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In this paper I want to look at some of the conscious and unconscious models which organise life story telling and the personal and historical circumstances which affect the availability of these models I will examine the ways in which they are internalised and used by different social groups.

My starting point is the now well accepted idea that our identities are continually being made and remade through the stories which we tell to ourselves and others, about various aspects of our lives. We may anticipate our lives, in the telling of them, we may flash forwards as well as back, and life does not always have to be the same old story reiterated from a fixed unchanging vantage point. Peter Barham in his study of chronic schizophrenics who have been institutionalised for long periods in mental hospitals, shows movingly how far they continue to struggle to give meaning, purpose and direction to their lives by mobilising a whole range of narrative resources. And how often against all the prognostics of their case histories they succeed.

Kierkegaard was perhaps the first to grasp the general point, when he wrote:

it is perfectly true that life must be understood backwards. But philosophers tend to forget that it must be lived forward, and if one thinks over that proposition it becomes clear that at no particular moment can I find the necessary resting place from which to understand it backwards'.

One reason for the popularity of the retrospective illusion is the cultural dominance exercised by the written autobiography. Since the mid-Victorian period this has been the major genre through in which life histories are constructed and disseminated. Its canonical status derives both from its usage as a medium of fame, in the memoirs of public personalities in the world of politics, entertainment or letters. And from the fact that it is the essential narrative form of individualism, the dominant ideology, we might say almost religion of our society. For here the story is told and totalised by an omniscient first person narrator, who demonstrates in the manner of its unfolding the development of those special powers of mastery over self and society, which are held to characterise the essence of a singular and autonomous progress through life.

The grammar of autobiography derives many of its elements from other forms- the epistolary novel, the hagiography, the practice of religious confession. The practice of keeping a daily journal to record and/ or philosophise about the events of ones life remains central to this narrative enterprise. Whether the diary is used as a public record or an intimate confessional, it still tends to be written with an eye to the future and to its intended readership. For those who decide that they are going to be famous while they are still quite young, life itself may become a search for remarkable incidents, worthy of being written down. It is not so much a question of life imitating art, but of the artful pre-construction of a life. Such was the case of the Memoir Club set up by the Bloomsbury Group when they were in their early twenties.

Although there are attempts to use the autobiography, especially in its diary or epistolary mode as a means of genuine self exploration (e.g. Marion Milner's Eternity's Sunrise), it is not easily made into a medium of truth. It is much more usually an exercise in self justifaction, or self aggrandisement, a tribunal in which the author is both judge and jury in their own case and always acquits him or herself well. At the limit the whole thing degenerates into a kind of do-it-yourself hagiography, an advertisement for an ideal self.

Paradoxically one safeguard against the more extreme strategies of fictionalisation, is itself a fictional form: the autobiography owes much of its claim to truth (if not fame), to the bildingsroman. This is the classical form of the bourgeois novel in which the themes of youth and modernity are for the first time linked and opposed to the inert traditionalism of age. In novels like Goethe's Wilhelm Meister, George Eliot’s Daniel Deronda, Dostoevski’s The Adolescent, even Dickens’s Great Expectations, youth comes to entertain a monopoly over the formative moments of life history because the hero plays a privileged narrative role in actively or passively articulating processes of change in the wider society. Youth becomes symptomatic of the new society which is being born, even though the actual role which youth movements played in this was often limited and rarely figures directly in these novels.

Both the bildingroman and the written autobiography have exercised a fatal attraction for oral testimonies, especially of the upwardly mobile. For example in the morality tales told by self made men (and they are usually men) we often find the hardships and poverty of early youth greatly exaggerated in order to highlight by dramatic contrast the heroic struggles which have taken the author to the present privileged vantage point from which the life is being written. The rags to riches story thus involves a diametrically opposite strategy of historical reversal to that of the 'good old days' stories told by OAPs. Yet the self portraits produced by both have this in common - they are essentially still lives, displayed as part of a retrospective exhibition, not as part of an ongoing, and necessarily unfinished narrative and life-historical enterprise.

When Sinatra made 'I Did It My Way' into the national anthem of the American way of life he set the stamp of popular cultural approval on a certain narrative model of individualism. Sociologists who have used ethnographic methods to tell the life stories of those who were supposedly inarticulate, have had a rather more sophisticated message, but nonetheless still tend to impose their own model of life history of their subjects, pandering all too often a social committed voyeurism on the part of a middle class readership anxious to know, at safe second hand, how the other half lived.

The incitement to participate vicariously in other peoples more exciting or dangerous lives is taken to its limit in the confessional diaries and life stories which feature so prominently in the popular press; these memoirs of the infamous centre largely around incidents of sexual scandal, violence and public impropriety, and combine the oral traditions of rumour and gossip with the literary conventions of the ‘Rakes Progress’, yet another example of the way dominant discourses both penetrate and are reworked through the idioms of popular culture.

All these narrative styles may provide referential models for the telling of a life story; but they may equally well have an inhibiting effect, making people feel that their lives are not interesting or important enough to be worth recounting, or that they lack the resources for making them seem so to others. Nevertheless in the common sense philosophies to be found within popular cultures we do find a further set of narrative devices employed to fix the meaning and purpose of a lifetime. In addition to proverbial sayings, there are a whole series of life-historical metaphors. The one which most directly reflects the hegemony of the autobiographical novel is Life as a storybook, periodised into chapters. This image at least points to the possibility of change, you can turn over a new leaf; and it also recognises the role which other people stories can play in shaping ones own. You can always take a leaf out of someone else’s book! In contrast to the bildingsroman the implication is that if only one has the correct reading, if one can decipher its messages, one can find out how a life is going to turn out almost before one begins.

The prospective illusion engendered by this kind of hermeneutics supports a kind of popular or folk psychology, which has its own diagnostics and remedies to propose for a whole range of existential ills. At the same time the Book of Life reinforces the chronological model of story telling; it fosters the illusion that life has only one beginning, and proceeds in a unlinear fashion, until one reaches the end. In that sense it underwrites the natural attitude to the life cycle, based on the notion of biological determinism and blood will out.

This view is challenged by the dramatic model of the life course; initially used by Shakespeare to characterise the seven ages of man according to a rigid pre-industrial paradigm of the life cycle, it has been reworked into a looser more modern pattern to allow a multiplicity of roles to be played, each with its own script; if all the worlds a stage, than each stage can involve a fresh start, the learning of a new script, the assumption of a different persona. In this way the monolithic logic of the autobiography with its unitary, totalising subject, is effectively subverted.

The third important metaphor conceives of Life as a journey. This may take the form of a material, moral or spiritual progress towards some chosen or predestined end; however this teleological model is frequently undermined by popular anecdotes and stories which illustrate the pitfalls of hubris and the pleasures to be found by those who wander off the beaten track or otherwise fail to follow the straight and narrow path. Many life stories takes as their central dynamic the tension between these two driving forces, the security afforded by the life insurance plan and the curiosity about the unknown which characterises the human odyssey.

In these oral traditions we can thus find narrative models which provide a set of highly normative or stereotypical images of the life course. But however useful as structuring devices, they are essentially secondary elaborations. They enable the life to be consciously edited in conformity with perceived cultural norms. Whilst this may be necessary in communicating and sharing experience, it tends to render its social complexities and first person singularities down into a more predictable and one dimensional shape. These devices may often be mobilised as part of a strategy of censorship or disavowal, suppressing or denying painful, confused or rejected parts of ones life. They keep a good deal of the life hidden. They encourage 'philosophical attitudes' which are part resignation and part self defence. They seem to offer choice but they impoverish the life in the telling of it.

The Hidden Curriculum Vitae
If we are to find ways of resisting such foreclosures, then we need to become more aware of the primary sources and process of life history making which make up what I shall call the hidden Curriculum Vitae. By primary sources I mean those stories which are constitutive of our identity, and which are usually told to by or about us in an emotionally charged context; they convey deep messages about who we are desired to become, especially in terms of gender, class and ethnicity and through them we appropriate elements of significant other's lives as a matrix for the construction and unfolding of our own inner world.

In many cases these are stories told to children by parents, and grandparents, and stories exchanged between lovers and intimate friends. Through them we come to identify or share particular ideals and learn to use particular narrative styles in representing lived experience. These stories furnish us with structures of recognition and remembrance and without them we become disoriented and lost.

It is these kinds of stories which Sartre had in mind, I think, when he writes, in his own autobiography Les Mots :

We are always telling stories; our lives are surrounded by our own stories and those of other people. We see everything that happens to us in terms of these stories, as we sometimes try to lead our lives as if we were recounting them.

Perhaps the first time we encounter this primary process is in the stories which are told to us by our parents about our earliest years. These anecdotes usually focus on particular incidents which we cannot consciously recall, but which are presented to us as defining or formative moments of our life. It is through these constructions that parents convey to us what they see as our essential character, but of course this is normally a projection onto us of their own values and desires. If these stories are so often subsequently repressed it is because we do not in fact recognise ourselves in them, and/or because the occasion of their telling was an embarrassing or humiliating experience, revealing aspects of our behaviour in a way which was deeply wounding to our pride.

Against these parental versions of our childhood we mobilise our own alternative myths of origin and destiny. These stories belong to the genre of what Freud called the family romance. Through them we imagine ourselves to belong to some imaginary and exotic family, peopled by mysterious, powerful and glamorous figures, usually today no longer modelled on the royal family, but on the heroes and heroines furnished by the mass media.(pop stars, famous sports people etc.). At a later stage these idealised figures may become direct role models, and the visions of supermum or superdad which they originally supported will be used to belittle actual parents who of course can never match up to their star qualities. Family romances are tall stories which are used to cut others down to size. Parental narcissism may also become implicated in the family romance; for example in the practice of giving children 'famous' first names- Elvis, Marilyn etc., thus inscribing their origins in certain genealogy of parental desire. Then there are the fairy tales which are told about absent or dead members of the family, the cousin in America who joined a circus, the uncle who won the pools, figures whose histories may taken over and further added to by the child, and used to lend a halo of affluence or romance to what otherwise might be a rather sorry tale.

These fables play an especially important role in the identity formation of children from deprived or broken homes, for examples in the myths of origin constructed by adoptees. But equally children from secure middle class families frequently invent life stories for themselves in which they are adopted or kidnapped, or runaway from home, so that they experience how life is lived on the other side of the tracks. Bedtime stories, fairy tales, and action adventure movies in which such themes frequently appear often provide the raw materials for these early exercises in sociological imagination.

The family romance is thus a key mechanism through which real social relations are magically transformed into imaginary relations of kinship with other classes, sexes or ethnicities, and the resulting scenarios often exert a profound if covert influence on subsequent life choices. But they may equally well translate into the subtext of adult daydreams where the frustrations and hurts of everyday life are magically overcome. Daydreams are stories of wish fulfilment in which we attempt to either repair the damage or take revenge by casting ourselves in a heroic role and/or exercising power over others. In this way, through the medium of phantasy, the autobiographical model of life history centred on an omnipotent first person narrator, returns with a vengeance. But instead of carrying forward the story line, it functions as a principle of chronic repetition. Daydreams are the prototypes of all those obsessional and narcissistic narratives through which people whose feel failures or just stuck in a rut attempt to inject a sense of importance and urgency into a life which has, by that very device, become nothing but the same old story.

All these forms tend to deny discontinuity, dependence and difference. But there is one type of story which takes these experiences as its thematic focus. This occurs where a particular event, or conjuncture is made the turning point of a life history. Experiences of religious or political conversion, of exile, or migration, of natural or social disaster, or some kind of emotional trauma, a bereavement, or serious illness, mid life crises or mental breakdown all these occasions may produce a fundamental reappraisal of the meaning, purpose and direction of a life. A life that was lived and told as an unending success story in one sphere (e.g. the high flying academic)may be re-told as a catalogue of cumulative failure in another (e.g. in relationships) perhaps as a prelude to turning over a new leaf so that life does not go on being the same old story.

Life crisis stories may themselves be constructed in such a way as to disavow the pain involved in that struggle, by creating a split representation of the life itself. There is one life/identity before and quite another after the crisis, and little apparent relation between the two. Sometimes this problem is dealt with by making the life story start at the critical turning point, with the whole of what is now prehistory being treated as a flashback. This punctuation, which amputates the past from the present seals the trauma inside the subject but sadly it does not heal the wound.

These kind of orchestral manoeuvres in the dark should alert us to the fact that what we are talking about is a hidden curriculum vitae made up of largely unconscious scripts, and that its principal author and narrator is not the conscious self, but much more shadowy figures like the ideal self and its negative companion, the internal saboteur. Especially when we feel that we have suffered the slings and arrows of outrageous fortune, these figures may be mobilised to either tell us comforting fairy stories, or kick us when we are down, by removing any last shred of hope, and turning the whole life story into a refrain of bitter regret.

The scope for this action stems from the fact that at one level life story telling is a privileged medium for the narcissistic narrative, and at another it brings to the surface of consciousness the fact that we are not masters or mistresses in our own house. For although autobiography is supposed to be where we are finally at home, at one with ourselves, and although much of the art, or artfulness of the genre goes into persuading us and other people that this is the case, we cannot escape the division and discontinuity which language imposes between the speaking and the spoken subject. This is not just because the 50 year old who is recalling his or her youth, is not the youth whose exploits are being recalled, any more than the teenager who is daydreaming about a future career as a dancer is the figure whose life is being so vividly sketched. The separation between the teller and the tale, the story and the life is structural, not historical. What is being aimed at is an impossible coincidence. And one that has serious consequences in so far as it excludes the true subject, the unspoken subject, of the autobiography, which is not the self, but the other.

If autobiography is ever a medium of truth, it is because it functions as a discourse of the other- it becomes a way of recognising the unconscious influence of all those others who have made us what we are, which is other than what we might imagine ourselves to be. Much of the internal struggle that goes on is over which of these models of the life story, the narcissistic or the inter-textual, is going to prevail.

To sum up the argument so far that these primary processes of representation, traversed by both history and the unconscious constitute a hidden curriculum vitae, one which is largely covered over by secondary elaborations, and normally appears only as silences, gaps, and missing links in many of the life stories which are elicited through conventional means. It is simply not the case that there is some inchoate raw material of experience which accumulates inside us, and is only given shape once it is released by some special endeavour to summarise or summate it in a reflective, autobiographical account. Our inner world of experience is already organised through structures of unconscious representation, which only surface in coded form or in our dreams. Our dream life, the narrative of the other scenes does indeed form a kind of permanent counterpoint to our life histories.

What I've called the primary process of life story telling provides a kind of fragile bridge between the dream and the cultural clichés of secondary elaboration. Psychoanalysis has provided the major theoretical and practical framework through which this bridge can be built. That is the work to which analyst and patient jointly contribute, each from their respective positions and vantage points. In the process stories which tell us about other parts of our selves and which have been repressed because they do not fit in, or interrupt the dominant narrative, break through into consciousness. In this way the hidden curriculum vitae can become the object of conscious reflection, and intervention, so that the iterative cycles of life story telling are given pause for thought.

Narrative Grammars
The hidden CV is not the product of depth psychology- it is not a set of Jungian archetypes. The relationship of deep to surface structure, is not generative, let alone causal, but transformative. These transformations are governed by cultural codes which provide their basic framework or grammar, a set of parameters within which certain narrative forms are acquired and certain life historical messages are invested with emotional meaning. How the story of a life is told will still be the result of an individual process of reworking which gives it, in even its most stereotypical mode, the stamp of a distinctive experience and voice. But this process takes place within definite limits circumscribed by specific cultural codes.

There are four basic codes which singly or in various combinations seem to articulate life stories in western societies: vocation career, apprenticeship and inheritance. In the first case lives are made to unfold as the eternal quest for an authentic inner self, a self that is the bearer of a calling, which may be moral, spiritual or social. The existential imperatives of vocation direct the child to cultivate particular gifts, often of an artistic kind, and attune development to a variety of aesthetic pursuits. In this model the adolescent search for identity becomes symptomatic-or paradigmatic of the whole life cycle. Not suprisingly many of the great novels of adolescence (e.g. Alain Fourniers Le Grand Meaulnes) are premised on this code constructing the adolescent as a hero of romantic individualism. It can also be found privileged in various phenomenological and existential psychologies.

In contrast the code of career offers a much more utilitarian, though no less individualistic reading of the life cycle. Here life is unfolded as so many steps up a ladder of progress, marked at each stage by increments of skill or status, or some other measurable index of personal achievement. The child is pitted competitively against its peers and its progress, from the first steps to the first words, and later from the first date to the first qualifications is made the subject of more or less ruthless monitoring. At the limit the contingencies of a life history are reduced to the predictabilities of a life insurance plan, which is made to unfold according to a rigid timetable of developmental norms: the baby should be doing X at six months, feeling Y at three years, relating in this way at adolescence, and in that way at 40.

The code of apprenticeship offers an equally incremental, and instrumental model, but one which is tied to techniques of the body and the acquisition of manual rather than mental labour skills. Their achievement is also less a matter of individual motivation, or competition with peers, than acceptance of a corpus of practical knowledge handed down under the supervision of elders. This in turn links apprenticeship to the code of inheritance, the code which places old heads on young shoulders. Indeed not only heads, for every part of the child’s body or behaviour may be recognised only as the signifier of some ancestral virtue, or vice. He has his fathers hands, or his mothers eyes; she has her grandmothers poise, her uncles temper. The life cycle is here unfolded as a more or less congenital link between fixed origins and destinies. You can only become what you always and already are, by virtue of the special patrimony which has been entailed in your life, from the moment of conception onwards.

Different paradigms of the life cycle offer different readings of the process of being born, growing up, ageing and dying, and these readings are also gender specific. Different markers of im/maturity are laid down, particular transitions are mapped out. Clearly there are tensions and conflicts between the life historical messages conveyed by these different codes. The inward search of vocation grates up against the competitive demands of career. The single minded pursuit of your Muse is not likely to land you a secure, well paid academic job. Equally someone who is driven to climb the academic ladder because for them recognition is dependant of certain incremental norms of productivity, may find they have less and less to say. The tension between career and inheritance may be no less intense. For example until very recently in some families one child, typically the boy, is directed towards a social destination quite different from the fixed feminine inheritance to which his sister is being apprenticed. Many of these tensions come to a head at adolescence and much of the work of adolescence in fact consists in learning to decode, differentiate and if possible reconcile these different story lines.

These codes have a distinctive history linked to gender and class relations. The code of vocation, for example originated in the male orders of church and court under feudalism, but in the transition to capitalism it became increasingly secularised, individualised, feminised, and finally bohemianised, so that today it provides an important grammar for the life histories of artists, revolutionaries, intellectuals and feminists. Equally the codes of apprenticeship and inheritance no longer depend for their transmission on aristocracies of land or labour. Taken together they now used to furnish images a society based on certain invented traditions of kinship and community. Only in the case of the now dominant code of career, can we say that its material and symbolic forms directly reflect and reinforce each other.

The reason why these codes have not only survived but continued to develop new forms is that they have a vital function to play in filling the vacuum created by empty homogeneous clock time, the time of capital, with its simple binary opposition between free time and labour time. This may organise a lot of every-day life, but it is too impoverished to give meaning, purpose and direction to a life time. The bureaucratic routines which construct our official CVs, and through which the State increasingly certificates and authorises our every move, simply provides us with an abstract legal identity from which every vestige of lived experience has been drained. Measuring out ones life in coffee spoons, in TS Eliot's phrase, or in the diurnal rhythms of the journey from home to work and back again, or in washing nappies, is a recipe for alienation, at the limit a pathway to madness.

These codes make use of other kinds of time to give a sense of duration and endurance to the lives whose histories they help to shape. The code of inheritance uses the cyclical time of generation and the seasons to rework the irreversible time of biological ageing. Apprenticeship and career in their different ways re-articulate work time into sequential phases or transitions of family time. Vocation seizes the reversible time of biography and popular memory to plunder historical events for special leitmotifs of existential meaning (e.g. the shared biographies of the 60’s generation).In fact each code in its own way weaves a web of imaginary correspondences over the disparate times and places we occupy, throwing a normative grid of periodisation and predicament over the life cycle, editing the syntax of experience accordingly. In so far as the grid remains intact stable identities can be maintained in the face of even the most disjointed circumstances.

Today however the question is whether any or all of these codes can provide an adequate framework for the working through of the multiple and contradictory identities which now demand representation in the life story. Have life histories become so hybridised that they defy such encoding?

Post Modernism - an old fashioned story?
Today the career is the great hegemonic code of life story telling. It is not only the educated middle class who have careers. Children have school careers, criminals have criminal careers, patients have hospital careers. Yet even this code is in crisis. At the most obvious level more and more people are deciding that the insatiable demands of careerism produces diminishing returns in the quality and even the length of life. But the shift back to vocation, associated with alternative life styles often takes a purely regressive form- producing eternal adolescents who refuse to grow up while proclaiming that its never too late to have a happy childhood. Meanwhile the codes of apprenticeship and inheritance have weakened and pulled apart to create separate self enclosed life story worlds. Where apprenticeship is only to and for itself, youth is eternalised and becomes a self referential paradigm of the whole life cycle. Where inheritance impacts on itself patrimonies of race or nation rule OK.

Although all these codes still transmit compelling or consoling messages for particular moments or contexts, none of them make the connections necessary to maintain stable coherent, yet still flexible identities over a whole life span. The current boom in biography and autobiography testifies to peoples need to find the pattern in other lives when they can no longer find it so easily in their own. And, in so far as these texts are still organised around a strong egotistical narrator they do offer the seductive promise that perhaps after all nothing has changed. But increasingly they take the form of edited highlights of a life, action replays of its more dramatic goal-mouth incidents. It is as if neither the writer nor the reader has the time or patience to look at the real process of an unfolding life; thrills and spills have replaced the more ordinary ups and downs.

The action replay model is perhaps only a transitional form. It points toward a new genre where narrative grammar is completely displaced by image repertoires operating according to principles of bricolage. In the work of Cathy Acker, for instance we get a collage of autobiographical fragments, juxtaposed with quotations, usually of cultural clichés drawn from a variety of social groups and historical periods in a way which deliberately sabotages any principle of integration, except at the level of style. Indeed her work is a literary equivalent of the perpetuum mobile of youthful fashion, an endless permutation of signs, bits and pieces of cultural history wrenched out of context and anchored only in the narcissism of minor differences which they promote.

Post-modernism asks: What is the point of trying to decipher the book of life when there are no longer any authorised versions? Who needs to set out on life’s journey if the very idea of progress has already been shown up as a fraud? How much easier to select an off the peg identity from your local cultural supermarket, than undergo the laborious task of learning a new role or writing a new script.

The canonical form of the post modernist life story is the TV chat show interview. The subjects achievements are briefly summarised, a few flattering questions asked, and then the personality takes centre stage to hold forth about the latest projects, and the meaning of life, in a lot of well chosen, but clichéd phrases. This is do it yourself hagiography inflated for a mass audience, with the interviewer as a willing accomplice; even the This is Your Life programme with its genuflections towards the book of life and the bildigsroman follows essentially the same lines.

What the post modernisers are in fact proposing is not so much life as a movie, but as a TV soap opera. In the soap opera we have a number of highly condensed narratives which develop simultaneously and are only externally and contingently related by the dramatic unities of place and time. The model points us towards a life world composed of a shifting mosaic of fragmentary selves linked by ever changing and transient configurations of meaning. However tragic the situations or outcomes the conflicts which engender them are never resolved because there is never any ending. There is no basis, no code, from which the disparate elements of a life history could be integrated. We are presented with an image of life as a series of loose ends, but only to tantalise us and tie us in knots around the expectation of a final denouement which never comes.; the message at the end of every episode is simply to be continued next week. The show, like life must go on.

There are however alternative solutions to the post modernist dilemma. There is the emergence of the roots radical life story, largely, although not exclusively from amongst ethnic minority communities. Here vocation is given a new, collective voice, in the search for authentic forms of a lost ancestral inheritance, associated with cultural forms and practices to which a new generation seeks to become apprenticed. Life story making here becomes a genealogical project, located not just in an individual or family, but in the heart of the race. It is a medium which privileges the role of women and elders as guardians of oral tradition, but by the same token it imposes a myth of origins on children which may not correspond to what their lives have come to mean to them. For example their notion of black identity may not require anchorage in Africa, but in Brixton. The construction of a unitary ethnic identity as the narrator of the roots autobiography is just as tyrannical in its way as the omniscient authorial I of the classical European autobiography, and just as resistant to the anxiety of influence.

As a result of these difficulties we have seen the emergence in recent years of a new type of autobiography, one that is critical and reflexive and informed by the kinds of theories of ideology, narrative and discourse which I have been using here. In the work of Carolyn Steedman (Landscape for a Dutiful Daughter) Ronald Fraser (In Search of the Past) and Elisabeth Wilson (Mirror Writing) life stories are interwoven with intellectual or political reflections on their own conditions of existence. It is a hybrid form, and difficult to do without sounding arch or contrived, or reinstating, through the impersonal voice of theory, the omniscient I which is the object of its critique.

The search for new narrative models, and for canonical life stories will clearly go on. The struggle between narcissistic and inter-textual models, between closures around ideal selves and purified identities, and explorations of the Other within is likely to intensify. Perhaps in conclusion we need to look again and more closely at the sheer variety of ways lives are told. And lived. Not backwards but forwards, into the unknown ending and in the knowledge that there will always be unfinished business; Lives can no more be summed up in the last words, than in the first. That is why epitaphs are so often cultural clichés. And as a matter of fact the struggle against death, or what Freud called the death instinct, the destructive forces which are mobilised in and against us every time we take a creative step forward, that struggle is a life long one. Indeed some of the more shadowy characters which make up the dramatis personae of the hidden CV owe their being only to this force. To bring them into the light, is to deprive them of much of their power, and just how to confront them is something we can perhaps also learn from people who have been there before us. It is anyway in the light of that counter finality that we have to look back at what we have made out what we were made of, to construct meanings which will always be open to future negotiation, and revision rather than build monuments to past certainties which we never actually had.

