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Wanderung und Heimatsuche in Hélderlins Hyperiort

Adina Bandici
Universitat GroRwardein
abandici@yahoo.com

Abstract: The purpose of this paper is to explain, how FragdHOolderlin's
protagonist of his only novelHyperion or The Hermit in Greeces inspired by
the image of Greek antiquity and by the ideals reedlom of the French
Revolution in his struggle to renew modern Gregcéidihting against an outer
and inner enemy that prevents him to come to tevitis his fate. | will show
Diotima’s and Alabanda’s influence on Hyperion’srgmality and describe
his journey to find a place where he can feel hoBexause of his idealized
image of his homeland, which he associates withpidection of ancient
Greece, his initial search for the modern equivabéithe classical civilization
fails, and he tries to find peace, comfort and be&u nature living like a
hermit.

Keywords: Hyperion, Hoélderlin, journey, homeland, naturegrhit.

Einleitung

Friedrich Holderlins erste Werke sind weitgehend Kéwpstocks und Schillers
Werken inspiriert und betrachten das antike Grietdral als Quelle und Ideal
der poetischen Inspiration. Gleichzeitig jedochmbekt Hdlderlin inwieweit
die Kultur des antiken Griechenlands hoffnungslesloren war, weshalb er
einen grundlegend elegischen, gar tragischen Towieten seiner Werke
verwendet. In dem KapiteGerman Classical Poetryn The Literature of
Weimar Classicismstellt Cyrus Hamlin fest, dass das repréasentatiVgerk,
das sowohl das Streben nach Erneuerung der grbemsKultur, als auch die
Erkennung der Unmoglichkeit dieses Unterfangenskdreert, Holderlins
BriefromanHyperion oder Der Eremit in Griechenlarist.? Die Hauptfigur des
Romans, Hyperion, erzahlt rickblickend die Geschict#ines Lebens nach
seinem Scheitern in der Liebe und in der Heimatsuashe dient als Muster fur

! Acknowledgment: This work was partially supportebdly the strategic grant

POSDRU/CPP107/DMI1.5/S/80272, Project 1D80272 (20Xdfinanced by the European
Social Fund-Investing in People, within the SeeorOperational Programme Human
Resources Development 2007-2013.

2 Hamlin, Cyrus:German Classical Poetryn Richter, Simon (Hg.)The Literature of Weimar
ClassicismRochester: Camden House, 2005, S. 184.
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den modernen Dichter, der versucht die Bedeutundrdaen in Griechenland
zu entdecken, um sich fur eine kiunftige Ruckkehr glorreichen Kultur der
Antike vorzubereiten, zu der er noch keinen Zugaatg h

Fritz Martini bemerkt, dass Hdélderlin in seinem Raomsein eigenes Schicksal,
seine Trauer, verursacht von der elenden Wirklithised dem Streben nach
einem Deutschland, in dem die Menschen in HarmonieGott und der Natur
leben sollen, durch das Schicksal des jungen Gnediygoerion illustriert.
Angeregt von dem Bild der griechischen Antike urmhwen Freiheitsidealen
der Franzdsischen Revolution, verfolgt Holderline dErneuerung seines
Vaterlandes auf revolutiondrem Wege. Wie die Rorkantsucht der deutsche
Dichter Zuflucht von der Wirklichkeit des zeitges@hen Deutschlands, in
einem idealisierten Griechenland unter dem EinflesSchoénheit der antiken
Kunst. Im Griechentum, wie es bei Johann Joachimc®élmann vorkommt,
fand Holderlin das viel ersehnte Leben: Eine Mehekkeit, die in Reinheit
und Wirken, in Schonheit und strahlender Heiterkedem Gottlichen
unmittelbar nahe istDer Dichter hat sich in verachtlicher Isolierungnaeiner
Epoche gehalten, so wie aus den kritischen Wos@res Hauptfigur, gerichtet
an die Deutschen, hervorgeht, die sich mit dem Wbsken zufrieden geben,
oberflachlich sind und die unfahig sind, sich Ukévas wirklich zu freuen.
Deren grol3ter Makel ist jedoch ihre Unempfindlidbhkgegeniber dem
Schoénen im Leben.

1. Holderlins *Hyperion’ auf der Suche nach der Heimat

Der Name ‘Hyperion’ kommt urspringlich aus der ghischen Mythologie,
wo Hyperion (wortlich: hyper ‘droben’, ‘driberhinind ion ‘der Gehende’)
einer der zwolf Titanen ist, Sohn des Uranos (denrhkl) und der Gaia (die
Erde). Hyperion, der mit seiner Schwester, Theimere der Titaniden,
verheiratet ist, wird meistens als Vater des Sonoites) Helios, der Géttin der
Morgenrote Eos und der Mondgdttin Selene betrachiiet auch bei Hesiod in
der TheogonieoderDie Schépfung der Goéttein der homerischeHias, wo er
als Helios Hyperionvorkommt, wird Hyperion mit der Sonne identifizier
wéhrend in delOdysseg der Theogonieund in der homerischen Hymne an
Demeter, die Sonnklyperonides(‘'Sohn des Hyperion’) genannt wird. In der
Theogoniewnird Hyperion als Lichtgott bezeichnet. In deregiischen Literatur
nach Hesiod wird Hyperion nicht mehr mit Heliosighgesetzt, denn er ist der,
der vor der Sonne (Helios) erscheint. Hyperions Kneder haben sich durch
ihre Schonheit und Tugend ausgezeichnet, was dersbicht der anderen

% Martini, Fritz: Deutsche Literaturgeschichte: von den Anfangen zbis Gegenwart 19.
Auflage, Stuttgart: Kroner, 1991, S. 304.
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Titanen nach sich zog. Der Legende nach soll THéma ihre Kinder
Herrschaftsanspriiche gestellt haben, und deswegetewgie hart bestraft. Die
anderen Titanen toteten Hyperion bevor sie Helios Fluss Eridanos
ertrankten, wahrend Selene sich das Leben nahm. ¢éiaetn Mythos von
Diodor aus Sizilien, hat Hyperion die Bewegung 8enne, des Mondes und
anderer Himmelskorper entdeckt, und gab diese kKésse an die Menschen
weiter.

Der Mythos des Hyperion wurde in der Weltliterawon dem deutschen
Schriftsteller Friedrich Hélderlin in dem Briefrom&lyperion oder der Eremit
in Griechenland(1797-1799), von dem englischen Dichter der Rorkalthn
Keats in den GedichteHyperion: ein Fragmen{1818-1819) under Sturz
von Hyperion: Ein Traun1819), von dem amerikanischen Schriftsteller itenr
Wadsworth Longfellow inHyperion: Eine Liebesgeschich{@839), von dem
rumanischen Romantiker Mihai Eminescu in dem Gediakceafirul (Der
Morgenstern 1873-1883), und von dem amerikanischen Schiiiésteddan
Simmons in seinem Sammelbabd Hyperion-Gesangéyperion 1989, und
Der Sturz von Hyperignl900) bearbeitet. Irlamletbenutzt Shakespeare den
Namen Hyperion als Personifizierung der SonneHalsilet seinen Vater mit
dem Gott Hyperion, und seinen Thron raubenden Qrida@udius, mit einem
Satyr im ersten Akt vergleicht, indem er der Scl@inides Ersten die
Hasslichkeit des Zweiten gegenuberstellt.

Der RomanHyperion oder Der Eremit in Griechenlarkénn als ein lyrisches
Portrat des Dichters selbst interpretiert werdeberaauch als eine Art
Kompendium seines Werkes. Hyperion ist ein jungeeche angeregt von dem
brennenden Wunsch, sein Vaterland von dem turkisdloeh befreit zu sehen,
und zu den alten griechischen Tugenden zurlickzekel@er Roman hat einen
komplexen Aufbau, in dem sich klassische und romemn¢ Elemente
verbinden. Klassisch sind der symmetrische Aufbad dre Feinheit und
Einfachheit des poetischen Ausdrucks. Zu diesenkiMalen kommt auch
Hyperions Dilemma hinzu, der sich zwischen seiriebé fur Diotima und dem
Versuch, seinen Zustand zu Uberwinden und zur Rgttder Heimat
beizutragen, entscheiden muss. Zu den romantisgligen zahlt das Thema
des unverstandenen und verliebten Genies, des fjtater gegen seinem
Zustand rebelliert, die enge Verbindung zwischerebki und Natur, die
Landschaft, das Streben nach dem Absoluten unbhigiesitat der Geflnhle.

Alabanda, ein Uberzeugter Rebell, ist der Freunsl ldelden, und Diotima,
deren Seele die ganze strahlende Zukunft einer divxest, die aus den inneren
und aul3eren Fesseln des Kunstlichen befreit istenspiegelt, ist Hyperions
Geliebte. Der Protagonist deutet an, dass, wer mcHarmonie mit der Natur
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lebt, keine Harmonie mit sich selbst finden kaner Dft paradoxe Kampf des
Helden, um seine innere Zerrissenheit auszudrickammt aus einer
richtungslosen Verzweiflung heraus bis zu dem Punkt dem seine

Hoffnungslosigkeit und sein Leid Hinweise fur digcliRung in der er gehen
soll, werden. Es ist eine Reise, die die Rolleig#rtdie Griechenland und die
Tragodie in Zukunft spielen werden, aber es isthaeine Reise, in der die
Erfahrung der Natur, die ihre Bedeutung in Hyperierséen Briefen ankindigt,
stets ihren elementaren Charakter fir das mensehli@ben bestétigt. Am
Ende stellen wir fest, dass die Erfahrung der Nataht mehr unabhangig in
der Tragodie gefunden werden kann. Das ist dasdlider modernen Welt.

Hyperion, der das poetische Streben darstelltadrkllass das Schicksal ihn in
die Ungewissheit drangt. Laut Jennifer Anna Gogedtencei, erlebt Hyperion
die Einheit der Natur in ihrer groRen Vielfalt inokhenten des Glicks unter
den Schonheiten der Natur, in Traumen, durch Frearaft und Lieb&.Die
glicklichen Momente werden aber standig durch diesdhrankungen der
menschlichen Subjektivitat unterbrochen. Der knmghe Held, Alabanda,
stellt die Tendenz zum bewaffneten Aufstand dae Beldin des Romans,
Diotima, verkorpert die Tendenz der friedlichenigiélsen und ideologischen
Aufklarung. Sie moéchte Hyperion zum Erzieher seiletkes machen. Nach
dem Scheitern der Revolution, verliert sich Hyperio einer verzweifelten
Mystik, wahrend Alabanda und Diotima gleichzeitigit nseinem Sturz
verschwinden.

Hyperion verbringt seine Kindheit im Siden Grieclauls Mitte des 18.

Jahrhunderts im Frieden der Natur. Gerade in Geieleimd zurickgekehrt,

entmutigt wegen der enttauschten Hoffnungen undugklich wegen des

Zustands seines Vaterlandes, schreibt Hyperioreseirreund Bellarmin eine

Reihe von Briefen, in denen er sehr ergreifendGkschichte seines Lebens,
seine Aussichten und seine Enttduschungen schilBergesteht Bellarmin,

dass es eine Zeit gab, als er grol3e Hoffnungem,sth wichtige Ziele setzte
und optimistisch in die Zukunft blickte. Das einzjgvas ihn noch motiviert, ist
die Idee einer allumfassenden Natur, die allesinigite denn sonst gibt es nicht
mehr, wovon er behaupten kann, dass es ihm gehort.

In Epistolary Writing, Fate, Language: Hoélderlin’s ‘iggrion’, stellt Edgar
Pankow fest, dass Hyperions Vorstellung von denkamtGriechenland keine

* Gosetti-Ferencei, Jennifer, Anrtdeidegger, Hélderlin, and the Subject of Poetic daage:
toward a New Poetics of DaseiNew York: Fordham University Press, 2004, S. 113.
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verlorene lllusion ist. Sein weiser Lehrer, Adamas, fiihrt ihn in die Wi
Plutarchs Helden, dann in die magische Welt dexcgischen Gotter und weckt
in ihm die Leidenschaft fur die Vergangenheit daieGhen. Adamas, der
Erzieher, ist der, der den jungen Hyperion zum Mbkes formt. Die
Hauptfigur weist auf den Sonnengott hin, dessen éaer tragt. Adamas zeigt
ihm, was es bedeutet, Hyperion der Sonnengott iy selbst wenn dies ihm
Einsamkeit bringen wird.

Der Held zieht nach Smyrna, um seine Entwicklunggugebildeten Menschen
fortzusetzen. Hier trifft er den ebenfalls begeiste und doch so
unterschiedlichen Gefahrten Alabanda, mit dem esselae Ideal teilt: die

Rettung des Vaterlandes. Auch Alabanda sieht in éine gottliche Natur.

Hyperion lernt Diotima in Kalaurea kennen und liebén ihrer Gegenwart

erlebt der, dessen Geist voller Widerspriche usarigen Erinnerungen ist, die
hdchste Freude. Der Held gesteht Bellarmin, dassnet glticklich war, indem

er sich auf die Zeit mit seiner Geliebten, Diotirhazieht, die fur ihn das Ideal
des Schonen verkorpert:

Ich habe es Einmal gesehen, das Einzige, das nSspk suchte, und die
Vollendung die wir Uber die Sterne hinauf entferndie wir hinausheben bis
ans Ende der Zeit, die hab’ ich gegenwartig gefltdtwar da, das Hochste, in
diesem Kreise der Menschennatur und der Dinge wdag

Hyperion glaubt, dass er an der Seite von Diotinra gdlcklicherer und

vollkommener Mensch gewesen ware. Hyperion strebh r@esseren Zeiten,
widmet sich vollig seinem Ideal und daher ist errauon dem tiefen Leiden
des Verlustes des antiken goldenen Zeitalters gededchnet. Er glaubt, dass
das Schone aus dem Leben der Menschen in dem Zdigtht sucht. Das,

was Natur war, verwandelt sich ins Ideal, und iesdm Ideal, in dieser
verjungerten Gottheit, erkennen sich die wenigster werden Eins, welil in
ihnen ein einziges ldeal ist, und mit ihnen begidat zweite Zeitalter der
Menschheit.

Der Held stellt seine Auffassung vor, entsprechdeder die alten Athener
vollkommen und wortgewandt waren. Der Protagonifulgt, dass das
athenische Volk in jeder Hinsicht sich freier voad¢m einschrankenden
Einfluss als jedes andere Volk der Welt entwickblt. In Hyperions

® Pankow, EdgarEpistolary Writing, Fate, Language: Hélderlin’s $igerion’. In Fioretos, Aris
(ed.): The Solid Letter: Readings of Friedrich Holderigtanford: Stanford University Press,
1999, S. 157.
® Holderlin, Johann, Christian, FriedricHyperion Frankfurt am Main: Insel Verlag, 1979. S.
17. Abrufbar unter: http://gutenberg.spiegel.defis264/17, abgerufen am 17. Marz 2011.
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Vorstellung waren die Athener tadellos. Die Vollkmenheit der Athener in
der Antike war das Ergebnis einer moderaten Reaif, Entdeckung des
perfekten Gleichgewichts. Diese Vollkommenheit oHart sich in der
Harmonie von Geist und Schonheit, in der histoescReihenfolge von Kunst,
Religion und Philosophie, die ihren Hohepunkt im Bailosophie als Kult des
Schonen erreicht. Hyperion kann sich in die alterien hineinversetzen, die er
als gottliches Leben betrachtet, als der MenscMittelpunkt der Natur stand.
Er ist jedoch ein Skeptiker, weil er in allem, warsdenkt, nur Widerspriiche
und Unzuganglichkeiten findet, da er die Harmonie rdaekellosen Schoénheit
kennt. In Athen, vor den beeindruckenden Ruinenaddiken Zivilisation, gibt
Diotima ihrem Geliebten eine Aufgabe. Er muss séileen und Ideale in die
Tat umsetzen. Die junge Frau rat ihm, ins Auslandyehen, seinen Geist zu
entwickeln, seinen Uberlegenen Zweck zu entdecklEmit er, wenn er
zurtckkehrt, selbst zum Erzieher des griechischalkRég wird.

Obwohl Hyperion entschlossen ist, zusammen mit Aldaaan dem Kampf um
die Befreiung Griechenlands von der turkischen stdvaft teilzunehmen, rat
ihm Diotima sich nicht an dem Krieg zu beteiligeveil er nicht fir so etwas
geboren wurde, aber seine Begeisterung flr dieskleaft des Schonen in
einem freien Staat ist nicht zu bandigen. Hypesetrt all seine Hoffnung in
den radikalen Wandel des kinftigen griechischerk®al Als seine Manner die
eroberte Stadt Uberfallen und er das nicht verlmimdeann, fuhlt er sich

ungeduldig, inaktiv und verachtet seine Kampfgegihr Der Befreiungskrieg

scheitert. Verzweifelt, gedemiitigt und betrogen] Wiperion der russischen
Flotte beitreten, weshalb sein Vater ihn verleugBetschreibt Diotima, dass er
gar nichts bedeute, dass er sich unrihmlich unbavert, wie ein Diener, wie
irgendein Rebell fuhle.

Hyperion wartet auf einen Brief von Diotima, derchti mehr kommt und
deshalb sucht er den Tod in der Seeschlacht zwisdee Russen und den
Turken. Der junge Mann wird schwer verletzt, dasifborerbrennt, er wird
aber gerettet und wacht in Alabandas Anwesenhejt derf ihn an Diotima
erinnert. Hyperion mochte ihr sofort schreiben,ratdebekommt einen Brief
von ihr. Es scheint, dass seine Briefe nicht angeken waren, so dass die
junge Frau geglaubt hat, dass er sie verlassea. irtperion schien der einzige
junge Mann zu sein, der in der Lage war, seine miof§en zu erfillen, und sie
betrachtet sich selbst als seine Muse. Er ist aben zu stolz, um sich um sein
Volk zu kiimmern. Diotima verabschiedet sich und ik@h in ein Land zu
gehen, wo er seine Aufgabe erfilllen kann. Die juRgai glaubt, dass der Tod
gottliche Freiheit bietet, wahrend die Armseligdig nichts anderes kennen als
ihren elenden Beruf, die nur den Bedirfnissen dianal das Genie verachten
oder das einfache Leben in der Natur nicht zu gelmdtvissen, sich vor dem
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Tod furchten. Der Protagonist irrt durch die Wettrwhig, ziellos und ohne
einen Sinn im Leben, zuerst in Sizilien, wo er deh Atna steigt und tber
Empedokles Schicksal nachdenkt, dann kommt er aésndter unter die
Deutschen. Hyperion fuhlt sich unter ihnen nichthlvder Held meint, dass
die Natur die Deutschen, die die besten von ihngisikren, tber alles, was sie
nicht sind, lastern und sogar das Géttliche vetspobeurteilen wird.

Hyperions Kritik stellt den indirekten Angriff vormddlderlin gegen seine
Mitbirger dar, die seinen wahren Wert nicht zu &dt@ wissen. Hyperion
bezieht sich auf die Lage jener Kinstler, die amafgfihres Werdegangs
unterstitzt, dann aber vergessen oder verachtetlewerDer Protagonist
beschliel3t, Deutschland zu verlassen, da er genug den grausamen
Beschimpfungen hat, so wie Hdlderlin sich entschigidi@ige Jahre nach der
Veroffentlichung seines Romans Deutschland zu ssela und nach Frankreich
zu ziehen. Hyperion kehrt nach Griechenland zuriiaker als Eremit lebt. Er
findet Trost nur in der Einsamkeit der Natur, wosegar Diotimas Stimme
hort, die ihm einmal mehr die Vision der einigendeersdhnenden Kraft der
Natur offenbart. In seiner Abgeschiedenheit findetin der Schonheit der
Landschaft den Weg zu sich und Uberwindet die kradgs Lebens als
Einsiedler.

Obwohl Hyperions Lebensgeschichte voller Ereignissg stehen im
Mittelpunkt des Romans die Erinnerungen des Eremgeine rickblickenden
Beobachtungen, seine  philosophischen  Betrachtungéer die

Vollkommenheit der klassischen Athener und das Eld&xddmodernen Welt,
sowie auch seine Gedanken Uber die richtige Bilddeg Menschen zum
wahren Menschen. Der junge Grieche Hyperion funid leidet schon seit
seiner Kindheit wegen der Kluft zwischen seinenalde und der erlebte
Wirklichkeit. Da, im klassischen Sinne, was wahd wut fiir die menschliche
Seele ist, auch schon sein muss, wird Diotima &ir Helden zum Mittelpunkt
des Kultes der Schonheit und der Liebe.

Die Einheit, die Hyperion von Anfang an zu erlangemsucht hat, wird von
ihm auf unterschiedlicher Weise in verschiedenerieBtseines Lebens erfasst.
Am Ende wird er feststellen, dass keine von ihngnedenstellend ist, sondern
sie stellen verschiedene Herangehensweisen anrdiel@nheit seines Lebens
dar. Diese verschiedenen Darstellungen des Eimndtedtis sind die des antiken
Griechenlands (widerspiegelt in seiner Kindheitgs dvon der tirkischen
Besatzung befreiten modernen Griechenlands undisteetischen Schonheit.
Diese Trilogie ist nicht zufallig, sondern sie gmisht unterschiedlichen
zeitlichen Einsichten tber die Idee der Grundeintles Seins. Zuerst wird sie
so betrachtet, als gehére sie der Vergangenheit Kdelheit/ des antiken

11



Griechenlands), dann der Zukunft (des befreiten e¢henlands), und
schlie3lich der Gegenwart (der sofortigen Schonhhdéde Lebensweise wird
durch eine Figur veranschaulicht, mit der HyperniorKontakt kommt: durch

die Beziehung Meister-Lehrling (Adamas), die Fresaihftsbeziehung
(Alabanda) und die Liebesbeziehung (Diotima). bhej@ dieser Falle, versucht
Hyperion vollstandig die entsprechende Verhaltemssveu Ubernehmen, nur
um seine Grenzen zu entdecken und sich mit dem Besliau konfrontieren

weiterzumachen.

Das Motiv der Rickkehr ist typisch fir die grieafis Klassik. Die Erfahrung
und das griechische Denken wurden in einer Kreigigenwg dargestellt. So
kehrt Odysseus, der griechische Held schlechthit) fthaka zurtick. In Bezug
auf diese griechische Interpretation, bedeutetn;sei,zurtickkehren”, und

Hyperion mdchte offenbar auch zuriickkehren, abehtnin das moderne
Griechenland seiner zeitgendssischen Heimat, sonzierder Erfahrung und
zum Denken des antiken Griechenlands. Er moéchte Maglichkeit der

Ruckkehr zurickkehren. Die Lektire eines Mythos Beickkehr, in dem

Platon Uber das Alterwerden und die Verjingungcspriiegt dem Beginn der
Freundschaft mit Alabanda zugrunde, die spaterdert erfolglosen Versuch,
das Gebiet des antiken Griechenlands durch Gewailickzuerobern, ihren
Ho6hepunkt finden wird. Vor der letzten Rickkehr maGriechenland, ist
Hyperion verwirrt; er weild nicht, wo er Zuflucht $ien soll, weil fur ihn alles
ungewiss ist und er sich sogar in seinem VaterlalsdFremder fihlt. Die
Ruckkehr in die Heimat ist ein Treffen mit einenerfrden Gebiet. Seine
Rickkehr umfasst auch sein Exil, da sie von derugdamglichkeit seiner
eigenen Herkunft gepréagt ist. Der Protagonist kehah Griechenland zurlck,
aber der gestiftete Sinn seiner Reise, weist raciiteine Rickkehr in antiker
Auffassung hin. Hyperion kommt in seiner Heimat alper diese ist nicht mehr
dieselbe. Weder Homer noch Platon hatten die Béscteeit von Hyperions

Erfahrungen akzeptieren konnen: Dass die Essenz Riekkehr in das
Vaterland keine Ruckkehr in die Heimat bedeuteted®r in dem Vaterland
angekommen, lebt Hyperion auf einem fremden Gelbetseiner Ruckkehr
trifft der Protagonist ein in der Antike unbekarsixil.

Wie wir bemerkt haben, nehmen Hyperions Erinnerardie Form von Briefen
an, die an Bellarmin gerichtet sind. Fir den Promégien, wie flr den Leser,
erscheint der deutsche Freund als abwesende, apedeutete Figur, ohne die
das Bestehen der Briefe unvorstellbar gewesen wigerion dankt ihm sogar
am Anfang des dritten Briefes: ,Ich danke dir, ddgsamich bittest, dir von mir
zu erzahlen, dass du die vorigen Zeiten mir ins Gdés bringst.” Indem er

"Ebd, S. 5.
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Hyperion dazu bringt, sich an sein Leben zu erinnest der Empfanger der
Briefe von Anfang an, an dem Fluss der Erinnerunbeteiligt. Der Held
erinnert sich nicht im Sinne der Wiedergabe odersi2lung der zerstdrten
oder vergessenen Ereignisse. Edgar Pankow meiss, ldgperions Schriften
nicht mimetisch sind. Statt sich zu erinnern, egteudyperion seine
Erinnerungen akti¥. Seine Erinnerungen sind das Ergebnis eines
Briefwechsels. In seinen Schriften sind Hyperionsniierungen von der
Abwesenheit des Empfangers in der Dynamik des Bdefisels gepragt, was
ihm ermoglicht, die Abwesenheit des antiken Grietduveds zu erkennen. Fir
den Protagonisten ist Bellarmin ein symbolischemia der den schdnen
Deutschen darstellt, im Sinne der Schonheitslehesim Roman gefordert wird
und des deutschen Helden, der in der Literatur IdesJahrhunderts gefeiert
wird, des antiken Flrsten des Cherusker, Arminius.

In dem EssayNachstens mehr.” Erinnerung und Gedachtnis in Halohs
Hyperion in Erinnern und Vergessen in der europaischen Romantik
bezeichnet Manfred Weinberg das vorherrschende Maogs Erinnerns im
ersten Buch von Hoélderlins Roman als ,die eindinemale Erzahlung der
eigenen Vergangenheit.“Im zweiten Band bemerkt Weinberg, dass das
Erinnern zunehmend komplexer wird:

Es wird erweitert durch die Erinnerungserzéhlungeich anderer Figuren
(Alabandas Vorgeschichte), reduziert durch die \é&gerung eines aktiven
Erinnerns etwa des Kriegsgeschehens, das nur dilieciKopien der von
Hyperion und Diotima gewechselten Briefe zum Thewied, schlief3lich
variiert durch den Vortrag eines einstmals von Adamgelernten
Schicksalsliede¥.

Die Figur Hyperion hat sich aus Holderlins eigenesdersprichlichen
personlichen, sowie abstrakt-philosophischen, iddellen und historischen
Erfahrungen und Gefuhlen entwickelt, die dem Romime geistige Offenheit
geben, wie bereits im Titel angedeutet. HyperiomasdHgegen die Lage seines

8 pankow, Edgam.a.Q, S. 157.
° Weinberg, Manfred;Nachstens mehr.“ Erinnerung und Gedéchtnis in Héilihs Hyperion
In Oesterle, Gunter (Hrsg.Erinnern und Vergessen in der europaischen Roikantiirzburg:
Verlag Kénigshausen und Neumann GmbH, 2001, S. 102.
9 Epd, S. 102. Siehe auch den Essay von Butzer, Giidéedb, Joachim/ Kurz, Gerhard:
»Und vieles/ Wie auf den Schultern eine/ Last wdreffern ist/ Zu behalten.» Zum Widerstreit
von Gedachtnis und Erinnerung an Beispielen auslgeik des 16. bis 19. Jahrhunderis
Oesterle, Gunter (HrsgErinnerung, Gedéachtnis, Wissen: Studien zur kulissanschaftlichen
GedachtnisforschungGéttingen: Vandenhoeck und Ruprecht GmbH & Co., KB05, wo
bemerkt wird, dass ,Die Erzahlstruktur ddgperionRomans [...] als Nach-Denken in Form
eines erinnernden Schreibens konzipiert ist*, 8. 27
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Vaterlandes im 18. Jahrhundert, seine Liebe zwechischen Antike und die
Suche nach einer Mdoglichkeit der Erneuerung didéegst vergangenen
goldenen Zeiten, entsprechen Holderlins Einstelluhg Gegensatz zu
Alabanda stellt Diotima die Schonheit in Harmonié woher Natur und im
Reinen mit sich selbst dar, und ihr ruhiges Leberd vauch auf Hyperion
Ubertragen. Statt einer politischen Revolution rfeahzésischem Muster ist fur
Deutschland eine kiinftige Revolution der Gefuhle éuodfassungen geplant,
deren Ergebnis ein anderes Verhéltnis zwischen demsund Natur ist, die
sich in einer allumfassenden Gottheit vereinen.

Zusammen mit Diotimas Tod aus Liebe kann die Vewklg des antiken
Griechenlands als Ausblick einer erhabenen Wedrmetiert werden, die als
letzten Zweck des Lebens die Ruckkehr des geistigemschen in die Natur
fordert. Der Mensch muss handeln, aus der Vergesgealer Formen der
Erinnerung und des Denkens aussteigen, und sickelilst wahrnehmen, um
eine eigene ldentitat aufbauen zu kdénnen. Grunkiddtsind alle modernen
Menschen, die den Versuch machen, sich selbst iges®&en, innere Eremiten
wie Hyperion. Der Untertitel des Romans deutet wlarhin, dass der
Protagonist sich nicht anpassen kann und Nihilisausibt. Hyperion ist aber
eine komplexe Figur. Er erscheint als junger letdlieller, der hingebungsvoll
von der Vergangenheit traumt. Seine Gegenwart end lsebensraum ist das
Griechenland des 18. Jahrhunderts, das viel vomeseiehemaligen Glanz
durch die turkische Herrschaft verloren hat. DasikanGriechenland, als
Symbol der Kunst, Philosophie, Einheit und Freiheitngt den Helden dazu,
ein Benehmen aufzuweisen, das typisch fur die Rakast, durch die
vorubergehend volle Entfernung von der Aul3enwedtséheint, dass Hyperion
die Gegenwart und das Leiden, das sie verursactdrduiicken mdchte. Die
Erinnerungen an seine Jugend und an die bluhendeurKdes antiken
Griechenlands bieten ihm nicht nur eine Zufluchtghotikeit, sondern stehen
gleichzeitig fur Hoffnung und Inspiration.

Der Protagonist stellt fest, dass er personlichg@mmuss, um seine ldeale zu
verwirklichen. Sein Leben ist von Leid gekennzemhn aber kein
schwermitiges Gefiihl von Selbstmitleid, sondern dirsier ahnlich mit der
von erhabenen Figuren, wie Antigone. So unbestahlyigerions Charakter
auch sein mag, so deutlich sind auch seine pect@miiZiele: Er kann und will
die derzeitige politische Lage Griechenlands nigkteptieren. Der Wunsch
nach Anderung ist immer da, aber ihm fehlen dieftkuad die Mittel ihn
umzusetzen. Hyperion ist kein Held im traditionell&inne, weil seine
Entscheidungen in der Regel nicht seine Eigenen sortern gehdren anderen
starkeren Einzelnen, wie Adamas, Alabanda, Diotioral sogar Notara.
Diotima ist Hyperions dritte Station auf dem Wegrzkbreiheitskampfer und zu
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einem neuen Erfahrungshorizont in seinem Lebenhdi&m Adamas Hyperion
in seiner Jugend begleitet und ihm die notwendi@amdkenntnisse vermittelt
hat, folgt eine ungestime Vergo6ttlichung Alabandis,auf eine gemeinsame
Utopie beruht. Er trifft Diotima in einem Momentrdéerwirrung, als ihm ein
Ziel fehlt und er fuhlt sich sofort erflllt und glklich. Als Hyperion zum
zweiten Mal in den Krieg zieht, spurt Diotima sctaia Folgen der Teilnahme
ihres Geliebten an dem Krieg. Er lebt aber nurdiégrZukunft, widmet sich nur
seinem personlichen Projekt und vermutet nicht, be¢roffen Diotima von
seinen Taten ist.

Wie Holderlin bereits angibt, ist Hyperion ein atafer Charakter, der
zwischen der Annahme der entfremdeten Moderne end Sitreben nach dem
Ruhm der griechischen Antike, und auch zwischentWiod Tat als Mittel hin-
und hergerissen ist, um das verlorene Ideal wiegelangen. Am Ende wird
Hyperion zu einem Eremiten, der sich in die Bergelekzieht. Diotima,
benannt nach der Frau, die Sokrates gelehrt hat,Sghdnheit und Liebe ist,
rettet ihn aus seiner Niedergeschlagenheit. Alsk&f@erung der Schoénheit
stellt sie die asthetische Offenbarung der Gottkihdar. Als ein anderes Ideal
von weiblicher Integritdt und Harmonie, heilt seire geteilte Personlichkeit.
Nach Diotimas Tod versucht Hyperion seine Geliebite der Natur
wiederzuentdecken, um sich mit seinem Schicksainaéh zu kdnnen.
Hyperions Briefe enden mit einer neuen Erkenntmis Dissonanz des Todes
und dessen Verbindung zum Leben und zur Einheit.dbens: ,Wie der Zwist
der Liebenden, sind die Dissonanzen der Welt. Vensiity ist mitten im Streit
und alles Getrennte findet sich wiedét.Diese letzten Worte zeigen etwas
Unbestimmtes, was folgen wird; sie sind wirr undsea auf ein offenes Ende
hin: ,So dacht ich. Nachstens mehf.Nach allen Versuchen und Qualen, die
er durchgemacht hat, kann Hyperions ein neues &apit seinem Leben
aufschlagen.

2. Abschliel3ende Bemerkungen

Die Jahre, die Hyperion nach Diotimas Tod in Dehiiemed verbringt, bedeuten
eine neue verheerende Erfahrung, ausgedrickt in \Weurteilung des
deutschen Volkscharakters am Ende des Romans. mdagBnist, dessen
politische Handlungen fehlschlagen und dessen pekéa Gliick durch den
Tod seiner Geliebten zerstort wurde, findet Vertraued Schutz in der Einheit
der Natur. Das sollte nicht als utopische Einstgjlwerstanden werden,
sondern als Ergebnis der Erweiterung seines Beseiast das die umfassende

1 Holderlin, Johann, Christian, Friedricna.O, S. 68.
12Epd, S. 68.
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Kraft eines wesentlichen Universums erkennt und aaéviduelle Leiden

entwertet. Am Ende des Romans wird Hyperions Seaeder Schonheit der
Natur mit Freude gefullt, und dieses poetische @lefier Einheit bringt den
Helden dazu, die Trennung von Alabanda und Diotifiad zu verarbeiten.
Hyperion findet einen Platz in der Natur, in demn led dem Rhythmus und
der Veranderung des menschlichen Lebens gehort.

Holderlins einziger RomanHyperion oder der Eremit in Griechenland
bestimmt die Themen, die den Schriftsteller finsganzes Leben beschéftigen
werden. Nach der Veréffentlichung vdiyperion widmet sich Hdélderlin nur
dem Schreiben von Gedichten, theoretischen Texibersetzungen und dem
Versuch ein TrauerspieDer Tod des Empedokledas unvollendet geblieben
ist, zu schaffen. Bei der Erforschung der Beziehdag Menschen zur Kunst
sieht Holderlin die Kunst als das gro3te Ratsel aben, wahrend der Mensch
nur eine Antwort auf dieses Ratsel ist. Wahrenddtligm Uber die Tragddie in
der Struktur des Romans spricht, wird sich Holdeil seinen kinftigen
Werken auf die Wiedergabe der Wahrheit der Tragkdimezentrieren.
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Abstract: The present paper attempts to be taken as an rexaaling the

modernity of Kate Chopin, a so-called classic-gtiilve writer due to her open-
mindedness and her bravery, emphasizing two diroeasof the author’s
writings, be it short-stories, be it novels: theu@rn coordinate linked to her
heritage, on one hand, and the feminine inner aglibut also substantiality,
on the other hand, and their fascinating and ssbégesombination in her

fiction.

Key-words: Southern literature; feminine voice; regional realj local color;
women issues.

Preamble

Following the well-known path of the majority of lmiantial writers of any
period, Kate Chopin fell under the ingratitude ef fellow contemporaries: she
became the subject of harsh criticism becauseeoh#tirowness and prejudices
of those times. After the publication ®he Awakening- her last novel -The
Nation magazine would define her ag Southern lady who wanted to do what
she wanted to. From wanting it, she did, with disas consequences.”
according to Harold Bloom The rigid conventional society still hadn’t hdubt
proper ability to understand and gracefully embrsm@ething new, something
resembling modernity. On the other hand, the wriesved open-minded
enough to surpass the limits of the literary catgghe belonged to, the so-
calledregional realism

1. Kate Chopin, the Southerner

This regional realismaccepted as a literary movement identifiable affer
Civil War is sometimes admitted as a partial egeintfor thelocal color
syntagnf; | say partial becausegionalismhas much more flexible conceptual

! See Harold Bloom iivlodern Critical Views — Kate ChopiChelsea House Publishers, 1987,
New York, p.9
2 see Chirica Irina and Mateoc TeodAmerican Regionalism. An American Antholo@yadea
University Press, Oradea, 2006, p. 9.
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borders: it is an expression of the realist aesthe¢émphasizing the
particularities of geographical settingscal colorinstead has been thought to
lack the interest in larger human issues. $bathplayed, for instance, a major
role in thelocal color movementLocal color stories, respectively, tend to be
concerned withthe individual and characters may becorstereotypesthe
Creole as a social and racial group is presentate KChopin's fiction and it is
developed in the good old tradition of the miscegem theme. She created
some literary space for them and defined theseactens according to their
work and social ethics. Thus, the wealthy Creolany@r is presented in
opposition to the Cajun farmer who is very poorClmopin’s short-stories one
would notice the accurate use of dialect which essfully differentiates
between African- American, Creole and Cajun herdessa prose writer, she
slowly got rid of Maupassant’s style and techniguel offered her writings a
flavor of their own, proving able to perceive li@d preserve it properly. She
explored theminimal plot device and a detached, objective and sometimes
ironic tonality. Her narrative is simple but notmgllistic, constructing her
stories ascontrasts pairs of contrasts, exploiting natural imageriegclical
plotting patterns, ambiguity, frame story, paralk#ntence structures and
modalities of disclosure — all these being soméeqravolutionary techniques
in her time. She embraced thmiscegenation themexposing theracial
prejudices of the American society. Some works represent Kakepin's
attitude toward race, so it happens in the cas&esiree’s BabyandLa Belle
Zoraideg for instance; it is a common fact that the fematger was constantly
interested in pointing out the so-callethic distinction revealing truths about
race, class, money, divorce, sex, religion, sogadsibilities, duties, morality
and traditior,

Generally, the landthe plantationis always present in tfeouthern plantation
fiction; it is an indispensable element of such a litetart. The image of the
plantation is a picturesque representation ofdldeworld The archaic rural
life depicted as a happy and virtuous one would batdmned by the future, as
it happens in the case DEsiree’s Babyvhere the revelation of truth might put
an end to the calm existence there, at L’Abri. Tdrel is the symbol afocial
hierarchy. on the top there ihe masterwho in plantation fiction is introduced
as anarchaic father— in the eyes of the abolitionist he is portragsdhe cruel
slave-ownerDesiree’s Babymbodies both perspectives. Armand inherited this
land and rank from his father. On the bottom o$ Bouthern social hierarchy
one can identify the slaves. Slaves have been maAd’'s family for ever.
Slaveryis not depicted as taking one’s freedom, but gsedectly natural

% see Jones W. SuzannBace Mixing, Southern Fiction since the Sixtidshn Hopkins

University Press, 2004, Baltimore, Maryland.
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phenomenon. Armand has become a kinder man asuli oéshis marriage.
L’Abri, the sad looking place, may be a hint of Aand’s evil nature being tied
to having no maternal affection and influence duringst of his boyhood.
Madame Valmonde immediately noticed the baby’s ehiaecestry, but she did
not mention it to her daughter; the environmentkyi changed on L’Abri and
Desiree was completely unaware of the circumstaticas had lead to this
particular shift; her husband had recognized thatiaby was not entirely white
and had turned into his old malicious self and diegito ignore his family. Kate
Chopin’s most famous story attacks several Soutlesues: the interracial
conceiving of children, man’s dominance over higevénd whites’ dominance
over blacks. Desiree’s Baby's thematic deals whthracial tragedy in its close
connection to the process of miscegenation andcdalssequences; it is
constructed with the use of the flashback technithetechnique of ambiguity
and that of multiple narrators — all these combingti symbols and irony. In
regional terms, the story exploits some specifictBern elements, such as:
plantation and slave owner, slavery, mixed anceStngy all seem significant,
but the unexpected reversal of the given situadiotine very end of the story is
quite spectacular and modern. The majority of Kal@pin’'s works are set in
worlds where stability/ permanence is quite a pieaa state: change is always
threatened by fate, by the assaults of potentiathgovernable individual
passions or merely by the inexorable passage d.timis the mark of the
author this particular device of coloring existeasenecessarily uncertain.

In her collectionsBayou Folkand A Night in Acadige one may refer to the
ambivalent position of the author, as she writeth las a member of community
and as a reflector of it, both accepting and commegrdn the values of that
community. Being aware of the given reality thagemson’s place is within the
given community, she emphasizes the hyper-rediigy mostly a community
lives inside that person; she knows quite well firees that would shape a
human being. Generally, her characters seek arbetistence, but as inner
parts of a community, usually one labeled by pnmise they end up
appropriating the others’ values in their attemptreéach for a balanced life.
Thus, she integrates issues suchegsonal character, race, culture, powand
sexto the larger area denominating women concerhe -blending of so many
elements results in the presentation of a mulatacnultiethnic, multilingual,
gender-sensitive Ameri¢a

2. Kate Chopin, the Feminine Voice

* As it is suggested by Jones W. SuzannRage Mixing, Southern Fiction since the Sixties
John Hopkins University Press, 2004, Baltimore, y&nd.
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Some critics consider her a significant feministhe American literature for
her focus on women'’s lives and for underlining thegrpetual efforts to create
an identity of their own; nevertheless her purpeses not to become an
acknowledged feminist warrior, but only to analya@me constant feminine
issues, such as women’s emotions, women'’s reldtipaso men and women'’s
sexuality in a society ruled by male figures, thasions in female’s life, the
work and love conflict and so on. So she was nateqga feminist, but she
definitely took women very seriously, as she opebélieved in the inner
feminine strength and her sympathies dealt with itttevidual seen in the
context of personal life and society. The topicshef stories concerned the
everyday common existence of Louisiana inhabitatitese she turned into
characters, portraying all social classes: aristozCreoles; middle- and lower-
class Acadians; mulattoes and blacks; Native Araas@r immigrants; the rich
and the poor. Her stories explore relationships antbese various classes and,
especially, relationships between men and women.v&sinterested in her
surroundings and she preserved her observationsately in her writings.

Several of her works contain soraetobiographical elementss it is the case
of her first novelAt Fault or the short-storyrhe Story of an HourShe did not
use a subjective perspective, as her narratives marconfessionals. Whatever
the reader finds out about the characters is dtrelsthe narrator’s indirect and
occasional report deriving from small signs of theteraction with the others.
The wordless understanding a typical Chopinian technique and she makes
use of it both to white and black protagonists: élu¢hor tried to capture and
consequently to offer the reader a distispeech patterrapplicable to each
category of protagonists, be it white, be it blastke portrayed her characters as
an outsider of her own text, the deeper recesh@htand their motivations
emerging exclusively from action, conversation lee unraveling of the plot.
One may speak about a certain sense of complendyasso tragedy in Kate
Chopin’s thematic. She was mostly concerned with thvelation of the
inherent conflict between the traditional requiretseof a wife and a woman’s
need for discrete personhood — this particularioensn Kate Chopin’s fiction,
usually prevents a woman from having both a happyriage and a fulfilled
life of her own. But she also explored as a thehrewomen’s search for
selfhood and self-discovery, the mutiny againstaomty, against social norms
and generally against prejudices that limit fenmgmlgdossibilities and
opportunities dealing directly with their prohildtenner accomplishment — in
this respect, we may refer to her last significavark, her novel The
AwakeningThe writer would see the issuefodedomas a strict matter of spirit

® See Flora, Joseph M. and Mackethan, LucindaTHe Companion to Southern Literature:
themes, genres, places, people, movements and otifsiana State University Press, 2002.
20



and soul, a matter of choosing to live your liféhin constraints. She did center
the figure and particularities of women in her $xt

Kate Chopin would inspiringly use the so-calleatural imagesas emotional
correlatives, as symbols. IRipe Figs natural images are paramount; the
journeys are planned according to when figs ripssh éhrysanthemums bloom
and even places are defined by what they prodube. sketch is structured
between these natural boundaries, both spatiateangoral. In this story there
is not yet the rich symbolic imagery which strueturKate Chopin’s third
novel, The Awakeningnevertheless, it has the same unifying power ntlaek
of the author. In her childish exuberance and imepat, Babette studies the
natural processes far more closely than Maman-hanao closely that for her
the ripening of the figs seems to be quite a slovegss. Babette is learning to
watch and follow the seasons’ and nature’s chan@edette is actually
absorbed by the natural switches that will foresadhe time of her visit to
Bayou-Lafourche. The interplay between woman, ctiiid nature would charm
the casual reliance on natural patterns, not fgrgarticular inherent meaning
they may have, but simply because they are. Theotisgclical patternis
another specific mark of the author. Many of Kateofin’s stories would end
exactly where they began, not without significahtairege in the characters’
behavior or in their situation. In her novefy, Fault and The Awakeningshe
would also use this particular technique Ripe Figsthe change in Babette is
much more subtle.

The critical success, although quite modest, eragmd Kate Chopin to drop
the Southern local color and prefer a more dirgaim@nation of women'’s role
and the price of their inner self-assertion. As agfhiet, she evolved as well: her
first novel, At Fault, was not a remarkable one — the use of the sugeess
marriage plot to explore the responsibilities oé tbexes toward each other
made no impact in transforming it into a succets.nain issue remains the
social change; her second novel wasung Dr. Gossebut it was never to be
published because she destroyed the manuscriptlaberand most famous
novel, The Awakeningactually ended her career, because she daredit® w
about stuff that others wouldn’t even dare to thafsout. But it was later
discovered and nowadays it is considered a solabfpof Kate Chopin’s
literary gift. The novel starts with the funny cersf the parrot in its cage; we
are also told that the parrot speaks a languagedyoboderstands, with the
exception maybe of the mocking bird hung on the rotige of the door. The
cursing parrot and the mocking bird are significas far as the main

® See Manning S. Cardlhe Female Tradition in Southern Literatuoard of Trustees of the
University of lllinois, 1993, U.S.A.
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character’'s awakening is concerned, a symbol fodksire for freedom; these
two birds may as well represent the two strong woimethe story — the parrot
may symbolize Edna, while the mocking bird may dtdor Mademoiselle
Reisz. Edna is understood only by Mademoiselle Rdike the birds, these
women’s flying is restricted by society, a socieffed by conventions, morals
and precious appearances. The color differencemapped out in the text as
well as the social hierarchy. The novel attacksudgegmodern thematic: a
Southern woman (Creole) who is trapped in her rageriand whose husband is
taking her as granted, transforming her in his qeak property, making her to
seek inner fulfillment, escaping thus from the edd cage, from the
conventional societyThe novel exploits a variety of Southern topickeal
womanhood, recollections of war, tensions betweererikcan business men
and Southern (Creole) culturéut mostly it utters the depths of tbenflict
between the individual and the society this particular respecthe clash
between the modern and the traditiorshlso very perceptibl@he Awakening
does not merely attack the institution of familyt it especially rejects the idea
of family as the absolute equivalent of femininé-&dfillment. According to
the Southern traditional perspectitbe communityplayed a significant role
and people were measured in accordance to thatiaelto their community:
so, appearance was crucial. On the other hand, &afdiGilbert seesThe
Awakeningas “a female fiction that both draws upon and rewde de siecle
hedonism to propose a feminist and matriarchal nojtAphrodite/ Venus as an
alternative to the masculinist and patriarchal mgthlesus.?

Solitude is one of the basic coordinates of the hoiecan be assed as a
consequence of independence, her independenc&iiometo her community,
the very one that imposed strict norms of duty yimg domestic restrictions.
Edna’s father, the Colonel, tells his son-in-lavuthority, coercion is what is
needed. Put your foot down good and hard; the wsly to manage a wife...
The Csolonel was perhaps unaware that he had coéiseawn wife into her
grave’

The author’s ironic intrusion is quite dark, ash#ppens in her famous story,
Desiree’s Baby Thus, she inspiringly notices how harmful thehauty and
coercion of husband can be, underlining the tragrisequences of taking away
someone’s free will. The Southern women era laci@dnly in their freedom,
but also in their personal identity given the rgathat women had to accept
their places within a restrictive society. Those vdi break out were seen as

" According to Bloom Haroldylodern Critical Views.,.quoted edition, p. 91.
8 Chopin Kate;The Awakening and Selected Stories of Kate Ch&gnguin Books Ltd., 1976,
London, England, p. 84.
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outsiders and they would end up completely alorae KChopin would criticize

the Southern women'’s practice of passivity. Edndifferent in the sense that
she is brave enough to acknowledge her feelingst@aratt according to her
own will. Reading Edna’s story is a path that leadsthe revelation of a
discrepancy: that between morals and woman’s imaure. Edna awakens
gradually: first when she discovers her strengtBvimmming for the very first

time; later she discovers the pleasure given bytipg. When Edna is

completely alone, she is indeed awakened and coestgshe can face the
unlimited. This novel is full of symbols which wallnify the story: the sea,
the sky, the sand, the sun actually may be takeegas/alents for the basic
elements of universe — water, air, earth and fifee sea, for instance,
represents both freedom and escape; and alsoythbokc and cathartic rebirth
of the protagonist.

The inner and fascinating modernity of the novebahcludes the dimension of
apprenticeship, in its feminine connotation, megnin novel of awakening,
dealing with a heroine and her specific attempigaon the nature of the world,
to understand its significance and to acquire thilpophy of life, her life.

Bibliography:

Bloom Harold, Modern Critical Views — Kate ChopirChelsea House Publishers,
1987, New York

Chirica Irina and Mateoc TeodoAmerican Regionalism. An American Anthology
Oradea University Press, Oradea, 2006

Chopin KateAt Fault, Penguin Books Ltd, 2002, London, England

Chopin KateBayou Folk and A Night in Acadi®enguin Books Ltd, 1999, London,
England

Chopin Kate,The Awakening and Selected Stories of Kate Chdtemguin Books
Ltd., 1976, London, England

Flora, Joseph M. and Mackethan, LucindaTHhe Companion to Southern Literature:
themes, genres, places, people, movements andsndaifisiana State University
Press, 2002

Manning S. CarolThe Female Tradition in Southern Literatuioard of Trustees of
the University of lllinois, 1993, U.S.A.

Jones W. Suzanne Race Mixing, Southern Fiction since the Sixtieshn Hopkins University
Press, 2004, Baltimore, Maryland.

23



Physical and Psychological Borders between Cultures Petru
Popescu’s Novelhe Last Wave

Sorina Comsa
MA student
University of Oradea
comsa_sorina@hotmail.com

Abstract: The aim of this paper is to offer an analysis ofriPd>opescu’s
novel The Last Wave from the perspective of a caltéustralian identity.
The paper discusses the distinctiveness of the igibaf culture against the
culturally dominant group of the Western societyd ahe main protagonist’s
experiences and transformations in the processisabdery of his original
culture and heritage in his search for identity

Keywords: The Last Wave,identity, Western society, heritage,
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Narrative Construction

During a fierce rainstorm in Sydney, an altercatomturs among a group of
Aboriginals in a pub, which results in the mystagaleath of one of them. The
unexplained death is ruled a homicide, and four @enaccused of murder.
Through the Australian Legal Aid system, a lawy@ayid Burgess, is procured
for their defence and he takes on the case.

Plagued by recurring bizarre dreams, the lawyerinsego sense an
"otherworldly”, mystical connection to one of thecased Chris Lee whom he
invites for dinner. He is accompanied by Charlibpviurns out to be a shaman
and who identifies David as being from an ancienbd from the West.
Meanwhile, increasingly strange weather phenomesatlthe city: large hall,
mud, red and black rain falling from the sky.

David’s dreams intensify along with his obsessiatihwthe murder case, which
he comes to believe is an Aboriginal tribal killibg curse and subject to tribal
law. But, as the government doesn't acknowledge ttieae are tribes in the
city, defending the men appears to be impossibletebver, the defendants
remain silent and refuse to cooperate. After hehagat information about
Aboriginal practices, David realises that the disitng, prophetic dreams and
the worsening storms are connected: the weathexr $gn of a coming
Apocalypse predicted or created by the magic ofAiherigines.
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The novel finally climaxes in a confrontation beamethe lawyer and the tribe's
shaman in a subterranean sacred site beneathyhedsiercoming the shaman,
the lawyer escapes to the surface to warn evergboat the ‘Last Wave’ (the
Apocalypse), but realises it's too late when he $ke wave bearing down on
the city.

Constructing David Burgess’s identity

David’s search for identity is not revealed frore trery beginning of the novel;
instead, it is gradually constructed by the autibo uses various procedures.
Initially, his identity is apparent to us all: Davis an Australian, he is white,
male, upper-middle class, married with two childigoth girls), a solicitor
specialising in corporate taxation, originally agnaint from the South America.
His natural parents are both dead, but his stepfashminister, is still living.
David is described as a person with a very pragmapproach to life, “so
civilized looking that he seemed incapable of besegsitive or even angry”
(Popescu, p. 15). “His life was too perfect to nebdnge” (Popescu, p. 15), as
he believed he was totally normal and rather unesteng. However, he is not
an everyday person. At dinner, he suddenly looksing dashes to the stairs,
where there is a spreading puddle of water. Latdrdsestrange dreams through
which he moves from a position of sceptical igneeno awareness that
everything he thinks he knows about himself anduabte world is wrong. His
dreams offer revelations of future and force himecognise buried knowledge
of his own past, including a premonition of his hats death: “Dreams are a
way of knowing things” (Popescu, p.100). “He wasngoto learn something
about himself” (Popescu, p.86).

Situations and experiences, at first random andnmected, gradually gather
meaning and occur in relation to a definite orded @urpose. The search for
identity has just begun. To render this idea, PBtypescu chooses two different
procedures: one has to do with how Daaids the other with what heees
Very often the two are mixed together: what Daedsshas an effect on how he
acts. For example, when he has strange dreamstshapsin bed, gets out of
bed, and goes away from his house and from hiseyfthen, he sends his wife
and children away, leaves his house and does muoe dmack. He is going
toward the Aboriginal people whom he has seensndneams and whom he is
defending in court; he is leaving an everyday whiterld for a dream-like
black one. He leaves the inside of the house, wihere is light, warm, dry and
secure, for the outside where there is dark, ook, and uncertainty prevalils.
The search has brought about visible changes:dblkel tired and seemed to
have lost weight; his eyes had changed, they loakadker and burned
feverishly staring inwards rather than outwardsigéscu, p. 127).
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David is finding his identity. If he is moving awdsom civilisation towards
nature, it seems inescapable thatibdentity is to be found in nature. At one
point he dreams that a young Aboriginal man is Imgjdi stone out to him upon
which a symbol of his, of David's identity is padt This man has the secret of
his identity and is trying to give it to him.

The meeting with Charlie, an Aboriginal mystic wektraordinary powers, has
a paramount significance. 'Who are you?' (Popgsd49) Charlie asks over
and over. David does not know who he reallyinside him his true identity is
still hiding.

Charlie asks him whether he is a stone, a snakestar. These questions might
be equivalent to asking him whether he is humaratwhs ancestors were.
They might also tell us that Charlie knows Davidnst human and is quite
literally asking him what non-human thing he is. fhds not enough
information to know for certain how to interpret wh&harlie intends.
However, the questions function to suggest to lus,readers, perhaps for the
first time, that David may not be human. “Are yowlkurul?” (Popescu,
p.150), Charlie asks.” Yes", David replies. Davehrms that he is and has
always been the medium through which the spiritkdull speaks, “a spirit of
the Dreamtime” (Popescu, p. 160) “who came to tlaenfand from across the
sea, bringing sacred stones (...) when the faite twa be protected, or
reinforced” (Popescu, p.161).

David finds his cultural roots, he finds his idépntwhichis a cultural one. He

is moving away from his family and towards the Algoral people because his
identity is somehow to be found with them or throudpem. W. D. Routt
(1994) states that this seems to fit the patterth@fconflict between "culture”
and "nature" - between what we think of as civdisend, therefore, artificial,
and what we think of agre -civilised and therefore natural. He also adds tha
this conflict is often expressed in Australian atdd products, and very often
‘the original inhabitants of the land’ are constadt in such products as
‘representatives’ of what is natural and what, eéf@ne, should not be disturbed
by the process of history.

The Last Waveseems to be particularly harsh in condemning wihhite

civilisation has done to black nature. The Aborggnsocial perception is
almost non-existent: they live underground secrethd their number has
decreased dramatically. David's wife's family haserb in Australia for
generations, but she's never herself met one;ubkcpdefenders consider them
hopeless in court, because they don't seem tomemowhat's going on and fail
to defend themselves; they're protected by patstitalaws that treat them as if
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they were not human beings, but endangered wildifeite people say that the
Aboriginal people are not supposed to have killdty B1 a traditional cultural
way because they live in the city and #rerefore'not tribal' (Popescu, p.47).
The white man's city, then, is presumed to havéralgsd the tribal identity
which is the whole cultural identity of Aborigingkeople. This destruction is
explicitly related to a historical process: oureatton is drawn to a book with
facing illustrations of Aboriginal men:"a proud, kel desert Aboriginal and an
urban black, drunk, sleeping in a suburban railwtation. The caption was:
“The fatal impact” (Popescu, p. 60). These aresatitieudes of the society which
this novel is attacking. However, beneath the wgisface of what is shown to
have happened to Aboriginal people, the culturen@e powerful than the
white man's history and the white man's photographge Aborigines’ myths
survive, glimpses of spirituality penetrate fromdemeath: David's stepfather,
a preacher, acknowledges the old records of thesaivho once lived in
Sydney, and the old shaman Charlie immediatelyg®izes an ancient water
symbol on a stone in a picture from David's oldtphedbum.

The civilisation/nature conflict is clearly showight from the beginning. When
a violent storm strikes in the outback, its tangahe school. The next thing we
see is the aurora australis over Sydney. Then la Inmgdern office building,
with David in an office, interior corridors and atgdhat rises. Over and over,
signs of machines, of rigidity, of artificiality. Bove these signs, grey storm
clouds and rain - signs of violent weather thatsuspect, from what has gone
before, means danger to the city and its people.

The book begins in the outback, where weather is ghemy of (white)
humanity: fire and flood, drought and wind. Thergtof people facing the
elements is told again and again in Australian bpwkthe newspapers and on
television. However, the story is told somewhatedéntly by David who can,
in some ways, foretell the weather. He can do waryone says the
Department of Meteorology cannot. Indeed, his idieig all bound up with his
ability to see what will happen. Not with any dedire might have to control the
weather, nor with any particular opposition he hasthe weather. David's
identity has to do only with being able to see wivdk happen. W. D. Routt
(1994) maintains that it is ‘a passive identitygtran active one. David seeks
his identity out in nature, but he does not become with the active forces of
nature when he has found it. When he is activde&ees "civilisation" and his
family and his house.

In the end, he stays passive as he kneels on #eh Heefore the inevitable,
having truly found himself at last. His back istte city, to his house, to his
family - but his back is also to Chris and to thkeotAboriginal people. He is
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facing awayfrom all of that and facing towards what he hasesbwely seen
through what has gone before.

However, | do not think he is facing his "identityThat problem has been
solved: now he knows who (or what) he is. He istaad, facing his destiny
For that destiny he has given up all human conkéethas even killed for it.

The novel has an open ending: the reader wondenst dlve consequences of
David’s search for cultural identity, and if Dawids found what it means to be
an Australian.
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Abstract:: Based on Hannelore Link’s introductory work upooceggtion study
following paper tries to offer an overview of tmather new domain of literary
theory. Reception theory called aesthetics of remepas well studies the way
literary works are received by their “consumersVihg as important factors
not only literary texts (work-focussed perspectibe) in an equal measure
readers, authors and their interaction, too. Adogrdo their focus there are
more tendencies and reception models to distingwishin reception study
such as the aesthetics of reception (Wolfgang,I&&dory of reception (Hans
Robert JauR) interested in the interaction amotayaliy works along their
history of existence, their “producers” (authorsyl&receivers” (readers) with
their horizon of expectations, object- respectiglpject-focussed models.

Schlisselbegriffe: Rezeptionsforschung, Rezeptionsasthetik,
Rezeptionsgeschichte, Autor- und Leserinstanz, HEuowgshorizont,
Leerstellen

Einleitung

Die Rezeptionstheorie, oder Rezeptionséasthetik,sigevon einer Gruppe von
Wissenschaftlern genannt wurde, beschéaftigt sichs aleil der

Literaturwissenschaft damit, wie Kunstwerke vorerilLesernKonsumenten

rezipiert werden. Wichtige Faktoren sind dabei thiobr literarische Texte
(werkimmmanente Perspektive), sondern auch Leserorén und ihre
Interaktion. Die Rezeption eines Textes ist sowalm textexternen, objektiven
Elementen, wie z.B. Geschichtsablauf als auch wvoteren Aspekten, wie
Autor- und Leserinstanz und ihre Interaktion beting Folgenden werden
diese Faktoren analysiert.

Zieht man die Autorinstanz unter die Lupe, so ecktleman folgende
Unterscheidung: Jedes literarische Werk setzt eieetexternen Autor voraus,
er ist der sogenannteale Autor eine historische Person. Sehr oft wird er aber
mit dem Erzahler aus dem Text verwechselt und lgdgisetzt, obwohl dieser
eine textinterne Gestalt, ein Geschopf des Autoicht der Autor selbst ist.
Diesen Erzahler oder Sprecher nennen wir @ktiven (expliziten) Autor.
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Natiirlich kann er Ahnlichkeiten mit dem realen Aut@ufweisen, manche
Ansichten des Autors vertreten, da literarische R&epft biographische
Elemente enthalten, also vom schriftstellerischahjéktivismus gepragt sind,
jedoch sind die zwei Instanzen nicht miteinanderemwechseln.

Dem realen Autor gegenuber steht dbstrakte(implizite) Autor. Der ist das
Bewusstsein, in dem alle Einzelheiten der Textdesteen Sinn haben. Es ist
ein abstraktes Gebilde, hat nie die Individuakider textexternen Person, er ist
der reale Autor befreit von all den Zufalligkeiteginer empirischen Person.

Auf der Leserseite treffen wir dieselben Kategoriddem realen Autor
entspricht derreale Lesermit seiner historischen Gestalt. Die textinternen
Strategien des abstrakten Autors driicken eigendienntentionen des realen
Autors aus. Diese Strategien sollen auf den Leséeew, Bedingung ist, dass
dieser Letztere die Regeln des richtigen Rezipgerekennt. Das
Leserbewusstsein, das mit den oben genannten Regelraut, also den
Strategien gewachsen ist, entspricht dem abstraligtor und heil3t der
abstrakteoder impliziteLesetr wie ihn Wolfgang Iser nennt. Diese Instanz ist
auch ein theoretisches Gebilde und bezieht sich @eh ,im Text
vorgezeichneten Charakter des Les&nsbtn W. Iser als ,Aktcharakter des
Lesens? gekennzeichnet; es ist ein ,fiir das Verstandnisendiger Leser*

Der Partner des fiktiven Erzahlers (Autors) ist tiktive, explizite Leserihn
spricht der Erstere im Text an. An einem konkreBemspiel kdnnte man diese
Instanzen folgenderweise beleuchten. In E.T.A. Hafins Ansichten des
Katers Murrist der Kater der fiktive Autor, der Erzahler.\Eendet sich an den
fiktiven Leser, der seine Vorbilder im realen emgBamen Publikum der Zeit
hat. Die bruchstiickartige Aufzeichnung der Lebesshehte des
Kapellmeisters Kreisler ist die Arbeit des absteakAutors, der ein anderes,
um das Verstandnis bemiihtes Publikum hat als d€atergestalt. Uber die
notigen Verstehensfahigkeiten verfligt der implizZigbstrakte) Leser. Diese
Instanzen stehen miteinander in Verbindung, so arerdir im Folgenden das
Verhaltnis zwischen dem realen und impliziten Lesdem realen und
abstrakten Autor und zwischen dem realen Autor ded realen Lesern
analysieren.

! Wolfgang Iser:Der implizite Leser. Kommunikationsformen des Ramaon Bunyan bis
Beckett 1972, zit. nach Hannelore LinRezeptionsforschung. Eine Einfihrung in Methoden
und ProblemeStuttgart, Berlin, KdIn, Mainz: Verlag W. Kohlhaner, 1976, a.a.O.
% Ders., S. 8-9, zit. nach ebenda, S.23.
® Wolfgang Iser, a.a.O.
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1. Das Verhéltnis zwischen dem realen Leser und demmpliziten Leser

Die Beziehung zwischen dem realen und dem abstrakaéor finden wir nicht

hundertprozentig auf der Leserseite wieder, demnatistrakte Leser ist nicht
aus dem realen Leser abstrahiert, sondern es wdtdeh die einzelnen realen
Leseprozesse aus dem realen Publikum die ausgew#h#ich dem impliziten
Leser annéhern. Die Beziehung zwischen den zwesrkegen hangt von der
Kommunikation zwischen dem jeweiligen realen Lesed dem Autor ab, es
geht hier eigentlich um diedaquate RezeptionBeide Instanzen wirken
aufeinander ein, nicht nur der reale Leser kanh siem impliziten Leser
anndhern, sondern auch der Text kann vom Chardktemrealen Publikums
beeinflusst werden.

1.1. Das Verhéltnis zwischen dem realen/abstraktenuor

Es ist ziemlich schwer vom impliziten Autor auf d&ealen schlieRen zu
lassen. Wenn man aber mehrere Texte von demselisem Yor sich hat, kann

man aus diesen jeden einzelnen abstrakten Autonsétkiieren und feststellen,
auf welche Gemeinsamkeiten diese aufweisen — gierz@amlich Vorliebe fur

bestimmte Themen oder Verfahrensweisen. Die Sumiaserd abstrakten

Autorinstanzen ermdglicht schon eine Anndherunglignempirische Gestalt
des realen Autors. Das Vergehen der Zeit bewirkt &mderungen beim realen
Autor und demgemall auch bei der abstrakten Autanas Das ist die

Erklarung fur die Unvereinbarkeiten zwischen demzeinen abstrakten
Autoren in verschiedenen Texten.

1.2. Das Verhéltnis zwischen dem realen Autor undeh realen Lesern

Hier fungiert der Autor als Initiator, von ihm geffie Kommunikation aus, die
auch in Einweg-Kommunikatiorenden kann. Wenn aber der Leser auf die
Personlichkeit des Autors rickwirkt und das in neeéin Texten geschieht,
entsteht eine Makro-Kommunikation Dadurch ist es zu erklaren, wie
Unterschiede zwischen dem abstrakten Autor im Textind im Text 2
auftauchen; die Rezeption des Textes 1 hat nardieliProduktion von Text 2
beeinflusst. In dieseMakro-Kommunikationkbnnen auch Missverstandnisse
auftreten, die zu Fehlrezeptionen filhren. So istRezeptionsgeschichte eines
Textes oft eine Reihe von Fehlrezeptionen.

In diesem Sinne beschaftigt sich die Rezeptionsfansg mit zwei grof3en
Fragen, und zwar: Wie sind literarische Texte vealen Lesern verstanden —
also Bedingungen des Verstehens bei den Rezipientend wie sollen sie
richtig verstanden werden — Bedingungen fur dastdedenwerden?

2. Rezeptionsasthetik gegen Rezeptionsgeschichteendmpliziter Leser
gegen realen Leser
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Die zwel Forschungsgebiete zeugen von unterschlestii
Forschungsinteressen: die Rezeptionsasthetik vzéihihrem Gegenstand den
impliziten Leser, wahrend sich die Rezeptionsge$thimit dem realen Leser
beschaftigt. Es ist eigentlich die alte Konkurren@ischenergozentrischer
Interpretation (werkimmanent) und sozialgeschichtlich, soziolohis
orientierter  Literaturwissenschaft. Gegenstand d&ezeptionsasthetik,
programmatisch durch Wolfgang Iser und Victor Lafgenuliert, ist das fur
das Verstandnis des Textes notwendige Bewusstis2)n o ist die Rezeption
des Textes eine adaquate Reaktion auf die Stratefge abstrakten Autors.
Rezeptionsasthetik befasst sich mit dem abstraktear (A2) und Leser, mit
der textinternen Ebene also und gelangt dabei mer éiextfixiertheit, einer
Ubertriebenen  Werkimmanenz. Sie arbeitet mit solchabstrakten
Wortgebilden widntentionale LeserstruktuiL2), Aktcharakter des Leser(g/.
Iser, 1972). Ein Text sollte aber kommunikativeehiitonen haben, so setzt man
ein Bewusstsein voraus, das Intentionen hat, Badgeh produziert und ein
Bewusstsein, das diese Bedeutungen aufnimmt, repieytiu Aus den
programmatischen Formulierungen ergibt sich abehtniob L2 und A2, die
textinternen Gestalten, als Kommunikationspartnisr @ersonell denkende
Instanzen betrachtet werden oder nicht.

Das Programm von Hans Robert JauRR, zum erstennéal d9fgestellf, wird

als ,Literaturgeschichte des Leser&bnzipiert und es erdffnet vor der in den
Hintergrund gedrangten Literaturgeschichte neue IMidkeiten. Jaul3 betont
das ,dialogische Verhaltnis von Werk und PublikGnathd darin wird dem
Erwartungshorizont eine bedeutende Rolle zugeschrieben, da er die
Voraussetzungen benennt, anhand deren der reade eiesWerk rezipiert. Den
Begriff realer Leser ersetzt er mit dem Allgemeineren - ,bestimmten
Publikum*“ und analysiert dessen ,spezifische Disposifipdfe Erwartungen,

die von solchen Kategorien abhangen, wie: ,Vonardhis der Gattungen®,
.,Form und Thematik zuvor bekannter Werke", ,Gegénsan poetischer und
praktischer Spraché”.Dieser Letztere soll aber einen Gegensatz zwischen
Fiktion und Wirklichkeit implizieren, so kann deeser ein neues Werk sowohl
im engeren Horizont seiner literarischen Erwartumgés auch im weiteren
Horizont seiner Lebenserfahrung wahrnehmen.

* Hans Robert Jaulkiteraturgeschichte als Provokation der Literatussnschaftkonstanz,
1967.
® Ders., Literaturgeschichte als Provokation der LiteratussenschaftFrankfurt/M., 1970,
a.a.o.
® Ebenda, a.a.O.
"Ebenda, a.a.O.
® Ebenda, a.a.O.
° Ebenda, zit. nach Hannelore Link, S. 45.
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Da die Rezeptionsasthetik nur auf die Rekonstrukties impliziten Lesers aus
dem Text bedacht ist, sich nicht mit den realenavssetzungen und Folgen
von Rezeption beschéftigt, kann sie nicht festestellvie angemessen ein Werk
den Rezeptionsbedingungen ist und wie angemessarhigetlich realisierte
Rezeptionen diesem Werk sind. Indem Jaul3 ein Welk s$einem
Erwartungshorizont vergleicht, stellt er die wedenBestimmung vom
Kunstcharaktereines literarischen Werkes auf. Werke, die die @&tuwngen
fullen, gehoéren zur Unterhaltungsliteratur, solclie diesen Erwartungen
gegeniiber eine ,asthetische Distdfizhalten, verlangen vom Leser einen
Horizontwandel. Ist der Leser dazu bereit, volltidreine adaquate Rezeption,
wenn er aber ihn verweigert, fuhrt das zu einerlréebption. Eine adaquate
Rezeption ist von inner- und aul3erliterarischen téfak bedingt: Die
Konditionierung des Publikums kann durch den Anspruch dieses und
vergleichbarer Werke oder durch aulRRerliterarisdiistorische Erfahrungen
erfolgen, die es fur Dinge im Text hellhdrig macheie,ihm zum Zeitpunkt des
Erscheinens des Werkes noch entgingen. Die Veumgtzwischen Text und
Realitat kommt nur dann zustande, wenn sich diei Gebiete, Asthetik und
Geschichte, verbinden und nicht entgegensetzen.

Ein redendes Beispiel dafur ist Christelrose RiszlRezeptionsanalyse anhand
Ulrich FletrersBuch der Abenteuerfir Herzog Albrecht IV. von Bayern
verfasst. Dieses Buch ist fur das hofische Lesdipuin des 13. Jahrhunderts
bedacht und stellt eigentlich eine Neubearbeituog #Artus- und Gralsepen
dar. Die Kommunikationssituation irBuch der Abenteuewird von Rischer
durch eine rezeptionsasthetische Analyse erschiiogliese Analyse entdeckt
die kalkulierte Ausrichtung des Werkes auf ein inasttes Publikum; durch die
historische Distanz zwischen den Vorlagen und\erfassung bekommt man
Information Uber die veranderte historische Sitratider Rezipienten.
Rezeptionsasthetik und -geschichte verbinden siatieasem Werk, da das im
Werk vorgezeichnete Publikumsverhalten mit den HEuvgen des
tatsachlichen Publikums gleich ist, also L2 = LhsDesultiert daraus, dass der
Autor das Buch fir ein identifizierbares Publikuredgcht hat, mit dessen
Erwartungen er rechnen konnte. Literatur fungierér hals Mittel der
Selbstreprasentation, Fuetrers verkirzte FemtmdividualisiertVorgénge, die
dadurch jederzeit aktuell wirken und das stets geta Leitbild ritterlichen
Idealverhaltens zeigen.

Fuetrer hat seine intendierten Leser erreicht, ida seine Leseridee auf die
Beschaffenheit des realen Publikums stitzte. Dagérder Leseridee gehort

10 JauR, a.a.o.
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namlich nicht nur zum Wirkungsbereich der SoziodogiVenn man das so
betrachtet, fallt man in die Falle der Textimmananmz Kommunikation
kommt nicht zustande. Als kommunikativ Handelndessgiin Autoren stets mit
dem Leser als Mithandelnden zusammenarbeiten. d6ilthe Zusammenarbeit
bildet die Makro-Kommunikatiorewischen Autor und Leser. Verstandnis oder
Missverstandnis vonseiten des Lesers ruft Reaktiales Autors hervor, die
wieder auf ein Publikum gezielt werden und so ehtsein Dialog zwischen
ihnen.

Wie diese Makro-Kommunikationfunktioniert, kénnen wir am WerlDie
Leiden des jungen Werthdsetrachten, das seinerzeit einer Fehlrezeption
begegnete. Die Reaktionen des Publikums aufs Wallerh die mangelnde
Ubereinstimmung zwischen der Leseridee des Autord der wirklichen
Beschaffenheit des Publikums zum Vorschein gebradfiihrend sich Goethe
durch die Verwandelung der Wirklichkeit in Poesiteiehtert hat, haben die
Leser die Poesie in Wirklichkeit umgesetzt und btan, man sollte sich
erschiellen. Man konnte glauben, Goethe hat das Warlftr sich selbst
geschrieben und war auf das Publikum gar nicht diedd®ieser Vorstellung
spricht aber rezeptionsasthetisch die Beschaffenhdes Werkes,
rezeptionsgeschichtlich die Analyse der Kommundedsituation und die
Riuckkoppelung des Autors auf die Reaktionen deslilRubs wider. Die
Leiden des jungen Werthewar fir die Offentlichkeit geschrieben: der
Briefschreiber wendet sich mitteilungsbedirftigeamen Adressaten — das setzt
also einen Kommunikationspartner voraus —, die reaflen Formen der
,Objektivierung” sorgen fur Distanz zwischen dem iddr und dem
Romanschreiber. In den Briefen wird ein Empfangeén, fiktiver Leser (L3)
projiziert, dessen Reaktionen flr den realen L@sg) als Anweisung dienen.
Man erwartet also vom intendierten Leser Sympathiber keine Teilung des
Schicksals, die textgemalle Reaktion des Lesers ift Hatharsis und nicht
Mimesis.

Aus dem spateren WeiBichtung und Wahrheig¢rfahren wir, wie sehr Goethe
am Urteil seiner Freunde gelegen war. Da haben waiso die
Kommunikationssituation, die Reaktion des kleineblkums nimmt die der
groRen Offentlichkeit vorweg. Der dritte Beweis ittafdass das Werk fir ein
Publikum gedacht war, ist Goethes Reaktion auRdizeption durch die Leser.
Zuerst erwartete er einen Horizontwandel vonsedtest Publikums, gab aber
spater nach und machte einige Anderungen am Weekeidie noch gréRere
Distanz zwischen Fiktionalitat und Wirklichkeit sdften.

Goethe selbst versucht Grinde fur die Fehlrezegtioinden, sucht die Schuld
aber beim Publikum. Der eine Grund wére die sogialpologische Disposition
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(unbefriedigte Leidenschaftgrder andere ein innerliterarischer, und zwar das
aufklarerische Konzept der unmittelbaren Nutzlichken Literatur. So wird

das innovative Werk am alten Literaturverstandnsmessen. Auf den
soziologischen Grund reagiert Goethe mit der Umtarbg des Werkes, auf
den innerliterarischen mit der Auseinandersetzung den Aufklarern. Die
Begegnung mit dem inkompetenten Publikum und detetdnhied zwischen
wirklichem und wahrem Leser machten Goethe davon bewusst, dass dieses
Publikum der Erziehung bedarf.

Zusammengefasst hat die Riuckkoppelung folgende ReésuRezeptionserfolg,
— was die Bestatigung der kommunikativen Strategies Autors bedeutet —
oder Fehlrezeption. lhrerseits kann die Fehlrepaptblgende Reaktionen des
Autors hervorrufen: Anerkennung der Anspriche degblikums und
Anpassung der Autorintentionen daran oder Nichtarerung dieser
Anspriche. Diese Letztere endet meistens in eimsigRation des Autors, da
das Publikum dasichtige Lesen nicht lernt und in einer Hoffnung auf die
Kommunikation mit wenigen Auserwahlten. Die Nichegiennung weist auch
zwei Arten auf: im Falle der esoterischen Nicht&eanung der Anspriiche des
Publikums beharrt der Autor sowohl auf seine Fardgen als auch auf seine
kommunikativen Strategien, wahrend die padagogidtichtanerkennung das
Erziehen des Publikums erzielt. Der Autor gibt sefmederungen nicht auf,
versucht aber seine Kommunikationsstrategien zu randend sie der
begrenzten rezeptiven Fahigkeit des Publikums arssgpa Viele Autoren
nehmen aber die Bedurfnisse der Leser in Betraohtmachen L1 zur Norm
fur L2. Sie sind die Vertreter der sogenannten vyjatliiteratur,
,unterhaltungsliteratur, ,Konsumliteratur* (Han$xyy Neuschafer).

Jurij M. Lotman hat beide Verhaltensweisen, also rkeenung und
Nichtanerkennung der Anspriche des Publikums uwntbBtsund nennt sie
Asthetik der Identitat — der Autor erfillt die Emtangen des Lesers — und
Asthetik der Gegeniberstellung — der Autor stellh déonventionen seine
abweichende Auffassung gegeniber. Er kommt dabei dsifldee, dass
Automatisierung (Redundanz) und Innovation (Enepminander gegenseitig
bedingen, denn Abweichungen konnen aufgrund von aBeiem,
Automatisiertem festgestellt werden und umgekeledtdht die Asthetik der
Identitat aus einer Variation von bekannten Elerment

Bei der Produktion von nicht erwartungsgemaf3en drexhuss der Rezipient
durch die Lektlre selbst zur rechten Rezeption ngeda. Dieselbe ist die
Situation mit den Texten historisch/geografischfeenter Kulturen, da der
Rezipient die Codes des Textes nicht kennt. Ddeige Rezeptionsverfahren
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ist aber nicht dessen Umkodierung den eigenen Nornazh, sondern die
Rekonstruktion der Codes, die auf dem Grund deseEdiegen.

2.1. Rezipiententypologie

Die von Otfried Ehrismann durchgeflihrte Typologisieg der Rezipienten
wird von Hannelore Link in ihrem Werk (Hannelorenkj 1976) tibernommen
und verarbeitet. Diese Typologisierung ist abehniuit einer Lesertypologie
zu verwechseln. Daraus ergibt sich eine dreifachifefung der Rezeption in
produktive, reproduzierende und passive.

Uber produktive Rezeption kann man im Falle FustBirich der Abenteuer

sprechen, sie ist ndmlich eine Frage nach Einflisé® Voraussetzung fir die
Entstehung eines literarischen Werkes. Hier benimigit der Autor wie ein

Leser, er beurteilt Werke von anderen Autoren uetttsdie Erfahrungen,

Einflisse in die eigene Produktion um. Dabei isireeressant zu betrachten,
wie dasselbe Motiv zu verschiedenen Zeitpunkten wenschiedenen Autoren
behandelt wird.

Reproduzierende Rezeption ist durch Literaturwisseaft, Literaturkritik,
Inszenierungen, Bearbeitungen vertreten. Der Lliterassenschaft geht es um
Ermoglichung des Textverstehens, der Kritik um MVititong von Werturteilen.
Dabei kann sie manchmal zum Sprachrohr deren Redgn werden, die ihr
Rezeptionserlebnis nicht selber ausdricken. Inesm@mjen vermitteln einen
primaren Rezeptionsgegenstand und setzen dabei pfrervorgange
vonseiten der Theaterangestellten voraus. Meisgeid es dabei um die
Produktion eines sekundaren Rezeptionsgegenstasheleschon eine Deutung
des primaren enthalt. Bearbeitungen sind die Mbgkden audio-visueller
Medien. Neubearbeitungen kdnnen aber als neue Warlst eingeschatzt
werden, dann z&hlen sie zur produktiven Rezep{idan siehe FletreBuch
der Abenteuey.

Die passive Rezeption schafft weder neue Kunstwarkeh stellt sie einen
sekundaren Rezeptionsgegenstand her, ihr Tragerdgmeinen Rezipienten.
Ihre Erforschung ist aber nicht so einfach, dalsie Rezeptionserlebnisse nicht
publik machen. Erforscht man lebende Leser, sonman mit empirischer
Wirkungsforschung zu tun, wenn aber passive Rezemti der Vergangenheit
unter die Lupe gezogen wird, spricht man tber hstbe Wirkungsforschung.

Eine ganz und gar subjektive Rezeption ist unmbglia Schreiben und Lesen
von Texten anhand eines Zeichensystems geschieht deichen sind
intersubjektiv. Die Rezeption eines Textes ist ait@dndiger Zweikampf
zwischen Subjekt und Objekt. Die Zeichen werden gorzelnen Subjekten
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verwendet, so sind disubjektiven Randeibei jedem Verstehensvorgang
unvermeidbar, andererseits verlangt aber die vori geforderte Kompetenz
eine einigermalien objektive Erkenntnis des Textes.

2.2. Rezeptionstheoretische Modelle

Aufgabe der verschiedenen rezeptionstheoretischeodeNgé ist es zu
erforschen, wie Texte von Subjekten objektiv erkammrden kénnen, so
beschaftigen sie sich mit der Beziehung zwischenekdbjind Subjekt und
betrachten dabei Rezeption entweder vom Standpde&t einen oder des
anderen her. Diese Modelle stitzen sich auf beginirkenntnistheorien.

Grundlage fir die objektive (materiale) Asthetils &ezeptionsmodell ist der
Positivismus. Aufgrund des Positivismus verkindef dass die Eigenschaften
des Objekts unabhangig von der Subjektivitdt desvithdums gemessen
werden. Das Modell verkniipft sich mit der infornoaistheoretischen Asthetik
und ihre Terminologie enthélt rezeptionstheoretsddezliige. Begriffe der
Informationstheorie wi&ntropig Information Redundankommen im Bereich
der menschlichen Kommunikation mit der Produktiomd uRezeption von
Texten in Zusammenhang. Der Informationswert eiWestes hangt von seiner
Unerwartbarkeit ab, wenn man weil3, welches Wor¢iaer bestimmten Stelle
auftaucht, hat es fur einen keinen Informationsweghr, es erweitert das
Wissen nicht mehr. DemgemaR hat Redundanz ein hdle€ an
Vorhersehbarkeit und ihr Gegenteil, Entropie, béeteueinen hohen
Informationsgehalt. Das erreicht man durch geriMpehersehbarkeit, d. h.
unter vielen Wortern ist fir jedes gleich wahrsoheh, dass es an einer
bestimmten Stelle vorkommt. So werden also Kritengie Erwartbarkeit,
Vorhersehbarkeit, Information, Wahrscheinlichkegzipientenrelevantund
man sollte den Beitrag dieses Modells zur Rezedoosshung in diesen
universalen, abstrakten Kriterien sehen.

Das phadnomenologische Modell ist insofern objektdiert, als es sich mit
.Phanomenen” befasst. Diese sind aber auf ein Bubjegewiesen, dem sie
erscheinen. Der Schwerpunkt fallt hier nicht aufsipgische Subjekt
(Gegenubersetzung zur Psychologie), sondern auf driorischen

Bedingungen der Erkenntnis von Objekten durch StibjeDie Ubertragung
dieser philosophischen Gedanken auf literarischeteT@erdanken wir dem
polnischen Philosophen Roman Ingard®ag literarische Kunstwerk960).

Seiner Meinung nach ist das Kunstwerk ein ,polyplsoSehichtengefiigé™

Diese Schichten entsprechen den verschiedenen Phéaaomdie in einem
literarischen Werk zu beobachten sind: Lautung, eéBéwohg, dargestellter

' Roman Ingarden, 1960, zit. nach Hannelore Link,18.
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Gegenstand, schematisierte Ansichten und nur digyphone Harmonié? all
dieser Schichten ergibt die Kunsthaftigkeit einegrkéds. Wichtig fur die
Rezeptionstheorie scheinen die schematisiertencAtesi zu sein. Dieser These
nach kann Wirklichkeit im Kunstwerk nur schematisian ausgewéhlten
Ausschnitten repréasentiert werden, d. h. der Agteilt einiges, was seinen
Zwecken am meisten dient, vor, anderes lasst aeriab®unkeln und das ist
auf die ideelle Ergadnzung durch den Leser angewieskgardens
Rezeptionstheorie geht von zwei universalen Annahmaus. Die
wahrnehmungspsychologische  meint, Husserls  Wahmegstheorie
entsprechend, dass Aufmerksamkeit bei der Wahrnegnmur auf gewisse
Gegenstande, auf dessen Eigenschaften konzensmneteres wird aul3er Acht
gelassen. Der kommunikationstheoretischen Annahmeh rkann Sprache
Realitat nur ausschnittweise reprasentieren, ddieeNotigkeit des Ergdnzens
durch den Rezipienten. Es gibt im Text solche Utitmestheitsstellen, die bei
der Konkretisation, der Erganzung, Anderung dumh Rezipienten, ausgefillt
werden mussen und solche, die eine Ergénzung sogyhieten. Ingarden
kritisiert moderne Lyrik, die auf volle, korrekteit@e verzichtet hat, um dem
Leser die Freiheit einer beliebigen Erganzung zerlaksen.

Was versteht er aber unter adaquater Konkretisatidie objektive
Gegebenheit des Textes hat hier eine bedeutende. Réh nur in der
Rezeption gestellter asthetischer Wert, der abeekgrundlage im Text hat, ist
reine Schopfung des Betrachters®, also ,nichtettiy“*® und in diesem Falle
kann Uber adaquate Konkretisation keine Rede s®ia. wird durch die
Einhaltung folgender Regulative ermdglicht: Der éesmuss sich ,in
asthetischer Einstelluntf* (psychologische Voraussetzung) befinden, das
bedeutet, sein Verstandnis wird von den vorhersgelen Teilen geleitet und
zweitens muss der Text dem Leser zu einem gewisBem diejenigen
Ausfiullungen der Unbestimmtheitsstellen suggerieréaren Aktualisierung
wahrscheinlicher ist. Kein Leser ist imstande, H@mplexitat eines Werkes
nur durch eine Lektire zu umfassen, aber durch maige Lektire kann er
sich der adaquaten Konkretisation annéhern, wobdermden subjektiven,
situationsbedingten Variationen die objektive Befflelmheit des Textes steht.

In Weiterfilhrung dieser These macht E. D. HifSckinen Unterschied
zwischen konvergierender und divergierender Ingtgbion. In der Ersteren
wird trotz der verschiedenen Interpretationen dercge Sinntypintendiert —

2 Ders., a.a.O.
3 |ngarden, 1960, S. 307, zit. nach Link, S. 121.
“ Ders., S. 302, zit. nach Link, ebenda.
15 E. D. Hirsch:Prinzipien der InterpretationMiinchen: Fink, 1972.
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diese Verschiedenheit der Interpretationen istQierflachenphanomen, in der
Tiefe liegt der gleiche Sinn —, in der Letzterenr&ihaber die unbestimmten
Signale des Textes zu unterschiedlichen Interpogian. Diese beziehen sich
auf unterschiedliche Sinne, die dem Text als Hypsth unterliegen und man
soll von den Interpretationen durch die Beurteiltmgr Wahrscheinlichkeit die

Treffendste finden.

Zusammengefasst ist das Erkenntnisobjekt der phénologisch orientierten
Literaturwissenschaft der Sinn eines Textes, dar Historisch entfernten
Texten rekonstruiert werden muss.

Innerhalb des hermeneutischen Modells findet mami zZRichtungen: Die
traditionelle Hermeneutik will das historische {tjeTextsinn erkennen,
waéhrend die andere Richtung, von Hans-Georg Gadaeréreten, sieht den
Sinn eines Textes in seiner jeweiligen Aktualisrgrudie das Verstehen des
Textes ermdglicht. E. D. Hirsch schafft eine gekemg Synthese zwischen dem
phanomenologischen Ansatz und der traditionellenmtdaeutik, der nach bei
der Erkenntnis desSinntypseines Textes dehermeneutische Zirkekine
zentrale Rolle spielt. Dieses Modell untersucht Washaltnis zwischen dem
Ganzen und den Teilen und kommt zur Folgerung:Ldgen beginnt man an
einer Stelle aber, um den ganzen Sinn erschlieB®znen, macht man sich
eine Vorstellung Uber das Ganze, zu dem diesergédibrt. Das bedeutet, man
baut sich von einer Textstelle aus einen solchentésrauf, in dem diese
Stelle sinnvoll wirkt. Indem man weiter liest, wigdinem die Hypothese Ubers
Ganze entweder bestatigt oder in Frage gestelksdiHypothese Uber die
Bedeutung des Textes soll aber alle Einzelteil8atracht nehmen und es ist
weitaus nicht sicher, dass sie diehtige Hypothesast, da wir uns auf unsere
Erkenntnisse stitzen und dabei fir den Sinn dese$erlevante Daten aul3er
Acht lassen kénnen. Folgendes steht aber fesyyexguchen das Ganze aus den
Teilen herauszubekommen und die Bedeutung, die @amelnen Teilen
zugeschrieben wird, ist in einem grof3en Mal3e voseram Vorerwartungen
dem Ganzen gegenuber gepragt. Das bildet den sugendermeneutischen
Zirkel und er kann als erkenntnistheoretisch schadlichicitis vitiosus)
verworfen oder angenommen werden, da er nichtigiekdar ist.

Hans-Georg Gadamers ,philosophische Hermeneftikfeht von Martin
Heideggers Daseins-Theorie aus. So sieht Gadamereirstehen ein Sich-
Verstehen. Da alles in der Zeitlichkeit verwurastt vergegenwartigt sich das
Subjekt Vergangenes im Hinblick auf die eigene Zdkuand so ist

% Hans-Georg GadamerWahrheit und Methode — Grundziige einer philosopigisc
Hermeneutik Tubingen: Mohr, 2. Aufl., 1965.
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Wirkungsgeschichte eines Textes eigentlich ein lidlferungsgeschehen. Das
Subjekt aktualisiert sich Vergangenes im Einklang wohen historischen
Bedingungen, in denen es sich befindet, das so#r aticht als ein
schrankenloser Subjektivismus aufgefasst werdes Mdaistehen ist eigentlich
ein Einricken in ein Uberlieferungsgeschehen. Meggaes wird als
Uberliefertes aktuell, so vermittelt die Uberliafag zwischen Vergangenem
und der Gegenwart, die selbst zu weiteren Uberliefgen beitragt.

Das Verstehen der Texte wird dann durch ihre Wirkgegchichte vermittelt.
Der urspriingliche Leser und Sinn des Verfasserteditten Sinnhorizont von
Texten nicht begrenzen, die Wahrheit eines Textegist sich aul3erhalb der
ursprunglichen Situation. Der spatere Leser wirdmzyAnwalt seines
Wahrheitsanspruch§* da er die Forderung hat, in der Uberlieferung dime
sich selbst gultige Wahrheit zu finden. Gadamemineiie Wahrheit des Textes
ist, was bisher als sein Sinn verstanden war uwth aoch kiinftig verstanden
wird, also seine Geschichte. Er stellt die Fragehnaler adaquaten
Konkretisation nicht, was sich historisch durchgesénat, ist wahr. Beim
Verstehen von Texten geht es nicht um den ,Sinn\tefassers®, lesendes
Verstehen ist nicht ein Wiederholen von etwas Vieggaem, sondern Teilhabe
an einem gegenwartigen Sinh*

Dank Hans Robert Jaul3’ Theorien gelangt man vomMdeungsgeschichte zur
Rezeptionsgeschichte. Er meint, allen Transformatioder Bedeutung liege
,die anfangliche Bedeutung oder Problemstruktur Wésrkes?° voraus, die

alle spater erfillten Bedeutungen bedinge. Diedéngiiche Bedeutung ist
gleich mit der ,vom Autor geschaffenen [..] FormduBedeutung®. JauR

spricht Uber die Rezeptionsgeschichte eines Texte&usammenhang mit den
wechselnden Erwartungshorizonten und den von itai@réngigen einzelnen
Rezeptionsereignissen. Sein fundamentales Prob&ndas Verhaltnis von
Werkstruktur (textinterne Instanzen A2/L2) und Rsmmsgeschichte (die
historisch stets zu erweiternde textexterne Lestmz L1) und findet dabei
eine subjekt- und eine objektorientierte Erklarumyje Erstere fuhrt zum
Verstdndnis des Textes als Antwort auf Fragen, ldiege nach seiner
Entstehung gestellt werden. Die Letztere erhekit dirteil der Jahrhundert&

Uber ein literarisches Werk als sukzessive Entfigitdes im Werk angelegten

" Gadamer, 1965, S. 372, zit. nach Link, S. 125.
18Ebd., S. 373, zit. nach Link, S. 128.
¥ Ebd., S. 370, zit. nach Link, S. 129.
20 JauR, 1970, S. 243, zit. nach ebenda.
2l Epd., S. 217, zit. nach ebenda.
2 JauR, a.a.0..
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Sinnpotentials, es ist also die Konkretisation dar Objekt vorhandenen
Maglichkeiten.

Subjektorientiert ist auch die Semiotik. Vertretder subjektorientierten

Literaturbetrachtung sind Roland Barthes, Wolfgéssg, S. J. Schmidt und mit
seiner strukturalen Semiotik Jan Muidesky. Barthes interessiert die
Bedeutung, die moderne Menschen vergangenen Weedaen und stellt sich
dabei die Frage ,Welche Eigenschaft des Werkesstieki aul3erhalb von

uns>?% Er untersucht die Literaturkritik und die Lektiieds sinnstiftende

Aktivitaten. Wahrend die Lektlre ein Geheimnis tesenden Subjekts bleibt,
also einen das Objekt fur sich behaltenden Subjsktus aufweist, taucht in
der Literaturkritik ein sich selbst meinender Skkjgsmus auf.

Wolfgang Iser fihrt die TerminiLeerstellen und Unbestimmtheitin die
Rezeptionsforschung ein. Diese ermdglichen die Addyarkeit der Texte an
hdchstindividuelle Leserdispositionen. Bei Jaultlest Werk fur die Entfaltung
seines Sinnpotentials offen, bei Iser verwandelre dieerstellen die
Fremderfahrung der Texte zu einer privaten Erfatprumd schlieen den Text
an die eigenen Erfahrungen an. Sein theoretisahige&ivismus ist aber in der
Praxis einigermal3en eingeschrankt. Die Leerstedlied nicht einfach da, um
beliebig ausgeflllt zu werden, sondern bilden ejweas aus dem Kontext
ausgespart bleibt und durch die Aktivitdit des Lesesber bestimmten
Hinweisen nach im Text zu realisieren ist (Systderemz). Iser meint, dass der
Text seine Intention meistens nicht ausformuliee befinde sie sich ,in der
Einbildungskraft des Leserd“ Diese Folgerung war aber sehr oft
missverstanden. Indem der Rezipient im Leseakt &edeutung realisiert,
entsteht fir den Text eine individuelle Situatiomdu so wird die
Unbestimmtheit auf subjektiver Weise verringert.

S. J. Schmidts Ansatz ist mit dem Isers einigermaféegleichbar. Zur Klarung
des Verhéaltnisses zwischen Werkstruktur und Reaeptinterscheidet er
zwischen einer semantischen — als semantische Bedmatnalyse des Textes
objektorientiert —  und einer  semiotischen, subjeé&tdierten

Bedeutungskonstitution. Die semantische Bedeutunadgse belasst dem Text
seine textimmanente Abstraktheit (Situationslosigkeeine Situation erhalt
der Text nur, wenn er subjektiv (semiotisch) reaipiwird. Da bildet der

Rezipient die semantischen Bestande auf seine  sprachlichen
Interpretationsschemata ab. Die Unbestimmtheit Texte hat auch zwei

2 Roland BarthesKritik und Wahrheit Frankfurt/M., 1967, S. 27, zit. nach Link, S. 131
2 Wolfgang lIser: Die Appellstruktur der Texte. Unbestimmtheit alsrRtfigsbedingung
literarischer Prosa1975a, S. 248, zit. nach Link, S. 133.
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Spielarten: Texte konngoolyfunktionalkonstruiert werden, demgemalf3 haben
einzelne Elemente innerhalb des Textes mehreretibmek oder sie kbnnen
mehrdeutig sein, wenn sie in unterschiedlichen textextern€ontexten
erscheinen. Die Polyfunktionalitdt der Texte alsdiBgung fur ihre Zeit
Uberdauernde Wirkung wird zu einem Wertkriterium.

Die subjektivistischen Theorien lassen den AutsrZaichengebeund seine
mit dem Text verbundene Intention auf3er Acht, siehemen die
Rezeptionsbedingungen ausschlie3lich von der Tiéxtdeer zu betrachten
(werkimmanente Rezeptionsasthetik) und reduzierdeidden Text auf seine
leere BedeutundBarthes),Leerstellenstruktur(lser) oderPolyfunktionalitat
(Schmidt).

Jan Mukaovskys strukturale Semiotik reflektiert die Rollerdkollektiven

Muster und Normen bei der Rezeption. Er beschédtat mit dem Bezug des
Zeichens zur Wirklichkeit (Referenz) und seinem WBpz zu den

Zeichenbeniitzern, so ist seine Asthetik Teil daniSbgie, der Wissenschaft
vom Zeichen. Seiner Meinung nach ist auch das Kuerkt,ein Zeichen, also
die Angelegenheit eines iberindividuellen Einverdtisses®. Das

literarische Zeichen hat die Rolle, zwischen seinkrheber und dem
gesellschaftlichen Kollektiv zu vermitteln. So usteheidet Muk#ovsky

zwischen zwei ,semiologischen Funktionen®. Denerchn&ann bei jedem
Zeichen der Signifikant (wie es beschaffen ist)rodas Signifikat (was es
bedeutet) wichtig sein. Das Signifikat hat eine teiliknde Funktion, ist
kommunikativ, darin dominiert der Bezug zur Wirklieit. Der Signifikant hat
eine ,autonome Funktion®, bezeichnet die Unabhdtatgdes Zeichens von
anderen Bezugen. Da sprechen wir Uber einen Sefiogtbde komplexer ein
Zeichen ist, desto gréf3er ist die Wahrscheinlidhldass die Aufmerksamkeit
bei seiner Beschaffenheit verstockt und nicht weiteseiner Referenz gelangt.

So entsteht beim literarischen Zeichen ein spehiés Wirklichkeitsbezug, die
einzelnen Elemente werden stark an den Kontextrgiy so kdnnen sie aus
der Gesamtstruktur des Werkes nicht isoliert werdds Ganzes hat aber auch
die Werkstruktur einen Wirklichkeitsbezug, sie Ileéti sich auf soziale
Ph&nomene in einer bestimmten Umwelt, und diesezu@e bzw. seine
Wirkung auf den Leser ist fir Mukavsky wichtiger als der Selbstbezug des
Zeichens. Die unmittelbare Beziehung des Textes Realitat wird
abgeschwéacht, aber das scheint zu kompensierers éas mit dem
Gesamtkomplex der Lebenserfahrung des Subjekts qolesffenden und des

% JanMukarovsky: Kapitel aus der Asthetikerankfurt/M. 1970 (=ES 428), S. 128-129, zit.
nach Link, S. 136.
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aufnehmenden) in Beziehung tritt. Mikasky behandelt, Schmidt gleich, die
These von der AnschlieBbarkeit des Textes an dieenserfahrung des
Subjekts und die individuelle, semiotische Téatigkdes Rezipierenden, aber
dieses Subjekt ist bei ihm nicht das Individuum,dgon die Menschheit, der
Mensch als solcher.

Der Rezeptionsvorgang sieht bei ihm so aus: da®rieé Zeichengebilde
wird in der Konkretisation durch das rezipierendgjkt zumasthetischen
Objekt es erhélt einen asthetischen Wert. Ingarden ammtstinter adaquater
Konkretisation die voéllige Realisierung der Werkg&tur, dagegen betont
Mukarovsky deren Abhangigkeit von kollektiven Normen urderen
historischer Veranderlichkeit. Der Leser verfugtefilikonventionsgebundene
literarische Codes und bezieht sich mit seinem Myt aufs Normensystem
der Zeit. Die verschiedenen Signifikate, die in d&onkretisation einem
gleichbleibenden Signifikanten (Artefakt) zugeordnserden, sind keine
Willkiir der Subjekte, sondern sind objektiv im Aetkt vorausgesetzt. Wenn es
im Laufe der Geschichte einen immer aktuellen Véenalten will, muss die
Moglichkeit dazu in ihm enthalten werden. Das nenvukarovsky
,allgemeinen &sthetischen Weft“und dadurch wird das Artefakt ,zum
potentiellen Trager einer Reihe veranderlichereiibher Objekte”.

Weiterhin analysiert Mukavsky den Aufbau voller Spannungen und
Widerspriche des Artefakts. Diese Spannungen bestetvaschen den
konstitutiven Faktoren: Zwischen den nicht-aktuatien, also dem Gewohnten
folgenden, und den aktualisierten Faktoren, abeh auter den einzelnen
aktualisierten Komponenten, denn jeder will die Dmente der asthetischen
Struktur sein und allen anderen ihre Stellung dazuordnen. Da die
kunstlerische Struktur wandelnd ist, sind auch Kiiekretisationen eines und
desselben Artefakts veranderlich und die Erklardafur findet man im
Dominantenwechsel. Wenn sich diese wechseln, vertingich auch das
Verhéaltnis der aktualisierten Komponenten zueinanded zu den nicht-
aktualisierten, das fuhrt aber zur Anderung der garésthetischen Struktur. So
kbnnen einem (gleichbleibenden Artefakt (Werkstroktuverschiedene
asthetische  Objekte  (Konkretisationen)  zugeordneterden. Den
individualistischen Modellen gegeniiber bindet Miokaky die wechselnden
Konkretisationen an kollektive Bezugssysteme zuuirott betont die Fille der
Maglichkeiten eines Werkes, von ihm nicht zur Légtenstruktur degradiert.

% Herta Schmid: Zum Begriff der &sthetischen Konkretisation im ¢sttischen
Strukturalismusin: Sprache im technischen Zeitaltét. 36, 1970, S. 308, zit. nach Link, S.
139.

*Ebenda, S. 309, zit. nach ebenda.

43



Die dargestellten Rezeptionsmodelle enthalten \éhisuden Zusammenhang
zwischen Werkstruktur und Rezeption zu erklaren.b8mwnen Ingarden und
Jaul3 das sich allméahlich entfaltende Sinnpotengader Werkstruktur,
Mukarovsky sucht die Erklarung fir verschiedene Konkegtonen in den
wechselnden textexternen Kontexten, wahrend dieektibistischen Modelle
die AnschlieBbarkeit von Texten an subjektive Ealgen der Rezipienten
erforschen. In diesem Sinne kann man Uber versaigeRezeptionstypen, wie
adaquate Konkretisation im engeren Siadaquate Konkretisation im weiteren
Sinnund UberAnschlieRungprechen.

Adéaquate Konkretisation im engeren Sirbedeutet Rekonstruktion der
Autorintention (L2 = A2). Dem materiellen Artefakentspricht ein

unstoffliches, ideales Korrelat, das kann aber kemer Konkretisation voll

realisiert werden. So ist die adaquate Konkretsatur ein Leitbild fur die

einzelnen empirischen Konkretisationen. Eine Anndhg zu dieser idealen
Konkretisation ist aber durch je umfassendere Textlkes, durch wiederholte
Lektire mdoglich. Das Subjekt muss aber an einem eraegsenen
Textverstandnis und nicht an der AnschlieBung amesesubjektiven

Erfahrungen interessiert sein.

Adaquate Konkretisation im weiteren Sinn entstehtllthistorische Distanz.
Spatere Konkretisationen konnen aufgrund der hsstior motivierten
Dominantenverschiebung solche Aspekte der Werkisirukol3legen, die dem
Autor selbst nicht bewusst waren. Keine dieser Ketigationen ist die einzig
richtige, sie sind gleichberechtigte Realisierungeshes komplexen
Bedeutungspotentials. Der erstellte asthetischet Wiass nicht unbedingt mit
dem vom Autor gemeinten Ubereinstimmen, es geht hieht um die
Erkenntnis der Autorintention, sondern um die Erkais der komplexen
Struktur des Zeichens. Alle Konkretisationen, diehsauf die komplexe
Werkstruktur beziehen, sind gleichberechtigt, deder Text ist in
unterschiedlichen historischeiKontexten verschieden zu lesen, einziges
Kriterium fur die Adaquatheit ist die Beschafferthdie Lesbarkeit des Textes.

Bei der Anschlie3ung reagiert das Subjekt stateflektieren. Wenn dem Text
gegenuber eine Konsumhaltung mdglich ist, schig@h der Rezipient den
Text an. Das ermdglichen vor allem die viel Ledlststrukturen und der
einfache Aufbau (Trivialliteratur). Eine Konkretigan im engeren Sinn
erfordert die Anerkennung der Norm, an der sich Aletor orientiert. Diese
Norm kann aber mit der des Lesers unvereinbar s#s, fihrt zu einem
Normenkonflikt, was die addquate Konkretisationsahfel3t. Die Begegnung
mit der fremden Ideologie stellt aber das Verhéltdes Lesers zur eigenen
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Wirklichkeit in Frage und diese Asthetik der Gedesnistellung, das
Durchbrechen der gultigen asthetischen Normen gehdérden wesentlichen
Leistungen eines Kunstwerkes.

Den drei vorher aufgezahlten Rezeptionstypen kanan neine vierte
hinzufligen, und zwar die synthetische Konkretisatiom Hintergrund einer
synthetischen Konkretisation steht die Kenntnis ekt Konkretisationen und
das nahert sie zu einer adaquaten Konkretisatidardssanterweise bringt sie
einen Informationszuwachs der adaquaten Konkraiisatjegentber, denn
durch die Kenntnis von Dominantenverschiebungend witie komplexe
Werkstruktur erkannt und mehr Komponenten gelarmegnAktualisierung als
sie dem Autor bewusst waren. Diese Aktualisierungetien aber mit der
Autorintention wenigstens vereinbar sein. Weiterliithrt der historische
Abstand zwischen Subjekt und Autor zu einer symjtiisnhen Interpretation,
d. h. man betrachtet das Kommunikationsangebot alerSymptom eines
historischen Zustands und ist nicht so sehr um genstehen bemuht. Kennt
man mehrere Rezeptionen, also die Wirkungsgesehahes Textes, versucht
man den Zusammenhang von Konkretisation und dereiljgen werkexternen
Kontext zu finden, man hat dem Autor und dem ursgirhen Publikum
gegenuber einen Zuwachs an historischen InformaioSo will man nicht nur
den Sinn des Textes, sondern auch dessen Verhaltnis seiner
Rezeptionsgeschichte verstehen. Natirlich hat dashurspringliche Publikum
einen Vorteil, und zwar dass ihm der Code des Auleichter zuganglich ist,
sie haben ja dasselbe Bezugssystem, wéahrend diegkr von der spateren
Rezeption soll erst rekonstruiert werden.

Weiterhin stellt sich die Frage, warum synthetisttmnkretisation mehr als
adaquate Konkretisation ist? Sie verbindet ein &en des
Kommunikationsangebots mit einer Reflexion Uber deext und seine
Geschichte, also bedeutet sich reflektierend aufsnidunikationsangebot
einzulassen. Das gangige Rezeptionsverhalten Wsericaber auf diese
Reflexion und fuhrt alle Abweichungen von der eigenNorm auf diese
zuruick, normalisiert sie. Bedeutet diese Normalisierung eine Reduk#ah
,die privaten Normen des Lesef&“so hat man den Fall von AnschlieRung. Die
kann nicht mehr als kommunikatives Handeln angeselezden.

Folgendes steht fest, am einzelnen Rezeptionsakt $idglicherweise alle
Rezeptionstypen beteiligt und Rezeption eines kémsthen Textes ist immer
ein Kampf zwischen Autor und Leser, zwischen réilem Sich-Einlassen auf
die Botschaft und aus Selbstbehauptung entstammeAdschlie3en. Nicht zu

2 \Wolfgang Iser, 1975a, S. 233, zit. nach Link, &GL.1
45



vergessen ist aber, was Jurij M. Lotman gesagt,lmjedem konkreten Autor
und in jedem konkreten Leser ist im jeweils wiederschiedenen Anteil
sowohl ,der Autor* wie auch ,der Leser* vorhandéh.*
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Abstract : Exiled in France after the Prague spring, Milan #era has
discreetly transferred intgnorancehis own disillusions and scars of the exile,
the relation with his adoptive country. Uprootednassults always in a
displacement, a series of fractures which beconwifes on different levels:
psychological, identitary and cultural. Leaving @neative country whether
voluntarily or because of obligation leads to satije attitudes, among which
nostalgy seems to be the natural outcome of am hmeak.

It is our purpose to reveal the facets of this doma experienced by the
protagonists, two Czech emigrees who return, aftenty years, to Bohemia
of the 1990s. Is this the grand return? The histdpe characters is related to
that of Ulysses, whose nostalgic desire he questiSimce nostalgia betrays
the pain of uprootedness and the memory of paspihegs, Heimveh and
Sehnsucht, the paper looks at the various avafssaaln a condition that the
writer is concerned with.

Key words: uprootedness, nostalgy, exile, emigrant (emigmat return,
native country/adoptive country, pain, ignorance

Introduction

Déracinement et nostalgie sont deux concepts quit vile pair. Les
dictionnaires décrétent que le mot « déracinementin sens propre désignant
« l'action de déraciner (un arbre, une plante)ultas de cette action » et un
sens figuré faisant référence a « l'action d'amactes groupes de personnes a
leur pays ou milieu d'origine; résultat de cettéaacou a la situation d'une
personne arrachée a son pays et a son milieu id®rig (Trésor de la langue
francaise,tome VI:1139). Quitter son pays, partir pour via#leurs, c’est
changer de monde. On comprend par « monde » umoenement au sens
banal mais aussi une facon d’étre en relation aeequi nous entoure. Cette
maniére d’étre se comprend a partir d’un langage,langue maternelle, d'un
sol, une terre, d’'un climat, une qualité du ciedils ce qui manque a tous les
déracinés, voila ce gu’ils pleurent. Il y a encdaefamille, les amis et ce
sentiment d’appartenir a un groupe, d’étre recoanogpté, compris.

Dés l'arrivée dans l'espace étranger, ils constatpre la terre tellement
convoitée ne ressemble pas du tout a leurs attehtgsa un grand décalage
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entre leurs réves et le « monde » réel devant @axsont alors le regret d’étre
parti, les reproches, les pourquoi qui s’emparénixdet qui font disloquer leur
vie intérieure. Désorientés, dégus, ils ont un comement bizarre, des troubles
de toute sorte, des états dépressifs, des débamteendéangoisse ou des
expériences de dépersonnalisation — une véritalsigchppathologie du
déracinement.

Quels sont les sentiments qu’éprouve un homme calgéses racines ?

Déchirement, incertitude, révolte, renoncementpiesgt désespoir, amour et
haine, toutes les contradictions, les tempétessevagues qui agitent le monde
tumultueux que tout déraciné emporte a la semellsed souliers. C’est encore
le mal du pays qui fait revenir obsessivement, dansiémoire, I'image du lieu

nourricier.

Avancant I'hypothese que le déracinement déclertclogours la nostalgie
comme affection, nous nous proposons de voir déequnaniere et a quel degré
I'éprouvent les protagonistes du roman. Comme ktalgie peut désigner la
douleur de l'arrachement au pays natal et I'aspmatu bonheur du temps
passé, a savoir la « Heimveh » ou la « Sehnsuambus allons identifier et
analyser ces aspects du sentiment pour établintendes différences et des
rapprochements d’un personnage a l'autre.

Le déracinement

Le cas de Kundera

La vie de Milan Kundera a été fortement empreintel’pistoire de son pays,
la Tchécoslovaquie. Notre but n'est pas de retricdiographie de I'écrivain
mais d’en relever quelques aspects, ce qui noubleeimgs utile pour mieux
comprendre l'attitude de l'auteur. Il fait de baitites études a Prague ou il se
remarque par son opposition contre le régime consteiinstallé la-bas en
1948. Pendant une décennie (1959-1969) il travaibenme professeur a
’Académie de musique et d’art dramatique et astibnt des hautes études
cinématographiques a Prague ou il enseigne I'mesthi cinéma.

En pleine époque staliniste, en 1957, il publiememiers poemes ou il attaque
le gouvernement au pouvoir. Il enchaine avec desmenisibles amour®t
La Plaisanteri¢ ou les opinions politiques se mélent au sujetalmour. Par
son attitude, Kundera se situe aupres d’autreopesdités tchéeques qui ont
essayé de réformer le communisme. C’est pourquoil@68, lorsque les
troupes soviétiques envahissent la capitale, sesages sont retirés des
librairies et son activité d’enseignment est intergar les autorités. Comme le
montre Arnault Marechal, «Kundera a été un militaatnmuniste induit en
erreur ; une grande partie de son ouvre en franceevient et explique, avec
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sincérité et de maniere touchante, combien il &tgtle, dans les années
cinquante, de se tromper et de croire au stalinisme

Dans ces conditions, Kundera s’exile en Franceté&échu de sa nationalité
tchéque en 1980. En France, il réussit a travaitbenme professeur, d’abord a
Rennes et puis a 'Ecole des Hautes Etudes a Passderniers ouvrages écrits
apres linvasion soviétique sont interdits a la matlon par la censure
communiste. Dans ces circonstances, il continugrieeéet a publier en France,
devenant citoyen francais en 1981. Aprés quelqueamsmécrits encore en
thecque et traduits en francaise( livre du rire et de I'oubli(1978)
L’Insoutenable |égereté de I'Etrél984) etL’Immortalité (1990), Kundera
choisit le francais comme langue d’écriture, aipdd I'année 1990. Comme il
a constaté que ses oeuvres ont été mal traduiteheque, il n'a plus autorisé
aucune traduction, ce qui I'a fait rompre avedéeseurs de son pays.

Le romanL’lgnorance est le troisieme de son «cycle » francais ap@s
lenteur (1995) etL’ldentité (1997). Par I'atmosphere, par les protagonistes et
d’'ailleurs, par sa problématique, ce roman a detegor nuances
autobiographiques : on percoit les épreuves de &wanqui souffre comme tout
autre déraciné des maladies de l'exil et de sesumegt Quoique écrit en
francais, Kundera choisit de le publier d’abord teaduction, en Espagne et
deux ans plus tard, en Amérique latine, en ltadie, Anglettere et aux Etats-
Unis. Ce n’est qu’en 2003 que son roman a parurancé chez Gallimard. La
lecture del'ignorancedévoile les relations ambivalentes, de passiontsém
qui unissent Kundera a son pays d'adoption. Sote geprovoqué un grand
nombre de réactions dans le monde littéraire fiarga a essayé de deviner la
motivation de son choix. Dominique Fernandez dévdéux possibles raisons
de I'écrivain : la critique francaise peu favorablex premiers deux romans en
francais et ensuite son hésitation de dévoiler Ruancais la blessure de son
ame d'écrivain exilé? Toujours bien accueilli lorsqu’ il était un « cageux
opposant politique en exil», il a da affronter $hlité croissante de
I'intelligentsia francaise lorsque la dictature istique s'est effondrée a I'Est.
Elle s’attendait qu’il rentre dans son pays, se amhant pourquoi il a
abandonné sa langue maternelle et se moquant aidadé son francgais
« dépouillé ». En effet, les épreuves vécues artéur dans son exil ont été
transférées dans le roman: on ressent la douleuKuhdera, ses propres
désillusions et les blessures du déracinement, ekgtion avec son pays
d’adoption.

! http://www.alalettre.com/kundera.pligférence du 10. 04. 2010]
2 Dominique Fernandez, « L’Ignorance de Milan Kumder in Le Nouvel Observatepmn®
1996/2003.
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Les émigrants tcheques

L’ Ignorance commence dans la méme tonalité par les questienSyivie,
'amie francaise d’lréna, émigrée tcheque en Francu’est-ce que tu fais
encore ici ? Sa voix n’était pas méchante, mais elktait pas gentille non
plus ; Sylvie se fachait. « Et ou devais-je étdeeanda Irena. - Chez toi ! — Tu
veux dire qu'ici je ne suis plus chez mof?Kundera: 9). Le statut de
I'émigrant est dévoilé des le début du roman geletrde la part des natifs, en
apparence discret et voilé est bien présent. kipgue cette attitude est tres
évidente dans le cas des Francais, comme le mauliee Kristeva (émigrante
elle aussi) dans son esgiangers a nous-mémégKristeva : 39) En France la
société est cloisonnée, les étrangers sont ddfieéint acceptés stils le sont,
surtout dans le cas des grands écrivains, ils degm® une « exception
culturelle ». Quoiqu’acceptés légalement et adrrativement, les exilés se
sentent toujours étrangers par I'emploi maladrait fthncais. lls se voient
discrédités dans les yeux des Francais qui s’ifilemti plus que d’autres
peuples avec leur langue soignée. C’est aussiposopous, I'attitude que la
critique francaise a eu envers Kundera et son &iancdépouillé ».

Le roman raconte l'histoire d’lrena et de Joseipdémigrants tcheques qui
reviennent dans leur pays natal, la Bohéme deseart#0, apres plus de vingt
ans d’absence. Tous les deux sont veufs et vive@ceident, Irena en France,
Josef au Danemark. Irena est une jolie femme djwagantaine d’années, tres
fragile et trés sensible qui vit avec Gustaf, unddig émigré lui aussi en
France mais qui ouvre un bureau de sa compagnieagu® Josef est un
vétérinaire, plus agé qu’elle qui revient dans é&ypour tenir la promesse
envers sa femme décédée de revenir dans le liabam@es la chute du mur de
Berlin. Les deux personnages sont d’anciens amiguteesse qui auraient pu
vivre une histoire d’amour mais Irena était dégnfiée a Martin a I'époque.
Cependant, elle ne I'a jamais oublié et le hasaiddue les deux se croisent
dans I'aéroport lors de leur retour a Prague. Iten@connait et lui parle mais
Josef I'a completement oubliée. lls se donnent eensbus a Prague et
compriment pendant un apres-midi toute une histdi@nour, intense et
dramatique. On dirait deux inconnus qui arrivepee a se connaitre et qui se
quittent a jamais. Leur rencontre occupe les degaipages du roman.

3 M. Kunderal'Ignorance,Paris, Ed. Gallimard, 2003.
* Julia Kristeva,Etrangers & nous-mémeBaris, Gallimard, 1991, p. 39. Elle souligne que la
France ne possede ni la tolérance du protestantiango-américain, ni la capacité
d’assimilation des Latino-Américains. Les Frangassedent une fierté nationale qui exclut les
étrangers et tout cela provient d’'un type de awaifion qui croit aux valeurs créées le long du
temps, a l'abri des grandes invasions et mélangsspéuples, renforcées par I'absolutisme
monarchique et, plus tard, par le centralisme rigaib.
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Tous les deux ont quitté leur pays surtout pourrdesns historiques, pour le
manque total d’espoir aprés le Printemps de Pragud,968. Josef haissait le
nouveau régime et ne pouvait pas comprendre comsergropre famille,
surtout son frere médecin l'acceptait. Sa décigiens’en aller a été prise
pendant un jour de féte imposée par les Soviétjqumee le 52-e anniversaire
de la Révolution russe d'octobre. Décu, tout seahs horizon, il se sentait
étranger dans son propre pays :

...il était curieux de voir combien de fenétresagmt ornées de drapeaux rouges
qui, en cette année de défaite, n’étaient que dmsxade soumission. Il y en avait
plus qu’il ne s’y attendait...ll s’était arrété @ew sa maison natale. Au deuxiéme
étage ou habitait son frere, un grand drapeawglsfément rouge resplendissait.
Une longue minute, sans sortir de voiture, il liaveontemplé ; puis il avait
démarré. Pendant le voyage de retour, il avaitdééde quitter le pays...ll était
seul, divorcé, sans enfants, libre. Il s’étaitqiitil n’avait qu’'une seule vie et qu'il
voulait la vivre ailleurs. (Kundera : 67)

Il faut souligner que Josef ne parle du tout de exihau Danemark, de ses
possibles épreuves. Tout ce qu'on apprend de saevigi-bas c’est qu'il a
épousé une Danoise, qu’ils avaient une belle maisork chez-soi » dont il
parle souvent et qu’ils ont mené une vie tranquigiu’a la mort de sa femme.

Quant a Iréna, elle dévoile beaucoup plus de sentité : provenue d’une
famille pauvre, elle s’est mariée a Martin, un garciche qui a cru d’abord au
communisme pour devenir ensuite dissident. Ell¢agarit les mémes idées et
c’est pourquoi elle a suivi son mari lorsqu’il aspla voie de I'exil ; en plus,
elle a essayé de se libérer de 'emprise de sa quérear sa vitalité et par sa
nature lui avait créé un complexe d'inférioritémint d’écraser sa personnalité
par sa simple présence. Elle raconte a son amigd®liles difficultés de I'exil
gue les compatriotes demeurés dans le pays ne rgepas imaginer. On
apprend gu’elle était partie avec un bébé et ureal#ns le ventre, qu’elle avait
perdu son mari en France et qu’elle avait acceptéédut des jobs humiliants
pour gagner sa vie et élever ses deux filles. Sagration s’avére étre d’abord
un trauma si I'on croit a ses réves d’émigration.

En effet dés les premieres semaines Irena faisait des &ixaasges : elle était
dans un avion qui changeait de direction et afigari sur un aéroport inconnu
ou elle voyait des hommes en uniforme, armés, ‘qttehdaient ; c'était la
police tcheque. La crainte et la sensation de s@i®mide qu’elle éprouve
semblent étre des manifestations de « I'inquiétattangeté », une affection
psychique assez fréquente chez les déraciféssentiment proche de I'effroi

® “L'inquiétante étrangeté” est I'équivalent frargale I'allemand « unheimliche » dont Freud
fait I'analyse dans son ess@las Unheimliche Il définit le concept faisant appel aux
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et de I'angoisse est commun a tous ceux qui ont lauterreur et la torture.
Dans un autre réve, elle se balade dans une pélgdrancaise ou elle croise
un groupe de femmes étranges, chacune une chop&mea la main, qui
courent vers elle, I'apostrophent en tchéque ehissent avec une cordialité
perfide. Epouvantée, Iréna se rend compte gu’ellecsive a Prague et se met a
crier, apres quoi, elle se réveille. Martin, sorrimfaisait les mémes réves de
sorte que tous les matins ils se racontaient Bouorde leur retour au pays natal.
Apres des dicussions avec d’autres émigrants, émand compte que tous les
émigrés faisaient ces réves, ce qui lui provoque rtéaction ambivalente
d’étonnement et d’agacement. Dans la conceptionKdedera, c’est un
phénomene commun a tous les déracinés, qu'il apgéhériqguement « le réve
d'émigration » :

«comment l'expérience si intime dun réve pew-eftre vécue

collectivement? qu'est

donc son ame unique? Mais a quoi bon des gquest@ms réponses ?
Une chose était

shre: des milliers d'émigrés, pendant la méme euaitd'innombrables

variantes,

révaient tous le méme réve. Le réve d'émigratiom: dles phénomenes
les plus

étranges de la seconde moitié du XXe siecle ». (Kxand21)

Tous ces réves sont des cauchemars car les geng gpparaissent sont
méprisants, agressifs et méchants. C’'étaient des de leur pays natal qui les
jugeaient et les condamnaient pour leur fuite. A& ville d’exil d’Iréna, les

émigrants étaient d’abord acceptés pour leur sandfr et pour leur condition
misérable. lls devaient se soumettre aux reglesielemposées par le pays
d’accueil et continuer de vivre avec le complexd'@eanger, avec une identité
brisée, tres difficile ou impossible a réparer. [Egancais se sont formé des
stéréotypes qu'ils véhiculent lorsqu’il s’agit dééracinés : ils doivent étre un
objet qui leur éveille I'intérét par leur différemcLorsque I'Histoire a changé et
leur pays est devenu libre, ils ne sont plus aiemkelt tolérants. Leur attitude
change comme celle de Sylvie, I'amie d’lIréna quidadamne pour ne pas étre
rentrée & Prague au moment de la Révolution, devanse traitresse a ses

significations du mot antonyme « heimliche ». Aifat-il une double découverte : d'un coté,

« heimliche » renvoyant d’abord a ce qui appartéefg maison (« heim ») et, ayant en plus la
connotation affective de l'intime, le familier étaparfois synonyme de son antonyme (le

familier peut donc signifier ce qui inquiéte). Dautre coté, ce qui devient source d’inquiétude,

a été a l'origine familier. Une partie importante det essai est consacrée a expliquer ce qui
rend possible la transformation du familer en igtait. Ce sentiment proche de I'effroi et de

'angoisse est commun a ceux qui ont subi la tereéla torture.
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yeux ; elle ne joue plus le réle d’'un émigrant-ty@éest toujours son amie qui
la pousse a faire le voyage a Prague, tout en tlangadu Grand Retour. Le cas
d’Iréna, en tant que déracinée, s’avere étre tragcpler. Malgré les épreuves
dures du début de son exil, elle arrive, paradonetd, a ressentir I'émigration
comme «une issue », comme une libération des aintés subies dans sa
jeunesse :

Elle avait toujours considéré comme une évidenae spn émigration était un
malheur. Mais, se demande-t-elle en cet instagtait‘ce pas plutét une illusion
de malheur, une illusion suggérée par la facon dout le monde percoit un
émigré? Ne lisait-elle pas sa propre vie d’aprésnade d’emploi que les autres
lui avaient glissé entre les mains? Et elle seaqdie son émigration, bien
gu'imposée de l'extérieur, contre sa volonté, éfmut-étre, a son insu, la
meilleure issue a sa vie. (Kundera : 153)

A Paris, elle se sent libre, indépendante, elleegagné des appartenances
identitaires perdues et, surtout, elle a un chézesoqui lui assure la stabilité.
En fait, ce ne sont pas seulement les choses peatide travail, I'appartement,
les enfants qui la retiennent a Paris mais saassge la-bas pendant vingt ans.
Elle se plait & présenter ces arguments devanammom francaise, Sylvie mais
aussi pour répondre aux gquestions de sa meilleomie &heque, Milada :
« Mais, Sylvie ! Je vis ici depuis vingt ans. Ma \ast ici. » (Kundera : 10) ;
« Comme si elle voulait esquiver ce sujet, Miladia: d Alors est-ce que tu

finiras par te décider un jour? ..Qu'est-ce qeiretient a Paris ?...Mon
appartement a moi, mon indépendance. » ( KundEsa):

Il faut admettre que les deux protagonistes de moee d’autres émigrés
vivent dans un entre-deux permanent :deux espades fla bas (le pays
d’accueil/la terre natale)- et deux segments terlper avant /maintenant. Ce
va-et-vient imaginaire caractérise la vie psychigieetout déraciné. Iréna vit
elle aussi une sorte de schizophrénie lorsque agsages antinomiques de son
pays apparaissent d'une facon mystérieuse devarnyess . Pendant le jour, de
petits coins de Prague, calmes et beaux, alteraeet des scenes de son
guotidien parisien. La nuit, ce sont des imagesalehemar de la méme ville
qui font peur et qui rendent impossible le retour :

Le méme cinéaste du subconscient qui, le jourghiioyait des morceaux du
paysage natal telles des images de bonheur, oaganiz nuit, des retours
effrayants dans ce méme pays. Le jour était illémpar la beauté du pays
abandonné, la nuit par I'horreur d'y retourner.jdug lui montrait le paradis
gu'elle avait perdu, la nuit I'enfer qu'elle a¥ait (Kundera : 22)

53



Les personnages principaux sont scindés entre Eet@iretrouver leurs pays
d’origine et la peur du Grand Retour ; I'entre-delevient ainsi un catalyseur
de nostalgie.

La nostalgie

Quelles que soient les raisons du déracinemepgut générer un déséquilibre
emotionnel et mental ; la perte de la patrie egtiff@ a la perte de I'étre le plus
cher, la meére et elle postule un long, interminabteavail de deuil ». C’est
Freud qui dans Beuil et mélancolie> accorde une place importante a la perte
de la patrie dans la définition du deliL’emploi en psychanalyse du mot
« nostalgie » fixant une équivalence entre le teggoer I'absence, la perte ou le
manque de l'objet aimé et le désir obsédant awreadans le pays d’origine
constitue une source de douleur psychique et de rawporels. Méme si au
début la terre natale est porteuse de danger, daaaeou de destruction, elle
devient un point d’appui et commence progressiveradaire figure de paradis
perdu dans l'imagination de tous les exilés. Etidiéus différentes approches
—médicale, psychanalytique, philosophique-la ngsteh donné naissance a de
nombreuses formes lexicales, désignant le concéptarmou les états qu’elle
provogue. « Le mal du pays », le mot allemand «rtdaih », ou le mélodieux
portugais « saudade », voila toute une série synmue qui désigne le
sentiment douloureux de I'arrachement au pays .hgTaurn : 52-53) On parle
aussi de « position nostalgique », «état nostadgigu« objet nostalgique »,
« regret nostalgique », «travail de la nostalgiecespace nostalgique »,
« temps nostalgique » - voila autant de syntagmesnguatrent la variété des
concepts que la nostalgie met en jeu. Nous rappetorisut cet « arsenal »
parce qu’il peut étre identifié chez les hérosamuan.

® Selon Freud, la mort d’un étre cher, 'abandontdmmest I'objet lorsqu’on est quitté par la
personne aimée provoque un travail de deuil cherjit. Pour I'exilé, 'impossibilité de retour
dans le pays, que ce soit temporaire ou défitdtifrivation plus ou moins durable de liberté,
constituent des situations de perte. Mais le ttalaideuil qu’elle déclenche n’est pas valable
pour tous les types de perte; la mort de I'étrer correspond a la perte irréversible de I'objet
aimé. A la place de la personne aimée, Freud peopross variantes- patrie, liberté, idéal; par
ce choix, il suggeére le réle qu’ont certaines vededans le processus identificatoire du déraciné.
" Comme le montre Lya Tourn da@hemins de I'exil. Vers une identité ouvett terme
“nostalgie”, tel qu'il est connu aujourd’hui dateepisément de 1688 lorsque le médecin suisse
Johannes Hofer de Mulhause I'a employé et décnitsdsa théseDissertatia medica de
nostalgia.Pour conférer un air scientifique a la maladie #&eidil combine deux mots grecs:
“nostos” (“retour”) et “algos” (“souffrance”). lla définit comme maladie avec un syndrome
clinique déterminé: des troubles somatiques graagsciés a la dépression et liés a I'obsession
douloureuse de retourner au pays natal. Les @imicde I'époque ont apporté des contributions
a I'étude de la maladie et se sont accordés diégisé, par rapport a la mélancolie, elle avait
un objet défini: le pays natal et qu'il était pdssid’en guérir grace au retour a ce lieu quitté.
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Il faut signaler aussi I'existence d’'un autre teray@onyme a la nostalgie, la
« Sehnsucht » qui définit toujours un sentiment, savoir, I'aspiration
douloureuse du retour au paé9déme si la nostalgie peut étre provoquée et
entretenue par des souvenirs, a l'aide de la mémelle n’est pas du tout un
souvenir mais un désir du passeé. C’est par celaargurelle ressemble a la
mélancolie qui a I'origine désignait la souffrart®s amoureux pour l'objet de
leur amour ; mais dans le cas de la nostalgie, desiklerium amore » est
remplacé par « desiderium patriae » (Starobin&€d) :

Dans le deuxieme chapitre de son roman, Kunderaepté lui aussi une
véritable histoire de la nostalgie. En dehors d'éngle étymologique du mot, il
fait une incursion dans plusieurs langues europEepour éclaircir le concept.
Par ce bréviaire sémantique, I'écrivain se montrespecialiste de ce sentiment
gu'’il associe avec Ulysse, le Nostalgique de I'haoitéa D’ailleurs, son histoire
et méme des passages dedyséealternent avec I'histoire des personnages.
Ceux-ci peuvent feuilleter le livre dans divers g comme dans I'hétel ou
se rencontrent les deux anciens amis, Irena et Jose

Mais le grand aventurier est aussi le héros dwretd souffre d’étre loin de
son Ithaque et veut a tout prix revenir méme saitéheureux dans les bras de
Calypso. Et puis il y avait Pénélope qui I'attendaiécrivain le considére
comme un repere auquel il fait souvent appel pouangarer I'évolution de ses
héros. Il se pose la question si Iréna, bien qablée par la douleur
nostalgique pourra échapper a « la hiérarchie male$ sentiments » pour étre
capable du retour définitif. Dans le cas de Jasegentiment est completement
absent mais dans son cas, le retour devient-il srailoureux ?

Kundera surprend chez Irena et Josef les difféseotenes de manifestation du
sentiment dans sa double expression « Heimweh » «oBehnsucht.

L’emergence de la douleur nostalgique se prodaitigellement ou bien elle
peut éclater subitement avec violence. Il convatcentuer que la nostalgie
s’accroche d’abord au paysage ; quand il est quedie nostalgie, il est

8 Vers la fin du XIX-e siécle, la nostalgie disgade la nosologie psychiatrique et entre dans
la langue courante pour désigner un sentimenttetrae se confond avec la “Sehnsucht” (de
“sehnen” qui signifie “aspirer a”, “soupirer apreéfegretter”) de la pensée et de la littérature

romantique allemandes, ou il désigne un état d'gmese manifeste par une quéte incessante
d’'un passé regretté, porteur imaginaire de towesértus de bonheur et de consolation. Il 'y a
des écrits romantiques allemands ou le théme dsagayet du corps se répondent, en parfait
écho, a travers des équivalences signifiantes. différence de la “Sehnsucht” romantique, la

nostalgie de l'exilé n'est pas une fuite imaginadans un espace-temps idéalisé comme
alternative au présent hostile mais elle surgites@i la disparition brutale d'un paysage

guotidien et qui était le support du familier dépassé.
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toujours question de géographie. Et nous pouvonsterj qu'il ne s’agit pas
d'un site ordinaire, mais d’'un paysage sacré, ®el’géographie pathétique,
d’'une topographie mystique dont la seule toponymér, sa force évocatrice,
met déja en branle le travail de la réminiscencedet I'imagination. »
(Jankélévitch :277) A n’importe quel détour du clmemune perception
sensorielle du présent convoque d’'un coup uneinertemmage d’'un lieu passe.
Il faut dailleurs accentuer que la nostalgie estoitement liée a la
« sensorialité ». Comme le remarque Lya Tourn xiléelanguit aprés la
couleur du ciel de son enfance, aprés les imaggmagkage familier gardées au
fond des yeux, aprés les recoins bien-aimés e riwis parcourus..., apres les
sons et les musiques, les odeurs et les parfumsit@urs, les golts propres a la
nourriture du pays natal ». (Tourn : 49)

Mais le retour ne le guérit pas, au contraire sstalgie s’intensifie car il a du
mal & reconnaitre I'image transformée de I'endiG#&. sont alors les souvenirs
qui s’'emparent de lui et 'aident a retrouver kuliparadisiague. Quels en sont
les attractions ? Si I'on réfléchit bien, le lieatal n'a rien d'abstrait, au
contraire, il est bourré de réalités, c’est un arsvtotalement concret. Comme
Iréna n’a pas eu le temps de faire ses adieuxvilsahére avant le départ en
eémigration, elle veut la re-découvrir pour s’y agcilier. Prague se présente a
ses yeux comme un espace idyllique avec ses geases ruelles, ses couleurs
et ses parfums :

Sur le trottoir, elle s'arréte, ensorcelée. Seusdleil de 'automne, ce quartier de

jardins parsemés de petites villas révele une Bedistréte qui lui serre le coeur

et l'invite a une longue promenade...Vue de la &l dambule, Prague est une
large écharpe verte de quartiers paisibles, averetiees rues jalonnées d’arbres.
C’est a cette Prague qu’elle est attachée...a Pettgue née vers la fin du siécle
passée, la Prague de la petite bourgeoisie tchisgBeague de son enfance ou, en
hiver, elle faisait du ski dans ces ruelles qui tammt et descendaient, la Prague
ou les forés d’alentour, & I'neure du crépuscutgragent en secret répandre leur
parfum ». (Kundera : 125)

Pendant les vingt ans d’absence, elle a gardésdamgemoire cette facette de sa
ville, la Prague éternelle que sa mémoire relie moms illustres d’écrivains
comme Kafka, Macha ou Skvorecky ; c’est ce « parfasommunicable »,
cette «essence immatérielle » de son pays qu&llemporté en France.
Paradoxalement, en comparaison avec Prague, Biasisnhble hostile, dominé
par I'esprit géométrique.

A cette image de sa ville natale s’oppose celléaderague fragile : la ville-
kitsch des cartes postales, envahie par les tesri Prague des réclames en
anglais, des commercants, des restaurants checsessbles au Tcheque
ordinaire, la Prague de son ami suédois Gustafll&ies il a ouvert un bureau
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de sa firme dans cette ville cosmopolite qui seuffranglomanie comme le
montre parmi d’autres son propre tee-shirt portamscription « Kafka was

born in Prague ». (Kundera : 128). Le désir nogjaky d’Iréna répete et, en
méme temps, met en question celui d’'Ulysse qupesané.

Josef rentre dans le pays natal pour garder la ggsenfaite a sa femme, d'y
revenir apres la chute du communisme. Il n'y reteotien de ce qu'il a connu,
tout a changé car «le balai invisible du temps sndormisé son visage :
« pendant son absence, un balai invisible étaiséasr le paysage de sa
jeunesse, effacant tout ce qui lui était familiée face-a-face auquel il s’était
attendu n’avait pas eu lieu. » (Kundera : 53) Lmpgs a mis son empreinte
partout dans sa ville de province ou il retrouvpeine le cimetiere avec la
tombe de sa mere. Tout en lisant les noms des m@ia famille sur la stéle du
caveau, il se rend compte qu’il n’a jamais recu fame-part ; il revit le
complexe du déraciné, il n’existe plus pour lessi@ailleurs, dans la maison
paternelle habitée a présent par son frére il tesan ancien tableau fauviste et
observe ses vétements et sa montre chez sonlfrépeouve un certain malaise
se rendant compte que le retour définitif ne segphis possible. Si, depuis
toujours, il avait une nature différente de cellesde frére, étant le rebelle de la
famille, cette différence s’est approfondie pendsah absence, le rendant
étranger a tous. Ni la famille ni son ancien amjedmesse ne lui posent aucune
guestion sur sa vie au Danemark, sur sa femmeiesur

Iréna se trouve dans la méme situation lorsqu’edlgcontre ses anciennes
amies ; elles refusent le bordeaux qu’elle leureoffour féter leur rencontre et
préférent boire de la biére. Aucune question swisa Paris, sur la mort de
son mari, sur ses enafants, sur rien de ce quieBée a sa vie d’exil. Cette
indifférence renforce sa conviction que le Grartduene peut pas avoir lieu.
Dans le cas des deux protagonistes, on peut pHdersentiment nostalgique
particulier, a savoir, la souffrance de l'ignorangee I'écrivain essaie de
définir a I'aide de I'équivalent espagnol de la tatgfie, « anoranza », et du
verbe latin «ignorare » . «sous cet éclairagemétygique, la nostalgie
apparait comme la souffrance de I'ignorance. Tloieset je ne sais pas ce que
tu deviens. Mon pays est loin et je ne sais pagpics’y passe. » (Kundera :12).
Cette ignorance est due surtout a la mauvaiseaelantre la nostalgie et la
mémoire : plus on est nostalgique, plus la mémestefaible. Plus le désir du
retour est fort, plus la mémoire se vide de sousethé sorte que la nostalgie
« suffit a elle-méme, a sa propre émotion, tousodi®e qu’elle est par sa seule
souffrance.» (Kundera : 13)

Iréna ressemble a Ulysse par le fait qu’elle nquUedte pas ses compatriotes a
I'étranger. Josef souffre lui aissi de cette anmésais I'écrivain lui donne un
autre diagnostic : « déformation masochiste dedaaire » (Kundera : 73). |l
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ne se rappelle que des choses dégodltantes et é®ss dcumiliantes de son
passeé.

Les héros de Kundera souffrent aussi de I'impol¢Siloie revivre revivre les
beaux moments de leur passé. L'irréversibilité eonds constitue aussi une
source de la nostalgie comme le croit le philosoglaalimir Jankélévitch. La
mobilité dans l'espace est possible puisqu’il esmbgene et isotrope, la
mobilité dans le temps, I'ubiquité est impossikie est la plus folle chimére de
I'étre fini. » (Jankélévitch : 300). En outre, leilpeophe souligne le rdle de la
conscience lucide de la séparation et de I'absdasant en méme temps des
références au cas de l'exilé. L'homme a le pouwdars’absenter sur place,
d’étre présent physiquement dans un certain endnais trés loin par son
imagination. Cet ailleurs de la nostalgie est ulewis natal qui a été autrefois
un ici. L'exilé, «il a une double vie, et sa dezkmie vie, qui fut un jour la
premiére et peut-étre le reviendra un jour, estrennscrite en surimpression
sur la grosse vie banale et tumultueuse de l'adiostidienne. L’exilé tend
I'oreille pour percevoir le pianissimo des voixérieures a travers le vacarme
tonitruant de la rue, de la Bourse et du marches voix intérieures, ce sont les
voix du passé et de la ville lointaine et ellesdtaient leur secret nostalgique
dans la langue de la musique et de la poésie nkélivitch : 281)

S’il existe un espace nostalgique, il y a aussiaimps nostalgique car, comme
le soutient Jankélévitch, tout le passé, toutuidigpartie de notre temps vital

forme l'objet « d'un attachement infini ». L'enfamet la jeunesse constituent
les segments temporels les plus heureux de la viaime et c’est pourquoi le

regret nostalgique de ces ages est fréquent chea mais aussi chez Milada,
son amie. Méme si elle n'a pas quitté le pays, @l@uve la nostalgie du bon
vieux temps, la béatitude de ses amours de jadisadoeauté de jeune fille.
C’est la temporalité irréversible qui provoque eeitrémédiable séparation

entre les moments de la vie.

Méme si au début de leur retour, les déracinés wed&ra n’excluaient pas la
possibilté de demeurer dans leur pays libre, sonvermu visage et les
expériences vécues pendant leur séjour les déteminénrentrer dans leur pays
d’adoption.

Conclusion

Dans L'ignorance I'histoire des personnages déracinés se croiaentlle
d’Ulysse et aux réflexions personnelles de I'édrivd.es deux protagonistes
reviennent en Bohéme mais, a la différence du GNwstalgique rentrant a
Ithaque, il n'arrive rien de magique. Personneasegttend. Tout a changé. Leur
pays est devenu un parmi d’autres, n'ayant riedé@gde sa singularité. Josef ne
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retrouve plus les paysages ni la topographie delsenvillage que sa mémoire
avait momifié. A son tour, Irena recherche en v&@nPrague de jadis et la
complicité de ses amies restées au pays. Les dmigrés découvrent une
réalité plus cruelle : les reperes sont devenussflds errent comme des intrus
dans leur propre pays, les conversations auxquésiggrticipent sont pleines
de souvenirs insignifiantes et de mensonges. kxistent plus pour leurs
compatriotes, on ne les comprend pas car « lesrgesSntéressent pas les uns
aux autres, et c’est normal » (Kundera : 47). Kh #s sont des étrangers, de
retour au pays ils se rendent compte gu'ils ontéene statut ; dans leur cas, il
s’agit d'une double étrangeté. Leur rapport au teagbgsjuand méme différent :
Iréna magnifie son passé et souffre de nostalgidigaque Josef tue son passé
(la destruction de son journal de lycéen pourmaitéenoigner) et n’éprouve pas
de douleur nostalgique. Mais tous les deux, de nuiredes autres personnages
du roman représentent une forme d’ignorance. Syl\@mie francaise d’lréna
posséde un discours dur, Iréna, vivant en Franceongeait plus la réalité de
son pays, Josef, au Danemark a oublié le bon \mEmps de sa jeunesse. C’est
une nouvelle approche sur la nostalgie que I'éorigadéfinie et expérimentée
dans son livre. Ses émigrants n’éveillent pas 1g,pis ont gardé la dignité
malgré les vicissitudes endurées le long du tertipsse différencient non
seulement par la présence/absence du sentimemigigse mais aussi par la
relation avec les autres. Iréna veut faire pami¢adignée des émigrés illustres,
victime du discours dominant, tandis que JosevViestme de lui-méme.

Roman de la nostalgie, de la solitude et de I'ing@hensionl’lgnorance
trahit aussi le rapport de Kundera avec son pagdagition et avec sa langue.
En méme temps, par cette histoire, il revient sur expérience de la chute du
communisme dans son pays natal et se pose la @uedly revenir. Il
s’interroge aussi sur la vision homeérique de l'exitenant comme repere
Ulisse ; si le déracinement a toujours impliquédsir nostalgique du retour au
pays, il est fort possible que 'homme européensgmiiexplorer sa condition
d’apatride spirituel sans retour et sans ailleurs.
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Abstract: Henry James novella invites a reading that higitigmany
controversies among latter-day literary theoristscerned with such issues as
the availability of textual meaning or the validibf interpretation(s). The
deliberate ambiguity underlying the text decondsuche consecrated
categories of critical interpretation and is resgible for the relativization of
meaning, the unreliability of the narrator or theeo ending- all of them
markers of the modernist fiction that James illagtsavant la lettre.
Key-Words: culture, experience, fiction, meaning, ambiguityterpretation,
credibility

The work of Henry James, the American who chosévnin England (and
who aspired “to write in such a way that it wouldibgossible to the outsider
to say whether | am...an American writing about Englar an Englishman
writing about America”, James, 1920: 72) is coniamlly thought to
illustrate, at least partially, the encounter betwawo cultural spaces: the
presumed innocence of the New World and the t@audisanctioned experience
of the Old. However, such a statement has to bindurqualified since the
thematic complexity of the work, notwithstanding #tylistic sophistication,
forecloses any hasty appraisal which is, ultimatsignplistic and reductionist.
Be it only because the afore-mentioned spaces na&ren an equal cultural
footing at the time. Young, puritan America, wite excess of geography and
deficit of history, still in search for a cultunalusable past was, ironically, too
small for ‘the passionate pilgrim’ whose conditithe young writer assumed in
the title of an early collection of short progené Passionate Pilgrim and Other
Tales 1875). For his interest lies not in landscapasiual history or social
issues. What his heroes finally learn through thisral expatriation in Europe
is the accompanying sense of a metaphysical dakiéestrong sense of human
loneliness together with the idea that knowledgesalf and of the others is
never complete.

To the tradition of the English novel of mannerane Austen is one of his
favourite authors-, James brings an internatioo@mopolitan outlook and a
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temperament that has been educated to take an taestlesy at reality and
experience. His spiritual mentors were John Ruskiathew Arnold and
Walter Pater who elevated high culture into a nelgion. Likewise, James
and his heroes will look for “an ideal city of art¥hether it be Rome, Paris or,
eventually, London. They all follow the path of emaotl and -cultural
initiation, an idea symbolically suggested by th@age of the boy thirstily
drinking from the fountain of experience in Rederick Hudsor{1876), set in
Rome. In this respect, Jonathan Friedman is righdftirm that the Jamesian
heroes in their peregrinations through Europe cav@race “where national and
cultural identity exists[...] as something to be madet something given, in a
world where no possibilities of identity-formati@me being conjured forth by
an internationalizing economy organized by leisarayel and mass culture”
(Friedman: 11)

Like his brother William’s philosophy, James’s waskessentially a search for
knowledge in an increasingly complex reality thatuires an increasingly
intense self-awareness and concentration from bserger. In the words of
Malcolm Bradbury, James has always held

the pragmatist's presumption that perception angeggnce are not
commonsense matters but formative crises of consoa&ss, an idealist belief
that knowing reality is always a pursuit, an ensllassthetic and social quest
[....]. That American quest for reality among the kydepths of Europe, its
buildings, social practices, ancestries and higgdgd would drive his fiction
persistently toward new types of inquiry, so thigtwork as a whole becomes
an elaborate search for the sufficient impressiwth the significant form- an
essential foundation of all modernist fiction. (Bbary: 214)

The knowledge of Europe requires a certain shift sehsibility from a
pragmatic morality and a direct, “familial-paterh#&pe of intergenerational
relations to a social model patterned on more 8% keansparent hierarchies,
“rites of passage, mundanity and frivolity of urbbfe” (Jucan: 112-113).
Social reality, then cannot be apprehended diresitige it is culturally and
behaviourally encoded and thus escapes interpretakience, the crisis of
communication and the arduous search for meaninghén hair- splitting,
circular, slow, digressive and convoluted conveosst that the Jamesian
heroes have. As a result, the authorial constructeord the critical
reconfiguration of meaning is one of the most sevichallenges that James’
fiction presents to the reader.

In hindsight, the deliberate ambiguity of such $éopieces as th€urn of the

Screw The Figure in the Carpet or The Aspern Paperparticularly relevant
for the latter-day critical debates on the relatm@tween the (implied)author,
narrator, text and (implied) reader, on the avditgbof meaning and on the
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validity of interpretation(s). Gadameri&uth and Method1960) suggests the
general framework for modern hermeneutics afteringavejected both the
guest for objectivity, characteristic of the Enlighment and the subjectivity of
the Romantics. In trying to articulate, dialogigalthe ways in whictsubject
andobjectare in continuous interplay, he coins the ternmafizonto indicate
the circumstances under which humarderstandinggrounded irhistory and
language exists. Moreover, he holds that any interpretatieginsin pre-
understandingconstituted by the received prejudgments from tadition.
This means that one cannot speak of a right orugnigterpretation: since our
historical horizons change continuously, so will onderstanding of the text
produced by an author from within his historicalibon reflected in the text.
Consequently, understanding is the event wherebynvg the prejudgments
of our tradition onto the historical horizon of thext, through interpretation,
making possible “a fusion of horizons” (Gadamera8yl, in so doing, bridging
the text and our own prejudices. The desired ouécoimsuch a process is a
heightened cultural sensitivity, an opportunity éepand the boundaries of
human self-awareness. As a consequence, one hasjeid, equally, the
tendency to equate meaning with either the subjéctof the interpreter (the
affective fallacy), or with the author’s intentiofte intentional fallacy).

The various contemporary orientations in the fiefdmodern literary theory
regarding the idea of meaning and its availabtlipugh interpretation tend to
follow either an essentialist, anti-historical tygfecriticism, or an approach that
sees meaning as context-related. The first typexiscentered and tends to be
elitist, even reactionary in its extreme stancés latest stage in liberal
scepticism. It abhors contamination and goes b siaenes as New Criticism,
formalism, semiotics, (post) structuralism or destaurction. It proclaims, with
Roland Barthes, “the death of the author”, redueadity to a “hypertext” or
speaks, in the voice of Derrida, of “disseminatianid “undecidability” of
meaning.

The second type, on the contrary, continues tcebelithat meaning is still a
valid category of interpretation, that in a litgralext “something” is being
communicated to “someone”, in such a way as t@éna particular reaction.
The defense of meaning is undertaken by differatital voices that may vary
in their doctrinary positions from, say, the heregtic stances of E. D. Hirsch
or the Constance School of reception aestheticBatkhtin's dialogism or

Foucault's “genealogy” or “archeology”. According tUmberto Eco, all

important critical theories of the last decadeststeom or tend to some
revisions of the New Criticism and they can be eittemiotic or

hermeneutical.
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The first trend, grounded in the Saussurean litiggisdraws attention to

language as a text-making force at the expenskeofubject. Barthes, before
proclaiming ‘the death of the author”, stripped hafhall metaphysical status

and reduced him to a crossroads of linguistic attees. He denies the notion of
authorial intention and substitutes for it thataofextual “Scriptor” who exists

only in the time of the text and its reading. Pststicturalist theories reconsider
the status of the subject and that of language fr@mous perspectives:

Foucault blurs the distinction between author arstalirse and speaks of a
“fundamental author”; Lacan’s psychoanalysis atii@s to the unconscious the
structure and character of language; Derrida’s deoaction challenges the

very metaphysical bias of Western philosophy tleitied such notions as truth,
reality, speech and subjectivity.

The second critical trend takes as a model Romé&onbdan’s structure of
linguistic communication based on the triadidresser-message-addressew
the focus on one of the terms helps to define varigpes of critical ‘schools’:
biographical and psychological criticism is con@stnwith the first; (post)
structuralist and semiotic approaches deal withseond, while the reader-
response criticism focuses on the relation betwibenwork and the reader,
giving it different degrees of centrality.

A more balanced position is that of E. D. Hirsch whoonsiders the issue of
authorial intention and defends the idea of a stadktual meaning. His first
distinction, in Validity of Interpretation(1967) is that betweerdescription
addressing the author’s intention, aadaluation which proceeds from the
context of the work and that of the reader. Théaliomy is further refined in
his subsequent critical studyhe Aims of Interpretatiof1976) in terms of
meaning i.e., that which is in the text arggnificance,i.e., that which is
supplied by the reader, concluding that “while megnis a principle of
stability in any interpretation, significance emiwa a principle of change”
(Hirsch: 2-3) Much in the same vein is Umberto Ecpbsition which holds
that the aim of interpretation is to look for wiila¢ text says in accordance with
its own contextual coherence and accompanying @llaades, without taking
it as the expression of the author’s intentionother words, “it is necessary
that any discussion about the freedom of interpoetashould start with
defending the literal sense” (Eco: 26). For Rolsatioles, too, meaning is “the
shared experience of the reader and writer...our rexpee of content”(17),
while for David Lodge, literary meaning and artistialue are the result of
associating “the subjective reaction and the objedext, aiming at exhaustive
explanations and a consensus of judgements”(75).
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Henry James'he Aspern Paperfirst published in thétlantic Monthly 1888
can be taken as illustrative for the interplay hestw subjectivity and
objectivity, not only in what concerns the relatidmetween authorial
intentionality and the response of the readerégritut also in what concerns the
relation between fact and fiction in the genesishef novella. Or of the “tale”,
as James would describe his fictional narrativeghvpresent a single incident
and which, because of their length, stand halfwetyvben the novel and the
short story. Or of the “moral fable for historiaasd biographers” (7) as Leon
Edel, the editor of the complete, American editednlames’s works preferred
to call it.

Both personal experience and social gossip congétbtd the birth of the story
and James’ translation of fact into fiction recdlie distinction that Margolis
operates between something “true” and somethingu$ble”(Margolis: 49) In
this respect, the opposition between the factudl the fictional is helpful at
this point. In a notebook entry, dated Juné", 1887, James reveals that the
source of the story was an incident mentioned o loy the British poet Eugene
Jacob Lee-Hamilton about a cerThe work of Henryelnthe American who
chose to live in England (and who aspired “to wiitsuch a way that it would
be impossible to the outsider to say whether | am.American writing about
England or an Englishman writing about America, dam1920: 72) is
conventionally thought to illustrate, at least @i, the encounter between
two cultural spaces: the presumed innocence of Neev World and the
tradition-sanctioned experience of the Old. Howgesach a statement has to be
further qualified since the thematic complexitytioé work, notwithstanding its
stylistic sophistication, forecloses any hasty amgal which is, ultimately,
simplistic and reductionist. Be it only because af@e-mentioned spaces were
not on an equal cultural footing at the time. Youpgritan America, with its
excess of geography and deficit of history, stilsearch for a culturally usable
past was, ironically, too small for ‘the passionpilgrim’ whose condition the
young writer assumed in the title of an early adllen of short proseThe
Passionate Pilgrim and Other Taled875). For his interest lies not in
landscapes, factual history or social issues. What heroes finally learn
through their literal expatriation in Europe is thecompanying sense of a
metaphysical exile, the strong sense of human iloed together with the idea
that knowledge of self and of the others is newenglete.

To the tradition of the English novel of mannerane Austen is one of his
favourite authors-, James brings an internatioo@mopolitan outlook and a
temperament that has been educated to take an taestlesy at reality and
experience. His spiritual mentors were John Ruskiathew Arnold and
Walter Pater who elevated high culture into a nelgion. Likewise, James
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and his heroes will look for “an ideal city of art¥hether it be Rome, Paris or,
eventually, London. They all follow the path of aional and cultural
initiation, an idea symbolically suggested by theage of the boy thirstily
drinking from the fountain of experience in Rederick Hudsor§1876), set in
Rome. In this respect, Jonathan Freedman is raylaffirm that the Jamesian
heroes in their peregrinatioins through Europe c@aespace “where national
and cultural identity exists[...] as something torbade, not something given,
in a world where no possibilities of identity-fortiean are being conjured forth
by an internationalizing economy organized by lestravel and mass culture”
(Friedman: 11)

Like his brother William’s philosophy, James’s waskessentially a search for
knowledge in an increasingly complex reality thaguires an increasingly
intense self-awareness and concentration from bserger. In the words of
Malcolm Bradbury, James has always held

the pragmatist's presumption that perception angeggnce are not
commonsense matters but formative crises of consoass, an idealist belief
that knowing reality is always a pursuit, an ensllassthetic and social quest
[....]- That American quest for reality among the kyudepths of Europe, its
buildings, social practices, ancestries and higgdtgd would drive his fiction
persistently toward new types of inquiry, so thiatwork as a whole becomes
an elaborate search for the sufficient impressiwth the significant form- an
essential foundation of all modernist fiction. (Bbary: 214)

The knowledge of Europe requires a certain shift sehsibility from a
pragmatic morality and a direct, “familial-paterh#&pe of intergenerational
relations to a social model patterned on more 8% keansparent hierarchies,
“rites of passage, mundanity and frivolity of urbbfe” (Jucan: 112-113).
Social reality, then cannot be apprehended diresitige it is culturally and
behaviourally encoded and thus escapes interpretakience, the crisis of
communication and the arduous search for meaninghén hair- splitting,
circular, slow, digressive and convoluted conveosatthat the jamesian heroes
have. As a result, the authorial construction dreddritical reconfiguration of
meaning is one of the most serious challengesldrakes’ fiction presents to the
reader.

In hindsight, the deliberate ambiguity of such $éopieces as th€urn of the

Screw The Figure in the Carpet or The Aspern Paperparticularly relevant
for the latter-day critical debates on the relatomtween the (implied) author,
narrator, text and (implied) reader, on the avditgbof meaning and on the
validity of interpretation(s). Gadamer&uth and Method1960)suggests the
general framework for modern hermeneutics afteringavejected both the
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guest for objectivity, characteristic of the Enlighment and the subjectivity of
the Romantics. In trying to articulate, dialogigalthe ways in whictsubject
andobjectare in continuous interplay, he coins the ternmafizonto indicate
the circumstances under which humarderstandinggrounded irhistory and
language exists. Moreover, he holds that any interpretatibeeginsin pre-
understandingconstituted by the received prejudgments from tadition.
This means that one cannot speak of a right orugnigterpretation: since our
historical horizons change continuously, so will ounderstanding of the text
produced by an author from within his historicalibon reflected in the text.
Consequently, understanding is the event wherebynvgy the prejudgments
of our tradition onto the historical horizon of thext, through interpretation,
making possible “a fusion of horizons” (Gadamera8yl, in so doing, bridging
the text and our own prejudices. The desired ouécomsuch a process is a
heightened cultural sensitivity, an opportunity éepand the boundaries of
human self-awareness. As a consequence, one hasjeid, equally, the
tendency to equate meaning with either the subjéctof the interpreter (the
affective fallacy), or with the author’s intentiofthe intentional fallacy).

The various contemporary orientations in the fiefdmodern literary theory
regarding the idea of meaning and its availabtlipugh interpretation tend to
follow either an essentialist, anti-historical tygfecriticism, or an approach that
sees meaning as context-related. The first typexiscentered and tends to be
elitist, even reactionary in its extreme stancés latest stage in liberal
scepticism. It abhors contamination and goes b siatnes as New Criticism,
formalism, semiotics, (post) structuralism or destaurction. It proclaims, with
Roland Barthes, “the death of the author”, redueadity to a “hypertext” or
speaks, in the voice of Derrida, of “disseminatianid “undecidability” of
meaning.

The second type, on the contrary, continues tcebelithat meaning is still a
valid category of interpretation, that in a litgralext “something” is being
communicated to “someone”, in such a way as t@éna particular reaction.
The defense of meaning is undertaken by differatital voices that may vary
in their doctrinary positions from, say, the hergtic stances of E. D. Hirsch
or the Constance School of reception aestheticBaikhtin’s dialogism or

Foucault's “genealogy” or “archeology”. According tUmberto Eco, all

important critical theories of the last decadeststeom or tend to some
revisions of the New Criticism and they can be eitteemiotic or

hermeneutical.

The first trend, grounded in the Saussaure-an lgtiggi draws attention to
language as a text-making force at the expenskeofubject. Barthes, before
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proclaiming ‘the death of the author” stripped hahall metaphysical status
and reduced him to a crossroads of linguistic attees. He denies the notion of
authorial intention and substitues for it that ofeatual “Scriptor” who exists
only in the time of the text and its reading. Pststicturalist theories reconsider
the status of the subject and that of language fv@mous perespectives:
Foucault blurs the distinction between author arstalirse and speaks of a
“fundamental author”; Lacan’s psychoanalysis atii@s to the unconscious the
structure and character of language; Derrida’s deoaction challenges the
very metaphysical bias of Western philosophy tleitied such notions as truth,
reality, speech and subjectivity.

The second critical trend takes as a model Romé&onbdan’s structure of
linguistic communication based on the triadidresser-message-addressew
the focus on one of the terms helps to define varigpes of critical ‘schools’:
biographical and psychological criticism is con@stnwith the first;, (post)
structuralist and semiotic approaches deals wighsicond, while ther reader-
response criticism focus on the relation betweemitrd and the reader, giving
it different degrees of centrality.

A more balanced position is that of E. D. Hirsch whoonsiders the issue of
authorial intention and defends the idea of a staéktual meaning. His first
distinction, inValidity of Interpretation(1967) is that betweerdescription
addressing the author’s intention, aadaluation which proceeds from the
context of the work and that of the reader. Théaliomy is further refined in
his subsequent critical studyhe Aims of Interpretatioi1976) in terms of
meaning i.e., that which is in the text amglgnificance,i.e., that which is
supplied by the reader, concluding that “while megnis a principle of
stability in any interpretation, significance emiwa a principle of change”
(Hirsch: 2-3) Much in the same vein is Umberto Ecpbsition which holds
that the aim of interpretation is to look for wiila¢ text says in accordance with
its own contextual coherence and accompanying @llaades, without taking
it as the expression of the author’s intentionother words, “it is necessary
that any discussion about the freedom of interpmetashould start with
defending the literal sense” (Eco: 26). For Rolsatioles, too, meaning is “the
shared experience of the reader and writer...our rexpee of content”(17),
while for David Lodge, literary meaning and artistialue are the result of
associating “the subjective reaction and the objedext, aiming at exhaustive
explanations and a consensus of judgements” (75)

Henry James’'3he Aspern Paper§irst published in thétlantic Monthly 1888
can be taken as illustrative for the interplay lestw sujectivity and objectivity,
not only in what concerns the relation between @ugh intentionality and the
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response of the reader/critic, but also in what eamthe relation between fact
and fiction in the genesis of the novella. Or of thae”, as James would
describe his fictional narratives which presentirggle incident and which,
because of their length, stand halfway betweemtivel and the short story. Or
of the “ moral fable for historians and biograpli€® as Leon Edel, the editor
of the complete, American edition of James’s wanteferred to call it.

Both personal experience and social gossip con&tbud the birth of the

stortain Captain. [Edward] Silsbee, an art critienf Boston, who found out
that Clare Clairmont, Shelley’s sister-in—law aridoaByron’s mistress (the

mother of Allegra), now extremely old, was stiNifig in Florence with her

niece, younger Miss Claremont of about 50. Silshgvk they had important
letters the two poets had exchanged and, in omleget hold of them, he

planned to come to Florence and lodge with the Iadees. When the old one
dies, the young one is willing to give him the éestif he will marry her. (An

echo here of Hawthorne’Bhe Marble Faurand of the fate of the American art
lover abroad).

Later, in thePrefaceto Volume XII of the American edition of his workihe
writer expresses his surprise at learning that Missrmont had been living in
Florence “up to our own days” but also his wish tawhave seen her in person,
but instead to let “the minimum of valid suggestichallenge his imagination,
together with his intention “to alter the Florentidegend considerably”.
Dismissing the rumoured facts somewhat hurriediynels states that for the
writer “the interest would be in some price that than has to pay”(Curtis, 11;
42).

To pursue such an “interest” James changes sortie afetails of the tale: the
setting shifts from Florence to Venice and the palahere the two old ladies
live- with “the air of a Protestant Sunday’- is thietionalized house of his
friend, Katherine De Kay Bronson, Mrs. Bronson (kes.Prest of the novella),
a distinguised socialite and hostess from New Ywho would repeatedly
entertain the writer in her house during his viddsVenice. (Gale: 93-94).
Further on, the two ladies are Americanized, thetps not a Romantic
anymore but a contemporary. Finally, the name efriiece is Miss Tita, in the
original version, but Miss Tina in the American tezh. In all other respects,
Henry James’ tale respects the general frame chtleedote that he had heard
and indeed, focuses on the “price” that the pratégjdias “to pay”, a statement
that has to be taken both literally and figuratwel

The anonymous narrator is an American literary schoho comes to Venice
in the hope of taking possession of the papersi®fdecesead American poet,
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Jeffrey Aspern, “one of the most brilliant mindshi$ day” and also “one of the
most genial men and one of the handsomest”. Thendeots he covets are,
presumably, in the hands of his former mistress, aged Juliana Bordereau
who now lives in Venice, with her shy niece Tina,asmall amount of money
regularly sent to her from America. At the suggestof his friend, Mrs. Prest,
the narrator rents rooms from her, undetterredhey shameless price of one
thousand francs per month, since this would be ¢trapensation of extracting
the papers from her”, an urge that he feels wighitibensity of an almost erotic
desire. The greedy old aunt, who seems to possessrtaof “esoteric
knowledge” encourages the two young people to spiemel together, whether
in the garden he has grown or on the channels nicéeand even offers to sell
the man a portrait of Aspern for, again, an inflapgice. When Juliana gets
sick, the narrator sneaks into her room and treepurloin the letters. The
climactic moment of the narrative occurs when tlans caught red-handed by
the watchful old lady: she shames him terribly,Iscdlim a “publishing
scoundrel” and then collapses. He flees and wheretuens to the place in a
few days, he learns that Juliana is dead and hunealfinal conversation, Tina
hints that, now, she could let him have the pageraly he were a member of
the family: “If you were a relation it would be thBfent”. Taken unawares, the
narrator runs away and when he returns, practickided to propose to her,
i.e., pay the price, Tina informs him that she hamt all the papers, one by
one.

The difficulty of eliciting a stable meaning frorhet text, or of disambiguating
the deliberate ambiguities is the result of theratar's unclear position and
equally of Tina’s qualities and mixed motives. Ttarator appears as a skillful
mixure of professional ruthlessnes and personalsalmiess and, yet, he is not
without the reader’s sympathy. As a co-editor offr@dg Aspern’s work
(together with John Cumnor, “my English fellow woirgper”), he seems to be
pushed by the ardent desire to come into possesdidthe documents and
transacts his way at whatever price, be it theepfar the rent or that for the
portrait. To the same purpose, he goes to paigsoi flowers in the garden of
the rented house, or takes Tina for a day out enctmals. His intellectual
commitment seems to be total as long as it doeemgage his emotional self.
We are on quicksand here and James does not hellp. e last marriage
transaction is but a suggestion which he hesit&te$ollow. Is he really
prepared to propose to Tina and would the ‘trams@dbe worthwhile?

Similar questions occur in the case of the nieseslfle really Juliana’s niece or,
maybe, her daughter by the deceased Jeffrey Agpe@rie may wonder
whether she is the repressed Victorian spinsééhftil to the aunt and to the
memory of the great poet, or simply a woman emotipn# rather late,
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aroused to the possibility of love and marriageisdthe whole novella a huge
mistification, based on the false assumption tiha& papers do exist? The
supposition is not entirely unfounded. (Did MilesdaFlora ofThe Turn of the
Screwreally see ghosts, one cannot help wondering?)

If that be the case, then the novella is yet andihe de forceon the part of
James and an exemplary illustration of the modemger’s relativization of
truth through the ongoing transactions betweemtbaning of the text and the
significance that the reader gives it.
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Abstract: The impressions of perceiving consciousness inaliiee must be

rendered uniquely. Literature is not painting. Teehniques of impressionist
painting and literature bear some similarities, buen greater differences
exist. Some of the techniques of painting may docadly translate into

writing, especially when representing visual petioep (for instance

presenting physical objects from limited viewpo)ntsut the difficulty lies in

seeing impressionism's techniques determining ritdedying philosophical

concerns rather than impressionism's underlyinglopbphical concerns
determining its techniques.

Key words: impressionist, techniques, perception, consciassne

Although impressionist art and literature shareilsinphilosophical concerns,
their techniques for representing those concernmllysdiffer considerably
because of the differing media they employClmaracteristics of French Art
Roger Fry associates atmosphere and point of viglwvimpressionist painting.
Others also identify sharp juxtaposition of coldrsjovative use of light, and
the use of “empathetic and evocative brushworkcasimon techniques in
impressionist painting. Furthermore, some commergatave also linked the
fragment, or fleeting moment, to impressionist pam Because impressionism
originated in the visual arts and because of thgement's importance in the
history of the visual arts, most critics of impriessst literature have looked at
it in the light of techniques of impressionist \aswarts. James Kirschke, for
instance, defines literary impressionism in a fashitthat accords more
precisely with the techniques as derived from Impi@ism in painting.”
(Kirschke 1981: 15) Problems arise, however, wheiicg identify the
techniques of impressionist painting and then ineis transferring them to
impressionist writing. For example, Beverly Jeanbl§si writes, “[T]he
impressionistic writers tried to do with color whhe impressionistic painters
did with the effects of light and shade.” (Gibbs529 177). Ferdinand
Brunetiere remarks of Daudet's writing that “youl Wund that [it] is the method
of procedure of none but a painter. The imperfecsé, here, serves to prolong
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the duration of the action expressed by the verb staps it - makes it stand
motionless - after a fashion, before the very eyethe reader. "(Brunetiere
1972: 223)

Similarly, some critics see representation of lighktaposition of colors for
emphasis, and hazy atmospheric conditions as deasiics of impressionist
writing. The impressions of perceiving consciousn@s literature must be
rendered uniquely. Literature is not painting. Tteehniques of impressionist
painting and literature bear some similarities, égn greater differences exist.
Some of the techniques of painting may occasionalpslate into writing,
especially when representing visual perceptioni(fstance presenting physical
objects from Ilimited viewpoints), but the difficylt lies in seeing
impressionism's techniques determining its undeglyphilosophical concerns
rather than impressionism's underlying philosogdhocancerns determining its
techniques.

More important than clarifying the relationship Wween impressionist painting
and literature, though, is the problem of denningpriessionist epistemology
itself. In short, impressionists - whether in thierbry or visual arts - sought to
represent the interaction between human conscisesaed the objects of that
consciousness. Much of this interaction appearss@ssory perception,
particularly visual perception, but this processwdt not be limited solely to
visual perception or even to sensory perceptiomganeral. For example, in
Stephen Crane's “The Open Boat”, the charactersusmn over whether the
man on shore is waving a coat or a flag, Josephr&d@n various narrators'
views of Jim inLord Jim the irregular movement of time in Ford Madox Ferd'
Parade's End the variety of views of the revolutionary idea @onrad's
Nostrom@ and the contrasting perceptions of the spaceussia in Conrad's
Under Western Eyeare all examples of impressionist renderings ¢géab of
consciousness. Regardless of the particular olgkconsciousness, though,
impressionists represent an individual human cowostiess interacting with
phenomena at a fixed point in space and time.

In addition to recognizing the nature of objectsofsciousness, identifying the
relationship between subject and object is alsmmant. For many critics, this
has proven elusive; some see impressionism as tedlgebject-oriented,

while others see it as subject-oriented. In otherds, an object-oriented, or
objective, view sees impressionists presenting gecbhs it projects itself onto
human consciousness; while the subject-orientedsulnjective, view sees
impressionists rendering only idiosyncratic, emagiloresponses to the object.
Both objective and subjective views have also giflced more recent critics,
and both are only partly correct. Laforgue suggtsisimpressionists eliminate
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cultural influence (particularly artistic convents), but that is not wholly
possible since no one can completely escape culinfluences. More
important, though, the objective view excludesghbject's personal experience
from the process, and so a physical object, faamse, may be perceived (to a
certain extent) divorced from cultural influences btill appear the same to any
observer who can forget conventional thinking abastial perception. As a
result, the objective view eliminates part of thibjsct's subjectivity and does
not posit an individual epistemological experiend&evertheless, Laforgue
correctly asserts that impressionists do not alboltural conventions to rule
their art and those they make a conscious effosetoaside outside influences
and render the object as it actually appears peafsec moment.

The divergence of objective and subjective viewslypaxplains why one critic
may see Howells and Bennett as impressionists (isecaf their objectivity),
while another may see Woolf and Joyce as impresd®ribecause of their
subjectivity.) This dualist perspective is furthpoblematized because it works
from a Cartesian subject/object split. In fact, iegsionist representation lies
neither solely with the subject nor solely with thigect but rather in the space
between the two. In this way, impressionism diverfyjem both positivism and
idealism. Positivism saw reality in the object e #xternal world. Idealism saw
reality in the subject - the internal world. Imm®gism mediates these
extremes and posits the necessary existence ofshbjbct and object - but not
from a dualist position; rather, the two merge stigt their outlines blur. In
Conrad's “Heart of Darkness” for example, Marloansforms the space of the
African wilderness into a dark and brooding expatse holds the secret to the
nature of human existence. At the same time, thobddwrlow himself is
transformed by his experience with that wildernessl in this epistemological
encounter it is impossible to tell for certain whdéarlow's outlines end and
those of the wilderness begin.

Positivism, idealism, and impressionism all repnésghange occurring in the
interaction between subject and object. But whitsifivism and idealism
render a one-sided change, impressionism rendesm®-gided exchange. For
positivism, since reality exists outside the subjebjects may change subjects,
but the objects themselves remain the same regardie who experiences
them. On the other hand, for idealism, since ngaiists within the subject,
subjects may change objects, but the subjects #eassdo not change because
all objects are part of the subject. However, ritimpressionism, neither
positivism (which minimizes subjectivity) nor ideah (which minimizes
objectivity) accurately represents the epistemalagprocess. In contrast to
these polarized views, impressionism presents sulajed object in constant
change through their mutual influence.
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As a result of impressionist epistemology, an dbjet consciousness is
different for different subjects. Conradi$ie Shadow Lingrovides a good
example of this contrast. When the narrator fie#sshis new command, he
says: “l knew that, like some rare women, she wasafrihose creatures whose
mere existence is enough to awaken an unselfisghdelOne feels that it is
good to be in the world in which she has her beif@bnrad 1993: 101) Others
may see simply a mode of transportation, but fer new captain the ship is
much more: the culmination of many years' workreward and emblem of his
professional success. The narrator then goes sayto*An enormous baulk of
teak-wood timber swung over her hatchway... When tteyted lowering it
the surge of the tackle sent a quiver through itwen fwater-line to the trucks up
the fine nerves of her rigging, as though she Hadidered at the weight. It
seemed cruel to load her so”. To those loadingsttig, it is like any other - no
more than a receptacle for cargo. As a result af 8tered cultural past, the
dock workers and the new captain perceive thisiphlysbject to be a ship, but
because of different personal pasts, they percéma¢ same object very
differently. Nor does an object necessarily remii@ same for a particular
subject at different moments in time and differdecations in space.

Despite the fact that almost exclusively subjeatried movements such as
surrealism and subject-oriented techniques sucktr@am of consciousness
appeared primarily after impressionism, their pppgsitions already existed in
nineteenth-century idealist thought. Impressionrejected idealism's attempt
to produce objects - particularly external object®lely from the workings of
human consciousness. Idealism emphasized the sawjecthe object. But for
impressionism, although subjectivity may alter djeot, that object is also
altered by its physical surroundings, and so stibjec may influence but
cannot single-handedly produce an object. Otherwiseconsensus could exist
concerning the nature of a particular object. Fapriessionism, a ship, for
instance, would appear differently to different pleo but all would agree it is a
ship.

When impressionists represented what they actealbherienced as opposed to
what cultural conventions told them they should ezignce, the objects of
consciousness they rendered became individualrreithie universal.

In order to represent this individual point of vigtwough which objects of

consciousness filter (the crux of all impressioti&ory), impressionist writers

have employed a variety of narrative techniques. &amthese techniques

include achronologyjn medias res central consciousness, limited point of
view, and multiple narrators.
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Achronological narrative is perhaps best represeimethe works of Joseph
Conrad and Ford Madox Ford. Ford argues that alntsenot a sort of
rounded, annotated record of a set of circumstancéhis is the impression,
not the corrected chronicle.” (Ford 1964:122) Elsere, he outlines this theory
more fully, suggesting that the problem with thegksh novel was that it went
straight forward, whereas in your gradual makinguantanceship with your
fellows you never do go straight forward. You masatEnglish gentleman at
your golf club. He is beefy, full of health, the rabof the boy from an English
Public School of the finest type. You discover,dyrally, that he is hopelessly
neurasthenic, dishonest in matters of small chahge,unexpectedly self-
sacrificing, a dreadful liar, but a most painfudgreful student of Lepidoptera
and, finally, from the public prints, a bigamist evlvas once, under another
name, hammered on the Stock Exchange... To get suchnain fiction you
could not begin at his beginning and work his tifgonologically to the end.
You must first get him in with a strong impressiamd then work backwards
and forwards over his past.

According to Ford then, historically, the novel vea the realist novel - had
been guilty of unreality; it was a “corrected chib&’ that transformed the

immediate epistemological experience into an omghi account, taking

unorganized incidents projected onto human conscesssat different times
and places and organizing them into an orderedondhogical narrative.

However, Ford believes human beings do not expegiphenomena in such an
ordered fashion: “[W]e saw that Life did not naesabut made impressions on
our brains.” (Ford 1964: 134) Human beings piemgether experience from
one place and another, from one time and anothbrough his use of

impressionist techniques, Ford consistently denmatest his desire to
accurately represent human consciousness integaeiih its objects, to keep
the author from getting “between the reader's |egsf to draw the reader into
the novel's world. InThe Good SoldierFord's narrator Dowell explains this
technique:

[W]hen one discusses an affair - a long, sad affaine goes back, one goes
forward. One remembers points that one has fongatitel one explains them
all the more minutely since one recognizes that o forgotten to mention
them in their proper places and that one may hawngby omitting them, a
false impression. | console myself with thinkingthhis is a real story and
that, after all, real stories are probably toldtheshe way a person telling a
story would tell them. They will then seem most.r@aord 1999: 254)

This passage explains why Dowell narrates achrgndy: both to represent
the manner in which a storyteller sometimes intoedudetails out of sequence
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and to make the story real for the reader. Corakdst achronology to an even
higher level in such works &ostromo, Lord JimandChance.In these novels,
time sequences are radically dislocated and fdreedader to put together the
events achronologically.

In contrast to impressionist narratives, the ordengarration of pre-
impressionist novels presents the world of a usierobserver. Whether
omniscient or non-omniscient, these narrators orgaphenomena so that the
reader experiences an ordered existence. Omniscianators organize
phenomena and provide the reader with a breadtinfofmation that is
inaccessible in reality. Similarly, the non-omnésdi narrators also mediate the
epistemological process. Even though they are nuotiscient, first-person or
limited third person narrators still employ organgtechniques - that is, rather
than presenting phenomena as the subject actuapigriences them, they
organize that information into a coherent chronitkeough the narrator's
reflections. Even such first-person narrativesJase Eyre(which includes
scenes dealing with the narrator as a child andafigtcaptures the flavor of
that earlier time) are still mediated by the |latarrator's reflection and by the
ordered nature of the narration itself. For impi@ssm, traditional narrators do
not present phenomena the way human beings experieam. The temporal
distance such narrators evoke necessarily altersitied experience, and they
lose the immediate workings of consciousness. Irtrast) the impressionist
novel tries to represent the immediate epistemoédgixperience, so the reader
almost becomes the one encountering phenomenaguke characters do, but
not in the after-the-fact reflection of traditionalarrators; rather the
impressionist novel tries to place the reader thioscene at the actual moment
of experience. In so doing, impressionists “invédad control the reader's
identifications and so subject him to an intengbamathan passive experience.”
(Ford 1964: 1400). As Ford explains, “We in turfmwe wished to produce on
you an effect of life, must not narrate but rendmpressions.” Similarly,
Stephen Crane argues, “You must render: never tégGrane 1871: 133) In
“Heart of Darkness” Conrad creates just such a meadscene when Marlow
overhears a conversation between the Central Statsorager and his uncle in
which they “made several bizarre remarks: “Make @and fine weather - one
man - the Council - by the nose - bits of absurdesees that got the better of
my drowsiness” (Conrad 1990:89). The conversatioesdnot make sense
because of Marlow's drowsiness, as only discondegltgases impinge upon
his consciousness. Shortly afterwards, Marlow los#iser parts of the
conversation: “They moved off and whispered” (Canrd990:91). Only
afterwards can Marlow partly piece together the mega of the conversation.
In fact, not until he reaches the Inner Statioresgvmonths later does he fully
understand certain parts of the conversation. Guresdly, just as Marlow must
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piece together the meaning of the conversation fiteensnatches he hears, so
also must the reader.

Impressionistin medias resnarrative techniques are a variation on a-
chronological narration, and again their purposetdsdemonstrate that
phenomena filter through a single consciousnessh $arratives place the
reader in the position of the narrator, and hertoe iteader encounters
phenomena as present occurrences - not the n&ra@st experiences of
events. For example, in Conrad's “The Brute” asstioey opens, the narrator
enters a tavern while a conversation is in progagsshears one man say, That
fellow Wilmot fairly dashed her brains out, and@od job, too!... | was glad
when | heard she got the knock from somebody &t $asry enough for poor
Wilmot, though. That man and | used to be chumsnattime. Of course that
was the end of him. A clear case if there ever w@s. No way out of it.
(Conrad 2010: 10)

Not until several pages later do both the narratat reader learn that Wilmot
dashed the brains out of a ship - not a woman.hls instance, Conrad
represents the way a listener must piece togetlstorg from an unorganized
narration. This technique also differs from moraditional in medias res
techniques in which the fictional characters hamewdedge of prior events
while the reader does not; instead, in impressianismedias resboth the
characters and the reader are ignorant of priontsvdn “The Brute” the
narrator's experience of the events is alterechbyfdct that the information is
gathered without the benefit of encountering thengs from their beginning.
And so, like the narrator, the reader enters thevesationin medias resand
must experience phenomena piecemeal, without thefa narrator's after-the-
fact organizing of the experience. This techniga€e'géantage is its immediacy,
as the reader discovers information at the sameanbthe narrator does.

Central consciousness is other technique literampréssionists sometimes
employ and is most closely associated with the fetgon of Henry James. In
his works, James employs what may initially apptarbe an omniscient
narrator; however, it soon becomes apparent thatahation is not omniscient
but rather a rendering of the workings of a singleentral consciousness. This
main character then becomes the medium through hwthe reader also
encounters the events of the narrative. Often,spadiity results between the
central character's perception of a situation dvad of other characters. For
example, in “The Tree of Knowledge” Peter Brencbssactions and events in a
particular way. He believes he possesses knowlddgeno one else does: that
his friend Morgan Mallow is a terrible artist. Brénalso feels he makes a great
sacrifice by protecting Mallow's wife and son frams knowledge, believing
that such knowledge would devastate them. He eharks Mallow's wife
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would leave him if she realized how bad an artistsh®nly at the end of the
story does Brench discover that Mrs. Mallow hasagsv known that her
husband is a terrible artist. With this discovetygecomes clear that all of the
phenomena in the story first filter through Brescbonsciousness before the
readers encounter them.

Closely related to central consciousness is limpiat of view. In fact, the two
techniques sometimes overlap. Their differencecslpi lies, though, in the
fact that central consciousness appears only ird therson narratives and
usually (if not always) employs a single consciasmto filter phenomena. In
contrast, limited point of view can appear as eithest- or third-person
narration, and when it appears as a third persorathee it usually does not
single out a particular individual's consciousnestlter phenomena, but rather
moves from one consciousness to another, as fanios occurs iNostromo.
Limited point of view is similar to traditional Bt-person and limited third-
person narratives, except that while traditionatatars emphasize more what
the narrator knows, limited point of view narrateraphasize what the narrator
does not know. Ford's narrator DowellTihe Good Soldieis a good example:
“But, looking over what | have written, | see thdtave unintentionally misled
you when | said that Florence was never out of mgts Yet that was the
impression that | really had until just now. Wheecoime to think of it she was
out of my sight most of the time. ” (Ford 1999:98pwell's limited
understanding of the novel's events, as well abibsed interpretation of them,
reveal that he is the medium through which thermfation in the novel passes
and is altered as a result.

Finally, the multiple narrators’ technique is siamito first-person limited point
of view narration. Multiple narrators were a sigraht departure from
traditional narration in which a single narratondpd the reader through the
course of events. In a sense, employing multipleabars is simply limited
point of view multiplied. Instead of a single ndaarawho relates his or her own
individual experience of phenomena, multiple namsat each experience
phenomena differently and thus emphatically shaat slubject and object alter
each other and are affected by the context in whigy occur. Conrad
employed this technique to good effect in such waakHeart of Darkness
Chance andLord Jim.In Lord Jim for instance, many narrators appear in the
novel, and the physical context together with theratar's subjectivity
circumscribes their perceptual experience. Marleils tus this when he says
that Jim “existed for me, and after all it is othyough me that he exists for
you. I've led him out by the hand; | have paraded Ibefore you” (Lord Jim:
224). Even more explicitly, Marlow remarks to hisvpeged listener, “It is
impossible to see him [Jim] clearly - especiallyitags through the eyes of
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others that we take our last look at him” (Lord JB89). Conrad demonstrates
that each narrator perceives Jim differently arahtimterprets that information
differently. As a result, none has a complete pectef Jim. For example, Stein
says Jim is a romantic (Lord Jim: 216). Corneliagsshe is a fool (Lord Jim:
397). Jewel says Jim is false (Lord Jim: 350). Ehearrators (as well as others)
assume they accurately perceive Jim, and in a strese do in that Jim
conforms to their perception. In other words, Jiotsathe romantic Stein
perceives him to be. He acts the fool Corneliusgiges him to be. He acts
falsely as Jewel perceives him to be. However, id3imot necessarily each of
these in essence, but rather the other charapt@nts of view present different
perceptions of Jim. Jewel already perceives Jibetéalse when she first meets
him because all western men are false. Similaily, dcts like a fool, not
necessarily because he is one but because Corttahks Jim's code of honor
is foolish. As a result of the blurred distinctioletween perceiver and
perceived, the perceiver's own subjective charigties and physical point of
view, as much as Jim's essential characteristemdklves, present Jim in the
light they do. Each is a different Jim, as his ioet blur with those of the
perceiver. Both multiple and limited point of viemarrators dramatize the
limitations of a single consciousness to comprehphdnomena other than
individually, and thus knowledge itself is reveatede limited as well.

All of these narrative techniques depend upon ithédtions of the characters'
knowledge and understanding for their effect. Hosveveven when
impressionists do employ omniscient narrators,eeithese narrators contrast
with other human narrators and thus emphasizeithiget nature of human
consciousness, or the narrative takes on charstotsriof a non-omniscient
narrative and presents phenomena in an achronalpgeecemeal manner.
Such narrators also often withhold information frima reader, so their effect is
much like that of any other limited narrator. Wattgues ofLord Jim that
“Conrad’'s omniscient narrator here [during Betnaincident] pretends to be
strictly limited to the point of view of an actuabserver at the time of the
occurrence.” (Watts 1988: 5) Conrad achieves tlifsce throughout the
opening chaptersf Lord Jim.Even though an omniscient narrator relates this
part of the novel, the reader still remains in teek about a number of
important issues - not the least of which is whethe Patnasank (which the
reader does not learn until much later) and whased the accident in the first
place (which the reader never does learn for ggrtdihe omniscient narrator
also presents information piece by piece in a rfoofwlogical time line,
emphasizing human narrative limitations by presentinformation that the
other narrators cannot know. In fact, this omnisciearrator is as important to
the novel in its contrast with the limited pointwaéw of the other narrators as it
is in revealing information that is unavailableabgh the other narrators.

80



REFERENCES
Brunetiere, F. (1972Evolutia criticii de la Renastere pana in presefgitura
Enciclopedica Romana, Bucuresti
Conrad, J. (1988)ord Jim,Penguin Classics, London
(2002)Nostromo Courier Dover Publications, Dover
(1997)Under Western EyeBenguin Classics, London
(1993)The Shadow Lindlenguin Classics, London
(1990)Heart of Darknesspover Publications, Dover
(2010)The Brute Kessinger Publishing, London
Crane, S. 1871-1900:he Open Boat:lectronic Text Center, University of Virginia
Library (www.etext.virginia.edu
Ford, M.F. (2001Parade’s EndPenguin Classics, London
(1964)Critical Writings of Ford Madox ForgdUniversity of Nebraska
(1999)The Good SoldieOxford University Press, USA
Gibbs, B. J. (1952)mpressionism as a Literary MovemeéntThe Modern Language
Journal, Vol. 36, No. 4 (Apr. 1952), pp. 175-183
Fry, R. (1933)Characteristics of French arBrentano’s, New York
James, H. (2008Yollected Works of Henry James: volum&Be Tree of Knowledge,
Bibliobazaar, London
Kirschke, J. (1981)Henry James and Impressionisimihe Whitston Publishing
Company
Troy, New York
Laforgue, J. (1885),es Complainted,eon Vanier, Paris
Watts, C. , Conrad J. (198&)rd Jim (Introduction)Broadview Pr., Canada

81



The Fear of the Feminine in Alfred Tennyson’sMaud

Dan Negrut
University of Oradea
dan negrut@yahoo.com

Abstract: The present paper makes a text-based analysie giadhmMaud,
one of the masterpieces of Victorian poetry, repreting its protagonist from
a modern perspective, taking into account defingimf some psychiatric
disorders and focusing analysis on the fear theagamist experiments in front
of the woman.
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1. Starting Point. Qualities.

When Tennyson publishedaud in 1855, critics responded with quite a lot of
hostility, one of them saying that the title contd too many vowels and the
removal of either one would be equally satisfactdiye starting point of the
poem was a lyric;Oh! That ‘twere Possible] composed in 1833-1834, soon
after the death of his close friend Arthur Halland gublished in a bookhe
Tribute in 1837. The poem is narrated by its protagorishighly sensitive
young man whose father has committed suicide #fierfailure of a financial
speculation. He loves Maud, the daughter of the ragponsible for his father’s
ruin, but her family wants to marry her to a youwargstocrat. After a violent
culmination in which the narrator kills Maud’s binet and possibly Maud too,
the protagonist seeks to solve his personal dilefaynenlisting in the Crimean
War. It was a work close to Tennyson’s heart. RoBeswning readviaud four
times and declared it a great poem. The qualihes alienated the reviewers
and that appealed to Browning - the subjective pmw, the oblique and
fragmentary approach to narrative, and the exptoraof morbid self-
consciousness - mark it as one of Tennyson’s nth&treced productions.

2. Mistakes in the Critical Reception of The Poem

Although the Victorian audience did not receive ffwem positively,Maud
sold quite well. Neither the literary audience, ribe critics were ready to
understand the poem first of all because they cdtadithe same mistake as in
Byron’s case: identifying the poem’s protagonistthwiits author. This
identification was possible because of severalomesis
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* The initial title of the poem wadaud or the Madness.

* Tennyson had a family history of abuse, paranoiagenice and alcohol
consumption. His father and brother Arthur madertbases worse by
excessive drinking. His brother Edward had to befioed in a mental
institution after 1833.

* He had a lifelong fear of mental iliness, for saenen in his family
had a mild form of epilepsy, considered then a sfahtisease.

* As a young man, he was lonely and depressed, exped religious
doubts and feared for his sanity.

* In 1843, Tennyson’s emotional difficulties, aggrehby financial ruin
and increasing hypochondria, led him to voluntaciynmit himself to a
sanatorium run by Dr. Matthew Allen in which he endent the water
cure, a then-popular treatment which involved avwt@aof smoking,
drinking, and medication, and the drinking of ca@mounts of water
to cleanse the system.

3. Material and Method

Using the text of the poem we will apply the defomns of several psychiatric
disorders in order to demonstrate that the unngonatégonist oMaud cannot
be labelled as normal, suffers from emotional iniéitg and has a fragmented
self.

4. Definitions
According to http://www.thefreedictionary.com, paoéa is:

e a mental disorder characterized by systematizedisiotels
ascribing hostile intentions to other persons,roftieked with a
sense of mission.

» extreme, irrational distrust of others.

* a psychotic disorder characterized by delusionpesecution
with or without grandeur, often strenuously defahdeith
apparent logic and reason.

According to the Diagnostic and Statistical Manual of Mental
Disorders fourth edition DSM-IV), the diagnostic standard for mental health
professionals in the United States, lists the fihy symptoms for paranoid
personality disorder:

» suspicious; unfounded suspicions; believes othesspéotting
against him/her

» preoccupied with unsupported doubts about friendssociates

* reluctant to confide in others due to a fear th&trimation may
be used against him/her

* reads negative meanings into innocuous remarks

* bears grudges
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* perceives attacks on his/her reputation that are cledr to
others, and is quick to counterattack

* maintains unfounded suspicions regarding the figetf a
spouse or significant other.

According to http://www.answers.com schizophremsiaicollection of related
psychiatric disorders of unknown aetiology thatidal a specific pattern of
behaviour. Typical behaviour seen in schizophrerhides psychotic episodes
in which there is a severe mental disturbance ardeptions of reality are
distorted. Psychotic episodes may also involveukalhtions. Schizophrenics
often have delusions about personal identity, imatedsurroundings or
society, and paranoia. Schizophrenia has a compaiemeredity, but many
factors other than genetics are involved.

5. The Fear of the Feminine and Psychiatric Issues
We will also analyse the text having in mind theqass of separation that our
protagonist applies to himself and to everybodg.els

From the very first stanza of the poem the protagjoran be described as at
least interesting as he declares himself to be fascinatedhbyred, blood,
horror anddeath:

| hate the dreadful hollow behind the little wood,

Its lips in the field above are dabbled with blaed-heath,
The red-ribbd ledges drip with a silent horror twfdal,

And Echo there, whatever is askd her, answers Death

In the second stanza we are given details of tiefa death, but he proves to
be more interested in the details of his fatheéadlbody than shocked by the
news, at the same time demonstrating a passiamdodoidity and an emotional
distance from his parent:

For there in the ghastly pit long since a body feasd,

His who had given me life. O father! O God! wawdll?
Mangled, and flattend, and crushd, and dinted timaground:
There yet lies the rock that fell with him whenfa#.

The fourth stanza comes with another interestin@gildeour protagonist was
shocked by his mother’s reaction, not by his fatheéeath:

And my pulses closed their gates with a shock orheart as | heard
The shrill-edged shriek of a mother divide the sharahg night.

84



The fifth stanza witnesses the beginning of thec@ss of separation, the
personal pronouwe (you +I) gradually being transformed inyou (villains)
andweconsisting now ohe+l (pure):

Villainy somewhere! whose? One says, we are vilaith

Not he: his honest fame should at least by me betaiaed:

But that old man, now lord of the broad estate thedHall,

Dropt off gorged from a scheme that had left uedil and draind.

The next stanzas carry on the opposition (by nostjvbenwe and they, our
protagonist demonstrating symptoms of paranoiarirfgathe public evil
influence upon the pure private self

Sooner or later | too may passively take the print
Of the golden age why not? (Maud, VIII)

and declaring himself publicly in favour of warhiat than commercial peace

Is it peace or war? better, war! loud war by land by sea,
War with a thousand battles, and shaking a hunitireees. (Maud XII)

Stanza XIV, in which our protagonist fears a simflate to that of his
father,

What! am | raging alone as my father raged in hied?
Must | too creep to the hollow and dash myself dawd die

comes to evidence another paranoid symptom irnribs |

Rather than hold by the law that | made, nevernmigood
On a horror of shatterd limbs and a wretched swirsdie?

A process of total rejection, fear and separatromfsociety comes in stanza
XVI

I am sick of the Hall and the hill, | am sick oftimoor and the main.
Why should | stay? can a sweeter chance ever come there?

Maud enters the narrative of the monodrama bringinquultiple threat, a
multiple curse(Maud XIX) to the protagonist:
* Maud is beautiful.
* Maud is a representative ¢ifiem thus posing a threat to his
pure, superior self.
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* Maud may bring him theurse of lovelove means involvement,
action and presence, things he is incapable of.

In the following stanzas our protagonist is busgahestructing Maud’s beauty,
following the principle: a perfect beauty meansesfgct threat; if he is able to
find a flaw in her, the threat she poses is notegeranymore. And, lucky him,
he is able to find some flaws:

Faultily faultless, icily regular, splendidly null,

Dead perfection, no more; nothing more, if it hadl lmeen

For a chance of travel, a paleness, an hours daff¢ite rose,

Or an underlip, you may call it a little too rigep full,

Or the least little delicate aquiline curve in agigve nose,

From which | escaped heart-free, with the leasé ltbuch of spleen. (Maud II)

Our protagonist continues the processes of separhé started in the first part,
following the paranoid logic: if Maud is to becoris beloved, she will have to
fulfil his standards, hitaws his conditions, and the first condition is thaabd
has to be separated completely from her father (@hesponsible in his mind
for his father’s death) and from her brother

When have | bowd to her father, the wrinkled hekithe race?
I met her to-day with her brother, but not to heatber | bowd: (Maud IlI)

The young decentered protagonist continues buildiisgown pure universe
away from society, denying involvement in and resimhty for public life:

I have not made the world, and He that made itguiltle.

Be mine a philosophers life in the quiet woodlarad/sy

Where if | cannot be gay let a passionless peacsybdet, (Maud VI, 1X)
The most dangerous threat posed to his pure, prasdt is love:

And most of all would | flee from the cruel madne$sove,
The honey of poison-flowers and all the measurelegMaud X)

because love means action and involvement, thiags imcapable of.
Maud starts fulfilling his conditions as he sees dlene singing of war, Death
and Honour (Maud, V - I, 1) all of them things yetlose to his heart. But in

order for her to be perfectly acceptable to himulaas to undergo a process
of complete depersonalization, to be totakyparated from herself
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Silence, beautiful voice!

Be still, for you only trouble the mind

With a joy in which | cannot rejoice,

A glory | shall not find.

Still! I will hear you no more,

For your sweetness hardly leaves me a choice
But to move to the meadow and fall before
Her feet on the meadow grass, and adore,
Not her, who is neither courtly nor kind,

Not her, not her, but a voice. (Maud V- IlI)

In order for him to be completely fit for Maud, Bkso has to undergo a process
of separation from masculinity which he perceivesaaimal, evil, sexual and
aggressive

What if that dandy-despot, he,

That jewelld mass of millinery,

That oild and curld Assyrian Bull

Smelling of musk and of insolence,

Her brother, from whom | keep alo@aud VI-VI)

Another paranoid symptom surfaces when our protatjosuspects that
everybody is plotting against him:

For a raven ever croaks, at my side,

Keep watch and ward, keep watch and ward,
Or thou wilt prove their tool.

Yea, too, myself from myself | guard,

For often a man’s own angry pride

Is cap and bells for a fodlMaud VI-VII)

Now his perception of femininity is completely clgaa. We could say that our
protagonist is suffering frorm complex of the motheas the mother image(s),
both Maud’s mother and his, are associated withdgess, perfection and
delicacy. Their perfection might also be a diregsult of the fact that both
mothers are dead. Let us not forget at the same ttiat, in his opinion, Maud
as a woman is a pitiful thing:

Perhaps the smile and tender tone

Came out of her pitying womanhood,

For am | not, am | not, here alone

So many a summer since she died,

My mother, who was so gentle and good? (Maud VRVII
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Maud VI-X comes with another paranoid symptom, ke protagonist is
suspicious about Maud’s intentions:

Ah well, well, well, | may be beguiled
By some coquettish deceit.

Yet, if she were not a cheat,

If Maud were all that she seemd,
And her smile had all that | dreamd,
Then the world were not so bitter
But a smile could make it sweet.

Although love is unknown to him

Before my life has found
What some have found so swé@diaud XI-1)

by now Maud started becoming acceptable to himhendontinues the process
of separation, this time separating her and himselfa private universe

constructed out of his personal fantasies, a ivativerse governed by his
own laws:

Where was Maud? in our wood;
And I, who else, was with her, (Maud XII-I).

The young protagonist completes the process ofratpa, making a clear-cut
distinction between Maud, her mother, her fathet her brother. In his mind
Maud has inherited only the perfection of her mpthe

And Maud is as true as Maud is sweet:

Tho | fancy her sweetness only due

To the sweeter blood by the other side;

Her mother has been a thing comp|éidaud XIlI-111)

at the same time not being related at all with fia¢hher (responsible for his
father’s death) or with her brother, who has inieerithe whole sin of the
murder from his father

However she came to be so allied.
And fair without, faithful within,

Maud to him is nothing akin:

Some peculiar mystic grace

Made her only the child of her mother,
And heapd the whole inherited sin

On that huge scapegoat of the race,
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All, all upon the brothertMaud XI1I-111)

Our protagonist becomes aware of the fact thaketiesomething wrong with
him, revealing at the same time that he is not ontapable of claiming a
woman as his own in love, of loving somebody, dsb af loving himself. He

is an emotional vampire who needs to feed from $mug else’s love so that
he could be able to project some of that love omskif:

So dark a mind within me dwells,

And | make myself such evil cheer,

That if | be dear to some one else,

Then some one else may have much to fear;
But if | be dear to some one else,

Then | should be to myself more dear.

Shall I not take care of all that | think,

Yea even of wretched meat and drink,

If | be dear,

If I be dear to some one else. (Maud XV)

The first part of Maud ends with our protagonistitimg Maud to come into his
own private but dead universe, a garden full oéscand lilies.

In an unnarrated duel that takes place betweefirgteand the second part, the
young protagonist kills Maud’s brother putting andeto his Hamlet-like
paranoid logic of revenge. Killing Maud’s brotheho inherited the whole sin
of the race) he is actually striking at her fathwrom he holds responsible for
his father's death. Much to his surprise, he find$ that Maud cries for her
brother just as his mother cried for his father:

And there rang on a sudden a passionate cry,
A cry for a brother’s blood:
It will ring in my heart and my ears, till | digllt die. (Maud II-1-I)

Symptoms of schizophrenia, mainly delusions, witktatied perceptions of
reality, surface in the second part of the poem:

Is it gone? my pulses beat

What was it? a lying trick of the brain?
Yet I thought | saw her stand,

A shadow there at my feet,

High over the shadowy lan@Maud II-1)

89



The above mentioned lines are also pointing toféoe that he might have
kiled Maud too. The stanza goes on with his intieca of divine, public
punishment for personal guilt:

Arise, my God, and strike, for we hold Thee just,
Strike dead the whole weak race of venomous worms,
That sting each other here in the dust;

We are not worthy to live. (Maud II-I1)

There are several other lines in the second pantipgito the fact that he might
have killed Maud too during the duel: the mentignof the pure lovely shell
which stands now as a very powerful symbol for MaBoth of them are pure,
lovely, delicate, fragile and dead.

Our protagonist does not even remember what hardidquestions himself
Am | guilty of blood?(Maud 1I-1X),

darkly suspecting that a severe punishment is mgaltim, something more
horrible than death:

She is but dead, and the time is at hand
When thou shalt more than die.

an obvious reference to the Life-in-Death motifSh Coleridge’sThe Rime of
the Ancient Mariner

The most obvious schizophrenic symptoms surfaceéhén fifth part of the

second part in which our protagonist has delusadraut being buried a yard
beneath the street, belonging neither to the wairkthe living, nor to the world

of the dead, but being accused by both, just hlkeeAncient Mariner:

Dead, long dead,

Long dead!

And my heart is a handful of dust,

And the wheels go over my head,

And my bones are shaken with pain,
For into a shallow grave they are thrust,
Only a yard beneath the street,

And the hoofs of the horses beat, beat,
The hoofs of the horses beat,

Beat into my scalp and my brain,

With never an end to the stream of passing feet,
Driving, hurrying, marrying, burying,
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Clamour and rumble, and ringing and clatter,
And here beneath it is all as bad,

For | thought the dead had peace, but it is not so;
To have no peace in the grave, is that not sad?
But up and down and to and fro,

Ever about me the dead men go;

And then to hear a dead man chatter

Is enough to drive one mad. (Maud II-V-I).

This episode also comes with a highly ironical cdation. In the first part he
isolated his father and himself in a sphere supédall humankind who was
considered to be lowly and murderous. The irongvien more powerful when
we think that he has become exactly what he desgeasenurderer) and is now
situated in a position inferior to that of the hurkiad he hated and despised so
much.

As James R. Kincaid (2002) states: “The poem enitls the hero about to
begin his growth. But no destination is given inudaonly a vision of a world
and a self in motion. It is a motion that impliedefinite but unclearly defined
unity.”

The third part of the poem comes with a realization

My life has crept so long on a broken wing

Thro cells of madness, haunts of horror and featr,
That | come to be grateful at last for a littlenti
My mood is changedMaud Il1-VI-I)

Our protagonist is not yet ready to accept the aved it is, but he has found a
solution for himself to be able to cope with the \dolntil now he has directed

his violent impulses towards himself and sadly talsaother people, now he is
able to direct his violence towards others in orpedj socially accepted

patterns: he goes to the Crimean war.

The narrator can finally go

to a cause that | felt to be pure and tihMaud I1I-VI-111)
to the war he so much loved and admired in the pest in order to find
himself and to be reintegrated in the world. He toasndergo th&rial by war,

to immerse himself in the world so that he can comeamew, not ready to
accept life as it is, but to live it.

91



Roy P. Basler (1944:154) argues that “He is notetely cured of psychic
illness, but has merely exchanged one obsessitirgestruction, for another,
self-sacrifice in a noble cause.”

We would have agreed with Basler, had it not beerlife last line irfMaud in
which our protagonist tries to find a religiousrsfgcance and justification for
his deeds, thus proving that he is not yet cured.

Let it flame or fade, and the war roll down likevand,

We have proved we have hearts in a cause, we bte siill,

And myself have awaked, as it seems, to the beiited;

It is better to fight for the good than to railthé ill;

I have felt with my native land, | am one with mind,

| embrace the purpose of God, and the doom asd(ytedid 11-VI-V)

6. Conclusion

Our protagonist is a walking bomb of psychiatrisaitders, ready to explode at
any minute, most of them caused by the trauma ffered as a child, by his
obsession with the mother image and by his feangfother significant female
presence. Although he is not yet completely cuaed, we think he never will
be, at least he has found a viable solution forskifito be able to be part of the
world he so much despised in the beginning. He fbaad a partial curing
solution for his wounded self by enlisting a sdgiaccepted form of violence
and killing: the Crimean War.

References
Basler, Roy P. (1944Jennyson the Psychologissouth Atlantic Quarterly 43,
143-159. ReprintedSex, Symbolism, and Psychology in Literatut®-93, New
Brunswick: Rutgers University Press, 1948.
http:/tennyson.classicauthors.net/PoemsOfAlfredLennyson/PoemsOfAlfredL
ordTennyson23.htmRoems of Alfred Lord Tennysdviaud.
http://www.answers.com/topic/paranoia,
http:/www.answers.com/topic/schizophrenia,
http://www.thefreedictionary.com/paranoia,
http://www.victorianweb.org/authors/tennyson/kirdiah6.html, Tennyson’'s
Major Poems: The Comic and Ironic Patterns

92



Survival and Cognition in Susanna Moodie’Roughing It in the
Bush

Eva Székely
University of Oradea
seva@rdsor.ro

Abstract: The paper is a Darwinian reading of Susanna Mosdi6th century
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1. Introduction

Susanna Moodie (1803-1885), considered by many grendmother of

Canadian literature written in English, was a Bhtiborn author, who gained
world fame chiefly because of her autobiographieatings' that describe her
experiences as a settler in Canada. Susanna Moaiie from an impoverished
gentry family from Suffolk. Like many other creativgenteel but poor women
of the day, she supplied her income by writing isorand poems for
publication. In 1831 she married John Wedderburndaumoodie, an officer

on half-pay, and together with her husband immegtdab Canada in 1832. By
this move the Moodies hoped to improve their finahand social status, but
the experience of pioneer life thwarted their hop&ghin four years they lost
almost all the money they brought from England wmede struggling for mere
survival in the Canadian backwoods.

Roughing It in the Busla detailed account of the first seven years Hpant in
Canadajs an eccentric emigrant’s guide, a veritable “daglography” (Smith
199), a discourse of regret and discontent aimedisoourage middleclass
English would-be-immigrants from settling in Canada the same time the
book is a survival tale (The Moodies did not peristhe Canadian wilderness.)
and the recount of a cultural shock and the enseiifigrt of acculturation.

! Roughing it in the Busfi852),Life in the Clearings Versus the Bud853),Flora Lyndsay
(1854)
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Henceforth | shall focus on these two aspects @hidrrative, which I’'m going
to discuss from the point of view of Darwinian faey theory.

2. Literary Darwinism

Literary Darwinism is a new (about two decades aldparture in literary
criticism, a resolute attempt to transform our wehalay of thinking about
literature. It is the study of literature that isfarmed by the findings of
evolutionary social sciences, such as Darwiniancipsipgy, Darwinian
sociology, sociobiology etc. According to evolutaoy or adaptationist social
scientists, and literary Darwinists agree with theéhe foundation of human
culture is the adapted mind.Accordingly, culture is not causeless and
disembodied, but generated in rich and intricateyswdy information
processing mechanisms situated in human minds, aneshs which evolved in
response to the demands of the Pleistocene huemitgathering way of life

Adapts of literary Darwinism believe that thereaisuniversal human natuye

that this human nature is the equivalent of evollieadhan psychology, that
literary characters are representations of thislvedo psychology, and that
literary analysis should therefore be founded on uamderstanding of the
evolutionary social sciences, especially of evohary or Darwinian

psychology. They also believe that the functiorlitefature and the arts is to
facilitate the adaptation of humans to their envinent.

In her essay entitled “Narrative Theory and Functiiy Evolution Matters”
evolutionary psychologist Michelle Sugiyama obsdrvihat all cultures,
irrespectively of their level of development, haalnatives, and that these had
the same basic form in all cultures, a form invadyvicharacters, goal-oriented
action and resolution. Narratives, therefore, anendn universafs Now the
guestion is why do we need narratives? What aréutinetions of narratives? In

“What we think of as human civilization -- somethithgt started with the rise of, let's say of
the Summerian, Indian, Egyptian etc. kingdoms — muadhy things that we consider as part of
normal life — things such as government, educatiealth care, commerce etc. -- are just a few
thousand years old. Our ancestors spent the lastntillion years as hunter-gatherers in a
Pleistocene environment, and therefore, we mayeomhthat the set of environment and
conditions that defined the adaptive problems oiundmvas built to cope with was that of the
Pleistocene environment and not modern conditidhss conclusion stems from the fact that
the evolution of complex design (such as that ef lluman mind) is a slow process when
compared with historical time. (Cosmides, Tooby Bagicow 3)
% “Human universals--of which hundreds have beemtifled--consist of those features of
culture, society, language, behavior, and mind, taffar as the record has been examined, are
found among all peoples known to ethnography astbhi.” (Brown: 47+)
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other words, what is the adaptive function of &disonstructs such as
literature?

According to American sociobiologist Edward O. Wits what differentiates
humans from instinct-driven animals is “high inigdéince, language, culture,
and reliance on long term social contracts” (24%e unparalleled flexibility of
response to variable environmental conditions efltbman mind differentiate
men from animals, which, though capable of some aedegf specialized
learning, are basically instinct-driven. Flexibjliand intelligence, however,
come at high costs, among which are “the shock&nggnition of the self, of
the finiteness of personal existence, and of theoxh# the environment”
(Wilson 245). In a dangerous and challenging wdahdt demands decisive
action oriented to adaptively functional goals, fosion and uncertainty are
potentially fatal disabilities. It is in order tage with this challenge, Wilson
argues, that human beings have created religionrenarts:

There was not enough time for human heredity teecajth the vastness of
new contingent possibilities revealed by high iidehce. ...The arts filled the
gap. Early humans invented them in an attempt poess and control through
magic the abundance of the environment, the powesolidarity, and other
forces in their lives that mattered most to surlviad reproduction. The arts
were the means by which these forces could belinthand expressed in a
new, simulated reality. They drew consistency ftbeir faithfulness to human
nature, to the emotion-guided epigenetic rules-ghgorithms-of mental
development. (Wilson 225).

Literature and the other arts are indispensabl@dosonal development, for the
coherent internal organization of ideas and fesliragnd for the organization of
shared experience that makes collective cultuiablossible. As Joseph Carroll
explains,

In art, music, and literature, people make the foohexperience available to
their own conscious minds and to those of otherbefVWwe speak of the
literary or artistic ‘imagination,” we mean to sifjnthe complex, integrated
set of cognitive, perceptual, and emotional faesltithrough which we
articulate and communicate the felt quality of.liflmaginative constructs are
both organized in conceptually intelligible patterand also weighted with
gualitative, subjective affects. The arts make ycipslogically indispensable
link between conceptual models of experience aadiblogically constrained
and emotionally mediated dispositions that in comrmeage we call ‘human
nature: (xx)

2.1. Joseph Carroll’'s Model of Human Nature
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The concept of human nature is central both to aaw social science and to
Darwinian literary study. Adaptationist literaryetbrists argue that literature is
produced by human nature, is shaped by human nafodetakes human nature
as its primary subject.

According to evolutionary psychologists and Jos@atroll, human nature is
organized in structured sets of behavioral systefsse Fig. 1), and these
systems are instrumental in promoting the largéstHistory goals, such as
surviving, acquiring resources (both physical amdia), acquiring mates,
having sex, producing and tending children, helpkig. The behavioral

systems identified by Carroll -- survival, techrgyp mating, parenting, kin
relations, social interaction and cognition -- budt into the human organism.

Within each system, one can identify particular lgoand directives called
“evolved motive dispositions” (MacDonald gtd. inr@adl 200). Under survival,

for example, we can identify evolved motive dispiosis for avoiding

predators, obtaining food, seeking shelter and aliefg enemies; under
parenting for nurturing, teaching and protectingdebn; under cognition for
telling stories, painting pictures, forming belieisd acquiring knowledge.

Each behaviour system is mediated by innate stresgtin the genetically
conditioned features of anatomy, physiology, hornspraad neurochemistry.
All of these mediating forces manifest themselv@gchologically as emotions,
the basic emotions, such as joy, sadness, feary,aogetempt, disgust and
surprise, being universal motivating forces in harpaychology (see Fig. 1).

The main behavioral systems that subserve the daide history goals are
sensitive to the appropriate stimuli, but they latent in all conditions of life.
In most cases people accede to the psychologicae fof the total set of
motivational systems that have been implanted @mthby the logic of human
life history. More often than not, people have a peling need to give full and
integrated play to the whole suite of their behealicystems. Exceptions and
special cases abound (for instance, not everyomesvia have children), but it
is a general truth about human nature that peogle la need to activate the
latent capacities of the behavioral systems thae Ishaped the largest features
of their bodies and their minds.

For most people, achieving satisfaction in life defgeon the fulfilment of the
emotional needs built into those systems. The realection system arouses

* Behaviour systems are “functionally and causadhated behaviour patterns and the systems
responsible for them” (McGuire and Troisi 60).
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desire and fulfils it in successful coupling. Thergring system arouses
concern for children and achieves fulfilment inetlsuccessful rearing of
children. The social interaction system arousega@és forming coalitions and
finding a place within a status hierarchy, and ecing those goals offers
pleasure and provides a sensation of satisfaclitbe. cognitive behavioural
system arouses a need for conceptual and imaginatoer, and that need
fulfils itself and provides satisfaction to the mithrough the formulation of
concepts, the construction of religious, philosephior ideological beliefs, the
development of scientific knowledge, and the faddian of aesthetic and
imaginative artefacts etc.

\ Inclusive Fitness \

Organization of Life Effort
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| Fear Joy Sadness Anger Disgust Contempt  Surgrise

Fig. 1. Joseph Carroll's Model of Human Nature

3. Survival vs. Cognition inRoughing It in the Bush

Roughing It in the Busis an autobiographical writing, which retells theteor-
narrator-protagonist Susanna Moodie’s mortifyingpenences of immigrant
life in Canada. The book is divided into two pattee first part deals with the
arrival to Canada and the settling of the MoodiedMmisetter farm in Douro
township; the second part is a description of theove to the Canadian
backwoods and the hardships and misfortunes thely tbaendure on an
uncleared farm on the banks of the Otonabee rikiee. account of events is
often interrupted by various character sketchesured by ethnic prejudicgs
poems about Canada, and descriptions of local msssuch as the Charivari or
the logging bee. The Moodies failed as settlersthateforeRoughing It in the
Bush which was supposed to serve as an emigrant’segudntains little
practical advice. Instead, the pages of the boekfiled with descriptions of
the disasters and misfortunes (diseases, sevetersyjitburning houses, failed
crops, thieving neighbours etc.) that prey upon uh&nowing immigrants,
doing them out of the money they brought over fitbiir native country. The
book closes with the Moodies’ departure from thekidaoods and moving into
the town of Bellville, where Susanna Moodie’s hugbavas appointed sheriff
in recognition of his military services during tbpper Canada Rebellion from
1837.

The central behaviour system activated Roughing It in the Busls the
survival system which is most appropriate for aratare on pioneer life.
Indeed, one of the chief attractions of the boothédescription of the various
perils (social, spiritual, material etc.) that teodies struggle to survive. The
basic tension in the novel, however, is not proditdg the various hardships the
Moodies encountered during their struggle for swalvibut by the struggle
within the author’s point of view between the highkevel of conscious human
organization — the recognition of the primary néedurvive, acquire material
resources and nurture the young — and the cogrogbhavioural system. This is
but natural if we take into account the huge dédfexe between the kind of life
our authoress led before she immigrated to Canaddre kind of life she had
to lead ever after.

® Britons, such as Tom Wilson and Brian B. are syimgiéc but fail as settlers, Canadian
Yankees as Old Satan and Uncle Joe are rapaciduspulsive, the Indians are noble savages
etc.
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Susanna Strickland Moodie was born into a gentnyilfaand spent her early
youth in relative wealth at the family’s substahtesidence: Reydon Hall, near
Southwold, Suffolk. Her father’'s, Thomas Stricklamdailure in business and
subsequent death in 1818 left the family, mothed amght children,
impoverished. They did the utmost to keep their bausd social appearances,
yet their poverty was all too obvious to their welldo neighbors (Moodie &
Balstadt 3-4), with whom they could not afford tcmlize. Susanna and three
of her sisters tried to earn money through writiAg.the beginning of her
career, Susanna Moodie wrote stories for children later on, she published
poems and sketches for adults in fashionable magaznd annuals. She knew
how to cater for the tastes of the middleclass irgagoublic, and her
conventional, romantic stories made her name popAlaeligious crisis (she
left the Anglican Church and became member of thieg@egationalist Church),
her marriage to John Wedderburn Dunbar Moodie dmr tsubsequent
immigration to Canada played havoc with the deteistic, predictable and
romanticized worldview of the slightly snobbiskehiary spinster.

Instead of the expected social and financial asce&m had to face social
isolation and a life of privation. The new counssgrved “the wild Suffolk girl
so full of romance” (Moodie and Balstadt 2) a \ale cultural shock
Susanna Moodie was proud of her accomplishmentsa asgriter, of her
education, and of being an English gentlewomamwds a shock for her to
discover that in Canada none of her neighboursisitent these values. No
wonder then that she disliked Canada almost fronfittiemoment she set her
feet on it

The evolved motive dispositions that determined Meodies’s move to
Canada were the desire to improve their sociaustahd the wish to provide
for their childre. They believed that life in Canada was cheapet,thought
that the income that could barely keep their hedms/e the water in England,
would secure them a comfortable life in Canada.yTélso believed that the

® “The culture shock ‘hypothesis’ or ‘concept’ imgdithat the experience of visiting or living in
a new culture is an unpleasant surprise or shoaklypbecause it is unexpected, and partly
because it may lead to a negative evaluation ofsom&n and/or the other culture (Furnham
18).
" “The ordinary motives for ... emigration ... may bersued up in a few brief words;— the
emigrant's hope of bettering his condition, angsfaping from the vulgar sarcasms too often
hurled at the less wealthy by the purse-proud, compiace people of the world. (...) They
[the immigrants] go forth to make for themselveseav name and to find another country, to
forget the past and to live in the future, to exualthe prospect of their children being free and
the land of their adoption great.” (Moodie 1856: 6)
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improvement of their financial situation will bringbout their ascent on the
social ladder. On both accounts experience pradvesh totherwise.

The first hardship that they encountered was afcas nature. Melsetter farm
(their first farm) was set amidst a hostile Yarfkaeighborhood. In vain did
Susanna Moodie try to befriend the wives and darghof their farmer
neighbours, and build, as she was accustomedstgpzorting social network. It
did not matter how friendly or serviceable she wWes,kindness was constantly
interpreted as act of superiority and none of hewises (She lent quite a
number of household objects to her insolent neighbwho never returned the
“borrowed” items and refused to give her the mirdiswgpport that would have
assisted her in the process of acculturation.) wesgrocated. Ethnic conflict —
Canadian Yankees were prejudiced against Englitiierse — is a feasible
explanation, but the roots of the problem ran ded¢pan that. The Moodies
were conspicuously ill-fitted for the type of liteey chose to lead in Canada.
Their neighbours knew they would not last IGh@nd refused to invest into a
short-time relationship with theth The clumsiness of the Moodies -- in the
beginning Susanna Moodie could not milk (she waaidfof cows), could not
bake a bread, could not wash or knit and her hushbi&hahot know how to
work the land — convinced the neighbours of the in@mce of their failure as
farmers. Furthermore, Susanna Moodie’s helplessiaess often apathetic
behaviour — a natural reaction of someone expearigncultural shock — was
interpreted as an “invitation” to appropriate heusehold possessidAsThe
following scene (The authoress recounts dozens iwifilas scenes.) is
illustrative in this sense:

8 “Yankee: term used by Americans generally in mfiee to a native of New England and by
non-Americans, especially the British, in referet@wan American of any section. (...) By 1765
it was in use as a term of contempt or derision byuthe opening of the American Revolution,
New Englanders were proud to be called Yankee$& (@olumbia Encyclopedia 2009: 52851)
° “'Now, don't go to call me 'gall' — and pass offuy English airs on us. We are GENUINE
Yankees, and think ourselves as good — yes, a desdtbetter than you. | am a young lady."”
(Moodie 46)
194t is not long that you will remain here. | hageen a good deal in my time; but | never saw a
gentleman from the old country make a good Canadianer. The work is rough and hard, and
they get out of humour with it, and leave it toitH@red helps, and then all goes wrong. They
are cheated on all sides, and in despair takeetavttiskey bottle, and that fixes them. | tell you
what it is, mister—I give you just three years peisd your money and ruin yourself.” (Moodie
66)
1 “people cooperate more when they believe theéramtions will be repeated and exhibit ‘end
game’ effects ... when the end of the game looms't{an and Neuberg 656).
12 “Unconditional helpers [in our case the Moodies]ll vincrease the fithess of any
nonreciprocating design [their rapacious Yankegm@durs] they meet in the population. ... As
a result, a population of unconditional helpergésily invaded and outcompeted by designs
that accept the benefits helpers bestow withouprecating them” (Cosmides and Tooby 592).
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“I guess you told me a tarnation big lie the ottiay."

Unaccustomed to such language, | rose from my aedtpointing to the door,
told her to walk out, as | did not choose to bellitesl in my own house.

"Your house ! I'm sure it's father's," returned itheorrigible wretch." You told
me that you had niine slack and you havetacksof it."

"What is fine slack?" said I, very pettishly.

"The stuff that's wound upon these 'ere piecesanfdy’ pouncing as she spoke
upon one of my most serviceable spools.

"l cannot give you that; | want it myself."

"l didn't ask you to give it. |1 only wants to bowat till father goes to the
creek."

"I wish he would make haste, then, as | want a remdb things which you
have borrowed of me, and which | cannot longer dbaut.”

She gave me a knowing look, and carried off my spotriumph. Roughing
It in the Bush48-49)

Eventually Susanna Moodie acquired the propersskilsually a witty, brisk

rebuff, that helped her deal with her nasty, insoleeighbours, but both she
and her husband became so disgusted with themvtieat they inherited seven
hundred pounds from one of Susanna’s relativeg; tlexided to leave the
hostile neighborhood and buy some uncleared latikdeirfCanadian backwoods.
The move benefited their social life — they liveexhto Susanna Moodie’'s
sister: Catherine Parr Trail, and the other neighb@most of them middle-

class English settlers) were also congenial — bovqu fatal from a financial

point of view. Unable to clear the land by themss|wvthey had to rely on hired
help, and the costs of clearing the land exceebeit finances by far. This
coupled with an imprudent investment of the resthefr small capital in some
steamboat stocks that failed to pay, reduced thedi#s to poverty. They
accrued considerable debts as well.

No longer interested in social ascent, wife andbhod worked the land side by
side to feed the growing family and to pay off théebts. Susanna became
extremely resourceful: she made tea from the rdothe dandelion as a
substitute for coffee, learned to fish and to makgar etc. When her husband
joined the militia against William Lyon Mackenzieesmanaged to run the farm
all by herself and made a success of it. Moreokiervgas invited to contribute
articles to magazines such &ke Literary Garlandand The North American
Reviewand started to earn money by her pen once again.

For all her success in farming, Susanna Moodiedcoaler give up cognition,
and financial reasons were the least of her reafam&eeping on writing.
Writing had a therapeutic role in her life. It ated her in making sense of the
seemingly chaotic world in which she was plungedaffailure as immigrant.
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It also helped her to deal with the chronic boutshomesickness that she
suffered from for years.

An involuntary immigrant (it was her husband whaided that they should
emigrate), Moodie found it extremely difficult tdtach herself to her new
environment. While she did not mention any somiaactions to the new place
(She did not loose her appetite, nor did she fik.5 she suffered on a
cognitive level: she missed her former home, hetilfg and her friends and
had difficulties with adjusting to the routines aftestyle of Canada. In
Roughing It in the Buslshe obsessively idealized “dear old England” and
seemed to forget about the problems and harddmgpsrtade her leave it in the
first place. On the other hand, she showed extrawersion to Canada.
Throughout the book she made use of the conventibrizothic literature to
describe the country, its inhabitants and the gfioma and hardships that she
and her family had to endure. Thus in the book Gana a “grave”, a “prison
house”, her fear inspiring Canadian neighbours'@pparitions™®, “savages*,
and “creatures” and there seems to be no end tdiflasters that pry on the
unknowing immigrants.

Throughout the book Moodie, who was deeply religiowed to invest the
painful experience of her relocation to Canada witmetaphysical meaning.
The fact that she and her family managed to surviamous disasters, she
attributed to a mysterious Providence that seemdthve brought the Moodies
to Canada so as to enable the authoress to prelemigh her writing, other
British families from immigrating to this land. Hes her concluding remarks:

If these sketches should prove the means of degeome family from sinking
their property, and shipwrecking all their hopeg, dbing to reside in the
backwoods of Canada, | shall consider myself amgbaid for revealing the
secrets of the prison-house, and feel that | hatdailed and suffered in the
wilderness in vain.Roughing It in the BusB47)

Fear, contempt and disgust are the emotions tledbpminate irRoughing It in
the BushYet, there are instances of joy and contentmemell, as the author
protagonist tried to attach herself to the nataralironment, the only aspect she
cherished about Canada. Susanna Moodie’s effoaidapt to her new home
(She knew she could not return to England.) pai@fsilit was, eventually

13 “the door was suddenly pushed open, tredapparition of a woman squeezed itself into the
crowded room.” Roughing It in the Bust5)

14 “peing ignorant of the country, and residing inclsua lonely, out-of-the-way place,
surrounded by thessavages| was really afraid” Roughing It in the Bus#8)
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resulted in cognitive development, i.e. personalgh. She became practical,
resourceful, self-reliant. And above all, her exgece as Canadian immigrant
changed her perspective on writing. Thus, the womvan back in England

cherished her art mainly as a source of funds bedaamada’s first vocational
writer.
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There's More to It than Meets the Eye:
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Abstract: This paper looks at the interplay of Protestant esoof production

and consumption pertaining to modernism on the luared and the surface-
informed paradigms of postmodernism on the othedhenore specifically, it

sets out to analyse ocularcentrism and image d@taran the postmodern
world as reflected in chick lit, i.e. literaturerfpoung ladies.

Keywords: modernism; postmodernism; ocularcentrism; imageiraton;
shopaholism; chick lit.

1. Introduction.

In an age of ocular-centrism, as Jacobs (20013 tadl postmodern era, image
overrides content; indeed, the mediisithe message. It is the contention of
this paper that the visual experience of (windolQpping in malls, a
postmodermrmodus vivendi, supersedes the more solid, content-driven public
experiences of modernism.

My analysis draws on theoretical frameworks progobg Andrews (1999),
Bakhtin (1981), Crawford (1992), Jacobs (2001) aadgman (2001), whilst
the data for analysis is constituted by sample® fitwo chick lit novels, namely
Kinsella's Shopaholic Abroag2001) and WeisbergerBhe Devil Wears Prada
(2003).

2. A new grammar and ethics of seeingl(see footnoteferuse and
appropriate!

In Shopaholic AbroadKinsella (2001) has her main character Samamplg,a
host of other sales-hungry peers, invade a stoi®-Day, sales-day:

‘Twelfth floor, he says in a bored voice. ‘Elevaaare in the rear.’ | hurry
towards the back of the foyer, summon one of tkigeraelderly lifts and press
12. Slowly and creakily the lift rises — and | bedb hear a kind of faint
babble, rising in volume as | get nearer.

The lift pings and the doors open and ...Oh my Gedhis thequeue?
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A line of girls is snaking backom a door at the end of a corridor. They're
pressing forwards, and all have the same urgerk liootheir eyesEvery so
oftensomebody pushes their way out of the door, holdicgrrier bag — and
about three girls push their way in.

Then just as | join the end of the line, there’mtling sound, and a woman
opens up a door, a few yards behind me.

‘Another entrance this wayshe calls. ‘Come this way"

In front of me,a whole line of heads whips round. There’s a ctillecintake
of breath— and then it's like didal wave of girls, all heading towards me. |
find myself runnindowards the door, just to avoid being knocked devand
suddenly’m in the middle of the room, slightly shakeneagrybody peels off
and heads for the rail¢Kinsella 2001: 168-9; all italics mine)

The urgency, the non-discriminate consumer urgeridered here by a plethora
of verbs of action (and — significantly — not retien) and by nouns denoting
objects of (consumer) desire: to hurry, to snaigress, to push their way out,
to push their way in, to hold, to join, to openwtbip round, to head, to run, to
avoid, to be knocked down, to peel off — in pointvefbs; and nouns: queue,
(urgent) look (in their eyes), carrier bag, entegn@ whole line of) heads, tidal
wave of girls, rails. An abundance of objects onghep stalls and rails, and the
appropriating actions to match. There is what mtéobject bulimia’ at work
here, in thegueue sceneonsumerism gone bad.

A close reading of the text reveals a pseudo-exisiést overtone that has
large, amorphous crowds, indeed masses of, sasgnqsay on the streets of the
megalopolis — here, the mall, as the new site-bmrsamer-power, act in a
seemingly chaotic way. But in fact, thesea certain coherence in their drive, in
the urge to buy, to possess, hence consistencgrinst of shopaholism as
enacted bahaviour — and, yes, to appropriate ttegjggms of consumerism.
Equally saliently, it's the a-symmetry of quantityat is apparent here; three
girls pushing their way in for every one persontpug their way out — there’s
no escape, there’s but the illusion of escape. dlegator lady performs a
simulacrum of Ariadne’s thread, seemingly leadihg tustomers out of the
maze, whereas her act represents but further mgnés the intricacy of the
shop(ping experience):“Another entrance this wayhat is, another way into
the display of abundance. As stated above, thae&sscape, no alternative. It's
a case of “Abandon all Hope / Ye who enter her¢ife Dante-an adage
relegated to a position of consumer Hell. Or Batadise?

Sheer quantity, a plethora of fashion items emeagesur heroine is trying “to
get her bearings.” But this is obviously quite atféen the midst of such
cornucopia: “rails and rails of clothes, tables gedein bags and shoes and
scarves”, all is indicative ofsurface overriding essence as objects are
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displayed, covered in; all this, redolent of a gaofesurfaces rather than
essences. Indeed this is part and parcel of conmsme(but also,
postmodernism), i.e. luring the eye with the kailice of surfaces, enticing the
mind with a game of — evanescent — contours, whitscuring the true nature
of things, which in the case of shopaholism, wdoddthe utilitarian nature of
objects.

3. Taxonomic identification and peer pressure.

Identification with her taxonomic peers follows $amantha feels very much at
ease in the midst of consumer chaos:

I look around, trying to get my bearings. There raits and rails of clothes,
tablescovered inbags and shoes and scarves and girls sorting thrdegn. |
can spot Ralph Lauren knitwear (...jal full of_fabulous coats (...) there's a
stack ofPrada bags (...) | mean, this is ligedream come trugConversation
is high-pitched and excited, and as | look arodrehn hear snippets floating
around.

‘I have to have it,a girl is saying, holding up a coat against herseljust
have to have it.’

‘OK, what I'm going to do is, I'm just going to ptiie $450 | spent today on to
my mortgage,’ another girl is saying to her frieaglthey walk outiaden with
bags.'| mean, what's $450 over thirty years?’

‘One hundred per cent cashmere!l’ someone elsecisiming. ‘Did you see
this? It's only $501I’'m going to take three!

I look around the bright, buzzing room, at the gjinilling about, grabbing at
merchandise, trying on scarves, piling their arms df glossy new stufAnd |
feel a sudden warmth; an overwhelmin g realizatidihese are my people.
This is where | belong. I've found my HOMELAND. (#Sella 2001: 169; all
italics mine)

The surplus of goods that ‘paralyzes’ the shopptsg the supermarket aisles
is referred to here: ‘rails and rails’ (Kinsella®0 169). Lavish quantity is
appropriately coupled with number-quantificatioe, prices are postulated that
would nauseate a more Protestant mind: e.g., $4bGir item etc. Object
bulimia is at work here: “I'm going to take threé€Kinsella 2001: 169).

A new agora (“bright, buzzing room”) is thus crehfer these shopaholics, a
topography of excess and indiscriminate consumenigmere our narrator feels
at large, paradigmatically:

| look around the bright, buzzing room, at thegymilling about, grabbing at
merchandise, trying on scarves, piling their araisdf glossy new stuff. And
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| feel a sudden warmth; an overwhelming realizatibhese are my people.
This is where | belong. I've found my HOMELAND. (Ksella 2001: 169)

4. Neither a yuppie nor a shopaholic be.

It is not only the — hedonism-ridden - space of tiedl that this new breed of
contemporary heroine observes, takes in and indppabpriates, but the City at
large as well (the City here standing for a spateutditarianism). The
cinematic quality of her trajectories in the city apparent in the following
excerpt, where Andrea — who can be said to embaatkys cultural avatar in
yet another chick lit novel, as she is a y.u.p,paievorkaholic - is trying to
negotiate her life on the go, replete with instanoé shopaholic hedonism on
the one hand (the expensive Manolo Blahnik shoeswsfags to work, but
which she ruins in the frenzy of driving her @d handling work tasks at the
same time) and with her professional self on theeiohand, all whilst driving
through New York City:

My hands were moist again with sweat, evidencedheymatches that kept
slipping to the floor. The light turned green jastl managed to touch the fire
to the end of the cigarette, ahdas forced to leave it hanging between my lips
as | negotiated the intricacies of clutch, gasftsfmeutral to first? OR first to
second), release clutch, the smoke wafting in artdod my mouth with each
and every breath.

It was another three blocks before the car movedosimy enough for me to
remove the cigarette, but it was already too Itte;precariously long line of
spent ash had found its way directly to the swizdh ®n the pants. Awesome.
But before | could consider that, counting the Maspl’'s wrecked $3,100
worth of merchandise under three minutey, cell phone bleated loudly. And
as if the very essence of life didn’t suck enougthat particular moment, the
caller ID confirmed my worst fear: it was HER. Mida Priestly. My boss.
“Ahn-dre-ah! Ahn-dre-ah! Can you hear me, Ahn-dn@“ashe trilled the
moment | snapped my Motorola opeme- small feat considering both of my
(bare) feet and hands were already contending wahous obligations. |
propped the phone between my ear and shoulderassid the cigarette out
the window, where it narrowly missed hitting a bmkessengex...)

“Yes, Miranda. Hi, | can hear you perfectly.” (Weesger 2003: 2-3; all italics
mine)

Note how this zombified workaholic moves mecharmycénd thus, comically,
since one definition of the comical is “(...) le madue plaque sur le vivant”
according to Bergson) in her attempt at negotiatthiiying a car in the
metropolis, smoking and then talking on the phahe; enumeration ‘clutch,
gas, shift' is redolent of screen-play speak, yrediconnotations of brief,
fragmented, transitory scenes, fleeting images dnatto be later edited. It all
stands for — beyond the technicalities of screay-piriting and subsequently,
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film-making — the ‘cyborgness’ (see Haraway 1989%) the character,
mechanically entrapped in the rapid mobility of giggNew York. Indeed New
York, the stereotypical metropolis, becomes a éattlund for power struggles
— yuppy-ism versus shopaholism. The mechanicistagoaphy here is further
instantiated when the protagonist is left numb Hy dverwhelming tasks she
has to perform and hence defers engaging in thenalprbiological acts:
breathing, smoking, which itself is intake of bieatinhaling: “I was forced to
leave it (i.e. the cigarette) hanging between mpg’li“the smoke wafting in and
out of my mouth with each and every breath”. Thelication here is that the
modern paraphernalia of corporate power — the ¢he gadgets, the
communication devices - the mobile phone, etc) mierall. Andrea looks like
this — failing, incompetent, flawed — modern goddé&hiva, with multiple
necessary limbs to engage in yuppie acts of powervng and giving and
receiving work-related orders on the phone: “(...) small feat considering
both of my (bare) feet and hands were already oolmg with various
obligations.”

5. The shopping mall — locus of power.

If the consummate shopaholic — and her avatarytipeie — is the protagonist,
then the antagonist — as it does connote resis@mtg@aradigmatic imposition
— is the shopping mall, the space the yuppie-tustepaholic treads on, visits,
occupies and observes. In this section | look aefiistemological implications
of the shopping mall as postmodern site for consuredonism, in its pseudo-
replication of, and — as some theorists argue ergouction of the ‘old’ city of
modernity. Indeed the modernist project of, say" &@ntury utopian design
(see Charles Fourier and Robert Owen) is re-intst@&at now, in
postmodernity in the apparent placelessness, deecaess of the mall. Malls
are universal and universally present, one migit shiquitously present and
their architectural style follows the lines of thew International Style that
itself is the cultural spin-off of the Bauhaus styAs Andrews (1999) notes,

This place-less-ness (sic!) is not a mere cartdgcapiccup. It pervades the
site. The Trafford Centre delights in unsettlingysiaany sense of place and
this, | will argue, has important consequences (. c@ntend that the Centre is
in fact de-centred. While it presents itself as lhole, it is very much a
referencing and blurring of image, architecture dadign. As | will go on to
explain, place is performed through metonym and Glemtre embraces an
infinite variety of locations and styles. Howevthis variety is firmly situated
within the perspective of consumerism, with pataceffect. (Andrews 1999:
1-2)

A perusal of the text above yields epistemologiesurfaces, blurred images /
imagologies, free-floating landmarks rather thaab#ity and centredness,
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indeed of simulacra. What is there to be seen,rebde- in the ‘scopic drive’
(de Certeau 1984) of the shopper/maller, is in fawscure/d, peripatetic (it
moves here and there and everywhere, as in theapemntly re-located shops
cropping up at different sites the mall), indeed unstable.
The seduction strategies of consumerism are reféoren what follows, in that:
(i) The mall is furnished along the lines of classisamptuosuness — to
connote high quality, blue-ribbon excellence — thuis engendering
confusion in terms of form (is it New Internation@tyle (on the
outside) or is it Old Baroque (in its interior deatang)?) — all meant
to dazzle, disorient, enthrall and hence seduceluedthe shopper
into buying, acquiring;
(i) The promise of the deferral of credit card accohilitg— the credit card
that you can usaow and effectively pay fotater -indeed in what
Andrews (1999) calls theever neverof credit card culture — a
reference to Peter Pan’s Neverland (indeed the its®lf is a
Neverland), an almost infantile realm of infinitensumer desire —
and gratification thereof:

The site is splendidly grand. Walls and pillars roérble and granite add
sumptuousness to Trafford. Sturdy wooden benchdsavdiite marble seating
are accessorized with large very Grecian spraygreénery. If, as | argue,
consumerism is sde rigueurhere then it is celebrated by the splendor of the
design at Trafford. Fundamentally, this paper witue that the Trafford
Centre is a never never land both because of ti@isdgur and the mixed
metonymy of place — and because it epitomizes tmeewt state of late
capitalism through theever neveof credit card culture. (Andrews 1999: 2)

Indeed this juxtaposition of ‘old” and ‘new’, of adsicism versus
postmodernism in terms of the image of a shoppigde yields a rather more
complex configuration of conflicting paradigms, @&dl there’s more to it than
meets the eye: th&tability of modernism versufantasy— as Andrews (1999)
calls it, orcarnival and spectacle- as Langman (1992), quoted in Andrews
(1999) labels these novel, multiple facets of ogtstrialism /postmodernity.
As Andrews (1999) puts it,

In her article, ‘The World in a Shopping Mall', Mgaret Crawford links the
modern shopping arcade to nineteenth century utopliesign, following
Charles Fourier and Robert Owen. The parallel idiqaarly strong for
Crawford as she sees in the present day mall thsilplity for re-establishing
‘the unified world of pre-modern times’ (Crawfor@92: 6). In contrast, the
present contains only ‘fragmented forms and fumgiaf modern living’
(Crawford 1992: 6), re-ordered by regular visitshte mall. (Andrews 1999: 2)
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Langman goes beyond this, noting the developmerminoéntirely new public

sphere with its own ‘distinct ways of organizingné, space, behavior and
subjectivity’ (Langman 1992: 41). In this new stafeorder, fantasy is central:
“{Malls} stand as symbols of and monuments to arireramusement order in
which carnivals and spectacles of consumption fgradesires and sustain
images of self.” (Langman 1992: 48)

Langman’s ‘amusement society’ is a response to shat perceives as the
transformation of everyday life into an extensidnconsumer capitalism. “It

is”, Langman reflects, "the end of the ordinary:dDariness has been
transformed into an unending series of mass-matifadgmented ‘spectacles’
and carnivals that celebrate the universalizatibeomsumption.” (Langman

1992: 48; quoted in Andrews 1999: 3)

Indeed the salience of the two concepts put adigdsangman (1992) is self-
evident: the shopping experience in postmodern gimsesimilar to that of
spectatorship, namely the spectatorship of yorereldyethe on-lookers had the
privilege of taking part in carnivals, public sqeaspectacles etc. In the
Bakhtin-ean vein, indeed thearnival/esqueprovides — beyond its visual,
chromatic lavishness tHeastingafter thefasting— in the casef the shopping
mall, the gratification of consumer desire aftee tlestraint of the Protestant
modes of production — i.e. after modernism, thatieststhe smooth transition
from the economic abundance generated by the diligeotestant work ethics,
into post-industrial, hedonist postmodernity, indl@&o what Langman (2001)
calls ‘amusement society’.

Paradoxically so, what Langman (2001) calls ‘ the ef the ordinary’ — no

doubt, emulating Fukuyama’s coinage ‘the end atolnys — is instantiated here,
in the mall, in the very locus of ordinariness tlas trading stuff of malls are —
seemingly mere — objects. Or are they? Some migjueathat beyond objects,
malls trade concepts.

Instances ofrompe-I'oeil, surface-informed distortion of the real imagpgn be
detected in the following quote, in that the mal§pdays in/finite sites of
in/finite possibility; the variety is limited not#fistanding, to underline the
limits of the postmodern project. Indeed, “the He8ss perspective of the
boulevard is boxed in by the depths of the arcatte®’,boulevard standing for
‘the outside’ of the modern city, whilst the malkibg a metonym of the
postmodern city - to further disorient and dumbfotimel shopper/spectator, and
thus seduce and subjugate them:

Infinite variety is limited and the limitless peesgive of the boulevard is
boxed in by the depths of the arcade. My concé&mygh, is the effect on the
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individual as spectator and as performer. Thisliar@a touched on by Sennett
in his discussion of possessions as social maraats by Langman who
considers the ‘mallers’. In her ‘amusement socisty argues that the maller
does not become the ‘other’ but acts as if a camearpon one and the other is
watching. (Andrews 1999: 5)

Seduce and abandon, | would argue, as the ephenaerdioc benefits of
shopping, of gratification by possession permeateshopping experience. It is
a case of what Jacobs (2001) labels ‘autonomy’ en dliscussion of the
products of mass culture, “(...) autonomy — thatteir ability to produce
desires to which they remain indifferent.” (Jac@p91: 255)

6. Conclusion.

Overtones of what | term ‘social voyeurism’ are agmt here —as indeed,
paradigmatically, everywhere - in the referencettie camera. Indeed the
ubiquitous cctv cameras, as symbols of what Ja¢@b81) calls ‘ocular-
centrism’, indeed of surveillance in the postmodesrld, whereimage (as
postmodern/postindustrial tropejjuals the importance aiction / reality (as
modern trope). All this circumscribed to the geaéscopic drive’ — a syntagm
coined by de Certeau (1984) that characterizepasemodern wo/man. In the
critique of subjectivity, the postmodern self indeather indulges in exterior
images of himself, in being seen, watched, suegtilat the expense of
genuinely exposing his innermost self. Issue ddriotity and the exterior in the
discoursal configuration of self are alluded toehen the insistence on the
camera — and of the camera-eye onto shoppers/gpsctas Jacobs (2001)
argues, “conceiving of subjectivity as permeabld factured in ways that are
distant from the rubric of depth models, (...) {iBnders questionable the very
concept of interiority that is so crucial to modstnunderstandings of the
subject.” (Jacobs 2001: 272) What Jacobs proposesifhiehe demise of (the
interiority of) the subject. She further statesargdigms of observation and
spectatorship (of the subject) must break down.t Tikathere can be no
“interior gaze” in this new, postmodern visual eooy, for the simple reason
that there is no longer any viable interior.” (Ja€d2001: 272). Hence the
fetishization of image, of seeing and being seéat is prevalent in the
postmodern act of treading the malls.
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Reflecting on Everydayness.
Investigating Alexander McCall Smith’s Sunday Philosophy
Club

Magda Danciu
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Abstract: The paper attempts to demonstrate the ways in which's
everyday practices foreground one’s affiliationat@pecific cultural group or
community as well as the modalities through whisgytturn into carriers of
national identities when perceived from the largeerspective of the
globalizing processes that constantly shape thera. sélected Alexander
McCall Smith’s book, The Sunday Philosophgs a case to explore and prove
the construction of the Caledonian identity today.

Key words: everydayness, globalization, national identity, t8sloness

Of ethnography of cultures

Tim Edensor states that nowadays, in this globadiavorld, one’s national
identity can be best expressed and experienceduimdame, quotidian forms
rather than in a spectacular, remarkable way (dénSor, 2002: VI), as these
are the very sites wherein people make and remaRkeections between the
local and the national, the national and the gloalthat the everyday and the
extraordinary could generate the image of a cultaré&s dynamism, in its
reaction and interference with universal forcedtsrprogress and advancement
to an acknowledged uniqueness and specifcity.

Theorists admit that traditions are to be reacerms of their manifestations in
people’s everyday life, in their leisure pursuits,their work practices, their
domestic routines and community involvement, inirtrgeeneral attempt to
fashion a particular culture which is to become riygository and heritage for
the generations to come through the values, mggmpols they embody and
which differentiate a certain people from others.

It is a common place that habits almost everywisesm to organize people’s
lives and stand for accessible interlinks betweigs of individuals that can
thus establish particular cultural communities vehidaey display routine social
performances, consolidating a sense of ,shareidbraaend doxa” to constitute
what Pierre Bourdieu refers to as being ,a habitie$” Edensor: 91), that is
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»=the practical basis for action”, the range of ferof competence and skill, and
multitrack dispositions ( see 92).

Lifestyles, everyday practices and national identyt

In his study on modern social forms (1996), Davita@ey demonstrates the
way one’s lifestyle is constructed via languageteaconsumption, material
culture, spatiality, social practices so that itildobest feature the world the
individual belongs to, his/her own actions within differentiated social
background, the reasons of his/her re/actions, mogdtly, the belief that
everyday life consisting of specific practices atiitudes can make sense when
related to one’s identity. (cf. Chaney, 1996: 5)

National identity, the Caledonian one in our reskais apparently reproduced
in "the banal realm of the everyday as part of #edemic condition’ of

nations” (Edensor, 2002: 12) whereby one can iflerdpaces, practices,
routines that stand for signifiers and remindersoné’s national belonging,
most oftenly supplemented and augmented by extranimgs, images,
activities drawn from popular culture via the conporary media, the
intermediaries trained to conserve and dissemingiteup peculiarities.

Therefore images, ideas, spaces, things, discqupsastices that form the
constellations of a cultural matrix render that ticatar senseof national
identity, dynamic, dialogic, creative (cf. Edens2002: 17).

In this globalizing world it seems that any kind identity goes through a
process of reconstituting itself, reinventing iseby a constant

Jreterritorialization of spaces, cultural forms aralltural practices” (cf.

Edensor, 2002: 33) and an increasing mobility leambining people, objects,
places, discourses in a general attempt to egtahtiensistencies through
time”, to become ,embodied in habit’ and to ,cotiste in places” (34). An

important concept to operate with is thahofmewhich, in spite of its multiple

connotation in terms of geography (e.g.villagey,ct¢ountry) or in terms of

sensual meanings ( a place of comfort, conveniegifejency, leisure, ease,
pleasure, domesticity, intimacy), becomes the perfgte of a ,wealth of

unreflexive, habitual practices’(58), encouragirte texperience of home-
making as one through which we make ourselves cadaffier with the world

we live in. Home is the micro-environment which ifiéates a display and

performance of objects and activities meant to govend the link to the

national constructions of one’s self, as home fgoio where and how we are
located among objects, artefacts, rituals, prastibat ,configure who we are in
our particularity’ and stand for a ,form of identisustenance and cultural
resistance” (62).
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They say that the process of globalization setsaofferies of deglobalizing
reactions and a retreat to various localisms, regdisms, even nationalisms,
generating a chain of fragmentations within thegenaf a national culture (cf.
Mike Featherstone, 1995: 82) when contrasted witlerobational cultures in a
permanent attempt of individualization as demonstran Alexander McCall
Smith’s The Sunday Philosophy CI(B004) in an instance of foregrounding
Scottishness versus Englishness,

This was the Scottish financial community, with aié reputation for
uprightness and integrity. These people played; godfy frequented the New
Club; they were elders — some of them — of the €hof Scotland (....) These
people did not engage in the sort of practices whiad been associated with
some of those Italian banks or even with the maewheeling end of the City
of London. And they did not commit murder (McCatthith, 2004:134),

or Scottishness versus traditional continentaltlabi

Isabel took up a bread roll and broke it on hee githte. She would not use a
knife on a roll, of course, although Jamie did. Germany it once was

considered inappropriate to use a knife on a posatoirious custom which she
had never understood ... A nineteenth-century custoRerhaps the emperor
had a face like a potato, and it was consideragsfiectful (175),

or simply by a display of a highly acknowledged knaf differentiation,

There was a whisky nosing at ther Scotch Malt WhiSlociety. ,Whisky
nosers’ eschewed what they saw as the pretentississfewine vocabulary.
While oenophiles resorted to recondite adjectivelsisky nosers spoke the
language of everyday life, detecting hintsstidle seaweedr evendiesel fuel
Isabel saw the merit in this. The Island maltsémjinded her of antiseptic and
the smell of school swimming pool: and as for tagleesel fuel’ seemed to
express it perfectly (224).

Despite a well-established tradition and beliefs tims tradition, global
processes undoubtedly penetrate our everydayhiteigh the objects we use,
the activities and routines we enact, the placesram-places we inhabit, the
relations we have or seek to have, leaving us heraharrow space for
embodying and materializing ostensibly specific cices, replacing most
authentic, genuine forms with a creolised replichat is an improvisation of
local practices from re/collected past and foremgedia, or foreign symbols,
even languages in local, respectively national exst (see Edensor, 2002:
102).

Mapping everydayness inThe Sunday Philosophy Club
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The everyday is seen in its tendency to be comimasith the time of celebrity,

holidays, exceptional or symbolic events, in itsnayism parallelled by

enduring consistencies through which identity isumded, in its display of

details, habits, routines, practical knowledge @fzpe national, collective or
individual identity when describing a particulaayvof life in which there are

particular meanings and values to be conveyed. Thei®veryday becomes a
polydimensional cultural site favouring the deystent of one’s sense of
identification and belonging through popular cutgrounded in everyday life,
everyday practices and habits, pointing to cultgralilarities and differences
generated by local/regional histories as deteatedlléxander McCall Smith’s

aforementioned book.

When attending a concert of Reykjavik Symphony bé tUsher Hall
(Edinburgh), the protagonist of the series, Isabalhousie, experiences a
common event in a multiple way, that is, first apgul moment, then as a
reflection on the state of music and concerts —

Did Reykjavik really have a professional symphomghestra, she wondered,
or were the players amateurs? Of course, eveeyfwrere, if they had come as
far as Edinburgh to give a late spring concerty tiheserved an audience; they
could not be allowed to come all this way from &w®l and then perform to an
empty hall. And so she had gone to the concerthaldsat through a first half
which comprised a romantic combination of Germad &cottish: Mahler,
Schubert, and Hamish McCunn (McCall Smith, 2004: 2)

and then as a witness/observer of the social dilmerd this musical evening
in the Scottish capital city —

During the interval she had made her way downstans had enjoyed the
relief of the cooler air outside, eschewing thesbrwf the bar with its
cacophony of conversation. She would find peoptelstew there, of course; it
was impossible to go out in Edinburgh and not sedady, but she was not in
the mood of conversation that evening (2),

which is cruelly interrupted by an accident — ,aigg man fell all the way from
the edge of the upper circlem, from the gods.).X1n a suicidal flight that
turned the hall into a crime scene and made theeaodidash out whereas the
accomplished philosopher Isabel now considersithat®n in a local way:

People did not kill themselves that way; if you weghto jump, then you went
to the Forth Bridge, or the Dean Bridge: Ruthverdddad written a poem
about that... [he] was all but ignored in spitenisf remarkable poetry; one line
of his, she had once said, was worthy fifty linédMeDiarmid, with all his
posturing; but nobody remebered Ruthven Todd amghid?3).
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The domestic environment, imbued with semiotic nvegs of space is
experienced cognitively on the one hand, when tiglgenerally valid issues to
locally acknowledged truths even during a casuaversation as that between
Isabel and her niece Cat:

What | [Isabel] mean is this. We can’t have morbdligations to every single
person in this world. We have moral obligationghtose we come up against,
who enter into our moral space, so to speak. Tleains neighbours, people we
deal with, and so on'.

Who, then, is our neighbowse would say to the Sunday Philosophy Club.
And the members of the Sunday Philosophy Club wdlilck very carefully
about this and come to the conclusion, Isabel stisgethat the only real
standard we can find for this is the concept okjmnity. Our moral neighbours
are those who are close to us, spatially or in sother recognised sense.
Distant claims are simply not as powerful as thesecan see before us. These
close claims are more vivid and therefore more (23).

On the other hand, the meanings of space are mwitbdsensual, practical,
unreflexive knowledge providing a good sense of'©mgentity through the
geography of communality:

There were things happening on one side of Ediribtirg other did not know
a great deal about. Of course, Edinburgh, it watk 8&s built on hypocrisy. It
was the city of Hume, the home of the Scottish giténment, but then what
had happened? Petty Calvinism had flourished inntheteenth century and
the light had gone elsewhere; back to Paris, tdirBesr off to America, to
Harvard and the like, where everything was now ipéssAnd Edinburgh had
become synonymous with respectability, and witmgdhings in the way in
which they always had been done. Respectability suas an effort, though,
and there were bars and clubs where people migahddehave as they really
wanted to behave, but did not dare so publicly. $toey of Jekyll and Hyde
was conceived in Edinburgh, of course, and madiegesense here. (59).

On the literary stage, authors employ multiple waysepresent the relations
between people, practices and space to render ustdirs by their common

denominator which is national identity (the Scdttisational identity, in our

example), those features and particularities tih@tveorth being circulated in

order to articulate the signification of the lanase, everyday places and
objects, mundane rituals, habits, traditional event

Space seems to be produced by its inhabitants thrthejr habits and their
,constant engagement with the world which relies familiar matters and
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constructs an ongoing spatial mapping through thacteon of everyday
mobilities” (Edensor 2002: 56) thus strenghtenirtige relationship between
people and space, and foregrounding the powehaif dpecific place, or in
Isabel's words,, The reason why one went to Edinburgthe first place was to
get solidity and reliability. If Edinburgh startéal look shaky, one might as well
throw in one’s lot with the riskier side of things London” (McCall Smith,
2004: 229 -230).

In rendering the particular sense of one’s beloggm a cultural group, the
qguotidian landscape, that is Edinburgh, respegtjv8cotland, is associated
with everyday spaces, like local pubs, restaurahtsnes to provide the
ontological framework within which ,local differeas are absorbed into a code
of larger significance” (Edensor 2002: 66) in order simultaneously
foreground the national variety and its uniquen&sinburgh was a village,
was it not, and one always saw people one had seerewhere or other
before...” (McCall Smith 2004: 58) where one coulmime accross fame and
famous people in the very streets of the city,

She had seen McDiarmid once, when she was a sgithoknd had been
walking with her father down Hanover Street, pasinbs Bar. The poet had
come out of the bar in the company of a tall, dgished-looking man, who
had greeted her father. Her father had introdueeddboth of them, and the
tall man had shaken her hand courteosly; McDiarmaid smiled, and nodded,
and she had been struck by his eyes, which seearerdit a piercing

blue light. He was wearing a kilt, and carrying madl battered leather
briefcase, which he huged tohis chest, as if usingrotect himself against the
cold.

Afterwards her father ad said: 'The best poetthedvordiest poet in Scotland,
both together’. (13-14).

The place and its constituents are both symbojicatid semiotically loaded
once they can complete the assignment of heightéheigstatus of markers of
national identity within an imaginary geographydaof re/producing meaning
in a permanent intertextuality:

She was anxious in the pub, waiting for Jamie. dsva masculine place, at
least at that hour [pm], and she felt ill at eas@men could go to pubs by
themselves, of course, but she nonetheless fetifqiace. The bartender, who
served her a glass of bitter lemon with ice, smédeder in a friendly way and
commented on the fine evening (161).

This geographical matrix is associated with pulgiaces as Isabel likes to
make it public that she,could treat herself to nmiegncoffee in Jenners, and
watch the high-heeled Edinburgh ladies engage im gussip, a world which
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she might so easily have slipped into and whichastweded by a deliberate act
of self-determining choice ,(236), and also withopke, eager to share their
their beliefs, as it goes with Grace, Isabel’s leoogid, whose world was a
divided one:

there was Edinburgh, and the values which Edinbergiorsed; and then there
was the rest. It went without saying that Edinbungts right, and that the best
that could be hoped for was that those who looketliags differently would
eventually come round to the right way of thinkikighen Grace had first been
employed — shortly after the onset of Isabel’sddthiliness — Isabel had been
astonished to find that there was somebody whostithso firmly planted in a
world that she had thought had larely disappeatbd: world of douce
Edinburgh, erected on rigid hierarchies and thepdmmvictions of Scotland
Presbyterianism. Grace had proved her wrong (28).

Reflecting on one’s life was likely to happen irckkanoment of the day within
one’s life, as Isabel happens to do

She finished the crosswords in the morning rootowdéthg her second cup of
coffee to get too cool to drink. [....] She thouglithe morning ahead. There
was work to be done; at least three journal agiglere waiting to be sent out
to referees, and would have to despatch them tbating. Then there was an
index to be prepared for a special issue that wees td appear later that
year.[...] She looked at her watch. It was almasethirty. If she worked for
three hours she would get through most, if notadlthe index. And then she
could go and have lunch with Cat, if she was f&2§9),

almost unaware that her thoughts become a sulmitaeti part of a larger
constellation of symbolic, practical and everydapce, organized in national
contexts.

Space is thus organically connected to performingna's national or cultural
identity by different modes including rituals, hihi everyday, mundane
practices meant to legitimate the uniqueness afracplar group or individual.
Isabel’'s home becomes such a site of identificattdnone’s biases and
personality through minor activities such as regdime morning papers and
drinking freshly made coffee in the percolator, ihgvbreakfast, - ,Her boiled
egg placed on the table, she sat down with a cobflyedcccotsmarand a freshly
brewed cup of coffee, while Grace went off to stdme laundry”’(67)-, or
preparing dinner later in the afternoon, - ,Cookfgy her niece Cat and her
date, Toby) in a temper required caution with tepper; one might put far too
much in and ruin a risotto in sheer pique”(38).
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This space is expanded and completed by the taderhousing other ranges
of activities such as a restaurant to meet friemtbhave a meal,

The evening had not been a conspicuous succesohiersation had picked
up slightly over the dinner table, but Toby had g@m at great length about
wine — his fatherwas a successful wine importer andy worked in the
family firm.... Toby thought she knew no betterrihi@ serve a supermarket
red. In fact, she knew more than most about wimeg, there was nothing
wrong with what she had served (47),

or art exhibition halls, meeting an acquaintandgaul Hogg, ,at one of the
gallery shows”(58), or the streets of Edinburgh dwated by ordinariness,
recorded even by ordinary people such as Grace:

| was standing at the bus stop, waiting for a buy There was a puddle of
water on the road and a car went past, drivenymuag man in a baseball cap,
back to front, and he splashed this woman who wasding next to me. She
was soaked through. Dripping. He saw it, you knd®ut did he stop to
apologise? Of course not. (120).

These details of everyday life share the indivitbuptactices and knowledge of
his/her social and cultural environment and digpleose specific codes that
guide him/her in life and societal performancesnge important reference
points expressed by Isabel in her endeavour teatefipon events and ideas that
link her to both her ancestors and her contempesari

love,

The world, it seemed, was based on lies and hatlfigrof one sort or another,
and one of the tasks of morality was to help ustiate our way round these.
Yes, there were so many lies: and yet the sheeepofiruth was in no sense
dimmed. Has Alexander Solzhenitsyn not sai, inNubel address,’One word
of truth will conquer the whole world? Was thisshiul thinking on the part
of the one who had lived in an entanglement of Qiavestate-sponsored lies,
or was it a justifiable faith in the ability of tluto shine through the darkness?
It had to be the latter; if it was the former, thde would be too bleak to
continue. In this respect, Camus was right: thienalte philosophical question
was suicide. If there was no truth, then there @dagl no meaning, and our life
was Sisyphean. And is life were Sisyphean, thert wbeat in continuing with
it?” (188).

She often dares considering fundamental issudsimfankind such as

It might be simpler, she reflected, not to alloweself to be in love with

anybody; just to be oneself, immune to hurt froimeos. There were plenty of

people like that who seemed content with theirdive or were they? She
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wondered how many of these people were solitarghmice, and how many
were alone because nobody had ever come intolithesrand relieved them of
loneliness. There was a difference betwen resignatr acceptance, in the
face of loneliness and choosing to be solitary.

The central mystery, of course, was why we nedddak in love at all. The

reductionist answer was that it was simply a matfebiology, and that love

provided the motivational force that encouragedpfeto stay together to raise
children. Like all the arguments of evolutionaryygsology, it looked so

simple and so obvious, but if that was all thatweze, then why did we fall in

love with ideas, and things, and places? (48-49),

or emotions that people cease to exhibit for fdaallowing weakness to be
shared, as ,Our emotions alow us to empathise otitlers. If | love another,
then | know what it is to be that other persori.féel pity... then this helps me
to understand the suffering of others. So our esnstimake us grow morally.
We develop a moral imagination....”(49).

She ponders on the issue of what is truth and wiedineg lies stands,

not all lies were wrong, which was another aspksetbel thought, in which
Kant was mistaken (....J.ruthfulness in statements which cannot be avoigled
the formal duty of an individual to everyone, hogregreat may be the
disadvantage accruing to himself or to anoth#rwas not surprising that
Benjamin Constant should have been offended by, thifhhough Kant
responded — unconvincingly — and tried to pointthat the murderer might be
apprehended before he acted on the knowledge wWiachad gained from a
truthful answer.

The answer, surely, is that lying generalis wrong, but that some lies,
carefully identified as the exception, will be pésaible. There were, therefore,
good lies and bad lies, with good lies uttered dobenevolent reason (to
protect the feeling of another, for example). Iimedody asked one’s opinion
of a newly acquired — but tasteless — possesswornngtance, and one gave an
honest answer, then that could hurt the feelingsdeprive the other of the joy
of ownership. So one lied, and praised it, whicls warely the right thing to
do. Or was it? ...If one became accustomed to lifirguch circumstances, the
line between truth and falsehood could become édir{66),

and realizes that there is such an easy shiftpodnsy and its implications,

Hypocrisy was not only about telling lies, it wasoat saying one thing and
doing quite the other. People who did that weralguoundly condemned for
it, but again this might not be as simple as soreesould suggest. Would it
be hypocritical for an alcoholic to advise agaitishking alcohol, or a glutton
to recommend a diet? The recipient of the advioghinivell level charges of
hypocrisy in such a case, but only if the persatingithe advice claimed that
he did not drink or eat too much himself. If he atgrconcealed his own vices,
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then he might still be considered a hypocrite, listhypocrisy might be no
bad things. It certainly did not harm anybody, amgdieed it might even help
(provided that it remained undiscovered) (67),

Isabel feels bound to reflect on what doing goodvoong could mean, and
concludes that ,Wrongs are committed without thmgki The doing of wrong
was not a hard thing, preceded by careful thoughias a casual thing, done so
easily. That was Hannah Arendt’s insight, was if?ribhe pure banality of evil.
Only good is heroic.” (196).

The ways in which habits organize life for indivads is closely inspected in
common situations such as making a telephone daithwimplies a certain
etiquette,

a call before eight in the morning was an emergebetween eight and nine it
was an intrusion; thereafter calls could be madil ten in the evening,

although anything after nine-thirty required an lagg for the disturbance.

After ten one was into emergency time again. Onvariag the telephone one
should, if at all possible, give one’s name, buyaiter saying good morning,
good afternoon, or good evening. None of these eatns, she conceded,
was observed to any great extent by others... (B&);

or the missing daily graces such as apologizingging the right words in the
right circumstances, acknowledged as lack of ¢yili

It's the decline of civility.Or, should | say, #'the absence of civility.’
,Decline, absence, same thing,” Grace retorted.

,Not quite,” aid Isabel.’Decline means less thafdpe. Absence means not
there — maybe never was.’

JAre you telling me that people used not to apegfor splashing other
people?, Grace’s indignation showed through’ (121).

The aforementioned example point to the way in Wwhieverydayness
embedded in the local narratives and images heaightee power of identity
and imagination discursively constructed, faciiitgtthe discovery and use of
those representations of Scottishness that disthesstuff of heritage industry
which opens ways to its very exploration within @nporary contexts and
circumstances. National identity can thus be scdlgdthe personal, local
histories and narratives emerging from everydayilfamlandscapes and
activities constantly performed against this baokgd that eventually render
the features and particularities of a people thinathgir discursive practices and
cultural resources (cf. Edensor 2002: 168).

Discussions
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Everydayness, the quotidian rituals and routineseground the specific ways
in which the construction of identity can be catrieut in a constant
demonstration of how essential repetition is to’'®reense of identity and
belonging since ,without recurrent experiences andeflexive habits there
would be no temporal framework within which to makense of the
world”(Edensor 2002: 96). Any daily experiencesgitter in the field of work,
study, leisure, or re/production comprise specdferformances and cultural
rhythms meant to foreground the links that exidiMeen the national public
and the private lives of individuals through thed created patterns, routines,
events circumscribed temporally and spatially, andtinually enacted in an
attempt to preserve and value that commonalty’'sjueness, as is the case
when reflecting on the future of Scottish cultuegse:

NEW CONCERN FOR COD STOCKS, she read on the fragepof the

Scotsmanand saw the picture of idle fishing boats tiedaupeterhead; further
gloom for Scotland and for a way of life that haadquced such a strong
culture. Fishermen had composed their songs; but whlture would a

generation of computer operators leave behind thleman electronic culture
of e-mail tales and computer-generated imagestirfieand derivative, but a
culture nonetheless (McCall Smith 2004: 236-237).

Within the general tendency displayed by the glabead processes to diminish
the sense of natinal identity, the Caledonian exangpimeant to slighten the
shift towards a multiplication of one’s cultural fikhtions by reiterating
valuable avenues of traditions and heritage repsg in a more generous offer
of hybridization and creolization effects of postiemism at a global level,
indeed.
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Abstract: The absolute expression of following God is theuremation of the
world and of all that is ephemeral, the choice oluatary poverty. But this
voluntary poverty, which the monks choose to limeai monastery, is not a
condition that lacks means or goods. For somepntbeastic option is yet an
option of culture and knowledge. For others, thenastic option is but a
means of escape some crimes or sins. There engpéther category: those for
whom becoming a monk is not even a choice.
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During the second half of the Il c. it was obsehthat a growing number of
Christians leave their communities to live in theselt, and to begin a new life
exclusively consecrated to asceticism.

The coenobites’ way of living can be traced backhm period of the apostolic
preaching. The perfection of the church as impdsgdhe austere laws of
asceticism seems to be contaminated by the largeb&u of newcomers,

reaching a period of downfall. This is the momentvhich those in whom the

apostolic fever is still alive, settle down in maecluded places trying to keep
alive the roles established by the apostles.

In time, the monastery becomes a kind of a “stathinva state”, an island
within a society that prefers to ignore it, excptthe cases when it can satisfy
its material and spiritual needs; from these, egeafg hospitality towards the
visitors of the monasteries and the assistanceeagtda the poor.

At the beginning, monasticism appeared as a separabm the world: the
monk gives up all the activities of a man livingsiociety, to consecrate himself
to a contemplative life. They will seclude themsslug wilderness, to find the
loneliness with God. The anahoreza is, without @oybt, the most spectacular
phenomenon of monasticism, and its aim to lead rtdsvahe thing that

! Following God
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monastic literature callpeace.Renunciation targets first and foremost all the
owned goods, then the family and the country.

The monk is the man, who separates himself fromrébeof the world to live a
privileged relation with God, who prays for the sofshe people and help the
sick and poor, but in the meanwhile, he is a sechalanan who keeps culture
alive.

The absolute expression of following God is the remation of the world and
of all that is ephemeral, the choice of voluntaovgrty. But this voluntary
poverty, which the monks choose to live in a masgstis not a condition that
lacks means or goods. For some, the monastic ofstipet an option of culture
and knowledge; for the nobles’ sons, for exampéndp a monk was the only
alternative to joining the military service. In tihgonastery, the young nobles
get a special education over a long period. Forrstliee monastic option is but
a means of escape some crimes or sins. There¢ amgther category: those for
whom becoming a monk is not even a choice. Orpbanswanted children in
those times were sent or simply left at the framdrdof the monasteries.

Ludovico, Father Cristoforo, from Alessandro Manznovel The Betrothed
is the son of a pretty rich merchant, used to @rstic habits, surrounded by
adulators and treated with respect, who encountspete problems when he
wanted to be accepted among the high class ofdatietg. He needed another
school: that of “patience and obedience, alwayors®do everybody and
always accepting any offence in every moment.” (ktan, 1971: 73) After
killing a noble in a fight, he takes refuge | a rastery of capuchin monks,
who heal him. Considering this a sign from God, deeides to become a
monk, thus giving satisfaction to the relativedte man he had killed. In the
memory of the dead noble, he receives his namstd@wro. “Thus, at the age
of thirty, Ludovico took the monastic habit, andrngerequired, according to
custom, to change his name, he chose one that woulthually remind him
of the fault he had to atone for — the name of rF@éstoforo.” (Manzoni,
1971: 70)

Friar Cristoforo, is later presented as opposedhat he used to be. He was
now:

a man nearer sixty than fifty years of age. Hisvehahead, circled with a
narrow line of hair, like a crown, according to tfashion of the Capucin
tonsure, was raised from time to time with a mowetmthat betrayed
somewhat of disdain and disquietude , and therkiyugank again | thoughts
of lowliness and humility. His long, grey beard eang his chicks and chin,
contrasted markedly with the prominent featurethefupper part of his face,
to which a long and habitual abstinence had raihvem an air of gravity, than
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effaced the natural expression. His sunken eyeallysbent on the ground,
sometimes brightened up with a momentary fire, lik® spirited horses,
under the hand of a driver whom they know by exge they cannot
overcome; yet occasionally, they indulge in a feamgols and prancings...
(Manzoni, 1971: 70)

Father Zosima, from Dostoievskisaramazov Brothershecomes a monk as a
result of a similar episode. He was born in thé&age V. His father who was a
noble, died when Zosima was only two years oldyilea his mother with a
little house and some money, enough not to liveaverty. At the age of eight,
listening to the liturgy, he understands for thstftime the word of God, which
gets into his soul. After his brother’'s death, figaken to Petersburg to attend
the military school, in order to get in the Royalaed after graduation. He falls
in love with a young girl whom he didn’t know wasgaged with another man,
he demands satisfaction from her fiancé. Realifegsin that he was about to
commit, he bids for forgiveness. It is the momdrdtthe quits the army and
decides to take the vows of monasticism. Later éeoimes the abbot of the
monastery.

Alexei Karamazov, Alyosha, from the same novel, ybangest in the family,
has a very special feeling for the human kind antth@ age of twenty, decides
to enter a monastery, offering his stormy hearidaal, “that of getting out of
the darkness of human hatred into the light of fo2ostoievski, 2004: 39)

In the same category may be included the monks giggnto the military
orders of, the crusaders on the war path to getHidig Land free.

The Middle East had been, from the beginning oferar the scenery of some
bloody conflicts and of a great number of wars,ihgwheir hay days in the
Middle Ages. Besides kings and nobles, an impontalet was that of the three
military- religious orders of knights which were rhoin the period of the
Crusades. Knights Hospitalers, members of the amfliand religious Order of
the Hospital of St. John of Jerusalem, sometimésdcthe Knights of St. John
and the Knights of Jerusalem, the Knights Templére, Poor Knights of
Christ, called the Knights of the Temple of Solomimom their house in
Jerusalem, who joined together to protect pilgriamgj the Teutonic Knights or
The Order of Brothers of the German House SaintyMarJerusalem, also
formed to aid Christianen their pilgrimages to the Holy Land and to essbl
hospitals to care for the sick and injured. A numbg other minor orders
existed at various times and places as well. Netakbmples of smaller orders
included the Spanish orders of Santiago, Alcanterd Calatrava; the short-
lived Baltic orders of the Sword and of Dobrin; taeglish order of St. Thomas
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of Acre; and the Syrian Order of St. Lazarus, appidy reserved for leper
knights.

The Templars were a unique combination of knightl anonk; to later
historians, they were the first military order, samitated by the Hospital, by
specifically Spanish orders and, at the end of tivelfth century, by
the Teutonic Knights They originated in the Latin Kingdom of Jerusalem
probably in 1119, when two French knights, HughPaf/ns and Godfrey of St.
Omer, responded to a perceived need to protecimsgravelling from the port
of Jaffa to the shrines in and around Jerusalem.

In literature, such a character that would be waongmtioning is the Templar
knight (half monk and half soldier) Brian de Boi&uilbert, from Walter
Scott’s novelvanhoe

...a man past forty, thin, strong, tall and muscularis strong features had
been burnt almost into Negro blackness by the ¢edsiun. In every glance his
piercing, dark eyes told a history of past dangerd seemed to challenge
opposition to his wishes for the pleasure of swagi from his path. A deep

scar on his brow gave a sinister expression toobmes eyes. His upper dress
was a long scarlet mantle, with a white cross an right shoulder. (Scott,

1993: 17)

He had a strange half monastic, half military appeee and he was said to be
the bravest of all Templars, but too affected bsirtlsins; he was an arrogant,
cruel, immoral, heartless man, who wasn'’t afraidmything on Earth, not even
of Heaven. After years spent abroad, he returnEngland to take part in a
tournament organized by King John. He manages toallithe fights, but is
finally beaten because of his sins.

The Teutonic Order (or the Hospital of St. Marytlié Germans of Jerusalem)
was another one of the three major knightly or tamji orders that originated
and evolved during the twelfth and thirteenth caatu During the siege of
Acre during the Third Crusade (probably 1190), Gamsfrom Lubeck and
Bremen established a field hospital for Germanismddreportedly using ships'
sails as cover from the elements. Duke FredericBvadibia placed his chaplain
Conrad in charge of the hospital and soon transdrthe organization into a
religious order responsible to the local Latin bighBy 1221 the German Order
was given the same privileges as the Templars aosbitdllers by Pope
Honorius 11l (1216--1227). Both senior orders foughe autonomy of the
Teutonic Order until about 1240. The German Ordety mot have quite
equalled in wealth and possessions the other twibangi orders which were
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more than 80 years older, but it became the ortigrobrder to rival them in
international influence and activity.

One of the reference books for learning about teetdnic Knights is the
historical novel written by the Polish writer Hekr§ienkiewicz, The Knights
of the CrossThe Teutonic Knights are so well described byattor:

The Knights of the Cross have a wonderful nature.heia Knight of the
Cross is in trouble, he is as reasonable as a iBam; as mild as a lamb, and
as sweet as honey so that there wasn't a betteiimthe whole world; but let
him once feel strength behind him, none is morellswawith pride, and you
won't find less mercy in anyone. It is evident thard Jesus gave them flint
instead of hearts. (Sienkiewicz, 2008: 74)

Their merciless character of the Teutons is alsmleby Sienkiewicz in the
XXX Chapter when Zbyszko meets the Polish Knighv®a de Taczew again:

An insatiable race, worse than Turks and Tartarshéir souls they dread the
king and us; still they cannot hold back from ratyb@nd murder. They attack
villages, slaughter land-tillers, drown fishermémey seize children as wolves
might. What would they do did they not fear us2(Riewicz, 2008: 684)

The book tells the story of a young poor noblembagszko of Bogdaniec who,
together with his uncle M&o of Bogdaniec is returning from a war against the
order of the Teutonic Knights ("Knights of the Cs0sin Lithuania On their
way they meet the court of Duchess Anna and Zbydake in love with
Danusia, whom he swears his knight's oath and mesnio bring her "three
trophies” from the Teutonic Knights. During the ehvthe series of small
conflicts continue, Zbyszko having the chance t@nhseveral Teutonic nights.
On his way to the royal city of CracowZbyszko attacks Kuno von
Liechtenstein, who is an official diplomatic delégaf the Teutonic Knights, “a
knight in complete shining armour, and a white riegrin which was a black
cross; on his head was a steel helmet with a splepelacock-plume on the
crest of it.” (Sienkiewicz, 2008: 67)

Even the Grand Master of the Teutonic Order, Kom@a Jungingen, is one of
the characters of Sienkiewicz’ book. He was noficked, depraved person, but
he was often forced to act unjustly and to lie,duse the whole Order was
founded on injustice and on lies, considering calyra diplomatic skill. Yet,
he wasn’t a tyrant and he feared the judgment af. Gwstead, he tried hard to
restrain the pride and insolence of some digniarie
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He was a weak man, however. The Order had beestacced for generations
to prey on the property of others, to plunderatetadjoining lands by force or
treachery; since Conrad not only was unable toaisthat predatory hunger,
but in spite of himself, by force of acquired impsthe yielded to it and strove
to satisfy this craving... So Conrad von Jungingénlitee a charioteer who is
driving maddened horses and has dropped the raimsm this hands,
abandoning his chariot to the will of fate. (Sieswicz, 2008: 703-704)

The novel ends with the long awaited war. The comtbiforces of Polanand
Lithuania under the command of Polish King Ladisldagiello destroys the
Teutonic Order in the monumental 1410 Battle ofr®rald This battle signals
the true terminal decline of the Teutonic Order.

Another example of characters that had fallowed<Cis Ambrosio, the monk

of the novel's title by M. G. Lewis, and a foundiiof mysterious past and
parentage, who has risen to the position of abbtteoCapuchins, becoming a
well-respected figure in medieval Madrid, revergdhe populace.

The late superior of the Capuchins found him wigéé an infant at the abbey
door. All attempts to discover who had left him rthevere vain, and the
child himself could give no account of his parert® was educated in the
monastery, where he has remained ever since. H& edmowed a
strong inclination for study and retirement; andseen as he was of a proper
age he pronounced his vows. No one has ever agptactaim him, or clear
up the mystery which conceals his birth; and th@kspwho find their account
in the favour which is shown to their establishmieain respect to him, have
not hesitated to publish that he is a presenteatfrom the Virgin. In truth,
the singular austerity of his life gives some cewmaihce to the report. He is
now thirty years old, every hour of which periodshaeen passed in study,
total seclusion from the world, and mortificatioh the flesh. Till these last
three weeks, when he was chosen superior of theéetgoto which he
belongs, he had never been on the outside of theyakalls. (Lewis, 1987:
15)

The physical description of Ambrosio shows him asdpe handsome man,
with an aquiline nose and large, black eyes, withca reigned by tranquillity
and content, but with a certain severity in his ldék is educated by the monks
but while they " were busied in rooting out histwes, and narrowing his
sentiments, they allowed every vice which had falie his share to arrive at
full perfection.” (Lewis, 1987: 238) The result thiis instruction is that he is
acutely at odds with himself, subject to an unseftl ongoing "contest for
superiority between his real and acquired charagtezwis, 1987: 239), his
virtues untested and fragile, and his vices onlgiscovered because of his
strict observance of a self-imposed penitentidiuséen. The public reveres him
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as a "Man of Holiness," and his charismatic maramel eloquence have made
him the darling of "the chief families in Madrid."

Another character who chooses to follow God conageby circumstances is
Nicodim, the pious hieromonk, aka Niceadder, from Mihail Sadoveanu’s
novelJderi Brothers After a fight in which he almost kills his brothéeing in
love with the same woman, he decides that thethexy for him would be to
go to a monastery, where, through prayer and shalycould forget what
happened. “Because of such a devil he (his brothestjll a bachelor, and I live
in wilderness.”(Sadoveanu, 1975: 47) This monk thas now living in great
humility had travelled to the Holy Mountain, where learned a lot of things
about visions and can now understand the Apocalypse

Victor Moldovan, a young man from Basarabia, goRimmania in 1940, and
took an important decision, which astonishes hideagues, merry theology
students, and some of his teachers: that of becommgnk. Certain profound
antecedents of this athletic act of will, seeme lkk sign of some kind of
sickness for some (of madness, to be more spewiéoy deeply rooted into his
childhood and adolescence (pity for the sick, inggmbty to lie, avoidance of
porn literature and so on).

The most important thing that counts for his dexisis the reading of
Dostoievski'sThe Karamazov Brothersvhile he was a student in the sixth
grade at the Theological Seminar. The charactefosima, the abbot of the
monastery, is the one who catches his permaneentiath, giving him the
necessary impulse to become a monk. Without tochntlioking, without the
certainty of succeeding and beside the fact thatosi everywhere he is
welcomed with scepticism, the young man takes théh ppof hermitage.
Although all these seem to him at the beginning bBkkind of prison and some
monks much under their renown, the miracle hap@dtes a while: through
living prayers and flushes of ardent tears, witthi@ walls of the cell or in the
middle of the woods, where he often takes refugeugh unspoiled listening,
by accepting the hardest and most humble dutiesudgihr foreseeing dreams
and other signs, the young man is filled by spioy, the incommensurable
happiness of the achieved faith. Not even the eaatkein November 1940 can
remove him from the church in which, together wether weaker friars, were
bowing.

Until the moment he is arrested, Victor Moldovasspreading God’s word, as
a missionary, first in the snowy and frosty Trassima, which he crosses on
foot, hungry and almost naked, and then in the @shim Odessa. He mostly
addresses to the children, be them Romanian, Russi&krainian, to them
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first of all because, as he explains at one pomipne hand not even ten Stalins
could turn off the elder from their beliefs, and thie other hand, not even the
second coming of Christ could make some young alt g@ople give up to the
atheism they were indoctrinated with; thereforeydhe children remained, the
most receptive, the most pure hearted, the mosthwsaving. The religion
classes of the friar of Esinei, is turned into an apostolic evangelistic
masterpiece. The missionary has a remarkable pgaajdalent, which keeps
him from making a fool of himself even with the hey school classes, which
are more reckless.

Victor Moldovanu refuses to join the army because says, “I don’t want to
kill people, | don’t want to kill my brothers in tHeord.” (Lecca, 1975: 127)
The fisherman who fishes people, doesn’'t want wob® a hunter who hunts
people.

Not only the monks choose to follow God. There @gain examples of nuns
in literature who, from different reasons choosebtrome Christ's brides.
Some of them feel the real call, others are serthély parents and others, being
orphans, simply don’'t have other choice.

Once in a monastery from a very early age, the gainis hope that at the end
of the novitiate their parents will take them b&dme; that is why, most of the
times they are humble and docile. The already ayated nuns, are trying hard
through any means to convince the young novicgsinaheir monastery for all
the rest of their lives, for the simple reason tisabecome a nun, the accept of
the novice was needed.

Such a bride of Christ is Seniora, Gertruda onrbal name, from Manzzoni's
novel The Betrotheda young aristocrat who was forced to become a 8be

is very different from the rest of the nuns in ttn@nastery. Although too
young, she is the abbess of the monastery becauke tdmily that she comes
from. Looking at her face, one could give her twefnte years. One the first
sight she looked beautiful, but her beauty wasr@ gee even decomposed. Her
black eyes had an unusual expressivity, and she tosstare at the people she
was talking with. Sometimes her eyes looked dsay twere begging for mercy,
love or understanding, but other times, they lookiesl they were expressing
the deadliest animosity. Her cheeks were very patevith a delicate, gracious
shape and some pale, pink but very lively lipsl édlexpression and mystery.
Because of her elaborate stature and of some impuisoves, too determined
for a nun, no one could really tell her height. iBes all these, her clothes
betrayed a kind of negligence or carelessness tlsnthe monastic rules.
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Another bride of Christ, with a similar story isZunne Simonin from Diderot’s
novel The Nun She seems to be the more evolved intellectualyatoof her
mother who, although the wife of a lawyer, has r@aependent, modern life.
Persecuted by her family, as the result of an thffdi love of her mother,
Suzanne, a pleasant, spiritual, talented youngigident to a monastery by her
parents who simply want to escape the care of ber@nce forced into the
bleak, mad life of the nunnery, she gets in thremasteries: Sainte-Marie,
Longchamp and Arpajon. These are the places wheremnakes acquaintance
with humiliation and terror, hypocrisy and peniten¢he corruption of the
morals and the alienation of all the human valuesiness and lying, the tears
and loneliness that kills the soul ...

A monastery was a farm, an inn, a hospital, a schadl a library. It is clear
that life in a monastery appealed to many diffeientls of people in Medieval
Times. Those of a spiritual turn of mind found inetmonastic life the
opportunity of giving themselves wholly to God asnks. Studious and
thoughtful persons, with no disposition for an agticareer in the world,
naturally turned to the monastery as a secureatetired joined the ranks of the
monks. The friendless and the disgraced often tefilge within the walls of a
monastery. Many sought to escape from the violeotldvof the Medieval
Middle Ages by seeking the peaceful shelter ofrtf@astery and leading the
quiet life of a monk.
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Introduction

A genre of fiction guides readers and informs thasout the category or type
of the story, so that one would be able to choosatwo read according to the
features of the specific genres. A translator mag aidge about the book by
its genre and take certain features as guidelinesniaking decisions in the
process of translation. Particular choices madthbyauthor may become clear
analyzing the genre that a book belongs to; howevee translator’s
responsibility lies in translating the source té&T) within the boundaries of
the same genre. The aim of this article is to sugenre-related issues in two
Lithuanian translations of popular fiction: Johnigham’s legal thrillerFirm
(1991), which belongs to the subgenre of the detciovel and to examine if
and how the characteristics of the legal thrillex eendered in two Lithuanian
translations by Romualdas Petraitis (1997) and sl@teponis (2008). The
features of a legal thriller as a subgenre of tbeective novel are analyzed to
determine the role of genre in the process of latios and to demonstrate how
the qualities of the legal thriller are conveyedbath Lithuanian versions. Since
the novel contains a great number of legal terrhg, discussion of the
translation of legal vocabulary has been a parthefresearch. However, the
focus of the research is to discuss the awarenegsnoé during the process of
translating contemporary fiction and to investigéte translator’s role and
attitude - sensitivity to or disregard of genreatetl issues.

The Significance of Genre in Translation

John M. Swales (1990) places emphasis on the concativag aspect of genre
and describes genre as a “class of communicativeguwhe members of which
share some set of communicative purposes” that racegnized by the
discourse community (Swales 1990:58). Askehave @mdles (2001:212)
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determine the importance of the relationship betwtbe purpose accomplished
by a genre and the structure of the genre. Aske(iE83@8, 1999) argues that if
we want to discover and identify the purpose ofeat,twe cannot avoid
investigating the context in which the text is uséddgkehave and Swales
(2001:201) propose procedures that “depend on whethe investigator
follows a traditional text-first or ‘linguistic’ ggroach”, or an alternate context-
first or ‘ethnographic’ one. These propositions gjghe importance of the
“retention” of genre in translation. Askehave andats (2001: 201) suggest
that purpose (the communicative purpose) “retdmesdtatus as a ‘privileged’
criterion” in determining the genre and proposimnmg-based approach to the
analysis of translation. A present-day reader’stlief ST and the TT) choice is
often determined by the genre or subgenres of popfittion and the
background knowledge of the historical developmehtthe genre. Swales
suggests that “appreciation of genre is a necessaoy sufficient condition for
an appreciation of literature” (Swales 1990: 37hug, genre awareness is a
significant factor determining the quality of tréatgon.

Katharina Reiss (1977/1989: 108-9) discusses tke \arieties or genres,
outlining functional characteristics of text typesd determining links to
translation methods. Reiss (1977/1989: 109) statds‘the transmission of the
predominant function of the ST is the determiniagtér by which the TT is
judged” and suggests “specific translation methadsording to text type”
(Reiss 1976:20). Jeremy Munday (2001:75) summarizese methods and,
following Reiss, states that (1) the TT of an imi@tive text should transmit the
full referential or conceptual content of the SZ) the TT of an expressive text
should transmit the aesthetic and artistic formthef ST; (3) the translation
should use the “identifying” method, with the trier adopting the standpoint
of the ST author; (4) the TT of an operative texvwdd produce the desired
response in the TT receiver - the translation gharhploy the “adaptive”
method, creating an equivalent effect among TT eesadReiss (1971: 54-88)
definesintralinguistic (semantic, lexical, grammatical, and stylistictteas)
andextralinguistic(situation, field, time, place, receiver, sended daffective
implications” (humour, irony, emotion, etc.)) insttion criteria by which
adequacy of a TT may be assessed (Reiss in Mur@lal. Z5). As Munday
(2001:76) states, Reiss moved translation theogydhd a consideration of
lower linguistic levels” towards “a consideratiohtbe communicative purpose
of translation. Although Reiss’s theory was latgtigzed, for not describing
the “translator’'s own role and purpose” or for dmg socio-cultural factors,
her ideas on the value of the text-type or genr@atdose significance today.
The genre (the conventional text type that is adased with a specific
communicative function) is conditioned by the saditural environment of
both the ST and the TT.
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Considering the qualitative aspect of the tranmhatiof a text, Andrew
Chesterman (1997: 64-70) oulines two types of nopnsduct or expectancy
norms and professional norms. The first ones “astabdished by the
expectations of readers of a translation (of a mityge) concerning what a
translation (of this type) should be like” (Chestan 1997: 64). On this
Munday observes that “factors governing these nontisde the predominant
translation tradition in the target culture, thesadiurse conventions of the
similar TL genre, and economic and ideological aderations. Professional
norms “regulate the translation process itself” (iday 2001: 118).

John Grisham’s Popular Fiction

John Grisham (b. 1955), a popular American autl®known for his legal
thrillers that contain much information on the systof law in the United
States in America. After graduating from a law siha 1981, John Grisham
practiced law, specializing in criminal defense getsonal injury litigation
(John Grisham: The Official Sit#995-2010). His first novelA Time to Kill
was published in 1988; however, after the succésthe Firm (1991) John
Grisham solely devoted himself to writing. At preselohn Grisham is
considered to be the best-selling author of a |#gdler and one of the best-
selling writers (Southwick 2008: 24). Often the laurt is referred to as “the
master of legal thrillers” and “a master storytélleehose legal thrillers are
admired because he “knows how to tell a great s{@iiynsella 2001). Leslie H.
Southwick describes Grisham’s style as fast-paced extraordinary, and
comments on a set of rules that can be distingdigh&risham’s books (2008:
24). The popularity of John Grisham’s novels isedained by the main
characters, idealistic lawyer heroes, who fightwotr high-ranking officials or
lawyer firms. Although, Mark Hemingway criticize®hh Grisham’s fiction,
describing it as “compulsively readable, prepostier@nd formulaic” and
labeling his novels as “odious populist messadest]commit the unforgivable
sin of making heroes out of lawyers”, he [Mark Hegway] acknowledges the
remarkable success of Grisham’s novels among reaaed film directors
(Hemingway 2001). All of John Grisham’s novels hdecome international
bestsellers, many of which have been filmed; hisefeohave been translated
into more than thirty languageBhe Firmwas the first work by John Grisham
published in Lithuanian: the first translation agpe in 1997. The novel was
translated by two translators: Romualdas Petriaiti©97 and by Jona$eponis
in 2008. More than thirty Grisham’s novels haveerbetranslated into
Lithuanian since 1997.

A legal thriller The Firmincludes characteristic features of the deteatioeel
and some of thénard-boiled detective novel, which can be identified as a
branch or a subgenre of detective fiction. The ymislof two Lithuanian
translations leads to the conclusion that the tesliof the hard-boiled
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detective novel, “even though unfolds in Lithuantarts, do not preserve the
same degree of profoundness” (Statiet® 2011: 5). The comparative analysis
of Lithuanian translations has revealed that TTatrgtis’'s translation, 1997)
applies a greater number of translation strategmeparticular, generalization
and the use of less expressive words, which regultise loss of the effect of
the genre. In contrast, TT@¢ponis’s translation, 2008) retains a greater degre
of precision with the help of direct Lithuanian egents and is more reader-
friendly. On the other hand, the abundance of tiwnbbtes with additional
information puts the text (TT2) at a risk of ovembening the reader with
information and hindering the reading process. ahalysis of the translations
proves the importance of the genre in the procesamslation.

Development of the Contemporary Detective Novel

Crime fiction may be divided into two categorietassic detective fictioand
hard-boiled detective fictionDashiell Hammett and Raymond Chandler, the
pioneers of this genre, have introduced the unaedstg of this new detective
story recognized for a sense of realism and hawngdd the picture of a
detective as notably thoughtful and brilliant (Hi§B86: 238). According to
Lee Horsley, a classic detective story focusesdwath-detection-explanation”
and the process of crime solving usually includesbrilliant or at least
uncommonly perceptive detective [who] solves a a@setricate and puzzling
that ordinary minds are baffled” (Horsley 2005: .1Phus, traditional detective
stories typically follow the same pattern: the exption of death and an
unusually insightful detective. The interwar peri¢ii918-1939) marks a
dramatic change in American detective fiction. Asdfew Pepper states,
“crime was no longer seen as it had been in tressit’ detective fiction®, but
rather as an “offspring of an urban-fuelled modgin{2000: 10). Detective
fiction changed its focus from fostering of soawabrality (characteristic of the
British society) to contemporary problems of therrgpted, modern,
metropolitan society.

The termthriller tends to be employed interchangeably with “detecttory

and mystery”: the detective story “thrills the readvith mysterious crimes,
usually of a violent nature, and puzzles his reasatil their motivation and
their perpetrator are, through some triumph ofdpgincovered” (“Detective,
Mystery, Thriller” 2008). J. A. Cuddon explains ththe detective story is “a
form of fiction in which a mystery, often a murdés,solved by a detective”
(Cuddon 1991: 229). A good detective story “displaypeccable logic and
reasoning in its unraveling and [...] is a very sgpibated and intelligent type
of entertainment” (Cuddon 1991: 229). In this as@edetective story differs
from its derivative — crime fiction, “concerned Wicrime in which police/
detectives are likely to be involved” but in whi¢the emphasis is on the
criminal and criminal psychology” (Cuddon 1991: 20B)oreover, often the
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identity of the criminal in crime fiction “is knowifrom the outset and the
suspense and interest of the narrative dependeopdychological state of the
criminal and what he or she does to evade the lajstice” (Cuddon 1991:
205). The detective story is “easily identifiablechese [...] it has one plot,
basically: the solution of a mystery, usually mufd€The Thriller Mystery”
2006). The thriller has “a greater variety: on tme hand, it contains stories
very similar to the detective novel, based on thi@teon of a mystery; at the
other extreme, pure pursuit and evasion stories;immetween, the sequences
of violent episodes with a little deduction” (“Thenriller Mystery” 2006).
Thus, thrillers are “a more loosely organized banfy literature than the
detective story, with its golden rules and puz#te-istructure” (“The Thriller
Mystery” 2006). The emphasis in the thriller stasy not only “on the
assessment of evidence and its interpretationdardo solve a mystery, but as
much upon the actions taken” (“The Thriller Myste®006). The category of
fiction called thrillers means that they are “uspéihked to the Mystery genre”
and generally are “characterized by a high levesudpense and its ability to
evoke an emotional rush of excitement in the réag@hriller” 2008). Steve
Bennett defines a thriller as being characterizegd “the sudden rush of
emotions, excitement, sense of suspense, appreherid exhilaration that
drive the narrative, sometimes subtly with peakd anls, sometimes at a
constant, breakneck pace” (Bennett 2008: 1). He atkis that a “thriller is a
genre of fiction in which tough, resourceful, bssentially ordinary heroes are
pitted against villains determined to destroy thémejr country, or the stability
of the free world” (Bennett 2008: 1). Bennett obssr that “today, thriller
novels provide a rich literary feast embracing dewariety of worlds - the law,
espionage, action-adventure, medicine, police amme¢ romance, history,
politics, high-tech, and religion; thrillers areuadly about life and death
situations” (Bennett 2008: 1). Characteristic dstaf thrillers make it similar
to the genre of suspense fiction or detective stbhe following sub-genres of
a thriller can be enumerated: conspiracy thrilléegal thrillers, psychological
thrillers, spy thrillers, bio-thrillers or technailters (“Thriller” 2008: 2). Many
of these sub-genres can be further subdivideddifterent groups.

The Genre of the Thriller

Ralph Willett describes one of the groups of thalén, hard-boiled detective
fiction, as the genre that depicts reality, statimaf the quest of the detective is
the “establishment of meaning and the re-orderintp® “real” world” (Willet
1992). The hard-boiled detective novel, closelgted to the thriller emerged in
America (Routledge 2002). It is exclusively an Aroan genre which depicts
complex modern American society and combines ‘tadl elements that the
outside world saw as AmericanClassic Crime Fictior2004). Similarly, Jason
Madison Davis refers to the hard-boiled detectiseaalistic fiction because it
depicts the world around (Davis 2004). Howeverl li&astories do not always
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have happy endings and the criminals are not aludsystified. Besides, the
characters are represented with their flaws ang taanot be classified into
purely good and extremely bad. Thus, the borderbeéveen positive and
negative characters or between the protagonisttlaantagonist diminishes.
John Michael Bumsted also emphasizes realism abatkie of the hard-boiled
tradition, claiming that this tradition is importafor contemporary crime

fiction and for contemporary popular fiction in geal (Bumsted 2009).

Nowadays, the hard-boiled detective is known asearg that depicts the
contemporary American society, in which violencel aapid pace of action is
the constituent part of the urban environment arteres clear distinction

between guilt and innocence does not exist. A baitkd detective novel

immerses the reader in the brisk action of invesibg. The problems of

contemporary society are familiar for the readéeréfore, s/he gets easily
involved into the plot, which describes the reagemt-day world, so that the
reader recognizes the environment, the languagéh@nthajor problems.

Different authors provide different features of dvéaoiled fiction. Three
essential characteristics of the hard-boiled detectan be determined: the
mixture of action, deduction and explicit violen¢€@8he Thriller Mystery”
2006). William Marling (2009) distinguishes fivepigs of the plot that reappear
in hard-boiled fiction: the search for a reputediyuable object that turns out to
be worthless; an apparent crime that the revedt®dspows to be a repetition
of an earlier crime; the wealthy family with a pletn or secret; the antagonist
who is a double of the detective or the authoramileg up a corrupt town
(Marling 2009).

Although the novellhe Firmis often ascribed to the group of legal thrillats,

reveals similarities to the hard-boiled detectiveei: the action of the novel
takes place in the urban area; the novel displagsnae of corrupted society;
the main character can be viewed as the victimrotimstances; the language
is marked by wisecracks and contemporary slangy Jalmer asserts that a
corpus of popular fiction which encompasses sudlkestias hard-boiled

detective novel or crime fiction are unified by aowwn pattern, namely the
investigation of a criminal activity by a hero (Far 1991:. 123). This

procedure of an individual fighting an evil and\strg to restore social order is
found in any type of crime fiction. Two opposing des are present in the
thriller, one representing the criminal world ame tother — the justice. Thus,
the thriller excites the reader with the help & tilot which includes a combat
between the assumed protagonist and the antagGoisuption in the thriller is

usually associated with the wealthy: “an eel-skiaché is more likely to be an
icon of corruption than of innocence” (“Law’s Lalsdrost” 1994: 7). Thus, the
antagonist(s) in the thriller come(s) from the ligkevels of society and often
belong(s) to the authorities. The fight with theraption leads the protagonist
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either to an escape or death. The thriller inclusledt action, sharp emotions
and fast development of the events. What is mbeeptotagonist of the thriller
is an ordinary man who fights the powerful antagtmi Another essential
feature of a thriller genre is the manner of how $tory is told. The non-stop
action, exciting and surprising twists of the plabrant and exotic environment
as well as frantic pace which brings the readeth® thrilling climax are
intrinsic to a thriller genre (Bennett 2009). Acdimgly, the thriller, same as the
hard-boiled detective, is based on the rapid deweént of events. What is
more, the thriller focuses on numerous action sseather than on character
development. Regarding the main character of thiketh) Steve Bennett points
out an ordinary, but clever, citizen who finds hatfisin dangerous
circumstances beyond his control (Bennett 2009)ce&Sthe protagonist of the
thriller is an ordinary person, he can be a repriagize of any profession.

The thriller fiction embraces a variety of subcatggs that highlight vices and
aspects of different areas of society. As possideegories can be given
thrillers that embrace the world of the law, espg®aaction or adventure,
medicine, police and crime, romance, history, pdjt high-technology and
religion (Bennett 2009). Thus, thrillers can beigesd to different categories
depending on which side of the society they pertainNevertheless, the key
features, namely fast-paced plot which includes @ah&égonist who creates
obstacles for the protagonist, swift action thatnscial for success, changing
environment and ordinary heroes, exist in all typethriller novels. Similarly,
the thriller offers a number of characteristicsnato the genre of hard-boiled
detective. Thrillers are about criminal activitydaviolence; however, a crime is
always mixed with a never-ending action and adventtihe protagonist of the
thriller, same as of the hard-boiled detective howan be a representative of
any profession depending on the type of the thrilfurthermore, both, the
thriller and the hard-boiled detective, include thigrant setting as the driving
force of an action. Thus, the thriller can be cdesed a sibling genre to the
hard-boiled detective. Similar features indicate those relationship between
the hard-boiled detective and the thriller.

Legal Thriller as a Subgenre of Popular Fiction

The growth of the legal thriller as the genre histed in 1987 when Scott
Turow’s Presumed Innocertas been published (“Law’s Labors Lost” 1994:
7). A legal thriller depicts uneasiness about @ practices and about the
lawyers who oppose the overall system, “who stantside the world of
expensive suits and expensive cars and expensiieipals, and who try, often
pathetically, to revel in renunciation” (“Law’s Lats Lost” 1994: 7). The law
in these novels is both, an apparatus and a préiexta rigid narrative frame,
the exoskeleton of a plot” (“Law’s Labors Lost” 1994). National Library
Board describes a legal thriller as a story “in whicdioary lawyers are forced
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to do extraordinary tasks to combat enemies withma without the legal
parameters” (“Thriller” 2008: 2). In other words tlav is the essence of legal
thrillers and is a cause of the conflict as weladeol to extricate it.

The legal thriller can be considered as an Amergame not only because it
originated in the United States of America but di@rause it portrays the
features of American society (“Law’s Labors Los994: 7). Thus, the legal
thriller accentuates the legal system of the Un8&ates of America and raises
an issue of a legal system as a whole even thaugtstory is usually about
criminal law (“Law’s Labors Lost” 1994: 7). In adal thriller, the American
legal system is equally important as the story qgfeeson. Moreover, a legal
thriller is referred to as a study in individualiswhere the system is never
justified (“Law’s Labors Lost” 1994: 7). In otheronds, individualism of the
protagonist always prevails over the corrupt systégovernment.

A legal thriller depicts topicalities of the Ameaitc society. The United States
of America is often considered as the most litigioation on earth with a great
leap in the number of lawyers and distribution aw Ifirms between 1965 and
1990 (“Law’s Labors Lost” 1994: 7). Thus, the ségiend the characters
portrayed in a legal thriller are purely Americdhe protagonist of a legal
thriller, a lawyer, and depiction of the legal ®mt which constitutes the core
of the novel, remind the readers of the prevaitinfjure and the relevant issues
in the American society. The protagonist of a lethailler is called a lawyer-
opportunist rather than a lawyer-statesman (“Labédors Lost” 1994: 7).
Accordingly, the lawyer of a legal thriller accomdates to the circumstances
and takes advantages of the opportunities availabtbat time. In addition to
this, the protagonist is usually a young idealisbveuccumbs to material gain.
The protagonist is slowly involved into the conapy by the practice of law
and by the hollow, material culture which is a eeflon of the prevailing
culture outside the law (“Law’s Labors Lost” 1999: A legal thriller focuses
not only on legal issues. A system representedlegal thriller is only partly
legal, it is also partly political, partly culturahd partly racial (“Law’s Labors
Lost” 1994: 7). Accordingly, a legal thriller, saras the hard-boiled detective,
embraces a variety of aspects of the contemporamgrigan society, namely
legal, political, cultural and racial. It can batsd that the society represented
in a legal thriller is not homogeneous. Howevee, $kress is put on “all-white,
all-male, ‘gentlemanly’ undercut by success” (“Lawabors Lost” 1994: 7).
Hence, in the legal thriller, an ethic group aslwaslgender become indicators
of those who can be considered privileged.

A legal thrillerThe Firm(1991) focuses on legal concerns that form the obr
the story about a young lawyer who is lured bylealth and the promise of
material gain, the Mob, the organized group of peegho participate in illegal
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activities, under the disguise of a legal firm,eoff him. In a legal thriller social
conditions of lawyers appear to be even more ingmbrthan the nature of law
(“Law’s Labors Lost” 1994: 7). This is clearly illrated inThe Firmwhere a
young law student submits to material flattery.haligh the plot of the novel is
quite complicated, the story is easy to follow hessadialogues dominaiéhe
Firm (Wall 2006: 443-444). In other words, charactems @escribed mostly
through what they say. The novel focuses on legaluds: characters’
occupation with legal files is the core of the pldb quote Wall, “finding,
copying, and storing incriminating legal files pade this book but in a way
that makes sense and is exciting for readers” (2@d@d). The stamina to
survive the harassing working hours that sometimss to paranoid levels
when the author highlights “the specter of all thatrk, all that effort, being
committed to the billable hour” (“Law’s Labors L6<t994: 7). Long hours of
tiring work at the office are conveyedTine Firm The novel attracts the reader
because legal concerns are provided in a suspérsefecredible manner.

Mitch McDeere, the protagonist, meets the requirgmef the protagonist in a
typical legal thriller or a hard-boiled detectivevel, who often challenges
moral norms. The protagonists of Grisham’s novets “&ar from perfect; in
fact, many give in to the temptation of maritaligedity or break the law in
some way” (Wall 2006: 442). Mitch is seduced bythero woman even though
the readers know that this encounter was arrangédusbemployers, the mafia.
Mitch steals money from the firm and escapes whik money without any
consequences. The novel reveals how an individeaKsrthe law and escapes
the judgment. However, the core of the novel isfdandation of right and
wrong that remains solid” (Wall 2006: 443). The tagonist of The Firm
discovers the truth but this knowledge involves Imito the perplexity between
the FBI and professional criminals.

In the novel, Grisham offers a negative picturenstitutional organizations.
This negative view is revealed in the portrayakieg FBI, depicted as “well-
meaning but rather incompetent, as McDeere runsifoilife due to an FBI
leak” (Wall 2006: 443). Similarly, the legal firrs depicted as an institution run
by professional criminals where “the law forms @seld, anti-democratic
society” (“Law’s Labors Lost” 1994: 7). Wall conts that “in Grisham’s
novels, there is obvious criticism of the legal teys and of government
agencies that are supposed to protect law-abiditigerms” (2006: 443).
Accordingly, legal system and governing bodieshef tountry are criticized in
a legal thrillerThe Firm The novel highlights “the moral distinction betme
the main characters and the numerous immoral figuieo challenge them”
(Wall 2006: 443). What is more, Grisham includeslemt episodes in his
fiction and The Firm is not exception (Wall 2006: 443). Even though
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government agencies and individuals who enforcdaWeare represented from
the negative perspective, the right and justicegite

A legal thrillerThe Firmincludes a number of legal terms because the aofion
the novel develops around legal institutions arel photagonist is a lawyer.
Therefore, legal language gains considerable irpod in the novel, which
describes corruption and incompetence of Americagall institutions and
discusses the problems of the contemporary Amerisaniety. Legal
terminology and words related to the legal systemstitute a big part of the
novel’s language.

The Significance of Genre-Specific Issues in Trareion

The translation of a literary text requires a cdashble degree of accuracy and
a good knowledge of both the source and the tdagguages. John Grisham’s
novel The Firm abundant in legal terminology, requires specravidedge of
the legal system in the United States of Americaweler, neither of the
translators of the novel (Romualdas Petraitis almhas_eponis) is a specialist
in this field. The investigation into translatiotragegies that both Lithuanian
translators use substantiates the significancenefgenre in the process of
translation. Mona Baker’s (1992) classificationstrategies has been applied in
the research: “translation by a more general wsupdrordinate)”, “translation
by a more neutral/less expressive word”, “trangfatdy cultural substitution”,
“translation using a loan word or loan word pluplexation”, “translation by
paraphrase using a related word”, “translation byaphrase using unrelated
words”, “translation by omission”, “translation bjustration” (Baker 1992:
26-42). However, the focus of the study was to rdeitee the translator’s
awareness of the genre and the genre-related issties novel. The genre, as
an influential aspect in translation process, soa factor that determines the
expectations of the audience (Palmer 1991: 113)tHar words, commonalities
of the texts influence the reader’'s response to tiet and lead to certain
anticipations. Thus, genre becomes a part of th#mnods and reader’'s
competence” (Palmer 1991: 116).

Lithuanian translators employ different strategiestranslate the words that
convey the message about corrupt practices. Fongea the translation of “a
cop” TT1 (Petraitis, 1997) uses a more neutral @ssl|expressive word
“policininkas” (policeman), while TT2 ({eponis, 2008) retains colloquial
register and translates it as “faras” (cop). SirtylaTT1 relies on a more
neutral expression “savas Zmogus” to translate téeimiIn comparison, TT2
translates directly - “kurmis” (mole). Even thougbth translators retain the
original meaning of a person who secretly worksafaertain organization or a
group of people, TT2 uses a more suggestive wordthHer words, a tinge of
metaphorical meaning is added here, whereas TTthighcase preserves a
neutral tone. In general, the prevalent themeb@htard-boiled detective novel
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or those of the legal thriller are present in bdfithuanian translations.
However, Lithuanian translators employ differentatdgies to convey the
original message. TT1 shows a tendency to deviate the primary meaning
by the means of generalization, omission or lespressive language.
Meanwhile, the translator in TT2 is inclined to eags the dominant themes
with the help of direct Lithuanian equivalents evkaugh they can appear less
explicit than neutral words used in TT1. TT1 usks strategy of omission
when presenting the identity of the main charackée translator in TT1 (R.
Petraitis) often changes the meaning of the origix@ression, meanwhile, J.
Ceponis (TT2) translates much closer to the meaofr§T. The translation in
TT1 more often strays from the original meaning.sbme cases translation
choices made in TT1 sound less precise and naamd| therefore, less
acceptable for a Lithuanian reader. TT2, in comtradies on direct equivalence
and established expressions to represent the tyleafi the protagonist.
Although both translators omit certain informatidhe information omitted in
TT1 is less important for the reader since it raies what has been said about
the protagonist before. Besides, TT1 later comgenghis by a more detailed
description of the other qualities of the protagbnDespite more accurate
translation choices provided in TT2, the translatometimes omits relevant
information and the picture of the protagonist hssin a lack of precision. It
can also be noticed that the activity of the mdegicted in TT1 excludes legal
or financial terminology and instead uses more naéuxpressions. lllegal
activity related to financial operations, for exdenghe expression “all money
moved by wire transfer”, is translated as a paragdusing related words in
TT1, while TT2 retains legal vocabulary. TT1 soulhelss expressive when the
main activity of the Mob, money laundering, is oduced; TT2 retains a higher
degree of colloquialism in the speech of one of dhtagonists. For instance,
the translation of “the feds”, which is anotherigadion of the colloquial style,
also shows that the translator in TT1 is inclinechéutralize the style of ST. In
general, TT2 follows the style of ST, while TT1 sdess expressive words and,
as a result, the description of illegitimate busgas well as the speech of the
antagonists appears more neutral than it is ipptimeary text.

The fact that the legal thriller or the hard-boildétective novel reveals the
negative aspects of American institutional strugsurand governmental
agencies, where corrupt businessmen, politiciardggs, police departments,
city administrators and other state officers tag m illegal activities has to be
considered during the process of translation. Cdonopin American

institutional structures is conveyed in both Lithiza translations. However,
the translators employ different techniques to eertle primary message and
to inform the reader on corrupt higher institutiohghuanian texts employ
different translation strategies to render involeainn criminal operations. The
translation choices in TT1 show that the translgir Petraitis) tends to
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represent untrustworthy American institutions arfitcials by generalization,
less expressive expressions and paraphrases. Asult, ITT1 in some cases
does not convey fraudulent behavior intrinsic te dificials in the novel. In
comparison, TT2 displays the tendency to rely amefetranslation strategies
and uses direct Lithuanian equivalents. TT2 oftdtisea metaphorical meaning
to enrich the text and to make it sound more natura

Being the characteristic novel of popular fictidhe novel focuses on up-to-
date times. This is revealed in the descriptionsthed society in which
technologies play an important role. What is manethe novel the reader can
recognize the names of famous people and real plasewell as popular
products - the determinant features of the conteamposociety and, thus,
familiar to the reader. Technological advancementes as a feature of modern
society where cell phones, electronic transacticexsd computerized
technologies constitute a part of daily routiner igtance, the firm is supplied
by heavy electronic equipment to facilitate the kvoof the lawyers.
Furthermore, without the use of electronic devittess main character, Mitch,
would not be able to get all the necessary docusnemtindict his former
colleagues and employers. What is more, electrdeMices improve illegal
work of the mafia. Contemporary times are represeridy references to
extensive surveillance system, the use of credds;cavire transfers and other
technological advancement. Furthermore, the rees®ygnizes the names of
well-known people. Other items of up-to-date woddch as popular stores,
newspapers and magazines, also imply that the mepedsents the present-day
world. The matters depicted in the novel are ofagreslevance to the
contemporary society. Therefore, the conveyancéhefpresent-day realities
gains considerable significance.

The translators of the novel employ distinct teghes to convey contemporary
times; however, certain indications that the modeonld has been treated with
a different degree of relevance in the target téetge been determined. For
example, TT2 gives more significance to conveyamitceontemporary times,

providing detailed explanations in footnotes, eveough risking overloading

the reader with too much additional information. aviehile, the translator in

TT1 (R. Petraitis) avoids footnotes and, someting@gn omits references to
specific names and individuals, which leads to lassurate rendering of

contemporary times. Consequently, the translatertbae conscious that the
reader may be unfamiliar with certain names thaveses an indication of

contemporary times.

Both in the legal thriller and in the hard-boileétective novel the movement,
physical and psychological, acquires considerahlgortance because the pace
of the development of investigation is, usuallstfa he protagonist is depicted
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as always engaged in action, either at work orewiblacts of fighting the
criminals. Moreover, the protagonist experiencegcipslogical pressure as a
result of overwhelming urge for quick decision-nrakiand the fear of being
killed. Physical and psychological movement (a gmefeature of this novel) is
conveyed differently in TT1 and TT2. Never-endingyghal movement is
conveyed in the verbs and expressions relatedwmgmanner: “raced”, “sped
away”, “made a sudden exit”, darted in and outraffic”, “making U-turns
wherever possible”, “driving like a nut”, “turneduigkly”, “ran”, “catch his
breath”, “drove like an idiot”, “drove forty-fivethen eighty-five”, “darted”,
“made sudden exits”, “drove eighty at times, thigty'f abruptly turned east”,
“lost in city traffic’. References to driving speeahaneuvers in the road, and
even reckless driving indicate that Mitch is inuahr and time is of considerable
importance to him. Consequently, the manner of ighls movement
contributes to the overall pace of the action & tlovel, which develops very
quickly - a feature of the genre of the legal tarilor the hard-boiled detective
novel. The urgency of physical action is conveyeth weferences to exact
time, description of moving on foot or driving. hitanian translators do not
always retain the impression of rapid pace. Fomegde, in TT1 “raced” is
translated by a more general verb “iSvaziavo” (djowhich does not connote
fast driving. In TT2 it is translated by a paragwdgreitai perkirto” (quickly
crossed), which may be treated as a more suitdibece since the adverb
“greitai” (quickly) suggests of the urgency of acti Both Lithuanian
translators retain references to time which sigriedste. However, time is
conveyed with a lower degree of precision, for anse, “Seconds later” is
paraphrased using unrelated words: “Kai tik taigeld(As soon as they did it)
in TT1. In this case, the translator Romualdas dietrreduces the level of
precision by the omission of the reference to sdsamhich is important in ST
because it emphasizes urgency. In TT2 this phraséranslated directly
“Keliomis sekundmis wliau” (Several seconds later). In some cases
Lithuanian translations use even more verbs denaegdy action, trying to
achieve precision in the representation of the diagpi of action. The
investigation has proved different translation tefyees applied for the
conveyance of the urgency of action.

The language of the novel has been examined wifrdeto the characteristics
of the language of the legal thriller and the hlaoded detective novel:
specifically colloquial style, the use of contemggr slang and sarcastic
remarks that denominate as wisecracks. Lithuamemshators face difficulties
in translation of colloquialisms that do not havpiigalents in Lithuanian: for
instance “oughta”. Lithuanian translators transiages “turiu” (have) (TT1) and
“turéciau” (should have) (TT2). Both of these translatiamsutralize the
original. However, in many other cases TT2 preseraegreater degree of
colloquial style. In the target texts wisecracksnd¢ create the same impression
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as in ST because Lithuanian translations lack ¢asss and sound too
artificial. As a result, both target texts soundrentormal than the ST. To sum
up, Lithuanian translations do not preserve thees#éwel of the colloquial

style. Everyday words are often replaced by leggessive words. A tendency
to neutralize the register can be noticed in bathet texts. Furthermore, both
translators use more redundant expressions thanatfeein the original. As a
result, wisecracks lose sharpness and sound léssahd he translator in TT1
is more inclined to neutralize the ST, while thanslator in TT2 provides an
equivalent.

Translation of legal terms in a literary text eveka number of questions
because the language of law may be distinguisheddqrecision and high

level of formality. From the linguistic aspect, thieanslator may refer to

dictionaries of terms to translate legal terminglegice the main aim is to find
an equivalent and to convey the precise meaning.liberary text, however, the
translator has to look for equivalence and convegasi the exact meaning and
also to preserve the literary style of the ST amthtorporate legal terms used
in the ST. Even though, in most cases there arevagut legal terms in the

Lithuanian language, translation of legal jargoquiees an insight to convey
the flavor of the source language. TT2 providesagenaccurate translation of
legal jargon than TT1, which neutralizes or evenit®rthe original term or

word. Although the novel encompasses a number gdl leerms, Lithuanian

translators do not use many footnotes to explaamthrelying on the reader’s
sufficient legal knowledge.

Conclusions

The novelThe Firm(1991) can be ascribed to the category of podidton
and represents two genres — the legal thriller @red hard-boiled detective
fiction. John Grisham has contributed to the potylaof the legal thriller in
the United States of America and in other countflde aim of the paper was
to prove the significance of a literary genre englation. The popular genre of
the legal thriller and the hard-boiled detectivevelgputs certain demands on
the translator. The understanding of the genre (tbminant themes, the
character set, the representation of the socieéysetting, depiction of action,
and language) raises the quality of translation. dtrweclusion can be drawn
that the translator of TT1 (1997), Romualdas Ptgraemploys a greater
number of translation strategies, which in someega®sults in the loss of
precision. TT1 often deviates from the ST becaubea chigher level of
elaboration and a tendency to generalize and evéncenain information. The
translation by Jona€eponis in TT2 (2008) is more loyal to the ST sifce
most cases the translator attempts to find a dirglctianian equivalent and to
retain accuracy. Nevertheless, the translated sexhetimes becomes less
natural due to the retention of precision. Thera idanger of distracting the
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reader’s attention, as many footnotes with additiamfarmation are provided.

Thus, TT2 relies on footnotes more than TT1. Irdngly, despite the

abundance of legal terms, most of the footnotesuserl when translating
passages referring to contemporary times, nametyesaof famous people,
places or everyday issues. In general, featuresnmnto the legal thriller and

the hard-boiled detective novel are conveyed witheater degree of precision
and significance in TT2.

Considering the genre of the legal thriller, batkts convey the elements of
this genre: in a majority of cases the Lithuanianguage has equivalent legal
terms and does not cause difficulties for the {edoss. However, the
translation of legal jargon presents certain pnoisiethe translator has, first, to
recognize legal jargon, and, second, to interpredrirectly. Thus, the translator
of a legal thriller has to be well-read in thisldieThe second most frequently
met strategy in translation of legal vocabularyaigparaphrase using related
words. These two techniques, direct equivalenceagparaphrase, are the most
common methods to translate legal vocabulary i lbatget texts. However,
TT1 often relies on a different strategy, geneedion. As a result, translation
of legal terminology, same as the conveyance ofaatires of the legal thriller
or the hard-boiled detective novel, is marked byslght deviation and
inaccuracy in TT1. After the investigation of chetaistic features of the legal
thriller and the hard-boiled detective novelTihe Firmand their Lithuanian
translations, a conclusion can be drawn that in rotdeproduce successful
translation the translator has to consider the mapae of the genre and to be
aware of its features and elements. The analyeigeprthat the classification of
literary texts into genres is a sensitive issué¢ k@ to be dealt with precision
during the translation process.
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Mihaela Zaharia: <Je est un autre...> - Zur Metapher der
Fremde in der deutschsprachigen Literatur des 2@hdhunderts
Bucuresti: Editura Economica, 2008.

Veronica Buciuman
Universitat GroRwardein

Dieses Buch verspricht eine rezeptionsasthetisamayse jener Aspekte, die
sich im Umkreis der Alteritatsmetaphorik bewegemn uie einige Werke von

Klaus Mann, Franz Kafka, Karl Léwith und Kurt Tuckky kennzeichnen. Die

Autorin geht von einer Fragestellung aus, die eleermodernen Forschung der
Exotikspezifisch war, um bewusst argumentativ aodge zu jener Problematik
der Fremde zu kommen, die auch die Epoche und deartangshorizont der

heutigen Leser pragt.

Die grundlegende Motivation, die zu diesem Buchtiihiand Mihaela Zaharia
in der Uberzeugung, dass die Erfahrungen der FretieldEinzelperspektive
eines Schriftstellers Gberschreitet. Sie verstentRezeption der Literatur, die
sich solcher Themen bedient, als dialogische HEufagirund geht in der
Darlegung ihrer Uberlegungen von den FiktionstreoWVolfgang Isers und
Hans Robert Jaul3 aus. Aus diesem Grund werden digelabtenen
Textanalysen zu gelungenen Lektureschlisseln zuhtEmvorgeschlagenen
literarischen Werken.

Als besonderen Anhaltspunkt formuliert die Autodieses Buchs die These,
dass die hier neu gelesene Prosa die Erfahrungrderde in vielerlei Hinsicht
inszeniert und dass sie Modus der Autoreferentialité@ls Fiktionhinter sich
die echte Wirklichkeiverschwinden lasst.

Auf diese Art werden beispielsweise Kafkas Rom&mwse Verscholleneund
Wunsch, Indianer zu werdeis eine Sammlung vermittelter und unwirklicher
Bilder von Amerika gedeutet. Zu dieser Uberlegungkit die Autorin durch
die Augen von Klaus Manns Lektlire der Kafkaschem®&ue. Sie Gbernimmt
einigermal3en die Meinung des Ersten und fuhrtlsieigene Interpretation mit
Hilfe der Fragestellung aus dem Bereich der Reangpésthetik fort.

Besonderer Aufmerksamkeit sollte sich in diesemiBdas Kapitel tber Klaus
Mann erfreuen, denn damit betritt die Autorin awlds Feld der literarischen
Utopieanalyse. Die Verbindung zwischen der ererbh@ympathie mit dem

Abgrund® (Zaharia, 33) des Schriftstellers — so Wiaus Mann selbst von sich

153



in dem hier zitierten Tagebuch bekennt — und deauifir und Utopiecharakter
der Amerikaprojektionen aus seinem Welkkstinguisched Visitors. Der
amerikanische Traunst bemerkenswert.

Amerika als Landschaft eines gelobten Landes ersichach im Kapitel Uber
Peter Handke. Mihaela Zaharia liest Handkes Wdbdkee kurze Brief zum
langen Abschied, Die linkshandige Frau, LangsameniKehr und Die Lehre
der Sainte-Victoireals Ruckkehr des Ich aus fremden doch familidren
Territorien. Die rdumliche Verankerung der Altets&rfahrungen bei Handke
ist alsmentales Konstruktu verstehen.

Die anderen drei behandelten Autoren, Gerhard Nédwel Lowith und Kurt
Tucholsky schreiben Essays und Reisetagebiuichemele auf authentischen
Erlebnissen fremder Landschaften oder der Andegkarit aufbauen. Nebels
Werke Orte und Feste zwischen Elm und Estemeld Feuer und Wasser
erklaren die Alteritatserfahrungen des ReisendgnEihbruch der Welt ins Ich
hinein“ (Zaharia, 119).

Karl LOowiths ReisetagebuchdReisetagebuch 1936 und 194thildern die
Distanzierung von einem schwer ertragbaren Dewsadhlhin zu einer
faszinierenden Fremde. Die Wahrnehmung des Andemsteht Mihaela
Zaharia hier als Spiegel des Eigenen darzulegen.

In der Interpretation Kurt TucholskySeschichten aus zwei Stadtzeht die
Autorin die Aufmerksamkeit auf den geschichtlichdraktor, der die
Wahrnehmung des Schriftstellers Uber Frankreiatk sapragt haben soll.

Zum Schluss sei nur noch behauptet, dass diesesgsehdokumentierte,
leserfreundlich verfasste und geschriebene Bucleneibreiten Leserkreis
anspricht, der sowohl Germanistikstudierenden alscha Spezialisten
einschlief3t.

154



Irina Chirica and Teodor Mateoc: Regionally Reloading the
American Literature.

Editura Universitatii din Oradea, Oradea, 2006/ Univesity of
Oradea Publishing House, Oradea, 2006.

loana Cistelecan
University of Oradea

Since the concept gfenerationas far as the literary movements are concerned
has already raised so many furious debates andowensies among writers and
specialists all around, thregional dimensiorin organizing a literary anthology
comes not only in handy, but it also proves to i mecessary and trendy with
its refreshing and substantial perspectives ondymamics of the literature
nowadays. That's why the volumé@MERICAN REGIONALISM. AN
ANTHOLOGY (Editura Universitatii din Oradea, Oradea, 2006/ivdrsity of
Oradea Publishing House, Oradea, 2006), whichdsvision of two articulate
voices: Irina Chirica and Teodor Mateoc, ultimatetpresents a solid material
in the seminars’ activities for all the intereststlidents, and above all an
exigent and a consistent re-evaluation of both nmmis and less notorious
American writers and their works.

Structured in four major chapters, each of thesansing up four authors
belonging to the region in questiomhe WEST, The MIDWEST, NEW
ENGLAND and The SOUTHhe book has a completely circular form and a
rewarding proportion. Thimtroductionelaborates on the multiple connotations
of the central term of the anthology, meanthg region being the authors’
inner strategy for their volume, the concept igified from the very beginning,
starting with its primary, basic denotative sensd adding progressively new
meanings to it, all of them permanently relatetheessence of the volume: the
literary phenomenon. Thus, from geography througitohy and finally to
literature - the very object of the anthology -, are given the impression that
everything is mentioned for a reason, that the @®gion is fluent and
believable for the reader. THetroduction is most definitely linking various
collateral geographic, historical and aestheticmelats to the issue of
regionalism transcending the word far beyond its initially gaped pretext
value into its rightful place, that of a living @igsm, applicable to the authors’
strategy; it most definetely specifies the exaasoms for the present selection
and it offers the background seen in its intringignamic and also the
consequences of the stated generous approach.
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America has always been a land of diverse regiainfitst, these were defined
by natural barriers and boundaries, particularlysshae mountain chains in
East and West and vast prairies in the midlandaTaegree, natural history
inevitably shapes human history. (...)

Undoubtedly, the greatest and most consequentigbrral conflict was the

Civil War. (...)

Regional realism, as a literary movement, is samegi designated “local
color”. (...)

Regional realism in the post-Civil War era, thowgittional in focus, not only
reflected national reunification but also contrdmitto it. That is, it reshaped
the image of national identity by engendering aiin unity by emphasizing
regional diversity. (p. 7; 8; 9; 14)

The pattern of introducing and presenting the choseter and his or her
literary work is clearly-cut and only apparentlyvadus or soft, because under
the umbrella of the so-called evident informatiegarding the writers and their
stories it is well hidden the mixture of both sarblacademic texture and
personal, original touch given to the discoursee Teparture in the selected
writers’ portrayals would be either the irony oéthsituation, or the immediate
well-known aesthetic detail, but their depictiong always pointing out the
recurrent themes, the ups and downs and the paadbat involve their names
and literary works. Both Irina Chirica and Teodoat&loc seem to possess a
certain taste for the controversial topics, for tmeunderstandings implying the
writers and their writings, both of them inspiriggltying to de-mystify, to re-
invigorate, to re-dimension their figures in thedin minds of their readers.

Aware as he was of his audience’s expectationgraacests, he couldn’t help
noticing, however, the evils that took root in trevly colonized territory. One
constant theme is the denunciation of the influesieiization was having on
the West. (...) [p. 17];

However,Among the Corn Rowsis the most controversial story of Garland
in theMain- Travelled Roads collection. It is an optimistic story with a happy
ending (...) (p. 91)

Each story is accompanied by extended “hints” comng its publication, its
critical opinions through time, consequently rdsglt a coherent text-
interpretation opened to further suggestions antlréu debates, in the
fashionable post-modernism’s spirit. The literarpalgses proceed from
identifying the obvious and end up in revealing tigden, the obscure. That's
why, once again, the anthology is a success antlchogamstruction. It's a pity
that the two authors of it have not signed themes on the exact pages they
wrote, but we forgive them for their rare sensenofiesty.
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Giulia Suciu - Communicating Gender and Gender Differences
Oradea, University of Oradea Publishing House, 2009

Dana Sala
University of Oradea

Giulia Suciu’s book shares to its readers the matsge of a young researcher
and academic lecturer who wonders with honesty Wwevcan keep at distance
the effects of gender-imposed stereotypes.

The author is aware that the very act of commuiuinais already a kind of
Pandora’s box, it is a way of producing new stefees through the language
we use. We are exposed both to the perpetuatidheobld forms inherited
through education, and to the shaping of the lapgweith our new ideas. We
can definitely do something to diminish the psycdigital effect of stereotypes.

Women are more vulnerable to such stereotypesdiradent in the language
and released many times unconsciously through naemssof speech.
Undertaking a study on feminist approaches of listit theories, the author
adopts a moderate position and brings argumentalf@hosen examples and
sometimes contradicts some aspects promoted byigsteedShe does not blame
all men for using a sexist language but insteas tt®o uncover many layers of
added intentional elements at the level of speech.

Finally the best method for such an operation wdnddo see for herself, to go
through all aspects of the interaction betweendagg and the psychology of
gender differences and to apply the conclusionsseme vivid interactive
contemporary contexts. The contextualization donée last two chapters of
the book is by far the most accomplished and flexitiiese texts are the great
attainment of her study.

Giulia Suciu dares to confront the mental constomst shaping the interaction
between man’s language and woman’s language andsyttematized an
immense bibliography on this matter.

The author shows keen objectivity in presenting dbeninance approach and
the difference approach. Theminance approactiews women as deprived of
the power to dominate conversation, since the laggus impregnated with
values imposed by men, while tddference approaclkexplains the differences
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in intonation, choice of words, of grammatical stanes through biological and
psychological differences between men and womethifnperspective, every
analysis should go back to the stage when boysgateddid create different
worlds by employing some of the language choicesnanathers.

Giulia Suciu’s book is a passionate research omlegdects. The author does
not emphasize the differences, as much as the canmgmuunds of speech
between men and women. She also tries to explawnviomen became “the
muted sex” due to a linguistic power imbalance, kbt advocates the
internalization of norms, of linguistic gains inmmunication, rather than blind
statistics of factual theories.

The analyses of nowadays talk-shows reveal uneageicisights about the
power of words and about the power of models weoseie screen. Of course,
as the author exposes it with objectivity, not alsva&creen models are good
models. Sometimes they have their own hidden sgiyate send out the

vibration as they are the powerful ones. This is edat the price of

embarrassing the guests of the talk show and & fractice that puts in
circulation a whole gush of gender-marked sterezgyp

Communicating Gender and Gender Differenises book written with creative
passion in an attractive sophisticated style. lengp our eyes on many
apparently inoffensive topics and it brings a neagstouch of humor and of
spontaneity, thus advocating itself as one the rapgiyable readings on this
topic.
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William Dean. The American Spiritual Culture: and the Invention
of Jazz, Football, and the Movies.

New York: The Continuum International Publishing Group,
2003.

Dana Sala
University of Oradea

In the realm of culture and spiritual life, the gtiening of values and the
critique, when not done properly, is at an enormasis — the risk of eluding

the grasp of truth and of meaning-fullness, theument of the transcendent
principle that urged the quest in the first sense.

William Dean’s book,The American Spiritual Culture: and the Inventioh o
Jazz, Football, and the Moviess a brilliant example of how questioning
human pursuance of spiritual values can interath wo many layers of the
society and of human consciousness that gets tovidien which sustains
American “spiritual culture” as a whole and as sthimg distinctive.

American pragmatism is regarded by William Deanconnection with the
specificity of the American spiritual culture anal ¢onnection with religious
thinking, however strange this may be. The UniteateS spiritual culture was
build, even from its beginnings, “to fit the diménss of a nation rather than of
a person” (p. 12). Unlike in a past-owing countaypast including even
religious wars and dissent, on their promised ldred Americans could find a
natural way for a public religiousness, which theyen guaranteed from the
very constituency of their states. The public rieligness does not refer to
church organization, or its institutions; it refets the sacredness of the
principles shaping the public sphere. The lesskgioas confusion is what
defined the Americans centuries ago. Nowadays, #vsmaspect, functioning
so well before, is in decline. On their settling, being compelled to look
forward not backward, the Americans did not letce&ss and public domain at
the randomness of individualistic arbitrarily chedaws. The first generations
“were not stupidly pragmatic, believing that anysequences whatsoever were
equally good. They wanted to know whether a conssempuevas successful, and
that required some standard of success that tnadedethe world of ordinary
consequences. Thus, the question of a transcenuigmiple for pragmatic
judgment was endemic to America” (p. 12). Religiaughs were associated
with pragmatism. The new-born people were actitberathan contemplative,
doers instead of deliberators.
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The American spiritual culture is predominantly iStian, but it cannot be
defined through that only, since there are so mamyChristian elements and
its distinctiveness resides in something else takrthese overtly religious
aspects. The spiritual culture, in a slight dechogvadays, as the author senses,
has the power to speak for a good greater thandhetry’s good. The absence
of a rich historical past created a void aroundaolhthe new spiritual culture
stayed more united by the necessity of wholenessbgna common shared
vision.

Indeed, The United States are not a country wisyracretistic religion and
when the presidents address the country they daduress different religious
denominations as separate groups, as there wouldob@any such groups. It
seems that what the Americans have, in terms @isekness, transcends all
these church organizational aspects. The famousiogiean Paul Tillich is
guoted with his statement that «religion is the e of culture, culture is
the form of religion» (p. 22). Other names coinedthis by other thinkers are
“the religion of the Republic”, or “the civil relign”. Therefore, this “civil
religion” pervaded all other cultural forms and Ishaped them.

Another distinctive feature, apart from pragmatism, skepticism. An
expression of it is using reductionism in the appresion of religion. Many
scientists have developed models to assess aspiegetgyion just because their
models make sense, are logical. Of course, religaamot be appropriated by
these means. An underlying general cause for tigttrbe the “vivid feeling”
of displacement. The “immigrant sensibility” makesom for a woundedness
that is part of a new identity, and this is whaites people as they discover
common “hidden histories of fled-from pain”, as @&iWalker expresses it.(p.
46). Puritanism added to that the vulnerability aaitedness of human soul. As
the historian Page Smith stated (quoted on page‘'53pr the Puritan was the
first man to stand alone before God and the worithout the comfort of
rituals, of forms and orders, traditions, customd #ormalities, without, above
all, any enrichment by the visual arts in the pngled absence of which the
soul withers”.

Americans managed to transmute plurality into pisina individuality into
individualism and multicultural struggles into maitlturality as a principle.(p.
47). These aspects oblige the Americans to keepwitp a continuous
reinvention of themselves.

The first part of the book, entitled “God the Opafuoes to the heart of the
things and reveals the patterns. The second pattedritAmerica the Visible”
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undertakes the analysis of some cultural formstindigsvely American, in
which the author finds the expression of some uyidey religious meanings.
To analyze jazz, football and movies from this powfitview is a unique
spiritual enterprise, coming from a Professor oédlbgy who is not afraid to
grasp the truth embedded in these secular acfvitiazz is the voice of
improvisation, of displaced people and of the histrvoid above mentioned.
Movies, as the enactment of a fantasy land, reptabe Americans need to
continuously reinvent themselves. Football is teéease of the ritualized
violence and the expression of wilderness.

By writing such a complex book, William Dean esisiieés new standards for

the profession of religious critics, the criticsavban challenge the ready-made
truths peddled out by our contemporary society.
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Brian Boyd. On the Origin of Stories. Evolution, Cognition, and
Fiction.
The Belknap Press of Harvard University Press, 20009.

Eva Székely
University of Oradea

Charles Darwin’On the Origin of Speciesas published in 1859. While the
ideas expressed in it -- such as the concept diigopnary adaptation through
natural selection -- attracted much attention, f@my decades they had little
real impact on the development of life sciences autial sciences.

Evolutionary biology and evolutionary psychology asademic disciplines

emerged in the 1930s, and came to be generallyptetenly 40 years later.
The humanities fell in line much slower.

Literary Darwinism, the branch of literary critions which studies literature in
the context of evolutionary ideas, came into bainly about two decades ago.
While it is far from being generally accepted, itsst enthusiastic adepts:
Joseph Carroll, Denis Dutton, Steven Pinker etu. tai create a new paradigm
for the study of literary works. They also aim taegrate literary studies with
the social and natural sciences.

One of the most hotly debated topics of literaryridaists is that of the
adaptive function(s) of literature and the artf@ssor Brian Boyd from the
University of Auckland, New Zealand, is the firgthslar to offer a thorough
explanation of the evolutionary origins of art atdry-telling.

Art is “a specifically human adaptation” (1) argugsyd in On the Origin of
Stories. Evolution, Cognition, and Fictiot offers tangible advantages for
human survival. It is a kind of high play, play bgian adaptation widespread
among more intelligent animals. Unlike animals, lams depend not just on
physical skills but even more on mental power. Hasnhave evolved to be
ultra-social, far more cooperative than the mosteetiged species of animals,
and to be uniquely immersed in culture. Culturabletion can respond to
environmental challenges and changes much moredlyaghan genetic
evolution. People’s fondness for storytelling hasrpened social cognition,
encouraged cooperation and fostered creativityisstkiat made it possible for
us to adapt to a wide variety of environments.
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Brian Boyd’s study is divided into two parts, eathminating the other. The
first half is a fascinating and informative presginn of the tenets of
evolutionary psychology. Boyd offers in it the expation of his idea of art as a
form of cognitive play as well.

We can define art as cognitive play with patteustJas play refined
behavioral options over time by being self-rewagdiso art increases
cognitive skills, repertoires and sensitivitieswdrk of art acts like a
playground of the mind, a swing or a slide or ampgo round of visual

or aural or social pattern. Art's appeal to ourf@rences for pattern
ensures that we expose ourselves to high concemsabf humanly

appropriate information eagerly enough that oveetive strengthen the
neural pathways that process key pattern in opdeeways”. (15)

The second half of the study is an evolutionaryraigpl of two timeless works
of literature: Homer'sOdysseyand Dr. Seuss’slorton Hears a WhoBoyd
tries to find the answer to questions concerningemuotional engagement with
these works and the age-old problem of storytelleosv to hold the interest of
the audience. This part of the study, despite grtimence of the problems it
discusses, represents less interest than theofiestlt actually repeats much of
what had been said in the first one.

All'in all, Brian Boyd’s study, despite of the afmnentioned shortcomings, is a
worthy contribution to the burgeoning body of spdist literature that claims

that far from being a mere cultural construct,réitare is the creation of the
adapted mind.
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Next Issue's Topics:

Crisis in Literature/
Culture & Authors Adopted
by Two Countries

Thematik der nachsten Ausgabe:

Literarisch veranschaulichte Krisen/
Kulturen und Autoren, die von zwei Landern
adoptiert wurden

Les sujets du prochain numéro:

Crise en Littérature /
Culture et Auteurs Adoptés par Deux Pays
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Confluente Annals of the University of Oradea, Modern Litera Fascicule is
an academic, openly peer-reviewed journal that @gpence a year. The 2010
TCR is issued before December 2011.

The executive editors and the advisory board stedide on any change about
the frequency of the journal.

TCR specializes in bridging the world of academiterary criticism and
theories with the aliveness of everyday literarymmeenon as reflected in the
cultural media and book-production.

The topics covered by our journal in its 2 genersagtions -Literary - Isms
& Cultural - Isms are as they follow:

The dynamics of literature, trends.

The interconnection of literature to culture.

Identity, otherness, anthropology and literatutdtucal studies.
Identity and its expressions in literature.

Time and literary theory.

Myths and Post- modern authors.

Comparative literature & comparative studies.

Foundation:

As a research journal, the beginnings can be trheell to the academic year
1966- 1967, when, under the naingcrari stiintifice, the section of academic
research emerged at the University of Oradea. Il 188 research journal
changed its name and template, focusing on topiasimiediate relevance and
on thorough going studies, on cultural studieseassh articles on Romanian
literature, comparative literature. In 2006 emerdgeédnfluente a Modern
Literature Fascicule including academic literarydées in English, French,
German and ltalian.

Submission:
The details about the submission of papers, instms for the contributors and
on the preparation of the manuscript are publisivdhe.

Peer review:

Our journal advocates open peer-review system,idernsg that the names of
the authors of the articles should not be sent ymonsly to the reviewers,
since this fact has little impact on the quality tbé paper submitted. The
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quality of the research article is the single argotrtaken into account when
operating the selection of articles.

The administration of the peer-review process ésdtiribution of the reviews
editors. The sender of the manuscript does not khewmames of the reviewers
of his/her particular case, only the completedisteviewers.

The complete list of reviewers will be included @very other issue .The
general editor may supplement the initial list@fiewers, if necessary.
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KonfluezenJahrbuch der Universitat Oradea, Band fir Neu#gszaturen und
Fremdsprachen, ist eine wissenschaftlich begutechitachzeitschrift, die ein
Mal im Jahr erscheint. Das 2010 erschienene TCR Weafde vor Dezember
2011 herausgegeben.

Der Redaktionsbeirat und die wissenschaftlichenuBaeghter sind befugt, tber
die Erscheinungsfrequenz der Zeitschrift zu enisieme

TCR setzt sich zum Ziel, die Welt der akademischdteratur- und
Kulturforschung mit dem dynamischen Alltag desrdteschen Phanomens, so
wie dieses von der Kulturmedia und der Buchproduktviderspiegelt wird, in
Einklang zu bringen.

Die in den zwei umfangreichen Sektionen dieser sghiift behandelten
Thematiken umfassen:

Die Dynamik des literarischen Phdnomens

Die Interdisziplinaritat von Literatur- und Kulturssenschaft
Identitats- und Alteritatsstudien, Anthropologiendu Kulturtheorien
anhand der Literatur

Literarische ldentitatsmodelle

Zeit und die Literaturtheorie

Mythos in der postmodernen Literatur

Komparatistische Literaturstudien

Geschichte:

Als wissenschaftliche Fachzeitschrift wurde dasridath der Universitat
Oradea, im Universitatsjahrgang 1966-1967 zum rrMal unter dem Titel
Lucrari stiififice herausgegeben. 1991 anderten sich Titel und Fodeat
Zeitschrift, wahrend der Inhalt sich auf Forschuhgsen mit Aktualitéatsbezug
aus dem Bereich der rumanischen Literatur und adengaratistik fokussierte.
Im Jahr 2006 entstan@onfluene, ein Band fir Neuere Literaturen in den
Fremdsprachen Englisch, Franzdsisch, Deutsch ahdnisch.

Hinweise zur Einreichung des Manuskripts:
Auskunft Uber die Einreichung des Manuskripts emtmen Sie unserer
Internetseite.

Begutachtungsverfahren:

Unsere Redaktion setzt ein offenes Begutachtunfzgwen ein, im Verlauf
dessen die Beitrdge nicht anonym den jeweiligenuBaitern zukommen, da
dieses Faktum einen geringen Impakt auf die Qualiigr eingereichten

167



Beitrdge haben kann. Allein die Qualitat der Stodspielt eine Rolle fur die
Auswahl der zu veroffentlichenden Artikel.

Die Verwaltung des Peer-Review Verfahrens ist dieufgbe des

Redaktionsbeirates. Die Autoren der eingereichterir@je kennen nicht den
Namen jener Begutachter, die tUber ihre Studie iestar.

Die vollstandige Liste der Begutachter erscheintjeder Nummer. Der
Chefredakteur hat die Befugnis, diese Liste ergénze
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Confluences,les Annales de I'Université d'Oradea, Fasciculetérdture
moderne, est une revue académique évaluée quit par@ifois par an. Le
numéro pour 2010 - 2011 est sorti en décembre A0d8d directeurs exécutifs
et le comité scientifique vont décider tout changettoncernant la fréquence
de la revue.

TCR a le but de réunir le monde de la critiqueéldire académique et des
théories avec le phénoméne vivant de la littératlaejourd’hui tel qu’il est
reflété dans les meédias culturels et dans la ptamudu livre.

Les sujets contenus par notre revue dans ses dmiiors généreuses —
Littérarismes et Culturalismes sont les suivants :

Les dynamiques de la littérature, tendances
L'interconnexion de la littérature et de la culture

Identite, altérité, anthropologie et littératurejdes culturelles
L’identité et son expression en littérature

Temps et théorie littéraire

Myths et auteurs postmodernes

Littérature comparée et études comparées

Fondation : Comme revue de recherche, son commea&mtgsmonte loin, dans
'année académique 1966/1967, lorsque sous le r@firalaux scientifiques,
la section de la recherche académique a démarténévdrsité d’'Oradea. En

1991, la revue a changé son nom et sa forme set fsxa des sujets d’intérét
immédiat et sur des études approfondies, sur leureyl sur la littérature
roumaine, sur la littérature comparée. En 2006ra @anfluencesyn Fascicule

de littérature moderne incluant des recherches éaciagies littéraires en
anglais, en francais, en allemand et en italien.

Soumission

Les détails pour la soumission des articles, lestructions pour les
contributeurs et pour la préparation du manusorit publiés en ligne.

Evaluation

Notre revue soutient un systéme d’évaluation oeyednsidérant que les noms
des auteurs des articles ne doivent pas étre esvoydme anonymes aux
évaluateurs, parce que cela pourrait avoir un peftact sur la qualité de
I'article soumis. La qualité de l'article de recbiee est le seul argument dont on
tient compte lorsqu’on fait la sélection des aeficl
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L’administration du processus d’évaluation estilzhe des éditeurs évaluateurs.
L’expéditeur du manuscrit ne connait pas les noasséVvaluateurs de son cas
particulier mais seulement la liste compléte deduateurs.

La liste compléte des évaluateurs sera incluse demsiuméro sur deux.
L’éditeur général peut augmenter la liste initidés évaluateurs, si nécessaire.
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