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Publisher’s Note

L

istening to two women discussing art, boxing and literature, Joyce Carol
Oates and Melinda Camber Porter are refreshing.
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One wonders if the prehistoric cave painters (40,000 B.C.) of Chauvet, France
and elsewhere were women or men or both? Or where the female Renaissance
painters (1400s) are buried? Auguste Rodin (1840–1917) considered Camille
Claudel (1864–1943), his artistic equal, but Rodin’s sculptures travel the world
and he has museums in Paris and Philadelphia, while Camille Claudel’s museum
finally opened in Paris in 2017, as she was committed into an insane asylum,
the last thirty years of her life. Karen Blixen (1885–1962) wrote as a man with
the pen name, Isak Dinesen, so she could be published in Danish and English.

ev
i

ew

Joyce Carol Oates and Melinda Camber Porter agree that writers receive
more respect in Europe and are often elevated to hold political positions, while
American writers are often pushed out to the edge as fringe thinkers. Today,
both Europe and Asia have female political heads of State, while America still
struggles to elect a female president.

R

Joyce Carol Oates is prophetic when she says to Melinda Camber Porter in

1987 that America has: “tremendous history of passion and idealism . . .
following a higher law of morality . . . On the other side, America is just so
very pragmatic and practical. It’s a land of gimmicks and machines and money
and P.T. Barnum and Henry Ford and Donald Trump and people like that,
you know, that the two are really in a kind of interesting dramatic contention.”
Joyce Carol Oates seemed to anticipate the rise of Donald Trump to President
of the United States thirty years before it happened! She goes on to say boxing
is really the American Black history of poverty.

Publisher’s Note | vii

In her foreword, Cathy Suter says, “It is clear that Joyce Carol Oates and
Melinda Camber Porter find common ground in their observations on society.
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Their conversation is wide-ranging and illuminating. They discuss American
culture; the continuous current of anti-intellectualism and the notion of
celebrity as an end in itself.” Cathy Suter notes the metaphor for the creative
writing process and writer’s block described by Joyce Carol Oates, when she
compares it to, “mowing very wet, chunky grass with a hand mower, pushing
through big patches of lawn and having to go over it again and again, until
getting it just right.”
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Their conversation makes for an unusual book, as they discuss literary icons—
Marcos Aguinis, Saul Bellow, William Blake, John Barth, William Faulkner,
Graham Green, Earnest Hemingway, James Joyce, D.H. Lawrence, Norman
Mailer, V.S. Naipaul, Octavio Paz, Shakespeare, Kurt Vonnegut, and Eudora
Welty—while discussing the world boxing legends—Mohamad Ali, Jack
Dempsey, Luis Angel Firpo, George Frazer, Marvin Hagler, Thomas Hearns,
Sugar Ray Leonard, and Mike Tyson—in terms of art, literature and violence.

R

Melinda Camber Porter passed away from ovarian cancer in 2008 and she
left a significant body of work in art, journalism, and literature. The Melinda
Camber Porter Archive provides for the continuation and expansion of the
ideas expressed through her art, journalism and literature.

viii | Publisher’s Note
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Foreword
by

Catherine Suter

and the notion of celebrity as an end
in itself. In the most prescient part
of the discussion, Oates observes that
American politics veers from pragmatism
to idealism and that our national
identity is in part founded on gimmicks,
machines and money. She refers in the
same sentence to Donald Trump, P.T.
Barnum, and Henry Ford. Although the
year was 1987, Trump had already made
an impression as an emerging cultural
force, embodying a new kind of celebrity
status. And Joyce Carol Oates shows that
she had her finger on this pulse.
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his conversation between Melinda
Camber Porter and Joyce Carol
Oates took place on a late afternoon
in Princeton, New Jersey in 1987.
It coincided with the publication of
Joyce Carol Oates’ collection of essays
entitled On Boxing, and while it later
became a published interview in The
Times of London, the unedited version
appears here and covers a wide range
of intriguing topics.
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Adding to the depth of the interview is
the fact that Melinda Camber Porter, also
an accomplished writer and painter, was
born and raised in London and worked
as a journalist in Paris for ten years. This
status gave her a unique perspective on
American culture and it’s clear that
Oates and Camber Porter find common
ground in their observations on society.
Their conversation is wide-ranging and
illuminating, and readers will come
away with an increased appreciation of
both Melinda Camber Porter and Joyce
Carol Oates.
They discuss American culture; the
continuous current of anti-intellectualism

Early in the interview we learn that
Oates accompanied her father to boxing
matches as a child of nine or ten, “when
she had no critical sense.” And although
the interview doesn’t explore the effect
this might have had on the adult writer,
it stands to reason that witnessing
routine violence at such a young age
might create a distinct worldview. The
destructive energy that Oates witnessed
as a young child during boxing matches
and her years of teaching in the inner
city of Detroit probably contribute to
the presence of recurrent themes of

Foreword by Catherine Suter | xiii

On the subject of boxing, their early
conversation
revolves
around
its
embodiment of the “life force” as
described by D.H. Lawrence—is it a
kind of storytelling, or collaborative
performance art embodying a maniacal,
evil energy?
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Interestingly, Oates wrote an essay for
The New York Times expressing dismay
at how often she is questioned about
the themes of violence in her writing.
Maintaining that a male author would
not be asked the same question, she
reasons that readers expect men to
take on difficult issues like violence
and cruelty, while women are expected
to confine themselves to more benign
subjects. There seems to be truth in
her opinion since the same controversy
has swirled around the work of Elena
Ferrante, author of the bestselling
Neapolitan Novels, with people insisting
that only a man could have written of
violence so accurately.

Since boxing is a world most men as
well as women are excluded from, she
feels she can be on equal footing with
men when writing about it: “There’s a
whole macho tradition of talking about
boxing, as if only men can talk about
it. And I think women can talk about
men. Women should have strong and
definite enterprises about writing and
analyzing masculine behavior. It’s not
that I necessarily chose boxing, because
I like boxing, but even if I didn’t like
it, I would be drawn to it as a sort of
quintessential exhibit of masculinity.”
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violence in her work. Her National
Book Award winning novel Them,
which follows three generations of a
very troubled, impoverished family,
was inspired by a student in one of her
writing classes in Detroit.

This is what makes this volume so
interesting; in getting to the heart of the
activity of boxing they are also delving
into the question of violence in society
and the whole enterprise of a woman
taking on this subject.
According to Oates, the process of
being a woman writing about boxing is
a kind of feminist inquiry because it’s
uncharted territory.

xiv | Foreword by Catherine Suter

Melinda Camber Porter says: “What
I find very interesting in your writing
is a particular quality. I mean, one of
the qualities I find fascinating about it
is that violence—and let’s call it evil
behavior, if one wants to be sort of
moralistic about it—is presented not in
a depressing way a lot of the time but as
some kind of maniacal life force.”
And Joyce Carol Oates responds: “Yes.
Maniacal life force. It’s a life force that
we’re looking at through a pane of glass

up the subject of auto racing, which is
more dangerous and routinely leads to
loss of life. She says: “I’ve drawn some
anger from people who have reviewed
the book and said it’s just an apology
for boxing, it’s a disgusting sport, why
didn’t she come out and say it should
be abolished. As if one would write a
whole book on that subject. It’s just not
my intention at all.”

Camber Porter suggests that Oates is
sympathetic to the opportunity that
boxing presents to many youth as a way
out of their circumstances. The boxing
ring can be seen as a kind of sanctuary
where rules prevail and substance abuse
is not allowed. When asked by Camber
Porter pointedly about the ethics of
boxing as a spectator sport, Oates brings

And finally, circling back to a discussion
of the creative process, Camber Porter
prompts a vivid metaphor for the process
of writing and the sensation of writer’s
block. Oates compares it to mowing very
wet, chunky grass with a hand mower,
pushing through big patches of lawn and
having to go over it again and again,
until getting it just right.
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or something. It’s not able to hurt us
personally, so it seems to be some kind
of celebration of energy as we might
feel if we looked at a supernova or a
comet or a star exploding out in space.
It’s just an extraordinary spectacle and
we’re really removed from it. So that is
one way of looking at boxing, a kind of
aesthetic point of view. And I could see
other points of view too.”

Catherine Suter
Artist and Writer
East Hampton, NY 2017

Catherine Suter
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Fig.2
Original tape used to record the conversation with Joyce Carol Oates, 1987
Side one
Collection of the Melinda Camber Porter Archive
Photo: Joseph R. Flicek

2 | Melinda Camber Porter in conversation with Joyce Carol Oates

Melinda Camber Porter
in conversation with

Joyce Carol Oates

Princeton, New Jersey, April 9, 1987
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Melinda Camber Porter:
When I was reading On Boxing I was very much reminded of something that
you said about D. H. Lawrence, which was that he—well, he tends to celebrate—
I’ve got it written down—you said that like most visionary artists he celebrates
the life force wherever it appears, even if it withdraws itself from the species
to which it belongs. And when I was reading On Boxing I was wondering if you
thought the life force was withdrawing at certain points in the act of boxing or
whether you were fully celebrating it, because it changes throughout the book.
Sometimes you see it as a sign of really an underprivileged person coming into
some form of being.

ev
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Joyce Carol Oates:
Yes.

R

Melinda Camber Porter:
And then at other times you compare it. You don’t just say it’s an art.
You say it’s art.

Joyce Carol Oates:
Yes. It is very complex, and I think that people who follow boxing are always more
or less reassessing their own responses to it. There are some people who basically
love boxing and go through periods when they can’t watch any more boxing. What
you say is so interesting. I never thought of that before. I mean obviously it springs
from some of the same Lawrencian sources.
Melinda Camber Porter:
Yes.

Melinda Camber Porter in conversation with Joyce Carol Oates | 3

Joyce Carol Oates:
The celebration of a kind of primal energy and ingenuity. At the same time it
can be such a devastating and cruel Darwinian, really piteous spectacle of two men
just pitted against each other for the amusement or entertainment of a crowd,
so that it operates really on different levels.
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Melinda Camber Porter:
And yet it seemed to me that the book didn’t—to me, it surprised me when people
were saying “Oh this is your best book” or something as if you’d just started—

Fig. 3
Joyce Carol Oates
Photo: Courtesy of Princeton University

4 | Melinda Camber Porter in conversation with Joyce Carol Oates

Joyce Carol Oates:
Oh yes, the themes are there.
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Melinda Camber Porter:
—writing about this sort of thing, because what I find very interesting in your
writing is a particular quality. I mean, one of the qualities I find fascinating
about it is that violence and—let’s call it evil behavior, if one wants to be sort of
moralistic about it—is presented not in a depressing way a lot of the time but as
some kind of maniacal life force.

Fig. 4
Melinda Camber Porter
Collection of the Melinda
Camber Porter Archive
Photo: Joseph R. Flicek
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Joyce Carol Oates:
Yes. Maniacal life force. It’s a life force that we’re looking at through a pane
of glass or something. It’s not able to hurt us personally, so it seems to be some
kind of celebration of energy as we might feel if we looked at a supernova or a
comet or a star exploding out in space. It’s just an extraordinary spectacle and
we’re really removed from it. So that is one way of looking at boxing, a kind of
aesthetic point of view. And I could see other points of view too. And I thought
of the book as a sort of mosaic or collage where you look at it very close and
with great concentration in one way but then having done that you move on
to another way to see—well, it may be all these things but it’s also the way the
underprivileged class literally fights its way out of poverty, and they might not
fight each other if they could fight other people and get paid for it.

C

Melinda Camber Porter:
Yes.
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Joyce Carol Oates:
And those of us who follow boxing very closely are sort of coming off the
recent extraordinary fight of Hagler and Leonard, still talking about and trying
to absorb a fight that seems not to have been won but in a funny way a fight
that didn’t end, just arbitrarily stops after twelve rounds. But the trajectory of
that fight is something that people will be talking about, like, what would have
happened had it been fifteen rounds. Everybody says, well, Hagler would have
won. So it’s all very complex. I’m probably going on a little too long.
Melinda Camber Porter:
No, you’re not. I mean, the point is for you to talk rather than for me to talk.
Joyce Carol Oates:
Did you see that fight?
Melinda Camber Porter:
No, I didn’t. In fact, I didn’t at all. I can’t bear watching boxing, I have to admit.
Joyce Carol Oates:
Well, many people—

6 | Melinda Camber Porter in conversation with Joyce Carol Oates

Melinda Camber Porter:
I really—I don’t—in fact, when I read your book I sort of saw boxing in a different
way, but I more saw it as that you were hovering around the unspeakable bounds
at times and that it kept coming through.
Joyce Carol Oates:
Yes.
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Melinda Camber Porter:
That you sort of touched on it. That you couldn’t put it into words because
one can’t. It was just—
Joyce Carol Oates:
Yes.

ew
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Melinda Camber Porter:
—an edge of horror almost. It was never really stated, I think, completely in the
writing, or do you think it—
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Joyce Carol Oates:
I didn’t want to say too much about it. I just did one chapter on that. I talk about
the sense of complicity that one feels. It’s really a very curious thing, I think, the
ambiguity that boxing admirers have for the sport because there is so much
theoretical speculation about it, which I don’t think there is about other sports.
And there are people who really hate boxing, who also love it, who can’t keep
away from it, who are just drawn to it, and it has much to do, I think, with one’s
reading of human nature and how there are certain things in the culture. Where,
during the sixties, when the Vietnam War was on, people knew—I mean, my
contemporaries, if they watched the evening television news, they would be very,
profoundly disgusted and just depressed and angry. Nonetheless, you have to
watch it because it’s out there and you have to bear witness and I think that some
of the same motives lead people to watch a spectacle like boxing. And many
people can’t watch it. But you know, on the other hand, had you seen the fight
on Monday you would not have seen a brutal match at all. It was a very brainy,
intellectual sort of psyching-out match in which one man, whom everybody
thought could not do it, did it. And that was a kind of a phenomenon in boxing

Melinda Camber Porter in conversation with Joyce Carol Oates | 7

history, that Sugar Ray Leonard could come back, climb into the ring with this
great champion, and do all the things he did. And it was a contest of wills. It was
not a brutal match at all. Nobody got hurt. Hagler didn’t get hurt at all. The
losing boxer didn’t get hurt at all. They were both tired, the way one would be
exhausted, say, running and playing for fifteen minutes very fast, and doing
various maneuvers. They were exhausted. But they weren’t hurt. So it was an
unusual fight maybe in that sense.
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Melinda Camber Porter:
A lot of the time you compare it to art and then you refuse to compare it to art, you
sort of don’t want to play around too much with the metaphor—
Joyce Carol Oates:
Yes.

C

Melinda Camber Porter:
You know, that boxing is like something—
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Joyce Carol Oates:
Yes.

R

ev
i

Melinda Camber Porter:
You’re always saying that boxing is boxing. But then you do say—
Joyce Carol Oates:
I do.

Melinda Camber Porter:
It is like art.
Joyce Carol Oates:
I know.
Melinda Camber Porter:
And that’s fine. I mean, I agree with you that you are doing it from different
angles and I like that, the way that your perspective shifts, but I was

8 | Melinda Camber Porter in conversation with Joyce Carol Oates

wondering—sort of thinking to some of your criticism, actually. When you say
that the confrontation of these two men requires art but also says more about
the process of creation and what art is, I wondered if you also thought, and
which you didn’t say in the book, that art is a kind of violation of other people’s
visions. I mean you suggest that slightly—
Joyce Carol Oates:
Yes.

op
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Melinda Camber Porter:
—in some of your critical essays, when you say that an original artist
in a sense destroys—

C

Joyce Carol Oates:
Destroys.

ew

Melinda Camber Porter:
—the status quo. And whether there was—I mean, there’s a great deal in your
writing, and you do it in the book too, of trying to talk about justified anger or
the wish to change or violate the world’s order.
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Joyce Carol Oates:
Yes.

Melinda Camber Porter:
Do you—

Joyce Carol Oates:
I think it must spring from the same source. It’s mesmerizing in that it’s a
collaborative art and that the boxers are like, I guess, any good athlete, except
they’re really creating something that wasn’t there before and improvising it. And
boxing as an historical phenomenon is so—on its highest level—is so studied that
boxing historians and people who like boxing see these films again and again so
that one can sit down and talk about Ali-Frazier I and Ali-Frazier II and the trilogy
of fights, and one can talk about Leonard and Herns and really have something in
mind that would be analogous to talking about a movie that you’ve seen five times.

Melinda Camber Porter in conversation with Joyce Carol Oates | 9

Like, there is that scene and there is that moment, that climactic turning point when
one man did one thing. So that it exists in one sense—it’s just this existential event
that took place once, but it enters this other realm, this other phenomenal realm,
where it’s sort of something on the shelf that people pull down and they’re still
talking about Dempsey-Firpo like fifty or sixty years later. Which is very strange,
because in the world of actual art, particularly in the world of books, we do so much
revision, there are so many stages and layers of effort and rethinking, recasting,
and then producing—it becomes sort of an object in the world. But it goes through
so many different stages, and yet it never has that primal stage. There’s never one
existential moment where it comes into being. There’s all these mini ones.
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Melinda Camber Porter:
I mean, do you really think that’s true, because in a way for the writer there is—
isn’t there—a moment when—well, there are many, many moments.

C

Joyce Carol Oates:
Many moments!

ew

Melinda Camber Porter:
When it comes into being, and then you lose it—
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Joyce Carol Oates:
Yes.

R

Melinda Camber Porter:
And then you lose it. And then it comes into being again.

Joyce Carol Oates:
Nobody else experiences it, that’s right. And when you’re writing a novel—
do you write?
Melinda Camber Porter:
Yes, I do write.
Joyce Carol Oates:
Have you written a novel?

10 | Melinda Camber Porter in conversation with Joyce Carol Oates
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Fig. 5
Joyce Carol Oates, author of Angel of Light (Dutton)
Photo: Jerry Bauer, courtesy of Princeton University
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Melinda Camber Porter:
I’ve written five.
Joyce Carol Oates:
Have you really?
Melinda Camber Porter:
Yes.
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Joyce Carol Oates:
I wonder if I’ve read them.
Melinda Camber Porter:
No, you wouldn’t have read them. Because I’ve written five unpublished novels.

C

Joyce Carol Oates:
I see.
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Melinda Camber Porter:
I’m a novelist who hasn’t yet found a publisher. I think you went through that
at a certain point, didn’t you?

R

Joyce Carol Oates:
Well, I didn’t have too much trouble, because I started kind of young.
But most people have novels that they have written, and then they publish
their first novel and they go back and publish the others. Do some revisions
or something.
Melinda Camber Porter:
That’s funny, because I thought you did write a lot of novels before one
got published.

Joyce Carol Oates:
Oh, I wrote a lot, but they weren’t submitted for publication. They were things I
did as an apprentice writer, as a teenager, and as an undergraduate. And I always

12 | Melinda Camber Porter in conversation with Joyce Carol Oates

have novels at home that are not published, in drawers, because I want to revise
them at some time. I’m kind of waiting for that year when I’ll be able to do it.
So—but when people write novels they generally have a glimmering, like in the
sense of an epiphany maybe, but then that shifts as you’re writing the novel and
there is a kind of evolving story. So there is never any moment where anything
exists, I don’t think. It’s certainly not in my experience. A kind of complete gestalt.
Melinda Camber Porter:
No, not in the same way as when you look at a painting.
Joyce Carol Oates:
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A painting.

Melinda Camber Porter:

C

A sort of instantaneous moment—
Joyce Carol Oates:

ew

Right.

Melinda Camber Porter:
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When you look at the cover of a book you don’t get that at all.

R

Joyce Carol Oates:
Yes.

Melinda Camber Porter:

Do you miss that in a way? Is that something—you sound as if boxing—
Joyce Carol Oates:

Performing art? No. I think performing arts are trepidacious. I can’t imagine
putting one’s whole life, all that you are, up to that moment, stepping into the
ring, any more than stepping into oblivion, in a sense. In a personal sense. You
are sort of disrobing yourself in going in for this primary effort. I can’t imagine
that. Maybe it’s partly because I’m a woman. But it is one of the reasons I’m
fascinated by boxing. And almost no women have written about boxing. There’s

Melinda Camber Porter in conversation with Joyce Carol Oates | 13
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Fig. 6
Melinda Camber Porter, ca. 1987
Collection of the Melinda Camber Porter Archives
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a whole macho tradition of talking about boxing, as if only men can talk about
it. And I think women can talk about men. Women should have strong and
definite enterprises about writing and analyzing masculine behavior. It’s not that
I necessarily chose boxing, because I like boxing. But even if I didn’t like it I
would be drawn to it as a sort of quintessential masculine exhibit of masculinity.
And as a feminist it’s kind of interesting because there isn’t any contamination
from my life. I’m not involved in it. Say, if I were writing about literature, there
would be some contamination from my personal vantage point because I have
a stake in literature, and even if I didn’t mean to, I would probably be writing
about things that represented my own hopes or aspirations as a writer. But when
I write about boxing I have nothing to do with that. And another reason I am
so drawn to it as a feminist, as a subject for feminist inquiry, is that most men,
including athletic men and men in good condition, are so excluded from the
world of boxing. They could never begin to be boxing. The kind of high physical
development, the ingenuity, represented by somebody like Sugar Ray Leonard is
unthinkable. So there is all this thing—all the categories of women are excluded.
But then almost all the categories of men. Like Norman Mailer and I are both
equal in front of the boxer, and he knows that. So it’s a kind of wonderful
feminist sleight of hand where you seem to be writing about something
masculine and you’re a woman but in fact you’re almost the same as all these
other men, because they couldn’t possibly do it either.
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Melinda Camber Porter:
I hadn’t actually seen that.

Joyce Carol Oates:
I haven’t talked about that because it would seem to be insulting to men. They’d
say, “Well. . .” You and I would both go the same distance with Mike Tyson.
That’s Mike Tyson over there, that photograph. But my husband and I would
both be able to do about as well with Mike Tyson, you know, so it makes men
and women equal in a kind of amusing way.
Melinda Camber Porter:
Yes, it does. It’s also—I’m also interested in your sort of sympathy, in a way, for
the underprivileged. It’s as if you—well, I don’t know what word to use, but
people who aren’t given a chance by society—
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Joyce Carol Oates:
Yes.
Melinda Camber Porter:
—by society when they’re born, or whatever. But there is a tremendous amount
of sympathy for the boxer because he is normally black, and much of boxing
is black history.
Joyce Carol Oates:
Yes.
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Melinda Camber Porter:
And also because he’s normally from a really impoverished background.

C

Joyce Carol Oates:
Almost always, yes.
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Melinda Camber Porter:
And you dismiss the notion very quickly that boxing should be abolished or
something. You just say abolish poverty.
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Joyce Carol Oates:
That would be a way around—working around—
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Melinda Camber Porter:
You really catch me when you say—it’s like, don’t bother to talk about it, there’s
no point in abolishing boxing.
Joyce Carol Oates:
Yes.
Melinda Camber Porter:
I mean, abolish the conditions that create it.

Joyce Carol Oates:
Exactly. It’s like abolishing prostitution, or trying to, instead of finding some other
ways to distribute society’s will. It’s not that I think boxing should be abolished
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either. It’s just that somehow I don’t want to get on that subject. I don’t think of
myself as a propagandist in any way. But there are much more dangerous sports.
Auto racing is much more dangerous. So if reformers want to begin, they should
and must begin with abolishing something like auto or sports car racing. Those
cars go 220 miles per hour. They crash. They burn. Men die. And there isn’t
anything remotely like that in store for the boxer. It’s just so very different. Boxing
deaths are—it’s all very different. Somebody said that statistically there is much
more danger in American playgrounds where the swings are and that children fall
off and injure their brains much more frequently than boxers do. I can’t attest to
those statistics. It’s something I read a couple of days ago, which was interesting.
I come from a world that is somewhat underprivileged, and when I was very
young and taken to boxing matches, I had no critical sense at all because I was
very young, and I think that when one is eight or nine or ten years old, one simply
looks at the adult world as a given. There it is. It is a phenomenon. And taken to
this world of adult men. And I see sort of dramatized in front of me what they
are looking at and what they are reading as something very symbolic of their own
lives, of the working class men, looking at the boxing match and it’s telling them a
story about themselves that they don’t get elsewhere. They don’t get it in churches.
That they don’t get from the government. They get a lot of hypocrisy. And then
for ghetto youths, of whom Mike Tyson was one, he was living—sometimes he was
sleeping out in abandoned buildings when he was ten years old, and he was a child
criminal. So for those young men the boxing ring is a place of sanctuary. There
are rules in the ring, and they enter the gym, and they can’t smoke anymore and
they can’t drink anymore. They’re not supposed to take any drugs. And they get
into a regimen of discipline. And the boxing ring is so much safer for them than
out on the street and their life expectancy immediately increases, you know. Like
Mike Tyson, with whom I became acquainted a little, just a little, was saying that
his old friends from his old neighborhood, that many of them are dead now. He’s
twenty years old. And some are dead and some are in jail. And he would probably
be dead now if he hadn’t rerouted and saved by way of boxing.
Melinda Camber Porter:
Yes. I actually—I don’t—I mean I’m not for abolishing boxing or—
for abolishing boxing.
Joyce Carol Oates:
Right. That’s how I feel too.
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Melinda Camber Porter:
I think the same way that you do. That you can’t arbitrarily abolish things, and
there are hundreds of things I would like to abolish in the world, but they’re
not going to go away, so there’s no point in even trying. I certainly wouldn’t
like to abolish pornography, at all.
Joyce Carol Oates:
Pornography is a good example. And then smoking.
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Melinda Camber Porter:
Yes, I smoke.
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Joyce Carol Oates:
I mean, smoking injures a person in a way that maybe boxing does, but you don’t
go around saying “No, you can’t do that.” People get very emotional, though, and
they have been emotional toward me on the issue. It’s something like the way they
feel about abortion. Like, there are some people who just really, really hate the idea
of abortion and won’t listen and they feel the same way about boxing. I mean, they
might feel the same way. The emotions are analogous. Some people just want to go
around the world telling others what to do. I don’t feel that way.
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Melinda Camber Porter:
I sense that a lot in your writing. That there is not anything—I don’t come across
anything didactic in it really.
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Joyce Carol Oates:
I don’t have opinions that way. I think that as a private citizen I would. I’d like
to more or less campaign for cleaner air or something. I could see myself doing
that as a citizen, but I’d never write a novel that had that as a theme. And I’ve
drawn some anger from people who have reviewed the book and said it’s just
an apology for boxing, it’s a disgusting sport, why didn’t she come out and say it
should be abolished. As if one would write a whole book on that subject. It’s
just not my intention at all.

Melinda Camber Porter:
No. I was just thinking now about, actually, Do With Me What You Will, when there’s
a lot of ideas of social change in the novel.
18 | Melinda Camber Porter in conversation with Joyce Carol Oates

op
y
C
ew
ev
i
R
Fig. 7
NJTransit Princeton train schedule, 1987
Melinda Camber Porter took the train to go to the Princeton office

Melinda Camber Porter in conversation with Joyce Carol Oates | 19

Joyce Carol Oates:
Yes.
Melinda Camber Porter:
The characters are talking about it. I don’t know, a lot of the ideas are very
far-fetched, and you bring them out, but they are almost dismissed by the way the
novel is written, as if these idealistic notions have changed and don’t—
Joyce Carol Oates:
They don’t.
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Melinda Camber Porter:
—don’t exist for you, in a way. That you don’t see—and yet at the same time it’s
interesting because you do, I think, see the artist as being revolutionary.
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Joyce Carol Oates:
Yes. Some ideas are just more negotiable than others, I think. And America swings
between idealism and pragmatism tremendously. There’s a tremendous history of
passion and idealism in America, maybe other countries as well. But the passion
shades into what seems to be man, as in the case of John Brown and others who are
very charismatic and really following a higher law of morality. And there was I think
a clear parallel between the 1850s in America and the 1960s, let’s say. People were
functioning according to a higher moral code. Very seriously and very committed
and willing to die for that. Then on the other side, America is just so very pragmatic
and practical. It’s a land of gimmicks and machines and money and P.T. Barnum
and Henry Ford and Donald Trump and people like that, you know, that the two
are really in a kind of interesting dramatic contention. Such idealism and such
pragmatism. And the pragmatism tends to be of course, because it is conservative,
and the conservative tends to have the center of gravity and things sort of go back
to the center of gravity always, but the idealism can modify it. Certainly feminism
in the past decades has been very idealistic and has definitely modified the culture,
not as much and perhaps not as permanently as we would like, but it has had some
alteration of consciousness. The fact that I’m here in this office at Princeton is a sign
that something definitely has happened, and several women have been hired, and
Princeton was all male. So there is a reality there I think.
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Melinda Camber Porter:
There is an incredible amount, though—you see, living in Paris I found that writers
were really respected. I mean, they really were.
Joyce Carol Oates:
Yes.
Melinda Camber Porter:
They were peers of society. They had an enormous amount of power. And in
America it’s a different—the actors are the center of gravity or whatever the
center of attention is. I wonder. Do you find that? Do you find that the way
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America looks upon writers is—sort of coincides with your idea of what the
role of the writer should be or is?
Joyce Carol Oates:

C

Well, America looks upon celebrity as an end in itself. I think there are
some celebrity writers, but there are more celebrity actors. There are
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celebrity—notorious people. And then there are very wealthy people. So
I think it’s all one shelf. It could just be called celebrity. Where Mother Theresa
is up there with Richard Nixon, sort of all on the same strange shelf, and
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Elvis Presley.

Melinda Camber Porter:

R

And even Marcos, almost.
Joyce Carol Oates:

Marcos, yes. Eleanor Roosevelt is there with Elvis Presley. You have to be

amused at the—and they inhabit some strange nonexistent platonic realm
of being. So the writer—unless the writer is a madman or a real character
like Hemingway, it’s hard to fight one’s way. Now, Norman Mailer tried very
hard and I think is in that magic circle, but then he’s probably not listened
to or followed for the reasons he would like. Norman is really a very thoughtful
and very serious and—intermittently, at least—brilliant man, but that’s not
the image that you get of Norman from the newspaper. You get some
strange wacko bemused image where things are going wrong and he’s
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made a fool out of himself, and he’s very endearing and appealing.
But I would guess that in other cultures that writers just don’t inhabit
that kind of category, that you probably don’t have the instant celebrity
in other cultures. It’s just much more traditional and much
more conservative.
Melinda Camber Porter:
Yes, it is. Certainly that kind of celebrity doesn’t really have any weight, I think,
in Europe.
Joyce Carol Oates:
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Any weight—no. It doesn’t here, either. It doesn’t really have any weight. It’s sort
of like the weight of hot air balloons or something. Or comic strip characters.
That everybody knows who Donald Duck is, but you don’t take Donald Duck that
seriously. So if Donald Duck told you to vote a certain way, you wouldn’t vote that

C

way. So if Norman Mailer or a serious writer tells you something about the world,
you don’t listen to him either because it’s a celebrity. It’s very interesting, I think,
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in a kind of hilarious way.

Melinda Camber Porter:
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It’s very curious. I mean, I actually do think that these people were taken seriously.
I thought that the Madame Tussauds celebrity was taken seriously but that the
serious writers were not really listened to, and that writers were not considered in a

R

way to be fit to have a say about the way real—
Joyce Carol Oates:
Government—
Melinda Camber Porter:

—worked. Whereas in France it’s quite the opposite. They always want the writers
in government and that kind of wooing—
Joyce Carol Oates:
Yes.
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Melinda Camber Porter:
—them to come in because the French people adore their writers.
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Joyce Carol Oates:
Yes, I think that you are quite right. Certainly. It may be like that in other cultures,
too. Perhaps more in Germany. America has this long tradition of
anti-intellectualism. It essentially was and even is a frontier society where being
intelligent and speaking in polysyllables means that one is effete. There is
something suspicious about you. Abraham Lincoln—you may very well know
this and your readers may know—Abraham Lincoln was not as raw-boned and
simple and ingenuous as he seemed, any more than he was really born in a log
cabin. He was born in quite a substantial house and the myth grew up about a
log cabin because it fits in with the image of America. But he was very sophisticated,
if not a genius—a very intelligent man. So the idea is, if you are intelligent you
had better not show it in politics or people will be suspicious of you. But it’s
a different culture.
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Melinda Camber Porter:
Do you find that—do you find it distressing or do you think—or have you always
been aware of it or, say, you’re used to it, or does it make you angry at all? Would
you like it be more like France? Do you see—do you think that writers have that
role in society?
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Joyce Carol Oates:
Well, we do have some organizations of writers like PEN, and within PEN, it has
not always been the case that people have been very very wise and very very
articulate and have behaved as, perhaps, they should have behaved. So I’m not
sure how I feel about that. Saul Bellow feels very strongly that America insults its
writers; that they should be taken more seriously—meaning he should be. I don’t
think he would extend this to everybody else. I don’t think he would say Norman
Mailer should go to Washington. He would probably say “Well, I should go to
Washington. And listen to me!” That’s like Woodrow Wilson, who lobbied and
wanted so badly that the League of Nations be instituted because he wanted to run
it. People don’t think about that. They think, well, that Woodrow Wilson was an
idealist, he wanted the League of Nations. No, he really wanted to run the world
himself, and he would get to the top of the League of Nations. So I think one has to
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be aware that the ego is involved here too, and it’s not selfless and it’s not as altruistic
as it might sound. It might just wind down to certain individuals wanting more
power for themselves.
Melinda Camber Porter:
It’s interesting. You talk a lot about having too little power and too much power.
That sort of theme comes up quite a lot.
Joyce Carol Oates:
Yes, I agree.
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Melinda Camber Porter:

And that the idea—you seem to be saying that too much power destroys, in a way,
and that too little power destroys.
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Joyce Carol Oates:
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Yes.

Melinda Camber Porter:

Because the abuses or the excesses of the extremely underprivileged—the balance
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is matched, I think, in your book by the excesses of the very privileged, the very
extremely viciously—
Joyce Carol Oates:
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If they can. Well, we all strive for control over our own lives and to some extent for
control over the political context in which we live our lives, but then if individuals
get too much power and have extraordinary wealth, in a sense, they are the same
individuals, and they have the same limitations and blindnesses and hungers
and unarticulated motives for much of what they do. So I think it’s perhaps
just an inward tragedy of our lives. And other political systems don’t seem to
work that much better.
Melinda Camber Porter:
No. So in terms of the role that you would like to have, you’re quite happy not to
be called upon as you might be in France to—perhaps you are, I don’t know, but
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I would imagine that you are not called upon to express your opinions about all
the latest political happenings and that people come to you to ask you about how
the country should be run.
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Joyce Carol Oates:
No, no one—and it would be really rather fatiguing because nobody seems to
know the answers to these questions. One really has to be completely committed
to that. I’m friendly—I’m not a close friend—I’m friendly with Senator Bill
Bradley who has practically made his life study just the taxation structure of
the United States and he has some sense of American history and political
history, of course, and other tax structures in other countries. I mean that’s
a whole life, that’s a whole world. So if you thrust a microphone in front of
someone’s face and say, “Now what do you think, Mr. Vonnegut or Mr. Mailer
or whoever—Eudora Welty—” this is putting a writer in a ridiculous position
that the writer doesn’t know. And the difference between wisdom and sensitivity
and actual knowledge—to have any role in politics, one has to know, one has to
have knowledge and have statistics and so forth and a sense of reality, a sense of
money and the budget. And writers just don’t know these things.
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Melinda Camber Porter:
And you do assign to the writer such an important role. I found it sort of inspiring
reading some of your essays on being a critic.
Joyce Carol Oates:
In a moral sense.

Melinda Camber Porter:
And the responsibility.
Joyce Carol Oates:
The moral sense.

Melinda Camber Porter:
And also really how hard it is for a writer to carry out their task, and I don’t
mean in a sort of self-pitying sense but it’s not as if you blindly you just say,
“Oh, I write,” and that’s it.
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Joyce Carol Oates:
Right. But that’s in reference to what you may call moral world and almost
a timeless and maybe even interior world where the writer is writing to the
individual as to try to communicate with and touch upon individual sensitivity,
whereas the outer world of politics and public strife, that’s something that’s
really different. I think of it—the analogy might be a circle where on the
circumference you have the daily life. It’s changing every day and now it’s altered
and things shift, and the terrain is always shifting. Whereas if you go toward
the center, something more timeless that we call art, then the writer comes into
his or her being, because the value of Shakespeare could not have been in his
political opinions or whether he wanted something to be done or not done, but
in what he wrote and what endures. So I think that the writers are sort of opting
for something more permanent. In doing so, many of us don’t feel that we even
want to compete in the marketplace, it might be called.
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Melinda Camber Porter:
Well that kind of zone is some other kind of human history and something to do
with human nature, which to a certain degree is unchanging.
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Joyce Carol Oates:
Yes, it is really very unchanging I think. I’ve been rereading some Greek tragedies
recently, and it’s just so interesting, the continuity, the sense of brotherhood and
sisterhood that one feels with people living so long ago—5th, 6th, 4th century B.C.
It’s just really amazing. Oedipus at Colonnus and King Lear and then one’s own
grandfather, let’s say, one to himself. There’s really a contemporarity there, that we
are all contemporaries in some wonderful way. And yet we know if we could be
transported back to the time of ancient Athens we’d be appalled at social injustices
and things that we’d see there, the treatment of slaves, the treatment of women, the
treatment of enemies—that we know we were in a barbarian society in an outward
sense, but the art speaks to some inner sense.
Melinda Camber Porter:
It just flashed through my mind. I remember when I did an interview with Octavio
Paz, he said to me that he thought Americans always wanted to live outside history,
and when you were talking, I do agree with you, but you were talking in a way as if
you were imagining this timeless zone—
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Joyce Carol Oates:
This timeless zone.
Melinda Camber Porter:
—that exists outside history in a way, and I do think that people—it’s like reading
a 15th century poet. I can understand the emotion that exists in different creatures.
So I agree with it. But it just sounds—
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Joyce Carol Oates:
Let’s say interior sounds. Oh, we all live in both worlds. We’re citizens of a real world
and then we also inhabit a more spiritual world. I don’t think Americans want to live
outside of history, really. I think that the problem with most Americans is that they
are immersed in the daily grind, the sort of chaos of the daily phenomena, that
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they’re really not living outside of history enough. There isn’t enough meditative
margin to their lives. People watch so much television, I guess. And I don’t watch
television and I haven’t ever, so I’m not even living in America. My students can
make reference to things that I’ve heard of a little bit, you know, but I don’t
know firsthand. And they say that if you watch hours and hours of television
every week that you are just not thinking during those hours. You’re not thinking
so you are not meditating or brooding over your own life and you’re not really
getting outside history enough.
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Melinda Camber Porter:
When do you think that you sort of started to take up this destiny of being a writer,
and was it early, and did you start taking your writing as seriously very early on? You
sound as if you did because you were practicing—
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Joyce Carol Oates:
Well, I never took it seriously in a career sense because it was something I was doing
that I would like to do. I suppose it was like William Blake seeing angels in trees or
something, that you just are answering some inner motivation.
Melinda Camber Porter:
No, I don’t mean so much the career sense. I meant more as taking it seriously and
thinking about what it was to be a writer.
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Joyce Carol Oates:
As a discipline.
Melinda Camber Porter:
And as a destiny.
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Joyce Carol Oates:
Yes.
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Melinda Camber Porter:
Which is what you really refer to an enormous amount and it’s sort of obvious
from your writing.

R

ev
i

Joyce Carol Oates:
I guess it probably is. I think of other people having destinies. I don’t think of myself
as having a destiny. It sounds so formal and kind of frightening, in a way. I can think
of other people having destinies much more easily, like James Joyce. But I think that
what guided me when I was very young and first started reading other people to
learn about writing, like say at the age of thirteen, fourteen, fifteen, when we’re all
so formative, and filled with enthusiasm and idealism, that I just wanted to be able to
do something halfway well. So reading Faulkner or reading Hemingway allowed me
to see how somebody else did something well. And it didn’t much occur to me at all
that this would add up to anything in a public sense. It’s more like, if you play piano,
as I do, and you want to play a piece right but have no intention of playing it for
anybody else. I’m just an amateur player of music but I want to get something right,
and then if I get it right it’s satisfying, but I wouldn’t dream of playing it
for a roomful of people. I’d be embarrassed. So that’s more or less how my
writing evolved, I think.
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Melinda Camber Porter:
But that still goes on. I mean, even if it’s public, don’t you think that’s still the
way one actually writes?
Joyce Carol Oates:
I think it is. Oh, it is.
Melinda Camber Porter:
If you’re thinking of anything else, you get very lost.
Joyce Carol Oates:
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You get very lost. I think there probably are some writers who are multimillionaires,
bestsellers, who do write for an audience and for the market. Then an editor says
“Why don’t you write a book about . . .” And then the person does, and signs
a contract. So that’s different. The product is there to begin with and then the
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processjust gets funneled into it. But with most serious writers I think the process
is the main thing and that we love it and hate it both but it’s where we live and the
product is something very—later. It comes later.
Melinda Camber Porter:
There is a way in which the feel, the tone of the novel is—it just often seems to me
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that it’s unleashed, that your imagination is unleashed and that at times you’re not
even—sometimes the writing reads as if you’re possessed by the presence.
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Joyce Carol Oates:
The character and the style. Yes, I think that’s what one wants, and those bursts of
energy are just so wonderful. And then when they’re out there, say, they add up to
ten pages ultimately, then at least you can revise them and rethink them and maybe
cut them. But you can’t fabricate that. You can only tinker with it afterward.
Melinda Camber Porter:
And yet there are people that say, like—who would I take as a contemporary
writer—with Graham Greene I don’t feel, I never feel that he’s actually unleashed.
Joyce Carol Oates:
That’s true, that’s true.
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Melinda Camber Porter:
It seems it comes out of another area. Now when you read people like V.S. Naipaul,
I think he’s just taken off somewhere.
Joyce Carol Oates:
I agree.
Melinda Camber Porter:
And he’s got some—and he’s arrived. It’s almost impossible to notice its feel
for something.
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Joyce Carol Oates:
It’s more a—

Melinda Camber Porter:
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It’s not an aura. You can’t say this is because the characters do something or other.
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It’s just the feel of the novel.
Joyce Carol Oates:

It’s the way the language moves. Where with Graham Greene it may seem more will
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than programmatic. One feels that way with some experimental writers like John
Barth, but not with Marcos. You feel that he’s got on a wonderful white horse and
the horse is taking him around and he’s riding this horse and we all want to ride

R

that wonderful white horse. Then there are writers who will everything and their
products are very different.

Melinda Camber Porter:

But are you able to keep that inspiration on a day to day basis?
Joyce Carol Oates:
No.
Melinda Camber Porter:
Do you write more in bursts?
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Joyce Carol Oates:
I wish I could tell you how I write, because I’m having trouble with my novel
right now and I can remember sort of fondly and wistfully my other novel that
also gave me trouble, but then I did break free. I have very homey metaphors.
I was telling my husband what I was going through the other day because he
has to live with it. That it’s like trying to mold grass where the grass is high and
wet and you have a hand mower and you keep going and just hurting yourself
and you’re not enjoying it at all. But then you sort of get through a little clump
and then you do have a—maybe a morning of smoothness which is startlingly
wonderful and lyric and the language flows and you think, well, this is wonderful.
But then you hit the next patch. And that’s what I think of as the first draft of
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a novel. That it basically is so, so heartrending and terrible and devastating,
upsetting to the psyche. But then when I get the first draft done, then I rewrite
it all, and the next time through, it’s just wonderful because it’s like flying. But
I have to get the first draft and I never think I’m going to be able to. But I’m

C

in that first draft right now. And when I go home—and it’s pleasant talking to
you—and teaching. It’s tiring, teaching, but it’s pleasant. But then when I go
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home I take the old lawn mower and get back in that patch and I can’t make it
budge and that’s real pain.
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Melinda Camber Porter:

That’s interesting because when I read your writing it seems like it’s an endless flow,

R

you see. You don’t get the sense—
Joyce Carol Oates:
I know. You don’t.
Melinda Camber Porter:

—of any kind of pain in the middle. It’s as if you sit down and a year later you’ve
got your novel.
Joyce Carol Oates:
It’s an illusion. That’s why I say it’s so different from boxing where they have one
time only. No, that’s the product of revision and anything of mine that you read, first
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Fig. 11
Postcard from Joyce Carol Oates to Melinda Camber Porter 1990
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of all, it’s been cut and trimmed. If something is thirty pages long, it was fifty. So
to begin right there, the cutting process always tightens things. But I just can’t write
anything straight out. I’ve never written anything straight out that I haven’t changed.
Melinda Camber Porter:
I’ve just finished, actually, an 880-page novel, and I was sort of looking at it and
thinking, should it be shorter?
Joyce Carol Oates:
Wow, that’s long.

C
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Melinda Camber Porter:
It is long. I couldn’t decide. I thought, I’m not really—but with this I wasn’t sure
whether to cut it or whether I just thought I should cut it because my agent said to
me, you must cut it, it’s too long. It’s very tough to know.
[RIDE ARRIVES]
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Joyce Carol Oates:
I thought we would talk about an hour.
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Melinda Camber Porter:
That’s OK.

R

Joyce Carol Oates:
Ask me something else. You have all of those questions. I feel kind of guilty.

Melinda Camber Porter:
I have a lot of different questions, but actually I like to talk for quite a long time, but
I won’t get through them all, but that doesn’t matter.
Joyce Carol Oates:
Well, I can’t do it because I get exhausted. If you wanted to call me and ask a few
questions, like on the phone, to amend the interview, that would be fine.
Melinda Camber Porter:
OK.
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Fig. 12
Original tape used to record the conversation with Joyce Carol Oates, 1987
Side two
Collection of the Melinda Camber Porter Archive
Photo: Joseph R. Flicek
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Joyce Carol Oates:
But I just wear out. Don’t I look exhausted?
Melinda Camber Porter:
No.
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Joyce Carol Oates:
Well, I’ve been teaching.
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Article for the London Times, as Submitted
by Melinda Camber Porter
April 1987

“I

can’t imagine putting one’s

whole life, all that you are up to that
more than I can imagine stepping into
oblivion. Maybe it’s partly because I’m
a woman. But it is one of the reasons
why I am fascinated by boxing,” said

C

Joyce Carol Oates, who has taken the

op
y

moment, and stepping into the ring any

appears to be some kind of celebration
of energy as we might feel if we
looked at a star or a comet exploding
out in space. It’s just an extraordinary
spectacle and we are removed from it.
So that’s one way of looking at boxing,
a kind of aesthetic point of view. And
I thought of the book as a mosaic or
collage where you look at boxing very
closely and with great concentration in
one way and then having done that, you
move on to see it another way.”

critics by surprise with her concise and

inspired volume On Boxing. However, the

ew

themes that Oates explores in her many

novels from The Assassins and Them to Do
With Me What You Will and Bellefleur, are

ev
i

the very same facets of human nature
that she celebrates in the art of boxing.
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“The book is a celebration of a kind of
primal energy and ingenuity. At the same
time it can be devastating and cruel and
Darwinian, a pitiless spectacle of two
men pitted against each other for the
amusement or entertainment of a crowd.
It’s the manifestation of a maniacal life
force. But a life force that we’re looking
at through a pane of glass, so it’s not
able to hurt us personally. And thus it

For Oates, boxing is simultaneously the
history of the black man in America and
the story of his escape from the ghetto.
Boxing is an expression of dedication
and discipline, and of justified anger
given artful expression. Throughout On
Boxing, Oates claims a unity between
the writer and boxer, and then dismisses
her comparisons, standing somewhat in
awe of the swift, uncorrectable moment
of the fight. She says that the attraction
of writers such as Swift, Pope, Lord
Byron, and Hemingway, amongst many,
“springs from the sport’s systematic

Article for the London Times, as Submitted by Melinda Camber Porter | 39

But the controversy surrounding
Oates’ celebration of boxing has
obliged her, somewhat unwillingly, to
defend herself, and although there is
no hint of feminist ideas within her
book, and no moralizing on the sport,
she arms herself, in conversation,
with arguments that belie the tone of
her book.
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Her empathy for the boxer and for the
boxing aficionados began in her early
childhood, when her father took her to
matches. “I come from a world that is
somewhat underprivileged, and when I
was young and taken to boxing matches
I had no critical sense at all. At nine
or ten, one takes the adult world as a
given. But I saw dramatized in front of
me a spectacle that these working-class
men were reading as something very
symbolic. It was telling them a story
about themselves, about their lives.
And they didn’t get this story from the
government or from the church. For
many of these young men, the boxing
ring is a place of sanctuary.”

are in jail. And he would probably be
dead now if he hadn’t rerouted and
been saved by way of boxing. So I don’t
think boxing should be abolished. There
are much more dangerous sports. If
reformers want to abolish some sports,
they should start with something like
sports car racing. Those cars crash. They
burn. Men die. And there isn’t anything
remotely like that in store for the boxer.
But people get very emotional about
boxing and they have been emotional
towards me on the issue. But I don’t see
myself as a propagandist.”
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cultivation of pain in the interests of a
project, a life-goal.”
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Oates sees boxing as a haven from the
chaos and routine violence of American
ghetto life. She says that if one wants
to abolish boxing, one should abolish
poverty first. “The boxing ring is so
much more safe for them than being
out on the streets. There are rules in the
ring, and they enter the gym and they
can’t smoke anymore and can’t drink
anymore. And their life expectancy
immediately increases. Mike Tyson,
for instance, with whom I became
acquainted just a little, was saying that
many of his friends from his old
neighborhood are dead now. And some

“Almost no women have written
about boxing. There’s a whole macho
tradition of talking about boxing as if
only men can talk about it. And I think
women can talk about men. That’s not
the reason why I chose to write about
boxing, because I like boxing. But even
if I didn’t like it I would be drawn to
it as a sort of quintessential masculine
exhibit of masculinity. And another
reason I am so drawn to it as a feminist,
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Nations to be instituted. Because he
wanted to run it. So asking writers about
politics is actually putting a writer in
a ridiculous position. One has to have
knowledge and statistics and a sense of
reality and money, and writers just don’t
know these things. And America has a
long tradition of anti-intellectualism. It
essentially was, and is, a frontier society
where being intelligent and speaking in
polysyllables means that one is effete.
For instance, Abraham Lincoln was not
as raw and simple and ingenuous as he
seemed, any more than he was really
born in a log cabin. He was born in
quite a substantial house, and the myth
of his log cabin fits in with the American
myth. He was very sophisticated, if not
a genius. But the idea of America is that
if you’re intelligent you had better not
show it, or people will be suspicious of
you.”

C

as a subject for feminist enquiry, is that
most men, including athletic men and
men in good condition, are so excluded
from the world of boxing. The kind
of high physical development, the
ingenuity represented by someone like
Sugar Ray Leonard is unthinkable. It
is as if Norman Mailer and I are both
equal in front of the boxer, and Mailer
knows that. So it’s a wonderful feminist
sleight of hand, where you seem to be
writing about something masculine and
you’re a woman but in fact you’re almost
the same as all these other men, because
they couldn’t possibly be boxers either.”
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Oates feels essentially out of place in
the public arena. She is a soft-spoken,
guarded writer, who talks in a coy and
secretive tone about her work, and is apt
to respond with startled surprise when
one ventures an interpretation of her
work that she finds too pertinent. She is
quite content with the apolitical role she
sees assigned to American writers and
does not wish to enter the political fray.
“Saul Bellow feels very strongly that
America insults its writers—that they
should be taken more seriously, meaning,
of course, that he should be. I don’t think
he would extend this role to everybody
else. He would probably say, ‘I should
go to Washington. And listen to me.’
It’s like Woodrow Wilson who lobbied
and wanted so badly for the League of

Nor does Oates feel that Americans
pay much attention to their celebrity
writers. “In America, celebrity is
an end in itself. But there are more
celebrity actors than writers. There
are these notorious people who are all
put on one shelf. Mother Theresa is up
there with Richard Nixon, all on this
strange shelf, and Eleanor Roosevelt is
there with Elvis Presley. You have to be
amused that they inhabit some strange,
nonexistent, platonic realm of being.
So the writer, unless he is a madman or
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she was rather more diffident describing
the role she sees for the American writer.
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“We write in reference to what you may
call a moral world, a timeless world,
an interior world where the writer is
writing to the individual and trying to
communicate and touch on an individual
sensibility. Whereas the world of politics
and public strife, that’s something
really different. Daily life changes every
day and the terrain is always shifting.
Whereas if you go to the centre to
what we call art, then the writer comes
into his or her own being. Because
the value of Shakespeare is not in his
political opinions but in what he wrote
and what endures. Writers are opting
for something more permanent, and in
doing so many of us feel we don‘t even
want to compete in the marketplace.
Of course we do live in both worlds.
We’re citizens of the real world and
we also inhabit a more spiritual world.
And America swings between idealism
and pragmatism tremendously. There’s
a clear parallel between the l850s in
America and the 1960s, when people
were functioning according to a higher
moral code. America is a land of
gimmicks and machines and money and
of idealism. And the two poles are in
such a dramatic contention.”
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a real character like Hemingway, finds
it hard to fight his way into that magic
circle. Norman Mailer tried very hard and
I think he is in that magic circle, but even
then he’s not listened to or followed for
the reasons he would like. Norman
is a very serious and thoughtful and
intermittently brilliant man, but you
get the image in the newspapers of
some wacko who is endearing and
appealing and making a fool of himself.
So if Norman Mailer or a serious writer
tells you something about the world,
you don’t listen to him either because
he’s a celebrity. In the same way that
everybody knows who Donald Duck
is, but if Donald Duck told you how
to vote, you wouldn’t vote that way.
Celebrity doesn’t have any weight, really,
for Americans. It’s the weight of hot
air balloons.”
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While Oates might appear to belittle
the writer’s role in America, in fact her
intention is quite the reverse. For she sees
in American society a constant battle
between the world of pragmatism and
getting and spending, and the contrary
yearning for an idealistic and meditative
life. She feels that, as a writer, she is
there to swing the balance and remind
her audience of the inner life. In her
various critical essays collected in New
Heaven, New Earth and The Profane Art, she
talks lyrically and proudly of the role of
the visionary artist. In our conversation,

I asked Oates if the wish to live
outside history and return to a haven
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and I don’t watch television and never
have, so I’m not really even living in
America. My students [at Princeton]
tell me that if you watch hours of
television you’re not really thinking
at all during those hours. You’re not
meditating or brooding over your
own life, and you’re not getting outside
history enough.”
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of unworldly innocence was, in fact,
another peculiarly American myth.
“No, I don’t think Americans want to
live outside history. I think that the
problem with most Americans is that
they are immersed in the daily grind,
the chaos of daily phenomena. There
isn’t enough meditative margin to their
lives. People watch so much television,
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Fig. 13
Original article in the The Times of London, June 6, 1987
Collection of the Melinda Camber Porter Archive

Article for the London Times, as Published
by Melinda Camber Porter
April 1987
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oyce Carol Oates has taken the

American critics by surprise with her
‘I can’t imagine putting one’s whole life
on the line, all that you are up to that
moment, and stepping into the ring
any more than I can imagine stepping

For Oates, boxing is simultaneously the
history of the black man in America and
the story of his escape from the ghetto.
Boxing is an expression of dedication
and discipline, and of justified anger
given artful expression. Throughout On
Boxing, Oates claims a unity between
the writer and the boxer, and then
dismisses her comparisons, standing in
awe of the swift, uncorrectable moment
of the fight. She says that the appeal
of boxing to writers such as Swift,
Pope, Lord Byron and Hemingway,
among many, “springs from the sport’s
systematic cultivation of pain in the
interests of a project, a life-goal.”

C

into oblivion’, she says. ‘Maybe it’s
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concise and inspired volume On Boxing.

And thus it appears to be some kind of
celebration of energy as we might feel
if we look at a star or a comet exploding
out in space.”

partly because I’m a woman. But it is
one of the reasons why I am fascinated

However,

the
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by boxing.’

themes

that

Oates
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explores in her many novels, from The

Assassins and Them to Do With Me What
You Will and Bellefleur, are the very

R

same facets of human nature that she
celebrates in the art of boxing.
“The book is a celebration of a kind of
primal

energy

and

ingenuity.

At

the same time it can be devastating

force. But a life-force that we’re
looking at through a pane of glass,

Her empathy with the boxer and the
aficionados of his sport began in her
early childhood, when her father took
her to matches. “I come from a world

so it’s not able to hurt us personally.

that is somewhat under-privileged, and

and cruel and Darwinian. It’s the
manifestation

of

a

maniacal

life-
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But the controversy surrounding Oates’s
celebration of boxing has obliged her,
somewhat unwillingly, to defend herself,
and although there is no hint of feminist
ideas within her book, and no moralizing
on the sport, she arms herself, in
conversation, with arguments that belie
the tone of her writing.
“Almost no women have written about
boxing. There’s a whole macho tradition
of talking about boxing as if only men
can talk about it. That’s not the reason
why I chose to write about boxing,
because I like boxing. But, even if I
didn’t like it, I would be drawn to it as a
sort of quintessential masculine exhibit
of masculinity.
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Oates sees boxing as a haven from the
chaos and routine violence of
American ghetto life. She says that
if one wants to abolish boxing,
one should abolish poverty first.
“The boxing ring is so much more
safe for them than being out on the
streets. There are rules in the ring. They
enter the gym and they can’t smoke
any more and can’t drink any more.
And their life-expectancy immediately
increases. Mike Tyson, for instance,
with whom I became acquainted just
a little, was saying that many of his
friends from his old neighbourhood are
dead now. And some are in jail. And
he would probably be dead now if he
hadn’t rerouted and been saved by way
of boxing.

with something like sports-car racing.
But people get very emotional about
boxing and they have been emotional
towards me on the issue. But I don’t
see myself as a propagandist.”

op
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when I was young and taken to boxing
matches I had no critical sense at all.
But I saw dramatized in front of me
a spectacle that these working-class
men were reading as something very
symbolic. It was telling them a story
about themselves, about their lives.
And they didn’t get this story from the
government or from the church. For
many of these young men, the boxing
ring is a place of sanctuary.”

‘So I don’t think boxing should be
abolished. There are much more
dangerous sports. If reformers want to
abolish some sports, they should start

“And another reason I am so drawn to
it as a feminist, as a subject of feminist
enquiry, is that most men, including
athletic men and men in good condition,
are so excluded from the world of boxing.
The kind of high physical development,
the ingenuity represented by someone
like Sugar Ray Leonard, is unthinkable.
It is as if Norman Mailer and I are both
equal in front of the boxer, and Mailer
knows that. So it’s a wonderful feminist
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sleight of hand where you seem to be
writing about something masculine and
you’re a woman but in fact you’re almost
the same as all these other men, because
they couldn’t possibly be boxers either.”

guarded writer, who talks in a coy and
secretive tone about her work, and is apt
to respond with startled surprise when
one ventures an interpretation of it that
she finds too pertinent. She is quite
content with the apolitical role she sees
assigned to American writers and does
not wish to enter the political fray.
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Oates feels essentially out of place in
the public arena. She is a soft-spoken,
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Fig. 14
Biography of Joyce Carol Oates in the Dutton News
Collection of the Melinda Camber Porter Archive

Joyce Carol Oates
(1938–

)

Joyce Carol Oates is the Roger S. Berlind
’52 Professor Emerita in the Humanities
with the Program in Creative Writing
at Princeton University. She is a
tremendously prolific writer with over
forty novels and other literary works of
all types.
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oyce Carol Oates is an award winner
American writer of novelist, short stories,
playwright, poet, literary critic, editor,
and professor Princeton University. Her
awards for her writings include the O.
Henry Award (1967 and 1973), National
Book Award (1970), National Humanities
Medal (2010), Stone Award for Lifetime
Literary Achievement (2012), and many
other awards.
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Joyce Carol Oates grew up in rural
upstate New York State. She was
valedictorian at Syracuse University in
1960 with a major in English.
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Joyce Carol Oates
Published Literary Works(*)
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By the North Gate
Carthage
Childworld
Come Meet Muffin
Contraries
Conversations With Joyce Carol Oates
Crossing the Border
Cybele
Daddy Love
Daisy
Dear Husband
Del Boxeo On Boxing
Do With Me What You Will
Evil Eye
Expensive People
Faithless
Female Of the Species Tales Of
Mystery and Suspense
First Love
First Person Singular
Foxfire
Foxfire Confessions Of a Girl Gang
Freaky Green Eyes
George Bellows
George Bellows American Artist
Give Me Your Heart
Haunted
Heat
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Jco and I
A Bloodsmoor Romance
A Fair Maiden
A Garden Of Earthly Delights
A Sentimental Education Stories
A Widow’s Story
A Widow’s Story a Memoir
Accursed Pb
After the Wreck I Picked Myself Up
Spread My Wings and Flew Away
All the Good People I’Ve Left Behind
American Appetites
American Gothic Tales
Angel Fire
Angel Of Light
Anonymous Sins Other Poems
Ave Del Paraiso
Beasts
Because It Is Bitter and Because It Is
My Heart
Bellefleur
Big Mouth Ugly Girl
Black Dahlia White Rose
Black Girl White Girl
Black Water
Blond
Blonde
Broke Heart Blues
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My Sister My Love
Mysteries Of Winterthurn
Naughty Cherie
Nemesis
New Heaven New Earth
New Jersey Noir
New Plays
Night-Side
Nightwalks
O Boxe
Oates In Exile
On Boxing
Plagiarized Material By Fernandes
Queen Of the Night
Rape
Rape a Love Story
Raven’s Wing
Reading the Fights
Rise Of Life On Earth
Scenes From American Life
Sentimental Education
Sexy
Small Avalanches
Small Avalanches and Other Stories
Solstice
Son Of the Morning
Sourland
Starr Bright Will Be With You Soon
Tales Of H P Lovecraft
Telling Stories
Telling Stories an Anthology For Writers
Tenderness
The Accursed
The Accursed Lp
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Heat and Other Stories
High Crime Area
High Lonesome
High Lonesome New Selected Stories
1966-2006
I Am No One You Know
I Lock My Door Upon Myself
I’Ll Take You There
In Darkest America
In Rough Country
Invisible Woman
Journal Of Joyce Carol Oates 1973–1982
La Hija Del Sepulturero the
Gravedigger’s Daughter
Last Days
Last Days Stories
Le Ravin
Little Bird Of Heaven
Little Bird Of Heaven Lp
Lives Of the Twins
Love and Its Derangements
Lovely Dark Deep
Mama
Man Crazy
Marriages and Infidelities
Marya
Marya a Life
Memorias De Una Viuda
Middle Age
Miracle Play
Missing Mom
Mother Missing
Mudwoman
My Heart Laid Bare
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The Seduction Other Stories
The Sophisticated Cat
The Step-Father
The Tattooed Girl
The Time Traveler
The Triumph Of the Spider Monkey
The Truth Teller
The Wheel Of Love
The Wheel Of Love and Other Stories
Them
Three Plays
Twelve Plays
Two or Three Things I Forgot To Tell You
Una Hermosa Doncella
Uncensored
Unholy Loves
Upon the Sweeping Flood
Upon the Sweeping Flood and Other
Stories
We Were the Mulvaneys
We Were the Mulvaneys Publisher
What I Lived For
Where Are You Going Where Have You
Been
Where I’Ve Been and Where I’m Going
Where Is Here
Where Is Little Reynard
Wild Nights
Wild Saturday and Other Stories
Will You Always Love Me
Will You Always Love Me and Other
Stories
With Shuddering Fall
Woman Writer
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The Assassins
The Assignation
The Assignation Stories
The Barrens
The Best American Essays Of the Century
The Best American Essays 1991
The Best American Mystery Stories 2005
The Best American Short Stories 1979
The Collector Of Hearts
The Corn Maiden
The Corn Maiden and Other Nightmares
The Edge Of Impossibility
The Fabulous Beasts
The Faith Of a Writer
The Falls
The Falls a Novel
The Female Of the Species
The Goddess and Other Women
The Gravedigger’s Daughter
The Hostile Sun
The Hungry Ghosts
The Journal Of Joyce Carol Oates
The Museum Of Dr Moses
The Norton Anthology Of Contemporary
Fiction
The Oxford Book Of American Short
Stories
The Perfectionist
The Perfectionist and Other Plays
The Poisoned Kiss
The Poisoned Kiss and Other Stories
From the Portuguese
The Profane Art
The Sacrifice
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Women Whose Lives Are Food Men
Whose Lives Are Money
Wonderland
You Must Remember This
You Must Remember This Joyce Carol
Oates
You Must Remember This a Novel
You Must Remember Thus
Zombie
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(*) Reference is www.biblio.com.

Biography of Joyce Carol Oates | 53

op
y
C
ew
ev
i
R
Fig. 15
Melinda Camber Porter, ca. 1990
Rooftop, Hotel Des Artistes, New York City
Collection of the Melinda Camber Porter Archive
Photo: Joyce Baroneo

Melinda Camber Porter
British, 1953–2008

Dakota’s Pine Ridge Indian Reservation
and acclaimed by Louis Malle, who said:
“better than a novel, it reads like a fierce
poem, with a devastating effect on our selfesteem,” and by Publishers Weekly, which
called it, “a novel of startling, dreamlike
lyricism.”
A traveling art exhibition celebrating
Camber Porter’s paintings, curated by the
late Leo Castelli, opened at the French
Embassy in New York City in 1993. This
exhibition, sponsored by the National
Endowment for the Arts and the French
Embassy, traveled to cities across the United
States through 1997.

Her novel Badlands, a Book-of-theMonth Club selection, was set on South

Peter Trippi, Editor of Fine Art Connoisseur
magazine said: “In our era of slickly
produced images, teeming with messages
rather than feelings, Camber Porter’s art
strikes a distinctive balance between the
achingly personal and the aesthetically
beautiful. This equilibrium has developed,
at least in part, through her discerning
openness to a range of historical mentors,
William Blake being the figure she has
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elinda Camber Porter was born
in London and graduated from Oxford
University with a First Class Honors
degree in Modern Languages. She began
her writing career in Paris as a cultural
correspondent for The Times of London.
French culture is the subject of her book
Through Parisian Eyes (published by Oxford
University Press), which the Boston Globe
describes as “a particularly readable
and brilliantly and uniquely compiled
collection.”
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She interviewed many leading cultural
figures in film and literature from Europe
and America over her career. These
included Nobel Prize winners Saul Bellow,
Gunter Grass, Eugenio Montale, and
Octavio Paz, writers including Joyce Carol
Oates, Joan Didion, and Frances Sagan,
and filmmakers Michael Apted, Martin
Scorsese, and Wim Wenders, among many
others. [Audio recordings are available for
more than fifty of these cultural interviews.]
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A film documenting the creation of her
paintings featured in the art exhibition
The Art of Love showed regularly on
Public Television stations nationally, and
a collection of her poetry and paintings,
also entitled The Art of Love, served as
companion to the show.

Robin Hamlyn, noted world expert on
William Blake and senior curator of Tate
Britain’s Blake and Turner collections,
delivered a lecture and wrote a book on
Ms. Porter’s watercolors entitled, William
Blake Illuminates the Works of Melinda
Camber Porter. Mr. Hamlyn writes about
Ms. Porter, “I believe that all great art
is, in its essence, defined by fearlessness.
Both Melinda Camber Porter’s and
William Blake’s works exemplify and
illuminate the fearlessness that is part of
the very essence of all great art.”

C

Camber Porter’s paintings have also
served as the primary inspiration and as
backdrops for several of her theatrical
works. She created the backdrops,
book, and lyrics for the musical Night
Angel, with music by Carmen Moore,
which was originally performed at The
Clark Theater, Lincoln Center, in New
York City. She created the book, lyrics,
and backdrops for the rock-operain-progress, Journey to Benares, with
music, direction, and choreography by
Elizabeth Swados, which was performed

at the Asia Society and Museum in New
York City in November 2003.
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admired most passionately,” and “not
surprisingly Camber Porter finds particular
pleasure in Gauguin’s notebooks, which
erase the boundaries between image and
word.”
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Melinda Camber Porter leaves a prolific
and creative legacy with thousands
of paintings and photographs; over
two hundred hours of audio and film
interviews with global creative figures in
the arts, film, and literature; and her tens
of thousands of pages of writings: novels,
plays, essays, journalism, and volumes of
poetry. Her creative and spiritual works
will be enjoyed for generations to come.
(www.MelindaCamberPorter.com)
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Public Art Exhibitions
2010
Memorial, Buffalo Ridge, Gary, South Dakota
Memorial, Clarke Theater, Lincoln Center, New York
Retrospective, John Jermain Library, Sag Harbor, New York
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2009

Sag Harbor Tree Fund, Sag Harbor, New York

Memorial, Sag Harbor, New York
2006
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2008
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British Consulate, New York, Retrospective
Dahesh Museum, New York, Trustees Tour of the Artist’s Studio
Kips Bay Boys & Girls Club, Designer Showcase, New York
School of Visual Arts, New York, William Blake Influences
Art for Youth, London

Paul Labrecque Salons, New York
Walter Wickiser Gallery, New York
2004
Oxford University, Oxford, United Kingdom
2003
Asia Society and Museum, New York
2002
Art for Healing Gallery, New York
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1999
Southampton College, Southampton, New York
1996
Film Center’s Step-Daughter, The Salon Des Artistes, New York
Night Angel, musical, Clark Theater, Lincoln Center, New York
1994
Boat Child, National Theatre Conservatory, Denver
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1993–1997
The Art of Love
Civic Fine Arts Center, Sioux Falls, South Dakota
The Embassy of France, Washington, DC
The Foothills Art Center, Golden, Colorado
The French Cultural Embassy, New York
The French Library in Boston
L’Alliance Française de New Orleans
L’Alliance Française de Miami
L’Alliance Française de San Francisco
L’Alliance Française de Houston
L’Alliance Française de Chicago
Lincoln Center, New York
The Nicolaysen Art Museum, Casper, Wyoming
The West Hartford Art League, West Hartford, Connecticut
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Adolescence, 1966
Arenal Volcan, 2004
The Art of Love, 1992
Badlands, 1988
Barcelona Point, 1992
Birthing, 1998
Bliss, 2008
Caves of Chauvet, 2005
Childhood, 1965
Children, 1981
China, 1985
Déclarations D’Amour, 1975
Earthly Fidelity, 1996
Frank, 1986
Horses of Chauvet, 2005
Icons, 2005
Living in Lightness and Darkness, 2008
Luminous Bodies, 1995
Mother & Child, 1988
Mummy Book, 1998
Night Angel, 1995
Playa Manuel Antonio, 2008
Queen, 1960
Recuperation, 2007
Return to Earth and Fire, 2008
Self-Portraits, 1982
Triptychs, 2000
Waves and Particles, 2008
Wedding, 1985
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Series of Artworks
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Literature
Non-Fiction

Novels

Plays
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Badlands, 1996
Child of the Western World, 1982
Floating Boundaries, A Trilogy, 1985
Book I: Hong Kong
Book II: China Arrives
Book III: Freedom or Tyranny
Frank, 1996
Imogen, 1987
The Male Madonna, 1987
Rachel, 1980
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Through Parisian Eyes: Reflections on Contemporary French Arts and
Culture, 1986, Oxford University Press, New York
Olhar Parisiense, Reflexoes Sobre a Cultue e as Artes Francesas
Contemporaneas, Portugese, 1991, Rio Fundo Editora, Ltda

R

Boat Child, a comedy, 1993
Caves of Chauvet, a musical, 2004
Horses of Chauvet, a musical, 2003
Journey to Benares, a musical, score by Elizabeth Swados, 2004
More Verse More, 1981
Night Angel, a musical, score by Carman Moore, 1992
Night Angel, a musical, score by Keith Bright, 1994
The Interviewer, a drama, 1981

Short Stories
Outline for a Novel, 1984
The Photographer’s Shoot, 1983
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Poetry Volumes
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Ancestors, 2006
The Art of Love: Love Poems and Paintings, 1990
Déclarations D’Amours, 1998 (French)
Early Years, 1970
Earthly Fidelity, 1997
Emotions, 1970
Expanse of Oceans & Seas, 2008
Finding Love, 1980
Gardens of Life, 2008
Healing, 2007
Human Conflicts, 2003
Illness, 2007
The Interviewer, 1982
Into the Waves, 2008
Love Brings Conflicts, 1976
Luminous Bodies, 1995
Post Traumatic Stress Syndrome, 2007
The Ritual:Volume I, 1975
The Ritual: Volume II, 1980
For Robert & James, 2000
Rules for a Ritual, 1976
Where is God, 2008
Women Embraced, 1980
Women and Horses, 2005
Would I Break Open My Heart Again, 1978
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The Art of Love, 1993
Joyce Beroneo on Photography, 1983
The Kitchen, 1977
La Mort O’elle, 1976
Luminous Journey, 1999
Sacred Journey, 2001
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Film

C

Screenplays

ev
i

ew

I’ll Get Bye, 1981
Julian and Juliet, 1978
Michael: The Life and Works of Michael Apted
The Third Half, 1993
Time to Heal, 2007

R

Photography

Badlands, 1991
China, 1985
Genesis, 1978
My Polaroid Selfies, 1981
My Polaroid Selfies, 1982
My Polaroid Selfies, 1983
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Journalism
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Philippe Adrien, French Dramatist, Paris, 1977
Lyudmila Alexeyeva, Russian Human Rights Activist, New York, 1992 (with audio)
Laurie Anderson, American Singer, New York, 1983
Anthony Andrews, English Actor, Under the Volcano, Mexico, 1984 (with audio)
Jean Anouilh, French Dramatist, Lausanne, Switzerland, 1976
Michelangelo Antonioni, Italian Filmmaker, Rome, 1977
Michael Apted, English Filmmaker, NY, CA, London, 1999 (with audio & video)
Jean-Paul Aron, French Writer, Paris, 1976 (with audio)
David Bailey, British Photographer, Oxford, United Kingdom, 1973
Jean-Louis Barrault, French Dramatist, Paris 1978 (with audio)
Saul Bellow, American Writer, Nobel Prize in Literature
Chicago, 1991 (with audio)
Ingmar Bergman, Swedish Filmmaker, Munich, 1977
Bernardo Bertolucci, Italian Filmmaker, Rome, 1981
Jacqueline Bissett, American Actress, Mexico, 1984 (with audio)
Walerian Borowczyk, Polish Filmmaker, Paris, 1975
Breyten Breytenbach, South African Writer, Paris, 1985 (with audio)
Peter Brook, English Dramatist, Paris, 1975 (with audio)
David Byrne, American Musician, New York, 1983 (with audio)
Marcel Carné, French Filmmaker, Paris, 1978
L. M. Kit Carson, American Actor, Paris, Texas, 1983 (with audio)
John Cassavetes, American Film Director, New York, 1984 (with audio)
Patrice Chéreau, French Film and Theater Director, Paris, 1975
Costa-Gavras, Film Director, Paris, 1985 (with audio)
Liliana Cavani, Italian Filmmaker, Rome, 1977
Benjamin Cheever, American Writer and Editor, 1992
Cyril Connolly, British Writer and Critic, Oxford, United Kingdom, 1971
Robert M. Crunden, American Cultural Historian, 1998
Régis Debray, French Writer, Paris 1985 (with audio)
Joan Didion, American Writer, New York 1993 (with audio)
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Journalism Cont’d
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Marguerite Duras, French Filmmaker and Writer, Paris, 1975
Jean Eustache, French Filmmaker, Paris, 1975
Federico Fellini, Italian Filmmaker, Rome, 1977
Albert Finney, English Actor, Mexico, 1984 (with audio)
Michael Fitzgerald, American Film Producer, Mexico, 1984 (with audio)
J. Hubert Francis, Mi’kmaq Musician and Spiritual Elder
Big Cove, New Brunswick, Canada, 2001 (with video)
Françoise Giroud, French Journalist, Politician and Writer
Paris, 1985 (with audio)
Nadine Gordimer, South African Writer, New York, 1994
Günter Grass, Artist and Writer, Nobel Prize in Literature
New York, 1993 (with audio)
Peggy Guggenheim, Art Collector, Paris, 1975
Michael Hastings, British Playwright, Paris, 1976
John Huston, American Filmmaker, Mexico, 1984 (with audio)
Eugène Ionesco, Romanian Playwright, Oxford, UK, 1974
Edmond Jabès, Egyptian Poet and Writer, Paris, 1985
Ruth Prawer Jhabvala, Indian Writer, Paris, 1978
Pierre Klossowski, French Artist and Writer, Paris, 1975
Bernard Kouchner, Founder of Doctors Without Borders
French Prime Minister, Paris, 1985 (with audio)
Akira Kurosawa, Japanese Filmmaker, New York, 1985 (with audio)
Bernard-Henri Lévy, French Filmmaker, Paris, 1985 (with audio)
Roy Lichtenstein, American Artist, New York, 1983 (with audio)
Michael Lonsdale, French Actor, Paris, 1985
Louis Malle, French Filmmaker, Paris, 1975 (with audio)
André Malraux, French Writer, Paris, 1975
Florence Malraux, Daughter of André Malraux, Paris, 1985
Peter Matthiessen, American Writer, New York, 1991 (with audio)
Juan Mendez, Argentinean Human Rights Activist, New York, 1993 (with audio)
James Michener, American Author, 1992
Eugenio Montale, Italian Journalist and Poet
Nobel Prize in Literature, Milan, Italy, 1983
Yves Montand, French Actor and Singer, Paris, 1985 (with audio)
Aryeh Neier, American Human Rights Activist, New York, 1993 (with audio)

64 | Biography of Melinda Camber Porter

Journalism Cont’d
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Mike Nichols, American Film and Theater Director, New York, 1999 (with audio)
Joyce Carol Oates, American Writer, Princeton, New Jersey, 1993 (with audio)
Marcel Ophüls, French Filmmaker, Paris, 1977 (with audio)
Nagisa Oshima, Japanese Filmmaker, New York, 1991 (with audio)
Alan Parker, English Film Director, Wildwood, New Jersey, 1984 (with audio)
Octavio Paz, Mexican Writer, Nobel Prize in Literature, Mexico, 1982 (with audio)
Tom Phillips, British Artist and Historian, Paris, 1975
Jérôme Peignot, French Writer, Paris, 1975
Michael H. Posner, American Human Rights Activist, New York, 1993 (with audio)
Chaim Potok, American Jewish Author and Rabbi, 1992
Ishmael Reed, American Poet and Writer, New York, 1992 (with audio)
Alain Resnais, French Film Director, Paris ,1985 (with audio)
Jean-François Revel, French Journalist and Writer, Paris, 1985 (with audio)
Alain Robbe-Grillet, French Filmmaker and Writer, Paris, 1974
Éric Rohmer, French Filmmaker and Writer, Paris, 1975
Françoise Sagan, French Writer, Paris, 1978 (with audio)
Jean-Paul Sartre, French Philosopher and Writer, Paris, 1977
John Sayles, American Filmmaker, New York, 1991 (with audio)
Martin Scorsese, American Filmmaker, New York, 1998 (with audio)
Stuart Seide, American Theater Director, Paris, 1975
Delphine Seyrig, French Actress and Director, 1975
George Steiner, French-born American Philosopher and Writer
Oxford, United Kingdom, 1973
Bertrand Tavernier, French Filmmaker, Paris, 1985 (with audio)
Olivier Todd, French Journalist and Writer, Paris, 1978 (with audio)
Peter Trippi, American Art Historian, New York, 2006 (with audio and video)
François Truffaut, French Filmmaker, Paris, 1975
Roger Vadim, French Filmmaker, Paris, 1975
Michel Veuthey, Swiss Human Rights Activist, New York, 1994 (with audio)
Jon Voight, American Actor, New York, 1987 (with audio)
Francis Warner, English Dramatist, Oxford, United Kingdom, 1977
Wim Wenders, German Filmmaker, Paris, Texas, 1983 (with audio)
Monique Wittig, French Author and Feminist, Paris, 1976
George Wolf, American Theater, New York, 1993 (with audio)
Susannah York, English Actress, New York, 1991 (with audio)
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Praise
“Porter’s and Blake’s works …the very essence of all great art.”
—Robin Hamlyn
“. . .most pertinent to Camber Porter is Michelangelo.”
—Peter Trippi

op
y

“Porter skillfully picks and chooses from the entire range of modernism.”
—Nancy Karlins

C

“Sensuality is at the heart of Porter’s work.”
—The New York Times

ew

“Porter, who is Redon’s equal and, with effort, outsurpasser.”
—Jeffrey Paine

ev
i

“Few artists have the rigorously philosophical instincts.”
—Leo Castelli

R

“Porter’s willingness to listen well and challenge when necessary.”
—Philadelphia Inquirer
“. . .sections remind me of Shaw and Wilde.”
—Peter Perhonis
“Painter-Novelist…a line between erotic and obscene.”
—The New York Times
“The great ‘meltdown’ of modern sexual anarchy.”
—Saul Bellow
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“Frank is a pleasure in every way.”
—Mike Nichols
“Bads is a very strong, very intelligent.”
—Joyce Carol Oates
“. . .her vision is lyrical, yet unflinching.”
—Peter Matthiessen

op
y

“. . .like a fierce poem, with a devastating effect on our self-esteem.”
—Louis Malle

C

“An uneasy dream of sex and death and abandonment.”
—Joan Didion

ew

“. . .is a particularly readable and brilliantly compiled collection.”
—Boston Sunday Globe

ev
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“. . .It is an exquisite prose poem.”

—Michael Hastings

R

“Through Parisian Eyes is like a daylong trip to the candy store.”
—San Francisco Chronicle
“Porter’s poetry and paintings have a soft, lyrical quality.”
—Ishmael Reed
“Porter so powerfully conjures is a place where wounds don’t heal.”
—Donna Seaman
“. . .she had a protean talent, a beautiful imagination and the energy and
courage to explore every avenue of art as far as it would take her.”
—Robert Redford
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Obituaries of Melinda Camber Porter
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East Hampton Star, East Hampton, New York.
Lady Margaret Hall, Oxford University, Oxford, England, United Kingdom.
New York Women in Film & Television, New York, New York.
The Sag Harbor Express, Sag Harbor, New York.
Southampton Press, Southampton, New York.
The Times, London, England, United Kingdom.
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For More Information from
Blake Press and the Melinda Camber Porter Archive:
info@melindacamberporter.com
www.MelindaCamberPorter.com
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http://en.wikipedia.org/wiki/Melinda_Camber_Porter

https://www.youtube.com/channel/UCIflCaF2qpHh8uQgffSXLDQ
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www.amazon.com/Melinda-Camber-Porter/e/B001HQ1BS6

M elinda Camber Porter A rchive
of C reative W orks

op
y

International Standard Serial Numbers:
ISSN: 2379-2450 (Print)
2379-3198 (Ebook)
2379-321X (Audio)

C

Volume I: Journalism

Melinda Camber Porter In Conversation With Eugenio Montale,

ew

Volume 1, Number 1: ISBN 978-1-942231-44-8
At his home in Milan, Italy 1976
Foreword by Canio Pavone

ev
i

Includes Montale’s Nobel Prize Lecture in English and Italian

Melinda Camber Porter In Conversation With Roy Lichtenstein,

R

Volume 1, Number 2: ISBN 978-1-942231-47-9
During the 1983 Green Street Mural
At his studio in New York City 1983

Melinda Camber Porter In Conversation With Wim Wenders,
Volume 1, Number 3: ISBN 978-1-942231-45-5
On Film Set of Paris Texas in Houston, Texas 1983
“Four Stars, will be of interest to fans.” —Tom G. Schulte
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Melinda Camber Porter In Conversation With Octavio Paz,
Volume 1, Number 4: ISBN 978-1-942231-07-3
At his home in Cuernavaca, Mexico 1983

op
y

Forewords by Laura Vidler and Scott Chaskey

Includes Paz’s Nobel Prize Lecture in English and Spanish

C

“Unreservedly recommended.” —Midwest Book Review

Through Parisian Eyes: Reflections on Contemporary
French Arts and Culture

ew

Volume 1, Number 5: ISBN 978-1-942231-55-4
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Foreword by John Higgins

Melinda Camber Porter In Conversation

R

With Joyce Carol Oates
Volume 1, Number 6: ISBN 978-1-942231-03-5
Foreword by Catherine Suter
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Volume II: Art

and

L iterature

Fashion In The Time Of Queen Elizabeth I (1558-1603),
Volume 2, Number 1: ISBN 978-1-942231-43-1
Text and Drawings by Melinda Camber Porter

op
y

Foreword by Robbie Lyle

Luminous Bodies: Circles of Celebration,

Volume 2, Number 2: ISBN 978-1-942231-49-3

Forty-five Watercolors and text by Melinda Camber Porter

C

Foreword by Peter Trippi, Editor Fine Art Connoisseur
Luminous Bodies: Circles of Mourning,

ew

Volume 2, Number 3: ISBN 978-1-942231-50-9
Forty-five Watercolors and text by Melinda Camber Porter
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Foreword by Robin Hamlyn, Senior Curator Tate Britain

Night Angel, A One-Woman Musical,

R

Volume 2, Number 4: ISBN 978-1-942231-33-2
Book, Lyrics and Backdrop by Melinda Camber Porter
Composer Carman Moore

Night Angel, A One-Woman Musical,
Volume 2, Number 5: ISBN 978-1-942231-35-6
Book, Lyrics and Backdrop by Melinda Camber Porter
Composer Keith Bright
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The Triptych Series,
Volume 2, Number 6: ISBN 978-1-942231-39-4
Twenty-seven oil paintings by Melinda Camber Porter
Foreword by Walter Wichiser, New York gallerry owner
“Five Stars.” —Robin Kowalski, Librarian
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Badlands, A Novel; Photo Illustrated Edition
Volume 2, Number 7: ISBN 978-1-942231-51-6
by Melinda Camber Porter

C

“beautiful and evocative...” —Elena Pedigo Clark, PhD

My Polaroid Selfies, Part I 1981

ew

Volume 2, Number 8: ISBN 978-1-942231-58-5
by Melinda Camber Porter
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Forewords by Professor Michael Edelson and Storm Ascher
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1850s, 20–21, 42–43
1960s, 7, 20–21, 42
Abortion, 18
African-Americans (Blacks), vii, 16–17, 39, 45
Aguinis, Marcos, 21, 32
Ali, Mohamad, viii, 9–10
America,
Culture, 20, 29, 39, 41–42, 45
Idealism, 20
Myth, 24, 29, 41–43
Politics, 20, 24, 29
Pragmatism, 20, 41–43
Anti-intellectualism, 24, 42–43
Apolitical, 41, 47
Art, 3, 8–10, 13, 27, 39, 41, 45, 47
Assassins, The, (Joyce Carol Oates), 39, 45
Athens, ancient, 27
Auto Racing, xv, 33, 40, 46
Bellefleur (Joyce Carol Oates), 39, 45
Barnum, P.T., vii–viii, 20
Barth, John, 32
Bellow, Saul, 24, 41
Bestsellers, 21
Blake, William, 30
Black History, 16–17
Boxing, xiii–xv, 3, 6–9, 13, 15–18, 33, 39–41, 45–47
Brown, John, 20
Abolitionist, Virginia v. John Brown
Bradley, Bill, 26
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Byron, Lord, 39, 45
Celebrity, xiii, 21–22, 41–42, 45
Chauvet Caves, vii
Claudel, Camille, vii
Creative Process, vii, xv
Darwinian, 4–5, 39, 45
Dempsey, Jack, 10
Do With Me What You Will (Joyce Carol Oates), 18–19, 39, 45
Donald Duck, 22, 42
Dutton News, 48
Ego, 24–25
Epiphany, 13
Evil, xiv, 5
Faulkner, William, viii, 30
Feminism, 20
Ferrante, Elena, xiv
Firpo, Luis Angel, 10
Ford, Henry, 20
French Culture, 22, 24–25
Frazier, Joe, 9
German Culture, 24
Green, Graham, viii
Gestalt, 13
Ghetto, as origin, 17, 39, 45
Hagler, Marvin, 6–8
Hearns, Thomas, viii
Hemingway, Ernest, 21, 30, 39, 42
Hypocrisy, 17
Intellectualism, 24, 39
Joyce, James, 30
King Lear (Shakespeare), 27
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Language, 32–33
Lawrence, D.H., viii, xiv, 3
League of Nations, 24–25
Leonard, Sugar Ray, 6–9, 15, 41, 46
Life Force, xiv–xv, 3, 5–6
Lincoln, Abraham, 24, 41
Mailer, Norman, 15, 21–22, 24, 41–42, 46
Masculinity, xiv, 15, 40, 46
Moralism, 5, 20, 26–27
Mother Theresa, 21, 41
Naipaul, V.S., 32
New Heaven, New Earth (Joyce Carol Oates), 42
Nixon, Richard, 21, 41
Novels, styles and writing, 5, 7, 9–10, 13–18, 27–33
Oates, Frederic James (father), xiii, 40, 45
Oedipus, 27
On Boxing (Joyce Carol Oates), viii, 3, 39, 45
Paris, xiii, 21, 39, 45
Paz, Octavio, 27
PEN, 24
Politics, 24–27
Pope, Alexander, 39, 45
Poverty, 6, 16, 40, 47
Presley, Elvis, 21, 41
Princeton University, 20
Propagandist, 17, 40, 46
Rodin, Auguste, vii
Roosevelt, Eleanor, 21, 41
Sanctuary, 17, 40, 46
Shakespeare, William, viii, 27, 42
Slavery, 27
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Society, xiii–xiv, 15–16, 21, 24
Spirituality, 28, 42
Suter, Catherine, xiii, xv
Swift, Johnathan, 39, 45
Them (Joyce Carol Oates), xiii, 39, 45
Television, 7, 29
The Profane Art (Joyce Carol Oates), 42
Times, The (London), xiii, 39–47
Trump, Donald, xiii, 20
Tussauds, Madame, 22
Tyson, Mike, xiii, 15, 17, 40, 46
Violence, xiii–xiv, 6, 40
Underprivileged, 3, 6, 15, 17, 25
Vietnam War, 7–8
Vonnegut, Kurt, 26
Welty, Eudora, 26
Wilson, Woodrow, 24, 41
Working Class, 17
Writer’s Block , viii, xv
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