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Introduction

The State of the Profession

. Americans have their State of the Union address every January. Here. we

e the state of our profession whenever we meet, at regular intervals, for

-nces, symposia, workshops. training sessions and suchlike.

Between the 17" and the 19® of March, 2011, the English Department

the Faculty of Letters hosted its second international biennial conference on

mitural Texts and Contexts in the English Speaking World’. Encouraged by

= interest shown for the first such event to be held at the University of Oradea
w0 years before, we braced up an applied ourselves, again, to the arduous tasks
jat arc the underbelly of the more or less glamorous side of a conference:

ding meetings, distributing responsabilities, debating strategies, sending out
salls for papers and other such niceties. It must have worked judging by the
eedback: more than one hundred registered participants, of whom some eighty
i show up. And, as it happens, from all walks of our professional life. be they
academics, researchers, MA students, educators or simply enthusiastic fans of
English and American culture, lovers of books and reading, curious minds or
jaded partcipants who've seen it all.

It is always the particular mixfure that gives the unigue flavour 1o such

academic patherings. And, equally, the diversity of tesearch interests that

charter the whole territory of our academic endeavour: literature, cultural and
gender studies, linguistics or the teaching of English as a foreign language. And
then. there were a few who jumped at the opportunity to join a conference in
English, although their rescarch is only remotely connected with the topic. We
did not quite have the heart to say no and decided to include their papers in a
separate section entitled, for lack of a better term, ‘Miscellanea’. For we all
have to prove ourselves all the time, be productive and visible. build up CVs.
attend conferences, get our papers published, in a general climate of opinion
that does not encouragc or stimulate research unless it vields immediate,

palpable and marketable results. Our work is regularly measured and weighed,
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and sometimes found wanting, by ‘instances’ that operate with charts and
numbers, bibliometrics, percentages and scores of influence presuming to
quantify ideas, taking metaphors to task and telling authors off for lack or
excess of imagination.

At a time when department budgets in the field of humanities arc
constantly diminished, it’s rewarding to see that colleagues are still willing to
invest time and effort, sometimes paying out of their pockets for the costs of
travel and accommodation or the participation fees, so as to attend, year afler
year. scholarly gatherings at home and abroad. Exchanging ideas, awaiting
feedback, starting new academic joint ventures, meeting old friends and making
new friends- the usual lures of a professional conference. There is dedication
there and faith in the profession, together with the belief that it all pays off,
eventually.

. Intent on giving a fair chance to all participants. the conference was
open and generous in its offer. catering to the various research interests of our
colleagues: British and postcolonial literature. the increasingly popular field of
Cultural and Gender Studies, American literature or the general field of
Linguistics with its offshoots.

In this order. the first section of the volume. Brifish and Commonwealth
Literature continues to be the most appealing, no doubt a reflection of the
privileged position that English Studies. in general, has in the curricula of most
English Departments in the country and abroad.

Fiction. poetry and drama are all debated upon in the fifteen articles of
the section, whether they deal with canonical authors or contemporary names,
with filiations and anxieties of influence or with less frequented sub-genres like
children’s literature. fantasy fiction or the female gothic. The approaches, too,
are as different as one may expect: deconstruction colored by biblical references
is used to revisit canonical texts that pose such serious issues as the free-will or
the Fortunate Fall, to speak of “the sense of loss™ and that of “the perpetual
quest for the missing element in ourselves” (O. Brindas): or. in a lighter vein,
the deconstruction of the classical figure of Don Juan, now “an emotional terrorist
who has declared jihad against the human spirit” recontextualized in Soho and
speaking “an English which sometimes touches on the argotic™ (D. Negrut). On
the contray. two papers look at the ways in which (national) identity is
constructed and “re/defined in the context of an international union™ within the
context of “a constant negotiation of power....as an allegory for the Atlantic
world” (M. Stanescu) or in “eross~cultural circumstances”, in the case of
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igrant writers” and “borderland” narratives. (T. Pop). Identities are built
Iy and when it comes to Victorian morality. “the development of gender role
tity” was “important to children’s self-perception”, shaped and
versimplified”™ as it was by “the universally shared beliefs about gender roles
that are held by their society”, (E. Hantiu).

Four other papers share a comparative approach or look at a common
motif: that of water as an ambiguous symbol for the “fluid” identities of modern
and postmodern characters in two “lyrical™ novels, for example. (I. A. Drobot).
Or. the double-sided human projections in terms of “fulfiliment” and “failure”.
(M. Lupsa). A palimpsest-like (and partially psycheenalitical) reading of
Shakespearean characters in “Ulysses™ occasions comments on the “concept of
intertextuality” . metamorphosis and epiphany and on “the myth of filiation”
(R. Tordache), while the re-writing of drama into musical invests the former
with “a new spirit” and a new “artistic expression with & greater emotional and
suggestive power” (L. Goia).

Issues pertaining to the postmodern inventory are tackled in the
remaining articles of the section: a “narcissistic™ self-centeredness. “the product
of commodity culture”, accounts for the impossibility of social insertion or
“healthy psychological interactions” (A. Gyorke): the use of memery * as both
a psychological and literary strategy” is instrumentsl in “secovering a lost
identity”, as well as in “resisting the sense of historical displacement”(S.
Caporale-Bizzini); irony, “the overarching figure of speech™. textualized
through various stylistic and rhetorical devices 5 wsed o highlight the
incongruites between “the economic. represented by the industry. and the
cultural, represented by the university™ (L. Enachi-Wasluianu): the revival of
Celtic fantasy fiction in a Tolkien-like manner in which the theme of the
journey and that of the quest are “causes of obsession™ for characters trying to
cope with reality (C. T. Hosszu-C risan); the tuming of the eighteenth century
female gothic into “a contemporary art form that puts into relief major
ideological debates about women, femininity. and gender”(A. F. Szabo).

Finally, one article looks at the poetry of Seamus Heaney who, the
author believes, “follows a basically Wordsworthian path by the illumination of
the everyday with the help of the imagination™. thus making possible the fusion
of “the romantic and modernist vision” (P. Dolmanyos)

Four articles in the American Literature section deal with ethnic writing:
African-American, Jewish or Chicano. The invisibility of blackness and the

1
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cultural construction of “race” re-kindle. from an ethical standpoint. the old
dilemmas of “disembodiment, vernacular voices and social responsibility™ (L.
C. Lapadat), while “gender antagonism™. equally colored with “racial and
cultural” issues is discussed within the context of militant black feminism (M.
M. Faurar).

Another article looks at the twisted relationship between the private
(Jewish/American) self and the public ethos against some crucial moments in
recent American history: the which-hunt of the fifties. the political turbulence
of the next decade, or the contemporary “religion™ of political corectness in
order to show how “history comes into the living room” (T. Mateoc). The
intergenerational “‘stories of actual and symbolic exile, of geographical,
idealogical and emotional rupture” is the concern of the fourth article, © a
multilayered analysis of the evolution of hybrid identities” (C. Cheveresan).

The literature of the American Romanticism and American Renaissance
is represented by E.A. Poe and H. Melville. Starting from the assumption that,
for Poe. death is not a “natural and inexorable fact of life” but “a staged
spectacle of suffering and horror, governed by a coherent narrative logic”. the
article shows how “Poe used and abused the contemporary pieties regarding
death and the dead” (L. Cotrau). Hawthorne’ modernity is at stake in the next
article, concerned with the ways in which a minimalist style and a highly
improbable plot are used to highlight “the odditics of human mind” and its
“twisted...mechanism™ (I. Cistelecan).

Iconic figures of the American South. of the Civil War and its legacy are
present in the two remaining articles of this section. They both revisit classical
texts from new perspectives, akin to coltural criticism or to findings in
psychiatry: the link between “pody images” and “the body politic™,
symptomatic for “the social, political, and cultural changes™ of both the time of
the narrative and that of the narration (K. L. Kovacs); or the descent into
“suffering, trauma and madness” which bespeaks the decay of the aristocracy of
the Old. Cavalier South, in the aftermath of the Civil War (P. Loredana).

The articles in the third part-of the volume, Cultural and Gender Studies are as
diverse as one could expect, considering the variety of topics and approaches
that such a field of study makes possible.

There are, first, three articles concerned with the (Anglo) American
scene: one looks at the beginnings of the Jewish immigration in the New World
in search of “ a new hope and a new life”(E. Maior); the second engages the

12
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e of otherness by considering the case of 2 Romanian writer whose exile in
erica brings up the notion of rootlessness whose result is “pothing but a
ling of anxiety projected on a landscape™(A. Falaus). while the third takes
as the artistic genre which renders best “the psychedelic experience seen
inst a “wider socio-cultural context of the irreversible decline of the
merican Dream/Paradise in the 1960s” (A. Dorobek).

Consumerism as one of the epitomes of our (post)modern times IS
kled either in relation to “chick lit” which illustrates the ways “whereby
ntemporary cornucopia and cConsumer excess may determine the shaping of
the postmodern individual™ (A. Alb) or, in the literal sense, that of food
consumption, guided by “restaurant critics” and “their stories”, which seems 10
“have developed into a distinct subgenre of cultural studies, that of “gastronomic
writing”(D. Radu; M. Danciu).

The last three articles engage, by turns, such issues as: ‘celebrification’
and “literary branding™ as “ingredients necessary for success [of the writer] in a
postmodern age” (T. Popa; R. Tomescu): gender roles in advertising which are
“moulded by and reflect the structure of a society”, affecting us in subliminal
and insidious ways (G. Suciu: M. Pantea), last, but not least, we are offered a
glimpse into “the history of the Military orders of monks, those....Iriars who so
strangely blended the character of the monk with that of the soldier”
(A Marinau).

The articles of colleagues working in the field of Language and Translation
Studies are a proof that imagination and originality is not exclusively the
attribute of ‘literati’. Whether using a contrastive approach or focusing on
“oddities” and less-trodden paths, they reveal somehow obscure linguistic facts
that one usually takes for granted. One of them deals with the concept of “silent
noun” in Romanian, i.e.nouns which lack a phonetic matrix, but which
contribute to interpretation and are active in syntax™(I. Dumitrescu); the other
examines the distinction between genitives and “pseudopartitives” by looking at
specific constructions in the Romanian language (M. Tanase-Dogaru).

Equally focused are the next two articles, in the sense that they both deal
with Hungarian; first contrastively, by examining “discourse markers™ that
provide cross-linguistic insights “into the similaritics and differences between
the languages compared” and “have theoretical and applied (especially FL
teaching) implications”(F. Balint); then, * the situation of Hungaran as a




Teodor Mateoc

communily language in the Republic of South Africa™ is assessed from a
sociolinguistic perspective (E. Forintos).

Finally. a multidisciplinary approach is used by the last author to
discuss “the phenomenon of lexical ambiguity from multiple directions,
including the theoretical, lexicographical and computational perspectives™ (A
Toth).

The four articles in the last part of the volume, Teching English as a Foreign
Language, deal, inevitably with the practical. learner-oriented side of our
profession. or with the educational policies meant to ensure the success of the
enterprisc. Communication, both verbal and non-verbal. is of utmost
importance, one author assures us. in the process of defining, communicating
and sharing meaning, if one wants to avoid “redundancies, awkward situations,
pauses in speech, repetitions™(V. Banciu). Equally important is the use of “the
most adequate strategies of generating and maintaining students’ engagement™
which involve  the clear setting of goals. relevance of topics, personalization,
and a formative feedback™ (C. Chiruc).

Two other variables at at work. also: “the use and evaluation of [English
language] textbooks™ from the interrelated perspective of linguistics and
pedagogy with the view of determining which “aspects of language use in
textbooks...may promote or hinder leaming processes™ (K. Szusza); and, the
computer-based leamning of English which. innovative and efficien as it surely
is. may also trigger “possible negative attitudes™ on the part of the educators (C.
Galvan Malagon).

Teodor Mateoc
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The Sense of Incompleteness in John Milton's Poradise Lost

The Sense of Incompleteness in
John Milton’s Paradise Lost

Ecaterina Oana Brindas
“Emanuel” University of Oradea

Bstract: This article brings into discussion Milton’s Paradise Lost and the idea of
completeness that, at a certain level of interpretation, becomes central in the poem.
sense of loss. of something missing tums out to be something that best
acterizes the humanity, not only as a conseguence of the Fall, but, surprisingly. as
ral characteristic of man since the moment of his creation. In a larger context,
reated by this assumption, such topics as the freedom of the will, the idea of a
brtunate Fall or the perpetual quest for the missing element in ourselves will make the
Biect of this investigation.

words: incompleteness, the Fall, disobedience, Paradise. God, sin.

This article is a deconstructive analysis of John Milton’s Paradise Lost.
Taking the perspective of one of the story’s main theme, the sense of
‘incompleteness, the present investigation secks to understand how the idea of
complete/incomplete affects the interpretation of the poem and how Milton’s
interpretation of the old biblical story hints at the same problem. The
examination is meant to pose crucial questions and stimulate discourse: Is
humanity facing or experiencing a sense of incompleteness? Is this a theme of a
general interest? What is the theological, Christian perspective on this matter?
How is it reflected or is it accurately reflected in Paradise Lost?

In order to achieve an objective answer to the first question one must
dive as deep as possible into the ancient mentality of the humanity. As a result.
attempts to identify and define a certain sense of incompleteness had been
registered since the very beginnings of the Christian faith.

In his Confessions, St. Augustine, one of the towering figures of the
medieval philosophy, identified a God-shaped hole that existed in everyman’s
heart. In a similar register, the famous philosopher and mathematician Pascal
wrote in his Pensees: "There is a God shaped vacuum in the heart of every man
which cannot be filled by any created thing, only by God, The Creator. made
known through Jesus.” (Pascal 1993:45). This idea of a God-shaped hole in the
human heart represents the innate longing of the human soul for something
outside itself, for a magnificent other. It stands as a metaphor for a terrifying
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hottomless abyss opening up inside, for the yvearning in the human soul which
drives the man in a spiritual quest.

The Romanian man of letters Nichifor Crainic considers that there is an
eternal nostalgia of the Paradise that has been pursuing the man since the Fall.
The moment of the Fall is seen as the moment when Man was separated from
God: “Adam’s tragic experience of being banished from the garden of Eden is
repeated all over again in every human being that can no longer enjoy the
completeness of life for the curse of ephemerally contradicts his innermost
feeling. that of immortality.” (Crainic 1994:250)

Under these circumstances, the man experiences two contradictory
feelings: That he belongs to this world but, in the same time, is left out of a
supreme, original order, one that is no longer available to him. That is why he is
condemned to live exiled in a world in which the feelings of belonging and
affiliation lose their meaning and the longing atter a primordial home becomes
overwhelming and sometimes unbearable.

From a theological, Christian perspective, the existence of certain sense
of human incompleteness is a fully acknowledged and accepted fact. It
characterizes the whole humanity and stigmatizes the word we live in. In the
Christian belief, this sense of incompleteness was inexistent at the moment of
creation. The Bible says that in the beginning, when God created man in “His
image and Likeness”. man was a complete being. “God created humans to be
like Himself. He made man and woman.” (Gen. 1:27) The second account in
Gen 1:31 is that “God looked at what He had done. All was very good.”Under
these circumstances the sense of incompleteness that the humanity is
experiencing is nothing but a direct consequence of Adam’s Fall, of the sin that
diminished the value of man by separating him from God, an acute feeling that
continues to characterizes the whole humanity ever since. Adam, which means
earthly creature. is onfv halfway emerged from the dust of the earth. He is
halfway between earth and heaven. halfway between being and nonbeing.
halfway between non-existence and life. (Runcorn 2001)

According to the Bible. when Man fell, he became naked and
incomplete because of the sin of the disobedience that diminished his value.
The consequence was that all human race died with Adam and continued to
experience over and over again an oppressive feeling of being incomplete.
naked, unfinished. Ever since the Fall, Man has never really lost a certain fear
of rejection, of being banished or unloved by the others if they saw the
emptiness or nakedness that laid inside or outside his earthly body. After the
Fall, the Garden of Eden was to be replaced with an uncomfortable world where
the Man constantly feels a foreigner. It has been said that Jesus, the son of God,
was the only truly human being, we are human becomers. still unfinished.

In an attempt to write such a work that the world would not willingly let
die, Milton elaborated on the biblical story of Man’s fall and wrote Paradise
Lost, a work, as the author himself states: “Of man’s first disobedience, and the
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Fruit/ Of that forbidden tree, whose mortal taste/ Brought death into the world.
and all our woe,/ With loss of Eden, till one greater man/ Restore us, and regain
the blissful seat.”(Book I:1-4)

In his work, Milton extends the biblical theme of Man’s incompleteness
to a larger scale. For Milton, this sense of incompleteness is not & direct
consequence of the Fall but more than that, is an original characteristic of both
the creation and the Creator. It is related to the image of an incomplete God. an
incomplete Adam and Eve even before the Fall and an incomplete earthly
paradise, an incomplete Garden of Eden. Milton’s confessed intention, stated in
Book I, was “to justify the ways of God to man.”(Book I: 26) The underlying
assumption was that God’s ways needed justification and that Milton was
authorized to be God’s spokesman. From the very beginning, Milton configured
an image of a God who was incomplete because he was not self —evident. his
ways needed to be justified. Milton’s God often appears on the defensive,
explaining again and again that his foreknowledge of the fall has nothing to do
with fate: Adam and Eve fall of their own free will, not because God in any way
decreed it. This defensive tone is hardly becoming in an omnipotent deity, yet
Milton must use it in order to justify his God. In the Argument to Book IIT
Milton feels the need to create an image of a God who.._“clears his own justice
and wisdom from all imputation.” (The Argument to Book I1I)

This idea of an incomplete God becomes even more obvious as the
poem advances. It is portrayed an image of a God whose divinity depends on
his worshipers. Through the eyes of the epic poem God created the man in order
to repair the loss of the rebel angels. That is theologically incorrect for God is
omnipotent and self sufficient. The creation was not necessary; it did not prove
that he needed worshipers or anything else. According to the Bible, the creation
was simply an emanation of his goodness, his omnipotence in action.

In Paradise Lost. even the celestial creatures, the angels, have a
humanizing dimension that generates a humiliating sense of incompleteness.
The angels have real bodies, bodies that work like human ones, though of
course, perfectly: they don’t wear down or die, and can even change shape as
needed. But they bleed when wounded in battle, and when the angel Raphael
comes to visit Adam and Eve in Paradise he sits down with them to eat. “So
down they sat./ And to their viands feel, nor seemingly/ The angel, nor in mist,
the common gloss/ Of theologians, but with keen dispatch/ OT real hunger...”
(Book V: 435-437)

Milton’s idea of a perfect Garden of Eden, of an earthly paradise can
also easily be defined as incomplete. Milton does not conceive a place that is
perfect in every respect. One of the striking aspects of Paradise is that Adam
and Eve must both work to maintain the garden: “With first approach of light.
we must be risen/ And at our pleasant labor, to reform/ Yon flow'ry arbors,
yonder alleys green,/ Our walk at noon. with branches overgrown/ That mock
our scant manuring, and require/ More hands than ours to lop their wanton
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arowth.(Book 1V:624-629) As a result. Milton’s Garden of Eden is incomplete
in its idleness.

The biblical Garden of Eden is presented in a whole different light. It is
presented as a perfect place where God created and placed the man. It was only
after Adam had sinned that God punished him for his disobedience. “Your food
will be plants, but the ground will produce thorns and thistles. You will have to
sweat to earn a living.” (Gen 3:18-19). From a Miltonic perspective the most
acute sense of incompleteness is experienced by Man. Milton’s Man was
incomplete from the very moment of creation. Milton’s God intended that Man
should work his way up to Heaven “under long obedience tried.” Once the man
gets there, earth would be changed to Heaven and Heaven to earth, “One
kingdom, joy and union without end.” Milton’s Adam was from the very
beginning unfinished. he was a becomer. For Milton even solitary creation, life
closest to God, life at its most perfect and innocent constitutes a trial for man.

Milton’s Adam experiences a feeling of loss of something missing, of

% intolerable solitude even before the Fall. More than that, before the creation of
Eve. Adam finds his solitude intolerable and asks God for a companion. Once
again he feels incomplete and tries to correct his incompleteness through the
existence of a significant other. Adam’s request of God for redress from
solitude expresses a sense of incompleteness and a intuition of his likeness to
God as a creative self. (Durhan, McColgan 1994: 159). Adam, aware of his
imperfection as he compares himself with his Author. in whom he sees “no
deficience found.” defines himself as being in unity defective and longs for the
collateral love that may allow him to propagate. to “beget/ Like of his like.”
Eve is offered to Milton’s Adam as a way of curing his lonely state. For Adam,
Eve is “My other self.”(Book X: 128}

The creation of Eve deepens the sense of incompleteness because she
herself turns out to be nothing more than the embodiment of a split creature.
Creating Eve out of Adam. taking something of him to create her, God net only
leaves Adam more incomplete but also replicates and perpetuates the sense of
incompleteness in both of them. From this perspective, Eve stands as a supreme
model of incompleteness. She is created out of Adam but instead of completing
him. she increases his sense of incompleteness.

From the verv moment of her creation she is uncertain of her identity
and of her place in the Garden of Eden. Eve recalls awakening to life “1 first
awaked, and found myself reposed/ Under a shade of flow'rs, much wond’ring
where/ And what 1 was, whence thither brought. and how.”(Book 1V 450-452)
It is this curiosity about her identity that leads Eve to disobey God eventually.
Eve is created to serve as Adam’s companion and to become a reproductive
machine (Cho 2003). God's first command to Eve is that she “Be fruitful,
multiply. and fill the earth.”(Book VII 531

More than that, Eve is created as Adam’s unequal companion. For Eve.
Adam is “My author and disposer, what thou bidd’st/ Unargued T obey; so God
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ordains,/ God is thy law, Thou mine: to know no more/ 1s woman's happiest
knowledge and her praise.” (Book TV 635-638) She has no personality of her
own “to thy husband’s will/ Thine shall submit, he over thee shall rule.”(Book
X 195-196) She is born in subjection and has an incomplete image even in
Adam’s eyes T'For well 1 understand in the prime end/ Of Nature her
th”inferiour, in the mind/ and inward faculties.” (Book VIII 540-542)

In the actual biblical account. Adam is not so vocal. It is said that God
created Man in his Image and Likeness and Man was a complete being. The
Judeo-Christian God of the first Genesis account created male and female and
told them to prosper. “So God created humans to be like himself: he made men
and women.”(Gen 1:27). The second account in Gen 2:23 is where God brings
forth the woman from the man, from his rib. Adam is the one who names her
woman because she is from him, from his image. One important aspect to be
emphasized is that it was God’s and not Adam’s choice or desire to create Eve.
“The Lord God said: It isn’t good for the man to live alone. I need to make a
suitable partner for him.”(Gen. 2: 18)

Biblical Adam did not regard Eve as his inferior: “Here is someone like
me! She is part of my body, my own flesh and bones. She came from me, a
man, so | will call her woman”(Gen 2:23).

In Hebrew, the words man and woman are similar. Jehovah or Jesus
Christ’s name in Hebrew isMI . Sometimes Jehovah's name is abbreviated:
~ The Yod or * means hand of God, but also represents the masculine
characteristics of God. While the Hey or i1, when used at the end of most
Hebrew words, represents the female gender of the word. Inlerestingly, the
words for Man and Woman in Hebrew are identical except for these two
characters. Man in Hebrew is pronounced ‘ish and looks like this /X and
woman in Hebrew is pronounced “isha and looks like this N/X. with a Hey or
5 at the end. When God created man and woman, they both are created with
Aleph or X and Shin or &/. The Aleph. which represents God and His attribwtes,
and Shin which represents the burning bush, tree of life or spirit. So both man
and woman are created with the same God-like attributes and His spiritual
qualities. Then He places the masculine characteristics into Man or the Yod in
the middle of /X and the feminine characteristics in NE/X or Woman so that
hoth share divine origins and attributes. but have distinct roles and differences
so that together they can become one.(Tolman 2008)

In Hebrew, even the meaning of their names, Adam and Eve, becomes
complementary. Adam is Adam, which meant “dust; man; mankind”; and Eve,
Hawwa, “the living one.” When placed together, the meaning of the two names,
Adam and Eve, becomes “the living man/mankind.”

The sense of incompleteness that Milton’s Adam and Eve experience
even before the Fall creates the basis for a whole different interpretation of the
moment that brought sin into the world. One can easily conclude that both
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Adam and Eve were set up by a God who created them incomplete from the
very beginning. The creation. that was meant to replicate the Creator, turned out
to be as incomplete as its creator.

It is Eve’s incompleteness that determines her to want more, to be equal
to her male partner, to desire all things that might have fed her need to know, to
cat the fruit, thus making her equal to the male or to God. She basically might
have wanted to venture higher than her lot, an inexact reference to Satan’s
words. As Eve is not an equal companion for Adam, she seeks independence
from her husband. Shifting her loyalty away from God and Adam and towards
Satan and the Tree of Knowledge. Eve strives to find her identity in the Garden
of Eden, gain knowledge and godliness. and obtain independence from her
unequal partnership with Adam. Her disobedience could be interpreted as an
attempt to find alternative answers in her search for completeness.

All these aspects underline the assumption that both Adam and Eve
were, in a way, set up by God. They were created incomplete so their fault for
choosing wrong is excusable. Their incompleteness legitimates their sin and
entitles their need to venture higher, to reach a higher level of completeness.
Their need for independence and free will is, under these circumstances. not the
expression of disobedience, but an overwhelming need to find the missing
element in themselves, to be complete.
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stract: The present paper will make a text-based analysis of Patrick Marber’s
pishingly modern and gloriously funny make-over, challenging the myth of the
f=mous, amoral hedonist from a deconstructive point of view.
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Patrick Marber's play, written in five acts, is a shameless story which starts
om the classical Don Juan of Moliére, preserving its dramatic structure and
characters. Don Juan in Soho is a modern deconstructive approach, with a
direct and challenging language, but also, sometimes, with comic and grotesque
puches of one of the most inspiring myths in world literature. Marber brings up
%o date the theme of the ruthless seducer and all the circumstances which will
bring Don Juan to his implacable ending. What is fascinating about Marber’s
play is the fact that he makes Don Juan, Stan, Elvira, Colm and the Statue live
in one of the most libertine neighbourhoods of London: Soho and speak an
English which sometimes touches on the argotic.

The play begins in the lobby of a modern hotel in Soho where we meet
Stan, DJ’s trusted servant, the keeper of the Black Berry (Marber 2007:9), who
is questioned by Colm with regard to DJ's whereabouts. The old story is
updated and we have a modern Don Juan who calls himself and asks all the
others to call him DJ, who “bangs Croatian supermodels™ although he “usually
favours a bit of Bosnian™ (Marber 2007:5). D] is married to Elvira. but that does
not stop him from fornicating with other ladies, usually supermodels on the
circuit. Stan confesses to Colm with regard to all of the affairs DJ had.
confessing to him that “.... what you're dealing with here is a savage, he’s a
pirate. Forgive my lack of discretion, but the man’s a slae.” (Marber 2007:6)

Stan continues his confessions, presenting D) as a monster obsessed
with sex, possibly homosexual and deviant. an emotional terrorist who has
declared jihad against the human spirit (Marber 2007:7), deconstructing
completely the mysterious aura of the terrible seducer:

He'd do it with anything — a hole in the ozone layer. All he lives for is chasing
skirt and once in a blue moon trouser. I'm not saying he’s a poof but he’s got
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the appetite — he’d shock the most rampant queen in Old Compton Street !
And it’s not just models and virgins, oh no. he's seedy — likes a bit of rough to
vary the menu: endless nights have | driven him to the recking shums as he
preys on the destitute and deranged. (...) He’s a cheating, betraying, lying dog.
and I've wasted the best years of my vouth mopping up after him. Well. I've
had enough of this broody Byronic bullshit.” (Marber 2007:6-7)

When DJ comes down. Stan complains about never having been paid his
wages and is rapidly reprimanded by DJ; “A wiser young man would regard
my tutelage as payment in itself. There's an art to seduction and (forgive
me) a fellow who is no oil painting might prosper more by whinge less and
learning from the master.” When Stan wants to “bung her details on the
database™ (Marber 2007:11). DJ refuses formal classifications of people into
rich/poor, homo/hetero, black/white, good/bad and suggests two personal
distinctions: “The only useful distinction is that between the “fuckable’ and
the ‘unfuckable’. (...) And between the ‘haveable’ and the ‘unhaveable’.
The truly desirable are both ‘fuckable’ and ‘unhaveable® ™ (Marber 2007:12-
13).

The modern Don Juan does not believe in monogamy and fidelity,
considering himself to be a god on a mission to love all women- “All (women)
are lovely to my gaze. I'm on a humanitarian mission! I'm not a baddie, I'm
good news! What's not to love? I'm the Kofi Annan of copulation!” (Marber
2007:14). DJ has been married to Elvira for a fortnight and confesses to her that
he pursued her for two years to the bleakest places on Earth and married her
only because she was a virgin, but “Present circumstance has alerted me to the
most frightening word in the dictionary — it's wife. Though commedia dell'arte
comes a close second.” (Marber 2007- 17}.

The second act takes place in the Accident and Emergency Department
of a hospital. where DJ was taken after a boat accident he caused on the
Thames. He was saved by Pete whose girlfriend Carlotta (Lottie) he will seduce
in the Emergency Department. while at the same time hitting on Mattie, the
fiancée of the victim of the boat accident.

The process of deconstructing the character of Don Juan is carried on in
the third act which takes place in Scho Square. Stan. a modern day Sganarelle.
tells DI about the legendary Assyrian king Sardanapalus

reputed to be the biggest perv in ancient history. He used to tart around in
ladywear, loved having his face rubbed with pumice, had a thing — I kid you
not — for combining strands of purple varn. No one quite knows why. On a
whim, burnt his palace down, killing all his slaves. eunuchs, concubines, entire
family and himself. Delacroix painted his death: Sardanapalus sits there
gloating over a carnival of suffering, coolly admiring the orgy of destruction
he s created. (Beat) Question: do you believe in reincarnation? (Marber
2007:39),
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efore he resigns from DJ’s service. DJ remembers the good old times in Soho
_ he could enjoy all the pleasures of life for a tenner (Marber 2007:42)
thile offering Stan some drugs. DJ characterizes himself masterfully

Enow what 1 am and I understand it: I'm a child, a creature only of want. | choose this
and I own it. And no one owns me, Free will: it's the enly thing we all have. And
only thing worth having. And most of us deny we have it at all.” (Marber 2007:43)

J challenges divine wrath by blaspheming both against God and Allah, in
is conversation with the vagabond who gives him some Rizlas. As a
dern Satan. DJ tempts the vagabond with a six grand watch, a wedding
ift from his wife, if he blasphemes against Allah, but the vagabond refuses.
ollowing Moliere’s model, DJ saves a young man from a fight, a young
an who proves to be Colm, one of Elvira’s brothers. As a result of his
od, yvet unintentional deed, Aloysius and Colm are willing to give DJ a
chance to repent for the harm he had done to Elvira and repair her broken
heart (Marber 2007:50).

Again, following Moliére and Tirso de Molina’s model, DJ has Stan
invite the Statue (the Stone Commander), but this time it is not an invitation to
dinner: “Your Royal Highness, Sir. Me and... and my, my masfer are going
down Dean Street. Maybe take in a show of the nudie variety. maybe get lucky,
procure some... some... ladies. We were wondering if you fancy coming?”
(Marber 2007:53)

The Statue comes to confirm DJ that his end is coming. Far from
repenting for his deeds DJ spends his last day on Earth partying with East
European prostitutes, booze and drugs. He receives his father’s visit who tells
him that Elvira’s father has communicated the news, but he was not surprised.
Elvira also comes, not to embarrass him with hysterical fits of emotion, but to
beg him “to repent. to save himself before it is too late” (Marber 2007:66).
After D] is visited by the Statue who reminds him again that end is near, DJ
goes to his father and begs him to help him change. But it all proves to be fake.
DJ never intending to change but to please his father “who’s got the dough”
(Marber 2007:75). The Statue comes and takes DJ in a cycle rickshaw to the
place of his death where he meets Aloysius and Colm. A last offer to apologise
is made to DJ, but he refuses that too, wanting to live “only as I please™
(Marber 2007:82) and is symbolically stabbed by Aloysius in the groin and in
the heart.

DJ dies and, following again Moliere’s model. Stan taps some data in
his BlackBerry and salutes DJ’s death: “The world is a better place without
him. We will all sleep sweetly tonight. He is gone and everyone cheers.
(Realises.) Except me — cos he never signed the cheque! 1 want my wages, my
wages, my wages!” (Marber 2007:83).
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Conclusion

Patrick Marber recontextualizes and deconstructs the myth of the famous
seducer, at the same time configuring a degraded world driven by money, sex.
drugs, pleasure and immediate gratification. DJ is convincing as a ruthless
conqueror, always in search of somethin g new, “in love with everyone and
everything™ (Marber 2007:52). Love is a continual hunt and DJ proves to be in
a painful search of the ideal woman, of himself and his destiny. DJ seduces his
victims, he is proud of his libido and life goes on like at a wild pace. The fear of
death is not enough to make him give up his life style and his identity.

Patrick Marber’s play proves once again the universality of the motif;
the idea that our contemporary Don Juan is just as immoral and unscrupulous as
Tirso de Molina’s character. Marber's play is a bittersweet play with an urge to
philosophical meditation about morality.
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stract: This paper aims al analyzing the transatlantic aspect of international marriage
§ the effects that this has on the identity of the ones coming from opposed cultures,
ih recard to Henry James' Lady Barbarina, frequently referred to as a critique
mught 1o international unions. The paper will address the matter of the matrimony
ween the two central characters of James® work. a wealthy Amenican (emblem of the
ew World) and a European aristocrat (emblem of the Old World), as symbolizing a
stopian project of creating a homogenous world. While demonstrating the fact that
merican capital proves to be casily transferable, I will iy fo sec whether New World's
peedom is less exportable or not.

ey words: global world, international marriage, difference, national identity,
psmopolitanism.

Lady Barbarina (1884) is a neglected tale. in comparison with other works
sertaining to Henry James, and it represents a reversal of the usual theme that
- explores. [f most of his works depict the marriage of an American woman to
2 European aristocrat this writing deals with the comsequences of a union
between an American man and a titled Furopean. This short story is placed at
she head of one of the volumes of the New York Edition, volume which gathers
fictions referred to as “international” by James himself (Preface 2006: 131). His
constant interest in the “international theme™ may be understood in the context
5f him being an emigrant, hence it is important to have a look at the biographic
‘elements. Born in America. James was educated internationally: he lived in
France. Italy, Switzerland and in the end settled in England, his upbringing
‘making him a man of the world. His decision to become a British citizen- thus
losing his American citizenship- confirms his cosmopolitanism and his wish to
project a mixed world turns him into an ambassador for expatriation. The value

| Articol redactat in cadrul proiectului «Excelentd i interdisciplinaritate in studiile doctorale
pentru o socielate informationalis POSDRU/107/1.5/S/80765 axa. prioritara 1 — ,Educatia s
formarea profesionald in sprijinul cregterii cconomice”, finantat de Ministerul Muncii, Familiei
si Protectici Sociale.
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of the international theme is represented by its power t0 raise awareness of and
to better comprehend the American and European culture. James wrote in the
19" century. a period characterized by major industrial advancements which
made possible a much faster crossing of the Atlantic, the great fissure
responsible for the physical distance between the American and the European
worlds. As a consequence, jamesian works portray essential aspects of the
international encounters characterizing the age when, for the first time. it was
casier for Americans and Europeans to discover each other. He wrote in the
period of “the emancipation of the American spirit”. of defining its “identity”
and creating its own “tradition” (Mihaila 2000: 101). Well-off Americans had
the opportunity to visit Europe and, from this perspective, a Very attractive
suggestion was that of placing the two poles together. in an attempt to craft a
single world.

On the background of the narrowing distance between the (wo
continents as an essential episode in the American-European relations the
marriage between the two characters in Lady Barbarina can be treated as an
allegory of a utopian/ dystopian project of creating an Atlantic world. In the
preface to this short story Henry James refers to a “spcial fusion tending to
abridge old rigours of separation™ (Preface 2006: 133). expressing his dream
of an international ideal, which proves to be. in the end, not attainable. This
separation can be understood as the Atlantic dividing the two spaces which, in
the context of the industrialization boom. can be more easily crossed,
permitting the two worlds, mostly unknown to each other until this moment, 1o
discover the other’s nature in a failed merging attempl. More than that, this
idyllic plan is derided even from the first pages of this work, when “the
marriage of a British noblewoman and an American doctor” is thought as “a
subject for a master of satire” (LB 2006: 149). Asa result. Jackson Lemon and
Lady Barbarina are allegories of America and. respectively, Europe. He is a
symbol of the New World, “neither handsome nor distinguished, but only
immensely rich and quite original” (LB 2006: 156), for, as the son of a
successful businessman, he is worth “seven™ million dollars (LB 2006: 169).
The European woman. an emblem of the Old World, the daughter of a
marquis, is portrayed as beautiful, “verv rare. yet very quict and very simple”
and “proud” (LB 2006: 160). Therefore. the protagonists inform on the
features of the two contrasting spaces, more exactly on the freshness and
simplicity of the former, as opposed to the complexity and sophistication of
the latter. Another significant element when discussing the difference between
the two spaces is the characters’ names. While the English woman is always
referred to as Lady Barbarina, Jackson Lemon has no title, and the only detail
added to his name alludes to his profession, doctor {emphasis mine). Thus,
once more one can distinguish between the European aristocracy and the
American commercial spirit that the society of the 0ld continent cannot fully
comprehend.
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Their love story can be interpreted as a literary conceptualization of the
perican-European relations specific to the Gilded Age period. Lady Barb's
ing to America can be read as a migration towards the world’s economic
ier, on the background of the rise of the new American millionaires, seeing
Gilded Age culture was compulsively concerned with “issues of money and
© (Oster 2008: 971). Coming from an aristocratic family which is
afortunately not very rich™ (LB 2006: 148), with a fortune “less present than
st” (LB 2006: 154) the English woman marries a commercial person who can
der her the necessary comfort. Thus, in this case, the Old World is projected not
‘search of a new land, but, in search of gold. This illustrates that the utopian
cheme of generating a fused world fails. and, more than that, turns into a
Systopian one, as between the American man and the English woman there is a
sonstant negotiation, due to their unequal positions. The Europeans are hunting
= new comer’s money and his proposal seems to be cast as a purchase of Lady
3arb’s hand and not only as a mere expression of a mutual desire to enter a
onious union.

It is important to mention the fact that, during the encounters between
the Old World and the New World, Europe is treated as a tempting, charming and
ascinating world, a seductive Orient, in Edward Said’s terms, which the
erican aims at discovering, and, more than that, at controlling and possessing.
Starting from the analysis of the Orient as a place of “romance, exotic beings,
haunting memories and landscapes, remarkable experiences™ (Said 1979: 1), it is
Jinteresting to examine Lemon’s view on Europe. It seems that Europe has cast a
spell on the American man, the magnificence of the Orient being translated into
the beauty of the European women. Although he “was no Anglomaniac™ he “took
peculiar pleasure in certain physical facts of the English [...] and Lady Barb had
affected him from the first” (LB 2006: 159). More than that, the American man is
absolutely aware of the power that the English woman exercises over his own
person:

It was vivid to him, as he occasionally paused with fevered eves on the card
in the chimney-glass, that he had come pretty far; and he had come so far
because he was under the spell-yes, he was under the spell, or whatever it
was, of Lady Barb. There was no doubt whatever of this. (LB 2006: 158).

Therefore, Jackson Lemon’s attraction to the exoticism of his possible future
wife triggers his intense longing for marrying the titled Furopean. Lady Barb is
the daughter of Marquis of Canterville, “an ornament to English society™ (LB
2006: 147), and he considers her to be “the finest girl” in England (LB 2006:
155), admiring her “beauty™ (LB 2006: 159), believing she is “gorgeous™ (LB
2006: 180) and wishing even more to make her his wife. for the object of his
gaze should pertain to him. His wish to possess the one representing the Old
Continent, as an allegorical reversal of colonialism, is perceived when he states
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that *it would be a great luxury to call a creature so constituted one’s own™ (LB
2006: 159) and when he considers his wife his “precious possession” (LB 2006:
179).

Lemon’s arrangements for his matrimony with the English lady give a
clue of American imperialism and power. He is reserved when the problem of
settlements arises and at first he does not want to obey the English tradition of
allowing the intervention of a “solicitor” (LB 2006: 178). He tries to impose
his own conditions and opinions, for “he preferred in any transaction his own
terms to those of anyone else” (LB 2006: 170). He believes that if he owns a
great fortune everything is solved and his pride makes him think of himself as
the best husband a European woman might have. as he affirms: “any woman
who marries me will be doing very well” (LB 2006: 187). He constantly
brings into discussion his money, he negotiates his wedding, his future life
with the woman he cherishes. he transfers gold to the old continent, and
therefore his money becomes a translatable possession. Lady Barb seems to
become an object in a transaction, emphasizing the American’s financial
supremacy. Persons become objects, as pieces in a collection, losing their
individuality, for they are treated as mere pieces of merchandise, drawing
attention once more to American imperialism. Even if he thinks to himself
that “they were to give their daughter, and he was to take her: in this
arrangement there would be quite as much on one side as on the other” (LB
2006: 171). thus apparently proposing an equal union. translated into the same
level of involvement for each of the parts, while negotiating the terms of the
wedlock one side is absent from the transaction. Lady Barbarina does not
actively take part in the arrangements and everything gives the impression that
is settled without the woman being able to express her desires. her role being
explained by Lemon himself, who says: “she will be. before anything else, my
wife” (186). Hence this reveals his conviction that a woman’s position is no
more than that of her husband’s wife. diminishing, as a result, her identity.
These represent the first moments which allude to the relations of power and the
effects on the identity of the ones involved. denoting the manifestation of “an
emerging American imperialism” (Burrows 2000: 96).

The distinct manner of arranging a marriage provides evidence of the
difference between the two poles. as rigid versus free. In England a gentleman
cannol “devote himself to a girl for so long a time without some sense of
responsibility™ (LB 2006: 155), thing that surprises Lemon, since on the other
side of the Atlantic these matters are looked at more liberally. Another
significant aspect for the contrast between the two spaces is represented by the
manner of communicating of young unmarried people. While in America single
men and women may spend time together unsupervised: *a man may see much
of a girl; he may freely call on her, he may be constantly alone with her” (LB
2006: 161), in the Old Continent their communion is marked by several
restrictions. Marriage is characterized by consensus in the New World, whilst in
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the Old one tradition is very powerful. In other words, young American people
are free to choose their partners, in contrast with England, where there is a high
degrec of parental interference. The American man “was conscious that if he
should propose for the young woman who so strongly appealed to him it would
be because it suited him, and not because it suited his possible sisters-in-law™
(LB 2006: 160), this revealing the Néw World’s freedom and vitality, as
contrasting with the Old one’s constraints and rigidness. As a result, the relation
of Lady Barb and Lemon is influenced by these discrepancies, the clash
between a European culture with a long history and a new America without
traditions determining the girl to consider Lemon a “foreigner™ (LB 2006: 164)
and even “odd” (LB 2006; 162).

In the context of the international marriage it is interesting to observe
what happens to the identity of those invelved in such a union, as an icon of
transatlantic relations. In 1855 the Congress passed a new Naturalization Act,
which granted American citizenship to a foreign woman who married a male
American citizen. Nevertheless, on naturalization, the foreign wife of an
American citizen would lose the citizenship of her native country. Therefore,
the matrimony of Jackson Lemon with Lady Barbarina suggests a game of
identity, in which foucauldian relations of power are inherent. Lady
Beauchemin affirms that “English and American society ought to be but one
[...] A great whole” (LB 2006: 156). and the protagonists are willing to take the
“risks” (LB 2006: 155) that such a union might represent for their individuality.
Jackson Lemon’s response to the problem of his future wife not being
American is that if he “should marry her she would be quick enough™ (LB
2006: 152) thus implying even from the beginning his comprehension of
marriage as entailing a woman’s surrender of her national identity. As a result,
in an era when the transfer of global supremacy from the Old World to the New
one was becoming perceptible, one may note the deterioration of identity that
even the free America imposes on women. The “project of an Anglo-American
society” (LB 2006: 182) does not succeed exactly because this union implics
changes on at least one of the sides involved, with a permanent negotiation of
power. While the Europeans believe such a fusion might function. Lord
Canterville thinking “it a capital thing the two countries should become more
united” and that “there was nothing that would bring it about better than a few
of the best people on both sides pairing-off together” (LB 2006: 172), Lemon’s
compatriols are, surprisingly, divided into those who are clearly expressing
their disapproval of such a marriage, as Mrs. Freer warns him: “don’t- don’t-
don’t” (LB 2006: 185), “vou see it would never do (LB 2006: 186). and those
who are animated by such an initiative, as Dexter Freer, who encourages the
young man: “I beseech you to do it: it has never been done before™ (LB 2006:
188). Jackson’s power over his companion, symbolized by his gold, is also
connected to his more straightforward judgment with respect to his own
transformation:
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The most important of these was the change not only of the geographical but
of the social standpoint for his wife, and a certain readjusiment that it would
involve in his own relation to things. He wasn’t inclined to readjustments,
and there was no reason why he should be (LB 2006: 158).

Therefore, this aspect points to the failure of the ideal fusion, taking into
consideration the fact that although he permitted his money to be a translatable
possession, his national identity is not negotiable. as a symbol of unchangeable
values. He wants to marry the European girl and “transport her to New York”
(LB 2006: 159), turn her into another individual. without perceiving that she, as
him as well, refuses to be changed. When he understands that it is not “so
simple to be an American” (LB 2006: 216), it is too late, because the dream of a
fulfilled marriage is already ruined. Loneliness is the price that they both have
to pay for their idealism: Lady Barb for her projecting the New World as a
paradisiacal prosperous place and the American doctor for his considering the
woman from the Old World as the supreme and as the collectible thai he can
possess.

The end of the story finds Lemon in a completely different position,
having returned to the Old Continent and facing the danger of becoming a
permanent expatriate. while comprehending that “the international project has
not received an impetus”™ (LB 2006: 219). Although his intent was to transform
Barbarina’s national identity, the end of the tale shows quite the reverse. When
discussing the international marriage, the concept of home has a very important
role. as it helps shaping one’s individuality and homesickness can be read as an
emanation of one’s wish to protect one’s national individualism, idea affirmed
by Woodward who states that “the idea of home also contributes to the desire to
stabilize identity and the expression of longing for home can also be translated
as a need to secure the sense of who we are” (Woodward 2002 49). Hence,
Lady Barb’s difficulty in adapting to the society of New York, as a result of her
displacement. and her constant vearning to return to the native land. idea
expressed by her statement: “I don’t know what | miss. I think | miss
everything!” (LB 2006: 192). reveals her rejection to permit her husband alter
her identity. On the other hand, one might observe Lemon's less rigid behavior,
his openness, as he behaves almost as a citizen of the world. He feels at home
everywhere, no matter if it is the Old Continent or the New one. in contrast with
the European Lady Barb who cannot adapt to the new country she moves to
with her husband. Thus one may state that it is the American who finds his
freedom limited by unexpressed rules and his identity redefined in the end. on
the basis of the decisions he takes when entering the new European civilization
and on the basis of the compromises he makes.

The last pages of this jamesian writing provide a possible solution for
the construction of a homogeneous world. The answer to all the problems
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sing from international encounters seems to be represented by the
emopolitan identity that Lemon embodies. James anticipates the
opolitanism that various contemporary scholars promote as the key to the
gaceful coexistence of different cultures. Kwame Anthony Appiah believes
< notion to be a possible way of constructing the interhuman relationships
ich characterize a globalized society. In his view, our responsibilities 1o
sse persons we have an effect on- wherever they may be- and the respect one
- uld have for the differences which exist between people are essential for the

ful coexistence of different cultures:

So there are two strands that intertwine in the notion of cosmopolitanism.
One is the idea that we have obligations to others, obligations that stretch
beyond those to whom we are related by the ties of kith and kind. or even the
more formal ties of a shared citizenship. The other is that we take seriously
the value not just of human life but of particular human lives, which means
taking an interest in the practices and beliefs that lend them significance

(Appiah 2006: xv).

thus, taking into consideration this view, the union between the American man

d the English lady, as a symbol of the union between the two spaces situated
_ the two sides of the Atlantic in an effort to gencrate a single world, proves to
passible only as a result of one of the parls’ openness.
kson Lemon represents the cosmopolitan personality Appiah promotes. He is
rich American doctor who was educated in the Old World and who is now
sonstantly traveling to England. On the background of his encounters with
Europeans one can observe his cosmopolitanism, as opposed to the Europeans’
ticence and nationalism. It is Jackson Lemon's ability to enlarge his views
gnd his readiness to assume responsibilities that help his union with [ady Barb.
He proves to be willing to make certain concessions and to move beyond ,
differences in order to construct a fused world. He understands the obligations
- has to the others and these are translated into the final and most important
decision he makes. He chooses to pul his wife’s needs first and returns 10 the
DId Continent, as she wishes. without knowing if she will ever accept to 20

ack again: “Lady Barb. before sailing, definitely refused to mention any week

month as the date of their prearranged return to New York” (LB 2006: 219).
a consequence, one can notice his comprehension of the importance of the
=sponsibilities to the persons we affect that Appiah talks about and that he
considers essential for building a world based on mutual respect. Therefore,
Lemon’s open way of thinking about different cultures, or, put it differently, his
cosmopolitan identity. would be the solution for the construction of a
harmonized world. This world is one in which differences would signify a
positive aspect- the particularity of human life representing something from
which the cosmopolitan could learn very much- and not an obstacle.
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To conclude, this paper has examined the manner in which one’s
national identity is re/defined in the context of an international union, It has
investigated the transatlantic dimension of the allegorical marriage of the two
symbols of America and, respectively. Europe, while demonstrating that the
constant negotiation of power is the reason for the failure of building a solid
marriage, as an allegory for the Atlantic world.
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‘The Subversion of Stereotypes in S. Rushdie’s Short-stories

Titus Pop
“Ppartium” Christian University, Oradea

bstract: According to Kant and Schoppenhauer ‘s theory of incongruity, ‘we laugh at
gything that violates our expectations’. will discuss how one of the most
ntroversial migrant writers, Salman Rushdie. manages, by purportedly failing to
.ot the readers expectations, 0 subvert stereotypes of all kinds and to deconstruct
eceived truths. In order 1o achieve these goals he uses satire, parody and word-play. |
41l refer to these techniques used in his short-story volume East-West which is a
allection of tales from the borderland. narratives about various forms of homes and
smelessness, about identity formation in cross-cultural circumstances and aspects of
man integrity that produce value and significance in the least likely of places.
ultural, satire, parody. word-play, caricature, Eastern.

words: slereofypes, cross-C
ic metafiction, migration

Western, popular culture, historiograph

borderland. narratives about various

st, West is a collection of tales from the
dentity formation in cross-cultural

forms of homes and homelessness, about i
circumstances, and aspects of human integrity that produce value and
onificance in the least likely of places.The originality and power of these
stories may be indicated by noting aspects of Rushdie's earlier fictions that are
not to be found here. The wonderful characters he portrays in this collection of
short-stories strike us through their ability to mix popular culture with
philosophical speculation, aggressively conversational expressions with subtle
‘psychological awareness. At the same time, most of these stories may be read
o< subversions of stereofypes. be they Eastern or Western, subversions Rushdie
“manages to achieve by employing narrative techniques such as satire, parody.
word-play and caricature. The cultural mix, which is one aspect of this intricate
relationship, is reflected in Rushdie's narrative style: in his hands, short fiction
can assume any form whatsoever: tale, parable, satire, allegory, the short story
of classical modernism, parody, postmodern historiographic metafiction. 1

intend to delineate some of these.
The volume is divided into three sections: East, West, and East, West

and it consists of nine stories, three in each section. The East section consists of
than Rubies, The Free Radio and The Prophet’s hair

Good Advice is rarer
while the second section called West is made of Yorick. At the Auction of the
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Ruby Slippers and Christopher Columbus and Queen Isabella of Spain
Consumate their Relationship. The third part entitled East, West starts with
The Harmony of the Spheres, Chekov and Zulu and ends with The Courter
a story published earlier in The New Yorker.

Satire is the first techniques used by the author to subvert stereotypes.
Thus. one of his first targets which becomes the objects of his satire is rel igion.
One of these stories, The Prophet’s hair epitomizes the subversion of the
Eastern conventions by satirizing religion. The Prophet’s Hair is the story
which, in my view. best deconstructs the sanctity of the Eastern stereotypes.
The word *sacred” in Rushdie’s acception applies rather to worldly substitutes
of religion than to religion.

On December 26th, 1963, a lock of the prophet Muhammad's hair
disappeared from the Hazrat Bal Mosque at Srinagar . where it had been kept
as a holy relic since the 18th century. It is stored in a container made of silver
and crystal, which is wrapped in three pieces of consecrated fabric. and kept
in three wooden boxes, which in turn are locked up in a coffer placed in the
innermost of four chambers, each of which is guarded by a sentinel. The hair
was found again in the gardens of the mosque on January 4th, 1964, 10 days
after it had been reported missing. The disappearance has never been cleared
up: however. at the time it was suggested by Muslims that either the Hindu
community, or Nehru, then Prime Minister of India, or Washington were to be
held responsible, whereas the Indian press on their part hinted at a Pakistani
conspiracy. Against this background of widely differing conspiracy theories,
Rushdie playfully offers his own fictional version of the events. The wealthy
moneylender Hashim, at the point of stepping into his boat one morning,
"notices a small vial Noating between the boat and his private quay" (Rushdie,
1995:42). There can be no doubt that it is the very vial that contains the
prophet’s hair: yet Hashim, who is an avid collector of Indian antigues,
decides to keep it without telling anyone about it, except his son Afta.
However, the presence of the relic in the house of Hashim works a miraculous
change: Hashim. who had previously been "fond of pointing out that while he
was not a godly man he set great store by 'living honourably in the world"™,
and had "asked an interest rate of over seventy per cent” (41), suddenly turns
into a religious fanatic who demands the strictest observance of Islamic rules
of conduct, commanding his daughter to wear purdah, forcing his family to
pray five times a day, burning all his books except the Qur'an, and forbidding
visits to the cinema. At the same time. however, he is shown to be no less
hypocritical than before: after revealing that he has a mistress and pays
regular visits to prostitutes he tells his wife that "far from being the principal
beneficiary of his will, she would receive no more than the eighth portion
which was her due under Islamic law."(46) And when he is reminded by one
of his debtors of the Qur'an's strict rules against usury, he calls him "a thief of
other men's money" and tries "to cut off the wretch's right hand with one of
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irty-cight kukri knives hanging on the study walls™ (47). The family are
st. and decide to hire Sheikh Sin, the "Thief of Thieves™ to steal the vial
s their father's bedroom. Atta, however, is robbed and severely beaten up
hugs when he is trying to find the master thief in the most wreiched and
eputable part of the city: his sister Huma, however, is more successful.
manages to recruit Sheikh Sin. On the night of the theft, though. things go
cally wrong: the comatose Atta suddenly shouts "Thief! Thief! Thiefi" at
‘moment of his death, waking his father. who in the dark kills Huma
aking her for the thief, and, overwhelmed by remorse when he realizes his
_ turns his sword against himself and commits suicide. The mother dies
m grief shortly afterwards; Sheikh Sin, who has actually managed to steal
 vial. is surprised by the police and killed, and the vial is restored to its
pne. Sin's four sons, "having unwittingly spent a few minutes under the
me roof as the famous hair” discover that "a miracle had occurred”(57). and
their legs, which their father had smashed in the first hours of their lives
order to provide them "with a lifelong source of high income"(57)., are
und and whole, thus reducing their earning powers, as the narrator wryly
smments, ‘by 75 per cent’.( 73)
The Prophet's Hair is a story that is disturbing and funny at the same
ne The story seems to emphasize this very point by satirizing and revealing
rtain aspects of everyday life in the Islamic community portrayed in the
ory: the hypocrisy. the petty despotism, the cruelties, and the murderous
assions that become discernible in the course of events, and that are, most of
he time, "justified” on religious grounds. It is this very idea that "The
Prophet's Hair'" seems to question: by showing how religion is used for
xerting political, social, and sexual power, the story reveals the factual
fference of religious and political goals .Rushdie goes on to say that "the
most secular of authors ought to be capable of presenting a sympathetic
portrait of a devout believer” (Rushdie,1991:417)- which underlines the point
he Prophet's Hair" seems to make: there are no devout believers among
= main characters of that story.
Another story which disappoints the readers’ expectations is Good
advice is rarer than Rubies. Set in the Indian subcontinent, the story revolves
around the choices of Miss Rehana, a lady whose parents had arranged her
‘marriage at a very young age. She felt honor bound to make an attempt to go to
London even though she really did not want to. While waiting outside the
British consulate, she is accosted by Muhamad Ali who advises of all the right
things 1o say when applying for a visa, she purposefully gets herself banned
from entry to England. When he offers to sell her a forged British passport, Al
is startled to learn that she has no desire to move to England, that she actually
wants to sabotage her chances of emigration. There is no complexity, no irony
beyond the contrast between the woman's decision and the assumption by
others that she would want to emigrate to England. The technique used here by
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Rushdie is the inversion of the classical story pattern, namely the writer’ failure
{o meet the reader’s expectations. From the very title of the story. readers may
anticipate a moral fable-perhaps because of the rubies. in an oriental or exotic
setting. Yet. the first paragraph seems like the beginning of a modernist "slice-
oflife" story: ‘On the last Tuesday of the month, the dawn bus. its headlamps
still shining, brought Miss Rehana to the gates of the British Consulate. It
arrived pushing a cloud of dust, veiling her beauty from the eyes of strangers
until she descended.” (1995:3)

Upon unfolding, the story capidly transforms from its apparent exotic
setting and content into a realistic event .The reader discovers that Miss Rehana
has arrived to apply for a British passport. which she needs in order to be able
to join her fiancé in Bradford. The expectations raised by the beginning of the
story are disturbed again soon after. when the second protagonist, Muhammad
Ali. arrives on the scene. He is one of the many "advice experts” who earn their

" money by offering counsel to female applicants like Miss Rehana. He is
. stantancously fascinated by her beauty. and the story now scems to shift
towards an oriental erotic tale: Miss Rehana's eyes were large and black and
bright [...]. and when the advice expert Muhammad Ali saw them he felt
himself becoming young again. (3)

Muhammad Ali even finds "his feet leading him towards the strange,
big-eyed. independent girl" (6). He offers her his services. as she will only be
able to get the British passport <he needs so urgently if she buys his advice.
When she replies that she is too poor, the erotic magic works again:’ [ am going
crazv, Muhammad Ali thought, because he heard his voice telling her of its own
volition. Miss, 1 have been drawn to you by Fate. What to do? Our meeting was
written. 1 also am a poor man only, but for you my advice comes free.’ (7) A
little later. however, the narrative pattern starts changing once more, as readers
learn that Muhammad Ali is a small-time crook who uses the respectable front
of an "advice expert” to cheat his clients out of their money and valuables:

It was at this point [i. e. when his clients ask his advice] that Muhammad Ali
usually began to whisper urgently, to mention that he knew a man, a very good
type, who worked in the Consulate, and through him, for a fee, the necessary
papers could be delivered, with all the proper authenticating seals. Business
was good, because the women would often pay him five hundred rupees OF
give him a gold bracelet for his pains. and go away happy. They came from
hundreds of miles away—he normally made sure of this before beginning to
trick them--so even when they discovered they had been swindled they were
unlikely to return.(10)

Tn his dealings with Miss Rehana. however, the tables are suddenly turned on
him: because of his infatuation with the young woman, he discovers to his
amazement that he cannot help giving her his advice gratis, without getting
anything in return except her smile and a view of "thosc eyes [that] did bad
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angs to his digestive tract” (6). We are now, it seems, reading a comic story
a professional swindler who has become the victim of erotic attraction.
narrative pattern emerging here is that of the cheater cheated (out of his
oney).

However, this is not the last word either. There is yet another surprise in
e both for the reader and Muhammad Ali, who is actually double-cheated by
e Rehana. For when she returns smilingly from the Consulate, we find that
he has profited from Muhammad's advice in an unexpected way. She has used
i expert knowledge to ensure the failure of her application, because--as
guhammad now learns to his dismay--she does not want to. and had never
ganned to, join her fiancé in Britain:

't was an arranged engagement,' Miss Rehana said all at once. 'l was nine
years old when my parents fixed it. Mustafa Dar was already thirty at that time
[...] Then my parents died and Mustafa Dar went to England and said he would
send for me. That was many years ago. I have his photo, but he is like a
stranger to me. Even his voice, | do not recognise it on the phone.’ (14)

Both the advice cxpert's and the reader's comfortable expectations that of
sourse Miss Rehana would want to emigrate to Britain are overthrown; at the
ame time, the pattern of the moral fable reemerges. however with an ironic
wist to the meaning suggested by the title. Likewise. the other narrative
Satterns are brought to an ironical conclusion: although, for Muhammad, Miss
Rechana's decision is a tragedy which puts his professional honour into question,
2d which he simply cannot understand. and although he feels like a rejected
Jover who has done everything for the beloved person. and finds that she does
ot want it, he has actually been successful in that he has made someone happy:
\iss Rehana's last smile from the bus that takes her back to Lahore "was the
appiest thing he had cver seen in his long, hot, hard, unloving life” (16). Even _
in these last five words the reader’s expectations are overthrown onc more time:
Viuhammad Ali has not entirely become a figure of caricature and the butt of a
Joke, but suddenly we get a briel glimpse at the man and his life that invites our
passion.
Beck proposes a multiple reading of this story, and contrasts Rushdie’s
‘parrative with Joyces’s epiphanies labeling the former’s as “metonymic’ where
“objects, voices, points of view are put side by side and left there without
further comment.’(Beck, 1998:5) For instance. we may well admire the
independence and cleverness with which Miss Rehana outwits Muhammad Ali
if we read the story primarily as a comic tale @ la Boccaccio, or as an erotic
1ale.. 1f. however, we read it as a realistic slice-of-life story about present-day
Pakistan. some elements of the story that, within the terms of the comico-erotic
tale. might be seen to simply provide the background and assume a different
' significance. For example, one would have to appreciate that only the
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coincidence of the death of Miss Rehana's parents has enabled her to take
independent decisions at all, and would have to take note of the irony that she is
actually going back to a life of dependence as an ayah in a traditional family at
[ahore.Likewise, Muhammad Ali is both the outwitted swindler who only gets
what he deserves, and, at the same time, the victim of the various social and
historical pressures predominant in his world.

In the West section of the collection. Rushdie undermines the Western
stereotvpes by playing with his readers. These stories have a Western sefting
but they seem to take place in more exotic places even than the Orient. Of the
three At the Auction of the Ruby Slippers is the one that stands out as an acid
satire of the Western fetishization ol anything-literally everything can be turned
:nto a commodity that can be bought or cold in the market. At the Auction of
the Ruby Slippers is a story about an auction in a western city.

The Grand Saleroom of the Auctioneers is the beating heart of the earth. If you
stand here for long enough all the wonders of the world will pass by. In the
Grand Saleroom, in recent years, we have witnessed the auction of the Taj
Mahal, the Statue of Liberty. the Alps, the Sphinx. We have assisted at the sale
of wives and the purchase of hushands. State secrets have been sold here,
openly, to the highest bidder. On one Very special occasion. the Auctioneers
presided over the sale. to an overheated and inter-denominational bunch of
smouldering red demons, of a wide selection of human souls of all classes,
qualities, ages, TAces and creeds. (98 )

In this short story. Rushdie follows his essay “Out of Kansas’ published in Step

Across This Line and here he expertly illustrates the western emphasis on
movie stars and their fictional counterparts. to the extent of idolizing mere
objects (in this case, Dorothy’s slippers from "The Wizard of 0z.") It tells the
tale of a man who wishes to gain the love of his cousin Gale( the name of the
tornado in ‘The Wizzard of Oz’) by buying her a set of priceless magical
slippers. With those slippers he can buy love, he can gain what he desires. What
Rushdie satirizes here is the belief of the western consumerist society that
things, items, money have the power to provide access 10 anything. That is the
moral of the story as it well transpires from the following: Thanks to the infinite
bounty of the Auctioneers, any of us. cat, dog. man, woman, child. can be a
blue-blood: can be — as we long to be; and as. cowering in out shelters, we fear
we are not — somebody.” (103)

This is nothing else than a sort of fundamentalism of the West; but
although everything has been turned into a commodity, these very commodities
assume a quasi-religious character, as the example of the magic ruby slippers
shows. which are put up for auction in the story. The auction is in fact the
parody of a religious ceremony: and the magic slippers have indeed become a
true fetish in that they stand in for . to quote Eagleton once again.‘an intolerable
lack’ (Eagleton qtd. in Beck 360)-the lack of religious feeling. Ironically, this
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geling has been destroyed by the very market mechanism that is now expected
supply an adequate substitute. Rushdie satirizes the society that values such
ed commodities, and puts them in a perspective that sees pure "objects,”
giher than sacred ones that have a sacred place. "We do not know the limit of
weir powers. We suspect that these limits may not exist" the narrator comments
2ushdie, 1995:92): he talks of the "cult” of the slippers; we hear of people that
5 to kiss the bullet-proof glass case in which they are on view: they have
scome the focus of the unfulfilled hopes and desires of the bidders: We revere
he ruby slippers because we believe they can make us invulnerable to witches
._|: because of their powers of reverse metamorphosis, their affirmation of a
<t state of normalcy in which we have almost ceased to believe. (93 ) The last
cord in this passage reminds one of Dorothy’s famous, "there’s no place like
sme" and, consequently of the entire struggle between East and West, between
14 homes and new, between the familiar, the strange, what becomes familiar,
ad what becomes strange.
Rushdie also satirizes colonialism in Christopher Columbus and Queen
Jsabella of Spain Consumate their Relationship’.This story is a ficrce satire of
olonialism and it undermines the Western strategies of dominance.. Rushdie
ays on the interstices of colonial narratives with an eroticized story of
colonizing appetites. He represents a frustrated Columbus, an immigrant,
dreaming of Western glory and imagining the queen at the takeover: “See: there
at the gates of Alhambra is Boadbil the Unlucky, the last Sultan of the last
edoubt of all the centuries of Arab Spain. Behold: now. at this very instant, he
urrenders the keys to the citadel into her grasp ... there! And as the weight of
the keys falls from his hand into hers, she... she... yawns.’ (114)

The story sexualizes imperial desire so that Columbus and the queen
need each other for their cONQuESES. "The loss of money and patronage.”
Columbus says, "is as bitter as unrequited love” (1 15). Resenting his
dependence on the queen, he fantasizes about refusing her if she calls for him.
When the summons finally arrives, however, he answers, "Yes, I'll comed
(119).

Parody is another source of humour used to deconstruct received truths
provided by narratives. The story Yorick is self-critical as it parodies
sixteenth-and eighteenth-century texis. It is a postmodern pastiche of parody.
word games, and merged literary allusions. The story introduces Yorick’s
saga as having begun when the ancient text came into the possession of
“Tristram. who, ... was neither triste nor ram, the frothiest, most heady
Shandy of a fellow.(64)The game ends with the subtitle of Tristram Shandy
stating that ‘such a cock-and-a —bull story is by {his last confession brought
quite to its conclusion’(83) The story’s narrator is a jester merging with
Yorick the court jester and ultimately with Rushdie the arch jester. However.
Rushdie’s humour is, as always, a cloack that is the key that unlocks the

meaning of the story.
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Word-play is another source of humour employed by Rushdie in his

most acclaimed short story, The Courter. This last story of the collection
reflects, in my view, Rushdie’s enactment of the process of hybridization of
culture on many levels, and particularly on the linguistic one.
It is a story of recollection, a young Indian remembering the family flat in
London in the 1960s and his Ayah, “Certainly-Mary,” who “never said plain
yes or no; always this O-yes-certainly or No-certainly-not” (176). Certainly-
Mary. akin to her name, lives in a hyphenated world in England, trying to cope
with both culture and language. Thus Certainly-Mary, through accidental
transposition of letters and with “unintentional but prophetic overtones of
romance” (178), renamed Mecir. the East European porter, “the courter.” Mecir,
prior to his immigrant status in London. was a chess grand master. Certainly-
Mary developed a loving kinship with Mecir. and soon chess became “their
private language” (195) and a means of covert flirtation. Hatred of immigrants
shatters this tranguillity when the Avah and the narrator’s mother, as victims of
mistaken identity, experience a barrage of profanities from a pair of British
youngsters. Mecir, knifed by one of these youngsters, goes back to work for a
while: however, defeated by racial hatred, both Mecir and Certainly-Mary lose
their smile and turn inward. Homesick. Certainly-Mary returns to Bombay, and
Mecir, who has no family. disappears into uncertainty. Despite the racial attack
on Mecir, Certainly-Mary, and his mother. the young narrator carrics on the
immigrant struggle to survive in a foreign land. At sixteen, eager to break free
from his father’s control, he awaits his British passport. The passport does
arrive, and although he acknowledges that “in many ways [it] set me free”
(211). he also has to confess to a dilemma that haunts all immigrants: *1 ...
have ropes around my neck ... pulling me this way and that, East and West, the
nooses tightening, commanding, choose, choose™ (211)

It is a story about displacements. conflicted loyalties, misprisions of
identity. and failures of communication. Its charm is hard to resist: the
affirmation of hybrid and divided migrant identities, the innocent love between
two outsiders who communicate in faltering English and in the transformative
mispronunciation. Rushdie implicitly claims not only that the language of
migrants and foreigners can change the English language. but that it can change
the world. The hybridization of the British society was and still is reflected in
the dynamic and liberating explosion of the English Language All the central
characters in the story have problems with English—with standard English as
spoken in England-and there are recurrent instances of mistakes and
miscommunications: the relationship between writing and speech is troubled.
sounds go astray in the mispronunciations of "non-native" speakers,
connections between words and things are disrupted, meaning is lost—and
sometimes transformative new meanings are formed from the fragments of the
English thus broken. "Mistakes" in English, then, are not always harmful and
disruptive: they may serendipitously bring about a new understanding. a new
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slity. "How does newness come into the world? How is it born?" Rushdie
ks clsewhere, *Of what fusions, translations, conjoinings is it made?” (1989:

In The Courter, newness is brought into the world by means of broken
Jlish. Broken English gradually becomes a pathway, cven at times uncertain
+ween the Indian and English cultures. The fabric of The Courter resembles
Lt of a patchwork. Initially, the title, by its ambiguity, alerts the reader by
oo names and therefore the flux of cultural identity.

n Rushdic’s world, no longer do people have one formal name for life. The
urter is the porter, but he fulfils both onomastic functions; in a similar way.
anv of the characters arc given nicknames, based on pun, similarity of sound,
sersonal characteristics and so on, such as Certainly-Mary. Raby-Scare-zade,
Mixed-Up, the Dodo, or they may cven have several different names such as
sther, Abba or the Minotaur, suggesting multiple perspectives and the fact that
Mentity is shifting and can only be defined by other people’s perception within
eir cultural framework. The narrator, undoubtedly semi-autobiographical, is
ameless and offers a double perspective as he hovers between East and Wesl,
Soyfully binding the different strands of the tales together and, finally,
-senting the reader with near-stercotypes or caricaturcs, such as the two
eexually obsessed Indians who are designated, semi-anonymously and
interchangeably, as the Maharajah of B and the Maharajah of P. Similarly,
sintaining his widely known semantic inventiveness, Rushdie takes obvious
delight in subverting and deforming English words for comic purposes-—-where
| ps become fs, for example, sO that "yes please” becomes "yes fleas” or ps
become cks so that "going shopping” becomes "going shocking."(204)
Furthermore, what Rushdie calls "remaking (English) for our OWR
purpnscs"(l!?&ll . 17) is clearly shown where he "hybridizes' English by weaving
Indian terms into the fabric of his text. This practice. of course. has been
common since the 1930s, but Rushdie twists it into SoNOTOUS. vivacious
expressions such as "Hai! Allah-tobah! Darling” and punctuates his text with
or introduces discussion about the derision OF
"thrice," or

soesting the contingency of

expressions such as "achha”
ambiguity in England associated with specific Indian usages such as
“quam:r-plam" or "macaroni" "ghats."( 1995:186) ).

At the same time, the integration into the Lext of much dialogue of
contrasting diversity. register and style enriches the fabric through a rich and
diverse heteroglossia Thus we have the contrast hetween racist insuits such as:
"Fucking wogs [...] vou fucking come over here, you don't fucking know how
to fucking behave. " (204) and the gentee]: "Now €XCuse us [...] We are not the
ladies you seek” (204). All the different discourses in the text are linked,
moreover, by a joyous, shifting and exuberant intertext, consisting of eruptions
into contemporary culture or the sounds of the 1960s: pop songs, car. comic
strips, westerns, nuUIsery rhymes, Christmas carols. which in themselves. by
their heteroglossic ubiquity, serve 10 counteract the grim despair inherent in the
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tales told, by suggesting that these alternative discourses or voices coexist and
compensate.

To conclude with, in these short-stories, Rushdie manages to make the
readers smile by subverting stereotypes, both Eastern and Western, and to
detach from received truths and conventions by satirizing, parodying and
caricaturing them.
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Children's Literature in Nineteenth Century England

Ecaterina Hantiu
University of Oradea

tract: Instruction and entertainment have long been accepted as the primary
s of children's literature, although it has often been addressed to a dual
ience of adults and children. Victorian children's literature was gender
ivided, reflecting separate male / female oriented spheres of activity with
erent types of books written for girls and boys. However. as children's
is a particular cultural construct that continues to evolve over time.

anges can be noticed even before the turn of the century. This article discusses
carious types of Victorian literature for children insisting on the new issues that
reloped together with a more substantial interest in educating children on a

dern basis.

ords: gender, children’s literature, illustrated books, cultural icons

it might seem. defining childern’s literature proves a rather
allenging task. The parameters of children’s literature are blurred in many
ways. Childern’s books can be books written by children or adults, written
+ children or written for grown-ups (as many of Charles Dickens’s or
alter Scott’s were) but eagerly read by children as well. On the other hand
it is impossible to decide when exactly this amorphous body of literature
might have begun. The folk tales, the fairy tales, the Middle Ages conduct
hooks for young courtiers, all might have contributed to the development of
a literature that was supposed to teach and entertain the vounger generation.
Most children’s literature of the past had a moralizing religious tone, as the
‘didactic purpose was definitely predominant. Children were brought up in
the spirit of obedience, while entertainment could happen within strict

-

limits.
In Samuel Butler’s semi-autobiographical novel The Way of All Flesh
(1903) the author attacks Victorian-era hypocrisy, insisting on the necessity of a
religious and educational outlook more relaxed than the Calvinistic approach.
“which is presented as harsh. The author depicts an antagonistic relationship
between Fmest Pontifex, a literary projection of the author himself, and his
hypocritical and domineering parents who impose their strict rules upon their

children.
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| was there on a Sunday, and observed the rigour with which the young people
were taught to observe the Sabbath; they might not cut out things, nor use their
paintbox on a Sunday, and this they thought rather hard, because their cousins
the John Pontifexes might do these things. Their cousins might play with their
toy train on Sunday, but though they had promised that they would run none
but Sunday trains, all traffic had been prohibited. One treat only was allowed
them - on Sunday evenings they might choose their own hymns. (Butler, 1998:
96)

Among the methods employed by parents we would today call "passive
aggressive' to bend the young ones to their will and manipulate their education,
there was that of imposing specific reading materials, mainly religious and
moralizing. Examples of the kind would include, among others, The History of
Little Henry and his Bearer (1814) by Mary Martha Sherwood (1775 —1851)
which tells the storv of a young British boy who. on his deathbed, converts
Boosy. the Indian man who has taken care of him throughout his childhood, or
Reverend Charles Kingsley’s novel The Water-Babies, A Fairy Tale for a
Land Baby (1862—1863) a didactic moral fable thematically concerned with
Christian redemption, though the author also argues that England treats its poor
badly. and questions child labour.

Moral tales and instructional literature defined the genre's early steps at
the beginning of the nineteenth century, but in the late Victorian era the two
major trends, namely the highly didactic and the other emphasizing
entertainment based in fantasy or adventure merged into more attractive
creations. By the second half of the Victorian period. the whole concept of
childhood was in flux. Due to the explosion of information about the
physiological and cognitive development in human beings in general, the
material used in the literary field was changing as well.

Along the whole nineteenth century. literature written specifically for
bovs and girls became increasingly popular. While boys were presented with
racy tales of adventure at sea and at war, their sisters were to enjoy domestic
scenes meant to prepare them for their future tasks as wives and mothers. The
reviewers of such literary pieces themselves revealed the tone of the volumes
they advertised by using adjectives like “active”. "vigorous" or “brave” when
referring to stories for boys, whereas “delicate” or “charming™ are the terms
usually emploved by the girls' reviewers. In Britain the educational purposes
were evident: producing brave. reliable Imperial men and perfect housewives
and mothers. As we know, the development of gender role identity is important
to children's self-perception, and it influences the way children are treated by
adults and peers, affecting the expectations that others have for their behavior.
The gender identity of most children is shaped by the universally shared beliefs
about gender roles that are held by their society. These shared beliefs often take
the form of oversimplified gender role stercotypes: a boy must be brave,
adventurous, resourceful while a girl has to be pretty. delicate and obedient.
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Yours is the Earth and everything that's in it,
And - which is more - you’ll be a Man, my son! (Kipling, 1993: 134)

As Victorian children’s literature generally reflecied the culture’s separatc
spheres for men and women, stories for girls were often domestic and
celebrated the family life, such as Louisa May Alcott's Little Women (1868) or
even Harriet Beecher Stowe Uncle Tom's Cabin (1852). the creator of the
angelic Little Eva. a paragon of kindness in the African-American slaves’ harsh
life. The American background was definitely more colourful, providing a more
realistic approach to children’s lives and experiences, but the boy [/ girl
differences were still very obvious. In the United Kingdom the stories and the
novels for girls took a more fairy-tale like shape. For example, Frances
Hodgson Burnett's Secret Garden (1911) tells about Mary Lennox, an orphan
girl who discovers the way of redeeming a forgotten withered garden: it is a
story in which the author insists on the combination of the imaginary and the
real worlds, and the ability of children to understand and appreciate them in
evervday life. A more complex role is now attributed to girls, getting them out
of the restricted universe of domestic bliss, an achievement that was fit for the
beginning of a new century and a new era, but in spite of all these, the author is
mainly remembered for her Little Lord Fauntleroy and not for Mary Lennox.

However, the moment has been already announced by the rebellious
attitude of several Victorian women novelists, who created portraits of
remarkable young girls in their works, such as Charlotte Bront€ in Jane Eyre
(1847). George Eliot in her Mill on the Floss (1860) or Emily Bronté in
Wuthering Heights (1847). The nineteenth century British bildungsroman
made famous by Dickens’s impressive books opened the way for a specific
British female bildungsroman having as main characters smart, strong-willed
girls like Jane Eyre, Maggie Tulliver and Catherine Earnshaw. All these novels
deal with the physical, educational and intellectual growth into womanhood of
Victorian girl-children whose experiences determine to what extent the
construction of the child shapes the women whom the characters, Jane, Maggie
and Catherine. become. All these girls are regarded as “wild” as compared to
the standards of Victorian society: they are interested in nature and spend a lot
of time outdoors, read about nature or observe the life of animals and can
successtully compete with boys.

As a result. the children’s literature to follow was interested in appealing
to both sexes and nothing could be more suitable for the purpose than animal
life. Animal tales, such as Anna Sewell's Black Beauty (1877) and Kipling's
The Jungle Book (1894) and Second Jungle Book (1895) are good examples
of literature that appealed to boys, girls and adults of booth sexes as well. This
tradition continued into the twentieth century with such memorable animal
stories like Beatrix Potter's The Tale of Peter Rabbit (1902) or Kenneth
Grahame's The Wind in the Willows (1908), while toys and stuffed animals
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glso became the characters in many stories, such as in A. A. Milne's Winnie-
e-Pooh (1926). The breakthroughs in colour-printing contributed to the
ess of such books; picture books and illustrated texts became more
umerous and quality was provided both by new technologies and the work of
% most capable picture book illustrators of the age, including Randolph
aldecott, Walter Crane, Beatrix Potter and Richard Doyle.
The end of the nineteenth century contributed to dissipating to a great
ent the tension resulting from a constantly shifiing balance between two
es: that of the didactic works and that of the imagination creations. The
poralizing, educational force of the previous works., whose concern was
sdagogical, had in view the imparting of "useful” information and it dealt less
ith morality than with adjustment to a necessary social code with strict
iscriminating rules. Although frequently sugarcoated in narrative or dialogue.
sch tendencies were rather far from the shaping spirit of imagination, which
dinarily embodies itself in children's games and rhymes, fairy tales, fantasy
es or animal stories. Lewis Carroll’s Alice’s Adventures in Wonderland
1865) marked the first great victory of the imagination in the era, as it was
designed for entertainment rather than self-improvement, aiming at emotional
expansion rather than acculturation. Carroll’s Wonderland, populated by
athropomorphic creatures, is the fantastic background on which Alice’s
dventures take place until the end of the dream — as it all seems to have been
out a dream. Composed by Carroll for the children of the Lidell family, the
sok was mainly meant to entertain a dual audience. Children were certainly
delighted by the abundance of fantastic issues in the story and by the numerous
Jittle nonsensical poems or songs, actually parodies of poems and songs that
were known by everybody, such as Twinkle, Twinkle, Little Bat - a parody of
Twinkle, Twinkle Little Star and many others.

Twinkle, twinkle, little bat!

How I wonder what you're at!

Up above the world you fly,

Like a tea tray in the sky.

Twinkle, twinkle, little bat!

How I wonder what you're at! (Carroll, 2008: 71)

Adults on the other hand were probably delighted to read the text and decode
the rather evident allusions to several political or cultural personalities of the
‘age: for instance, Bill the Lizard may be a play on the name of Benjamin
Disraeli. while the art critic John Ruskin, who came to the Lidell’s house to
teach the children drawing and painting appears in the discourse of The
‘Mock Turtle, as a Drawling-master. Carroll’s sequel to Alice’s Adventures
in Wonderland Through the Looking-Glass, (1865) employs themes and
settings that make it a kind of mirror image of Wonderland, and while the
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former draws on the imagery of playing cards, the latter draws on the
imagery of chess. Both books have been adapted several times. either in
combination or as stand-alones and the interest of the readers has never
faded away.

After Lewis Carroll, Edith Nesbit (1858 - 1924) is the best of the
English fabulists who wrote about children and like Carroll she was able to
create a world of magic and inverted logic that was entirely her own. Her witty
and intelligent prose style and the fantastic topics of her books, among which
many deal with magic. announce the success of the Harry potter stories that
were to come, while her horror tales definitely announce the future arrival of
the Stephen King style. Her new way of telling stories, along with Edward
Lear’s nonsense rhymes contributed in making literature for children more
flexible and more relaxed. Many examples of Victorian literature adopted an
authoritarian control over the children providing advice, guidance and the like.
but Carroll, Lear, Nesbit and many others refused to adopt a position of
authority, just as they refused to continue in the spirit of “boys will be boys and
girls should be girls”. Even if the didactic moralizing tendencies of such
creations was never completely abandoned, by the end of the nineteenth century
imagination was encouraged to flow freely, deprived of the previous
restrictions, so that the Victorian era came to be regarded as the "golden age of
children's literature™ and the Victorians are often credited with “(re)inventing
childhood”.

The 20" century marked a continuation of the same spirit: childhood
was regarded as a magic stage in the development of a human being, so that
writers like J. M. Barrie (1860—1937) dealt with stories on eternal youth and
children like Peter Pan. who refused to grow up and spent his never-ending
childhood adventuring on the small island of Neverland, or some others, like
Pamela Lyndon Travers imagined a fairy-like nanny called Mary Poppins
(1934) who “pops in” when childcare is needed. teaches the children lots of
things besides the usually expected ones and then “pops out” when instruction
is over,

Observing the numerous variations of literature written about and for
children, we realize that there are still many unanswered questions in the
attempt of defining children’s literature. Can it really be called a genre, when it
includes so many different types of writing for such a wide range of ages?
l.egends and romances, fairy tales, school stories, adventure stories, doll stories,
science fiction, picture books, teenage novels, animal stories, nonsense Writing,
poetry and plays have all a place on the list of the literature for children, but
they are frequently read by adults as well. Hard as it is to define, children’s
literature is now recognized as an important field of study. a fascinating and
rewarding subject both in itself and for the insights it yields into literature as 2
whole: as for the Victorians. they had an important contribution in promoting
and developing it.
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Abstract: The purpose of this paper is to look at the connection between water and
character evolution in Virginia Woolf (The Waves. The Vovage Out, Mrs.
Dalloway, To the Lighthouse, Between the Acts) and in Graham Swift
(Waterland, Learning to Swim, Last Orders, Ever After, Tomorrow). Issues
such as independence or escape may be related to water. The way water related (o
characters’ identity will be examined by taking into account the trends of Modernism
and Postmodernism as well as issues related to features of the lyrical novel (as
presented by Ralph Freedman and Karen Kaivola). There may be features which
indicate continuity between the two trends or an author may deviate from the trend
normally associated with his/her time.

Keywords: symbol, lyricism, Modemism, Postmodernism. epiphanies, death,
independence

1. Motivation

Water appears in novels by both Virginia Woolf and Graham Swift. It is
also present in some of Graham Swift's short stories. There are various
moments in character’s lives related to water, whether water is represented
by the sea, by the Fens or bv other form. Important moments due to certain
decisions or realizations take place while characters are close to the sea.
Due to certain situations, some characters may come to perceive the sea in
a certain way.

This paper’s purpose is to analyze the situations where water appears in
Virginia Woolf and Graham Swift, to find similarities and differences while
trying to relate aspects of characters’ dives to water, A significant issue is how
water contributes to character evolution considering the importance of the
moments when il appears into characters’ lives. Water may be present in
various moments in their lives, even to the end of life (sometimes just in
thoughts, sometimes in reality).

To what aspects of characters’ identity does water contribute?
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Water interacting with characters

Larsson (2005) notices about Woolf's novel To the Lighthouse, the sea 18

an as “a presence which interacts in various ways with the characters, shaping

ir thoughts and affecting their world view”. This observation may hold for

olf s other novels and also for Swift's.

According to Ward (2003), in Woolf's novel The Waves. “The ripples

ing, growing into Waves and culminating in dispersal on the shore suggests

= progress of the characters through life from childhood to maturity.”

Rhoda thinks the following about her life (the image of water. of the sea
slways present in her description of her view on her life): “1 am to be cast up
4 down among these men and women, with their twitching faces. with their
ae tongues, like a cork on a rough sea. Like a ribbon of weed 1 am flung far
time the door opens. I am the foam that sweeps and fills the uttermost
< of the rocks with whiteness: | am also a girl, here in this room.”

Rachel Vinrace in Woolf’s novel The Voyage Out goes on a trip
ards maturity, a trip which 1s connected with the sea, as she travels on a

to The Waves, in Waterland. the setting of the Fens remains
the whole story takes place. The setting can be seen, according
an Elephant. Writing from Within). like playing a
[most as important as a main character. but also like an
bs wet region: “...what is water. which seeks to
sake all things level, which has no taste or colour of its own, but a liquid form
 Nothing? And what are the Fens, which so-imitate in their levelness the
mtural disposition of water, but a landscape which. of all landscapes.
woroximates (o Nothing? [...]"Why are the Fens flat? So God has a clear

2 (Waterland}
Katharine in

Similarly
place where
Swift (in Making
sminant role, as it is a
.nce of setting, as it is a flat,

Woolf's novel Night and Day refers to her anger in terms
water, and to her becoming calm also in terms of water: “Her anger
amediately dissipated itself: it broke like some wave that has gathered itself
ich above the rest; the waters were resumed into the sea again, and Katharine
ance more full of peace and solicitude, and anxious only that her mother

tould be protected from pain.”
In Flush. A Biography,
5 drink. 1Us a frequent aspect in

the dog often talks about the water he receives
his life, and a necessary One.
In his novel Last Orders, “The sea is destiny, and is present in Last
Orders not just as a physical destination,” according to Swift himself, in
Making ap Elephant. Writing from Within. Most characters prove to have
‘yarious connections 10 the sea, in the form of memories. Swift goes on pointing
‘out about his aovel the following: “If Last Orders is about death, then it’s
bout death in order to be about life, or it’s about life getting in the way of
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Pamela Cooper, in her book Graham Swift’s “Last Orders™: A
Reader's Guide writes that, in a 1998 interview with [ewis Burke Frumkes for
the journal Writer, Graham Qwift was asked the following question: “What
does water mean to you?” He explained that for him it does “play some deep
part in our sense of the overall direction of life: where do we go 0, where do
we come from? The sea, in particular, 1 think, has always represented the
‘bevond’; what, if anything, lies beyond life.” In short stories like Seraglio and
Learning to Swim “it suggests mystery and the paradoxical connectedness and
alienation of human beings.”(2002: 9). In Waterland or Last Orders, “the sea
emerges as an image of unknown eternity, the primal place of organicism and
spirituality, of life and death”. According to Barry J. Fishman (1989), “water is
sometimes painted as an enemy and sometimes as a means of escape. depending
on the character's point of view. In Learning to Swim, i changes from a
possible enemy to a means of escape.”

Characters in Woolf have nol a fixed identity, but a fluid one. Tt is the
identity of characters in lyrical novels: not unitary. but multiple, as characters
have various aspects to their personality. not just one. Julia Kristeva called such
“subjects” as not having a consistent whole, a character in Woolf s novels being
a “subject in process”. For instance, Clarissa’s identity is split between death
and life (Otsuka Rena 2008).

2.1. Epiphanies

Related to To the Lighthouse, Larsson (2005) points out that “An epiphany
while being by the sea comes L0 Nancy. one of the Ramsay daughters, during
the outing in chapter X1V of The Window. Leaving the others for a while she
plays with a little pool of water on the beach. close to the sea. l.ooking at the
tiny creatures in it she feels gigantic, like a God able to bring darkness (putting
her had over the pool) and light (removing it) to millions of beings. While
doing this she looks out to the sea and becomes hypnotized by the simultaneous
feeling of vastness (in comparison to the tiny creatures in the pool) and tininess
(in comparison to the world).”

In The Voyage Out, Rachel has an epiphany, where she compares
herself with the sea:
«The vision of her own personality, of herself as a real everlasting thing,
different from anything else, unmergeable, like the sea or the wind, flashed into
Rachel's mind, and she became profoundly excited at the thought of living.”
(84). Richard P. Richter (1999) sees in this moment as typically modernist: it
assumed that the person would have all the layers of meaning that a religious
culture would confer. even an everlastingness; yet the vision was wholly self-
referential: all the depth and complexity of meaning was 0 come from within
the self and not from the encounter of the individual self with something or
someone of universal significance beyond the self.”
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Moments of connection between a character and the natural world

both Virginia Woolf and Graham Swift there are moments when a character
a connection with the natural world. In Woolf, such moments are linked to
hat she calls “moments of being”. meaning intensely experienced moments,
svelations, or epiphanies, which may be said to occur similarly in Swift.

Karl Jaspers® theory of the dissolution of the division between subject
d object may be used to account for situations when characters feel they arc a
of nature.

Such a moment occurs in relation specifically to the sea in Graham
wifl’s short story Learning to Swim. Paul finds himself trapped between his
sother and father, between water and land. If Paul manages to learn to swim,

gs father wins; if not, it is his mother who wins. When he finally manages to
swim, Paul goes away from his parents, “in this strange mew element that
eemed all his own”. It is due to water that Paul finds freedom. He realizes that
e can be independent.

In Graham Swift’s short story Cliffedge there is a character whom
comes to be seen as part of the sea. This character is Neil. the narrator’s brother
and also an “idiot child™. In the end, when the narrator cannot accept his brother’s
‘death (he had jumped into the sea, over the edge of the cliff). Neil is seen as
having literally become part of the sea. The narrator imagines that at night. he is
“alone in the boat. [ am leaning over the side looking at my line disappearing into
the water. | know that Neil is somewhere there in the depths and 1 will catch
him.” (157). Right from the start, Neil was “described in ferms of the sca”
(Fishman 1989). He was not afraid of the sea: he was never sea-sick and he could
catch lots of fish when the narrator and his father could caich none.

Morcover, in Swift, there are situations where characters feeling
estranged from nature are also alienated from themselves and their family. This
shows the importance of such a connection. which is something normal for
Swift’s characters, as it indicates thal they feel fulfilled and in harmony with
themselves and with nature. This is the case of Prentis in Shuttlecock. The sea
appears as an element in Prentis’ reflections on the subject. Prentis recalls a
period of pure bliss and fulfilment in harmony with nature: “[...] there was a
time even when the boys were small. when Marian and I used to make love,
quite spontaneously. in the open air - in fields, amid fems. in secluded parts of
beaches - when we went out at weekends™ (76). By the end of the novel, Prentis
is no longer alicnated from himself or from his family. from what surrounds
him. The novel ends with Prentis together with his family on the beach. There
are no longer tensions in his relationship with his family.

2.3. Independence. Escape

In Swift's novel Tomorrow, Paula Hook remembers the moments when her
twins learnt, “quite suddenly”, to swim: “[._.] you both quite suddenly learnt to

53




=

Trina-Ana Drobot

swim. First you, then Nick almost immediately afterwards, like clockwork. One
of those first-time and once-only moments of life. But I'd suddenly called you
*a pair of shrimps’. Why not “figsh’? Or ‘heroes’? | suppose it was the pinkness
and littleness. | suppose it was the way vou just jerked and scudded around
furiously but ecstatically in the shallows, hardly fish-like at all. 1 didn’t want to
think of you yet swimming out o 5€a. Shrimps.”

Similarly to Swift's short story Learning to Swim. in Tomorrow,
Paula reflects on how suddenly her children had learnt to swim, as if she were
thinking that they had grown up 100 fast and they’d leave her.

In Out of This World, there is a memory of a moment when Sophie’s
father believed that his daughter was going to drown and he went to rescue her.
In fact. she was not in any danger. However. this may be a sign of her father’s

_anxieties related to Sophie’s growing up, her becoming independent, her not
needing him any more as she would be able to take care of herself.

Sophie remembers: “We went down to Cornwall... 1 was supposed 1o
have nearly drowned there once, hut 1 don't remember. Just Harry rushing
suddenly into the water, ..., and grabbing me and carrving me up the beach. He
held me so tight... as if he didn't want to let me go. even when Mum wanted to
take me, and I cried. But 1 don't remember nearly drowning.” (1998: 52-3)
There is also another conflict ‘lustrated here, namely the fight of parents over
their children.

Rachel Vinrace's journey on the sca may be interpreted as a journey of
self-discovery and in her case as well the sea may be connected to issues of
independence (she moves towards maturity during her trip). Rachel Vinrace,
twenty-four years old, does not know much about life. Her aunt Helen will
teach her “how to live.” Compared to Swifi's characters who regard the sea as
connected to issues of independence, Rachel does not seem so much to wish for
independence. She is taught about life, yet her personal journey ends in death.
Patrick Dempsey (2007) states that during her voyage on the sea, Rachel “is
‘ntroduced to a few people without much interaction. Rachel’s character at
twenty-four is little described beyond that of a ‘person’. having virtually no
knowledge of men and the temptations of entering into a relationship with one.
Rachel Vinrace is simply not a woman yct. [...] As the voyage proceeds,
Rachel’s own transformation towards becoming @ woman progresses on a
minutely conscious level. The symbolic voyage of the book’s title starts an
inevitable clock going, every tick of which pushes Rachel a little out of her
‘person’. Rachel’s meeting with Evelyn and Terence Hewet make the
transformative clock tick louder and faster.”

One could argue that the sea. while offering independence, may also be
interpreted as offering escape. This is certainly the case of the boy in Learning
to Swim. Something similar happens with Rhoda in The Waves. As a child,
she is very sensitive, she experiences nightmare which are described by means
of water images, especially by using the sea. She tries to escape from “people
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ursuing, pursuing” and the sea offers her an escape by offering her
sace:“That is my ship. It sails into icy caverns where the sea-bear barks and
mlactites swing green chains. The waves rise; their crests curl [...] I can think
# my Armadas sailing on the high waves. I am relieved of hard contacts and
ollisions. 1 sail on alone under the white cliffs. Oh, but I sink. T fall!”

The escape is not disconnected from danger. similarly to Rachel’s
ayage. In Wooll's novels, the sea is seen as both peaceful. offering escape, but
so as dangerous and connected to death. The same can be said about Swift, as
sarents feel a certain danger about their children’s “escaping.” or becoming
dependent.

In Woolf's novel Jacob’s Room there is a scene at the seaside where
Jacob poes a bit far away from his parents and makes a decision of his own, not
5 let go of a crab, although the adults tell him to do so. He oo has a moment of
“escape” on his own in the sea:

Holding his bucket very carefully. Jacob then jumped deliberately and trotted
away very nonchalantly at first, but faster and faster as the waves came

creaming up to him and he

had to swerve to avoid them, and the gulls rose in front of ham and floated out
and settled again a little farther on. A large black woman was siting on the
sand. He ran towards her.

"Nanny! Manny!" he cried, sobbing the words out on the crest of each gasping
breath.

The waves came round her, She was a rock. She was covered with the scaweed
which pops when it is pressed. He was lost.

The feeling of danger to his “adventure” on his own comes %o an end, yet he
feels “lost”.The sca as dangerous also appears in the following passage in

acob’s Room: “The lodging-house seemed full of gurgling and rushing; the
cistern overflowing: water bubbling and squeaking and running along the pipes,
and streaming down the windows."What's all that water rushing in?" murmured
Archer. "It's only the bath water running away." said Mrs. Flanders.”

2.4. Death

There are moments where water and death are linked in both Woolf and Swift.

Swift’s short story Cliffedge offers such an example as Neil, until then
seen in connection to water, jumps over the cliff's edge into the sea and dies.
“Cliffedge” is a fictional name, the narrator’s invention, yet it suggests danger.

“Water as an image of a repository of the human spirit is repeated in
Mrs Dalloway where Clarissa remembers tossing a shilling into the
Serpentine.” (Ward 2003). Clarissa lives Septimus” death in her imagination.
She wasn't a witness and she didnt even know Septimus. Using her
imagination is a way to help her begin her reflections on death. Leaska, in The
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Novels of Virginia Woolf from Beginning to

experiences both fear and “urge toward death™ (1977
memories becomes significant when linked to what she has heard about
the Serpenting, never
larissa’s imaginings
and on the issue of

Septimus’ suicide: “She had once thrown a shill

death. and water is linked to death.

Septimus himself thinks of suicide while he is by the river. together with
his wife Lucrezia: «gyuddenly he said, “Now we Wi
were standing by the river. and he looked at it with
his eyes when a train went by, or an omnibus — 2

fascinated him.. o

According to Roger Poole (1978: 266). “Water
in something greater than the self. Water is the great forg
great lover, the oreat divine clement which makes all argume
ctrife unimportant. Water was the call to death itself”
Chemistry presents water as related to death and loss. Th
because his planc was lost in the Irish Sea. The narrator an
toy-boat while playing with it on the pond (the boat sank an
(Fishman 1989}
to his grandson what vitriol is:
he grandfather drinks it and

the father’s plane). The widea of treachetous water”

means of the grandfather’s words when he explains
«[ aurel water. Prussic Acid. Not for drinking” (144). T
dies (he commits suicide). The narrator dreams of his father, who appears wet and
. made a hole in the bottom of
" (146). referring to the
which he intended to
nd. As Fishman
thing important

covered in seaweed, telling him that his mother .-

the boat... so it would cink. The boat sank - like my plane
toy boat. In the end, the boy throws away the bottle of acid (
use of his mother’s boy friend, Ralph, t0 make him ugly) into the po
(1989) claims, “Water in its different forms has taken almost every

in the narrator's life.”

In Swift's novel Last Orders, the sea is linked to Jack’s death and to
his wish to have his ashes thrown into it. The idea of death connected to the sea
also comes about from Vic's memaories of his past (he served in the navy during
World War 11) while visiting the naval memorial at Chatham.
found the names of those who “have no grave but the cea’, as Swift mentions in
Making an Elephant. Writing from Within. Sw
“husiness, literally, 1s death, and during the war one of hi

corpses for that abrupt ceremony known, with its poignant verbal attempt 10

transpose two elements, as burial at sea.”

In Waterland, there is Dick Crick’s suicide b
There is also a ghost (the ghost of Sarah Atkinson), W
she returns to the water” (Making an Elephant. Writing
Rachel Vinrace from The Voyage Out dies after her journey on the sea,

which was also a journey of self-discovery.
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ecording to Patrick Dempsey, the “transition of Rachel’s being towards
anhood™.

Before her death, while she lies ill in bed. Rachel has a “reverie”, as
sger Poole claims

The heat was suffocating. At last the faces went further away; she fell into a
deep pool of sticky water. which eventually closed over her head. She saw
nothing and heard nothing but a faint booming sound, which was the sound of
the sea rolling over her head. While all her tormentors thought that she was
dead, she was not dead, but curled up at the bottom of the sea. There she lay.
sometimes seeing darkness, sometimes light. while every now and then
someone turned her over at the bottom of the sea. (1978: 266-267)

vole notices the ambiguity of the sea and its depth. which may mean both
sasure and resignation.

As he points out, Septimus has a similar “reverie”. while he is ill and
ing in bed: “Outside the trees dragged their leaves like nets through the depths
the air; the sound of water was in the room, and through the waves came the
pices of birds singing... Fear no more. says the heart in the body; fear no
por:.”’

Another similar reverie occurs to Delia in The Years, although she is
pot dying. Yet water appears in relation to a “borderland between life and
=ath:

The door opened, and the nurse came in. Delia rose and went out. Where am 17
she asked herself, staring at a while jug stsined pink by the setting sun. For a
moment she seemed to be in some borderland between life and death. Where
am |? she repeated, looking at the pink jug. for it all looked strange. Then she
heard water rushing and feet thudding on the floor above.

Eleanor has a similar experience when she is half-awake half-asleep, and water
appears in her thoughts:

A blankness came over her. Where am 1? she asked herself, staring at a heavy
frame. [...]What is that? She seemed to be alone in the midst of nothingness;
yet must descend, must carry her burden - she raised her arms slightly, as if
she were carrying a pitcher, an earthenware pitcher on her head. Again she
stopped. The rim of a bowl outlined itself upon her eyeballs; there was water
init[...])

Delia makes another connection between water and death during a later
reflection:“ls this death? Delia asked herself. For a moment there seemed to be
something there. A wall of water seemed to gape apart; the two walls held
themselves apart. She listened. There was complete silence.” Terrence reads
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Milton. The fragment echoes Rachel’s thoughts (especially the verse “Under the
alassy, cool, transhucent wave”), where once again death is connected to water:
“The glassy, cool, translucent wave was almost visible before her, curling up at
the end of the bed, and as it was refreshingly cool she wried to keep her mind
fixed upon it.”

Water is also associated to unpleasant moments in Rachel’s thoughts
and imaginings, as she lies in her bed:

She shut her eves. [...] The woman was still playing cards, only she sal now in
a tunnel under a river [. ..] In order to get rid of this terrible stationary sight
Rachel again shut her eyes, and found herself walking through a unnel under
the Thames, where there were little deformed women sitting in archways
playing cards, while the bricks of which the wall was made oozed with damp,
which collected into drops and slid down the wall. [i)
v
Another moment while Rachel lies ill in bed and connected to water has to do
. with a release from responsibilities: “On this day indeed Rachel was conscious
of what went on round her. She had come to the surface of the dark. sticky pool,
and a wave seemed to bear her up and down with it: she had ceased to have any
will of her own; she lay on the 0P of the wave conscious of some pain, but
chiefly of weakness.” _

This release from responsibilities, while being pleasant and peaceful,
also means death.

This can also be scen with Rhoda in The Waves: “Behind it roars the
sea. It is beyond our reach. Yet there 1 venture. There 1 go 0 replenish my
emptiness, to stretch my nights and fill them fuller and fuller with dreams. And
for a second even now, cven here. | reach my object and say. "Wander no More.
All else is trial and make-believe. Here is the end”.

Roger Poole regards a passage where Rhoda remembers her flight from
life (1978: 146-T), where the image of water predominates. as Rhoda’s “swan-
song”. “The imagery which flows through Rhoda’s meditations becomes more
and more world-weary, becomes more and more drugged with desire for
escape. for transcendence.” Poole continues to mention that this fragment
“ujves us clearly to understand, although it is not directly stated, that Rhoda. at
the end of her suffering, will commit suicide by water.”

The “death of personality in water experience” (Roger Poole 1978) is
described in Mrs. Ramsay’s thoughts in To the Lighthouse:

[...] it was a relief when they went 1o hed. For now she need not think about
anybody. She could be herself, by herself. And that was what now she often
falt the need of—to think; well, not even to think. To be silent; to be alone. All
the being and the doing, expansive, glittering, vocal, evaporated; and one
shrunk, with a sense of solemnity, to being oneself, a wedge-shaped core of
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darkness. something invisible to others. [...]Beneath it is all dark, it is all
spreading, it 15 unfathomably deep; but now and again we rise to the surface
and that is what you see us by. [...]There was freedom, there was peace, there
was. most welcome of all, a summoning together, a resting on a platform of
stability. [...]Losing personality, one lost the fret. the hurry, the stir; and there
rose to her lips always some exclamation of triumph over life when things
came together in this peace, this rest, this eternity; and pausing there she
looked out to meet that stroke of the Lighthouse, the Jong steady stroke. [...]

Lucy Swithin, in Woolf’s novel Between the Acts, has a moment where she
reflects while looking at the lily pool in the garden. In her reflections, the same
image of water as both comforting and linked to death appears:

Lucy still gazed at the lily pool. "All gone." she murmured. “under the leaves.”
Scared by shadows passing, the fish had withdrawn. She gazed at the water.
Perfunctorily she caressed her cross. But her eves went water searching.
looking for fish. The lilies were shutting: the red lilv, the white lily, each on its
plate of leaf. Above, the air rushed: beneath was water. She stood between two
fluidities, caressing her cross.

In Orlando, when the river freezes. as Ward states. “life and death are
intermixed. When the flow of the river ceases. life is suspended for natural
beings: 'birds froze in mid air’ and ‘shoals of eels lay motioniess in 2 trance’.
[...] However for the king and court a new life springs info existence. King
James draws inspiration from the sight of the bumboat woman frozen in the ice
and a carnival is arranged to “curry favour’ with his subjects. [...] When the
elt comes and real life resumes it is the gold goblets. furred gowns and
‘possessions of all sorts’ which are swept away. Those whe perish arc the ones
who drown ‘hurling themselves into the flood rather than let a gold goblet
escape them’. The release of the water frees the Muscovite ship and releases
Sasha but stultifies Orlando at that time still in his male incarnation.”

At some point, Ralph in Night and Day connects water with “futility
and oblivion™: “He rose, and looked into the river, whose swift race of dun-
colored waters seemed the very spirit of futility and oblivion.”

2.5. Memories

In Graham Swift, the sea scems very much connected to the characters’
memories. The question opening Cliffedge. "What is it about the sea that
summons people to it?" (149) points to the narrator’s return 1o “Cliffedge”,
where he used to bring his brother when he was alive.

In Swift's novel Last Orders, Jack's last wish to have his ashes thrown
into the sea are due to his memories of the place. His reasons. as Swift mentions
in Making an Elephant. Writing from Within,
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[...] have to do with Margate. [...] The four men who travel to Margate Pier
are drawn there by their allegiance to Jack. but also by the tug of their own
inner tides of memory and longing. When they arrive, one of them observes
that the sea actually smells *like memory tself. like the inside of a lobster pot.”
Even Amy, Jack’s widow, who mysteriously decides not to join the men on
their mission, absenls herself, among other reasons, for seaside reasoms,
seaside memaories.

The beach (and thus the sea) also appears in Prentis’ memories of happier days:
"[...] there was a time even when the boys were small, when Marian and 1 used
to make love, guite spontancously. in the open air - in fields. amid ferns, in
secluded parts of beaches - when we went out at weekends" (70).
Water is. according to Poole (1978), dominant in Rhoda’'s recollections
of the reality of her life (which means, in fact, a flight from life): “'Oh. life, how
. | have dreaded you,’ said Rhoda

[...IMy path has been up and up. towards some solitary tree with a pool
beside it on the very top. I have sliced the waters of beauty in the evening
when the hills close themselves like birds' wings folded. [...] 1 have sunk alone
on the turf and fingered some old bone and thought: [...] Who then comes
with me? Flowers only, the cowbind and the moonlight-coloured May.
Gathering them loosely in a sheaf | made of them a garland and gave them—
Oh. to whom? We launch out now over the precipice. Beneath us lie the lights
of the hemring fleet. The cliffs vanish. Rippling small, rippling grey.
innumerable waves spread beneath us. 1 touch nothing. | see nothing. We may
sink and settle on the waves. The sea will drum in my ears. The white petals
will be darkened with sea water. They will float for a moment and then sink.
Rolling me over the waves will shoulder me under. Everything falls in a
tremendous shower, dissolving me.

After this “swan-song” as Roger Poole calls it. Rhoda will commit suicide.

Karen Kaivola points out to ambivalences in Woolf. Woolf's lyrical
novels shape experience yel protect the self from a “hostile world”™. There is
even a “dissolution of boundaries between the perceiver and the external
world”.According to Genevieve Lloyd, a distinctive preoccupation of the
modern novel is represented by the concern with the inner contents of
consciousness, This is a feature of Woolf's style generally speaking. Aside
from its concern with ordinary experience, literary modernism is known as a
movement away from the conventions of nineteenth-century realism and toward
an aesthetic of self-conscious interiority. To express inner perception meant for
the modernists to describe moments of transcendent understanding, which
would ‘magnify an awareness of the self, a coming into being of the individual,
and an opening up of interior states of knowing” (Olson 3).
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Lies] M. Olson notices, in her article Virginia Woolf's 'cotton wool of
ily life,' that the work of Woolf illustrates both ordinary as well as the
xtraordinary” aspects of daily experience. Emotion is significant in Graham
vift's fiction, according to Jakob Winnberg; it is opposed to ‘the waning of
fect’ of postmodernism (Fredric Jameson 1998). Swift's fiction reflects a
ove from modernism to limited modernism to postmodernism (Winnberg).
maracters’ subjective thoughts and feelings trv to create a unified
derstanding of the world from the chaos around them.

In relation to characters’ identity, Woolf intended to show “the right
Hationship [...] between the self you know and the world outside.” (Letter to a
pung Poet, 1932). Freedman points out to Woolf's characters’ “enduring
gole with the facts” of their existence.

Conclusions

ater seems to contribute to the idea that identity in lvrical novels is fluid. The
age of waler itself is ambivalent, contradictory, just like the characters. It is,
oreover, linked to characters’ personality. Water is seen as both protective and
ple to bring death or loss for characters in both Woolf and Swift. The same
aracters who reflect in this way on water as both peaceful and dangerous are
gmbivalent in relation to life. Even as we think of water as a means of escape,
e meaning is ambivalent. as this escape may be an escape in the form of a
aceful daydream or in the form of an escape from this world that could end in
eath. Water means, when seen as a form of peaceful escape. a retreat into the
er world. The the experience is expressed in a Iyrical form.

The image of waler accompanies characters during various stages of
heir lives and during various moments of reflection.
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A Romanian View of Thomas Hardy and John Fowles’s
Reception in Romania

Marinela Lupsa
Universitatea _1Decembrie 19187, Alba Iulia

bstract:. The writers who have constituted the focus of the present paper have been
ll-known in Romania; the novels that have been discussed in the paper have been
ranslated into Romanian. Thomas Hardy and John Fowles represented the subject of
many reviews, articles and introductions which have appreciated their merits. The two
iters were acknowledged in Romania as talented writers at a time when they were
very disputed in their native country. These writers have been introduced to the
‘Romanian reader not only via translations but also via critical studies which have shed
Yichi on the novelist's merits. Critics like Dan Grigorescu. Vera Calin or Garabet
braileanu have discussed the tragic elements of Thomas Hardy’s fiction as well as the
writer's view of fate. They have focused on the tragic dimension of Hardy’s work
which derives from the discovery of the cosmic impassibility towards human suffering,
from the pessimistic understanding that history if sometimes shaped by accident and
-hance, from the discovery that man’s life is shaped by forces over which he has no
ontrol. Other critics, such as Octavian Soviany, lleana Galea and Dan Grigorescu
have pointed to the posimodern characteristics of John Fowles's literary work; they
have presented Fowles's novels as meta-narratives, have looked into the multiple
-ndings of The French Lieutenant’s Woman, have dwelt on the way in which
Fowles constructs his characters and have explored the manner in which the British
writer approaches tradition. Thomas Hardy and John Fowles renounce personal
sxperiences in order to gain some universal insight into the nature of mankind an
an relationships, convincing the reader that man is a moral being with a conscious
_ with responsibility to himself and to the others.

v words: reception, Hardy, Fowles, novel, Romanian version.

We should mention the efforts made by critics to acquaint the Romanian
ceader with the two writers. Hardy was a writer well-known in Romania.
Consequently, a number of Romanian critics had commented on his works at
& time when in England Hardy was a very disputed writer. Garabet Ibraileanu
oublished an article about Thomas Hardy in 1925 in Viata Roméneascd,
rticle which was afterwards included in the volume Seriitori roméni si
striini and which saw the light of print in 1926. Garabet lbriileanu’s aim was

‘o recommend Thomas Hardy to the Romanian readership, to point to what he
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calls a rare fountain of intellectual pleasure. Ibrdileanu’s comments have a
general character, trying to acquaint the reader with Hardy's literary work,
The Romanian critic tries to offer the reader a general image of Hardy’s work,
which he read in French translations, pointing out Hardy’s favourite
background. the Wessex county. Ibraileanu regards Hardy as a complex
writer, who can be compared only to Balzac in his diversity. In Ibraileanu’s
opinion. this is due to Hardy’s psychological analysis, to his objectivity as a
writer and to the nature of his composition which is diverse from novel to
novel. The Romanian critic argues that in spite of the fact that Hardy sticks to
a certain milieu which he presents in detail, the writer is not a social or a
regional novelist. Hardy's novels are psvchological since they focus on a
conflict between and within the human souls. a conflict which always has a
tragic end. Ibrdileanu focuses on the recurrence of fatality in Hardy’s work: he
calls Hardy “the tragic poet of fatality,” since. as the critic writes. fatality
permanently pursues the characters and destroys them. Ibraileanu argues that.
in Hardy's work, the intervention of fatality is carefully prepared by the
writer: we. as readers, come to expect, to fear the appearance of something
bad. of something terrible; but according to the Romanian critic, the writer
who manages to instill in us the fecling that nature is wicked, is the poet of
fatality.

Garabet Ibraileanu regards Hardy as a novelist. who was a creator and
not an essayist. His novels convey a certain meaning, not because Hardy had
in view a certain purpose or wanted to reinforce a certain thesis; the
significance of Hardy’s novels is the significance that human life has, the
significance which becomes obvious for the person who looks at it, aware of
its tragic dimension. As a result. cach and every novel has a similar
significance, which would be a flaw if the significance of his novels were an
idea or, thesis.

The critic points out the fact that Hardy filters life and chooses the
essential and characteristic elements; he filters life not through the sift of ideas,
but through the sift of a temperament which concentrates everything. Life is
purified of significant aspects so that the tragic dimension of existence should
be rendered more powerful. Ibriileanu focuses on the essence of Thomas
Hardy’s literary work:

With regard to Thomas Hardy, life doesn’t hit a dam of ideas and conceptions,
that abstractize schematize, wither and lessen it. Life enters freely and straight
into it — and it enters in waves — getting, through the isolation of the banal, all
its tragic meaning. Hence, firstly the big poetry of his work. Hence, secondly,
the rare character of his work: a bright plasticity (because life is an admirable
fireworks) and a feeling of the tragic fatality (because life is painful, as the
Indo-European race felt it, as a proof of its two big religions). {Ibriileanu
1968: 349-50- L.n)
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& Romanian critic concludes his essay by emphasizing once more Hardy's
eristics as a novelist, the greatest novelist of those times and one of the
'novelists of that period, in Ibriileanu’s opinion.

In 1965, Vera Cilin wrote a preface to the Romanian version of Thomas
“s novel Jude the Obscure; Vera Cilin is also the translator of the book.
 starts by pointing to the unfavourable response of British critics to Jude
f Obscure. It was due to the fact that Hardy had thrown an unfavourable
B on a social mechanism which was not only unjust but alse hostile to man.
pmas Hardy dared accuse society of Jude’s tragedy and this could not have
b tolerated by conservative critics. Using black humour. Hardy mentions in
‘preface to Jude the Obscure, the fact that the novel was bumnt by a bishop
@ was probably disappointed that he could not burn Hardy himself Written
 very troubled time in Hardy's life, Jude the Obscure denounces. as Vera
argues, the absurd legislation of marriage which is responsible for the
B of noble people. Such an indictment brought sbout the anger of the
glican church and the religious institutions which were meant to defend
mality, i.e. the hypocritical prudery which, in the Puritanical and conventional
Etorian period, had become a tool used to oppress and to punish anv attempt
gaining independence at a moral level. Vera Calin mentions some of the
practeristics of Hardy’s work presented in the preface to the Romanian
psion of Tess of the d’Urbervilles. Vera Cilin elaborates on the novelist's
on destiny, on the Wessex he placed at the intersection of a traditional

id and a capitalist society which no longer had time for rituals and
gitions. The critic traces Hardy’s evolution to the stage st which he indicts, in

e the Obscure, not a transcendental force but a social order in which

lage is just one aspect among many others. Vera Calin touches on the

Btors which render Jude a failure; she comments on the way Hardy presents

's childhood, pointing out the fact that, compared with other writers who

ln;:- in their literary work the theme of childhood (Charles Dickens, Mark
ain or lon Creangd), Thomas Hardy is the omly ome who attributes to

huud that strange maturity exacerbated by the acute feeling of a world

ongly shaped. The Romanian critic argues that Jude is too mature for his age

id that his remarks are not compatible with the mentality of an eleven-year-old

: “Growing up brought responsibilities. he found. Events did not rhyme

j te as he had thought. Nature's logic was too horrid for him to care for. That

ercy towards one set of creatures was cruelty towards another sickened his

ase of harmony™ (Galea 1981: 9).

Vera Cilin also writes about the way Thomas Hardy conceived his

racters. In the critic’s opinion, Jude is not a complicated character; Jude is a
acter who is conceived dually. One notices a double determination in his

jaracter which takes him in opposite directions. There is, first, that Jude who

peaves and cherishes the dream of Christminster, the dream of a life dedicated

@ humanism and missionary work since, in the mind of the farmer’s child.
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Christminster is the place where religious vocations are accomplished, and the
natural destination of any kind of serious study cannot be anything else but
predestination. There is another Jude tormented by carnal passion, who easily
gives in to temptation and vice. The two souls which live in Jude’s bosom find
their external manifestation in the two women who shape his destiny: Arabella,
a sensual. trivial woman who both attracts and rejects him; and Sue, the cercbral
woman in love with ideas who also lives a duality which brings about inner
tragedies. The Romanian critic points out the features that particularize the two
women. Arabella belongs to the animal level of existence and most of the time
she is presented against the background of animal world (the washing of the
innards of hogs). On the contrary. Sue demands a sublimation of feelings, a
thing which is not easy for Jude, but which he finally accepts because it meets
one of the two calls that Jude experiences, namely the one he considers
superior. If the two female characters were so antithetical. Arabella standing for
profane love and Sue for sublimated love, the novel would become, Vera Calin
argues, a schematic one. In reality, Sue oscillates between a life of pagan
fullness and a spirituality severed from terrestrial bonds, as it is evident in the
episode of the ancient gods marbles bought by her and introduced in a religious
establishment. The two women feed a permanent conflict in Jude’s heart, a
conflict between earthly and spiritual fulfillment, a conflict which is made
manifest through symbolic actions like Jude’s pagan kneeling in front of the sun
which he salutes with Horace’s lines. or the burning of religious books after his
aunt’s death.

Vera Cilin also writes about destiny which takes many forms in Hardy’s
novel: we come across the biological fatality which bursts out in Jude’s
temperament which is dominated by eroticism and is unable to defeat its
demons: despite the fact that he theoretically opposes naturalism and denies 1t
by the poetic way in which he conceives his conflicts and moulds his
characters. Thomas Hardy is nonetheless a naturalistic writer when he describes
the catastrophes brought about by such temperaments, feeding his pessimism on
the acknowledgement of biological fatality. Naturalistic is also the acceptance
of the disasters entailed by heredity; the relationship between the two cousins is
doomed due to the curse represented by the enmity between the two families
and the individual's inability to bear the yoke of marriage; it is a tragic
predetermination added to the tragic note deriving from Jude's failure, a
character crushed by forces pertaining to the social order. The Romanian critic
concludes that the entire episode of the family catastrophe meant to be a
symbolic representation of tragedy brought about by the modern condition,
because the unfolding of events, the inner logic of the protagonist, the
atmosphere of the novel, all lead towards a tragic ending in which destiny
becomes the emanation of a society which crushes the pure and the worthy.
This type of tragic ending is the outcome of social factors. The critic regards
this evolution in Hardy as a natural one, since, writing in a period of violent
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scial clashes, he was bound to feel the omnipotent force of social determinism
thich blindly crushes the individual.
) After the publication of the third edition of the Romanian version of
ess of the d’Urbervilles (version accomplished by Eugenia Cincea and
Catinca Ralea), Vera Cilin wrote an introduction to that version, in which she
scused on the tragic dimension of Hardy's novel, a thing which denies all
scories about the death of the tragic in the modern culture. The critic argues
hat. on the existential level, Hardy’s tragic note stems from the discovery of
cosmic impassability towards human suffering. from the pessimistic
aderstanding that history is shaped by accident and chance. In Calin’s point of
yiew, Hardy’s pessimism derives from a number of circumstances specific to
e England of the late 19® century. Among such circumstances. one could
sotice the emergence of a certain kind of relations characteristic of modern
adustrial society in the patriarchal rural life. This was the world Hardy knew,
world he discovered in the Wessex county, which even in a century of
adustrialization was still characterized by secular features: this was the world
3 which Hardy was bomn and grew up. Vera Calin presents this world in warm
erms, a world in which customs were observed at the end of the nineteenth
entury. She appreciates Hardy as masterful painter of cities: cities influence
the characters’ lives as in the casc of Jude the Obscare, where the city of
“hristminster is more than an environment, it becomes & decisive force; the
hitect’s vision can be spotted in the images created by the novelist;
bharacters sometimes define one another by means of similes which correspond
s architecture. The Romanian critic gives ample space to the importance of
ture in Hardy’s work; she is of the opinion that even when he wrote prose,
Hardy was essentially a poet, this being seen in the fragments in which Hardy
ribes nature: “Hardy a evocat natura firesc. cu acuitatea senzoriald a
dranului, fard afectatie si fari exaltare, fira mai ales s3 literaturizeze.. Natura n-
fost pentru el obiectul unei nostalgii, cadrul unui refugiv. cum se arata afi
entru atitia scriitori citadini”™(Calin 1972: IX).
Vera Calin writes about the presence of nature as a structural principle;
ghe argucs that any rural community is dominated in its daily life by the forces
of nature (the sun. the rain, the wind. the snow); they become realities in the
wvistence of characters whose main occupation is agriculture. It was against this
background that Hardy portrays his characters who live violent passions, who
ignore conventionalism. Thomas Hardy prefers ordinary people who are
capable of strong devotion, of generous feelings: his most illustrative characters
peasants, farmers, hands. Faced with the fundamental circumstances of
sman destiny, love, hatred, death, Hardy’s characters were conceived 1n a
soetic manner. Such a vision leaves little room for strictly individual features or
for psychological analysis.
On the publication of the third edition of the Romanian version of Tess
f the d’Urbervilles, Dan Grigorescu published a short review of the book in
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which he focused on the factors which contributed to the success of the novel in
Romania, pointing to the popularity of Thomas Hardy's novel in our country. In
Dan Grigoreseu’s opinion, Tess's story should be related to the tradition of
sentimentalism which took it over from Romanticism. The theme of the
innocent girl seduced by her lover, who faces her destiny with dignity and who
preserves her purity, was introduced by Hardy in the modern novel; neither did
the opposition between honesty and hypocrisy, between innocence and
cynicism emerge with Hardy; nor was the idea that the simplicity of country life
cures all evils that lurk in the city; not even the plot makes the novel an
important book published at the furn of the 20™ century. Grigorescu points to
the great innovators of the time: Henry James and Joseph Conrad: it is in the
lyricism of the novel that the book’s greatness should be looked for, in the
critic’s opinion.

The Romanian critic addresses the issue of the novel's obscurity. an
issue so much discussed by literary critics. In his view. the novel can be read
and enjoyed even without a decoding of the allegories in which the novel
abounds: “Nu e, desigur, nevoie sa se stabileascd intelesul exact al masinii de
treierat sau al accentului nordic din vorbirea mecanicului) doud dintre alegoriile
la care se referd constant exegelil carfil) pentru 2 intelege drama eroinel
principale”(11). The critic emphasizes the characters’ tragedy which can be felt
despite the simplification in portraying the demonic character or Angel’s low
relief. Dan Grigorescu concedes that the novel might be viewed as Thomas
Hardy's most impressive tragedy all the more so as the main conflict ocecurs
between an inimical destiny and the will to oppose it. The Romanian critic
praises Hardy's simplicity of style in dealing with a tragic theme, the
emergence of love. the fragility of the human being. blind human justice. death,
despair and punishment. Dan Grigorescu concludes by writing:

And, what seems to be a sufficient expalnation of the resistance of the novel,
of the interest with which 1t welcomes the modemn reader, the love story
(although the ending is predictable for the one who knows how deeply rooted
is pessimism in Hardy's prose) 1s of a concentrated dramatism, dense and it
demonstrates that no sacrifice it too big for a man who really loves. In fromt of
such a generous conclusion, any conventionalism is forgotten. {Grigorescu
1982: 11, t.n)

With regard to John Fowles. lleana Galea published in 1981 an interesting
study on his experiments in the field of the novel: she focuses on The French
Lieutenant’s Woman, but points out the fact that all his novels are original
metaphors in which reality is sublimated. The critic focuses on the way in
which Fowles built his novel; she points to the way in which past and present
are related in the novel all the more so as Fowles believes that one cannot create
a novel depicting a certain epoch unless one relates it to the contemporary
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orid. Finding similarities between two historical epochs as well as the
flerences between them by a contemporary observer justifies Fowles's
mical attitude. He has fun realizing that phenomena are reversible; Victorian
alitics, ideologies and conducts are related to contemporary phenomena:
ories, the atomic bomb, Albert Camus’s philosophy. John Fowles tends to
heve that the epoch beginning with F850 was to a large extent existential in
ams of personal dilemmas, The critic regards Fowles as another Laurence
erne who is not interested in the way in which involuntary memory works but
the way in which the events of the world unfold against a background of
anence and discontinuity.

What the Romanian critic regards to be the backbone of Fowles’s novel
the author’s intrusion by means of comments. These comments do not have a
idactic note but are meant to be a very refined conversation with the reader, an
servation which is at times amusing, in the manner of Fowles’s masters:
ackeray and Dickens. lleana Galea identifies one of the merits of Fowles's
Bk

This novel has the merit to re-establish in its rights an ignored narrative
method as being .traditional’, a method in which it is blended in a subtle
dosing, the commentary upon the epoch and characters, the co-ordinates of a
philosophical vision and the elements of a theory about the novel. The savour
is given by the ironical attitude discovered by the writer in the traditional
British novel from Jane Austen to Joseph Conrad and where the creative spirit
of John Fowles is rediscovered in his congenial medium. (Galea 1981: 52, t.n)

Recarded as an essay on novel writing, The French Lieutenant’s Woman
onsists in applying the theories that the author comes up with to the very
ictional substance of the work, in the manner of Henry Fielding or, in the 20
entury, Aldous Huxley. Suspense, sensational happenings, the crumbling o
marriage or inheritance hopes are still employed by Fowles.

The Romanian critic also presents the wav Fowles conceives his
gharacters, emphasizing the writer’s views on the so-called full-freedom of
gny creator. Fowles believes that, once created. the characters gradually
gchieve independence so that in the end the writer can no longer control them
according to his will. In this respect. a writer can be seen as “the freedom
which allows other freedoms to exist”. John Fowles believes that a writer
must take into account the characters’ will to decide and to act in keeping with
their own autonomy and identity. Tenets of this type make the writer come up
with three endings to his novel and with many intrusions in the narrative.
Fowles steps in the novel in key moments under the guise of the writer who is
confronted with problems related to the construction and development of the
plot, having to choose between modern and traditional alternatives. In Galea’s
view, the writer’s presence does not destroy the illusion of verisimilitude, as
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long as his existence is taken into granted: “Creatia literard nu este altceva
decat afirmarea pe plan artistic a unei tendinte intrinsece spiritului uman,
aceea de a transforma in fictiune istoria existentei sale individuale™(Galea
1981: 53).

The critic concludes her study by emphasizing Fowles’s merits as a
novelist: the fusion between a novel about the condition of the artist in the
process of creation and an exciting plot, up to a moment. around traditional
events. [leana Galea also points to the reader’s role in the novel, the reader
being not only a witness to the writer’s dramatic efforts in the process of artistic
creation, but becomes he himself a creator.

Another Romanian critic. Octavian Soviany. published an article
entitled Fowles, magicianul, in which he focused on the postmodern character
of The French Licutenant’s Woman: the critic speaks about this novel which,
in his opinion, takes almost to perfection the postmodern narrative. Soviany
meations the postmodern features the novel evinces, among which the parodic
character of a novel with a traditional structure, narrated by an impersonal and
omniscient narrative voice. From this perspective, The French Lieutenant’s
Woman juxtaposes the conventions, distorted to the point where they are
annulled, of the Victorian novel and the place of the proper plot will be taken
by the adventure of the novel itself: it happens because, in spite of preserving
the perspective of the creator as a god, Fowles’s novel shifts the stress towards
the dynamic character of the creative act which develops by defying all
narrative conventions.

Octavian Soviany points to the levels of Fowles’s novel: he argues that,
if at a surface level the novel deals with the problem of freedom and human
truthfulness in a world suffocated by prejudices, at a deeper level, and viewed
from a different angle, Fowles’s book is a metanovel. whose subject is the
history of the novel, confronted with its own forms of expression. Soviany
mentions Dan Grigorescu who had also commented on the meta-fictional
character of Fowles’s novel: this metafiction which systematically draws the
attention upon its status as an artistic work, with a view to raising questions
concerning the relation between narration and reality. also points to the writer’s
vearning after totality. The postmodern writer gives up on the modernist
attempts at expressing the hidden unity of things, because he realizes that such
an approach is only possible in literature. The critic regards the novel as a
history of novel-writing in its mutations but also a fascinating Victorian story
which portrays heroes whose ambiguous nature finds its expression in the fact
that they act in keeping with their own logic, choosing their destiny. The
ambiguity is, in the critic’s opinion, the effect of the yearning after totality, of
the modern writer’s tendency to juxtapose the world as literature and the
literature as world, in a kind of synthesis; the critic focuses on the tension
existing between fiction and reality which is solved to the detriment of the
world of objects:
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is solved here to the detriment of the

The tension between fiction and reality
objective universe subjected fo a permanent de-creative process and, from

this point of view. the three endings John Eowles suggests for his novel
speak not only about the aspiration towards universality peculiar to
postmodernism, but also about a certain Je-creative dimension of the
postmodernist narration. So. the endings in The French Licutenant’s Woman
do not represent only the dynamating of the narrative conventions specific o
the novel but. much more than that, they confirm the triumph of the possible
upon the real, it finally represents, onc of the means with the help of which
the .spraying’ of reality that equally characterises modernism and

postmodernism. (Soviany 1996: 3, o)

: es on the differences between modernism and
smodernism, arguing that, while the modern spirit feeds on dissonances and
soonisms, aspiring towards a totality which turns out to be beyond its
Fres. for the postmodern writer the de-creation of the world of ebjects is the
requisite of a totality understood only as a mere projection of the artistic
sination which is closer 10 playfulness than 10 the ambitions of a
aphysical order cherished by modernism. As a result, Fowles’s novel which
- at making reality lose is objective character by means of literature.
nstitutes, in the critic’s view, a perfect model of postmodern narrative,
wealing in its author a prose writer whose Vvirtuosity baffles one, having
mething of the ability of a magus. From this perspective. the novel has
smething from the polyphony of a marriage. One gets the confirmation of the
ic. namely, the triumph of fiction over reality.
Dan Grigorescu wrote the afterword to the Romanian version of The
.nch Lieutenant’s Woman. translated into Romanian by Miocara Tapalaga.
. rnist features of Fowles's work, on the
pultural context ‘1 which he emerged. Dan Grigorescu begins by trying to place
fowles in the English literature of the second half of the 20" century; it calls for
revaluation of the development of English literature after World War 11 and of
. status of the British writers who emerged in the 60s and 70s. Grigorescu
have realized that they were in a position
in America, for example:
‘the British writers did not stop believing in their tradition, which had an
‘ambiguous relationship with the European one tradition which they never

ignored, despite the fact that it represented the subject of many controversies.
background which constitutes an

and a complex relationship with the other speakers of
and their mentality. There was a time when the
-fluenced by the English; now. the English are

Romanian critic also focus

influenced by the Americans, asserts Dan Grigorescu.
The critic elaborates on the cultural context of postwar England when
to reinterpret artistic expression, refusing any kind of
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political ideology. As a result. in the cultural atmosphere of the 60s. it was not
easy for English writers who supported a literature which aspired towards the
‘nnovations of the American novel, to get into the limelight. In the 60s, most
English writers regarded experimentalism as a trend going along the lines of the
experiments of Joseph Conrad or Henry James; from such a perspective, critics
would see no major difference between Angus Wilson, Iris Murdoch, John
Fowles. William Golding or Lawrence Durrell. All of them were studied under
the title “Versions of Reality,” a label belonging to Christopher Butler to whom
the critic refers. It was later that the term “postmodernism” was introduced and
applied to prose which “expresses the conviction that realism fails to explore a
huge field” and “comes up with various hypotheses with regard to what
constitutes reality.” according to Alastair Fowler whom Dan Grigorescu quoles.
According to this, one might detect similarities between novelists so different as
those mentioned above: they are convinced that in literature, the imitation of
reality is ‘nsufficient and leads to doubtful results. The character is no longer
the centre of the narrative construction. Fowles's novel has been compared to
Durrell’s work, because this novel shows a concern which had characterized

B The Alexandria Quartet, the new attitude towards sexual life. Published at a
time when the feelings towards the sexual and political freedom had reached a
climax, but placed around the year 1867, the novel questions the freedom of the
60s in the 20™ century and the severe attitudes of the Victorian period a century
before: “Romanul evocd in chip convingétor atmosfera acelor ,certitudini de
fier’, a conventiilor rigide. a emotiilor reprimate; si, in acelasi timp.
reactualizeaza unele modalitati caracteristice ale paratiunii victoriene(mai ales
pe cele ale romanelor lui Hardy, s-a spus)”(Grigorescu 1982: 543).

The Romanian critic focuses on the reception of The French
Lieutenant’s Woman and points to the factors that contributed to the success
of the novel: the reworking of traditional techniques. the skillfulness with which
Fowles handles a conventional plot, the triangle represented by Charles,
Ernestina and Sarah, the polemical aspects of the novel among which the
attacks against Victorianism. Dan Grigorescu differs from critics with regard to
Sarah’s role in the novels: “dar e greu sa se acceple ideea ci rolul ei ar fi numai
acela de a se impotrivi prejudecitilor victoriene, felului in care filistinismul
secolului trecut stabilea locul femeii in societate si inflexibilele ei obligatii
morale: ar insemna sa se restringa prea mult campul de semnificatii al cartii”
(Grigorescu 1982: 549)

The Romanian critic agrees that Sarah is the writer's mouthpicce; she
knows how to use Charles’s feelings, how to use his devotion to save herself
from the grey life to which she had been condemned by the Victorian society:
guestioning the values reinforced by society, she comments on them from a
perspective identical to Fowles’s own bookish observations.

The critic gives ample space to the writer’s concerns with experimenting
with different forms of narrative: he refers to Randall Stevenson who focused
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he fact that Fowles did not only criticize the society of the 19" century but
examined its rigid conventions in the field of the novel; it implies both an
bvsis of the literary art of the Victorian period and a discussion of his own
¢s on the novel, views presented in the texture of the narrative.

Dan Grigorescu makes reference to the ambiguity of the character's
re; this ambiguity is achieved in Fowles's novel by means of the writer's
ect intervention (like in Thackeray’s Vanity Fair) or by revealing its auto-
ermination. Although the characters in The French Lientenant’s Woman
E nothing but fictions created by the writer. although they only existed in his
d. they are given the right to move in keeping a logic of their own and fo
ose their own destiny.

Dan Grigorescu reveals other similarities between Fowles and Durrell:
the latter had multiplied the possible versions of reality. Fowles multiplied
pse of a plausible ending. The critic argues that the solution of the open
ding is not new, since Kipling used it already in his 1981 novel The Light
Failed, where only two possible endings are offered. The device of the
en ending has been used by English writers, but. even in the writings which
snosed vehemently the traditional conventions, the modermisis could conceive
f reality only as a unitary world which they wanted o imitate. The critic
plarges on the features of postmodern prose which apply # Fowles's literary
ork as well; in this way, a postmodern work is characterized By a marked self-
alysis; it emerges as a linguistic construct which inwestigates itsclf as
nguage, in other words the text defines itself as a peculiar expression of a
ecific system of meanings, as a construct which says semething about the
ocess of creating meaning; instead of claiming that it speaks or illustrates a
orld of phenomena, the postmodern text regards itself as 2 primordial reality.
Bne would add to these views Patricia Waugh's views about the concept of
afiction which has become dominant in the comtemporary novel. This
foncept cannot be casily used at a theoretical or critical level due to the
Sifficulties encountered in identifying self-consciousness in postmodern
feraturc.

According to Patricia Waugh, metafiction 1s a term used for that kind of
fiction which is self-conscious and which svstematically draws attention upon
s own status as an artistic product with a view to raising questions related to
he relation between [iction and reality: she also wrote that. starting with the
&60s, the novelist tended to become more aware of the theoretical problems
Snvolved by the narrative construction; as a result, their novels tended to
‘achieve the dimensions of self-reflexiveness and uncertainty with regard to
form (551). In Grigorescu’s point of view such a definition is ambiguous; he
‘writes that in English the opposition between fiction and reality is much more
wbvious than in Romanian. The critic wonders how Waugh would define a
ictional writing if the very relation between reality and fiction is the main
concern of such a writing. Grigorescu points to another shortcoming of
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writing draws attention upon the

Waugh’s definition, i.e. if a metafictional
reality it has created with a view to raising questions related to the relation

between fiction and reality, the whole issue shifts to the realm of “intentions”
which might have nothing 10 do with the text’s self-consciousness as it is

perceived by the reader.
In Grigorescu’s opinion. John Fowles di

sregards the modernist conventions:

of the .annulment of the incredible’ in

other words of ,veracity’, an essential code for the modernist writer; but, at the
to eliminate in any way the refential

same time, his novel doesn’t even Iry

precision of language, equally important for the modernist writer. This is
because, just like other writers in the last few decades, he is not indifferent
whether he establishes or not an intelligible communication with the reader.

(Grigorescu 1982: 552,1.11)

Fowles deliberately ignores the code

Dan Grigorescu points to a certain gradation in terms of the importance of the
roles the characters enact; this hierarchy is very clearly communicated to the
reader. The critic argues that in a novel dominated by the obsessive analysis of
the individual’s conscience, as is the case of the contemporary novel, the hero is
a kind of detective who never solves the crime because he himsell might be &
criminal.

Regarding the three endings of the novel, Dan Grigorescu writes that the
third one fits best the theme of the novel, that of the individual’s liberation and
of contesting conventions. This emancipation 15 suggested by the evolution of
the way in which the author himself is presented, from the image of the novelist
who “stands next to God (chapter 13), to the image of the omniscient:
omnipotent Victorian God (chapter 55), and to the image of the Frenchified
impresario who makes a small adjustment to the time as if to dismiss from the
universe of fiction the possibility of the second ending: he leaves the scene i
the landau, allowing things to unfold freely.

The Romanian critic concludes his study by presenting the merits of the
novel: “o carte plina de strilucire cu un fundal istoric desenat cu minutie si pe
care sunl proiectate personaje misterioase, stranii. O povesle de dragoste

delicatd. poeticd, 0 constructie epicd de un incantator lirism”(Grigorescu 1982
555).

The two writers have dealt with the problematic character of the humas
situation through which man is confronted with alternatives on the basis of
which he can project his life. Thomas Hardy and John Fowles presented worlds
in which fulfillment is fused with failure: they renounced personal experience
in order to gain some universal insight into the nature of mankind and hu
relationships, convincing us that man is a moral being with a conscious ain
with responsibility to himself and to the others.
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Ahbstract: The paper will deal with portraying the parallel between Shakespearean
plays and Joyce's Ulysses and also interpreting various Shakespearean sy mbols within
the novel's chapters. Parallels will be made between Hamlet & A Midsummer Night's
Dream and Ulysses. And finally, the paper will also focus on the theme of paternity in
Ulysses, but in relation with Shakespeare's Hamlet.
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Introduction

This study will deal with portraying the interwoven Shakespearean texts in
Joyce’s Ulysses and also interpreting such themes within the novel. The focus.
however, will be placed on Hamlet and A Midsummer Night’s Dream. And
such a process cannot be successfully conducted without a brief explanation of
the concept of intertextuality. In order to shed light on the notion of
intertextuality, we will turn to Roland Barthes™ theories:

The intertextuality in which any text is apprehended, since it is itself
the intertext of another text, cannot be identified with some origin of the
text: to seek out the “sources”, the “influences” of a work is to satisfy the
myth of filiation; the quotations a text is made ol are anonymous,
irrecoverable, and yet already read: they are quotations without quotation
marks.(Barthes 1989: 60))

The upper quotation is Barthes™ definition of intertextuality, as he
explains, the so-called master-text is formed out influences from other texts.
and these influences are similar to small excerpts taken out of a text, but
without using quotation marks. Therefore, the ideal text for Barthes would be,
as we have already mentioned. one constructed out of citations without citation:
marks, in which each indecisive counterpart would function as a “mouthful o i
good wine”(Worton & Still 1990: 114) where the mouthful of narrative is:
perpetually in motion. Thus, if the text is fictive, it does not mean that it is
searching for the lucidity of the meta-text, but the altering nature of the
quotation. Michael Worton and Judith Still declare in their study on
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xtuality, the Barthes chapter. that in uttering meta-textual claims the
jthmological rule of the novel instantly fictionalises those claims. In this
cocedure, the intertextual bonds which contain the text undergo a
ansformation from meta-text to hyper-text, and Barthes ends up recreating his
_d others’ texts following the same blueprint that was used in the creation of
veses that recreates The Odyssey and in our study, Hamlet and A
fidsummer Night’s Dream. '
The matter of signifier and signified is also important when referring
b the domain of intertextuality and it is discussed by Barthes as being a
lationship consisting of a sole signifier and multiple signifieds that do not
share a compatibility bond, in the sensc that the sigmified-elements arc
%ifferent among themselves, and this relationship between signifier and
sgnifieds leads to un-decidability, as Barthes sustains. Further on he states
fhat the fext can use the signifier as it uses neologisms., emphasizing
roductivity by making use of the elements that contain verbal signs. Still, the
t of reading is considered by Barthes violent because it narrows a signifier’s
Sossibilities to a single signified or a single set of signi no matter if this
rocedure is validly conducted or not. Due to this fype of wviolent reading,
Barthes advises readers to handle the act of reading patiently. As a result of
3arthes advice regarding the reading of such texts we shall apply the patience
equired to analyzing a text that is a display of wery complicated
intertextuality, or in other words Joyce's Ulysses.

Hamlet Challenges Ulysses

1.1. The Opening Scene

Joyce’s Ulysses not only follows the Odyssean path. but has very strong
influences from Shakespeare’s Hamlet, and these influences are reflected in
Stephen’s adulation of Shakespearc and his theories about this writer and his
works.

Relating to the same opening scene. where Stephen and Mulligan are
presented, another interpretation, which intertwines with Shakespeare’s
Hamlet, is possible. This perspective, that compares the stage directions of
Hamlet with the manner in which Stephen and Mulligan are depicted in the
opening scenes of Joyce's novel. stems first from Amridge’s book The
Cambridge Companion to James Joyce. And if we recall the stage directions
of the play, we notice that Claudius is placed in the centre of the stage, wearing
gaudy garments and jewels and speaking as if though no tragedy had occurred
recently, while Hamlet is aside from the stage. dressed in black and hardly
uitering any words that are not destined strictly for his own hearing. And if
Mulligan were to represent Claudius, the match would be perfect, because
Mulligan’s morning discourse is characterized through dynamic adjectives,
adverbs and verbs; his whole speech is very energetic and lively, while Stephen,
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as a modern Hamlet, is very sleepy, bad-humoured, hardly speaks and also
regards Mulligan with scorn.

Another Shakespearean symbol that is encountered in Joyce's Ulysses is
the ghost. While Hamlet is faced with the ghost of his father who is trying to
tell him that something is foul in the state of Denmark and also demands
revenge for having been murdered. Stephen is haunted by his mother’s ghost,
obviously on a psychological level, as a frustration of his consciousness.
Stephen is tormented by the memory of his mother on her death bed begging
him to pray for her and his refusal of honoring this last wish.

Returning to the interactions of Stephen and Mulligan from the first
scene, another connection can be made between Hamlet and Ulysses through
Stephen’s characterization of Mulligan as usurper. another idea which is
provided by Attridge. Nevertheless, we shall use Atiridge’s idea as a starting
paint from which we shall develop the image of the usurper in another of the
novel’'s central characters, namely Bloom.

This word, usurper, echoes Hamlet's thoughts regarding the character of
Claudius, which is signified by Mulligan in Joyce's novel. And if we recall in
the play, Claudius is represented by the word usurper for having occupied, by
means of corruption, King Hamlet’s throne. But. Mulligan is not the only
character acting out the role of wsurper: Blazes Boylan can also fit the
description of the usurper. Why? Because he is Molly’s lover and he is usurping
the rightful place of Bloom, he is carrying out tasks that are strictly a husband’s
tasks, which. as stated before, make Boylan another signifier for C jaudius, who
also marries King Hamlet’s widow, Gertrude. Thus, it is obvious from the very
beginning of the novel that Jovee has very carefully and wittily inter-weaved
Shakespeare’s Hamlet into his own work. The similarities between Joyce's
characters and Shakespeare’s are striking: so much so that it is as if the reader is
witnessing the characters’ leap in time, from Shakespeare’s time 10 Joyce’s.

1.2. Intertextual and Psychoanalytical Trilogies

Besides the equivalences between Hamlet and Ulysses, we can also turn our
attention to the main critical approach used in analvzing Joyce's novel. which is
the psychoanalytical approach. Furthermore, the main trilogy of Ulysses would
be that of Stephen, Bloom and Molly. however if we take into account their
equivalent characters we discover another trilogy, that of Hamlet, King Hamiet
and Gertrude. And from these two trilogies one can analyze even further, for
they intertwine, in the sense that the characler of Hamlet is rooted in the
personage of Shakespeare’s son, Hamnet, King Hamlet can be interpreted as
being Shakespeare himself and Gertrude may very well mirror Shakespeare’s
wife, Anne Hathaway.

The first trilogy lined up to be analyzed is that composed of Stephen,
Bloom and Molly. Why would this trilogy have any psychoanalytical value?
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= answer is rather obvious, for it is a well known fact that Stephen is Jovee's
Brary representation at an earlier stage in his life. therefore the 16™ of June
U6 was an actual day in the real life of James Joyce, which would lead us to
sert that also the characters of Molly and Bloom were rooted in real life
tople that, obviously, played a very important role in Joyee's life. Having
ted this, it is only natural that we give credit to the theory which impiies the
ict that the people who inspired the creation of Molly and Bloom. were 2
puple in real life as well.
However, we would be wrong to assert such a variant, for Jovee left a
e for us in his novel which would indicate the identity of Molly’s reality
sunterpart. This clue is spread throughout the novel masked in Bloom’s sexual
Sesires for Molly. This wouldn't normally be peculiar, since we are discussing a
souple. Nevertheless, his sexual urges bear also a maternal figure of Molly, in
e sense that he drinks her breast milk' and expresses a wish that Mol lv bear
in her womb and re-give life to him. The reason for which these urges of
Sloom’s would represent a clue pointing to Molly’s identity is that Joyce
mself expressed such a desire to his wife Nora in one of his love letters to her.
is theory is at first confusing, but at a further inspection into the novel we
mcover Joyce’s concept of the complete artist, which implies the fusion of
tarec components, namely the soul, the body and the mind. The patrons of these
iey elements are embodied by Bloom (the soul), Molly (the body) and Stephen
the mind), thus also explaining the reason for Stephen’s quest, which would he
scquiring the two missing pieces of the puzzles, spirituality (the soul) and
sexuality (the body).
The second psychoanalytical trilogy is offered to us by one of the most
dmportant characters in Ulysses, namely Stephen. His theory concemns,
Shakespeare’s Hamlet and it implies the fact that its author possesses a multi-
Adentity, since one can uncover his presence in his plays, and due to this fact
Stephen manages to perceive that Shakespeare represents the ghost in Hamlet,
but he states that Shakespeare not only gives the illusion of the father’s spirit
that is communicating with the son. but also portrays the betrayed lover.
Returning to what the play tells its reader, Gertrude’s (Hamlet’s mother and
King Hamlet’s widow) suspiciously precipitated marriage to Claudius comes to
mind, which would signify the betrayal towards her husband. since the author
does not clearly state an adulterous relationship between the two characters. the
reader has the liberty to interpret such a betrayal towards King Hamlet. This
presupposed love affair of Gertrude’s echoes Anne Hathaway’s infidelities in
Shakespeare’s real life. These aspects of real life force Shakespeare. as Stephen
believes, to identify with the deceased king in the play. Therefore. one can
assume, through Stephen’s theory, that Shakespeare transposes himself into his

“This scene takes place when their daughter Milly is still an infant.
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play, the character of Hamlet was built by Shakespeare by using the blueprint of
his son, Hamnet and finally Gertrude is the signifier of Anne Hathaway,
Shakespeare’s wife.

Since we have discussed two of the most important psychoanalytical
and intertextual trilogies in Ulysses, it is also worth mentioning that these two
trilogies not only merge with the text but also with cach other, in the sense that
Joyce used Shakespeare’s play Hamlet as one of the many text that were
interweaved with his novel, from which one can assert that Stephen is a
signifier for Hamlet. Bloom is a signifier for King Hamlet and Molly signities
Gertrude. Not only are these trilogies a perfect match. but along with their
fusion they emphasize exactly what Joyce wants his readers to notice, meaning
the bond that he has created between his personage, the other reality
counterparts of Ulysses key characters and the reality signifieds of
Shakespeare’s Hamlet, and to be more specific. Shakespeare, his wife and his
son Hamnet.

1.3. The Lost Father

The theme of paternity is yet another element which links Ulysses to Hamlet,
one could actually assert that it may be the most important theme in Joyce’s
novel. To develop on the matter, we may begin by making a simple observation
that implies both Stephen and Hamlet in the desperate search for the lost father.
Even though there are some minor differences regarding paternity that concern
these two lexts, both paths lead to achieving a spiritual bond between father and
SOn.

We are aware that in Hamlet the reader is faced with a son that is
arieving the death of his father and is determined to get revenge for having been
deprived of his father’s presence. Hamlet has had the benefit of hearing his
father’s teachings up to a point when death interfered, still King Hamlet finds a
way to communicate with his son. even if it is just to determine Hamlet to
punish the one that has interrupted the earthly father-son bond. and that method
is through the vision of his ghost.

On the other hand, Stephen is dealing with a complete lack of bondage
with his father. death does not separate them, but Stephen has nothing to lose if
death were to interfere between him and his biological father. Simon Dedalus.
Up to the age of adulthood. we are lead to believe that Simon Dedalus has not
made any efforts to spiritually guide his son. Stephen’s spiritual father is
embodied by the character of Bloom, and this anima-link that they share can be
viewed through the prism of the relationship that Hamlet and his father share
after death. in the sense that it is Bloom’s soul that communicates with Stephen
(having in mind that their relationship is a spiritual one), just like King Hamlet

_ uses his soul, his spirit to communicate with Hamlet after death.
i On dealing with paternity in these two texis, one must also interpret
them through a psychoanalytical approach, and the theme that is debated upon
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ithis chapter is that of father figures; naturally both Shakespeare and Joyece
i the privilege of acting out this role throughout their life-time. A first aspect
mirrors Shakespeare’s biography in Ulysses would be Bloom’s loss of his
. Rudy, because it is known that Shakespeare also had a son, Hamnet, who
ed an infant dcath. Fortunately, Bloom finds comfort in the relationship he
ablishes with Stephen. N

There are two different paths that Stephen and Hamlet follow. Hamlet.
entioned before has had a father, but has lost him, probably before he could
learn what was required to be an accomplished king, reason for which he is
a perpetual search for his father’s guidance, a goal which he might eventually
ghicve at the end of the play, through his transcendence into the afterlife. This
suld be the quest that Hamlet must undergo in order to spiritually reunite with
ks lost father, while Stephen is on an opposite journey, for, as mentioned
sfore, he has a biological father. but with whom he cannot spiritually connect.
=nce he is in search for his lost spiritual father, namely Bloom. Their spiritual
pion takes place in life however, not in the afterlife as it happens in Hamlet,
md when it does occur it is marked by the scene in which Stephen is curled up
the fetal position while stretching his arms towards Bloom, which are the
sxact actions of an infanl towards a parent. Thus, both characters succeed in
eir quests but by traveling along different routes, for one achieves his spiritual
sion through death while the other manages to do so in life being actually
zborn in the process.

:i Circe in A Midsummer Night’s Dream

2.1. The Enchanted Wood vs. the Brothel
Since the “Circe” chapter is based on hallucinations a Shakespearean parallel
for it would be A Midsummer Night’s Dream. And this interpretation is
sossible because, if we recall A Midsummer Night’s Dream. as the title also
indicates. is based on illusions, surreal happenings. The characters of this play
Jeave their normal environment and enter a magical realm where there is no
border-line between reality and fiction, a situation very similar to that
encountered in Joyce's Nighttown, where every experience can be catalogued
as a fusion between real elements and fictive elements. The elements which
represent reality in Joyce’s Nighttown could be Bloom and Stephen’s
frustrations which haunt their psyche, but these frustrations materialize into
images or hallucinations, which obviously transform into the fictive elements.
Developing further on the parallel between Nighttown and the forest in
A Midsummer Night’s Dream, one may confirm that both locations are very
different from the normal day time happenings of their texts. For instance, in
Ulysses this difference is emphasized through the narrative ftechnique
employed, which is delirium. It is not the case that the other chapters of the
novel make use of less unique techniques. but delirium is the one that focuses
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on the portrayal of hallucinations and reality distortions in the minds of Stephen
and Bloom. Delirium is the first indicator that we have in proving the similarity
between the “Circe” chapter and Shakespeare’s play. Why? The answer is
hecause this narrative technigue resembles Shakespeare’s use of the dream or
enchantment state in his play. His characters are also either dreaming or being
subdued to magic spells, therefore they also have the impression that they see
strange things.

Another important similarity that the reader might stumble upon from
the very beginning is the fact that both the hallucinations in Nighttown and the
magic spells in the enchanted wood take place at night. The night has always
been a rich literary resource and it has either had the significance of the ideal
period of the day for lovers to meet or the perfect time for magic or negative
events to take place. In our case, Shakespeare uses the night both for the lovers’
escapade and for magic. And since Stephen and Bloom wander the city at night
entrapped in hallucination state, it seems that Jovce decided to adopt this
classical element of the night as a period for illusions in his novel as well.

In what concerns the conflict of Shakespeare’s play, we know that it
stems from the fact that Hermia's father does not agree to her marrying
Lysander and wishes her to marry Demetrius. the man whom her friend Helena
is in love with, thus in a nutshell the source of the conflict is forbidden love.
reason for which Lysander and Hermia decide to flee their home. On the other
hand. in “Circe™ the major conflict would be the establishing of a spiritual bond
between father and son. and on another level Bloom's obsession with his wife’s
infidelities.

The location of dream-hallucination state is the woods in A
Midsummer Night’s Dream and the longest part in the “Circe” chapter is at
Bella Cohen’s brothel. The woods are another classical element, similar to that
of the night, since it has been used in combination with the night to create the
ideal environment for magic and lovers. Joyce transposed Shakespeare’s
element of the forest into that of a brothel. since it is also a place that required
discretion, represented mystery and the ideal place for men seeking physical
love. This transference from a forest to a brothel could very well indicate the
modernity of the text.

There are also similarities regarding the characters of these two texts.
Even though both Bloom and Stephen are involved in this Nighttown adventure,
the limelight is placed on Bloom, for he is the Bottom character of Joyce's novel.
He is the one that interacts with the fairy queen, Bella Cohen interpreting the role
of Titania. And since Bella is both the fairy queen and the one who plays magic
ricks on Bloom, she could also be interpreted as Puck, Oberon’s” fairy-servant.
We can consider Bella as acting out a double role, since Joyce leaves a clue for

2 The fairy king in “A Midsummer Night's Dream”
B4




Shakespearcan Influences in Joyee's Dipsses

2ader in the scene where Bella is portrayed as a man that is persecuting

1. and of course this is another of Bloom’s illusions. A final element that
ributes to the completion of the magical environment is the group of fairies
loyal subjects of the fairy queen, and these fairies are transposed into the
e” chapter as the prostitutes at Bella’s brothel. Titania’s fairies are meant to
€ her and Bottom”, while Bella’s prostitutes are meant to serve their clients.
bis case Stephen and Bloom, and in the process they also help them get to the
any moment at the end of the chapter, just as the fairies help solve the
ict at the end of the play, for it is them who restore order, thus creating
er harmonious couple, Demetrius and Helena.

L. Metamorphosis

goder to discuss the matter of metamorphosis in the “Circe” chapter and A
fsummer Night’s Dream, we must refer to the other major text embedded
Ulysses, which is The Odyssey. This is necessary in order to demonstrate
 origins of the metamorphosis idea in Joyce’s novel. Since the one of the
mary sources of Ulysses was The Odyssey, we shall turn to analyzing the
er of Circe, the one that also gives name to the chapter in question. Circe
s the Greek goddess that used to draw men on her island and turn them into
wmals. In The Odyssey Circe turns Ulysses’ crew into pigs. Therefore, Circe’s
zical powers make her the perfect signified for Titania, Puck and Bella.
The metamorphosis that takes place in A Midsummer Night’s Dream
performed by Puck in the scene where Bottom enters the forest and after a
hile Puck transforms Bottom’s head into that of a donkey. Nevertheless due to
ick’s magic spells Titania still falls in love with Bottom. Still. one must
pnfuse Puck’s role with a negative one, but on the contrary, if it hadn’t been
r his magic the conflict would not have been solved. -
Finally, the metamorphosis in “Circe” is portrayed in the scene where
ella scemingly transforms Bloom into a swine. But, as Puck’s spells, they are
¢ part of the process that is meant to solve the conflict, or in Bloom and
ephen’s case, lead them to the end of their search. Thus, the reader can notice
at all three texts focus on the same process of metamorphosis, nevertheless. A
Midsummer Night’s Dream and “Circe” essentially use metamorphosis as a
method to reach the solution of the conflict.

The Final Epiphany

last symbol borrowed from A Midsummer Night’s Dream into the “Circe”
hapter is the final epiphany, both Shakespeare’s play and Joyce’s chapter have

~ This happens when Titania is under Puck’s spell and is in love with Bottom.
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this effect of epiphany, which seems to resolve any conflict or enlighten any
vague situation. In the play, evervthing that happened in the enchanted forest
during the night appears to be a dream. and the characters seem to have
resolved their conflicts by using the experience of this so-called dream, this
ending mirrors the epiphany that Bloom and Stephen have at the end of “Circe”,
when they finally acknowledge each other as spiritual father and son.

As mentioned, the epiphany in A Midsummer Night’s Dream takes
place near the ending of the play. and it consists of the lifting of the spell, the
birth of a new couple (Demetrius and Helena). and the acceptance of the father”.
The “Circe” chapter ends with an epiphany as well. an epiphany which echoes
that of Shakespeare’s play. As we may recall. because Stephen had not eaten
anything that day and had got drunk. he was feeling ill and had almost passed
out at Bella’s brothel. in that moment Bloom's empathy is triggered and he tries
to help Stephen recover from his state, he calls out to him by his name, aspect
which indicates intimacy. When Stephen is almost passed out he is curled up in
a position*which suggests that of an infant: “[Stephen] stretches out his arms,
sighs again and curls his body.” (Joyce 2000: 609). Furthermore, the fact that
Stephen stretches out his arms towards Bloom and he helps him symbolizes that
they have had their epiphany, the search for the spiritual father-son bond is over
and they have acknowledged each other as spiritual father and son.

Conclusion: The Bond between Shakespeare and Joyce

Shakespeare’s influence in the creation of Ulysses was significant; not only is
his work used as a parallel in the novel, but he is also praised by Stephen in the
chapter of “Scylla and Charybdis™ and his figure also invades conversations
between Stephen and Bloom. Joyee has spread symbols referring to
Shakespeare’s work all throughout the novel, the chapter of “Circe” exposing a
potential parallel with A Midsummer Night’s Dream. The fact that Stephen
praises Shakespeare proves once again that Stephen is young Jovce's
fictionalised version.

It is worth mentioning that Stephen promotes a theory concerning the
status of the writer as a god. He explains his belief that Shakespeare acquired
the status of god through writing. for if one writes about oneself at an earlier
age, in other words creating oneself as a character, that means that one has
managed to recreate onesell] in the sense that one becomes one’s own literary
father or creator, a fact which Shakespeare has managed to do in many of his
works, the utmost example being the ghost in Hamlet. This achievement has
also been experienced by Joyce, since he has transformed his younger self into
one of his characters, namely Stephen.

As can be proved from Joyce's novel, his youth was marked by the
desire to attain the artistic statute that Shakespeare, a figure of the English

¥ Hermia's father manages to accept her wedding to Lysander.
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wure that was his mentor, had attained. And being so infatuated with
espeare he managed to make even his poorly educated wife remember
iespeare: “Ah, there’s only one man he’s got to get the better of now, and
that Shakespeare!™
Joyce has managed to reach with his genius the artistic step where
speare is encountered; the two of them share the title of most significant
glish writers, although Shakespeare is more frequently read than Joyce,
ir genius is at the same height. Joyce achieved through his work, and
=cially with his Ulysses, to reach what Stephen was craving as well, and
is to attain the genius of Shakespeare. Both Shakespeare and Joyce are
istic gods and fathers to their characters and by acting out this role, as
when declared in Ulysses, if they invent characters that represent
smselves at a younger age they consequently become their own fathers. And
have done just that, Shakespeare has embodied himself in the character
ing Hamlet’s ghost, while Joyce recreated himself in the character of
eohen. Thus they have proved Stephen’s theorv to be accurate. since they
ve become their own fathers, artistically speaking. This aspect of theirs also
nted them. not only the role of artistic gods. but also of mmmeortals, for
sough their work they have gained immortality. not only &% the fact that
— will be remembered throughout the history of literature. but also by the
that they have included themselves in their work they will forever live

srough their characters.
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Metamorphoses in Artistic Language from
Pygmalion to My Fair Lady- The Ascot Scene

Letitia Goia
"Babes-Bolyai™ University, Claj-Napoca

gract: George Bernard Shaw’s play Pygmalion has been such & grest tmumph that
saken many different shapes throughout the 20 century. among which a musical
on, My Fair Lady, with lyrics and music by Alan Jay Lemer and Fredernick
we. The film version of the musical. completed in 1963, has alse been & worldwide
e<s. The purpose of this paper is to study the changes that eccsr within the text and

etting during the transition from drama to musical, focusing om #he Ascot scene in
| Fair Lady. It is interesting to see how many of the initial liuu‘m are kept
anged and in what degree the intended alterations change m dialogue
fronic tone. The paper also deals with the role of music in preserving and even
ing the initial message of the play.

b words: Pygmalion, My Fair Lady, The Ascot Scene, Libretio, Piss. Musical

wsical creations originating in a literary work of art hawe always been
scinating. A great number of composers have chosen 0 Weile music for
etry, short-stories, novels, drama or fairy-tales. Many lterary picces have
into either films or musical creations. Nowadays. these have become
ore and more appealing to the general public. On the one hand in the very .
sy world we live in people don’t have so much time o read and sometimes
adaptation of a work of literature can be more attractive. On the other hand,
b a cerlain category of public, the way to literature goes through different
finds of adaptations. For example, in the age of technology and computers.
hildren, teenagers or young adults are less drawn to reading. but spend much
ime playing computer games, watching movies or going to shows. At the same
gme, unlike proficient readers who do not only delight in a good book, but for
¢hom reading is a necessity, some people make the acquaintance of literature
hrough other media.

The transition from Pygmalion to My Fair Lady is a spectacular
one firstly because Pygmalion is a delightfully amusing, well-constructed
‘comedy and secondly because My Fair Lady is a very successful musical
serformed with all tickets sold all over the world. In studying this
‘adaptation it is interesting to analyse how many of the initial lines of the
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play are kept unchanged and in what degree the intended alterations change
Shaw’s witty dialogue and ironic tone. Another aspect to take into
consideration is the role of music in preserving and even enhancing the
initial message of the play.

Ever since its first performance, George Bernard Shaw's play
Pygmalion has been such a triumph that there is no wonder it has taken so
many different shapes throughout the 20™ century. After a German film
version of 1935, Gabriel Pascal created a highly successful movie in 1938.
with the script written by the playwright himself. A few months before the
centenary of Shaw’s birth, a musical version. My Fair Lady. was presented
on Broadway. with lyrics and music by Alan Jay Lerner and Frederick
Loewe. In April 1958 the same production was staged at the Drury Lane
Theatre, London, and proved to be one of the most successful musicals ever
presented. A film version of My Fair Lady was completed in 1963 and has
also been a world-wide success. In fact, both Pygmalion and My Fair Lady
have been staged in numerous countries all over the world.

My Fair Lady was the most successful musical of Lerner and
Loewe, an unprecedented triumph in American musical theatre. It had the
longest original run of any musical production in London or New York City
(originally staged in new York during 1956, it ran there, at three theatres, for
2,717 shows, and in London, at Drury Lane - where it came in 1958 - for
2.281 performances) and was produced in more than 20 countries, translated
into several languages, and was revived many times.

The Broadway show. a real record at the time (2717 performances).
was directed by Moss Hart and choreographed by Hanya Holm, with
costumes designed by Cecil Beaton. -

This musical show was so popular.
that it was later made into a musical film, released in 1964 by Warner

Bros. The film was directed by George Cukor. and starred Audrey
Hepburn, Rex Harrison and Stanley Holloway. The lead role in the film
was originally intended for Julie Andrews. who played Eliza in the stage
version. Hepburn was cast because Warner Brothers didn’t want to cast a
Stage actress and opera singer Marni Nixon was cast to dub Hepburn'
SOngs.

Frederick Loewe created an exceptionally inspired piece, with a hi
artistic value, managing, by way of music and dance, to encompass Shaw’
drama into a new spirit. Music and plot are closely integrated, a feature that i
most evident in the changes in the character of Eliza, which are paralleled b
the types of songs she is given. The cockney number she has in the beginnin
“Wouldn't it be loverly?" is the song that defines Eliza as a flower girl. Th
musical theme comes out several times during the entire theatrical producti
either to suggest Eliza’s presence, a certain situation in her evolution, or
remind the audience of the Cockney flower girl (such as the moment when $
remembers Higgins' words concerning her future in the gutter, the instan
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- sees the room she would be using in Wimpole Street or her visit in the
' arket after she has become a lady). Sometimes the melodic subject is
only by a few instruments or whistled by a male choir. Loewe notates
g with moderato’, the accompaniment is discreet, while the voice is
il and optimistic.
‘The pedagogical process is very poorly presented in the play, though it
tly suggested. But in the musical, the first pedagogical success
e The Rain in Spain, a wonderful and appealing habanera. Eliza’s
ement is more prominently expressed through music. Starting from a few
words, her discourse develops in expressions. then phrases which
e music with higher and higher sounds and then culminates with dance.
sumph is paralleled by a musical crescendo. rendering the lyrics more
gsive and dramatic. The rhythm of the text predicts the future rhythm of
. The lessons are spoken, sung and danced. in a complete operetia
RANCE.
In the musical, the moment of transformation from Cockney flower girl
y is expressed by Eliza’s song ‘I could have danced all might’. It is the
swhen she undersiands the greainess of her achievement. she greets the
sorld she has just entered and at the same time she sees all the doors
sd by the new language she has acquired.
At the end of the musical, a true lady and refusing t0 be treated as an
or. Eliza confronts Professor Higgins with his intimidating. bullying
g towards her. She expresses her new-found sirength and independence in
e “Without you', in which she adopts Higgins's impeccably pronounced
eclass contempt, claiming that Higgins is no longer necessary in her life.
was an extremely difficult role because of the Big Transition midway:
actresses pulled off either the guttersnipe or the transformed goddess.
‘both. Audrey was not terribly convincing —even o herself - as the flower
She had been cast primarily for the transformation. and she executed it
. From ‘1 could have danced all night’ she takes off. No one can touch her
herc on.” (Paris 1997:212)
Alan Jay Lerner’s most important accomplishment is to have succeeded
thesizing Shaw’s drama into a wonderful libretto. He caught the style and
 of Pygmalion, although his text is based more on Shaw’s film script than
be play. Yet, his merits can be entirely appreciated only knowing the
culties of such an effort. Sectting a piece of literature 1o music implies not
the knowledge of dealing with a literary text, but also the capacity of
Sdering the relationship between music and text, the requests made by the
sser or the constraints imposed by music. When studying the adaptation of

ive to perform the designated passage of a composition in a moderate lempo;

gely. restrained.
a1
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literature to music the main point of discussion is the libretto, the
metamorphoses it undergoes and the transformations suffered by language in
the transition from the literary piece to that of a sung text. As William Germano
puts it, "Sung language is not ordinary language sung.” (Germano 2010:886)

Music accompanied by text such as opera music is always submitted
to a double determination: an internal one regarding the musical language
and an external one concerning the presence of the words. Despite the fact
that the relationship between words and music is a conflictual one, the
existence of opera as a genre is based on such a relationship. When music
started to work with fixed forms, the codification of music brought about
that of the text. Every aspect of the text needs to be devised so as to conform
to the music that will follow: the place of the vowels, the rhythmic aspect of
the ]zmguagc._ the length of the spoken phrase or that of the words to be sung.
A good libretto has simple language, the vocabulary is limited to key words.
If the language is simple and the words are easily grasped. the meaning that
is perceived is much richer (cf. Tromp 1980:92 n.t.). Conversely, Germano
(2010:886) notes that composers have their share of sacrifices made to the
text: "Singing makes speech beautiful but also more difficult to decode. In
setting texts, composers have always struggled with the problem of textual
clarity.”

For Tromp (1980:88 n.t.), when a text joins music it loses its poetic
function due to the fact that on a formal ground, the musical language and the
verbal language contradict each other. so their union in song is just a
compromise in which each makes sacrifices. He considers that “music deals
with fewer variables, but it treats them with such a precision that the impact of
the sound is superior to that of the word [...] thus the distortion of the word
seems absurd unless we perceive the musical order that explains and justifies it.
[...] Music destroys the complex net of rhythms and sonorities over which it
stops.”

The New Grove Dictionary of Opera (1994:1196) mentions the
constraints imposed on the literarv freedom of the [librettists: “the
choreographer and composer agreed the steps and the music and the librettist
had to write words suitable both to the intentions of the dance and the phrasing
of its tune — a teasing yet humble task. akin to that of a translator, which one
might have thought beneath the dignity of an independent literary artist. |[...]
Music has its own powers of characterization, and a strong situation may
remove the need for words altogether [...] A composer sensitive to questions of
personality and dramatic motivation may be visited by melodic compulsions
independently of any words; or his melody, taking flight from the librettist’s
text. may demand a different continuation; or an unused idea from some aborted
work, or a borrowed tune better than anything he can contrive, may force its
way into his mind, so that his librettist is required to produce verses that fit the
phrasing and musical rhyme-scheme of an existing tune. An expert librettist
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not find this compromising. but he has unquestionably lost his literary
fdependence.”

Andrew Blake explains the main tasks of the librettist in devising the
=it “condensation, dramatization or re-dramatization for the operatic stage.
md what might be called “vocalization’—preparing a singable text.” (Blake
10:192). Thus, condensation is necessary  because opera represents
Sychological and emotional conflicts rather than the narations of events.
Dramatization is also a vital part of the task in turning a work of fiction into
retto form, and many extant dramas have 1o be re-imagined for the operatic
ge. The author’s narrative voice will often have to be turned into speech, and
etimes into a narrative frame for the chorus or a narrator. [...] Vocalization
ally involves agreeing with the composer where the characters’ emotions
Bn be expressed at length, and where a more immediate form of
munication—such as recitative—is necessary” (Blake 2010:193).

The libretto lacks the poetic function of a literary text, the perception of
sense depends on the understanding of the words. Therefore. the most
mportant information must be condensed into key words that lack
Svchological refinement. The librettist needs to resort to stereotypes with the
ape of reaching the depth of the archetype. (cf. Tromp 1980:96 n.t) "It is an
or to judge the text of an opera with the criteria applied to literature [...]. The

ess of the librettist lies in his capacity to imagine a situation which is rich
symbols and has an exceptional human meaning.™ (T romp 1980-:97 n.1.)

W.H. Auden, American librettist and famous writer of the 20th century,
Bupresses his view regarding the libretto from the perspective of the writer and
s role in accomplishing the final work of art: “The verses which the librettist
Writes are not addressed to the public but are really a privaie letier to the
Eomposer, They have their moment of glory, the moment in which they suggest

him a certain melody: once that is over, they are as expendable as infantry 16
Chinese general: they must efface themselves and cease o care what happens
p them.” (Aude 2008:344) 2
The metamorphoses undergone by Shaw’s drama conform to the
=quirements of the libretto and meet the demands of the musical. In his
daptation, Alan Jay Lerner manages to preserve the original qualities of the
ay. bringing forth a new creation. with its own dynamics and qualities. The
cene in My Fair Lady that best illustrates the transformation is the one at
ot.

The Ascot Gavotte is one of the major innovations of the musical,
ely the transfer of the third-act tea party from Mrs. Higgins® house to the
ot Opening Day. The Ascot Racecourse is the leading racecourses in the
United Kingdom and one of the world’s most famous race meetings, and it is
Socated in the village of Ascot, Berkshire. The event, dating back to 1711, is
closely associated with the British Royal Family, Royal Ascot being Britain’s
'most popular race meeting, welcoming approximately 300,000 visitors across
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the five days. For almost 250 years, Royal Ascot has established itself as a
national institution and the centrepiece of the British social calendar as well as
being the ultimate stage for the best racehorses in the world. Tradition,
pageantry, fashion and style all meet in a glorious setting at one of the most
beautiful racecourses in the country. Attendees must wear a morning suit in the
royal enclosure, and most people outside of this section choose to wear one
anyway. To be admitted to the royal enclosure for the first time, one must be
sponsored by someone who has attended at least four times. Owver 300,000
people make the annual visit to Berkshire during Royal Ascot week, making
this Europe’s best-attended race meeting. Many of the visitors know nothing
about racing, and are there purely for the social side. (cf. www.ascot.co.uk)
Taking all these into account, there is no wonder the librettist chose to replace
the original location with the site considered the heart of England for a few
days. This gave him the opportunity to introduce Eliza to the high-class society
aftd to emphasize what changes brought the acquisition of language to her life.

This is Eliza’s first trial, a great opportunity for the audience of the

. musical o be presented with the English society of the time. In the play, Eliza's
recently refined speech and manners are put to the test at Mrs. Higgins® ‘at
home® day and at an embassy reception. "Such events filled the London social
calendar from May until late July. For the duration of this season, 4,000 of
England's richest, most aristocratic families crowded into London to attend
events like these. May was replete with social events. The season began with a
private gallery exhibition at the Royal Academy. Taking an after-church
Sunday stroll in Hyde Park was a fashionable amusement of the month, and the
first garden parties of the year were held in May. Also debutantes were
presented to English royalty at court receptions. or drawing rooms, during this
month. Covent Garden opera season opened in May. and concerts, balls, and
theatre performances took place. In the off-season, popular activities included
ice skating, horse racing, and the hunting of pheasant, rabbit, stag, partridge,
and fox. Throughout Britain. visiting days called ‘at-homes’ also provided
entertainment all year long.” (Moss 1997:3)

In the play, Shaw gives minute details regarding the moment: "It is Mrs.
Higgins's at-home day. Nobody has vet arrived. Her drawing—room. in a flat on
Chelsea embankment, has three windows looking on the river; and the ceiling is
not so lofty as it would be in an older house of the same pretension. The
windows are open, giving access to a balcony with flowers in pots. If you stand
with your face to the windows, you have the fireplace on your left and the door
in the right —hand wall close to the corner nearest the windows. Mrs. Higgins
was brought up on Morris and Burne Jones; and her room, which is very unlike
her son's room in Wimpole Street, is not crowded with furniture and little tables
and nicknacks. In the middle of the room there is a big ottoman; and this. with
the carpet, the Morris wall—papers, and the Morris chintz window curtains and
brocade covers of the ottoman and its cushions, supply all the ornament, and are
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much too handsome to be hidden by odds and ends of useless things. A few
‘good oil-paintings from the exhibitions in the Grosvenor Gallery thirty years
azo (the Burne Jones, not the Whistler side of them) are on the walls. The only
dandscape is a Cecil Lawson on the scale of a Rubens. There is a portrait of
Mrs. Higgins as she was when she defied fashion in her vouth in one of the
seautiful Rossettian costumes which, when caricatured by people who did not
understand, led to the absurdities of popular estheticism in the
eighteen—seventies. In the corner diagonally opposite the door Mrs. Higgins,
aow over sixty and long past taking the trouble to dress out of the fashion, sits
iting at an elegantly simple writing—table with a bell button within reach of
er hand. There is a Chippendale chair further back in the room between her
d the window nearest her side. Al the other side of the room, further forward.
s an Elizabethan chair roughly carved in the taste of Inigo Jones. On the same
ide a piano in a decorated case. The corner between the fireplace and the
indow is occupied by a divan cushioned in Morris chintz. It is between four
ind five in the afternoon.” (Shaw 1949:68)

In the musical, the drawing room is replaced by the Ascot Racecourt.
ost of the stage-directors along the years have wonderfully exploited this
jccasion to highlight the British aristocracy by different means. such as the
pstumes (the wonderful hats women wear on the Ascot epening dav or the
equired top-hat-and-tail for men) or the setting. But the decisive role in
mphasizing the traditionalist and conformist character of the English
gvilization belongs to music. Loewe chose a gavorte for this moment. a musical
that better situates the Ascot assembly in the mentality of the old English

ristocracy. "The gawﬂe is a French court musical form popular from the late
6 century to the late 18" century. Gavottes were frequent in ballets and other
Beatrical works. Like most Baroque dances, the gavotte was used as both an
Bstrumental and a vocal air as well as for dancing. The stylized gavotte, like
dance, had a moderate tempo and phrases built in four-bar. Most critics
simed that the gavotte expressed moderate gaiety — pleasant. tender. avoiding
gfremes of emotional expression. It was often considered a pastoral dance and
tempo varied according to the character of the piece and the amount of
mamentation. J. J. Rousseau (1768) wrote that the gavotte. while usually a
ay" dance, could also be slow and tender. Unlike the more serious Baroque
es such as the allemande and courante the gavette never lost its relative
mplicity of texture and clear phrasing. In the first half of the 18th century the
votte was one of the most popular instrumental forms derived from a dance,
squently forming part of keyboard and instrumental suites, where it usually
ppeared after the more serious movements.” (Meredith Ellis Little, gavorre,
rove Music Online, ed. L. Macy, 2007, http://www.grovemusic.com)
A very important factor in the success of the musical in general and of
& Ascot scene in particular is the exquisite beauty of the costumes. Each time
musical is staged, designers try to have the best of this scene. "The overall
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technical challenge of My Fair Lady could be summed up by the word ‘look’,
and the specifics summed up by the word ‘Edwardian’. Edward VII reigned just
nine years, from 1901 to 1910. Pygmalion and now My Fair Lady were sel in
that dynamic era [...] it was the English king’s personal style [...] that defined
the day, above all in fashion and manners. Flamboyant designer-photographer
Cecil Beaton {(1904-1980) had created the dazzling costumes for the show’s
New York and London stage productions and was engaged to reprise those
designs for the film. This time, he would design the sets too. Alan Lerner said
of Beaton that, “When you looked at him, it was difficult to know whether he
designed the Edwardian era or the Edwardian era designed him’. Beaton and his
ferocious ego were bursting with new energy. “It’s a most exciting job. this.” he
said. ‘and one that | would very much have hated anyone else to have done!” He
was thrilled to be in charge of the whole of the visual production. [.. .| Beaton
flew to New York and started work in February 1963, months before Hepburn
and the rest of the cast arrived. He and Cukor were getting along swimmingly.
exploring every aspecl of the picture together. Most of all. they discussed the
quality and quantity of costumes 10 be made — one thousand! Some four
hundred of them, all black and white, were required for the Ascot Gavotte and
hall sequences alone. Each onc would be lovingly re-created from museum
sources with the attention given 1o a principal’s clothes. Beaton took special
care with the designs for Gladys Cooper as Higgins' mother. *We have decided
not to make Mrs, Higgins into the conventional Marx Brothers dowager” he
said. ‘but into an original. a Fabian. an aesthetic intellectual’. He wrote his
friend Lady Diana Cooper, asking what her mother, the late great Duchess of
Rutland, would have worn at Ascot. Lady Diana’s reply was firm: ‘Certainly
cream’.” (Paris 1997:195)

The music, the setting, the location. the costumes and the libretto — all
contribute to the impact of Eliza’s introduction to the world. Although the event
_ a racecource - is one that implies energy and motion, the requirements of
Lerner and Loewe are: The crowd awaiting the Ascot opening race sing with a
minimum of movement and expression, suggesting the fact that even if they are
expected to rejoice and live the intensity of the races. they are forced by
education and manners to behave in a certain way. Every duke and earl and
peer is here / Everyone who should be here is here / What a smashing positively
dashing / Spectacle The Ascot Opening Day. The fascinating spectacle offered
by the high society is a perfect illustration of the suspension back in time of the
English civilization — perfect manners, right language, faultless behaviour -
underlined by the gavotte, with its plain music and equal measures, jerky
rhythm and simple texture, conveying no emotions of feelings. Moreover, there
-« a moment when all the voices sing in unison: Pulses rushing, faces flushing /
Heartheats speed up, I have never been so keyed up. Although the text suggests
great  excitement and motion, the participants show no enthusiasm OF
involvement at all. Singing in unison implies the fact that they are all governed
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same rules. guided by similar laws and deprived of any personal

nt or passion, doing what they ought to in conformity with the rules.

The perfection and rightness of the Ascot society is interrupted by Eliza

of the funniest scenes of the English drama. The dialogue between her

s. Higgins’ guests is taken from the original play. with a few adaptations
Ser 10 match the music, Shaw’s humour being fully exploited by Lerner

rphoses in Artistic

VE.
Both in the play and in the musical Eliza has strict orders to keep to two
scts: the weather and everybody's health. In the play she astonishes the

bly with her climate estimations - the shallow depression in the wes! of
islamds is likely to move slowly in an easierly direction. There are no

sions of any great change in the barometrical situation- while in the
I she uses the expressions learned during her lessons:

MRS, HIGGINS. Will it rain, do you think?
ELIZA. The rain in Spain stays mainly in the plain. But in Hertford,

Hereford and Hampshire... hurricanes hardly ever happen.

FREDDY. How awfully funny’
ELIZA. What is wrong with that, young man? [ bet 1 got it nght.

FREDDY . Smashing!

LADY BOXINGTON, Hasn't it suddenly turned chilly?

MRS, EYNSFORD-HILL. | do hope we won't have any umseasonable
cold spells. They bring on so much influenza. and the whole of our family is

susceptible to it
FLIZA. My aunt died of influenza, so they said. but it's my belief they
done the old woman in.

MRS. HIGGINS. Done her in?

ELIZA. Yes. Lord love you. Why should she die of influcnza... when
she'd come through diphtheria right enough the year before Fairly blue with it
she was. They all thought she was dead, but my father, he kept ladling gin

down her throat.

HIGGINS. Oh!
ELIZA. Then she come Lo 50 sudden. she bit the bowl off the spoon.

MRS. EYNSFORD-HILL. Dear me!
ELIZA. Now what call would a woman with that strength in her have...

to die of influenza? And what become of her new straw hat that should have
come to me? Somebody pinched it. And what I say is, them as pinched it done
her in.

L ORD BOXINGTON. Done her in? Done her in. did you say?

LADY BOXINGTON. Whatever does it mean?
MR. HIGGINS. Oh, that's the new emall talk. Uh. to “do somebody in’

means to kill them.
MRS. EYNSFORD-HILL. But you surely don't believe your aunt was

killed.
h... would have killed her for a hat

ELIZA. Do I not! Them she lived wit
pin, let alone a hat.
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slay, Shaw juxtaposes various social classes and explores how they relate to
another. Accents, clothing, and manners indicate the degree of wealth and
scial status of each family, as the rise of the middle class in nineteenth-century
ingland had fundamentally redefined the class system. In My Fair Lady, apart
om the setting and the direction, which may suggest all these class
stinctions, music has a crucial role in indicating different types of characters
o situations and their evolution, and in revealing nuances in the development
a certain person. 8

The compared study of the two texts — Shaw’s Pygmalion and the
bretto of My Fair Lady — reveals the fact that the character of the original text
5 preserved in a great degree, Shaw’s wilty lines and comic dialogue being
sonderfully conveyed into music. Moreover, the inspired music of Frederick
Loewe charges the playwright's words with emotion and a new meaning. On
e one hand, the word gives music particular determination. directs the
smotion created by sounds and fixes it on an image, while on the other hand
ausic exalts the significance of the text and of the simation. The literary
srovenance of the libretto of My Fair Lady gives structure and depth to the
whole story, while the fine musical score encompasses an enormous variety of
tvles and better renders Shaw’s witty lines and satire.

Alan Jay Lemer caught the style and spirit of Pygmalion, his work
Baving the benefit of a firm Shavian texture. Through his lyrics. he managed to
ansmit Shaw’s original sarcasm and irony, Eliza’s subtle evelution from
Hlower girl to duchess, Doolittle’s surprising fall into the *middle class morality’
Higgins moods. Frederick Loewe created an exceptional piece. with a high
rtistic value. managing, by way of music and dance. to encompass Shaw’s
drama into a new spirit. Music and plot are closely integrated. the composer
‘managing to render in sounds different characters, places. emotions, conflicts or
‘moods exactly as they were created by the playwright.

The harmonious combination between the literary language anli the
musical one gives birth to a new way of artistic expression with a greater
‘emotional and suggestive power. Alan Jay Lerner and Fredenck Loewe’s most
smportant accomplishment is to have succeeded in synthesizing Shaw’s drama
‘and music in a very famous musical show.
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Martin Amis’s Success as a Narcissistic Narrative ,
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sct: 1 read Martin Amis’s early novel, Success, as a narcissistic narrative,
ng that the text is unable to cope with the “me-decade™ that it attempts to portray
splits under its burden. The terms and categories it uses are too rigid. just like the
 of narcissism according to Teresa Brennan, lacking the fluidity that is necessary for
gthy psychological interactions. The two main characters, Gregory Riding and
e Service are portrayed as the products of commodity culture who never reach
$ stage of a mature and clear-sighted adaptation to the external world; they are two
e two extremes produced by the culture of narcissism: Gregory conforms 1o its
_while Terry remains an outsider. holding a mirror up to Gregory’s gigantic e20.

. terms: narcissism, postmodernism, commodity culture, intersubjectivity. gender.

Moito:

ent further than saying that the stars were all about us.
Astrology said that the stars were all about me.”
(Martin Amis. The Information).

“ Astrology W

oduction

fartin Amis is oficn seen as a masier stylist, a writer for whom language usc is
fien more important than subject matter. As he puts it in The War Against
liché, “[t]he subject may by crude and repulsive. Its expression is artistically
modulated and balanced. This is style. This is art. This is the only thing that
really matters in books™ (Childs 2005: 35). His “crude and repulsive” subject
atters include sex, misogyny, exploitation, ¢gotism and vanity, which, as he

s . o I = . s . = . 2
claims in one of his interviews, One needs if s/he is going to write.” In other

‘words. the narcissism that he portrays in his novels is not just the feature of the
age, but also of his own personality.

[B-09/1/KONV-2010-0007 project. The project is

! The work is supported by the TAMOP 4.2.1
financed by the European Social

implemented through the New Hungary Development Plan, co-
Fund and the European Regional Development Fund.

2 cewe need all this vanity and egotism if you're going 1o write” (Laurence)
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Success is one of Amis’s early novels, published in 1978. Many critics
regard it as apprentice work, arguing that Amis was too much under the
influence of his masiers, Nabokov, Borges. and Angus Wilson when writing
Success. Money, published 6 years later. is unanimously regarded as his
masterpiece; Childs, for instance, claims that it is “a key British novel of and
about the decade”™ (Childs 2005: 37). However, Success 1S also an important
work in Amis’s oeuvre, and not only because of the motif of narcissism,
which is an issue that appears in his later novels as well, but also because of
his use of character pairs: there arc two main characters in this novel, Gregory
Riding and Terence Service, who are dialectical opposites. allegorizing
success and failure, sadism and masochism, among other possible notions.
The use of pairs has been a recutrent feature of Amis’s fiction ever since:
there are two main characters in Money (1 984) as well as in The Information
(1995), while in London Fields (1989) the main character is obsessed with
buying two of everything: “Guy Clinch had everything. In fact he had two of
everything. Two cars, two houses, two uninformed nannies, two silk-and-
cashmere dinner jackets, two graphite-cooled tennis rackets, and so on and so
forth™ (Amis 1991: 28).

Tn Success this duality is closely linked to narcissism, the main issue the
novel addresses. Apart from the fact that Gregory Riding is 2 full-blown
narcissistic character and Terence Service is his mirror. the narratives of the two
characters also mirror each other: both Gregory and Terry write a diary, and
they always happen to raise similar questions. as if they read each others’
narratives. They talk about their days at work. the women (or the lack of
women) in their lives, or what Christmas means for them, among many other
issues, always taking an antithetical perspective. Even the changes in their lives
seem to mirror each other: at the beginning it is Gregory who appears to be the
successful master and Terry is a total failure. but towards the end it turns out
that while Gregory simply lied about his wealth and fame, Terry’s fears and
insecurities were largely exaggerated. Amis’s narrative. then, appears to be.
narcissistic in various senses, as if the text wtself were unable to cope with the
_me-decade” that it attempts to portray and split under its burden. The terms
and categories it uses arc 100 rigid, just like the age of narcissism according to-
Teresa Brennan, lacking the fluidity that is necessary for healthy psychologica]'
interactions.

The Ego’s Era: Gregory and Terence

As Teresa Brennan writes in History After Lacan, we live in the ego’s era, the
culture of narcissism. which is built on the paranoiac subject of scientific
civilization. She defines this period as the culture of modernity, claiming that it
began in the 17" century. even before the advent of capital, but it has
nevertheless been accelerated by capital and has reached its apotheosis in
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ting open-ended specula
f The ego desires to ma

.ard'mg
eoendent stage of object relations and finally
dantation lo the external worl

00’5 era.’
apossible for any knew knowledge o eme
ause of exhaustion or the lack of originality in the postmodern age, as John

Exhaustion), but because of an un

sovelty in Brennan's theory,
tharacterises postmodermnism as we
sain characlers.

sodernism. As Lacan puts it, this era is defined by an ego that acts as if
- were no limits, “pushing off into outer space on the strength of its

tive to expand” (Brennan 1993: 3) In other words. it is a social psychosis
heart of which lies an ego that is rigid and resistant, and. instead of
tions, conducts all associations with reference to
ke the world over its own image “by reducing the

heterogeneity of living nature and cultural orders to a grey mirror of

ess” (Brennan 1993: 4).
For Brennan, the rigidity that describes the ego’s era explains the

noia that lies at the heart of this narcissistic culture. She claims that

form of it, is the burden or blessing of paranoiac and
intellectual alike. As Freud has it. in their delusions (which by definition
have to be speculative constructions) paranoiacs find an putlet for their
often ‘acute perceptive and imaginative powers’ that they cannol find
clsewhere. Now if one were to offer a brief distinction between paranoid
and non-paranoid speculation, it would be that the former is conducted
from the standpoint of the ego: events and causes are speculated about in
a self-referential way; and synthesis of the relation between those events
and causes closes off knowledge of connection that jeopandize the ego’s
position. In non-paranoid speculation, this is not the case; speculation
about the connections between things is open-ended. (Bremnan 1993: 33-

34)

speculation, or some

idea that there is a connection between narcissism and ia is, of
reud. who asiready claimed that

yarse. not new. Brennan heavily relies on F
aranoiacs are fixated at the narcissistic stage” (Kochhar-Lindgren 1993: 21). §

state that is followed by a
“3 mature and clear-sighted+
d” (Kochhar-Lindgren 1993: 22). Brennan,
f knowledge. or the emergence of

narcissism as a primitive emotional

ever, puts the emphasis on the guestion 0

- knowledge. to be precise, which she perceives 1o be jeopardized in the

* In other words if the ego is in the cenire of interpretation, it is
ree: NEWNESS IS blocked. and not

h has famously argued in his seminal essay (The Literature of
derlying paranoia that blocks the emergence
new connections. Narcissism, then, appears 1o be the main antagonist of
as if it were responsible for the impasse that

11 as the life of Martin Amis’s two helpless

Service are portrayed as the products of
ho never reach the stage of "a mature and
| world” (Kochhar-Lindgren 1993 22).

Gregory Riding and Terence
narcissistic commodity culture w
_sighted adaptation o the externa
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As their names already suggest Gregory Riding is the one who is able to ride on
the currents af consumer culture. while Terence Service is the example of the
perfect slave. the ultimate loser. Both are addicted to ©GXCES5, as Amis’s
characters usually are: (regory portrays himself as the ultimate Casanova who
is at pains to get rid of his latest conquest, Miranda, the girl who is sending him
obscene poems. Terry. 0n the other hand. is desperate to geta woman and 15 on
the verge of nervous breakdown because of his lack of success. They are two
types, two extremes produced by the culture of narcissism: Gregory conforms
to its norms, while Terry cemains an outsider. acting as a mirror of Gregory's
gigantic €go- Their complementary narcissism suggests that they lack agency
and are unable to become self-sufficient. healthy individuals: they need the
other in order to confirm the self in its existence. just as Hegel's theory of
mastef and slave holds.

Hegel claims that “it is a fight t0 death for the sake of recognition that
leads to a relation between a free man and a man who is enslaved to him”
(Sarup 1993 18). The Slave, just like Terry, needs the recognition of the
master. which he never gels. the Master, on the other hand. though recognized
by the Slave. is in an existentialist impasse, since the admiration of the Slave
means nothing for him: he can only be recognized by an independent
consciousness. In Amis’s novel these alternatives appear 10 be empty subject
positions which these characters can occupy from time 10 time: at the beginning
of the novel Gregory depicts himself as the ultimate gnrecognizing Master
whose existence 1S relentlessly conformed by Terry's admiration as well as the
adoration of the women whom he treats abominably. This is how he describes
his evening with Miranda. for instance: “All dav at work the anxiety had been
quite frightful. Home ta another evening @ 'la Miranda — why do we put up with
17 — another evening of my epic coldness and her clumsy awe, of my nauseous
small talk and her snatched panicky kisses. another night of sculptured sleep:
her large lips hot with tears at my side” (Amis 1988: 15-16). Gregory’s sole
purpose is 10 make Miranda feel inadequate and inferior, which guaraniecs that
he remains the controlling Master. His “epic coldness™ and “nauseous small
talk” are nothing but part of a facade that helps him retain this position: refusing
to love and recognize anybody enables him to remain Master in the Hegelian
sense.

Terry, on the other hand, 15 Gregory’s foster brother; he was adopted
when his father killed his gister and was taken to prison. leaving Terry alone it
the house. He grows up feeling inferior, secondary, and his physical qualitie
(fat. balding, ugly) also contribute to an overwhelming feeling of failure. Hi
sees himself as the ultimate image of failure: women will “talk to me, they’l
agree to go out with me. theyll eat with me, they’ll drink with me, they’1l ne¢
with me, they’ll even gel ‘nto the same bed with me. But will they fuck me? O
no, not them. Not them — oh no” (Amis 1988: 11). We also learn that he
“yery keen, as a matter of general principle. on picking up intimate detail
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ftual details about Gregory™ (Amis 1988: 10). As he puts it, “I want details, |
nt details, and 1 want them to be hurtful, damaging and grotesque™ (Amis
188: 10). He adores Gregory because of his overwhelming insecurities (which
remind the reader of T.S. Eliot’s Prufrock): he lacks subjectivity, and his
missing desire,” as Jessica Benjamin claims, “often takes the form of adoring
man who possesses it” (Amis 1988: 86). This type of desire appears as envy
enjamin 1990: 89), and as “submission to a powerful other who seemingly
bodies the agency and desire one lacks in oneself” (Benjamin 1990: 100).
indeed seems to be driven by an envious desire to possess whatever

pecory has:

I nurse dreams of impotence, monorchism and premature ejaculation. I lust for
his repressions and blocks. 1 ache for his ranmata. [ . ] And above all. of
course, I long for Gregory to be dismally endowed | pine for it All my life
I"ve wanted his cock to be small. Even before | met him the meagreness of his
member was paramount to myv well-being. (Amis 1988: 10)

lhese words suggest that Terry is a clinical case of what Freud called “penis
vy : Gregory's success in life is closely linked to his masealinity in his mind.
ad his sole desire is to possess and diminish Gregory's power. The definition
his self depends on the social position of Gregory: in Winnscolt's words. he
 “relating” to the other who is “not necessarily experienced as real, external,
independent” {Benjamin 1990: 37). He is unable to expenence the other as
her, as an external reality he can creatively interact with i remains a
reatening omnipotent object in his mind. This type of interaction suggests that
oth characters are narcissistic: whereas Gregory embodies the more easily
fecognisable narcissistic prototype, the sadistic master, Temy becomes his
averse double, a hypervigilant “co-narcissist,” who is more prone o shame, wet
vho is cqually unable to recognize the other as a subject of his er her own right.
he term is Alan Rappoport’s. who claims that narcissism refers “to people
with very low self-esteem who attempt to control others™ view of them for
defensive purposes” (Rappoport 2008). Narcissists. just like Gregory and Terry.
are “interpersonally rigid, easily offended, self-absorbed. blaming. and find it
difficult to empathize with others” (Rappoport 2008). He mmtroduces “co-
parcissism” to distinguish between those who follow a narcissistic role model
and those who try to accommodate to these: “co-narcissists™ are people who.
=as a result of their attempts to get along with their narcissistic parents, work
‘hard to please others [. . .], worry about how others think and feel about them,
‘are often depressed or anxious, find it hard to know their own views and
“experience” (Rappoport 2008), and so on. The point is that neither narcissists,
“mor “co-narcissists” are able to see the other as an independent object, and,
therefore, are unable to form healthy. psychologically stable relationships. As
‘Rappoport puts it: “One of the critical aspects of the interpersonal situation
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when one person is either narcissistic or co-narcissistic is that it is not, in an
important sense, a relationship” (Rappoport 2008). In other words in such
interpersonal situations the other always remains an object to be desired or
destroyed.

The diary form is perfect to portray this type of interaction: the narrative
begins in January with Terry’s account, and ends in December with Gregory's,
as if its very circular structure suggested the impossibility of any real change
and communication. Each month is divided to two equal parts, narrated by
Terry and Gregory respectively, thus their stories literally mirror each other.
Mirror. but never truly interact: both narrators distort cvents as much as they
distort the image of the other in their minds. According to Terry. for instance.
Gregory said that Miranda slept with over a hundred men in two years (Amis
1988: 9): a few pages later. however, Gregory claims that it was fifty (Amis
1988: 20). Terry’s exaggeration indicates how inferior he feels (he is even
unable to have sex with an openly promiscuous woman, while Gregory is
simply upset that such a “neurotic maniac™ as Miranda is after him. Both
narrators are lying, and it is impossible to tell which version is true (probably
neither of them). The narrators are constantly playing with the rcader. who
e¢xpects the diary to be a sincere account of the protagonists’ feelings, but finds
Sucecess 1o be anything but a truthful story. Rather. it is the parody of the very
diary form, a postmodern, self-reflexive version of it.

It seems that the characters read each others™ diaries, since they
surprisingly often talk about the same issues. In February, for instance, both
describe a day at work. Terry, whose job is unbearably monotonous, is afraid of
being fired, feels humiliated all the time, attempts 10 ask out the least attractive
secretaries, and so on. Gregory. on the other hand. works at an art gallery. has
flexible work hours, travels a lot. and seems to enjoy what he does to a great
extent. And, of course, the owners of the gallery are hopelessly attracted to him.
It seems that the sole purpose of Gregory's narcissistic narrative is to increase
Terry’s agony. This is, for instance, how Terry’s day begins:

My big cheap alarm clock, invariably set for 7.55. is placed on the window-sill
at the far end of my room. When I sleep at all —as opposed to simply lying in
bed all night, gagging and flashing with booze and nerves — | do so with a
cloying, musty, vascular heaviness (I die a little). and if the clock is positioned
within my reach I'll just lean over. slap off the alarm and burrow back into
unconsciousness (Amis 1988: 29),

And this is Gregory’s morning:

| spring from my snowy double bed. and — silk-robed, in bikini pants. or quite
possibly naked — saunter into the kitchen. Fresh orange juice. real coffee very
black. a croissant, some rare honey. Then. as [ draw my bath {you have to club
your way through the miasma of Terry’s room for this purpose), I'll brush my
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hard and brilliant teeth, poke fun at my gypsyish hair, tim my nails. (Amis
1988: 41)

It is obvious that Gregory’s healthy mornings depend on Terry’s sleepless and
sick nights; his brilliant teeth and gypsyish hair are seen as the antithesis of
erry’s nervous, alcoholic complexion. Even the spatial metaphors of the novel
suggest that they fail to function-as self-sufficient subjects: the fact that both have
0 pass through each others’ rooms all the time to fulfil basic needs such as going
to the bathroom (Gregory) or having a cup of coffee in the moming (Terrv)
suggests that their subjectivities are inseparable. They are canght up in the catch-
22 of recognition, Gregory refusing to recognize anybody while Terry seekine it
pointlessly; since neither of them sees the outside world as a reality independent
of their egos, they remain in the web of narcissism. Neither position is desirable:
it is not true that the Master truly possesses a plenitude that the Skave longs for.
‘Rather. it is only the illusion of grandiosity that he has, which is part of the
psychosis, or hallucination, of the ego’s era. As Brennan puts it “prompted by
the pleasure principle and the desire for instant gratification. the sabject itself is
ounded by a hallucinatory fantasy, its desires are encapsulated in commedities™
{{Brennan 1993: 10). Therefore, the subject is empty, the positions & takes are
‘llusory, regardless whether these be that of the Master or the Slave.

Reflexive Mirroring: The Narcissistic Text

It is not surprising for the reader that Gregory loses his masiery m ihe novel. As
it turns out towards the end, the narrators have not only lied about tiny details.
such as the number of Miranda’s sexual partners, but also distorted more crucial
information about their social status, for instance. Gregory discloses that despite
his good looks he is no longer welcome in the elite company. since he has no
money. His salary is humiliatingly low, and his green sports car. which has
been the symbol of his masculinity as well as his successful career. is hardly
worth 100 pounds. He also admits that he has no one to talk to:

Who is there to talk to? 1 rang Torka from the gallery — mude Keith answered
and was impossibly offensive when I asked him to make Torka call me back. |
rang Mama from a telephone-box at lunchtime — but she was preoccupied and
vague and too far away. Skimmer and Kane — they 're idiots really. just upper-
class yobs (you never did meet them, did you?); they wouldn’t understand
anything like this. God, sometimes you turn round 1o test the rope-holds of
your life and realize how tenuous they are. ( Amis 1988: 168-69)

What Gregory describes here is existentialist despair: instead of the dandy we
have seen before we encounter a lonely man. who admits that his grandiosity
was indeed an illusion. The elite company, which defined his social status
before, is as unreliable as his mother. who is more preoccupied with her upper
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class friends than with his son. None of these people give Gregory any real
recognition, since, similarly to himself, they only recognize the grandiose
narcissistic delusion that defines the ego’s era, not the subjectivity of the other.

Terry, on the other hand, appears to earn more and more money and is
becoming successful with women, as if he took the position that Gregory
occupied before. Whereas previously it was Gregory who never remembered
the names of women, now Terry is confused when he has to recall the name of
his incredibly rich boss™ wife. He describes her in the following way:

[she is] a rather marvellously tarty women called Meg — Miggie? Mags? —
something ridiculous like that. She wore astonishingly white trousers. The bits
of them that weren’t already halfway up her bum were as transparent as
polythene: you could see the line of her panties, and their tender blue check. A
womgn with tremendously large breasts. she paid me a terrifying amount of
attention, all of it under Veale's pensive, grey-eyed stare. (Amis 1988: 177)

“Terry’s rise seems to mirror C iregory’s fall: he speaks exactly like Gregory did
before. displays the same misogynistic attitude towards women, forgets their
names, disregards their subjectivities. treats them as if they were objects. We
sec nothing of Meg except for the line of her panties and her tremendously large
breasts, and it is Terry who is admired, stared at, recognized. He seems to have
learnt the secrets of retaining his position as Master, which simply consists in
negating the subjectivity of the other,

These episodes suggest that the positions Gregory and Terry take are fluid,
interchangeable. However, despite these shifts. the dynamics of the relationships
remain rigid: instead of achieving a balance between self-assertion and mutual
recognition, which Benjamin claims to be the core of healthy psychological
interactions, the characters remain locked in the inverse roles of Master and Slave,
unrecognizing and unrecognized. narcissist and co-narcissist. Benjamin argues that
“domination and submission result from a breakdown of the necessary tension
between self-assertion and mutual recognition that allows self and other to meet as
sovereign equals™ (Benjamin 1990: 12). claiming that keeping a precarious balance
between these provides a way out of Hegel's impasse. In my view the rigidity of
Gregory’s and Terry’s interactions, the fact that neither are able to achieve any kind
of balance, suggests that they are perfect victims of the “ego’s era™ the Master’s
position is no more favourable than that of the Slave, since in both cases the
knowledge of connections that jeopardize the £€0’s position is closed off, making it
impossible for any kind of novelty to emersge.

The very text displays these symptoms of narcissism: the narrative is
rigid, and not because it is not playful enough: many critics observe that Amis
is a great master of style (Childs 2005: 35). However, the characters and
categories it relies on are not fluid enough, as if the narrative itself did not
recognize difference: women are very often seen as stereotypical characters, for
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stance, making a number of critics and writers claim that Amis has
pisogynistic tendencies.” We learn that Miranda, for example, is “absolutely
sracious.” has “huge tart’s fingernails,” and she is probably neurotic, as most

amen according to Gregory:

After spending the night with a neurotic girl — and so many of them are
neurotic now — 1 feel more than my natural repugnance =t the prospect of
examining the bedclothes once I've shooed them from the flat. There will of
course be the usual grim feminina —a dollop of make-up on the pillowslips.
the school of pubic hairs on the sheets, that patch of hell somewhers further

down: so much one expects. [. - -] they're all in pieces, these girls. (Amis
1998: 17)

o . da is described as “one of those neurotic girls™ (and almost all of them are
surotic these days), as a stereotypical figure who represents the women in the
1970s. Any traces of her personality as well as biological being that differ
om the images disseminated by magazines are portrayed as sepulsive: it is
nlv the shallow image that Gregory needs and the reader sees in the novel.
smilarly Ursula, Gregory’s sister, is portrayed as a mentally amstable. mildly
chizophrenic womarn, who would need protection. but only =<t used by both
men in the novel. Even Terry feels a profound hatred for her

I looked round in bewilderment, at the girls. at the couples. Daring such
moments my ugliness hangs on me like cheap heavy clothes. 1 Jooked at
Ursula, What good was she to me? I'didn’t even want to fiock her — 1 wanted 1©
hurt her, to do her harm, to lash out at her shins with my Sool o swipe n1y
wine glass across her face, 1o grind out my cigaretic an her fluttering hand.

(Amis 1988: 59)

¢ is impossible to tell whether Terry’s or Gregory's MISOEYIY IS Worse, which.
soain, suggests that both Master and Slave are caught up m the wek of
arcissistic delusions, neither of them is able to see the other &s subject. Both
marrators porfray women as inadequate sexual objects. neurotic and irrational
ereatures, whose sole purpose is 1o reflect and nourish their egos. Their sensc of
<=If depends on turning the other into an object. just as Brennan claims: “by
splitting women into two types the man is able to situate himself as subject”
{Brennan 1993: 9). After reading these passages it is not surprising for the reader
‘that Ursula becomes the ultimate victim in the novel (she commits suicide).

- Wfarina Warner. for instance, claims that she reads him for “with a mongoose fascination for
his unrepentant misogyny.” hitp: www.independent.co.uk/arts-
mﬂertai.nment"h-rmksr'featu_r-:s."marrin—amis—mw-w:—arcvﬁﬂ-lﬂﬁtqs.html A number of articles
discuss  his  remarks about Kate Prnce, see, for instance The  Cuardian

h:tp:.-'.-'v.'ww.gua:dian.co.ub’buuksn-’b-oukshlug-'lﬁl}qs01:1:-'2 &/martin-amis-katie-price-women
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It seems that the narrative itself is locked in its web of narcissistic
delusions. The characters are rigid, stereotypical, and while the sole desire of
the narrators is to “situate themselves as subjects.” it is this fixity that makes
their failure inevitable. As if the very structure of the narrative made it
impossible for any Kind of fluidity to emerge: Terry’s and Gregory’s stories,
just like reflexive mirrors, fix the position of Master and Slave. narcissist and
co-narcissist, and make it impossible to find a way out of this catch-22. They
are resistant, similarly to the ego that is unable to form new connections
according to Brennan. and remains in the web of self-referential speculations.

Success, then, just like Martin Amis’s later novels, deals with the
conflicting values of humanism and materialism. The portrayal of the main
characters reveals empathy for the suffering losers as well as the deluded
Master, who are both victims of commedity culture. Yet the narrative is not
exempt from the narcissism it portrays: the rigid characters and the portrayal of
women reVeal a bipolar, split world that lacks any fluidity. Therefore, despite
the mastery of style and the marvellous black-humour, the text is rigid, just like
the ego that lies at the heart ol commeodity culture.

References:

Amis, Martin. 1988, Success. Harmondsworth: Penguin.

--------------- 1991, London Fieids. New York: Vintage.

Barth, John. “The Literature of Exhaustion™ in Niall Lucy, Postmodern Literary
Theory: An Anthology. Oxford: Blackwell. pp. 310-322.

Benjamin, Jessica. 1990. The Bonds of Love: Psyvchoanalysis, Feminism, and the
Problem of Domination. London: Virago.

Brennan, Teresa. 1993, History After Lacan. London: Routledge.

Childs, Peter. 2005. Contemporary Novelists: British Fiction Since 1970. New York:
Palgrave Macmillan.

Kochhar-Lindgren, Gray. 1993. Narcissus Transformed: The Textual Subject in
Psychoanalysis and Literature. University Park: The Pennsylvania State UP.

Laurence, Alexander and Kathleen McGee. “No More Hlusions: Martin Amis is
Getting Old and Wants to Talk About It.”  Available at:
http://mural.uv_es/carjiri/inter 1 .htm

Rappoport, Alan. 2008, “Co-Marcissism: How We Accommodate to Narcissistic
Parents.” Available at: http:/’www.alanrappoport.com/pdf/Co-
Marcissism¥%20Article.pdf

Sarup, Madan, 1993. dn Introductory Guide to Post-Structuralism and Postmodernism.,
Athens: The University of Georgia P.

Warner, Marina. 2009. In “Martin Amis: Now We Are 60." The Independent.
Available at: http://www.independent.co.uk/arts-entertainment/books/features/ martin-
amis-now-we-are-60-1776198 htm|

LE0



Memory as auto/biographical storytelling in Kazuo Ishiguro’s
Never Let Me Go

Silvia Caporale-Bizzini
University of Alicante, Spain

\bsiract: In all his novels, so far, Kazuo Ishiguro uses memory as a strategy,
-chological as well as literary, to delve into the narrativization of the identity of
< characters and approach the cultural tensions and field forces that conform
pntemporary society. In this paper, we start from the viewpoint that Never Let
e Go (2005) is narrated in the first person as a “speculative memoir” (McDonald,
907: 75). By stressing the tension that exists between the concept of
utobiography and biography as sugoested, among others, by Hanna Arendt and
iana Cavarero, we will show how the organization of the novel as a memair,
anizes the situations of characters and aims at reflecting on how we. as living

seings, react when facing our mortality.

. ords: Kazuo Ishiguro; Storytelling; Biography: Autobiography: Contemporary
British Literature

Introduction 1

In all his novels to date, Kazuo Ishiguro uses memory as both a
asvchological and literary strategy to delve into the narrativization of his
characters’ identity and to approach the cultural tensions and field forces
that shape contemporary socicty. In general terms, it could be said that the
ase his characters make of memory becomes a means of recovering a lost
identity and resisting the sense of historical displacement they feel. In
Jshiguro’s work, memory becomes a tool with which to rewrite history and
o give his protagonists the chance to reconquer a vanished territory. a realm
~here his characters have lost themselves, their hopes and dreams. Some of
them succeed, while others do not. What is most important is that all of them
break the continuity of their lives and at a particular moment in their
existence try to recall a past that has marked their identities. The point of
departure for this paper is that Never Let Me Go (2005) is narrated in the
first person as a “speculative memoir” (McDonald 2007: 75); by stressing
the tension that exists between the concept of autobiography and biography,
as suggested by Adriana Cavarero (2005), among others, the aim is to show
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how the organization of the novel as a memoir responds to Kazuo Ishiguro’s
interest in representing the elements that shape human naturc and how we
react to our own mortality and sense of finitude once forced to face il head
01l

The existing bibliography on Kazuo Ishiguro’s literary production 18
both impressive and all-embracing of a broad number of critical trends’. In
spite of the vast amount of material published in relation to his work,
Ishiguro has maintained a respectful but detached opinion of how critics are
reading his novels; he has. nonetheless. been firm in highlighting certain
solid concepts when re ferring to his writing and its meaning. When
reviewing the interviews he has given over the last twenty-five years
(Shaffer & Wong 2008). it is significant to noic that a number of ideas
appear time and again in his works, which he materializes in his writing by
experimenting with diverse literary genres.

1 personally believe that these recurring ideas form the foundations
for his world-view such as, for example, the origin of his characters (“T am
interested in how people who tried to do something good and useful in
their lives suddenly find that they have misplaced their efforts”, in Shaffer
& Wong 2008: 20)°. He also insists on rejecting the label of postcolonial
and/or postmodern writer and defines himself as a British writer committed
to British narrative and the need to “internationalize™ it (“It is good in @
way that writers address {he whole world and they don’t look inward, they
perhaps have an outgoing. international viewpoint”, in Shaffer & Wong
2008: 146)"; Ishiguro openly declares that his literary tastes are with
Dostoyevsky and Chekov (2008: 41) and that he uses history as a location
(Matthews 2009: 118) to depict the human soul (his true-life task when
writing): “There’s always the tension between the setting you choose ang
the fact that you want to use that location for universal metaphors, for
stories that can be applied to all sorts of human situations” (Matthews
2009: 119). Furthermore, he claims that his first two novels were partly
way of achieving a feeling of closure with the Japan of his mind, not the
real country, whose language he can barely read or speak (“Well I think the
Japan that exists in the book is very much my own personal, imagin
Japan...l wanted to make it safe, preserve it in a book, before it faded awa
from my memory altogether™, Shaffer & Wong 2008: 53).

1 A complete introduction to the major directions in Ishiguro’s criticism can be found in Kaz
Ishiguro s Wai-chew Sim {London: Routledge, 2010, 105-164).
2 This same idea is repeated in other interviews: see, for example, pages 32, 37, 45 or 85 Shall
& Wong, 2008).

3 Gee also Shaffer & Wong, 2008 on pages 69, 71, 72,75, 144, 178,
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Mortality

er Let Me Go is narrated in the first person by Kathy H.: “My name is
fiy H. I'm thirty-one years old, and T have been a carer now for over eleven
. That sounds long enough, I know, but actual ly they want me to go on for
sther eight months, until the end of this year. That'll make it almost exactly
tive years (NLMG 3)7.
This is the beginning of an uncanny story about a group of “students™
live and study in Hailsham, a boarding school in the British countryside.
© soon learn that these young people are in effect “clones™ they are being
mcated to accept their destiny as simple producers of organs and envisage an
fiv death. Despite what one might think. the story is met set in a dystopic
ure but rather in England at the end of the 1990s. No scientific language is
et used, as no laboratory is ever mentioned: the closest we come to a medical
mcture is a sanitary service. a “recovery centre™ (NLMG 4) where the clones
| after each operation either to die (“complete™) or to recover before the next
ation. In this place, other clones act as “carers™ Kathy H. is one of them.
3 she helps her fellow clones during the transitional periods between
Bonations™; the fourth of these donations is the final fatal one, although some
I the clones “complete” before. In spite of the bleakness of the plot. nothing is
r voiced openly and a special jargon is used to substitie & more scientific
peabulary. The use of language in the novel is evidently not casmal: according
McDonald this is a reminder “of the ways in which langmage can normalize
Erocities deemed necessary in a given ideology™ (2007 78). However, 1 also
Slieve that this linguistic strategy helps to outline a melancholic environment
md a constellation of different feelings with the =im of Bumanizing the
aracters and helping the reader to identify with them. Critics such as
Britzman (2006) or Toker and Chertoff (2008) suggest that even the name of
he school is a remainder of the ontological orphanhood of these creatures:
Hailsham is a “sham’ which people *hail’” (Toker & Chertoff 2008- 165).*
Never Let Me Go has given rise to a number of remarkable critical
eadings. Deborah Britzman (2006) is one of the few critics to approach the
ovel from a psychoanalytic perspective, an outlook that through the thought of
Klein and Arendt does underline how language helps to characterize the clone’s
Jinite ontological position. Toker and Chertoff (2008) explain how Never Let
Me Go redefines in a different way the genre of dystopian fiction through the
use of meaning in spaces and fopoi. Bruce Robbins (2007) presents a dense and
highly conceptual reading of Ishiguro’s novel in terms of social class and the
al conceptualization of the Welfare State. Gabrielle Griffin (2009) dclves
nto the relationship between the definition of science and its representation to
demonstrate that Never Let Me Go is a text that contextualizes its plot within a
‘contemporary discourse on ethics and science. Other scholars. such as Seaman
£2007), Black (2009) or Jerng (2008) read the text as an example of a post-
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of selfhood. McDonald (2007), in a paper that has

humanist interpretation
partially inspired my reading of the text, demonstrates that the textual strategies
and the techniques used in the novel originate within the genre of

autobiographical memoir (2007: 75).
Although 1 find a great amount of the critical work published on the

novel stimulating, my reading of Never Let Me Go is grounded in Ishiguro’s
declarations on his new-fangled approach 1o the notion of nostalgia and post-
Freudian understanding of the human soul. As suggested above, my aim 1s 1o
demonstrate how Never Let Me Go is a novel in which the literary use of the
auto/biographical narrative voice creates a relational text and underlines the
author’s will to investigate how individuals react when in the presence of their
mortality. As Ishiguro himself has declared. in this novel he does not analyze
the concept of clone in ethical. scientific terms. He uses it strategically to delve
into how the human being faces his or her death:

| suppose, ultimately, 1 wanted to write @ book about how people accept that
we are mortal and we can't get away from this, and that after a certain point we
are all going to die, we won't live forever .. | wanted the characters in Never
Let Me Go to react to this horrible programme they seem 1o be subjected to In

much the way in which we accept the haman condition. accept ageing, and
falling to bits, and dying (Matthews 2009: 124).

In the last part of the book. Kathy H. and Tommy. her lover by now, manage (o
find out where one of their old “guardians™. Miss Lucy. lives. It is high time 10
ask for an explanation and for a “deferral” of their destiny as donors. During the
conversation they will discover the truth about their life and destiny and about
Hailsham. The school was founded as a social experiment, which had failed by
the time the conversation takes place, to educate the clones, which were always
referred to as students. as a way of demonstrating to society the cruelty of the
project to clone people and use them as simple producers of human organs. Art
and art classes. Miss Lucy explains, were used in Hailsham to prove to the
outside world that these “students” did have a human essence. It is after this
conversation, and the discovery that a “deferring” of their destiny is
unthinkable, that Kathy and Tommy become fullv and hopelessly aware of their
fate and that Tommy’s time is coming to an end: a truth that most living beings
discern at some point in their life. Just before Kathy and Tommy leave fo
good, Madame. the “art” dealer and Miss Lucy’s partner, ereets them with 2
heartrending phrase that summarizes the human situation when facing
mortality: “Poor creatures. | wish 1 could help vou. But you're by vourselve
(NLMG 272).

This feeling of finitude, the materialization of the presence of deat
within one’s life and the epistemological questions related to these issues, an
acutely present in the conversation between Tommy and Kathy in the last page
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of the novel. The central question, to which nobody has an answer, is: what’s

xt? This is how Tommy voices it: “You know why it is, Kath. why everyone
orries so much about the fourth? It's because they are not sure they’ll really
somplete. If you knew for certain youd complete. it would be easier. But they
ver tell for sure.” (NLMG 279). Kathy does not have an answer. she can only
hink about herself:

He'd have known too, he was raising questions to which even the doctors had
no certain answers ... How maybe, after the fourth donstion. even if vou are
technically completed, you're still conscious in some sort of way; how then
you find there are more donations, plenty of them, on the other side of that
line: how there are no more recovery centres, no carers, no fnends. Bow there's
nothing to do except watch your remaining donations until they switch you off.
It"s horror movie stuff, and most of the time people don"t want 2o think abouw it
(NLMG 279).

. Nostalgia

By 2001, after publishing When We Were Orphans (2000}, Ishiguro claims
ie is ready to move on and starts reflecting on a different way of defining his
protagonists and their roles in relation to their memories. 10 mostaleia and to
wow they approach their actual lives and perception of the world He feels that
Eritics have so far related his characters with “emotional repression™ (Shaffer &
Wong 2008: 172), with the impossibility of voicing thewr feelimgs and he
gonsiders that instead it is high time to connect, instead. thelr memories to a
Yiberating force and reinterpret the concept of nostalgia within their storvielling:

But I'm wondering if it’s time to try to construct a veice. 2 way of writing. that
somehow takes on-board some of the post-Freudian tensions of hife, that comes
not from buckling up. not from being unable to express yourself but fromyust
being pulled left, right, and center by possible role models and urges. by a
sense that you are missing out. That would invelve a different kind of voice.
would imply a different kind of writing, and would lead to a very different-
looking novel (in Shaffer & Wong 2008: 173).

another interview (Matthews 2009: 120), the author goes back to this idea
‘and further develops it by explaining that when working as a social worker —in
‘the late Seventies and early Eighties— he was influenced by the Freudian model,
‘mamely by the idea that we were a kind of passive effect of our past
‘experiences, leaving little space for subject agency. As suggested above, he
gow insists on the idea that the human being is more complicated and that his or
er capacity of choice and action is possibly bigger than the onc theorized
within Freudian parameters: “People’s potential to change their lives or to
change themselves somewhere in the middle of their lives, that has been
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underestimated™ (Matthew 2009: 120). It is this kind of reflection that can and
should be transformed into storytelling.

Nostalgia, then, is not understood by Kazuo Ishiguro as the presence of
negative phantasmal presences, but as a way of recovering positive emotions of
loveliness and safeness: “And in my books, particularly the most recent ones, I
fecl that the kind of nostalgia 'm trying to get at could actually be a positive
thing in that it’s a kind of emotional equivalent to idealism ... It's something
that anchors us emotionally to a sense that things should and can be repaired”
(Shaffer & Wong 2008: 166-67). In a sense, nostalgia is related to a way 1o
bridge a past that no longer exists (and that has possibly never existed in
realistic terms as for the students at Hailsham) and a prospective present time.

Giovanni Storace (2004) problematizes the role of time in the natration
of life stories and points out that our memories not only belong to and recount a
past time, but that are instrumental to relating past and present, breaking the
fissure and constructing an existential position that exists in the time continuum
defined by the past-present time. The breaking of the time line is actually
present in a number of Ishiguro’s novels such as The Unconsoled, When We
Were Orphans or in Kathy H.'s mental wanderings; this is what Mark Currie
points out in relation o the time line that forms the backbone of NLMG: “There
is, on one hand, a sense of the future, which inheres in the novel’s interest in
cloning; and on the other hand a sense of the past, in the form of a kind of
public school memoir, or a recollection of childhood apparently isolated from
the forces of history™ (2009: 93).

Storace also highlights that we look back over our life-story in what he
calls “extreme ages” (ctd estreme, my iranslation), basically adolescence and
middle age, that is to say when we feel that we are coming to terms with some
vital circumstances; he also points out that this process is a relational one, He
stresses with particular emphasis the element of “nostalgia”, in other words the
feeling of missing something that is no more. just as when Kathy H. declares
that: “The memories | value most, 1 don’t see them ever fading. I lost Ruth, then
I lost Tommy, but I won’t lose my memories of them” (NLMG 280). This brief
quotation is an example of the :dea of nostalgia that Ishiguro has developed in
his writing since the beginning and which. as suggested. takes shape in a more
mature way in his last two novels (QOrphans and NLMG). namely as the answer
to the feeling of orphanhood that we feel as we grow older and discover that the
world is not that safe place described to us as children; just like the protagonists
of Never Let Me Go after Hailsham., their childhood home.

For Ishiguro, storytelling —we should not overlook the Arendtian echo in
this declaration— is a collective act that a community carries out to bridge its
past and present times in order to move on towards the future (Matthews 2009:
117). The auto/biographical voice of Kathy H., the narrator of Never Let Me
Go, draws a picture of her and her f riends’ childhood. teenage and final years:
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+ tale merges with the stories of other students. the only family she has ever
ad, in such a way that what we get is a relational text. a text comprising

)

Lathy’s autobiography and Tommy's and Ruth’s biographies. on the same

s of el As Keith McDonald points out: “In telling her story. Kathy H. is also
s. 1 _olved in a life writing project that will preserve the memory of dead and
Ve ying loved ones. By incorporating them into her own memoir...a symbolic
ing anding takes place in which pathography acts as an elegiac act of witness and
ed” estimony” (2007: 80).

/1o

| 1n . Memory and Storytelling

ion  his text L'autobiografia come cura di sé, 1996 /(The autobiography as
nt a are of the self), the Italian psychoanalyst Demetrio Duccio underlines

the ortain  appealing concepts regarding the relationship between the
um stobiographical discourse and the narrating self, He stresses that the need to
ally e0 through one’s past vital experiences is a way of negotiating with one’s life
We ind that storytelling transforms such a negoliation into an act of reconciliation
rrie Succio 1996: 10-11). As also underlined by Adriana Cavarero (following
iere Janna Arendt), storytelling is a way of creating an/other self, a self that tells
it in s or her life in relation to other people’s stories (Cavarero 2005: 56)°; this
1 of suto/biographical discourse gives life to a narrator who is capable of
rom veakening his or her dominant position within the tale while becoming

aultiple and interweaving his or her vital experience with other stories
it he Duccio 1996: 12). In this context, the listener becomes a key element as
and /she is both a means of communicating with others and of keeping them
ome with us (Duccio 1996: 50); Peter Raggatt shares this point of view and claims
- He that: “__.identity is dispersed in a moral landscape defined by ofien conflicting
5 the sarratives ... that can be read in narrative as a polyphony of texts or stories”
Jares 12006: 21). Kathy H. is a storyteller; she is clearly relating her tal¢ to
then somebody: “T don’t know how it was where you were. but at Hailsham we had
brief %o have some form of medical almost cvery week_..” (NLMG 13, my
>d in emphasis) and again “l don’t know if you had ‘collections’ where you were”
Tore 'LMG 38. my emphasis). So there is a listener. she is not simply talking to
SWEr an implied reader, but, as McDonald points out, to somebody that “[is] acting
it the =< witness to trauma and loss™ (2007: 76). However, apart from this reader,
nists ‘who is the other listener? Is Kathy telling her memoir to one of the donors she
s caring for in Devon and that is passing away? Is s/he the person who makes
‘Kathy’s auto/biographical discourse real?

ho in
e ils
2009: 4 1 a memoria autobiografica racconta sempre una historia che & monca dall’inizio. E necesario
t Me " Gcorrere al racconto degli altri perché la storia cominci da dove & cominciata, ed & proprio il
rears: racconto irrinunciabile di questo primo capitolo che il sé narrabile va crucialmente a cercars con

' mutta I"ostinazione del suo desiderio” (Cavarero 2005: 56).
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¢ when ['ve tried t© leave Hailsham
d myself 1 shouldn't look back so much. But then there
just stopped resisting. It had to Jo with this particular
third year as a carer ... He'd just come through his
ne well, and he must have known he wasn't going 10
_ What he wanted was not just to hear about Hailsham, but to
like it had been his own childhood. He knew he was
<o that's what he was doing: getting me 10 describe
nk in ... (NLMG 5-6).

been times over the year

There have
behind, when T've tol
came a point when 1
donor 1 had once, in my
third donation, it hadn’t go

make 1t ..
romember Hailsham, just

close to completing and
things to him s0 they"d really si

We will never really know to whom she is telling her story, but Kathy H. is
seeking reconciliation as she faces her finitude through her friends” destiny. She
wants to keep them with her. therefore she needs to remembet: “] won't be @
carer anymore come the end of the year, and though 1 have got a lot out of it. 1

) have to admit I'll welcome the chance to rest-to stop and think and remember.
I’m sure it’s at least partly to do with that. to do with the preparing for the

change of pace. that | have been petting this urge to order all these old
memories” (NLMG 37)- But where does the necessity of negotiating with our

past and tell a story originate? According to Storace this happens when an event

that breaks the rthythm of our life takes place, 2 fissure in our everyday
existential routine (2004: 54). A working body, for cxample, helps 10
compensate for possible weaknesses in our mental balance, but when the bods

fails we become aware of our fragility and that the possibility of dying ma}

become real; John Fakin insists on this -dea and declares that our body image

«_ anchors and sustains our sense of identity” (1999: 11) and that ~..-

CONSCIOUSNESS 15 ‘gelf-referential’. and the baseline of consciousness.
memory, of identity. ‘s the body image..” (Eakin 1999: 19). First Ruth’s an
then Tommy's passing away arc instrumental in waking up the need that Kath
feels to give life back to them. Their death is not sudden, they are stolen parts
their body until they are physically empty and Kathy's words aim to fill thi
void back up-

Once Kathy decide
through memories and storytelling, she goc
attachments, that 1s 10 say her friends and their preciou
“ygu each had a wooden chest with your name on it, which you kept und
your bed and filled with your POSSESSIONS. 1 can remember one of tWo studen
not bothering much with their collections, but most of us took enormous ¢
bringing things out 10 display. putting other things away carefully” (NLMG 3
93. The items that were part ol these collections came from the “Exchanges’, &
event that was organized at Hailsham three or four times a year where

students would exchange mostly the objects created during art classes.
issue of “collections” is an important one within the theoretical frame we
using to read Never [ et Me Go. Duccio stresses that personal identity is
defined by personal belongings (of that we use them 10 define ourselves) s '

s that she wanls and needs to re-cnact her sto
s back to her constellation
s object collectio
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s or clothes, for example, and that we give to these objects a symbolic

ing: portions of our life keep on living through them; this is also what
== Raggatt calls “landmark attachments™ (2006: 21) or “constellation of

aments” (2006: 22)°, Storace (2004) suggests how the objects we collect
iz our lifetime change this meaning according to the moment we are living
that collecting them, or collecting objects in general, is a way of defying
mortality and of trying to live forever (Storace 2004- 83).

When Kathy reflects on her past, she cannot avoid thinking of her life as
ined with her friends’, so her autobiography becomes their biography. in
v that we cannot tell one apart from the other: she constructs what we could
a “family memeoir as relational autobiography™ (Eakin 1999: 85). because
Sohn Eakin suggests: “._identity is considered as relational in these cases,
se narratives defy the boundaries we trv to establish between genres, for they
‘autobiographies that offer not only the autobiography of the self but the
beraphy and the autobiography of the other” (1999: 58). The act of
pbiographical storytelling, Duccio indicates. is deeply literary as it needs
ee key moments to materialize into a tale: the moment of retrospection. the
sment of interpretation and the final moment of creation (*...they belong to
syntax of literary production™, Duccio 1996: 18. My translation). Hence, if
has not succeeded in demonstrating the clones’” human nature, then Kathy's
prytelling will.,
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Stylistic Idiosyncrasies of Irony in David Lodge’s
Nice Work
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fract: Critics have agreed that irony is the challenging game of the literary text of
i Lodee’s Niee Work. As the result of a contradiction between what is expected,
eding (o human mentality, within a socio-linguistic context, and the sudden denial
§ by certain inadequate linguistic or social manifestation, irony is a way of
=ssing the author’s belief that the reader will laugh at the absurdities of life, either
al. or emotional. at common places and platitudes. Considering the linguistic
ts of style as common instruments of irony, the article focuses on the stylistic
ecies of rendering it in the novel: acronyms, aphorisms, puns, enumerations,
ec ctc. The investigation will demonstrate that the stylistic and linguistic
bniques and methods are not necessarily new, but they are combined and
reted originally.

words: aphorism, de/contextualization, homonymic interpretation, incongruous
antic association, irony, pun. process of decoding, simile

focus of this paper is on irony perceived as the stylistic imprint in David
wdoc’s Nice Work. The analysis is performed starting from the effect of irbny
the stylistic and linguistic devices used to express this effect. We have
msidered irony the link to whose expression diverse forms of stylistic and
suistic devices have contributed.
The approaches from different theoretical perspectives have brought
ward the multiple understandings of irony and the necessity of an integrating
sdality of defining it. We will limit ourselves to the approaches that are
=dominant within the stylistics linguistics field and deliberately ignore the
literature on the pragmatic and philosophical uses of irony. Irony is defined
W tradition as an antiphrasis, a statement that expresses, in a certain context,
= opposite of its literal meaning. The ironic communication presupposes a
emantic inversion between the literal meaning (primary) and the non-literal
Smplicit). With this definition in view, irony becomes “a wideranging
-nomenon which can be manifested in a single sentence. or may extend over
whole novel” (Leech, Short 1984: 278). On a small scale. irony can be
ected in details of phonology. lexis, syntax and stylistics. Keeping within the
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small scale, irony is referred to as @ traditional figure of speech, alongside with

metaphor, metonymy, synecdoche, paradox and simile, rOpes defined as

deviations from the general norms of communication by means of the language

code (Leech, Short 1984: 78-79). On a larger scale, irony 18 considered “100
hroad a term of literary apprec'iafmn“ and the authors place it within the more
general context of tone, as “both are widely used critical terms which can
benefit from definitions in terms of the rhetoric of discourse” {Leech, Short
1984: 280)-

From a linguistic pcrspccﬂvc, irony, as rhetorical device, can be
rendered through unexpected combinations of words or gyntactic structures.
high frequency or emphatic use of certain mnrph&synmctlc structures, Use of
terms belonging to specific registers in describing opposite realities (for
instance, taboo Lerms :n official register, technical terms in describing simple
domestic acjivities) ¢tc. From a stylistic per&;peutivm irony. as the averarching
figure of speech (cf. 1.eech, Short 1979; 103), 18 rendered through a series of

_ stylistic and rhetorical devices: parallelism. paradox, cliché. enumeration-
comparison. aphorism. hyperbole, allusion, litotes elc. However, it is difficult &
make a distinction among these perspeetives, a3 the final effect 18 the result oF
the mixture operated at all the levels. The practice of the stylistic analvsis 0F
irony has proven the stylistic devices to have priority OVeT the lexical anc
syntactical Jevices with the clear mention that they all work together 10 finally
obtain the desired effect.

Considering as 4 point of departure John Middleton Nurry’s assertion
that “a truc idiosyncrasy of style [isl] the result of an author’s Suceess i
compelling language 10 conform to his mode of cx.pcricncc"‘ (Hulban 2006
143), we will try to show thal David Lodge has artfully compelled languass
into forms of style with the intent 10 render irony at (he association of 1w
universes: the economic, represented by the “adustry, and the cultur®
rcpret;cnlcd by the university.

In speaking about irony in connection 10 Lodge's fictional wor
mention should be made that his irony 18 always ‘ntentional, but never digresse
to sarcasimi, in the sense in which the former 15 understood as an “overtd
agoressive irony” (Attardo 2000: 795). Thus, i an interview with David Lodas
Lidia Vianu statcs that irony 1s the imprint of the writer's literary waork, and
idiosyncrasy of his irony 1s the tender, emotional, sarcasm lacking appr-:ra-:h.
reply. David Lodge accepts the labeling of considerate, more precise
compassionate comic novelist (Vianu 2009: 224).

In Nice Work. the campus novel meets the industrial novel.
idea, at the basis of the hook. although ingenious, is @ kind of Columbus
egg: in the technotronic ©ra, the literati can not afford to ignore
pmductivc activity of his fellowmen anymore. a]l the more that it imphes 8
deep knowledge of the condition of the contemporary man” (Stanciu 208
315). The pmmgunists of the novel are Robyn penrose and vic Wil
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pvn is at the moment of action, the beginning of 1986, a temporary
gurer in English literature at the University of Rummidge, with major
@ of interest in the 19" century industrial novel. She is a dedicated
iher and professionally supports the intellectual fashions of the time:
Iexism, feminism, psychoanalysis, poststructuralisni. “Lodge presents her
fikeable but naive and narcissistic, and like many intellectuals remarkably
sorant of the way in which society actually works. She is an expert on the
rial novel of the early Victorian period, but she knows nothing about
astry” (Bergonzi 1995: 24). Vic Wilcox is Managing Director at J.
mgle & Sons Casting General Engineering. The two characters are
ight together by a form of exchange programme. Industry Year Shadow
meme. As 1986 has been designated Industry Year by the Government, it
decided that a member of each faculty staff has to follow an industry
tor manager around for one day a week during the winter term. “Robyn
pd Vic find themselves pushed into this scheme by last moment decisions,
ad both hate the prospect, the inconvenience of shattered habits. the effort
adjustment to the unknown” (Vianu 1999: 150). At first they dislike each
Sher, but, gradually, prejudices disappear and mutual appreciation takes
ir place. Robyn realizes that in spite of her expertise in the industrial
el, she knows nothing of the industry proper. Vie grows to value his
adow’s impetuosity, sense of independence, and cultural knowledge.

Irony is the stylistic imprint of the novel. A linguistic device artfully
sed to render irony is the acronym. Linguistics has dealt with acronymy in
e context of word-formation and identified its constitutive structural
features in contrast to the related forms of abbreviations such as clippings
ad blends. In the recent pasi. there have been debates concerning the
erminology and the definitions. In terms of terminology, several concepts
ach as  “initialism™,  “alphabetism”, “letter word™.s “alphabetical
ombination”, “alphabetical shortening”, “protogram™. “siglum” etc have
sen used (cf. Putz 1997: 208). Definitions of each of the terms. and in
particular of what constitutes the acronym proper, vary greatly and have
seveloped to the point of contradicting each other. John Algeo attempted to
fombine various features in this compromise formula: “An acronym is a
vord formed orthographically by combining the initial letter or letters of the
major parts of a morphemically complex term and pronounced either by
=lter names or according to orthoepic rules (or less often by a descriptive
hrase* with inserted vowels, or in a combination of these ways)” (Putz
1997; 222-223).

Linguists agree that acronyms are peripheral vocabulary of a language,
not usually found in the formal writing. Their occurrence is man ly a
characteristic of the non-literary discourse. However. literature today makes
plenty use of acronyms and they have become “a standard. often irritating,
feature of non-literary discourse, but they are also in the process of becoming a

—
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conspicuous element in works of literature” (Putz 1997: 207). Their use can be
indication to familiarity with parodistic, satirical,

interpreted stylistically as an n
tertextual and symbolical effects. In this context David Lodge’s play with

these forms of words has predominant ironical functions and effects. The irony.
is aimed at the administrative apparatus of the university, which, in times of
economic crisis, resorts 1o ineffective, hilarious solutions with the concrete
effect of creating confusion.

The acronyms in the following excerpt are the result of the academic
administration’s desire to concentrate the message, 1o use less material (paper
for writing, energy to type) with an intrinsic intent lo preserve the message
unaltered. Paradoxically, when put into practice the linguistic strategy turns out
to be energy and time consuming because of the abuse of acronyms used in the
came sentence and the understandable inability to decipher what they really

stand for:

From: The Vice-Chancellor To: Deans of all Faculties

Subject: INDUSTRY YEAR SHADOW SCHEME

As vou are no doubt aware, 1986 has been designated Industry Year by
Government. The DES, through the UGC, have urged the CVCP to ens
that universities throughout the UK -

“He does love acronyms, doesn’t he,” Philip murmurs.

“What?" says Pamela.

= All these initials.” says Philip.

“1t's supposed to save paper and ty
memo round about it. Acrowhatsits to be used whenever possible

University correspondence.” (N B4-85)

ping time,” says Pamela. “We had

Such proliferation of bizarre acronyms, DES. UGC, CVCP, points
playfulness and ironical :tentions. At first their use seems restricted to the ¢
of a burcaucratic sub-language, otherwise a pragmatic but mindless langu
deformation. However, when they leave the sphere of the public administrativ
discourse and enter the private. they become improper, senseless forms
communication if their representation is known to only one of the partners I
the communicational act, in this case the university administration. It
common knowledge that official writing is a very demanding form
communication. When writing administrative letters. memorandums, r
etc, one must get the message across clearly and concisely. Negotiation
meaning, as in the case of oral communication, is excluded. By disregardi
this rule, the official communication act becomes a game with gaps that need
be fulfilled. The characters do not get involved in the game, but a reader in
jesting mood may think of ironic deformations or crazy inventions as soluti
In conclusion, the initial function of the acronyms of condensing informa
appears forced, as indeed it is, and they simply become gaps in the lingui

discourse.
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*What has the Faculty of Arts to do with Industry Year, or Industry Year to
do with the Faculty of Arts?

“] wish you'd put that question to the Vice-Chancellor, Rupert,’ says
Philip. *What has the FA to do with IY. or IY with the FA?" (the emphasis
belongs to the author)

“I"m sure | don’t know what vou are talking about.” (N7 87)

irony continues with Philip’s reformulation of Rupert Sutcliffe’s question.
reformulation is achieved through the repetition of two acronyms. F4 and
in reversed permutations. Although their meaning is easy to grasp from the
text, the academic Sutcliffe, who is not accustomed to this type of language.
difficulties in correlating the acronyms to the terms they stand for. The
rdity and the usclessness of such a linguistic mechanism is well illustrated
the following dialogue in which Professor Philip’s assistant. Pamela.
culates on what the strange acronymic form CRUM may mean:

“I don’t remember it coming up at the Senate” says Philip. Must have
been passed without discussion. What's CRUM?Y

“Confederation of Rummidge Manufacturers?” Pamels hazarded.

“Could be. Good try, Pam.” (N 84-85)

ce again, the linguistic act turns out to be a game resulting from the
igmatic and semantically open structure of the acromym CRUM Pamela
kes an attempt to solve the enigma of the acronym taking into account the
arger context, the programme of exchange of staff between the twe institutions.
e message is not decoded properly, whatever “properly”™ may mean as neither
e characters, nor the readers, have access to the correct information. And in
t. it does not really matter. Pam’s educated guess is clearly ronic and both
aracters seem to get amused at the decoding process. The ironical dimension
is best suggested by the intentional interpretation of the acronym SS, standing
for the Shadow Scheme, with the German S8, standing for the elite snow troops
during World War I1, which metaphorically may stand for another catastrophic
failed form of communication. The irony, compressed into a nutshell of a
revealing acronym, points to an abusive, authoritarian academic management.
The misreading of the acronym may not be so innocent and the parallel
suggests catastrophic consequences on another level. that of culture:

“The $57 Got his own stormtroopers, now, has he, the VC?™
“1 think it stands for Shadow Scheme.” says Pamela.
*Yes, I'm afraid you're probably right.” (N# 84-83)

The quoted abbreviated forms openly reflect an ironical attitude towards the

affairs. the administration and the management of the academic world. The
output of the acronyms in any form and number within the same message is an
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-ndication of the growing supremacy of university bureaucracy Over individual
life and hence could be interpreted as a warning against totalitarian tendencies
to set the dehumanizing role of bureaucracy over everything else.

Another stylistic device used to render irony and elicit laughter through
Tts essence rests on the homonymic interpretation of thel
Its use in the novel shows Lodge’s mildly ironical attitude
characters, Philip Swallow. The puns are the result of
of hearing. His disease is called high-frequency deafnes
hear vowels but no consonants. As a consequence he tries
from the vowels. The problem. as presented by his
“that he guesses what he happens to be thinking about

humour is the pun.
same word or phrase.
towards one of the
Philip’s gradual loss
meaning that he can
io guess what he is told
colleague. Bob Bushy, 1s
himself, at that time™ (VW 66):

' (i) ‘1 need a voluntary,” Says Philip. and briefly explains the Shado

Scheme.
says Rupert gutcliffe. “What are o

; ‘Noi my cup of tea. I'm afraid,’
laughing at, Swallow?’

“‘Cup of pee. Very good. Rupert, 1 must admit.

‘Tea. | said cup of fea,’ says Rupert Sutcliffe frostily. (NI 36)

tice the pickets,’ says Bob Busby.

< A very sticky wicket,” says Philip Swallow.
«Pickets. | said, theyll notice the pickets,” says Bob Bushy, raising

voice against the surrounding hubbub. (NI 61)

(i) *They !l no

ain particular forms of puns, called mimes. They ar€
y rhymes, with the appeal of homophones (Hulba®
how Lodge achieves humour occurs in (1) with
ft/ to /pl. Rupert Sutcliffe refuses to
ing that this kind of exchange is nos

The excerpts above cont
honetic similitudes. usuall
7006 138). An example of
shift of the plosive consonants from
part in the Shadow Scheme Programme say
his cup of fea. meaning it is not the type of thing he likes or manifests interes
into. As the dialogue takes place 1 the Male Staff toilet in front of a three-stal
urinal. Philip makes the best use of the environment and comicall
approximates his colleague’s utterance with cup of pee. The humour of the
mime-pun results from the artful adequacy of the speech form to 1o
extralinguistic concrete situation in which it is used.
Another instance n which the conversation becomes srather a hit-ofs
miss affair” (NW 66) is in (if). Philip doubts the effectiveness of universis
strikes as they do not impede the economic circuit of things. However, Bob &
confident that people will notice the pickets. Philip skilfully approximaie
Bob's utterance pickets, “the occasion on which an employee or a group &
employees protest outside a building to prevent other employees from a0ing
inside. especially because they have a disagreement with the employers™, Wit
the syntagm, a Sticky wicket, close both in soun

|
[

d and in meaning if itis to rele
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ints to the broader socio-economic context as, indeed. “the situation is
scult”. The humour arises from the unintentional. but highly effective from
uistic as well as extra-linguistic points of view, overlapping of the meanings
fhe two terms.

Irony in Nice Work is also rendered by means of aphorisms as formulaic
s of language. As stereotyped language, the aphorism creates “islands™ of
jom by embodying general truths. Its purpose is to exemplify situations or
end realities. At the level of the discourse, the aphorisms embody three
sortant features of the language: descriptive. speculative and open-ended. As
Sistic devices, they are witly, provocative, enlightening, and playful. The
horisms in the novel are examples of the contemporary tendencies to
emulate truths by reversing or dissolving hallowed distinctions between good
d bad, true and false:

“Let sleeping dogs lie.,” (NW 23)

“Forewarned is forearmed.” (N 63)

“There’s no such thing as a free lunch.” ‘Someone always has to pick up
the bill.” (NW 116) / *“Who pays? There’s no such thing as a free lunch.’
(N 218)

‘Well," she shrugged, “that’s the trouble with capitalism. isn't it? It's a
lottery. There are winners and losers.” ‘It's the trouble with life. said
Wilcox [...]." (NH 135)

“Life was short, criticism was long.” (N 213)

“Qigns are never innocent.” (VI 221)

“Universities are the cathedrals of the modern age.”™ (N#W 221)

“Somebody said Avpocrisy was the homage wice pays 1o viriue.
Rochefoucauld, T think.™ (VW 242)

“We won the war and lost the peace, as they say.” (NH"273)

“Difficulty generates meaning.” (NW 333) s

‘But reading is the opposite of work,” said Vie. *It’s what you do when you
come home from work, to relax.”

‘In this place.’ said Robyn, ‘reading is work. Reading is production. And
what we produce is meaning.” (NI 334)

e aphorisms in the novel have been classified according to their structure (T)
and to the degree of contextualization involved (1I).

1. From the point of view of the linguistic structure we have classified the
_aphorisms into three groups of:

1. identification, of the type [X is / is not Y], with cither the affirmative or
the negative meaning activated, in which Y is a descriptive AP or a NP
followed by other forms of description, genitival PP or attributive clause:
[forewarned is forearmed] — [X is Y]:

[lunch is not free] with the metonymic reading [nothing is free] — [X is not Y
[signs are not innocent] — [X is not Y :
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[universities are the cathedrals of the modern age| — [Xis Y]

[hypocrisy is the homage VICe pays to virtue] — [X 18 Y.

2. entailment, of the type {[X is /is not Y] entails Z}. in which X, ¥. 7. are
in different permutations and in different relations, of synonymy. of
antonymy, or of metonymy:

{[reading is not work] entails [reading is relaxation]} — {[X is not Y]
entails [X is Z]}. in which (not Y)and Z are in synonymic relation;
{[reading is work] entails [reading is production]} — 1[X is Y] entails [X is
Z]}, in which Y and 7 are in synonymic relation:

{[capitalism 15 lottery] causes [winners and losers]) entails ([life is lottery]
causes [winners and losers])} — H{[X is Y] causes [Z]) entails ([N is Y]
causes [Z])}. in which X and N are in metonymic relation:

{[lite was short] entails [eriticism was long]} — £[X is Y] entails [Z 1s not
Y1}, in which X and Z are in metonymic relation, while Y and (not Y) are
in antonymic relation.

3. cause. of the type [X causes Y|:

- Difficulty generales meaning. — [difficulty causes meaning| — [X causes
¥l
We won the war and lost the peace. — [we cause winning of war] entails
[we cause losing of peace] — [X causes Y] entails [X causes not Z] i
which ¥ and Z are in antonymic relation;
Let sleeping dogs lie. — [we cause sleeping dog to be lying] - [X causes Y
to be NJ.

I1. From the point of view of the degrec of contextualization involved we have
classified the aphorisms into:
1. contextualized aphorisms (academic universe-related):

(i) “Difficulty generates meaning.” (N 333)

(1i) "Signs are never innocent.” (NI 221)

(iii) “Universities are the cathedrals of the modern age.” (NW 241)

(iv) ‘But reading is the opposite of work,” said Vic. ‘it’s what you do when
vou come home from work, to relax.’

(v) *In this place,’ said Robyn, ‘reading is work. Reading is production.
And what we produce is meaning.’ (NW 334)

(vi) “Life was short, criticism long.” (NI 215)

2 decontextualized aphorisms (general truths):

(i) “Forewamned is forearmed.” (NW 63)

(ii) “Somebody said hypocrisy was the homage vice pays Io Virlues
Rochefoucauld, I think.” (N#242)

(iiif) *There’s no such thing as a free lunch.” *Someone always has to pick
up the bill.” (NI 116) / “Who pays? There’s no such thing as a free lunch.”
(NW 218)
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(iv) *Well," she shrugged, “that’s the trouble with capitalism, isn’tit? I's a
lottery. There are winners and losers.” ‘It’s the trouble with life, said
Wilcox [...]. (NW 135} ..

(v) *We won the war and lost the peace, as they say.” (NW 273)

(vi) “Let sleeping dogs lie.” (NW 23)

he contextualized aphorisms are connected to the university activity. They are

lobyn’s answers, except the last one in the listing. to inconsistencies from

cademic environment brought forward by Victor Wilcox. In spite of their

nects of undebatable truths, their goal is didactic. as Vic learns the true

wrpose of universities and changes his strictly economic perspective upon
m.

Some of the aphorisms are ironic in meaning. The irony derives from

= rapport to reality or, rarely though, from linguistic strategies. Thus, in

Nifficulty generates meaning irony is achieved from a pertinent observation

ade by Victor, a profanc in the academic world of letters, who innocently

potices that Wuthering Heights is a confusing story because of the same namcs

hat keep cropping up in different permutations and different generations and

ause of all the time-shifts as well. His conclusion is that more people would

sjoy the novel if it were more straightforward. The aphorism is built on a

suse-cffect relation.

Ironic. from a professional academic point of view. is Vic's perspective

pon reading in (iv). In the non-academic reality reading is a relaxing activity.

Jowever, Robyn draws his attention that the context is different and in the .
~demic environment reading means work and in terms of equivalence to the

ndustry. as a productive branch of economy, reading becomes production®

The aphorism Signs are never mmrocen (ii) is interesting from a

smantic point of view through the association of the noun sign. marked [-

Juman] with the descriptive adjective innocent, marked by tradition [+Human].

s again Robyn’s answer Lo Vic's remark that one shouldn’t try to find hidden

anings to things and simply take them by what they are. The truth. attributed

s semiotics in this context, is that once things are represented. they acquire

sdditional meanings.

Of all the aphorisms guoted above, (vi) illustrates best Lodge’s irony at
academic universe: “There were so many hooks. so many articles in 5o
Jjournals, waiting to be read, digested, distilled and synthesized with all
- other books and articles she had read. digested, distilled and synthesized.
fo was short, criticism long” (N7 213).
: Tn the larger context the aphorism is preceded by an enumeration of

ms representing forms of criticism, books, articles, journals, followed by
nother enumeration of activities to be acted upon, read. digest, distill and
nthesize. They are all cumulated with items in a repetition of the first ones
bllowed by the repetition of the activities previously mentioned, but in the past

129

]




ILuiza Enachi-Vasluianu

perspective, of already performed. The effect achieved is of exhaustion or

everlasting torment. The aphorism is the result of this effect. Semantically, the
dichotomy of state is present in the antonymy at the lexical level, short, long.
Syntactically, the two clauses are connected copulatively through juxtaposition
as the comma stands for “and”, instead of the adversative buf, which would
have been more appropriate.

The aphorisms in the second sub-category (1) are context-free. The
decoding of the messages is not conditioned by the linguistic context of the
qovel. Their truths are the results of expericnces of life added in the litera
discourse of the novel with the intention to emphasize, to bring forward’
different situations or simply to achieve irony.

Forewarned is forearmed is ironical in effect, though its presence
literary discourse was not mcant with this intention. Rupert Sutcliffe warns
Robyn that an old-aged, tired. careworn and seedy Philip Swallow has &
weakness where women are concerned. The irony comes from the inconsistency
between Philip’s present image and his projected image of a womanizer. The
stylistic value of irony comes not only from the external situation. but also from
the linguistic aspect of the aphorism through the pairing of the like-sounding
words which identify through each other, thus suggesting the idea of t
ultimate warning: forewarned — forearmed.

Linguistically, the aphorism hypocrisy was the homage vice pays I8
virtue appears as a paradox, an apparently contradictory or absurd statemen!
that proves to make sensc in the end. The formula which is based on is the
employment of the antonymic terms vice - virfue, put in relation of associatio
as parts in the definition of a bigger whole: hypocrisy. In a semantic reading of
the hyponym concept of moralily- the terms divide into groups. each under one
heading: homage and virfue under the mark of [+Morality] and fypocrisy ans
vice under the mark of [- Morality]. Although at the opposite ends in the
representation of the hyponym morality. they do not exclude cach other in the
process of definition. thus contributing to the paradoxical aspect of the
aphorism.
The aphorism There s no such thing as a free lunch is repeated twice i
the novel. Each time it is explained by means of another sentence: first, a posk
positioned declarative Someone always has to pick up the bill, which provides
further explanation on the aphorism and secondly, an ante-positione
interrogative Who pays?. which announces the paradox of the situatia
described by the aphorism, which, in fact, is the particularized form of
aphorism “nothing is free in life™.

The aphorism in (iv) is mentioned in double representation. Its firs
paraphrase is “capitalism is lottery, meaning that there are winners and losers™.
the second appearance, the semantic area is enlarged to the highest hyponym in a
taxonomic representation, life. Its paraphrase, hyponymic in representation to i
first. is “life is lottery, meaning that there are winners and losers™.

in the
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The aphorism in (v) is another paradox. The wordplay is upon the

svmic pairings win, lose and war, peace and their association in the

antics of the text: “winning war is losing peace”, when. by tradition, peace

passes metaphorically win and war encompasses the meaning of lose.

The aphorism in (vi), Let sleeping dogs lie 1s a warning. irrespective of
sontext, This meaning is actualized in the structure of the novel: “to warn

sone that they should not talk about a bad situation that most people have

sotten about”.

The simile is another important stylistic tool used to render irony in Nice

& Similes have been classified according to their structure (I) and
srding to the semantic area represented by the term compared to (11).

|. From a structural point of view we have:

I. similes of the type [X is (not) like Y], which place the act of
mparison under the sign of certainty:

2. similes of the type [X is (not) as if Y]. which place the act of
parison under the sign of probability.

11. Semantically the similes can be grouped according to the lexical area
the term compared with: comparisons with weaponry. comparisons with
sments of fauna, comparisons with machinery, comparisons with elements of
_ comparisons with the human being in different social hvpostases,

sparisons with death imagery.

|. Comparisons with weaponry.

(i) “The names of prominent ferninist critics and theorists crackled
henween them like machine-gun fire [...1.7 (NW 323)

(i1} “|...] pointing a finger at her like a cun.” (NW 111)

(iii) “[...] the certainty of this pierced him like a self-administered dagger-
blow.” (NW 227)

wlistically, the similes of this sub-category are powerfully suggestive. The
wny comes {rom the lexical incongru ity of the semantic areas compared. The
sociation of the exchange of the names of the feminist critics and theorists
ith the machine-gun fire in (i) is not made in terms of military precision, but
terms of annoying noise as the verb crackle refers to the making of “a lot of
: dry, sharp sounds”. The warlike, violent atmosphere, mostly
sappropriate to the academic world. a land of spirit and peace, by tradition, is
ssumed again in the following two similes (ii). (ii1). The overall impression is
at of powerful, strident danger, on¢ might think a subtle parodistic allusion to
watuitous violence propagated all around us nowadays. from compuler games,
ics to detective books and action films.

2. Comparisons with elements of fauna:
(i) “[....] the students were watching him as rabbits watch a stoat.” (NW 336)

(ii) “[...] silent, empty cars wait for their owners like patient pets, [. LT (VIOB0)
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(i) “[...] stroked her platinum-blonde hair-do as if it were an ailing pet.”
(NI 104)

(iv) “Then she yawned suddenly, like a cat, [...]." (NW 108)

(v) “Five minutes later. the alarm wakes him again, cheeping insistently
like a mechanical bird.” (NW 13)

(vi) “[...] the sudden, violent, yet contralled movements of the maching,
darting forward and retreating, like some steely repiile devouring its prev
ar comdating with a passive mate.”” (NW 125)

{vii) a. “T'll tell you what it reminds me of, your precious competition,’
she said. ‘a lot of little dogs squabbling over bones.” (NW 207y [ b. “[...]
fighting with Foundrax for the Rawlinson account like little dogs
squabbling over a hone.” (NW 211

In order to smooth the stylistic analysis process, the comparisons in this sub-
classification can be grouped into two other semantic areas displaying
antonymic features [+ Noise presence] versus [- Noise presence]. Thus, the
students’ watching Vic Wilcox compared to rabbits watching a stoat in (i). the
cars waiting for their owners compared to patient pets waiting for their owners
in (ii). the striking of the hair-do compared to the striking of an ailing pet in (1i1)
and Robyn’s sudden yawning like a cat’s in (iv) all include verbs and adjectives
marked semantically [- Display of noise): waich, wait, strike, Yawn. patient,
ailing. The overall impression is again of danger lurking around, danger of the
-mminence of death, of disease or ol abandonment. This time danger is silent
suggesting a state of anguish, anxious expeclancy. The disproportion of
association is ironic and we have again an implied allusion to a society
oversaturated with elements of unwanted. unnecessary violence.

The antonymic semantic area is placed under the heading [+ Display of
noise]. The choice of lexis and morphological elements is a proof in this sense.
The verbs in non-finite forms express activity in progress, as an incvitable

‘ source of commotion: cheeping, darting. retreating, devouring, copulating,
squabbling (x 2). The NPs a mechanical bird; the sudden, vinlent, ver
controlled movements; steely reptile reinforce the impression of automatic,

' spiritless activities. The overall image is chaotic. loud and aggravating., The
reader remains with the same feeling of danger lurking around. This time the
danger comes from within, from the artificial. lifeless universe of work we have
created and which threatens to overwhelm us. much in the same way we have
engulfed fauna through our civilization.

A e oS WAl s lrinen s .

(i) “[...] giving him a hard-on like a bar of pig-iron.” (NW 163)

(tijf “[...), and the broad bum going 1 and down like a piston |.. J7 (VW 229)
(iil) “A wife was not like a car: you couldn’t part-exchange her when the
novelty wore off, or the body started to go.” (NW 163)

(iv) “The lecture theatre resonates like a drum with the chatter of a
hundred-odd students, [...].7 (NW 71-72)
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(v) “When she tried to imagine herself working in an office or a bank. her

mind soon went blank, like o cinema screen when the projector breaks
down or the film snaps™ (NW 51)

have used the heading “machinery” in the sense of “things made through
e process of fabrication controlled by man”. Syntactically. two of the terms
apared to, in (i), (ii) are not explained further in the sentence, the author
psidering that the mere mental representation of them is suggestive enough of
e message intended. The appositive explanation in (ii1) is due to the unlikely

ociation of the human, @ wife and the non-human. @ car. The act of
mparison is annulled first by the negation not (4 wife was not like a car) and
=n by the appositive clause vou couldn 't pari-exchange her when the novelty
e off, or the body started to go. From the same syntactic treatment benefit
£ comparisons in (iv) and (v), which are explained through a PP, functioning
§ an object of clause, with the chaiter of a hundred-odd students and two
umstantial attributives, when the projecior breaks down or the film snaps.
Stylistically, the comparisons in (i), (ii) show arid. nonetheless perfect
grformance of bodily functions, erection and sexmal intercourse. Their
pmparisons with machinery pieces hint at passionateless. inexpressive
erfection. The state of perfection, not a human atiribute, after all. is annulled in
e next three comparisons, which show in turn decay (iii). lack of order (iv). so
ecific to the machinery of any kind, and malfunction (v). The myth of the
Wwell-oiled machine™ is destroyed. The association of the human in terms of
pody, mind and social interaction with the machinery is doomed to failure.

4. Comparisons with elements of nature:

(1) “Marjorie s dimples fade abruptly, like the sun going behind a cloud.”
{(NW 23)

(ii) “[...]1 a black substance that looked like soot. but grated under the soles
of her boots like sand.” (NW 127) #

(iii) “It’s the cyele of commerce,” he said rather grandiloguently. *Like the
cvele of the seasons,” (NW 200)

By way of contrast, we have continued with a different universe of creation,
mature, this time God’s. not man’s. The imagery evoked in the comparisons
prolongs the sense of decay and passing from 3. In holding with the human
state of mind, nature is revealed as unfriendly in (i). or in representations
considered by tradition unpleasant to man in (ii): Marjorie’s dimples fade
abruptly, like the sun going behind a cloud; a black substance like soof, and
grated like sand. In these two comparisons nature does not possess any of the
grandiose leatures that make it unique, a true force of universe. Nonetheless, its
image is redeemed in (iii). The resulted effect is ironic through the unusual
combination of the semantic areas. which has a starting point the term cycle,
wsed by Vic Wilcox in the syntagm the cyele of commerce. In an attempt to
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enhance the grandeur of his metaphor he compares the rotation and rhythmicity
of commercial activity with the cvele of seasons, a well-known poetic image.
suggesting perpetual continuity, indestructibility. The association is naive.
predictable, in a school-like manner. Its basis is the notion cyele that triggers in
Wilcox's mind the latent, degraded by long-term use, figurative image of the
evele of the seasons. Vic, unaware of his obsolete use of language utters his
simile with grandiloguence, thus adding to the ironic final effect: It's the cycle
of commerce, " he said rather grandiloguently. "Like the cyele of the seasons.’

5. Comparisons with the human being in different social hypostases:

(1) “The heads of the other men present have heen swivelling from side to

side, like spectators al @ tenmis match. [...]." (NW 76)

(i) “She was like a figure ina Jream that he could not quite recall.” {NW 108)

(iii) “He feels like a caplain of a sleeping ship, alone at the helm, stecring
v his oblivious crew through dangerous seas.” (N 14)

(iv) “Embarrassed, feeling too_like a Peeping Tom for comfort, he

scrambled to the floor.” (NH109)

(v) ‘Robyn Penrose. The shadow.” She could not suppress a smile as she

identified herself — it sounded like the name of a comic-book character.

Superman. Spiderwoman.” (NW 197)

(i) [...] all [students] /alking at once, as if they have just been released

from solitary confinements. (NW' 7 1-72)

(vii) “[...] and goggling al me 4s if T was some kind of terrovist he'd put;

under citizen's arrest.” (NW 157) '

{viil) “That’s no excuse for looking as if he's slept in his clothes’, said Vies

(N 343)

In terms of stylistic value, not all the comparisons strike the reader
impressive (maybe because the human being has the possibility of transposin
himself into all these hypostases, ability which animals, birds. machinery
weaponry ete lack). Thus, the image in (i) of the men present in a meeting, thel
heads swivelling from side to side. like spectators al a lennis match i
standardized. Its use here seems 1o he for the sake of ornament and the stylisti
effect achieved is of concision, clarity of action.

The same happens in (ii). The vague remembrance of a person is usuall
associated with a figure in a dream that one can not quite recall. The simile i
standardized, maybe in a higher degree than the previous one, if we are tot
into account the relative recent historical context of appearance of the tenni
match show. On the other hand, the representation of the simile has a roman i
connotation, as the motif of drcams or figures remembered or foretold by
dream are traditionally Romantic. We may also consider the simile a linguist
strategy of anticipation, as Robyn’s presence in Vic's life foretells changes
unconsciously expected.

The explicit simile in (iii) reinforces, in a standardized metaphoric
approach, Vic’s position within his household: the head of the family becom
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baptain. The novelty of image comes from the implicit comparisons of the
with the family members oversleeping in the morning with a sleeping
or an oblivious crew. Once again, the idea of danger lurking around is
thasized through the presence of the epithet damgerous (seas) marked
ntically [+ Caution] associated with the epithets oblivious and sleeping.
[- Caution]. The combination of terms is a linguistic strategy of
ipation of the events to come in thé Wilcox family.
Vic’s self-identification with Peeping Tom in (iv) is resumed later in the
 of the novel: “Even as he did so he recalled how he had spied on Robyn
pse on her first visit, and realized with a guilty pang why he associated her
the picture in the Rummidge Art Gallery: he himself was the Peeping Tom
he foreground” (NW 229). It is a reference to the myth of Artemis or Diana
§ Aktaion in which the “Peeping Tom™ is punished for having seen the
itainable goddess naked by being transformed into a deer and then tom into
=5 by the dogs (Kernbach: 1983: 67).
The simile in (v) is another case of self-identification. If. In Vic's case.
self-representation emphasizes restraint at living life. by peeping at it and at
at it might offer (he wants Robyn and everything she stands for), in Robyn’s
the self-representation suggests force, hunger for life. Robyn grabs life and
es it to the fullest. She does not use small units of measurement when it
emes to acting. Her gestures are at a huge scale. comic book hero-like: “Robyn
rose. The shadow.” She could not suppress a smile as she identified herself
sounded like the name of a comic-hook character. Superman. Spiderwoman.
The two similes render in a condensed, concise form, the best portraying
the main characters. Their evolution is predictable. The two “educate™ cach
her. Their meeting is a chance of living, for a short while, ather lives. which
suld not have experienced otherwise. Vic, who starts as strengly anchored in
narrow economic reality, grows to understand that money is not evervihing.
s a consequence he dares to live “experiences of the soul™. he become’
satuated with Robyn and is ready to begin a completely new life with her. On
other hand, Robvn overcomes her youthful idealism and understands the
schanics of the economic reality. She still remains an idealist (her Utopian
ision of bringing together separate social worlds in the space of the university
mpus). but now she has a specific purpose, more or less aftainable, inspired
the social reality.
The last three comparisons in the group illustrate associations with
sorrective, punitive hypostases: in (vi) the students talk at once as if having
een released from solitary confinements, in (vii) the factory staff watch Robyn
s if she were a terrorist put under citizen's arrest, while (vii) amends a situation
of good manners with a young teacher who dresses at work too informally for
sid-school Victor Wilcox and looks as if he had slept in his clothes.
Stvlistically, the three similes strengthen the impression of intense solitude in
an. otherwise, over-crowded world.




Luiza Enachi-Yasluianu

6. Comparisons with death imagery:

(i) “In short, it was the kind of establishment that Robyn would normally
have avoided {ike the piague.” (NW 199)

(i) “The campus is like a gravevard al weekends, and in the vacations.”
(NH 241)

(iii) “[...] he laughs to show that this is a joke, displaying a number of 3
chipped and discoloured teeth, set in his gums af odd angles, [ike
tombsiones in a neglected churchyard [.. 1.7 (NW 63) '
(iv) “Decay had set in at each end of the street, as if the molars had beens
the first to go in a row of teeth [...]." (NW 171)

(v) “She looks at the three hands with detachment, as if they are a still )
life.” (NW 65)

Death’s imminent presence in our lives generates a sense of apprehension and
places evervthing under the sign of uncertainty. The fear of death, of
termination is transposed at a linguistic level of the novel through the avoidance
of the term proper and its replacement with death-related terms. We have
grouped these terms under the umbrella-term imagery. used to signify objects
and qualities referred to by literal description or in secondary references by
allusion. by similes and metaphors. The terms in the similes are semanticall
marked [+ Death]: the plague, gravevard, tombstones, churchyard, decay, to ga
(with the sense “to die™), still life. They are presented unadorned in (i) and (i)}
The simile in (iii) has a metaphorical representation in identifying the teeth
chipped and discoloured, set in his gums at odd angles with tombstones in @
neglected churchyard. The simile elicits puzzlement. the association seems
exaggerated. but somehow poetic, just like in (iv) where there is once again, i
reversed order. death associated with the image of teeth decay: Decay had sel in
at each end of the street, as if the molars had been the first to go in a row @
teeth. The syntagm still life. with reference to “a type of painting or drawing of
an arrangement of objects that do not move” suggests through the lack of
movement, as a defining feature of life. another form of death.
In conclusion, we should mention that David Lodge’s Nice Work is no
populated by a multitude of stylistic devices and figures of speech. The scarcity
of such elements makes any stvlistic approach of his work a difficult tasks
Critics have agreed that the unifying key of the novel is irony. The article
focused on a few stylistic devices used to achieve irony. completing then
analysis with syntactic. morphologic and semantic elements of language.
Keeping within the academic universe. especially the philological one,
with language as its defining object of study, the irony is directed against the
aberrations of modern forms of communication with a language of self-encloses
vision and domination. The presence of acronyms in the literary text of Nice Work
exposes the absurdities of the language by drawing the readers’ attention to the
tiresome mechanics of the language, particularly its widespread initialise.
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The analysis of the puns has showed that Lodge aims at mocking at
pmmonplaces, both in speech and in thought. The humour, as an effect of
ony, results both from the linguistic and the extralinguistic situational
pniexts. As a stylistic strategy the pun successfully, in terms of achieving the
pended comic effect, replaces thé ordinary descriptive language.

Aphorisms, as encapsulations of wisdom and insight, are short, often.
ngle-sentences. By using them Lodge juxtaposes two worlds: the worldly
gperience and the academic space. We have identified their use as an attempt
exemplify, amend or plainly mock at situations. The stylistic value of irony
erives from the use of linguistic strategies or. more often. from reference to the
stra-linguistic reality.

' The simile is another stylistic device Lodge uses to express irony. The
sproportion of semantic fields association 1s most of the times ironic. The
usions are directed towards the man feeling alone and isolated among other
en. in a society which values spiritual guidance and equilibrium the least of
. With this last of the stylistic devices brought under lens in this article we
ave overstepped the bounds of the mildly ironic comic tone and moved to a
jore “serious” direction with issues that overpass the specific universe of the
gademic and embed man naked of social or professional status.
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Abstract: Throughout the Mythago Cycle we meet several people who are in one way
or another obsessed. In each case their obsession is either directly or indirectly caused!
by Ryhope Wood. The chain of obsessions is deeply rooted in George Huxley, his
experiments, feelings and thoughts regarding the heartwoods, The purpose of the
present paper is to research this obsession, its impact on the characters” development
aild its role in the final outcome of the events. | also intend to trace the path along
which this obsession is passed on from father to son. from person to person in the texts
Obsession in the Mythago Cycle is closely connected to the issue of quests. thus it is
necessary to view the two as inseparable and study them together, one complementing
and extending the other, So, in my paper I also look at quests as causes of obsession,

Keywords: ohsession, mythago, quest, heartwoods, family relations, Guiwenneth

The English author, Robert Holdstock (1948-2009) became a full-time writes
in 1975. Before producing the Mythago Wood cycle, his major fantasy works
he was a prolific professional author of various fictions, including dark-huet
but fairly standard heroic fantasy under the names Chris Carlsen and Richare
Kirk. More indicative of deeper concerns are early science-fiction novel
which touch on primal matters and the scientific process, and a run @
imaginative para-psychological horror novels. The *Mythago™ cyclé
germinates in the novella Mythago Wood. which aptly sprouted into th
novel of the same name. and develops in the novels Lavondyss, Gate 0
Ivory, Gate of Horn and The Hollowing and the novellas The Bone Fores
and Merlin's Wooed. Shadows of the cycle spread over much, if not most, @
Holdstock’s other work. The six pieces of the cycle are the result of a 25-yeas
writing process. The initial unit on which the cycle is built is the Huxley
family, the members of which serve as catalysts to the action and it is the
story that the others spring out from.

Throughout the Mythago Cycle we meet several people who are §
one way or another obsessed. In each case their obsession is cither directh
or indirectly caused by Ryhope Wood. The chain of obsessions 15 deeph
rooted in George Huxley. his experiments, feelings and thoughts regardi
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heartwoods. Obsession in Mythago Wood is one of the central elements
guide the action causing serious conflicts. The Mythago Wood cycle is
i immense fantasy built around Ryhope Wood. a Jungian playground
hin its three-square miles. Every folk hero and legend that had ever been
own in English history had an analog, or mythago, residing in the woods,
DSC very existence was tied, not to belief in the legend. but simply to the
Bagination of the surrounding minds. While some of the mythagos are of
pular characters, like Robin Hood or King Arthur, many more of them
feountered by the elder Huxley and his two sons were forgotten, except
#hin the confines of Ryhope Wood. The wood. when entered, takes over
psyche of the subject and guides people through shifting time and space
it on mythology drawn from many ages and places. The forest is referred
oy John Clute as “an abyssal chthonic resonator because it creates and is
ne to myth-images, or mythagos, who are creatures (including animals.
pnsters and humans) generated from the ancient memories and mvths
Sthin the subconscious memories of nearby human minds™(cf.
ip://robertholdstock.com). It is hard to decide whether the wood drives the
ind or vice versa, it is the machination of the characters™ individual minds.
the wood chases people always deeper into the heartwood and at the
me time toward their own inner world.
All the characters that become connected to the wood, become
sessed and, as a result, they ruin not only themselves but they also
fedetermine the fate of their children. Thus children come to symbolize
Batinuity. They become the heirs of whatever comseguences their
edecessors’ interaction or mere presence in the wood canse. The purpose
this essay is to look to the children of and in the wood and analyze their
fritage and the way they deal with the burden placed onto their shouldbrs
ignorant parents. | also chose to focus on the child-parent relationships
ad attitudes toward Ryhope Wood. My essay aims to find logical links
Etween parents’ and children’s fate and to identify how ene’s decisions
dect the other.,
In understanding the children’s situation 1 first present the protagonist-
e figure of the novel Mythago Wood, the father. George Huxley. who acts as
starting point of everything in and around the wood. Living next to Rvhope
ood in Herefortshire the psychologist Huxley and his assistant Edward
Wynne-Jones are attracted to the wood and its mystery draws them stronger and
fronger. They often venture into the wood and gradually become obsessed.
his obsession finally takes over their conscience: Wynne-Jones disappears
#hile Huxley, after a complete alienation from his wife and sons, gives in to the
sod and its cruel intentions losing himself in the process before he dies.
xley’s growing obsession with the unknown causes him to ignore his roles as
asband and father. On one hand, he distances himself from his wife Jennifer
% his simple absence or. when present, refusing to communicate. As a result of
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this unhealthy relation between hushand
apart. Tired of struggling to hold her
becomes idle and cventually dies while her sons, Christopher and Stephen have
to suffer both from the unhealthy family atmosphere and from the constant
doubt caused by the un-explicable events their father sweeps under the carpet
with some transparent lies. The lamily as entity ceases to exist leaving the twao
brothers alone, lacking both the proper care of the mother and the carin
strictness of the father. For a while they manage to do without these caring fo
and supporting each other but from the moment they are separated (Shephen in
the war. Christian home alone) they lose the link that held them together in their
loneliness and become mere strangers. This process demonstrates th :
destructive result of the lack of well-established, strong and balanced family
relationships. Tt is no surprise that the two brothers Jose the hope of a happy life
since they are stuck in the past and chasing explanations without which they
cannot move on,

With Huxley becoming the vital and at the same time hostile force offin
the*wood, and his sons growing more and more aware of the incomprehensible:
mystery surrounding them, the three male characters form a cursed trinity.
While in average situations parents leave money and house to their children, the
casc of the Huxleys is irregular. Christian and Stephen’s heritage is not at all
usual. After suffering from the consequences of a defective family life they

practically inherit a death sentence. By not being able to recover from thei
losses the Huxley boys unconsciously start a journey that inevilably leads
istiz gets everything not related to his
eemingly causes him to become a cruel
eemingly identifying more with the pack
than with his fellow humans, On the other

quests: he enters the wood primarily to find
and bring Christian home but at a certain pomt he also becomes involved into

his father’s obsession, embarks into a quest for Guinn and by the end h
becomes the sole character in the novel that faces hope.
A strange female presence makes the situ

and wife the Huxley family unit is forn
beloved together Jennifer gives up,

monsier — almost a mythago himself, s
of savages that come to follow him,
hand Stephen has got his own set of

ation even maore complicated.
er and sons against each other.

her appears. a major change
much for the worse than for the better — occurs in the life of the Huxleys. She

sets things into motion, she is the cause for the dama

g¢ of family relationships,
she disturbs not only those outside Ryhope but it seems that next to the

Urscumug, she is also a major force on which the existence of the wood
strongly depends. Although her character is ambiguous, and some critics even
regard her as a destructive power we must admit that she alone can link the:
Huxley men. The sons had to miss the father in their childhood so they could
never share their joy or sorrow because they were simply out of the father's
reach, or rather the father was out of their reach. Ironically, Guinn is a creatyre
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— from the elder Huxley's imagination; it is he who first calls her mythago.
gnn is a continuous presence in the wood and in the lives of the Huxleys.
erestingly, while it is she who turns the Huxley men against each other, she
o symbolizes an extremely strong link between them. The old Huxley fell in
e with her whereupon he could no longer find relief outside the wood and far
. her. When Christian became aware of mythago presence he himself fell
gply in love with his own imagined version of the same woman without
izing that the subject of their love is in fact not the same person. but two
scined personalities in the same body. Since Ryhope Wood is home of
fimited time and space. Guiwenneth is an omnipresent entity. Representing
core of existence in the wood she appears in multiple forms ranging from a
man British girl or Earth goddess to a Celtic warrior princess. Resulting from
¢ omnipresence all the three wanderers encounter her shaping her character
sording to their preset preferences. In other words the same love affair repeats
JIf over and over again and each time Guiwenneth dies at the end thus
oving the pattern started by the father. The quest for the woman thus turns
o 2 vital ingredient in the men’s decision to risk their lives and enter Ryhope
od. At the same time, though alwavs differing from her previous
ifestations, Guiwenneth becomes the single bond by which father and sons
Ein linked. However positive a character might Guinn be, this bond is
sentially destructive since jealousy prevents the Huxleys from peacefully
ing out and solving their problems.
George Huxley embarked into exploring Ryhope Wood out of curiosity,
strong hunger for scientific knowledge and a deep devotion toward mystery.
£ fatal character of his expeditions, however, had more serious consequences
his sons’ lives. Precisely because his absence from the early ages of
iristian and Stephen, they grew up lacking the prominent father figure. This
gk resulted in the formation of some kind of quest. conscious (in the Case of
Shristian) or unconscious (in the case of Stephen) so the reason why both sons
ad up wandering in Ryhope Wood is precisely this: the quest for the father. for
woman. for truth and ultimately for their inner peace lost in the process. The
rlv death of the father (aged 50) resulted in inconsolable pain and loneliness
- behalf of Christian, inhabiting Oak Lodge, the family residence alone. while
is vounger brother Stephen was fighting somewhere in Europe during World
far 11. Being abandoned and left to face mourning alone it is no surprise that
secks relief in his father’s diaries, hoping that the precise and extremely
.tailed account of the secret mission would clarify the dim circumstances that
ead to the annihilation of the Huxley family and ultimately, his father’s death.
ading through the accounts George Huxley. so painstakingly kept secrel from
ws family, Christian becomes more and more involved into his father’s vision
the unknown and, without noticing, he grows aware of the wood, the
svthago activity at the edge of sight so far unnoticed and starts adopting a
“iile attitude toward everything that might deprive him from this growing
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obsession. While struggling to get through the pain caused by his father’s death
it becomes evident that for Christian the fight started much earlier, somelimes
in his childhood when he was noticeably lacking his father’s care gradually
bhecoming more attached to his mother. This in its turn also ended in tragedy
since the mother died, as told in Gate of lvory, Gate of Horn, as a result of
Huxley’s interaction with the wood and its mythagos. Thus unnoticeably’
Christian makes the first steps on his father’s path practically repeating his
journey and fails to embody the value system traditionally associated with'
children becoming the icon of future opportunities, the re-incarnation of the
‘ndividual on a higher, almost perfect level of existence. Consequently, the
deterioration of identity and family values is unavoidable in the Mythag@
Wood cycle.
The other son, Stephen, being the younger in the family, senses less of

the tension present around him. His departure to the battlefield removes him
from*the story for a long time so evidently he seems at a loss when at his refu
home. he finds his brother broken and alienated. His constant attempt to catc
up with the events and understand Christian’s struggle are always blocked by
walls deliberately erected. Thus, at this point in the story the reader witnesses
three well-defined phases of obsession: one is the lingering presence of the los
father. the second is the older son who has almost entirely lost contact with
reality and third is Stephen who views things as an outsider not knowing whal
he could do and how he could re-enter the story which. by now, lost all is
characters but two. The brothers spend a short time together after Stephen’s
return. Although they inhabit the same house, Stephen has the impression tha
he no longer knows his brother. From the moment he arrives home Christiam
behaves strangely and goes against the logical expectations. Instead of warmly
greeting his brother and welcoming him home his attitude is cold and reserveds
as if Stephen would mean some kind of threat. At this point in the story it is ne
clear but Stephen does threaten Christian’s world. Later it becomes clear that by
studying their father’'s accounis of Ryhope Wood and his descriptions o
encounters with various mythago forms he found some kind of link with
George Huxley, a link that he ironically discovered well after his father’s deaths
It is no surprise then, that he is hostile toward Stephen who appears as @
s truder into the sacred realm of father and son. This is the explanation fof
Christian resisting all brotherly interaction with Stephen. Interestingly
however, what he resists is the quasi-normal relationship with his living brothe
in favor of an incomprehensible and unearthly bond with the dead fathe
Christian’s defensive attitude follows exactly the same pattern that his fathd
imposed: gradual distancing from his beloved, constantly growing awarencss
the wood as entity, lengthening journeys into the heartwood, deep interaction
with mythagos and finally disappearance in the mythago world. Thus Christias
hecomes the full heir of his father and entering the wood to stay he graduall
transforms becoming one of the most powerful presences. He can be viewed &
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sunterpart of the Urscumug, gencrated purposely by George Huxley. “This
»-boar male mythago is a representation of the first hero from earliest myth.
Urscumug is twice the height of a human and is malevolent and ancient”
fdstock 1986: 14). Taking into consideration the fact that George Huxley
: well before the beginning of the story, the mythago Urscumug can clearly
aterpreted as a substitute for him. Thus, his carelessness regarding his sons
: to the hostile nature of the mythago monster creating a patiemn similar to
of Kronos who, according to Greek mythology. gained power by killing his
Uranos and in order to prevent his children from doing so he ate them.
as Kronos, the Urscumug-Huxley also fears that his children might take
¢ his position so he tries everything to scare them away.
. The picture becomes complete when Stephen enters the wood and
en< his adventure searching for answers to questions raised by the diaries he
ally read and trying to find and bring home his lost brother. But he cannot
d his fate and just as his father and Christopher he himself becomes trapped
the wood and by Guiwenneth. But unlike them, for a long time he manages
sreserve his sanity constantly keeping track of time and writing a diary. He
pooles to define mythago presence and stay aware of what is and what is not
§ and by doing so he proves himsell to be the strongest personality among
Huxleys who have quickly given in to the wood and practically lost control
sheir lives. However hard he may try, not even Stephen can avoid his fate.
dually, he himself loses contact with the outer world and becomes one with
e mvthagos. still preserving something of his human character. While George
xlev lives on in the shape of the Urscumug after his death and Christian
comes a mythago warrior, Stephen still does not forget why he is there. It is
a surprise that at the end of the road taken by both it is Stephen that comes
¢ successful of the journcy through the mythago realm, finds Guiwenneth,
ies her and has a son and a daughter.
By entering the wood the Huxley brothers become children of Ryhope
“od. Their human characteristics fade away and because thev practically had
miss their parents all their lives, intentionally or not, they look for
shstituting sources of love, or at least affection. In dealing with loneliness
% istian chooses to sink into madness during the process of searching for
inlanations for why he had to lack his parents all through his life. This way of
saling with his pain and the burden imposed by the father locks him into the
sk of the savage for most of the story and only toward to end of their journey
bes Holdstock reveal his real self. Stephen’s way of understanding what was
d is going on around him is a more peaceful one. Although he inevitably has
meet Guiwenneth, the Urscumug and Christian’s mvthage-like character he
511 does not lose his goals. He still knows and loves his brother who once ¢ven
Slls. or rather attempts to kill him. Preserving one of the basic human instincts
give and get love, he willingly sacrifices himself only to know Christian
gould be safe. This attitude is much more human than that of George Huxley
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who thus serves as the opponent of his younger son. Accordingly, Christian
struggles between two opposing polarities that together form a weird unity:
Huxley’s acts predetermine Christopher’s fate while Christopher’s alienation
and obsession cause Steve’s voluntary journey through time and space in
Ryhope Wood.
By presenting the Huxley family with all their domestic problems and
failures, Robert Holdstock managed to compile an almost psychological cas
study of family relationships and the impact of parents’ fate on their childre
The two Huxley sons follow the pattern imposed by their father during their
journey through the wood. They even commit the same mistakes and fall into
the same traps while travelling across the Jungian playground of the collective
unconscious. Though always the same, their journeys are always changing,
always altering seemingly insignificant bits which by the end come to mean a
lot. In the process, just as Huxley’s Urscumug mythago, the boys themselves
become more of a myth image than a human being, losing any link with the
world outside the wood. Though it was not the purpose of this essay to prese
the descendents of other characters in the cycle, the pattern is continued by
another set of children, Yssobel and Jack, Steve and his Guinn’s children
which support my initial idea of children following in their parents’ footsteps
By entering the wood the Huxley brothers become children of Ryhope Wood
Their human characteristics fade away, and resulting from the fact that the
practically had to miss their parents all through their lives, intentionally or not
they look for substituting sources of love, or at least affection. Their innocen
hunger for love and answers turns into an obsession which practically destroys
them. By the end of the book, we are still not certain about what happened &
these men. The Lavondyss or the heartwood that George Huxley was s
desperate to find does not bring the expected answers. It is true. however, tha
the Urscumug Huxley passes its borders with the half=dead Guin so his stor
seems to end there. Although not in his human shape, George Huxley fulfill
his dream turned obsession. On the other hand Christian dies Just befo
reaching Lavondyss and we see Steven left alone with his grief and a pale hops
of seeing Guin again.
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per discusses Alice Munro's Open Secrets as part of a neo-gothic
and revision of a long-cstablished parrative
eling heroinism. Thus. I will argus three
: the nineties decidedly breaks out of the
- of a narrowly conceived Canadian regional realism; (2) Open Secrets belongs
s female gothic tradition; (3) MOTCOVET, to the third, critical, phase of the mode.
y's gothic thus appears neither as the resuscitation of 2 long-forgotten form—if
smale gothic is understood as a historical literary tradition of the eighteenth
—and nor as an artistic transformation of a long over-used and heavily
mercialized romance form. Instead. 1 will define the Munrowian gothic as a
emporary art form that puts into relief major ideological debates about wormen,

ginity, and gender.

et: My pa
on by focusing on her recyeling
ention of the female gothic mode: trav
gelated points: (1) Munre's fiction of

ords: Alice Munro, female gothic, neo-gothic, traveling heroine

Munro's eighth work of fiction, Open Secrets first published in 1994 and
blished in twenty-three further editions till 2007 (WesldCatorg) is a
pus volume in the Canadian writer's oguvre. lis curiosity lies in what

o referred to as its riskiness (in Howells, 1998- 120). Although critics tentl
lisagree about many things in connection with Open Secrets, there is a
L] consensus about its significance because it has “reinvented” (McCaig

B 91-111) the short story form.
I will discuss this “reinvention” in the context of the female gothic

ition by focusing on Munro’s recycling and revision of 2 long-established
ative convention of the mode: traveling heroimism. 1 will argue two
-lated points, both contributing to an understanding of the uniqueness of
collection in the hody of Munrovian fiction. (1) Open Secrets as a whole
s the tradition of the female gothic, rather than firmly situating itsell
in a Canadian tradition of regional realism. The argument that Munro’s
-on cannot be interpreted without a reference to a female tradition of
fing has alrcady been pul forth by several critics in connection with
wro’s second volume of ‘nterlinked stories, or arguably her first novel,
o< of Girls and Women (1971) but not discussed in relation o her later

145

e



F_—

Andrea F. Szabd

volumes, However, Munro’s fiction of the nineties decidedly breaks out of -
hounds of a topographically conceived Canadian regional realism, thus
challenging the entrenched literary historical perspective that views Munro
fiction as the realistic depiction of Canadian small-town lifc in a speci
region of Canada. to which Open Secrets eloquently testifies. (2) I will claig
that Munro’s female gothic belongs to the third phase (Fowler 1982: 162) @
the mode, as it critically interrogates its governing assumptions. This critic:
attitude is meant by the prefix ‘neo-". Munro’s female neo-gothic thus wi
appear neither as the simple resuscitation of a long-forgotten form—if om
thinks of the female gothic as a historical literary tradition of the eighteent
century—nor as an artistic transformation of a long over-used and hcavil
commercialized romance form in vogue since the 1960s—if one conceives €
the female gothic as a popular bodice ripper. Instead, I will formulate Munro
neo-gothic as a contemporary art form that puts into relief’ major ideologic
debites about women, femininity, and gender, which the female gothic doe
but. at the same time, I will also argue that Munro discards several femal
- gothic solutions, most importantly. the model of femininity the female goth

advances.

The short story to illustrate my point is The Albanian Virgin.
third story in the collection. This narrative may prove especially useful
exploring Munre’s reworking of the female gothic mode because it be
enlists several major. well-established female gothic conventions ag
challenges these in more obvious ways than some of the other works in t§
collection. propelling it towards a parody of the female gothic. Surprising
for a Munro narrative, it provides an almost full catalog of female goth
conventions, whether in its theme. narrative techniques. character portray
and figurality. Among them one finds, naturallv. the questing heroine (as me
of Munro's female protagonists avowedly belong to this character type)
the bifurcation of the textual world into an, in gothic critical terms, unreal &
a real world: the latter is usually described as the idyllic childhood and you
adulthood of the heroine at the outset of the narrative as well as the hap
ending awaiting her at the very end, while the former gives place to the maj
events of the plot. The passage between the two worlds is opened by #
heroine’s forced travel to a dark underworld/otherworld; this is why
female gothic heroine has been called a traveling heroine (Moers 1976: 12
40). In this (under/other)world. uncannily. danger dwells not in unfamil§
(robbers, fistfights. sword duels, catacombs, labyrinths. etc.) but, quite on &
contrary, in familiar forces (relatives. marriage proposals, family events, &
bedroom. etc.). At one point, the heroine is confronted with a mystery (Wi
happened to the former lady of the house, her mother, her father, her o
fortune, etc.?), which she solves by her own ingenuity. The knowledge th
gained provides her the clue to cross the boundary between the two wo
again and return to the real world with a (rather ineffectual) hero abse
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throughout the heroine’s travails, with whom happy ending looms large in the
ear and, supposedly, the distant future.
But before discussing how these conventions are recveled and
challenged in “The Albanian Virgin,” a few key concepts need to be carefully
defined. By gothic, [ mean, a carnivalesque literary tradition in the Bakhtinian
sense that provides textual space for the conflict between diverse ideologies of
gender, and by female gothic I understand a literary tradition that also positions
dtself vis a vis the discourses of the male gothic by deliberately assuming a
demale perspective. But rather than simply assuming an oppesitional position. |
hink of the female gothic as a mode that experiments with alternative possible
worlds as well as is shown in its representations of a utopia of family life at the
beginning and at the ending of its tales. This is why | prefer to call the “real
world” of gothic criticism an “alternate possible world.™ a term coming from
possible worlds theory (Ryan 1991: 553-55) and the “unreal world™ 2 textual
actual world instead. Rather than thinking of the existence of the fwe worlds as
Fepresenting fundamentally different forces, 1 suggest conceiving of them as
devices of “recentering” (Ryan 1991: 553-55): accordingly, what they
foreground by recentering is the practical effects of gender ideology on
women’s lives. That is, my usage of the term gorhic does not rely on either a
hronological definition or on a kind of “shopping list” appreach (DelLamotte
1990: 5) that measures gothicism against a quantitative measuring stick (how
many gothic conventions are enlisted). -
Following gothic critic Robert Miles. | wish to emphasize two points
with regard to the gothic mode. both male and female: (1) gothic texis should
be understood as ideological constructs that represent ideologies as ideologics
and (2) exactly for this reason they have developed strategies and techniques of
epresentation that do not seek to naturalize any of the ideologies. as dogs the
alist novel at the time of its inception vis a vis gender (Moglea 2001: 5, 11),
but that arc able to mediate the experience of individuals amidst and under the
ull weight of competing ideologies. Gothic works are sncomfortable reads
exactly for this reason.
Ideology is not used in the sense as advanced by Marxist criticism. that
IS, it does not mean false consciousness. Instead. it is understood to comprise
e sum of values an individual valorizes and conscionsly avows. Realism. the
gothic, the female gothic and the neo-gothic are ideological constructs in this
sense—all these modes mediate specific gender ideologies.
At the same time, it is undeniable that the gothic is also an extended and
tlaborate fantasy that seeks to make up for losses experienced in readers’ actual
aves, hence its disrepute for being wild, escapist. and/or fairy-tale like—this
point has often been quoted to unjustly dismiss gothic discourse. Accordingly,
he female gothic alternative possible worlds (idvilic family life) could be seen
s an extended fantasy discourse that seeks to intervene into the competition of
diverse ideologies of gender by providing ground for the introduction.
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discussion, reformulation of, and experimentation with notions of ideal
femininity. Munro views these female gothic solutions rather critically, which
casts her fiction as neo-gothic since it does not foster the ideals of femininity
the female gothic has passed down across the ages ever since the 1790s.

One further point needs to be mentioned at the outset: from Munro's
first published collection of short stories in 1968 up to her eighth 1994 volum
Open Secrets there appeared only three short stories in which the heroing
leaves her home ground—Southwest Ontario and British Columbia—and
travels elsewhere. This is why it has become a critical commonplace that fe
Munro the home ground is foreign territory because instcad of using the
defamiliarizing device of travel she opts for defamiliarizing and them
refamiliarizing the home. In Open Secrets, however, there immediately appeas
three short stories in which the heroine travels to places far away and far
different from her native Sowesto. These narratives do not simply recycle the
topos of travel but they also (1) throw light on the topos as a device to give an
imaginary but vet plausible form to female questing, asking on a metatextual
level in what possible ways female questing could be imagined and (2) thes
throw a spotlight on the ideological thrust of the travel trope.

The three short stories, The Albanian Virgin among them.
problematize the inherited female gothic convention of splitting the life route
of female characters into two incompatible stages, which is eloquently proved
by the female gothic double plot structure: one centered around the heroine’s
quest for self-knowledge via the histories of other female characters, which is
rewarded not simply by self-enrichment but also very tangible gains (she is
reinstated into her property rights): and another, so-called. erotic plot, which
thematizes the difference between rightful and wrongful access to the heroine’s
body (the threat of forced marriage vs. the heroine’s choice of her husband).

There is a long-standing debate about the ideological meaning of these
two plotlines, I will treat them as the expression of a deep-scated conviction
that female agency and gender expectations are fundamentally antithetical. But
whereas the female gothic has invented strategies to cover over to what extent it
is impossible to conceive of a female subject outside the discourse of love and
inside that of agency. Munro’s three narratives uncover the gender ideology th
assumes passivity to be the natural state of the female gender. T will read The
Albanian Virgin as a narrative that literalizes the bipolarizing discourses of the
gender ideology that is also of the female gothic’s own while it also subverts
them. It does so by putting a multiply re-gendered heroine into its center. As a
result, the neo-gothic narrative becomes a female gothic (romance) parody.

The short story follows the typical Munrovian—and gothic—story=
within-a-story structure. One subplot corresponds to the female gothic quest
plot, whereas the other to the erotic one. with two separate heroines whose lives
converge to the same female gothic romance closure, while both characters
have their share of the full trajectory of a female gothic heroine’s life history.
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although the female gothic closure more often than not leads to a happy
2. Munro denies a fairy-tale like eternally happy married life to both her
ines. In addition, several other challenged female gothic conventions also
r- one heroine makes her presence in three gender roles—a passive
scsive feminine female, a socially sanctioned male. and an openly
pessive  masculing female—which alone would undermine the gender
arse of the female gothic formula. The erotic subplot is built on the
ming of the husband” topos, also referred to as the ritualistic wounding of
male hero, which, nonetheless, still does not catapult the heroine(s) into 2
tal idyll like the one at the end of Charlotte Bronté’'s Jane Evre.

One subplot focuses on a Yyoung woman in the 1920s on a
diterrancan cruising holiday taken captive during a hike with a local tour
' Albania, Instead of killing her. the tribe accepts her and she slowly
£ rms into an Albanian female till on one day she is dressed up as a bride.
wre she is married off to a Muslim she has never seen. a Franciscan priest.
sanian by birth but educated in Rome, transforms her into the eponymous
wanian virgin, a woman unmade. Lottar, shut oul of the life of other womern,
wly but surely, learns to enjoy her new ways in the male sphere till the priest
ves again claiming that the tribe wants 10 reverse her/his oath and sell her as
ife because with the winter approaching they need the money they could get
her therefore, he helps her escape to a far-away city, were she can leave for

The other subplot centers on Claire, a young wife two-timing on her
blished dermatologist husband with a college student, Nelson. also
sed. who rents their basement apartment. When the affair comes to light,
jeaves both her husband and lover and escapes 10 British Columbia, the
=r end of the continent. Here, she opens a bookstore and buries herself in
& <mall shelter. meeting other eccentrics like herself. A new acquaintance®is
arlotte, who tells her the story of Lottar. Charlotte says the story is of her
n making and that she is going to sell it for a Hollvwood movie script. One
gv. Charlotte’s utterly strange husband brings her a suitcase full of money
the couple leave the story. happily. never io retarn again. Shortly
rwards, Claire’s lover arrives. Their next decades are summed up
sraphically.
Immediately follows the continuation of Charlotte’s story. which tells
 Lottar has recognized her love for the Franciscan priest after her separation
fom him: yet a happy ending ensues, since apparently the priest also has
scognized his love for Lottar, mistakenly captured by Albanians, almost sold
2 Muslim, made into a sworn virgin, living the life of a man for some time,
ond then rescued and sent home to Canada by himself. So. when Lottar reaches
b <hores of North-America, he waits for her there, having renounced his
er life, his country, and his mission—atfter all, he is a Franciscan priesL.

And they live happily ever after.

149




Andrea F. Szabd

But do they? Both subplots are simple and straightforward, which is
rather surprising for a Munro narrative. What should still raise some eyebrows
is the abrupt and synchronic triple romance closure (Lottar and the Franciscan
priest, Charlotte and her husband, Claire and Nelson). Not only is the happy
ending somewhat odd in the Munro ocuvre, but its circumstances here are also.
rather suspect. First, it is not al all clear who tells Lottar’s happy ending:
Charlotte. who finished Lottar’s story in hospital which was then withheld by
Claire. the remembering narrator or is it invented by Claire, who tags a happy
ending of her own liking to an unfinished narrative. Both options are possibles
Second. it is not indifferent where the compulsion for a happy ending originates
since it is this point where the subplots meet and where the suspicion arises that
Lottar and Charlotte are the one and the same person.

Third, Munro typically uses the technique of embedded narratives to
underline her thematic concerns, where no narrative is subordinated to another.
Here® the two narratives are those of Lottar’s and Claire’s, both finding their
spouses, whereas Charlotte’s story of getting the riches seems Lo be an episode
without a thematic connection to the rest of the story, which is rather untypical
of Munro’s fiction. Lottar’s story is not simply an interlude, a story-within-a-
story in Claire's narrative and, vice versa, Claire’s story is not simply a story=
within-a-story in Lottar’s narrative. Neither enjoys a primacy over the other, the
two narratives even run approximately to the same length—although in the first
part of the short story Lottar’s story dominates, the balance tilts to Claire’s in
the second half. The stories become parallel stories after the reader's
recognition that Claire’s happy ending with Nelson “come to claim”™ her falls
into the category that Charlotte dismisses as a part of Lottar’s story that is of ne
interest (124). That is, what is of no interest is what comes after the happ¥
ending. This recognition materializes however only after Claire’s telegraphic
shorthand description of her married life to Nelson is juxtaposed to Lottar’s
happy ending.

The relationship between Claire’s happy ending with Nelson an€
Lottar’s with the priest is further complicated by the sense that the reader
entertains about Lottar’s and Charlotte’s identity. Charlotte tells Claire that she
has taken the idea for her tentative movie script from life (125); besides there i
a striking similarity between the names Charlotte and Lottar, which is a name
that the Ghegs made of the heroine’s name mumbled in high fever in the story
told by Charlotte (81). Furthermore, Charlotte’s hushand, with the obviousl¥
non-English name of Gjurdhi, looks completely outlandish in Canada (1 LTy

Having established their identity. Charlotte is Lottar and Gjurdhi is t 2
pricst, their story definitely cannot have finished with recognizing mutual love
after their departure in Albania and their meeting in a North-American harbor
In Canada they undergo a momentous transformation: here they both look
strange in their costume-like clothing and their tolerance for discomfort; b
most importantly, Charlotte. the powerless alien in the land of the Ghegs
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hether female or male in her gender, comes t0 assume the upper hand in their
relationship. Gjurdhi grows soft-spoken, a good cook. a respectful attendant.
.nd an attentive, almost servile, husband following Charlotte “at her whistle—
hich seemed half serious, half a joke—and stood by. mute and self-respecting
as 2 dog or a donkey” (117). He is a henpecked husband. a man feminized. a
1ale Albanian virgin, which would be a contradiction in terms in the far-away
sivilization. This is the rather ironic transformation that Charlotte dismisses by
saying: “That part is not of interest” (109; 124). In Albania Gjurdhi was the
sriest. the mouthpiece of law (only he could force the Ghegs mto obedience
vith threats of burial into unholy eround). a Father, the representative of the
iblical Father. But how does this austere mentor miraculously transform into a
minized lover and how can Charlotte dismiss the story of his transformation
an uninteresting tale?
One answer rests in the double plot structure of the female gothic: what
both Charlotte’s (Lottar’s) and Claire’s story turns on is an ambifion/guest plot
it is directed at coping in a new environment alone by defying the unwritien
siles that they. as women, should keep to, moreover, they fry 8 cope without
sxternal help. But whereas Charlotte-Lottar remains a questing subject who
successfully escapes the closure of the erotic plot dictated by gender ideology
& .t demands her to surrender to married life and silence. Claire surrenders 1o it.
at remains from her life is the few telegraphic lines verging on total silence.
thercfore, the refusal 1o supply the narrative of the loss of male privilege within
se dominant gender economy also underlines that what matiers is what the
roine does. Although it is true that the reader is not familiarized with how
Pharlotte-Lottar has managed to ensure their adaptation 1o Canada but perhaps
at is not even the central concern of the narrative. -
Here lies a second answer: it is rather conspicuous that both imterlocking
sarratives are motivated by their protagonists’ compulsion & tell of their fives.
«ever obliquely. As Charlotte in her socially underprivilesed position cannot
Sunt on being heard (who would believe that her life deserves the movie
screen?). she transposes the narrative of her, mavbe Imagmary. life into a
ifierent domain altogether. 1f she cannot be heard. her story might command
grention. Claire, the adulterer, in turn, cannot count on Sympathetic ears since
what she did goes against not only propriety but commmon Sense as well—she
sined her socially and economically rewarding marriage for no clear reason.

aoth narratives rehearse the heroinc’s efforts at telling what cannot be told.

us. they focus on their finding ways 1o talk. In this respect the dismissal of
‘hat is customarily thought to drive the plot (actions) directs attention to what
sonstitutes a “female” plot of finding a voice in which speak. Thus, the short
gory belongs to the class of narratives that Lanser calls “the project of self-
thorization™ (1992: 7: sec also esp. 5.15. 19-21. 139-219). The Albanian
oin in fact fits into the tradition of women’s writing that experiments with
gicrnative plots that are able 10 reflect the difficulties of speaking as a female
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by challenging and subverting gender differences in the narrative. On the level
of plot, Lottar’s story of becoming a virgin, the traditional third, or rather no--
sex. in Albania, is central in this respect.

Reports about Albanian virgins, just as about the highly differentiated
social practices for men and women in the Albanian Highlands, appeared as.
carly as the first decades of the twenticth century (Shaw and Ardener 2005: 74),
such as Mary Edith Durham’s reports, whose High Albania is specifically
named in the short story. These reports describe how little voice women have:
they can neither inherit nor refuse an arranged marriage. they are expected to be
virgins at their engagement and to “submit to the husband’s domination™
because “A woman is a sack made to endure” (Gjegov gtd. in Shaw and
Ardener 2005: 77). Becoming a sworn virgin has been a way out of women's
lot. since this status enables women to live independently of males, otherwise
impossible for them as females (Shaw and Ardener 2005: 79).

. The events in Claire’s subplot similarly describe a gender switchs
separated from her familiar surroundings, tired and scared of the entanglements
of her love life, she leaves her investment in love behind and creates an entirely
new life for herself. And she is successful at it. She takes risks and decides i@
sell books that other bookstore owners think to be unsaleable, she hires a clerk
wisely, and she makes a living by selling books in a small town. Her success
surprises all, including herself. Her “masculine” quest to define the outlines ol
her own life comes to fruition. (It is also quite remarkable that the only thi
she fails at is matching her acquaintances into couples.)

Thus both Charlotte and Claire are truly successful as questing heroines
(they are perceptive spectators of their otherworlds, they adapt themselves %
the situation, they take the initiative to redefine their position in the world, ané
they come out victoriously in the end). while they are not that successful 2
love’s heroines in the double plot structure of the female gothic. In fact, it ¥
their erotic history, or the history of their love life afier the happy ending, the
they dismiss. What both heroines value as their achievement is coping in a ne
environment alone, even if the new environment is a metaphorical go
otherworld where darkness intrudes. Since it is here that they can be hero(in)s
subjects; it is this they prefer to tell about.

The challenge to gender appears in the short story on other levels 2
well, especially as it negotiates the ideological underpinnings of the femal
gothic. This happens in two ways. On the one hand, the short story appropriate
the convention of the bifurcation of the textual world into two to reflect on the
relationship vis a vis each other; but, on the other hand, it also challenges th
female gothic solution by magnifying it 1o excessive proportions. Befo
turning to this latter. | briefly turn to the former.

As stated earlier, one of the functions that the (textual actual) go
otherworld as a device of recentering embodied in the gothic castle, house,
mansion fulfills is the literalization of gender relationships in the actual wo
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the female gothic calls attention to is that the (textual actual) gothic
grworld is not different from the {actual) world readers inhabit in kind but
in extent. In fact, the hierarchical gender differentiation in the Albanian
£ mirrors the gender reality of western civilization in a magnified form.
er all, Charlotte-Lottar decides to ride with a guide into the Albanian
miains to escape the gentleman summoned from Britain by her fellow-
elers as a possible suitor. to herself (84). Both western and Albanian
ations regard her as a marriageable commodity to capitalize on; the only
erence is that the Cozzens invite Mr. Lamb in secret because they think she
pich. i.e., they see her as a consuming female displaying her status through
¥ travels so that she could enter into the svmbolic exchange of property and
ver on the marriage market as a marriageable object—, while the Albanians
f open about their financial interest in the deal.
But Munro’s short story goes beyond reiterating the gender economy of
sstern civilization; while she does not exactly propose that women should opt
£ of the discourse of love either. Eventually, love as a relationship is not
carded at all by either character but its place is redefined in typical
rovian lerms: its conceplualization as the achievement of a lifetime
nfirming female worth is interrogated.
This is achieved through the figure of the sworn virgin. Munro mines
South-eastern European tradition to focus on its subversive potential by
pesenting it as a masquerade. Whereas the tradition answers to the perceived
scial necessity to maintain male power at all costs—female dissent is possible
iy at the cost of renouncing sexuality altogether, which thus does not threaten
b gender/power matrix—Albanian virgins become female gothic heroines
arnate in her fiction. They are male and female and neither at the same time
s they masquerade in the gender roles the situation requires: passive at the start
nd at the end, agents of action when necessary, thus neither feminine, nor
uline, but a passive-aggressive middling character for the most part. The
nly difference between Albanian virgins and female gothic heroines is that
ey do not don the visible markers of their gender alignment—they do not
ress their gender. The visible transformation of Lottar into a sworn virgin is
asignificant anyway since the ritual of transformation. however emphatically 1t
ppears in the short story, can be seen as a strategic move to divert attention
from the ways her figure subverts gender ideology. To understand her figure’s
thallenge, one should turn to theories of gender masquerade and performativity.
It is mainly eighteenth-century cultural and literary scholarship that sets
the study of masquerade (specifically understood here as the wearing of clothes
as culturally loaded signifiers) into its focus. Since the ground-breaking work of
Bakhtin on Rabelais, the wearing of disguise as a manifestation of festive life
has been interpreted as having a liberating power since it allows for the hiding
of those markers upon which mankind can be comfortably categorized into
groups based on gender, class, age, etc. In fact, disguise hides exactly those
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markers that portion out customary social prerogatives. Thus, by assuming a
disguise, one can “unlawfully,” if only temporarily, gain prerogatives
otherwise denied. Reading The Albanian Virgin against this background. one
can come to a comforting understanding of Lottar’s transformation into a male
since it accentuates its potential for creating a dissenting opportunity. An alien
woman in a totally disempowered situation in a strictly patriarchal society
escapes being objectified as a commodity by transforming into a metaphorical
male, a virgin, dressed in male attire, sharing in the fun of males, without the
obligation to serve them, free of the numerous household chores, free to do
what (s)he wants— except going to the consulate and find her way back to
North-America.

However. as Bakhtin indicates in connection with the carnival and as

recent scholarship on the works of eighteenth-century women writers proves,

. various forms of festive life, such as masquerade. far from having a liberating
potential, offer sophisticated forms of control. For it is true that forms of festive
life have the power to temporarily suspend rules, and thus they function as a
form of resistance to the standing order by showing that things could be
otherwise (Bakhtin 1984: 1-41, 196-277: Castle 1986: 88, 92, 125, 256: Evans
and Thornton 1989: 44; Nussbaum 1989 198-99; Russo 1994: 63), they yet do
not break with the dominant power structure (Craft-Fairchild 1993: 51-74;
Bakhtin 1984: 1-41, 196-277). Festive life, on the one hand. allows for
exchanging the terms in a binary system temporarily; on the other hand, it
leaves their foundations untouched (Russo 1994 63: Bauer 1998: 14; Bakhtin
2003: 127). Eventually, its purpose is not only to provide a functional form o7
the cyclical conceptualization of the known order but also to provide a spectacle
for the gaze. which is male in its gender (Mulvey 1998: 589-94).

Shaw and Ardener (2005) come to a similar conclusion in their study of
sworn virgins in Albania because they find that the practice of allowing females
to become functional males under certain circumstances does not dilute the
gender dichotomy in the given society. Instead. they argue. Albanian virgins
“seem to support and enhance a rigorous binarism: male and female still appea
as powerfully contrasted and determining categories.” They continue:
“Virgjinesha are always described in terms of male or female attributes: never
in terms of anything altogether ‘other’ (as with multiple genders)” (82). This
structural rigor is symbolically articulated in Munro’s story as the Ghegs™ turt
of mind to annul Lottar’s oath: her transformation can be reversed, whic
would still result in an accepted form of femininity, In her reversal the
governing principle of the carnival masquerade as form of festive life comes
light: not being a female is not identical with being a male.

Masquerading as a male for Lottar is not transgression; rather, in the
patriarchal society of the short story the ritual of turning females into functiona
males itself guarantees the upholding of the gender status quo, since if a womag
rejects her position as an object of barter, she can opt out by becoming a fake
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by parodying male behavior. Her lack will be all the more visible, as she
I always only behave like a man, she will never become one,

. Yet, this specific literary Albanian virgin does subvert the acutely
lar sex-gender matrix. The key to her subversion is to be found in the
iceptualization of love as the motivator behind the miraculous transformation
' Charlotte’s austere mentor. Gjurdhi, into a feminized lover, which, not
sidentally. constitutes a female gothic topos, that of taming the husband.
Gjurdhi’s character has been shaped by more than two and a half
mturies of women’s fiction, which Munro contemplates rather ironically.
en writers of sentimental and female gothic fiction in the early eighteenth
mtury tended to portray all males as desiring and predatory; by the end of the
mtury. however, male characters were divided into two groups: those who
splay virtues that arc valued in and by women. such as passivity,
msideration, mindfulness of obligations, the valuing of privacy and domestic
ppiness (Todd 1981: 3; Rogers 1981: 10-11: Spacks 1990: 147-74; Crafi-
irchild 1993: 12-13) and those who are to be feared because of the lack of
se “feminine” values. In short, female authors displaced the locus of fear
Bm men in general onto the law-giver, metaphorical father. Representatives of
e law (fathers, surrogate fathers, villains) came to be feared the most, while
Fospective husbands became feminized displaying feelings hitherto allowed
fy for women, as well as a remarkable degree of inefficacy.

The interpretation of Gjurdhi’s character is also defined by this binary
seic. In Albania he is the law, in Canada he is the lover, and his inability to be
oth mentor/Franciscan Father and a man desiring a woman is a sign of the
escapability of the mutually exclusive terms—and the change is far from
Eing smooth. In the short story he is humbled into love: his rectitude is lost, he
eaks his vow of celibacy, he proves to be disloyal to his community, he loses
beial usefulness. his learning cannot be put to use any longer; he becomes a
eddler of books happy when he comes into some money—rfor which,
onically, he derided his earlier community since his problem with Lottar’s sale
a Muslim was rooted in their trade of religion for money.

It is here that Lottar-Charlotte, the virgin works her transgression, since
he does not only tame Gjurdhi. a most improbable suitor, into an acceptable
jusband who will not domineer over her, but goes a step further: she
pvertames™ him. By seducing the priest, she deflies the law and oversteps all
patriarchal boundaries. As a priest. the Franciscan is forbidden as an object of
ire, as a surrogate father, he is doubly forbidden. as the law-giver he
secomes the locus of all that is taboo for woman. Lottar’s masquerade as an
Albanian virgin, a functional male, is thus transgressive because as the
smbodiment of the concept of woman as lack made all the more visible by the
masquerade she can still seduce the stern and inflexible law-giver; this
mprobable femme fatale dissolves his power and reduces him to being “just
pe of a number of [ ... ] old men who belong to the city somewhat as pigeons
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do” (Munro 1995: 117). Furthermore, his transformation highlights
possibility that for him also being a man is nothing but masquerading as one.

Butler's work (1993; 1999), which combines Riviere’s (1929) insight
a Foucaultian interpretation of gender as a discursive formation to arrive at
conceptualization of gender as a performance, provides further help
understanding why Munro does not stop at the female gothic theme of taming the
hushand and insists on “overtaming™ him. Butler’s theory of gender performativit
challenges various dichotomies as well as emphasizes that identities, both gende
and sexual, are produced through social performances as a series of mimet
repetitions. Even though maleness and femaleness appear as constants over i .'
these are “a set of repeated acts within a highly rigid regulatory frame™ (1999: 435
44), Individuals learn how to repeat the gender performances of the sex they are
biologically aligned with. But, as Butler points out, there is a gap between thess
repetitions where there is a potential for (re)claiming agency, which can be scizee
o T.rans’f;nrm the regulatory frame through subversive, and purely mimetic,
imitative, practices: mimicry, satire, drag, etc. (1993: 121-40; 1999: 173-T7K
Female gothic fiction has inserted itself into this gap by experimenting with other
ways to regulate female/male gender performances. This experimentation appears
in the re-gendering of its heroine and her suitable husband, which Munro carries
one. or even two, steps further. Moreover, Munro’s narrative also points out that
one should not forget that all this happens within the sphere of fiction—where
fiction means both literary production and what Bulter calls “the regulatory frame™
of discourses. There is nothing natural about (fc)maleness; therefore, female
characters’ insistence on love as the justifying discourse of their worth is a fiction
that can easily be waved away with the sleight of the hand, like an overtamed
husband. What really matters is finding a voice in which to speak, and not what
happens before the happy ending to land one into a silent marital idyll.

Claire’s narrative also supports this reading. All the while she is
separated from her husband and her lover. she keeps writing letters to both till
one day she sees Nelson in her bookstore (127). Notwithstanding the
Hollywood-style meeting of the two lovers, the narrative is still not about
reunion and the power of love, but more about separation. Just before the lover
appears, the narrator has imagined what their life together would be like and
sums it up as a series of separations and reunions, rituals, routines: “We become
distant. close—distant, close—over and over again™ (127). This expectation is
then confirmed in the section that is typographically set apart from the main
body of the text. whose dreamy diction stands out from the whole:

We have been very happy.

I have often felt completely alone.

There is always in this life something to discover.

The days and the years have gone by in some sort of blur,
On the whole, 1 am satisfied. (128; original emphasis)
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is the story of capitulation. AJ| capitulate.

Yet, there is a difference between capitulations. The priest breaks the
By an act of passion and Clajre first similarly capitulates to the “resourcefu]
# determined” Nelson with whom her affair had “no bleakness or triviality

it, only ruthlessness and clarity of desire, and sparkling deception” (111);
fike the person did she is writing her thesis not very quickly on, Mary
ey, who also capitulated to seduction. But Shelley then “learned her sad

ons and buckled down to raising her son to be a baronet™ (111)—and both
e and Gjurdhi similarly learn their sad lessons when they believe the
atory fiction of marital bliss that must necessarily ensue the happy ending.

In Munro’s fiction the terms for love often allude to violent
opriation, to which one js lucky to surrender herself’himself. Claire asks at
#point: “Wouldn't we rather have 1 destiny to submit to. then something that
s us, anything, instead of such flimsy choices, arbitrary days?” (127), and
sical love is compared to “some hot and skinny, slithery, vellowish,
ecent old beast, some mangy but urgent old tiger ... conduct[ing] a familiar
Page” (123-4). Surrender to passion is portrayed as a necessary component

fe because of the energy it releases but jis effect is only temporary;
Bequently. eventually, Munro’s protagonists always discard it if it is solely
ed in lust (Moss 1983: 142-43). Gjurdhi fails exactly because he hands over
£ontrol over his life to another person permanently. He gives up everything
Iving in to a fantasy of love that usually female characters are prone io in

‘s fiction (Howells 1987- 71; 78-86). Claire’s failure can also be
mulated within this framework Their gain in cxchange of their surrender js
bility and/or decades of routine.

By contrast, Charlotte “would not operate from sympathies. principles |
Ishe] would be playful about what other people took serious]y™ (121). She
Jokes and is half serious in al] her dealings and. consequently, she manages
phold an ironic distance between her roles and herself. She thys challenges

i ¢ comfortable by compartmentalizing social
Bitics because she has interiorized the lesson that femininity (just as

ulinity) is a performance (Butler 1999: 43-44: Doane 1991: 42-43). She
5pes her various gender performances, all made available and sanctioned by

re and society, which ultimately leads to her becoming an excess: whether
an economically empowered or as a powerless young woman she
anstrates excessively that women are objects of exchange between men; as
Birgin she calls attention to her lack (in these two roles her identity becomes
smmented and her body fetishized); as an unlikely femme fatale she seduces
excessively inappropriate man, a priest, and thus she destabilizes patriarchal
Ber: 25 a wife she acts like a patriarch. In short, by her excessiveness she
abilizes dichotomies: she poses a threat to the rigid regulatory frame of the

gender matrix because she has learnt to inhabir her gender roles. Her gender
are “unnaturally” and del iberately assu

med, temporary, and exchangeable.
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The story of “The Albanian Virgin™ has been triggered by an anecdote
that sent Munro to read Durham’s High Albania (Beetz 1996: 78). Her reading
however has provided the basis not for this story alone but immediately three:
“Carried Away,” “Real Life,” and “The Albanian Virgin™ (Pleuke and Smith
1995: 227-9).The three storics are sister texts not only because they share the
same genesis but also because they circle around the same issue: how do one's.
circumstances define one’s life, how do individuals respond to circumstance,
how does one deal with missed opportunities, with what-might-have-
happeneds? How can definitive male-female relationships be conceived of?
Although the three heroines embody different alternatives in answer to these
questions, what unites them is the author’s conviction that, first, the subject will
by no means be permanently closed into a world of outside forces alone. One's
circumstances do define who one will become, but only to a certain extent.
Although on the face of it all three heroines (Louisa, Dorrie, and Charlotte-
Lottar) are deeply influcnced by the few possibilities open to them in an age
and society that are not favorable to independent women, all three manage to
break out of them in one way or another. All three prove that they cannot be
contained within cultural stereotypes and that they by no means would
correspond to the images projected upon them. For all three of them, it is their
quests that define who they are and their marriages, and, especially, what comes
after the happy ending as a culmination of their erotic plot, are of no interest.

At one point in “The Albanian Virgin™ Claire loses heart in her hard-
won independence earned by her escape and thinks to herself:

I had not changed, with regard to his [Nelson’s] skin and smell and his
forbidding eyes. It seemed to be the outside of MNelson which came most
readily to my mind, and in the case of Donald it was his inner quakes and
sympathies [ ... ] If T could have my love of these two men together. and settle
it on one man, | would be a happy woman. If I could care for evervbody in the
world as minutely as 1 did for Nelson, and as calmly, as uncarnally as | now
did for Donald. T would be a saint. {(114)

What Claire is yearning for is the dream that female gothicists always cherished
but accomplished only in the nineteenth century. As noted earlier, in the
eighteenth century women writers devised strategies that had a lasting effect on
the portrayal of male characters. Whereas in early gothic works all males were
depicied as of predatory sexuality represeniing a fhreat o femmine nnocene
in the course of the century male characters were divided into two categori
that relegated all threatening characteristics onto male figures of authori
while future husbands and. sometimes. suffering fathers, came to be portray
with characteristics that had been reserved to female figures earlier. By
beginning of the nineteenth century. however, the figure of the enigmatic got
hero appeared: he became the representative of a curious doubleness in that
appears as both fallen and noble, imposingly masculine in stature and femini
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s capacity for feeling, rather morose in his dealings with the heroine though
wetly caring for her, to which he confesses only after some considerable
ering (see Elizabeth and Darcy in Jane Austen’s Pride and Prejudice, Mr.
nester’s loss of physical integrity in Jane Eyre, Hareton’s illiteracy and
s of wealth in Wuthering Heights). This figure. better known as the Byronic
0, most memorable in the Brontés™ novels, has become a staple figure of the
pale gothic ever since.

Gjurdhi’s character is of such compound. He is fierce, authoritative,
cachable in Albania, but he entertains an underground liking for Lottar as his
ue of her from marriage and his following her onto another continent
scatively prove. His feminine nature is emphasized by his housewifely
iciency and extreme attention to Charlotte, while his masculinity is
centuated by his ferocity and sexual allure (the mangy tiger [Munro 1995:
24]). He embodies the unity of power and feeling that Claire would love to see
i 2 combination of Nelson’s and Donald’s characters. Even his name Gjurdhi
shighly reminiscent of Georgie, not incidentally one of Lord Byron’s first
mes. When this similarity is read against the background of one of Byron's
ost famous portraits in which he poses as the hero of Albania in Albanian
saddress, one cannot but suspect this topos in the background. All the more so
ecause Claire is writing her English thesis on Mary Shelley and Nelson is
milarly a student of English literature. (Also, Mary Shelley’s step-sister Claire
e an illegitimate child to Byron.) But if Gjurdhi is “Georgie.” the Byronic
ero who denies his oath, mission, faith, and social usefulness and grows sofi-
oken and humble in Canada, who literally answers his wife’s whistle, one can
zally talk about a pitifully overtamed hero/husband. In addition, he accepts
aming by the hand of a heroine who does not even value their long
iage but dismisses it as that part of her life that is of no interest. -

Yet, Claire is not a Charlotte, notwithstanding the name symbolism that
e same initial of their names suggests. Charlotte is playful about herself, she
embodies change, process, as she refuses containment in any role or image,
shercas Claire is looking for security in familiar scripts which constantly defy
ger. Claire is not an “wnwracked-up sort of person” (Munro 1995: 113; original
smphasis) but is “sabotage[d] from within” (110), because she lives the conflict
aat inheres in the available cultural images for women. She also wants to have
all: both a fiercely sexual and an affectionately caring man; she wants a quest
{ her own and wants to be saved by her hero; she wants to abandon herself to
fove and wants the abandonment to last permanently without a cost to herself.
She is mistaken both because she seeks comfort in easily available images and
ecause she takes the images and herself too seriously, like Louisa in Carried
‘Away. Bul whereas Louisa is able to leave the familiar images behind only at
the cost of entering an entirely new reality, which propels the short story
fowards a tragic note, Charlotte’s protean figure pushes The Albanian Virgin
towards comedy. The happy ending of her story however is signaled by
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banknotes showering onto Charlotte’s and Gjurdhi’s head instead of petals of
rose or tice accompanied by the wedding bells; she is nol rewarded by an
adequate partner for her persevering efforts at carrying her guest © its close:
instead. divine intervention—call it chance—gives her the opportunity to leave
the text abruptly—only to return at the very end as her younger self again. Her
figure will not be contained but remains freely circulating in its various selves:
voung and old, male and female, lucky and unlucky, active and passive. loving
and hating, a subject-in-process. who tells her tale.

In sum, Munro draws a parallel between The Albanian Virgin and the
femnale gothic heroine since the paradigmatic female gothic plot operates with
similar well-circumscribed gender reversals: at the beginning the heroine is the
paragon of femininity—passive, chaste, etc —when she is forced to leave her
familial idyll and immerses herself in the gothic underfotherworld, she
temporarily assumes male behavioral attributes—she is courageous, active,
curious. thinking—but as soon as she finds the redemptive knowledge that
restores her into a familial world. she transforms into the model of female
passivity and marries the hero who changes into an acceptably re-cngendered
male thanks to her regenerative powers mediated through her feminine love.
Thus. the plot ends, and her voice needs to be heard no more.

Claire’s fading voice and her telegram follows this paradigmatic
female gothic romance: she is torn out of her known life. she creales a new
world for hersell by her own initiative but as soon as the hero, Melson, appears
(the romance happy ending closure). her voice fades. And although Charlotte-
Lottar’s life follows a similar female gothic paradigm (she is torn out of her
perfect, if orphaned, life. cast into a dark and different world where the rules of
male power reign supreme. when she emerges she finds her true love. with
whom she lives the female gothic dream of companionate marriage), her
assumption of gender roles appears hyperbolically. At first she is emphatically
: troduced as a valuable commodity on the marriage market (she goes on the
hike to escape a suitor who belicves her to be a rich heiress), in the tribe she is
at first a persecuted heroine regularly chastised for not being feminine enough.
when she grows submissive, read femninine, enough. she is transformed into an
Albanian virgin and becomes a socially accepted male, when she is freed she
assumes total passivity, yet, when in Canada. she overtames her overly
femninized husband. In addition, what she values is not her marital idyll (the
trope of the female gothic alternate possible world) but the riches that are due
compensate for female gothic  heroines’ suffering. Charlotte’s gend
performances thus become the parody of the female gothic formula, b
especially of the ideal femininity it portrays, without fully discrediting the
female gothic fantasy. More importantly, her character refuses to envelope
herself in silence after her happy ending: quite on the contrary, she continu
her quest plot and earns her right for material comfort not by chance (stumblin
upon a hidden will, the death of a distant relative. etc.) but by ralking about h
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§. This is how Munro writes the female paradigmatic female gothic narrative
ond its ending transforming it into a neo-gothic narrative whose heroine
eeps freely traveling in and out of the text while never ceasing to tell her tale.
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(Re)visitations — Recurring Places in
Seamus Heaney’s Poetry

Péter Dolmanyos

“Eszterhazy Karoly’ College, Hungary

new departures in his poetry.
his poems 10 reconsider his

eflect changing concerns and
he manifold

as been noted for his regular

act: Seamus Heaney h
to specific locations in

& time after time he returns
ation with these places, These "pocms of experience” T
victions in relation 1O the places concerned and comment on t
nificance of these locations for the poet. The places revisited increasingly acqguire 2
ctoral dimension and distil a vision of a life lived and felt to minute details and of a
- intelligence which can safely establish its major points of reference in a
sanging and often chaotic world.

words: Contemporary poetry , Contemporary Irish poetry. Seamus Heaney,

seland, identity

_ are built on the foundation of the poet’s inquiry into
s origins. The exploration of the farm and its surroundings is slowly but

by widened into an investigation of Heaney's heritage as @ member of a
stholic rural community i Northern Ireland. This widening of the focus is

senificantly motivated by the contemporary developments in the life of the
—ovince, namely the increasing tension and the subsequent outbréak of
olence between the Catholic and Protestant factions of society. The Northern
sonflict is well-known and so | expectation towards poets 10

Jeaney’s carly volumes

is the genera

_omment on the events and their motivation.
However, with the conflict fading, and a
noving forward other motifs appear 10 occupy Heaney. Experience prompis
+im to turn his attention towards seemingly more trivial elements of life — and
‘these, on a certain level, represent a return to the less spectacular aspects of his
.rsonal heritage: it is a return to memories of the childhood world and its
" ccial moments which now offer vision and wisdom -1 hindsight. On another
level, this direction represents another kind of return — Heaney follows a
sically Wordsworthian path by the illumination of the everyday with the help
of the imagination. the casting of new light on the well-known and thus often
the possibility of the romantic and

overlooked elements of life, discovering
‘modernist vision in these. What is the way forward is then also the way

lso with his poetic development
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backward but on another level — experience helps to uncover what can safely be
termed a higher state of innocence. The early attachment of Heaney to his place
of origin, seen as a “fundamentally religious” one {(Tobin 1999: 68) ®
politicised first and depoliticised later, and eventually it arrives at a heightenet
sense of that carly relation which is now more explicitly associated with
visionary and the transcendent, as these are possible to be glimpsed a
registered with the help of experience gained along the way.

The poem entitled Anahorish was published in the volume Wintering
Out (1972), a collection which is increasingly entangled in Heaney's search {8
and assertion of his allegiances beyond the family farm and its immediat®
world. The title of the poem is a placename, the Anglicised version of as
cltic one. As Irish placenames are paris of the lore of place B
an actual historical or a legendary event, they embody the merging
to that of space and in that way they form
significant part of the cultural heritage of the Irish. This duly prompted the
British project of the renaming of the Irish countryside since this. according &
the logic of the British colonial machinery would alicnate the inhabitants frog
their land and would bring about the desired cultural dispossession of the Irish
The present-day name Anahorish is supposed to stand testimony of this vet
poem proves that even in this form the name rather preserves than destroys i
cultural heritage. The word A nahorish, spelt in this Anglicised form, does
mean anything either in English or in lIrish, yet as it attempts to recapture i
onunciation, the original meaning is recovered and in t

original Celtic pr
paradoxical way the name hecomes an important cultural point of reference 1€
complicated world @

Heaney in locating himsell in the otherwise rather
Northern Ireland.

The poem depicts the exploration of the heritage involved in the name
and outlines an itinerary which is personal as well as emblematic of a broads
context. Though the first line of the poem reveals the meaning of the origin
Celtic name in translation (“place of clear water”), it 1s introduced as
personal memory of an actual location. a place that comes to be known by UE
speaker as a part of the physical world around him without any act of naming
The name is then savoured in its nature as sounds: it is “soft gradient / @
consonant, vowel-meadow™ (Heaney 1990: 21), with the hints of a mimets
clement in the name through the geographical references of gradient an
meadow. The sounds in turn evoke further memories, an “after-image @

ards | on winter evenings” (ibid), and the lamp

lamps / swung through the y
bring the image of “mound-dwellers” (ibid), with the association of the eaf

legendary inhabitants of the land. The actual physical location is th
eventually situated in a cultural context and the name that is alien yet famili#
ai the same time acquircs a meaning, which in turn is also a process 8
recovery: the transcribed name eventually reclaims its original reference eve
if it happens with a willed act of recollection. The loss caused by the atte

original C
preserving
of the dimension of time in
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cultural dispossession is tangible yet the wish to recover and to preserve is

iso demonstrated.

The poem The Toome Road dates from a time when Heaney's

ssponse to the events in the North came to be articulated in the form of more

ersonally focussed poems. After the ambitious mythic framework in North,

e collection Field Work is-characterised by a closer perspective and a more

gible sense of loss as Heaney contemplates the deaths of relatives and

saintances instead of the earlier unnamed and unknown victims of the

tarian violence. The Toome Road is at first glance at odds with this

erspective since it apparently deals with a location vet the tone makes this

pem an integral part of the collection as its central motif is the sense of the

wvasion of something that the speaker considers private. The poem records

d echoes the outrage of the speaker as he encounters armoured cars and

soldicrs at an early morning hour on the country road specified in the title. He
weoards their presence as intrusion and invasion and formulates the question
How long were they approaching down my roads / As if they owned them?”

Fleancy 1979: 15). The backdrop to the scene is the sleeping countryside,

ich leads to the next guestion of who to tell about this experience as the

tountry people have their own rather ingenious approach towards such a

*bringer of bad news™ ( ibid). The outrage and the desperation. however, lead
4 resolution in which the presence of the alien army cannot disturb what is
essential in that rural world: “It stands here still. stands vibrant as you pass, /
¢ invisible, untoppled omphalos.” (ibid)

By and through the speaker’s notice of the appearance of the armoured
sops the poem becomes emblematic of the phenomenon of the invasion of
orivacy, though it is true that the notion of privacy has to be extended in this
ase. The context is intricate: it is not simply the case of the peaceful rural
world being intruded upon by military personnel but this is the me of the
\orthern conflict and it is the countryside in Northern Ireland with the British
Army moving in. Moreover, the location is a country road with all its potential
ssociations of movement, of in-betwecn-ness. of connecting as well as
dividing. All these associations open a temporal dimension to the scene, making
& a part of the broader context of the Northern conflict, thus the location
becomes secondary in its importance to the phenomenon of invasion.

In addition to the elegies and other personal responses to the Northern
conflict, the volume Field Work contains a set ol poems entitled Glanmore
Sonnets. This sequence is often regarded as forming the “core™ of the collection
(Parker 1993: 152; 166) and as such it represents an important new departure
for Heaney. both in the context of the volume and in the course of his poetic
development in general. Up to that point his poetry had been principally
preoccupied with his heritage — the scene of his upbringing in the North in an
increasingly broader cultural and historical context. The turning of his attention
sowards his current and immediate surroundings. an isolated farm in Wicklow,
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not far from Dublin, leased to the poct and his family where he could
experiment with making a living as a freelance, offers a new poetic world to
explore and Heaney boldly takes the opportunity.

One apparent new element is Heaney's choice of the sonnet form. He
had experimented with fixed forms earlier, and even the sonnet form was
attempted, though in a deliberately distorted version in the poem Strange Fruit
(North), but the decision 1o employ the sonnet in its traditional form as a
recurring pattern signals a number of important considerations. Michael Parker
sees in this act *a desire to re-establish the ‘old values® of order, harmony, and
lyric ceremony in his work” (Parker 1993: 167). The formal requirements of the
sonnet. at the same time. offer a safe framework and the possibility of proper
authorial control over the material, which is an important concern considering
Heaneys previous entanglement with myth.

The sonnets cover a rather broad ground in spite of the rather matter-of=
fact title. The present forms the major part yet recollections from the past are
self-consciously woven into the fubric. The seemingly insignificant place
acquires a distinctive quality almost in spite of itself: little is mentioned about
the farmhouse itself but its surroundings compensate for the simple comforts
the house offers (cf. Parker 1993: 166), and the isolated rural location fosters
creative energies for the poet who in turn draws his imaginative parallels
between the place and poetry itself, thus rural near-idyll and language are
brought into an intimate relation as a recurring motif in the series of poems.

The sequence opens with one such image: “Vowels ploughed into other:
opened ground.” (Heaney 1979: 33). which is repeated in the second poem, in &
slightly modified way and with a significant extension which hints at the Latin
origin of the word “verse” (Corcoran 1086: 144): “Vowels ploughed into other,
opened ground. / Each verse returning like the plough turned round.” (Heaney
1979: 34). That the land is seen in the matrix of poetry elevates the humble
location onto a distinct plain where art becomes the tangible reality for Heaney.
an impossible feat for him in the troubled city of Belfast. The transformation o
the farm into such a special place evokes a parallel with Wordsworth which in
turn is quickly rebuked by the poet’s wife yet even this dismissal cannol alter
the potential of the place — the singing of birds is “crepuscular and jambic”
(Heaney 1979: 35) and the air itself is full of music: “Outside a rustling and
twig-combing breeze / Refreshes and relents. Is cadences.” (ibid)

As Glanmore is an isolated country farmhouse, it is similar to the place
of Heaney's upbringing, which makes the appearance of childhood memories
‘nevitable. The result of recollection is the recognition that Glanmore is his
home at the moment, which paradoxically introduces darker concerns as well =
heavy rain and mysterious sounds intend to balance the so far undisturbed
pastoral vision. A black rat outside the window represents an even more
tangible reminder of the less dignified aspects of life in the country and as the
poet is sent to deal with the animal, it prompts the question of “Did we come to
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wilderness for this?” (Heaney 1979: 41). The embarrassment of having to
e such trivial matters instead of his artistic freedom logically leads to the
Bt question: “What is my apology for poetry?™ (ibid) The explicit formulation
the dilemma concerning poetry’s position in everyday life is a cardinal point
the sequence yet in a cunning manner, Heaney refrains from commenting on
Instead he chooses to close the sequence with another vision which involves
ecollection of the first night spent with his wife. directing the focus to the
acy of the family and the status of the place as his home.

The sequence, despite its less idyllic elements, emanates a strong sense
‘affinities with a pastoral world. Glanmore is seen as an inspiring microcosm
fely secluded from both the grand and trivial events of the outside world.
thich makes its association with poetry possible. This. however, is fed by the
sty nature of the place which is felt to be an embodiment of inspiration:
leaney becomes entangled in a circular pattern of argument — Glanmore
duces creative energies, making it a special place. and because it is a special
Bce it gives inspiration, justifying the act of regarding it as a distinctive one.
The circular pattern foreshadows the possibility of return and Heaney
pes make a return to Glanmore in another sequence in the collection Seeing
ings (1991). Glanmore Revisited is another sequence of sonnets, a set of
efully chosen episodes that illuminate the sense and spirit of the place but
ere are significant differences between the two sets. The individual poems of
nmore Revisited have titles, unlike the poems of the earlier sequence, and
perspective is different: there is a past to the place now, it has its private
story in the context of the poet’s life, thus the present is not simply immediate
perience but something to relate to memories as well. so the location acquires
temporal dimension.

As Glanmore Revisited offers the [irst major occasion of Heangy
surning to an earlier motif, the change in perspective is a significant element
the later sequence. Heaney's first experience of Glanmore was one of
svelty: the place needed exploration in order to become familiar enough to be
lled home and any attempt of linking present experience with memory was
ecessarily done with the help of an external point of reference, that of
eancy’s childhood universe of the farm of Mossbawn. This time. however.
Slanmore is a place with a history for the poet, thus the matrix of the present is
ot the past of an elsewhere but the past of the same location, with the
sncutrent sense of continuity to it. As Glanmore represented home and a
storal-like setting at a comfortable distance from the outside world, the idea
Heaney would revisit the place marks an important direction for his more
secent poetic itinerary.

The general impression of Glanmore Revisited is likewise different
om that of the earlier sequence. The speaker of the later poems is more
willingly engaged in the recollection of episodes from life in the cottage and the
self-conscious association of the sefting with language and poetry is less
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prominent. The details reflect the rather frugal conditions of the cottage during
the period spent there — the cold is the most notable element to be remembered
as “Our backs might never warm up but our faces / Burned from the hearth=
blaze and the hot whiskeys™ (Heaney 1991: 31). In contrast with this, the ret
happens during the summer, and the whole place is immediatcly “airier
(Heaney 1991: 36) and as the weather is more pleasant, the whole cottage
becomes a more atiractive place.

There is a more prominent role of the family, not only of the wife but of
the children too, in the recollections and the return gives the impression of the
present being continuous with the past as there is a regular alternation between
the recent and the previous experience. Poetry is not altogether dismissed
though: in Lustral Sonnet words come into possession of special powers as
poet becomes his own “breaker-in” (Heaney 1991: 35) and the proposed act @
sawing up the old bed-frame prepares for a rather disconcerting situation, =
bad ;su:tion, / So Greek with consequence, so dangerous™ (ibid). This moti
cannot escape the logical association with the Odyssey and it does not do sa
indeed: the allusion to the bedroom of Odysseus and Penelope is tempting
evoked to offer an imaginative link between the hero and the poet.

The somewhat artificial parallel, however, is abandoned in the fing
sonnet of the sequence. Instead Heaney recalls the event of his wife wishing @
install a skylight, which event is initially disliked by the poet but eventuall
leads to a revelation-like moment:

But when the slates came off, extravagant

Sky entered and held surprise wide open.

For day | felt like an inhabitant

Of that house where the man sick of the palsy

Was lowered through the roof. had his sins forgiven,

Was healed, took up his bed and walked away. (Heaney 1991: 37)

Another return to a place already familiar can be found in the poem Al
Toomebridge. from the volume Electric Light (2000). Though this time the
location is not the ‘exact” one of the earlier poem, the region is the same: the
rather vague but strongly symbolic designation of the Toome Road is replace
by a likewise important and symbolic place, a bridge. It is a place of crossing
and as such it is a place where different entities meet and one helps to define e
other and vice versa. Heaney, however, focuses on the water instead of the
crossing — it is the place where the River Bann, which drains the excess wate
of Lough Neagh, leaves the lake through a weir. The haunting scene

associated with language as the river is seen as “continuous / Present” (Heane
2000: 3), which provides the sense of contrast with the past tense of th
narration as well as it suggests a strange permanence of change through
image of the river. always changing yet seemingly always the same.
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The second half of the poem, however, builds up a more complex
picture as the historical heritage of the place is also evoked. Images of conflict
and war follow as this is also the place “Where the checkpoint used to be. /
Where the rebel boy was hanged in "98.” (ibid) The real significance of the
location. however, is a personal one for the speaker which is promptly
juxtaposed with the communal historical elements: “Where negative ions in the
open air / Are poetry to me.” (ibid) The closing image of the eel hints at the
‘uniqueness of the place and it signals various moments from Heaney's past: the
Naturalist of his first volume is evoked as well as the closing section of
Casualty in which the old Lough Neagh fisherman, the ambivalent victim of
his own side of the conflict, is recalled by the poet who chooses to remember
him in his own way rather than attending the funeral of the man.

The poem thus deconstructs the immediate historical association of the
earlier one through this personal element. The image of the river draining the
lake is continuous with that of the negative ions and the image of the eel.
though its association with fertility and its allusion to Heaney’s earlier poems
link the place convincingly and safely to creativity. The historical references are
simple signposts which are additional elements only — though they are
unmistakeably part of its heritage, the place is notable for the speaker for what
it means in a personal context, through the immediacy of personal memory.

A similar event happens in the poem Anahorish 1944 (District and
Circle. 2006). This poem has for its location the same place as the one for the
earlier “Anahorish”, but the emphasis is markedly different. The poem is the
account by an unidentified speaker about a certain moment in history — as the
sitle indicates, it is set during the Second World War. Despite this accurate
ceference to time, political and colonial dimensions of any kind are absent as
the poem is the description of an episode in a given place at a certain time. The
‘episode is a simple though by no means a trivial one: American soldiers agrive
and pass on towards Normandy while the local people are engaged in pig-
killing. The rural people and the soldiers are watching each other with mutual
Jinterest: the local people are shown from the tentative point of view of the
‘Americans, and in the soldiers are shown from the perspective of the local
‘people. In a cunning way the normal associations are reversed in the event: the
local people, dressed in aprons and gloves, are immersed in blood while the
soldiers appear to be mere passers-by, curious onlookers of the present scene of
country life. Innocence and experience become relative concepts in this
moment, but all is quickly restored by the self-excusing confession of the
speaker: “Not that we knew then / Where they were headed, standing there like
youngsters™ (Heaney 2006: 7), and the generosity of the soldiers is
commemorated as they toss sweets to the people they pass.

The title of the poem outlines, in a nearly Wordsworthian precision, the
major whereabouts of the episode in terms of space as well as time. The date
anchors the episode in time but it simultaneously suspends time: it is only with
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hindsight that the significance of the role of the passing soldiers is underst
and recognised. Armoured cars on a country road in another time provo
outrage from Heaney — this time he employs quotation marks to indicate
distance from what is recounted. Still, the irony of the situation is profound:
location is one which is apparently undisturbed by the war and as such @
impression is almost that of a pastoral, yet this is also a world in which the p

killing is a natural part of life. as suggested by the laconic but telling lines =
Tuesday morning. sunlight and gutter-blood / Outside the slaughterhous
(ibid) Though pig-killing and war are hardly interchangeable. the unmistake
hint at violence creates the possibility of an ironic marking of the dista
between average people and heroes vet all this is done in the context of
situation which is strange and ambivalent in itself. The poem. in spite of all thi
suggests a still moment — a still moment before something massive is about
happen, but a still moment nevertheless, in which what has happened is safe
over and what is about to happen is not yet known, as the word “youngste
would indicate.

The name Anahorish, as a result, becomes a simple designation for
place — a place with a personal significance. detached from the ear
associations of cultural dispossession. This, together with the earlier mention
poems works towards a sense of place which is based in personal experience
As Heaney himself explains it in an early essay, “I think there are two ways in
which place is known and cherished, two ways which may be complementary
but which are just as likely to be antipathetic. One is lived, illiterate and
unconscious. the other learned, literate and conscious.” (Heaney 1980: 131) The
tension between these is apparently irreconcilable yet the chosen poems show
the attempt of trying to resolve it, even if it involves a considerable timespan —
or what could comfortably be termed experience.

The result is another way in which “place is known and cherished™ — it
is the sense of place as lived yet still conscious, or perhaps lived and conscious.
Something of this was already there as a potential direction in the Glanmore
Sonnets, but it becomes a trodden path only later, in Glanmore Revisited. and
the path is followed, depoliticising and resituating some of the earlier
landmarks of the Heaney universe. As a result, a new sense of intimacy
develops between him and the revisited and reconsidered places, offering the
poet secure points of reference in the attempt of defining himself. The resulting
more profound relation, however. does-not mean the lack of further careful
scrutiny: this is the benefit of experience, of contemplation from a distance, of
time rather than that of space. ..Experience vields insight and prompts the
return of memories; these memories uncover moments of potential wisdom and
in turn they come to be endowed with increased significance in the light of what
they reveal. Heaney’s long—standing mission of self-exploration thus moves in
circles which widen with time in terms of scope and simultaneously narrow in
terms of their concentration — these recent gyres may not shape history on a
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nd scale but they provide comfortable frames for the private universe of
mus Heaney.
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Cultural Methodology in Ralph Ellison's Invisible Man

-

Lapédat Laviniu Costinel’
Universitatea din Craiova

bstract: Invisible Man resonates as a powerful pledge which is fully committed
wards grasping the depths and complicated splendors that forge the definition of
ackness. Ellison appears hungry to exploit the functions and dedicated objectives of
mguage. He is not burdened by his cultural responsibility, but rather he views it as a
sthod of release, embracing a higher calling of both a universal writer and a black
! ster. His hunger for definitions, the study of mannerisms and collective deductions
ke their claim on a narrative that is offered with apparent ease and an almost godlike
derstanding of the black condition.

evwords: race, identity, culture, morality, violence, society.

aiph Ellison’s Invisible Man is a novel of deliverance from darkness to light,
equencer of cognitive awareness and differential patterns of conformity. It
scts imitation. deeming it as nothing more than a form of limitation, a burden
npering the doctrine of artistic creation. The novel appeals to the indirect
pticipation of its readers in determining the mechanisms which constitute a
ective conscience, amoral voice which communicates for us and through us.
The author commits to his duality as a mainstream educated, patriotic
rican insider and his often frustrating position as a repressed minority. a
im persecution. the racial outsider. His status has the potential to propagate
significani amount of perceptual liberation as he is granted insight,
tricted access into both fundamental facets of the American cultural
struct. Ellison is an outspoken denouncer of extremism in all of its forms
manners of content, placing greal emphasis on accurate depictions and
fiable service control. banishing impulses or other manifestations of
ption which tend to either embellish or diminish the narrative.

s work was supported by the strategic grant POSDRLU/ES/1.5/5/49516, Project 1D 49516
co-financed by the European Social Fund — Investing in People, within the Sectoral
gational Programme Human Resources Development 2007 — 2013 /Aceastii lucrare a fost
15 din contractul POSDRU/88/1.5/5/49516, proicct strategic TD 49316 (2009), cofinantat
ondul Social European — Investeste in Oameni, prin Programul Operational Sectorial
pitarea Resurselor Umane 2007 — 2013,
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The novel functions by utilizing a strong internal voice attem pting to
claim the spoils of jazz and random materialization of captured imagination.
Generating the narrative voice is not however an entirely independent
endeavor as Ellison must preoccupy himself with exhibitions of intent that|
mark familiarity in terms of style. character development and literary form.
He manages to capture random svnchronicities in the fabric of language and
tame them under the banner of intention and literary design. Language is thus
able to ascend to a tier where it is no longer restricted to simply expressing
ideas: it begins to generate independent thought, become the forger of identity
as an instrument of both creation and deception.

Invisibility can be perceived as a symbol of disempowerment,
maledict that scorches the path of leadership. exchanging ambition fc
difficulty. Structuring the plot based on this specialized moral concerm
Ellison uncovers an immense reservoir of ambiguity and ethical distress, He
merges the evolution of the plot with systemic duties towards form and th
traditional instrumentality from which the novel stems. Democratic eloqueng
must not be cast aside as it reenacts contemporary dilemmas which formulas
the critical paradigms dealing with disembodiment, vernacular voices ap
social responsibility. i

Ellison’s body of literature affirms a relentless fascination wi
America and its vulnerable complexities. The form of his novel is neve
quite able to outrun the unwritten laws of his homeland. His work is ofte
enough constrained by principles rather than possibility, mystery rather ths
absolute certainty. He takes it upon himself to deny others the right to defi
his nation as they could distort its complex legacy and cultural weall
through mal-intent or sheer lack of knowledge. From this standpoint one |
almost obligated to view Ellison’s writing as an act of patriotism
national pride. But he is by no means a celebrator of the founding fathers
other such bribers of destiny. He bows to the common man, the carrier
tradition and the giver of love and enlightening humanity. Powerful men
perceived as the enemies of equality and freedom inside the Americ
experiment. This pseudo-communist view and manner of interpreting deet
individuals and events will trigger an internal conflict inside the mind
Ellison himself who viewed communism as a corrupt and bankrupt ideole
and treated it as such. indirectly of course through his portrayal of
Brotherhood in Invisible Man.

The perception of Afro-Americans is modulated to encompass not @
their immediate predicaments. but also the trigger-clements of their past that
obstructed their development as a group and as individuals. Slavery is the
element inside a shameful national battlefield whose remnants still incls
segregation, unwarranted racial presuppositions and a lack of equal opport
and respect. Yet Ellison does not let rage or Black Nationalism get the bettes
him. His solution for mending the hearts and minds of all parties involves
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oy in Ralph Ellison's Invisible Mun

the elements that unite us
tear our shared humanity

Cultural Methodolo

affirmative action, exploring
¢ which have the capacity to

s of moral history. His
novel as a whaole
ment. He carried

tolerance,

ased on love.
ather than embracing thos

nder.
Ellison is one of America’s gatekeeper
| and the American

the Afro-American nove
d the emergence of the Civil Rights Move
g the ‘ntellectual turmoil of his generation and set the
ctandard for a new moral and artistic comprehension of 1960s America. His
objective was not to portray a coherent image of individual identity. O of
black identity but the identity of the American rainbow. the melting pot of

intimidating complexity- His verbal flow and communicative fortitude
served as a release valve for the creative energies of his countrymen. The
great American writer acknowledged Faulkner. Melville or Hawthorne but
ahove all he paid homage to the almost sacred pieces of paper (the
Constitution and the Bill of Rights) which had dictated the moral
imperatives shaping the beautiful destiny of his beloved America. His
patriotism Was not uncommon for an ‘ndividual living in 1940s and 50s
America; what was oddly inspiring however was the fact that he managed 10

anreservedly love a country that had at times rejected and humiliated him
because of the color of his skin. f trust and belief

Invisible Man is & novel 0
in the ideals for which America stands. Had it not been for Ellison’s
d trust in America

‘s pledge of liberty and justice for all his
never have been written; because despite his facade of irony
;sm Ralph Waldo Ellison isatr

ue believer that change will come,
If can make a difference through his work and generous
*g responsibility and debt to society cannot be
wards the realm of perdition. Both form and content

_ust coexist and SErve the author’'s creative infrastructure, a convergence
b where literature and democracy become - tertwined creating not only
entally endowed characters but also intelligent. opinionated citizens/readers
who have the courage and mental clarity 10 change society for the better.
Imagination does not run its cOUrse individually and independently- In
visible Man for example it responds 10 the needs and compensative
uisites of American life. This complex and immensely creative
human mind governs the flux of the yet undiscovered or
Is of fate, regulates preoccupations of solitude fills in the
true creation begins with imagination and if we
sek to betler ourselves we must first envisage it with our mind’s inner eye- The
rotagonist in Invisible Man is meant io become the perfect American citizen
bt he is still in beta testing. A more congealed version is set to surface after the
wthor has fully e:{pcrimcnted with his test dummy and exhausted all pmcntia‘l
sehavioral simulations generated by his mental resourcefulness. The final
ersion of the character should be very astute 1n reflecting not just destiny orf

nay have hastene
inside s writin

that he himse
humanity. The novelist
sverlooked or ignored to

ereq
broutine of the
- _der-discovered recol
danks of our existence as all
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possibility but also America’s variations and complexity, referring here of
course to its cultural heritage, racial, gender and class interactions.

Invisible Man must not be approached solely based on its intrinsic value.
Like any work of art its dedicated objective is to move, transport or transform
even abstract concepls such as democracy or perceptions of freedom. Ellison was
well aware of this reality and also mentally converged on the topic of control by
the artist versus the readership over the resulting cultural product: “the work of
art begins to pulsate with those meanings. emotions, ideas brought to it by its
audience. and over which the artist has but limited control”(Ellison. 1995, 94).
After setting in motion multiple perspectives dealing with creation as an act of
control, he attempts a power play through which the author must fully detach
himself from his work. set all personal subjectivity aside and become his own
personal appraisal specialist by taking on the role of the reader who must
objectively assess a work in progress. This creative method is deeply rooted in
imagination, and the ability to immerse oneself inside a fundamentally different
role caresses the realm of empathic intelligence, setting about to comprehend the
hidden truths behind socially assigned roles and adaptive, intellectual democracy.

The rampant success of Invisible Man ignited a vast whirlwind o
undignified criticism and unwarranted. feeble justifications. The fact that the
book was well ahead of its time concerning matters of race, gender or social
affiliation caught the attention of many critics of that time who were
unfortunately locked inside a limited mindset, unable to comprehend a visiona
such as Ralph Ellison. They interpreted the defiance of norms, categories
labeling as nothing less than literary, social and cultural heresy. The rando
free-flowing, fluid literary style Ellison had perfected from his adaptations of
jazzwas also deemed precarious, seen as lacking in consistency and propes
planning. The writer justly and calmly defended his novel, explaining, justifying
and clarifying all issues related to his novel regardless of time constraints of
argumentative relevance. His elogquence and patience as well as his ability 1@
enhance predictions partaking in an astonishing pre-revelation of the Americas
collective eventually earned him the praise, respect and recognition he mosi
undoubtedly deserves. The novel comes as a response to a creative higher calling
a repayment of spiritual debt, a brave statement of honor and dignity.

Ellison’s working notes and letters have rendered clarification relevas
to the conceptual and structural apparatus behind Invisible Man. The first pas
of the Working Notes analyses not only the causes of invisibility but also it
subsequent manifestations and the impact it has on all parties involved. He
uncovers two main sources of invisibility which are strongly rooted in th
American cultural paradigm. The first generative clement of invisibility 3
human nature itself. Man is instinctually pre-programed or pre-conditioned
interpret all physical, mental or spiritual differences as signs of inferiority
potential threats. This unfortunate reality enforces unnecessary clustering
segregation, separation and even conflict. Invisibility is not only a prerogativ
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te. gender or religious orientation. Individuals hav
ate of conflict or just ignorance because of trivi
from another city, speaking with a slightly
=renl sports team. The conclusion is that
=NCCs, people are more than willing

e often found themselves
al differentiations such as
different accent or supporting
no matier how small or big the

to surrender their personal identity to
their respective arbitrary collective. They incapacitate themselves from

2 members of the “rival” faction as fellow, kindred beings and embrace a
of antagonism and dismal com petition. The second factor of invisibility
d be what Ellison identified in his notes as “the great formlessness of
b life”. Cultural values here are highly volatile and exposed to a
tous stream of transformation and evolution. Afro-Americans are also
xcted to often debilitating and diverse hardships fro

m which only powerful
iduals emerge with their personality, identity and sanity intact. Therefore it

icult to create a stable, “vigible™ version of oneself inside a shifting and
= ethnic miniverse whose objective is to heap disorientation rather than
ide a marginally functional moral compass.
Language plays a pimnacle role throughout the novel, varving in
plexity, lyrical power or finalized impact. Ellison’s attitude towards this
of lingering creation alludes to 1 less charged anticipation of linguistic
port. Iis picaresque cravings are flat out diversions overlapping enforced
=ctions of travel carrying alongside manifestations of the American Dream.
episodic reviews and recalibrations refine a well written plot line that
res inside the craft of the author. Verbal invisibility is ofien subjected to
‘myth and delusional architecture of the labyrinth. One can’t also help but
atify the unnamed protagonist in Invisible Man with the great Hercules
ring in mind the tasks and trials both must undergo in order 10 secure their
@ identity and sense of self.
The issue of compromise has largely gone unseen in the novel. On the
elace it is a concept or deliberate lack of action which leads to a pasdive
solution of conflics, Taeimg 2 more m-depth look however reveals that
=ompromise merely postpones a brutal reaction or conflict, This method leads
10 the accumulation of tension, an overwhelming increase in the parameters of
rage and self-loathing. Compromise draws jts ERErgy not from wisdom but from
Weakness because the truly powerful do not compromise they just make
merciful enlightened concessions from time 1o time. The unnamed hero in
dnvisible Man joins the Brotherhood and later Serves its nefarious plans not oy
conviction but out of necessity. This ruthless left Wing organization which is
mothing more than a literary expression of the real life Communist Party uses
e main character as he allows himself 1o be manipulated. He catches rare
Blimpses of what goes on behind the curtajn but he refuses to see and
knowledge the truth. And herein lurks his predicament: the truth cannot and
il not set him free, not the weakened version of himself anyway. The truth
Ways reaches everyone no matter how strong or elaborate the deception might
vel it is always meant for those who have the POWer 1o accept it. Weakness
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d to the dissolution of family values.
protagonist’s sexual indiscretions with a married woman are overlooked by
hushand in the interest of politics. The fact that there is no vindication for 8 '
dastardly act confirms that our character is indeed for all intents and purpose
- visible and also that modern day society is severely dehumanizing as une
the false and frail mask of a pseudo-enlightenment a man is forced to himse
find. accept and provide justi fication for adultery and sentimental betrayal.

Devising his female characters spawned a great deal of compromise §

Ellison himself. Most women in the novel are depicted as prostitutes or s
agents of deception and misrepresentation. Mary Rambo is the only positi¥
female character in the novel. a nurturer, a benefactor for the protagonist.
mother figure. Despite all her qualities however she can never be a true partm
Jor the “invisible man” as she utterly lacks eroticism or passion. She cas
complete him: she can only tend to a limited amount of wounds.From Ellisom
“Working Notes” we arc made aware of what could have been the unn
' character’s significant other. Sadly enough she never made the roster. Louss
was envisaged as seductive, charming the flagship of American ideals
freedom. democracy and fertility. Her relative perfection sort of defeats &
purpose of the whole novel. The main character must be assaulted, tested &
prodded from all directions. His hardships are transformative, motivating, &
defining initiators of his true identity. Give him love and redemption and ¥
might end up with a Garfield-type character, too lazy and unwilling to
transformative confrontation. So sadly enough we ended up with good @
Sybil, Ellison’s little compromise, who happens to have a bad case of jung
fever and whom the main character regards as nothing more than an obstad
and possibly a source of non-essential information.

The end of the novel commandeers a corpus of interactive inte
where Ellison appeals to both novice and specialized readers. He reveals €
representative voice of his narrative. a raft of hope carrying with it the encods
pride of our shared humanity:

“aAh.™ 1 can hear you say, “so it was all a build-up to bore us with
bugey jiving. He only wanted us to listen to him rave!” But only partially
Being invisible and without substance. a disembodied voice as it were, W {
else could 1 do? What ¢lse but try 0 tell you what was really happening w

es were looking through? And it is this which frightens me:

Who knows but that, on the lower frequencies. 1 speak for you

(Ellison. 581, 1952)

and compromise can also lea

vour ey

References:

Ellison, Ralph. The Collected Essays of Ralph Ellison. ed. John F. Callahan

York: Random House, 1995), 94
o Invisible Man (New York: Random House, 1952), 581.

180




e Walker: Understanding the Connection between Her Life
and Her Work'

Maria-Magdalena Faurar
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stract: Alice Walker, a leading voice among black American women writers, an
vist in the Civil Rights Movement of the 1960', an advocate of the women's
ent and protestor against female genital mutilation, has produced an acclaimed
varied body of work, including poetry, novels, short stories. essays. Through the
smcy of her works and in connection with aspects of her own life, Alice Walker
egrounds the inherent gender antagonism which is inextricably intertwined with
#al and cultural issues with a particular focalization on the physical and spiritual
e of black women by men. The purpose of this paper is to offer biographical
als of the author’s life and a theoretical and practical representation of the term
ncnishy as a resource that not only transforms the oppressed. but also is salvific for
& oppressor, in order to convey the message in Alice Walker's works.

words: Alice Walker, womanism, race, gender, sisterhood, culture.

fice Malsenior Walker, onc of the most prominent and influential African-
merican authors in contemporary literature, was born on February 9, 1944,
the southern atmosphere of rural Georgia, as the eighth child of Willie Lee
alker and Minnie Tallulah Grant Walker. Along with the family’s poverty,
oppressive sharecropping system in which Walker grew up impresses on
er life and writing significantly, also providing the background for her first
ovel The Third Life of Grange Copeland (1970). Moreover, being the only
I in a houschold of boys, she had to tolerate male domination and even
miright violence. For example, at the early age of 8 years she suffered a
mumatic injury brought about by one of her brothers who shot her in the face

This work was supported by the strategic grant POSDRU/CPPLOT/DMIL5/5/78421, Project
3 78421 (2010}, co-financed by the European Social Fund — Investing in People, within the
sectoral Operational Programme Human Resources Development 2007 — 2013 /Accasti lucrare
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42010), cofinantat din Fondul Social Euwropean — Investeste in Qameni, prin Programul
Diperational Sectorial Dezvoltarea Resurselor Umane 2007 — 2013,
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with an air rifle, causing her permanent blindness in one eye and turning be
into a timid and reclusive child. However, Walker states that the solita
attitude due to her facial disfigurement eventually helps her “really to s
people and things, really to notice relationships and to learn to be patie
enough to care about how they turned out [...] to read stories and begin |
write poems.”(Walker, 1994:36) The positive consequence of the dreadis
accident therefore turns her into a fine observer of people and their feeling
Walker comes out of the secluded shell and becomes a leader as
valedictorian of her high-school class.

In 1961, she received a scholarship for disabled students whi€
enabled her to enrol in higher education at Spelman College in Atlanta. whe
she got involved in the Civil Rights Movement. After two years spent
Spelman. Walker entered Sarah Lawrence College in New York on anoth
scholarship. Soon after that, in her senior year in 1964, upon her return fra
*Uganda, Africa where she travelled as an exchange student, Walker fell in
depression when she found out that she was pregnant. Fearing 1h
consequences, she considered committing suicide and at times slept with
razor blade under her pillow. She eventually procured a safe abortion am
received her Bachelor of Arts degree from Sarah Lawrence in 1965. In @
effort to articulate her feelings during this confusing time, under the influ
of her mentors, poet Muriel Ruykeyser and writer Jane Cooper wis
encouraged her talent in writing, Walker found inspiration and composed he
first published short story To Hell with Dying (1967) and her first volume @
poetry Once: Poems (1968). Walker continued her participation in the Cive
Rights Movement after graduation, deciding to volunteer for the black vote
registration drive in Mississippi in 1966 where she settled down. marryi
Melvyn Leventhal, a white Jewish civil rights lawyer with whom she had &
daughter, Rebecca. Being one of the few inter-racial couples in Mississippk
thev had to endure a constant stream of threats and violence from the Ku Klu
Klan.

While remaining very active in the Civil Rights Movement, Walke
managed to focus on her writing career as well, receiving a fellowship
MacDowell Colony in New Hampshire subsequent to her writing the essaj
The Civil Rights Movement: What Good Was It?, which won the bes
writing award in The American Scholar. In 1970, Walker published her deb
novel The Third Life of Grange Copeland which deals with sexual ane
racial tensions within black communities and for which she received much
acclaim but also eriticism regarding Walker's harsh depiction of black male
characters.

Walker's career blossomed when she started teaching. She first taught 2
Jackson State, then she moved to Tougaloo College. and finally she accepted
teaching position at Wellesley College, where she is known for creating among
the first course on women's studies in the nation. She focused attention a
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omen writers like Phillis Wheatley. Jessie Fauset, Zora Neal Hurston.
arsen, Gwendolyn Brooks and Paul Marshall. She particularly admired
=al Hurston, whose works she edited. Moreover, Walker discovered
#'s unmarked grave that she adorned by placing a headstone, showing
smmitment and bringing to light a previously neglected author.

Buring her time at Radcliffe Institute where she was a fellow between
pd 1973, Walker published a collection of stories. In Love and Trouble
that deals with the hardships and struggles that black women have to
in a racist South. Three years later, while she was an editor at Ms.
Walker published her second novel, Meridian (1976) — an
Bonal book that explores the issues of sexism in the time of the Civil
¥ Movement from the perspective of a young black woman. Walker brings
peraphical elements in this novel and paves the way for her own future
supations, making a feminine inquiry into women’s lives and analyses
past intertwines with the present in order to construct the future.
Walker divorced her husband Leventhal in the same vear and moved to
sancisco where she met Robert Allen, the editor of Black Scholar. During
period Walker was on a Guggenheim fellowship that allowed her to focus
pletely on her writing. She soon published her second volume of short
==, You Can’t keep a Good Woman Down (1981). in which she examines
g5 of contemporary feminist debate such as abortion. the perils of
oeraphy, rape, friendship, lust, fame and the delight of new lovers. skilfully
mg a web of perfect circumstances in each story and revealing well-drawn
ieomplex female characters.

The Color Purple, published in 1982, is probably Walker's most
pus ocuvre, for which she was the first African-American woman to win the
erican Book Award and the Pulitzer Prize in 1983, Moreover. the novel was
turned into a movie directed by Steven Spielberg in 1985. At thg film
iere in Eatonton, her hometown, Walker was received with a parade in her
our. The Color Purple Foundation was also established in order to
fourage and support education.

The Color Purple is an epistolary novel that narrates the story
the persecuted life of the protagonist Celie. After her mother died, Celie had
stay with her father Pa, who had repeatedly raped her and taken their
ggitimate babies away from her. Then she was forced to separate from her
er Nettie and was eventually trapped in a loveless marriage with an older
mn. Celie’s miserable life continued for she had to raise her husband’s
ildren, cook and keep his house, work his field, endure his humiliation.
nlence, and sexual assaults, and even take care of his mistress Shug Avery. If
the beginning of the story Celie is a woman who is too weak to defend her
wn rights because of her false interpretation of her religious belief, as the story
goes on, she is able to break herself free from her miserable life. At the end of
he story, she finds happiness. which is unexpectedly made possible. ironically.
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with the help of her husband’s mistress Shug Avery. Walker conjures up a m
just world by employing the epistolary genre and fusing it with Africas
American history in order to create the fictionalized memory of a fema
narrator-protagonist and to re-create the process of her selfhood formatios
giving birth this way to an intertextual union that is most powerful.
illustrates the appalling experiences of colonization in America as well as
Africa. providing a double-portrayal of oppression in both worlds — bis
people confronting the white mainstream society and also the living conditic
of the black women facing oppression on the basis of racism and sexism,
both white and black patriarchal societies. At the end of the novel. Walk
clearly emphasizes that, it is the power of self-narration and that of stre
female relationships that helps Celie achieve an authentic and personalise
voice and by being able to express her thoughts and feelings she is able
progressively construct an identity.
*  As well as the huge success that the best-seller The Color Purple h
received, securing her reputation as a writer for once and for all, Walker is 2
widely recognized for her womanist position. The concept of womanism
first coined by Walker in her short story Coming Apart (1979) and later ¥
elaborately defined in her hook of prose essays, In Search of Our Mother
Gardens (1983). Womanism is embedded in the experiences of black a
coloured women and its purpose is one of unity and diversity among people a
to exterminate oppression. Walker wished for women ta pursue their rights
their integration within society and full humanity. The concept of womanis
started to make its appearance in the mid 1980s in disciplines such as theolog
literature and history. and the term was also spread in media — magazines an
newspapers. The subtitle of Walker’s publication of collection of essays
Search of Our Mothers’ Gardens is also Womanis; Prose, term for which s
gives a few definitions in the preface of the book-

[Womanist]: 1. From womanish (opp. of girlish, ie. frivolous, irresponsib
not serious). A black feminist or feminist of color, From the black fa
expression of mothers to female children, ‘You acting womanish’. ic. i
woman. Usually referring to oulrageous, audacious, courageous or wills
behavior. Wanting to know more and in greater depth than is considered 'go
for one. Interested in grown-up doings. Acting grown up. Being grown
Interchangeable with another black folk expression: “You trying to be gro
Responsible. In charge. Serious. : ]
2. Also: A woman who loves other women, sexually andfor nonsexuall
Appreciates and prefers women's culture, women's emotional flexihi
(values tears as natural counter-balance of laughter), and women’s slreng
Sometimes loves individual men. sexually and/or nonsexually. Committed
survival and wholeness of entire people, male and female, Not a separat
except periodically, for health. Traditionally universalist, as in: ‘Mama. wh
are we brown, pink, and yellow, and our cousins are white, beige and black’
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Answer : ‘Well, you know the colored rate is just like a flower garden. with
every color flower represented.’ Traditionally capable, as in: ‘Mama. I'm
walking to Canada and I'm taking you and a bunch of other slaves with me’.

Reply: ‘It wouldnt be the first time’.
3. Loves music. Loves dance. Loves the moon. Loves the Spirit. Loves love
and food and roundness. Loves struggle. Loves the Folk. Loves herself.

Regardless.
4. Womanist is to feminist as parple to lavender. (Walker, 1983 xi-xi1)

Uker bestows different meanings on the term womanism, in an effort to
ine a place in history and culture for the hlack woman and at the same
ge to counter stercotyping and ecradicate prejudicial attitudes that enshroud
k women in the American society, celebrating the dark-skinned race, their
cestry, their hopes and dreams while exhibiting a righteous image of black
manhood. The numerous definitions of womanist go hand in hand with
alker’s rejection to adopt any docirines that are limited and discriminative,
§ thus in discordance with spirituality. Walker's womanist aesthetics 1s
saque. alleviating and bringing about redemption, because it concerns with the
3l life struggles of black people, actuating towards social critique and creating
bw horizons of female identity. The concept encompasses holistic perspectives
d is characterized by a balance between reality and the universe to which
bonle are connected. In her collection of essays In Search of Our Mothers’
dens: Womanist Prose (1983), Alice Walker affirms that as a black writer,
is “preoccupied with the spiritual survival, the spiritual *whole’ of her
gople”, and as a womanist writer, she is “committed to exploring the
sressions. the insanities, the loyalties, and the triumphs of black
men."(Walker, 1983:250). Her aim is to eradicate the chains imposed on
by race, gender and class and empower black women to articulate their
sotions and give free way to their desires, constructing their own history —
jerstory. .
Over the course of time, her interests transformed and her mission
ecame a vaster and a more altruistic one, incorporating the hardships and
wrvival of humanity as a whole. Her concerns include causes that transcend
ack community, considering black people as a part of a larger world that we
sust guard and prevent from destruction. Therefore, her writing covers a
bariety of issues and. not only has she become deeply involved in the Civil
2:ohis Movement but also anti-nuclear movement, the boycott movement and
as spoken for animal rights and against female genital mutilation, perceiving
a1l of these as prerequisites for the survival of the planet and humankind.
Walker makes use of the word womanism to signify the transformative
Journey that a black girl, such as Celic in The Color Purple. embarks on,
leading her to the realization of the self. It is only through trauma such as the
consequences of racism, rape, death of a loved one. that the young girl
periences epiphany and attains the qualities ascribed to the concept of
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womanism. Through coping with the trauma she transcends the self towards thel
concern for the needs of others specific to the womanist attributes.

To fully grasp the significance ol womanism. one must make
differentiation between feminism and womanism. The crucial difference
between the two ideologies is that feminism stresses on gender issues while
womanism places importance on racial issues. If feminism was not able 1e
render justification for the experiences of black women, then it was necessary 1@
come up with other terminologies that could best capture those events. Alice
Walker's womanism does justice in this regard as she clearly specifies in the
New York Times Magazine in 1984: “I don’t choose womanism because it is
‘better’ than feminism ... I choose it because | prefer the sound, the feel. the fi
of it: because 1 cherish the spirit of the women the word calls to mind, and
because 1 share the old ethnic American habit of offering society a new word
when the old word it is using fails to describe behavior and change that only &
new word can help it more see”(Bradley, 1984: 25-37). Therefore, Walker does
not refute the feminist philosophy by employing the term womanist, but i
makes use of it so that black women could assert their own experiences. &
embody their thoughts and concerns that they felt were being overlooked or not
acknowledged by the mainstream feminists. Walker thought that feminist
movement itself often rejected participation and ignored the life and matters of
ordinary women of working classes, particularly women of colour, so she
considered it crucial to include these women in feminist movement. In order 1@
show the contrast between the elevated feminism and her new developed
philosophy, Walker formulates a special term to designate a “black feminist of
feminist of color who possesses strength and persistence for persona
development™(Walker, 1983:x1).

One of the major themes that pervade her works is the diflerence
Walker makes between black and white writers. She reflected upon the fact that
black women might have grown into great artists had they not been reduced 1o
silence for so long. This subject is very much treated in the short story In
Search of Our Mother’s Gardens. Walker brings her own mother into the
picture as reflected in the title of the book, which refers to her mother’s artistic!
talents in the garden, which were so great that even passerby would marvel at
her handiwork. She mentions the fact that her sad and miserable childhood was
sweetened by the beauty that came out of her mother’s hands, although she was
not able to fully explore this as a white woman in America could. Walker
flourished under the influence of her mother, Minnie, who bought her three
inspiring and significant gifts when she was a child, namely a sewing machine
to stimulate creativity and instill self-sufficiency, a suitcase to stir her curiosi
and errant spirit. and a typing machine to cultivate the born talent in he
daughter.

All Walker’s works are imbued with womanist aspects, starting with hers
very first novel, even though it is “ostensibly about a man and his son, it iS5
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nen and how they are treated that colors everything”(Walker, 1994:62), and
mtinuing with Meridian, in which a black woman commences a journey

ards self-discovery. Walker harmoniously combines her manifold aesthetic

social concerns, offering insights into women's lives and culture in all of
books. However, these features thrive without precedence in her epistolary

| The Color Purple. As a womanist text, The Color Purple chronicles
ie - the main character’s journey toward self-discovery and love, as she
taks the chains imposed on her by her husband and an oppressive racist and
wist society through letter writing. and meaningful personal. communal, and
st important spiritual relationships.

Walker regards her book as a historical novel, but more than tracking
lives of her ancestors she writes herstory, encapsulating the oppression of
en. based on creed, colour and sex, with nothing heroic involved from a
ditional historical viewpoint. Significantly she considers herself and her
s as womanist, incorporating colour in her notion of oppression as
-sented through the simile made in her last definition of womanist —
smanist is to feminist as purple is to lavender™.
Racial and gender issues also pervade Walker's works as she challenges

& boundaries, providing a way for blacks and whites to find even grounds as
of the same community and illustrating new ways of perceiving the gender

in an effort to achieve equality between the opposite genders regardless of
environment. This disruption of gender roles and traits sometimes entails
peual ambiguity, and this is the case of the lesbian relationship that develops
sween Celie and Shug in The Color Purple. Walker brings forth the
lenges that African-American women have faced throughout the history, in
e struggle to be treated with respect. 1o be equal and to receive fair treatment
om their own race was the message she was trying to gel across. The
eaking down of these boundaries becomes as well a re-vision of grt, a re-
vision of God, re-inventing of the self. She is able to reach into her own heart
Bd into ours. and just like her characters. to break out of silence and despair. to
sak the unspeakable truth.
Walker places a lot of importance on unity and emotional healing
sugh sisterhood for it plays an important role in black women’s
sancipation. As Barbara Christian argues, “Alice Walker sees the possibility
empowerment for black women if they create a community of sisters that can
fter the present-day unnatural definitions of woman and man”(Christian,
985:181). In The Color Purple, the protagonist’s attainment of self would not
e been possible without communal experience with the help of female
fidants. Celie is inspired by her stepdaughter-in-law, Sofia, a woman with
ength of character and courage to fight back, Nettie — the educated
missionary sister from Africa and most importantly her husband’s mistress
Shug Avery, who shows her love in all shapes by filling the roles of mother,
0! fidant, lover, sister, teacher, and constant friend and companion throughout

187




Maria-Magdalena Faurar

the protagonist’s life. The female-protagonist gains spiritual encouragement as
well as material support from the females in her [ife and gradually learns to
release her repressed feclings and pain not only in the seclusion required by her
writing but also by enjoving the experience of communicating and sharing her
feelings and thoughts with a receptive and sympathetic audience. In this sense,
Walker fuses the power of strong female relationships with the power of
narrative and voice through the agency ol letter-writing, giving birth to
powerful tool in the liberating process of the protagonist that dissipates the
inner turmoil and leads to the character’s awakening, Nevertheless, th
communal healing experience does not erase the painful memory in th
protagonist’s mind but it does offer alleviation for her broken body and spirit.
while also smoothing the path of her Journey to the realisation of her individual
identity.

Walker's womanism in her novels results in depiction of various women
as slaves, molested by fathers and father-figures in the community they live in.
For instance, in The Color Purple, Celic is passed on like an object from one
brutal man to another. Celie’s father forces her to step in a pre-arranged.
loveless marriage with another cruel man who marries her out of desperation.
Significantly, the women characters in the novel - Celie. Nettic, Shug, Sofia.
Mary Agnes — establish a collectivity and Celie's evolution into a powerful and
independent woman became possible due to these sororal relationships. In thi
context, sewing and quilting serve as a means of bringing women together,
building a female community in a world that confines female expression. Quil
and quilting, both the artefact and process. are considered as a means of creative
expression, offer a testimony of family history by combining its scrappe
patches. and impinge on reconciliation between females, as well as male and
female. Most importantly, they symbolise healing and the ideal of unity in
diversity among characters which pervade Walker’s works. The quilt or “the
central metaphor of American cultural identity”(Showalter, 1994:215).
embodies herstory, history and tradition, bringing together women and men an
carving out identities from recognizable pieces of American tradition into a
pattern of its own.

The term womanism also reveals the idea of lesbianism, as stated in her
definition — “[a womanist] is a woman who loves other women sexually and/or
non-sexually™(Walker. 1983:xi-xii). In The Color Purple. Shug Avery,
through her non-traditional behaviour and attitude. is a catalyst for the
main character in order to discover the erotic power that lics within the female
body. The female protagonist shifis from trauma to recovery, from the paralysis
of being an emotionally and sexually abused object to the plenitude of being a
subject who delights in her own sexuality. Not only does the novel reflect the
brutality, the physical and emotional violence, the mental shattering of the
reality but it also depicts the remarkable metamorphosis of Celie’s broken spirit
and body and the emergence of sexual identification as she experiences physical
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emotional intimacy. Nevertheless, Walker’s approach of black female
ssexuality is mirrored in the depiction of Celie’s homosexuality, as being
gered by men’s cruelty. Queer love is perhaps Celie’s only way of
erience love, which has led debatable issues of male-bashing in the way that
anism is portrayed in The Color Purple.

Another womanist feature and a very relevant element that brings about
smption and denotes the metamorphosis that oceurs in Walker's women is a
frating definition of God and through this, a new concept of the world. A
Mroversial text such as Alice Walker's The Color Purple problematizes
gious discourse by providing a way to explore and interrogate religious
Blogy without condemning and belittling one’s beliefs and practices, while
actuating religion’s potential toward social critique. The female protagonist
£s through tumultuous relationships with male counterparts in her life: her
father, her husband, and even her God. In the early parts of the novel, she
es that her relationship with God is the key to salvaging her dignity and
orth. Celie creates a kind of womanist religion, but she cannot do that
il she first understands how she is being oppressed and the role she plays in

L own oppression. Ultimately, Celie rejects the institutionalized religion and

ithe notion of God as a white, gray-bearded. blue-eyed old man commeonly

girayed in Western society. Instead. she re-envisions God as being within her
8 as part of the nature, as clearly illustrated in the end of the novel, when

tic is able to write a letter of thanksgiving addressed to the re-imagined God:

zar God. Dear stars, dear trees, dear sky, dear peoples. Dear everything. Dear

d.” (Walker, 1992:286).

Apparently, Shug Avery is Alice Walker’s voice in the novel.

milarities between author and character are obviously drawn, as Walker

tes: “Certainly 1 don’t believe there is a God bevond nature. The world s

bd. Man is God. So is a leafl or a snake™ (Walker, 1983: 263). In The Same

iver Twice (1996), Walker makes a clear reference to her beliefs as well as

er sexual preference by identifying herself with Shug Avery - the repository of

any of her womanist messages: “Shug’s completely unapologetic self-

fceptance as outlaw, renegade, rebel, and pagan: her zest in loving both

smen and men. younger and older” (Walker, 1996:35), and she also asserts

al: “When Shug says [...] °I believe God is everything that is, ever was. or

ver will be,” she is saying what I [Alice Walker] too believe” (Walker,

§996:35).

It is noteworthy to mention that Walker brings into discussion the visual

ent of colour, also highlighted in Spielberg’s cinematic adaptation of The

slor Purple. The leitmotiv is evocative of an array of emotions and spiritual

fllusions and connections to the wilds of Africa, through the detailed

criptions given in the letters received by Celie from her sister. One may say

that the colour is a visual approach to various ways of communication. In this

ense, Joan Digby reveals one of the multiple significances beyond the imagery
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of the colour: “In the novel, Shug's arresting observation, ‘1 think it pisses
off if vou walk by the colour purple in a field somewhere and don't notice it
part of a long philosophical argument on the nature of God that leads to
embracing (and some critics believe, an embarrassing) pantheism.
argument is replaced in the film by the visual symbol of the purg
flowers."(Digby, 1993:165). Thus, the colour purple alludes to the regal p
of God. evoking divine revelation and spiritual awakening. F
lavender, a chromatic derivation of the colour purple, symbolizes lesbianis
represented through the relationship of sexual nature between Celie and S
Avery. in the novel and film. Walker also makes use of the colour whe
comes to describing the concept of womanism in comparison with feminise
Purple is the colour of Celie’s intimate parts. implying negative connotations
it is associated with rape. but also positive connotations when we refer to B
being involved physically and emotionally in a love relationship, and also bel
taught how to delight into her own sexuality. Therefore, it represents a site
violation but it also pertains to the power of liberation. The colour purple.
employed in the novel in both a real and a metaphorical sense, and can
interpreted in relation to women as well as men. Purple symbolizes olory a8
triumph. beauty and power and by offering it to oppressed black wome
becomes salvific, presenting them with the strength to survive, L0 OVerca
oppression and hardship and to rise above their pain and suffering. There is
wonder that Walker incorporates such a significant colour in the body of B
work. for it communicates her goals perfectly.

Alice Walker's works unfold layers of history and cultural tradit
deriving from black folklore but more than that, they reverberate a sen
collectivity and sorority that uncover the soul of the black women, rising abe
the sexual and racial oppression for relative peace and independence.

Walker has received much acclaim for her taboo-breaking and elabo 1
and morally provocative portrayals of African American passions
oppressions. becoming one of the most prominent and influential figures in |
African-American literature and culture, despite the accusations she
received from the critics for male bashing in her books. Her impact is vast
multifaceted and felt across racial and sexual boundaries: her novels underns
and defy the conventional ways we have been accustomed to, in which
perceive women to be women and men to be men.

A comprehensive representation of the entire African-American histé
emerges from Walker’s works, as well as the evolution and the unfold
identity formation of the black women ever since there was slavery. In @
with the descriptions she gives of womanism and her complex assembly of
history of black women, one can locate this wholeness in her body of wo
goes without saying that, when compared to other contemporary WOE
writers. Walker is able to attain wholeness not only in her depiction ol bk
women characters but also in her private life as both a woman and an artist.
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Walker’s writings successfully congeal the linkages between ascertained
' and secluded patterns of formatlive comprehension. Language is
aficured and confirmed as an apparatus of perfect contradiction under
¢h her work blossoms towards the realm of prophetic eloquence. Her
ing becomes an essential distributor of spiritual evolution, an all engulfing
sent of formation and transformation. The narrative paradigm causes a shift
the very reality from which it stems, bearing honest and steadfast
ment of how art and the unrelenting nobility of the human soul can claim
eous victory over the concrete and gregarious burdens of human
Joitation and malefic servitude. Walker operates with vectors of genuine
mze and social evolution that possess the audacity to alter temporal and
gial constructs, trigeering epiphany under the heavy burdens that can only be
one by the better angels of our being.
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Old Wine in New Bottles: Philip Roth’ s American Trilogy
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Abstract: Philip Roth’s American Trilogy is illustrative for the writer's Engagems
with the twentieth century American scene with jis shifting and often conflictis
cultural, political and social practices. My concern here is 1o look at the way(s) “histor
comes into the living room’, Le., how private and public histories merge, diverge @

overlap against the background of three critical periods in relatively recent Americ
history.

Key Words: identity, politics, American dream. ideology, agency, idealism

1. Introduction

Philip Roth’s most recent novel. Nemesis, published in October, 2010 is &
thirty first work, in a literary career that covers half a century and that tog
off in 1959, with his celebrated collection of short stories, Good By
Columbus.
The writer is not only cxtremely prodigious, but equally histrions
which baffles any easy characterization and label] ing. Is Roth a Jewist
American writer? Undoubtedly, although he himself has repeatedly rejected ¢
handy and reductive tag. In his early stories. but also in subsequent novels.
ethnic filiation is apparent both in the identity of the protagonists and in oth
cultural references: traditions, values. specific vocabulary or the typical ]
humor. Is he, simply. an American writer, as he has equally stressed §
times, like Saul Bellow or Bernarad Malamud, for example? Again, the answ
must be yes if we look at the American Trilogy or The Plot Against Amerie
where the conflict between destiny and history examined in crucial moments|
America’s political life in the second half of the last century problematize
again, the nature of the American dream and, paradoxically, the continug
need to believe in it. A postmodernist? Of, course. if we look at s
experimental works as Counterlife, The Breast. or the narralive stunts
Operation Shylock. From yet another, more general perspective, Roth is 2
obsessively concerned with his own growth as a novelist and, therefore, w

the writer's relation to the world of action. as well as with the relation betwe
fiction and the reality that feeds it.
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Consequently, the range and diversity of the work, belies any holistic
sroach. Having said that, it is possible, nevertheless, to discern certain
inuitics and compatibilities which allow for a clear and meningful reading
'a cvcle or a series of novels that make up a narrative continuum: the
kerman novels (including the American Trilogy); the so-called "Kepesh
els” (The Breast, The Professor of Desire, The Dying Animal); the
pup of novels featuring Roth himself as a character (Deception, Operation
avlock, The Plot Against America): or, the most recent series of short novels
Everyman, Indignation, The Humbling, Nemesis) .

In hindsight, Roth’s work reflects not only the variety of his concerns,
also the various ’shifting ideologies in the second half of the 20 ¢,
ing from psychoanalysis through poststructuralism, using realistic or
sstmodern narrative strategies to arrive at "an ethnic subject construed.... as
ernally multiple, indeterminate, or self-divided” (Shostak 14)

The threee novels. commonly known as the American Trilogy-
sanning several decades and rooted in the cities of the East- "blend private
sstinies with public events™ (Scott 3). Also, they reveal the same thematic
ern and compositional strategy. Each of them takes under focus one
ant moment in contemporary American history. In a chronological order:
social and political turbulence of the 1960s that would culminate in
ennedy’s assasination (American Pastoral, 1997); Mc Carthism. the setting
s of The House of Un-American Activities Committee and the ensuing witch
t in the 1950s. (I Married a Communist, 1998); or the latter-day religion
f political correctness (The Human Stain, 2000)

What further connects the three novels and explains ‘trilogy’ is the
pminant) narrative voice: that of Nathan Zuckerman, seen at different stages
his evolution as a writer, confronting and narrating, time and again, “the
nbiguous and, at times, highly problematic nature of the American dream™.’
oval 6). Poised between ideality and factuality, Nathan’s narrative qugstions
the legitimacy and consistency of dreams and dreamers and the socio-
dtural fabric that denies the exalted visions of the idealists. And vet, Roth also
sints out, albeit in a more subile way, to the vital importance of such dreams.
‘the stars are indispensible’, as the last statement of 1 Married a
'ommunist reads.

L Dream Turned Nightmare

he metaphor of the history coming into the living room, that Roth would use
the middle novel of the trilogy is anticipated in the first under a different
pording: “ Whatever is there, leaks in™, This could well be the catch phrase of a
tive whose central theme is that of loss: individual, communal, national.
pss as personal tragedy and as symptomatic for the failure of the American
Diream in the turbulent 60s.



F——
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The elegiac tone and the three-part structure of the novel, echoes
“all, Paradise Lost. Inte

Bible via John Milton: Paradise Remembered, The I
on shattering the idyllic vision of America as the Garden of Eden, Americas
Pastoral questions the promises of prosperity, civic order and marital bliss B
foregrounding a divide between 2 legitimizing national "myth’ and an insidious
almost demonic reality that undermines it. The opposition is illustrated in
family drama of Irving Levov, aka the Swede, an ex-sports hero and a perfes
athlete. an iconic national image of youth, health and resilience, Now
complacent and completely Americanized liberal Jew. living in Newark. Ne
Jersey. A prosperous business man in the inherited slove business, he is a tre
believer in the myth of the ‘ American pastoral’. Contrasted to the values of ths
modern and model citizen is the destiny of his 16 year old daughter, Mereds
(Merry). a left wing cadical. who gets involved in bombings and is finak
rgsponsible for the death of four innocent people. As such. she embodies &
counter pastoral impulse, the demonic and, for the Swede, the incomprehensib
reality. The questions that haunt him is: How did Merry become the angriest &
in America? Why did she rise against a ‘rotten” system, the same onc that ga
her family all the opportunities o succeed?
To answer such questions is to address larger issues that are linked
“the critique of both historical an literary metanarratives that constitute
American mythic ideal’ (Stanley. 2005). This is what the so-called “myth a8
symbol school” intended 1o do while examining the relations betwe
individual consciousness, forms of collective mentalities and institution
structures. The objective was L0 transcend the distinction between social 13
and aesthetic value by a synthetic union of concept and image. by a cal
phrase that would encapsulate the American experience as a structured whe
The works of some of the members of the “school” succeed in welding 1
collective images “both cognitive and af fective cultural meanings that alle
these images to operate simultaneously on different planes of existence,
as the private and the public, and to integrate different spheres of experier
such as the refined and the popular” (Gunn, 163). This is the casc,
example. with Henry Nash Smith’s Virgin Land (1950) which draws on'&
myth of America as the garden of the world: or with R.W. B. Le
American Adam (1955). looking at the chances of the Adamic myth ol h
innocence in the American context; or, again, in the case of Leo Marx’s
Machine in the Garden (1964) where the issue at stake is whether pasi®
conventions can be used as a historical strategy for dealing with the world

industrial capitalism.

of historical and social processes at work.

Aware as they were
cultural theorists focused mostly on the transcendent nature of literature and
hs and symbols. It is the ahistorical

shared cultural language of myt
apolitical approach of these writers that Philip Rahv takes issue with in

evaluation of the “myth and symbol school™

194




Old Wine in New Buottles: Philip Roth® s 4merican Trilogy

The cultism of myth betrays the fear of history, and is patently a revival of
romantic longings and attitudes...Now. myth, the appeal of which lies precisely
in its archaism, promises above all to heal the wounds of time.. . Myth is
reassuring in its stability, whereas history is that powerhouse of change which
destroys custom and tradition in producing the future. (Rahv, 6)

e novel, Roth draws on the key archetypal images of these works which
aforce the exceptionalist vision of a Furo-American Adam entering the
ipty immensily of the American landscape in order to appropriate and invest
ozraphy with social and cultural meanings. By interrogating such
umptions, Roth exposes- by casting his Jewish-American Swede Levov as
£ American Adam-, the fallacy inherent in the mythic foundations of the
untry and points to the inevitable ideological construction of any social
ity. What he ultimately suggests is that the very counterpastoral critique that
suld destroy the Swede’s pastoral mythology is a legacy of the myth itself.
The anarchic behaviour of his daughter derides his most sacred ideals,
atters his convictions about the world he lives in and “transports him out of
= longed-for American pastoral and into everything that is its antithesis and its
emy, into the fury, the violence and the desperation of the counterpastoral-
0 the indigenous American Berserk” (AP, 86). This is all the more painful,
ce the Swede sees post-war American identity as grounded in a coherent,
Blonomous selfl, In calling the synagogue, his father's worship place, “foreign”
“unhealthy” (AP, 315), he is denying his Jewish roots and any ethnic past
suggests difference. He embraces then the symbols of an American
ersalism without fully realizing that he is actually embracing not a
aversalist, but a particular form of Gentile identity. The Swede’s individual
fentity serves to reveal the nation’s collective identity, one shaped not by the
pherent narrative of manifest destiny, but by the disruptive stutterings of
Story, here reflected in Merry’s stuttering speech.

However, as Charles Taylor has noticed. promoting “universal.
fference-blind principles”, ignores the fact that no homogeneous entity is
uly neutral, for such a “universal mould” inevitably reflects the values of a
articular hegemeonic culture, thus resulting in “ a particularism masquerading
s the universal”. Eventually, the Swede discovers that he cannot escape
ifferences, not even in his pastoral hideout and in his ewn family, * the
Jaughter and the decade blasting to smithereens his particular form of utopian
ninking” (Taylor, 43-4; 86). As the Swede’s brother, Jerry puts it: “My brother
rought he could take his family out of human confusion and into Old Rimrock
ad she put them right back in....Good-bye Americana: hello real time” (AP,
B3-9). History, then, is not the triumphant march of liberalism toward “the
topia of rational existence™; it can stumble and fall into absurdist tragedy: “He
bad been admitted into a mystery more bewildering even than Merry’s
Stuttering: there was no fluency anywhere. It was all stuttering”™ (AP, 93). His
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vision of a history contained within the narrative of his mythic ideal- history as
linear, rational and progressive- proves illusory, for history reveals itself as
complex network of economic, social and political factors, a “mystery” full o
human confusion and “stuttering”,

It is ironical that the father's own version of the American pastoral
embodied in liberal ideals, actually gives birth to the daughter’s counterpastors
dissidence which, paradoxically, can be seen as articulating her own pasto a
yearnings, i.., the urge to disengage herself from a particular social, politicz
and economic reality and create a world elsewhere within a hegemonic cult
that ignores the poverty and powerlessness of its underprivileged members. S
moves outside the system and its middle class values and, after long efforts te
get rid of her stuttering by following the speech patterns of normative society
she angrily gives up all social pretiness. When her radical actions reach the
climax in the bombing of the Old Romrock post office she definitely set
herstlf out of her father’s liberal limits of tolerance, and the latter has &
confront the failure of his policy of containment.

Merry tears away the grand American narratives of a libers
democracy, revealing instead a story of American empire, colonization ane
capitalist rapacity. The father cannot accept any of this since, for him
America is a capitalist-based liberal .democracy, an arena of freedom tha
allows him to enact his individual desire. Of course, what he does nor realiz
is that the state already contains him and others in its normative and, at times,
violent practices.

It is obvious that the world in the novel is not one of consensus, as
evoked by the myth and symbol school (and epitomized by the Swede’s
vearning for wholeness and sameness). but one of dissensus, pluralism 2
contestation. However, as Sacvan Bercovitch affirms in his The Rites of
Assent: Transformations in the Symbolic Construction of America (1993)
national ideology continues to provide powerful cultural symbols of identi
and cohesion. Roth may be criticizing nationalist myths, yet he also speaks g
the difficulty of abandoning them: Merry may function in counter hegemeoni .
and counterpastoral ways, but the Swede blames it on his daughter, not o
himself or on America. She destroys his pastoral dream. betrays his innocer
vision, but her parents’ American pastoral continues to persists: Merry’s mot
decides to have a facelift, build 2 new house and take a lover, secking to erase
Merry from her past and retreat into innocence: the Swede. too, chooses to li €
a dual life, preserving the appearance of normality with his new wife and famils
for the sake of the past, so. neither parent finds a way to come to terms with
ideological challenge embodied by Merry. They both hold tenaciously to
myth of America’s Adamic identity which, as a revival of romantic longings,
promises a seductive alternative to a disruptive history. Yet, these stutterings o
history- the demonic reality of the counterpastoral- play the necessary function
of unmasking the illusory coherence of national myths.
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The Other Version of the American Pastoral

ke in the other two novels, in 1 Married a Communist, personal identity
laps national identity. (cf. Seymour Levov, in the first novel of the trilogy
ecomes the Swede, the all American athlete: Silky Silk, the African-American
fer, in the last, becomes the college professor Coleman Silk; here, Ira
agold turns into Iron Rinn, a popular radio actor). Dealing with the violent
section of political and private life in the sixties’ (Brownstein 22), Roth’s
el tells the story of Ira Ringold, a Communist Party member, whose
ntual demise is brought about by his relationship with the former silent
ovie actress Eve Frame .
The details of Ira’s political activism and the downfall of his marriage
revealed, fifty years later, to Nathan by Ira’s brother. Murray Ringold. the
spiring teacher whom he had so much admired in his highschool days, back in
#46, in Newark. New Jersey. The narrative follows the evolution of the
otagonist marking the stages of his formation. in a buildungsroman-like
ner: his early years spent in a tough neighbourhood: his experience in the
immediately after Pearl Harbour when he meets Johnny O’Day, a comunist
natic who recruits Ira to the party; his job as a radio actor who has become
Bpular with the vaguely leftist radio show called The Free and the Brave. in
e late 1940s.
For young Nathan, Ira becomes a cult figure, a surrogate father, against
i wish of his own biological father. The man’s physicality and areumentative
Bture, his courage to speak out.’ to be free from the need to please’ had
ipressed the young man, He saw Ira as the incarnation of Howard Fast’s
dtizen Tom Paine. single-minded. heroic, revolutionary, the man who
feclared that 'my only friend is the revolution”(IMC 25). On a personal level,
an was also the child that Ira would have liked to be: smart, dilligent,
ieloved by his parents and, equally, the child Eve Frame refused to have.
Nathan’s admiration of Ira can be seen in the larger context of the
pports he establishes with various mentors and the question is which of the
Rany siren voices will eventually penetrate to his core. It turns out that Ira, who
5 looking both for a party member and for a son, is not a pure model since the
ourgeois lemptations of a comfortable life. family. home, adultery are
mnatural additions to his political devotion. Moreover, his idea of writing is
of a Communist agitatator using corny party cliches and manipulative
rategics. Another tempting voice is that of Johnny O’Day who also attempts
b recruit Nathan and almost persuades him to leave college and become a
olitical activist in an Indiana steel town. Although he does not quite bring
self to doing it, he does aspire, for a time, to be a progressive. militant radio
ctor before he is dissuaded by Leo Glucksman, his literature professor in
tollege. Shortly, he comes to understand that his destiny is to be a writer, not a
nion organizer. and his allegiance is literary, not political.
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Meanwhile, Ira’s own marriage is slowly disintegrating, the proce
fuelled by his step-daughter. Sylphid, a harpist, who resents her mothe
remarriage. Eventually, when Eve discovers that Ira has been having seve
affairs, with one of Sylphid’s fellow musicians and also with the exo#
Estonian maseuse, Helgi Parn, she decides to go public and, helped along |
Katrina van Tassel and Bryden Grant - a couple of fierce anti-communis
writes a book entitled I Married a Communist.

In what concermns the novel’s temporal framework, Roth’s method
largely retrospective. When the book comes out, Ira’s radio career is practica
finished: he ends up in Zinc Town, in rural New Jersey, selling minerals
tourists at the site of an abandoned mine and dying shortly after having bes
black-listed. Eve will not fare better, either; denounced and abandoned by b
spiteful daughter. she dies, in a drunken stupor, in a New York Hotel, in
early 60s.

Structurally, Roth's narrative can be seen as a string of episodes i
takes the form of as many doomed relationships. With the possible exception
the deep bond between Murray and his brother, betrayal an disillusionme
mark the lives of practically every character. Thus, Nathan, the narrator, relas
his eventual break with Ira. the surrogate father, whose ideology and politia
activism he rejected in favour of a literary career. Ira, too, breaks away fra
Nathan by concealing his Communist Party membership and activity; similar
he betrays the expectations of the militant O’ Day when he starts the relationsh
with Eve and her bourgeois circle. Even Murray, one might say, betrays &
wife in favour of his “civic pride”, when, as he tells Nathan later. he insiss
that they stay in decayving Newark, where she is eventually murdered im
robbery. The former teacher voices his belief that every soul is

its own betrayal factorv. For whatever reason: survival, exciteme
advancement, idealism. For the sake of the damage that can be done, the g
that can be inflicted.

For the cruelty in it. For the pleasure in it. The pleasure of manifesting oné
latent power. The pleasure of dominating others, of destroying people who
YOur enemies.

You're surprising them. Tsn’t that the pleasure of betraval? (IMC 48)

Betrayal is not always condemnable. A child’s "betrayal® of a parent, like mas
acts of establishing one’s independence from previously dominant figures, is:
entirely necessary and inevitable part of existence, traumatic as it may be.
both parties. And betrayal in a love relationship is also part of life, even if it
usually misjudged within the existing social set-up, with its official a
hypocritical insistence on absolute fidelity and the sanctity of marriage vos
However, the betrayal of a mate to the FBI and the red-baiting mass media is
a different thing. It is in tune with the spirit of the times and possibly.

indirect critique of the rightward direction of American liberalism in ¢
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stwar period, with all its far-reaching consequences for the present moment.
that, of course, is the task of sociology, rather than of the novelist's.
I Married a Communist is a book about a Communist and also a
lage, bringing together the public and the private realms and showing the
wal interconditioning of both. Ira and Eve are a mismatch from the
sminning. He is "dazzled’ by her, this lonely, lovely actress married unhappily
e times, a beautiful woman with pathos and a story to tell. But when they
in love several things stand in their way. Ira’s strong political opinions and
outspoken manner in expressing them threaten both their careers and the
iage. All the fantasies Ira and Eve have about each other, the projection
o the other of all sorts of needs that can never be fulfilled (Eve, born Chava
amkin in Brooklyn, ironically hates Jews, as she desperately tries to pass for
| aristocratic Gentile) accumulate and create an unbearable personal crisis
ened by a difficult political context. Eve decides to go public about it
aile Ira cannot stand the pressure and cracks up.
In one of the book’s final sequences Nathan and Murray have the
lowing exchange trying to arrive at some understanding regarding the nature
eir mutual attraction:

Eve didn’t marry a Communist; she married a man perpetually hungering afier
his life. That's what enraged him and confused him and that's what ruined
him: he could never construct one that fit. The enormous wrongness of this
guy’s effort. But one’s errors always rise to the surface. don’t they? °It' 5 all
error,’ | said. "Isn’t that what you've been telling me? There's only error.
There's the heart of the world. Nobody finds his life. That is life. (IMC 319)

obody finds his life and nobody fulfills his dream. Ira’s vision of a socially
and politically progressive America ends up in the pathetic refuge he
gkes in Zinc Town where his shack is supposed to be a hermit’s retreat from
pe trappings of his bourgeois life with Eve. It is the repetition of a
pmewhat similar attitude: that of impersonating. in his radio shows. the
ational figure of Abraham Lincoln, the political leader who did free the
nslaved from their chains. However, Ira is not credible in any of the roles,
ence he is, in O'Day’s words to Murray “always impersonating and never
me rcal thing... He wasn’t a revolutionary, he wasn’t a Lincoln, he wasn’t
aything...He's a fake and he’s a dope and he’s a traitor...Sold out. Bought
ff...Seduced by fame and money and wealth and power...An oportunistic
poge”. (IMC, 288-9)

Paradoxically though. with all his flaws, Ira is "alive”, more human and
more credible than pure O'Day. "Because”, Murray says, “purity is petrifaction.
Because purity is a lie.. unless you are an ascetic paragon like Johnny O’ Day

ad Jesus Christ”(IMC 318). The vision of a pure world. here in a pastoral
wise, is then unreachable, vet necessary. Here, like in the other two novels of
= trilogy. Ira’s identity is thus linked to national identity:
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as so intimately circumscribed
onally familiar with so mu
ad confronted, face to face. so much Americam
lowlife. 'd never known anyone so immersed in his moment or 50 defined b
it. Or tyrannyzed by it. so much its avenger and its victim and i tool. Ta
imagine Ira outside of his moment was impassible (IMC.189).

known anyone whose life w

I had never before
story. who was pers

by so much American hi
American geography, who h

However, his gearch for an idealized American life (here as a Communist
utopia) is called into question. The ambiguous construction of the American

dream. in Roth’s view, 15 very much the issue in the last pages of the novel: al
the actors in Ira’s play are now dead and they have become ‘gleaming stars’
just like in Nathan’s recollection of his mother’s words when he, as 4 childs
would ask her about the fate of the dead. The dream of perfection is beyo

hum#n reach. Yet dreams and dreamers are necessary: The stars

indispensable™.

4. The Human Shame
crative is 1988, the yeat of Bi
n by evoking that “summer o
the Oval Office affair “revive

time of the na
the novel does begi
nge” when

In The Human Stain, the
Clinton’s impeachment and

an enormous piety binge, a purity bi
America’s oldest communal passion. historically perhaps its most treachero
and subversive pleasure: the ecstasy of sanctimony”. The event gives Roth e
occasion of denouncing that very ‘sanctimony’ of public morality al the time
purity, rightcousness morality, punishment, persecution: * In the Congress, |
the press and on the networks, the righteous grandstanding CTeeps, crazy
blame, deplore and punish, were ever

ywhere out moralizing [..---] all of them
a calculated frenzy with what Hawthorne..... identified in the incipient counts
long ago as “the petsecuting spirit” (HS,2)

The novel charters the disgrace, downfall and eventual death
Coleman Silk, a former Dean and Professor of classics at the small Athes
College in New England. When intrigued by the fact that two of his studen
face. he innocently asks the others in the class: Do they exist Or 2
HS 6). he, unknowingly. brings his career 1o an end. Trapped &
tion: spook as specter, OF ghost and ‘spook’” as:
to be applied t© blacks, Silk is charged with racis
when it is revealed that the ahsentees were African American. Consequents

political correctness. arduously defended by the new dean, the literary theo

Delphine Roux. 4 French scholar. forces him to resign. Not only does s
denounce him as a male chauvinist but also accuses him of taking advantage
a poor woman (Silk. now in his sevenlies and a widower, is having a sec
offair with Faunia Farley, a 34 year old illiterate janitor who lives and works

a dairy farm).

never show
they spooks™™(
the ambiguity of designa
pejorative term that used
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But the real story has deeper roots: we learn that Coleman Silk is

lly an African American and an ex-hoxer who has been trying to pass as a

So, Roth’s concerns transcends the topicality of the case and addresses

e philosophical question; what constitutes one’s identity at the crossroads of

widual choice and external pressures? What can we know about the other

in general, how much can we know, after all?

Such guestions can be addressed with regard to all the major characters.

the novel tells of several interrelated stories about secret lives and the

Joonists’ attempt to freely re-invent their identity. The common strategy is

of deliberate concealment and the most striking case is that of Silk. If,

arently, he is a victim of academic politics and of political correctness, the

sing into his past points L0 yet another reason that may explain his downfall:

sin of pride, the inflated ego of one who believes he can be totally sell-
ant and self-sufficient: “He was Coleman, the greatest of the great pioneers
the 1...Self-discovery, that was the punch...Singularity. The passionate
ole  for singularity. The  singular animal.. Self-knowledge  but
e cealed.. Free to enact the boundless, selt defining drama of the pronouns we,
%, and 17, (HS, 108-9)

" Racial identity theories generally agree that one’s identification
idissociation from a racial group is influenced by three variables: personal
miity, 1.e., generic characteristics like anxiety. self-esteem or one's feelings
§ atitudes about oneself: reference group orientation which measures the
ent to which onc uses a particular racial group to guide one’s feelings.
mohts and behaviour and is reflected in value syslems, memberships or
ntity, that is one’s deliberatc affiliation with a particular

sologies; ascribed ide
k of monoracial ascribed identity, biracial

ial group, so that we may spca
ribed identity or marginal ascribed identity. (Helms, 3-6)
In the case of Coleman Silk, these factors combine so as to give an
emely complex image of his identity: as an African American who uses his
Ji-proclaimed freedom 1o become a member of the white society. he has a
itive personal identity; he is secure in his managerial capacities as a dean
4 dismissive of the latest jargon of deconstructionism and feminism.
=condly, by choosing to live according to the white values, he displays a white
sference group orientation and, by so doing, shows his own racial group
mbership to be irrelevant to his life. thus illustrating a marginal ascribed
gentity, because, in his own words, "*he could not be limited by so arbitrary

ssignation as race’ . (HS. 120)

The adjective is important: race s a reductionist notion, now replaced in

il identity theories with the notion of ethnicity. Rooted in biology and
~udo-scientific theories, “race” neglects the importance of psychic factors and
symbolic and cultural elements that point to the constructedness of the
concepl. For the concept of race makes no distiction between color and intrinsic
aualitics. Physical difference is not enough to establish racial identity, and
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sometimes not even necessary., as in the case of Jewish identity, for example.
Go. while color and other physical traits are *visiocentrically powerfu

interpretations of them are not, they are cultural’” (Kramer, 120). When Werner
Sollors speaks of “race”™ and “cthnicity” as “inventions”, he has in mind this
very constructedness of the concepts. "a reinterpretation of previousl
ossentialist categories coming from the recognition of the genera
constructedness of the human world”. (Sollors, 1X-X). Similarly, Fischer hold
that “ethnicity is something reinvented and reinterpreted in each generation b
each individual and that is often something...over which he or she lacks

control” (Fischer, 195)

Furthermore. the arbitrariness and desirability of a particular eth
identity is informed by subliminal factors which may not be acknowledged
which exert their influence from the outside realm of politics and culture.
point comes forth in the final section of the novel when Coleman’s siste
Ernestine recalls the history of race relations in New Jersey. Before the Civi
Rights movement, she rememebers, “even what Coleman did, the decision
he made. despite his Negro ancestry, to live like a member of another rach
group- that was by no means an uncommon decision” (HS, 323). Now, S

-

continues,

if you're a middle-class intelligent Negro, and you want your kids to go to U
hest schoals, and on a full scholarship if you need it, you wouldn’t dream
saying that you're not colored. That would be the last thing you'd do. White
your skin might be. now it"s advantageous not to do it just as then it ¥
adavantageous to do it. So, what is the difference” (HS. 326)

It follows then that the freedom Silk likes to boast of so much is itself contain

by the very system that allows it in the first place. The man who decides
forge a distinct historical destiny * succeeds at altering his personal lot, only
be ensnared by the history he hadn’t quite counted on”, because, as Ernest
says. “‘one can only do so much to control one’s life” (HS 335; 337).

However, racism is just one example of the overall problem of %

Roth makes a very bold claim when implying that the seeds of evil are actus
sowed by the human quest for purity and perfection. Whether this is de
through political correctness. racism, anti-semitism, religious fundamentali
or utopianism, the attempt fails all the same. Something of the original alwe
shows through the coat of painting: “the stain”, Roth says.. “perplexes
explanation and understanding. 1t's why all the cleansing is a joke. The fans
of purity is appalling. It's ‘neane... What is the quest to purify, if not
impurity? (HS, 242)

The title metaph
the famous stain on Monica Levinsky's dress that brou
sexual indiscretions of Clinton’s presidency. Then,

or is all inclusive: at a mundane level, it comes do
ght to public opiniomn
it marks the social
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I world, with the false claims of
Eciness, feminism and other ism-s. Final ly,
: concept of the original sin and it can
n condition.

In conclusion, The Human Stain tells
bidual lives but, by confronting the complexit
8l standing or identity. becomes a powerful
rica at the end of the twentieth century.,

its pseudo-religions: political
al a macrocosmic level it alludes
be seen as connected to the issue of

not only several stories of
v of such issues as race, sex,
critique of the moral ethos of
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«Memory is a Skilled Seducer™:
Cristina Garcia’s Dreaming in Cuban

Cristina Cheveresan
University of Timigo:

Abstract: Cristina Garcia’s Dreaming in Cuban tells the story of a hyphenated

community thréugh the voices of three generations of women. Their conflicting
private narratives capiure public legacies of trauma and transition. Our aim is 0
analyze the versions of history the del Pinos provide and the ways in which the®
fictional accounts mirror real-life events. attitudes, and reactions. While bridging
(spatial. mental, political, generation) gaps is central to Garcia's intentio
investigating their ori gins and effects lies at the heart of the novel and
consequently, of the present article.

Keywords: America; Cuba; discourse; historv/histories; {cultural) identity

memory

1. Cuban-American Legacies: Complexity and Uniqueness

Cristina Garcia’s 1992 Dreaming in Cuban is 2 multilayered analysis of
evolution of hybrid identitics. The protagonists, all female, belong to thres
generations of the same family; theirs are stories of actual and symbolic exil&
of geographical, ideological and emotional rupture. They find themselves &
different stages in the transition from their Cuban background and legacy lo
emerging reality of hyphenated living in the contemporary United States
Garcia's — and, consequently, the present paper’s - interest lies in exploring
characters’ sense of belonging. their peculiar perceptions of “home’, as well &
their personal responses 1o trauma and loss.

Highly praised. much guoted and frequently anthologized, Dreaming 18

Cuban is one of the most remarkable contemporary-literary works to deal wit
issues of exile and immigration within the complicated framework of Cubas
Americanness. Moreover, it does so in a deeply lyrical manner, meant 1o she
light on not only the painful and often flabbergasting process of trans-cultn
formation, but also its indelible effects upon the individuals history catches
s swirls. The chorus of female voices Garcia makes heard is far frov
unisonant. Their versions of the historical truth, their spiritual and politics
affiliations render the complexity of a {trans)national situation which has ke
ts — troubled and troublesome - uniqueness well into the 21% century.
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Viva la Revolucion?

: pivotal element that spins the entire web of stories is the Cuban
olution. El Lider dominates the novel’s background: it is around him and
regime that everything revolves, it is because of Fidel Castro’s
ptroversial means and ends that this family saga grows increasingly
aplicated. Just as Cuba itself is divided between the colonial past and the
amunist present, the protagonists find themselves torn between faith and
ellion, hope and despair, actual and imaginary homelands. By closely
serving Celia del Pino, her children and grandchildren, Garcia does not
pessarily set out to offer a personalized variant of history. She rather
¢s to establish a steady connection between microcosms, to incorporate
iduals, families, generations into one comprehensive macro-narrative of
pud, vet fractured, nation.

In this respect, the central place that the Cuban Revolution occupies
Latino imagination in general and Garcia’s characters’ in particular is
deniable. Celia del Pino’s family is dysfunctional, divided by its
smbers’ personal beliefs concerning the country’s past, present and
fure. Celia, the insurmountable matriarch, spends her nights “guarding
g north coast of Cuba™ (1993: 3) against potential American attacks. Her

s are given to writing letters addressed to her first love, Gustavo Sierra

+ Armas, a married Spanish lawyer from Granada whose return she has
sver stopped awaiting. After the death of Jorge del Pino, the man she
tually settled for when no answer ever came from Europe. she chooses

d devote her life to the only one who, she believes, would never betray her

pfidence:
]

Celia hitchhikes to the Plaza de la Revolucidn, where El Lider, wearing
his customary fatigues, is making a speech. Workers pack the square,
cheering his words that echo and collide in mid-air. Celia makes a
decision. Ten years or twenty, whatever she has left, she will devote to El
Lider, give herself to his revolution. Now that Jorge is dead, she will
volunteer for every project — vaccination campaigns, tutoring, the
microbrigades.

In the back of the plaza, flatbed trucks are accepting volunteers for
the fields. “There is no need to worry,” El Lider assures them.
“Work for the revolution today and tomorrow will take care of
itself™ (1993; 44)

reaming in Cuban follows Celia’s life indirectly, through the other family or
smmunity voices’ constant references to her, as well as through her own
mistolary confessions to an ever-absent addressee. Just as there is no real
alogue between Celia and Gustavo, communication seems o be equally
icking between her and the realities she refuses to grasp or acknowledge. She

205




Cristina Cheveresan

watches the world from her ivory tower of music and poetry. feared and
marginalized by her peers on account of an intensity of feeling they find much
easier to pathologize than comprehend. Subject to successive abandonmenits,
institutionalized for her maladjustment, she finds consolation in the sea that
offers her the ultimate escape(s):

Overlooking the water. Celia is reminded of the geographical distance
separating her from Gustavo and much of her family. a distance aggravated by
the post-1959 context that forces her family to “call and wave from opposite
shores”. Celia transcends this barrier through her imagination and song
{(Halperin, 2008: 425)

Although she resorts to various forms of artistic expression to compensatc for
the void in her daily existence, she seems more often than not incapable of
building bridges and establishing a productive type of dialogue. In terms of
choosing hismr‘ical sides, Celia’s daughter, Lourdes, is her mother’s fiercest
opponent. The revolutionary government, whose soldiers brutally raped her and
confiscated her husband’s estate in the name of an unnamable justice. destroyed
het family’s future in Cuba. Childless, hopeless. empty on the inside, she fled to
never gladly return to a place of unspeakable cruelty. To her, Castro’s Cuba
stays forever doomed by a cruelty she finds irredeemable and an ambition she
deems hypocritical. Just like her mother’s, her convictions know no nuances.
Unlike her mother, she finds solace outside whatever shelter Cuba might still
have to offer, failing to accept different commitments.

My mother says Abuela Celia’s had plenty of chances to leave Cuba but that
she’s stubborn and got her head turned around by El Lider. Mom says
“Communist” the way some people say “cancer”, low and fierce. She reads the
newspapers page by page for leflist conspiracies, jams her finger against
imagined evidence and says, “See. What did [ tell you?” Last year when El
Lider jailed a famous Cuban poet. she sneered at “those leftist intellectual
hypocrites™ for trying to free him. “They created those prisons, so now they
should rot in them!™ she shouted, not making much sense at all. “They're
dangerous subversives, red to the bone!” Mom’s views are strictly black-and-
white. It’s how she survives (1993: 27).

The one who describes Lourdes’ relentless views on her home country’s
enslavement to what she considers a malign, rotten system is her own daughter.
Pilar. Garcia foregrounds representatives of three different generations within
the same family in order to illustrate the types of attitudes a history as sinuous
and tragic as Cuba’s may - and does — engender. As a Cuban-born. Brooklyn-
raised American. the author has always had access to both incriminating and
laudatory narratives concerning Castro’s prolonged reign upon the mythicized
land of her predecessors. While visits to Cuba opened her eyes and mind to epic
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ditions of history that differed drastically from the mainstream discourse of
exile community, she underwent experiences that helped her realize that
mer part was or could be in possession of the ultimate historical truth. Her
B personal and literary search needed to go deeper than the clear-cut surface.
cording to an illuminating article by Katherine B, Payant,

--. another event affecting Garcia's fiction was working for Time magazine in
Miami. Here she met the Cuban-American community for the first time and
felt very alienated from them. Accused of being a communist because she was
a Democral. she became convinced that others besides right-wing extremists
need to speak as Cuban-Americans in order to heal the profound rifts created
by the revolution. According to her and many other Cuban-American writers,
the loud voices do not necessarily represent the dominant Cuban-American
viewpoint {2001: 164).

Versions of History: Memory and Imagination

zaming in Cuban is, in itself. an expression of Garcia’s effort to plead for
ce, maturity and togetherness, Her spokesperson in the novel seems to be,
many respects, Pilar, Celia’s granddaughter. who returns to Cuba to
idiscover herself and her ties to the “home™ her family equally embraces and
ects, adores and abhors. Although she starts off as a self-proclaimed rebel,
Es is the position in between cultures and mentalities, hers the attempt to look
§ common grounds. As a witness to her mother’s and grandmother’s perpetual
ontations, she finds it hard to reconcile opposite versions of the same
ity. While they both base their accounts and opinions upon their own
perience and remembrance of communism, Pilar has no memories of her
in. She cannot resorl to known facts, therefore she is placed in a position
milar to an outsider’s, looking in and trying 1o recreate the story in a coherent,
mprehensible manner.
Her upper hand, however, lies in the fact that she is not a complete
sider to the story she tries to decipher. She does have access to first-hand
rces and direct observers: alongside her own willful immersion in the
ysical and mental Cuban space, they help her piece together a puzzle that
wadens her horizons and deepens her understanding of a native country which
s consuming passions. She starts out on her journey “home” as a means of
ting control, of subverting official discourse and seeing beyond it, into the
£arts and minds of people she holds dear, yet finds impossible to identify with.
owing up with an indefinable melancholy, she is driven by her need to fill in
blanks and keep the conversation between generations and cultures flowing:

Most days Cuba is kind of dead to me. But every once in a while a wave of
longing will hit me and it’s all | can do not to hijack a plane to Havana or

something. 1 resent the hell out of the politicians and the generals who force
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avents on us that structure our lives. that dictate the memories we’ll have whes
we're old. Every day Cuba fades a little more inside me, MY srandmothes
fades a little more inside me. And there’s only my imagination where 0L
history should be (1993: 137).

Pilar points out one of the novel’s main points of interest: in the absencc @
experience, history hecomes what individuals make of it. The women in he
family, with personal trajectories invariably deviant from the socially inscribeg
“normalcy”, have been fighting to preserve their right to voicing their own point
of view upon past and present events. Constantly pushed towards the margins
ongoing iransformations, mentally, physically, spiritually estranged, they ha
been_using their imagination to give structure and continuity to stories in which
logical and chronological order have been frequently disrupted by exic
factors. By acknowledging the limitations of subjectivity and trying to brea
away from the conflicting spells of her relative’s creative remembrance, Pils
contributes to the articulation of an alternative, informed discourse, reliant upol
detailed knowledge of the pre-existing variants of “historical truth™.

“Pilar’s story emphasizes that the construction of a cultural identity
predicated on the act of choosing a version of the past with which to identif
and. by implication, rejecting others” (Leonard, 2004: 199). Although Suzang
[ eonard’s interpretation faithfully describes Pilar’s initial stand, by the end &
the heroine’s self-discovery a subtler rhetoric replaces the trenchas
expectations of earlier days:

[ love Havana, its noise and decay and painted ladyness. I could happily sit 8
one of those wrought-iron halconies for days, keep my grandmother compas
on her porch, with ils ringside view of the sea. I'm afraid to lose all this, to lg
Abuela Celia again. But sooner of later I°d have to return 0 NEw York. | kng

now it’s where 1 belong — not instead of here, but more than here. How caf
tell my grandmother this? (1993: 233-236)

Pilar’s rhetorical guestion after her adventurous trip to Cuba captures the esse
of the tension Garcia chooses 10 illustrate; what chances does moderation stand
4 world of extremes? How can the Cuban-American make a choice that will ¢
sever any ties or offend any of the parties involved? Pilar’s definition of *hom
incorporates her emotional affiliation to her grandmother’s world of stubbe
idealism and her mature belonging in a universe her mother pronounces id
though ruling out much of the old country’s undeniable grace and charm.
young woman's orowing into her adult self represents her personal openness B
cultural dialogue that can be polemical without overstepping the fluid.
decisive, boundaries of civilized behavior.

Although Raphael Dalleo chooses to emphasize the pan-ethnic 12
than the distinctively (uban-American dimension of Garcia’s writing,
acknowledges the fact that
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most readings emphasize the novel’s positioning, discussing the ways in which
the characters and action move hetween Cuba and the United States. In these
ed identity exists primarily as a svathesis

readings, the family’s hyphenat
hetween the homeland (Cuba) and their adopted country (the United States).
Pilar, the character brought to the United Stales as an infant, becomes the site

of this fusion (2005: 5).

reaming in Cuban, the hyphen is as real as it is symbolical. On its two
Jic apparently srreconcilable views. Families are torn not only by spatial
-e. but also by politics. Of the novel’s protagonists, Pilar is the only one
% eventually able and willing to listen to both sides’ arguments. The
tants in the dire game of living on the edge make no progress whatsoever
i< effective communication. At the beginning of her story, Pilar

jisces:

old when 1 Teft Cuba but I remember everything that's
happened lo me since 1 was a baby, even word-for-word conversations. [ was
sitting in my grandmother’s lap. playing with her drop pear] earrings, when my
mather told her we were leaving the country. Abuela Celia called her a traitor
to the revolution. Mom tried to pull me away but I clung to Abuela and
screamed at the top of my lungs. My grandfather came running and said,
“Celia, let the girl go. She belongs with Lourdes.” That was the last time I saw

her (1993: 27).

[ was only two years

 abruptness of the rupture caused by exile is aggravated by Celia’s and
sdes’ uncompromising attitudes. In the two eventful decades which separalc
s leaving Cuba together with her parents from her comeback, nothing
to change — either inside or between them. Each of the two women sticks
own monolithical representation of the ultimate truth. Yet, neither
stions her reasons or tries 10 reach out in any significant way. It is not only
I (grand)daughter who stands no chance of understanding the nature of their
slogical differences; they themselves lack essential knowledge about each
er's experience and motivation. Garcia makes inspired use of form to
alight the unnatural discontinuities that macro-History imposes upon the
icious cycle that only Pilar struggles to

“o-histories of its subjects. In a vi
the end of the novel sees mother and daughter almost as far aparl as the

Binning:

Weve been in Cuba four days and Mom has done nothing but complain and
ith Abuela’s neighbors,

chain-smoke her cigars late at night. She argues W

picks fights with waiters. berates the man who sells ice cones on the beach.
She asks everyone how much they earn. and no matier what they tell ber, she
says, “you can make ten times as much in Miami!” With her, money is the
hottom line. Mom also tries to catch workers stealing so she can say, “See.

That's their loyalty to the revolution!”

209



Cristina Cheveresan

The Commitiee for the Defense of the Revolution has started hassling Abuels

about Mom, but Abuela tells them to be patient, that she’ll only be here &
week. 1 want to stay longer but Mom refuses because she doesn’t want to give
Cuba any more hard currency, as if our contributions will make or break the

economy {1993: 234).
4. Expressions of Trauma: Disrupted/ Disruptive Narratives

The explanation for the abyss between the mother’s and the daughter’s beliefs
is easy to find: the reader gets access 10 their stories via their intertwined
narratives. Garcia alternates their points of view — directly or indirectly
expressed — in order to create a sense of communion. She unfolds the famil
scrolls for evervone to read; yet, the very members are 100 caught up in thed
own lives 1o be able to see and assess the bigger picture. They render
communal and national experience as a whole, but act as disparaged parts.

The novel is comprised of episodes that are either narrated by or that focus @
- sodividual characters. Throughout the novel, episodes devoted to the thres
generations of the del Pino family are repeatedly intercalated. This
interweaving creates a dialogue between characters and events that ar
separated in time and space. The apparent fluidity of the narrative between the
various lemporal and geographic locations of the characters facilitates the
desired transcendence for which the characters strive {Goldman, 2003: 416).

By rendering the tension and drama that characterize the relationship betwed
the first two generation of del Pino women, Garcia replicates the paradoxica
condition of many Cuban-Americans. whose relationship to their moth
country is dominated by politics rather than oenuine affection. In betwes
islanders and diaspora, a vast territory of obscured truths and unspoken loyaltie
stretches out. The Castro regime seems to have divided Cubans into detracto
and devotees. which makes a middle way all the harder to find. Mar
Caminero-Santangelo comments on the difficult position Cuban-America
writers find themselves in within the enlarged context of Hispanic literatus
particularly due to their strong feelings about the successive dictatorships
what would otherwise be perceived as a sheer Caribbean paradise.

Cuban Americans. afier all, are by and large opposed to (or at least hea
skeptical of) Castro’s communist regime, and are often politically conservatié
in reaction to it This single fact places Cuban-American writers in
questionable relation with the body of 11.S. Latino/a literature that has becon
identified. as we have seen, with more lefi-wing politics (2002: 251).

Garcia assumes a challenging responsibility in her debut novel, trying to deps
the strife and struggle dividing a nation from within. It is her character
memory that lies at the heart of their different affiliations: while Ce
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mbers her sufferings under and despise for Fulgencio Batista’s presidency.
daughter Lourdes has similar feelings in what Fidel Castro’s regime is
terned. While Celia celebrates the revolution and the inherent freedom she
een waiting for, her daughter looks at the ensuing situation as disastrous to
and her people’s fate. Interestingly, both women resent dictatorships; it is,

_only the means and the discourse that differ. Celia salutes the rebels’

aries, writing to her long lost soul mate: “That bastard Batista stole the
try from us just when il seemed things could finally change. The U.S.
#s him in the palace. How else could he have pulled this off? | fear for my
Jearning to be a man from such men™ (1993: 162).

On the other hand, her daughter gladly pledges allegiance to what Celia
iders to be Cuba’s deadliest enemy: the U.S.. which has previously
worted Batista. Lourdes is unable to forget or forgive the conjugated, brutal
nossessions she has been subjected to by Castro’s guerillas: the almost-loss

or hushand, the absolute loss of her home, her child, her integrity and her
mity as a woman. To her, America is the miraculous territory of spiritual
ding, where she gets a second chance at personal fulfillment, at the expense
stubborn denial and self-imposed oblivion:

Lourdes considers herself lucky. Immigration has redefined her, and she is
grateful. Unlike her husband, she welcomes her adopted language, its
possibilities for reinvention. Lourdes relishes winter most of all — the cold
scraping sounds on sidewalks and windshields, the ritual of scarves and gloves,
hats and zip-in coat linings. Its layers protect her. She wants no part of Cuba,
no part of its wretched carnival floats creaking with lies. no part of Cuba at all.
which Lourdes claims never possessed her (1993: 72).

hough the three women are the novel’s undeniable protagonists. Garcia

anages to offer her readers insight into other characters” memorics as well. The
en are nol given specific voices or opportunities to express themselves, but they
& benefit from excellent spokespersons. Lacking his wife’s determination.
urdes’ husband cannot make the best of the American experience:

It became clear to Lourdes shortly after she and Rufino moved to New York
that he would never adapt. Something came unhinged in his brain that would
make him incapable of working in a conventional way. There was a parl of
him that could never leave the finca or the comfort of its cycles. and this
diminished him for any other life. He could not be transplanted (1993: 129,

Pilar retclls her father’s stories, recording his nostalgia for a world and a
ifestyle that communism suddenly and unfairly shattered.

I don’t really want to talk about my father but I end up telling Minnie how he
used to take me horseback riding on our ranch, strapping me in the saddle with
a leather belt he designed just for me. Dad’s family owned casinos in Cuba,
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and had one of the largest ranches on the island. There were beef cattle a
dairy cows, horses, pigs, goats, and lambs. Dad fed them molasses to fattes
them, and gave the chickens comn and sorghum until they laid vermillion eggs.
rich with vitamins (1993: 28),

Having lost the earnings of a lifetime and the comfort of a leisured
existence, Rufino never manages to adjust to American standards, although
they could seemingly ensure similar conditions to the ones he enjoved ba
home. However, to him Cuba is less of a factual reality than a state o
mind. which, no matter how materially rewarding, U.S. commodities ca
never replace. As opposed to his wife’s feelings, there is no indication
his harboring any militant impulses; however, his transformation as a
exile is undeniable. He ranks among the quiet victims of history, whos
nostalgia consumes them. Though hardly present in the novel or the othes
characters’ present day narrative(s), he feeds upon the remembrance @
thing$ past.

Another male presence that sets the tone to a number of passages is, #
fact, one of the novel’s actual absences: Jorge del Pino, always at Lourdes’ side
compensating for Celia’s estrangement. His wife’s second romantic choice
employed by an American company during Batista’s reign, he never ranket
among Castro’s supporters and forbid any manifestations of enthusiasm for th
revolution in his home. Thus. he is naturally the pillar of strength his daughte
relies upon when it comes to her moral stand against communism:

Lourdes is herself only with her father. Even after his death, they understan
each other perfectly, as they always have. Jorge del Pino doesn’t accompas
Lourdes on her beat because he doesn’t want to interfere with her work, He
proud of his daughter, of her tough stance on law and order, identical to
own. It was he who encouraged Lourdes to join the auxiliary police so she’d B
ready to fight the Communists when the time came. “Look how El Lide
mobilizes the people to protect his causes,” Jorge del Pino told his daughte
“He uses the techniques of the Fascists. Everyone is armed and ready f&
combat at a moment’s notice. How will we ever win Cuba back if we ourselve
are not prepared to fight?” (1993: 131)

In such passages. it becomes very clear that causes and effects are filtere
through the protagonists’ consciousness according to their own degrees an
types of involvement in their country’s history. No physical or mental citize
can escape that, and Garcia employs a generous array of characters to cover i
wide a range of emotional responses to a uniquely Cuban reality as possible.
is memory and its sinuousness that shape personal discourse about and respons
to history. Ibis Gomez-Vega's article on The Journey Home clarifies the way
in which the two crucial elements of history and memory play out in Dreami
in Cuban’ s intricate narrative,
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a personal telling of impersonal history, a microcosm of the larger political
events that have taken place in Cuba and altered the lives of many Cubans.
[...] Tt is the story of how a family is separated by each individual’s personal
strife, his/ her personal reaction to Castro’s socialist revolution, but it is also a
story ahout the cataclysmic effect of political/ historical events happening in
Cuba and in the United States, as Cubans embody and reenact their Country’s
slide into historical chaos on a smaller. personal scale. Regardless of their
political affiliations, Garcia’s characters are torn by the progress of Cuba’s
history. Being for or against “the revolution” defines who they are, who they
become, the choices that they make until they can redefine and recreate
themselves as the merging of two identities, two histories (1997: 75).
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In The Premature Burial, a tale of 1844, Poe writes: “The boundaries whie
divide Life from Death are at best shadowy and vague. Who shall say where 5
one ends, and where the other begins?”
Poe’s query 18 interesting in that
the absolute character of death, which 1 take
biological functions. Kenneth Silverman. Poe’s mos
that Poe’s apparent denial of absolute death. his simultaneous belief
unbelief, produce not only beings and landscapes at once living and dead. b
derivatives such as images of things at once conscious and unconscious,
and far. present and absent, lost and inalienable. evoking opposing feclings
pe, loss and return, separation and union

arief and joy. despair and ho
what he himself called his ‘innalc love of contradiction

it seems to cast a shadow of doubt €
(o mean the complete cessation
t recent biographet, thin

expressions of

(Silverman: 7).
Poe’s relativization of death is his own

death anxiety at a {ime when, as Edward H. Davi

and mystery of death were being transferred from
favored to the middle class.”

But can death be heaten, after all? Pog the compiler of

« Malacology, arrang

Conchologist's First Book. A System of Testaceotl
Expressly for the Use of Schools. would certainly have heen much delightee

|earn that the answer is wonderfully yes. it can! — for the apparently INeXOr2

fictional response 10 the mods

dson notes (100}, “the rifs
the aristocrats and specia
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of utter extinction in the natural world is uniquely bent by the fwrritopsis
la, a bottom-living medusa which, afier having reached sexual maturity,
ert completely to a sexually immature, colonial stage. This remarkable
gEmen Is, as it were, immortal!

Immortal is also in some cultures and most religions the soul. the

poreal essence of a person.™ A consummate artist like Poe. so deeply
ersed in the stark reality of death — a helpless witness to his mother’s,

oster mother’s, his brother’s, his wife's death —. could indeed have
comfort in the soul’s immortality, which was. in point of fact, the
ent response of most of his contemporaries.’ But Poe chose to deny
¥ery existence of the spirit. In a letter of July 2, 1844, he confessed to
ges Russell Lowell: “I have no belief in spirituality. I think the word a
word. No one has really a conception of the spirit. We cannot
iEine what is not” (Ostrom: 257). A week later (July 10, 1844). he
erated his (dis)belief in a letter to Thomas Holley Chivers: “There is no
thing as spirituality. God is material. All things arec material™
rom: 260).

Thus, Poe’s secular materialism, firstly and superbly detected by
stoicsvsky, could produce but mere simulacra of immortality by
iting a strange kind of exchange and appropriation of vitality by
ig corpses dwelling between “the boundaries of Life and Death™ or
imagining purely fictional colloquies and conversations among the

ted souls.

My central argument is that in Poe’s works death and its more or less
amn follow-up — burial — are not viewed as natural and inexorable facts of
rather, they constitute a staged spectacle of suffering and horror, governed
& coherent narrative logic, a logic that is different from that of the real world.
oe’s fictional world death is almost never absolute and burial is almost
2ys unsuccessful. I am using the modifier ‘almost” because. as we shall see.
s plots make two notable exceptions to the general rules of ultimate
pction,

In order to pursue this argument I shall outline a general and a particular
iext lor the subject: a general context for the cultural traditions and
sontinuities in the Western world’s attitudes toward death, and a particular
=xt that will enable us to see how and to what extent Poe used and abused

Fcontemporary pieties regarding death and the dead.

farge measure, if not entirely in responsc to the growing individual anonymity brought on
anges in their social world, Americans sought a return to their lost sense of community in
 graveyard and the heavenly world of the dead; in the process, paradoxically, they effectively
mished the reality of death from their lives by a spiritualistic and sentimentalized embracing
(Stannard:185).
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General Context

“For most human beings,” Patricia Jalland notes (17), “the theory of death
precedes practice. We learn about the nature and meaning of death from the
older generation. We inherit a certain cultural model of death which shapes our
own approach to the phenomenology of dying.” Edward H. Davidson suggests
(106) that “one might well go on the premise that he could interpret any age of
history if he knew enough about its burial rites and its folklore of death.” 1f
death is indeed a cultural construct and possibly an index t0 society and to the
Zeitgeist of a historical age, Poe’s conception and treatment of death musL, in
some ways, be a reflection of a more general and communal interpretation of it.
In his close reading of Sir Thomas Browne's Hydriotaphia (London: Printed
for Hen. Brome, 1658). Kenneth Boyd (124-128) sums up a long history of
burial practices, precisely the kind of customs that differentiate humans from
animals. Such practices can be dated at least as far back as Neanderthal man.
The food and tools placed in Neanderthal graves, the elaborate cusloms of
Palacolithic and Neolithic burials seem 1o confirm the notion that some kind of 5
survival was almost universally assumed. Whether such a survival was desired.
however, remains a matter of dispute, for there was nothing quite attractive to
the living rabble in either the pre-exilic Hebrew Sheol or the Homeric Hades.
The prospect of a better life up in the sky for anyone other than the leading
members of the people emerged only around 2 500 B.C. in Egypt and at about
the same time in India. But it was not until between the ninth and third centuries
B.C. that the idea of a desirable personal immortality arose in the thought of
Zoroaster. in the teachings of the postexilic Hebrew prophets and in the mystery
cults of Greece.

Greek ideas about life after death were devised, among others, bv
Pythagoras, and. in the Socratic tradition which Pythagoras influenced, the¥
were given enduring philosophical clothing and moral significance. In Hebre
thought. the ideas of resurrection and a postmortem judgment gain
considerable ground in the second and first centuries B.C.. providing t
framework within which Jesus taught and his followers interpreted their Fas
experience. Such ideas, however, were far from being generally accepted. 50
of the Jews looking forward to an earthly and others to a more spirit
resurrection. The problems were never entirely resolved. Such notions as
thousand-year earthly reign of the saints (described in the Book of Revelatio
dropped out of sight to all but the millenarian sects. But others, such as t
distant resurrection and last judgment of official belief, coexisted uneasily Wi
the more popular idea of an immediate postmortem judgment and consignm
to heaven and hell. The picture was further complicated by the Church's beli
adopted at an early stage, in purgatory. Although theologians like Augusti
and Aguinas could construct authoritative schemes and syntheses, popu
attitudes were probably more deeply in fluenced by pictorial representation.
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attitudes to death in the Middle Ages often reflected fear as much as
. and by the end of that period. “the whole vision of death may be summed
in the word ‘macabre’.” “The mediaeval soul,” Sir Thomas Brown adds, was
and of a religious shudder” (Keynes: 155)
In his much quoted book, Western Attitudes Toward Death. From the
addle Ages to the Present, Phillipe Ariés interprets the development of
estern attitudes to death in terms of four stages of historical development:
med death’. one's own death’. ‘thy death’. and *forbidden death’. ‘“Tamed
". unlike the ‘wild death™ of modern experience, is characteristic of
mditional peasant societies from the carly Middle Ages up to about the tenth
tury. Such a death is likely to occur in bed. at home. in the company of
Bmily, friends, even children; and the dying person prepares himself for it
wough ancient customs and ritual gestures. Death is experienced as part of the
Micctive destiny. as an ordinary and essential event in the order of things. But
Eople do not die without having time to realize that they are going to die. A
stional example of “tamed death’ is Don Quixote’s. whom the warning signs
‘death bring back to his senses:

Yo, sefiores, siento que me voy muriendo a toda priesa; [...] traiganme un confesor
que me confiese y un escribano que haga mi testamento; que en tales trances como
este o se ha de burlar el hombre con el alma (1 feel, sirs, that | am rapidly
drawing near death; let me have a confessor to confess me, and a notary to make
my will; for in extremities like this. man must not trifle with his soul.”y’

the later Middle Ages, however. things began to change as greater emphasis
s placed on the significance of the moment of death and the art of dying. The
ing person still conducts the old collective rites. but with a new
isciousness (born around 1000 A.D.) of his significance as an individual.
is change is further reflected in the return of funcral inscriptions (almost
nown since Roman times) and elfigies on tombs, as well as in the masses
ting offered for the deceased. As Aries puts it. death has now become ‘one's
wn death'.

A further shift takes place around the sixteenth century, characterized at
st by pictures of the Dance of Death showing death raping the living. Ariés
ferprets this as an early sign of death being experienced not as part of the
lural order of things, but as a violent, irrational break into daily life. Much
Bore is now expected of the family of the dying person. Besides the customary
oburning rituals, the grieving survivors are now expecled not just to show
ief. but o feel it; and this feeling reaches a climax in what Ariés calls the
pysterical mourning” of the nineteenth century.

:.-hz.wxw.gutcnherg.urg.f'ﬁIcsr'zﬂ{iﬂ.-'”_*:}{){!—!:.’lﬂﬁl]-h.Imn-‘.r'zq_lxxiv
ity ;.{-“www.nnIin::-lEterature.cum-’cervantes-"don_quix ote/ 132/
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From about the seventeenth Century onwards, according fo Arigs,
individuals in the western world bee

gin to think of death not primarily as
something which happens to themselves, hut as something which happens e

another, particularly a significant other: ‘thy death’. This attitude, in which

passing away is perceived as something unnatural, as an emotionally exhausting

experience for the survivors who now assume responsibility for the conduct o
death, will lead in the twen

ticth century to what the French scholar calls
‘forbidden death’, the development of an attitude which seeks to conceal
reality of death. Wishing to spare the dying person an undue ordeal, but als
attempting to spare themselves. the survivors seek ways of avoiding stron
emotion in the presence of death. This goal is best achieved when the fami
hands over responsibility to the hospital, and death takes place under sedatic 1
surrounded by professionals, and perhaps without the individual concerned ¢
realizing what is happening.
In Boyd’s view (126), Ariés' interpretation of western attitudes to deat

even though in many respects highly plausible. is flawed by the fact that ‘iz
death’ was not as tame as the French historian implies. Even in tradition
societies many people did not die peacefully in their beds. Ariés seems to Jeaw
out of the picture such major causes of violent death as famine, pestilence (i
plague) and war, Missing from Ariés' account js also the fact that
cxpectancy before the tenth century was less than 30 years, in the fourtess
century about 30. in the seventeenth about 40 and in the nineteenth still 5
much above that; and only starting with the second half of the twentieth cente
has the average age at death risen to 70 (Nohl: 30,
It was mainly the declining child mortalily rates and increasing |
expeclancies that led, toward the end of the eighteenth century, to a
conception about death: death was no longer seen as a familiar presence, as
expected visitor, but rather as a feared intruder. “The death of an infant
voung child was no longer shrugged off as a common event” (Stone: 247). T
place of burial shifted from churchyards to more remote public cemet

among other things, to improve the Insanitary conditions in the city.

cemetery became a focus of grief, the place of frequent visits, Within a sing

generation, the visit to the cemetery became a significant practice. Previg
paupers and commaon people had been buried in open, mass graves; now
the poor desired an individual burial site and a memorial stone (Kennedy: 8

In short, the reassuring model of the ‘tamed death’ disappeared witk
rise of an urban, industrial ized, post-Christian culture. In jtg place th
emerged a multiplicity of contending beliefs and assumptions, geners
anxiety about the nature and meaning of death, In the cities of America, v
capitalism had already supplanted Christian ity, a secular materialism had ta
root, leading to a breakdown of communal beliefs. In response to the sens
social fragmentation and metaphysical uncertainty, believers and nonbelie
turned to death and its rituals as the last stronghold of collective va
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ericans,” David Stannard observes, “sought a return to their lost sense of
munity in the graveyard and the heavenly world of the dead”
mnard: 185).

gicular Context

en Poe made his debut on the world’s scene, as Davidson observes, death in
‘middle class was rapidly becoming a very important item in the whole
tive and consumptive economy of the individual. Americans lived
prding to the prescriptions of their social status and fortune, and died and
buried in proper accord with their station. What was left behind them was
#inal touchstone to their earthly existence: a testament, a gravestone or ¢ven
pehty mausoleum to hallow their bones and bear witness to their dignity.
' of such a demand there arose the undertaker. mortician or funeral director.
b. like the priest. administered the people’s easeful death. Death became
& than a demand for equal rights of the middle class in this world and in the
id to come: it also became an act of snobbery. One’s position in society
id be demonstrated in the act of holy burial (Davidson: 107).

In America, the joys of grief, oxymoronic as it may sound, gave rise to a
popular literature of consolation that included works on correct mourning,
hods of burial, as well as innumerable volumes of poetry and magazine
devoted to dead or dying spouses and children. reunions with departed
ed ones in heaven, orphans longing to follow their parents into eternity
Mother, — | love thy grave!”). For sentimentalists, as Washington Irving
&5, mourning was as much pleasure as duty: “There is a voice from the tomb
seter than song”; “There is remembrance of the dead, to which we turn even
n the charms of the living” (Irving: 226, 297). Francis Lieber. a German
eler to America in the 1830s, was surprised to see so many people dressed
black. He reported a conversation he had near New York with a woman in
arning dress, who told him that a distant relative died. “*But.” said I, "l saw
in mourning half a year ago: for whom was that?” "We were then in
purning for — Mary, my dear.’ turning to her sister, “for whom were we in

arning, then?" (Lieber: 159).
The nineteenth century customs treated death as a somptuous
bration and melancholy as a fashionable sentiment. Mourning art
purished, producing a highly conventionalized iconography of loss. The
seral became a thriving industry: new and spacious cemeteries appeared in
ladelphia, New York, and Boston, accommeodating elaborate monuments
d providing picturesque sites for increasingly pompous burials. Aries’ “age of
Beautiful Death’ is indeed characterized by a romantic conception of earthly
ing and, possibly. an otherworldly rendezvous.

Such was the cultural milieu in which Poe strove to sustain himself as a
jter. He “found the funereal sentimentality of the day at least a valid
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17). But what Poe seems to have done betler thas

rhetorical mode™ (Kennedy:
pitalize on a popular commodif

many of his contemporaries was 10 cleverly ca
of his age.

“He [Poe] never sees anything in terms of life.”
complained in his Studies in Classic American Literature (Lawrence:
The centrality of death in Poe’s poems and tales can be explained by UM
factors: the facts of his life and the ‘mortuary culture’ (death, buria
commemoration) of his age. “By temperament and personal bereavement,
was drawn into the cult of death and memory” (Kennedy: 17). 1f we look
Poe's biography, what do we sec? Poe’s childhood and adulthood were, as
said. marred by the death of close relatives. His parents died when he was
his stepmother when he was twenty, Poe’s older brother. William Hens
Leonard Poe, when he was twenty-two, and his voung wife, Virginia. ais

hefore her tim .

e — all of them killed by tuberculosis, the “While Plague’. Be
unliké most of his contemporaries, Poe “refused to soften or idealize moriaiR
and kept its essential horror in view: [...] he also moved beyond the Goth
formula to explore divergent forms of death experience” (Kennedy: 17).

The landscapes in Poe’s works have a comparable quality of death-4
life and life-in-death. The dead are not simply alive but too alive: the problem
to keep them buried. This strange cluster of dead-alive persons and death
dread-longing dominates not only Poe’s poems but also his tales. Much of B
later writing, despite its variety of forms and styles, places and characters,
driven by the question of whether the dead remain dead.

E

In Poe's tales. burial is often associated with a return from the grave: corpses &
things taken for corpses generally do nol stay buried for long. This return frog
death, however, as psychologist Colin Martindale (1973: 46) eminent
Jemonstrates, is not a random horrific subject but a central argument in 18
bizarre metaphysic that governs Poe’s tales. Almost all of his tales can &
classified as ‘unsuccessful night journeys’ (Martindale, 1978: 288), journeys
which. instead of returning reborn or enriched. the hero is destroyed.
general pattern consists of five distinct stages: (1) a male protagonist atte
unsuccessfully to bury a secondary, usually female. character: (2) the seconds
character gradually weakens and falls into somnolence, catalepsy or 'death’; (3
there follows a hasty burial carried out by the protagonist alone or assisted by
witness-narrator; (4) after the burial, the secondary character begins to revive
the protagonist loses vitality in one way or another; () finally, the second as
character ‘returns’ from the grave alive. reincarnated, or as an exhumed corpse
There are, however, two of Poe's tales — The Cask of Amontillado &
Eleonora— in which the burial is, as il were, successful in that the seconda
character (male and, respectively, fernale) does not return from the grave. &
Martindale aptly argues, the difference between the two types of burial — i1
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=ssful and unsuccessful — is the result of a systematic principle. In the tales
aging to the former group, when burying the secondary character, the
sconist usually buries something extra — a situation which is bound to lead
exhumation. Here the return from the grave is in the shape of dismembered
awfully mutilated remains of the body. The Black Cat and The Tell-Tale
rt may be seen as paradigmatic cases.

In The Black Cat. the narrator-protagonist, possessed by the “Fiend of
mperance’, cuts one of his black cat’s eves from the socket. The awful
und heals and the cat, as before. continues to seek his companionship.
gsessed now by what elsewhere Poe calls the “spirit of Perverseness’. he
ses the creature to the branch of a tree “because I knew that it had loved me,
because | felt it had given me no reason of offence.” (Poe’s emphasis) That
% night his house goes up in flame. All is destroyed save one wall, and on
g wall is imprinted by fire the image of the cat hanging from its noose. Much
mrised by this graphic preservation of the crime. he is even more surprised to
: another black cat attaching itself to him, following him home — the perfect
oe of his former cat. One day, with his wife he goes down the steep cellar
on some errand, the cat follows, nearly tripping him headlong. In
asperation, he grabs an axe and raises it, and when his wife tries to prevent
2. he withdraws his arm from her grasp and buries the axe in her brain. Once
is hideous murder accomplished.” he sets himself “to the task of concealing
e body.” With a madman’s methodicalness, he considers “cutting the corpse
o minute fragments” and putting the parts beneath the floorboards. But, like
sntresor in The Cask of Amontillado, he chooses instead “to wall it up in
e cellar.” The murderer's “blissful sense of relief” is interrupted by a knock on
door. He invites the police officers in and leads them to the very spot behind

thich is concealed the incriminated corpse:

And here, through the mere frenzy of bravado, I rapped heavily with g cane...
upon that very portion of the brickwork behind which stood the corpse of the
wife of my bosom. No sooner had the reverberation of my blows sunk into
silence, than I was answered by a voice from within the tomb! — by a cry. at
first muffied and broken, like the sobbing of a child, and then quickly swelling
into one long, loud, and continuous scream, utterly anomalous and inhuman —a
how! — a wailing shrick, half of horror and half of triumph, such as might have
arisen only out of hell, conjointly from the throats of the damned in their agony
and of the demons that exult in damnation...The corpse, already greatly
decayed and clotted with gore, stood erect before the eyes of the spectators.
Upon its head, with red extended mouth and solitary eye of fire, sat the hideous
beast whose craft had seduced me into murder, and whose informing voice had
consigned me to the hangman. I had walled the monster up within the tomb.

‘In recounting the tale in such detail I simply intended to point out the typically
Gothic relish of Poe's narrators over the minutest facts of their macabre stories.
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Despite a few surface structure iransformations, The Tell-Tale Heart &
analogous in structure. Like The Black Cat, it begins with the narralo
desperate but lucid assertion of his sanity: there is again an ambiguo
relationship between the parties -nvolved in the conflict: the narrator loves :
old man and et he is determined to kill him: “Object there was none. Passiol
there was none. | loved the old man. He had never given me insult, For his go ;
[ had no desire.” His murder of the old man might seem a gratuitous act but fos
one problem: the man's ‘Evil Eye’. There is something about the gaze of the of
man that deeply disturbs the narrator. The old man's ‘Evil Eye' bears
resemblance to that of a vulture. As Daniel Hoffman (224) remarks, everywhest
else in Poe's work the vulture is associated with Time, and time is associate
with our mortality. our confinement in a body. The vulture-like eye of an age
man is an unbearable reminder of the narrator's mortality. The aged ma
appeafs as a father archetype. as a kind of Kronos figure who devours his 0
children so that he will never be replaced by them.
The rest of the story is familiar: the old man gets killed, cut up 2
buricd under the flooboards. When the police officers arrive on the scene.
narrator shows them the old man's room. now neat and tidy, and informs the
that the old man has gone to the country. However, they stay on, and it
precisely at this point that the narrator begins hearing a ringing in his ears,
pounding, as il a watch were beating ever more loudly. Unable to stand ti
noise. he confesses to his crime. The wooden planks are removed, the parts
the body found, and the narrator apprehended.
In order to point out the structural analogics between the two tale
Martindale ingentously resorts to a set of symbols: A = main character (male}
O = secondary character (female); U = other than character (for instance, U
police officers).
Both tales begin with a kind of ‘union' between the characters, mos
through the murder and burial of the secondary character by the protagonis
and end with the exhumation of the victim by characters other than
protagonist (i.e. police), and a macabre ‘re-union’ of the main characters.
progression in five stages that may be diagrammed thus:

Union Murder Burial Exhumation | Re-union
il T
A=0 Ax(O - otQ A=0%*
O
- o
.|'11T ﬁ.z ﬂqx ﬁ.g — .".\2 T [ ﬂu—' rﬁ-zs
Az
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In the tales in which something buried returns from the prave, or is
ped, foo much has been buried in the first place. In The Black Cat, the
gor bricks up both wife and cat. In The Tell-Tale Heart, the narrator
the old man along with his watch beneath the floorboards.

Column 3 bears the same relationship to columns 1 and 5 in that both of
giter have to do with unions: union-in-life in column 1 and union-in-death
gumn 5. The transformation involved in moving from column 1 to column
f a qualitative order: original vs. final, union vs. re-union, union-in-life vs.
p-in-death (the qualitative difference is marked with an asterisk). Whether
uried character is female, as in The Black Cat, or male, as in The Tell-
Heart, seems to have no effect on the overall structure. It does seem to
e a difference. however, who buries the victim. When A buries, [ digs up
the other way round.

In the second series of tales foo much is buried only in the metaphorical
that the secondary character is buried alive.

Egaeus and his cousin Berenice never know their nuptial day, for the lady
b sick, falls into an epileptic seizure and on a certain “black day” is found
rently dead. Egacus hurries to bury her body in the tomb, and on that same
Bt the demented lover. acting in a trance, violates her grave to rip the teeth
n her mouth. Thus, rather than being killed, like the wife in The Black Cat or
told man in The Tell-Tale Heart, Berenice 'wastes away' (0 =), Despite a few
sformations, the structure remains basically the same. In Berenice, instead of
arder’, there is a loss of vitality (catalepsy) and therefore the secondary

acter’s return from the grave is effected on her own:

Union ‘Murder’ Burial Exhumation | Re-union
A

A=0 0> = 01 A=0F
O

The Fall of the House of Usher has a deep structure that is not
enificantly different from that of the tales discussed above. It resembles
ferenice in that Madeline, like Berenice herself, after having been buried alive.
turns on her own rather than being exhumed. Except for a slight surface
pdification (Roderick is assisted by the narrator in the entombent of
Madeline), the structure is the same: original union, loss of vitality, burial,
gturn from the grave and final union-in-death.

Union “Murder” Burial Exhumation | Re-union

A+ T

A=0 0> 01 A= O*

=k
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Whilst in The Black Cat and The Tell-Tale Heart the relationshig
between the (main and secondary) characters is essentially marked b¥
ambivalence, in Berenice and The Fall of the House of Usher disproportion
of other sorts overshadow ambivalence. In these two cases, as Martindal
demonstrates, affinal marriage ties reinforce consanguineal ones, bindi
together characters in a union of opposites: while Madeline is cataleptie
Roderick is oversensitive: while Fgaeus is sick and gloomy. Berenice
graceful and energetic. The dying or weakening of the secondary character
associated with the energy being appropriated by the main character.
Berenice. Berenice loses her original energy which seems to be appropriated B
Egaeus, who becomes increasingly oversensitive and frenzied. He comes
suffer more and more from a “nervous intensity” of interest, from fix&
attention: at the same time Berenice's eves become “lifeless, and lustreless, 2 :
seemingly pupilless.” exhibiting a “glassy stare.” Thus, Egacus now has
iuch attention (i.c. vitality) while Berenice has too little. In The Fall of
House of Usher, as Madeline sinks into her trance, Roderick gains vitality.
The Cask of Amontillado is an important exception to the structures discusse
above. Here Fortunato, once immured, stays so. Why? Upon closer inspectios
it can be observed that, whereas in all the other tales the relationship betwes
the characters is marked by ambivalence, by a mixture of love and hate, in
Cask ofAmontillado, pure hatred leads to a 'successful' burial. Eleona
relates to The Cask of Amontillade in that a perfect emotion, in this case, /o
also leads to a successful burial. This tale begins with an original union that
not marked by ambivalence and proceeds to the wasting away of Eleonora.
her death, she is replaced by her spirit. O';. On his journeys, the hero meets €
The spirit of Eleonora returns less and less, love for O3 grows until the sps
disappears. and the hero marries O3. In short. perfect. non-ambivalent love §
0; and O allows O; to be 'buried' permanently, and it also prevents
reincarnation (0 — O2).

The disturbing conclusion is that in Poe’s fictional world life does I8
to death, but life comes from revival from death. Death is essenti
determined by the nature of the characters’ relationship: an ambivalent ung
will surely bring about a return from the grave, whereas a “pure” one (pure &
or pure hate) will result in what may be called ‘absolute death’. In Poe’s biz
world, “death is a reversible process because it can never occur but can onl¥
approached” (Martindale: 1973:56).
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N. Hawthorne’s Wakefield & Its Modernity

Toana-Maria Cistelecas
University of Orades

Abstract: The present paper is an altempt to prove N. Hawthorne's modernity as
short-story writer. Through text-interpretation on Wakefield, our article is supposed
persuade its readers about the author’s modern perspective and devices used in his texi
along with both the protagonist’s and the narrator’s modern touch as far as the meng

sanity And the inner mechanisms belonging to Wakefield's strange patlern of behavig
are concerned.

Kev-words: modern, Wakefield, inner motivation, mental mechanism, individual.

Qur present paper’s subject deals with onc of American literature’s classi€
still very much alive mostly due to his modern artifacts; the very issue of
writer’s modernity represents the nucleus of our Wakefield text interpretation

In a letter to Longfellow, N. Hawthorne assessed: “There is no fate
this world so harrible as to have no share in its joys or sorrows™. Geners
speaking, his tales primarily display themes such as the Puritan past, its
than ambiguous legacy. human sin and the burden of guilt and mainly
complexity of isolation and the everlasting urge for the community of
human heart and soul”.

Hawthorne made use of Salem and Puritan settings in a considera
amount of his works. Many of Hawthorne’s stories are an analysis of §
ancestral sin. His thematic concerns explore guilt, hypocerisy. and hidden se
burdens of the soul. They are often told in allegorical form. But th
definitelly not the case of Wakefield. In this particular story the reader wis
experience the very .fear of loss of contact with the warm flow of human lifg
Although H. Melville identifies while referring to Hawthorne the so-Ca
“power of blackness”, our story is not quite a typical Puritan text bearing
well-known Puritan mark of the author; there is no deny of the fact that Pum
symbols and items are there too, but the freshness and the novelty reside i

L According to Bradbury, Malcolm & Ruland, Richard, From Puritanism o Posimode
Penguin Books UISA Inc, 1991, page 150.

2 gee Bradbury, Malcolm & Ruland. Richard. quoted edition, page 150,

! According to idem, page 150.
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*s modernity, as Wakefield breaths a modern approach of the author to his
text, it is constructed in a modern tonality, applying modern literary
vices and it develops an intriguing and fascinating modern character.
Hawthorne wrote Wakefield in 1835, and it was first published in the
v England Magazine in May of that very vear and it was later included in
awthorne's first collection of stories. Hawthorne frequently turned material
om newspapers into fiction in his stories. and in her article The Solitude of
gawthorne’s ‘Wakefield, Ruth Perry” quotes Hawthorne as saying that he
< dealt with the story’s topic “in some old newspaper Or magazine” which
ety believes might have been Gentleman’s Magazine, one of the many
eriodicals housed in the Salem Athenaeum. The setting of Hawthorne's story
yakefield is in London and this specific aspect scems remarkably modern
.ih its stark narrative as well as with its subject of a man’s escape from
arriage and the routine of his own life. Initially it utters a simple fact of life,
st it rapidly goes beyond the obvious and it becomes a spectacular onc not
.cause of the man’s decision to leave. but because he escapes by moving
mly a few blocks away, taking on a disguise so that he can carry on with his
L= while also keeping an eye on his former house and on his wife. In other
pords, “Wakefield moves around a street corner and becomes 4 mMCrc
spectator of the life he might have lived™. The storv ends with one final
srise: Wakefield decides, on a sudden whim, to return to his house and
ife after an absence of twenty years, since the former moment of their
sossible recollection 10 years earlier proved to be a failure. Exploring dark
enaces in ordinary lives is a common feature in Hawthorne’s works. but in this
story the author adds the voyeurism of Wakeficld wh ich has a strain of cruelty
o< the husband watches his wife who has suddenly plunged. Ruth Perry
b -lieves”. into widowhood. »
The questions that would inevitably haunt the reader’s mind might be
ormulated in this following pattern and order: what would anyone think of a
man who lefl his family, moved over to the next sireet to watch their lives
wnfold, and then returned after twenty years as if nothing had happened?; what
could possibly drive a man to cuch a bizarre behavior?. These are the very
issues that Nathaniel Hawthorne deals with in the story of Wakefield. The
concrete idea that a man could do such a thing represents quite & challenge for
the story’s audience to want to grasp a logical explanation for the character’s
inner intentions. — and this is indeed the purpose of modern fiction: raising
issues and determining readers to usc their brains in order to reveal their hidden
significance. One might think that Hawthorne used this story to somechow

-

* See Perry. Ruth, The Solitude of N. Hawthorne s Wakefield. in American Literature, Duke

University Press, 1978, page 613,
* According Lo Bradbury, Malcolm & Ruland, Richard, quoted edition, page 150
® Gee Perry, Ruth, The Solitude .., quoted edition.
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In his Wakefield, it
Id use the narrator as & tool to shed
¢ to emphasize the story’s theme.
te and understand his life by

ociety’s or more likely community’s motivations.

that Hawthorne wou
s motives as well a
referring to an individual who can only apprecia
looking inside it from the outside.

In Hawthomne's Wakefield the narrator’s thoughts and
bring some insight into the motivations of the story’s main character. The text
includes a long introduction in which the narrator describes how he has heard the
curious story of Mr. Wakefield. Hawthorne supplies his audience with 2
condensed version of the entire plot of the story. with this introduction.
Hawthorne has already informed the audience of the story’s intriguing plot and
this would only intensify the audience’s desire 10 find out about Wakefield's
motivations because they cannot comprehend why he would do such a thing. The
ke sense of the protagonist’s actions, but they would

audience would try to ma
experience bitter failure in discovering 2 clearly-cut rational explanation. 1h

story may seem unreal but the reader is supposed (0 take the text as it 1s @
merely focus on the character’s nner mechanisms. In his article, Morsberges
argues that “the situation of a man leaving his wife on a whim and staying in
seclusion just around the corner for twenty years strains the credulity of
reader looking for realism”™’. Hawthorne would clarify the entire story from
very beginning s¢ that the reader would not focus on the plot but rather on
hera's motives. Hawthorne uses the plot of the story as a hook because it dra
the reader in and makes him/ her want to read his story. Morsberger reaffirms this
idea by stating that “[Wakefield] is not easily forgotien; something besides
Wakefield's eccentricity sticks in the mind. while more sophisticatedly crafie
works fade nto fmgetfulness"‘“. Another example of Hawthorne’s unigue &
more important modern style ! author directi

is identifiable whenever the

addresses to his audience in a long paragraph in which he states that Wakefield
very odd. He then invites the audience to “ramble with [him] through the tweng
years of Wakefield's vagary... trusting that there will be a pervading spirit and
moral. even should we fail to find them, done up neatly, and condensed into
final sentence’™. This particular invitation would hoth prepare the andience 1
the story and also inform the recaders on an obscure theme. With this quots
Hawthorne would definitely centre the story around the oddities of human miE

and the triggers of that bizarre twisted mental mechanism.
The main character, Wakefield, is introduced as a normal person W
hecause of his inner unknown

by others motivations, creates a very pnusual
e e ———

examine s
is an accepted belief
light on the pmtagonist‘

comments would

Tgee Morsberger, Robert E. Wakefield in the Twilight Zone, American Transcendes
Cuarterly, 14 (1972): 6-8, '
% gae Marsberger. Robert E. quoted Lext.

4 Hawthorne, Nathaniel. Wakefield in The Complete Short Storics of Nathaniel Haw!hon
Ciarden City, New v ork: Doubleday & Company. Inc., 1959, page 73.
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imself. However, this story seems to echo a period of Hawthorne’s own
Morsberger undoubtedly claims that the issues dealt with in Wakefield
wide with the issues that Hawthorne himself had to deal with during his
onal life. In this respect, Morsberger states that “the story does undoubtedly
=t his despair over the semi-solitude into which he unintentionally sank
f eraduating from college™". By portraying his story’s main character as an
gage person, Hawthome is able to offer his text a universal theme that is
able to all people. Another argument invoked by Morsberger is that the
of detail in the setting also creates a universal appeal for the story. In his
mion, “though Wakefield lives in London. the sketch has no local color...
he could as readily live anywhere.... this aspect gives the story the fairy-
quality with which it grips the imagination™'. This serves to further
asize the idea that any individual can create this abnormal life for himself!
=If Hawthorne expresses this idea the moment the narrator states that “We
st hurry after Wakeficld along the street, ere he lose his individuality, and
4t into the great mass of London life™'*. With this particular statement, the
rator conveys to the audience thal Wakefield would not stand out on the
=ets of London but would simply blend into the crowd if he had not been
tier introduced as the main character of the story. Hawthome s again able to
ce his audience focus on the issues of the story and on the protagonist’s

-r motivations by simply marking him as an ambiguous character.
Once again in Wakefield, Hawthome’s unique technique would easier
strate the matiers of the story. Hawthome tells the entire story as if the
grrator is a guide for the audience. Throughout his odd journey both the
dience and the narrator would follow Wakefeld as if the readers were
king right behind him. This intriguing method would allow the audience to
ear his thoughts and see his actions. By being with Wakefield the entire time
o can notice that he is struggling with the decision to stay away or return
wme. This dilemma makes the andience’s desire to know his intentiens even
ater. The hero’s motivations for leaving are less important than the very
tivations which are preventing him from returning to his home. Hawthorne
sesn’t concentrate his story on the reason why his main character has initially
left because he gives us several reasons including the fact that Hawthorne says
Wakefield is “vain”. On the other hand, O’Keefe argues this point by stating
“the motivation in guestion does not concern Wakefield's initial departure. His
whim is to see how his wife will react to his absence for a few days or
weeks”'”. Since the audience follows Wakefield so closelv, one would only be

0 See idem.
* 1dem.
 Hawthomne, Nathaniel. Wakefield. the quoted edition.
" gee ('Keefe, Richard R. The Gramitous Act in Wakefield™: A Note on Hmwthorne's
Modernism. Tn Nathaniel Hawthorne Review 17(1) (1991 17-19
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able to hear his/ her own thoughts. Hawthorne does not reveal the true thoughts
of other characters; instead, the audience hears what Wakefield presumes
other characters are thinking. Using this technique, Hawthorne reveals more of
his character’s feelings toward other characters. The motivations for _
character are most certainly a cause for debate. Morsberger argues tha
Hawthorne is sticking to a typical idea that he has dealt with in many othes
works. He claims that Wakefield can be connected to many other works signe
by Hawthorne. stories of isolation and obsession'*. This argument is legitimate
considering the fact that Wakefield is not Hawthorne's first work that woul
deal with these character- motivations. However, O'Keefe feels that the
character- motivations in this story stamp Hawthorne's modernism. O'Keefe
goes on to state that the “gratitous act” of leaving his wife is a defining
characteristic of a modernist piece of literature. Thus, Hawthorne's
enables the process of revealing the modern basic idea according to which &
individual can only appreciate and understand his/ her life if he/ she is separates
from it. As the story approaches its ending, the author devotes the las
paragraph of his work to unearthing a theme to his audience. He states “he
left us much food for thought... amid the seeming confusion of our mysterio
world,... by stepping aside for a moment, a man exposes himself to a fearfi
risk of losing his ?Iace forever. Like Wakefield. he may become... the Outcas
of the Universe™. With this specific statement, Hawthorne has shown us om
possible moral of his text, the idea that once an individual understands his/ 21
life by viewing it from the outside it is hard to reenter that life as if nothing
extraordinary has happened.
The narrator is using the I-st person narrative, transforming  ing
synonyms the terms story and truth, thus requiring us. the readers, to believe
and to take the event for granted (*1 recollect a story. told as a truth™'®) We a
experiencing an inspiring display belonging to a democratic narrator who _
acting throughout his story as a sort of a driver. imposing the directions ar
setting out the rhythm of his text. an active participant and commenter to th
issues and psychological crisis of his own protagonist, that he himself baptize
Wakefield maybe as a symbolical revelation of the character’s inner la
identity. his pathological behavior as far as his wife is concerned. (*“If the reads
choose, let him do his own meditation: or if he prefer to ramble with m
through the twently years of Wakefield’s vagary, | bid him welcome.”; “The
might | exemplify how an influence, beyond our control, lays its strong hand @
every deed which we do, and weaves its consequences into an iron issue &
necessity™' ). The story can also be accepled as a playful exercise. transformis

* See Morsberger, Robert E, quoted text,

" Hawthorne, Nathaniel. Wakefield, the quoted edition,
'* Idem.

7 Idem.
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ordinary into extraordinary and vice versa: respectively, the extraordinary
s an ideal ordinary fact of life. Nevertheless, the story has a round and
mehow cyclic structure, starting in autumn and ending in “a gusty night of
wmn”. The narrator appears to be mainly interested with the madness of
bakefield’s situation, his perverted mind, the character’s psychological resorts
i mechanisms. Wakeficld’s separation from his wife. a perfectly common
ece of every-day reality, appropriates the marks of an absurd type of fantastic
o in this respect one might be tempted to remind the Romanian writer Mircea
ade and his temporal frame absence, his similar absurd fantastic. In M.
bwthorne’s case. the involvement of the author in the story comes as an open
ious invitation to the reader, the narrator’ s curiosity concerning his own
sracter is actually and hopefully the reader’s interest in the protagonist’s
or nature. In this particular sense, Wakefield might stand for the modern
8sis and all forms of modern lacks and losses: lack of communication. lack of
proper understanding, lack of affection, loss of identity. loss of mental sanity.
s the separation prolongs, it ends up into being an experiment focused on his
sf="s devotion posing as a widow and since this experiment prolongs too, it
ds in a real imprisonment, a real trap for Wakefield, who can no longer
sapes his own plan, his given disguise and for whom his abandoned house
¥ns into his grave. Wakefield is altered through his experience, but has no
ch consciousness of his transformation except for the brief moment when he
Jaims “passionately: Wakefield! Wakefield! You are mad i

In Hawthorne's opinion, the purpose of fiction is still both instructive
ad moral. and his narrator in Wakefield story brings a clear statement about
s perspective: "Thought has always its efficacy. and every striking incident
moral”. Hawthorne uses the narrator as a tool to bring light on Wakefield's
stives as well as to emphasize the story’s one possible way of perceiving its
bematic. that of an individual who can only appreciate and underseand his life
looking in & at it from the outside. In Hawthorne's Wakefield the narrator’s
pughts and comments bring an insight perspective into the motivations of the
acter of the story. The story includes a long introduction in which the
rrator describes how he has heard the interesting story of “let us call him
skefield”. Hawthorne supplies his audience with a condensed version of the
ire plot of the story, With this introduction, Hawthorne has already informed
audience of the story’s intriguing plot and this intensifies the audience’s
esire (o find out Wakefield’s motivations because they cannot comprehend
gy he would do such a thing. Further more, the audience would try to make
wnse of Wakefield’s actions, but they would not find a logical explanation. The
»ry may seem unreal but the reader must take the story as it is and focus on
character’s inner altered resorts, As we have already argued, Hawthorne
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uses the plot of the story as a hook because it draws the reader in it and makes
them want to read his story. Hawthorne doesn’t focus his story on the obvious
question why his main character has initially left because he gives us severa
clues regarding the character’s vanity. Since the audience follows Wakefield s
closely, one is only able to hear his own thoughts. Hawthorne does not reves
the true thoughts of other characters; instead, the audience hears wha
Wakefield supposes the other characters to be thinking. Using this technique
Hawthorne reveals more of his protagonist’s feelings toward other more or les
irrelevant characters. The inner triggers for his protagonist are indeed debatab
Hawthornes style helps reveal the paradox according to which an individus
can only appreciate and understand his life if he is separated from it. The focu
is then changed from character’s motivations to the story’s thematic. With the
author’s final statement, he has shown the reader one possible moral of the tex
the idea that once an individual understands his, respectively her lile. &
viewing it from the outside. it is hard to reenter that initial existential paradigme

In conclusion. the idea that a man could walk away from his life 8
twenty vears and then return to it as if he had been gone only for a day is g T
intriguing. Some critics, such as O’Keefe, would argue that Hawthorne
showing his modernism by writing about the strange habits of human na
Others, such as Morsberger would argue that the story of Wakefield simg
mirrors many of Hawthorne's other works. Hawthorne is able to place (8
reader within the mind of Mr. Wakefield through his unique approach to story
telling. The result is a fascinating journey into the mind of a very interesti
and ambiguous character. The modern touch of the story goes along with £
open ending and the technique of ambiguity. both balanced and inspired in the
application, and also with a highly- minimalist plot. perceivable rather as a pe
text and with an extremely restricted number of characters. '
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ract: Body images and metaphors in Margaret Mitchell's Gone with the Wind
feed direct corporeality and extend to the question of the body politic by marking a
fotic world where the traditional aspects of various phenomena, like eender, class,
race lose their referentiality. Body metaphors in the novel mirror the social,
tical, and cultural changes of both the post-Civil War era and the post-World War |
when the novel was written.
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dy images and metaphors in Margaret Mitchell's Gone with the Wind
ceed direct corporeality, and extend to the guestion of the body politic (both
the politics of the body and as the sociopolitical structure symbolized by the
i) by marking a chaotic world where the traditional aspects of various social
kenomena, like gender, class, and race. lose their clear referentiality. Body
staphors and their context in the novel mirror the social. political and cultural
anges of both the post-Civil War era, and the post-WWT] years when Mitchell
Fote her text.

Body representations always exceed themselves: the body is the first
sdium on and through which culture and politics inscribe and manifest
emselves (Parlog 2009: 46, Perry 2002: 238), also. “corporeality unveils the
aracteristic marks of a specific historical period” (Parlog 2009: 49). Since
adics can mark sex and, usually, gender, they become inevitably politicized,
3s the body is never innocent. Its cultural imagery is produced via various
pntextual and discoursive practices. and the physical body can, in turn,
icipate metaphorically in the conceptualization of a certain social and
plitical structure. Whether the wholeness and stability of the (male) body
< [t]mm:d the political system, or the body parts symbolized a given social
gratification, the symbol of the body politic has served multiple, versatile, and
ontradictory purposes over times, but it has always blurred the boundaries of
= public and the private by insisting upon the inherent connection between a
group and its members. In the latter case a conservative tendency determines
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the impossibility of social change—as the body parts cannot disintegrate
without degeneration. Along this analogy. the ill, corrupted, and disfunctioning
body both tainted and represented the taintedness of the sociopolitical structu ]
By a reversed logic, other theoreticians opposed the healthy human body &
social evolution. Thomas Hobbes’s Leviathan, the biblical sea monster as the
image of state power, came into existence in turbulent times, or, as Cathering
Gallagher (1987: 83-86) demonstrates, Thomas Malthus’s population polics
depends on the notion that healthy and vigorous individual bodies lead to socia
deterioration. In Gone with the Wind, gendered myths also come into the
picture and interrelate to the trauma of the lost war. the lost cause, and the
disintegration of an cconomic-social system. The four protagonists. Scarlett
Rhett. Ashley, and Melanie, are parts of an intricate network of strength
weakness, health, and illness to indicate wider issues of the changing bodg
politic. displaying both kinds of this metaphor.

In times of war, the importance of the body and its integrity comes &

“the front. Wars and their aftermath inevitably disorganize the basic clas
gender, and economic structures. War fiction therefore often operates Wi
body imagery (for instance amputation, wounds and illnesses) w ic
metaphorize the experience of disorder, and the tensions of inner war both
personal and social levels. For Richard King {1983: 181). Gone with t
Wind reflects the ambiguities within the New South creed, and it excels
seizing the essence of how the South became incorporated into the Unitg
States. The novel organizes the categories of health and illness. completeng
and disease along class and gender lines, yet these images and metaphes
resist convenient, unambiguous resolutions, rather, they bring various cult
myths and stereotypes into play.

Generally, authors describe their fictional characters through the
appearances. outlooks, and indicative gestures to introduce and judge the
Unmarked feature in narration it seems since we are astonished and confus
when the author obscures or hides the character’s outlook. Many works of 8
communicate through representations of bodies and corporeal phenomena
topics and narrative techniques (31). The famous opening sentences of God
with the Wind follow this pattern: “Scarlett O’Hara was not beautiful [...J=
her face were too sharply blended the delicate features of her mother, a Ca
aristocrat of French descent, and the heavy ones of her florid Irish fa
(Mitchell 1974: 5). The introduction foreshadows the principal conflict in ]
novel, the clash between pale, asexual, and respectable ladyhood, embodied
Ellen, whom Scarlett adores as a saint, and the vigorous, virile, earthly instimg
of Gerald. As Wyatt-Brown (1986: 27) argues, physical appearance and hes
were crucial in the Southern system of honour, being the “signs of inner meg
Outlook and skin colour were meant to indicate social status and one’s posil
within the rigid class system. The encompassing importance of blood :
genealogy emerged—the purely white, detectable descent had to be maintas
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means. thus the greatest threat to the system was miscegenation: “the
) dread of black blood in a white womb™ (ix). Intact and closed body
Jarics guaranteed the system’s subsistence, all the more so. since the
sce of the black population was a lure and a threat at the same time.
In Gone with the Wind, the topic of miscegenation is overtly missing.
Bell, however, was so interested in il that she originally intended it to be

»me of her story (Entzminger 2002: 105). Miscegenation nevertheless
< the novel. most conspicuously-in the figure of Scarlett, whose origin and
d (vet overtly white) blood make her apt for survival. It turns out, however,
Sllen’s French ancestors from whom she inherited “her slanting dark eyes,
gowed by inky lashes, and her black hair™ (Mitchell 1974: 41) ran away
' Haiti after the slave uprising. This passage hints at the possibility that
e could be nonwhite blood in Ellen. Betina Entzminger, who examined in
ke Gone Bad (2002) how women writers gave new meanings and subverted
wraditional image of the Southern belle, suggests that in the 1920s and 1930s
belle figure embodied the male anxicty of racial contamination by having a
or exotic ancestor, whose black sexuality was hidden behind her white
" Eliza McGraw (2000: 128) tentatively draws a parallel between Scarlett
the tragic mulatta, but while the latter wears the physical marks of her
sin. Scarlett’s blackness (and its connotations) are hidden inside. McGraw
00: 124) argues that “[a]lthough historians typically divide the antebellum
into black and white, the compartmentalization of ethnicity in Mitchell's
| suggests a more complex matrix.” The novel plays with Scarlett’s
shness as the repository of her shrewd brain, vital sexuality, and earth-
sndedness. McGraw (2000: 127) also calls the attention that the Irish
migrants were once conceptualized as white negroes in the American mind.
garlett, thus, is constituted as the Other of the white Anglo-Saxon male
testant creed, being an Irish-French Catholic woman. She comes from a
rriage which Pyron (1983: 195) calls a mésalliance, in which the parties are
imate opposites. Ellen and Gerald’s marriage is fertile, yet in connection to
ale inheritance they fail because they beget three sons but all die as infants.
heir three daughters stay alive, yet one goes to a convenl, the other marries
e and under her social standing, while Scarlett, treated by her father as a boy
'd is “more healthy and vigorous than a baby girl had any right to be”
Mitchell 1974: 58), exhibits an embarrassing and indecent fertility, yet lacks
prturing capacitics.
Scarlett’s vigour and adaptability are connected to her Irish origin, in
sontrast to the inbred and aristocratic Wilkeses. This implies that the South
seeds new blood and energy from the outside to renew itself. Throughout the

ative, Scarlett is associated with activity, movement, strength. and health,
while Melanie fits the stercotype of the ill woman with her frail, childish.
undeveloped body, which eventually kills her, being unable to bear her second
ild. Ironically, as Entzminger (2002: 113) claims. “it is Melanie’s desire for
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e ——————
motherhood—the crowning olory of the southern lady, during which her
potential for womanly devotion and self-sacrifice reaches its height—that
destroys her.” Anne Jones (1983: 110) notices that “some of the narrative’s
most powerful language is spent in showing [Scarlett’s] revulsion on
[children].” Dead babies, miscarriages, and weak, shadowy children proliferate
in the novel. Pregnancy marks women’s dependency upon their bodies, since
they struggle with nausea, lose their figures, their bodies swell, and go bevond
their control. The corset, which figures the female body as a mold now cannot
set up the boundaries. This dangerous overflow must be kept out of sight, thus
reproduction becomes not a desirable state but an unknown horror. Still.
childbirth connects Wwomen into 4 common experience and makes their
-dentification possible as a covert “gubeulture” within the dominant discourse.
While Qearlett, who delivered her babies indecently easily which was
“downright common,” (Mitchell 1974 133) cannot form a hond of empathy
with Melanie while she is labouring, understands everything when she herself
goes through the pains of a miscarriage: “Melly was hurting so bad—there Were.
hot pincers at her and dull knoves and recurrect waves of pain” (939). Now, she
can attain the female companionship she dreaded and desired, yet only throug
pain and suffering.

As a girl, Scarlett takes pleasure in her beauty: before being laced, she
admires her free and undressed body. regretting that she must conceal her legs
(Mitchell 1974: 77). She is a natural woman in a world that “places so low &
premium on feminine naturalness” (82). Besides, her future deeds are almos
tantamount to the concept of Southern masculinity: “raising good cotton, riding
well. shooting straight, dancing lightly, squiring the ladies with elegance ang
carrying one’s liquor like a gentleman were the things that mattered” (6). Yet,
she must cope with hardships. and as her inherent conflicts come to the surface
her body seems to betray her and becomes the source of pain and alienati@
instead of homeliness and beauty. Refore the war comes closer to Atlanta, sl
feels comfortable in her body—she nevertheless rebels against conventions. ¥
stays within the order. During Atlanta’s siege, which symbolically coincides Wi
Melanie’s childbirth, her feelings of alienation intensify as she faces trauma &
disintegration. Over and over again she wonders how she. a sheltered Southe
belle. could be exposed to hunger. pain, and fear. Now she is only a woman, not.
belle-lady, who feels secure with a system behind her. Fox-Genovese (198
308-399) mentions that “opoman’ suggests at once a more inclusive and mao
private female nature, whereas ‘lady’ evokes the public representation of i
nature.” However problematic it is to define female naturc as essentially give
the quotation highlights the symbelic, representative position of femininity in
South. For the security of being a lady, one must swap her subjectivity and aces
the “sexual division of labour” (399).

Scarlett's near-schizophrenic state, when she, out of necessity and inm
drive, tries to break out of the confines, inscribes itself on her body in the for
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f scars. freckles, and blisters. Rhett Butler proves to be the one who can read
acse signs on Scarlett’s body when she tries to lure him into marriage. He also
tolates the code of masculinity by thoroughly knowing female bodies: “And
or a man,” thinks Scarlett, when he displays his knowledge about pregnancy,
specially Rhett Butler, to ask such a question was unthinkable™ (Mitchell
974: 279). “Such knowledge sat ill upon a bachelor” (329). Rhett Butler uses
sody language when he shows his chest scar to his stepson, which denotes his
sesponsibility towards his family (878-79). When he decides to gain the
seputation of the Atlanta community, so that his daughter and his stepchildren
would be accepted, he realizes that he can do this only through revealing his
ar records and wounds.

Margaret Mitchell was raised on Civil War stories and memories, for
per the war was an acute experience (Harwell 1976: 13). She experienced what
Scarlett despises in the novel, that people cannot and do not want to forget, the
war experience is worked up through its constant retelling. War and its
aftermath left men and women traumatized. as a male character in Gone with
the Wind comments on it, that for women, “[i]t’s a lot worse [...] than it ever
was on us. At least, we took it out in fighting” (Mitchell 1974: 588). whereas

women could not let out their anger. However, the novel illustrates that war was

‘2 blow to masculinity and consequently to the dominant order, and from this

blow women, being the “others™ of their culture, could somehow more easily

recover (for Kaja Silverman [1992: 61] a reason for this is masculinity’s

“ideological alignment with mastery™). The novel, on the other hand, resists the

simple vet inverted association of masculinity with weakness and femininity

| with strength.

Gone with the Wind takes place behind the front-lines and dramatizes-
the experiences of those staying at home. especially women, children, the old,

‘and the maimed. The novel switches perspectives in the narration of the war.

- The battle scenes are depicted in a distant, panoramic, historical way. where the

soldiers form masses which move like arrows on a map. The reality of the war

intrudes as casualty lists appear, and soldiers gain individual shapes only when

they come home wounded and ill. The hinterland receives the unglorious

remains of the battles, thus Atlanta becomes a hospital city. and those staying at

home are traumatized indirectly as survivors. Silverman (1992) analyzes the

force of historical trauma in postwar Hollywood movies, yet her statements are

relevant in connection to war traumas in general. War experiences are crucial in

the reformulation of gender roles, “which brings a large group of male subjects

into such an intimate relation with lack that they are at least for a moment

unable to sustain an imaginary relation with the phallus, and so withdraw their

belief from the dominant fiction™ (55). War trauma should be understood “as an

internal response to an external danger” (56). In the Southern context, so

loaded with gendered metaphors and legitimizing concepts, the Civil War “was

reduced to a simple test of manhood” (Wyatt-Brown 1986: 28), and the defeat
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brought anxieties of virility to the light. Millions of men were killed, many
came home maimed, disillusioned, and ill, finding that women could cope with
almost everything while they were away. or, as Scarlett realizes, “I believe
women could manage everything in the world without men’s help—except
having babies™ (Mitchell 1974: 604-05). Women indeed had the chance to
prove their capacities, because the huge war losses, especially the death of the
voung men, implied economic and social consequences. When Scarlett is
wondering about “what’s going to happen to Southern girls™ (485). she also has
the economic perspective of the problem in mind. The men, who could work
and would marry girls are dead. thus society, as a whole, Is symbolically
castrated, due to the deprivation of the traditionally conceptualized male
energy, its borders are open, moreover, the influx of new blood (as immigrants
and lower social classes can make their fortunes) is inevitable. together with the
changing and more active role of women, which contradicts conventional
feminine tasks.

Generally, weakness, incompleteness, and disease are relegated to
women. The female body’s mystery of menstruation, childbirth, and fluidity
evokes awe and fear. Julia Kristeva (1982: 1) demonstrates that the female body
has a strong alliance with the concept of the abject, “which lies [on the edges of
the dominant order]. quite close, but it cannot be assimilated.” The abject
disturbs border, order, and system to corrupt them both from inside and outside
(4. 15-16). The differences between male and female bodies have been
constructed along different lines from time to time, yet the stability. closedness;
and normaley of the male body, as an unmovable reference point remained
stable. In connection to that the female body was defined cither as a lack
(lacking the penis), or as an excess (having the womb), but always as something
more fluid, less rigid (Parlog 2009: 31). A war experience, however, proves
male bodies are not infallible, they get wounded, bleed, and die. Gone with the
Wind puts injured male bodies into abject position. In Scarlett’s eyes, men ars
smelly, verminous, bleeding, and hideous, while their wounds are open to the
attacks of flies (Mitchell 1974: 157). The plantation setting with the healthy;
masculine boys gives its place to mutilated, ghostly male bodies as the terror of
the war comes closer to Atlanta: “Always, faceless soldiers stood on the
porch.” (324) men came “without bodies or faces. only tired voices speaking 18
her from the warm dark™ (324).

In Civil War fiction the theme of amputation is inevitable since it was
the most commonly used strategy to save soldiers (Young 1996: 445). Scarles
rejoices in seeing Rhett Butler, a “man who was whole, who was not minu
eyes or limbs, or white with pain or yellow with malaria, and who looked we
fed and healthy (Mitchell 1974: 296). A whole male body is a stable point in
world falling apart. At the same time, when the war is over, men, who cam
home with one leg, prove o be vital, energetic, and adaptable to the change
world, this way, the disintegrated body marks social renewal. Will Bentees
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«ii’s brother-in-law of low descent, lost his leg, yet he makes Tara function
his hard work. Tommy Wellburn's crippled hip erases his high descent in
eves of the community, therefore he can rebuild his life as a successful
enessmarn. Castration functions rather on the psychological level, since the
dity folks (the members of the aristocratic and upper-middle classes) like
ley Wilkes and Hugh Elsing, even if they came home physically safe and
ad, are deeply wounded and disintegrated inside. and arc living as empty
dls in the postwar world. They depend on women not only emotionally but
nomically as well (Scarlett will be the emplover of both), thus their inner
is displayed. Ashley, failing to go 1o New York upon the request of
rlett. forfeits the possibility to overcome his inner castration. By the analogy
the phantom limb (Young 1996: 446) (a lack which is felt as a presence),
arlett as a strong, domineering woman indeed has the phallus in the sense as
Butler (1990: 44) elaborated on i, occupying the position of a man.
le Ashley is the phallus, and they depend on each other to affirm their
Ristence.

Mitchell’s letters reflect her deep concern to differentiate between the
astal region with the huge rice plantations, hundreds of slaves, and the
sablished aristocracy, and the cruder inner areas where smaller farms were
ivated by the upper middle or yeoman classes who could afford only few
faves (Harwell 1976: 48). Relying on statistics Pyron (1983: 192) even claims
2t “slave population was virtually nonexistent in some areas of the
sackcountry, and around the Atlanta area it constituted between 9 and 36
cent of the population.” Also, “slavery as an economic system simply does
+ exist in Gone with the Wind.” Kenneth O’Brien (1983: 161) offers the
me argument by stressing that the attack of Scarlett in the ghetto was biracial.
sus it undermines the stereotype of the black sexual threat. Also, Scarlett
exploits white male convicts in her lumber business while she works for and
tnstead of the reluctant black slaves at Tara. The individual slave figures in the
_ovel are burdened with symbolic traits, like other ethnicities, or they are even
akin to the decaying aristocratic characters who are unable to adapt to the new
conditions (thus the lazy black stereotype applies to the while aristocrats as
well).
The novel organizes the categories of health and illness, completeness
and discase along class lines too. Not slaves, but poor whites (white trash, as
the novel calls them) are associated with disease and contamination. The
infected Shantytown ghetto in Atlanta colleets the lowest layers of both blacks
and whites. The Southern system of honour exludes poor whites from the order,
stigmatizing them as “rotten legs and arms that drop from the body™ (qtd. in
Wyatt-Brown 1986: 31)—here the desire to cut off the diseased member to save
the whole reflects a clear corporeal metaphor of society. The novel’s poor
whites feel bitter scorn towards black slaves who “are well-fed, well-clothed
and looked after in sickness and old age” (Mitchell 1974: 51). The Slatteries
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(with their telling names) have their few acres at the edges of the O’Hara and
the Wilkes plantations, near to the swamp, as an embodiment of social abjection
that refuses to disappear from the order. The threat they represent is fulfilled
when they infect Ellen of typhoid, which then kills her. As opposed to the
traditional Southern plot, the greatest violation of social borders in the novel is
not miscegenation, but the sexual affair between the Slattery girl and Jonas
Wilkerson, the O"Haras”™ Yankee overseer, which fact *“forever barred him from
any contact with the County social life” (66). Their affair, resulting in a baby
who dies. evokes disgust and horror in the family. The couple turns up later in
the narrative when they intend to buy Tara, which makes Scarlett determine 10
“prostitute” herself to gel money. Poor and outsider whites embody physical
deterioration. but Mitchell’s aristocratic figures do not get beiter treatment.:
cither. Their decay and sterility result from the rottenness of their blood lineage.
due to their endogamic marriage practices. The Wilkes and the Hamilton family
members look pale and washed-out, and they greatly rely symbolically on the
new blood of Scarlett, yet they are too weak to internalize it. thus eventually
they die, like Melanie and her brother, Charles (Scarlett’s first husband),
disintegrate, like Ashley. These aristocratic figures are the traumatic remnan
of the old culture, who pull Scarlett back, thus she is forced to balance betwe
the old and the new, to which her origin destines her from the beginning.
Body images as total/fragmented. strong/weak, and healthy/ill do
fall into the rigid categories of the man/woman oppositions. Rather. they flo
and move along a continuum of gender myths and stereotypes, changi
throughout the narrative, revealing Mitchell’s own anxieties and conflicts ab
gender, Southernness, and the rapid class changes of her age. The war and
Reconstruction period traumatized individuals and the society, which wo
and traumas are first inscribed onto the psysical body, then onto the cult
representation of these bodies. finally onto the whole Southern way of life.
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a reading into W. Faulkner short story from the
he case under consideration here is, | argue, a
erhalized and acted out by the protagonist

Abstract: The present article is
perspective of psychiatry since 1
representation of female madness, v

Key-words: schizophrenia, emotional tension, identity, delusions, madness

fiction is informally assuming the function of a
and the similarities between representations of
female madness in fiction and in medicine have proved to be, over the years, 1
fruitful arca for interdisciplinary research. Literary texts contribute to the scarch
for ways of understanding different discases: on the other hand, the patients @
the “real” world are encouraged to write about their situation in the first persos
from his/her point of view, the patient Jearning this way to verbalize and Write
about his/her illness, thereby gaining vision and control over it. This is literature
as psychology and psychology as literature.

[iterature enables us to imagine a reality that we do not expericnce. B
reading about suffering. trauma and madness, we educate our feelings and oal
access to an experiential view of things that science cannot provide. Faulkner
fiction is based on the ability to see truth through the lie of fictive art. A Re
for Emily is a short story that presenis - in 4 subtle way, a cas¢
schizophrenia; it cannot capture the actual experience. but provides a betd
vchology can. because as readers we acknowledge

grasp of it than the ps)
ability of art to convert dry psychological data into human density, pathos =

dignity due to the fact that literature humanizes medical practice. This sk
story speaks to the nature of the human eondition, even though the picts
presented is one of horror. The purpose of this paper is to lead the reader
better understanding of this illness through the vicarious experience
literature affords. By the subtle process of identification, the reader is allg
to enter the life of the characters and become enriched through the analys#
their hopes and fears. loves and hates. He will thus come to understand
clements of his own personality and the possible outcome of the conflig

forces in his own life.

The inguiring writer of
psychologist and psychiatrist.
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mg to DSM-IV, schizophrenia is a psychotic disorder or a set of disorders,
h there is a break with reality. as well as other positive and negative
(APA 1994:285). Schizophrenia occurs most ofi

en in late adolescence
adulthood. Catatonic schizophrenia is usvally associated with fixed

2. Although the specific causes of schizophrenia are still uncertain, there is
¢ of genetic involvement, as well as family environmental influences.
Personality disorders have an onset in adolescence or early adulthood: these
tively permanent and inflexible patierns of interpersonal difficulties and

with one’s sense of self. Freud himself states that one traces back adult
traits o their genesis in the past. in the infantile development (Staton
234). Basically, A Rose for Emily is built on this idea, the story spinning
bards and forwards in time like memory, showing Emily torn between the
and the past, her present mental state being the result of the abusive
sence she had as teenager. Emily proves to be incapable to deal with the
i being trapped in the past, because, as Gavin Stevens (another William
er character) famously said, “The past is never dead. It's not even past.”

auses of Schizophrenia

A reading A Rose for Emily. we have to look for the manife

st and Jatent content
= as it was already said, the story doesn’t capture the actual experience. The

ise cause of schizophrenia is unknown although a number of factors influence
Bisorder and can help us infer what the cause or causes may be.

There is a clear genetic connection, apparent from studies in which the
eentage of incidence of schizophrenia was determined for someone related
i relative with schizophrenia.

In A Rose for Emily, insanity runs in Emily’s family on her father’s side.
learn that Emily’s great-aunt, old lady Wyatt, had gone insane. Before her
. according to the townspeople, old lady Wyau is “completely crazy”
sulkner 1950:123). Moreover, the lownspeople call in two female cousins to stop
Bily from dating Homer. They are relatives of the same old lady Wyatt, being
ven more Grierson than Miss Emily had ever been” (Faulkner 1950:127),

The prenatal environment also appears to be related 1o
shizophrenia in later life and delivery problems all implicated.
In A Rose for Emily there are two possible interpretations. First of all, it is
likely that Emily’s mother had delivery problems, dying while giving birth to
mily. As far as we know, Emily is an only child: the story doesn’t mention any
blings. Faulkner also doesn’t mention her mother: it strikes us as odd that the
marrator doesn’t say anything about her mother at all. The only reasonable

the incidence of
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explanation for this is that the narrator wants 10 emphasize just how much Emily
was her father’s daughter, a Grierson with all the genetic problems she from him.

A second possible interpretation would be that Emily lost her mother at
a young age. This situation also can lead to schizophrenia, as Read (2004:228)
says: “...a recent outpatient study found that loss of mother during childhood
was significantly higher (55%) in ‘schizophrenics’ than for other diagnoses
(23%) (Friedman ef al. 2002).”

However. in both cases the absence of the maternal figure in Emily’s
life could have led to schizophrenia.

3. Emotional tension in families may induce neurotic behavior,
The mental health of the adult is in direct proportion to the sanity of his’
carly family relationships. Family life constitutes the child’s first experience of
love or indifference and bears definitely upon his later adjustment to life. As
Shrodes says (1943:282), “There are infinite shadings of neurotie
expression...but any influence which diverts the development of one
emotional life from its normal cycle...at a certain point, may induce neurotie
hehavior.” Even though schizophrenia is a genetic disorder, most psychologists
agree that conditions or behaviors can run in families for other reasons as wel
such as rearing patterns. “child abuse and neglect” being “more strongly relates
to diagnoses of schizophrenia and other forms of psychosis than to diagnoss
indicating less severe disturbance” (Read 2004:228) because, as therapists ofte
say, the entire family engages in a “dance” the produces certain results.

Emily’s family is a dysfunctional one. Her father clings to
dysfunctional rearing pattern in order to keep his family unit intact. In &
situation. Emily’s behavior might be seen as an effort to cope with interperson
family problems, her actions being a sort of “solutions” to these problems.

Emily’s father is the man with the gigantic horsewhip. He's @
referred to as “Emily’s father.” From all evidence, he controlled Er
completely until his death, and even continued to control her from beyond
arave. The bare sketch we have of her father shows a man who was unus
controlling. domineering, and perhaps capable of deep cruelty, even towa
only daughter. All his lifetime he set her up for a way of life that
impossible for her to escape, until her death, and the natural outcome is a I8
one, as Faulkner himself says, “a"selfish man who didn’t want her to &
home because he wanted a housekeeper, and it was a natural instinet
repressed which - you can’t repress it - you can mash it down but it co
somewhere else and very likely in a tragic form (Inge 1970:22).

The importance of Emily’s father in shaping the quality of her |
insistent throughout the story. Even in her death, his dominant presence is
above her dead body “the crayon face of her father musing profod
(Faulkner 1950:129). The relationship they had was a consuming ong
heing evident in the father’s portrait that dominates the house. Even thot
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ence is directed outward toward the would-be suitor (the upraised
sewhip), the daughter is in fact forced to stay in the background, being
pnated by her father whose back is turned on her. symbolic for the lack of
munication between them. The father is in fact a force that prevents both
¥ from getting out and the suitors from getting in. In a word, Emily is his
terpicce: her identity is determined by the constructs of her father’s mind.
e rest of her life remaining “a slender figure in white™.

By separating her so severely from the rest of the town when he was
. going as far as to make sure she didn’t have any lovers or a husband, he
ated her own decay, as Sara Deats in Aging and Identity (1999:112) says:
pman’s failure to achieve sexual fulfillment through physical love and
herhood initiates her own decay”. According to Zimmerman, the passion of
makes girls mad, and jealousy. women mad. Emily was then twice
osed to madness: while as teenager - when all her dreams have been
ftroyed by the man who gave her life, and then, when at womanhood she
sued her own desires for love and sex failed miserably. That is the moment
n she reverted back to the life her father created for her — a lonely, loveless,
ated life. The only change in her life is that now she is haunted not by one
. but by two: her father and Homer Barron rotting away upstairs.

Emily is not to be solely blamed for killing Homer, because, as Caroline

odes states, “a girl’s reaction to her father may condition her later responses
i members of the opposite sex” (1943:33). Because she didn’t have a mother,
aily’s natural attachment was directed solely toward the only paternal figure
knew, her despotic father. Her attachment to the father might have led to a
ing of identification with him, which inhibited, in turn. her emotional
elopment. We can notice her psychological obsession: Emily is trying to
ate her identity between a present situation of dissatisfaction and the only
idity she possesses, which is the nostalgic remembrance of the past. She
=mpls to give form and continuity to her own fragmentary experiences and
ires by dissociating herself from a far from ideal present and by reliving a
past memory. When her father dies, unable to admit that, Emily gives up his
pody only reluctantly. In killing Homer, she is able to keep him near her. his
piting body replacing the father’s buried corpse.
Whatever happened inside the house during her childhood, her
motional handicap left a deep mark on Emily's personality. The symptoms
he developed are either a reaction to the pathological relationship she had
ith her father or to abnormal patterns of communication within the family, as
ristopher Frith writes in Schizophenia, A Very Short Introduction
003:113), “unresolved conflicts, stresses, and in particular reactions to
#bnormal patterns of communication within the home...explain negative
symptoms such as social withdrawal and difficulties in forming relationships
with others as well as positive symptoms such as hallucinations and
delusions.”
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B. Symptoms of Schizophrenia

1. Schizophrenia includes positive symptoms as delusions (false beliefsh
hallucinations (false perceptions), and disorganized speech and behaviors. In
positive symptoms there is an excess or distortion of normal behavior.

i. Delusions are false beliefs that are held even in the face of contradictos
evidence.

“Most of the behavior patterns are responses which, although common 1o a8
have been carried to excess. When he ceases to exercise control over
fantasy life. when he can no longer distinguish between the dream and &
reality, then his sanity may be questioned. For in psychotic behavior &
manifestations we have called neurotic are carried to excess. No longer is thes
an interplay between one's primitive impulses and the repressing forces of 88
personality: one is no longer governed either by his own moral scruples or 8
his desire for social approval.” (Shrodes 1943:325)

We see Emily regressing into her sell-created reality. an imaginary realm wis
she is the only one capable of making rules and dictating over the bodies of the
men in her life who made her suffer beyond measure. By immersing herself in
“veality’”, she has the possibility to satisfy her desire of love, to reorganize
entire world where the socially constructed quality of language is hidden
repressed, thus producing a deformed view of the world. Inside her castle,
doesn’t need or have desire for a relationship with the society. In a way, S8
fighting against the cruel reality, her inner world becoming the arbiter of the
created “realin’, her consciousness being impenetrable to external rels
hecause reality is the source of all her suffering. In order for her to be happys
must break off all relations and set herself prisoner to her re-created world in 3
the most unbearable features are replaced by other according to her whishes.

The problem is that once inside her new world, the whole noties
“reality” no longer exists. The “truth” is inaccessible for Emily: her entire
is dominated by her own internal fantasies and obsessions, so the “factualk
the “fictional” overlap, the distinction between reality and illusion being B
out. For instance, she refuses to admit that she owes any taxes. When the 8
protests, she does not recognize him as mayor. Instead, she refers the com
to Colonel Sartoris. who. as the reader is told, has been dead for neas
years. For Miss Emily, apparently, Colonel Sartoris is still alive. Mo
when her father dies. she denies to the townspeople for three days the
dead: “Just as they were about to resort to law and force, she broke dows
they buried her father quickly.” (Faulkner 1950:124). Her dead lover, He
in one sense still alive, and Emily keeps him in the bridal chamber.

In the effort of resisting to change, Emily makes use of the d&
strategy of denial. This is in fact, to use the psychoanalytic term. a
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mechanism or adaptive strategy. Emily denies the laws of the society,
geath, and her singleness.

Denial of laws: Emily enforces her own sense of law and conduct. This
he refuses to pay her taxes: “[Miss Emily:] "See Colonel Sartoris. | have
ies in Jefferson."” (Faulkner 1950:121) Although Miss Emily couldn’t
f back the dead Colonel, she made sure that her version of the reality
ped the reality. She also gives no account for buying the poison, even
th the law required that. Her dismissal of the law eventually takes on more
jer consequence, as she takes the life of the man whom she refuses to allow
pandon her. Finally, Emily ignores the law when she refuses to have
rs attached to her house when federal mail service is instituted.

Denial of time: Time is negated by the altempts to create and master
v.” Emily’s fantasy involves replacing her deceased father with Homer’s
e. By this. she experiences a conflict between the need to destroy all
ections to her past and the desire to find the so much desired love in the
pn of Homer, in this way saving herself from the danger of being changed.
aracter hallucinates a world in which she experiences the intensities of this
pinary realm for the pleasure of fulfilled and consummated desires: this is
she seems incapable of diverting her gaze from her father to a world outside.
Denial of death: Death is the main issue that literature. medicine, and life
= on. In this story, Emily attempts to exercise power over death by denying the
| of death itself. She unfolds her power inside her house which represents
ation, mental illness. and death. Her castle is a shrine to the living past. and the
=d upstairs bedroom is her morbid trophy room where she preserves the man
& would not allow to leave her. In fact, the retaining of both bodies inside her
e is the outward sign of Emily’s attempt to reach an inward adaptation.

In her case, this inner adaptation equals necrophilia that is first revealed
en her father dies. Unable to admit that he has died, Emily clings to the
trolling paternal figure whose denial and control became the only form of
she knew. Emily's strange behavior shocked the townspeople. When the
ladies learned that Emily's father was dead, they went over there to give
¢ their condolences but encountered an Emily in complete denial. For about
pee days she refused to admit that her father was dead. “She told them that her
her was not dead” (Faulkner 1950:123) — for there was no body to be buried.
e gives up his body only reluctantly. The town didn’t fault her for failing to
me to terms with the fact that he was gone, but they tried to fix her soul and
dv problems by sending preachers and doctors to work with her. Finally,
nily broke down in grief and let them take the body and bury it.

As schizophrenic, Emily exhibits a repetitive behavior, so that when Homer
=s. Emily refuses to acknowledge death once again, although this time, she is
esnonsible for bringing about the death. Interestingly enough, even though she is
esperate to find and experience the sexual love she has been for years forbidden to
e. as Thomas Inge (1970:48) states, “her passionate, almost sexual relationship
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with her dead father forces her to distrust the living body of Homer and to kill him
so that he will resemble the dead father she can never forget.”

Denial of singleness: In this story, to love is to possess someone. Like
any other girl, Emily loves, but the imposed repression of her sexual needs
leads to a deepened schizophrenia.

Emily refuses to accept the role of a spinster, and prefers a dead lover to
none. The only way to keep him near her is by killing him. which is an
task since Emily lives in a world of her own invention where even murder is
permissible (murder that serves to deny that she is really unmarried). She hides
her dead father for only three days, and then permanently hides Homer’s bods
in the upstairs bedroom, trying by this to keep alive a fantasy of marita
happiness. However, her act hides something more than just necrophilia; it is 8
way through which she can finally gain control over her father, because Home
Barron resembles him. Like him, Homer carries a “whip in a yellow glove
during their “courtship”. which reminds Emily of the control her fa
exercised over her. She thus completes with Homer's body the gesture
began with her father’s corpse, which is to take possession of him.

ii. Hallucinations are sensory events, tactile and olfactory in nature §
schizophrenia, for which there are no precipitating physical stimuli.

In Models of Madness (Read 2004:231) we read about a study
revealed the fact that hallucinations are closely linked to child sexual
physical abuse: “One outpatient study found tactile hallucinations only in
who had suffered child sexual or physical abuse. The figures for olfactes
hallucinations were: non-abused. 1%; child physical abuse, 9%; child se
abuse, 10%. both forms of abuse, 21% (Read et al. 2003).” The severity of
abuse (e.g. age at onset, degree of violence, duration and intrafamilial abuse)
closely linked to particularly high rates of hallucinations.

In Emily’s case. she seems to develop both kinds of these psvche
symptoms. First of all, she exhibits ractile hallucinations. Emily hallucinates
denying her father's death, even though she has his corpse at hand. Moreove :
Christopher Frith states in Schizophenia, A Very Short Introduction (2003:]
“the schizophrenic patients were more likely to behave as if they were hallucing
and engage in apparently pointless repetitive behavior”. Therefore, if Emily g8
up her father’s body only reluctantly, she repeats the same maneuver, this
permanently entombing Homer’s body. For Emily, both her father and Homer
alive, this hallucination allowing her to lie with Homer in bed.

Secondly, Emily exhibits offactory hallucinations. We read in the s
about the bad “smell” emanating from her house. That was two vears afte
father’s death and a short time after her sweetheart deserted her. This s
remains a mystery until at the end of the story, when it is resolved by
horrendous sight of Homer Barron’s cadaver. It seems though that Emily
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=d at all by that smell; she even managed to sleep in the same bed with the
gver! Faulkner is however, a genius in the irony that underlines Emily’s
. We already know that as a schizophrenic, Emily is incapable of perceiving
nts, but when she decides to kill Homer, she uses arsenic, favorite murder
pon, due to its reputation for being odorless, colorless, and virtually
stectable by the victim. The irony is that a mentally sick person can cover her
werous deed because she knows what the sane people are able to feel!

Disorganized behavior - Schizophrenics usually have disorganized behavior
ach areas as hygiene, health, and personal interactions. and n the extreme
. they may exhibil catatonic behavior in the form of postural immaobility.

giene: The text makes it clear that Emily has no problem in living in a house
=d with dust. When the deputation called upon Miss Emily to collect the
5. the entire house “smelled of dust and disuse . . . when they sat down, a
B dust rose sluggishly” (Faulkner 1950:120). The house is a place of stasis;
hiclds Emily from the world, suggesting the mind of the woman who
abits it: shuttered. dusty, and dark. In a way. the dust is a protective presence
o regrets and painful memories undisturbed. In the final scene, the dust is
wppressive presence that seems to emanate from Homer's dead body.

Health: A Rose for Emily points out the significance of the physical

ges of Emily, the way her body reflects the ravages of the denial of reality

i the passage of time that is imposed on her. After the death of her tyrannical

ser, Emily “was sick for a long time™ (Faulkner 1950:124) and the narrator

en immediately tells, “When we saw her again, her hair was cut short, making

look like a girl”. However, the first appearance of Emily, six months after

disappearance of Homer Barron, reveals that “she had grown fat and her
was turning gray.” (Faulkner 1950:127)

Personal interactions: A Rose for Emily is a story about the extremes of
plation - physical and emotional. In fact, it draws the attention against the
gssible consequences of the process by which human beings become isolated by
sir families, by their community, by the past, and by their own actions and
boices. “After her father's death she went out very little: after her sweetheart
ent away, people hardly saw her at all.” (Faulkner 1950:222) Her father isolated
& from men, and then Homer Barron permanently isolated her from everybody.

e individual is often in conflict with himself, with other individuals, or with
jcicty in general. The degree to which the various elements of one's personality
= in harmony determines the extent of his mental health, and his happiness as
g individual will depend on the success of his adjustment to the inner laws of his
ging and to the pressure of the external world. The psychiatrists agree that one

ast either accepl the world as it is, with all of its imperfections. or he/she must
sase to be a social being and retreat into a private world dominated by his/her
mpulses and desires. Emily withdraws from the world, which leads to the
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impossibility of fulfilling her desires. She lives in fact in a close circle she cannot
escape from within, thus capitulating to insanity and disorder. She ends up being.
psychotic because she encounters further trauma later in life in the person of
Homer. This episode in her life proves to be devastating because Emily, as a
result of her earlv trauma. is already hypersensitive to the prospective of losing
again the possibility of fulfilled love.

Art plays a very significant role in Emily’s life, both in her attempt of
integrating in the society and thus restoring herself, and in her deepening
schizophrenia. Emily is a prisoner in her own private “palace of art”™ where, by
staring to the picture of her deceased father up to the point where she becomes hin
she can become strong enough to make her own destiny. We don't know for sure #
Emily's artistic ability extended beyond china-painting. Some critics scem to think
that Miss Emily is responsible for the “crayon portrait of Miss Emily’s father
{Faulkner 1950:120) that sits on an easel in the parlor. The fact is that she co
paint, her art being first of all a link to the town, a way to be a member of
community and to have some contact with the outside world. then secondly
source of comfort (art therapy). The only problem is that this source of comfg
turns out to be another source of mental distress, since her former students are @8
ones keeping their children (the next generation) away from her. Perhaps the
china-painting lessons were scary and creepy.

Catatonic behavior: Catatonic-type schizophrenic patients appear
become unresponsive to the world around them, and Emily, in her cas
becomes a lighthouse-keeper, watching and being watched. Miss E Gricrsos
pictured motionless, with her face framed by the window in which
constantly sits looking out at Jefferson's passing life. She is only seen, In
time to time, in a downstairs window: “As they recrossed the lawn, a wind
that had been dark was lighted and Miss Emily sat in it, the light behind §
and her upright torso motionless as that of an idol. Now and then we would$
her in one of the downstairs windows ... looking or not looking at us, we ca
never tell which.” (Faulkner 1950:123) Then the narrator tells us that this im
of Emily in the window is seen by generations of townspeople, which sugg
the durability and unchanged state of her mental illness.

Her catatonic behavior is made visible once again when she decide
purchase arsenic. When the druggist says “[The] law requires you to tell
you are going to use it for” Emily appears to be unresponsive: “[She] just s
at him, her head tilted back in order to look him eye for eye. until he lo8
away and went and got the arsenic and wrapped it up”. (Faulkner 1950:126

2. Schizophrenia also includes megative symptoms, in which there is an abs
of normally occurring behaviors, such as a flattening of emotions and les
speech (alogia).

i. Flattening of emotions: Traumatic emotional events creale psychol
stress that causes the individual to regress to an earlier stage of emd
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sment, this regression being associated with the appearance of psychotic
< Some individuals adopt coping mechanisms for dealing with
stress. but as the emotional stresses accumulate, the coping
s are finally overwhelmed and psychotic symptoms develop.
We can only infer Emily’s desires from the cumulative events of the
Since the action is primarily filtered through the narrator's voice, the
% lessened being more frecly elicited behind the mediating presence of
=ator who represents the external socictal world. Desire designates a lack.
ce. but the mind in the act of hallucinating can imagine a satisfaction
n be fulfilling. This middle-aged. catatonic, passive woman reacts
sively to the potential loss of love and desperately tries to cling to the
ation of the personality and the repression of desire.
" Emily’s flattening of emotions is directly connected to Freud's beating
s The whole town remembers Emily as a “slender figure in white in the
sround, her father a spraddled silhouette in the forezround, his back to her
Sutching a horsewhip.” (Faulkner 1950:123) This evokes the triangular
anship between the woman who is beaten, the paternal figure who does the
me. and the spectators who stand aside and watch. According to Freud, the
n who does the beating is her father, and he is replaced later on by a
stute taken from the class of fathers, which Homer in this case.
The symptoms she exhibits are those ol someone with a schizoid PD
sonality Disorder). being perceived as cold and uncaring, detached from
1 relationships, expressing little emotion, and having no desire to form
relationships (no one knows for sure what happened between her and
ser, if they ever decided to get married or no). The question is whether
y is consciously repressing her desires or she acts like this because of
mental issue, According to Freud (Caroline Shrodes 1943:249), the -
weept of sexual drives is “the primary motivating principle of behavior. As
 child develops in his social environment, he learns that he must reprgss
gse impulses.” If this is the case, it is a normal outcome that of Emily
sforming herself into someone who is masculine, for Freud makes il very
ar that the girls seem to experience metamorphosis within the realm of
gasy and change their sex, for in their fantasies they turn into boys. By
asforming hersell in the image of her I ather, she gains the needed power
keep Homer and eventually to kill him. Anyway, it has long been argued
@t criminality is a form of pathology. which supports the idca of
hizophrenia in Emily’s case. She kills in cald blood. Poison is a symbol of
weeption, given kindly, thoughtfully, and much in keeping with the
Lestic ritual. within the house, with the man as a victim fo exert control
cer him. Even though we have no information about what really happened
the house. usually the poison is administered deceptively, being mixed in
drink that usually connotes love and service. In trying fo create a
anent wedding night, Emily proves to be dangerously deceptive and
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manipulator. incorporating “in herself her father's brutality”

1987:297).
Emily’s flattening of emotions |
townspeople conclude that Emily will ki
in a different direction, the final scene of the story
necrophiliac. Necrophilia typically means a sexual attract
in a broader sense, the term also describes a powe
Necrophiliacs tend 10 be so controll
resort to bonding with unresponsive entiti
words, with dead bodies. While living, Mr.
his death, Emily temporarily controls him by
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Conclusion:
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interpretations arc endless, because this story has some

ow, an invisible woun

everyone.
For most of the story. Emily is seen only

can identify themselves with the problems,
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implications of her acts are intimate
The image of Emily’s hidden, trauma
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impulse to comprehend only what we want to “‘see.” A Rose
to take off our “rose-colored” glasses and look reality in the face.
he mental illness named schizo

about is the reality of t
both the causes that lead to it and the symptoms,
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the individual’s stream of experience will cease only with death.
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Jewish Immigrants in America

Eniké Maior
“Partium™ Christian University Oradea

bstract: In my paper 1 want to offer an overview on the Jewish immigrants in
erica. The first settlers arrived in carly September 1654 escaping the horror of the
d continent. They were in search of a new land where they could live without being
eatened by annihilation. The task of my paper is to show how the first group of 23
tople developed into a population of at least 6 million.

ev-words: Jew, American Jew, Promised Land. settlement, development

bc Jewish immigrants founded the first community in America in early
iptember 1654, in New Amsterdam. The community was formed by four
en. six women, and thirteen youngsters. They left Brazil which the Portuguese
i taken back from the Dutch and, as they did not wish to convert to
ristianity, they had to leave. In the coming years, more and more Jews came
America because they saw in it a new hope and a new life. The first to come

= the Sephardim. They belonged to the group of Jews who were expelled
#m Spain and later from Portugal by the Inquisition. First they moved to
plland and. from there, to America. Most of them were wealth and
holders of the Dutch West India Company. This is one reason why they
e allowed to stay in New Amsterdam in 1654, Governor Peter Stuyvesant
eived the following decision from the Dutch West India Company regarding
Jewish question:

We would have liked to effectuate and fulfill your wishes and request that the
new territories should no more be allowed to be infected by people of the
Jewish nation... Therefore after many deliberations we have finally decided
and resolved to apostille upon a certain petition presented by said Portuguese
Jews that these people may travel and trade to and in New Netherland and live
and remain there (Karp 1976: 23).

next centuries brought thousands of immigrants to America. The Sephardim
mot have to face the problems of the East European Jews. In most of the cases,
fast Europeans were poor; they were peddlers and small shopkeepers who had
ogle for their survival. The two groups did not have any connection and only
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later, when the number of Sephardim Jews declined, the relation between the two
groups improved. The Sephardim could not be considered as models for their East
European fellow coreligionists becanse they were not religious and did not want to
stand against assimilation. They wanted to become part of the American society
and, through intermarriages, they succeeded.

The next group of Jews who immigrated to America was that of
Askenazi, or German Jews, by the mid-eighteenth century. They were not as
wealthy as the Sephardim. At the beginning, they were shopkeepers, or peddlers
but in time they would become the most influential economic factor in the
American economy. Unlike the Sephardim, they moved westward to San
Francisco, Chicago, 5t. Louis and they settled even in such places as Nebraska
and New Mexico. Their businesses flourished and a 1887 New York newspaper
published a list of forty-one millionaires only in New York. This newly
acquired sense of protection granted by money, after many centuries of
persecution, put the Jews in a different position in society. They began to be
assimilated into the mainstream of American society and that is why conflicts
appeared between them and the Fast European immigrants.

To understand the Askenazi’s wish to integrate as fast as possible into
the American mainstream we must have a look at their history on the old
continent. Life in the German territories was as oppressive as it had been in
other parts of Europe. Gittleman affirms that the Jew was “no better than the
cattle of the fields...the petty prince determined the size of the ghetto, who
could have children, what work a Jew could do” (Goldblatt 1993: 10). Under
the rule of Empress Maria Theresa, the Jews living in the Austro-Hungarian
monarchy had to Germanize their names. These Jews tried to integrate
themselves in the two above-mentioned societies and the only way to do it was
to introduce new reforms.

The most important person from this point of view is Moses
Mendelssohn, born Moses ben Mendel. He was a rabbi. a Talmudist whe
introduced the idea that Jews should replace Yiddish with German in order e
be assimilated fast. His efforts proved useful because, at the same time, thers
started the Jewish Enlightenment. Haskalah, throughout Eastern Furope. Thes
tried to find a consensus between the modern world and the Orthodox Judaism
They reformed the Jewish rituals and practices as Gittleman had noted:

In its most radical form. Sunday services were substituted for the traditions
Sabbath, and the service itself, with organ or instrumental music, men and wome
seated together. prayer in German, was indistinguishable from the Protesta
service, which was the goal of many of the German Jewish reformers.. . The mode
quite clearly was the Christian church (Goldblatt 1993: 11),.

The Jews tried to integrate as much as they could, but discrimination continue
The German Jews, because of this and of the poor economic conditions, starte
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Bmigrate to the US, bringing with them the rituals and practices of a
ed Judaism. With the arrival of the Fastern European immigrants from
Pale, this will be opposed to the Hasidic Judaism of the newly arrived
grants. The German Jews wanted to Americanize the East European Jews
quickly as possible. They even organized evening classes for them to learn
glish and different professions (waiters, watchmen, bakers). Another way
& 10 move them from the densely populated regions into the remote ones, the
Rotas. Arkansas and Louisiana. But this proved to be a failure, as Jews could
accommodate themselves to this new situation,

The large scale movement from Eastern Europe took place in the early
of the twentieth century. The Jews living in the Pale tried to preserve their
ity in times of pogroms and massacres. The ones under the rule of Nicholas I
B 10 suffer the most. Their sons were taken from them at the age of twelve and
to remote provinces of Russia and Siberia to be out of any Jewish influence.
pen. when they reached eighteen. they were enrolled in the Czarist army for the
mpulsory twenty-five years. Another anomaly was that they had to pay taxes of
sorts. Ande Manners mentioned some of the most ludicrous ones:

The candle tax on Sabbath lights, and the box tax. divided into two
classifications — general and subsidiary. The general tax was levied on every
ritually slaughtered animal or bird and on every pound of kosher meat, The
subsidiary tax applied to the rents of houses or shops, business profits,
inheritances, and clothing specially worn by Jews. To wear a varmulke
(skullcap), for instance, one had to pay a tax of five silver rubbles a year
(Goldblatt 1993: 15),

is funny to read about such taxes nowadays, but then it was something
ormally accepted. No one dared to question the Czar's decisions. Jhe Jews
fanted to distance themselves from the actual world through praver and
almudic studies. They tried to turn inward. to find the way of the final
@lvation from the constraints of their present lives. In the Jewish community,
she women were the ones who earned their bread. The men. in most cases. were
studying the Talmud and the Torah. Of course, not all of them became a rabbi,
But it was important to be able to conduct discussions on the Talmud and Torah.
‘The Jews considered education more valuable than material wealth. The fathers
preferred to have as a son-in-law a learned man than a wealthy one.

This idea will be developed at full by Abraham Cahan in his The
Imported Bridegroom (1898). The protagonist will bring a would-be husband
for his Americanized daughter from the old continent. The young boy’s hungry
mind will prevail over his soul. He will have access to all previously forbidden
books and he will not be able to resist temptation. In a free society he cannot
feed his mind only with the Torah and Talmud where there are so many
challenging idcas. opinions and findings. Hasidism praised the heart over the
mind. But in America this was not applicable. Gittleman affirms “A ny humble
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Jew...had access to God, as long as his heart was open and happy. This aboy
all was essential. the banishment of sadness, of misery. The only path to heave
is lined with singing and dancing angels...” (Goldblatt 1993: 20).

By 1915 the number of Jews reached almost 1.4 million. The first thing
the immigrants met was the culture shock. They arrived in the big, faceles
urban community. They came from remote parts of Eastern Europe where thes
lived in small sthetls (the village in Yiddish) following the Jewish traditions a '
rituals. Their life was organized around the Jewish rituals. The communig
closely watched its inhabitants so as to preserve the Law and not offend God
The big city swallowed them and they were not able to collaborate with the:
newly acquired freedom. In the old continent, they were threatened &
annihilation and pogroms. Here they could rely on the history of their anceston
who. since 1654. could live in peace without being threatened by violer
attacks. The emphasis was on material gains which represented success
Success was measured in terms of money. Capitalists tried to maximize profit
and 1o minimize costs. They welcomed the immigrants because it mea
cheaper workforce. There was no time for the spiritual, as it was in Europe. Lifé
has become faster than before.

In Europe, the men had time for the study of Torah and Talmud, buf
here they had to work from dawn till late night to be able to feed their familys
They began to forget about their rituals and traditions. They could not keep
them because they had to work. Howe speaks about the disillusion of
immigrants *...dark tenements, filthy sidewalks; saloons on nearly cvery
corner: sinister red lights in the vestibules of many small frame houses — alf
these shattered my illusions of America” (Howe 1976: 67). In this poverty=
stricken world. the stability of the family was shattered. Lincoln Steffens. &
gentile journalist, describes the situation of the Jews at the beginning of the

1930s as follows:

The tales of the New York Ghetto were heart-breaking comedies of the tragie
conflict between the old and the new. the very old and the very new; in many
matters. all at once: religion, class, clothes, manners, customs. languag
culture. We all know the difference between youth and age, but our experience
is between two generations. Among the Russian and other eastern Jewish
families in New York it was an abyss of many generations; il was between
parents of Middle Ages, sometimes out of the Old Testament days hundreds of
vears B.C.. and the children of the strects of New York today...Their sons
were rebels against the law of Moses: they were lost souls. lost to God, the
family, and to lsrael of old (Karp 1976: 129).

The ghetto dehumanized its inhabitants and the quest for material wealih
created immoral values and role models. The women were put in a new role
with which they could hardly cope. The intergenerational conflicts could not be
avoided.
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The parents sent their children to American schools where they learnt
English and looked down on them and their Jewish life-styles. The children
were ashamed of their parents and they tried to escape the ghetto. One of the
possibilities of getting out was through education. In the case of Jews we can
affirm that education has played an important role for centuries. In the sthetl,
education was the vehicle for social mobility and influence. As the parents sent
their offspring to public schools, the number of cheders diminished. It was hard
for the children to go to cheders also because it took their little free time after
school. This is one of the reasons why Judaism lost ground in America among
the immigrants. Secularization and assimilation were inevitable. Dr. David
Blaustein, head of the Educational Alliance. stated in an interview in The New
York Tribune on August 16,1903

You can imagine the confusion in the immigrant’s mind when he reaches
America. He finds his church of no account whatever. No one cares what
church he belongs to or whether he belongs to any church or not. The state
delegates no rights or powers to the church. All that is asked is whether he is
an American or not and whether he is loyal to his adopted country. No one
cares anything about his loyalty to his church or regards his religious belief as
a matter of importance to anyone but himself (Karp 1976: 191).

They could not understand the American way of life which was freed from the
tonstraints of religion. In the old continent, in the sthetl, the life of the Jews was
closely watched by the elders of the community. Here, they had to live as they
ished; the only thing they had to keep in mind was that they were in America.
This was the social background, granted by history and immigration, in
which Jews had to find their new identity. With the first generation immigrants.
ve cannot speak about a well-formed Jewish-American identity. but with their
thildren this will take shape and will be presented to the American reader. Now
et us speak about the term Jew and its several definitions.
| believe that it is very important to define the term “Jew™. | feel the
ed for a detailed analysis of the notion in order to be able to continue my
esearch into the topic. | have heard the expression many times, but I could not
ind a precise explanation for it. So let us start our analysis. | think that there is
%0 more controversial task than to define who is a Jew. It is very hard to give a
foper definition. We have to know and understand who can be considered and
led one. I will present several ideas on this subject and T think that everybody
n choose the one that he/she prefers more. It can be defined from a biological
a psychological perspective. You can be born one, but not be a practitioner,
you can become one and be an ardent follower. We can define the term from
eligious point of view or from a secular one. From the point of view of
figion, there are three categories, according to Michael Greenstein. Orthodoxy
es into account biologic facts and defines the Jew as the child of a Jewish
ther. At the same time, it allows for the conversion of non-Jews by a
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rabbinical court of three men. This implies circumcision as the physical mark of
Jewishness and, at the same time, conformity with the laws. rituals and
traditions of Orthodox Judaism.

The next category is defined according to the Reform movements o
Judaism. This deals with the existence of a Jewish identity and argues that eac
individual is free 1o choose a faith or. if he wishes, to even forget about it. T
wdentity is linked to the environment in which the individual was born and it i
something that changes according to the requirements of the time:

Let the pure, “conceptual™ man discover America and the Jewish mantle i
recut and resewn to ensure a comfortable fit in the new climate. As in
fashion world, there is always an intellectual tailor able to fit everyone's It
of mind and temperament. Let no one feel uncomfortable in his host society. |

¥ it is a question of the latest fashion, then “fitting in™ dictates the chang
{Greenstein 1990: 3),

This idea suggested by Michael Greenstein is quite unusual. | think that th
environment influences the individual, but I do not think that it is possible &
change your identity according to the latest fashion. You cannot change from
one day to the other. | can accept that minor changes appear, but not major
ones. Reformed Judaism is like belonging to a club where you pay
membership fee and attend events organized by it. In the case of Reforme
Judaism, there is no need for an official conversion, it depends on th
individual’s interest in being a Jew.

The last category is based on the ideas of Conservative Judaism. As
Michael Greenstein states: “If Orthodoxy makes little difference between
“wheat and chaff” and Reform looks to its environment as a guide.
Conservatism aspires to the position of mediator between tradition and a new
social context™ (1990: 5). In most of the cases, Conservatives are close to
Orthodox Jews. However, one of its drawbacks is that it cannot offer solutions
lo basic questions and also to that of being a Jew in America. But, unlike
Orthodox Jews, they are able to fit into the American scene. In the old continent
it was easier for the Jews to define themselves as such or not than in the Golden
Land because centuries’ long, generally accepted definitions helped them. As
Jews were living in villages following strictly the rules and laws of Judaism, it
was quile clear who could have been considered a Jew. The life of thes
inhabitants was closely walched by the elders of the village and by the rabbi.
They could not disregard the laws of Judaism without being punished by their
fellow coreligionists. Judaism was not only a religious system, but also a life
style. It showed to its followers how they had to live so as not to offend their
God. Jews supported one another because they were threatened by annihilation
in Europe. They were united in the war for their identity and in most of the
cases, for their life. Bul with the mass immigration of Jews to America, things
changed. Their life was no longer threatened by physical extermination. They
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arrived in the big cities where closely-knit fami
were cut off. For the coming generations it was not an easy lask to define
themselves as Jews. They were not threatened by massacres. but had to deal
with the problem of assimilation. T think that it is very important to understand
the situation of the Jews in America and their problems in order to discuss
properly the subject-matter of this thesjs, Without understanding the underlying
forces that influenced Jews in defining their identity. we cannot understand the
works of the Jewish-American writers,

As we can see, there are severa] ways of defining whe is a Jew and this
depends on the individual’s point of view. I think it is more important to give an
answer lo the question of whur being a Jew implies. The answer was simple in
earlier times, but in America the situation was different. As [ have mentioned
before, living according to the laws of Judaism is an essential part in the self-
definition of Jews. To eat and live in conformity with the rituals and traditions of
Judaism is the first requirement for being a Jew. In the Golden Land, the Jews
faced total democracy of thought, speech and life style. The old continent’s
constraints had to be forgotten. The Jews tried to figure out their new identity
which contained elements of traditional Judaism and elements of Americanism. [
think that Michael Greenstein's idea is characteristic from this point of view:

Iy and religious relationships

And vel, it is extremely common for the Jew 1o have a smattering of identities, due
to the widespread stultitication of the basic awareness of who-he-is, An artificial
plant, lacking roots. may be accorded a variety of decorative synthetic foliage.,
Similarly, it may be functional and convenient to sport a multitude of synthetic
identities, so long as they do not precipitate an emotional crisis that reveals the

basic lack of personal integrity in “covering-up” who-I-am (Greenstein 1990 13).

The fact that. for centuries, the Jews did
facilitated the appearance of multiple
ommunity tied the Jews together but, with

the situation changed. The disintegration of the Jewish community led to a
Jewishness based on hollow statements and principles. The old “commitment to
2 singular heritage and destiny™ (Greenstein 199(: 19) was replaced by the
ardent feeling of becoming part of the great American dream. The immigrants,
and mostly second generation ones, tried to live according to the American

norms. With the passing of time. the Jews succeeded in being seen as full
members of the American sociely.

not have a country*of their own,
identities. In the old world, the
their mass immigration to America,
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Of Otherness and Belonging in Andrei Codrescu’s The Hole in
the Flag. A Romanian Exile’s S; tory of Return and Revolution

Anamaria Filiug
North University of Baja Mare

abstract: The question or problem of otherne

position, that of belonging or not to a certain Place or social, cultural, economic
ad political context. This fact also triggers off the desire to reestablish the initial
order. 1o distinguish between here and there, inside and outside. order and disorder,

s" and "them", the result being nothing but a feeling of anxiety projected on a
andscape of exclusion and separation. The purpose of my paper is to address
Andrei Codrescu's representation of otherness in the attempt to supply an insight
into the author's constant renewal of subjectivities, at the same time engaging in

Ereating the prototype of the migrant figure traversing vast geographical and
ultural territories.

85 wsually involves the idea of

\ey-words: exile, identity, migration, displacement, otherness

long history, strangers have usually
-onstantly challenging the natural,
sually triggered off a certain nove

been perceived as threatening entities, _
normal order of things. Their presence has
Ity and difference, their customs, traditions
d language generally contrasting with those belonging to*their new,
wrrogate country. What is essential to mention now is the fact that the
feelings of caution. reticence and restraint which are inherent in the usual
elationship between the localised citizen and the outsider are proportional to
the level reached by that societv's valuation of its national ground and
ritage. According to Roger Bromley (2000:12), “the more the ‘localised”
ave invested in the “sovereign’ nation and drawn ‘power’ from it, the more
densely mediated, or overcoded, their lives become and a kind of territorial
undamentalism is produced”. The very prospect of the migrant’s presence
brings the *localised’ lace to face with some ontological anxieties, questions
earding the problem of transience, instability, temporariness, contingency,
'not sameness’, in this way menacing and destabilising the very idea of
ational identity.
Otherness also involves the question of position, the id
not o a certain place contributing greatly to the sh

ea of belonging
\Brinker-Gabler 1995:5; Sibley 1993 :3). This fact also

aping of social space
brings about the desire
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to re-establish the initial order. to distinguish between here and there, inside
and outside, order and disorder, “us” and “them”. the result being a feeling o
anxiety projected on a landscape of exclusion and separation. In his essa
suggestively entitled How Newness Enters the World, Homi K. Bhabha
(1994:321) brings into discussion exactly the same problem. i.e. the
controversial position of migrant experience, or its liminality (which is ng
longer interpreted as a transitional phenomenon, but a translational one
Caught in-between their ‘nativist' or nationalist set of values, and th
metropolitan assimilation, they become the discordant element. the odd o
out. the untranslatable component of this complex mechanism. They resist
translation and. at the same time, total, complete transformation, willingly
renouncing their right of being passive travelers, in order to become actively
engaged in the process of transforming the societies they have now becoms
pdrt of.
Displacement and migration have led to the creation of some “ims
between zones”, best described in terms of “shifting srounds” or “threshol
spaces” where identity finds itself under a continuous Process
construction and deconstruction (Bromley 2000:3). This new cultura
social and political context has been given various names, such as “this
scenario”, according to Stuart Hall (1993:402), or “third space” in Homi K
Bhabha's phrase (1994:218), the reality described being, nevertheless, th
same. i.e. not a multicultural space in which different cultures live togethe
peacefully. at the same time maintaining their frontiers intact, unalteres
but “diaspora identities [...] which are constantly producing am
reproducing themselves anew, through transformation and difference
(Hall 1993:402).

Returning to the problem of the migrant or stranger, one should als
take into consideration another element which plays an important role i
this complicated puzzle, namely stereotypes. Making direct reference
the behaviour of different social groups, and to their acceptance, receplio
or representation in other nations’ mentality, they (i.e. stereotypes) o
actually dictate a migrant’s position in a new country. As Ni
Papastergiadis (2000:14) mentions, the stereotypical images of the strangs
nowadays. namely asylum-seeker, gypsy or refugee, usually precede h
arrival of migrants, this fact having negative influences on the stranges
representation and his or her future life-in a new culture and society. For,

[Wlhen people from various countries and cultures meet each other,
experience and mental images compete. Earlier meetings with others shape ¢
pre-expectations — which in turn predetermine further meetings with oth
Others, It is not possible to distinguish what, in our attitudes, is primordis
pure expenence, and whal Qerives from the colturally accumulated ima

There is no such thing as pristine encounter {Beller 2007:7).
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ping vour world, yvour universe, your entire life behind the moment you put
he mask of exile, regardless of whether you do it voluntarily or
tarily, means engaging yourself in a complex process of compromising
vour identity and otherness (Brinker-Gabler 1995:12). This actually means
the exile, the outsider undergoes a double change or influence. On the one
all the things which offered him the illusion of stability, that feeling of
ging to a certain people and tradition are altered on the very contact with
‘receiving society, but, at the same time. his ‘not sameness” also experiences
rtain transformation under the continuous pressure exerted by the process of
dmilation. So, not only does the individual begin to lose his or her familiarity
I him or herself, but also their alienation, their otherness gains new valences
connotations.

Published in 1991 by Avon Books, New York, Andrei Codrescu’s
pme The Hole in the Flag. A Romanian Exile’s Story of Return and
wolution attempts to re-create the image of a country which had just been
sased from the oppression of a communist dictatorship. Although the
lared purpose of the writer's homecoming afier twenty-five years of
paration is his intention to write about the so-called ‘revolution’, which
attcred the glorious illusions of wealth and everlasting power of one of the
st totalitarian regimes in Central and South-Eastern Europe, what the artist
ually wants is to see and understand the facts all by himself. first of all. and
to regain and also rediscover his childhood.

Paraphrasing Gayatri Chakravorty Spivak, Dorinne Kondo (1996:97)
pnsiders that “home™ is “that which we cannot not want. It stands for a safe
ace, where there is no need to explain oneself to outsiders: it stands for
munity; more problematically, it can elicit a nostalgia for a past golden age
never was. a nostalgia that clides exclusion, power relations, and
erence”. Under such circumstances, if we agree that home involvgs a feeling
security, offering shelter. protection and familiarity, we also have to accept
= fact that in Codrescu’s homecoming there is a certain kind of paradox, the
writer being, most of the time, perceived as a foreigner, an outsider, this fact
sing easily identifiable not only during his return, or his second birth as a
Romanian, but also in the first part of his life, which he actually lived in the
sountry. Taking into discussion the problem of the “purification of space”,
David Sibley (gtd. in Morley 1999:161) focuses on the importance of the term
"seography of exclusion™, this formula having its starting point in people’s
‘desire for the “purification” of social space, this fact being casily applicd not
lonly at a micro, but also macro level. “The home may be profancd by the
‘oresence of ‘dirt” in the form of dust or mud [...]. Similarly, the homeland may
be profaned by the presence of strangers. or the national culture profaned by the
‘presence of foreign cultural products. In either case. the ‘unclean” element,
which brings the danger of profanity and thus must be ‘cleansed,” represents
dirt” — that is, ‘matter out of place.” ”. Verena Stolcke (qtd. in Morley
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to the same

problem, her point 0F
al territorial imperative — @ concept
the idea tnas

gsed in ethnology- The entire demonstration iz based on _
populations of animals, and consequently human beings, start defending the®
territory when the number of intruders is areater than the maximum acceples
level. “The demand to exclude immigrants by virtue of their being cultural

different -aliens’ is rati fied through appeals 10 hasic human instincts...in
ofa pseudobiu‘l{}gical theory”. This approach actually stresses the opinion
people would rather live among their own kind than in multicultural societies
there is always & certain feeling of fear, distrust and rejection when °strangems
or ‘intruders’ arc involved, this cultural fundamentalism legitimating “
exclusion of foreigners lor] strangers. ..[on] the assumption that relati€
between different cultures are, by ‘pature.” hostile and mutually destruc
»(1999:164).

3 hecause it is 1N human nature 10 be ethnocentric
Returning to ouf ase, what seems 10 be important to notice:

specific ©
the fact that there are two gpecial features which have contributed 0
Romanians’ giving the portrait of the “other’ special connotations, 1.&. 08
one hand, the reaction of a rural, often isolated civilization and. on the @ i
hand. the great impact of numerous foreign models and dominations. &8
result, “the contradictory and complementary action of these factors has 1€
a synthesis having obvious origin * (Boia 2002:238

al characteristics’
translation mine). The term ‘gtranger  Of ‘foreigner’ 15 2 seneric
including, irrespective of its ethnic component. all those individuals
guide their life according 1o & system of values which is different from the
accepted by. Of imposed on all the people of a country (Boia 2002:28
Consequently, there are ‘foreigners’ Of ‘outsiders’ who actually live 1
country, i Romania’s . identifying three special ethnic gr@
i.e. Gypsies. Hungarians and Jews, but there is also another catepory
West after

gathers all the Romanians coming home from the

disappearance of the totalitarian regime, 10 1989. As Codrescu conie
“peing a Jew was an f alienation for me. because

ather and richer source 0
Semitism was alive and wel 2" (1991:164). Although he d

| in Romani

become awarc of his Jewishness from

childhood that he discovered the fact that he was
in highschool, did he find out what it means 10

this “otherness” being additionally strengthened b

to highschool the first time he applied, because there were other
people favoured by the gystem. namely children of workers and pcasas
engineers and pmfessiunalﬁ, of former B i jes. of former Jande
and rich merchants. of former royalists and Nazis. and only then of Jews
state of alienation, of his not fitting into the complex jigsaw P
Romania’s communist society Was later trans ling of com

and a continuous search for identity.

arguments 10 referring

1999:163) uses other
e to the so-called natur

view making referenc

y hi

lated into a fee
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Confused as I was about who 1 was supposed to be in the first place. this
experience deepened the mystery, Two contradictory impulses fought within
me: to run out of there, change my name, and become something certain and
easy to understand or to continue traveling the dreamy paths of my shadow
world until 1 found out who 1 really was. As it turned out, | followed both
paths, the first one first, the second one later (164).

sough forgotten for a while, the writer’s Jewishness makes its presence felt
moment he sets foot in Europe, or more precisely in Hungary.
swemplating the old synagogue of Budapest, the author seems to establish a
5 deeper connection with a long forgotten past and a people whose roots
still penetrating deep into the hidden chambers of his soul. “As I strolled
{ peeling columns, peering into the winter dark at Hebrew letters on the rows
graves in the old Jewish cemetery inside, | had the feeling that | had been
¢ before. 1 felt the chill —and it was not the December cold — of a once-full
4d that was now empty. a deserted center that was also somehow at the
of my being. Something lost, gone, irretrievable™ (58-39). Now, in post-
Mutionary Romania, Codrescu has to face a new challenge, a new alienation,
Iy that of being an exile coming home, so he is actually an outsider again,
sling to regain the memory of a once lost stage in his life, a period of time
ch. although unaltered in his imagination, was more or less subjected to the
bersible erosion of the chronological flowing of events. “Twenty-five years
Jong time to be away from a place. Neither places nor people would be the
My adolescent memory may have been holding only the shadow of a
that was no more™ (56).

In discussing the problem of exile, lon Bogdan Lefter (2004:108)
enirates on the idea that there are two main attitudes or tendencies of
ysing the phenomenon each of them trying to impose itself to the detriment

- other. i.e. the exaltation of exile, which thus becomes the symbolic
sdiment of Romanian anti-communist fight, on the one hand, and “the
| disregard of emigration, this being perccived as a desertion from the
duty of withstanding the totalitarian system dominating the country, or as
handonment dictated by the emigrants” choosing the Western comfort, on
ther hand. This duality of perception is exactly what Andrei Codrescu
sriences on his coming home. Thus, the Romanian border guards’
asiastic welcome (“Welcome to Free Romanial™ [...] “See. my friend, |
vou. The patriots are coming home™ (68) ), synonymous with the extolling
ile is constantly counterbalanced by a series of mean, nationalistic
milses, synonymous, in their turn, with the incrimination of exile. The
aples which can illustrate the latter attitude are quite numerous, bringing
swriter in the very position of his questioning the reasons staying behind his
ecoming. Thus, president lliescu’s workers who attacked the demonstators
University Square, instead of being held responsible for their acts of
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violence, had their own supporters among the population. the protesters bein
in fact the ones accused of being immigrants, or of having a differe
nationality, the negative projection of the “intruder’, of the ‘other’ being qui
obvious in this context. On another occasion. while drinking a glass of win
with one of his childhood friends, lon, the author finds himself again in
situation of having to accept the reality of his being a “foreigner’, a ‘stranger’ |
his own hative country: “we were approached by a city slick, a friend of hi
who said. when we were introduced; *You talk just like the kikes who
coming back.” " (236). Another situation brings the author face to face with
immigration officer, on the occasion of his returning home, again, but t
America. this time. The contempt in her voice when noticing that he was
journalist was further deepened, resulting in real hatred at the sight of his nam
Cgdrescu, a Romanian name. The writer gives a perfect interpretation of
officer’s reaction: “a journalist out to bad-mouth her country and an émigré
(237). There are moments when the artist perceives his ‘otherness’ as a re
burden which interferes between his own world of expectations, and the reali
ready to contradict it on every occasion.

What secems to be worth noticing is the fact that Codrescu’s awarene
of his being different manifests itself even if the surrounding world does n
emphasise. or concentrate on it. For example, the impossibility of spending the
New Year’s Eve in the company of his old friend Adrian is another source
alienation, the author feeling stranded on his “Western island”. having
alternative but to fill the gap between him and the “snowed-in but still smoki
country of revolution™ (92) with dreams and illusions. There is another incide
which appears relevant to the author. not only because it gives him t
opportunity to present the difficulties of post-revolutionary Romania, but al
because it dwells upon the same recurrent image of the “outsider”. Contrastin
with the empty shops and supermarkets of the communist system, the sto
were now full of fruit and vegetables exhibiting exorbitant prices, which again
put the potential customers in the awkward position of being unable to b
them. Nevertheless, starving for fresh fruit. and consequently buying a kilo
peaches, the writer includes himself, unwillingly, in the category
“foreigners’. “I bit greedily into one, juice running down my shirt. The o
people on benches eyed me hungrily but politely, looking at me from a gr
distance, as if we were still an ocean apart. And | was — an ocean of worthl
local money obtained for a few dollars, a rich émigré trailing pricey peach jui
behind me like gold dust...” (218).

In order to explain the attitude the great majority of the Romani
adopt when the problem of the ‘stranger’ is taken into discussion, Codre
attempts to present the reasons which stay behind the country’s nationalisti
impulses. Thus, taking a journey through the Romanian history, the arti
throws light on a frustrating past characterised by numerous foreign invasio
large parts of the country’s territory being disputed between the world's Gr
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Powers, Transylvania being claimed by the Hungarians. while Bessarabia was
sctually transformed into a Soviet republic. “Romanian nationalism. forged at
he velocity of callous big power Ping-Pong, was, above all, a certain
indignation at the facts. History had been cruel to this small people situated at
the ill-omened crossroads of Europe. Their survival depended on the forging of
unguestionable identity, even if it meant building it from scraps and straw”
159). This initial, partly justified nationalism was further amplified by the
sountry’s communist totalitarian regime, which cultivated a perpetual
tmosphere of hatred, discrimination, and xenophobia, these very elements,
astead of disappearing once the dictatorial government was over, being
wbsequently transferred to Romania's new post-revolutionary system.
araphrasing fon Bogdan Lefter (2004:37), there is a ghost haunting Eastern
ope and the ex-Soviet Union now, i.e. nationalism, this being promoted in a
kev position after the fall of communism. Moreover, the entire social, political,
economic and cultural context nowadays seems to be prone to a certain revival
various nationalistic outbursts, the accents placed on terms such as
tlobalization, pluralism, multiculturalism, or transnationality leading to
sople’s increasing attempt to define themselves, or find answers lo the yet
msolved problem of identity. As Doreen Massey notes (gqtd. in Morley
999:156) “the destabilizations of the postmodern period have certainly given
se to a variety of defensive and reactionary responses — witness the rise of
ious forms of born-again nationalism. accompanied both by sentimentalized
econstructions of a variety of ‘authentic’ localized ‘heritages” and by
enophobia directed at newcomers or outsiders™.

Romania, after the Revolution of December 1989, seems to follow
exactly the above mentioned pattern . the new, inexperienced political life of
pe country being easily manipulated by the much more versatile group of
brmer communists who managed to seize power, once again, withoul any

iculty. In an article suggestively entitled “The Experience of Identity”, H.-R.
Batapievici (1994:11) writes about two types of collective identity which, in
hieir turn, give rise to two different kinds of unity, each of them being adequate
br a certain type of society, i.e. functional identity, in which the context is
ssential, determining the unity of people’s experiences and their responses to
fifferent external or internal stimuli, and metaphysical identity which, through
s uniformity, simultaneously manifested in each and every individual apart,

ures the unity of the entire community. If the former is characteristic of less
corated, modern societies, the latter finds its perfect correspondent in
aditional communities. According to this point of view, Romania seems to be
perfect example of a society in which functional identity finds the perfect
pil for its future growth, and in which the very context of communist
' atorship, although unitary in its action and influence, led to a series of
ially different experiences which. in their turn, transformed Romanian
seople into an amalgam of smaller populations having ‘fundamentally opposite
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of communist penitentiary. different groups of
d quite different histories. Once the pressure
up more different than people
Codrescu notices when

{ December *§0.

Under the pressurc
people lived and experience
removed, the Romanians realized they woke
belonging to different nations. And this is exactly what
speaking about Romania’s bleak future, after the events 0

instincts’.

mania. | couldn't. There weTe
who watched the storm from &8

1 tried to grasp an image of the future of Rot
them thrashed the hungry ang

people with power, know-how. and connections

protected place above the clouds. Very far below
angry Masses. demanding a better life. Between these WO remote layers:

students, poets. and young revolutionary workers Were busying themselves
tearing down the old signs, postin visions of democracy on

g new beautiful
- hare walls of sinister dormitory buildings. I was &

fraid for them (131-132).

he same, different fragments Of discussion
fact that the ones he had bee

and meet for such a Jong time Were, in fact. a group of stranges
dy to blame the Army for the loss of so many lives during

d of admitting the ‘avolvement of the co-called Securitate.
They were all supporters of the National Salvation Front ( h
h took over the reins of the country as soon as i
consequently approving of the brutal miners’ violen
lots of students and Gypsies being beaten up ar
* Jeading the author 1o the saddening
he had tried, he was «till the odd one ©
the once lost time.

friends rem ained t

Mot even his
the writer's realization of the

contributing 10
longing to see
who were red
revolution, instea
the secret police.
ex-communist party whic
context was pronc ta 1),
actions which resulted n
victimized. this “chilling revelation’
conclusion that, no matter how much
the “outsider’ who could no longer recover

ury had passed. Tt sat between us like 2 duark. unconscio
and then by an odd remark. In addition 10 time. we We
(the Black Sea), and an ocean
having been practiced mostly on 18
nance contract

A quarter of a cent
mass, lit only now
separated by languages, politics, a sea
Atlantic). My Romanian was still rusty.
phone with my mother (with whom [ have an accent-mainte
the purpose of keeping my R's rolling) or in formal interview gituations
which the translation can be as wooden as what is being proffered. My whe
adult life had taken place in America in the American language. My Romanis
was frozen in that elghts:en-yf:ar—u!d curl of existential and sexual melanche
smoke at Marishka's café. ] barely got their jokes, and 1 was no doubt misss
all the subtleties, where the real story was. Here came another revelation, j

as eerie as, if not cerier than, the rest: 1 was missing the story! The journalist
me slapped me soundly once across my unstudious cheek. But there was &
hardly any way | could have made them see Ty story, the ecstatic madness
an American poet’s life lived in several cities on the coasis of two differs

aceans, a life, | might add. in complete sympathy with rebellious students of}
causes (232).
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verall experience of his homecoming seems to be a
lso encouraging circumstances which tend to
portrait of a nation that was just learning the
difficult steps in life. So, contrary to all
wearances, the essence of Romanianness has not been altered, being still
scterised by generosity, hospitality and kind-heartedness: “Essentially
- anians are a gentle, hospitable. and good-natured people. Pushed far, they
Sil use their imaginations to make exemplary gestures”™ (93). A perfect
ple in this respect seems to be the moment when the writer cannot escape
friend’s “aggressive hospitality”, ending up by leaving his home in

eccssion of a cube of goat cheese, some Sibiu salami, and a bottle of plum
this feature of Romanianness

qandy. Although described in a humorous tone.
sces. once again, the nation’s good-naturedness and kindness. “That’s when

r host offers you everything in the house and vou must fight not to take it
he object, for the guest, is to leave the house with as few things as possible.
1o the host considers his victory great if he can succeed in standing naked on
. frozen carth while waving good-bye to you, dressed in his clothes, bent to
e ground with his possessions” (180).

Making no concessions to the fact that he is a Romanian exile coming
¢ after 25 vears of separation, Codrescu succeeds in creating the portrait of
pation that he definitely belongs to, the deep roots binding him to the very
biure of this country being obvious at a close scrutiny: “The twenty-five years
_: ctretched between the Romanian child and the American adult were filled
pith the gritty substance of a dramatic time. So much happened! But the bridge
yas never broken. Even in the midst of my most American experiences, there
e nained the incontrovertible fact of my accent, which influenced even the

mplest communication”(179).

st although Codrescu’s ©

disappointing, there are a
junterbalance the sometimes grey
=t and, at the same time, most
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The Anglo-American Psychedelic Generation
on the Film Screen

Andrzej Dorobek
The State School of Higher Education, Plock, Poland

act: The author starts with the general discussion of the artistic references of the

edelic experience, with a special stress on film as, possibly, the definitive

-delic medium. Then he moves on to discuss the achievements of the Psychedelic
se) Generation in this field, concentrating on both feature films. addressing the

ic problems of this generation on social and individual scale (The Strawberry
sment, Psych-Out), and on the documentaries showing the rise and decline of the
movement (Monterey Pop, Woodstock. Gimme Shelter), formal features of
Blms being considered as well. The main stress falls upon the pictures dealing with
pus aspects of mind-expanding/narcotic consumption (More, Performance,
gng Off, The Trip). In this context. Easy Rider is prominently featured as,
sbly, the most relevant Hippie film, putting mind-expanding adventures of this
eration into a wider socio-cultural context of the irreversible decline of the
arican Dream/Paradise in the 1960s.

sw—words: psychedelia, Hippies revolution. American Dream, counter culture, acid

= phenomenon of the psychedelic experience, known as such since Humphry
emond's historic definition of 1936 (Ruck, Bigwood. Staples, Ott and, Wasson
979: 146), reaches, in fact, much further back. It was already nine thousand
ears BC that, during the religious ceremonies, mystical ecstasy was achieved
& means of stimulating the mind with plants and natural substances (Sikora
1999: 11), such as peyote or ergot — later chemically processed into mescaline
ad LSD respectively —and this is, basically, what this experience, alternatively
salled the mind-expanding one, consists in. Since Obermann (1804) and
Symphonie fantastique (1829-1830), an almost forgotten epistolary novel by
the French preromantic writer, Etienne Pivert de Senancour, and a still widely
mown symphonic work by his compatriot, Hector Berlioz, we may speak about
the psychedelic/narcotic experience being reflected in literature and music. For
the next one and a quarter century (approximately). the adventures of this kind
were generally restricted to artistic/bohemian elites — and only in the mid-
1960s, when, implementing Aldous Huxley's ideas from The Doors of
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Perception (1934). Timothy lLeary started preaching the Psychedes

Revolution (Thome 1999: 274-275), can W& speak about the gxperience
question assuming a truly mass dimension. 1t also became the emblem of 18
international Psychedelic Generation (as the Hippies Were often called) thinki®
along different lines than the .square” materialistic middle class =
articulating themselves artistically - like Romantics, fin-de-siecle hohemians
the Beats - in literature and music, with the remarkable addition of film.

Of these three, it was undoubtedly psychedelic rock music- invents
and innovative, though necessarily eclectic — that became this generalion’s m :
channel of expression. Still. considering such features of the mind-expand®
experience as .visionary restructurization” (Sikora 1999: 282), usus
involving visual transformations of shapes and intensified perception

colours, or multi-level nature, i ¢. perceiving various dimensions of realits
: the same time (Leary 1998: 141). one would rather tend to see film - combiE
the media of moving pictures, spoken word and music - as an even

adequate artistic vehicle in the psychedelic field.
This notwithstanding, the actual number of relevant films presenting
Hippie Generation and their mind-expanding or narcotic paths is virts
incomparable to the multitude of classic psychedelic rock songs or albe
Most important of these cinematographic productions, however, appear
vital documents of the Psychedelic Revolution era, showing its typical vig
attitudes and experiences more comprehensively than could ever be attemig

in a rock piece .

The films in question come, for the most part, from the country that
main scene of the Psychedelic Revolution - hence. in the following analysis
shall deal predominantly with American productions, frequently concerning 3-
artists and sociocultural issues (sec at least Gimme Shelter. featuring The B

Stones). We shall. nevertheless, pay the necessary attention to specifically
examples of psychedelia on the film screen (e. g The Beatles' The M
Mystery Tour), or L0 the works of French or Italian directors, boasting re ;
contributions of Anglo-American artists and highlighting the patterns of b
characteristic of the Flower Children in general.
As for the fundamental  pattern of mind-expanding/m
‘lumination/consumption, the first relevant example 10 be considered
comes from the 1950s — providing another suggestion of continuity be
Beat and Hippie sociocultural phenomena. Frankie Machine, the hera €
Preminger's The Man with the Golden Arm (1955), happens to be
drummer, heavily dependent on heroin, which is shown with nait
exactness in the sequence of abandoning the habit _cold turkey.” 1. . 28
The moment when he tries o comfort himself with an appropriatc 108
quite closely prefigures The Velevet Underground's _Heroin”, one of thel
songs of the Psychedelic Era — and. ultimately, one may only wonder ®
President Eisenhower's conservative times. the censorship accepted s ch
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The Anglo-American Psyched
Frank Sinatra., as addicted Frankie) for

. the Hollywood superstar.
awide distribution.1

The cinematographic takes u
:fied and employed in a variety

pon the Psychedelic Generation are maore
of functions. Sometimes the theme of the

#ful rebellion is introduced only as a background for presenting more
2l issues, such as moral responsibilities of TV workers in Medium Cool
9). referring to the riots during the 1968 Democratic National Convention
Chicago and making ust of the music then considered revolutionary (Frank
_.'s Mothers Of Invention or Love — the film score having been composed
‘Mike Bloomfield, a leading blues rock guitarist of the period). When
ggned the main thematic role, the rebellion in question is usually viewed
. the social and/or musical perspective, with the mind-expanding/narcotic
sct not always brought to the fore.
The fusion of thesc two perspectives is most clearly seen in the
cumentaries, such as Rainbow Bridge (1972), Monterey Pop (1968),
odstock (1970), Glastonbury Fayre 1971 (1971), or Gimme Shelter (1970).
e first concentrates on The Jimi Hendrix Experience's concert of July 30, 1970,
the Hawaiian island of Maui. conceived as a part of a multimedia exercise in
~ctive meditation. leading to the _Rainbow Bridge” of _cosmic” spiritual unity
sinbow Bridge” referring also 1o the Hippie centre in Hawaii, where
anscendental practices are helped by smoking or sniffing appropriate substances,

d to psychedelic colourful™ perceptions). The second presents the Hippie
ciocultural phenomenon in its rise to prominence. concentrating on the music

d at the Monterey Festival in California on June 16-18. 1967 - the first
- cssful international manifestation of this phenomenon and its artistic elite,
om Americans Janis Joplin or Country Joe McDonald to the British band The
tho. The third captures the peak moment of the Flower Power movement in the
e country, 1. € Woodstock Music and Ars Festival in Bethel, New York,
etween August 15 and 17, 1969 — and, along the extensive concert footage of
Bstinguished rock performers from the US (Santana) and UK (Tgn Years After),
satures just as extensive interviews with the audience members talking about their

alues or priorities. The fourth — again, with the main stress upon the music, this

e by the English psychedelic rock pioneers, such as Family or Traffic —

documents the second, arguably the most renowned edition of the festival held in
- _mythical” town of Glastonbury2 in 1971 and considered a tentative British

squivalent of Woodstock.3

Association of America (MPAA) refused 1o certify the film.
s remains are supposed to be buried.

~ The almost exact equivalent being ihe second edition of the Isle of Wight Festival (August 26-
30, 1970) - see Message 10 Love: the Isle of Wight Festival 1970, directed by Murray Lernet in
he manner rather closely following M. Wadleigh's Woodstock. to be premiered... only in 1993,

due to financial obstacles.

Even thougjh the Motion Picture
% Where Holy Grail and King Arthu
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At that time, the American Hippic movement was well on the decline =

the beginnings of which have bheen rcgistered in the fifth, <howing Woodstock's
atmosphere of love and peace replaced by 2 spectacle of bloody viglence at th

Altamont Festival in Livermore, California, on December 6, 1969, when
young Afro-American Was ctabbed to death by security guards during

Rolling Siones concert. Curiously. however. in the last four hugely popu a
films there 18 hardly any trace of psy'chedclica‘namnﬂc adventures - for the rog

musicians and concert goers of the time being. in fact. a matter of everyds
experience and a relevant source of artistic stimuli.

: Drug intoxication in @ broad sense is marginally mentioned N
Strawberry Statement (1970) - the first of the feature films dealing with 18
counter cultural ethos and its practical consequences 10 be briefly conside
here. In this picture. based upon James Kunen's non-fiction book aboul B
Columbia University students protests of 1968 — on the screen symbolica
relocated from New York to Gan Francisco:

_,suhvergiva“ movements of the ime — ihe main sress falls upon the maturats
of the central character. gjmon (Bruce Davison). [mitially hesitatnt
disoriented, he gradually rises 10 gcn-:tal;iona‘l revolutionary consciousne
which 1s additionally underscored bY the soundtrack, featuring some roe +
songs adequate 10 the topic (e by Neil Young. always known for cOWE
cultural inclinations)-

Jenny (Susan Qtrasberg). the heroine of Psych-Out (1968), goes
a similar process of initiation — not so much into the anti-establisnm
.Jeology, as into the Hippie lifestyle, including ps'jchcdeli-: and nard
intoxication. She arrives i Haight-Ashbury looking for her brother
(Bruce Dern). known locally as The Seeker” of transccndentai truths,
fact, preaches love and peace in a junkyard, his mind frequently confuses
drugs, Dave (Dean gtockwell). another (ruth-seeker, dies of STP ove
hoping for @ _good trip”- STP. 1. €. Seremity Tranquility and Peace. standis
an amphemmine-like substance of totally opposite offects, such as nightm
hallucinations. The life of the rock band wumblin' Jim,4 with whom
chares a flat, 1 similarly marked by shabbiness and the lack of moderas
from eating habits to erotic practices.

An altogether more encouraging image of a Hippic commus
implied n Yellow Submarine (1968). featuring the animated figures €
Beatles (who appear in the flesh only in the final sequence) as well 2
songs. Far from any descriptive realism, the film could be appmachad i
a postmodermn fairy tale, tinged with speciﬁcally' English absurd humour.
veiled rapresentaﬁﬂn of an ._ﬁal.tcmaﬁve“ gpcial group, comfortably encloss

=

4 The soundtrack. again, [eatures some relevant rock music of the period. by Sky Sax
Seeds or The Qirawherry Alarm Clock.
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g submaring” - as the title song was interpreted by the participants of
sirikes at the University of California in Berkeley.5 Indeed, the happy
Hoving society of Pepperland. endangered by the music-hating Meanies,
g= ultimately defeated by means of beautiful sounds and transformation
may be easily seen, as a metaphor of the .non-violent” action,
<fully undertaken by the Flower C hildren against the ..pig” establishment.
b the richness and vividness of colours, along with a remarkable variety
vy shapes. invite the hypothesis that the production was actually inspired
e Beatles LSD trips” (Chacinski 34) — even though the credits for the
innovative visual side should rather go to its art director, Heinz
ann. a pioneer of the ..psychedelic” style of animation,
The reality of the 1960s' counter culture was. obviously, far removed
the fairy tale conflicts in Yellow Submarine — if one recalls Leary being
suted in the USA for promoting the LSD-driven consciousness change on
sionwide scale. Admittedly, the political protests of this period happened
ansidered, even by the people on the age level of the Beats, as gxercises
gndless destruction® - as partially exemplified in Zabriskie Point (1970},
merican production by Michelangelo Antonioni, a famous Italian director
johtly older generation. Striving for a comprehensive synthesis of the
grican counter cultural movement, he almost equated anarchic New Left
fists with peacef ul. less politcally inclined Hippies,7 closing the film with
sinary (hallucinatory?) explosions of luxurious desert mansions, with
er goods flying in the air. This scquence rather obviously metaphorises
4ovastation for its own sake — and counter cultural anti-commercialism as
_ even though the brutality of police actions against the revolting youth or
L aogressive materialism of the middle class America are clearly shown in the
PRTE.
The counter culture's subversive potential is also hinted at in Jean Luc
dard's half-documentary One Plus One (1968). The sequences from The
Mling Stones' studio sessions for ..Sympathy for the Devil,”8 interwoven with
ingly disparate outdoor shots that show e. g. the Black Panthers reading

- Mark Kitchell's documentary Berkeley in the ks { 1990).
. at least an interview with Leopold Tyrmand, a renowned Polish/American writer, who
sists there that the counter culture in the US was practically equivalent 1o the Cultural
olution in the Maoist China (Wierzewski 24) - regardless of the fact that jazz, which he
gmired and championed throughout his life (especially in the communist Poland, in the late
b9s0's and carly 1960's), was, according to this conservative outlook, similarly alien and
gshversive.

The film's soundirack music, released as a separate album, generously features the Anglo-
American psychedelic rock ¢lite, from Jerry Garcia (The Grateful Dead guitarist). to Pink
Flovd.
¥ The song prominently featured in the band's concert at the Altamont Festival - and in the
sforementioned film Gimme Shelter..
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revolutionary texts with rifles in their hands. create an atmosphere of growing
tension, rather unambiguously referring to the peak event of the Europes
counter cultural movement, i. e. to the student rebellion of May 1968 in Paris
And, just as in the music festival documentaries discussed above, i
psychedelic experience is hardly featured in any of these classic 1960s filmss
despite its subversiveness to the usual modes of perception or, on a wider scals
to the generally accepted conventions of socioplitical discourse.9

Al the same time, however, the Psychedelic Revolution frequent
involved teenagers, in many cases too immature and confused to have an
specific ideological options — and rather casily absorbed by the establishment
their adult age."” Owing to this, the movement in question was sometim
considered a matter of transient childish fancy — which is reflected in Ta i
Off (1971). one of Milo§ Forman's American productions. The conflict
generations, in Zabriskie Point brought almost to the heights of catastroph
here becomes reduced to the convention of modern comedy of mannes
reminiscent of the director's earlier Czech films - if not of the mid-1960s Pol
TV series Generation Gap (Wojna domowa). The middle class parents welce
at their middle class home an aspiring Hippie musician - their .rebellios
daughter's boyfriend — trying to be as ,.cool” as possible. For the same reas
they participate in a marijuana smoking session, during which the people
different age groups are taught how to ,.get high” on Jweed.” This exten
sequence - most likely intended to ridicule the social acceptance, or &
commercialization of _alternative.” mind-expanding rituals — has an addit
layer of irony provided by using, in the function of background music. a
by The Incredible String Band: a Scottish psychedelic folk duo belonging &
most genuine Hippie groups of the time.

Childishness of the Psychedelic Generation reveals another aspes
The Magical Mystery Tour (1967), another production feturing the
renowned group from Liverpool — .a crazy, roly-poly 60s' film.” as
McCartney defined it in the seventh episode of the DVD series The D
Anthology (2003). Generally reviled by the critics as The Fab Four's . A8
heel” (Logan & Woffinden 1977: 25). it was a display of typical Beatis
humour: boyishly irreverent, flavoured with the absurd or sheer surres
nonsense. The latter feature brings the film remarkably close to the aests
inspired by ,.allered states of consciousness:” sec, first of all, the sequence
faithfully corresponding to weird, remote associations, enumerations or ik
transformations in the lyrics of .1 Am the Walrus,” one of the central se
the film and, arguably, the most psychedelic item in The Beatles' catalogue

" A probable obstacle — even more so with respect lo Woadstock or Gimme Sheller — B
have been censorhip objections against the promotion of drug consumption in the
warldwide distribution.
' Qee, at least, The Big Chill (1983), a well-kmown film by Lawrence Kasdan.
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g provides immediate associations with a mind-expanding Lrip.” or,
wcifically. the parallels with the Merry Pranksters’ odyssey (Wolfe 189)
hough the plot was actually inspired by regularly organized charabanc
sm Liverpool to Blackpool, involving extensive beer consumption.| |
Siill, it should be remarked that, in the films discussed above, the
lic experience itself hardly assumes the primary importance. A deeper
into its nature and effects is provided in another English production,
ance (1970), where The Psychedelic Generation comes to be
sated by Turner (Mick Jagger of The Rolling Stones). a retired rock star,
ed in a psychological game with a gangster (James Fox), seeking refuge
srmet's secluded London residence. The game requires the consumption
_psychedelic mushrooms™ (Psilocybe mexicana) and reaches the
Bsion when the gangster shoots Turner - to be subsequently driven away
se. . exactly like Turner. Though undeniably puzzling, this unexpected
s may still encourage a consistent interpretation along the lines of the
fexpanding experience, which may also lead to identity transformation
2000: 186) — here extrapolated as identity exchange (throughout the film,
gster increasingly tends to imitate Turner’s behaviour).
A more complex and realistic picture of the drug experience in both
and mind-expanding sense is offered in More (1969). the successful
arial debut of Barbet Schroeder, a Franco-Swiss filmmaker (better known
arfly, made in 1987 on the basis of the biography of the American post-
writer Charles Bukowski). Remembered nowadays mainly for its musical
ent — released in 1969 on the classic psychedelic rock album by Pink Floyd
same title — it still deserves attention as a truthful mirror of its turbulent
= on the level of plot and characterization. The story of Stefan (Klaus
aberg), his lover Estelle (Mimsy Farmer), a reformed heroin addict/femme
Je who initiates him into drugs, and mysterious Doctor Wolf (Heinz
selmann), also a heroin addict/dealer, who manipulates both of them, betrays
me similarity to A. Crowley's Diary of a Drug Fiend (1922) - the
sementioned characters being remote egivalents of Peter Pendragon . his
sale partner and King Lamus respectively. It lacks, however. the artificial
ppy ending of this novel: despite Estelle and Stefan's temporary sucess in
ghting the heroin habit with the help of LSD, which even leads them to
jeavenly” mystical insights,”” the former persists in her addiction under Waolf's
mister guidance, while the latter dies of an overdose. Thus, Crowley's wishful

As for the Merry Pranksters, it should be mentioned that their transcontinental travels were

Bimed by Kesey, which ultimately yielded The Movie (produced in 1964-1965), arguably the
ssest to the idea of ,.psychedelic” documentary, with a good amount of music (Wolfe 122-

5],

= Earlier Estelle perceptively observes that those who take horse, i, e. heroin, want to escape

= om life, whereas those who take acid want to intensify it.
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thinking that the habit may be actually controlled becomes replaced here with
the conclusive diagnosis definitely truer [0 this era of all too frequent
narcotic/psychedelic casualties.
As for American cinematographic productions of the time, the
psychedelic experience is prominently featured in The Trip (1967) that shows
Paul Groves (Peter Fonda), a TV commercial director troubled by personality
crisis and marriage breakup. undergoing an LSD ‘nitiation, Advised by his gurd
John (Bruce Dern) to .20 with the flow.” he experiences mind-expanding
_heaven and hell” (visions ol strobe lights. flowers, beautiful girls as well a8
witches or torture chambers), becomes filled with terror — and, ultimately aske
whether his ,acid trip” was constructive.” he cannot offer a definite answer
One might wonder. obviously, why the hero of the film should be a middie
class executive instead of a Hippie rebel — the picture is. nonetheless, quite
vremarkable as an attempt 10 render the mind-expanding experience not only of
the level of content. i. e. the plot, but also on the one of form. The night scene
on Sunset Strip in West Hollywood. where Groves is walking during his ,.trips
have been edited so as 10 approximate the way in which a LSD-driven i
works — the adequate musical illustration having been provided by The Elects

Flag. a leading blues-jazz-rock group of the time (with Mike Bloomficld &

lead guitar). ;
A more daring instance of translating the dynamics of psychede
visions onto the texture of film narration (visual collages incorporati
cartoon sequences) is to be found in 200 Motels ( 1971), directed by Fras
Zappa and Tony Palmer — a mock-documentary showing the former's ba
The Mothers of Invention. in the course of a concert tour. Fven though
leader neither took any drugs himself, nor tolerated in the group anyone W
did. the film features some clear references to mind-expanding ,.trips“'
well as to the chracteristics of psychedelic perceptions (persond
transformations of the Jekyll/Hyde type, or identity changes, exemplil
by... Ringo Starr assuming the features of Zappa). Last but not e
_erudite” allusions (e. g. 10 the Faust-Mefisto deal) and the self-referes
mannet of non-linear narration. presenting Zappa in a self-mocking W
the aforementioned collage textures notwithstanding — suggest [CE
analogies with classic works of drug-inspired literature, such as Wi
Burroughs' Naked Lunch.
More distinct literary references appear in Easy Rider (1969), where
motorcycle journey of Billy (Dennis Hopper) and Wyatt (Peter Fonda).
successfully smuggle cocaine form Mexico to Los Angeles, pro
immediate associations with On the Road, The Electric Kool-Aid Acid’
or even Fear and Loathing in Las Vegas. Two Hippie ,.easy riders.” o8
them significantly nicknamed ..Captain America,” in many ways follow
example of Kesey's Merry Pranksters, as they also set out lo find the Ame

Dream, with the Stars and Stripes painted on their vehicles - only to find @
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at they ..blew it.” Their failure, however, hardly results from

ot erotic self-indulgence — even though they regularly smoke

8 and, like the heroes of On the Road, visit a brothel. Talking to the

culturally-oriented lawyer they accidentally meet (Jack Nicholson),

g Wyatt begin to see that the pre-Columbian America they are looking

¢ _beautiful” country of genuine harmony between man and nature — is a

irretrievable past. Having witnessed the lawyer's death, they find out

post-Puritan American “establishment. which they confront in the

ly tough, small-town variety, is virtually invincible — as becomes

fied later by both of them being killed.

On the musical side, the film features some classic rock songs of the

from Steppenwolf's ..Born to Be Wild,” the anthem of ..counter cultural”

gvclists, to Jimi Hendrix's ,Jf Six Was Nine™ or Fraternity of Man's

§ Bogart Me.” On the visual level, especially remarkable is the collage of
- shots reflecting the multi-channel nature of Billy and Wyail's sexual

ences under the influence of drugs and alcohol in the aforementioned

Orleans brothel sequence. All in all, Easy Rider may be considered a
stive example of the Psychedelic Generation film, at least in the USA -
summarizing the Hippie ethos and its imminent decline in a wide context
ant literary and cultural references.

As it seems. then, the cinematographic portrait of the Psychedelic
sration is quite diversified, both in terms of content and formal approach.
§ Hippies may be presented on the film screen as separate. sometimes
jeless. eccentric or even ridiculous cases (Performance, More, Taking
8 or as seekers of generational identity and _alternative” sociocultural
ses: either attending mass music events (Woodstock), or pursuing
bvidual projects (Easy Rider). This presentation may involve the use of
aniques ranging from adventurous visual collage (200 Motels). to equally
ovative split-screen filming (Woodstock) or cinema verite objectivity
Simme Shelter), as well as a variety of narrative approaches: front .new
we casualness (One Plus One, Zabriskie Point) or postmodern autoironic
pli-referentiality (200 Motels) to rather conventionally arranged plots
: - 'ch-Uut].

The assessment of this generation varies from affirmative (thinking
g people shown in Woodstock). to profoundly concerned, albeit critical
More), which, in the latter case, usually involves psvchedelic or narcotic
jventures. Still, some of the films discussed above hardly deal with them —
en though the phenomenon of mind-expanding experience is of fundamental
portance for the Hippie Generation, both in the individual and collective
spect. Thus, the productions that present this experience in a wider social and
cultural context (Easy Rider) deserve special analytical attention as well as

appreciation.
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Rainbow Bridge. Directed by Chuck Wein. Antahkarana Productions: 1972.
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(DVD).
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le and at times intricate configurations of
the myriad ways whereby contemporary
determine the shaping of the postmodern:

Abstract: This paper looks at the multip
CONSUMerism- as-postmadern-ethos and
cornucopia and consumer eXCess may
individual, taxonomically.

| ]
Keywords: post
reification; chick lit.

modernism; consumerism: cornucopia: epistemology: shopaholisms?

Introduction

In this paper 1 set out to ways whereby consumerism, more

specifically consumer excess shapes ‘ndividuals and society at large and
whether the new configurations thereof are ethically-informed. The two novels
look at fall into the chick [it category. 1.€. books for chicks / young ladies: they
are: Sophie Kinsella's Shopaholic Abroad published in 2001 and Helen
Figlding’s Bridget Jones: The Edge of Reason published in 1999.

investigate the

Cornucopia and recklessness

aholic (a generic name o Jdenote her archetypal quality) finds

that the European territory of consumer hedonism just isn°t enough, so she
decides to take America by storm. She does so by engaging in shopaholism, her
preferred activity. A caveal, though: she does not deem dollars as real money.
hence she can spend whatever amount she likes:

Becky. a.k.a. Shop

< from a newsstand, and as T
hop. It's like some weird fo
suddenly feel as though you'

Yesterday | went and hought some magazine
handed over a $20 bill, it was just like playing s
move into another currency and

of jet-lag — you
Kinsella 2001: 164)

spending nothing. {
o as she acknowledges that foreign currency
lo! and behold! — money per s€ i
liently. the game of Monopoly th
hat of engaging in endless

But presently she regains composur
(ie. the dollar) 1s real money and that —
peither invisible nor impalpable. Equally sa
she mentions is redolent of an infantile stance. t
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ist possibility, that the shopping-mall as site of consumer power can
offer:

So as | walk around the bag department, trying out gorgeous bag after
gorgeous bag, I'm not taking too much notice of the prices. Occasionally 1
lift a price tag and make a feeble attempt to work out how much that is in

real money — but I have to confess, | can’t remember the exact exchange
rate.

And even if I could, I've never been very good at sums. (Kinsella 2001: 164)

- emerges here as a person incapable of facing the music, ic. the
uences of her overspending (“trying out gorgeous bag after gorgeous
when she claims she cannot figure out the exchange rate and even if she —
ingly did — that would be quite useless, as she’s “never been very good
s". she says. It’s as if sudden mathematical incompetence hit her in a
v credible attempt at ignorance of all things financial. Faking this unlikely
ine’ ignorance is in fact escapism, eschewing the side-effects of
olism: exceeding your credit limit. Tt is, one might argue, Protestant
ist moderation now gone bad in the postmodern age, an age riddled with
er excess.

mological trauma

ther episode of her shopaholic meanderings in New York stores. Becky
lences what I term epistemological irauma. her long history of shopaholic

its notwithstanding. In this one shop, she doesn’t know what sample sales

ergo her episteme (i.e. her knowledge) of all things consumerist is flawed.

as a consequence feels ostracized, excluded from the select community of,
rate shopaholics:

Oh, I can’t bear this any longer.

‘Excuse me." | say, turning round. ‘I didn’t mean to eavesdrop on your
conversation —but just have to know one thing. What is a sample sale?’

The whole gift wrap area goes quiet. Everyone is staring at me, even the lady
with the silver pen.

"You don’t know what a sample sale is?" says a girl in a leather jacket
eventually, as though I've said I don’t know my alphabet. (Kinsella 2001: 166)

. peer pressure or more specifically taxonomic identification with all
aholics who “know their alphabet™ as it were, is cropping up. Indeed
istemological worth is questioned: what knowledge counts? whose expertise?
ky is thereby ostracized, the stigma of her ignorance of all things
umerist being invisibly placed on her — fortunately only fleetingly, until she
her bearings and the much-needed expertise.
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After doing so, Becky gets immersed into the social practice of sample
sales per se; she gets the details of such a sale and the brevity of such
hedonistic occasion — the sample sales lasts one day only — is disconcerting
her:

“*It’s for real. But it’ll only last a day.”

‘A day?" My heart starts to thump in panic. “Just one day?”
‘One day.” affirms the girl solemnly. | glance at the other girls, and they g
nodding in agreement

*Sample sales come without much warning,” explains one.

“They can be anywhere. They just appear overnight.’

*Then they're gone. Vanished.”

*And vou just have to wait for the next one.”

I look from face to face, utterly mesmerized. 1 feel like an explorer lea
about some mysterious nomadic tribe.” (Kinsella 2001: 167)

Sample sales are ubiguitous. they crop up like the legendary ghostvilles of 8
American West: however, Becky is to learn, they only last one day. It is m
only disappointment at the fleeting nature of such a momentous event, but a
an ingress into the unexpected (“Sample sales come without much warning
itself part and parcel of the postmodern condition: always rely on
unexpected. on the novel and the quaint. or the deconstructed and the
arranged or re-configured to keep up the interest of consumers, to such
extent bombarded with image saturation that their level of interest and alertne
occasionally dwindles. The versatile nature of consumer desire must
therefore constantly fed novel forms, never-before-seen experiences. Al
mesmerize, enthrall, capture.

In the midst of all this enthralling experience, our consumim
shopaholic feels very much at home, indeed she identifies with her fellg
shopaholics as within a “nomadic tribe.” It is the postmodern nomadic prac
whereby consumers flock to shopping malls as pilgrims used to, towards
shrines and abbeys of yore. Shopaholism is, [ argue, the new pilgrimage
postmodern times.

Consumerism, the new tvpe of globalization

As Becky travels the world over in the urgency of her shopaholism,
replicates her spending habits in the new contexts she finds herself in
instance, the United States) and thus carries along her value-system and at &3
tries to gentrify the new territory she treads on, like her British colos
forefathers had. She can be said to engage in a new kind of globalization.]
of consumerism, of the ubiquity of brand. She attempts to discard nats
stereotypes in the process: *“ We come to a stop, and [ pay the driver,
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tip him about 50 per cent so he doesn’t think I'm some stingy English
_ and. heart thumping, | get out.” (Kinsella 2001: 167).

Stereotypes are quite frail sociological categories in an cra of
Jization, whereby uniformity, standardization and cultural hegemony
a the rules. -

Having said that, let us now move on from the abstract domain of
stypes to the most physical, tangible reality of the shopping act per se.
v experiences the abundance of the purchase experience through that most
s<entative stance. queuing, staying in line:

| hurry towards the back of the foyer. summon one of the rather elderly lifts
and press 12. Slowly and creakily the lift rises — and 1 begin to hear a kind of
faint babble. rising in volume as 1 get nearer. The lift pings and the doors open
and ...Oh my God. Is this the guene? (Kinsella 2001 168)

§s with trepidation that Becky anticipates entering the realm of shameless
snism, the shop on sales-day, but she soon deflates in an anti-climax of
riness (“Is this the gueue?”) The much-expected Paradise has turned into
<umer Hell. the welter of products, objects, rails and shelves on the one
od and desperate shoppers on the other hand standing as substantiation
-0l But Hell is only short-lived, as the excerpt below shows: “Several
later, 1 arrive back at the Four Seasons on a complete high. I'm laden
carrier bags, and I can’t fell you what unbelievable bargains 1 picked up.”
Linsella 2001: 169)
' Becky speaks here of a special state (“on a complete high”) and indeed
experience of purchasing can be arguably associated with the intoxicating
¢t of drug-taking (no wonder that Kinsella's first book in the Shopaholic series
=s a nineteenth century - an age when drug-taking was rife amongst ‘pﬂcts,
bium and laudanum being used and abused for their putative creative and
medical effects - paraphrase for a title, i.c. Confessions of a Shopaholic, after
Se Quincey’s Confessions of an English Opium-Eater. published in 1821).
Shopaholism, the postmodern counterpart of the pilgrimage
—<ues of overl incongruity between high culture and mass culture arc
\stantiated when Becky favours going on a quest for the perfect sales - day
sxperience at the expensc of doing some cultural tourism for a change:

Suddenly | feel deflated and rather stupid. I was supposed to be going ona nice
organized walking tour today - and what have | done instead? I've gonc
rushing off to some strange part of the city, where 1'll probably get mugged
any minute. In fact, the whole thing was probably a scam, | think morosely. 1
mean, honestly. Designer clothes at 70 per cent discount? 1 should have
realized it was far too good to be —Hang on. Just ...hang on 2 minute.

Another taxi is pulling up, and a girl in a Miu Miu dress is getting out. She
consults a piece of paper. walks briskly along the pavement, and disappears
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inside the door of 405. A moment later, two more girls appear along the stre
— and as | watch, they go inside, too.

Mayhbe this is the right place.
1 push open the glass doors, walk into a shabby foyer furnished with plass
chairs, and nod nervously at the concierge sitting at the desk.

‘Erm ...excuse me.’ I say politely. ‘1 was looking for the -

‘“Twelfth floor.” he says in a bored voice. ‘Elevators are in the rear.” © (Kinse

2001: 167-8)

frivolous overrides all. be it cultural or simp
with a difference that our heroine embarks o

f power as defined by consums
ot only is there tension betwes
theres also repetitiveness

Indeed the superficial / the
ethical. This is a pilgrimage
postmodern pilgrimage to the new sites ©
culture. the shopping-malls and supermarkets. N
high culture and mass culture as mentioned above,
i.e. the concierge knows exactly where Becky is headed even before she gets
chance to utter a question for directions — simply because her behavior
prescriptive, thus predictable, as a host of other sales-hungry young ladies ha
preceded her in their consumer urge: “A moment later, two more girls appe
| along the street —and as | watch, they go inside, t00.” (Kinsella 2001: 1678
This new breed of “pilerims’, the shopaholics, display the same ardour and 2€

| as their medieval counterparts.

Minimalism at work, if short-lived

Becky considers — ever so fleetingly

In moments of ethical self-doubt.
ding and remorseless hedonism. as

minimalism as an alternative to overspen
quote below states:

For example, | have a totally diflerent attitude to shopping. My new motis
‘Buy Only What You Need.” I know., it sounds almost too simple — but it v
does work, Before each purchase, | ask myself one question: “Do 1 need th
And only if the answer is ‘yes” do | make the purchase. 1U's all just & matte

self-discipline.

So for example, when I get to LK Bennett, I'm incredibly focused &

direct. As 1 walk in, a pair of red boots with high heels catches my eye —
for the display of sandals. This is §

I quickly look away. and head straight

I shop these days: no pausing, no browsing, no eyeing up other items.
even that gorgeous new range of sequined pumps over there. [ simpl
straight to the sandals 1 want, take them from the rack and say 1@
assistant,’1’d like to have these in a six, please.’ Direct, and to the point.
buy what you need and nothing else.” (Kinsella 2001: 25). Such doubt af
and dissatisfaction with the act of purchasing and, more broadly speak
with what consumerism has to offer can also be noticed in the works
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ists and cultural anthropologists such as Frank (2009) and Harris

part from the pseudo-minimalist Protestant stance of restraint and
jon, Becky, the putative rationalist (stance that she readily sheds at the

purchasing the shoes and convincing herself that she really does need
Iso embraces what critics of the postmodern condition (see Jacobs 2001)
larcentrism, i.c. the insistence on the eye, on watching, scrutinizing,
evaluating in postmodernism; in other words, on the prevalence of the
or more specifically. on the consumption of the latter: (* | quickly look
_..) no browsing, no eyeing up”).

tion of consumers

only is the image consumed. it is also for our postmodern heroines to be
treated like objects in the big picture of consumerist configurations;
people — according to such critics of consumer society as Ritzer (1996)
ocessed in a merchandise-like manner in the game ol consumer power.
= excerpt below. Bridget. the protagonist of Helen Fielding’s Bridget
: The Edge of Reason (1999) feels reified and processed, her being in a

ski resort notwithstanding. Actually, it is perhaps this very location of
smer power that makes her — and consumers of luxury goods and services
— (a) mere object/s, ‘ingredient/s’, (an) integral part/s in the process of
gratification by purchase:

Saturday 15 February. 12 st (feels like — giant inflatable ball full of fondue, hot
dogs, hot chocolate ete.), grappas 5, cigarettes 32, hot chocolates 6, calories
8257, feet 3, near-death experiences 8.1 p.m. Edge of precipice. Cannot
believe situation am in. When got to top of mountain felt paralysed by fear so
encouraged Mark Darcy to go ahead, while 1 put skis on watching him‘gﬂing
‘whoosh, fzzzzzzzzz, fzzz727 down slope in manner of exocet missile, banned
killer firework or similar. Whilst v. much grateful for being brought skiing,
could not believe nightmare of getting up on to hill in first place. baffled by
what was point of clunking through giant concrete edifices full of grills and
chains like something out of concentration camp, with half bent knees and
equivalent of plaster casts on each foot, carrying unwieldy skis, which kept
separating, being shoved through automated turnstile in manner of sheep
heading for sheep dip when could have been all cosy in bed. Worst of it is hair
has gone mad in altitude, forming itself into weird peaks and horns like bag of
Cadbury’s Misshapes, and Catwoman-suit is designed exclusively for long thin
people like Jude with result that look like golliwog, or pantomime aunt. Also
three-year-olds keep whizzing by without using any poles. standing on one leg
performing somersaults etc. (Fielding 1999: 88-9)

atc how fragile her experience of abundance gets as she feels like an
logical prisoner in a consumer ‘concentration camp’; all this is reminiscent
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of Nazism, a sorl of new Nazism. that is, nowadays called fashion fascisnt

whereby those who fail to conform to the absurd unwritten laws of consumpti

_ as those who, like the Jews or Gypsies in the Second Wworld War failed to fi
:nto the absurd ad hoc laws of eugenics imposed by Hitler — ar¢ excluded fro
society, looked down upor. tortured of downright executed, as Bridget is in the
posh ski resort where she doesn't belong ( she “felt paralysed DY fear”). This
: ndeed a forceful image of consumer society. in its ruthless, absurd stance. It
also figure fascism that Fielding refers 10 when she has Bridget
“Carwoman-suit is designed exclusively for long thin people” and this is all
of the postmodern iconography of the body peautiful, itself a form of aesth
exCess.

» Sadly, the next generation — Bridget writes about three-year-olds in b
entry of 13 February — is only likely to replicate the ways of their elders.
prcscriptivc manner.

Conclusion

All in all, as shown above, cONSUmMeEr EXCess, the pmstmﬂdern horn-of-plenty
gone bad in that it perverts the very nature and taxonomy of characters, it m

the prm;agonists of the novels thereof engage in acls of prescriptive €ons '
greed.
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Mediatization of the Senses. The Restaurant Critic
and his/her Stories

Delia-Maria Radu
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University of Oradea

et: Eating out may represent an experience, a form of entertainment. a display
E status or distinction. Restaurants offer us the illusion of being surrounded by
Bl servants aiming to ensure our happiness and serving us extraordinary food.
ant guides are meant to offer us tips as to where we can enjoy such memorable
nces. But how are these guides written and who hides behind these guides?

prds: consumerism, restaurants. restaurant critics, taste, atmosphere

per starts with a brief historical outline of how gastronomic writing came
seing, goes on to the Michelin guide, and presents three restaurant critics
their stories, in order to see who hides behind the food reviews so keenly
 those in search of places for eating out. Why are the restaurant critics’
important for average consumers? In today's world. when information
dvertisements literally aggress us from everywhere, even choosing has
me a difficult task. Gastronomes are thought to possess some ability that
s lack with respect to taste in much the same way that experts of all stripes
fess special abilities. In virtue of this special ability we often appear to
ssitatingly accept that gastronomes are expert authorities when it comes to
@in matters of taste (Shaffer 2007:73).
The restaurants that the European world initially encountered were
wsively French in cuisine and character, which explains the 18" and 19"
ies” conception that high cuisine is by nature French. The rise of the
fis restaurants paralleled the rise of France's reputation as the home of
food.

Restaurants made it possible for the first time for the many, who had no
sonal chef of their own, to enjoy the excellent cooking hitherto available
i to the few. The quality and quantity of French restaurants seem to have
en a giant leap forward in the years beginning with 1789, as the French
Evolution destroyed aristocratic households, leaving out of work the best chefs
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staurants to support themselves. There w

fewer than fifty Paris restaurants in [789; in 1820 there were nearly threes
thousand. In theory at least. chefs now were serving the public the sort of fog
they formerly had served to the aristocracy. (David Fromkin, 2001: 72)
Alexandre-Balthazar-Laurent Grimod de la Reyniére (1758-1838).
good friend of Louis Sébastien Mercier, who contributed to the formation of t&
realistic style in literature, 1S, according 1o Jean-Claude Bonnet (John Wes
Sooby. 2004: 11) “the founding father of the gastronomty in which all 1
gastmnomiual chroniclers of the 19" and 20™ centul
recognize themselves™ (« Grimod est en effet le seul véritable pére fondateur®
la gastronomie dans lequel se reconnaissent tous les gastronomes
chroniqueurs gastronomigques du XIXC et du XX sigcle »).
He announced today’s starred guides by grouping the culinary nos
until then dispersed, into specialised columns where good or bad grades
given to suppliers and restaurant owners. In the eight volumes of his Almam
des gourmands, Grimod invented a role for himself as an interm ds
between the swelling ranks of bourgeois CONSUMETS, eyver more eager

culinary refinement, and the bourgeoining providers of culinary pleasures (18
shops. wine and spirit merchants. restaurants), vying for their share @
growing market. He positioned himself as the first professional taste bud 2
many ways, as the first modern food “personality”. (Michel D. Garval in N
West-Sooby., 2004: 11) He wrote his Almanach des gourmands for almost
years, in a witty and lively style, sharing recipes and discoveries, listing the
suppliers, giving the names of those owners who did not have their cli
-nterest at heart, and praising those who did. His success attracted imitato
Honoré Blanc Le Guide des dineurs, however, can be consideres
first real restaurant guide ( 1815). Alphabetically arranged, 1t lists the
important restaurants in Paris, with menus and prices, and
recommendations both about dishes and which places to avoid for their in8l
prices, bad service, mediocre food, or skimpy portions. (see Horn, 1991: 1
In 1900. Michelin published his first free Guide Michelin 1o Fo
hile travel and promoting the consumption of tines
preface stated that _this work desires to give all the information that &8
useful to a driver, travelling in France, to supply the needs of his automos
repair it. and to permit him to find a place to stay and eal. and to correspe
mail. telegraph, or telephone.” (Stephen L. Harp in Rudy Koshar, 2002: ¥
1923. the Michelin guide began to include restaurants, classifying them
class restaurants, average restaurants, of modest restaurants, and gast
soon became the only focus of the Michelin guide.
Self-proclaimed gastronomes viewed the expansion of the nus
restaurants in the 1920s with alarm. As more and more middle-class
went to restaurants while touring, these diners who saw themses
preserving the organization of fine dining set themselves apart from &

in the kingdom. They opened up Te

gastronomes and

encouraging automo
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by founding exclusive gastronomic clubs. These organisations, which
admitted women, met periodically at restaurants in Paris and the
s in order to sample what they considered to be the linest cuisine in

One of the oldest and best known such clubs was the ,,Club des Cents™,
in 1912 by Louis Forest, a journalist at Le Matin. The exclusive Club
snt was expected to include one hundred gastronomes who met together at
s restaurants. Members of the group travelled frequently to the provinces
reported in detail on the fine meals they had eaten in the pages of their
s private publication, signing their membership numbers rather than their

In gastronomic circles, writing, reading, and talking about meals was as
about a part of the process as eating itself.

In 1921, Louis Forest and Emile Lamberjack sponsored André

elin’s entry into the Cent. Michelin began to supply a carte gastronomique
bers of the Cent, along with a special edition of the Michelin guide. In
_Michelin had access to members’ recommendations to restaurants across
. Michelin made periodic references to its inspectors, their absolute
ity, their procedures, and even their numbers, at times. The first stars
ded by the Michelin company were in 1926.
Echoes of the Michelin guide can be found in the French film The
or the Thigh (1976), where we can see the first restaurant critic our
deals with. Charles Duchemin (played by Louis de Funes) puts together
ous Duchemin Guide sold in thousands of copies. Thanks to his
lible taste, he makes or crushes the reputation of the restaurants he visits,
the importance of his guide on the catering industry is stated from the very
ing of the film:

Every year, a big event sets the publishing world in a whirl. It's not the most
recent book of a successful author. It's the Duchemin Guide. Its famous red
and blue cover appears in every bookshop in the space of a few hours. Millions
of copies are flown all over the world for future tourists who won't visit France
without this Bible that allows them to exchange their dollars. their pounds.
their escudos, their roubles or any other currency for the fine specialties of the
French cuisine.

The decisions of the Guide make it to the front page of the big newspapers thal
comment abundantly on the stars awarded to or taken from the restaurants.
These decisions are irrevocable and have given fortune and international glory
to some of them.

But all of them, no matter how famous fear a visit by one of the mysterious
inspectors of the famous Guide.

les Duchemin, defender of a traditional and quality gastronomy, is
ronted with Tricatel, who wants to steal the guide draft. to take over the
t restaurants and substitute his synthetic products for real cooking. We

295




?———

Delia-Maria Radu, Magdalena Danciu

n the Seventies, when the French

Im was made i
rmarkets and fast-

must remember that the fi
o much food from the supe

realised that they were buying to
food restaurants.

In order to av
disguises while eating out
with no reservation and wa
helieved to be a Duchemin inspecto
and extra dishes "on the house’, the
even “her” mineral water.

His second. even fun
Young, who walks into a ro
4n owner who is playing cards and

oid prcfert:ntial treatment, Duchemin assumes various
" At the Coquille d'Or. he goes as an elderly lady
tches the waiters hustle and bustle around a custo
¢ While the inspector gets all the attentios
“old lady™ has trouble ordering and getting

nier disguise, 1s as an American tourist named M2

adside inn. Invited to “park his ass back there” O
s obviously disturbed by this custom

claim to the menu and to ordering, he gets his Beaujolais wine, which turns €
“yerv, Very nouveau”, and is invited to follow the {lies in order to find 18
toilets, a chance 1o s¢€ the dirty Kitchen, where one helper drops his cigares
butt while spreading the dough and the dropped pizza is picked up on the plé

before being taken out 10 the customer.
At his reactions to the bill, the owner retorls .Quand on n’a pas
moyens. on pique-nique” (which can be roughly translated as .,when one has
ie. notto a restaurant), which attracts ™

means. one goes to the picnick”,
Young’s” retribution: he turns off the light as the owner goes to the cellar

some empty bottles, causing his fall on the steps. The owner gets his reven
later on, when, after Josing his inn following the Teview, waorks for somebe
else and forces Duchemin, at gunpoint, to cat spoiled food produced -
Tricatel’s factory. The consequences of this are serious. Duchemin has a {8

allergy and loses his taste, which was essential for the televised battle with
rival that is to follow. As we see in this movie. then, being a restaurant critics
complex profession that requires not only a good knowledge of flavours. 8
relies also on visual sensat

ions - can be hazardous 10 one’s health.
The need for disguise in order to fairly appreciate the dishes is 8
the book Garlic and Sapphires: The Secret Life of a Cri ic
Disguise, written by the famous American restaurant critic Ruth Reichl.
starts with her decision 10 leave the Los Angeles Times restaurant post and
a job as the restaurant critic for The New York Times in 1993.

The seriousness with which the New York restaurant world greets
horrifies Reichl, Her photo and personal information arc posted in kitch
the city. Cash is offered to any restaurant employee who can Spe
"] have a really strong belief that 1 am there to be your
've at the restaurant. I'm supposed to tell you what's goi
to the restaurant critic of The New ¥
and the chef is cooking the food specs
d so forth. T think it's really importans
nd you can't do that if ¢

to be

present in

around
curly-haired critic.
and ears when you
happen to you, not what happens
Times who is getting the best table
and the portions are getting bigger an
you to know what's going 10 happen to you. A
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gving in as someone who's going to have a big economic impact on the
grant”, confessed Reichl in an interview.

To fool the foodies, she contacts an old friend of her deceased mother, a
ed drama coach named Claudia, who helps transform Reichl using wigs,
sup and resale clothes.

As a result, Reichl is able to write a review of the famed restaurant Le
ge from two perspectives. When she pretends to be a tourist named Molly
s who dresses in Armani, Reichl is flagrantly ignored. But when Reichl
s with a prominent Times editor, or later as herself undisguised, she and the
pany reccive the most attentive pampering imaginable. Even Reichl's
raspberries triple in size. In addition to her narrative, Reichl includes
pes and reviews, some of which vivid “wrilten pictures™ of the restaurants
thas reviewed:

Pow !

The food at Lespinasse comes out shooting. With yvour first bite you know that
you are in for an exciting adventure. These are flavours you have never tasted
before. [...] The dining room, all soaring ceilings. creamy gilded columns,
chandeliers and luxurious chairs, makes you feel that you have walked into an
I 8th-century chateau, and the service makes you feel that you belong there.
[...] Waiters work unobtrusively, anticipating every wish. Cutlery comes and
goes in an elegant ballet of fine service. Wine is quietly put in and out of the
wine bucket to keep it at the perfect temperature. [...] in five visits 1 never
came up with a single question the waiters were unable to answer. [...] the chef
at Lespinasse [...] cooks as if he had an instinctive understanding of each of his
ingredients. He combines them, coaxes new tastes from them and yet
maintains such firm control that no single flavour ever dominates a dish. |[...]
these dishes are too delicious to dissect. Each meal is a roller coaster of
sensations. (Reichl, 2005:149-150)

e the restaurants catches on this disguise, she continues to create other ones.
wentually including one as her mother. Molly Hollis is a former high school
aglish teacher from Michigan whose husband hit the jackpot in strip malls and
tho now came "to New York every few months to go to the theater and do some
hopping.” Molly is replaced by Miriam ("We shall turn you into your mother.”
Slaudia said, and the results were spooky), Chloe, Brenda, Betty, Emily.

As Reichl assumes one disguise after another, she finds herself taking
the character of each invented persona. sometimes with happy results,
sometimes not. "Brenda was my best self, the person I've always wanted to be.
She was generous and funny, optimistic and smart.” But while dining as Emily,
2 bitter woman who "entertained herself by humiliating the less fortunate," her
friend makes her realise how much she changes with every disguise: It was
extremely unpleasant to find how easily | had been able to summon this mean,
petty person who was waiting inside me.” (Reichl, 2005:301)
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Her reviews were enjoyed, not just for her critique of the food
service. but for their wit and entertainment. The core of the book is
revelation of the elaborate lengths to which Reichl went to conceal her identil
as she reviewed restaurants, and how this affected both her work and perso
life.

The third character we deal with is Anton Ego from the cartoon mo
Ratatouille, an imperious and acerbic restaurant critic whose columns. like tH
Duchemin guide, can make or break fortunes. It's a cartoon character wel
talking about in this case, but one that could easily find his counterpart in
life. His name, Ego, meaning .,I” in Latin, is a very symbolic one for the way
behaves with those around him. He is very critical of chels Gusteau’s bek
that “anyone can cook” and is belicved to have caused his death
downgrading his restaurant from five to four stars. The arrogant critic ¥
claims that he doesn’t like food but loves it, resembles Nosferatu and hs
coffin-shaped office, thus indicating the terror he causes to restaurants QWne
or chefs. as. unlike Duchemin and Reichl, he never disguises himself.

When he hears that Gusteau’s rises in popularity with another coo
challenges the restaurant to impress him. Remy serves a simple peasant &8
ratatouille. which — in a scene reminding of Proust’ — is so brilliant tha
reduces Fgo to his childhood memory of his mother cooking. Tears flow
his eyes, and he requests to see the chel in order to thank him personally
can't remember the last time | asked a waiter to give my compliments to
chef. Who do I thank for the meal?”

In the end of Ratatouille, Anton Ego has a revelation: after spends
lifetime taking a cruel pleasure in proclaiming that very few people can actt
cook and panning the careers of many. he is surprised to finally unders
what Gustean wanted to say:

In many ways, the work of a critic is easy. We risk very little yet en)
position over those who offer up their work and their selves to our judg
We thrive on negative eriticism, which is fun to write and to read. B
bitter truth we critics must face is that. in the grand scheme of thing
average piece of junk is more meaningful than our criticism designating
But there are times when a critic truly risks something. and that is
discovery and defense of the new. Lasl night, | experienced something
extraordinary meal from a singularly unexpected source. To say that ba
meal and its maker have challenged my preconceptions is a
understatement. They have rocked me to my core. In the past, | have ma
secret of my disdain for Chef Gusteau’s famous motto: Amyone can €00 3
realize that only now do I truly understand what he meant. Mol gveryon
become a great artist, but a great arlist can come from anywhere. It is d&
to imagine more humble origins than those of the genius now COOKS
Gusteau's. who is, in this critic’s opinion, nothing less than the finest &
France. | will be returning to Gusteau’s soon, hungry for more.
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Mediatization of the Senses. The Restaurant Critic and his/her Stories

ntries with such tradition (although it starts fading even there), people
or avoid restaurants that were praised or criticized by those with more
jence, flair and taste known as restaurant critics. Envied by some,
ined by others, they risk their waistline, health and c¢ven name while
2 about the places they ve dined in. They all have their personal stories
mas, which don’t prevent them for showing us the way of eating out.
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Recipe for Bestsellers

Teodora Popa
Rodica Tomesch
University of O

th the making of bestsellers in the attempt to discover &
ingfedients necessary for success in a postmodernist age. Firstly, the focus will be @
the writer who, in the past decades, has undergone a process of ‘celebrificatio
rowards a sort of literary branding. Secondly, the other important actor in the
appears to be the reader whose profile is in perpetual formation in the cons
culture. Finally, the institution of the publishing house will be examined from the pos
of view of its dual character and the fact that it seems torn between the need for bol
marketing and aesthetic strategies. In the context of cultural studies, 1 found it qus
challenging to make use of American and British theories to illustrate the case of

French bestseller. i.e. Amelie Nothomb.

Abstract: The paper deals w

Keywords: bestseller. literary branding, consumer culture, Amélie Nothmb.

This paper deals with the making of bestsellers in the attempt to discover 1
ingredients necessary for success in a postmodernist age which has subje
writers to a process of ‘celebri fication’. In order to sell his books, the celebrit)

reader and the publishing houss

writer relies on two essential elements: the

Playing an important role. the reader is seen in a perpetual formation in @
consumer culture, searching for very diverse commodities. On the other h
the institution of the publishing house has to be conceived in terms of

vacillation between the need for both marketing and aesthetic strategies. The
the celebrity-writer, the consumerist reader and the marketing-and-aesthetica
driven publishing house make a triad worth observing in order to make up
recipe for bestsellers. The challenge accepted in this paper will be to apply &
American and British theories so as to illustrate the case of a French bestsells
. o. Amélie Nothomb, whose annual publication of novels attracts indecd 1B
attention on the making of her much acclaimed works. Bestsellers Al
commonly known as the works of fiction or non-fiction that sold in a very m
aumber of units in a certain period of time. In Bestsellers: popular ficti
since 1900, Clive Bloom (2002:1 5) shows that a bestseller is not “a mere she
of contemporary life” and asks the historians not to reduce them to
correspondence with the most morbid. sentimental or foolish perceptions of @

.
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sstsellers are linked to popular culture, to mass production and. in
with consumer culture. Clive Bloom (2002:17) insists that popular
organized into “aesthetic categories that often correspond to
scal, political and economic categories, cross-divided by gender
ations”. Commercially-oriented, the marketing of bestsellers aims at
um distribution and sales of units (books) and the capitalization on
gess for potential future sales.”

why do certain books get to be popular? That’s a question that
or of the book The Making of a Bestseller, Arthur Vanderbilt, tried
er in the attempt to discover the factors that influence the
mation of a book into a bestseller. Vanderbilt (1999:13) claims that
grets of such a transformation are very well hidden in “attics” and
*haunted bridges™” and suggests that the prediction of the following
ler metaphorically resembles roulette. Another relevant question for
industry is whether a good book inevitably and eventually finds a
ing house and a public. In this sense. Vanderbilt gives the example of
Hemingway who almost did not make it. If it had not been for Ezra
's. Scott Fitzgerald's and Gertrude Stein’s insistence to find him an
. today we would probably not have heard of Ernest Hemingway.
tly, with bestsellers it is all a matter of mysiery and chance
bilt 1999:12).

In the age we live in, bestsellers justify the idea that book marketing
ilar with any other product or service marketing. From purpose, place,
customer profile, marketing segmentation to competing rivals, we find
ingredients necessary for book marketing. From this perspective, a
eller has to be able to count on five strong actors: writer, publishing
distributor, retailer. and consumer/reader. In addition, the writer or
gctors performing in his behalf (literary agent, press attaché, publishing
) have to think about a very good marketing strategy for the promotion
book: advertising, conferences. book signing, public relations.
sment in major book chains, etc. Thus, writers are easily becoming more
ntreprencurs quantifying a strategically planned literary success.

The choice of the Belgian writer, Amélie Nothomb is justified by the
\that she has been a bestseller in France since 1992 year after year. Part of
lar culture, she frequently uses intertextuality, magic realism,
mivalisation, hvbridization of genres, minimalism, parody. absurdity, always
Sllating between low and high culture. Her literary legitimacy was at times
% contested, but there are, however, some objective indicators of a certain
gary value: many literary prizes (René-Fallet Prize, Alain-Fournier Prize,
jcation Prize, Great Prize of the Novel awarded by the French Academy).
slation of her books in over 20 languages, prestigious publishing house
5in Michel). the number of researches and critical works dedicated to her
mels, or the number of references in anthologies. Her talent may be
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‘ncontestable, but there are some factors that split the public in two: her
defenders count on her originality and capacity to negotiate with different
oenres to find the perfect recipe for her readers, and the accusers point to the
fact that her novels vary in quality, there is the apparent financial interest in the
annual publication. or the shortness of some novels which deceive the horizon
of expectation.

The case of Amélic Nothomb illustrates the fact that every literary
work has both an artistic and commercial side. Focusing on production and on
capital, her publishing house. Albin Michel, makes use of all marketing:
strategies to promote her hooks. In this respect she admits that: “Pour moi le
but de D'argent, ¢’est de ne pas y penser [...] Je suis une personne qui &
énormément de désirs, mais ces désirs ne s'achétent pas. L argent n’a doné
pas changé grand-chose. » (Zumkir 2003 17y However, the intriguing aspect
about this novelist is that she manifests aversion towards TV, even though she
appears quite often in mass media. « Amélie Nothomb a 1'impression que ¢
n'est plus elle que on applaudit mais ses ventes, que tous SCs détracten
deviennent soudain ses amis quand clle atteint 400 000 exemplaires vendus
Nous I’avons évoqué, elle est alors poussée a s’afficher dans des émissions d&
divertissement, elle devient un phénomene qu'il faut montrer. Tout cela ne
contribue gu’a augmenter son aversion envers la télévision. Des que cell
deviendra possible, dés que la stratégie de son éditeur changera pour S
resserrer sur les émissions littéraires, elle demandera a fairc moins
télévisions, un minimum. »°

‘Celebrification’ of Writers towards Literary Branding

If discussing celebrity in terms of consumer culture, one comes o the san
conclusion as Rojek did (2001: 92) when he claims that it “is a commodity, a2
therefore expresses a form of valorization of the individual and personality” 2
that “the most successful celebrities are those who can skilfully articulate
benefits of conspicuous consumption and capitalistic principles withd
alicnating the very audience they have been sent to distract.” In his

! My purpose regarding money is not to think about it. (...) 1 am a person who has m
desires. but these desires cannot be bought. 5o money has not changed me too much aftes
{our translation)

* Amélie Nothomb has the impression that it is the sales of her books that people acclai

all her accusers suddenly become her friends when she reaches 400 000 sold copies. /
have shown, she is at that point pushed to atlend 1o entertaining shows: she becons
phenomenon that must be displayed. All these contribute to the intensification of her a o
towards television. As soon as it is possible, as soon as the strategy of her editor change
order to close up on literary shows. she will ask to participate at a lesser extent to TV show
a minimal rate.” (our translation)
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rity, Rojek sets out to create a typology of celebrity and manages to
peuish between three such classes: ascribed, attributed, and achieved.
wbed celebrity has to do with bloodline and genealogic tree, attributed
iy is ‘the result of the concentrated representation of an individual as
morthy or exceptional by cultural intermediaries’ (the ‘human pusedo-
8°)". while achieved celebrity is the celebrity of accomplishments; as Rojek
5. “in the public realm, they are recognized as individuals who possess rare
s and skills™ (2001:18).
Referring to the connection between celebrity and consumer culture.
sme Turner (cited in Bell 2010:3) states that “trends have resulted in
ity itself mutating: no longer a magical condition, some research suggests
it is fast becoming an almost reasonable expectation for us to have of our
wvday lives,” Basically, he claims that celebrity is no longer designated to
elite, but has also reached the ordinary people who have the chance of
ming the so-called do-it yourself celebrity by means of Youtube, MySpace,
thook or any other socializing websites. People enjoy the consumption of
gority as if it were a very common type of commodity. This aspect is easily
teable in the sales of tabloids. Why this recent interest in celebrity?
pably because “the desire for fame. stardom or celebrification stems from a
i to be wanted in a society where being famous appears to offer enormous
erial, economic, social and psychic rewards’ (Holmes cited in Bell, 2010:

At this point, the definition of the process of ‘celebrification’ appears to
essential for the economy of this paper. Guzman (2010:67) considers that
Sebrification’ is a word coined by several writers to “refer to the infusion and

ssion of the celebrity factor on behaviour, and on the perception by an
idual of a person, an idea, or a product, as an effect of the “parasocial’
Eraction with the personalities of popular entertainment media.” This means
i “celebrification” can be applied to almost any object in society: iPod, Ugg
. iPhone, iPad, Ereader... etc. (Rojek 2006:95). As cultural and media
prications, celebrities influence general perception and act as role models for
fter or for worse in societies.

As literature is concerned. the process of ‘celebrification” affects the

ile of writers, transforming them in megastars. In this respect, it would be
eresting to see whether the efforts of the writer himself and of the publishing
sse to promote a literary work are joined in order to generate branding or
ebrification’. By deflinition, branding represents a “cultural process
srformed in an interplay between art and business, production and
psumption, images and stories, design and communication™ (SchroederdcM.
er-Morling 2006:2). Therefore. both branding and ‘celebrification’ are
ral processes which according to the case, can have or not convergent
ints. However, both concepts are connected to consumer culture and have not
een very often associated with literature, Seeing the overwhelming evolution
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of the book industry, I felt that branding and ‘celebrification’ could be appliec
in the case of the celebrity-writers which take advantage of their fame
become annual bestsellers. The difference between branding an
‘celebrification’ could be that while the former is based on a well-thougt
corollary of strategies relying on vision. mission, objectives and consume
research on the long-term, the latter appears to be a seize-the-opportuni
strategy being anchored in the present time. That does not mean that brandin
and ‘celebrification’ cannol g0 hand in hand to increase sales on the short &
long term.
With the creation of a new type of writer by mass media at the end &
the 20" and 21% centuries, the successful writer seems to be conceived as
celebrity, a star that must be exploited in media. Hubert Nyssen believes thall
contemporary times, the writer who manages to make a living out of B
writings is considered to be a success. If this particular writer manages 1o CIeS
] bestsellers, if he arouses the curiosity of photographers, if he goes out
fashionable places, if he writes in magazines. if he takes part in TV and
shows, then he represents the incarnation of a new type of writer (Nw
2005:134. our translation). Basically. he reveals the fact that it is no longer o8
the talent of the writer which makes a book sell. because promotion and me
exposure play their role in the sales.
Talking about writers exploiting celebrity. Eduard Brascy makss
classification of intellectuals according to their relation with media (1987:8
He distinguishes four such types: the absent who never appears in the mes
the grumpy who shows up only to critic the others, the cathodic who makes
of media moderately and the clownish who overuses media. In this typol
Amélie Nothomb is situated between the cathodic and the clownish typ
writer, exploiting media not necessarily by choice, but by the obli ol
probably stipulated in the contract with the publishing house. As a result, 8
considered to be a phenomenon for various reasons: her presence in @
increases while her fictions are adapted into dramas. movics and even oOp
she received various French literary prizes, there 1s a multitude of we
about her and she publishes novels every year in September. She is an 08
case of writer whose success was also due to the media forces of propul K
the TV shows attended. Amélie Nothomb always tries 1o exXpose her %
habits and rituals: writing very early in“the morning at 4 o’clock, drin}
huge cup of tea, eating rotten fruits. her grapho-mania, the writing
manuscripts on old notebooks; she wears huge hats and make-up like 2 8
As Boura (2003:201) puts it, Nothomb cultivates her media represe
because the readers want books, but more importantly they want authon
are more like the characters of their novels.
The media exposure of writers was very well prefigured by
Barthes in 1957 in Mythologies, more exactly in the essay The W
Holiday, where he talked about the fact that “the writer's work
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ied that it appeared as natural as his vestimentary or gustalory
& The myth of the writer on holiday shows that “the techniques of
srary journalism are devoted more and more to presenting the writer as
figure. But one would be very wrong to take this as an attcmpt (o
5. Quite the contrary. True, it may seem touching, and even flattering,
‘mere reader. should participate, thanks to such confidences, in the daily
race selected by genius. | would no doubt feel that a world was
by fraternal. in which newspapers told me that a certain great writer
Mue pyjamas, and a certain young novelist has a liking for 'pretty girls,
cheese and lavender-honey'. This does not alter the fact that the
» of the operation is that the writer becomes still more charismatic, leaves
wh a little more for a celestial habitat where his pyjamas and his cheeses
ay prevent him from resuming the use of his noble demiurgic speech™
s 1991:29). Thus, the myth of the writer on holiday seems to grasp very
. interest of the 1960s journalism in the private life of writers which
have led to the emergence of a new type of writer who makes use of the
forces to have his books sell. However, it is not only the writer’s status
i< reconsidered, but also the approach to books (that become plain goods)
reader’s profile are revised.

sdification of Books and the Consumerist Reader

onsumer culture brings in the discussion the transformation of books into
k and the commodification of literary works. Featherstone shows that high
ml goods which range from art, novels, opera or philosophy, must be
4 with the mundane goods which include clothing, food. drink or leisure
mits. hecause they both act as social markers. He claims that both high
1l and mundane goods should be “inscribed in the same social space as
vday cultural consumption” (Featherstone 1991:17). With reference” to
ks. he belicves that they represent “socially structured ways in which goods
used to demarcate social relationships” (Featherstone 1991:16-18) and the
ce of readings involves a certain discriminatory judgement associated with
sumption preferences and lifestyle practices according to the belonging to a
gin social class. In the choice of books. one should not forget about the
svcat effect and the tendency to follow the trends which also apply to the
beary field in terms of popular culture, but also, at a lesser extent, 10 elitist,
pdemic readings.
In the book Consuming Literature, Shuyu Kong (2005:8) discusses the
v in which literature has been transformed into commercial goods. being
e odified in order to reach the mass consumer. He claims that the
Smercialization of literature should also be perceived “in the negative sense
losing its identity” in the efforts of “some profit-hungry publishers to
sduce titles that appeal to the lowest common denominator of taste”, in the
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focus rather on style than on substance, in the proliferation of marketing
techniques, and in the “stereotyping and channeling of writers and works into
narrow marketable categories with a corresponding reduction in their freedom
of expression™.
As social markers, Amélic Nothomb’s books provide a sense
enjoyment just like the consumption of mundane goods. The forums on t
internet dedicated to her work show the way in which people with apparently
shared tastes use her novels as a method of identification, because the tastes &
readings can shape self-identity and help to fit in a group. The interesting aspec
about Nothomb’s novels is the negotiation with genres and the combination ¢
low and high culture clements. That is why the profile of her readers is S8
heterogeneous. According to Zumkir (2003: 143), the noteworthy aspect abe
the reception of Nothomb’s novels is that she is able to appeal both to hig
school teachers and to university researchers. However, he notices that she
warmly welcome rather in the Anglo-Saxon academic milien than in
Francophone ones. As a proof, it was the university in Edinburgh that held?
2001a conference dedicated to Amélie Nothomb. Her very diverse targs
audience, which covers all ages and professions, has however a signific
segment made of very voung admirers who exchange opinions about her no
on internet forums. In general, she keeps a good relation with her readers 2
replies to some the letters received from admirers. Even though she publish
every vear a novel. she does not always manage to keep all her readers§
satisfied. In this respect, David asserts, Amélic Nothomb’s status of celebs
writer is conferred by the approach of some segregation forms of writing ug
the auspices of the socicty of consumption which pushes everyone towards
culture of more, always more (2006:122).
The death of the author sustained by Barthes led to the birth of a 8
type of reader. In “The Practice of everyday life”, Michel de Ces
(2003:261) shows that “*popular culture’, as well as a whole literature &
‘popular’ take on a different aspect: they present themselves essentially as
of making’ this or that, i.e. as combinatory or utilizing modes of consump
Promoting a new way of thinking, many popular literary works are
according to some essential elements like the “rcaders’ practices, p
related to urban spaces, utilization of everyday rituals. re-uses and functie
the memory through the ‘authorities™ that make possible (or permit) even
practices” (Certeau 2003:261).
Anchored in everyday practices. the making of literary works has
to be subject to a sort of marketing segmentation of readers. In From BE '
Bestseller, Sansevieri (2007:28) claims that in order to define his audies
writer should ask himself: “How old is my reader? Is my reader
female? Where does my reader live? How educated is my reader? What B
my reader happy? What saddens my reader? What are their fears?
their aspirations? What do they need most in their life? What does my res
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Hiving? Is my reader married, single, or divorced? Is my reader a parent?
B magazines or publications do they read ? What types of books does my
already enjoy ? etc.” As much as this meditation on the profile of
can be beneficial, the obvious question that pops to mind is: when
#d the writer reflect on these matters? Is it when he is sitting in front the
page thinking about the story to tell and the characters to create? Or the
timing is when handing the manuscript to his agent? The reason why this
B question is essential is because it confers the writer either the role of a
calculating, profit-hungry individual employing his talent or pseudo-talent
mancial purposes, or the role of a traditional writer who. being aware of the
sumer culture he lives in, envisages making a living out of his writing and
ifies his target audience after the finalization of his work. The position
gevieri (2007: 9) defends is that the writer should know his reader before
ally starting to write because it “helps to incorporate aspects in [the] book
help (...) unearth salient marketing opportunities (i.e. publications and
fes)”. In my assumption, this type of writer may indeed be suitable for the
perican literary market. but in the European landscape, literary works do not
zar Lo reach that particular level of commercialization of the talent.

blishing House: Marketing or Aesthetic Strategies?

tsellers machines, publishing houses represent the “new institutions for
pording. preserving, analyzing cultural products (for example, an archive of
seum of popular culture will appear near to or as an annexe of “sacred” art
lerics) new journals to popularize television and radio programmes and
pret taste, consumer associations to test products are established.”
dieu cited in Featherstone 1991:93). As cultural intermediaries, publishers
=y an important role in cultural marketing and branding.  »

On L’internaute - a French website, an article entitled “Comment se
e publier?” [« How to get published 7] reveals some interesting aspects
jout the book industry and the functioning mechanism of publishing houses:
y 1% of the books received are chosen for publication, the first novels of a
iter are not very profitable, the author receives from 10 to 15% of the sales,
that every publishing house has a vision according to which the authors are
osen or rejected. A very prestigious publishing house, Albin Michel gathers
pout 300 manuscripts per month, but keeps only five of them.

With a one-hundred-year tradition, Albin Michel is divided in several
epartments: French literature, foreign literature, social sciences and
ssvchology, spirituality, do-it-yourself, personal development. teens and
thildren. Like any other publishing house, it vacillates between economic and
esthetic strategies for book promotion. As Nicolas Stilmant (2003: 144) shows,
the publisher is necessarily a double character who has to juggle with both its
economic and symbolic sides. With Albin Michel, this duality is displayed in
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the couple Esménard-Ducousset who has promoted
pallet of writers in the industry. When the publishing house decides on a book
everybody is putto work. Esménard is in charge of the little details from title
cover, even if it is a cook hook. while Ducousset orchestrates the marketing
promotion operations. At this point, the publishers flood the newspapers WIS
ads and rely on communication strategies In addition. they organize frequé
meetings with readers, film projections, accompanied by nice cocktails to €8

the most heterogeneous

the evening.
As Amélic Nothomb is concerned, Albin Michel uses some ver)

interesting literary strategies to promote her books: while cover. a red band w
_the author’s name, some promotional inserts taken from media, or the summs
and the book presentation on the fourth cover. Further on, the stralegy
developed and they incorporalc photos, ads, and media coverage dedicated oB
to the most popular authors. Despite the huge SUCCess, Albin Michel contini
to rely more on the literary consecration of the author, but also on financs
ends, even though in the literary field, the promotion is considered to be a S8
of compromise with the bourgeois order, & denial of the values belong
purely to the aesthetics (Bourdieu cited in Stilmant 2010:144). Even thoug
Nothomb almost took the Goncourt Prize for the novel Stupeur
tremblements [Fear and Trembling/, the publishing house is said not to hS
pulled all the necessary strings to get the prize. Apparently, by receiving 18
important literary prize, they would have moved this author away from pope
culture, which would have signified committing an economic suicide. In
double game with economic and aesthetic ends, Albin Michel juggles ¥
whatever side best suits the situation.
The existent relationship between Amélic Nothomb and Albin Miche

hased on confidence and mutual respect. Even though the marketing strates
emploved by the publishing house arc not necessarily appropriate for |
author in terms of literary consecration, Nothomb refuses to move to a difies
publisher who would publish only the novels with chances to be acclaimet
critics. The fact that the author ~ let to choose the title of her novels and
gets to pick the next novel to publish 1s one of the main reasons why she ¢
to stay with this publishing house. However, the author confessed that in §
of her great relationship with Albin Michel, she would quit them if her B

attaché decided to work for a different publishing house. Florence Godfers

is Amélie Nothomb's press attaché since 1994 and she is the one who de€
‘hich TV or radio shows 10 attend, in the attemg

which interviews to accept, W
her career. Despite her aversion towa

shape a more literary trajectory for
television, the Belgian writer does not decline any sacrifice demanded by
publisher, considering that she owes her readers to the publishing house

manages to sell annually some millions of copies of her novels.
In conclusion, studying the case of Amélie Nothomb was exire

relevant for the analysis of the basic ingredients in the recipe for bestsellers
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dhrity-writer who is propelled by media forces and becomes a star with his
B fans, the consumerist reader whose profile is thoroughly researched in the
industry for marketing segmentation, or the publishing house which does
‘always place its bets on the literary consecration of its authors, being
gested more in sales and profit. Discussing Nothomb's celebrity, it is hard to
ge out if it attributed or achieved. According to Rojeck’s classification
1:18), Nothomb’s celebrity seems to be attributed through the efforts of the
ishing house to channel her promotion in media. ‘A human pseudo-event’
phenomenon as she was often called, Nothomb manages to turn every
iew in a spectacle which mesmerizes and asks for more media attention.
ever, if considering some objective indicators of literary consecration, then
‘balance goes towards achieved celebrity, as her literary prizes manage to
te a celebrity of accomplishments. The segmentation of her readers revealed
she is read more by female tecnagers, but this aspect does not to disappoint
because she seems to indulge in her writing and not bother with thinking
much about her target audience. She goes with the flow of her publishing
e, With a good market share, Albin Michel propels the celebrity-writer
h all possible and imaginable tools. Varying the marketing and the aesthetic
Bicgies, it manages to create bestsellers, but in the meantime, gets its bonuses
g the literary prizes gathered. Finally, the book industry proved to be
emely dynamic if taking into consideration the emergence of a new type of
ger. the profiling of the reader for financial ends and the efforts to
mmercialize literature in a consumerist age that seems to have lost most of its
ditional everyday practices.
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eract: Gender roles refer to dominant attitudes and behaviour that society
eiates with cach sex. attitudes that are moulded by and reflect the structure of a
ety The paper focuses on the way in which advertising mirrors these attitudes and
snces our expectations regarding gender roles.

words: gender, gender role, social expectations, stereotypes

ader Roles

der is a pervasive feature of our everyday lives. Everywhere we look, we
different displays of gender; in the way we get dressed, in the way we
bave, in the way we talk. in our choice of words, in newspapers. magazines
. It's impossible to escape it. Similarly. advertising is a phenomenon that
qot be ignored since advertising is everywhere; whether we are alone. with
¢ friends and family. or in a crowd, advertising is always with us. if only in
label of something we arc using. Every day our brain ,processes
consciously a lot of information from magazines, TV ads. billboards etc. The
ssent paper aims at analysing how gender and advertising intermingle in order
send particular messages about gender roles, about what is considered
sropriate or not in the Romanian society.
" Gender roles refer to dominant attitudes and behaviour that society
sociates with each sex, to norms that are widely considered to be socially
wropriate for individuals of a specific sex in a specific culture. Gender roles
- moulded by and reflect the structure of a society or culture. Such social
inectations may put a lot a pressure on an individual who might feel forced to
aform to these norms.

Gender is not set in stone. Every vear. every month, every day, our
erceptions of gender change. Gender is the social and cultural construction of
smininity and masculinity.

There have been debates as to whether gender roles and gender
erences in general are due to cultural and social factors on the one hand,
to biological and physiological differences on the other hand, which
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brings us to the sex and gender distinction. The English-language distinctios
between the words sex and gender was first developed in the 1950s am
1960s by British and American psychiatrists and other medical person
working with intersex and transsexual patients. (Moi 2005) Since then.
term gender has been increasingly used to distinguish belween sex
biological and gender as socially and culturally constructed. Feminists ha
used this terminology to argue against the ‘biology is destiny’ line, am
sender and development approaches have widely adopted this system
analysis.
Along the history, in an attempt to explain gender differences.
schools of thought prevailed: they are known as ‘nature’ versus ‘nurture’.

The first school claims that men and women are biologically differss
starting from brain chemistries, brain structures up to muscles and hormons
Sigmund Freud’s famous line “Anatomy is destiny” led many theorists
think that differences in anatomy arc decisive and are the source
differences between men and women. They made a clear distinction betwes
aender and sex: sex refers to the biological apparatus. the male and the fem
while gender refers to the meanings that are attached to these differen
within a culture. “Sex is male and female, gender is masculinity
femininity. what it means to be a man or a woman. " (Kimmel 2000:3) Gens
is usually thought of as the learned behaviours a culture associated with be
male or female.

The ‘nature’ school assumes that sex determines gender, and that
innate biological differences automatically lead to behaviour and se8
differences. Their point of view. that differences/inequality between men
women stem form biology seems to reassure us in a way, since it is not our 8
and no one is to be blamed for these inequalities but anatomy.

But there were many voices to contradict their point of view.
claimed that if a child were raised as the other sender hefshe could easily m
the transition to the other gender. What's more, the *nature” school could
account for the fact that there are different definitions of masculinity:
femininity all over the world and the inequalities between men and W
differ from one society to another. These “voices’ represented the “nus
school’. The “nurture’ school claims that men and women are different bess
they were taught to be different, since they were treated differently fom
very moment they were born and as they grow up they acquire the features
their society considers feminine or masculine. Therefore “we are not neces
born different, we become different through the process of socializaB
Kimmel 2000:3) _

Quzanne Romaine (1999) argues that we are doing and disp
gender from the very moments we are born.” Qur biological sex is dete
at birth by factors beyond our control, vet being born male or femns
probably the most important feature of our lives.” (Romaine 1999:1)
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Though the two schools identify different sources for gender
ffercnces, there are however similarities in their approach: both admit that
and women are different and both agree that gender domination is the
itable outcome of this difference, because gcnerally speaking, difference
es domination.

Gender in common usage refers to the distinction between masculinity
ad femininity. Anthropologists. sociologists and gender theorists claim that
der is a social construction. that it is ‘performative’ and that one is always in
e process of becoming a oender rather than actually being a gender. Following

their footsteps, Suzanne Romaine (1999) in her book Communicating
Sender. points out that gender is not simply something passed on form one
weneration to another, but actively constructed in a particular context.

Therefore, in a nutshell. sex refers to biological differences. while
gender describes the characteristics that a society or culture delineates as
asculine or feminine. Sex is fixed and based in nature; gender is fluid and
Lced in culture. (Goldstein 2003:2) In sociological terms 'gender role’ refers to
characteristics and behaviours that different cultures attribute to the sexes.
hects of sex will not vary substantially between different human societies,
ile aspects of gender may vary greatly.

As Mary Ritchie Key pointed out in her book Male/Female Language
[1975:23) our perception of gender is influenced by preconceptions and
gereotypes. There are many beliels in society about masculinity and femininity,
ich are accepted as facts. There are widespread beliefs that biological and
bsychological differences account for certain attributes of male and female.
Examples of sex characteristics mainly refer to physical differences
between men and women which are accepted among scientists wihout
sontradiction: men generally have more massive bones than women, females
Bave less muscle and more fat, females have less musculag strength, females
eigh less etc. When it comes to psychological differences. the issue becomes
more delicate because here we deal with a lot of misconceptions and
stercotypes. Of course, once again, the cultural variable has to be taken into
count. What is considered male hehaviour in one culture may be female
Schaviour in another. In our society, the psychological characteristics of males
Lare said to be: “aggressive, assertive, authoritative. competitive, courageous,
daring, decisive, domineering, independent. innovative. self-reliant, vigorous.
‘boastful, bull-headed. combative. presumptuous. sadistic and violent. Females
lare said to be affectionate, demure, dependent, emotional, gentle, illogical,
ndecisive, intuitive. passive. sensitive. submissive, tender. unambitious.
secretive, superficial, undependable... 7 (Key 1975:23)

Examples of gender characteristics may refer to the following: in most
countries women earn significantly less money than men for similar work, in
most parts ol the world women do more housework than men, in Saud Arabia
men are allowed to drive cars while women are not. etc. The domains of women
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- defined traditionally — have been child rearing, cooking, colours, sewing. The
domains of men have been war, politics, and machinery.

Certain occupations are invariably designated with a single genders
policeman. bricklayer, president, sailor. professor, doctor are referred to bw
“he”, while nurse, secretary, baby-sitter. typist, and housekeeper, are referred t@
by “she”. This stereotypes employees and locks people into certain jobs, while
excluding them from others. If a woman accedes to one of these occupations,
she is not referred to by using the name of the profession: doctor; her gendes
has to be encoded in it. Thus she becomes lady doctor. woman lawyer, female
surgeon etc.

A person’s sexuality comes from within him/her. Unlike sexuali
however, gender roles are imposed through a variety of social influences.
socialization process, including family, school, games, friends ete. contribute
to our femaleness and maleness. And we continue to be socialized throughot
our lives. Parents are our first teachers. teaching us not only to talk and wa
but also about attitudes and behaviour. From early childhood, girls and bow
socialized in different ways. From early childhood children are taught what #
appropriate conduct for their gender. The following dialogue between Ann ar
her mother points out that gender roles are learnt from an early age. (Arnol
cited in Coates et co 1997:22)

Mamma: Go and buy a toy, Ann.

Ann: [ can buy a gun.

Mamma: A gun is not fit for vou, Ann.
Ann: Why is a gun not fit for me?
Mamma: A gun is only fit for a boy.
Ann: May I buy a top?

Mamma: No. but you may buy a mop.

Babies are treated differently from the moment they are born into this wo
starting from the way in which they are dressed (pink for girls, blue from bo
addressed. cuddled ctc. It's common knowledge that parents are more likely
cuddle girls more. to encourage boys to try new activities, to be more courageo
to cry less etc. There’s a tendency to compliment girls on the way they loa -
“She’s so pretty/cute!” is a phrase one may hear repeatedly in reference to a gir
which may lead her eventually to conclude that she is most appreciated for B
look, not for what she can do. Boys, on the other hand. are praised for what th
can do — “He’s a big boy! Look at him walking on his own!

Toys children play with, do nothing but reinforce the issue of gend
roles. Children get their toys mostly from parents and other family membe
therefore, the respective toys support the grown ups’ view of gender roles. Gi
are discouraged from playing with toys that are normally associated with be
like cars, guns, swords etc. and are taught not to fight. not Lo use swear wor
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o do things that are not lady-like. Similarly, boys are encouraged to be
active, to be competitive, to fight back, to act like a man and discouraged
B playing with dolls and other girlish toys. If nevertheless, they fail to
form to the society’s expectations, they are immediately labelled: a boy that
s with dolls and does not like rough plays — thus breaching the gender role
—1s called a sisSy, whereas a girl who plays with boyish toys and prefers
e plays is called a tomboy.

As they grow older. children’s perception of gender roles is influenced
ae media: TV, magazines, ads, billboards ctc. Gender roles are in fact a
tions of factors which answer the question ‘How do I need to function so
SOCIEL}“ would perceive me as belonging or not belonging to a specific
ider’. hence leading to gender stereotypes which do nothing bur reinforce the
@ that men and women need to follow their specific gender roles in order to
socially accepted. Gender roles have forced society to form a stereotype of
L a man and a woman should be like. Women are supposed to be feminine,
iful, respectful, in shape, nurturing, loving, dependent etc. while men are
posed to be good-looking, strong, masculine, independent and a provider for
family. Advertising is one of the most powerful tools of our society which
aforces such stereotypes. making it all the more difficult to challenge the
freotyped messages it sends 1o its readers.

ertising gender roles

idvertising is possibly the most prevalent cultural form of the twentieth
gatury and will probably have the greatest longevity. In contemporary society
wertising is everywhere. We cannot walk down the street. shop, watch
Sevision, read a newspaper or take a train without encountering it. Whether we
fe alone, with our friends or family. or in a crowd, advertising is always with
. if only in the label of something we are using.
Gender is an important variable in advertising. because we are always
efined by our gender. In its visual or verbal representation of the sexes.
dvertising represents a mirror of our gender identities. For instance, magazines
ed at women offer its readers advice on how to behave. how to look like.
pow to live vour life, which unconsciously influences our expectations
egarding the way we or others look, the way we are supposed to behave in
gertain circumstances efc.
Prior to the 1970°s, magazine ads. presented women in stereotypical
bles: that of housewife or, when they were shown in the line of work that of
smiling secretary or hairdresser. The number of housewives ads began to
decline after the 1950°s but strong evidence of stereotyping still exists. By the
99(’s, even if the setting of the ads has changed, the stereotypes are still there:
women are more concerned with beauty, cleanliness, family, while men are
more concerned with success and fun.

-
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In the early sixties Betty Friedan began to question women's roles in
advertising in her book The Feminine Mystique. Her book is considered a
pioneering one because it was the first to question taken-for-granted role
portrayals. She argued that women were presented in the ads in limited roles.
thus undermining their prospects for the future. She focused on what she called
the “strange discrepancy between the reality of our lives as women and the
image to which we were trying to conform.” (Friedan 1984:15) She calls thiss
image the feminine mystique. By analysing women's magazines from 19408
and 1950s she concluded that advertising presents images of fulfilled. happ
women in their role as housewives and mothers, suggesting that they have n@
other ambitions in life than to be the best housewife and mother. Advertising
thus influenced the way in which women were perceived in society. '

In order to see how gender roles are displayed in Romanian ads, I chos
three magazines: Glamour, FHM and Ioana. My choice was influenced by the
magazines’ profile which in furn influence the advertiser’s expectations as
what its readers needs are. The first one emphasizes a woman's appearand
uppermost, therefore hygiene and beauty products abound. The sccond of
FHM — For Him Magazine — emphasizes the real man and his favou
pastime: technology, cars, beer etc. The third one is mainly targeted at wo
in their thirlies and forties, therefore already married, with a household am
children to take care of.

As expecie
Glamour contains
lot of beauty prods
and perfume
reinforcing
stereotype that wos
are supposed to
good, with a pes
complexion, in
etc. What came
surprise  was
sexual sell’, that &
use of female bod
to sell products.
two  perfume
under scrutiny (see fig. 1 and 2) use attractive models, depicting the
alluring or enticing sexual objects. In order to aftract attention, models d
have to be completely naked: open blouses, deep cleavages or tight-8
clothes will do the trick. Fven their gaze and body posture is provos
flirting with the viewer or simply suggesting sexual interest. What was
shocking was the fact that such ads that belittle women are present in We
magazines and what is more, they actually seem to work.

Fig.|
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0 bere dintr-o mie

The ads found in FHM magazine. do

nothing but support the stereotype of the perfect
man, who is supposed to be masculine, good
looking, strong and independent. (see fig. 3)
There are no sexual implications in this perfume
ad (unlike the ads for women’s perfume): it
simply presents a well-known actor (Orlando
Bloom), casually dressed. gazing off into space,
disengaged as if his mind were somewhere else.
The stereotypical image of men going out in pubs
with friends for a drink, is also present in several
beer ads. (see fig 4) Another masculine stereotype
is that of gambling. Besides an ad for a poker site
where a man can create an exclusive online poker
club for him and his friends, the magazine also
contains a brochure giving advice on how to be a
good poker player. The choice of words in the ad
(“invita-ti prietenii”) clearly suggests thal
gambling is for men and their [riends. no women
allowed.
Although women have come a long way, although
they are no longer associated with the
stereotypical image of the housewife who cleans,
cooks. takes care of the children etc., let’s face it
— women are still responsible for most of these
chores. Thercefore it shouldn’t come as a surprise
the fact that loana magazine contains ads for food
(ads that would never appear in magazines like
Glamour, Cosmopolitan etc.) — see fig. 5. Again
the choice of words (‘tu ai avea chef sa gatesti
ceva cand esti obosita') casts no doubt upon the
fact that the ad is targeted exclusively at women.
as if cooking for the family were only a woman’s
task.

Though things have changed over the past
years, some things are slower to change than
others. Like Lucy Comisar (1971: 304) pointed
out, advertising stercotyped — and still does —
women in different sex- roles: “Look in a mirror.

If you are a woman, what do you see?

A woman waxing the floor? Feeding
children? Spraying her hair? Scribbling on a steno
pad? Gazing at a man with mixed reverence and
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awe? The simple mirrors that hang over bureaus and on the backs of the closet
doors only tell us superficial things about ourselves. The real-life mirrors are
the media, and for women the most invidious mirror of all is advertising.”

Conclusions

Almost everybody has an opinion regarding gender roles, regarding the way in
which men and women should talk. behave etc. But what people are unaware @
is the fact that such beliefs and mythology about sex-role differences are 25
important as actual differences since beliefs may cause female/male difference:
Gender role standards exert a real influence on people who try to behave
speak in a certain way so as not to be considered deviant,

In a society in which gender in one of the axes around which our work
revolves, in which gender is at the basis of most categorizations, gender is e
likely to disappear. That is why it is crucial that people be aware of the effeg
everyday practices may have on people around them.

. Advertising doesn’t simply advertise a product, it deals with ides
attitudes, and values and gives them cultural form through its practices.
Schudson (1984:13) puts it, the promotional culture of advertising has works
its way into "what we read, what we care about. the ways we raise our childre
our ideas of right and wrong conduct. our attribution of significance to 'imag
in both public and private life".

Although ads persuade consumers to buy products, they do more th
sell products. “They sell values and concepts. They present images of sexual®
popularity, success and normalcy. They tell us who we are and who we sha
be.” (Romaine 1999:252) They work in subtle ways to persuade us to accept
way of life they depict. And they do depict gender stereotypes. For instas
they depict women and men as two completely separate genders and
attempt to cross this demarcation line between genders will make you either
“effeminate man” or a ‘mannish woman’. thus conveying the message
according to general belief, each gender should stay on the right side of
demarcation line and behave according to the expectations of a society.

As in other areas of public life where gender is an issue, advertis
emphasizes the traditional view that women’s place is in the home (most o
in the kitchen and in the bathroom) as wife and mother. thereby upholdin
feminine ideal of domesticity. The predominant image for women portra

outside the home is not that of business executive but that of secretary ¢
young and beautiful fashion models who look like a Barbie doll, combi
large breasts with a slim waist and hips. '

Though the shifting of gender roles in the past 30 years has been
though certain aspects relating to sexual stereotyping have conseques
changer throughout the years, others are still being perpetuated and advert
seems to be playing an important part in it
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Shadows of the Military Orders
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Abstract: This paper deals with the extraordinary and romantic history of
Military orders of monks, those military friars who 50 strangely blended
character of the monk with that of the goldier. It also deals with their prints
contemporary literature trying lo capturc the very cssence of their characler. g
traces date back in Sir Walter Scott’s Ivanhoe or Henry Sienkiewicz’'s

Knights of the Cross still continuing to intrigue many of the contemporary auth
like Dan Brown: The da Vinei Code, Raymond Khoury: The Last Templ
Hanny Alders: Nobis, Steve Berry: The Templar Legacy. Robyn You
Brethen: An Epic Adventure of the Knights Templars or Jack Whyte: Kni
of the Black and White.

Key-words: literature, Knight Templars, Knights of the Cross. Hospitallers

Medieval monasterics and abbeys were great repositories of value.
were often the target of the Norsemen and other raiders and they ¥
undefended. Some knights in the 11th century formed informal
associations or fraternities to defend abbeys and monasteries. This may
been the impetus for the formation of actual military orders in the I
centuries.

The Military Orders Were born from the necessity of having
devoted not only for the Christian serving of mankind, but also for
defending and safety of the Holy Land. To be as operative as possible, ©
leadership had a strict and centralized hierarchy, having as head ..the
Master” or a ,Supreme Master”, whose power was only surpassed by that of
pope in Rome.

The orders of any historical existence may be reduced to
categories: The Greater Regular Orders: The Lesser Regular Orders:
Secular Orders.

The greater regular orders .
This paper only deals with the great military orders, which had their or

the crusades, from which they retain the common badge of every
of knighthood — the cross worn on the breasl.
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_ Orders

of Military Orders, the Knights Templar, has served as a model for
others. Afier barely a century of existence, they were suppressed
ent V: but two remnants remained after the fourteenth century,
ger of Christ in Portugal, and the Order of Montesa in Spain. In the
century Portugal had borrowed their rule from the Templars and
Bd the Portuguese Order of Aviz. Almost at the same time there arose
sile the Order of Calatrava and in Leon the Order of Alcantara.

VHospitaller Orders

smporary with these purely military orders. others were founded at once
- and hospitaller, the most famous of which were the Hospitallers of St.
of Jerusalem (Knights of Malta) and the Teutonic Knights (modelled on
srmer), both still in existence. In the same category should be included
Srder of Santiago which spread throughout Castile, Leon, and Portugal.

graller Orders

. there are the purely hospitaller orders whose commanders, however,
gmed the rank of knights though they had never been in battle, such as
Orders of St. Lazarus of Jerusalem and of the Holy Spirit of Montpellicr.
§ these may be connected the Order of Our Lady of Ransom (also
.4 Mercedarians), founded (1218) in Aragon by St. Peter Nolasco for the
lemptlion of captives. Including religious knights as well as religious clerics.
as originally considered a military order, but dissensions arose and each
chose its own grand master. John XXI1 (1317) reserved the grand-
sstership to clerics, with the result of a general exodus of knights into the

wly founded military Order of Montesa.

When the military orders appeared in literat
mrituality that was emphasized but the aspecl that sounds more like a “cliché™
sen they talked about monks, it was already known that they werc sinners.
> Templars sometimes appeared in literature as hermits. giving hospitality to
yandering knights, acting as ouides for the knights lost in battles. In the
ances of the late twelfth and thirteen century, the figure of the hermit acted
& a vital link between the wandering knight and God, giving spiritual advice

ind direction, and showing sympat
Templars had been portrayed as he
Templars were never cast as spiritual
nights physical needs in order to be st
< [ said, they were not regular knights,
jedicated their time to training and adding as many

ure it was not their

hy to the knight’s weaknesses. This is how
rmits and saviors of all poor souls. But
guides for Christians: they only provided
rong and well trained for battles, because
they were a military order who
followers as possible.
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a mysterious story and a tragic
und them, Templars are the
The other orders like the
in small roles.

Because they had such a special status,
end, and having so many rumours circulating aro
knights who appeared in mosl literary works.
Hospitallers or the Teutonic appeared far more less, and only
sometimes only to increase the role of Templars:

the Hospitallers appeared far less often and in a smaller variety of roles, and the
Teutonic order only began to appear towards the end of the thirteen centery
and then only in German wortks [...], the Templars seem 10 have caught
imagination of writers to a sreater degree than the other military orders
(Nicholson, 2000: 135)

t them would be that they wess
that they knew the secrel g
at his death or the mystery @

The most important legends that circulated abou
,the keepers of the Holy Grail, the suspicion
alchemy, the prophesy Jacques de Molay made
Baphomet.
Another legend is about the Prophecie
written about the prophecies of Nostradamus (1503-1566). Their interpretatis
is still difficult and confusing and seems to be a waste of time. Legend says
those quatrains hadn’t been written by the person we all know today by
name of Nostradamus, but that they are actually documents written by
Templars with rules to follow in order to keep the tradition and the science 1
they passed to humankind.
The Knights Templar have inspired contemporary authors to write bes
selling books - The Last Templar by Raymond Khoury, The Templar Legacy
Steve Berry and the ubiquitous best-seller The Da Vinei Code by Dan Brown.
Dan Brown's book, one of the most astonishing books of the
century, deals with a subject that has always fascinated people mind: reli i
and in particular the life of Christ. Its plot is specific to a detective story.
The Last Templar by Raymond Khoury is also a brilliant book. Its
is nearly similar with The Da Vinci Code. Tt is based on a modern day sed
for a set a secret holy scriptures hidden by the last of the famous Knig
Templar over 700 years ago. The story has a very powerful underlying the
that centres on the history of the Roman Catholic Church.
Steve Berry’s novel, The Templar Legacy also deals with this anch
of the Knights Templar which was supposed to have possessed UR
kings and popes . .. until the Inquisition, ¥
earth, accused of heresy and burnt at S8
the book, the two forces vying for
all what they thought it was — and its

s of Nostradamus. Much has be@

order
wealth and absolute power Over
they were wiped from the face of the
and all their hidden riches lost. In
treasure have learned that it is not at

nature could change the modern world.
.r that a king ordered to be abols

Because it was the only orde
writers had always been interested by their end trying to fill in the missing

322



Shadows of the Military Orders

B their history. Hanny Alders is one of those pen magicians who had tried to
himself into a monograph of Templars history insisting as most of the
ers on their last days; in fact the book has been translated into Romanian as
t Dawn of the Templars, It seems to me very important to mention that the
follows the history precisely as it writes in the archives and documents
md about those days. The novel is not only a book about the history of the
snlars but one about the political situation in Europe as well. To make a
action between what is real and what is fiction in Alder’s book Nobis, is
ch to say that he imagines a knight who travels between France and
eland several times, meeting the kings of both countries and fighting to save
Order of the Templars. He had lived all his life in one of Templars
mmanderics in London, and now is forced to leave that save life and run
v leaving his brothers behind in order to save his life. He decided to go to
ace and search there in another templar housc a place to stay. Unfortunately
arrives in Paris in the horrible night when all Templars had been arrested.
here the action is a continuous fight for surviving, and in the same time a
tiful love story.

Robyn Young’s epic novel of the Knights Templar, Brethren spans the
between 1260 and 1272 AD. The book’s settings include besides London,

a lot of other localities throughout the Middle East. Young is the
miscient narrator providing much of the background information. The main
aracter, Will Campbell is a young man who is sworn to the Temple and
geerly wants to be knighted and who follows a rough path toward knighthood.
Jthough their initial mission was to protect Christians gone in pilgrimage to
Holy Land, the Knights Templar evolved into “one of the wealthiest and
pst powerful organizations of their day.” (Young, 2007: 50) wielding great
slitical, economic and religious influence.

Knights of the Black and White by Jack Whyte is the first book in a
atic historical trilogy about the rise and fall of the Knights Templar. In
088, many French nobles were continuing their occupation of England. Hugh
Payens, a young knight, is accepted in a secret society, the Order of
ehirth in Sion, in his father’s castle in Anjou. The Order draws ils
sembership from the ranks of some of France’s most powerful families. Only
sne son from each generation is eligible to be selected. and its members are
sval to both Church and state. Hugh takes part in the first Crusade in
Jerusalem but seeing the atrocities that happen. he appeals to the Order to
‘allow him and a few of the brothers to follow a different path; they become
the Poor Fellow Soldiers of Christ, a unique order of fighting monks, who use
their fighting skills to defend and protect pilgrims on the road to Jerusalem.
After a while, they are charged with the mission of uncovering a treasure
‘hidden in the very center of Jerusalem. a treasure that might not only destroy
the Crusader kingdom of Jerusalem but also threaten the very institution of the
Church itsell
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The religious military orders regarded their mission as the supre
expression of the Christian chivalry. By combining the military and religi
ideals, the orders managed to amount the concept of a knight to the on¢ of
Christian soldier. honorable and pious. This practice led to an impregnation
the code of the mediceval knights with religious tints, which in tumn led tow
the creation of an image of a noble knight. with trust and honor.

For people nowadays. monks and monasteries ceased to be part of
daily lives, vet they still exist. but they are not paid so much attention.
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Silent nouns in Romanian: the case of alde

Toana Dumitrescu
University of Bucharest

ct:The paper applies the concept of silent noun (Kayne 2002} 1o Romanian
ctions centered on alde, a term traditionally analysed as an indefinite
minal adjective. In its most frequent use, alde denotes inclusion in a category or
oy, so it may be suggested that the silent noun fype is part of these
ctions. Syntactic arguments for this hypothesis are put forth, and the proposed
re is alde, where al is a proclitic definite article or a demonstrative adjective,
e behaves as a possessive marker. A second silent noun, individuals, the existence
which is supported with evidence from the agreement patlern of French
‘people’), is argued to be part of such alde-constructions as well; its semantic role
represent, through its members, the category created in the presence of fpe.
Iy, in search of the two silent nouns. other uses of alde are briefly discussed.

_words: silent nouns, alde, type, individuals, Romanian. French

troduction

t nouns are nouns which lack a phonetic matrix, but which contribute to
retation and are active in syntax (Kayne 2002, van Riemsdijk 2005 a.0.) -
ir presence can therefore explain syntactic oddities in various languages. All
¢ nouns are semi-lexical, i.e. they exhibit both lexical and functional fedtures,
occupy the head of the Classifier Phrase (sec Tanase-Dogaru 2009), forming
ingle extended projection with the overt, lexical nouns they classify. By
vention, they arc written in capital letters. The aim of the present paper is
fold: to show that two silent nouns, TYPE and INDIVIDUALS, may be part
alde-constructions in Romanian, and to reanalyse these constructions from the
pective of the presence of silent nouns.

According to Leu (2004) and van Riemsdijk (2005), TYPE or KIND is
silent noun the presence of which explains the kind reading of Dutch
voor constructions, i.e. the fact that any noun « that is preceded by watvoor
A1 be read as ‘kind/type of «’. and also the otherwise odd occurrence of a
oular indefinite article with mass nouns or pluralsin these constructions(la).
e other silent noun originates in Beyssade and Dobrovie-Sorin (2005), where
singular form individualis argued 1o be covertly present in cases of
dication involving role nouns and the indefinite article,like(1b) in French:
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Number will govern this covert noun and not the overt one which thereby gets
to denote a property.

(1) a. Watvoor (een) TYPE jongenszijndat?
what for (a) TYPE boy-PLbe-3PL DEM
“What kind of boys are those?" (Leu 2004: 5)
b. Jean est un danseur.
‘Jean is a dancer.’ {Beyssade and Dobrovie-Sorin 2005: 56

As for Romanian alde, it usually precedes proper names of persons and 15
traditionally viewed as an indefinite pronominal adjective belonging to populas
language. The most common reading it contributes in colloquial Romania
could be formulated as follows: members of a class orindividuals of a type
sthefamiliar prototypeof which is denoted by the proper name - in (2). (de-) ald
Gangu stands for Gangu and his likes or individuals of the type of Gangu.

(2) Lasa modestia[...] la de-alde Gangu. .. la persoane ne-nsufletite de gpinfl
veaculul.

leave-25(:.IMP modesty-DEF at of-alde Gangu at person-FL NEG-animated-F.PL &
spirit-DEF century-GEN
‘Leave modesty to the likes of Gangu... to persons not animated by the spi
of the century.”

Based on such interpretations, it may be suggested that in their typology
alde-constructions contain TYPE.hence the class part of their reading, 3
INDIVIDUALS, responsible for dividing the class into members. Syntac
arguments for the presence of TYPE will be adduced in Section 2 of
paper. Evidence for INDIVIDUALS will also be put forth, first of all for
existence as a plural silent noun (Section 3.1) and then for its occurrence
such alde-constructions (Section 3.2). Other uses of ald ewill be brig
discussed in Section 4. in order to establish whether the two silent nos
have a role in these patterns as well. The final section will draw |
conclusions of the analysis.

2. Syntactic evidence for TYPE

It takes more than interpretation to prove that TYPE is part of a4
constructions — syntactic arguments for its presence are also requireds
alde is made up of @l and the preposition de, it may then be useful to ana
the role of cach of these elements in relation to the silent noun. First &

| Far the sake of accuracy, most Romanian and French examples were taken cither from §
works or from online discussion forums, blogs and news websites.
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S the same o-features as the overt counterparts of TYPE in Romanian
\&en, fel soi) and it is in variable regardless of the gender of the proper

(3a), which means that al cannot be the determiner of this noun, but it
d be the determiner of TYPE. Examples like (3b), where a distinct a/

Bmines and agrees. with the OVErt noun, confirm that a/ in alde can only

Elated to a silent noun. Moareover, in examples such as (3¢) the presence
B overt counterpart of TYPE suggests that the latter is at least implicit in
onstructions, whereas the contrasi with gy (“another’) indicates that ¢/
sdependent from the preposition and may assign determined reference 1o

Silent noun,

(3) 2.Dinamo joaca prin cluburi cy alde Bianca.
Dinamo play-3s¢ through club-p1. with a/de Bianca
“Dinamo plays in clubs with Bianca and her likes.®

b. D-alde ale / Haimanale / Dupd drumuri. / Plin; de fumuri / Cj stiu

toate.

ol~alde DEM-Fp. loaler-P1. after road-py, full-M.P1. of air-p1. that know-3p,
all-F.pL,

“The likes of those loafers on the streets, swaggering that they know
everything,’

¢.Et i trebuie alt spi de biirbat, nu ca de alde Manolachi.

she-DAT CL-DAT3sG need-38G another kingd of man NEG like of alede
Manolachi

*She needs a different kind of man. not those like Manolachi’s kind.”

2arding the nature of al, two hypotheses seem to be available. On the one

id. af may be analysed as 3 demonstrative adjective, more specifically as an
morph of dl, the popular form of the demonstrative adjective. As stated in
anescu’s Etymological Dictionary of Romanian (DELR), by its origin
atin ille), and partly by its use, a/ could be confounded with af, from which it
& only recently been Separated, so that of i restricted to possessive relations
d ordinal numerals in contemporary Romanian, whereas g/ has the uses of
smonstrative (a)cel(a) ( ‘the/that’). Alde may therefore be unique in preserving
e form of al with the use of al. According to the same source, alde is formed
iom demonstrative &/ and the preposition de, and in order to understand the
pounding process one has (o start [rom expressions such as (4a). reducible
elliptical &l de N. If such constructions are indeed the origin of the alde
tiern, then alldl in alde will be an adjective as in (4a). in need of a nominal
podifee, plausibly silent TYPE. Tanase-Dogary (2009) argues that Romanian
Nide N2 constructions contain TYPE as the modifee of N;, so TYPE may have
=n “transferred’ 1o alde-constructions. The two possible structures are those in
*0) and (4c¢). However, as shown in Dumitrescuy (2010}, the structure of
litative binominals in Romanian is the one in (4d). If N de N is the source of
lde-constructions. demonstrative af will stand for N (*worm type’ in (4e)
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minal and the right order will be the

hecomes “that type’), SO almust be preno
one in (4b).”

(4) a. saraculil(a) de lon {DELR)
poor-DEFDEM of lon
‘that wretch of a Ton’
b.al TYPE de N
c. TYPE al deN
d. H] T PE de Hj_
g, un Vierme TYPE de barbat
aworm TYPE of man
‘a worm of a man’

, On the other hand, a Imay equally be a definite article. Giurgea (2008) rep@ t
that al was once a proclitic form of the definite article in Romanian, a functi
in which it has been replaced by cel. Nevertheless, it may have survived in @

hecause associated tode, and since there is no overt noun for it to introduce &
spurious article can only signal a silent noun. The configuration thus obtained

again the one in (4b).

As for the preposition de, what it does in alde is to separate the sem
lexical silent noun from the lexical domain. 1t has a different role with
and proper names introduced by alde than with overt fip and common DOk
(5a). which allow division into several ’t‘_qq:res.3 Proper names have unig

de, which enters €

referents, which can only be included in a class or type. S0
possessive marker
per name 0 the

of the genitive configurations of Romanian, may act as a
alde-constructions. similarly to fui in (3b). relating the pro
of its referent represented DY TYPE: since the latter <5 semi-lexical and sile

we do not expecl possessive marker [ui in this case.

(5) a. Majoritatea striinilor incd face acel tip de munca.
majority-DEF foreigner-PL-GEN still do-3SGDEM type of work
“The majority of foreigners still does that kind of work.”

B ———

represent one single word may only be the result of the degre
i and de always appear together gvertly, and of preses
(1907) Dictionary it was written ct}'mulngimﬂyi
ven to occur in incorporating environments,
ring bepween ceand de in Romanian exclans
for which TYPE could not be present betws

> The fact that alde appears 10
fixation in the languase. since d
orthographic conventions - in Pugcariu’s,
(Zafiu 2003). As silent nouns have been pro
the case of NUMBER and AMOUNT appea
(see Tanase-Dogarui 2009), there is po reason
and de.
3 1t may be argued that, b
<uch constructions is not
idea does not however
slightly more difficult for cont
kind of constructions.

of alde, the overl counterpart of

the more literary Hp. hut rather commenplace fel or perhaps 56 L
influence the line of argumentation — it only makes exemplifis
ermporany Romanian, where fip and gen have specialized 108

ccause of the popular origins
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b. Multi suntcautitori de tipul lui Irod si in zilele noastre.,
many-Mbe-3PL seeker-PL of type-DEFPOSS Herod and in dav-PL-DEF POSS-1PL
*Many are seekers of Herod's tvpe even nowadays.’

Further evidence for the silent noun comes from the fact that alde is often
- 1 by de, as in examples (2) and (3b.c). The presence of this preposition is
plained if it introduces TYPE as it does with overt tip in (5b) or in (6a), which
ays a higher degree of functionality of tip. This confirms that de in alde is not
‘one to introduce TYPE, so the order in (6b) is excluded.

(6)a. Aceia care admird personajele de tip Becali pot vedea acum unde duce
incultura.

DEM-M.PL who admire-3PL character-PL-DEF of type Becali can-3P1 see now where
lead-35G illiteracy-DEF
‘Those who admire characters of Becali’s type can now see what illiteracy
leads to.”
b. *alde TYPE N

Summing up, there is evidence for the presence of the silent
noun TYPE in alde-constructions in Romanian, with al as its prenaminal
demonstrative adjective or as a proclitic definite article. and with the
preposition de acting as a possessive marker.

Individuals
A. Evidence for the plural form

vssade and Dobrovie-Sorin (2005) introduce the singular covert noun
fdividual, but a plural silent noun INDIVIDUALS is unattested in the
gerature. Consequently, strong syntactic evidence for the existénce of this
ent noun should be identified in some other construction before attempling to
cate it in the presence of alde. One such piece of evidence comes from
rench, where INDIVIDUALS can explain the apparently odd gender
greement  requirements  of the collective noun gens (‘people’). These
equirements can be summarized as follows: adjectives, participles and
antifiers that precede gens dircctly are feminine, as in the case of bomnes in
a), whereas all other modifiers - following gens like intelligents in (Ta) or
eceding it outside the DP like the apposition in (7b) —should be masculine:
éhen the closest prenominal modifier of gens is an adjective which has the
e form in both genders, such as honnére, the other prenominal modifiers
within the DP will be masculine, as in the case of quels in (7¢).

(7)a. Avec les gens intelligents, / Je ris du Dieu des bonnes gens.
with DEF-PLgens intelligeni-M.PL 1 laugh-15Go+DEF God POSS-PL good-F-P1. geny
“With the intelligent people 1 laugh at the God of the good people.’

ad
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b. Confiants et naifs, les gens le croient.
trusting-M.PL and naive-M.PL DEF-PlLgens CL-ACC3SG M believe-3rL
‘Trusting and naive, people believe it.’
¢. De quels honnétes gens parles-tu?
of which-M.PL honest-PL gens talk-28G-you-8G
“Which honest people are you talking about?’

According to Littré's19™ century dictionary. the apparent gender duality of gens i
the result of the conflict between its actual gender, which is feminine (gens entere
the language as the plural of feminine gent -‘clan’), and its semantics, which is
of masculine hommes (‘men’) or individus (‘individuals’). But semantics alom
cannot determine agreement. This indicates that the masculine silent nos
INDIVIDUALS is present, intervening in agreement processes and bein
responsible for all the cases of agreement in the masculine; only the feminis
modifiers actually agree with gens. More specifically, it may be speculated that &5
gender feature of gens has limited ‘scope’, so only modifiers which are part of
DP will agree with it in the feminine. All the others, including adjectives that ma
out of the DP to the right of gens, cannot access its gender and will agree in @
masculine with INDIVIDUS, which is higher i.e. closer to them. Adjectives w
no gender morphology somehow neutralize the feminine gender feature ol ge
which will no longer have an effect above them, therefore higher modifiers
quels in (7c) have no choice but to agree with INDIVIDUS.
It is then the silent noun that is responsible for the semantics L
attributes to gens, The latter can thus be reanalyzed as having its ©
semantics, which. despite the plural form, is that of a mass nal
INDIVIDUALS will therefore be the one to allow the rather rare occurrences
@ens with numerals (8a) or with adjectives like plusiewrs (‘several’) in (8
which imply countability and which are odd if they determine the collecs
noun directly. The silent noun thus acts as a classifier for gens. By the sa
token. INDIVIDUALS could be the classifier of the English counterpart
gens, the collective noun people. which despite its singular form always fors
plural agreement on verbs and pronouns and is freely used with cardinals.
gens and people behave in the same way, the former may actually be singulas
well, which means that -s is no longer a plural marker of gen sin contempos
French, and that the silent noun may also be responsible for the ph
agreement apparently imposed by gens.

(8)a. On voudrait partager la vie de ces trois braves gens.
one want-COND-38G share DEF-F life of DEM-PL three brave-PLgens
‘One would like to have the life of those three brave people.”

We leave aside the more specific, “nation” meaning of peopleas a distinct, countable
which allows singular agreement.

Ll
L
Ed



Silent nouns in Romanian: the case of alde

b. Il avait remarqué les allées et venues de plusieurs gens.
he had-35G noticed DEF-PL going-rL and coming-PL of several gens
“He had noticed the comings and goings of several people.”

saclusion. there is evidence for the existence of a plural silent noun
WIDUALS: its presence explains the variation in gender agreement
Bved by French gens, allowing it to be analysed as uniformly agreeing in
eminine while the unpronounced head determines masculine agreement
srmore, INDIVIDUALS contributes to the semantics of gens, acting as a

piier, and may even be the one to impose plural agreement in the presence
latter.

mndividuals in alde-constructions

fready suggested, the semantics of Romanian alde also appears to impose
mplicit presence of a noun like individuals or persons. but, as in the case of

syntactic arguments are required to turm an implicit item into a
tically active unpronounced noun, most likely INDIVIDUALS, and the
% important argument comes from number agreement. There are cases of
agreement on the verb or on clitics, more frequent in older texts {9a) and
Er scarce in contemporary language (9b.c). Since bothTYPE and the proper
fes used in the examples are singular, this can only be explained if
MVIDUALS is present, as in (9d), determining plural agreement. It may be
ulated that speakers nowadays prefer agreement with the overt noun even
gh the silent noun is present because the latter has almost reached the -
ttional end of the lexical-functional continuum (cf. Tanase-Dogaru 2009),
=h means it is no longer freely accessible for agreement: the fact that plural
fement is sometimes preferred confirms that INDIVIDUALS isstill present
tese structures. The use of plural indefinite articles with singular proper
(9¢) also strengthens this conclusion.

(¥) a. P-atunci nu erau d-alde Alecsandri, sa ne cénte vitejiile.
sthen NEG were-3PL of-alde Alecsandri SUBJ CL-GENIPL sing-3PL exploit-PL-DEF
k then there were no men the like of Alecsandri to praise our exploits.”
b. E mare veselie cind se intilnesc alde lon la vanitoare.
358G great cheer when REFL-3PL. meet-3PL alde lon at hunt
ere’s a lot of cheer when men the like of lon meet on a hunt.”
¢. Ji ce si le facd lumea la .alde Banel™? Si-i asasineze?
and what SUB] CL-DAT3PL do-38G people-DEF at ald e¢Banel SUBJ-CL-
ACC3PL.M assassinate-35G
“And what should people do to the likes of Banel? Assassinate them?
d. erau INDIVIDUALS d-al-TYPE-de Alecsandri
e.Aga am triit [...] isteria anti-occidentald a unor de-alde CTP.
so have-IPL lived frenzy-DEFanti-Western-I POSS-F some-PL-GEN of alde CTP
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zv of individuals of

‘This is how we lived the anti-Western fren
CTP's type.

NDIVIDUALS also explains why the preposition

Ide: it is there to relate the two silent nouns, as it does for
their overt counterparts (10a) there can be no relation between plurad
INDIVIDUALS and al. the clement immediately following it in the absence 0F
de. because al is invariably singular. determining TYPE only. The fact that de i
onal between the two silent nouns is not surprising, since it may be omittes
terpartsas well (10b).

The presence of 1
frequently precedes @

opti
between their overl coun
vizi de tip Becali.

{107 a.Nu cred ca viitorul tirii noastre sta [...] in indi
1PL lie-35G in individus

NEG believe-18G that future-DEF country-GEN POS5-
. Pl of type Becali
‘] don’t believe that the
Becali's type.”
b. Coruptia este indusa de indivizi tip Becali.
corruption-DEF be-38G induced-F of individual-PL type Becali
“Corruption is induced by individuals of Becali's type.’

futare of our country lies in individuals &

rt of the syntax in this use of alde, it 18
longer surprising that a succession of two OCCurrences of the same prepositie
normally ungrammatical in Romanian, is allowed (1 la.b): the secd
preposition does not actually follow the first directly, they arc separated by ¢
silent noun: the latter sclects the second preposition, the insertion of which
<tified. And this noun has to be INDIVIDUALS. as implied by &
reference of the proper name in (11a). extended (in the presence of TYPE) @
set, the Gore type, the members of which need to be individualized in order
be compatible with full of, as in (11¢). Thus, both syntax and semant
motivate the insertion of IN DIVIDUALS between the two de’s.

Furthermore, if a silent noun is pa

thus ju

e, un exponent tipic al sustinatoriies

{11)a. Avem o fard plind de de-alde Gor
ponent typical

have-1p1. a-F country full-F of of-alde Gore a €xX
supporter-F1.-GEN
‘Our country is full of individuals the i
supporters.’

b, Ca de de-alde Hancu suniem st

for of alde Hancu be-1PL sated-PL
‘For we are sated with individuals of Hancu’s type...

c. plinit de INDIVIDUALS de-al-TY PE-de Gore

ke of Gore, a typical exponent @ '

s with overt counterparts (12a) and substitute
ce of evidence for the presence O
(12b), numerals (12¢) which ma

The fact that alde co-occur
INDIVIDUALS represents another pie
silent noun. lts gubstitutes are nouns
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fependent as well as introduce the silent noun, and plural determiners (12d)
ch may equally be pronouns replacing it. One such determiner is
onstrative plural cei (12e), which, as Zafiu (2005) reports. is extensively
d with alde in the Romanian spoken in the Republic of Moldova; this shows
# the syntactic manifestatians of INDIVIDUALS are not exceptional cases.
ge that alde cannot simply be a comparative element in such cases, to the
tlusion of TYPE: its co-occurrence with the comparative adverb ca (like’),
pstrated in (12), would otherwise be disallowed. In this example, ca
blishes a comparison, while de-alde N stands for one of the terms of the
gmparison, individuals of the type of Calcan: the function of alde is to include
£ referent of the proper name in a class based on a defining property, then to
sresent that class through its individual members.

{12) a. Nu va lasati trasi in aceastdl urd, pe care o seamdna indivizi de-alde Panfil
REFL-2PL.IMP let-2pPL drawn-M.PL in DEM-F hatred ACC which CL-ACC35G.F s0W-
3PL individual-rL. of-alde Panfil
‘Don’t let yourselves be drawn into this hatred, disseminated by individuals of
Panfil’s type.”
b. Era vizitatdoar ocazional de barbali (exclusiv) de-alde jupan Titircd
Inima Rea.
was-35G visited only occasional of man-PL exclusive of-glde master Titircd
Inima Rea
‘Only occasionally was it visited, exclusively by men the like of master
Titirca Inimi Rea.’
¢. Dumnezeu [...] va jertfi micar doi de-alde luda pentru un poper atit de
sfrac.
God FUT-35G sacrifice at+least two of alde Judas for a people so+much
of poor ¢
*God will sacrifice at least two of Judas® type for such a poor people.’
d. Erau niste trucaje ordinare impinse de unii alde Banicioiu sau Ponta.
were-3Plsome trick-PL. vile-NLPI. driven-N.PL. of some-PL-DEF aldeBaniciolu or
Ponta
‘There were some vile tricks put forth by people the like of Bénicioiu
or Ponta.’
e. Cei alde Stepaniuc vor i scrigi in CarteaRosie,
BEF-M.PLalde Stepaniuc FUT-3PL be wrilten-M.PL in book-DEFred-F
“The likes of Stepaniucwill be recorded in the Red Book.”
f 1diotica de-alde Calcan vor fi inlaturati.
idiot-PLlike of alde Calcan FUT-3PL be discarded-M.PL
‘Idiots such as the likes of Calcan will be discarded.”

4lde also co-occurs with pronouns. and the indefinite articles usedin such cases

13a) can only introduce a singular silent noun INDIVIDUAL because they
cannot belong to the pronouns. Gender variation with articles (13b). also
displayed by the plural determiners mentioned above (13c). can be explained il
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with female referents there is a feminine silent noun INDIVIDUAL: this is
possible in Romanian, whereovert individa is the feminine counicrpart of
individ.® Examples like (13d), where the verb is third person plural although the
pronoun is second person singular, warrant the presence of INDIVIDUALS in
this use of alde: the verb agrees with the silent noun and not with the over®
pronoun.

(13) a. Esti idiot! De vorbi nu stau c-un de-alde tine.
be-25G idiot of talk NEG stand-15G with-a of-alde you-5G-ACC
“You are an idiot! 1 will not speak to someone of your sort.”
b. Prea ar fi de tot si-si bata capul cine stie cit c-o alde tine!
too COND-3sGbe of all SUBJ-CI-GEN3SG beat-3SG head-DEF who know-358
how+much with-a-F alde you-ACC
‘He would cap the climax if he troubled his head too much with someone @
your sort.’ '
¢. Nu umbla ca unele alde Pestritu, cu coada pe sus.
NEGwalk-35G like some-F.PLalde Pestritu with tail-DEFon up
‘She doesn’t walk around like some. Pestritu’stype, with her &
raised.’
d. De-alde tine sunt un instrument pentru a dezbina societatea.
of alde you-$G-ACC be-3PLa instrument for INF disunile society-DEF
*The likes of you are an instrument of disuniting the society.

One final argument in favour of INDIVIDUALS comes from the occasional use
alde with non-persons, which triggers some sort of “ad-hoc personification™
present-day language (Zafiu 2005), as illustrated in(14a). In the rare cases whe
alde introduces concrete nouns which are difficult to *humanize’, the respects
combination is perceived as odd (14b). These semantic effects can be explained
INDIVIDUALS. which is incompatible with non-human referents, precedes
it will personify the nouns that have this potential and reject the others.

(14) a. Ivan are suficientd fortd economici 53 se lupte cu alde Spania

Mexic.

Tvan have-35G enough-F force economic-F SUBJ REFL-35G fight-35G with &

Spain or Mexico
‘Ivan has enough economic force as to compete against the likes

Spain or Mexico.”

b. In timpul siptiminii mandnc d'alde cagcaval sau kaiser cu pd

biscuiti, '

in time-DEF week-GFN eat-19G of-alde pressed+cheese or smoked+pork

bread biscuit-PL

* Both overt individ and its feminine variant have a slightly pejorative connotation in pres
day familiar Romanian, but this is not a reason to discard the corresponding silent nouns.
being semi-lexical have no kind of connotation,
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“On weekdays I eat things like pressed cheese or smoked pork and bread.
Ehiscuits.’

bheless. there seem to be alde-constructions the interpretation of which
mpatible with INDIVIDUALS although they have the associated Kind
pe. This is the case of the frequently used pattern where alde introduces
<trative astea or alea (feminine/neuter ‘these’ and ‘those’,
stively), with a generic, neutral reading. The interpretation of examples
15a) excludes INDIVIDUALS but seems to favour a plural form of the
noun THING instead. The class or typology reading of such
uctionssuggests that TYPE is present, related by de to a silent noun the
counterpart of which should have the same (p-features as astea
meri(‘things’) corresponds to this description. so the silent noun
S may appear here, as required in (15b). where a silent noun is
id to separate the two prepositions (15c), just like in (11). Of course,
er investigation is necessary before imposing THINGS as the silent

in this construction.

(15) a. Voi, barbatii, nu va ginditi decit la d-alde astea.
you-PLman-Pl ~-DEFNEG REFL-2PL think-2P1. only at of-alde DEM-F/N.PL

“You men only think of things of this type.”
b. As putea da interesante amanuntce publicului friand de de-alde astea.
RD-15G can give interesting-N.Pl. detail-PL public-DAT fond of of-aldeDEM-F/N.PL
‘I could provide interesting details to a public fond of such things.”
sand de THINGS (de) al-TYPE-de astea

- is important for the present analysis is that there is enough syntactic and
v evidence to validate the presence in the typology use of alde of the
aoun INDIVIDUALS. often related to TYPE by the preposition de.

pses of alde and silent nouns

(2005) discovers that alde is surprisingly frequent in contemporary
Jiar and colloguial Romanian, considering it is traditionally associated with
ar speech. She identifies four main uses of alde in Romanian, the most
sent of which is nowadays the one analysed so far: the typology use, which
a change of reference from one individual to members of the category
sndividual stands for. In this use, a/de has a depreciative, minimizing
gtion, the result of denying a person’s individuality by referring to the
give typology he or she stands for. As already demonstrated, the silent
< TYPE and INDIVIDUALS are part of the syntax of alde in this
lar use. It may then be worth analysing the other three uses of alde in
. t0 find out whether the two silent nouns have any contribution to their

and interpretation.
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belonging almost exclusively 10 popular

reverence; it is P
‘ch bears a definite article,
r household members. The rest

a representative, as in

In its original use.
language, alde has @ certain value of
name O a common noun replacing it, wh
the referent together with his or her family ©
can be regarded as cemantic plurality by selection of
typology use discussed above: speakers refer the family or househole
through the name of the relevant member. which cannot be pluralized in this
context — they will therefore use (16a) instead of (16b); where Maria i

pluralized. Consequently, TYPE may appear in this use of aldeif family ¥
viewed as a class of individuals sharing some characteristic. The presence &
TYPE with the typology reading of alde could thus be rooted in the original uss
— in both cases the referent of the noun preceded by alde is representative of
or her category. Moreover, the semantic plurality obtained with alde 18
sometimes expressed in plural agreement, as with the verb in (16¢), whi€

| means that INDIVIDUALS may originate in this use as well.

(16) a. La alde Maria nu se mai vede nimic in curte.
atalde Maria NEG REF1-35G more gee-35G nothing in courtyard

« At Maria's there’s nothing lefl to see in the courtyard.”
b. La Marla nu s5¢ mai vede nimic in curte.
c. Alde ma-sailmai au si p-ala micu’.
_3p1. and ACC-DEM little-DEF

alde mother-POSS-38G CL-ACC38G more have
‘His mother and the family also have the little one.’

f alde, this time characteristic of familiar speech, is that Whe
body like N, with a certain degree of imprecision but
for the proper name (17): the referent is represented’
who does not deserve mi -h consideration. Zafin (206
defines alde as some kind of minimizing operator .1 this case, the effect
which is based on the contradiction between the singular referent of the prog
name and the original plurality meaning of alde. If there is no change
reference, there is no reason to assume that TYPE or INDIVIDUALS.
insertion of which should have some conseq interpretation.

present in such cases.

Another use 0
alde N means 's0me
1o change of reference
one specific individual

uences for

(17) Noi rdménem cu alde Oldroiu —un nimeni pe toate pnsturi!c.(?iaﬁu .
we abide-1PL with ald eOlaroiu a nobody on all-N .PLpusitinn—P‘l_rD!iF
e are left with someone like Olaroiu —a nobody on all positions.”

be mistaken for the typology reading, as they both
n. implying irony or sarcastic disapproval, for

alized in familiar speech. For instance. the same pr
in the presence of TYPE (18a) or repte
|ved (18b). One difference betwes

This use of alde could
depreciative connotatio
alde seems to have spect
name may stand for a category-
specific person, with no silent noun invo
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is that the typology use is the one which is prominent in enumerations
'ith a single proper name, it is only the context and extralinguistic
doe that make the difference. Generally, the noun introduced by alde
for the prototype of a category in generalizations, when the referent is
figure perceived as representing a certain typology. In contrast, it
stands for one particular individual,with no change of reference, in the
of specific eventsand when the referent is non-prototypical. Another
¢ concerns the preposition de: it usually appears in the typology use,
with the single individual reading.” This happens because in the former
preposition relates the two silent nouns, while in the latter there are no
uns to relate. If de had no role in the typology use and alde could be
without it with absolutely no change in meaning. speakers would never
sequence of two identical prepositions as in (11).

(18) a. Aga cA mai lasati-ne cu mironosite alde Andreea Marin!
<o that more let-ZPL.IMP-CL-ACCIPL with goody-goody-PL alde Andreea
Marin

‘9o give us a break with goody-goodies of Andreea Marin’s type!”

b. Aceiasi jurnalisti, ar i scris oarccand alde Andreea Marin [...] s-a plimbat

prin tari din Africa?

1.PL journalist-PLPAST COND-3PLwritten really when alde Andreea Marin REFL-
350-have-35G promenaded through country-FLfrom Africa

id the same journalists have written when somebody like Andreca Marin

promenaded through African countries?”

c. Alde Basescu, Videanu sau Blaga nu aveau grija zilei de maine.

alde BasescuVideanu or BlagaNEG have-IMPERF-3PL concern-DEFday-GEN of

LOMOITOW
“The likes of Basescu, Videanu or Blaga didn’t have to worry about

tomorrow.” :

ly, in present-day colloquial Romanian alde may precede kinship terms
designating one particular individual (19); the connotation is that of

iliarity, but this time it is not depreciative. The fact that there is no change

ference excludes TYPE and INDIVIDUALS from this use of aldeas well.

(19) Am cumpérat cort cul alde mama de la Carrefoul [parca aga se scrie].
have-1$G bought tent with alde mother-DEFof at Carrefoul seem-35G+that so REFL-

350 write-350
‘1 hought a tent with alde mum from Carrefoul [T think that’s how it's spelled]

is can be regarded as the standard pattern for alde-constructions. Any variation is probably a

of *contamination”.
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To conclude our brief analysis of the four uses of alde in Romanian, theis
interpretation only favours TYPE and INDIVIDUALS in the typology readp

and perhaps in the original. family use in popular language.

5. Conclusions

The importance of the present paper lies in having demonstrated. with bot
syntactic and semantic arguments, that there are silent nouns in Romanian alde
constructions. The investigation was hased on a reanalysis of the structurc €
this pattern, the role of cach element being identified in relation to the sile
nouns. Thus, in their most common reading, alde-constructions were argued &
contain TYPE. This allowed al to be regarded as the determiner of the siles
noun —either a prenominal demonstrative adjective or a proclitic definite artic
with de in alde acting as a genitive markerof the semi-lexical silent noun ane
the same time separating it from the Jexical domain.

Alde-constructions were also argued to contain INDIVIDU
optionally related to TYPE by means of the preposition de. Evidence for
existence as a plural silent noun was identified in French, wi
INDIVIDUALS acts as a classifier of gens, determining agreement in
masculine and perhaps in the plural as well; 1in light of this theory, gens may .
analysed as a mass noun. With alde, the silent nominal can also occur as
singular and probably has a feminine counterpart: exceptionally.
demonstrative astea, it may be replaced by THINGS.

Our proposal is that the two silent nouns contribute to the typoie
use of alde: TYPE includes the referent of the proper name into the catego
stands for as a prototype, and [NDIVIDUALS divides this category i
members which can thus become discourse referents. 1t was suggested that
presence of both TYPE and INDIVIDUALS in this use of alde is rooted in
original, family use. The interpretation of the two other uses of alde in fa
speech. neither of which involves a change in reference, excludes the two

nouns.
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Partitive ‘de’ and Genitive ‘de’ in Romanian

Mihaela Tanase-Dogaru
University of Bucharest

Abstract: The paper will try to provide an answer 10 the following question: is there
any connection between de-genitives of the type in (1a) and de-pseudopartitives of the
type in (1b) in Romanian’ (1) a. pierderea de vieti omenestifloss-the of lives
humarn/“the loss of human lives. b, doud sticle de vin/ two bottles of wine. A second
question concerns the correlation hetween the loss of partitive 'de’ in Romanian and the
specialization of genitive ‘de' in Romanian (Cornilescu 2006, 2010). In what follows, I
will discuss some properties of Romanian pseudopartitive constructions in relati
= with the Romanian prepositional genitive.

Key-words: partitive, “de’, aenitive, pseudo-partitives, numeral constructions

1. Partitive ‘de’ in Romanian

Expressions conveying the ‘part-of’ relation in Modern Romanian can
classified as in (2-3):

2) partitive expressions:

(i) ‘dintre’ partitives:
a. o parte dintre studenti

a part from-among students
b. unul dintre studentii lui

one from-among students-the his
(if)  “din” partitives:

C. o parte din vin
a part from wine
d. o sticla din vinul acela

a bottle from wine-the that
(3)  pseudo-partitive expressions:
e. o bucata de piine / a piece of bread
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Romanian (Pseudo)Partitivity from a diachronical perspective

dldest partitive preposition in Romanian is de. Partitive de is attested in old
manian before partitive din is formed out of de (of) and in (in):

a. una de sdmbete (cf. Dictionarul limbii romane 1913, quoted in
Gramatica Academiei 2003)
one of Saturdays
b. carele de noi
which-the of us
*which of us’
numai o parte de nemti supusi n-au fost (ef. N. Costin in Dictionarul
enciclopedic ilustrat, 1926-1931, quoted in Hristea 1984)
only a part of Germans obedient noi-have been
“only a part of the Germans were not obedient’

' dually, partitive din replaced partitive de:

Alci vede omul adesea dealuri, din care unele sunt cu péduri (cf. D. Golescu in
Dictionarul limbii romdne literare contemporane 1955-1957. quoted in Hristea
1984}

Here sees man-the often hills, from which some-the are with forests

“Here you can often see hills, some of which are full of forests’

serefore, in older stages of Romanian, the partitive was encoded by means of
£ preposition de; gradually, the two specialized partitive prepositions have
perged and de has confined itself to pseudopartitives.

The Genitive and the (pseudo)Partitive — the history of de

Latin, the partitive is a value of the genitive case as in (6): the inflectional

itive has been gradually replaced by prepositional means of indicating the

ari-of relation. One can speak about a surviving partitive value in French as in

ire du lait / drink part. milk, where du is a partitive article. In Romanian, the

| indefinite article can have a partitive value as in mdndne nigte pdine / eal
55y Some bread (see Dictionar de stiinte ale limbii 1997),

) parum frumenti
little wheat-gen
‘very little wheat’

8 Latin, the structure corresponding to present-dav Romanian pscudopartitives

tonsisted of a Nom.N;+GenN> sequence. This inflectional genitive seems fo
iave evolved into a prepositional genitive.
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(M a. cadus vini
jar wine-Gen
"jar of wine'
b. mica panis

crumb bread-Gen
‘erumb of bread'

The Partitive Genitive is related to “the quantity to which one can operate &
partitioning” (Slusanschi 1994). signaling the notion of divisibility (in the senss
of Borer 2005) encoded by the Number Phrase / Classifier Phrasc.

(8) a. pars militum

part-nom soldier-gen pl
*part of the soldiers’

b, dimidium praedae
half-nom spoils-gen sg
‘half of the spoils’

it religuum pecuniae
rest-nom mOoney-gen sg
‘the rest of the money’

d. satis  elogquentiae,  sapientiae  parum
enough eloquence-gen wisdom-gen little
*(Catilina was) sufficiently eloguent, (but he had) little wisdom’

Therefore, as one can easily see, there is a close correlation between

genitive case and the partitive.
In Romanian, there are three types of genitives: AL-genitives.
genitives and DE-genitives. 1f the genitive DP is a bare NP. the assigner 1S

preposition de as in (9):

() acordarea de burse studentilor
Giving-the of scholarships students-the-Gen {Cornilescu 2004 ).

In Romanian, numerals above ‘twenty’ select a de-complement as in
which can be related to genitive of quantification in Slavic languages (1)

{(10)  doudzeci de studenti
twenty of students

As already stated, in Slavic languages, numerals above “‘five’ assign g
case to the nominals they quantify (cf. Franks 2005):

(113 pjat’ masin pod” exalo k vokzalu
five cars.gen drove-up.n to siation.
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e de is the same preposition used in Romanian pseudo-partitive
Structions, it seems only natural to claim that the partitive and the
fudopartitive are values of the genitive in 1J

K

The inflectional and the prepositional Genitive

manian disposes of an inflectional Genitive, while in other Romance
Beuages the Genitive is prepositional, marked by de *of (Grosu 1988 a.0.),
Romanian developed an inflectional Gen and the prepositional Gen.

sed on the same preposition DE as in all Romance, became very limited and
ecialized (see Cornilescy 2004 for details)

In Old Romanian.
Stribution (at least in post-
a4 Dindelegan (2008),
Romanian has developed a morphological  distinetion between
Bnchoring Gens”, always DPs, and “non-anchoring (Prepositional) Gens™,
Vs syntactic NPs (in the sense of Koptjevskaya-Tamm 2005), (verifying the
pological gencralization that only languages that have articles may develop
ecialized forms for anchoring vs, non-anchoring Gen).
The inflectional Gen and the DE Gen show different morpho-syntactic
¥ semantic properties (cf. Cornilesey 2010):

the inflectional and the DE

Gen are in free
nominal position where both oc

cur) as shown by

B = citirey

cit mai des a autorilor clasici
reading.the more frequently of classical authors
b. citirea frecvents

de romane politiste

reading.the frequent of crime fiction

L ]
Anchoring Gens Non-anchoring Gens

a. inflectional a. prepositional

b. DP b. NP

c. referential, = e=-lype denotation ¢. <e, 1> denotation
this point. the main

: question is why
arphologically marked)?

is (14c) a genitive (i.e. not

) castigator al unui premiy gagneur d’um prix
cdstigtor a dowud premii gagneur de deux prix
castigitor de premii

gagneur de prix

we interpret Case as absiract case, i.e. syntactic case. which subsumes
Borphological case, the function of the abstract case is to license an argument

a predicate (cf. Sigurdson, 2000). So, the role of the genitive is to license an
rgument within the noun phrase.
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The morphosvntactic specialization of the genitive in Romanian led
the disappearance of partitive de in constructions like unul de noi. In old
Romanian, partitive de was used with any type of DP/NP, as in all 0
Romance languages. In particular, partitive de was used with perso
pronouns, which are category D: (Cornilescu 2006)

(15) a Neceuria de voi piru din capu nu-i va cadea. CODVOR46/13;
b. Unu de [pp noi] trebe 3 merem in targ. ALR 11 3 222/349

The examples in (15) are proper partitives, i.c. the complement of de is
nominal phrase interpreted as a plural individual; syntactically.
complements of de are DPs [D+ (NP)] pe.

Concerning the question of why Romanian lost the construction, whi
all other Romance kept it there are two possible explanations:

(i) Romanian replaced de with dintre/ din because of the ambiguity of de.
however, does not explain why all other Romance languages kept de.

(ii) Romanian lost partitive de as a by-product of the specialization of genitive
Genitive de only selects NPs interpreted as properties. de is replaced in pro
partitives because the complement of de must be specific/definite
interpreted as individual, which was rendered impossible as a result of
specialization of the genitive.

3. More on the genitive-partitive relation

The table in (16) summarizes some typological data (Wood: 1998, 2009)
indicates a preposition, C indicates case and J juxtaposition.

(16)
Language Partitive Pseudopartitive | Alternative
pseudopartitives
| English P: of P:of J {couple minutes)
Dutch P: van ] P: met
German P: von J P; von, C; zenitive
Icelandie P: af P:af
Swedish P:av J P: med
Danish P: af J P: med
French P:de P: de
Italian P: di P: di
Spanish P: de P:de
| Russian C: genitive C: partitive
Macedonian P:od J
Greek P: apo J
| Armenian | C: ablative ]
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C: elative C: partitive ﬁ i
(C: ablative ? [
P; min J
J ]
se J J |

IIE}:

19)

|

wident in the table, different languages

xtaposition (17a)
Jinking morpheme/prepositions ( 17b)
--marking (17¢) (Hankamer and Mikkelsen 2008):

Finnic languages. a factor affecting gra
s identification and association with
o-European languages (Baltic), with
ptjevskaja-Tamm.
The Baltic and (most) Slavic

anic languages (German.
ain types of constructions, W
alytical constructions (generally
xtaposition (for
obably due to the generd
shsequent reorganization of

employ different strategies:

en kopp te (Swedish)
a cup tea
*a cup of tea’
o ceased de ceal {Romanian)
acup of tea
siikki perunoita (Finnish)
sackmon potatoiprTv FL
‘a sack of potatoes’
(Koptjevskaja-Tamm 2001}

mmaticalization of the partitive case
the genitive case of the neighboring
which it shared some functions (cf.

Koptjevskaja-Tamm & Wilchli)
languages usc the genitive case for N2. as ’

stakan soka (Russian)
glass:nom JuiceiGiN

*a glass of juice’
glaze tejas

glassien [E8TGEN

‘a glass of tea’

Danish, Swedish, Dutch) have developed two
hich replaced combinations with genitives:
restricted to proper partitives 19a) and
the loss of genitive marking is

pseudﬂpartitivcs 19b);
Germanic and the

| collapse of case systems in
the genitive domain.

ett glas av det goda vinet (Swedish)
a glass of the good-the wine-the
‘a glass of the good wine’
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b. ett glas vin
a glass wine
‘3 glass of wine’

Romance languages show preference for analytical pseudopartitives (20

i ¢. employing the preposition de, probably because of the same identificati
of the partitive and genitive value (20c, d).

20y = un verre de vin (French)
a glass of wine
b. una copa de vino {Spanish)
a glass of wine
C. un frére de Jacques {French)
a brother of Jacques
d. un hermano de Juan (Spanish)

a brother of Juan

It seems, therefore, that juxtapositional pseudopartitivcs occur in all
European language families, especially in the southern and south-eastern
of Europe. In some of these languages, the construction replaced the "archa
genitive construction (Bulgarian, Macedonian, Greek).

Prepositional pseudopartitives occur mainly in Romance, Celtic
(some) Germanic and are of relatively recent origin

Inflectional pseudopartitives oceur in Finno-Ugric languages (with
partitive) and in a few Indo-European and Daghestanian languages (with
genitive) (cf. Koptjevskaja-Tamm 2001)

4. The link between p&eudnpartitives and numeral constructions

Romanian seems to possess an equivalent (21b) of what is generally known
‘genitive of quantification” in Slavic languages (213) (Franks 2003, Boskovic 2

{21y a pjat’ devuiek
five girls-Gen
“five girls”
b. douszeci de studenti

two-tens of students
‘twenty students’

In Russian, the genitive of quantification involves a cardinal + (infl
aenitive N sequence. In Romanian. the ‘de-N" sequence following all ¢
above ‘noudsprezece’ (nineteen) is a particular type of genitive, which pe
the same function as the Russian genitive of quantification.
As mentioned above, both the ‘de’-genitive (Cornilescu 2004) =
has specialized In denoting properties — and the inflectional geni i
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Romanian — which has specialized in showing possession — originate in the
atin inflectional genitive,

All Slavic languages have different morpho-syntactic rules for lower
sumerals (1-4) and higher numerals (see Franks 2003, Koptjevskaja-Tamm
001, Boskovi¢c 2006). *One’ generally behaves as an adjective (agreeing in
sender and case with the noun); “thousand’ and ‘million” generally govern the
pun in the genitive case.

It may be argued that the morphosyntax of numeral constructions is
modeled after that of pscudopartitives. Since genitives generally follow their
neads, pseudopartitives resemble typical combinations of two nominals and
meral constructions (cf. Koptjevskaja-Tamm 2001)

Br) kilogram jablok
kilogramm-MNom apple-Gen.Pl 1
‘a kilogram of apples’

b. pjat’ jablok
five-Nom apple-Gen. Pl
“five apples’

& komnata moix doéerej

room-Nom my-Gen. Pl daughler-Gen. Pl
‘my daughters’ room’

To bricfly conclude the section, it may be argued that ‘de’-constructions in ]
Romanian have several specific functions.
1) attribution of properties

- with nominalizations
(23]  castigitor de premii ”
winner of prizes

- in binominal qualitatives
4)  ocomoard de baiat
a treasure of boy
“a treasure of a boy’
ii) cuantification with cardinals
25} o sutd de avantaje
a hundred of advantages
Jii1) pseudopartitivity
126}  un varfde sare
a peak of salt
“a little salt”
1v) possessive partitivity (Cornilescu 2006)
{27)  un pricten de-al meu
a friend of-AL my
‘a friend of mine’




Mihaela Tinase-Dogaru

5. Conclusions

The paper has shown that the de in pseudopartitives and the de in ‘de’-genitives
in Romanian are both a manifestation of abstract genilive case (cf. Sigurdson
2000). Secondly, the paper has demonstrated that the loss of partitive de
cortelates in Romanian correlates with the specialization of the genitive.
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tract: Over the past few decades research on discourse markers has been
dly expanding. more recently, there has been an increasing focus on (corpus-
ed as well as corpus-driven) cross-linguistic studies. Not only do such studies
important insights into the similarities and differences between the
puages compared. they also have theoretical and applied (especially FL
thing) implications. The present study compares translation equivalents of
ulation markers in an English-Hunparian translation corpus and concludes
4 2 short discussion of the findings from theoretical, descriptive and applied

repectives,

words: discourse markers, reformulation markers, cross-cultural pragmatics,
; linguistics, translation corpora, scripted discourse

Preliminary theoretical considerations

decades research on discourse markers (henceforth DMs)
d the theoretical appeal is amply demonstrated
the number of frameworks that have been applied to the study of* these
s (Relevance Theory, Rhetorical Structure Theory. Construction
mar, coherence-based  studies, Interactional  Sociolinguistics,
wwersation Analysis, to mention but a few). At the same time, empirical
=arch has vielded detailed analyses of a variely of items in a wide range

per the past few
been rapidly expanding an

Janguages.
There have been, however. some unfortunate consequences of the

pcess whereby the study of DMs has turned into a growth industry. The
44 of DM research has become rather heterogenous with no “overarching
soretical framework™ (Aijmer and Simon-Vandenbergen 2006: 1) what is
_there is no generally accepted functional typology and no agreement on
b role DMs in general and individual items in particular play in uiterance
.eoretation. Some even argue that further empirical research is futile until a
merally agreed model of communication is outlined and such fundamental
ses as calegorization and functional classification are clarified (cf. Dér

lo0: 3).




Furkd. Balint Péter

More recently, however, empirical research has taken a new direction:
contrastive studies have moved from their traditional linguistic fields of
semantics and lexicology into the areas of pragmatics and discourse analysis.
As a consequence, an increasing number of case studies are aimed at
deepening our insight into the functions and distributions of DMs across
languages. thereby attempting 10 find universal pragmatic and discourse
functions.

Similar to an approach to content words which uses translation
equivalents in order to establish semantic ficlds, a contrastive perspective on
DMs is aimed at mapping the functional spectrum of a given DM across &
wide range of bi- or multilingual contexts. As a result of the exireme
multifunctionality and context-dependence of DMs. one can expect a larger
number of correspondences between DMSs across languages than. for examples
between translation eguivalents of nouns or verbs. Still, many arguc (ci
Sinon-Vandenbergen and Aijmer 2004: 1786) that finding translation
correspondences is in many ways a more reliable method of describing
individual DMs than providing paraphrases and glosses, or establishing co=
occurrance patterns, exemplified by the majority of monolingual research.
addition. a contrastive approach can also substantiate previous accounts @
particular DMs and can confirm or refute hypotheses which are based on

single language only.

2. Data and methodology

in contrastive analyses of DMs two Kinds of corpora are most frequently use
comparable corpora and translation corpora (cf. Aijmer & Simos
Vandenbergen: 2006). Both comprise a set of two or morc subcorpors
depending on the number of languages in which DMs are being compars
these are named Language A corpus, Language B corpus, Language C corpts
etc. In the case of comparable corpora, the subcorpora are matched in terms
contextual factors such as style, genre, discourse type, discourse function. €8
but there is no utierance-by-utterance correspondence between them.
translation corpora, as the name suggests. the Language A coOrpus comprises
text, or. more likely, a collection of texts that have been translated intd
target language or languages, while the translations constitute Language
Language C, Language D, etc. ( sub)corpora. There are both advantages
disadvantages of using comparable as well as translation corpora; the me
important advantages of using the former is that the Language B (C, D, &8
subcorpora contain no translation effects and that there is a possibility
compile a corpus (i.e. a set of subcorpora) that comprises only natu al
occurring discourse. For the purposes of the present contrastive stud
reformulation markers in English and Hungarian 1 decided to use a transla
corpus because, even though I had to account for translation effects, it pro
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e a simple process to establish correspondances between linguistic devices
pressing reformulation in the two languages. what is more. choosing a
gnslation corpus enabled me to put together a large amount of language data
B a relatively short period of time. In addition. 1 used transcripts of
atised dialogues for the purposes of my research, thus the measure for
Bing naturally-occurring discourse in the Language B corpus (henceforth
BC) was irrelevant.

A few words about using scripted language data for discourse analysis
general and DM research in particular are in order at this point. In a previous
udy (Furko: 2010) I argued that a good script writer’s intuitions are reliable
respect Lo conversational mechanisms and discourse strategies, which was
Foven by the fact that the scripted data I used contained DMs in a wide range
communicative contexts and with an adaquate range of (textual and
rpersonal) functions. In addition, the co-occurrance patterns I observed
esponded to those established in research based on naturally-occurring
SCOUrse.

Accordingly, T compiled a translation corpus with two subcorpora: the
anguage A corpus (henceforth LAC) consists of the dialogues in the first four
easons of the popular TV show Howuse (also known as House M. D, © NBC
niversal Television), while the LBC is a collection of the corresponding
sungarian translations. In the course of compiling the two subcorpora,
#hencver possible. I made a point of using scripts and transripts rather than
abtitles. For LAC | extracted the relevant dialogues from the television
anscripts database (available at tvtdb.com). In order to make electronic search
d concordancing easier, LBC was compiled from the Hungarian subtitles of -
e relevant episodes; however, a mini-corpus containing the occurrences and
anslations of reformulation markers was also used and was based on the
ranscripts of the Hungarian-dubbed version of the show. In order to lessen the
anslation effect” that might influence the reliability of my research findings. 1
considered alternative translations of the same LAC. which were readily
ailable in the form of different subtitles / transcripts of the Hungarian-dubbed
episodes.

3. Previous accounts of reformulation, lists and types of reformulation
markers

Belore I turn to describing the different stages of the empirical part of my
research a few general words about reformulation are in  order,
‘Reformulation as a linguistic phenomenon in general and reformulation
markers as a subclass of discourse markers in particular have been described
from a variety of perspectives. Halliday & Hasan concentrate on the former
‘and distinguish between avowal and correction. the former is “an assertion
of 'the facts’ in the face of real or imaginary resistance (‘as against what you
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might think')™ (1976: 254), the latter is a process whereby “one formulation
is rejected in favour of another (‘as against what you have been told™)”
(ibid.). Linguistic items that express avowal include in fact, actually and as
a matter of fact, while I mean and (or) rather are correction markers
according to Halliday and Hasan.

Quirk et al. (1985: 1308ff) list four types of reformulation: (1)
reformulation which involves rephrasing or rewording (i.e. it is based on
“linguistic knowledge™), (2) reformulation based on background knowledge
(“factual knowledge”), (3) more precise formulation and (4) revision.
Similarly to Halliday and Hasan, Quirk et al. take a broad view of
reformulation markers and list a variety of words, phrases, or even clauses
that can express one of the four types of reformulation (e.g. in other words,
technically, that is, more specifically, that is to say, or ... as he is usually
called).
+A discourse coherence approach is provided by Fraser (1999). de
Saz (2003) as well as del Saz and Fraser (2003). Fraser (1999) lis
reformulation markers (henceforth RMs) such as [ mean, in particular
namely, parenthetically, that is to say as a sub-class of the class
elaboration markers, which, in turn, constitute a sub-class of discou

markers.
Del Saz (2003) provides the most extensive list of RMs and defin

reformulation as a “recharacterization of the message conveyed by the who
previous discourse segment $1. or one of its constituents” (2003: 21 1f1).
also states that a reformulation holds between “a source discourse segme
$1 [...] and a reformulated segment, or $2” along with the presence of
reformulation marker that displays “the type of relationship accomplish
hetween the two linked discourse segments” (ibid.)

Del Saz and Fraser (2003: 4ff) list five types of reformulation:

1. paraphrase of a constituent {expressed by e.g. that is).

2. recasting of the intended meaning by the speaker (expressed by e.g. in ofi
words).

3. revision of an implication of the prior message (expressed by e.g. wor

still),

cotrection (e.g. that is fo say).

request for information (e.g. are you saying o

5..!1-&»

As is apparent from the list and types of RMs. del Saz and Fr
unlike any of the previously described approaches, differentiate betw
self-initiated reformulation (items 1 through 4) and other-initi
reformulation (item 3).
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The functional spectrum of RMs salient in the corpus

L0 The status of RMs as DMs

able 1 provides a summary list of the RMs that are mentioned in the literature
gescribed in the previous section.

Halliday and Hasan {(1976)

stead, rather, on the contrary, at least, I mean, that is, in other words. o pul it
mother way, for instance, for example, thus, actually
Quirk et al. (1985)

other words, technically, that is, or..., al that, more specifically, that is to say, or
buther, T mean
ascr (1999)
sal is o say, for example. more precisely, I mean, in particular, namely,
arenthetically
Saz and Fraser (2003)
8 other words, technically, that is, at that, more specifically, more precisely, that is to
ay, or rather, I mean, namely, in a word, all in all Jar instance, or better, 1o pui it
mpdy, on second though
I Saz (2003)
Ur) better (vet/still) In sum / to summarize / to sum up
Especially More accurately / to be more accurate
®or example/for instance, e.g. More clearly / to be more clear / to make things
niecan clear
a few words / to put it in a few | More exactly / to be more exact
ards More precizely / to be more precise
a nutshell (in sum)} More simply / in simple(r) tarms / Put more
# a sense (in other words) simply / 1o put it more simply
conclusion / to conclude More specifically / to be more specific
more fechnical levms O rather
# one word / In a word / in words | Particularly / in particular
W one svllable Sery (for example/for instance)
other words / To put it in other | Technically speaking
ards That is / that is to say /i.e. (id est)
1 short / in brief/ in a nutshell

Table .1 reformulation markers listed by author and year of publication

 mean is the only item on the list that displays most of the properties that are
ssually attributed to core members of the functional class of DMs, for example,
0 you know, well or of course. With the exception of actually, (or) rather, say
nd in other words, most items do not even qualify as peripheral members,
since they express (relatively context-independent) propositional meaning, they
re compositional, syntactically integrated and unmarked for oral style (for an
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M features cf. e.g. Schourup: 1999 or Furko: 2007). The lack
i< also borne out by the fact that the only salient RMs in the

1 mean and actually. peripheral DMs such as i1
than one or two tokens in the

extensive list of D
of these properties
Language A corpus 1 used are

other words, or rather and sgy have no more

COrpus.
an and actually, the next

own the list of RMs to 1 me
tic and discourse functions of the two

Once 1 narrowed d

step was 10O look at the various pragma
DMs based on the relevant literature. As We will see in the next section,
functional spectrum of [ mean and actually will be relevant in the

course of part two of the research process. i.e. in the course of looking for
correspondences between Hungarian counterparls of the two items and their

discourse-pragmatic functions.

mapping the

4.1 The functional spectrui of I mean based on previous accounts

In Crystal and Davy (1975: 97{t) I mean is glossed as “in other words’, “what I
have been saying amounts o the following’, “my specific meaning is that’. Its
main function is in clarifying the meaning of the speaker’s immediately
preceding expression, other functions include marking a restatement of the
previous utlcrance. providing extra ‘nformation and/or a fresh angle about

ious topic as well as marking a change of mind.
As we saw earlier, according to Halliday and Hasan (1976) [ me
more specifically, an additive conjunctive relati
} or an achversative conjunctive relation (cnrrecﬂﬂn

prev

expresses correction,
(expository apposition
wording).

Schiffrin define
modification of the meaning of his/her
main functions are “expansions of ideas” an

Swan argues that [ mean introduces e
expressions of opinion and corrections, while i
purpose connector of “filler’ with little real meaning’
functions include “softening” and “gaining time” (ibid.).

Jucker and Smith (1998) approach the function of I mean from
cessing information. They differentiate between recep
markers (e.g. oh, okay). which mark a reaction 10 information provided
another speaker and presentation markers, which accompany and modify
speaker's OWn information. [nformation-centered presentation markers, such
like modify the information itself, while addressee-centered presentats
markers (I mean 18 included here) relate the information to the presu
knowledge state of the addressee.

functions of DMs with refcren

Gonzalez (2004) concentrates on the
research shows that the two most common functions o

< | mean as a marker of the “speaker’s upcomi
own prior talk” (1987: 296). Its t
d “explanations of intention” (ibi
xplanations, additional detai
t can also serve as 'a gene
' (1997: 159). Fu

perspective of pro

story structurc. Her
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fan in narratives are to mark (1) reformulation of previous information and
) internal evaluation of the events presented in the narrative,

In addition / parallel to the functions described above, the research 1
irticipated in (Koczogh & Furké: 2011) yielded that DM uses of [ mean
glude marking topic shift. elaboration. explanation, clarification,
ecification, false start, contrast, disagreement. conclusion. emphasis,
iplanation of speaker’s intention and self-correction.

2 The functional spectrum of actually based on previous accounts

(1998) describes actually as a globally oriented topical marker. which
orms topical actions such as closing digressions, returning to a prior topic,
anging topics, infroducing a new topic. and inserting a subjective aside.

Smith and Jucker (2000) provide a Relevance Theoretic account of
tually and propose that, on the one hand, it marks "an apparent discrepancy
‘een propositional attitudes of conversational partners™ (2000: 207). on the
her, it introduces “the presentation of a counterclaim™ (2000: 208). Lumping
ually together with in fact and well they state that conversationalists use
wally to introduce repairs to the common ground.

Biber et al. (2000: 869) classify actually as a stance adverbial
ipressing “epistemic-actuality”. It is important to note that, according to their
search, actually occurs seven times as frequently in conversational data as in
ttion, news reports and academic discourse.

Oh (2000) compares the function of actually with that of in fact. Both
press counter-expectation ie. the fact that what the speaker is about to say -
s againsl (the hearer’s) expectations. However, while acfually announces the
Enial of an assertion, in fact announces a strengthening of the assertion.
Taglicht (2001) differentiates between a DM and a non-DM use of
fually. In its non-DM use, actually is an integral clement in the sentence
ucture and is used scalarly and truth-insistently. Actually as a DM, on the
her hand, is a marker of mild contradiction. surprise. topic change, or is used
a pragmatic softener.

. Research process

he first part of my empirical research into the various functions of English /
ean and actually involved compiling the Language A and the Language B
srpora as well as a so called "mini-corpus’. The process of selecting texts for
e LAC and LBC (stage 1) was described in section 2 on data and
odology above. The second stage of the first part of the research process
svolved making a concordance (Key Word in Context) of the lexical items
an and actually, eliminating content words and non-RM uses. In the course
| stage 3, 1 extracted DM uses of T mean and actually together with their
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contexts, matched them with the Hungarian translations in the LBC and
highlighted the KWs that served as translation equivalents in the LBC. Finally.
stage 4 involved compiling the *mini-corpus’ or 'Key Word Corpus’
(henceforth KWC) by extracting the translation equivalents and their contexis
‘4 the LBC and aligning them with corresponding Key Words and Contexts in
the LAC.
In the course of the second part of the research process | performed 2
quantitative as well as qualitative analysis of the various tokens of the two RMs
11 the KWC. In the first stage of this part of the research the individual tokens
were tagged according to their Hungarian translations (or the lack of
wranslation equivalent). In the second stage, the same tokens were tagged 1
terms of the pragmatic functions / categories that were identified in the cour
of previous research into | mean and actually (as described in the previo
section). | also performed a cluster analysis of strings that inc luded I mean a
actually (stage 3 of part 2). As a last stage of this part of the process, 1 look
for correspondences between translation equivalents and functions as well
hetween functions / categories and clusters.

The third part of the research process was aimed at mapping
functional spectrum of Hungarian marmint and vagyis, which emerged as
most salient Hungarian RMs and which also qualify as DMs. First, [ made
concordance (KWIC) of mdrmint and vagyis in the LBC. Next (stage 25
tagged tokens of mdrmint and vagyis in terms of the pragmatic functions
identified on the basis of all the occurrences in the corpus (rather than on
basis of previous research). Stage 3 involved tagging tokens of mdrmint
vagyis according to the source items / meaning relations in the LAC. Finally.
a final stage (stage 4) of the third part of the process, 1 looked
correspondences between the functions of mdrmint and vagyis and the Eng

source ilems.
6. Quantitative results

6.1 Translations of actually

Figure 1 below shows the results obtained in the course of part 2 / stage 1 of

research process based on 188 tokens of actually (for easier reference, 1 wi
using round percentages / no decimal points throughout the presentation of
results). As is clear from the chart, actually is translated as igazabol ('t
“truly’) in 44% of the cascs, while acrually lacks a translation equivalent in
of its contexts of use. In third place we find the expressions pﬂm‘m‘abban 3
more exact’) and egészen poniosan ('to be [quite] exact), both of
correspond to the third type of reformulation given by Quirk et al. (1985
‘more precise formulation’. St (~'what i3 more’) occurs as a translation 1
of the contexts. it is interesting to consider that *what is more’ occurs

358




Reformulation Markers in English and Hungarian

nded, emphatic form of the additive "and’ type of conjuctive relation in
liday and Hasan (1976) and not as an element that expresses reformulation.
is (~"that is"), another typical Hungarian reformulation marker, occurs in
of the cases. Less frequent translations include illetve (~ or rather’), fudja
? ("vou know what?) najo, csak (all right, [I was] just [...ing]). the latter
correspond to more opaque (far-from-the semantic-core) uses of actually.

# igazabél (‘really’, truly’)

E not translated

; 44% ||| pontesabban/egészen pontosan (‘to be
[maore] exact)

st ['what is more')

B vagyis ('that is”)

B misc |

figure 1. Translations of actually in the LBC

Translations of | mean

s figure 2 shows (based on 130 tokens of I mean), mdrmint. a pragmaticalized
mbination of mdr (yet’now’,ever’) and mint ('like’), occurs as a

slation equivalent in 35% of the cases, while [ mean is not translated in 26%
f the contexts. Ugy értem ('] mean [it like that]’), an expression which has not
dergone pragmaticalization to the extent English I mean has, occurs as a
translation equivalent in 22% of the cases. In fourth place we find a variety of

Ms and DM-like expressions such as (igy) gondolom ('in my view’, I
think’). mondjuk ("let’s say’, "one has to admit’). egyébként ("by the way’) and
sldul (for example’). Vagyis (Cthat is’), a Hungarian DM which, as we saw
carlier, corresponded to actually in several contexts, appears as a translation
equivalent of [ mean in 9% of the cases. Less frequent translations include
hiszen (*since’,'surely’) and persze (*of course™. naturally’), these two could be
' subsumed under the category ‘miscellaneous DMs’, the reason | tagged them
separately was that the contexts where they serve as translation equivalents
correspond to less transparent, more opaque uses of I mean.
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@ mrmint (1 mean, like') :
| ® not translated

| gy értem 'l mean [it like thatl}
| 7 misc DMs

| mvagyls ('that is')

B hiszen ['since','sure!v"l
| m persze ['naturally’)

figure 2. translations of I mean in the LBC
6.3 Cluster analysis of I mean and actually

Part 2 / stage 3 of the research process yielded the following results: [ m
clusters most frequently with the first person pronoun and the negative parti
no. Actually clusters most frequently with the DMs I think and [ guess as
as the first person pronoun I

The results of the cluster analysis underline the fact that DMs oc
most frequently in utterance and turn initial position and are likely to ¢l
with other DMs. Table 4 below summarizes the top hits of both clu
analyses: the numbers refer to occurrences in the KWC:

I mean 1

[ mean it's
I mean if

1 mean why
I mean you

veah [ mean
\ T mean a
I mean I'm

1 mean it
I mean you're | -
right | mean

actually I (think | guess)

actually I'm

actually it
actually there are |

table 2. Cluster analysis of I mean and actually
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6.4 Vagyis and marmint as transiation equivalents

Fart 3 / stage 3 of the research process revealed that Hungarian vagyis
occurs 270 times, while mdrmint occurs 66 times in the LBC. As figure 3
shows, in 43% of the cases vagyis is a translation of a
compositional/propositional item (i.e. non-DM) with the verb mean, in 11%
of the contexts vagyis is a translation equivalent of you mean and is used for
orrecting the interlocutor’s utterance: in such cases it is not used for self-

orrection, which means that it is considered g reformulation marker only in
del Saz and Fraser’s (2003) framework (where RMs of type 3 are "requests
for information’). In 11% of the contexts vagyis is a translation of a (non-
propositional) use of so, while, based on the LBC. the functional spectra of
actually and vagyis overlap in 9% of the contexts. F igure 3 also shows that
there are a number of contexts where the translator felt the need to include
¥agyis in the Hungarian version even though in the original text there is no
BM, DM or any linguistic expression of reformulation, self- or other
correction, etc. The functional spectra of vagyis and I mean overlap in only
2% of the contexts, other, less frequent contexts include utterances where we
dind meaning, basically, at least and that is in the original.

& that means / which means / it (usualky always)
means |

B vou e
Izn =

I L aciualby
o A43%
. B ol in orignmal

B ing: clanse [

o B meaninge
11%

2 mean

B mizc (basically, at least, thar b, Ele )
figure 3. vagyis as a translation

Despite the small number of occurrances. it is clear from the corpus that

armint, in the majority of its functions (68%), serves as the translation
equivalent of [ mean; in 20% of the cases it expresses other correction (vou
mean), while in a few cases it is the translation of the discourse marker Jike as
well as meaning and meaning what?, which serve as requests for specification
addressed to the interlocutor. Just as in the case of vagyis, there are a number of
ontexts where mdrmint is used in the translation but there is no explicit
=xpression of reformulation in the original.
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B | mean
| B you mean
i like

' | meaning? / meaning what?

| mnotin original
figure 4. mdrmint as a translation

7. Qualitative findings / correlations between functions and translatie
equivalents / source items

In the following two subsections I am going to list a number of observatio
made in the course of the final stages of research processes, i.e. part 2 and
respectively. Because of the relatively small number of tokens of the Eng
RMs actually (288 tokens) and [ mean (130 tokens) and the Hungarian
vagyis (270 tokens) and mdrmint (66 tokens), the correspondences [ fou
between the functions of the four RMs and their translation equivalents / so
‘tems need to be substantiated by further empirical data.

= [ Observations about the functional spectra of actually and I mean in
LAC and their translation equivalents in the LBC

.- A corresponding Hungarian DM is likely to be absent from
translated text if  mean or actually mark a connection between
host utterance and the co-text that can be casily inferred i.e. there i
need to make it explicit (as in extract 1).

Extract |

Tommy: [stops playing] It's been. like, two hours.
Brandy: And we will keep waiting. I mean, you've heard this guy play and
know what he does. so can you just shut up, Tommy?

Es tovabh is varni fogunk. [no DM] Te is hallottad &t. Tudod, hogy mire
Széval pofa be, Tommy! (House M. D. © NBC Universal Television)

- [ mean (unlike you know) is usually not translated if it marks a new
in narrative structure (cf, extract 2).

Extract 2
You know he just started school when Anne died? T was a mess. Still adj
to being a parent, much less a single parent. You know 1 used to put
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cakes in his lunchbox [chuckles]. 1 mean, that was the only thing that I
puld make that he would cat.

lja, akkor kezdte az iskolar, mikor Ann meghali. Ossze voltam zavarodva.
ilonek lenni is nehéz, nem hogy egy egyedilallo szildnek. Tudja, mindig
eg palacsintat kapott tizoraira. fno DM] Ez volt az egyetlen, amil meg
tam csindlni és meg is ette. (House M. D. © NBC Universal Television)

«  When I mean is used emphatically or as a booster of the force of its host
utterance, hiszen (*since’, ‘surely’) is likely to appear as its Hungarian
translation equivalent (cf. extracts 3 and 4).

t3

at does it matter where they are? T mean he's in pain. You gotta do
pmething.

it szamit, hogy hol vannak? Hiszen fajdalmai vannak. Tenniitk kell valamit!
ouse M. D). © NBC Universal Television)

tract 4

om: Is it possible the problem isn't his blood? 1t's just psychological? 1 mean.
almost killed himself.

hetséges, hogy a baj nem a vérével van? Hogy csak pszichologiai? Hiszen
ijdnem megolte magdt. (House M. D. © NBC Universal Television)

[ 'mean in utterance final position can be translated as mdrmini but not as
vagyis (cf. extract 5).

xtract 5

er hallucination. If you knew what it was, would that make any difference?

Medically. | mean.

A hallucindcivi. Ha tudnak. hogy mi volt, az szamitana valamit? Mdrmint

*pagyis) orvosi értelemben. (House M. D. © NBC Universal Television)

2. Observations about the status of vagyis and marmint as reformulation

markers / discourse markers

«  Both marmint and vagyis can be markers of self-correction as well as
other-correction, in English, however, no pragmaticalized lexical item
seems to have taken up both functions.

«  Mdrmini and vagyis have a range of opaque uses and are translation
equivalents of a number of English DMs other than [ mean and actually,
which confirms their status as Hungarian DMs.

« Uy értem — mdrmint — vagyis form a scale that corresponds to
sociopragmatic factors / scales such as the solidarity-social distance
scale, the formalily scale and the affective content-referential content
scales.

L
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8. General conlusions

By way of concluding my paper let me echo Simon-Vandenbergen and
Aijmer’s programmatic statement that, ideally, contrastive studies of DMs serve
three different purposes: descriptive, theoretical and applied (2002/03: 33ff).

As for the descriptive goals, the above analysis shows that contrastive
data can reveal (and make explicit) functions as well as contexts of use that
have not been dealt with in monolingual studics, for example, as we saw, there
are several contexts where actually 1s neither a topic marker nor a counter-
expectation marker. The study also underscores the genre dependence of DMs
in general, and / mean and actually in particular; they (as well as a number of
further DMs, e.g. of course, really. right) mark sarcasm and irony (echoic
utterances) more frequently than in corpora used in previous research.

A major theoretical conclusion of the paper is that both mdrmint and
vagyis are undergoing pragmaticalization: they both have a range of functions
that are close / related to their “core meaning’. However, such functions co-exisl
with a wide range of more opaque, semantically bleached uses that cannot
(from a synchronic perspective) be linked to their semantic core.

From an applied point of view, it is clear from the above (quantitative as
well as qualitative) results that [ mean and actually are used more widely and in
a variety of contexts where vagyis or mdrmint would be inappropriate and
would convey unwanted implicatures. Although pragmatic transfer cannot be
entirely predicted on the basis of a contrastive analysis of .1 and L2 pragmatics
(cf. Kasper 1995: 7). the above contrastive study of English and Hungarian
RMs (and further studies of a similar kind) might enable EFL teachers to
provide explicit instructions concerning the four DMs™ contexts of use and to
anticipate the underuse of [ mean and actually in particular contexts by
Hungarian (as well as other foreign) speakers of English.
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Abstract: The present study summarises the findings of sociolinguistic research based
on a guestionnaire, and it discusses the situation of Hungarian as a community
language in the Republic of South Africa. The aim of the study is to investigate the:
language use of the community in informal encounters and in public sphere in order 18-
provide valuable insight into the functions and status of the Hungarian language in the:

ahovementioned country, which is an important facet of language maintenance.

Key-words: bilingualism. minority language use, language maintenance, public and
private domains of language use.

Language Choice

Language choice in bilingual communities has been a favourite topic in :
sociolinguistic work (Winford 2003). Ferguson (1964) introduced the notion ¢
diglossia 1o delineate situations where two related language varieties ame
applied in complementary distribution across different situations. In diglossi
communities, one of the varieties, also known as the H(igh) language.
employed in more official. public domains such as education, governmes
literature, etc.. while the other, designated as the L{ow) language, is used
private informal domains such as family, neighbourhood, friendship and so o8
The varieties involved in diglossia, while related, are still quite divergent 8
structure and lexicon, and only one of them, the L variety, is typically acquire
as a first language, while the H variety has to be acquired as a second languags
usually at school. Additional characteristics of diglossia are summed up in
following definition:
Diglossia is a relatively stable language situation in which. in addition®
the primary dialects of the language (which may include a standard or region
standards), there is a very divergent, highly codified (often grammatically me
complex) superposed variety, the vehicle of a large and respected body
written literature, either of an earlier period or in another speech commu in
which is learned largely by formal education and is used for most written
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al spoken purposes but is not used by any sector of the community for
gdinary conversation (Ferguson 1964: 435).

According to Myers-Scotton (2002) diglossia refers to the rather rigid
d supplemental allocation of the varieties in a community’s repertoire to
fferent domains. In spite of Ferguson’s rather strict definition of diglossia, the
cept has been extended to situations where any two languages are in contact
Bd cven to cases where two or more varieties of the same language are used in
arious social settings. The concept now extends to the coexistence of all forms
speech in a society, whether the forms are different languages, different
Balects, or different social varieties of the same language. This separation of
ricties applies elsewhere also to non-related varieties.

Bomains of language use

shman (1964, 1965) introduces the concept of sociolinguistic domains 1o
gelincate the contexts of interaction into which social life is organised, and
which have an impact on the language of interaction. Fishman (1972: 441)
efines domains as ‘institutional contexts and their congruent behavioural
so-occurrences’. The five domains of language behaviour for a community
_ family/home, friendship, neighbourhood. work/employment and
religion (cf. Fishman 1972, Winford 2003, Fenyvesi 2005, Myers-Scotton
2006). As Breitborde (1983: 18) notes: ‘A domain is not the actual
interaction (the setting) but an abstract set of relationships between status,
ppic and locale which gives meaning to the events that actually comprise-
gocial interaction’.

Winford (2003: 111) states that “domains are abstract constructs, made
up of constellation of participants’ statuses and role relationships, locales or
settings, and subject matter (topic)’. Winford (2003: 111) also adds that the
correlation between domain and situations is equivalent to that between a
“phoneme and its allophones. In Mioni’s (1987: 170) words. a domain is ‘a
cluster of interaction situations, grouped around the same field of experience,
and tied together by a shared range of goals and obligations’. The most obvious
effect of bilingualism on individuals themselves is that they generally
compartmentalize their use of the different varieties in their repertoires: one
variety is mainly used in certain domains, and another is used in other domains.
Myers-Scotton (2006) is of the opinion that the way bilinguals allocate the
languages in their repertoire reflects how stable their bilingualism is. Myers-
Scotton (2006: 77) introduces the notion of allocation, which means that the
choice of the languages on behalf of the speakers in different domains is an
important clue in terms of language maintenance. However, she argues that
domain analysis is not a theoretical model, and research results based on it are
not explanations on their own, but a potential field of proposed explanations.
Myers-Scotton’s other concern is that bilingual situations generally cannot be
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regarded entirely stable, and in case ol a minority community language use
when a shift is in progress. uniform language use is difficult to find in a given
domain. Csernicsko (2005: 108) however states that ‘the organizing principles
behind language use according to domains of language use provide valuable
insight into the functions and status of a given language and the relationship of
the language within a bi lingual or multilingual setting’.

Language use in minority context

The research was carried out on the basis ol a questionnaire. which was
filled out in 2009 and 2010 by people ready to react by internet to m¥
request, consequently the survey results do not reflect the language use o8
the entire South-African—Hungarian community, since they are not wholl®
represented. Altogether 33 South—African — Hungarians answered. The
questionnaire — available both in Hungarian and English — is a slighti§
modified version of the on¢ used in the sociolinguistics research projec
called the Hungarian Ouiside Hungary Project, the findings of which we
published in Fenyvesi (2003).

Language Maintenance Efforts

Pauwels (2008: 730-731) states that ‘the ultimate survival of a languag
depends on intergenerational transfer’. She also adds that the habitual ways 3
to how parents, grandparents and other relatives use languages a8
determinative in laying the fundamental principles for the maintenance of &
minority language among imminent generations. This is of significa
importance particularly if members of a minority community are restricted
their use of the minority language in public domains due to sociopolitical
other environmental factors. In what follows the percentage of the results 2
listed.
The answers provided by the 33 subjects show that members of 1§
Hungarian minority community in the Republic of South — Africa use mai
the Hungarian language in communication with family members (86%%
Interestingly Myers-Scotton’s (2006) argument related to the lack
uniformity in minority language usc is well supported by the answe
provided by the question tackling the use of the majority language. wis
turned out to be 29%.

When comparing t
respondents prefer Hungaria

he language of communication between frient
n as the main communication language (66%
64%). Nevertheless, this is a domain where there is no considerable differs
hetween the preference of the minority language and the dominant language. '

As far as the neighbourhood domain is concerned the majority langus
of the chosen country has developed into the predominant language '
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mmunication (90%), consequently the use of Hungarian with neighbours is
remely low (16%) (cf. Kovacs 2005: 328, Fenyvesi 2005: 276, Forintos,
116). 1 agree with Pauwels (2008: 731-732) who states that the
currence of private enterprises, marketplaces and small shops run by minority
mmunity members — who are able to use the minority language with their
stomers — can contribute to the language maintenance outside home.
adoubtedly. the neighbourhood can only have a considerable effect if the
bers of a particular minority community live together in a relatively
pnificant concentration. Although for instance. shop-keepers. restaurant
wners, doctors, lawyers advertise their businesses in the newspapers of the
gngarian community where participants can speak Hungarian, a significant
jajority ol our subjects (93% vs. 11%) indicated the dominant language of
ir countries as the language of communication in these public places.

As for the church and religion domain, the following can be stated: the
nguage used for praying, which is also regarded as an inner or cognitive
ain, is basically Hungarian (69%) although half of the subjects (50%) admit
hat they also pray in the dominant country language. According to the
esponses of the subjects both the Hungarian language and the dominant
enguage of the country are used in church services (52% vs. 72%). The Bible
ind other religious texts are generally read in the minority as well as the
inant language (72% vs. 72%).

Almost all the subjects involved in the research use the dominant
anguage of their country with colleagues at workplaces (96%), some of them
owever add that Hungarian can also be the language of communication in the
workplace-domain (13%).

Some Hungarian national television channels (e.g.. Duna TY) are
available in some parts of the world; the Republic of South Africa however. is
exception in this sense. This must be the reason why practically all the
subjects prefer watching dominant language programs on television (91%).
‘Mention must be made of the fact however, that approximately one third of
them (29%) are also interested in watching Hungarian television programs,
paying special attention to films, and the news, which must mean that they want
to be familiar with what happens in Hungary. A new and different approach to
this field would be worth investigating in the future, as basically all Hungarian
TV channels are currently available via the internet. But this would generally be
closer to the younger generation, who might not be as fluent in the minority
language as their parents.

In the Republic of South Africa the majority of the respondents use
Hungarian for writing informal letters (71% vs. 68%). An overwhelming
majority of them write formal letters, that is. letters addressed to administrative
offices and work-related documents in the dominant language of their country
(97%). The usage of Hungarian in this field however. is quite popular as well
(30%).
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Conclusion

The results of the survey show — similarly to the findings of other researchers
(cf. Kovacs 2005: 329, Clyne 1991: 67) — that the most important domain In
language maintenance for South-African — Hungarians 1s the home. Both
Hungarian and the dominant language of the country are used with friends.
Although Hungarians in South—Alrica are settled in the major towns, they do
not seem to have many opportunities to use Hungatian in the neighbourhood
domain because they do not live in larger concentrations in the towns (ck
Kovics 2005: 324, Clyne 1982 151). Consequently almost exclusively the

majority language is the means of communication with neighbours and in the

neighbourhood domain.
The domain of church and religion appears to be varied. The innes

domain of praying is dominated by the use of the Hungarian languages
representatives of the minority community Visit both Hungarian and majority

language church services.
- The use of the Hungarian language is the
generally the dominant language of the country that is preferred.
The results show that the use of Hungarian in terms of written discourse IS
basically preferred only in informal, private letters.
All in all, it can be stated that fortunately Hungarian languagc is stk
percentage in the home domain when communicating With
It is interesting to note that although respondents prefer the
country while communicating outside the home
dency to use Hungarian almost as often as the
e clue in language maintenance.

least prominent at the workplace; it it

present in a high
family members.
dominant language of their
with friends, there is a fen
minority language. which can be a positiv
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. Words
While “of all the units of linguistic analysis, the word is the most familiar”
10" Grady et al. 1993: 112), it remains surprisingly difficult to define. Miller
1996) starts by pointing out that defining words as symbols standing for
soncepts is not feasible. There are languages in which words express
somplex thoughts and entire sentences when formulated in English; for
wstance, as Miller points out, inikwihl’minih’isit is a single Nootka word
hile it means “several small fires were burning in the house™ (Miller 1996:
26-28). Extending the meaning of the term “concept” to accommodate
complex thoughts or entire propositions makes it too vague and useless in
defining other terms.
Should we treat words as mere forms then (Miller 1996: 28)? Consider
his definition:
DI. A word is any sequence of letters printed between spaces with no
‘spaces intervening. (Miller 1996: 28)
Miller points out, however, that word-level segmentation was not an
priginal property of writing systems, and let me add that word-level
segmentation does not seem a central property of speech, cither. Moreover,
some compounds are out of reach of D1 (consider truck driver), while others
covered (e.g. blackbird). Miller notes that the definition in D1 also accepts
ords” like asdfe (Miller 1996: 28). which shows that semantic factors cannot
| be ignored: words should have meaning.
Finally, Miller resorts to the following definition (originally introduced
by Bloomfield):
D2. A word is a minimal free form.
(Miller 1996: 30) %
The following terminological clarifications are added:
e A (linguistic) form is a meaningful unit.
e A free form can be used alone: it can occur meaningfully in isolation.
e A minimal free form can be uttered alone as a sentence. Consider
“Carpus.”, which is an acceplable answer to the question “What did the
professor call your wrist?”
Miller admits that D2 fails to account for function words (e.g. the). because
they are not minimal forms, but it is treated as “a little fuzziness around the
edges” which “does not interfere with the larger picture” (Miller 1996: 31). This
statement is in accordance with the argument that we have to resort to
prototypical definitions in other, very fundamental aspects of human
categorization.

O’ Grady et al. (1993) also use the definition in D2 for the term “word”,
although the interpretation is slightly different:
e« a free form “can occur in isolation and/or [its] position with respect to

neighboring elements is not entirely fixed” (O°Grady et al. 1993: 1 12)
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ed: “the reference to

the term minimal is exemplified rather than defin
identify phrases such

minimal ... is necessary to ensure that we do not
as the hunters as a single word” (ibid.)
Note that this description of free Torms makes a reference to syntactic
structure, which may turn out 0 be a circular definition unless we can describe
the “positioning of words™ (which includes phrase structure) independently of
the notion of “word”. Also note that references to meaning are missing from
this interpretation of D2; in fact, O’ Grady et al. (1993) leave the terms form and
minimal undefined. To make their argument at least intuitively understandable.
they introduce words as “meaningful units™ of language (O’ Grady et al. 1993:
111-112) before presenting the definition.
A word is “meaningful”, but it does not mean that it has a single.
homogenecous meaning. At this point, let me briefly refer to homonymy and
polysemy, which are very common phenomena and may lcad to lexical
ambiguity.
Homonyms are unrelated words that share the same spoken and written:
] form, while a word that has two or more different, but related meanings IS
polysemous. The word bulb is an example of polysemy, because it can refer 1@
“the root of a plant”, as well as “an electric lamp”. The similarity of their shape
leads to relatedness in meaning; therefore, these TWo Senscs are said to be
connected to the same. polysemous lexeme. Well-known examples
homonymy are bank meaning “financial institution” and bank; standing for
“the edge of a river or lake™.
Cruse (2000) argues that ambiguous words have multiple senses tne
exhibit the phenomenon that he calls antagonism: you cannot focus yous
attention on two or more readings at the same time (Cruse 2000: 108). Fe
‘nstance, when you utter or hear the sentence in (1). it is either the “financi
institution™ or the “riverbank™ sensc that becomes active for the word bank.
(1) We finally reached the bank.
He adds that “the speaker will have one reading in mind, and the he:
will be expected to recover that reading on the basis of contextual clues:

choice cannot normally be left open” (ibid.).
Cruse (2000) suggests that we should use the following tests to d

multiple discrete readings.
The identity fest is applicable to sentences that evoke the meaning of

word more than once through anaphoric back-references (Cruse 2000: 106
The identity constraint makes it difficult for such a back-reference to assume
reading that is different from the preceding reading(s) of the given word. Cr
offers the following example (ibid.):
(2) Mary is wearing a light coat: so is Jane.
He points out that this sentence cannot normally be used to exXpress

situation in which Mary’s coat is lightweight and Jane’s is light colored, or

versa.
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Independent truth conditions for sentences with multiple readings
adicate discreteness, too. “A good test of this is whether a context can be
agined in which a Yes/No question containing the relevant word can be
aswered truthfully with both Yes and No™ (Cruse 2000: 107). Consider the
mample in (3):

(3) Are you wearing a light coat?

A person wearing a light-colored, heavyweight coat can truthfully answer
jes and/or no (Cruse 2000: 107), which is made possible by the independent truth
anditions associated with the discrete readings of the word light.

The presence of multiple readings is also indicated by the existence of
dependent sense relations for the word. Consider, for instance. the anlonyms
the two readings of the adjective light mentioned above. One of the readings
s the opposite: dark. while the other reading can be contrasted with heavy
ruse 2000: 107).
Finally, the discreteness of various readings is also shown by the
enomenon that Cruse calls aufonomy: when a reading becomes anomalous in
certain context, autonomous readings will still remain available. His example
the following:

E5) I prefer dogs to bitches.

In this sentence, the “canine species” reading of dog is unavailable, but a
specific meaning, “male of canine species™ is acceptable (Cruse 2000: 107).

Discrete readings detected by the above tests do not necessarily cause
abiguity, but antagonistic readings are ambiguous by nature and they show

highest degree of discreteness (Cruse 2000: 108). In Cruse (2000), -
stagonistic readings constitute distinct senses.

Cruse points out that the relatedness of senses or readings is, continuous
nature, and this continuum includes “clear cases™ of homonymy as well as
arious forms of polysemy.

Lexicography

the tradition of dictionary-writing requires lexicographers to come up with
stries enumerating different uses (meanings) of a headword. The spelling,
sronunciation, basic grammatical information, definition and examples are
ovided to the dictionary user, and these pieces of information are enough for
larifying the role of a word. This method of presenting words has turned out to
useful and marketable. Note that the process of using a dictionary relies on
human user, with all his or her existing linguistic competence and
mowledge about the world.

It is up to the compilers of the dictionary to list the words and their
ses. which involves numerous decisions on whether a tiny difference in usage
attern constitutes a different sense. Discrete senses have always been difficult
@ find, and lexicographers have long been aware of this problem. In the
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compilation of a dictionary entry. “lumping is considering two slightly different
patterns of usage as a single meaning”, and “splitting is .- dividing or
separating them into different meanings” (Kilgarriff 1997a: 9). Whether
lexicographers lump or split senses is a matter of tradition, editorial policy and
subjective decisions.

Consider the word mouth. for instance: would you separate the
meanings «mouth of the river’, “mouth of a cave” and “mouth of a bottle™ from
the “body part” meaning and from each other?

Kilgarrif (1997b) asked a group of lexicographers working on The Thira
Edition of the Longman Dictionary of Contemporary English to rans
lexicographical  tasks according to  their difficulty. The process GOF
splitting/lumping rurned out to be the second hardest, out of 11 processes, Onix
defeated by the definition writing task. Kilgarrif's comment on splitting 1s the
following: “[t]his is a matter on which textbooks have nothing to tell us, 2
lexicographers’ training is entirely example-based. largely because rationale
for lumping and splitting are so little understood, even by lexicographers Wi
do the job well...” Kilgarrif (! 997b: 54).

3. Natural Language Processing

Enumeration of senses in Natural Language Processing (NLP) applications is
accepted practice, too. but in this case. we factor out the human user who cot
add linguistic knowledge and intuitions.

Let me point out, first of all, that — according 1o the traditional, modul
approach — many MNLP processes can be done without any reference 1o meanin
Spelling and grammar checking, morphological analysis, part of speech 1ages
and (to a certain degree) syntactic parsing work whether you have informat
about the meaning of wards or not. Syntactic parsing can profit from
presence of lexical meaning, however, since we can exploil selectic
preferences in reducing (structural) ambiguity, and there are many
processes that seem 10 require an even deeper understanding of the meaning
words, including information retrieval (IR) and rule-based machine translas

(MT).

The process of selecting the right sense from an inventory of sense
called Word Sense Disambiguation (WSD). Tde and Veronis (1998) and Na
(2009) are very good reviews of the impressive literature on WSL).
Let us take a quick inventory of the resources that state-of-the-art

has at disposal. ;
e List of words that share a common feature, €.g. Stoplists con
function words and/or very frequent content words.
e Word-centric databases include machine-readable dictionaries (MK
thesauri and other word-centric enumerative SOUTCCS of lexis incle
WordNet (Fellbaum 1998), which contains words collected
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synonym sets and stores lexical and semantic relationships between

words and synonym sets, respectively.

e (Corpora: corpora are collections of text and may be “raw™ (unannotated)
or annotated for part of speech, syntactic information. senses (a “golden
sample” for WSD), etc. It is now possible to collect “gigaword”
(unannotated) corpora from the World Wide Web. Annotation requires a
lot of resources, however, which is reflected in the high price of
commercial annotated corpora.

e Ontologies, knowledge bases. such as Cyc or the Unified Medical
Language System (McCray and Nelson 1995).

s Existing NLP methods (automatized with more or less success)
including automatic sentence boundary detection. tokenization. named
entity recognition, part of speech tagging (98-99% accuracy), syntactic
parsing, anaphora resolution.

e (General statistical methods and machine learning for clustering
(determining the classes so that the similarity of objects within the
clusters are maximal while inter-cluster similarity is minimal} and
classification (determining the best category for an object).

The WSD community holds a competitive event in every three years to
compare the methods and tools under development.

The first event was organized in 1998 under the name Senseval. The
goal was to find the right use for 8400 occurrences of 35 words (this was a
“lexical sample™) taken from the Hector sense inventory. The baseline method
was a simple heuristics in which the most frequent sense was chosen as the
right one (called MFS for most frequent sense). In this particular context, the
MFS baseline resulted in 57% accuracy.

25 systems entered the competition, and the best system reached 78%
accuracy (Yarowsky 2000), which is a 21% increase over the baseline. The
system exploited collocational, morphological and syntactic features prioritized
during the process. 78% may seem good cnough, but let us not forget that only
35 word types were disambiguated, and 78% accuracy is still far from being
perfectly useful.

The Senseval-2 competition was held in 2001. That year’s lexical sample
task proved to be more difficult: the MFS baseline was 48%, which was due to a
switch to the much more elaborate sense inventory of WordNet. The best system
(Florian et al. 2002), which combined four different classifiers, reached only 64%
(a 16% improvement over the baseline). More importantly, an “all words™ task (in
which all words of the sample had to be disambiguated) was introduced, which
also used the WordNet senses. The MES baseline was 57%. and the best system
(Mihalcea 2002) scored 69% (A= +12%). The system relied on extensive
preprocessing including named-entity recognition and collocation extraction.

The Senseval-3 event (cf. Snyder and Palmer 2004), held in 2004
featured a WordNet-based lexical sample task (MFS bascline: 55%. best
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task, the best system reached

65% accuracy, which was a mere 30 t frequent sense
baseline. The winning solution relied on word experts; exploited annotated
corpora and its learning technique was based on local context and contextual
keywords.

Let me also highlight the

system: 73%) (Grozea 2004). In the all-words
Vs increase over the mos

problem of the low human inter-

annotator agreement in manual WSD. The Senseval participants got two
data-sets before the evenl: a “trial” dataset (corpus annotated with sense
labels) was distributed so they could prepare the systems for the
competition and a “test” corpus was distributed just before the submission
deadline so that the participants could check and report the accuracy of
the system on this “test” corpus. The trial and test corpora had been
annotated manually by human experts. At least Lwo annotators did thatl.
and the organizers checked whether their annotations coincided or
differed. This human inter-annotator agreemenl was 72.5% (Snyder and
palmer 2004: 41), which means that even trained professionals categorize
the senses rather differently. This is parallel to the difficulties of splitting
and lumping senses n dictionary writing that we saw in section 2. How
could we expect a computer 10 perform better? Is the WSD problem

solvable? Isita well-formulated task?
There are automatic and manual methods to decrease the number of
ined”. For the

senses within WordNet: they make the database ‘“coarse-grai
Semeval-2007 event (the series was renamed from Senseval to Semeval at this
point), both fine-grained and coarse-grade experiments Werce carried out. The
the coarse-gained situation. which is what we expect
because we actually get rid of some of the senses and we have fewer options
choose from. And this is, in fact, by far the most affective method to boost 0
numbers: to eliminate the senscs — instead of disambiguating them. The resul

were the following:
e all words. fine-grained: MFS BL=51%, best system: 59%, A= +8%,
» all words, coarse-grained: MES BL=79%. best system: 82%, A= +3%,
e lexical sample (100 words), coarse-grained: MFS BL:78%, best: 89%.,
A=+l 1%,
The Semeval-2007 event als

figures are much better for

o saw the introduction of the “implic

WS tasks, including word sense induction and discrimination (WSI). whi
-volves automatic meaning clustering (in addition to the more traditio
rocess of classifying cases into predefined classes).

Finally, the Semeval-2010 event included no general-purposc gli
WSD task, due to “a general feeling in the WSD community that WSD shoulé
not be considered as an isolated research task” (*SemEval-3’ n.d.). Fro
general NLP perspective, then, systems that do not face and handle the probl

of lexical ambiguity but leave the task to an external (hypothesized) WS

module are flawed by design.
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Prototype theory and cognitive linguistics

riin and Kay (1969) proved that color categories have a structure that is
iversal across languages. They examined almost one hundred languages and
cluded that “although different languages encode in their vocabularies
fferent numbers of basic color categories, a total universal mventory of
xactly eleven basic color categories exists from which the eleven or fewer
ic color terms of any language are always drawn” (Berlin and Kay 1969: 2).
ey call the colors that correspond to these basic color terms Jocal colors (in
glish, they are black, white, red. vellow, green. blue. brown, grey, orange,
rple and pink). On the basis of their cross-linguistic vocabulary study, the
thors also argue that some of these colors are more basic than others. The
search conducted by Berlin and Kay pinpoints that human conceptualization,
hich is based on human perception, cannot be ignored in linguistic
scription.
Berlin and Kay’s research is interesting from a different point of view,
- it affects the way we think about how categories can be defined.

Taylor (1995: 23) characterizes traditional (Aristotelian) categorization
the following way:
categories are defined in terms of a conjunction of necessary and
sufficient features (e.g. “man is a two-footed animal™ = if X is a man
then X is two-footed AND X is an animal),
features are binary (either true or false),
catcgories have clear boundaries (as Taylor points it out. it follows from
the first two properties), and
all members of a category have equal status (again, it follows from the
first two properties).
An alternative. prototype-based approach rejects the claim that
‘calegories have necessary features that are sufficient to define them. Instead, we
have exemplars in mind for our categories that help us “decide whether
something else is a member of the category by comparing it with that
prototype™ (Smith  1991:  296). This is usually called prototypical
exemplification. Taylor points out that the examples

* maximize the number of attributes shared by the members of the

category, and
* minimize the number of attributes shared with members of other
categories

(Taylor 1995: 51).

Membership in a classical category is binary (member versus non-
member), while prototype categories are compatible with the notion that we call
“degree of membership”. The example(s) instantiating a prototypical category
has or have the highest degree of membership in that particular category.
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The following overview of the characteristics of prototypical categories
is due to Geeraerts (Geeraerts 1994:3385):

s Prototypical categories cannot be defined by means of a single set of
criterial (necessary and sufficient) attributes.

e Prototypical categories exhibit a family resemblance structure, or more
generally speaking, their semantic structure takes the form of a set of
clustered and overlapping meanings (which may be related by similarity
or by other associative links, such as metonymy). Because this clustered
set is often built up round a central meaning, the term ‘radial set’ is
often used for this kind of polysemic structure.

s Prototypical categories exhibit degrees of category membership: not
every member is equally representative for a category.

= Prototvpical categories are blurred at the edges.

Researchers have found prototypes lo be very useful and convenient at
many levels of linguistic description. Pethé (2001), for instance, has the
following to say about a possible source of polysemy:

... For example, a prototypical category A based on family resemblance has a
set of members a, b, ¢ 4, of which a is similar to b, & is similar to ¢ and ¢, ...
but & is not at all similar to d and there is no single member of 4 that is similar
to all other members. In such a scenario, one will likely be tempted to judge
the word w, that corresponds to the category 4 to be polysemous, bul one will
have difficulty deciding exactly what distinct meanings to attribute to it.
{Petho 2001: 189)

Langacker (1987) argues that there arc domains in the conceptual system. and
any piece of language should be described along the lines of the domains that are
involved. Basic domains include the concepts of TIME and SPACE (cf. Cruse
2000: 141). Taylor (1995) argues that domains are useful in the detection and
description of polysemy: “if different uses of a lexical item require, for their
explication, reference to two [or more, alternative] domains. or two different sets
of domains™, it is likely that we are dealing with polysemy (Taylor 1995: 100).

5. Neuroscience

In his programmatic paper, Pléh (2000) argues for taking newroscience
“seriously” in building or evaluating linguistic models, including the models
representing word meaning.

We seem to know relatively little about the exact newrophysiological
processes responsible for language. Although probing the brain’s functioning
has evolved considerably since Paul Broca identified the cause of specific
speech disorders using post-mortem examinations in the 1860s. we still do not
have ideal capabilities for assessing language-related brain activity.
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Pulvermiiller (1999) states that we may be able to account for how and
where certain pieces of word meaning can be represented in the brain. He
argues that the answer lies in llebb’s theory of cell assemblies, which are
created by correlative coactivation of neurons (Hebb 1949), and supports this
view by referring to research papers that report on relevant neuroimaging
experiments (Pulvermiiller 1999).

A cell assembly is a group of neurons that become associated when
getting activated at the same time (Pulvermiiller 1999: 254). The author points
out that distant neurons can get associated, too (e.g. neurons in the visual
cortex. neurons in Broca’s area, motor cortex neurons, etc.), although adjacent
neurons are more likely to form functional groups due to anatomical reasons.
When a sufficient subset of the assembly neurons is stimulated. the whole
assembly (including its neighboring and remote parts) becomes active, which is
called ignition. Another operating mode of the cell assemblies is called
reverberation: subgroups in the cell assembly form loops and therefore, they
can fire again and again after ignition, which resulls in a “wave of excitation
circulating and reverberating in the many loops of the assembly™ (Pulvermiiller
1999: 255), creating a “spatiotemporal pattern” (ibid.). Pulvermiiller argues that
at the level of cognition, “ignition may correspond to perception of a
meaningful stimulus and to activation of its representation™ (Pulvermiiller 1999:
256). while reverberation “may represent an elementary process underlying
short-term or active memory (ibid.).

The perisylvian area (which consists of structures around the Sylvian
fissure) seems to have a key role in human language representation and
processing. Among others, Broca’s area and Wernicke's area are situated here,
which were found to be related to various types of aphasia back in the 19"
century (O°Grady et al. 1993: 345, Pulvermiiller 1999: 296). According to
Pulvermiiller, “[tlhe Hebbian view implies that the motor and acoustic
representations of a word form are not separate, but that they are strongly
connected so that they form a distributed functional unit” (Pulvermiiller
1999: 259).

In this framework, word meaning is captured in the connectivity pattern
and functioning of a self-organizing associative memory. which is facilitated
and determined by the neuroanatomy of the brain. The underlying process is
explained in the following way:

When the meaning of a concrete content word is being acquired, the learner
may be exposed to stimuli of various modalities related to the word’s meaning,
or the learmer may perform actions to which the word refers... If this
coactivation happens frequently, it will change the assembly representing the
word... A content word may thus be laid down in the cortex as an assembly
including a phonological (perisylvian) and a semantic (mainly extra-
perisylvian) part. After such an assembly has formed. the phonological signal
will be sufficient for igniting the entire ensemble. including the semantic
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representation and, vice versa, the assembly may also become ignited by input
only to its semantic part. (Pulvermiiller 1999: 260)

The following “modalities™ are supposed to contribute to the semantic encoding
of words: motor modality, visual input, odor, taste. pain, touch, sounds
(Pulvermiiller 1999: 262). The author also points out that fine-grained
distinctions can be made within the modalities, too. For instance. the muscles
relevant to performing various movements can differentiate between chew,
write and kick. Within the visual modality. it may also be possible to
differentiate between static objects (e.g. house) and moving objects (train),
colored objects (iguana) vs. black and white objects (penguin), and so on
(Pulvermiiller 1999: 263).

Content words that are less connected to the modalities listed above. and
therefore. more abstract from our point of view, are hypothesized to have a less
robust dlstrihuted representation. Function words have a more restricted, much
less distributed representation located in perisylvian cortex only, typically

lateralized in the left hemisphere in right-handers (Pulvermiiller 1999: 260-261).
- Pulvermiiller (1999) sugeests that homonymy is represented by
overlapping cell assemblies that share a common perisylvian phonological part.
while mutual inhibitory processes make sure that only one assembly fires
(Pulvermiiller 1999: 262). Please notice that Cruse’s (2000) description of
antagonism (i.c. only one antagonistic reading of a word can be active at a time.
see section 1) corresponds to this view.

6. What grammar wrifers see

The HunGram team at the University of Debrecen is carrying out a grammar
writing project (Laczkd, Rikosi and Toth 2010). As the international ParGram
cooperation, in which we participate, is trying to account for semantic question
(ParSem), lexical meaning included, we are also seeking ways of filling o
syntactic representations with semantic content. This is also directly useful i
reducing structural ambiguity and getting some help in parse ranking.

When we work with morphological and syntactic issues. we fi
ourselves in an environment which conforms to clear formal rul
Morphological processes (e.g. affixation. both inflectional and derivational)
very predictable in the sense that if you see a complex form, the underlyi
morphological processes are relatively easy to identify. In the context of
HunGram grammar-writing project, a morphological component based on fini
state transducers does an excellent job: it provides us with all the possib
analyses for known or unknown words, and gives substantial help for synta
parsing. If multiple morphological analyses are created by the morpholo
disambiguation is done during syntactic parsing, if possible — if not, multi
syntactic parses emerge. If two words are homonymous but their morphologi
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cture is the same, or we face polysemy, then a single parse is created with a
rd that has several interpretations.
Consider the semantic representation of the sentence John sees Mary.

HEAD (see)

PRESENT (see)

ROLE (Experiencer, see, John)

ROLE (Stimulus. see, Mary)

word (see.[seeti2, understand#2, witness#2, visualize#2. .. ]]

In the semantic structure above, the word statement (last line, partially
reproduced) captures the lexical meaning of the word see in the form of a list of
‘ordNet synonym set references (while role information comes from
erbNet). All the possible verbal synsets should be listed, 24 of them, unless
«e can rule out some by relying on subcategorization/selectional restrictions,
t selecting a single solution is not usually possible in this way. Consider the
TordNet 3.1 entries corresponding to just the four senses referred to in the last
ine of the above example:

|| (v) see (perceive by sight or have the power to perceive by sight) "You
have to be a good observer to see all the details"; "Can you see the bird
in that tree?"; "He is blind—he cannot see”

1 (v) understand, realize, realise, see (perceive (an idea or situation)
mentally) "Now I see!"; "I just can't see your point"; "Does she realize
how important this decision is?"; "I don't understand the idea”

I (v) witness, find, see (perceive or be conlemporansous with} "We
found Republicans winning the offices”; "Youw'll see a lot of cheating in
this school™ “The 1960 saw the rebellion of the younger generaiion
agains! established traditions"; " want to see results” o

(v) visualize, visualise, envision, project, fancy, see. figure. picture,
image (imagine; conceive of; see in one's mind) "/ canl see him on
horseback!™: T can see what will happen”; "I can see a risk in this
strateay”

Since the WordNet-based WSD literature shows that disambiguation
may not be a realistic goal (cf. section 3 of the preseni paper). semantic
representations like the above one may have little to tell us about the actual
‘meaning of the word see in the sentence.

I see (in the “visualize” sense. see above) two ways out: both capitalize
on two special properties of our project.

The first solution could try to exploit an imperant potential of the
ParGram/ParSem effort: multilinguality. The WSD lieramure has already
suggested ways of extracting knowledge from multi-lingual parallel corpora,
including Gale, Church and Yarowsky (1992), Diab and Resnik (2002), Ne.
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Wang and Chan (2003) and others. We do not work with parallel corpora in
parGram, but parallel LFG grammars are being developed for many Janguages,
including English, German. French, Norwegian, Japanese, Chinese, Urdu.
mMalagasy. Arabic, Vietnamese, Spanish, Welsh, Indonesian. Turkish and
Georgian. The feature sets of the functional structure representations are being
developed cooperatively by the parGram community. and they arc the same
across languages. If these systems can analyze Sﬂntence-allgned parallel
corpora. what prevents us from comparing the functional structures an
extracting senses Ot the basis of the functional represenlaﬁnns created for the
same sentence in different languages? well, first of all. we rely on @ (human)
translation process in this case, which is not about producing exactly the same
structures in the target language, 50 we get a lol of “noise”. Qecondly, whenever
the two (or more) languages exhibit the same ambiguity. We lose information.
Consider the word mouse, for instance. which is likely to be ambiguous:
between the “animal” and “computer pt:ripher;-'” genses in many languages now-
More importantly, W& are likely 10 have so many parses 10 both (ot all)
languages that finding the corresponding parses and matching the right PRED
features (these features hold the information that Wg would like tes
disambiguate) of the functional structures of the parallel parses may be Il
insurmountable task. If we could only reduce structural ambiguity by delegati
some problems. including NP attachment and some SCOPE problems 10 &
different component of grammar ...

The second idea relies on & special understanding of the concept of word
meaning. Kilgarriff (1997a) argues that word Senscs should be seen &
clusterings of COTPUS citations #according 10 the purposes of whoever @
whatever does the clustering” and word senses do not exist in the absence €
guch purposes (Kilgarriff 1997a: 31). Qupport and a possible solution €O
from Schutze and Pedersen (1995)- They constructed a system in which thes
were no prc—estahlished genses but clusters of word usages were created from
corpus of interest. Their approach was motivated by the task at hand: the
needed WSD for Information Retrieval. for which even WordNet proved to lag
coverage and detail. For instance, they point oul that proper names (such
geffi Graf) can function as excellent disambigualors for words like co
whereas these names are not stored in dictionaries and thesauri. 50 the autho
develop carpus—speciﬁc fingerprints for each word and when the usage
word has 10 be charactariz&d, they resort 1o these context ﬁngerprims to tell £
uses apart.

Loosely following the ideas presented in Schutze and Pedersen (199
constructed 2 machine-learning experiment for corpus-specific WSD. 1 used
small subcorpus of the would-be “HunGram-1" cOrpus fal3 million Wos
treehank to be completed 1n 2012 by our research group) which contain
20000 tokens. fully lemmatized (4550 different lemmas), from the Hungai
translation of Orwell’s «1084". The stopwords Were removed from
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tences and machine learning was carried out using neural networks. The

L

111

lowing subtasks were implemented:
L.

Constructing a “local thesaurus™ based on lexical co-occurrence:

a) I took a moving symmetrical window of 41 words and centered it on
every token of the corpus, one by one. 20000 samples (one for each
word token) were constructed in the following way: the appearance of a
particular word in this window, out of the 4550 possible lemma types,
set a corresponding position in the input to a positive number, which
was proportional to the frequency of that word in this context window.

b) To make the co-occurrence matrix easier to handle (resource
limitations apply)., 1 developed a self-organizing map (SOM)
(Kohonen 1981) that clustered the context vectors. From this point
on, showing a lemma to the network created a single winning neuron
in the 450-unmit SOM. Similar words (which have similar contexts)
returned the same winning unit or a close neighbor. At this point,
what 1 had was a highly corpus-dependent thesaurus based on
second-order co-occurrence phenomena (i.e. sharing neighbors
rather than occurring logether).

Sense clustering for a preselected (ambiguous) word. All occurrences of

a selected word were processed in the following way, one by one: the

SOM representations (winning units determined in subtask #1)

describing the context (20 words on the left and 20 words on the right)

of a given wuse were combined into a pattern. The patterns

(corresponding to each use) were presented to an ART-1 based

(Grossberg 1987) neural network clusterer. The network returned the._

number of clusters it found and also classified each use of the word.
The findings of the experiment were the following:

While identical SOM representations did contain the words that share
similar contexts, really useful context patterns did not appear. At this
point, I hypothesize that more data (more than 20000 words) would
have given better results, and I will look into this issue. but this is not a
minor modification, see II1. below.
Schutze and Pedersen (1995) applied weighting to the co-occurrence
matrix; the fewer documents a word occurred in, the higher its weight
was. This weighting is not implemented in my experiment since [ used a
single document for analysis (the Hungarian translation of “19847). As |
see it now, this weighting has an important role in finding the salient
words in the context determining the actual use of the word in question,
so it has to be implemented. We must also understand. however, that
this is a fairly primitive heuristics that tries to replace the training
samples of supervised technigues.

SOM-based clustering of subtask #1 was introduced to handle the large

context matrices that should otherwise be collected as an input for
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resource needs, 100, S0 1

has rather high
ments s0 that |

subtask #2. But this technique
lusterer in the next expert

must replace it with a different ¢

ize of the input text.

can expand the s

This preliminary experiment should be
find the Kilgarriff - Schutze -
roach fruitful in our work.

refined and repeated if we
Pedersen  SENsE

continue 10
ralalivizatinnfdiﬁambiguatinn app

7. Conclusion

Synthesizing @ coherent picture of how words should be approached and
integrated into a model of language is surprisingly di fficult. Being subscribed
for a linguistic school ot approach, or engaged in a specific area of linguistics,
most linguists tackle the question according to what is directly relevant to them.

’ In this paper, | try 10 show various approaches 0 the phenomenorn We
refer to as lexical ambiguity. Section 5 shows that it may be seen as @ natural
consequence of the connectionist nature of language representation in the brain.
Other sections of the paper show how current models (theoretical.
lexicographical, computational) react to the multi-faceted, amoeba-like.
pmmtypﬁ-hascd nature of words. We have also seen that part of the problem IS
how we think about words. Ide and Veronis (1998) see it as a philosophicat:
issue:

idea that words correspond to specific objects and concepk
30th century by the ideas of Saussure and others .
lar position in his Philosophische Utersuchungen §

but only usages. (1de and Veronis 1998: 233

The Aristotelian
was displaced in the
Wittgenstein takes 2 simi
asserting that there are no SEMSCS,

ide and Veronis also point out that context is the only way 10 disambiguate 2
word in practice. By context they mean 1) microcontext, which 15 a list of words
»n and also covers collocations ans

ndow near the word in questic
which contains “gubstantive” WO

in a small wi
some syntactic relations, 2) topical context,
in a wider textual context and 3 domain, which restricts the possible set

readings once solated correctly (1de and Veronis 1998: 18-21).

The experiment presented in the previous section belongs 10
investigation of the topical context, but note that | collected full conte
patterning of words, whereas a single salient word in the conlext can dete
the meaning, and the model should be-changed accordingly. In future resea
also plan to exploit the microcontext: local information such as selectios

preferences should serve as important clues.

Textual context is not omnipotent.
cases in which the textual context does not contai
its presence is implied by the speaker (and is indee
listener in the form of a preexisting mental condition

however. TO cover s0me of b

n the decisive information &
d present in the brain of §
), we may be able to coil
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domain-sensitive ontological -oformation and enrich the textual context
accordingly, but this is certainly beyond the scope of our current research.
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Key Principles in Communication

Viorica Banciu
University of Oradea

Abstract: Acknowledging the fact that communication is "a process whereby meaning
< defined and shared between living organisms'” one must bear in mind exactly this
necific idea of commonality, of mutual understanding. There is no effective
communication if the message being sent is too encripted. too difficult to decode by the
ceiver. the recipient. The sender must, at all times. take into consideration some
sic rules of communication that will make the sent information "receivable”. We talk
hout a common set of principles that will lead to an efficient communication, avoiding
edundancies, awkward situations, pauses in speech, repetitions, etc.

Bne must carefully chose their words, specific patterns, a certain tone of voice, certain
ses. gestures in order to have a natural, genuine communication.

Key-words: communication, message, words, pattern, gesiure

order to understand how people interact with each other. I consider it
jmportant to outline some characteristics of human communication and ta
—ention different types of communication, both verbal (by means of language.
dialogue) and non- verbal (by means of gesture, body language ur’postum}.
Communication is the process of transferring information from a sender to
s receiver with the use of a medium in which the communicated information is
anderstood by both sender and receiver. It is a process that allows organisms (o
change information by several methods. Communication requires that all parties
dJerstand a common language that is exchanged. There are auditory means, such
speaking, singing and sometimes tone of veice, and nonverbal, physical means,
<uch as body language, sign language, paralanguage, touch, eve contact, O the
“use of writing.

Communication is defined as a process by which we assign and convey
meaning in an attempt to create shared understanding. This process requires a
vast repertoire of skills in intrapersonal and interpersonal processing, listening,
observing, speaking, questioning, analyzing, and evaluating. Use of these

| Oral Communication in English. Communication Meaning and Definition: Meaning,
Detinition, Usage. w-.mr.dictinnarg.rjE}.cum.-‘mcaning,-'(;nmmunicaﬂnn
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processes is developmental and iransfers to all arcas of life: home, school,
community, work, and beyond.

It is through communication that collaboration and cooperation QCCUr.
Communication is the articulation of sending a message, through different
media whether it be verbal or nonverbal, so long as a being transmits a thought.
provoking idea, gesture, action, etc.

Communication happens al many levels (even for one single action), in
many different ways. and for most beings, as well as certain machines. When
speaking about communication, it is very important 10 be sure about what
aspects of communication one is speaking about.

Definitions of communication range widely, some recognizing that
animals can communicate with each other as well as human beings, and some
are more narrow, only including human beings within the paramelers of human
symbolic interaction. Nonetheless. communication is usually described along a
few major dimensions: content (what type of things are communicated), source,
emisor. sender or encoder (by whom), form (in which form), channel! (through
which medium), destination, receiver, target or decoder (to whom), and the
purpose or pragmatic aspect.

Between parties, communication includes acts that confer knowledge
and experiences. give advice and commands, and ask questions. These acts may
take many forms, in on¢ of the various manners of communication, The form
depends on the abilities of the group communicating. Together, communication
content and form make messages that arc sent towards a destination. The target
can be oneself, another person or being. another entity (such as a corporation of
group of beings).

Therefore, communication is social interaction where at least two
interacting agents share a common set of signs and a common set of semiotic
rules. This commonly held rule in some sense ignores auto-communication.
including intrapersonal communication via diaries or self-talk.

content content £} coditying ) decodifying
rggal Wl o A W
@ -}Tréé% @‘ee i f’ 2‘1&% {?tee =» &
...'_Z‘N”Q%-_.._.-r-'"j \“\‘--"Mw..,.—.. = %'mww’f &M'HM
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In a simple model, information or content (£.g2. a message in natural
language) is sent in some form (as spoken language) from an emisor/ sender/
encoder to a  destination/ receiver/  decoder  (http://en.wikipedia.org:
ommunicationemisor). In a slightly more complex form. 2 sender and a receiver
re linked reciprocally. A particular instance of communication is called a speech
_In the presence of "communication noise” on the transmission channel (air, in
this case), reception and decoding of content may be faulty. and thus the speech act
may not achieve the desired effect. One problem with this encode-transmit-receive-
decode model is the processes of encoding and decoding imply that the sender and
eceiver each possess something that functions as a code book. and that these two
sode hooks are., at the very least, similar if not identical. Although something like
code books is implied by the model. they are nowhere represented in the model,
which creates many conceptual difficulties.
We have to consider several types of communication” Language: a
language is a syntactically organized system of signals, such as voice sounds,
intonations or pitch, gestures or written symbols which communicate thoughts
or feelings. If a language is about communicating with signals, voice, sounds,
westures, or written symbols, can animal communications be considered as a
Janguage? Animals do not have a written form of a language, but use a language
“o communicate with each another. In that sense, an animal communication can
be considered as a separated language. Human spoken and written languages
‘can be described as a system of symbols (sometimes known as lexemes) and the
srammars (rules) by which the symbols are manipulated. The word language is
also used to refer to common properties of languages. Language learning is
ormal in human childhood. Most human languages use patterns of sound ar
gesture for symbols which enable communication with others around them.
ere are thousands of human languages, and these seem t0 share certain
\properties, even though many shared properties have exceptions. P

Dialogue: a dialogue is a reciprocal conversation between two or morc
tities..

Nonverbal communication: it is the process of communicating through
sending and receiving wordless messages. Such messages can be communicated
through gesture, body language or posture; facial expression and eye contacl,
object communication such as clothing, hairstvles or even architecture, or
'symbols and infographics. Non-verbal communication may include:

% Body language (kinesics) and includes body movement, body
position, facial expressions;
< Eye contact (occulistics);
< Touch (haptics):

* paumeister, R. F.. & Leary, M. R. (1995). The need to belong: Desire for interpersonal
sttachments as a fundamental human motivation, Psychological Bulletin
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< Body distance (proxemics)
& And also what people wear.
The way people dress for different situations (business negotiations diplomatic
meeting, etc) differs across cultures. Normally informal dress denotes lack of
respect for the partner. Again a too relaxed partncr in his chair can suggest the
qame things. Some cultures impose that particular parts of the body should not
be exposed (i.e. Arab cultures — the sole of the foot should not be exposed.
Body language can very easily misinterpreted creating unpleasant situations.

There is also paralanguage which is the sum of factors and totality of
words. tone of voice, speed of speech and pitch of voice. Intonation patieins
and the tone of voice vary widely during the act of communication and also in
different cultures.

Speech may also contain nonverbal
ingluding voice quality, emotion and spe
features such as rhythm, intonation and stress. Lik
nonverbal elements such as handwriting style, spatial

the use of emoticons.
Jeremy Harmer discusses the nature of communiction and its relevan

to various stages of learning. He emphasizes the importance of integrati
skills, discusses the differences and similarities in learning to speak and write.
There are some generalizations that we can make about the majority
communicative events and these will have particular relevance for the learni
and teaching of languages.
When two people are engaged in talking 1o each other we can assu

that they are doing so for good reasons. What are these reasons?
. wanting to say something. Want is used here in a general way to sugg
that speakers make definite decisions to address ather people. Speaki

may. of course, be forced upon them, but we can still say that they fi

the need to speak, otherwise they would keep silent.

. communicative purpose. Speakers say things because they W
something to happen as a result of what they say.

elements known as paralanguage.
aking style, as well as prosodic
ewise, written LeXISs have
arrangement of words, of

harm their listeners; they may want to give SO
-nformation or express pleasure. They may decide to be rude or to flatter.
agree or complain. In each of these cases they are interested in achieving
communicative purpose - what is important is the message they wish to con
and the effect they want it to have. They select from their language slore.

Speakers have an infinite capacity to create new sentences (especi
if they are native speakers). In order to achieve this communicative pu

They may want t© C

} Yarmer, Jeremy (2001}, The Practice of English Language Teaching, London and

York, Longman
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v will select (from the store of language they possess) the language they
ink is appropriate for this purpose.

These gencralizations apply Lo the schoolieacher and the radio
nouncer, the judge and the shop assistant. It is important. too, to realize that
se generalizations do not only apply to the spoken word: they characterize
tten communication as well, and although a difference may be that the writer
not in immediate contact with the reader (whereas i a conversation two or
ore people are together), the same also applies to the example of the radio
souncer. and, to some extent, the academic siving a lecture in a packed hall
lthough there is of course much greater contact here).

Assuming an effective piece of communication. we can also make some
neralizations about a listener (or reader) of language. By effective
mmunication we mean that there is a desire for the communication to be
wffective both from the point of view of the speaker and the listener.

There are many possible reasons for breakdown in communication, but
once again some points can be made about the listeners: they want to listen Lo
something. In order for someone o understand what they are listening to (or
reading) they must have some desire to do so. They are interested in the
communicative purpose of what is being said. In general, people listen to
Janguage because they want to find out what the speaker is trying to say - in
other words what ideas they arc conveying, and what effect they wish the
communication to have. They process a variety of language. Although the
Jistener may have a good idea of what the speaker is going to say mext, in
general terms. s’he has to be prepared to process a greal variety of grammar and
vocabulary to understand exactly what is being said. )

Whenever communication takes place, of course, there is a speaker
{and/or writer) and a listener (and/or reader). This is the case even where a
novelist writes a manuscript, for here the writer assumes thaf there will be a
reader one day and that that reader will be performing a communicative act
when reading the book.

In conversation and the exchange of letters. the speaker or writer
quickly becomes a listener or reader as the communication progresses. Speakers
normally have a communicative purpose and listeners are interested in
discovering what that purpose is. However. even if listeners have some idea
about the purpose, they must listen in order to be sure. They cannot be sure, in
other words, what it is before they hear what the speaker says.

There arc stages where communication is more important than
accuracy. Whatever activity the students are involved in. if it is to be
genuinely communicative and if it is really promoting language use, the
students should have a desire 10 communicate. If they do not want to be
‘nvolved in communication, then that communication will probably not be
offective. The students should have same kind of communicative purpose: in
other words they should be using language in same way to achieve an
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objective, and this objective (or purpose) should be the most important part of
the communication.

*The people of the world are bigoted and unenlightened: invariably they
regard what is like them as right, and what is different from them as wrong.”
(Yeung Cheng 1727y

Taking into account what Gibson said in his study Intercultural
Business *I."if:-mm'unit:atiumj the act of communication happens not only through
the use of words but also through non-verbal factors: gestures, facial
expressions, body movement.

Nowadays communication takes place between senders and receivers
from different cultures and this act can be very difficult if the difference
between cultures is greal, but there are a multitude of reasons for this act to take
place:

; o technology makes il possible for people to travel further and
faster than ever before;
= « the Internet links people across national boundaries:
the international labor force is more mobile:

« more people are on the move than ever before: business people
are active globally, refugees arc trying to escape from conflicts
and natural disasters;

o the intercultural academic mobility became something usual.

e the communication science is an interdisciplinary domain relyin
on different areas of investigation: anthropology, psychology
business studies, linguistics. sociology. geography, history.

=

We can conclude that languagc is an activity that humans participate in W
they wish to communicate with each other. The other is that a language can
characterized as a set of inter-related  rules that govern the form
distribution of sounds, words. and phrases which make up the sentences of
language. Applied to us language s used for communication, the teacher m
use of communication 10 teach language.
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Increasing Learner Motivation in EFL Classes

Carmen Chiruc
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One of the most challenging tasks of EFL teachers in today’s educational
d the most adequate strategies of generating and maintaining student
d to create opportunities for learner development. In this respeck
and attitude. classroom procedures, but also a positive learning
lly important. The techniques of arousing student motivation in

ous, and they all snvolve the clear setting of goals, relevance of
d a formative feedback. Morcover, learner confidence is
be generated by means of cooperative:

Abstract:
context 15 to fin
engagement, an
,1.1:a¢hur behaviour
atmosphere, are equa
FFL classes are numer
topics, persﬂna]izatinn‘ an
4 and student effort 15 mare likely to

strengthene

learning strategies, which have a beneficial influence on the whole of the jearning’
Process.

Key words: Motivation, learner autonomy. goals, strategies, student ¢ngagements

attitude, selt-esteem

than challenging for teachers to find the proper motivations
strategies for their pupils. to discover the best possible practices for classroos
learning and finally to help them bridge possible achievement gaps. In 2
educational setting, learner molivation 15 an arca of extreme significance, &
can be closely associated with the learning outcomes. which can be favorable
long as the opportunities that teachers and schools provide for learning &
personal development (instructional procedures, teacher behaviour
classroom climate) are congruent with the students’ needs and goals. It can a8
be said to provide the main incentive 1o initiate learning a foreign language. &
later the determination L0 pErsevere and sustain the long and often diffs

learning process.
The causes of learner behaviour cannot be explained by motivation o8
such as individual inputs, COR

Behaviours are also influenced by “factors

factors, NOTMS, and motivation. [...] For example. the amount of time 2 8
spends studying for an exam depends on his motivation in combination with
abilities and goals, the quality of his notes, and his past experience 12k
exams.” (Kreitner & Kinicki, cited n Estrella 2007: 8). Motivation
student’s willingness, need, desire and compulsion o participate in.
successful in, the learning process” (Bomia et al. 1997: 1) 1t is the ense

It is often more
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tives and predominantly internal factors that give energy io and direct the
haviour. such as interests, needs, drive, arousal, motivational beliefs, or goal
sentation. 1t is considered to be a dynamic and continuous process, which, as
rmvei explains, must be generated, then actively maintained and protected,
ccially in classroom settings, and finally evaluated by the learners
mselves — this retrospective evaluation will “determine the kind of activities
y will be motivated to pursue in the future™ (Dornyei 2001: 21) Motivation is
¢ driving force of human development. which makes people select and
imilate external stimuli and thus respond differently to them.

Throughout decades of research. various motivational theories have
d to answer questions such as “What causes behaviour? The drive of
man behaviour has been grounded in either the social being, as in Gardner’s
eory. or the individual, focusing on “concepts such as instinct, drive, arousal,
ed. and on personality traits like anxiety and need for achievement, and more
cently on cognitive appraisals of success and failure, ability. self-esteem,
etc "(Domyei 1994: 274) Dérnyei explains that the middle of the twentieth
century was dominated by conditioning theories related to behaviourist
psychology, with a great deal of research focusing on how stimuli and
responses interplay in forming habits, and having Maslow’s famous hierarchy
of needs at the core. Then empiricism gave way to cognifivism in educational
psychology rescarch. It strives to focus on the way “the individual's conscious
attitudes, thoughts, beliefs, and interpretation of events influence their
‘behaviour: that is, how mental processes are transformed into action”. (Dormyei
2001: 8) The 1980s and the 1990s saw an increasing importance given to
context in the study of motivation, thus complementing the cognitive approach.
According to this view, students’ cognitions regarding academic work (e.g.
ability beliefs, outcome expectations when engaging in tasks) aré influenced by
social contextual factors, such as the messages that the teacher sends about the
difficulty of tasks, the information he or she gives about the importance ol
learning the material, or the perceived abilities of classmates (Urdan &
Schoenfelder 2006:331).

In 1969, Clayton Alderfer expanded Maslow’s hierarchy of needs by
formulating the ERG theory (Existence. Relatedness and Growth). “Self
actualization’ and ‘self esteem’ are the needs he associates Lo the Growth
category. In his frustration-regression principle, when needs in a higher
category are not satisfied, individuals tend to invest more in the lower ones,
hoping to achieve the former. “IT erowth opportunities are not provided to
students, they may regress to socializing more with peers. Therefore, teachers
should recognize that students have many needs they need to fulfill
simultancously and focusing on one need at a time may not be the best
strategy to motivate.”(Estrella 2007: 11)

Another significant view is Gardner’s social psychological theory of
1.2 motivation. For the Canadian psychologist. Robert Gardner, language
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event. He grounded motivation research in a
social psychological framework, considering learners as belonging to a
specific culture, a social framework and the learning process as depending
on the support of the cultural context in which the second language
acguisition takes place, as well as its cultural belief. Thus, “the learning of 2
foreign language involves far more than simply learning skills, or a system
of rules, or a grammar; it involves an alteration in self-image, the adoption
of new social and cultural behaviours and ways of being. and therefore has a
significant impact on the social nature of the learner.”(Marion Williams
1994: 77. cited in Dérnyei 2001: 15) Attitudes have a key position in
Gardner’s theory, while the language learners’ goals are seen as having
integrative and instrumental goals. As Dornyei explains, his very complex
construct of ‘infegrative motive’ is made up of three main components:
integrativeness (subsuming integrative orientation, interest in foreign
languages, and attitudes toward the L2 community): attitudes toward the
learning situation (comprising attitudes toward the teacher and the course)s
and motivation (made up of motivational intensity, desire to learn the
language and attitudes towards learning the language). (Dérnyei 2001: 16}
These three factors are interdependent. and taken separately they ars
insufficient to attain L2 proficiency. The instrumental aspect of L2 learning
refers to its pragmatic use, whereas its integrative aspect refers 10 intere
and desire to broaden views. Integrativeness can be explained as
emotional identification with the L2 group. respect and openness lo othes
cultural groups and ways of life.
Modern views add other components o the pragmatic dimension &

L2 learning, such as intrinsic/extrinsic motivation, intellectual curiosi
attribution about past successes/ failures, need for achicvement, self
confidence, and classroom goal structures, as well as various motives relates
to learning situation specific variables such as classroom cvents and task
classroom climate and group cohesion, course content and teachis
materials, teacher feedback, and grades and rewards. Dornyei’'s 18
framework of L2 motivation describes motivation from a classrog
perspective. [ts components are course-specific (interest, releva
expectancy), feacher-specific (modeling, task presentalion, feedback) =
group-specific (goal-orientedness, ~ classroom ooal structure). O
significant theories are Bandura’s self-efficacy theory (1997), Weind
attribution theory (1992), dealing with causal attributions about P
cuccesses and failures, Locke and Latham’s goal setting theory (1990). B
and Ryan’s intrinsic and extrinsic motivation theory, and so forth. In TN
and Ryan’s opinion, human motives can be placed on a continuum betw
intrinsic and extrinsic motivation. Intrinsic motivation is in fact at the €
of any learning process. Modern research shows that the two Lypes
motivation are not necessarily contrasting. as the external influences

learning is a deeply social
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gulations can be to a greater or a smaller degree internalized. thus
hancing achievement,

Intrinsic motivation is in evidence whenever students' natural curiosity and
mterest encrgize their learning. When the educational environment provides
optimal challenges, rich sources of stimulation. and a context of autonomy, this
motivational wellspring in learning is likely to flourish (Deci and Ryan 1985:
245).

The intrinsic motivation is rooted in the learners’ previous attitudes and
experiences. The ways the teacher can increase it in the EFL classroom are
numerous. He/She can not only raise their interest in the L2, “by exposure to
respected models, persuasive communication, and participation in powerful
learning experiences” (Dérnyei: 52). but also foster students” self-esteem, build
confidence and a strong self-concept. Ideally, an EFL course must carry positive
values and attitudes related to the English language and culture, arouse curiosity
and raise cross-cultural awareness. Dirnyei emphasizes that this can be
accomplished through the use of authentic materials, real cultural products,
quotations and statements of well-known public figures about language-
learning. develop “cross-cultural awareness systematically by focusing on
cross-cultural similarities (and not just differences) and by using analogies to
make the strange familiar."(Dérnyei: 55) Using authentic literature to
supplement core materials is one way of motivating adolescents, vet the task of
reading a short story or novel in a foreign language can be discouraging for
many pupils. Literary texts offer samples of the most precise and powerful use
of language, the fulfillment of its possibilities, and allow learners to become
assertive readers, by interacting with the text. making assumptions and
predictions, interpreting it, relating it to their background. In what concerns
reading, there must be variety in the range of texts and activities provided, but
most importantly, the topics need 1o be personalized, in a general effort of
providing relevance. Barry Corbin, author of Unleashing the Potential of the
Teenage Brain (2008), considers that extrinsic and intrinsic factors that affect
motivation vary widely, but there are other factors influencing motivation in the
classroom: relevance. control and choice. challenge. social interaction,
anticipated sense of success, need, novelty, cognitive dissonance and discrepant
events.(Kirby 2009: 5)

The first motivational condition, researchers argue, is a warm, positive,
anxiety-Iree learning atmosphere, in which learners feel valued and cared for. In
such an environment, teachers are involved in the classroom experience, they set
clear goals from the very beginning, they offer instrumental help and support, and
they adjust teaching strategies to the students’ levels and learner types. In a
positive learning atmosphere, there is mutual support and respect, and there is a
“norm of tolerance’ which makes students “feel comfortable taking risks because
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they know that they will not be embarrassed or criticized if they make a
mistake "(Dérnyei 2001: 41) Also, humour is used in class, and feedback is given
in due time, in an informational rather than controlling way, as Darnyei explains.
Teachers should make use of a direct, straightforward manner, should present
non-emotional descriptions of what is desirable and what is not, avoid ridicule,
anger. social comparison, and promote cooperation instead of competition. A
firm, respectful approach from the teacher, together with the non-emphasizing of
mistakes, may lead to a positive. supportive classroom atmosphere. In fact, this
type of classroom atmosphere “allows learners to maintain a positive social
image while attending to academic issues. In other words, we might be able to
considerably promote motivation to learn if we manage Lo combine the learners’
academic and social gﬂals.”(I)ijm}fci 2001: 98)

In fact. the teacher has to become i4q facilitator of independent learning,
through provision and organization of resource-based activities and the general
management of a flexible learning course”™, as Michael Fvans points oul.
Learner autonomy, together with self-determination will be fostered by the
teacher’s ‘autonomy type’, as Darnyei calls it. 1f the educational process Is
mainly teacher-centered, and the teacher’s expectations are strict  and
unconditioned, the communication between teacher and student is obstructed.
and so is the communication between the students themselves. In contrast, a
democratic teacher is calm and stimulating, he listens to what the students want
to say, he is funny and interesting. He/She is generally open 10 debate. he likes
questions, he negotiates, allows students to choose. and urges them to make
choices. His/Her teaching style fosters self-respect, he/she is friendly, fair.
caring. and encourages socializing. At the same time, he/she has well-
established rules. sets goals clearly, gives comprehensible explanations — all in
all, he/she has control of the class. He/She invites, encourages. influences and
directs students. He/She plans his/her teaching in such a manner that each and
every student can achieve. hefshe individualizes, adapts and varies teaching
methods and techniques. He/She challenges the students, guides them towards
good choices, and uses positive reinforcement. Dormnyei explains that a no
judgemental attitude, acceptance, the availability and the ability to listen 10
students are the essential features of a teacher.

Gary Chambers divides the motivational functions of the teacher in:
arousal (if arousal leads to high levels of anxiety. then performance is likely
be impaired), expectancy (underlines the importance of setting clear achievab
objectives); incentive (this is the stimulus which triggers off anticipations
responses; the rewards for present achievement should be provided in such
way as 1o stimulate future achievement) and disciplinary (this aims at
creation of an ordered. non-authoritarian, non-threatening, atmosphere
(Chambers 1999: 49)

Undoubtedly, teacher enthusiasm and passion brings along simil
reactions from the students. Likewise, “appropriately high expectations
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re likely to lead to appropriately high performance™. (Chambers 1999: 43)
ese are aspects of the process of modeling, which means that “student
itudes and orientations toward learning will be modelled after their teachers,
th in terms of effort expenditure and orientations of interest in the
bject”.(Ddmyer 1994: 278) Role modeling is critical in shaping desirable
haviour, and in transmitting values and patterns of thought. Generally, a role
odel is the teacher who shows sincere interest in facilitating the development
of his/her students, who can communicate effectively and have optimal
relationships with them, and inherently encourage student voice. Also, older
students or recent eraduates can become role models for the learners; they may
be invited to talk to the class in order to shape their attitudes and to encourage
them in further projects.

By means of a series of effective techniques, which are correlated to
relevant topics. which the students can internalize, it is possible for the teacher
to make the students’ learning experiences positive and attractive. By using
relevant aspects of reality, the teacher makes a discernible association with the
learners’ needs, attitudes, and interests, and thus the student is more likely to
get involved. As long as learners can sense the potential usefulness of their
learning, the activities they are going through remain motivating. The
opportunities to personalize topics in L2 classes are countless. Students love to
talk about themselves — they can talk to the class or to individual peers or to
peer-groups, when doing pre-task or post-task activities, or when solving
problems or relate ideas to their own background and experience. In tackling
areas of commonality, the teacher can trigger communication of personal
feelings and thoughts through questions which should be open-ended. thought-
provoking, framed to provoke and sustain interest. In such communicational
attempts, the teacher can encourage students to organize ideas around problems,
to negotiate, to find solutions in a collaborative manner. to find similarities and
differences, to deal with dialogue and debate. Students are less likely to be
fearful and anxious and more likely to do well if they are well prepared.
“Preparedness can be enhanced by in-depth mastery of the subject matter,
appropriate organization and rehearsing the presentation.” (Wallace: 12) In the
same respect, inquiry and discovery also inspire great writing. “Having topics
that a person cares deeply about, as a consequence of personal interest and
investigation, may prove decisive for a fine writing and even lead to a life
devoted to writing.”(Wallace: 14)

L2 classes should de-emphasize grade and emphasize mastery. In a
‘mastery-oriented’ class, the teacher communicates the objectives, sets
appropriate tasks, and high expectations. Teachers should assign challenging,
meaningful tasks that students can take responsibility for, tasks that necessitate
the use of various skills, and offer constructive feedback and recognition.
“Goals should be specific, hard but achievable, accepted by the students, and
accompanied by feedback about progress.”’(Dirnyei 1994: 276) The same
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that attainable goals or subgoals can

author indicates (Dérnyel 1994: 276)
“enhance intrinsic interest through favorable, continued involvement 1D

and through the satisfaction derived from successfully completing
dness is likely to increase if both class rules and
uously phrased and swillingly adopted by
having been discussed by the whole group.
The ‘success criteria’, which may involve assessment, as Dornyet explains.
must be as clear as possible, allowing learners 1o “gelf-gvaluate their learning as
they proceed.” (Dérnyei 2001: 58) Effort and solution plans of the 1.2 learners
will weigh more than the smmediate outcome, as goals promote the constant
search for strategies. As soon as the student can establish a close relationship
between histher accomplishing tasks in learning situations and SuCCESS.
favourable motivational beliefs are likely to appear. These arc the learner’s
opinions about their ability in relation to a specific subject. which will further
ghide them in the process of learning.
Elisabeth Kirby explains how important it is “to set and revisit goals
regularly to help young people develop strong habits and a positive self=
concept. as well as to experience successes’ . (Kirby 2009: 49) The author’'s:
advice for educators to help students organize and plan their work is to develop
study skills and learning strategies, to make organizational checklists and daily
or weekly planners, 1o have students prioritize tasks. and break down
workload into manageable pieces, establish study routines at home, celeb

success and build on it.

What affects L2 learners extendedly
which builds self-esteem and confidence, and ©
progress. Besides teachers, peers can also provide feedback. In fact. all learning
process must lead to self-assessing one’s achievement. Persuasion, modeling
reinforcement and external rewards for desirable behaviour foster self-efficd
which can be promoted “by teaching students learning and communicatie
strategies, as well as strategies for information processing and problems
solving."(Domyei 1994 277) Language learner strategies,  includin
communication strategies. are essential for L2 learners, because they are “'to€ :
for active, self-directed involvement, which is essential for developin
communicative competence” (Oxford 1990a: 1) As Oxford explains (Oxfe
1990b: 71) we can speak of direct and indirect language learner strategies.
ory strategies, cognitive strategies (“used

first category includes mem
forming and revising internal mental models and receiving and produck

messages in the target language") and compensation strategics. whereas
second refers to meta-cognitive strategies, which "help learners exercs
executive control through planning, arranging. focusing, and evaluating 1

d. finally, social strategies, T

own learning”, affective strategies an
nfacilitate interaction with others. often in a discourse situation” (Oxford 195

71). For Darnyei learning strategies are techniques that make learning

activities”
them. Moreover, gpal-oriente
teacher expectations are unambig
members” (Dirnyei 2001: 46) after

is positive. formalive feedhacks
ffers learners the sense @
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tive: methods to organise, practise and recvcle learned material,
gmorizing new words, summarizing new material mentally, highlighting
formation, seeking help from peer, connecting new information to the

qously learnt material. Also, there are :communication strategies’, such as
phrasing, approxXimation,” usc of all-purpose words. use of non-linguistic
s. hesitation devices, asking for help. confirmation or clarification.
srnyei 2001: 96)

Cooperating and empathizing with others can obviously be included in
previously mentioned social strategies of L2 learning. In fact, cooperative
rming provides a positive effect on the learning process as a whole. Its basic
inciples are, as George Jacobs explains: heterogencous grouping,
sllaborative skills, simultaneous interaction. positive interdependence, group
tonomy, equal participation, and individual and group accountability. Most
guage acquisition theories acknowledge these strategies as extremely
wctive in triggering achievement and communicative skills. They build
mer confidence by promoling a sens¢ of belonging to the group that shares a
mmon goal, a “higher expectancy of success” (Domyei 2001: 101), the
ikelihood of increased involvement, due to a unique responsibility in the group,
d improved opportunities to practice communicative skills. The interactive
language practice during pair-work or group-work, the involvement in |
negotiation of meaning carry more weight than the accuracy or even the
outcome at this point. Moreover, “cooperative situations increase the !
significance of effort relative to ability, because in team work the main
characteristic people are judged by < their commitment to the team”. (Dornyei
2001:101) According 1o Deci and Ryan’s Qelf-Determination Theory,
cooperative learning principles stem from man’s basic needs: relatedness,
competence, and autonomy. If the classroom conditions and learning methods
satisfy these needs, then student engagement and persistent effort are feasible.

For students to make progress. motivation and learner interest must be
steadily maintained. Keeping studenl interesl high has always been a challenge
for teachers. Dornyei argues that the aspecls that may impede classroom
learning are numerous: the increased pressure to cover the curriculum, the need
to prepare for tests. along with little individualization. a lot of seatwork,
assignment that is less attractive. (Dornyei 2001: 73) The loss of interest and
the lack of involvement can also be attributed to the insufficiency of strategies.
to irrelevant strategies, to the failure to include pre- and post- activities, to the
lack of enough time for learners to internalize, to the failure to involve all the
students. The same author thinks (Domyei 2001: 74) that variety and the
breaking of monotony may provide a solution: “the variation of the linguistic
focus of the tasks (e.g. a grammar task can be followed by one focusing on
socio-cultural issues)”, or that of the skills it involves, or of the organizational
format. Variety may also concern the teaching stvle, the materials the teacher
makes use of, and the sequence of events. Besides relevant and personalized
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content. challenge and novelty are indispensable in the language classroom.
Learners need to be challenged with tasks that involve solving problems.
discovering, overcoming obstacles, finding hidden information, but also with
unexpected approaches or Lypes of activities. (Ddtnyei 2001: 76) Also, curiosity
and interest are maintained, the same author argues, if ambiguity, controversy.
and conceptual conflicts are used.
The Kounin model of good classroom behaviour, referred to in Emil
Stan’s Classroom Management (Stan 2009: 132-133), focuses on pacing.
transitions, alerting. and individual accountability. A logical flow of the
moments of the lesson. with smooth, natural transitions, is one of the most
important techniques of maintaining learner interest and involvement. Kounin’s
so-called ‘ripple effect” occurs when the teacher corrects misbehaviours in
class. and thus influences the other students’ behaviour. The teacher must know
what is happening in ¢very area of the classroom at all times, deal with several
problems at a time, maintain focus through alerting and accountability, and
provide non-satiating learning programs by emphasizing progress, challenge,
and variety. Well-established rules, clear directions, emphasizing key points..
and the teacher’s ability to capture attention are essential. Behaviour problem
should be corrected in due time, while students should be kept positively
engaged. The student who is actively involved in the lesson exhibits not only
attention. but also concentrated effort, thinking, involvement, engagement.
One of the most modern and flexible means of fostering positive language
learning experiences is the integration of multimedia and information technologs
in the educational process. Perhaps its most important asset is that it “promote
independent learning”. (Chambers 1999: 39) Computer-based activitics a8
generally agreeable because correction is fast. and immediate satisfaction
accessible. They are likely to allure students who might be reluctant to use ps
and paper as well. The Internel offers authentic input, the chance for real-li
activities. while e-mails facilitate “writing for a real purpose and for an authen
readership”. (Chambers 1999: 39) When dealing with online reading mate i
such as instant messages, blogs, reference materials, or various websites, studes
can focus on different sub-skills, they can choose texts, solve problem
collaboratively, and recommend websites to peers O groups.
Research has shown that both teacher reflection and student reflects
are essential in the educational process. As the authors Kirby and McDon
explain (Kirby 2009:60-73). guided reflection could include questionna
diaries, prioritizing, discovering strengths and weaknesses, finding out £
own intelligence profiles, filling in success goal sheets, noting end-
reflections and setting goals for the following week. reflection on positiv
negative consequences of their actions. ranking solutions to different probles
evaluating and sharing success or failure. Self-assessment can be done
worksheets that help check student performance. find reasons for hesitation!

means of improvement.
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To conclude, teachers should maintain a positive attitude and an open
perception towards the student and his/her effort, investing as much as possible
in building his/her self-esteem. Also, the positive effects of home environment
and parental involvement in school are undeniable, so they should be
complementary to an offort of strengthening the students” social skills, which
are most important lor teens. By exposing students to positive classroom
experiences, the tcacher encourages them to view themselves as responsible for
their learning. Hence, they will value learning opportunities and inherently.
there will be a remewed sense of excitement in both the teaching and the
Jearning process.
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Language Use and Pedagogic Aspects of Textbook Evaluation
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Abstract: Awareness about the interdisciplinary relations between linguistics and
pedagogy has specific importance in the use and evaluation of textbooks. However,
more emphasis is still needed to be laid on aspects of how language use affects
educational processes to enhance learning. The aim of this paper is to explore and
describe aspects of language use in texthooks which may promote or hinder learning
processes. The rescarch is based on the analysis of English language textbooks in six
disciplines. Interrelated linguistic and pedagogic aspects are revealed, and criteria for
awareness-raising to promote learning. arousing interest, motivation. and interactions
are recommended for educationalists, textbook writers and users.

Key- words: language pedagogy, textbook evaluation, language use

Introduction

In any educational context and at any level of instruction, it has great
importance what teachers think of textbooks, and how they evaluate them from
the aspects of effectiveness, uscfulness and applicability. It also has far reaching
consequences what decisions teachers make when they silect and use, of
perhaps modify and adapt textbooks to their own needs in various teaching /
learning situations.

In the context of education, textbooks basically fulfil subject specific
functions on the one hand, they provide content (facts. new information, and
knowledge) in accordance with academic research, and they embody a view of
the content. On the other hand, they also serve pedagogic functions, that is, they
apply some methodological approach, teaching and Jearning styles, methods
and techniques to enable students to leamn the content. Both these functions are
realized by language, and it is of crucial importance to use textbooks with
Janguage that makes messages accessible and interpretable for the readers.

Textbooks have been evaluated in a wide range of contexts, and there
have been many criteria developed to analyze and evaluate textbooks, resulting in
a relatively large amount of publications. As an example. one of the most
contemporary and comprehensible sources used internationally is the UNESCO
Guidebook on Textbook Research and Textbook Revision (Pingel 2010), the
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2010, It is an excellent

cecond and revised edition of which was published in
source of reference with an up to date overview of the state of the art, also
providing evaluation criteria for textbooks. However, if we seek for information

concerning language usc in textbooks at various educational levels, we can only
find little guidance from this

aspect. Taking texthook evaluation criteria into
consideration in general, it ca

n be summarised that we still have not enough
information for a full understanding of the language demands placed on textbook
authors and readers (learners) across disciplines in various educational settings.

[anguage use in textbooks is rarely evaluated, and it is restricted to
issues like the frequency of occurrence of technical words or the length of
<entences which may pose problems for the learners. It can be concluded that
strategies of language Use applied in textbooks to promote the processes of
learning have not been given enough attention.

*  The aim of this paper is (1) to introduce some features of language
in textbooks which facilitate learning, and (2) to argue for the need to
agogic aspects of language use as important
trated are based on the
ific textbooks in SiX

use
’ pay more attention to the ped
criteria in textbook evaluation. The examples demons

author’s analysis of English language subject spec
disciplines.

Theoretical background: language use in textbooks

Discourse communities pursue particular sets of scientific problems within their
disciplines through publications, thus scientific knowledge accumulated s

available via community specific mechanisms, in various genres. including for
example, textbooks. The definition of genre is provided by Swales (1990: 58) as

follows:

ises a class of communicative events. the members of whi
share some set of communicative purposes. These purposes arc recognized
expert members of the parent discourse community, and thereby constitute
rationale for the genre. This rationale shapes the schematic structure of the
discourse and influences and constraing choice of content and Style
Communicative purpose is both 2 privileged criterion and one that operates ’
keep the scope of a genre a5 here conceived focused on comparable rheforics
action. In addition to purpose, exemplars of a genre exhibit various patierns
similarity in terms of structure, style, content and intended andience.

A genre compr

Textbooks as particular types of genre can be analysed in terms of
functions. On the basis of the evaluation of previous research into text
(Kurtan 2001), some of their important functions are summarised in
following:
o Texthooks provide stimulus to learning. Good textbooks do not e

they encourage learners to learn. Therefore, they contain scien
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content knowledge which is reliable. embedded in texts that engage
the readers’ thinking capacities and students can cope with.

¢ Help to organise the teaching-learning process. by providing a path
through the material. Structuring of facts, knowledge is basically
determined by discipline-based theoretical background.

« Comprehensive textbooks which aim to introduce readers to the
foundations of science, embody a view of the nature of the content,
the state-of the art in the given discipline; making statements about
what authors think about the essentials of their discipline.

o Texthooks reflect what authors think about the potential readers, their
anticipated knowledge, motivation, and needs.

o Textbooks create a balanced outlook which both reflects the
complexity of the given field. yet makes it appear manageable.

« Texthooks contain appropriate language use. functioning as a vehicle
for learning, facilitating the construction of scientific knowledge.

On the theoretical basis of Halliday’s systemic functional grammar (1974).
three interrelated functions of language can be described and applied for
textbooks:

(1) The ideational tunction of representing experience. concerned with
the selection and presentation of information, content. It can be observed in
subject specific textbooks that certain topics are consistently represented in
texts with certain functions, for example definitions, descriptions (properties,
structure, and process), classifications, instructions, verbal and non-verbal
representalions, ete.

(2) The fextual function of organizing and constructing a coherent
message or text, including an important factor affecting learning, 1.e. structure.
The structure of the text, for example, can be conveyed in many ways: explicit
statements about the structure: previews, introductory statemgnts, including
titles: words denoting relationships, etc. A better organized text. a text that
makes the organization clear to the reader (the use of signalling) increases the
likelihood of the readers’ understanding. remembering, and applying
information learned from the text. Coherence and cohesion through reference
and conjunctions also play important roles in textbooks. Our empirical
observation is that learners prefer learning texts in sentences with conjunctions,
which give them guidance in meaning relations. The use of references enables
the learner to build on previous knowledge and create links between old and
new information.

(3) The interpersonal function of expressing the relations between the
people (textbook writers and readers) interacting, and their attitudes. This
function has great importance as it may help investigate the roles of authors and
readers in interactions through language. The main emphasis will be laid on this
function of textbooks in our analysis in the present paper.
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theories and approaches in
ot be transmitted but must be
As Kintsch (1974) says,

With the development of constructivist
learning, it has been argued that knowledge cann

constructed by the mental activity of readers.
readability or the difficulty of a text is a result of the interaction between a

particular text (with its text characteristics) and particular readers (with their
1nformalion=prucessing characteristics). Readers construct the meaning they gel
from a text as a result of their interaction with it, and many factors affect this
process, Leatning, for instance, cannot be effectively promoted by simply
listing new facts, concepts and processes.

This recognition also confirms that textbook writers fulfil significant
roles to guide their audience in processing content. [n order to promote the
successful interpretation of texts, textbooks can be expected to mect the
following pedagogic and language demands / needs, which will be highlighted

in the author’s analysis in this paper:

e 1o create links between the autho
learner:
to establish interactions between the texts and the readers;
ts" interest. motivation for learning:
hole learning process;

r and the users, involving the

to arouse studen
to guide the learners through the w
to enable the learner to read and think critically.

Background to analysis

compiled by textbook analysis based on the National
Fund project titled ‘Specific purpose translation from
pical activities, featurcs of translated texts and their
the author studied discourse characteristics
luding textbooks as well (Kurtan 2008).
based parallel corpus of Englis

electronic corpus of introducto '

Examples have been
Scientific Research
English into Hungarian: ty
assessment’ (2004-2008), in which
of English and Hungarian LSP texts. inc
From the 1,5 million word computer-
Hungarian translated texts, a smaller
textbooks has been compiled in six disciplines investigated:

o Agriculture: The principles and practice of agricultural resea

e« Biology: Genetics. Animal behaviour. An Evolutiona

Approach

e Chemistry: General chemistry
Economics: Economics for Real People. An
Austrian School
o Environmental issues: State of the World.

s Linguistics: Symtactic Structures
An overall genre analysis of cach book and a gualitative manual analysis

texts were undertaken of selected sections of approximately 5.000 words fre

each textbook.

Introduction to
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uits and Discussion

we have laid emphasis on the exploration of the interpersonal and pedagogic
ction of textbooks, and the description of what guidance is given 1o readers
promote learning, the results are arranged in groups of interaction strategies
f five main types. We must remark, however, that overlaps in the examples
jithin the categories below are inevitable, as there is no one-to-one
rrespondence between linguistic forms and their functions. Some interactions
realized in certain forms might as well fulfil several functions in the textbooks.
Textbook authors may take various roles, and depending on the role they select,
various rhetorical strategies are applied. These roles cannot be sharply separated
either.

Creating links between the author and the users / learners

For the interactions between authors and readers it is necessary to create links
between them. The author may provide useful information, advice for the
learner in respect to ways, methods and techniques to work with the textbook.
The language of introductions represents the main characteristics of the whole
textbook. and it has a significant role in involving the reader in the process of
learning.

Authors explicitly express their assumption about the necessity of the
subject, emphasizing its importance. arousing readers’ interest, engaging and
motivating them for reading and interpreting the text. Authors’ speech
intentions, aims and purposes are realised in statements. questions and
directives. .

This book is to introduce you to the main ideas of the school. (ECON)

This chapter will introduce:

1. The three branches of genetics.

2. The fundamentals of transmission genetics.

3. The fundamentals of molecular genetics. (BIOL)

This book gives a selection of the major events marking the European

Union's activities in 2004. (EU Law)

WHY STUDY GENETICS?

This, then,_is a brief introduction to the field of genetics. Some of the
major milestones in this story are listed in Table 1.1. The following
chapters will expand on these themes and fill in the large gaps that
we have necessarily left.  (BIOL)

We must study the various options which the world presents to human
actors ... (ECON)
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the reader by relational markers. The

d relationship with
markers which promote reader’s

knowledged by person
personal forms.

Authors refer to oF buil
reader’s presence is ac
involvement better than im

You are now grappling \with another component of human act

you have {0 make a choice. (ECON)

As you can se¢ ... YOI may be discouraged by the economics you
have encountered in textbooks and newspapers .-- (ECON)

rt display of authority may SErve textbook writers’ efforts not only o
also to express their disciplinary expertise distinguishing

for—

An ove
draw in readers, but
them from student readers with lower level of expertise.

The theory of linguistic Siructure must be distinguished clearly from

a manual of helpful procedures for the discovery of grammars.

. (LING)
We must know some 0
We must have a better un
(AGR)
We consequently view

f the history... (LING)

derstanding of basic natural phenomend...

rammars... (LING)

texts and the readers

Establishing interactions between the

ral parts of the textbook, for example in
ubsections, paragraphs. OT in phrases and words

forms can be capitaiizcd, underlined and they
bal text. Authors usually

d secondary themes, also
(firstly, in the first place,

Topics are highlighted in varions structu

titles, chapters, sections. $

within sentences and clauses, The
are often physically separated from the running ver

define what the topic is and point out their main an
with the frequent use of semantic markers for listing

secondly, thirdly, last).
The word “genetics ™ comes from the Latin genesis, which means birth.

So genetics is the study of birth, or, more broadly, the study of heredity.
Modern genetics has three main branches: ( 1) transmission genelics,
the study of the passing of traits from one generation 10 the next; (2)
molecular genetics, the study of the chemical structure of genes and
how they operate al the molecular level: and (3) population genelics,
the study of the variation of genes between and within populations.

(BIOL)
The reader will now ask what

more primitive concepts of ...
The greatest intellectual revolution of the last forty years may hav
oy. Can anyone be considered educated today W

taken place in biolo
does not understand a little about molecular biology? (BIOL)
Topics are marked with the use of statements, directives of questions:
mining what some scientists have learned

So, let's get started by exd
aboul the behaviour of the prairie vole. (BIOL)

offects these ideas will have on the ev
The answer is that. .. (BIOL)
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Let us consider the expression of genes whose products are proteins.
(BIO)
AN ELEMENTARY LINGUISTIC THEORY (LING)
Let us now consider various ways of describing the morphemic structure
of sentences. (LING)
How Genes Are Replicated
First of all, how does DNA replicate faithfully? To answer that question,
we need to know the overall structure of the DNA molecule as it is found
in the chromosome. (AGR)
The other major question in molecular genetics is: How do genes work?
(BIOL)
Problem raising is applied as a rhetorical device to introduce a topic with the
use of questions:
Do we deal with transmission genetics first and only later explain
molecular genetics? Or do we try to examine both at the same time? In
this book, we have decided to use the second approach... (BIOL)
The real question that showld be asked is: "How are the syntactic
devices available in a given language put to work in the actual use of this
language? " Instead of being concerned with this very important problem,
however, the study of interconnections between syntax and semantics has
largely been dominated by a side issue and a misformulated question.
The issue has been whether or not semantic information is required for
discovering or selecting a grammar; and the challenge usually posed hy
those who take the affirmative in this dispule is: "How can you construct
a grammar with no appeal o meaning?’ (LING)
Clarifying meaning is an essential task for textbook authogs. In the following
example the author’s strategy is reiteration that is the repetition of the lexical
item to be defined. In parallel. the author helps the interpretation process by
referring to the reader’s previous knowledge:
Chemical reactions
A chemical change or chemical reaction is the change of a substance
into a new one that has a different chemical identity. It is usually
accompanied by easily observed physical effects. such as the emission of
light and heat, or color change. *

* You are already familiar with many chemical reactions and their
varied physical effects. A well-known antacid fizzes when the tablet is
added to water because carbon dioxide gas is released.
A text should have examples that activate and make contact with students’ prior
knowledge and experience. It is also needed to clarify meanings in a wide range
of various strategies. Code glosses are verbal expressions explaining or
expanding what has been said. They help readers grasp meaning, clarifying a
topic with the use of references. comparisons, or paraphrases.
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In other words, to put it another way
What we are sugeesting is that the notion of "understanding a
sentence” he explained in part in terms of the notion of
“linguistic level”. (LING)
In this book, we shall frequently use the simple term elastic
ligquid. What we mean by ..

Authors support their explanations by examplifications:
Suppose that...for example ... an example of this is ...let’s take .

Arousing readers’ interest, motivation for learning

In order to motivate their readers, authors explicitly establish the presence of
their expected needs and purposes:
There seems to be a great lack of information — even much
misinformation — as to how new knowledge is acquired and how
discoveries are made in this field. Since agricultural research has
borrowed heavily from other sciences and uses substantially the
same overall methods, there is a need to understand the methods of
research in general. (AGR)
To understand a sentence, it is necessary (though not, of course.
sufficient) to reconstruct its representation on each level. (LING)
Since vou do not need an appreciation of population genetics to
understand the other two branches, we will not discuss it further in
this chapter. (BIOL)
Authors frequently atiempi to convince the reader about the usefulness and
benefits of reading their book, thus motivating them.
WHY SHOULD WE STUDY ECONOMICS?
Once we have an idea what our subject is, the next question is
whether it is worth studying. Given that you've picked up this books
you must have some notion that it could be useful. But if you don’t
intend to become a professor of economics, what can you gain from:
learning about it? One of the benefits of studying economics is &
deeper understanding of our own situation as acting humans. Fof
instance, ... (ECON)
Authors appeal to the reader’s previous knowledge that is shared informatios
hetween the author and the writer. Questions are not asked of the readers, bul
on their behalf, and authors give answers as well, which is an excellent strateg]
for motivating the readers, making them build on their previous knowledge, ant
manipulating them to arouse interest in the topic raised:

2 ]

WHY READ THIS BOOK?
Perhaps, at some point, vou have heard about the Austrian School @
economics and are curious as to what it is. Or you may be discourages
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by the economics you have encountered in textbooks and newspapers,
and are searching for a more realistic view of economic life. The
dominant school of economics. often referred to as the Neoclassical
School. seems to describe people behaving in ways that are hard to relate
to the human activity we see around us every day.

Yet, you feel that economics ought to be relevant to real life. Doesn’t
it deal with jobs, money. taxes, prices. and industry: stuff of everyday
existence? Why should the subject seem S0 obscure? (ECON)

Guiding learners through the whole learning process

The authors feel responsible for effective communication. As the texts are
mediated to the reader, the author takes the role of a guide, regularly coming
between the text and the reader. The readers are offered explicit guidelines by
the authors. Depending on the role of the reader assigned by the author, more or
less guidance is provided for them. In certain textbooks clear guidelines make
the information accessible to the readers, and it can be expected that the whole
process of text interpretation is less demanding for them. In other textbooks
fewer guidelines give morc freedom to the reader since it 1S assumed that the
reader is able to understand the author’s reasoning without problems. Our
assumption is that this strategy could be more demanding for the learner.
In the process of guiding the reader through the whole process of learning,
authors appeal to shared knowledge:

But of course, as everyonc knows, there was no agricultural research

worthy of the name at that carly date. (AGR)
The reader is seen as an equal partner:

These counterexamples should not, however, blind us to the fact that...

(LING)

We like a good story. and the history of genetics is a Very, good one.

(BIOL)

We should bear in mind ... (BIOL)
Authors use evaluators, which can serve the purposes of guidance and
arientation for readers, pointing oul differences between more or less essential
issues in the text.

A great advantage of this procedure... (4 GR)

A knowledge of the subject is essential .... (AGR)

Fortunately. we do not have to pursue any such far-fetched and

claborate program in order to determine phonemic distinctness. In

practice, GVery linguist uses much more simple and straightforward

non-semantic devices. (LING)

It is important to recognize that ... (LING)
Learning is promoted 1 students think something is imporiant. Importance can
be emphasized on the basis of contrast and with the use of inversion in word
order or applying modals as in the following examples:
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The fact that correspondences between formal and semantic features
exist, however, cannot be ionored. (LING)

The citizens of the new Member States must be assured that the
transition will be made smoothly and will be beneficial for them.
(ENVIR)
The Commission proposed that certain key aspects of the directive
on working time should be updated. .. while responding to the needs

of a modern European economy. (ENVIR)

Enabling the learner to read and think critically

readers are given information clarifying the
ng them to make evaluation judgments
the role of a model in this respect. The

the discipline’s undertakings can be
s assessment of the plausibility.

[earning can be improved when
significance of facts, thus motivati
themselves. Authors frequently take
writer's confidence, intimacy with
expressed by evaluators which imply the author’
permissibility or peculiarity of what he asserts.

Grammar is best formulated... (LING)

One of the best ways to study the relation of.... (AGR)

We can easily show... The outlined theory, of course had serious gaps...

(LING)

It is. of course, impossible to prove ... (LING)

Effective competition 1s essential in an open markel economy... (EU
Law)
The mosi obvious effect of the twentieth century revolution in agriculture

is the great increase in efficiency of labour on the farm. (A GR)

We can then mate these progeny organisms with others of same or

different phenotypes... (BIOL)
The use of attitude markers — emphatics is a frequently applied strategy by
textbook authors to manipulate their readers, promoting their critical thinking.

Of course, bigger animals may move as well, as their present

habitats begin to shrink or as new opportunities open up elsewhere.

(ENVIR)
In its vast scope and ambitious record, the Farth Summit set a
in to lead to disappointment.

standard for itsclf that was almost certa

OF course, the failure to reverse in only five years trends that have
been under way for decades is not surprising. Unfortunately, few
sovernments have cven begun the policy changes that will be
needed to put the world on an environmentally sustainable

(ENVIR)

If the economy i
first century, it is unlikely to be the result of a top-d

the answer is more likely to lie in an eclectic mix of

path.

s to be put on a sustainable footing in the twenty—
own, centralized

plan;
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international agreements, sensible government policies, efficient use
of private resources, and bold initiatives by grassroots organizations
and local governments. (ENVIR)
Actually it is misleading to put too much emphasis on the divisions
within the field of genetics. (BI( L)

ecommendations for textbook evaluation

For today, there has been a shift of emphasis from teacher-centred toward
learning centred approaches in education. SO in consequence, the textbook
<hould not only fulfil its subject specific function, that is conveying content for
the learner. but also the pedagogic function through appropriate language.
Textbook evaluation criteria should pay more attention 1o the role of language
in the learning process: understanding and learning new information; promoting
the application of new knowledge: problem solving: teaching how to learn. The
pedagogic aspects in textbook evaluation need to lay emphasis via language on
how content is represented in textbooks: how content is structured, organized
and arranged; what the quality and quantity of new information are; what the
level of abstractness is: how new concepls are introduced; whether new
knowledge is built on prior knowledge; if the organizational principles and the
structure of the textbook are easily understood.

On the basis of the above findings, it is recommended that the way
language is used in nteraction strategies to promote learning should also be
included in the evaluation of textbooks:

e Does the textbook create link with the reader?

e Does the texthook author include well-written introductions,
summaries lo chapters, and questions that encourage learners 10
use relevant prior knowledge?

« Does the texthook address/involve the reader?

e Does the textbook establish interactions between texts and
readers?

o What guidance is given {0 clarify meaning?

e Does the texthook help the reader to connect new ideas with ideas
already learned?

« Does the textbook arouse students’ interest and motivation?

« Does the textbook promote the learner to read and think critically?

Conclusions

There is no textbook which can be directly applied in educational contexts, fully
satisfying the current needs without any modifications. It is also the teachers’
important role 10 bridge the gap between the textbook. its language and the
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actual context of use. Therefore all teachers need to be aware of the role of
textbook language and have a range of various methods and techniques of
adapting, modifying or supplementing language in textbooks according to
contextual needs.

Readers construct the meaning they get from the textbook as a result of
their interaction with it, and many factors affect this process. including
language used by textbook authors. The readers are offered explicit or implicit
guidelines by the authors. Depending on the role of the textbook writers or that
of the readers assigned by the authors, more or less guidance is provided for
them. A deeper knowledge of how language is used in textbooks is of great
value to teachers, learners, translators. and textbook authors themselves.
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Abstract: After taking over responsibility for education in the region of Extremadura,
one of the major innovations introduced by the autonomous government was the
extensive introduction of 1CT at all levels. It is an ambitious and very expensive
program which is only justifiable if the results are one hundred per cent positive. The
suceess of this plan to provide technological literacy 10 rural communities in Primary
Schools, and providing a computer for every two pupils in all state secondary schools
will depend to a large extenl on the capacity of teachers to implement this plan within
the classroom. This study aimed to establish teachers’ attitudes and document areas
where specific actions to counteract possibly negative attitudes needed fo be
undertaken. A primary aim was to establish to what extent teachers in Primary and
Secondary schools in Extremadura are opposed to the introduction of ICT in the
classroom as a working tool and for their own professional and personal development.
[ata was collected by means of a five point Likert scale questionnaire issued to two
hundred and twelve primary and infant school English language teachers in rural areas,
and to one hundred and twelve secondary school English language teachers of
Fxtremadura. Qualitative data was obtained via follow-up semi-structured interviews
{0 a total of thirty-four teachers. Results were analyzed and a series of conclusions and
suggestions are presented. .

Key- words: ICT. teachers’ attitudes, use in English classroom

Introduction

Extremadura is an area whose widely dispersed population in small rural groups
(double the Spanish average) forms an educational subsystem with specific
peculiarities. The difficulty of providing quality education under these
conditions is especially serious in the case of speciality subjects like English. It
is. on the other hand, the first local government in Spain to design a wide- scale
project for distance education which. it is hoped. will, through the provision of
ICT, provide all children, and indeed illiterate adults, with the same quality of
education they would receive if they lived in one of the provincial capitals

With its technological literacy project, the Extremefian authorities installed
one computer for every two students in all state secondary schools in 2000 and they
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are in the process of installing one computer for every two children throughout
primary education. Given the enormous cost of this project, it is imperative that
schools make the best use of ICT. Our study therefore, was designed to find out
whether this was so and if not why not. We chose as subjects of the study primary
school English language teachers in rural areas and secondary school teachers form
rural and urban areas of Extremadura, hased on the hypothesis that any problems
which might arise with the implantation of the plan would be found principally in
the negative attitudes of teachers involved.

Despite the fact that the circumstances in which the teaching/learning
process is carried out, both in ICT and in foreign languages, arc very positive.
one of the hypotheses on which our study is based is that we cannot talk about
what Bax (2003) calls «normalization”, even after nearly ten ycars of profound
change in the education sysiem. Normalization would occur in the moment that
ICT was used in the same way as the rest of the resources with which we are
accustomed to work with in the classroom. such as the blackboard. the textbook
and which he describes as “the stage when the technology becomes invisible,
taken for granted in everyday life, embedded in everyday practice and hence
snormalized” to the extent that we hardly even recognize them as
Technologies™ (Bax, 2003:23) .

The idea of this research also follows one of Bax’s (2003) proposals
which claims that in order to carry out the process of normalization of language
teaching via the compuler “we also need action research in individual
environments to identify barriers to normalization and ways of overcoming
them” (Bax, 2003:27).

The literature on attitudes is abundant in sociolinguistics but scarcer in
the specific area of teachers’ attitudes towards jearning and teaching. In recent
years, however, there have been an ever increasing number of studies into the
possible reasons for the lack of impact of ICT in improving educational results
(Somekh, 2004), the different aspecis which could be influential such as self
efficiency of teacher’s own computer skills (Paraskeva, Bouta & Papagia, 2008
or the part emotions play in accepting computers (Veen & Sleegers, 2006) a8
well as numerous studies on the problems facing the introduction and use @
computers in the classroom especially from the point of view of differing
expectations and attitudes between students and teachers (Oblinger & Oblings: :
2005) Finally several studies have emerged which establish teachers attitudes &
the probable basic cause of the wide distance between expectations and resuit
(Todman & Dick, 1993: Gobbo & Girardi, 2001; Albirini, 2006; Hermans et &
2008: Shoffnerm, 2009; Galvan, 2010)

Attitudes are notoriously difficult to define and pin down. As FishE =
and Ajzen (1975) claimed attitudes are characterized by an embarrassing degre
of ambiguity and confusion which are difficult to pinpoint as they cannot :
directly observed but rather need to be inferred through beliefs conduct @

feelings expressed. In other words “attitudes are hypothetical constructs.
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existence cannot be seen oOrF measured directly, we are only aware of people’s
attitudes through their behavior™ (Erwin. 2001:4)

An additional problem is highlighted in research into questionnaire
design and interviewing which has shown that people respond in accordance
with what they perceive to be the social role of the interviewer and the way in
which they themselves conceptualize the interview as a social or linguistic
event (Halberstram, 1970; Briggs, 1986). Low (1991) suggesls that discourse
factors are also likely to play an important part in the related area of completing
2 written questionnaire. Asking questions can be seen as an exercise of power
and answering, an acceptance of power imbalance. “If respondents feel they are
socially obliged to answer questions asked of them and that such an obligation
can involve them in a relative loss of personal or social power, they are likely to
react strongly and negatively”. (Low. 1991:119).

In this sense, another of our hypotheses is related to the fact that one of
the principal obstacles for the production of normalization of ICT in English
teaching is teachers’ attitudes towards them, marked in many cases by fear of
gxpressing opinions about ICT or of admitting the use they actually make of
them in the classroom. To admit that they do not use them nor poSSess the
necessary training to integrate them in their teaching could be considered in
many cases as something “politically incorrect. McGinity (2002) considers in
this sense the conflict between what teachers really believe about the use of ICT
in the classroom and what they consider that society demands..

We believe that teachers are afraid to admit that in many cases “1CT was
being used by schools mainly to teach 1CT skills™ (Somekh. 2004: 167). or that
part of the moncy employed in buying so many computers would have been
better spent on other types of resources such as a reduction of the pupil/teacher
ratio per class. or that teachers receive a training which is specific, practical and
adequate to the cducational reality where ICT is concerned. We needed to
reflect on whether there is any truth in the claims of authors like Cuban (2001),
when he concludes that “computers in classrooms have been oversold by
promoters and policymakers and underused by teachers and students” (Cuban,
2001: 195).

Another of the points to be considered is that the rigidness of the
educational system and the attitude of the teachers constitute a barrier to the
incorporation of ICT in schools. According to Somekh (2004).the resistance
teachers show to integrate ICT in their teaching practice is based on some
dccply-muted facts of the educational system. as the division of knowledge in
different subjects, or the division of each class period in short timeframes. We
sometimes send our students contradictory messages. and Somekh (2004)
criticizes that on the one hand the use of ICT is promoted. but on the other hand
there are rules which limit its use, as for example the banning of mobile phones,
compuler games O S0mMe Web pages, which teachers consider to be out of place
in school.
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Methodology

A questionnaire was designed with the aim of establishing teachers’ attitudes with
the least possible interference from the socially acceptable answers we might
expect. We used 5 point Likert differential scales with items presented
haphazardly, in positive and negative form. The final version of the questionnaire
was then sent out to 220 primary EFL teachers in schools in rural towns of less
than 10.000 inhabitants of which 212 completed the questionnaire.

In secondary education a quantitative study was carried out with a total
of 112 questionnaires, 96 from teachers of English as a foreign language in state
schools and 16 teachers in state supported private schools in the province of
Badajoz. The first items considered computers and the use teachers make of
them in the classroom. The second part consisted of personal data. and
questions about the use of technological resources, frequency of their use in the
¢lassroom and the degree to which teachers are prepared to innovate by
integrating ICTs in their teaching.

The study also provides a qualitative analysis based on in-depth, semi-
structured interviews of 16 teachers in the Province of Badajoz, 14 from state
schools and 2 from state supported private schools. The topics centered on the
integration of ICTs in the English classroom, the training of teachers in this area,
the use of computers in the classroom, considerations as regards their distribution,
the duration of lesson periods and the existing English syllabus at these levels.

Finally, the results of both were analyzed, their triangulation with the
conclusions of the official documents (Document for Reflection and Debate
on Education in Extremadura (2005), and the second at national level.
Information and Communication Technologies in Education: Panorama of
the implantation and use of ICT in Spanish Secondary Schools, published
in 2006) was carried out and suggestions for improvement were provided, with
the idea of achieving the normalization of ICT in the English classroom in those
cases where it is considered necessary and desirable.

Results
The results of the questionnaires as regards ICT were analyzed under two categories:
1. Knowledge of information technology and predisposition to train in this area

The results are somewhat contradictory. In primary education more than 60% of
the teachers claim they like to experiment with new teaching methods but 82°%
admit to insecurity in the utilization of ICT in the English classroom. There is
clear distinction between attitudes towards training which are very positive
towards use in the classroom where they are more doubtful. While the majori
demands more and more specific training in computer skills, there is a stro
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feeling that such courses are not available for everyone to the same degree.
They are also sceptical about the availability of means and the possibility of
transferring their new knowledge to the classroom.

In secondary education the majority of the English teachers (60%)
consider that they have little or no preparation for using ICT in the classroom,
given that they have received no training at university nor in the postgraduate
teacher training course (CAP), and little or badly focused training during their
professional life.

They associate the lack of confidence in using 1CT with the occasional
loss of authority in the classroom as they claim their pupils often have more
computer knowledge than they have. That makes them feel more insecure and
less confident in using ICT. In the Document on Reflection and Debate on
Secondary Education in Extremadura (2005), teachers even claim that there is
too high a number of computers in the classroom compared to a deficient
training of teachers in this area and a shortage of human resources.

2. Using ICT to teach English

It is in this second section, aspects related to teachers’ attitudes towards the use
of computers to teach English, where the contradictions appear. The overall
results of this section in primary education suggest a certain resistance on the
part of teachers to incorporatc 1CT into their classrooms. In fact. the majority
express considerable doubts about the use of the computer as a tool in the EFL
classroom. On the other hand they give positive responses 10 those items which
are socially acceptable such as the advantages of ICT over traditional methods
their motivating effect or the non complexity of use even though their answers -
are at variance with their personal beliefs about teaching which are reflected in
guestions apparently not related to the use of computers. -

To give a few examples:

% 00% believe “the use of computers presents advantages compared to
traditional methods” (this has to be the socially acceptable answer
since we have seen that the majority of teachers have no experience
of using computers in the classroom. definitelv a reaction based on
hearsay rather than evidence).

% 87% claim computers motivate students but 30% believe motivation
would disappear once the novelty has worn off.

5 57.98% claim use of IT in the Emglish classroom presents
advantages over traditional methods.

The item “nsing the computer increases the teacher/pupil relationship™
provided the highest number of indecisive answers, there seems 0 be
considerable uncertainty about the effect of technology on classroom relations.

For 32% computers only permit mechanical drills and repetitive
exercise. 34% believe they are only useful in certain areas. More than half the
teachers prefer to look up information in a book
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The clash with personal beliefs about teaching is evident with 95%
believing “learning English requires interaction with the teacher” and 45%
believing that the teacher should be the pupils’ main source of information.

In spite of these inconsistencies, 62% claim the use of computers
signifies an advance in education.

In secondary education. many teac
computers motivates students only as an inifi

used to them. motivation diminishes.
They claim that ICT helps them control the problems of discipline in

the classroom, due to the fact that students feel more motivated to work with a
new instrument. and are therefore more cettled: but at the same time it is more
difficult to get them to concentrate on the language tasks, since they tend to
open applications dedicated to games and leisure such as playing computer
games, checking their emails or chatting.
The overall fecling is that the use of [CT has not improved the
performance of the students in learning English.
Normalization has been achieved at an administrative level, but the
main problem is that the use of 1CT has not been normalized in the
teaching of English, above all because the teachers do not have the training
necessary to be able to integrate it into their classes. A considerable
number of participants (60%) in the survey do not normally use computers
to prepare their classes and its use in the classroom presupposes a prior use
for preparation.
As a follow up to the questionnaires we carried out semi structured
interviews with a selection of teachers. T hese were taped for later study. The
majority of those interviewed considered their training little and insufficient.
and that this training has been in developing personal computer skills which m
no way has fitted them for application in the classroom.
In primary and secondary education. the vast majority do not believe:
that at the present moment the use of computers in the foreign language class
would facilitate students learning while many argue that using the compule
would have a negative effect on classroom relations, even if the computer Were
used as an auxiliary tool. as an alternative to video or tape recorder. The
argument offered to support this view is that for a significant evolution @
language acquisition. communication and teacher/student, student/ studer
interaction is essential and irreplaceable. They claim that when a textbook doe
not fulfil expectations they use supplementary material but do not feel capabl
of the doing the same thing with computers.
Despite the fact that a considerably large group of teachers values in

the potential of ICT, more than half show a certain lack €
the objective

hers (54%) believe that the use of
al novelty, and as they become

very positive way
interest or do not use the computer as a tool to help them cover

set out in the syllabus.
It is claimed that the introduction of ICT has not modified the traditions

methodology. nor has it implied real changes in educational practice froms
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pedagogical point of view. We have introduced a new element in our system,
but exams, methodology. and objectives are the same. So. if we want 1CT to be
successful. we have to adapt the curriculum to a new way of teaching.

Conclusions

The educational system has traditionally been conservative, the introduction of
computers signifies a great deal of work for teachers and produces a brusque
change in relations between pupils and teachers and perhaps for this reason many
teachers are doubtful about the introduction of computers in the classroom. That
teachers are wary and sceptical is most obvious in the interviews, less so in the
questionnaires where the tendency 1o answer in a ‘politically correct” manner
takes precedence over expressing what they really think. Many teachers feel
threatened by the change in their role and the need to develop a new mind set in
which the teacher is not the main source of information so that treatment of
teachers’ attitudes becomes a key factor in in-service training. With many of the
innovative projects proposed teachers have begun with great enthusiasm only to
become disillusioned once the project is in motion.

On the other hand, for Jones (2001) CALL is the most innovative aspect
of the teaching/learning process principally because it facilitates learner
autonomy. For the majority of EFL learners the computer is very attractive,
with instant access to Internet and thereby vast quantities of authentic material
but its use presupposes skills on the part of the pupil which not all possess.
while for many teachers their normal role of orientation and help for students is
dependent on their own expertise in the use of computers. In addition the need -
to promote communication and interaction in the classroom clashes with the
essentially solitary role of CALL. The training of teachers becomesan essential
clement in the possibility of the successful implantation of CALL. The principal
problem arises from the difficulty of establishing exactly what training teachers
need, given the tendency to distort replies to questionnaires and the preference
for buying technology rather than guaranteeing its effective use.
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Henriette Yvonne Stahl: the Novelist and Her Novel Witness of
Eternify as an Answer to her own Life

Antonia Cun
University of Oradea

Abstract: My article tackles upon different technics in Yoga that are meant for
surpassing the miserable human condition in order to transcend into the Eternity
through the state of Samadhi. Eternity means evadation, freedom and the future steps
for a superior exislence.

Key -words: etermity, technics in yoga, transcedence, Samadhi, Nirvana

In her novel Witness of Eternity (1975) Henriette Yvonne Stahl describes her
meeting with her spiritual master, the one who guided her on the path of non-
duality, towards the experience of Self realization. She approaches the theme
of identity, in this particular case her own identity as heroine of the novel. She
undergoes spiritual experiences in order 10 gel an answer to the question: ,,who
am 17 Being helped by her spiritual master in Paris, she will eventually find
answers Lo matters regarding life. existence and spirituality. To the question
_Who am 1?7 she will get an answer by approaching the meaning of life in
ocneral, as the guestion is founding counsciousness itself and by encompassing
all life experiences.

Man can identify himself as a unique and matchless Ego in the universe
only by understanding the meaning of existence. The meaning of life is a matter
that can be analized only within the system man-cosmos. as the universe
possesses a moulding power upon individualities, the same way entire life is
perceived as an eternal struggle to fulfil cosmic requirements.” The individual.
as part of the universe, looks for the Absolute and aspires after perfection, an
active adaptation to cosmic rcquirf:nmrm:;.3 The novelist. while attempting at
both an inner and a spiritual fulfilment. will focus her attention upon sinking

| History of a Revelation, God was inside me, waiting for me, n UUS Yoga Academy,

www, henrietteyvonnestahl.com

2 Alfred Adler, Semsul viefii, Translated, Foreword, and Notes by Leonard Gavrilin Ph.ID.
Editura Iri. Bucharest, 1995, p. 192,

*Ihidem, p-193
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into Samadhi. coming to know the transcedental, and initiation in yoga
practices.

Like in her other novel, Between Day and Night, the reader comes
across the same dramatic search for the meaning of life. Lacking the search as
such, everything would become intolerable. Mankind’s inner cry would lead to
the denial of life, of existence, being replaced by an after life where the soul
might find its identity and calm within the supreme greatness of the universe,
in eternity.

The novel Witness of Eternity - Le temoin de P’éternité- published in
French, in Paris (1975) has a pessimisstic beginning expressing feelings of
uselessness the novelist herself possesses regarding life: .| began writing and
my very debut was a success...I considered myself a phenomenum, but I, |
wanted to die.”” Life was for her a moral torture, not knowing why and for
whom she was living, not understanding mankind’s sufferings. Adolescence
revealed her the very cry of mankind” consciously, a cry that was intolerable
for the young poetess and novelist.

Not being able to forget mankind’s pains released an indescribable sadness
and depression: ., I've experienced, like almost everybody, hunger, fear.
restlessness, despair. That crowd concentrated upon the hate among peoples filled
the world with suffering. Tt gave birth to the gloomy force of evil.”™

Like Matei in the novel Man, My Brother (Fratele meu, omul) the
novelist wouldn’t take part in life. in the future. Everything seemed useless 10
her, an everlasting pain as .sooner or later, the war nightmare would start again.
Peace having been settled. mankind phrenetically started to sing and dance,
seeming to move towards a new disaster unconsciously. 1 wouldn’t take part in.
that kind of future.”® War and pain prevented Henrictte Yvonne Stahl from
looking for happiness, a new beginning of a brilliant and sure life, without the
death brought about by war and without pain. _

The impossibility of forgetting the agony and pain finally induced her
an identity crisis out of which she could find no way. It started from the finding
that people’s pain was not felt only during wars, but also in time of peace. The
fact that she was not able to forget the everlasting pain existing on Earth led &
her nervous breakdown. The impossibility of annihilating all pains, all crime
and mistakes led to a new crisis of life denial with all the nightmares which
resulted from rejecting it. !

The misunderstanding proceeded from an essential misunderstanding ol
cternal agony and pain on earth, a continuous pain which threatened to becoms
eternal in the universe. As Alfred Adler said, ,the psychic equilibrium :

* Henriette Yvonne Stahl, Martorul eternitdtii, Preface by Jean Herbert; Translated from Fre
by Viorica D. Ciorbagiu, Editura Universul Dalsi, 1995, p.15.
* Ihidem, p.24.
S Ihidem, p-26.
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continually threatened. In his striving for perfection man is always set going on
a psychic level and he notices his fragility regarding his goal of becoming
accomplished. Only the feeling of having reached a satisfactory Jevel in his
offort to climb could give him the feeling of peace. value. and happincss.’*‘" The
essential questions at the basis of the identity crisis reduced themselves to the
uncertainty wether there was absolute perfection, .if God existed. thus absolute
perfection, then how was it possible that pain. namely mon-perfection. could
exist at the same time?™® The novelist was not able to understand that meaning
of living non-perfection. .To live in order to see how those you love are dying.
and also to se¢ yourself dying day by day, without understanding the why-of-
life™? The novelist wanted 1o reach absolute perfection. The denial of life
eventually leads to the loss of identity, of the Ego: _Imprisoned. and that
probably without the slightest hope 1o become free. without any chance to
struggle to get oul of this prison. The prison of 1mn—undgrstanding."}"_' In spite of
the fact that she could not accept life. the novelist persisted in living in order 1o
find out the mystery of life and creation. In order to get rid of the thought of
committing suicide, she resorted to narcotics. These drugs helped her sink into
celf-oblivion and oblivion of the world, looking for nothing else but refuge in
feelings.

To be able to understand existence as such. Henrietie Yvonne Stahl
became a member of the Theosophic Society, where she could meet initiates In
esoteric SCICNCES. Understanding the mystery of existence. and that of the
meaning of life would be the essence of self-fulfilment and perfection. and last
but not least the endeavour of becoming Superhuman. The state could have
heen achieved only by an open mind, ready to scan the horizon and go bevond
any simplicity, imperfection and limit. 1t was there where one could meet God
Himeelf. ,,A moment of relaxation, with my eyes closedt Involuntarily, 1
remembered that exercise with the rose, which I read in one of Rudolf Stciner’'s
books. | imagined a rose. This rose was red, velvet like and very fesh: dew
drops were shining on its petals. With my eves closed. 1 jooked at the rose- It
was beautiful and pure, standing almost in front of my face. | felt s fragrance.
This fragrance glided into my heart. After this. there was no fos< apvmore. The
essence of the rose had ahsorbed everything. It was as if the essence of the ros¢
had replaced me inside my heart. Then, emptiness. & huge void inside me.
keeping me awake. | fell into this void, identifying with it. And in the void
inside my being, God found His place. He was there. waiting forme.™

7 Alfred Adler, op.cit., p-35.

% Henriette Yvonne Stahl, Martorul eternitafii, ed.cit.. p27.

® Ibidem, p.26

0 Phidem, p.27

lgchopenhaver, Arthur, Scrieri despre filozofie gi religie. Translated by Anca Radulescu,
Editura Humanitas, Bucharest, 1995, p. 63
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The novelist's identity crisis finds its best expression in the phrase ,a
narrow gale“.” It suggests the narrowness of life and that of an existence
imprisoned in life’s prison. The uestion is ..where is that narrow gate so that
we can get out of this prizqva::-rrzt'?“i The gate symbolizes the link between two
worlds, between a sensilive and a super-sensitive one, between two states of
mind. The gate is like a bridge that links two shores; it is not only the
threashold, but it also is a way to pass over, to come 10 know another universe.
_The gate is an invitation to travel to another realm...the same way initiation is
and can be interpreted as a passing through a gate opening the way to
revelation. the harmonies of the universe being reflected in it...passing through
a gate means a change of level, of atmosphere, of a centre, of life and having an
eschatological significance: the door as a place for passing through and
especially as a place of arrival. becomes the natural symbol of the possibility of
reaching a superior reality that separates the secular world from the sacred one
evoking the idea of Transcendence.”*

Reaching for eschatological values and notions, the novelist cannot
accept and understand everyday life, caught in pain, human wickedness,
ignorance, mysteries, hate. love, birth and death: ..to die without having
understood why 1 was born, why | have lived, have suffered and sought? Or to
become Superhuman to see but pain around me?" "

The novelist’s pain is caused by endless questions; she waits for a
miracle from God, the God she did not believe in and from whom, at the same
time, she waited for answers to her own life. Thinking of a self-liberation,
Henriette Yvonne Stah! sinks into the vacuum that detached her consciousness
from her own Ego.

By initiating methods belonging to a personal apocalypse. caused by a
complete desintegration in which a human being waits for a fall into the vacuum in
order to perceive the essence of infinity she said: .A sacred fear helped me to be
part of the death of my own being, giving me an endless happiness and then the
chance to understand what to be re-born means.”'® By means of ecstasy, the
novelist has the power to wait for the answers to all questions of life: .the life I was
part of, the things I was doing were no longer indifferent to me. Thus, it forced me
o feel the rememberance of that Presence in me.”"’

She tried to get initiated in Samadhi — touching and getting over the
absolute Transcendental: the possibility of exceeding one’s brain and ordinary

e

2 hiclem. p.63.
3 fhidem.

14 J Chevalier & A. Gheerbrant, Dicfionar de simboluri, Editura Artemis, Bucharest, 1969,
p-116:

SHenriette Yvonne Stahl, Martorul eternitdgi, ed.cit., p.15.
9 rhiclem, p.69.

7 fhidem, p.72.
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human condition was possible only having reached ecstasy. <elf-oblivion and
sinking into an absolute world. She wanted 10 exceed human limits being sure
,there were limits for any human deed. be these limits of human existence. ol
resources of of life itself"

Helped by 2 gpiritual Master. the writer will be able to exceed her OWI
condition, hecoming aware of the Absolute. resorting to an absolute liberation
from her Ego. This cannot be reached but by means of a previous self-
detachment, and a detachment from the world. as Eliade said. . We cannot get
free unless We'Ve been .detached first from the world. pnless We started by
withdrwaing from the cosmic circuit. Without that we will never able to re-
find ourselves. 10 master our OWn selves.... Yoga implies previous detachment
from matter, emanciaption as far as the world is concerned. accent being put on
man’s effort, his self-discipline, this helping him t0 get the concentration of the
ﬂpir’it_“w Yoga signifies exceeding mankind’s oWD values. This is achieved by
being re-born O another level of existence, represented by liberation and re-
living. Initiatic rebirth will be 2 non-secular way of living. called by Indian
schools Nirvana. It will offer a new kind of perception 1o the vogi. a neW
Weltanschauung upon destiny and exterior world.”

Initiation 10 Yoga has as 3 target the detachment from the world by
means of dissipating 1t giving Up life for a new On& beyond the Jimits of
thinking and limitedness. Thus, temporality. suffering. and all that is worldly
lose their essence being etirely suppressed. The very SOuUrees of the novelist’'s
quffering is due to her deep solidarity with the Absolute. the universe, with
nature, non-secular elements which evoke sacrality- The q}h‘&tiun towards
sacrality can be done only by un-living for a new re-living, resiated 0 purity.
Seeing herself limited. Je-sacralized, the novelist, being one with the universs-
strives for an existence detached from the secular, from obscurity. ~1D¢ more
closer man 15 1@ the universe. the more Zrows his wish to get jiberated. the moT™
s he tortured by the thirst for being rcdecmad."m The techigues used for this.
metaphisical ones: find their reason of being by bemg able to free man from
pain and suffering. Pain and suffering are perceived in Yngaﬁkﬁlwrnm
condition for liberation; thus aniversal suffering has in itseif 2 positive.
stimulating inner value.™

The novelist’s identity crisis will be followed by the possibility of
getting metaphisical knowledge by enlightenment and. consequently. getling
the lost Ego again. Y0ga helps man’s return {0 the universs by means of sinking
into Transcendence. This way, the breaking of one level takes piace, 2 kind of

ST

18 rjraham Priest, Beyond the [imits of thought Oxford University Press. 2002, Tanslated by
Dumitri thorghiu._ummh:- de limitele gendirii- Fditura paralela 45. Pitesti. 2007, p.3b-

" wircea Eiiadﬁ._]f’oga—h’fmw-im si Lihertate, Editura Humanitas. BucharesLl 1093, p-16.

1 hidem, p-21

22 fpidem. p-22
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non-joining together man and universe. The need for metaphysics is due to the
wish of getting detached [rom the limited character of each being and
uselessness of any endeavour. These also are Arthut Schopenhauer’s ideas. He
said: . Metaphysics is any alleged knowledge that goes beyond the possibilities
of experience, that is to say beyond nature or appearance given to things, in
order to explain what conditions them one way or another, or, not t0 beat about
the bush, about what is hidden beyond nature and makes it ;:u:nss‘,ﬂ:slf:."23 The
liberation from all that is worldly makes easier the way towards a noble
becoming, that of a Superhuman. Exceeding duality is the opening gate towards
a new conceptual horizon striving for perfection.

The novelist will try to pass through all the levels of initiation which
will finally lead her to supreme freedom by knowing Transcendence. Life is like
a dream: you awake from a nightmare o reality, but you can also awake from life
to the reality of illusion. to a complete non-acceptance of duality, to a self-
liberation from your Ego, to a complete denial of all the troubles of life, of pains.
The reality of life is in fact an illusion throngh which man is forced to get out to
"real reality’, to be able then to get free through an illusory death. Exceeding the
mental you find a straight opening on the Absolute that has become
conscionsness by means of identity, in the human body.™* Helped by her
spiritual Master. the novelist succeeds in exceeding the crisis, by means of an
alternative existence, to find the Ego in Samadhi’s world, or the sinking into non-
being, but without freedom of/renouncing to consciousness. Samadhi is a world
hiden in consciousness that liberates the human being from duality and urges it to
an eternal consciousness where only the Ego that matters. Losing the Ego means
losing one’s coNSCIOUSNESS, therefore getting out of the identity crisis supposes Lo
gel a new CONsciousness, becoming eternal in the Absolute. It will no longer
depend on matter. on duality. It will depend only on spirituality. To reach the
consciousness of the Absolute supposes 10 reach the highest degree of
spirituality. which will urge the spirits to the gate of Trasncendence. This will
finally cause a spiritual purification equal to the freedom one gets after having
passed through the Purgatory. Getting the Fgo again, afier the crisis, is an
endeavour that will be achieved by means of the link between the Absolute and
the illusion of life, achieving a double consciousness. First, one becomes aware
of the Transcendent, by sinking into the vacuum in order to pass to the illusion of
life. the .real reality”, a last illusion out of which Eternity will be born. Life is
illusion, death is getting out of illusion, and Transcendence is the passing from
the reality of illusion to non-illusion. This is the complete stability of the Ego in
an infinit Continuum. Life does not exist, while Transcendence is a bridge to an
oternal existence by means of consciousness and becoming aware. Life, or the

% Arthur Schopenhauer, Scricri despre filozofie §i religic, Editura Humanitas, Bucharest, 1995,
110
b Thidem, p.141
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lived-reality is a nightmare. One gets out of it becoming awake: the only way is
that of getting free from matter; it is life by means of which man can get free
from his ,Maya state’ in order to awake in the Absolute.

The identity crisis means, in Henriette Stahl’s case. the feeling of living
uselessness, any effort is useless.™ Getting out of the crisis means getting out
of one’s own momentary death. It is only natural to die from time to time inside
your own self, in order to be re-born. It is inevitable.™ Sinking into Samadhi
has made the ,Witness of Eternity” eternal: so it did with ome’s own
conscipusness, a witness to all the moments of life. Getting out of the crisis
means being re-born: ,.I was an individuality who could realize what was in her
inner and outer world, being, at the same time. without them.™

The Ego is the human beeing’s essence and life, while the feelings and
the material body were left outside the mental. in a different. non-mental
dimension. being perceived as objects only. This new dimension of
consciousness had the liberating power to free a human being imprisoned in
+the cry of the world™, in pain and torture it experienced during its mental and
spiritual death.

Passing through Transcendence and understading the Absolute helped
the novelist to get a total change of consciousness. .Evervthing went on
existing, everything was present, but their importance. their impact were
different.”™ Through her identity crisis, the novelist was able 1o come to know
the transitory, the efemeral, implacably linked in Eternity.

Sinking into Transcendence meant living in neutrality regarding life.
that consisted of many remembered moments. Both the novelist's
consciousness and the writer herself eventually became Witness of Etemity. 2
title and impulse given her by her spiritual Master. Sinking into Samadhi. the
final stage of any authentic spiritual way. also represenis the way fowands
Transcendence, where the human being can find the supreme heman condition
by becoming aware of the absolute reality.

Samadhi is a super-conscious state of ecstasy during which the power of
knowledge and understanding of life mechanisms reach a climax this siaic was
reached by the novelist in order to get again her lost Ego and also some
supreme existential values.

The inter-war novelist, Henriette Yvonne Stahl. returmed. therefore. 10
her native language, French, in a book dealing with a _clear and painful”
search™ that might also be a key for understanding her nowels. It is a work
about the zone of hidden truths existing in each and every wniter.

* Henriette Yvonne Stahl, Martoral eternitidii, ed.cit, p 201,

" Thidem, p.202.

T Ihidem, p.201

= Ibidem, p.213.

* Simona Sora, Calea abrupta, in . Dilema veche”™. Anul L nr.116 - 14 aprilic 2006,
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Mircea Eliade’s Political Past.
A Controversy among Scholars

Licara Coturbas
University of Oradea

Abstract: Mircea Eliade’s Iron-Guardist past spawned a comfroverss among
scholars of different cultures and nationalities. Even if the savant was a liberal and
cosmopolite personality in America. the shadows of his past haumted lum in the
exile, too; the accusations and calumnies continued even posthumeously. This paper
presents Mircea Eliade’s political past from an intercultural perspective, maintaining
in the same time an objective point of view on what determined the savant 1o
develop a leaning towards the Iron-Guard Movement.

Key-words: political past; controversy: spiritual revolution: anti-Semitism.

A lot has been written about Mircea Eliade’s work and biography and. without
a doubt, these will still be analysed. Experienced Romanian and foreign
researchers have demonstrated in memorable books amd articles the
incontestable value of Mircea Eliade’s prose.

One of the most valuable studies of the great writer s prose s Mircea
Eliade. Nodurile si semnele prozei (Simion, E. 2005. Mircea Eliade.
Knots and Signs of Prose), which undertakes. as the author confesses in the
preface, an attempt of comprising the totality of Mircea Eliade s epic work.
Eugen Simion’s criticism proposes a vision of fotalsy. The book
accomplishes, as we are told in the preface, the critical exploration of
Eliade’s epic universe, as well as the aesthetical justificafion of the
narratives. In this volume, the critic offers. as Gabriel Dismisianus notices
“the conclusive image of the wealth of forms of Eliade’s epic universe. but
also of the unevenness, of the differences of valne dimensions in its
totality.” (Dismisianu 2007; 10),

Numerous studies have been dedicated to Mircea Eliade's
biography. Mircea Handoca published, in 2010, Viata lui Mircea Eliade
(Mircea Eliade’s Life) after Biobibliografia Ini Mircea Eliade (Mircea
Eliade’s Bio-bibliography, 1997-1999). The same Mircea Handoca brings
to light Mircea Eliade’s correspondence in the three volumes Europa,
Asia, America... (2004), as well as an impressive series of pro and con
articles and studies in Dosarele Eliade (Eliade Files, 1998-2008). The
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controversies haven't ceased even after the publication of the explanatory
volumes.

But what has triggered the ceries of virulent attacks against Mircea
Fliade? We shall attempt 2 brief presentation of Mircea Eliade’s leaning
towards the Iron Guard movement, leaning that would haunt his entire life.

In the beginning of 1935, Mircea Eliade was equally condemning
communism and fascism, onsidering the political life a market of totalitarian totems.

The friendship between Nae Tonescu and Mircea Eliade represented, for
the Romanian communist intellectuals a reason for placing the latter in the
fascist side. The authenticity and the spiritual experience promoted by Mircea
Eliade are denounced as an antechamber of fascism. The accusations of
association with the right movement just because of the ideas concerning a
spiritual revolution provoked even more Mircea Eliade’s intellectual contempt
towards communism.

Gradually, Mircea Cliade will feel drawn 10 the movement led by
Corneliu Zelea Codreanu. The Christian mission of the Legion, as well as the
“messianism’ attributed o C. Z. Codreanu represented the proof of the
possibility of the spiritual revolution about which Mircea Eliade had talked and
written on countless occasions.

lon Mota’s and Vasile Marin’s death in the Civil War in Spain s associated,
according to the legionary idenlogy, with the experience of the Christian martyrdom.
The decease of the two constitutes the subject of the first article writien by Mircea
Eliade in favour of the Jron Guard, article that makes the eulogy of their supreme
sacrifice in the name of a superior ideal, Jesus Christ’s triumph.

This text starts the series of articles dedicated 1o the spiritual mission of
the Iron Guard. Codreanu’s movement i compared 10 Gandhi’s one and its
success would constitute a victory of Christianity in Europe. The mission of the
Legion is not seen by Mircea Eliadec as a pnlit'lcal one, but a spiritual one, which
would build a new destiny for Romania. which would transform the wealth of
the Romanian soul into universal, spiritual values. The Legion wants the change
of the Romanian soul. the formation of a new man, able to subordinate himself
to the supreme value. the spirit.

The image constructed by Mircea Eliade to the Tron Guard is completely
non political, aiming exclusively at its messianic, religious characteristics. We
must not forget that, unlike the right movements from ltaly and Germany, the
Legion had a consistent Christian component. The spiritual values promoted by
this movement are the ones which drew Mircea Eliade’s approval: all the
articles dedicated to the Iron Guard talk about the spiritual mission of the
[.egion, as opposed to the on¢ of any other Europcan political movement,
belonging either to the right or to the left extreme.

The anti-Semitism accusations brought 10 Mircea Eliade lack substance
and cannot bring as arguments anything else but the association of fascism with
anti-Semitism.
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The last article written by Mircea Eliade in favour of the Iron Guard
appears one week before its dissolution.

The great savant’s youth mistake would lead to numerous attacks.
triggered in the first stage in the communist media. But. in 1967, Mircea Eliade
is rehabilitated for a few years in order to be used as a propagandistic means for
the communist regime in Romania. The novel Maitreyi and some carefully
selected short stories are reedited. The Romanian officials begin the offensive
by means of which Mircea Eliade is offered the complets publishing of his
work in Romania in return for his accept to come back to his native country.
This offer assumed the elimination of fragments or entire papers which didn't
correspond from an ideological point of view with the culmral policy from
Romania. University professors, prestigious journalists were seat as Emissaries
with the intention of getting a positive answer. In the beginning. Mircea Eliade
had an oscillating attitude in what concerned his return in Romania: gradually.
he detected the trap of his utilisation in propagandistic purposes. The retumn in
the country would have equated with an unexpected chamce given o the
“prodigal son” by the Communist Party. Discontented with the censorship on
his work, Mircea Eliade wrote a letter to the president of the Romanian
Academy in which he specified that he could not accept the invitation of
visiting his country, invoking as main reason the systematic ignoring of his
writings in Romania. His refuse would have as consequence #he interdiction of
signature (cf. Diaconescu 2007: 20-21).

In 1972, having as arguments some fexts sigmed by Miron
Constantinescu and Lucretiu Patriscanu, but especially fragmests from Mihail -
Sebastian’s diary, an article appeared in Tolado! review accussd Miseea Efiade
of promoting fascism and anti-Semitism as leader of “the new - The
article also aimed at demonstrating that professor Scholem made an
unforgivable error when he had accepted to pay his homage 10 a former member
of the Iron Guard in the volume Myths and Symbels. This ssticle was &
trigger a series of virulent attacks against Mircea Eliade. counteracted by well
researched studies which defend the great savant and writer.

Cornel Ungureanu is right when noticing that the =5t m Toladot
“selects only the pages which do not favour Mircea Eliade, over-emphasismg
the idea that the savant had opted for the extreme right”™ (Lngsseans 1995 138)
and intentionally leaves aside the sentences which should hase besn guoted in
favour of Mircea Eliade. In his argumentation, the enitic aiss mofices: “the fact
that he doesn’t abandon the Foundation Review when the legionary Wrilers
withdraw in sign of protest, does not lead the auther of fhe article towards the
idea that Mircea Eliade does not withdraw because he doess ¥ consider himself
a legionary writer and he doesn’t make common cause with the legionaries’
political acts!” (Ungureanu 1995: 139).

As Cornel Ungureanu anticipates. the attacks against Mircea Eliade.
triggered by the article in Toladot, were to continue.
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The ltalian Alfonso i Nola, starting from 2 hachelor’s degree thesis,

entitled Mircea Fliade’s Ideology and False Consciousness, resumes the

accusations formulated in Toladot, in 2 review of the Jewish community from
Italy. In addition, he accuses Mircea Eliade of incitation to genocide.

Furio Jesi, professor of German literature at the University of Geneva. signs
a polemical essay in which Mircea Eliade is accused of anti-Semitism and fascism.

The same accusations cOmMe from Ambrogio Donini, author of
Enciclopedia delle Religioni, puhliﬁhcd in Milan, in 1977. Ambrogio Donini
iries to prevent the publication of Mircea Eliade’s work considering him “a
fascist intriguer”

This campaign against Mircea Eliade will compromise any chance of

, being awarded the Nobel price.

The accusations against Mircea Eliade continue even after his death.

Adriana Berger, an enthusiast admirer of Mircea Eliade, whom the latter
entrusted with the classification of his archives and library, was to become a
<hort while after the great savant's death. on¢ of the most virulent critics of his
political pasl.

The next attack belonas to the writer Norman Manea in an article
published in 1991 in The New Republic.

Another detractor. Daniel Dubuisson, Aaccuses Mircea Fliade of
militating in favour of the right extreme in a period 0 which Romania,
according 1o the same author, was fascinated bY Nazi Germany. Daniel
Dubuisson’s attacks aim al many of Eliade’s conception clements. For example.
“the designation of ‘Judcu-Christianity’ as author of sacralisation of history and
of de-sacralisation of Cosmos 18 interpreted [...] as a merely camouflaged
manifestation of anti-Semitism and even as an attempt of founding an ‘anti-
Semitic ontology’ * (Turcanu 2007: 481). Daniel Dubuisson creates a new
method, compared epistenology, focused exclusively 0D the study of Mircea
Eliade’s work, but unfortunately aimed only at discrediting it.

Within a symposium dedicated to Mircea Eliade’s role in the area of
history of religions, brought about by the five-year reunion of the International
Association of History of Religions, Russell T. McCutcheon GXpresses his
indignation towards the high praises of the Romanian savant's works
disregarding the critical assessments  of Mircea Eliade’s past and of the
numerous pﬂ]itical clements inhis work in the ared of history of religions.

Tony Stighano signed, in 2002, an article according 10 which Mircea
Eliade had conceived, between 1919 and 1940, a project that was to found the
mystical base of the Romanian fascist movement: this means that the twelve

year old Mircea Eliade became a fanatical fascist. Tony Stighano is certain in
his statement that Mircea Eliade adhered to the fron Guard in the heginning of
the 1920s. Not only was Mircea Eliade thirteen at that time. but the Iron Guard
didn’t even exist yet! The Legion of Archangel Michael was founded in 1927

and the Iron Guard in 1930.

42




Mircea Eliade’s Political Past. A Controversy among Scholars

Other attacks come from Leon Volovici, Dominique Kalifer. E. Leach
and others. These accusations seem to have been directed, before 1990, by
means of the embassies of Romania. This is a conclusion shared by Mircea
Handoca, Mac Linscott Rickeits, Francisc Dworschak and other researchers.

The most recent writing that aims at denigrating Mircea Eliade belongs
to Alexandra Laignel-Lavastine. The book. entitled Cioran, Eliade, Ionesco.
L'oubli du fascisme, appeared in French in 2002 and in Romanian in 2004,
focuses mainly on the bookstore success and less on the aceuracy of arguments.
The author has as work method the very suggestive techmique of forced
contextualisation. For example, Alexandra Laignel-Lavastine considers that
Mircea Eliade wrote the eulogistic article dedicated to Moses (Gaster’s memory
in order to “curry favour with” king Carol 1. The auther even establishes a
cause-effect connection between Mircea Eliade and the pogrom from lasi in
1941, which the writer — Alexandra Laignel-Lavastine notices with indignation
_ doesn’t even mention in his diary. The author manipulates the bibliographic
material, sclecting only the fragments that can adapt to her interest in
denigrating the three writers. Alexandra Laignel-Lavastine resorts to all kind of
sources, mixing [iction works with direct sources. The novel The Forbidden
Forest or Saul Bellow’s Ravelstein are, for the author, as credible sources as
the direct ones. Even so, Alexandra Laignel-Lavastine makes mistakes. For
instance. she states that Radu Grielescu is the main character of the novel
Ravelstein, but he is just an episodic one. With a few exceptions. her thesis
abounds in historical distortions and tendentious, even absurd interpretations.

Alexandra Laignel-Lavastine’s book spawned reactions among
Romanian intellectuals. One of the best researched accusations against the
French author’s thesis belongs to Marta Petreu. She wrote a series of articles in
Revista 22 (22 Review) which accused Alexandra Laignel-Lavastine of
plagiary and misinterpretation of some historical data in order o sappost her
thesis. Because of Marta Petreu’s researched articles. “the whols founsianon on
which A. Laignel-Lavastine had created this edifice of cheap and compromising
advertisement collapses, and the last shade of respect for her wriing abiin
disappears inexorably” (Dworschak 2007 168).

Francisc Dworschak’s book, entitled In apararea lmi Mircea Eliade:
polemici si comentarii (Defending Mircea Eliade: Polemics and
Commentaries), traces and ridicules methodically all the accusations belonging
to Alexandra Laignel-Lavastine, Daniel Dubuisson, Russell T. McCutcheon and
Tony Stigliano.

Talking about the photograph on Alexandra Laignel-Lavastine’s book
cover. which, in the author’s opinion is edifying in what concerns the three
writers” culpability, F. Dworschak states ironically: “it’s not easy to choose an
ordinary photograph and make it famous attributing to it 5o many criminal and
occult significations, more or less enigmatic. but certainly so profitable”
(Dworschak 2007: 167). In the same justified manner. F. Dworschak notices:
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“maybe the only attribute of Alexandra L.-Lavastine is the livid fantasy that
crosses the book L’oubli du fascisme from the first to the last page. which 13
also combined with an extraordinary lack of any restraint towards guotation
reduction, text distortion. ‘ncontestable plagiary, not 10 mention ruling out all
known and accepted souUrces when these could be against her assertions”
(Dworschak 2007: 186).

Referring to the method applied by Daniel Dubuisson 10 the analysis of
Mircea Eliade’s work. F. Dworschak specifies that he doesn’t consider it valid
as the author is neither “an objective critic, nor does he respect historical data.
which he deliberately manipulates and falsifies [...] His historical foundations
are compromised and his conclusions are sO mistaken that one can see that the
arguments are constructed in order to corroborate the accusations and not the
opposite, as 1t chould be” (Dworschak 2007: 44). About Mircea Eliade’s
Activity as fascist militant, F. Dworschak notices that the savant “had never
been militant, he only talked about spiritual values, and even if his activity of
journalist who favoured the right extreme cannot be denied, we still can say that
it lasted only for a short period of time” (Dworschak 2007: 43).

Among Mircea Eliade’s American defenders. we can mention Seymour
Cain and Mac Linscott Ricketts. In an article from 1989, Seymour Cain
concludes that he didn’t discover any traces of anti-Semitism in Mircea Eliade’s
work and confesses that the Romanian savant had always impressed him *as a
person of extraordinary humanity”. Mac Linscotl Ricketts signs the memorable
hook Mircea Eliade: The Romanian Roots, published in Romania in 2004, in
which he analyses objectively and rigorously Mircea FEliade’s biography.
Referring to the writer’s political past. Mac Linscott Ricketts draws the honest
conclusion that, as soon as the Iron Guard got the power in 1940 (moment when
the movement’s fascist component Wwas emphasised), M. Eliade separates
himself from this political movement and the rest of his life is completely
irreproachable.

Another book which discusses. among others, Mircea FEliade’s political
past is Religie, politica si mit: texte despre Mircea Eliade si Toan Petru
Culianu (Religion, Politics and Myth: Texts about Mircea Eliade and Toan
Petru Culianu, 2007). signed by Andrei Oisteanu, This volume comprises a
series of texts about the two savants: essays, conferences. reviews, interventions
and simple improvised presentations at book releases. Among the topics of this
book there are the connections between Mircea Eliade's political newspaper
articles and his scientific work, or the role of Orthodoxy in the savant’s political
thinking. Andrei Qisteanu shares Moshe ldel’s opinion, who considers that it is
difficult to establish a connection between the political beliefs expressed by
Mircea Eliade at the end of the 1930s and his studies of history of religions.

The book that recomposcs Mircea Eliade’s entire biographic trajectory
along the different ntellectual and political environments he passed through is
Florin Turcanu’s Mircea Eliade. Prizonierul istoriei (Mircea Eliade. The
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Prisoner of History) appeared in French in 2003 and in Romanian in 2006.
Florin Turcanu analyses rigorously the stages of Mircea Eliade’s intellectual
and political formation. The book. extremely well researched. brings about an
acknowledgement of the dimensions of Mircea Eliade’s political commitment.

In a period of time tha abounds in debates on “the Eliade subject’,
Florin Turcanu aims at accomplishing an objective “summing up” as he
modestly calls his vast study. Florin Turcanu — 7oe Petre writes in the preface —
“manages to decipher, 1o clarify and to explain the complex uniquencss of an
inner and intellectual biography which determined the comstruction of his
exegesis” (Turcanu 2007: 18). Zoe Petre appreciates Florin Turcanu’s
extremely balanced point of view. specifying that, if she were tempted to
reproach something to the author. “it would be just a certain jngenuousness in
the pages from the American section of the biography in which he comments on
confessions proving that Eliade had never had reactions of prejudices
concerning anti-Semitism in his personal or academic life” (Turcanu 2007: 18).

Mircea Handoca also emphasises the seriousness of researches and the
literary qualities of Florin Turcanu’s book. In his most recent book, Mircea
Fliade: un urias peste timp (Mircea Fliade: A Giant over Time, 2008).
Mircea Handoca reproaches to Florin Turcanu the fact that he completely
jonored the letter written by Mircea Eliade in June 25" 1972 to Gershom
Scholem, as well as G. Seholem’s letter to Mircea Eliade. We consider that
these omissions do not alter Florin Turcanu’s extraordinary study. which will
remain, without a doubt. a reference one.

In light of these writings. although we disapprove of the legionar)
articles. we consider that. in {heir interpretation we must take into consideration
the fact that the young Mircea Eliade had been atiracted by the mysticism of
this movement and he hadn't assimilated it to an orgamisstion that aimed
political purposes; in the period 1937-1938, one couldn’t foresee the historical
evolution of the movement born — in Mircea Eliade’s opinion — out'ef the beliefl
i1 the victory of the Christian spirit. The savant will regret his entire life this
mistake from his youth: in a diary fragment, Mircea Eliade bitterly notices how
much he had to lose because of his involvement in an expenience which had
begun as a mystical and moral one and which ended in politics.
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Unrecognized Bodies: Sexuality and Power Relations
:n Pedro Almodévar’s Talk to Her

Zsuzsanna Magyar
University of Debrecen. Hungary

Abstraet: According to the post- structuralist philosopher. Michel Foucanlt, there is
no such thing as natural. Everything in our world is saturated with power relations,
which homogenizes the social space enforcing regulations and normas on it. These
artificial relations are hardly recognizable, because they seem natural and taken for
granted. The Third Wave Feminists, like Judith Butler, were greatly inspired by
Foucaunlt's ideas on power and sexnality: Butler challenges not only the scemingly
natural duality of gender  roles, but she claims that sexuality is also 2
construction. The presentation investigates how Pedro Almodévar's Talk to her
defamiliarizes certain social practices, such as. medicine, criminology and sexuality,
1o illuminate not only their artificiality. but how they are controlled by normalizing
offects when their artificiality comes to the surface.

Key words: pOwer, sexuality, gender, culture, masculinity, identity. body

After women were granted the vote in the First Wave of Feminism, from the
1950s women started to fight against latent Jiscrimination with exploring the
notions related to femininity and masculinity. 1t was a j m
conceptualizaton, when Simone de Beauvoir stated that “One is not born, but
becomes a woman, with this statement making a clearly defined differentiation
between sex and gender. This view of gender as cultural construction explamed
that we are born with a certain genetic structure, but as colione asSWNCS

natural role of women and men turns out that these are gonstructed. The
consiructivist view gave a greater choice of women in deciding what they mean
by femininity, knowing that most of what we do is a leamed attitude. not
biological. But at the samc time Beauvoir mainiained that there is 2
consciousness — “cogito’ — in assuming our gender roles. Thus supporting those
great series of binary uppuﬂitions-mind and body- with which Western culture
managed to normativize human subjectviy and sexuality. However, from the
1090s this opposition between seX and gender was blurred by post feminist
thinkers, claiming that our sex is not something nafural. determinate and
definable, but it is also constructed. They do mot only avoid essentialist
definitions of assuming a aniversal female identity. but see our body in a
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performative way as a kind of meeting point of different forces of knowledge

and power. Our body isa cultural fantasy on which different codes — race, class,

gender — are written, so it is not natural. They see human subjectivily as
something which occupies different possible places in different times, thus
putting emphasis on the discursive power. The Third Wave Feminists were
greatly influenced by Michel Foucault’s ideas on sexuality and power.
According to the postructuralist philosopher, there is no such thing as natural.
Everything in our world is saturated with power relations. which homogenize
the social space enforcing regulations and normas on it. These artificial bonds
are hardly recognizable, because they scem natural and taken for granted.

A post-structuralist interpretation of Pedro Almodévar’s movie, Talk to
Her reveals how the film by using various filmic techniques such as framelike
structure, unusual camera angles defamiliarizes the human body, sexuality and
the medical discourse, which we have taken for granted. to call attention to the
artificial nature of these phenomena. Almodévar makes us realize that if the
deep structure of these things comes undone, society creates a place of

g interpretation through which it can control them.

The film tells the story of Benigno, who is a male nurse for a dance
student, Alicia, who is lying in coma and Benigno has become obsessed wih
her. Marco, a journalist is at the clinic to visit his girlfiend Lydia, a famous
matador, who is also comatose after being gored by a bull. Alicia is discovered
to be pregnant. Benigno, who believes his relationship with Alicia is a mutual
love affair, is accused of raping her and is sent to prison, where he commits
suicide. Alicia wakes up and begins rehabilitation, while Marco leaves Lydia at
the hospital, where she dies.

One of the most obvious defamiliarizing device of the film lies in a way
Almodévar represents human bodies, calling attention to the representational
crisis of our age (Belting 2003). In most part of the movie we do not see bodies
as a whole. instead only body parts are shown. The first scene of the film
foreshadows the way, in which we will see the bodies: as the curtain slowly
goes up on the stage, we sce @ close-up shot of the actress’ body. shown only
from the breast above. Similarly, when we first see Alicia in the hospital, the
camera shows only her breasts, and further on the camera lingers on showing
either her legs or her head, but not her whole body. In the Shrinking Lover
scene. Amparo’s body is also presented in at least three parts. As far as male
bodies are concerned, it is also the first scene which establishes from which
perspective the viewer is going to see their hodies: we see Benigno and Marco
frontally as they are silting among the rows of the audience. Only the upper part
of their body 1s seen.

The fragmentary representation of the body in the film goes against the
essentialist view of feminism and brings up the problem of “[...] how to
conceive of the body without reducing its materiality t© a fixed biological
essence”(Armstrong 2003). These scenes show that the representational crisis
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of our age is rooted in the fact that human subjectivity is no longer seen as fixed
or static, but dynamic, open and continuous, and the image that we preceive of
our body is no longer the object of agreement . In our age there 15 not one
dominant picture of the human body, but the ways we sec our bodies are
multiplied ( Belting 2003). The film calls attention to the fact that human bodies
can no longer be reduced to one picture and it shows the paradoxical experience
of the body as being something familiar. something known. at the same time
something. which can never be completely undersiood. because of the cultural
meanings attached to it. This representational mode is like that of the René
Magritte paintings: it shows the body as a puzzle which parts do not fit
together, due to the fact that it 1s a space, where different kinds of knowledge
and experience come together, but not necessarily in a unified form. This idea is
reinforced by the frame structure of the movie: the film does allow us to forget
‘te artificial nature by not only beginning and ending in = frame. but by
preserving the frame-like quality throughout the movie. With these alienating
devices, the film lacks linearity and thus we are hindered from joining its parts
into a coherent whole. The only shot when we see a body in its wholeness is
when the camera shows Lydia’s ex-lover swimming in the pool. That is: a male
body. At first glance the scenc seems to strenghten the sharp contrast between
the stabile, muscular, healthy male body with firm boundaries and the unbound,
sick. leaking female body (as Alicia and Lydia are represented in the hospital).
However, the perfect unity of the male body in the scene is similar to an
advertisment: It is only a promise, a desirable illusion. It is porirayed as
something one aspires for, but can never reach. As it is emphasized by the next
chot when we see Marco listening to the music and crying. Thus. instead of
reaffirming the superiour status of masculinity, the only unified body in the film
reaffirms both masculinity’s and the unified human body’s status as a5 ideal.
Just as we know that language pretends to be a iransparent medium. 2
tool which is free from ideology with which we can express our G&s thoaghts.
biology also presents itself as a medium. free from ideology. showing the
human body in its naturalness. We see Alicia lying there as an embodiment of
purity, nature, passivity. Especially in the scene. where the camera shows her
from a Godlike point of view, when the nurses are puiting the sheet on her.
Thus. we see the cleaning of her body and genitals as a very practical thing.
This mode of representation creates a distance not onlv from the viewer. but
from her own subjectivity as well. She is represented ol as somecone. but as
something. Even when her father visits Alicia. he looks at her with the eye of a
doctor, and not as a father. But this naturalness and objectivity is also artificial:
she is part of the medical discourse as her body is being integrated into the
sphere of medical practice. The shot in which the camera shows a close up of
the chart in which her menstrual cycle is written is also emphatic in this respect.
[t reveals how power — in this case, science — brings everything under
regulative, normativizing contrel to excercise surveillance above it. When
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something does not work according to its established, but not natural rules, that
is seen as deviance.

The only person who does not treat her as a body 1s Benigno: he sees
Alicia as a person with subjectivity, which helps her in her recovery. He talks to
her, brings her objects from home to the hospital to make her feel comfortable
even when she is in coma. paints her aails and cuts her hair. as opposed to Marco.
who creates a distance: he does not talk to Lydia, does not touch her, does not
even look at her. Marco, surrending himself to the absolute authority of science,
expects her recovery only from the doctors. He alienates Lydia from himself. In
Lydia’s case it is not the representational code of the film which deprives her
from her subjectivity. but it is Marco who says: “I don’t recognize her
body™(Almodovar 2002). For him, Lydia was dead long before her actual death.
This is more clearly Jlluminated by the scene when Benigno suggests 10 Marco to
talk to her, Marco comes up with a scientific argumentation: « she wouldnt
even hear it [...]. You can’t name a life of vegelation Jife”. The shot when
Benigno enters Alicia’s father’s office is also very telling: when he enters the
door, our attention 1S directed towards a large painting on the wall which depicts
hodies lacking certain body parts. They arc not only broken like the bodies in the
film. but they also lack their faces, their subjectivity. All of them are identical,
except for their clothes, highligting how Alicia’s father as a representative of the
objectivity and rationality of science looks at people, even at his own daughter.
The camera shows him in his office sitting behind a large desk, which also asscrts
his autonomy. Benigno is sitting in front of him and his eyes are focused on @
white statue of a human head. Alicia’s father also notices Benigno watching the
head and he looks at it, 100 This statue supposedly represents what a *normal’
human head looks like and must look like. That is: it represents the norm.

Benigno falls in love with Alicia, which eventually leads to her
pregnancy. But it is not by accident that the scene in which Benigno rapes her is
substituted by the Shrinking Lover scene. Had Almodavar shown the scene of
what really happened in the hospital after Benigno was in the theatre, it would
have reduced the complexity of his character to a mere rapist, and the audience
would not have shared the sympathy towards him. even though the viewer knows
what he had done 1o Alicia. The Shrinking Lover scene shows that he did not
want to commit rape, bul his desire was to become part of her and give Alicia
pleasure, just as Alvaro did to Amparo. Indeed, he wanted to “shrink” into her. He
s immediately put in prison by the authorities without even considering his
reality. his circumstances and geneology (as We know that his father was absent
from his life and he spent cvery day beside his ill mother). He has to g0 nto
prison because “[...]0Once the social (and sexual) science categories of normaley
and deviancy werc established, various political technologies aimed at treating
and reforming 'deviant behavior could be qanctioned as if they Wwere in the
interests of both the individual and society. Thus, Foucault suggests that in
modern society the behavior of individuals and groups is increasingly controlled
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through standards of normality which are disseminated by a range of normative
knowledges such as criminology, medicine. and psychiatry™ (Armstrong 2003).
This view is illuminated by the short sentence that Benigno tells Marco while he
visits him in the prison:"They say I'm a ps¥ _sp | behave like a
px}rchupath“mlmndévar 2002). This also contributes to the constructivist view of
science. As Evelyn Fox puts «-"Scientific neutrality reflects ideology. more then
actual history ... Social studies of science have ignored the influence of those
forces that are at work in the individual human psyche and .. different collections
of facts, different organizations of knowledge ... are possible and consistent of
what we call science™( Keller 1983).

The film does not only question the naturalness of biology and medicine,
but also doubts the mimetic relationship whereby gender mimmors sex and vica
versa.. The first scene of the movie already foreshadows the problematizaton of
the characters’ gender roles. The main characters are watching a stagepiece In a
theatre. The two actresscs on stage are analoguos with the two female protagnists:
The first woman is the double of Lydia. She is standing closer to the audience
and even though she cannot open her eyes she is more active. passionate than the
woman in the background. The man is not only moving the chairs away from her.
but he is escaping. Similarly, Lydia is very volatile and energetic as well. She
took up the symbolic order of the father as a bullfighter. Though she can do what
che wants, she is also angry. Her anger comes from the latent discrimination in
sociely, which refuses to take her career seriously. Marco first sees her in a talk
show. where the hostess is not willing to talk about Lydia’s bullfighting carecr.
only her personal life. When she is dressing up for the bullfight. we cannot s¢¢
her head, only her body, which looks like a male body, as she ties down her
breasts. That is: in order to become a bullfighter, she does not only dress as a
man, but she also changes her sex, erases her femininity and becomes a man. We
always see Lydia against a red background, which reinforess not only her
passionate, uncontrolled nature, but her appearance and rage aiso mmphes the
mythological figure of Medusa. Finally, the camera shows her lying in bed. m the
hospital, condemned to silence, like Alicia, Now the background is yellow and
signifying her passivity her hair is no longer disorganized and curly, but it i
modestly braided. The first shot of the film establishes the wax we will see Marco
in most part of the movie: he is sitting in the audience, crving. He cannol cope
with the fact that he is oo emotional, which goes agamst the traditional
masculine role. That is why he is trying to hide it: we see him in the second shot.
not erying, but sweating when he is training on the tread mill, trving to strengthen
not only his muscles but his masculinity. The scene in which he beats a snake in
Lydia’s house is also emphatic in this respect. since he resembles the figure of
Tiresias who is connected to the idea of sex-change as he was both male and
female. Benigno also appears : a traditionally feminine role as a nurse. He is
like a nurturing mother figure in a sense that he is always giving and caring in the
film. We learn that he spent his entire life beside his ill mother, we se¢ him
sewing, watering the flowers. When his mother died he transferred his nurturing
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qualities towards Alicia. These arc obviously not masculine qualities. appearing
a5 a deviance from the general heterosexual norm. That is why he has to say that
he is gay. because he knows that this 18 the only way in which he can stay beside
Alicia. He can only be a caring, emotional man if he accepts the place which is
assigned to him by society, S0 that it can interpret his behaviour. Otherwise. his
character would become suspicious:"[--.] disciplinary practices limit the
possibilities of what we can be by fixing our identities that the object of
resistance must be "0 refuse what we are’- that is to fracture the limitations
imposed on us by normalizing identity categories”(Armstrong 2003). These
scenes in the film show the Butlerian idea of gender as a free-floating artifice,
creating a new conception of gender roles in which the boundaries between the
traditional dual gender roles ar¢ blurred and transgressed as Judith Butler says:
“[...] ther¢ is no reason to assume that genders ought to remain two. The
presumption of a binary gender system implicitly retains the belief in a mimetic
relation of gender to SEX whereby gender mirrors S€X OF s otherwise restricted by
it. When the constructed status of gender 1s theorized as radically independent of
sex, gender itsell becomes a free floating artifice, with the consequnce that man
and masculine might just as casily signify a female body as a male one, and
woman and feminine a male body as casily asa femnale one” (Butler 1990).

The lava-lamp on Alicia’s night-table is a symbol for the whole
structure of ideas around which the movie revolves. The material of the lava-
lamp is constantly changing. taking up different forms: once the different
colours blur into each other, another time they are separated. Though it is not
unified, the different colours are in continuous relation to one another, which
implies that gender, cexuality and the human body are not stable, reliable
concepts. separated by firm boundaries, but they are more like a series of fluid
becomings, which are constantly halted and put ‘nto fixed frames by various
discourses of power and normalizing devices.
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A Mother’s Love on the Edge
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Abstract: The paper refers to the novel The Crime of Olga Arbyelna by Andrei
Makine, a Russian writer, born in Siberia but living in France since 1987, He 15 now
considered one of the world’s best novelists of the beginning of the century. As an exile
he had to fight first of all for his own human and literary identity. As = consequence the
problem of identity became the main theme of his novels. Beside this mamn theme, the
novel mentioned above tries to answer the question: how far can 2 mother's love for her
son go? The narration is a painful raid inside the mind and traumatized soul of 2 woman
who has to choose between her son’s life and the acceptance of an unbearable sin and
who, not being able to do that, breaks into two. desperately trying o escape in another
identity.

Keywords: identity, motherhoood, exile, alienation, incest

Often compared with Lolita by Vladimir Nabokov., not enly because the
authors’ similar origin, but also because of the ticklish subject it develops.
The Crime of Olga Arbyelina tells the story of the beautiful Russian
princess, who has ran away from the Bolshevism, with the last ship. over the
Black Sea, to Constantinople, then settled in France. Before the refuge she
meets her future husband who saves her from rape, but whom she leaves soon
after marriage because he has fallen into drinking and gambling. She gives
birth to a haemophilic son — a disease of the nobles, as they say, which s
thought to have its origin in the time of Queen Victoria and which selects its
victims after vague but systematic rules, the family trees testifying for this.
Olga Arbyelina's tragic destiny is characterized by a deep identity deficiency.
grafted on an extremely fragile inner structure. Escaped from Bolshevik
Russia and after the trauma of a rape, the ex-Russian princess becomes in
France, the country of her exile which will never really adopt her. an
anonymous being, living on the edge of subsistence. together with her
haemophilic son who has miraculously reached adolescence. a transparent,
phantom-like presence. Any scratch can be fatal to him. That's why. being
afraid of nothing, he dares to put sleeping drugs into the tea of the still young
mother and to begin a mysterious, sombre relationship with her. Discovering
that she is systematically doped and raped by her son, Olga will have to
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duplicate hersell, to make up another identity. another existence in which
things become hearable / tolerable. Her madness generaies a surreal, where
the incest loses ifs monstruous connotation and becomes “the first and maybe
the last love” of the young man under the specter of death. So she accepts the
relationship and she sometimes even mimes the lethargy, once having to make
a clandestine abortion. This relationship is soon discovered by the family
doctor who, blackmailing, tries to rape her. But one day. when going by boat,
he falls and hitting his head. he drowns. The woman is guilty only from the
tragic, Oedipal point of view. This is in fact the crime of Olga Arbyelina.

The novel describes a long. white winter, with Siberian echoes. which
seems to freeze even time itself, and during which, the transparent, pale-faced
sor, a plant grown in the dark tries to challenge his death and to understand life.
Like in Lolita's case, the moralist critics may say that the beauty of the style is
not enough to make us forget about the monstruosity of the subject. Still, it is
onl} the exceptional style of the book. placed somewhere between Proust and
Dostoyevsky, the extraordinary psychological subtlety of the author, the
delicacy with which he follows the character through the stages of madness,
that make the rcader almost understand the woman’s attitude. That way, the
hook tries to answer the question: how far can a mother’s love for her son go?
Because the heroine states at a time: “If what they were expetiencing could be
called love, then it was an absolute love, because it encountered an inviolable
but still violated interdiction, a love seen only by God's cyes, being
monstrously unacceptable for the humans, a love lived like an eternal first
moment of another life”. Even if he emphasizes the monstruosity of the incest,
Makine presents it poetically. succeeding in conveying the intensity, the
profoundness and the purity of a mother’s love. the immensity of self-sacrifice,
through which she seeks to atone for the fault of having given birth to a
haemophilic son, condemned to death. The lyrical, sensual but also bashful
writing never falls into the trap of cheap eroticism or piquancy.

Being asked how he succeeded in describing 50 truthfully and
convincingly his heroine’s mental decay, Makine confesses:

 can say literally that, writing about Olga’s madness, | was myself very close
1o a real alienation, accompanied by a deep sufferance [...] More than in any
other of my novels, 1 felt myself actually transforming into this woman, living
her life. T gave her mine in exchange. Eventually, Olga’s life became for me
much more real and intense than the life of most of the women 1 had known
and loved”. And “Olga, whose name is slightly changed here, really existed.
When they told me her story. those who had known her found it difficult to
convey the deep mystery of this story. All of them seemed to be overwhelmed
not only by the taboo subject of the incest, by the secret of the Woman’s
loneliness. but by the extreme complexity of her psychological trajectory. For
them. the story was unspeakable. unapproachable and it only could make the
subject of a literary fiction work.
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That way the novel becomes a tour de force of an empathic imagination which
proves to function al its best.

Olga’s son doesn’t have a name in the novel. the emphasis being on
Olga’s drama. unlike Nabokov's novel. on Lolita’s. The author follows very
finely the woman’s fall into the abyss, with only temporary and rarer moments
of Tucidity, with oscillations between the two existences — diurnal and nocturnal
_ hetween the two identities she has o assume. The narration is a painful raid
:nside the mind and traumatized soul of a woman who has to choose between
her son’s life and the acceptance of an unbearable sin and who. not being able
to do that, breaks into two. The more and more pronounced schizophrenia, the
more and more feverish search for a bearable identity. the more and more
determinate moving off from “the other life”, all these siages of alienation are
unfurled in a painfully slow manner. the gestures seem somnambulist
resembling the moves of some beings hopelessly caught by the viscous water of
a swamp.

There is a deeper and deeper gap opening between the mother who
tenderly mends her son’s shirl, who automatically and carefully touches his
shoes looking for any nail which could be fatal and the woman who abandon
herself mortifying her body to the incestuous love. Olga is placed in an
alienating indecision, now in a perspective, now in another and sometimes
watching hersell” from outside: “And that couple forgotien by everybody. A
woman and a teenager. A mother and her son...|... ] A strange couple. A
teenager who will die soon. Maybe his last winter. His last spring. He is
thinking of that. And that woman’s body that he loves, the first body of his life.
And the last one...”" . and sometimes from inside her new identity. trying ina
way to justify herself: >

“Olga felt that all those things had happened outside of her ondinary life. Yes,
comewhere in a bizarre back room of this life” &

 Another woman had been born, other than her...”
“He did nothing but touching my body, a woman's body that imtrigues ham.
Yes, that’s how we should say. He caressed a woman's body. Oaly if 1 could
become that woman without a name! Or more than that, without a face [.-.]
And a sleepy. irresponsible body...”
“cHe didn’t have a childhood>, she said to herself. None of the delfights the
world owes to a child. The garden surrounding the parental house. the vovages
to the grandparents...”
“This love. maybe the first and the last one lived by this child. And for me?
The first and the last love as well, for nobody has ever loved me Iike this,
burning with fear not to harm me. Nobody will ever love me ke this...”

! All the quotations were translated into English by the author of this paper. from the Romanian
edition of the novel, Crima Olga Arbelina, by Andrei Makine, Izsi. Ed. Polirom, 2001
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“They simply had gone 2a litle bit further than others in this outlawed
temptation. Besldes, there had been only eight or ten nights all in all, when...”

A whole traumatized biography accumulates the elements that will push a too
weak character on the slope of madness, feeding *...the growth of the incurable
tumour which was slowly filling her memory™. And the ever clearer awarencss
of the road of no return is another step to the abyss. The isolation and the
impossibility of confession make the perfect ‘nteriorized drama undermine from
the inside the heroine’s so fragile psychic structurc.

No, for a mentally sane person this was inconceivable... S0 it was for all the
travellers surrounding her in the train. She felt a transparent wall rising
between them and those people, a glass dome transforming her, with her
furious desire to confess, into an aquarium fish, For a moment, it seemed to
her that if she had given a long scream of unhappiness, none of her neighbours
2 would have turned his head.
Makine chooses Lo complicate these identity avatars of his heroine counting on
her immigrant status, the author’'s obsession for this “between two worlds”,
“hetween two cultures” being well known. The premises of alienation are
precisely here, in this status characterized by a traymatizing ontological
uncertainty. The whole group of Russian immigrants living in Villiers-la-Foret,
temporally anchored - times forever gone but living with the hope of their
revival. contains the germs of this alienation.
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