that, suggested by John Scaggs, the hard-boiled 

detective fiction is a “writerly” text, in contrast to the classical detective fiction as a 

“readerly” text. Roland Barthes defines the “readerly” text as the text that invites a 

passive reader who tends to accept the text‟s meanings as predetermined and already 

made, “[p]lung[ing] him into a kind of idleness” and endowing him “with no more 

than the proof freedom either to accept or reject the text” (4). In contrast, according to 

Barthes, the goal of the “writerly” text is “to make the reader no longer a consumer, 

but a producer of the text” (4). Scaggs thinks the “writerly” text will keep challenging 

the readers to revise it or rewrite it, thereby making sense of it. It‟s a text that invites 

the reader to become “a participant in the construction of meaning” (Scaggs 74). 

Applied to Chandler‟s stories, Marlowe‟s quest to restore order, though doomed to fail, 

becomes a quest to “make sense of a fragmented, disjointed, and largely unintelligible 

world by understanding its connection, or more often, its lack of connection” (Scaggs 

72). The process of understanding this lack of connections invites readers to 

contemplate the nature of the city and to determine autonomously what the city they 

read really is. Therefore, reading Chandler‟s stories is a journey through Chandler‟s 

depiction of Los Angeles and his spatial representations leave to readers an openness 

of possibility to interpret what the city probably looks like and how the justice is 

restored.  

In conclusion, the hard-boiled hero doesn‟t provide readers a closure, a definite 

answer to the crime. He makes sense of the crime that lurks behind the cityscape and 

disrupts the social order, by penetrating the real and the illusive façade in modern city, 

as I show in Chandler‟s spatial representations, to give readers the urban space that 

characterizes the centerless chaos and the deception manifested by fakery and artifice. 

Scaggs points out this characteristic drives “a wedge between what is seen and what is 

known” (72).This again indicates a disruption lurking behind the booster‟s 

Secondspace representation of Los Angeles as a dreamland. This is how Chandler‟s 
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detective achieves making sense of modernity and the crime because it shows the 

meaning of the unfulfilled quest: to reveal the deceptive nature of the dominant space. 

This is also the meaning Marlowe creates for readers with his willingness to read the 

gap in modernity, the act that makes him a modern hero as the flâneur and even 

beyond.  

 

III. The Containment of the Other 

    My discussion up to now connects Chandler‟s works to the modernist literature, 

because I think if his works can reflect all the aspects of historicality (the modernist 

temper), spatiality (his all-inclusive Thirdspace representations), and sociality (the 

California myth),
2
 his city probably can really define a specific society in a specific 

place at a specific time. However, Ralph Willet‟s two remarks intrigue me to probe 

deeper into his urban representations. Willet thinks “to regard the city as unreadable, 

an impenetrable blur, is to ignore distinctions of gender, class, race, and economic 

status” (The Naked City 2). Also, he points out that “historically, the hard-boiled 

detective novel has been a predominantly urban form in which a challenging milieu 

tests the protagonist‟s ability to achieve understanding and mastery,” and the 

challenges often “arises from the size and scale of the city, its power and wealth, and 

increasingly its ethnic variety” (The Naked City 9-10). Both of his remarks point out 

the existence of the ethnic variety in a modern city is undeniable. This makes me 

wonder if Chandler‟s picture of Los Angeles contains the space of the ethnic variety. 

If not, can we still claim Chandler‟s drawing of Los Angeles is authentic? If yes, isn‟t 

their space another possibility of Thirdspace to present the interpretable dominated 

space, one that is probably more dominated than the criminal space? 

                                                 
2
 The triad of historicality, spatiality, and sociality is the trialectics of being presented by Soja to assert 

an ontological theory that applies “at all levels of knowledge formation, from ontology to epistemology, 

theory building, empirical analysis, and social practice” (71). He points out this triad for Thirdspace 

because “there has been a persistent tendency during at least the past century to over-privilege, in 

another „double illusion,‟ the dynamic relations between the „making‟ of Historicality and the 

„constitution‟ of social practices or Sociality” (71).  
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    Interestingly, Scaggs points out that besides making sense of its disruption, there 

are other ways of restoring order in both hard-boiled detective fiction and modernist 

literature (75). Besides our previous discussion of the “writerly text” reading strategy 

and modernist literature, he tries to further strengthen the connection between the 

hard-boiled fiction at modern times and the modernist literature, by proffering another 

strategy, one that he claims is also characteristic of Eliot‟s poetry: “the containment of 

the „other‟ that threatens the social order” (75). As illustrated in the second chapter, 

crime fiction and hard-boiled detective fiction as its sub-genre are both characterized 

by an intention, or a hope to control crime. To control means the act of containment, 

and thus the controlling of crime ultimately depends, according to Scaggs, on the 

“containment of the criminal other, through imprisonment, banishment, or death” (75). 

Marlowe‟s destiny to fail to restore the social order in his corrupt world leads to his 

compromise with the criminal Other instead of containing them, and hence besides 

making sense of the crime that disrupts the social order through Chandler‟s spatial 

representations, Scaggs thinks Chandler and the other hard-boiled detective writers 

turn to the containment of the Other, that of the racial Other. 

A.  Ethnic Diversity as a Solid Fact 

    I find that over the formation of Los Angeles city, the presence of the other races, 

the Chicanos, the African Americans, the Asian Americans, the Chilean Americans, 

etc., is a fact that no one can deny and they also play a significant role in the history 

and space of this city. Therefore, I can‟t help but wonder if the existence of the other 

races, or more specifically, the racial minorities
3
, is also included in Chandler‟s city.  

    First of all, the existence of the racial minority in Chandler‟s times plays a 

crucial factor in the society of Los Angeles. It‟s an indispensible piece for the 

formation of the Los Angeles city and an imperative feature of the Southern 

                                                 
3
 In my discussion of the Los Angeles city history, it‟s easy to observe that the westward development 

of the city is meanwhile equal to the westward movements of the white, who with the financial and 

political advantage naturally became the social majority that enjoyed a higher social status and a higher 

living condition.  
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California landscape. Robert Fogelson notes that unlike other American cities, which 

were divided between native Americans and European immigrants, “Los Angeles was 

divided between an overwhelming native white majority and a sizable colored 

minority,” and he further emphasizes that “[N]owhere on the Pacific coast” was “so 

diverse a mixture of racial groups, so visible a contrast and so pronounced a 

separation among people” in the 1920s (qtd. in Davis, 116). The ethnical diversity in 

Chandler‟s times heats up the social and racial tensions, igniting social upheaval such 

as the Zoot Suit riots of 1943
4
. As Megan Abbott points out that “Nineteen thirties and 

forties Los Angeles was experiencing both an increasing ethnic diversity and an 

increasing segregation, the two combining to create an ambience of pointed racial 

tensions, often flaring up in violence” (9). Therefore, we can say the Los Angeles 

setting can afford “a particularly volatile xenophobia atmosphere” (Abbott 9), and 

since Raymond Chandler, just like James M. Cain, set all of his novels in tensely 

xenophobic 1930s-1950s Los Angeles, it seems natural to readers and critics that 

Chandler and his Marlowe could be, or just are, a racist. 

B. Accusations of Racism 

    Critical attacks to Chandler‟s racist characterization of Philip Marlowe and the 

lax allegation that Chandler himself is a racist seem to never cease. In the following 

section, I will examine the salvos aiming at this issue, which could be probably one of 

Chandler‟s few lapses as a great literary writer.  

    The containment strategy is confirmed by many critics who often declare too 

conveniently that there is no presence of the racial Other in Chandler‟s cityscape. 

Stephen Knight, in his “A Hard Cheerfulness,” fires this type of criticism by noting 

                                                 
4
 The Zoot Suit Riots were a series of riots that erupted in Los Angeles, California during World War II, 

between white sailors and Marines stationed throughout the city and Latino youths, who were 

recognizable by the zoot suits they favored. While Mexican Americans were the primary targets of 

military servicemen, African American and Filipino/Filipino Americanyouth were also targeted. A zoot 

suit is a suitwith high-waisted, wide-legged, tight-cuffed, pegged trousers, and a long coat with wide 

lapels and wide padded shoulders, a style popularized by African Americans,Mexican Americans, 

Puerto Ricans, Italian Americans, and Filipino Americans during the late 1930s and 1940s. See Pagán, 

Eduardo Obregón. Murder at the Sleepy Lagoon: Zoot Suits, Race & Riots in Wartime L.A. Chapel Hill: 

University of North Carolina Press, 2003. 

http://en.wikipedia.org/wiki/Riot
http://en.wikipedia.org/wiki/Los_Angeles,_California
http://en.wikipedia.org/wiki/California
http://en.wikipedia.org/wiki/World_War_II
http://en.wikipedia.org/wiki/White_people
http://en.wikipedia.org/wiki/Latino
http://en.wikipedia.org/wiki/Zoot_suit
http://en.wikipedia.org/wiki/Mexican_Americans
http://en.wikipedia.org/wiki/African_American
http://en.wikipedia.org/wiki/Filipino_people
http://en.wikipedia.org/wiki/Filipino_American
http://en.wikipedia.org/wiki/Suit_(clothing)
http://en.wiktionary.org/wiki/pegged_pants
http://en.wikipedia.org/wiki/African_Americans
http://en.wikipedia.org/wiki/Mexican_Americans
http://en.wikipedia.org/wiki/Puerto_Ricans_in_the_United_States
http://en.wikipedia.org/wiki/Italian_American
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that “Chandler‟s southern California contains very few blacks and no Mexicans at all” 

(79-80). John Scaggs himself applies this strategy by adding that “Nor does it 

[Chandler‟s Southern California] contain Asians” (Scaggs 76). This kind of accusation, 

however, easily falls flat because there are bountiful examples of the existence of the 

racial Other in Chandler‟s city. The amusingly mysterious receptionist of Hotel Sans 

Souci is an African American (Farewell, My Lovely 726). The gardener of the Grayle 

mansion is Japanese (Farewell, My Lovely 776). In The Long Goodbye, the houseboy 

of the rich Wade family, Candy, who doesn‟t accept Marlowe‟s slurs, is Chilean. In 

The Big Sleep, the band plays the music that no one bothers listening to in Eddie Mars‟ 

palatial Cypress Club is composed of Chicanos. The secretary with strong exotic 

accent working for the evil psychic consultant Jules Amthor is a girl with the Asiatic 

face (Farewell, My Lovely 789). In Playback, we can even see the ultimate 

presentation of the racial Other in a hotel night garage attendant, Chang: a hybrid of 

“part Chinese, part Hawaiian, part Filipino, and part nigger” (820). The list can go on 

and Chandler never hesitates to present such an ethnic mixture in Los Angeles to 

readers. Thus it‟s proper to say the first type of criticism is closer to false allegations. 

    Though the presence of the racial Other is certain, the presence of them could 

still be used to problematize the racist issue. Thus, the second kind of critical response 

is to aim at Chandler‟s flattening and the demonizing the racial Other. For example, 

Candy the sleek Chilean houseboy, who is obsessively protective of his murderous 

hostess, Mrs. Grayle and patrols the house as silently as a cat, shows a flick knife 

anytime he wants from his immaculate white monkey jacket. Edward Thorpe argues 

that Candy “is there more as a prop, a piece of fancy scene-setting, a bit of color, than 

as a character of any real significance” (38). Though this description is true of some 

none-white characters, I beg the question of why and whether this racial stereotyping 

should be the containment strategy. But before that, I will first explain why Chandler 

is not necessarily a racist.  

    Many sources support that Chandler is not a racist, unlike most of his 
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contemporaries. Abbott points out that Chandler‟s personal attitudes toward minorities 

“betray the white racism of his day” and are “well-documented” (106). Frankie Y. 

Bailey even explains this by a letter in which Chandler wrote that he bemoans “some 

damn editor [who] made me white-wash four or five niggers” in his short story 

“Pick-Up on Noon Street” (qtd.. in Abbott 106). Marlowe seems often to give out 

“reflex racism,” such as his impolite expression to call the African American “nigger” 

(McCann 160), but he also often exhibits “a self-consciousness of his own racial 

stereotyping” and deep sympathy for the dominated racial Other (Abbott 107). This 

can be evidenced when he is amusedly shocked by the quoting of T. S. Eliot to him by 

an African American chauffeur. It‟s true that readers can find numerous examples to 

support the racial problematic in Chandler‟s stories, such as the ironic comment by 

Marlowe, “‟Well, all he did was kill a negro,‟ I said, „I guess that‟s only a 

misdemeanor‟” (Farewell, My Lovely 424). This kind of example, I think, can be 

regarded as “historically racist,” because it just reflects the common reaction of the 

major white society toward the Other in that xenophobic, racially-segregated era 

(Abbott 93). Therefore, all Chandler does is just to present a world which 

authentically reflects a present but not pleasant situation in his times because he 

means to be authentic. We can find the positive side of this real but unpleasant picture 

of modern Los Angeles if we remember Chandler‟s aim to write his fiction is to 

present an authentic Los Angeles. 

C. The Street Was Not Mine  

    Though it might be appropriate to say that Chandler‟s works just reflect a kind of 

historically racist concept and the strategy of the containment of the Other seems to 

fall short, it‟s still very significant to discuss the presence of the racial minority 

because it certainly affects the picturing of Los Angeles city. We can‟t forget the 

containment strategy is for dealing with the threat that rots the social order. This 

reminds us that most critics agree with the idea of the containment of the Other 

because they think Chandler or other hard-boiled detective fiction writers just 
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collectively regard the Othered race as a social threat. But I will argue that the success 

of the containment strategy is through presenting or emphasizing the presence of the 

Othered race, instead of the absence of them. Megan E. Abbott‟s interpretation to 

define Marlowe as a “raceless” figure can help us understand this, but all the 

discussions will lead to my contention that through identifying the presence of the 

space of the racial Other, the space not dwelled by the racial Other will eventually 

become the center, and thus the space of the Othered race will be shown as the 

marginal space, the space full of manipulation and subjection. Therefore, other than 

the space of the criminal and the secretive, our journey over Thirdspace in 

Chandlertown with Philip Marlowe will in the end arrive at another dominated space, 

one that is more clandestine and implicit but also is teeming with possibilities of 

resistance.  

Basically, the presence of the race in Chandler‟s city or other hard-boiled writers, 

considering the historically contemporary xenophobia, is a natural reflection of the 

racial anxiety. Abbott thus initiates her examination of the manipulation of 

race—particularly whiteness. She believes that the consolidation of an American 

whiteness is by way of a conceptual dependence on the creation of an Othered 

blackness. Hence, she contends that the manipulation of race in hardboiled fiction 

solidifies the status of the urban white hero, and that we can learn a lot about the 

racial anxieties at the time, “by looking at how these texts (or their protagonists) 

attempt to fix a stable and powerful whiteness by racializing others, at the same time 

as they obsessively present whiteness as racelessness” (93). She explains that in 

hard-boiled fiction, one of the key characteristics of this white lonely hero is his “fear 

of encroaching Others,” and thus he will keep using racial and ethnic stereotypes to 

create “hard-boiled exoticism,” through which we can see the differentiation between 

the white and the Othered race, and this is why we can easily observe “the figure‟s 

obsessive attention to the consolidation of his own „whiteness‟” (13). She further 

points out that throughout hard-boiled fiction, “whiteness is compulsively constructed 
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and reconstructed in opposition to binarized and conflated Others,” so that the 

Othered races will be “all racialized in opposition to the “raceless” university of the 

white protagonist” (14). That is, according to Abbott‟s reading, to show the presence 

of the Othered race is necessary, because only through them, the detective can assure 

that he is white, and this is a reflection of the collective racial anxiety in the 

xenophobic early and middle twentieth century. The white hard-boiled detective is 

raceless because in his world, the meaning of race is through the experience of 

encountering the Othered races, and to the detective, he himself doesn‟t need to 

identify his own race. To conclude, this act of racializing the other ethnicities, to put 

the white hard-boiled detective in the center and the Othered race in the threatening 

marginal space, does achieve the containment of the Other, but also present the 

existence of the possible, dominated Thirdspace in the space of the racial Other.  

All these arguments designate that the identification of the white existence 

requires the presence of the Othered race, and this will hence secure the presence of 

the racial Other and surely the space they occupy. That is, there will be and must be 

the space of the Othered race. Therefore, during Marlowe‟s journey, we will 

experience his racializing the racial Other, but his racialized treatment on the Othered 

race can help us to understand two important facts: first, the racial Other does exist in 

their own space and they will be racialized and discriminated, for they are reckoned as 

the threat; second, because of their discriminated presence, we can know their space 

belong to another kind of dominated space, but their discriminated status also makes 

present their marginal emplacement. 

    To prove that the space of the Othered race is the dominated space, another way 

is to identify Marlowe as a socially liminal and classless figure, so that he can the 

medium between the high or middle class and the low, poor, criminal, or the even 

lower racialized class. It‟s important that Marlowe is a classless figure because only 

by being such a liminal figure can he have the access to the poor space and even the 

racialized space. We have already talked about the detective‟ asocial status and 
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understood that he is inherently a lonely outsider away from the family and the 

conventional society. Combining this asocial characteristic with the spaces that he 

traverses, the miserable, anonymous mean streets and the pretentious wealthy estate 

haunted by the crime in the past, we can know what he can occupy is the “murky 

space” between “conventional society” and the “criminal underclass” (and criminal 

upper class). This makes him at once “a liminal, rootless figure” (Kennedy 43). This 

characterization marks the tough guy like Marlowe as a classless and self-reliant man 

able to traverse every class and this rootlessness also corresponds to the “modernist 

thematic of alienation, homelessness, and melancholia” recurring in Chandler‟s 

modernist-natured stories (43). Frankie Y. Bailey also points out Marlowe‟s classless 

disposition by explaining Marlowe‟s series of interactions with a stone jockey on the 

wealthy estate of his corrupt client in The High Window. He thinks Marlowe finds 

“solidarity” with the statue and takes it as a victim of the wealthy, and this reaction 

means Marlowe “see[s] himself as having more in common with the underclasses than 

with those who pay him for his services” (50). Marlowe as a classless marks his 

liminality, and thus he can play the role of the psychic for the city, mediating between 

different classes that could hardly contact each other in a heavily segregated 

centerless modern city. I think this is also a reason that makes him a new flâneur and 

beyond.  

    Marlowe‟s role as a classless city psychic is strengthened by the presence of the 

Othered race. Their existence on his flâneurie-like crusade makes Marlowe also a 

medium between races, because after all the Othered race is often the source of the 

mainstream white‟s social anxiety and fear. Just like what Liam Kennedy also talks 

about “blackness,” the white hard-boiled hero “appropriates signs of blackness to 

signify his liminal isolations and difference” (45). Abbott supports the similar 

observation and indicates not only the class segregation but also the racial difference 

marks the detective‟s liminal positioning: “[Raymond Chandler‟s] novels use 

signifiers of the Other to [. . .] carve out the hero‟s liminal space teetering delicately 
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between center and margin” (9). This remark also clarifies an important point in our 

discussion: the demarcation between center and margin in spatial configurations. I 

find Edward Soja‟s exposition through bell hooks‟ marginality as a space of radical 

openness can help us understand how the racialized space of the Other in Chandler‟s 

city bears the possibility of Thirdspace. But before heading to our next section, let me 

briefly conclude our discussion so far. Without family or close ties in people 

relationship, the hard-boiled modern hero navigates his way through urban spaces 

figured as threatening, corrupt, and even Othered. The idea of the solitary white hero 

trekking down urban streets has forerunners in like-minded navigators of the 

industrialized modern city such as the flâneur in searching for meaning of modernity. 

But combined with the influence of modernist themes of fragmentation and alienation 

and the social-historical development of ethnic diversity and segregation, the 

hard-boiled modern hero becomes a city psychic who not only delves into the modern 

Augean stable but also mediates between the white‟s space and the marginal space of 

the Othered race. On his crusade, he unfolds another space that has been long 

neglected at modern times, thereby discovering the Thirdspace of possibility in the 

marginal space of the racial Other.  

 

IV. Marginal Space as Thirdspace  

    In order to refute the racist charges on Chandler and to disapprove the strategy of 

the containment of the Other, I draw on Soja‟s exploration of Thirdspace in the 

marginal space proposed by bell hooks to help us further understand the significance 

of Marlowe‟s stepping into the lived space of the racial Other. Bell hooks, as a black 

female cultural scholar, is the very writer who points out the marginal space is not just 

the space of struggle, but also the space of resistance, a positive engagement with 

hegemonic power by blurring the center and the periphery. In her “Choosing the 

Margin as a Space of Radical Openness,” hooks proposes choosing marginality as 

“site of resistance,” as “location of radical openness and possibility” (153). Hooks 
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aims to break down the modern binary cultural politics that divides our culture into 

the center and the periphery based on the working of power and forces the repressed 

Other to emulate and struggle for the centered cultural positioning. She instead turns 

to the margin, moving into the multiplicity of other spaces that difference makes, by 

propounding a new thought: the “space of radical openness is a margin” (149). This is 

why Soja comments that “hooks finds her place, positions herself, first of all as an 

African American woman and then by the simultaneously political and geographical 

act of choosing marginality“ and further explains that hooks‟s “positioning of identity 

and subjectivity is purposefully detached from the „narrow cultural nationalism 

masking continued fascination with the power of the white [and/or male] hegemonic 

order‟” (97). Her choice is clarified by her clear distinction between “the marginality 

which is imposed by oppressive structure and that marginality one chooses as site of 

resistance, as location of radical openness and possibility” (qtd. in Soja 98). She 

chooses the latter of the two different marginalities and names it “as a central location 

for the production of a counter-hegemonic discourse that is not just found in words 

but in habits of being and the way one lives” (hooks 149). This also indicates that her 

choice is not just a theoretical appeal but a consciousness rooted in the everyday life 

experiences, one that corresponds to Lefebvre‟s concept of the lived space.  

    Drawing from the preface to her Feminist Theory: From Margin to Center, bell 

hooks explains she puts emphasis on the margin because the margin is no less 

important than the center, both the indispensible part of the whole. She thinks “[t]o be 

in the margin is to be part of the whole but outside the main body” and the oppressed 

other “could enter that world [of the center]” but they “could not live there” and they 

“had always to return to the margin” (149). Therefore, she thinks the oppressed 

other‟s survival “depended on an ongoing public awareness of the separation between 

margin and center and an ongoing private acknowledgement that [they] were a 

necessary, vital part of that whole” (149). This sense of wholeness, she thinks, 

provides the exploited with an oppositional world-view to their oppressors and thus 
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can aide them in their struggle to “transcend poverty and despair” and can strengthen 

their sense of self and solidarity (149). She concludes that though incomplete, this 

statement identifies marginality as much more of a space of resistance and “radical 

possibility” than “a site of deprivation” (149). This space of resistance and possibility 

can be compared and connected to Soja‟s Thirdspace because both of them are 

dominated spaces in opposition to a dominant space and teeming with possibilities of 

appropriation.  

Bell hooks further argues her choice of positioning in the margin is requisite 

because “understanding marginality as position and place of resistance is crucial for 

oppressed, exploited, colonized people” and for these oppressed Other groups, if they 

only view the margin as sign that marks the condition of their pain and deprivation, 

certain “despair” or even “a deep nihilism” will penetrate the very ground of their 

being “in a destructive way” (hooks 150-51). She never denies that the marginal space 

occupied by the Other like those in Chandler‟s stories means the site of repression, 

but she intends to proffer a new concept: “these margins have been both sites of 

repression and sites of resistance” (150). This again identifies the marginal space of 

the oppressed Other as the dominated space as well as a possible site of Thirdspace. 

Bell hooks‟ resounding conclusion even directly reminds us of Thirdspace: 

“Spaces can be real and imagined. Spaces can tell stories and unfold histories. Spaces 

can be interrupted, appropriated, and transformed through artistic and literary practice” 

(152, emphasis added). All these tell us that the marginal space she chooses as a site 

of resistance is the space of representation proposed by Lefebvre, the Thirdspace of 

possibility by Soja. Just as Soja‟s explanation of Lefebvre‟s space of representation, 

combining the real with the imagined, the lived spaces of representation are “the 

terrain for the generation of „counterspaces,‟ spaces of resistance to the dominant 

order arising precisely from their subordinate, peripheral or marginalized positioning” 

(Soja 68). These lived spaces of representation, the counterspaces, perfectly match 

hooks‟ marginal space. Both are “‟the dominated spaces,‟ the spaces of the peripheries, 
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the margins and the marginalized,” and “the chosen spaces for struggle, liberation, 

emancipation” (68). The space of the racial Other revealed by the liminally classless 

Marlowe is also such a marginal space of both peril and possibility.  

    Therefore, it‟s important for us to realize that Chandler‟s presentation of the 

racial Other‟s space is an emplacement of Thirdspace, another dominated space in his 

spatial representations, and this significance can also help us refute the racist charges 

and realize Chandler is indeed a true painter of modern American city because he does 

draw every part of the whole, whether dominating or dominated. In the next section, I 

will guide us to the last stop of Marlowe‟s Thirdspace journey.  

 

V. The Dinge Joint as Thirdspace  

    As discussed above, Philip Marlowe‟s crusade for social order implicitly unfolds 

the modernity in the modern city, just like what the flâneur actively does in the stroll 

on the modern arcade. But if we want to argue that Marlowe‟s car race displays a true 

picture of modern Los Angeles, I think it‟s also necessary to emphasize Marlowe is an 

urban medium who vacillates between different classes as well as different races. His 

ability of oscillating among spaces of differences helps us understand the dominated 

space of the Othered race in Los Angeles. That the Othered space is dominated is 

obvious and even in accord with the aforementioned social segregation according to 

natural height. Therefore, the poor, socially inferior Othered race is certainly only 

perceivable on the huge flatland on the vast Los Angeles basin, in contrast to the idle 

or criminal wealthy on the highland, and thus it‟s no wonder that their space is often 

connected to slums. For example, in The Lady in the Lake, when Marlowe challenges 

the local view of Bay City as a “very nice place” by calling it a “very nice jail,” he 

also calls attention to the “Mexican and Negro slums stretched out on the dismal flats 

south of the old interurban tracks” (1041). The impoverished underbelly of the city, 

thus, is perceived not only in terms of criminality but also in terms of raciality. 

Furthermore, Marlowe doesn‟t just perceive from afar but actually strides into one 
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spot on this “dismal flats,” a bar on the section of Central Avenue that passes Watts, 

the area populated majorly by African Americans in Chandler‟s times. This is the site 

of another Thirdspace, the space of resistance and possibility.  

    One of Chandler‟s best works is reckoned as Farewell, My Lovel,
5
 and its 

opening scene makes it even more special because the story starts at a “dinge joint” (a 

slangy expression for a bar owned by and specifically serving African Americans only, 

called by the character we are about to discuss), the Florian‟s (718). Our detective 

hero, Philip Marlowe, has been hired by a relief barber‟s wife to find her husband, 

Dimitrios Aleidis, and his unwilling search has led him to a three-chair barber shop at 

Watts areas, where an agency thinks the barber might be working. It‟s “a small matter” 

(717), but he accidentally meets Moose Malloy, a six-five giant just out of jail, outside 

a “dine-and-dice emporium called Florian‟s” (717). Marlowe immediately gets 

involved involuntarily with Malloy‟s search for his old beloved, the little Velma, who 

turns out to be the major murderer and a coldblooded femme fatale. Velma used to be 

a torch singer in this bar that used to be owned by the white, as the name of the shop 

suggests. But Marlowe and Malloy only find that the African Americans have taken 

over the place during Malloy‟s eight years in prison. This scene and its settings are 

special because it‟s the very place that Marlowe experiences explicitly a space of 

difference. On this scene, I argue that instead of a site presenting Chandler‟s racism, 

the Florian‟s is a real-and-imagined Thirdspace that offers not only the site of 

resistance to the white-dominating mental imaging of Los Angeles but also the 

possibility of openness for the future appropriation.  

    Florian‟s is a real and imagined space because it‟s a fictional bar owned by 

African Americans located on a place that is historically realistic. Besides the 

historical presence of Watts as a racially segregated area introduced in Chapter Two, 

                                                 
5
 It‟s always a heated but arguable discussion on the candidate for Chandler‟s best novels, especially 

considering all his novels have been adapted and filmed in Hollywood. However, it‟s much less 

agreeable to pick The Big Sleep, Farewell, My Lovely, and The Long Goodbye as the top three. The 

former two are respectively the first and the second novels published, and the latter is finished much 

later in a distinctively different style.  
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Willett also points out that Central Avenue in Watts had been, especially in the 1940s, 

“a center of black power and culture, the focal point for a remarkable explosion of 

blues, R and B, and jazz, featuring black musicians from Texas, Kansas and 

Oklahoma,” and thus Chandler‟s scene of a bar that serves only African Americans is 

pretty authentic, especially considering that “bars and clubs provide spaces where 

black patrons can assume a degree of power; this is frequently associated with 

illegality” (30). Therefore, the bar on the Central Avenue is not only an epitome of the 

space of the Othered race as slums where poverty and illegality are hard to divide, but 

also a marginal space where the racial minority can wield their own power.  

Florian‟s, this “dinge bar,” naturally becomes the focal point under fierce 

bombardment for racism because it is also an imagined space that could represent 

“not only the deterioration associated with poverty but demoralization, degeneracy, 

depravity” in the white‟s imaging of the marginal space of the Othered race (Thorpe 

35). The scene opens with a brief introduction: “It was one of the mixed blocks over 

on Central Avenue, the blocks that are not yet all negro” (717). This remark predicts 

the future development of Watts and seems to lament it. John Scaggs thinks this is 

“the beleaguered racist tone” that echoed “in the description of Florian‟s bar and its 

customers” (76). One of the customers is paid special attention to because he is 

thrown out of Florian‟s and referred to as “a dinge” by Moose Malloy (718). Both 

Thorpe and Scaggs criticize Marlowe‟s racist-like description that denies this 

customer‟s “human identity by being described using the neuter pronoun „it‟” (Thorpe 

35; Scaggs 76). 

        It landed on its hands and knees and made a high keening noise like a 

cornered rat. It got up slowly, retrieved a hat and stepped back on to the 

sidewalk. It was a thin, narrow-shouldered brown youth in a lilac coloured 

suit and a carnation. It had slick black hair. It kept its mouth open and 

whined for a moment. People stared at it vaguely. (717-18) 
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The racist tone seems to go on because later when they enter Florian‟s, they find 

“[t]here were a few customers, men and women, all negroes” and when these 

“negroes” found Marlowe and Malloy‟s intrusion, there was a sudden silence “as 

heavy as waterlogged boat” and these customers‟ eyes stared in “the dead alien silence 

of another race” (719). Scaggs, by quoting Sean McCann, thinks what Marlowe 

encounters is a confirmation of “reflex racism” (Scaggs 76; McCann 160). Also, the 

black residents of Central Avenue are, compared to Marlowe and Malloy, all quite 

flattened characters and thus seem to barely exist at all. This is why Stephen Knight, 

one of the representative critics, notes that “Marlowe never sees them [the black 

residents] in autonomous terms, as people struggling with their own problems, let 

alone in simple social terms as a class faced with repressive forces of various sorts, 

economic and ideological” (115). Therefore, as William Marling observes, the 

inhabitants of Chandler‟s Watts seem to be there only for providing “an emblem of the 

inscrutability of black society to the white detective” (98). All these criticisms 

correspond fittingly to Abbott‟s interpretation of Marlowe as the representative white 

who asserts his whiteness through racializing the Othered race.  

    However, I also point out Marlowe is a city psychic that reveals to us not only 

the space of the white wealthy and the criminal but also the space of the Othered race. 

I think this view is reinforced through Marlowe‟s sympathy for not only the 

impoverished but also the discriminated poor race of the Other. The containment of 

the Other as a modernist strategy to deal with the issue of restoring the lost social 

order is not reflected in Chandler‟s stories because Chandler‟s Marlowe is a figure 

who doesn‟t just come to the space of the Othered space and demises their existence. 

Instead, he shows sympathy for their poor existence, and this sympathy paves our 

journey to Thirdspace in the dinge joint. In the following section, I will combine Sean 

McCann‟s ideas with my own interpretations to approach a positive reading of 

Chandler‟s racial spatial representation.  
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    I find the racist charges on Chandler often fall to fast presuppositions, probably 

initiated by Marlowe‟s impolite colloquialism, such as “nigger” and “negro” to name 

the African American. But to me, these expressions are just reflections of the 

white-centered social recognition at that time. Also, the attack on the neuter 

description of a black youth as “it” is actually a product of an incomplete reading of 

Chandler‟s description. Before “it” is thrown out, Marlowe notes after Malloy enters 

the bar, the doors swings in and out constantly and almost “settle[s] to a stop” and 

before the doors completely stops moving, they open again, “violently, outwards,” 

and then what Marlowe sees is “[s]omething” sails across the sidewalk and lands “in 

the gutter between two parked cars” (717). Because of Marlowe‟s uncertainty about 

the thrown-out flying object, in the following description of this unidentified object, 

Marlowe chooses to refer to this object as “it.” I don‟t think this is a 

strongly-grounded proof for charge of Chandler‟s racism. Sean McCann also supports 

this view and further recognizes Marlowe‟s openness to the other race. He thinks the 

dinge joint scene is aiming to “illuminate and to cut against precisely the racism for 

which Chandler was later castigated” (160). Marlowe‟s racial concern becomes 

apparent when Marlowe meets a bigot who is far more indifferent than Marlowe to 

the Watts residents—Captain Nulty, an “exhausted bureaucrat” (160). He is unmoved 

by “shine killing” and can only be inspired by “pix” and “space” in newspapers that 

care nothing for African Americans (Farewell, My Lovely 723). McCann thinks that in 

contrast to Captain Nulty, Marlowe “looks positively sympathetic to the black victims 

of crime” (161). This sympathy is explicit in Marlowe‟s attitude toward the bouncer 

of Florian‟s, the one confronting the giant Malloy but ending up subject to his 

monstrous strength. McCann regards this example as a direct contradiction to 

Knight‟s attack on Marlowe‟s ignorance of the African Americans as people 

struggling with the social negation because Chandler shows Marlowe sees exactly that 

in the meeting between Malloy and the bouncer he badly injures. Marlowe notes “the 

desire of the bouncer to protect his club from white slumming” and even suggests that 
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“the bouncer takes umbrage when he mistakes Malloy‟s search for Velma as a pursuit 

of interracial sexual adventure” (McCann 331). He then analyses why the bouncer 

fails to take Malloy‟s obvious strength into account: “He had his job, his reputation 

for toughness, his public esteem to consider. He considered them for a second and 

made a mistake” (Farewell, My Lovely 719, emphasis added). McCann comments on 

the bouncer‟s mistake and concludes that “[n]early all of Marlowe‟s sympathy is, of 

course, with Malloy‟s failure to appreciate the rules of a changed society, but that does 

not prevent him from engaging in a lesser variety of the empathy that Chandler‟s 

critics want to deny” (331). “I felt a little sorry for him,” and by this statement 

Marlowe shows his sympathy just before the fight begins (Farewell, My Lovely 719). 

Later, Marlowe concludes the result with his “characteristically Marlovian pity”: “He 

was crawling along the baseboard like a fly with one wing. He was moving behind the 

tables wearily, a man suddenly old, suddenly disillusioned” (McCann 331; Farewell, 

My Lovely 719).  

    As I emphasized earlier, Marlowe is the city medium who reveals the space of 

the depressed and thus the space of resistance because he is willing to communicate 

with the Othered race, and thus this can be strengthened through his sympathy for the 

Othered race. As McCann says, Marlowe “must open himself to such sympathy” and 

thus “ignores his initial reaction to the „alien silence‟ he first perceives in Florian‟s,” if 

he wants to perform his job as a classless detective (161).  

Another proof for Marlowe‟s empathy with the racial Other is the later passage 

that Marlowe goes to Hotel Sans Souci,
6
 also on the Central Avenue and gathers 

information from a black desk clerk. In trading a drink for information, Marlowe 

engages with the clerk with nods, gestures, glances that are “heavily laden with the 

subtly expressed content” (McCann 161) that helps Marlowe‟s realization of the 

crucial fact that Florian‟s has the same name under its previous white owner because 

the price to change the neon signs are too high: “Electric signs come kind of high, 

                                                 
6
 Sans Souci means carefree, with no worry. 
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brother” (Farewell, My Lovely 727). Marlowe‟s success in information trading points 

out that he is both more sensitive than the racist cop and “more ethnographically 

skilled at negotiating an urban terrain to which they are effectively blind” (McCann 

161). This is another proof of the meaning of Marlowe as a city psychic and it also 

reveals Marlowe‟s willingness to treat the people in Watts with sympathy and “dignity” 

to a man, noted by the clerk (Farewell, My Lovely 727). This is what enables Marlowe 

to communicate with the residents on the Central Avenue and a contrast to the callous 

Nulty. Openness and empathy is the demand for Marlowe‟s to be a city psychic who 

can read the arcane modern unknown, and this openness is portrayed as “undermining 

prejudice and mediating racial difference” (McCann 161). Because Marlowe is a city 

psychic with sympathy for the racial minority instead of an racist, he can then present 

to readers an authentic picture of the dominated, marginal space of the African 

Americans. Their space, such as Florian‟s, is the Thirdspace that Soja identifies in 

hooks‟ proposition. That is, it‟s a space of resistance and radical openness, and the 

way to achieve the resistance by the minority race is through appropriation. 

In terms of achieving the resistance, bell hooks encourages her fellow people to 

form their radical subjectivity in their possibility-laden marginal space, but this appeal 

is not possible to be fulfilled in the Watts residents that Marlowe encounters since 

they are after all just fictional characters. But as my exposition earlier, Chandler‟s 

Marlowe stories are “writerly” texts that are permeable and open-ended and thus 

allow readers to freely interpret the stories and spaces, so it‟s possible for future 

readers to appropriate the marginal Thirdspace such as the dinge joint. Walter Mosley, 

a later renowned black writer of the hard-boiled detective, reconstructs the experience 

of black migrants in Los Angeles. The first Easy Rawlins novel, Devil in a Blue Dress, 

shows such a resistance of the minority through appropriating the dinge joint. Similar 

to Chandler‟s opening scene in Farewell, My Lovely, a white man, Dewitt Albright, 

enters a black bar in the black Watts community searching for somebody who can 

track down a white woman, Daphne Monet, who is known to associate with the 
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musicians of the Watts nightclub.
7
 In this similar scene, Albright‟s excessive 

whiteness, suggested by his name, prevents him from entering (Scaggs 79). In this 

novel, the white perspective of Marlowe is reversed and “it is Easy‟s voice that 

describes and controls the scene” (Scaggs 79):  

    I was surprised to see a white man walk into Joppy‟s bar. It‟s not just that he 

was white but he wore an off-white linen suit and shirt with a Panama straw 

hat and bone shoes over flashing white silk socks. His skin was smooth and 

pale with just a few freckles. One lick of strawberry-blond hair escaped the 

band of his hat. (Mosley 9) 

This scene is a successful appropriation of the marginal space to the center. Both the 

writerly-text tendency for appropriation and the example I illustrate here are the proof 

of Chandler‟s spatial representations as Thirdspace, the space teeming with 

possibilities.  

 

VI. Conclusion 

Raymond Chandler is often accused of being a racist but he actually honestly 

expresses the existence of the black people by putting the black community, the 

Central Avenue, into his urban setting. This is why I argue that Raymond Chandler, 

instead of being a racist, consciously includes the African Americans into his setting 

to depict the real American city in his mind. With this argument, I further propose that 

the “dinge joint” with Raymond Chandler‟s depiction is one of the illustrative 

examples of Thirdspace, which exists in the margin and opens the possibility of 

subversion. Chandler, in this sense, is an actual urban painter whose depiction of the 

modern American city is authentically all and sundry.  

 

                                                 
7
 As I illustrated from Ralph Willet, Watts is the center for the westward movement of black music. 

See Willet‟s The Naked City.  


