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Editors Introduction

In March 2010, Official LMB List member Tora K. Smulders-
Srinivasan, anticipating the release of Cryoburn later that year, did
some sums and pointed out that if we al re-read the Vorkosigan Saga
as we ought, in preparation, allocating two weeks to each novel and
one to each novella, we'd finish bang on publication date. So off we
went on what became in effect a rolling Vorkosiverse seminar,
averaging 35+ digests a week, with the role of questioner switching
two or three times a month while a Good Time was Had By All.

With a head of steam well-raised by the time we hit A Civil
Campaign in September, this Companion was born of a suggestion
by Nikohl K.. Much intertextuaity had been uncovered in
discussions that people wanted to be able to access again in coherent
form, and the happy notion took root that a volume such as this
should be created as a present to Lois and the Dendarii Nexus
website to celebrate a quarter-century of VVorkosiganity in 2011.

As the contents-page shows, the editors have been concerned to be
as thorough as possible, providing mini-essays on the major intertexts
and subtitle, and chapter-by-chapter annotation of particular allusions
(including those to other books in the series) and generic tropes. That
said, this Companion is principally concerned with LMB’s sources
and intertexts, and does not attempt to provide a full critical
commentary either on the exquisite internal construction of A Civil
Campaign or on the many story-arcs that (to date) terminate in it.

The Companion is not intended for first-time readers of A Civil
Campaign, for whom it would be crammed with spoilers, but for
those who, having enjoyed the novel, wish to understand its subtleties
of art and craft more fully. All readers are also warned that there are
within the annotations some spoilers for all Vorkosiverse volumes,
including that crucial datum from Cryoburn.

Many List members have contributed and are named at the back ;
Nancy Barber heroically undertook coding for the website ; and Lois
herself has been kind enough to look it over, making corrections and
offering additional comments. The editors warmly thank them all.

NK, JL



References and Abbreviations

Bracketed page-references to A Civil Campaign, of the form (n, n',
n)’, are to the Baen first-edition hardback (1999), mass-market
paperback (2000), and omnibus Miles in Love (2008), in that order.
‘ACC’ is used in annotation where no page-reference is appropriate ;
references to any other book include a short or abbreviated title, the
abbreviations used being:

Worksby LMB

ACC  ACivil Campaign

B Barrayar

BA Brothersin Arms

Bl ‘The Borders of Infinity’
BIn Borders of Infinity

C Cetaganda

Cb Cryoburn

CcC The Curse of Chalion

DI Diplomatic Immunity
DD Dreamweaver’s Dilemma
EA Ethan of Athos

FF Falling Free

HH The Hallowed Hunt

K Komarr
L ‘Labyrinth’
M Memory

MD Mirror Dance

MM ‘The Mountains of Mourning’
PS Paladin of Souls

SH Shards of Honor

R The Spirit Ring

TXK The Sharing Knife

VG The Vor Game

WA The Warrior’s Apprentice
WG ‘Winterfair Gifts

When a Vorkosiverse anthology is cited thetitleis given in full.



Other works

BH Dorothy L. Sayers, Busman's Honeymoon

GN Dorothy L. Sayers, Gaudy Night

JE Charlotte Bronté&, Jane Eyre

OED  Oxford English Dictionary, 2/e

PP Jane Austen, Pride and Prejudice

VC L. S. Carl & J. Helfers, eds, The Vorkosigan Companion
WW LMB & Roland J. Green, eds, Women at War

1H4 The First part of Henry IV
1H6 The First Part of Henry VI
2H4 The Second Part of Henry 1V
ADO  Much Ado about Nothing
AWW  All’sWell that Ends Well
AYL AsYou Like It

CYM Cymbeline

ERR The Comedy of Errors

HS5 Henry V

HAM  Hamlet

JC Julius Caesar

KL King Lear

LLL Love's Labour’s Lost

MM Measure, for Measure

MND A Midsummer Night's Dream
MV The Merchant of Venice
MWW  The Merry Wives of Windsor
R3 Richard IlI

ROM  Romeo and Juliet

TN Twelfth Night

TEM  The Tempest

TGV  The Two Gentlemen of Verona
WT The Winter’s Tale

‘swv(v).’, from Latin sub verbum, means ‘under the word(s)’—in
practice often ‘under the sub-heading’ ; ‘p-o-v’ is ‘point-of-view’.
Comments by “LMB on Baen’s Bar” were made in her ‘Milesto Go’
forum. All posts quoted have been silently edited for typographical
style (the List is plaintext) and typos ; other changes are [ crotcheted].



Part | : TheMajor Intertexts

For Jane, Charlotte, Georgette, and Dorothy—
long may they rule.

Alone among LMB’s work, A Civil Campaign is dedicated not to a
personal acquaintance but to four late queens of romance—Jane
Austen (1775-1817), Charlotte Bronté (1816-55), Georgette Heyer
(1902—74), and Dorothy L. Sayers (1893-1957). As LMB explains
mattersin the ‘ Afterword’ to Milesin Love:

I’d been itching to write a Barrayaran Regency romance ever
since I'd realised I'd given Barrayar a regency period. |
dedicated it to four inspiring female writers. I’d read Charlotte
Bronte's Jane Eyre fairly early on, but | only came to
Georgette Heyer and Dorothy L. Sayers in my twenties, when
my reading branched out, and I’ ve only picked up Jane Austen
fairly recently. Heyer remains my favorite comfort reading—A
Civil Campaign is very much a tribute to her—though there
was a period when her inherent class-ism got up my nose.
Sayers's work, even more than that of C. S. Forester and
Arthur Conan Doyle, is a model for the kind of wonderful
character development that can only be done over along series.
[...]

The tale offered many delicious levels of play, not least that
of dissecting a lot of romance tropes under a true SF knife.
What happens to the old dance between men, women, and
DNA when new technologies explode old definitions of, well,
everything? What happens to a tradition-bound society whose
channels of property and power assume gender divisions and
functions that new science throws into a cocked hat? Just what
rude things do those butter bugs symbolize? What happens to
two supposedly immiscible genres when you put them both in
a bottle and give it a good shake? What can each say about the
other? Chamomile tea and blasters. give me both!

[Milesin Love, ‘Afterword’ ; ‘Putting It Together’, in VC]
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Y et fascinating as thisis it barely begins the story, for in the case of
each dedicatee a particular novel seems to be intertextually
summoned : Austen’s Pride and Pregjudice (1813), Bront€'s Jane
Eyre (1847), and Sayers s Gaudy Night (1935) by plot, and Heyer's A
Civil Contract (1961) by title (with much other Heyer in tow). There
has aways been romance in the Vorkosiverse, from Ara and
Cordelia in Shards of Honor to Simon lllyan and Lady Alys in
Memory, but here romance, in both the narrower generic and wider
literary senses, forcibly takes centre stage, dominating the
speculative-fiction and crime-writing elements—so much so that
Mary Jo Putney, in The Vorkosigan Companion, memorably calls the
novel a “Saturnalia of romance”, highlighting both the dense
intermingling of tropes and the transformative, generative pressures
to which LMB so productively subjects them.

That said, there is aso a question about how conscious (or
intentional) some of this apparently specific intertextuality was. LMB
tends, very reasonably, to be wary of academic source-hunting, and
to deprecate critical assumptions about her writing—also with fair
reason. The dedication was, for example, a very late addition to the
text:

the dedication was somewhat slapped on at the end, during
final production, when my editor Toni Weisskopf e-mailed—or
possibly caled, | don't remember—and asked, did | want a
dedication on the dedication page? Last chance if so. And |
came up with [the published dedication], after a short mull.
And she grinned, “ Sweet!”

[LMB, e-mail to the editors, 17 Feb. 2011]

Caution is therefore proper—but neither LMB’s ‘mulling’ nor her
choices of dedicatees were in any way idle:

The four writers were chosen as the grandmothers (Austen and
Bront&) and mothers (Heyer and Sayers) of the whole world of
books generaly dismissed as “chick lit”—romances, light or
cozy mystery (not that Sayers is that) and, in general, books
about persona and domestic concerns that are usualy rejected
as unimportant by what | see as the bio-social-status hyper-
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conscious male reading contingent of F&SF, who only want
war stories, the bigger the stakes the better.

Bigger, yes, bigger than that! seems to be a guy thing mostly.
(With notable exceptions.)

(And which domestic concerns, in real life, hold up the
world.)

It was sort of an oblique statement of, “This is my chick
book, dammit. Likeit or lumpit.” [...]

Austen | see as the ancestor of romantic comedy, Bronté of
romantic drama and melodrama.

[LMB, e-mail to the editors, 17 Feb. 2011]

Thus the writers named in the dedication were actually chosen after
the text was complete, yet represent concerns that animate the whole
and in any alusive light resonate with particular features of plot and
narrative. Some of the apparent conflict may be resolved by
remembering that great writers always say more than they know, and
further recalling LMB’s comments about her own writing process,
that the “books are written by the part of me | conceptualize as my
Inner 13-Year-Old” (see annotation for the process of composition
in Part 111)—so one might believe that that ‘inner 13-Year-Old’,
aware of the outer, adult writer's intentions, figured within the text
more alusions and intertextual commentary than she chose to
advertise to her outer adult.

In any case, giving details of these mgjor intertexts with their
structures, tropes, and topoi piecemeal, as alusions occur, would
make for much repetition in the annotations, so each is discussed
individually here in Part | ; annotations to particular allusions may
refer readers back to these entries. Following those for the four
women there is also an entry for Shakespeare, one of LMB’s
favourite authors and a frequent intertext in the Vorkosiverse :
despite the explicit discussion of Hamlet in A Civil Campaign and a
direct quotation from Much Ado about Nothing, no one
Shakespearean play is dominant, but the novel does vitally invoke the
cross-dressed journey of many comedic heroines, the peculiar
situation of Prince Hal in the Henry IV plays, and the multi-wedding
endings Shakespeare favoured, while the fact that Miles knows
Richard Il by heart should always be remembered.
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Jane Austen, Pride and Prejudice

Despite Austen’s invited dedication of Emma (1816) to the Prince
Regent, and her in-crowd fashionability and notable admirers during
the Regency, she has not aways been as popular a novelist as she is
now. Before her nephew, J. E. Austen-Leigh, published a memoir of
his aunt in 1869, her sales did not by orders of magnitude begin to
compare with those of, say, Sir Walter Scott or Charles Dickens. But
once her popularity began to quicken in the later nineteenth and early
twentieth centuries it never again flagged, and readily acquired quite
a cultish feel—as in ‘The Janeites’ (in Debits and Credits, 1926), a
wonderful short story by Rudyard Kipling (whom LMB reads) that
has given its name to Austen’s devotees. Her popularity was
spectacularly boosted again late in the twentieth century by a rush of
film and TV versions, many of them very good—not least the
superlative 1995 BBC adaptation of Pride and Prejudice by Andrew
Davies, with Jennifer Ehle as Elizabeth Bennet and Colin Firth as Mr
Darcy, which éectrified Austen’s modern fandom and which LMB
saw.

This degree of popularity, combined with Austen’s superior
grammar, wit, and irony, has made her a very frequent intertext in
romance, so it is not only for chronologica reasons that Jane is the
first of LMB’s dedicatees, and of all her works Pride and Prejudice
(1813), published early in the Regency (1811-20), has aways been
the runaway favourite. At a basic level the romance structure of A
Civil Campaign is exactly that of Pride and Preudice—an
unexpected and condescending proposal that is proudly spurned ; a
contrite letter from the man ; a long period of soul-searching
readjustment mediated by the man’s assistance to the woman during
a family crisis ; and a second proposal, blissfully accepted to the
consternation of the bride's family. Or as List member Mike Garrison
put it, exploring the comparison on first finishing the novel:

The man makes a botched marriage proposa to the woman,
which ends up with the woman being extremely angry with
him. The crucial turning point in the romance is a letter he
writes to her, apologizing for his botchery, but not apologizing
for who he is and how he feels about her.
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Then the actions of others bring them back together. A final
key element is when an opponent attempts to get a public
statement from the woman repudiating the man, but instead she
refuses, which directly leads to their engagement. The book
ends with them happily engaged but does not include their
marriage. [MiketotheList, 6 Dec. 1999]

Both parties also exhibit prides and preudices that they must
overcome, and promptly do as soon as redlity smacks them in the
face—a surprisingly rare quality ; but then both are aso, first and
last, superior in character, guts, sense, and morals to those who beset
them, so that our exasperation as readers with their follies is from the
outset tempered not simply by admiration for their minds but aso
liking for their hearts and warm appreciation of their wits—a reaction
characteristically induced by Austen.

There are aso lesser correlations to be made. The unctuous self-
righteousness of Mr Collins, deafening him to criticism and blinding
him to his own absurdity, finds an echo both in Alexi Vormoncrief
and in the equally pompous interventions of Vassily Vorsoisson and
Hugo Vorvayne that Alexi instigates ; while the self-important
intervention of Lady Catherine de Burgh in Elizabeth Bennet’s affairs
is (as Mike noted) structurally repeated in Richars Vorrutyer’s verbal
assault on Ekaterin during the Council of Counts session. The
disparities in wealth between Miss Elizabeth Bennet & Mr Darcy,
and between Miss Bennet & Mr Bingley, are al'so consistent with that
between Miles & Ekaterin (though the asymmetry of Harriet Vane &
Lord Peter Wimsey is perhaps closer to the mark). And the particular
theme of a wooer’s kindness to his beloved' s dependents, expressed
in Pride and Pregjudice through Elizabeth’s courtesy and kindness to
Darcy’s shy and inexperienced sister Georgiana and his exertions on
behalf of her sister Lydia (and in Gaudy Night through Harriet’s care
for Peter’ s nephew St. George), is matched in A Civil Campaign both
by Miles' s inspired and extremely responsible treatment of Nikki and
Ekaterin’s critical assistance to Mark and Kareen.

All of which said, LMB was clearly as concerned to rewrite as to
echo Pride and Prejudice:

Miles's letter came straight from [PP]. Or, not quite straight ; |
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was driving back from dinner with Pat Wrede, rounding the
corner of Valey View and 60th St., kicking around the
problem of ‘How shall Miles make his next move? when she
said, “How about a letter?’, and | said, “It's been done.
Darcy”, (or elsel said, “I thought of aletter, but it’s been done,
Darcy”, | don't remember which) and she smirked and said,
“So.. 7

She has a very particular smirk, for these occasions.
And | grinned, and by the next day or so, the letter had
appeared. [LMB, email to the editors, 21 Feb. 2011]

Darcy’s and Miles's letters of apology come in exactly the same
places and perform the same emotiona and plot functions, but their
contents are not closely comparable : where Darcy is concerned at
great length to correct Elizabeth’s misapprehension of his character,
Milesisdoing ‘abject’ and bleakly neither asks forgiveness nor offers
self-justification ; while even a his most forma Miles remains
possessed of incomparably more modern prose and sentiments. Lydia
Bennet’s elopement with Wickham is equally distinct from Kareen
Koudelka's sexual involvement with Mark, though both events
convulse a household of daughters. And more importantly, where
Austen has both proposals made by Darcy to Elizabeth in private
conversation, LMB makes both of her proposals wildly public events,
and creates afeminist symmetry and redeeming balance by giving the
first to Miles and the second, delightfully and decisively, to Ekaterin.

This matters. LMB has in interview and in various speeches and
essays offered a personal definition of genre as a group of books in
conversation with one another:

Every writer of note, when I’ ve scratched the surface, turns out
to come from a lively context of other writers, correspondents,
editors, critics, and literate and argumentative friends and
colleagues. This observation has given me my personal
definition of a genre—*Any group of works in close
conversation with each other.” As readers, we tend to
encounter only the polished result of that uproar, as the book
alone appears in our hand and the context drops away. I’'m not
sure this is a bad thing—like law and sausages, it may
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sometimes be better not to watch how novels are made. But
the reading context matters, as the ground changes the figure.

[LMB, ‘How | Met the Inklings']

In linking a group of works to a group of writers in mutual contact
this rightly stresses the constant evolution of genres in the creative
present, and Austen (like Bronté, Heyer, and Sayers) was primarily
engaging with works by her own contemporaries and immediate
predecessors. But at the same time, when a canonica book is a part
of the mental world of a group of writers it too is drawn in, with its
author, and the exchange becomes as diachronic as it is synchronic.

In that sense all the intertextual relations in A Civil Campaign
should be understood as dialogues, not ssimply acts of quotation or
writerly homage. As an historically very well-informed reader LMB
demonstrably understands not only the warmth of Austen’s fictional
world and the reasons for its abiding popularity, but also the very real
restrictions that constrained women of Austen’s socia standing and
times, and are implicit in her novels ; restrictions that of course
remain real on Barrayar, in spades. LMB’s revisions of Austen are
not a rebuke but a cunning, joyous liberation, culminating in the
spectacular consequences of Nikki’s access to Gregor and Ekaterin’s
splendid proposal on which the inheritance of three Districts turns ;
and the combination of glaring publicity and female agency (capped
by Miles's sudden suspicion of Helen Vorthys's and Cordelia's
private female agency) serves less to emend Austen than to write
large what she could only write small. Austen famously observed in a
letter to her great-niece Anna Austen in September 1814 that “3 or 4
families in a country village is the very thing to work on” (in Deirdre
Le Faye, ed., Jane Austen’s Letters), and in a manner aien to any
other Vorkosiverse novel A Civil Campaign comes close to that
ideal—albeit as ‘3 or 4 somewhat deranged Vor families in an
imperia capital ...". Put another way, if Austen could witness the
events in Vorhartung Castle, she’d be cheering Ekaterin on ; though
she might also share a quirked eyebrow with Lady Alys at the
inevitable breaches of social decorum, and another with Cordelia at
the antics of Barrayarans.

Quite distinctly, there is aso the matter of gardens. In Pride and
Pregjudice the grounds of Mr Darcy’s family home, Pemberley, play
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an important part in persuading Elizabeth to revise her views of
him. With other gardens they also provide settings at once rea and
symbolic for various scenes, whether (as at Pemberley) reflecting
harmonious order or (as with the “prettyish kind of a little
wilderness’ where Lady Catherine confronts Elizabeth in PP, val. 111,
ch. 14) an unmannerly disorder. Elsewhere in Austen there are aso
symbolic plants, like the barren fruit-tree in Mrs Norris's garden in
Mansfield Park remarked by Nabokov in his Lectures on Literature,
and throughout her fiction (and Heyer’'s romances) the attitudes of
the landed to the care of their acres and tenants act as a moral
barometer—as do Miles's abuse of his garden-commission but quiet
care for the District and liege-people he will inherit in A Civil
Campaign, aso filled with garden-scenes.

The issue starts almost as soon as Ekaterin enters the series in
Komarr, and during the process of writing A Civil Campaign LMB
remarked the contrast of Ekaterin’s “garden under Tien dwindling to
a few potted plants versus Miles's grandiose vision for it” (LMB to
the List, 27 Feb. 1998). Matters come to a critical head in the great
attic conversation in A Civil Campaign, chapter 17, where Ekaterin’s
soul urgently and unexpectedly responds to Miles' s belief in restoring
and using rather than museum-mothballing his grandmother’s saddle:

The weary straitened housewife in her—Tien’s pinchmark
spouse—was horrified. The secret soul of her rang like a bell in
resonance to Miles's words. Yes. That was how it should be.
This saddle belonged under afine lady, not under a glass cover.
Gardens were meant to be seen, smelled, walked through,
grubbed in. A hundred objective measurements didn’t sum the
worth of a garden ; only the delight of its users did that. Only
the use made it mean something. How had Miles learned that?
For thisalone| could loveyou ... [322, 423, 701]

At the largest level this passage speaks resonantly to Ekaterin’s and
Nikki’s stiflings by Tien, with his endless deferrals of responsibility
and action and the contrast with Miles's liberating hyperactivity and
impatience for action ; and it could not do so unless LMB had aso
chosen from the outset in Komarr to stress and utilise Ekaterin's
calling as a gardener.
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That calling has been splendidly analysed by List member and

master gardener Erica H. Smith in a strongly recommended essay,
‘Runaway Roses and Defiant Skellytums : Thoughts on Plants,
Gardens, Horticulture and Botany in the Vorkosiverse' (posted at
http://hedda62.livejournal.com/214169.html). She draws attention to
the prevalence throughout Komarr and A Civil Campaign of
horticultural metaphors and symbols, and particularly remarks the
adventures of the bonsai’d skellytum that Ekaterin inherited from her
great-aunt Vorvayne, including its death by gravity at Tien's angry
hands in Komarr and its full-sized resurrection by Ekaterinin Miles's
Barrayaran garden. Quoting the conversation in ch. 1 of Komarr that
ends with Ekaterin insisting that the skellytum is “the complete tree,
fully functional” to which Miles retorts “And—hal—short”, Smith
comments:

The last lines explicitly associate the skellytum with Miles, an
association reinforced by its later fall off the balcony,
disintegration and regrowing (paralel to Miles's death and
resurrection in Mirror Dance? The comparison to a needle
grenade to the chest is made in the text), and eventud
replanting on Barrayar to grow to its full height in its natural
(well, fairly natural) environment. But it is also associated with
Ekaterin, her heritage as a tough survivor, her own regrowth
and gaining of assurance. Later, it takes on a symbolic
association with their relationship : its planting just before the
horrible dinner party in A Civil Campaign, its near death from
first underwatering and then overwatering as Miles tries to take
care of it aone, its surviva to be a gift to the people of
Barrayar and a belonging of Vorkosigan House. In some sense
it is aso a symbol of the entire Barrayaran Vor heritage as
expressed in this couple : rather an excessive burden for one
plant, and an interesting one for this particular plant,
considering that it is a native and not an import, and was only
saved from being terraformed out of existence because
Ekaterin’s great aunt liked it. They are Barrayar in one sense ;
it is Barrayar in another, but the two are inextricably linked.

[ Runaway Roses and Defiant Skellytums']
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The details, like al things Barrayaran, inevitably go far beyond
Austen’s (or anyone else's) fictional repertoire, and as LMB wryly
remarks, “my adopted home of Minneapolis is full of dightly mad,
winter-frustrated gardeners, full of talk of Zones to equa those of
Vernor Vinge” (LMB, email to the editors, 23 Feb. 2011). The strong
horticultural and botanical motifs of A Civil Campaign, and the
emotional importance and symbolism of Ekaterin's gardening
(interlocking with the thematic ‘comedy of biology and manners’),
are nevertheless, just as much as the double-proposal-and-letter
structure, apart of LMB’ s tribute to and conversation with Jane.

Charlotte Bronté, Jane Eyre

In some ways Jane Eyre is the least pressing of the intertexts, and
despite several explicit allusions to madwomen in attics seems to
have been the one least consciously present in LMB’s mind during
composition. Asked during the book discussion about her relations
with Bront& s novel, shereplied:

| first read it, | think, back in high school, and pretty much took
it in wholesale as aromance, set in the alien, but not then quite
so distant, world of nineteenth-century Britain. | vaguely think
| read it twice, still in that same period of my life. I've not re-
read it since, though I've read a bit of modern commentary
about it. | imagine my re-reading would be hugely changed. |
may work around to it someday, tho’ not just now.

[LMB totheList, 17 March 2010]

Bronté nevertheless very reasonably stands in LMB’s mind as the
grandmother “of romantic drama and melodrama’ (see p. 10 above),
and Jane Eyre’s combination in its heroine of Christian self-
abnegation and absolute love for a dark, dangerous, and latterly
handicapped man continues to exercise a compelling appeal for very
many readers.

Rochester’s overreaching error is a persona dishonesty born of
male arrogance whereby the common rules ‘don’'t apply to me', and
in this he chimes not only with Fitzwilliam Darcy in Pride and
Prgjudice and with Peter Wimsey where Harriet Vane is concerned,



18
but with Miles at large and especially with his mistakes in A Civil
Campaign. The necessary narrative complement is a femae
understanding that, while offended and schooling the man into
repentance and amendment, sees through the arrogance to the more
admirable qualities beneath, as Jane loves Rochester despite both his
early faults and later injuries, and Ekaterin (to the bemusement of
most of her relatives) sees through, or past, Miles's physical and
moral shortcomings to his wit, generosity, and political work.
Probably coincidentally, given that Ekaterin’s wardrobe is dictated by
her widowhood, her sombre clothing also echoes a prominent motif
in Jane Eyre, whose heroine abhors fashionable colours and styles,
but the other connections spring from the heart of Jane’'s drama and
melodrama. Discovering the existence of Rochester’'s mentaly
disturbed Creole wife Bertha on the eve of her own wedding to him,
Jane flees into the night, much as Ekaterin does from Miles's
fumbling proposal at his disastrous dinner-party—a necessary but not
altogether rational response to the revelation of profound deception in
romance. And Bertha's secret confinement within the upper reaches
of Rochester’s house, a most potent literary example of a hidden and
dishonourable secret, creates a marvellously subtle intertext (whether
intended or an accidenta benefit of art) for the tremendous
conversation about old and new dis’honours, conducted in the
astonishing attics of Vorkosigan House, that finally aligns Miles and
Ekaterin as allies and turns A Civil Campaign into its home straight.

It is aso worth noting that for various reasons Jane Eyre has
become a key text in feminist literary studies, and as such surfaced as
a topos of conversation during LMB’s written exchange in 19967
with the Australian critic and novelist Sylvia Kelso (subsequently the
dedicatee of Paladin of Souls). In many ways, despite the evident
friendship and some strong areas of agreement, the exchange reveals
gulfs between the thinking of the participants, particularly where
Kelso's criticism is most strongly framed or informed by feminist
literary theory—as with the matter of Miles's ‘repossession’ of
Naismith in Memory, of which Kelso received a text before its
publication:

SK: [...] it looks like Naismith didn't so much get killed as
subsumed—I mean, lvan sees him come out at the start of the
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Auditorship. | am not sure if these are confused or complex
signals, since Miles pretty definitely refers to Naismith later as
being ‘dead’; OTOH that-idiot-1van has a habit of occasionally
hitting the bullseye dead-on. | would PREFER to see Naismith
as not so much subsumed as integrated; kind of like Mark’'s
black gang. This is an interesting move when Miles is read as
codedly feminine and Naismith as Vorkosigan's double,
because, as | can't remember if | have remarked to you before,
while women don’t kill their male characters doubles, they
DO kill female ones—viz. Bronté with Bertha in Jane Eyre for
the most famous case. For the academic reading, therefore,
there is a nice balance of ‘does Miles kill Naismith, in which
case we have Jane Eyre in undress greens, or does Miles
integrate Naismith, in which case postmodernists have a
problem with regression to the old humanist-masculinist dream
of asingle, unfractured identity’? [...]
LMB: No ‘Jane Eyre in undress greens (great line); Miles has
not killed Naismith, exactly ... | guess I'd say that Miles
repossessed Naismith. Integrated is not so nicely accurate a
term. Repossessed is perfect. Miles as psychological repo-man.
Guess the little admiral didn’t keep up the payments ...
[SylviaKelso & LMB, *Letterspace’, in Merrick & Williams,
eds, Women of Other Worlds (1999), pp. 402, 406]

LMB’s choice of ‘repossessed’ properly reflects her own priorities of
understanding but does not fit Kelso's psychologised theoretical
concern with a particular kind of feminist reading—and as LMB
tartly observed elsewhere in the exchange, “I am the data ; you are
the theorist. It’s your job to explain things. It's my job to be myself,
at the top of my form.” (‘ Letterspace’, p. 396).

Kelso's superb phrase ‘Jane Eyre in undress greens nevertheless
rewards thought, for in positing a militarised romance of self-denia
and repentance it speaks to one major quality, or set of qualities, that
Miles and Ekaterin share as committed Vor. The matter surfaces
explicitly towards the end of Komarr:

“l have to leave you for a time and check on my prisoners.
The stationers will take care of you.”
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Her brow wrinkled. “Prisoners? Oh. Yes. How did you get
rid of the Komarrans?’

Miles smiled grimly. “Persuasion.”

She stared down at him, one side of her lovely mouth
curving up. Her lower lip was split; he wanted to kiss it and
make it well. Not yet. Timing, boy. And one other thing.

“Y ou must be very persuasive.”

“l hope s0.” He took a deep breath. “I bluffed them into
believing that | wouldn't let them go no matter what they did to
you and the Professora. Except that | wasn't bluffing. We
could not have let them go.” There. Betrayal confessed. His
empty hands clenched.

She stared a him in disbelief; his heart shrank. “Well, of
course not!”

“Eh...what?

“Don’t you know what they wanted to do to Barrayar?’ she
demanded. “It was a horror show. Utterly vile, and they
couldn’t even see it. They actualy tried to tell me that
collapsing the wormhole wouldn’t hurt anyone! Monstrous
fools.”

“That’swhat | thought, actualy.”

“So, wouldn’t you put your life on the line to stop them?’

“Yes, but | wasn't putting my life—I was putting yours.”

“But I'mVor,” shesaid simply.

His smile and his heart revived, dizzy with delight. “True
Vor, milady,” he breathed. [K, ch. 20]

The shared ethos of responsibility and sacrifice-if-necessary
distinguishes Miles and Ekaterin from many Vor, and throughout A
Civil Campaign the manner in which both conduct themselves
politically—aware, even beyond their concerns for Nikki and as
others are not, of the security implications of those ‘dlit-your-throat-
before-reading’ events on Komarr—stands in sharp contrast to the
wholly self-aggrandising and seemingly quite unprincipled (and so
un-Vorish) behaviour of the Vormoncriefs and others. Neither has the
Christian framework of humility and self-denial that was for Bronté
(and by extension Jane Eyre and eventually Edward Rochester) a
centra and critica necessity of living well, but their shared
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understanding of what it means to be Vor acts in a not dissimilar
way—so that if Memory really should not be thought of as ‘Jane
Eyre in undress greens’, there is nevertheless (and despite Miles's
military retirement before ever meeting Ekaterin) a sense in which
the phrase evokes an important element of A Civil Campaign.

Georgette Heyer, A Civil Contract

Despite the congruity of LMB’s and Heyer’s titles, A Civil Contract
is not individually an intertext of the same kind as Pride and
Prgjudice, Jane Eyre, and Gaudy Night. When her title was under
discussion on the List, LMB posted this explanation (which aso
appears in substance in the * Afterword’ to Milesin Love):

Philomytha: A Civil Campaign doesn’t redly resemble its
Heyerian namesake (which is one of my favourite Heyers) ; in
fact | don't see any particular Heyer book in ACC beyond the
general Regency-romance feel, which | think LMB gets just
right. (I do see a strong Heyer influence in other places—
compare the ending of Venetia with the end of Shards, for
instance.)

James Burbidge: It is worth noting that the novel was
originally going to be called [Rules] of Engagement and had
the title changed, after it was written, when it was ‘bumped’ by
an Elizabeth Moon novel with the same title appearing on the
Baen list. So it's not a surprise that there's no particular
resonance between A Civil Contract and A Civil Campaign.
LMB: To clarify and augment this tale : ACC went through its
entire composition with the working title ‘ImpWed' ; as we
approached publication, the pressure was on for ared title. My
friend the late Mike Ford, in a moment of spontaneous
inspiration, came up with Rules of Engagement, which seemed
perfect. It was only when | presented the title to Baen that |
discovered that Elizabeth Moon had a book with the same title
already in the pipeline. In a conversation | was not in on, Jim
Baen did sound her out to see if she'd be willing to yield her
prior claim ; unsurprisingly, she was not, so | was thrown back
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on my OWnN resources.

| came up with A Civil Campaign on my own, | think—at
any rate, if it was anyone else's suggestion, they are unfairly
forgotten. | liked the Heyer resonance, of course, athough the
book doesn’t have much to do with A Civil Contract in any
other way. After a bit of mental adjustment, | actually came to
like ACC better than Rules of Engagement, it being more
unique, so I'm grateful to Elizabeth for standing her ground.

Titles can't be copyrighted, but still. There was a movie
[William Friedkin's Rules of Engagement, 2000] and another
book [Christina Dodd's Rules of Engagement, 2000] out at
about the same time with similar-enough titles to generate
some confusion , but at least they weren’t in the same medium
or genre. Or by the same publisher in the same season, yeesh.

[LMB to the List, 15 Sept. 2010]

It is clear, therefore, that Heyer's A Civil Contract was not a
conscious intertext during composition, as the novels by the other
dedicatees plainly were.

There is nevertheless (while regretting the loss of ‘ImpWed') a
case to be made that LMB’s eventua choice of title was inspired. In
changing Heyer’s civilian ‘contract’ to the military and political
‘campaign’, A Civil Campaign becomes dlightly paradoxical,
reflecting Miles's shift from military to civil security following
Memory, his continuing tendency to behave in love (as Ara has it)
like “General Romeo Vorkosigan, the one-man strike force” (198,
261, 560)