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Dan Ne gr-20%5)

Ourdearcolleagueard f ri end, Dan Negrut, died on
a valiant fight with cancer. Dan was born on February 8, 1973, in Oradea,

Romania. He obtained a Bachelor of Arts degree in 1996, an MA degree in

1997, and a PhD in 2011 from the University of Oradea. H joined the staff

of the English Language and Literature Department at Faculty of Letters

of the University of Oradea in 1996 as graduate assistant. In 2002 he was

promoted senior lecturer, a position that he held until his passing.

Dan's research interests included Romantic and Victorian British

Literature, Translation Studies, Text Analysis and Techniques of Oral
Communication, Trauma Fiction, and Minorities and Their Identities as

Reflected in Literature. He was a member of APCE, ESSE and RSEAS and

also RSEAS Secretary. He was Executive Editor o€onfluente, Texts and

Contexts Reloaded between 2010-2015 and Publication Coordinator of

the Proceedings of The I nternational Con
Contexts i n t he En gl He &lso &@keda &si am g Wor |
interpreter and translator of movies, documentaries and cartoons

between 19952015, collaborating actively with several companies in

Oradea. Between 20122 0 1 5, Dan Negr ut was the Hee
Language and Literature Department of the Faculty of Letters, University

of Oradea, Romania.

Dan was a dedicated teacher who provided a clear and enthusiastic
introduction to British Romantic and Victorian literature as well as to
Translation Studies to scores of English undergraduates. He mentored
countless graduation theses and encouraged the research work of his
students in general. He was friendly and helpful towards his colleagues,
always ready to brighten the atmosphere with one of his jokes. Always
ready to assist others, he found it difficult to ask for help for himself. We
saw him struggling with the fatal disease but we never heard him
complain.

We are all better for having known him; we are less with his passing. He
is sorely missed.

The Editorial Board
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Disease as Alienated Narrative Discourse in Lisa
Genova 's Still Alice : narrator as grand absentee
or the precariousness of memory as we know it

Anemona Alb?

Abstract: Rationale. Narrative and the narrator per se have been the
concern of theorists and literary critics for the past few centuries, be it in
literary criticism or in self -reflexive literary texts. What | am looking at
in this paper is the very instantiation or absence of the overt narrator.
Indeed 1 in the text under scrutiny here, the bestseller Still Alice by Lisa
Genova, published in 2007 and now an Oscar-winning movie i the first
person narrator, Alice is an absentee with a difference, as hers is not a
covert absence, but an absence spawned by a medical condition, namely
Al zhei mer 6s. A perusal of the text yie
and immediate gauche attitudes on the other hand. All this triggered by
the terrible disease. As such, illness is not necessarily a new trigger in
literature 1 see the scienceinformed literary texts of the nineteenth
century, when indeed science soared and large audiences would be
mesmerized by the newest advancement in science in popularization of
science public conferences and this did not go unnoticed to the Victorian
T generic i writer.

Keywords: c/overt narrator; memory; absence; mechanisms of
thought and writing.

Identifying absence
In Still Alice, medicalese crops up here and there o express the
ambi guous, yet paradoxically precis

processes. The narratoras-the grand- absentee is not itself a new
literary device — see the anonymous texts of Old Literature and
more recent instantiations thereof ( the novel Primary Colors by
Anonymous is a case in point. ). Hence the concept of the absentee

1 University of Oradea



(1)
(if)

(iii)
(iv)

narrator has come full circle.
More specifically, the research questions that have
informed this study are as follows:

What is the play of conscious/unconscious narrator here and what
are the boundaries thereof?

Palimpsestically speaking, how many layers of identity, indeed of
personae/masks are there discernable in the text under
scrutiny?( As Alice is at times her own spectre, double, but not in
the sense ofdoppelganger , but of confused self, of lessthan-alert-
self).

To what extent is the protagonist absent from her own narrative in
states of confusion? Are there different ways whereby one can be
absent?

Ineed, to what extent can narrative exist as extraneous to any
perceptible presence of the narrator?

As overarching questions go, what is the generative
mechanism of thought and writing? To demonstrate that thwarted
thinking begets interesting, valuable experiment as regards writing
is moot. Alice, our protagonist faces hard times as regards her
recent mem ory whilst musing on the very mechanisms of her
neurological failure. The episode below is illustrative of that:

Alice stood at the podium with her typed speech in her hand

and looked out at the people seated in thehot el ' s gr anc
ballroom. She used to be able to eyeball an audience and guess

with an almost psychic accuracy the number of people in

attendance. It was a skill she no longer possessed. There were

a lot of people. The organizer, whatever her name was, hadold

her that over seven hundred people were registered for

the conference. Alice had given many talks to audiences that

size and larger. The people in her audiences past had included
distinguished Ivy League faculty, Nobel proze winners, and the
world's thought | eader d aingqu@agyechdl
( Genova 2007: 279)

In a prescriptively ritualised environment such as a conference,

not hing should go wrong. However, Al
events is irretrriveably thwarted by her disease. She does
acknowledge the lecture hall, the audience, but fails to evaluate the
number of attendees, as she wused t
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accuracy’ of yore is now gone, erode

cannot even remember the nameof the organizer of the conference
(the organizer is typically above all other more or less salient details,
but Alice fails to acknowledge this particular over-layer as well).
Quite relevantly, though, she does perceive the colour of the shirt
John, her husband is wearing for the occasion— which goes to show
that her intuitive abilities are still there.

Having said that, it is also noteworthy that her world —
the Academe, a world whose underpinnings are rigour, precision is
now turned into a world riddled by randomness; randomness of
thought, thought processes contaminated by triggers that are
extraneous to the topic at hand, triggers that engender randomness
of speech, indeed of discourse:

Speaking of the Al zhei mer’ Associ

their program for the annual demetia Care Conference, and |
see you are giving the opening
Davis. The Dementia Care Conference was a national meeting

for professionals involved in the care of people with dementia

and theirfami | i e’¥es (7. said Alice. "I
you be "twilgel wikbe sure to be in the front row. You

know, they’'ve never asked me to

said Dr. Davis.”You, r woman, br av e
Alice. His compliment, genuine and not patronizing, was just
the boost her ego needed after having been so ruthlessly
pummeled by so many tests today. John spun his ring. He
looked at her with tears in his eyes and a clenched smile that
confused her. (Genova 2007:2778)

In a twist of epistemological fate, Alice is an expert-turned -guinea

pig in the world of empirical study, experiments in psychology. Her

own Degree is— ironically — in Psychology.

"Al'i, what are you doing?” asked

at his bewildered hair and squintingeyes.”l * m | ooki ng
She looked down at the items jumbled before her on the table.
Batteries, a sewing kit, glue, a tape measurer, several chargers,

a screwdriver. ”l * m | ooki ng f’@l, itis afteret hi
three. You are making a racket down here. Can you look for it

in the morning?” His voice sounded
having his sleep disrupted.”Ok ay . ” She | ay 1in
remember what she had been looking for. (Genova 2007: 215

16)



Subsequently, she gos,

After a few minutes, Alice noticed that every seat at the table
was occupied except for the one next to her, and people had
begun taking up standing positions at the back of the room.
Seats at the table were highly coveted, not only because the
location made it easier to see the presentation but because
sitting eliminated the awkward juggling of plate, utensils,
drink pen, and notebook. Apparently, that juggling was less
awkward than sitting next to her. She looked at everyone not
looking at her. About fifty people crowded into the room,
people she had known for many years, people she had thought
of as family. (Genova 2007: 208)

Also relevantly,

Alice | ooked around the room. Ever
the screen. They listened intently as Ericelaba at ed on Al i c ¢
comment. Many continued nodding. She felt victorious and a

little smug. The fact that she ha
that she was no longer capable of thinking analytically. The

fact that she had Al zheimer’s did

deserve to sit in that room among them. The fact that she had

Al zheimer’s did not mean that she

heard. (Genova 2007: 209)

The minutiae of everyday domestic rituals are also riddled by
forgetfulness:

Beep, beepShe saw John hea the noise, too, and she followed

him into the kitchen. He popped open the microwave oven

doorand pulled out a mug. "This is freezing cold. Do you want

me to reheat it?” She must have m:
she had forgotten to drink it. Then she must have put it in the

microwave to reheat it and left it there. (Genova 2007: 244)

Her insertion into a like -minded (no pun intended) group seems to
provide solace in the act of taxonomic identification:

They could have been professors visiting from out o town,

members of a book club, or old friends.

"Woul d anyone | i ke something to thi
They stared at her and at one another, disinclined to answer.

Were they all too shy or polite to be the first to speak up?

10



"Al i ce, did yoaskein@thym ' dr i nk
"Yes, what did | say?

"You said "think

Al i ce’ s face flushed. Wor d

impression she had wanted to make.
"I would actually like a cup of thinks. Mine has been close to
empty for days, lcouldusearef | | |, "

sai d Dan.

?

substi

They | aughed, and it connected t

2007: 247)

Humour seems to be a temporary way-out of the terror and dread
of ever worsening disease.

Al

Al i c e ‘evalsative stdnfes yield a sense of displacement,
the techne thereof notwithstanding. She is precise as regards
her medical condition, theoretically, but on the other hand
fails to be able to handle the world, empirically. Her
meanderings are both spatial and temporal; she gets lost in the
newly-instantiated maze of the city and cannot at times
retrieve her yesterdays. Indeed peripatetic configurations are
quite the norm with people having this condition.

ice’'s words,

"I no longer work at Harvard. | no longer read and write

research articles or books. My reality is completely different
from what it was not long ago. And it is distorted. The neural

pathways | use to try to understand what you are saying, what
I am thinking, and what is happening around me are gummed
up with amyloid. | struggle to find the words | want to say and
often hear myself saying the wrong ones. | can,t confidently
judge spatial distances, which means | drop things and fall
down a lot and can get lost two blocks from my home. And my
short-term memory is hanging on by a couple of frayed
threeads. " (Genova 2007: 281)

Improvisation usurps the turf of rationality with Alice. She gets
good at being a guesser, as she calls her stance. She has wild guesses
about the recent past, thereby perpetually recreating personal
history, which is per semeta-narrative in the sense that Lisa Genova
implicitly poses the question of What constitutes a narrative? Is it
about the exclusive process of fabrication based on actual events?
Or is it fabrication engenderd by, to start with, non -events, events
that are absent from the inventory of palpable history? Hence a

11
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two-fold detachment from reality. Indeed play upon Proustian
madeleines is intsantiated in the following:

Il m |l osing my yesterdays. I f you &
what happened, what  sawandfe |l t and hear-d, | d
pressed to give you details. | might guess a few things

correctly. Il " m an excellent guesse
don’'t really know. | don’t remembe

before that. And | have no control over which yesterdays | keep
and which ones get deleted. (Genova 2007: 2812)

Thus selection is out of the question, i.e. what gets told/narrated is
at the mercy of neurological randomness.

Branding is part and parcel of taxonomic differentiation.
Alice is painfully aware of the label people have attached to her since
her disease; she is,proportions gardees, similar to Hester ( The
Scarlet Letter2 ) in terms of being ostracized, exlcuded from a
community of sanity (as Hester had been, from a community of
propriety). Overtones o f Birth- ofutbea CGlinit ' ase
discernable here. In his Birth of the Clinic, Foucault discusses the
very nature of branding, of dubbing the diseased as Others through
language, as though they were indeed ideologically contaminated,
beyond the physical:

Being isomorphous to ideology, the clinical experience offers
one an immediate domain. This is not to say that, in
Condill ac’ s proposed field, medi c
empirical respect for the perceived;but, within the Clinic, as
indeed within Analysis, the skeleton of the real is shaped
according to the model of language. The gaze of the clinician
and the reflection of the philosopher share analogous powers,
as both entail an identical objectivity structure: wherein the
totality of bei ng gets spent in manifestations that constitute
the signifiant to the signifié; wherein the visible and the
manifest/the apparent meet in a sort of identity that is at least
a virtual one; wherein the perceived and the perceptible can
be totally rendered in a discourse whose rigorous form
enunciates its origin. (Foucault 1963: 65)

Equally importantly, as mentioned above, the techne of recollection

2 The Scarlet Letter is a novel by Nathaniel Hawthorne, whose protagonist is
branded an adulteress and consequently has to wear the stigma of her shame, the
letter A pinned to her dress.

12



is laid out here:

I often fear tomorrow. What if | w
my husband i s? Kkiélw&rtow where llam dro n’ t
recognize myself in the mirror? When will | no longer be me?

(S t he part of my brain that ' s
uni que 'meness ' vulnerable to thi

something that transcends neurons, proteins, and defective
molecules of DNA? Is my soul and spirit immune to the
ravages of Al zheimer’'  s? | believe

Hence identity suddenly becomes composite, perpetually re-
configured in a puzzle-like structure.
Alice6 wision is an anti-eschatological one Says she,

"I am a wife, mother, and friend, and soon to be grand-mother.
| still feel, understand, and am worthy of the love and joy in
those relationships. | am still an active participant in society.
My brain no longer works well, but | use my ears for
unconditional listening, my shoulders for crying on, and my
arms for hugging others with dementia. Through an early -
stage support group, through the dementia Advocacy and
Support Network International, by talking to you today, | am
helping others with de mentia live better with dementia. | am
not someone dying. | am someone living with
Alzheimer6 § ( Genova B3007: 282

The very mechanisms of thought and speech are impeded ( for
further discussion of how language is engendered, see Aitkinson,
The Articulate Mammal ). Says Alice,

Cued by the hanging rise in her inflection and the silence that
followed, Alice knew it was her turn to speak but was still
catching up to all that Lydia had just said. Without the aid of
the visual cues of the person she talked tg conversations on
the phone often baffled her.Words sometimes ran together,
abruot changes in topic were difficult for her to anticipate and

follow, and her comprehension suffered. Although writing

presented its own set of probl em:
hidden from discovery becau s e she wasn’'t-restri
time responding. "(Genova 2007: 10

13



Also saliently, writing -as-deferred-persona is instantiated here; the
persona that is delayed hereby is the one that should be in charge,
lucid and all-controlling. But unfortunatel y a totally different mask

is attached to Alice’'s face now.

Genova uses the lingo of postmodern identities ( see
Fukuyma , Our Post-human Condition) with a difference: the
electronic extensions of the human body are inertia-ridden when
the discerning mind goes amiss:”She closed her unwritten reply to
Anna and opened a new email to send to Lydia. She stared at the
blinking cursor, her fingers frozen on the keyboard.The battery in

her brain was running | ow today.

What ' s mor apofthesdma amdvhe brdin fails her:

Running was becoming less and less effective at clearing her
thoughts. In fact, these days, she felt more like she was
physically chasing down the answers to an interminable

stream of runaway questions. And no matter how hard she

kicked, she could never catch them. (Genova 2007: 107)

Indeed, motricity and thought are no longer co -terminous with
Alice. Her disease renders her physical exercise a quest a chase in
her own words — for elusive answers; hence even phygal activity,
which should be mindless(ly) mechanical is now about recapturing
irretrievable thought processes. Furthermore, Alice has the
impression of experiencing instances ofdeja-vu, which at this point
she no longer can tell apart from figments of her imagination.
Indeed, a subtle play on surfaces and (non}realities by the novelist.

Conclusion

All in all, Still Alice is an experiment in narrative and the meaty
absences thereof make it a good read, replete with theoretical
considerations. This research has identified subtle interplay of
conscious and hardly conscious narrator, without the artifice of
elliptical syntax, albeit boundaries between articulate discourse and
inconsistencies are ever so frail; multiple layers of identity of the
protagonist, indeed persona is palimpsestically there; also that
there is absence of the protagonist from her own narrative, the
multiplicity of masks notwithstanding; and finally, that narrative
can at times exist as being extraneous to any perceptible presence
of the narrator, as (postmodern) narrative is by its own nature
perpetually dismantled and subsequently reassembled in novel

14
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ways. Nor do we need to ponder the
their narrative is a moveable feast.
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Violence Imagined, Violence Aestheticized:
Psychology of Violence in Jean Genet’s The Maid s

Papatya Alkan Genca

Abstract: J e an TBeMuidgisdomsely based on the infamous case

of the Papin sisters, which caused a me
Police reports said that the bodies of Madame Lancelin and her daughter

were found brutally mutilated and murdered; and the maids, who were

the only other people in the house, were found in bed, cuddling each

other. French media and intellectuals were highly interested in the case;

including Jean Genet, who in The Maids, presents a more psychological

and suggestive version of violence instead of staging the actual murder.
Throughout the play, Claire and Solange, the two maids/sisters and
protagonists of the play, fantasize about killing their employer 1
Madame. Thus, The Maids becomes a renearsal of violence whereby the

sisters find themselves in an elaborate make-believe which turns into an

act of violence in itself. This violence is more imagined than realized,

more psychological than physical. As such, this paper argues that by its

aesthetic rendering and re -presentation of the original murder case in

its fictional ¢ oTheMaidsnoagnjfiesihe eaeptichen et 6 s
violence through the portrayals of Claire and Solange.

Key words: Jean Genet, The Maids, class, psychology, violence, self.

Introduction

The Papin sisters caused a media scandal in France in 1933. Police
reports said that Madame Lancelin and her daughter were found
brutally battered and mutilated, and their maids — Christine and
Lea Papin — the only other people present at the scene of murder,
were found in bed, cuddling each other. It was obvious that they
were the perpetrators. Not only the media but also the intellectuals
in France showed great interest in their violent act. Instead of

! Celal Bayar University, Manisa
16



focusing on how the sisterskilled their employers, the intellectuals

focused on the why. Simone de Beauvoir, for example, read the

whole act as an outcome of the system in which the sisters are both

“the instruments and martyrs of a S
Force du LUs, shgmdkes a criighe of society through a

reading of this murder case concentrating on the interaction

between the maids and their employer. Jacques Lacan, on the other

hand, wrote “Les Motifs du Crime P
Soeur s Papi n yvides avldtaded psychotogical and

psychiatric explanation of the murder, which would then become

rather crucial to his conceptualization of the mirror stage in which

the self misrecognizes itself in the reflected image. Karen Boyle

notes thattitbe WwWiftbcitha Papin case”

“I'ncest as well as gender, sexual it
Boyle reads the case as a multifaceted violent act which transgresses
more than one code: “As murderers

sisters violate gender norms, literally destroying the bourgeois
family members with their violence, while their incestuous and
lesbian relationship violates the sexually repressed bourgeois family
ideal”™ (106) . Thus, this double ho
such various terms, as class struggle, lesbian love, incest, and
disturbed psychology.

J e an GeEhaMads (4943) is also based on the Papin

case, although it is not Genet’s onl
is the first fictionalization of this horri fic event. Despite the brutal
nature of the actual <c¢crime, in Genet

psychological and suggestive tone. As such, this paper suggests that
the aestheticized version in the play focuses more on the psychology
of violence rather than the mere representation of the actual
violence of the original murder case itself, and argues that such a
change in the form of violence magnifies its reception in its implied,
fantasized, and ritualized rendition.

I. Class, Violence and The Maids
The play opens in a bourgeois bedroom where a woman in lingerie
continuously abuses a maid with verbal insults. This woman makes

references to the physical appearanc
dirty, scum,” and getti nglowsawthy at I
her “fi1lthy hands.” At t his point

psychological violence than an actual physical manifestation.
Unable to take this abuse any longer, the maid takes the lead, and
attempts to strangle the woman she calls Madame. Howe\er,

17



strangulation cannot be realized because an alarm goes off. This is
the moment the audience realizes that they have been witness to an
elaborate make-believe where the two maids (Claire and Solange)
conspicuously enact their fantasy of Kkilling their em ployer,
Madame. Their anger, loathing, and hatred seem to be directed at
Madame. It is why the play can be read as a meditation on class
struggle. The Madame is everything that the maids are not: she is
secure in her bourgeois life, she is loved and in loe, and she has two
people at her disposal to order around. Contrarily, the maids are
stuck in their position as servants, in the literal sense of the word;
they cannot break from their social position, which becomes the
underlying reason in their violent m ake-believe.

Such violence finds its basis in the original murder of
Madam Lancelin and her daughter in 1930s. Nicole Ward-Jouve
guotes Peret and Eluard who argue that the real motif behind the
murder in the Papin case was a reaction to the oppression of
bourgeois society:

Their mother placed them in a bourgeois home. For six
years, they bore observations, demands, insults with the most
perfect submissiveness. Fear, weariness, humiliations were slowly
begetting hatred inside them: hatred, the very sweet alcohol that
secretly consoles, for it promises to add physical strength to violence
one day. When the day came, Lea and Christine Papin repaid evil in
its own coin. They literally massacred their mistresses, plucking out
their eyes, crushing their heads. (12-3).

Whether the Papin sisters actually committed those
murders as an act of class rebellion still remains to be seen as one
of them died and the other was institutionalized, thus unable to
provide an explanation for the crime. Such a reading is possibleyet
not really verifiable. If it were the case, though, their aim is achieved
since the mistresses are indeed dead. However, Genet seems to
suggest that getting rid of bourgeoisie, which is symbolized by

Madame, is not possible, at least not for Claire andS ol ange: “No
Madame (either real or false) is eve
82) . The only thing they can-do is
believe, which turns into the real murder of one of the maids. As

such, “when Sol ange koplédf daddine,aher e wh o
ritualistic murder of Madame and the real murder of Claire abolish

both terms of the binary master-s | ave system” (Sohlic

only way to save themselves from the masterslave binary, then,
turns out to destroy both.

For Claire and Solange to have fought against this binary,
18



one should presume that they already acknowledge their
hierarchical demarcation; one should also assume that they always
already internalize the superiority
inferiority of theirs. The | evel of Claire and Sol
of their status as maids is evident in their verbal assaults. Since they

cannot explicitly direct their anger towards Madame, they take the

second best alternative: they create a ceremony in which the maids

assume a dialectic duality representing the master and the slave.

The slave (i.e. Claire and Solange) cannot overcome the dominance

of the master (i.e. Madame): this inability to break away from the

class struggle is manifest in the interrupted ceremony. Their
interpellation is such that they do not even believe they are lovable,

either by their employer or by themselves.

SOLANGE: Nobody loves me! Nobody loves us!

Claire: Shedoes,shelovesus.She’ s ki nd. Ma dame
Madame adores us.

SOLANGE: She lows us the way she loves her armchair. Not

eventhat mu ¢ h ! [ .] And we, we can’'t | o
[ ..] doesn’t |l ove filth. (16)

Madame’s | ack of |l ove and their | ac
understandable once it is accepted that they are irrevocably

separated by their reciprocal social positions as maids and master.

However, a closer inspection reveals that these negative sentiments

are in fact more directed at their own selves and at each other than

at Madame. As such, the play offers a reading thatyoes beyond mere

class rebellion, a reading that interrogates how the self and the other

clash and collide into one another in the characters of Solange and

Claire.

I1. The Self, The Other, and The Maids
As Mark Pizatto suggests,

Genet [ ..] @ eripmpbaints Lukaosian struggle of

proletarian heroes, but rather a doomed ressentiment which

turns inwards: between and within the Maids. They are
trapped in their own work/ positiol
their Imaginary and Symbolic murder of Madame i n each

other: of the other in the other and the Other within. That is

their only triumph (120).

Thus, the conventional master/slave dialectics is taken further in
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the play as Solange and Claire turn their submission and hatred

onto one another and not really onto Madame. In their role -playing,

Solange becomes Claire when she acts as the maid. This may seem

odd since Solange herself is already a maid, and she does not really

need to impersonate one. However, this serves a double purpose: on

the one hand, it highlights the surreal mood of their make -believe,

and on the other hand, it underscores how willing both Claire and

Sol ange are to get out of their skin
not seem to have separate identities, or better yet, they seem

incapable of differentiating their selves from one another:

SOLANGE. .. I can’t stand being so

[ ...]
CLAIRE. And me, | ' m sick of seeing
me by a mirror, |ike a bad smel]l

[ ..]
SOLANGE. Baby sister, my angel. (23)

They simultaneously love and loath one another; likewise, such
conflicting emotions hold true for their self perception as they seem
unable to differentiate their selves as individual and separate
entities. Thus, they mirror each other as well as themselwes to each
ot her , becoming hal ves of t he same
identity/ego. The idea of mirroring one another is also reinforced by

the plethora of references to the m:
to the presence of mirrors suggested in the sage directions. This is

a theme repeatedly highlighted throughout the play. Mirrors
function as a reminder of their neeoc
the impossibility of escaping their similarity, whether physical or
otherwise. Indeed, as CynthiaRunning-J ohnson contends,

that the *‘other’” resembles the self
as the other is not the self, a sense of loss and separation also
obtains” (961). Seen this way, it ca

attempt to kil Madame in their ceremony, the target is no

necessarily Madame herself. In fact, speaking of Madame, Claire
mentions that Solange has tried to |
attempted murder was more at Cl aire
Don’ t d e mvyoui(A long gilense)a And | was frightened.

Frightened, Solange. Through her, it was me you were aiming at.

|l > m the one who’ s iIin danger. When
protect my neck.” (18)
The “ceremony” they keep referr
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playing in which they imitate Madame in her bedchamber giving
orders and asking to be served. Stephen Barber contends that Genet
portrays “the hatred and desire of t
within the gestural rituals of their domestic service, tow ards their
oblivious mistress” (91). This el ab
Madame’s physical, soci al, and/ or mec
the basis of their hatred. Bar ber
sisters evolve an oppositional but covert set d gestures of their own
to formulate an act of murder, which they plan to inflict on their
mi stress but ultimately turn on them
may be of their own images rather than the Madame herself or her
social status. It can be claimed that Madame stands for everything
they lack or they think they do. In this respect, killing (or trying to
kill) Madame is an act that is aimed at themselves, since by
eliminating her, they would be getting rid of their Ideal I, which
Madame stands for. The love and hate relationship they seem to
have with/towards Madame underlines how Claire and Solange
both have a certain admiration/adoration for Madame and despise
her simultaneously. I f she is indeed
such adoration and despise is not Madame but Claire and Solange
themselves.

This confusion of identities can be best understood when
the very title of the play is taken into consideration. While it is lost
in translation in the English version, the French title of the play —
LesBonnes—-carri es a doBdorlee dnermmtieng.a “dom

servant, and it i s &dnsowhiheh freena ms ng
Throughout the pl ay, Mabdrmane€trop“s r e f ¢
bonne” meaning both she is re-athelry ki nd

equal. The Madame, then, becomes the Ideal I, serving as a mirror
image the maids loath and love. It is within this context that their
violence, whether psychological (i.e. against themselves) or
imagined (i.e. against Madame), plays out throughout The Maids.
The mai ds’ t-readizatiora dr itsclackstieetedf, elicits a
gaze that is turned both inwards and outwards. In the Papin case,
Christine and Lea tore out their vi
the eliminati on odensé sintethepaycearly | n t
draws from this actual mur der- case,
murder can be taken as an attempt to eliminate the agent of the
gaze, which they take to be Madame. However, in their case, this
agent, or the gaze is rather poblematic because it is both internal
and external; in other words, they are both the object and the
subject of the gaze as there is no clear distinction between any of
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these three characters. In this respect, they are as much gazed at as

they perform the act of gazing. The direction and the source of the

gaze become the direction and the source of violence as well. In

reply to Claire’s accusations of try

foll ows: “SOLANGE. Yes, I did try. I
bear it any longer. It made me suffocate to see you suffocate, to see

you turning red and green, rotting
sweetness.” (18)

I n order to get rid of Ma dame
treatment, Claire and Solange fantasize about variousways through
which they can off her. Strangulation does not work because
Sol ange cannot <carry it out when she
(which is another marker that they are trying to extinguish the gaze
yet unable to do so when they are immediately in front of it):
“SOLANGE: I didn”t kil anyone. I wi
the best | could, but she turned ove
actual failed attempt, Solange cannot strangle Madame (who is in
fact Claire posing as Madame) in their fantasy role-playing because
this time the alarm goes off, indicating that they have run out of
time. They keep on fantasizing, and Solange suggests they cut
Madame off to pieces:

SOLANGE. Let’s sing. We ' | | carr
underthefirt r ees we’ |l | cut her to bit |
And we’ | | sing. We " | | bury her b e
flower beds, and at night —we ’ | | w tods with a hitte r

hose! (24)

y
S

At this point, it is clear that their imagination runs wild, and it  turns

into a highly elaborate and aestheticized form; Solange starts

speaking in rhymes (which can be taken as a marker for
schizophrenic delusions). Nevertheless, this murder is obviously

not realized, either. However, upon her sudden arrival to the house,
Madame jokingly remarks that “1 CIl ai
killing [her] with flowers and kindness. One day [she says] [she] will

be found dead beneath the roses” (3¢
mai ds’ stress | evel a n dheiratrgks taredt i on a
attempts were somehow clear to Madame. Finally, they decide to

poison her by putting drugs in her tea. Solange, at this point, gets

highly hysterical, seeing that this might be their last chance. Yet,

Madame never drinks it. Sylvie Debevec Henning argues that
“Dressed as Madame, Claire wildl dr i
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destroying the image of her mi stres
cannot actually kill their mistress, they resort to the second best
alternative, that is, destroying her ima ge. The double entendre here,
of course, is that by so doing, they end up killing themselves (at least
Claire dies), which can be interpreted as how intertwined the images
of Madame and the maids are. Henning
maids dare not, however, defile their mistress openly. Their assaults
can only be surreptitiously attempted, and will consequently fail.
Madame refuses her secretly poisoned
violence towards Madame can only be an implied and highly
ritualized one; it is not an actualized or realized violence. The only
violence that is committed by the maids, then, is in fact self-
inflicted. Cynthia Running-J ohnson contends that
resemble each other in personality and function, neither one is more
important than the other nor basically different from her
counterpart?’ (960) . It i's evident t
rather problematic as there is not a clear distinction between Claire
and Solange, both because they assume different identities
throughout the play and because they are deliberately left
undifferentiated as individuals but portrayed simply as maids.
The play is like a Chinese box, repeating the same pattern
with slight variations. Genet employs mise-en-abyme to realize this:
Claire impersonates Madame, Solange impersonates Claire and vice
versa. Even when they stand on stage as themselves, there is
constant implication that either one of them would and could slip
into the role of the other. Thus, their sense of self is violently
disrupt ed by their incessant acting in the form of ritualized murder.
Only by killing Claire, who assumes the role of Madame can Solange
become Mademoiselle Solange Lemercier as she rants hysterically
in her monologue at the end of the play. Only then can she beome
an individual instead of being merely a maid or a mirror image of

Claire: “SOLANGE: I am the strangl er
one who strangled her sister. [ ...] Ju
Sol ange has gone through with i1t.7 (
Conclusion

The Maids rests upon dualities and double meanings; one part of
the binary immediately embodying its opposite: the maid becomes
the master, the self becomes the other, and the absent becomes the
present and vice versa. Cl aiirgentdnd ¢
and “sun,” respectivel y. Yet , t hei
completely opposite picture as these characters are both dark and
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gloomy both in their self -perception and in their perception of one
another. As such, they melt into one another without any clear
markers of individuality. This makes their role -playing ever more
clear since one maid, be it Claire or Solange, can immediately
assume whatever role she is aspiring to fill in. This lack of
differentiation also strengthens the class undertone as daire and
Solange are cast not as individuals but as representatives of the
working class. Their loathing, anger, and hatred are less personal
and more “universal”™ against one conm
conveniently not given a proper name but known simply by her
social standing.

One review of The Maids suggests that

Genet' s play, inspired by the tru
who mutilated then murdered their employers, is less a crime

thriller than a meditation on the psychological violence of
mistress-maid power dynamics, sibling rivalry and female
competition (“"The Maids”).

By choosing to portray not the crime but the mentality that creates
such a crime, Genet achieves an engproduct which is open to
various layers of interpretation. The revolt Claire and Solange feel
towards Madame can be read as a reflection of the class struggle
between the bourgeoisie and their servants (or working class). The
servants’ soci al status and sufferi.
are personified in the dynamic between the sisters and Madame.
However, their hatred and contempt is not only directed at their
mistress, but, perhaps more importantly, at themselves and at each
other. Violence implied and aestheticized in the play focuses on this
very hatred. It is not necessarily an explicitly explored and
presented sort of violence but a more verbal and psychological one,
which is felt both by the audience (as Genet would prefer) and by
the characters themselves. The brutal scenes of the actual murder
case is absent inthis fictionalized version. However, the absence of
such brutality does not make The Maids less violent. On the
contrary, it is this very absence that makes the play more effective
and efficient.
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Beauty Ingrained in Absence and Contemplation
in Kawabata’s "Dandelions" and "The Moon on
the Water"

Dana Sald

Abstract: The present article aims at analyzing two of Kawabata Yasuari
's writings, namely the short story The Moon on the Water and the
posthumous novel, Dandelions, stories within a zen balance between plot
advancement and plot non-advancement. In both writings, beauty lies in
loving in absence. Beauty means loving anabsence. The lovers in the two
stories undergo a strange metamorphosis, on the verge of unreal, by
becoming one sight after having become one flesh. The mirror effect in
both writings is to capture an absence and to prolong it, as if it were a
presence. The theme of almost hallucinatory shared sight, of the sameness
of vision is encapsulated, in both narratives, in the theme of death and
loss. Vision is also about mirror reflection and about how fragment can
shift into wholeness. Beauty is meaningless without incorporating
absence — seems to be one of the teachings of Kawabata Yasunari's
universe, as inferred from his writings focused particularly on the
leitmotif of reflection.

Key words: K a wa b agpbsthtnous novel, Dandelions; 20" century

Japanese ficton; beauty and aesthetics; absence and beauty;
contempl ati on; mirror refl ect i oThe | oss
Moon on the Water; ambiguity; love and shared vision.

“It occurred to Kyoko one day to let her husband, in bed
upstairs, see her vegeable garden by reflecting it in her hand

mirror. To one who had been so long confined, this opened

al ..] new | ife. (..

Kyoko wanted to call it the eye of their love. The trees in the

mirror were a fresher green than real trees, and the lilies a

purer white. «This is the print of your thumb, Kyoko, your
right thumb». He pointed to the

1 University of Oradea
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may not have noticed it. Thanks to
the prints of your tRumbs and inde
Dandelions are abundant along the banks of Ikuta River. They

reflect a unique feature of the town of lkuta. The blooming

dandelions give this town a springtime air. Among the

population of approximately thirty -five thousand, there are

three hundred and ninety- four citizens over eighty years

of age. (..)

They hear it as a bell of time. Since it is a daily ritual to strike

the bell, the townspeople have probably forgotten that a

madman does it. They probably don't even hear the feelings of

the patient contained in the tone of th e bell.(...)

When Inako became unable to see human figures, the first

person who became invisible to her was none other than

Kuno. That is why her mother feel
It was probably an old bell. It was not a harsh sound but

contained an echo of desolation at the end of its dry sound.

Even after the echo had completely vanished, the sensation

remained in her mother's and Kuno's hearts. The town

appeared to be silent. The tiny river and the oceanalso were
silent. «lt's so peaceful — as if
Kuno continued, «When Inako is striking the bell, could it

be that the passage of time has stopped?

The present study focuses on two of Kawabata Yasunari's writings,
the short story The Moon on the Water, irrespectively his last novel,
Dandelions. What does strike the reader with an immediateness of
reaction is the extraordinariness of
say that both stories seem to have developed as clusters around
some nuclei.
The two main present characters of Dandelions move
along a path. Their progress, on the banks of lkuta river, after
having left the hospital of lkuta, and in there, their most beloved
being on the face of the earth, means distancing, a spatial disancing

2 Kawabata Yasunari. The Moon on the Water. Transl . George S
Modern Japanese Stories, An Anthology: 245. (The surname comes first in
Japanese names, see for that Boardman Peterson:11)

3 Dandelions: translation of Kawabata Yasunari's last novel into English with
I ntroduction and notes bl977 p.@0andpassim. Ry & k o
Retrieved July 8, 2015 from
http://digitallibrary.usc.edu/cdm/ref/collection/p15799coll3/id/264123
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from the hospital encased in an old temple. But the discussions,
shared memories, shared worries, the fear of unknown, minor
conflicts between the two talkers make the substance of this plot
less writing. The main characters are Kizaki Inako’s mother and
Kizaki Inako's lover, the future son -in-law. They do not have
autonomy as characters. They exist as reflectors of somebody else’s
life, somebody who has united them in conflict and friendship. Yet
the person who has united them is the one who cannotbe reached,
psychologically. Mother and son-in-law almost make an alliance to
be able to reach the soul of the being they love most. Their efforts
are neither useless, nor constructive or efficient. Absence is a key
element of the short story The Moon on the Water, irrespectively of
Kawabata's last novel, Dandelions. Coming to terms with absence
means a transformation or a deformation of all other important
aspects of somebody's life. Mirror intervenes to capture this
deformation brought up by pain.

Mirror has the role of advancing a new reality, but at the
same time of withdrawing it, of making it disappear secretly in the
ashes. This is evident in The Moon on the Water. Mirror
accompanies Kyoko's husband in his passage into death.

Beauty lies not only in the eyes of beholder, it also lies in
the beholder's capacity to love an absence, to guide's one’s life in
harmony with that absence.

The mirror effect in both writings is to capture an
absence and to prolong it, as if it were a real presence. The plot
Dandelions means at the same time advancement and non
advancement. This kind of inner balance, impossible to imitate,
reminds us of a zen anchor of Kawabata's universe. Both the
mother and the young fellow are concerned only with talking about
the girl who is absent, yet dominates all the utterances. A second
absent figure also emerges, that of Inako's father.

Daughter and father are absent as characters from the
very first page to the last one, and yet they dictate every loop, every
turnout, every stop, every thought and every action. Father, an
officer, has been dead for many years, dying in an accident
witnessed by his daughter that happe
The war, the change and the disease all happen in one phrase ifhe
Moon on the Water. The social and political conditions are entirely
absent, with the exception of a phrase or two. Yet they play a key
role, they determine harsh realities in spite of their explicit absence.

If we consider the unfolding of the plot along a
horizontal li ne, that of mother and son-in-law's progress to take the
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way back from Ikuta, we realize that this corresponds to a
chronologic unfolding of the plot. On the other hand, the horizontal
line is not the only dimension of the story. Just like in a Japanese
painting or gravure, there is a vertical axis inherent to the whole
structur e, sustaining a vertical r
shall cal l t hi s a Ddndekonst thecpattern ofe adi ng
chronological reading is given depth and unpredictabili ty through
the possibility of vertical reading: a reading that drills through
superimposed layers of symbols and memories, simultaneously.
Flash-back and recollections are not the same in Kawabata's
writing, where they are deeply ingrained in a zen structure of this
piece of fiction.

In Dandelions, the pattern of chronologic reading is
given depth and unpredictability through the possibility of vertical
reading: a reading that pierces memory.

In Kawabata's writings, vertical reading happens
simultaneously with horizontal reading. It is not an element of
advancement, on the contrary, it is an element already there, in the
structure, hidden in the non -rhythm of the whole development of
the plot. A kind of zenattribute gives this vertical reading the quality
of non-advancement and the emphasis on other elements of
configuration, equally.

A vertical writing within a Japanese picture with
calligraphy as part of the picture is something quite customary.
Kawabata’'s uni que styl e had synt he
European literary innovations, of Proust, of Joyce, of Kafka and yet
it developed a different configuration of all elements of the plot and
a more static rhythm of narration. This association is definitely
linked with vertical writing within a Japanese pi cture. As René
Huyghe pointed out, European letter, in its evolving from
handwriting to printing, allowed thinking to develop, minimizing
the spontaneous sensorial charge that used to accompany every act
of writing 4 .

Beauty is meaningless without incorporating absence—
seems to be one of the teachings of Kawabata Yasunari's universe.
Contemplation induces a different pattern into these two writings.
They are both focused on the leitmotif of reflection. Complex

‘

4René Huyghe: 43 Di al ergapicturii. Mandatethbyl ul . Cunoa
Sanda Rapeanu, preface by Valeriu Rapeanu, Bucuresti, Editura Meridiane,
1981 (in Romanian), p.43. Original title: Dialogue avec le visible.
Connaisance de la peinture.
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feelings are contained in the text. Actions are less important for the
development of plot than those moments when the contemplation
of life and death occurs directly.
The mirror opens up the domain of the invisible.
Contemplation is given a chance to occur directly in the short story
The Moon on the Water. This happens when Kyoko, the main
female character, discovers incidentally a trick. It is a way to
empower her bedridden husband.
This is the contemplation of life. Later, the same mirror
will bring along an unmitigated contemplation of death. Ma ybe in a
different environment or on a different continent this gesture of
offering her small mirror to her husband would not mean so much,
it would be just a funny game rather than a door opened to a new
world. But since the attitude of contemplating natu re is ingrained in
typical Japanese education and in everyday practices, we can
understand why an ailing man, Kyoko's husband, can get rid of his
feeling of uselessness. He does not get cured, but he feels
surrounded by nature, he gazes at the infinite worlds he can catch
in the reflection maneuvered through a simple voyage case mirror,
a humble tool. Through this tool, Ky
granted a new life. The mirror helps him grasp the continuity of life
in nature, the tiny creatures under the vegetable leaves brought to
life by spring. He can see even the caterpillars picked from the
vegetables.“It occurred to Kyoko one day to let her husband, in bed
upstairs, see her vegetable garden by reflecting it in her hand
mirror. Toonewhohadbeen so | ong confined, thi
i fe.”
Mirror is from now on the secret realm where two lovers
illicitty meet, although they are married in real life and their
marriage knows no obstacles or hardships other than war, disease
and t hei r camtaationtamdyrécession. The man secretly
follows and catches rays over her with the mirror while she is absent
in the vegetable garden; she discovers a sky of a different color and
hears the skylark. “She did not dou
mirror: Quite the reverse: she could not doubt the reality of that
other world>. ~
Kawabata’'s delicacy in foll owin
subtle shift in reality. By having the impression that the mirror
stand, the wooden support of the first mirror is widowed , Kyoko
releases the mirror from its object features and its functionality.

5 Kawabata Yasunari,The Moon on the Water, transl. George Sai t o6, ed. cit
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Now the mirror is the repository of her memories. Now the mirror
has a life of its own, apart from bestowing a new life on people.
Without any other magic than awareness and recepiveness, the tiny
object has become a mirror of her soul, not of her face. “Since the
former mirror had burned with her first husband, the mirror stand
might well be compared to a widow .6 ”

This means that her feeling of loss is terrible. Yet it is
understated, it is a silent hint rather than a desperate cry.

I n Kawabat a’'Bandélians, tinako, dhe enkin
character, is locked into a world similar to the realm behind the
mirror. She is being deferred to the world of isolation by the people
who love her most, her mother and her lover. Mother especially is
afraid of her daughter’s unknown
harm herself, that is why she decides that the girl should be treated
in the insane asylum. Her lover disagrees on this treatment and
insists on taking her home. Actually, mother resorts to specialized
treatment so as to limit her own maternal fears of dealing with a
possible suicide of her daughter. The girl intertwines absence with
presence in a mysterious way. She has a sudden teporary and
selective blindness of the people she sees. Actually, her form of so
called insanity is far from madness. It does not mean lack of reason
or negativity. But she can also see what the others cannot; she sees
her lover's body hidden in a rainbow arch.

Suspended into another realm, that of lkuta's mental
asylum, the only gesture of communication between Inako and the
people closest to her, namely her mother, Mrs. Kizaki and her lover,
Kuno (Hisano) is the gesture of striking the bell of the temple where
the asylum is located.

These patients are isolated from the rest of the world. The
sound they make is carried to the outside world and can be
heard in the town of lkuta. Whether or not the patients are

conscious of that or not, they are communicating with the
outside world through the way they strike the bell. Shall | say
that each patient is actually letting the others know that he
exists? (Kawabata, The Dandelions: 23-24).

Kawabata brought into world literature a new way of
conceiving fiction. T his way has certainly renewed the possibilities

6 Kawabata Yasunari,The Moon on the Water, ed. cit.
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of fiction, generally speaking. Delicacy, nuance, sadness, absence,
ambivalent realities, still time, stillness of people and objects,

nature, seasons, shadows, counteftime, time suspension, death-

facing old age and deathfacing virginity, concealed honor, guilt,
hallucinations, eroticism, isolating darkness and isolating snow,

man’s encounters with impossibility
implicitness. The implicit has been part of literature, but never it s

exclusive substance. Fiction always relied on some concepts to build

its construction of words. Kawabata makes the whole substance of

literature out of something imponderable and implicit.

Kawabata could understand the force of absorption
played by absence. He was a man who could not be fooled by history
and who could not be fooled by the true decisions of his fellow
beings. He explored the vulnerability of human beings when facing
loss. He was an orphan from a very early age, his childhood was
marked byt he | oss of al |l his family memb
standards of literary biography, his childhood was an unusually
painful one”

The Japanese writer used minimalism and simplicity to
explore complexity, not to merely sketch it. He could see every
human being together with his or her invisible chains and channels.
There are invisible chains between one person and his or her family
ties, for instance. At the same time, each person has his or her
channels opened to the revelation of the important questions in life,
opened to nature, to complex forms of expression.

In Dandelions the absence becomes a kind of invisible
character, disruptive for those moments when people feel the need
to rest in a predictable existence. The absence is given an unusual
shape in this novel: a bizarre illness, stemming out of neurotic
causes (rather than ocular ones), namely the sudden loss of the
ability to see objects and people. This condition is the enactor of the
crisis. As a result of this partial blindness, the fact that she cannot
see her |l over’ s body, which suddenl
young woman is confined.

In his Nobel Prize lecture, entitled Japan, The Beautiful
and Myself, Kawabata recurrently highlighted Japanese tradition as
a way to codify absence andncorporate it not only into the art per
sebut also into the art of living . The heart of the ink painting is in
space, abbreviation, what is left undrawn . In the words of the
Chinese painter Chin Nung: «You paint the branch well, and you

7 Roy Starrs, The Fictive Art of Kawabata Yasunari . Routledge, 1998, p. 9.
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hear the sound of the wind.»8

In his novels and short stories, Kawabata revealed that
beauty is contemplation. In Dandelion the disease is an unreachable
one. The girl is the only patient with this disease. Neither the
doctors nor mother and lover can reach her fully. She is like a
weeping tree. Yet each one of her gestures is a calling, a cry for help.
She needs to be reached out.

Mirror will not link Kyoko to her second husband.
Through mirror, through the invitation to contemplate her beauty,
launched by her secondh us band, Kyoko’s inner
as a rediscovery of her own self, but separated from the man he
remarried after being a widow. She longs for her beauty in the way
it was revealed by the eyes of her first husband. Mirror is also her
first reposito ry of the love of her husband as he would use mirror to
make her see her own nape. Within Japanese dress code, exposed
nape is the carrier of utmost beauty. It is the beauty of a part of the
body offering itself for contemplation. Utamaro was a master of
revealing the beauty of female nape and of its stemming erotic effect
(see Bell:294). It is as if the loving presence of her first husband is
still imprinted in the mirror.

Kyoko's second husband, although tactful in other
regards, tries to capture explicit beauty. He brings the words that
would associate with it. But his wife cannot be forced to reach
beauty to its full depth this way and his words either push her
further away or act like a knife.

Beauty's essence is not tempted by dominating
nothingness. This would create an antagonistic foundation. Beauty
is the exercise of completeness which does not overcome
nothingness. On the contrary, beauty can embrace nothingness. At
the same time, beauty seems to elude he who is focused on the
illusion of beauty. Beauty residing only in words, as well as that
beauty which fears absence are both charged with utopian
attributes. Replaced by utopia, beauty cannot be replenished, but
driven away.

Beauty is one of the main keepers of ambiguity. You are
always on the vemge of not understanding it. To the European eye,

8 Kawabata Yasunari, Nobel Lecture (December 12, 1968),Japan, The Beautiful
and Myself, Retrived July 11, 2015 from
http://www.nobelprize.org/nobel_prizes/literature/laureates/1968/kawaba
ta-lecture.html (emphasis mine).
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beauty and emptiness are not intrinsically related. Beauty is a
solution in front of nothingness, in spite of nothingness. To the
Oriental eye, self and nothingness are intrinsically related.

The Zen disciple sits for long hours silent and motionless, with

his eyes closed. Presently he enters a state of impassivity, free

from all ideas and all thoughts. He departs from the self and

enters the realm of nothingness. This is not the nothingness or

the emptiness of the West. It is rather the reverse, a universe

of the spirit in which everything communicates freely with
everything, transcending bounds,
must, however, always be lord of his own thoughts, and must

attain enlightenment thro ugh his own efforts. And the
emphasis is less upon reason and argument than upon
intuition, immediate feeling. Enlightenment comes not from

teaching but through the eye awakened inwardly. Truth is in

«the discarding of words?%, it | i es

The short story The Moon on the Water by Kawabata is set against
a war minimized as verbal presence and maximized as effects
(death, widowhood, nervous breakdown). The same is valid for
Kawabata's unfinished novel, Dandelions, appeared posthumously
after the writer's alleged suicide on 16 of April 1972 (at the age of
nearly 73). Here the war is responsible, indirectly, for Inako' s father
fatal accident and for her strange disease with psychiatric treatment
necessitieso.

Dandelions is the peak of Kawabda's art of mystery and

ambiguity. The title is a “unifying
the ephemeral, but, as the transl ato
out, of ®“the reincarhation of all I
9 Ibidem

10 The names of the daracters vary from one translation to another. Thus, in the

1977 Lorraine Ryuko Fukuwa's translation in
heroine of the novel), irrespectively Kuno (her lover). In the Romanian

translation from Japanese (P £ p £ g,ithe girkis Ineko, and the boy is Hisano.

The same names and orthography (Ineko, Hisano) appear in the French version

of the novel: Les pissenlitss. Ry dko Fukuwa's translation, or
not yet published as a book, was done after Volume XV fom Kawabata Yasunari
Zensho(Complete Collection of Kawabata Yasu

" ntroduction to Kawabata's Dandelions, Dandelions: translation of Kawabata
Yasunari's last novel into English with introduction and notes by Lorraine
Ry ¢gko FAd%o wap. 1Retrieed July 8, 2015 from
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On one hand it is his last novel, therefore it embodies the
best of his previous writing experience and the deepest of his
meditations on human life, on the other hand it is an unfinished
work. We can never know for sure what the final shape of this novel
would have been. The novel had been publishedin installments
(1964-1968) even before the novelist won the Nobel Prize for
literature. This was also before Mishima Yukio's suicide, in 1970,
which deeply affected Kawabata. There is a strange connection thus
formed between Kawabata's own mysterious deah and his last
novel. The writer left this world taking with him a double secret:
that of his own death and that of a definite frozen form of his
masterpiece. In a way he gave his last novel the destiny to pass into
eternity as the incarnation of a dandelion flower, as a meditation on
the metamorphoses of life and death.

It is through fragility that a man can be opened to love.
In this respect, a dandelion suggests both the fragility and the
evanescent light of the soul.

The shared themes of the two writings analyzed in this
article (The Moon on the Water and Dandelions) are: loss and
death, beauty and absence, nature and universality, reflection and
metamorphosis, human condition and love of beauty.

Both stories are focused on the illness and temporary or
eternal loss of one of the partners in a couple. In both writings there
are also displays of mild neurotic outbursts. Reflection appears both
as a metaphor and as a literary technique. In one story the reflection
is brought by the hand mirror, in another story the reflection is
brought by dandelion metamorphosis. The soul is as luminous as a
dandelion and it is as frail as this flower susceptible to
metamorphoses. After metamorphoses, the seeds of the flower can
reach the sky instead of the ground by beingblown away or carried
by wind.

In the short story The Moon on the Water the lovers are
married. She is the healthy one in the couple. Her first husband, the
one who truly understands her, is ill and dies of tuberculosis. The
woman, Kyoko, will enter a second marriage, arranged by her
brother-in-law, but the second husband, fifteen years her senior,
will prove too arrogant to understand her. His attempts to connect
to her heart act like a razor-blade. However, one cannot blame the
second husband for not trying enough, and here lies the ambiguity

http://digitallibrary.usc.edu/cdm/ref/collection/p15799coll3/id/264123
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of this beautiful piece of literature. Both husbands are not present
with their names. This suggests absence. The first husband is absent
as flesh-and-blood, turned into ashes after his death, the second
husband is absent from Kyoko's inner world. The polite dialogues
typical for Japanese houses, with repressed outbreaks of temper,
keep the appearance of good communication in the family. The
second husband is very content with this appearance as he is afraid
to stir deeper into the heart of his wife. Kyoko takes repression of
feelings as a duty towards her new household. At some point, after
the breakdown, after being suggested psychiatric care, Kyoko knows
she must find the solution within herself. The solution comes after
visiting her parents' house, however her parents do not have a role
in the whole story, they have an insignificant part as compared to
the huge role played by Kyoko's own memories.

Kyoko longs to see herself through the eyes of her first
husband and she resorts to her hand mirror, a new one since the old
mirror was burned together with her husband's incinerated corpse.
But in the mirror she also discovers that he might have had a better
awareness of his approaching death. Therefore, in a way, she is
responsible for having brought him closer to death.

Mirror meant another chance to live. The woman
becomes aware that it is through the same mirror, which brought
the joy of life within her first husband, that he might have been
contemplating death as well. Mirror is an ambivalent threshold.

The grieving woman has some mental breakdown
symptoms. A strange idea occurs to her at the end of the story, when
she has a revelation about beauty. Her unborn child, although the
offspring of her second marriage, cauld inherit only the truth of her
feelings, therefore could resemble her first husband, although there
is no logical evidence. Her thought, empowering for her life from
now on, is that this wish-fulfilment urge could replace the reality
and the story endshere.

The vertical reading of this short story, with a focus on
synchrony rather than a diachronic passage from one action to

anot her , reveals the overl apped
with her second husband is not necessarily bad or dull or joyless.
Here I s the mastery of Kawabat a’

sustained by perfectly ambiguous characters. These characters
escape any confinement into a category or another. One cannot put

S

ay e

éc

the finger on significandgfirsdand f er enc

second husband. What matters and what the reader does know is
her attitude towards her own pain. The second husband is part of
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her present and does his best. But he cannot fully reach her heart
enveloped in sorrow. Her pain is her link with the former layers of
her own self and she does not want to step into a new stage of her
life, although pregnancy within her second marriage will prompt
her to accept different choices. Just like Inako, in Dandelions,
Kyoko does not surrender to becoming a peison reachable beyond
pain. Inako can only send her call through the sound of the bell she
is striking, as the rule of the asylum allowed the patients to use this
outlet.

Kyoko enwraps her unborn child in the thought that it
was the offspring of the times before grief, and this one thought
gives her to power to go on, to return to her present.

In the posthumous novel Dandelions, Inako Kizaki 12, the
main character, is absent from her own story. Just like her father,
who died years before in a horseriding accident. As Tony McKibbin
puts it “1t is as if Kawabata 1is
bet ween the |living and the 1Thisad, t he
situation of illness, from the novel Dandelions, resembles very
much that of Ka wary &heaHouse onSleepingg st
Beauties. Not entirely fantastic, not entirely impossible but however
very unlikely to have any chance to realness. In this other novel, old
men visit a red-light district house to contemplate their death while
having in their ar ms the unreachable beauty. It is a beauty they
might harm any minute, while beauty continue its sleep, unaware of
itself. It is an extreme experience in which the old visitors grasp the
proximity of death and the most intense nostalgia of beauty.

Beauty is not something that should be grasped. It can be
grasped when it occurs within a moment, as a time essence.

In his 1968 Nobel Prize Lecture, when Kawabata referred
to the art of dry landscaping, he referred also to the absence of the
mountains, of the rocks, of everything that is caught in this new
form of landscaping. Therefore absence is there, in an inseparable
unity with beauty. Why contemplate beauty, why be opened to it?
Beauty draws you to other human beings, to your fellows, to your
ancestors. Even if they are not present, the overwhelming sense of
beauty makes you want to share with them the essence of beauty as
the essence of time.

12 Ineko in French and Romanian translations.
13 Tony McKibbin, YasunariKawa bat a— Revenant s. Retrieved
http://tonymckibbin.com/non _ -fiction/yasunarikawabata?output=pdf .
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When we see the beauty of the snow, when we see the
beauty of the full moon, when we see the beauty of the cherriesin
bloom, when in short we brush against and are awakened by the
beauty of the four seasons, it is then that we think most of those
close to us, and want them to share the pleasure. The excitement of
beauty calls forth strong fellow feelings, yearnings for
companionship, and the word «comrade» can be taken to mean
«human being». The snow, the moon, the blossoms, words
expressive of the seasons as they move one into another, include in
the Japanese tradition the beauty of mountains and rivers and
grasses andtrees, of all the myriad manifestations of nature, of
human feelings as well.

As Gwenn Boardman Peterson says it in her bookThe
Moon in the Water. Understanding Tanizaki, Kawabata, and
Mishima ,

the term mono-no-aware refers to sensitivity, qualities of
transcience, and delicate perceptions of inherent sorrow. At
one level, aware includes the association of a falling cherry
blossom petal with the inevitable death of a samurai (the
cherry blossom being a symbol of samurai virtues in all
tenacity as well as in the suddenness of its eventual fall}4.

The short story The Moon on the Water uses landscape imagery to
melt together absence and presence in a singular reality of the heart.
Mirror reveals the emotions of the main character, the married
woman Kyoko, and her stages of sellknowledge and coming to
terms with her own self, after loss and continuous grief.

Both stories mentioned here (a short story, irrespectively
a short novel) are focused on the act of seeing and on the openness
to inner wisdom given by the experience of love. The lovers in the
stories, more than becoming one flesh, have become one sight. Their
separate visions reach a point of sameness impossible outside their
relationship. However, this theme of shared gaze is encapsulated, in
both writings, in the theme of death and loss. Vision is also about
mirror reflection and about how fragment can shift into wholeness.

The absence incorporated in beauty is beyond victory. As
Roy Starrs said it,

14 Gwenn Boardman Peterson, The Moon in the Water. Understandin g
Tanizaki, Kawabata, and Mishima , The University Press of Hawaii,
Honolulu, 1979, p.26.
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There is a quiet, me di g languagee qu al
which speaks more eloquently of a victory of the spirit over

suffering and of serene joy in life than any explicit statement

could do. In this respect, certainly, it shares something with

the language of haiku and of zeri®.

In both writings, The Moon on the Water and Dandelions, beauty
resides in loving in absence. Beauty means loving an absence. The
lovers in the two stories undergo a strange metamorphosis, on the
verge of unreal, by becoming one sight after having become one
flesh. The mirror effect in both writings is to capture an absence and
to prolong it, as if it were a presence.
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The Portrayal of the Femme Fatale in Max
Beerbohm’s Zuleika Dobson

Bernadett Veres!

Abstract: The purpose of my study is to examine the representation of

the femme fatale in Max Beerbohmés Zul
century was a period when the traditional role of women underwent

rapid changes and the appearance of the New Woman provoked

controversial reactions. In literature the profound anxi ety caused by the

New Woman found expression in the reemerging archetype of the femme

fatale. Zuleika Dobson is an exaggerated version of the femme fatale type

and at the same time a reflection of th
Key Words: femme fatale, New Woman, turn of the century, reflection,

representation

If we have a look at the literary scene of the second part of the
nineteenth century and the first part of the twentieth century we will
certainly meet an archetypal character, the so calledfemme fatal e.
The femme fatale has been an ever present archetype in art and
|l iterature since the beginnings of o
woman”’ or “deadly woman’ goes back
ancient hi story or to the hBiell e i ts
woman”, one of the always popul ar t&h
different centuries, enjoyed wide popularity towards the end of the
nineteenth century and was characteristic to the fin de siecle.
Frequently rediscovered and reinterpreted the femme fatale has
undergone many changes throughout history although the name
itself was only an invention of the twentieth century.
The Penguin Concise Dictionary of Art History offers the
following definition:

1 M.A. graduate, University of Oradea
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This well known phrase, literally translated as "deadly
woman," stands for a theme that became popular, if not
obsessive, during the 19th century. The femme fatale was
beautiful, seductive, and dangerous. She infiltrated opera
(Wagner, Massenet, Strauss), theater (Strindberg, Wilde,
Goethe), poetry (Baudelaire, Mallarme, Keats), philosophy

(Schopenhauer), and art. She was painted in the guise of
Salome, Eve, Lilith (Adam's first wife), even the Madonna and

a sphinx. But she need not be portrayed as a specific character;
she was as much a general typeas a particular individual

(Frazier 237).

Patrick Bade in his famous work Femme Fatale. Images of evil and
fascinating women observes that the second half of the nineteenth

century was <characterized by an ' e:
f e mme fiaEueopeansad and literature (Bade 6). He observes
t hat the ‘malefactors of the female

anywhere, in any form of art, from literature and painting to
advertisements, necklaces, ashtrays and soup bowls. Therefore
Bade argues tha t this preoccupation with

women’ can be seen as one of the mos
nNineteenth centufprerovalsi vyveé. t ieene' &In
popul ar consciousness and inspired ¢
artisiccr eeds’ (Bade 6) .

The popularity the femme fatale enjoyed at the turn of
the century is not accidental. Her reappearance is strongly linked to
the emergence of another real life and literary figure: the New
Woman. The New Woman provoked ambiguous reactions both in
life and in literature. In spite of the fact that the two characters are
not one and the same and they mustn
they are still inseparable in the case of turn-of-the-century literary
representations. If we take into consideration their strong
relationship we can treat the regained popularity of the femme
fatale as a sort of reaction to the appearance of the New Woman.
According t o Re Okeéabrcati®itothet * s wo
Late-Victorian Femme Fatale. The Kiss of Death when we are
studying the second half of the nineteenth century and the turn of
the century we have to make an important difference between the
two characteristic female figures of the period: the femme fatale and
the New Woman. Stott explains that though the femme fatale is
distinct from the other turn -of-the-century type of woman, called
New Woman, the two are related to each other (Stott viii). Stott
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explains:

The New Woman, in contrast, comes to refer to a new type of
woman emerging from the changing social and economic
conditions of the late nineteenth century: she is a woman who

challenges dominant sexual morality, and who begins to enter

new areas of employment and education. While she is often
threatening, and sometimes sexually threatening, in her

challenging of sexual norms, she does not carry the sexual
fatalism of the femme fatale type (Stott viii -ix).

Zuleika Dobson or, An Oxford Love Story is Max
Beerbohm s satirical novel about
adventures at the Oxford of the Edwardian era. There is
considerable debate among critics whether Zuleika Dobson should
be characterized as demme fatale or not. In this essay | propose to
analyze how Beerbohm constructed the image of his title character
and to look at the features which may liken her to the two distinct
but inseparable archetypes of the period: the femme fatale and the
New Woman.

The barely credible story start:
arrival to Oxford station with the intention of spending some time
with her grandfather, the Warden of Judas College. Upon arriving
to Oxford, the celebrated conjurer enchants all the Oxford
undergraduates who immediately fall in love with her, including the
proud and self-absorbed Duke of Dorset. The Duke wants to commit
suicide in order to prove his passion and to make her understand
what terrible power she has over men. Zuleika however has a
romanticized notion of men dying for her and considers it the
prettiest compliment a woman can get. Soon all Oxford
undergraduates plan to join him and commit suicide for Miss
Dobson. When he realizes what he has done the Duke tries to
persuade the undergraduates not to commit suicide even if the only
way to save them is to abandon his own plan of dying for Zuleika.

However because of an ill omen he beleves that his fate
has been decided and his death is inevitable. The Duke confronts
Zuleika telling her that he will still die but not for her. She is not
troubled by this detail as long as he pretends to die for her shouting
her name as he jJumps into thewater. When a thunderstorm hits the
May Week boat races, the Duke drowns himself in the River Isis and
the bewitched undergraduates follow him to death. Zuleika briefly
contemplates going into a convent but quickly changes her mind
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and orders a special train for the next morning which is bound for
Cambridge.
Max Beerbohm establishes her heroine as demme fatale
from the start. The choice of her name is not coincidental either
because it belongs to a complex and controversial figure, a heroine
or anti-heroi n e of bi bl ical ti mes: Potip
Goldman argues in his book entitled The Wiles of Women/The
Wiles of Men Joseph and Potipharos V
Jewish and Islamic Folklore neither the Bible nor the Quran gives
Pot i phanmnane. we &l refers to the fact that feminists
critics note that many women are unnamed in bible narratives. In
the case of Potihar’'s wife this is ¢
authors of the legends suggested various exotic names. In the
Jewish work Sefer Hayashar and in later Persian Islamic Folklore,

Potiphar’'s wife is consistently name
Goldman also observes that in the Islamic tradition

|l egends telll t hat Joseph married P

repentedhersins.” | n some | sl amic pietistic t

great poetic epics of Ru mi and Jami

paradigm for the power of repentance

notes that in the great Fesuf andan poe

Zuleikha, Yusuf represents divine beauty while Zuleikha stands for
the yearning human soul (Goldman 139). However Goldman also
points out that according to another

symbolizes “evil inclination,” t hat
punish me nt down wupon the world.”’ Zul e
attempt of seduction symbolizes and

where Satan tries to gain dominion over mankind (Goldman 138).

The same ideas appears in an article written by the
bestselling Turkish female writer Elif Shafak, who refers to the
complexity of the biblical character and mentions the above
mentioned dwuality in her article en
and the Ghost of Zul ai kha?”. She cl ai
perhaps no woman has been more widely interpreted or rather
mi sinterpreted than Potiphar’'s beaut
biblical story of Joseph (Shafak 1). Shafak argues:

In the history of Islam, perhaps no woman has been as widely
(mis)interpreted as Zulaikha -the beautiful and perfidious wife
of Potiphar in the story of Joseph. It was she who tried to
seduce Joseph into the whirl of adultery and unbridled
hedonism. It was she who upon being rejected by Joseph
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accused him of raping her, thus causing him to be incarcerated
for years in the terrible dungeons of Potiphar's regime. And it
was she who has over and over been blamed, condemned, and
vilified by conservative religious authorities in the Islamic
world. Throughout the centuries, in the eyes of the
conservative-minded, Zulaikha has stood out as a despicable
symbol of lust, hedonism, and, ultimately, feminine evil
(Shafak 1).

Shafak points out that as opposed to the picture drawn
by the conservative Muslims the Sufiz mystic saw the
figure of Zulaikha in an entirely different light.

As wicked as Zulaikha might be in the eyes of the conservative
Muslims, she was considered in a completely different way by
the Sufis. For the Sufi mystic, Zulaikha simply represented
someone purely and madly in love. Nothing more and nothing
less. This agesold discrepancy between the exoteric gahiri)
and esoteric (batini ) interpretations of Qur'an is little known
in the Western world today. Likewise, this hermeneutical
tradition is not well known by the contemporary reformist,
modernist cultural elite of Muslim countries either. (Shafak
2).

In addition to this Safak adds that the ongoing process of
Westernization and modernization in Turkey also brings about a

detachment from the past and the complete erasure of the Sufi

legacy ( Shaf ak 2) . From Shafak’s artic
although the figure of Zulaikha is highly complex and controversial,

the first interpretation is more emphatic than the latter owing to the

fact that the Sufi interpretation is mostly forgotten or rarel y taken

into consideration.

Dr . Firuza Abdull aeva’s I n her
Zulaykha to Zuleika Dobson: the femme fatale and her ordeals in
Per si an | iterature and beyond” ob
Beerbohm s novel never r &bfgsenhint he qu
heroine. She refers to the Persian poem,Yusuf and Zulaykha,
attributed to Ferdowsi, which preced

2 Sufism, mystical Islamic belief and practice in which Muslims seek to find
the truth of divin e love and knowledge through direct personal experience of
God. It consists of a variety of mystical paths that are designed to ascertain
the nature of humanity and of God and to facilitate the experience of the
presence of divine love and wisdom in the wald (Encyclopedia Britannica).
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with 800 years. Il n Abdull aeva’s vVvie
femme fatale Zuleika Dobson was conceived in tte fertile waters of
yet another wave of l'iterary Ori en;
However Abdullaeva also adds that it is possible that Beerbohm
could have read at least one of the two English translations of the
Zulaykha story that had been published by that time (Abdullaeva
236).

Taking all of the above into consideration we can say that
Beerbohm made a good choice when he named her heroine Zuleika.
The oriental name gives her an air of exoticism and the controversial
story behind the name enhances thecomplexity of the character.
Readers may wonder from the beginning of the book, which Zuleika
they are going to get: the perfidious villainess or the devoted lover.

Beerbohm establishes his heroine as demme fatale from
her very appearance at Oxford staton referring to the fact that she
is far more dangerous than the train
furious, enormous monster, and, with an instinct for safety, all men
receded from the platform’s mar gi n.
unknown to them, a dange r far mor e terrible
(Beerhohm 8).

Her appearance is more of an apparition; Beerbohm uses
t he word “cynosure” t o emphasi ze t
demands not only the attention but the admiration of all the people
who are present. Details of her dress and hat suggest elegance and
refinement . The author describes he
“radiant” creature, a “nymph” rather

[ ..] the door of one carriage flew
travelling dress, in a toque atwinkle with fine diamonds, a

lithe and radiant creature slipped nimbly down to the

platform. A cynosure indeed! A hundred eyes were fixed on

her, and half as many hearts lost to her. The Warden of Judas

himself had mounted on his nose a pair of black-rimmed

glasses. Him espying, the nymph darted in his direction. The
throng made way for her. She was
she cried, and kissed the old man on either cheek. (Not a youth

there but would have bartered fifty years of his future for tha t

salute) (Beerbohm 8).

Another addition to her character is a touch of the supernatural,

besides her nymph- or fairy -like appearance, her charm or natural

talent to enchant young men is emphasized from the very beginning

of the story. Beerbohm evenusest he wor d “enchantres:
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clear for us that his heroine is a femme fatale. The young men are
mesmerized by her beauty and follow her as if they were in a
hypnotic trance:

All the youths, under her spell, were now quite oblivious of the

relatives they had come to meet. Parents, sisters, cousins, ran

unclaimed about the platform. Undutiful, all the youths were

forming a serried suite to their enchantress. In silence they

foll owed her. They saw her |l eap in
saw the Warden sat himself upon her left. Nor was it until the

landau was lost to sight that they turned — how slowly and with

how bad a grace!- to look for their relatives (Beerbohm 9).

Despite her irresistible charm Zul ei
sense of he word. Beerbohm describes her appearance in the
following way:

Zuleika was not strictly beautiful. Her eyes were a trifle large,

and their lashes longer than they need have been. An anarchy

of small curls was her chevelure, a dark upland of misrule,

evey hair asserting its rights over a not discreditable brow.

For the rest, her features were not at all original. They seemed

to have been derived rather from a gallimaufry of familiar

model s. [ ...] Her hands and feet
proportions. She had no waist to speak of. Yet, though a Greek

would have railed at her asymmetry, and an Elizabethan have

call ed her “gypsy,” Mi ss Dobson r
Edwardian Era, was the toast of two hemispheres (Beerbohm
15-16).

Surprisingly after such a hypnotic introduction her outlook is
described as rather unoriginal and ordinary. Thus it is difficult to
explain her charm and power over men. Her asymmetry and her
gypsy-l i ke features make her interestin
of two hemi s p hsortefexbticism, implysng thab her
features are a mixture of different nations. This description
enhances the special atmosphere around her because it suggests
that she has a certain unexplainable quality which makes her
irresistible.
Howeverwe shod d n’ t f @uletkaRobsonhsditst
and foremost a satire. Heather Braun in her book entitled The Rise
and Fall of the Femme Fatale in British Literature, 1790 -1910
argues t hat ‘Beerbohm takes t he pr
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femme fatal®dmi @ xextssemes’ (Braun 14
out that Beerbohm s parody of “the |
vi ol ent char ms”’ iI's a power ful examp
disenchantment with the obvious and overdone features of the fatal
woman’ (BAd4dun 140

Mi chael Murphy in his essay ent

Zuleika Dobson” compares Beerbohm's wor k
romances. Mur phy argues that Zul ei ka
her name i s exotic and her ‘“seduci ng
quite commonplace as well. The fact that the Oxford
undergraduates fall ‘“en masse’ for

gueerly named siren demonstrate how
women, passion and beauty (Murphy 6). Murphy points out that it
is somewhat more ironic that Zuleika has affinities to the heroines

of the other major branch of medi ev:
l'ife (Murphy 4). Mur phy observes t h:
men of two continents have not seared her, monastic, celibate

Oxfor d wi | | not harm or even warm her
Oxford seems to have ‘“one | ustful t h
she might be ‘a Madonna of a pervers
afar and without a possibi Marphy of ©be

5).

Al t hough Mur phy’ s essay never
femme fatale, he doesn’t <contest her bel ong
fatal woman. Sirens have always been seen afemme fatales and
Murphy admits that Zuleika succeeds in enchanting all of Oxford.

Even i f her “song” is false, her c¢omi
name are enough for her to steal all/l
Madonna image also strengthens the idea that she is demme fatale.

She is indeed worshippedflay "alwl tthloas

any lustful thoughts from their part
kind” and because she wishes to pres:s
is no possibility for her to becom

goddess or a nourishing mother.

It is also undoubtedly true that it is difficult to determine
the object of satire in the case ofZuleika Dobson. It is more likely
that the intention of the author might have been to ridicule several
types of people and several social phenomena characteristic to the
age. According to Jane Smiley in the case oZuleika Dobson it is a
fair question to ask if the book is a satire, what is it satirizing? In
Smiley’ s view it is not as much sati
irresistible women, manly men, and undergraduat e cal | ownes
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(Smiley 427). Smiley argues:

For our purposes, Zuleika Dobson also pushes to its ridiculous
extreme the old question of what women are for. Zuleika, who
is by profession a magician but by avocation a siren, is clearly
for nothing. She has no money and no life goals other than to
captivate the hearts of undergraduate men (Smiley 427).

From Jane Smiley’s comment we can de
afemme fatale. Although Smiley does not use the expressionfemme
fatale as such, she uses asuitable synonym: irresistible women ,
making clear what she really means. Characterizing the heroine of
the story she grasps some of her essential features. The statement
that she has neither a role in life nor life goals to accomplish except
for captivating the hearts of undergraduate men underlines her
belonging to the category of thefemme fatale. The affirmation that
Zuleika Dobson is a magician by profession but a siren by avocation
reveals that the issue is slightly more complex.

From this point of view we can consider Zuleika both a
New Woman and a femme fatale. The emergence of the New
Woman contested the previously existing ideals of Victorian
womanhood. As BuERreesdrited amdisdependent] :
educated and uninterested in marriage and children, the figure of
the New Woman threatened conventional ideas about ideal
Victorian womanhood’ (Buzwel |l 1) .

Zuleika can be seen as a New Woman because she is
completely independent and individualistic, lives her life as she
pleases; moreover she deides not to marry because the spinster
|l ifestyle is suitable for her profes
without | ove just for custom or comn
marriage proposal the following way:

| would not marry you, because | did not love you. | daresay
there would be great advantages in being your Duchess. But
the fact is, | have no worldly wisdom. To me, marriage is a
sacrament. | could no more marry a man about whom | could
not make a fool of myself than | could marry one who made a
fool of himself about me. Else had | long ceased to be a spinster
(Beerbohm 80).

Sally Mitchell argues that the i dec
“natur al destiny’ was not wuniversall
that there were more women in their twent ies and thirties than men
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to merry them and not al | single w
mai ds’ . There were wor Kki-padtradésass wo
who could afford to remain single and support themselves.

Moreover it was possible for women from the middle and upper
classes to earn decent i ncomes and
l i ves’ (Mi tchell 269) . Mi t chell de s
Woman as follows:

The idealized New Woman was single, well educated and
worked at a white-collar or ~ professional job. She lived alone or
shared a flat with friends; enjoyed robust good health; travelled by
bicycle or public transport; and went wherever she pleased without
a chaperone. She was as firmly based in clas®ound perceptions as
the midcentury Angel in the House—but fewer than 40 years
separate one from the other (Mitchell 270).
Zuleika has a profession and working as a magician she
earns her own living. She goes where she wants and travels by train
from one European capital to another, from performance to
performance, than she crosses the Atlantic and conquers America
as well. She manages to support herself and leads an independent
life. Although Melisande, her French maid, can be seen as a
chaperone, she is a paid servant no
Linda Dowl i ng points out that alt
of Victorian civilization they [critics and observers] feared was
del ayed considerably beyond the end
Still late Victorians had correctly identified the New Woman as one
of the harbingers of this apocalypse (Dowling 437). The character of
Zuleika Dobson also signals the end of an era, she is the first
“modern” woman who sets foot in Oxf
brings about its destruction. In this point of view s he is also a
harbinger of an apocalypse. Dowling points out that critics and
revi ewer s perceived i n t he amb
profound threat to established
also seen as a profound threat right from the beginning of the novel
and she proves to be one as her irresistible charm drives all the
Oxford undergraduates to commit suicide for her. Her appearance
disturbs the peaceful academic life of Oxford which will never be the
same again.On the other hand she is a siren by avocation, because
she lives to be admired and adored, enjoying her ability to seduce
the young men she encounters. The
category of thefemmefataleand di stances Zul ei ka’
previously mentioned New Woman type.
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Zuleika falls in love with the Duke assuming that he is
indifferent towards her and immune to her charm but she loses all
interest in him and refuses his advances as soon as he declares his
love for her. She knows the power of her own charm and despises
any man who makes a fool of himself for her sake. Zuleika admires
and adores the Duke because of his coolness and pretended
indifference. She respects him so much because he seems to be so
different from the rest. She longs to be in love but quite ridicul ously
her desire is not to be loved but to find somebody who is able to
break her heart and cast her aside. This very fact makes her less
credible in the role of the femme fatale.
Although Zuleika is conscious of her charm, her power to
enchant young men but she is not fully aware of its dangers. In one
of her conversations with the Duke
young man doesn’t waste away for 1| o
wo man. He very soon makes | ove to s
106). She observe that all of her most ardent adorers have married.

“Have any of your | overs ceased t
retrospect. | remain their ideal, and all that, of course. They
cherish the thought of me. They see the world in terms of me.

Butlamanins pi ration, not an obsession;
“You don’t believe in the love t1l
ruins?” “No,” laughed Zuleika (Bee

From this passage it seems that Zuleika is not aware of the
dangerous nature of hercharm.Obviou s | y she doesn’t se
a femme fatale. Taking in consideration the description she made
about her relationship with her past lovers, she most likely

considers herselff an ideal, an idol |,
and ‘gl ow’ h avgualitpand she ajso deadases that she
doesn’t believe in a |l ove that rui ns

Heather Braun in her book entitled The Rise and Fall of
the Femme Fatale in British Literature 1790 -19100bserves that:

Today, the term femme fatale refers most often to
manipulative, dangerously attractive = women; more

interesting, however, are the ways in which this term applies

to those female characters unconscious of their allure or

reluctant to acknowledge its destructive powers. This question

of fatal intent preoccupied nineteenth-century British writers

as they sought to | ocate and expl a
mystiqgue. Their accounts of this
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reveal new ways of under standi nc
fluctuating career in popular nineteenth -century forms and
genres (Braun 2).

This characterization is undoubtedly valid in the case of Zuleika
Dobson and it proves that even if she is reluctant to accept the
destructive nature of her allure and she is not fully conscious of its
incredible power she is still a femme fatale. Her motives are
ambiguous and the fact that she takes the sacrifice of the Duke and
the undergraduates as a compliment only enhances her mystique.
Therefore we can say that she matches this particular definition of
the femme fatale perfectly.

Zuleika regains her credibility as femme fatale when she
accepts the Duke’s vow to die for he
and delighted by the very idea that the Duke wants to die for her.
Once again, for the first time since his confession she becomes
interested in him. We learn from the omniscient narrator that:

Men were supposed to have died for love of her. It had never
been proved. There had always been something- card-debts,
ill -health, what not — to account for the tragedy. No man, to
the best of her recollection, had ever hinted that he was going
to die for her. Never, assuredly, had she seen the deed done.
And then came he, the first man she had loved, going to die
here, before her eyes, because she no longer loved him. But €h
knew now, that he must not die — not yet! (Beerbohm 117).

The Duke hopes that his death will be a public service and considers

himself a savior for disinfatuating his fellow alumni with his awful
example. Nevertheless he hpomeshsrs Zul
suicide until the next day. She is delighted by the situation and

treats the Duke as her own playthin
with her lover on some silent pinnacle of the world. It was as if she

were a little girl with a brand -new and very expensive doll which had

banished all the little other old toys from her mind. She simply could

not , I n her nai ve rapture, t ake h
(Beerbohm 119). Zul ei ka’s interest
proportion wit h rasthamd sbeucknéesses herlowei nt e
to him again as soon as he isn’t 1in

learns that it is inevitable for the Duke to die because he received
the ill omen3, but he is not going to die for her she is concerned

3 ltis believed that before a Duke of Dorset dies two black owls come and
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about only one thing:

‘By the way,” she said, [ ...] “have
aren’t dying just for me?” No, " h
not to.” “Then officially, as it w
you die for me? Then all ' saywell t
good-bye here? | shall be on the Judas Barge; but | suppose

there wil. be a crush, as yesterda

She treats the boat races as an ordinary social event, even
if she is aware of the fact that the Duke is going to die. She is only
concem e d about peopl e’ s opinion and
somebody dying for her a flattering compliment. She has no
objections against the fact that the Duke is not going to die for her
after all as |l ong as the people don
and her lack of genuine feelings prove that she can be included in
the category of thefemme fatale.

Another element of her character is a sort of cunning or
shrewdness that we might even consider hypocrisy. She is well
aware of t he Duk dshswastutoremach mnogehtans ; s
in the eyes of the people and obviously wants to be free of any blame.

She relishes the idea that a brilliant young man dies with her name

on his |lips but doesn’t want the pe
An incredibly tal ented manipulator, Zuleika plays all the cards a

traditional femme fatale would, while she is posing as a helpless

woman who is alone in the world. She tries to persuade the Duke to

perform his own suicide according to her plans and expects him to

protect her reputation even in his death. However the Duke is not

receptive to her attempts of manipulation any longer. She has the

nerves to remind the Duke not to forget to call her name in a loud

voice before he jumps into the water.

After the Duke jumpsintot he Ri ver 1 sis cryi
name innumerable undergraduates follow his example and die for
love with smiles on his faces. The women escape the rain and the
awful sight, only on figure stays unmoving on the roof. Zuleika
Dobson, the ultimate femme fatal e, relishes the horrible parade:

Di speopled now were the roofs of t
roof one woman still was. A strange, drenched figure, she
stood bright-eyed in the dimness; alone, as it was well she
should be in her great hour; draining the | ees of such homage

perch on the battlements of Tankerton Hall.
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as had come to no woman in history recorded (Beerbohm
300).
The narrator uses the word ‘homage’
towards the happenings. Extreme as it may seem, the description of
her reaction tells us that she considers the sacrifice of the Duke and
the other undergraduates a flattering compliment, a tribute to her
beauty and charm. We have to admit that only a realfemme fatale
can display such a reaction after witnessing such a horrible scene of
mass suicide.
Zuleika understands the gravity of the situation only later
that evening when she witness-es th
supper,’ a festive occasion the wun
were supposed to attend. At first it seems that Zuleika experiences
remorse at the sight of the empty Hall and understands that she is
to be blamed for the loss of all those young lives who died for the
love of her. But the melancholy and loneliness she feels are in fact a
manifestationofself-pi ty from her parmyforalBhe doe
those young people who threw their lives for her, she feels sorry for
herself. She is tortured by the idea that nobody loves her anymore;
she misses the admiration and adoration of the undergraduates.
As her grandfather is oblivious of the whole story, Zuleika
is the one who tells him about the dead undergraduates at last

taking the blame on herself: ‘o am
scourge, such as the world has not known. Those young men
drowned themselves for | ov e rderf me '’ [

confesses that he himself was greatly admired by young ladies when
he was young and even though he liked this admiration he never
encouraged it, and chose a young lady to become his future wife who
had a great dignity an droudh fldting ot
gi fts. This mirrors Zuleika’s a
fall in love with somebody whom she considered indifferent towards
her. From this dialogue we can understand that Zuleika inherited
her charm from her grandfather who might have been anhomme
fatale in his youth.

Zuleika is touched by this similarity between herself and
her grandfather. It is revealed that she understands that her charm
is an inheritance from her grandfather and also points to the fact
that deep down she is conscious of her special status and
acknowledges herself as afemme fatale. However the Warden
contests Zuleika's ideas about hered
the matter of affections’ ordinary
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Zuleika different f rom other young women or made him different of

ot her young men in the past i s onl
(Beerbohm 348). The idea of the femme fatale and homme fatale is
chall enged again by t he War den’ s

interpretation of this n egation is that like any other character
bearing the qualities of the femme fatale or homme fatale the
Warden lives in a kind of self-denial and tries to calm her
granddaughter with the same arguments he used to calm himself
when he had similar experienceslong ago.

Still Zul ei ka I S not content
explanation. Her reaction shows that
oft—poor me! You see, it isn’”tla mere

have.lam irresistible’ ( Be dattheovamty 3 4 8) .
is stronger than her remorse because she is not able to tell the
Warden the real reasons of the Duke’
by the fact that her irresistibility may be contested. Obviously she

realizes that it is not her true desire to retire to a convent and notices

that her grandfather seems to be proud of her. He agrees that it is

best for her to leave in the morning but he also insists that she must

come back and stay-tliarteer tdio,ug'hnot( Bien
350).

Theonl'y |1 ogi cal explanation to tt
peculiar attitude towards Zul eika’s
the mass suicide her charm provoked is that the two of them are
indeed alike. A former homme fatale himself, he cannot incriminate
Zuleika for something that cannot be logically explained or
consciously controlled.

Zul ei ka’s reactions are also ve
remorse and guilt mingle with her vanity and pride. Before going to
sleep she is distressed by the idea that people may autest the fact
that the Duke and the undergraduates have died for her even if they
shouted her name before jumping into the water. She tries to
convince herself that it doesn’t mat
knows the truth that the undergraduates did what they did only for
her. But her happiness is overshadowed by the ghost of the Duke
and the ghosts of all the young men who died for her. Finally she
makes her decision and orders a special train for the next morning
which is bound to Cambridge.

The ending of the story is very ingenious and ironic
indeed and the author settles the problem of the femme fatale at
last. Our heroine has a moral dilemma in the last part of the novel.

Zuleika is a very complex and complicated personality, who
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experiences radcally contradictory feelings. One impulse tells her
that she is a monster and she should retire from the world in order
not to cause more harm and endanger more lives. Another impulse
makes her enjoy her victory and relish the supreme compliment of
hundreds of young men sacrificing their lives to prove their love.
She has a difficult decision to make and has to face the
consequences of her charm. One possibility would be to accept her
guilt and take the veil in order to atone for the lives which were lost
because of her. But she chooses the other way and instead of retiring
to a convent she decides to embrace hefemme fatale nature and
continue her life just like before enjoying the admiration of men and
she ventures to order a special train bound to Cambidge. This
decision tells us that she wants to continue her life as afemme fatale
because this is what gives reason to her existence.

The ending of the story makes Zuleika Dobson entirely
credible in her role as a femme fatale. However it is also
undoubtedly true that the author included several New Woman
characteristics when he was outlining the figure of Zuleika Dobson.
Analyzing the period when the work was written and taking in
consideration the changing role of women and the contradictory
image of the New Woman which characterized the turn of the
century we have to say that Zuleika is a reflection of the New
Woman. Zuleika Dobson is the product of an age where: the role of
women underwent rapid changes; women started to go to college
and work outside the home; the image of thefemme fatale regained
its popularity and gained new connotations. Even though the femme
fatale and New Women qualities of Zuleika Dobson are exaggerated
and sometimes extreme they do betray suspicion and fear towards
the changing role of women and towards those female characters
who exhibit these unorthodox qualities.
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De I’expérience du manque a une autobiographie
a part

Simona Laura Su

Résumé : GeorgesPerececourt dans AW ou dled souve
idée de Afiction autobi ogr aémtionmeantald pour n
mai s qui | 6 e rémeapsyehologiq@wemeaht: parler de soi, de

| 6absence de s e séopvarysans sosffrir, sares ersdires e d
trop, en annulant sa m émoire, en comblant les absences et les vides, en
dépassant | a érraveairre;pdrébalué obi ographi e
des voies obliques, en inventant de nou
une obsession.

Mots clés: autobio graphie, souvenir, enfance, fiction, espace, écriture.

“J7écris pour me parcourir?®” est | a
exergue au chapitre ler, (La page),durecueilEs p ces di@espac:é
citation appartenant a Henri Michaux. Le chapitre commence par
lesmots: “j ' écri $.) écjriédcris. Le texte s
lettres sur une ligne horizontale (mais le mot est disposé
vertical ement et de biais). Des qu’
avec un haut et un bas, un commencement, une fin. Er i r e, c’ es
donner un sens a | " espace.

Le premier détail autobiographique de ce recueil est le
portulan, vieille carte marine, qui est un des objets favoris de Perec.
I en a placé un dans | ' appartement
déebut desChoses(chap. I), il en a reproduit un morceau dans La Vie
mo d e d 6. &mfait] il@en a longtemps accroché un audessus de
sa propre table de travail.

1 Université d’' Oradea
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Si |l e chapitre s’ ouvre sur | es
livre se renfermera 100 pages plus loin sur la reprise du méme
t hé me “ écrire.. .|l aisser une tra
autobiographique est la, dans le recueilEs p ces dppwspaces

qgu’ il s e transf or meW oup kersouderiirécr i tu
d 6 e n f(1®7%b); en un événement autobiographique —apres le

“i 1 s ‘Chosksls9 6 5) , | Un hdmme Gui dbrt“ ( 196 7)) , | €
“nous “Queldpetit vélo & guidon chromé au fond de la

cour? (1966) , et | e “] e “ | i pogr ammat
Dispariton ( 1969) . D’ aill eurs, | e projet

été central pour Perec, qui affirmait dans W ou le souvenir

doenf:aheeprojet d’ écrire mon histoid!l

méme temps que mon projet d’ écrire"“.
On constate que, dansW ou le souvenir d 6 enf,ance

| " aut eur émet une do ulcdluede Gaspardc i at i o

Winckler, le narrateur du texte imaginaire, et celui du récit des

souvenirs d’" enfance, revendi qué p
“j e autobi €geaphiegeueeuk des textes
de Perec qui noue ainsi | etau swhoses,
Il i ndicible. Presque tous |l es autr e
dépl acement a perte o& vue, que rien
EnpartantdeW ou | e souveenl984, Ahieenf anc
Roche présentait au College de Cérisyla-Salle consacré a Georges
Perec,uneanal yse intitul ée “auto(bi o)
vol ontairement mi s en évidence par
parent heses, enrichit l a notion d’ a
sens. “Auto” désignerait un moi ref
' aspect transmutable de |’ él ément v
traduirait | aspect esthétique, forn
son analyse, Anne Roche approfondit le caractere évolutif et
transmutable de |’ él ément entento ” pou
dans |l a construction écrite ou scrif
“17autographie”. Le sens gu’ Anne

«autographie» est surtout psychanalytique :
«Onpeuttirer| 6 Ho mme gucodté deotnoubles du

langage, le caser dans quelges sousc at e gori es de | > aph
|l " écriture est un t Hoohnme duedord est | anga
assur ément une autographie, ou |’ él é

confié — cela ne nous regarde pas- aux proches, a ceux qui étaient

2 Lejeune, Philippe, 1991,LaMémoi re et | 6oblique. Georges
autobiographe , Paris, POL, p.44.
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[a».3

Dans | eédrunaroeuvre, déter mine
selon Anne Roche revi eqamblyseidumoia cons
gue | > auteur entreprend par | e seul
condamné a |’ absence, mai s sa trace
| " oeuvreomrdges GPerec sous cet angl e
| égitime que | > auteur affirme a pl us
des diverses contraintes qu’ il S’ i mj
sur le plan autoanalytique.

En appliquant | e t seanieandlyseut ogr a

effectuee a travers |’ écriture, mé mi
Roche crée un néologisme important qui passe, toutefois, a coté

d”"un autre sens que | ’>on pourrait ai
compte du sens propre de celuic i e i luigassbce, dans un
rapport de parenté homonymique, Il e ¢
L’ «xautographie» est un procedeé de
| " 7autographe” est un paraphe écrit
Dans un sens pl us c on eseaungsiola ghota |, Il " a
d’"un cél ébre artiste, paraphée de sa
Le ter me “autographie” ser a
transposition/ reproduction fictionnelle du moi, un autoportrait
esthétisé sur l equel | ' a-adiregon appl i
autographe.En i nvestissant | e terme “auto
particuliere, notre point de départ
probl éme de l i dentité i mpossible
formulation esthétique dans W ou | e s o0 u v e pdur doen
aboutir a une autographie sérielledansL a Vi e mo d@978)6 e mp |l o
ou | "on trouve une multiplication d’
Véritable conte philosophique, la fable de W joue sur des
schémas narratifs. Elle commence comme un roman policier: un
me mbr e de | "anci ennas, qursg ahargesdet i on
récupérer les rescapés des naufrages en mer, retrouve un certain
Gaspard Winckler. Ce dernier, en des circonstances difficiles,
bénéficia des papiers d’ i-cenfisité d’
d’ une cantatrice cél gru eaprese tne r écem
catastrophe mar i ti me. L>intrigue p
narration enchaine sur un roman d’' av
Verne: | "action se situe, désor mai s, S

W. Mais, tres vite, la fiction bascule dansla description kafkaienne
d’ une Vi e C 0 n s laecrécé etvogaeu les scanps de

3 Roche, Anne,¢ L 6 aut o ( b,iCahiergGeagpsPdreelgParis, Pol, 1985.
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concentration nazis, mais dénonce aussi, et surtout, le principe
géeneér al d’"une sélection axée sur |~
enferme les hommes dans une prison psghologique.

Les chapitres autobiographiques

Per ec, d’"abord a Paris et ensuite d.

pendant |l a guerre, d’atroces massac

| "auteur, consiste a redaturgaparla uer | €

perte de ses parents, des Polonais émigrés en France. Le pére meurt

l e jour méme de | > armistice et l a r

traces, sans doute a Auschwit z. En
I

procede a une lente investigatondusarveni r de Pidlr ec
trague les traces objectives, les photographies, les constructions de
sonespritton apprend ainsi gue | > histoire
petit garcon et développe son imaginaire de sa propre histoire. Il

reste, au lecteur, ane pas tomber dans le piege de W. Les deux récits
sont deux versions assez avoisinant
d’ el l es exprimée en une forme dif
personne «et le second texte glose en permanence le premier. Le

|l ect ewr an’'sae g ai sser guider dans ces
mettent en lumiére les procédés et les fonctions de la «mise en

fiction ».

e
f

L a crise d’"identité subi e par
di sparitions de son enfance s’ affict
confession autobiographique W ou | e souveiwuir doer
commence par la déclaration suivante : «J e no6ali pas de s
déenf»@iPae sa dédi W owar “l Rowroul’™eni r d
devient doubl ement signi ficalai f. L’
Disparition, | e rare usag®w de lpusbdblUvdans d
sont | " expression d’'une aphasie qui
|l i dentité. Fiction etWaudetsouwenio gr aphi
déenf anomntre | a difficul tréveade di r
abécédaire cette identité damnée, avant méme que celleci soit
enfouie dans un inconscient d’indiff

Tout d’ abord, nous pouvons COt
incongruité dans cette déclaration p
Perecy affrmeen quel que sorte, qu’ en dépit
de souvenirs d’enfance. Les guatre

passage et décrites avec soin rectwerso, ou encore les quelques

4 Perec, Georges, W ou | e s o u yPerig, Denoéldlé/e mlf7.a nc e
5 Beéhar, Stella, Georges Perec: écrire pour ne pas dit95, Peter Lang Publishing
Inc., New York, p.139.
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noms de | ieux : l es vill ages, l a pel
passé les années de guerre, ne sont pas de souvenirs. Par sa
déclaration, il nous invite a les regarder comme des repéres qui vont

lui permettre de tisser un réseau de sens pour reconstruire les

réalités probables de cette enfance. Pour lui, le seul souvenir

d" " enfance c’est W : une histoire inyv
douze et treize ans, oubliée qui puis, tout a coup, ressurgit. W tel que
| " avait i maginé Perec a |’'&adage de dou

de 1969. «Je réinventai W » et « W ne ressemble pas plus a mon
phantasme olympique que ce phantasme ne ressemblait a mon
enfance »6. Si Perec privilégie cette histoire comme le seul souvenir
d’"enfance ¢’ est qu’'en fait elle rep
phantasme « dont les valeurs et lesenjeux rendent compte du
progressif mais inéluctable anéantissement des étres humains
happés dans | ' engrenage dmasausst é me i
et surtout, | e souvenir d’une néces.
parce que «l 6 ®cr i turenestdeel souovmort et
de ma vie »8.

Du récit de la confession (le souvenir) on apprendra que
Perec est envoyé sous les hospices de la CreiRRouge en Vercors, mis
en pension ou ses tantes viendront lui rendre visite. Il y aura les
saisons « awec ou sans tantes ». Puis plus rien. Ou pourrait croire a
premiere lecture que le récit de la confession est authentiguement
documenté. Perec est allé sur les lieux : rue Vilin, Villard-de-Lans,
Lans-en-Vercors. Perec a questionné sa tante, ses cousins, un
ancien camarade de <cl asse. Rien dan
tangible, tout est reconstruction, souvenirs potentiels a partir
d’"él éments veéerifiables ou non. Les s
et pour | esquels |l e tonféentquandiladopt e
les présente, ce sont ses lectures et les films vus avant son retour a
Paris.

Si Perec ne s’ attarde pas
uvenirs c’' est gu’' en fait, au c¢
ont pas besoin d’'v&is soaven@suse Boatn t i i é
nstruits dans |l a |l ecture et so [
on peut objecter a cette af fir mé
considérer comme vrais souvenirs les lectures et les films est une

a
our
f

n

décision de |’ auteewpra,s imoi m'semudce me L
6 Perec, Georgess, W ou | e souyopaitjprld. ddbenf ance

7 Béhar, Stella, Georges Perec: Ecrire pour ne pas diop.cit, p.136.

8  Perec,GeorgesWou | e souve,opadt, pbdenf ance
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Perec définit son identiteé; c’' est z
mar que et sa signature d’ auteur, p
parodie, le plagiat, le remake.

Dans la mesure ou la thématique deW ou le souvenir

doend mmse d’  une facon aigué | e prol
|l " ouvrage | " aborde aussi comme sour
Confronté a |’ absence de souvenirs,
gue Proust ou Il es surréalistes : et
tout prix du nouveau qu’ il i nvent e a
est Il mpossi bl e de faire autrement
| "aut obiographie traditionhelle mais

Dans le dernier chapitre de la partie confession deW ou
le souven r d 0 e Refea faicume sorte de tentative pour faire

surgir ces souvenirs qui n’"existent
autour de points de repére précis tel que des photos, des lieux, des

dat es, gue Perec va suivre chronol o
voir avec la mémoire ou le souvenir: «Ce qui est peutétre le plus
étonnant dans | e projet de Perec,
Il i nnovation n’” était null ement prévei

qui a été imposée par le désespoir. »°
Pour présenter ses parents, il utilise des photos, donnant
une description neutre et précise : la pose, la coiffure, le vétement,
|l es boucles d’ oreille, l e sourire.. T
présente comme des conjectures const
plausibles. Cellesci sont soit empruntées au domaine du savoir
géneér al (l'e trajet en métro) soit s
comme cette idée que la rue Vilin devait étre pavée en bois parce
qguel 6 1 | de Chavles ¥ildrac parle de ces merveilleux petitsforts
faits de bois derriére lesquels certains enfants de Paris ont eu la joie
de se prendre pour des corsaires.
Dans ce dédale, quelques images mnémoniques

apparai ssent |l i ées a— lied éév dansala i o n d
constitution deelé?:lapemiere st éne imaged i vi du
“floue” d"une bouscul ade dans | a ca
masques a gaz; |l a deuxi eme, [ i mag
dévalant la rue en agitant sa premiere oeuvre de peinture; et la
troisieme, aprés avoir obtenu une médaille cherement gagnée a
9  Lejeune, Philippe,La M®mo i bligque. &¢orgés Ferec autobiographe,

op.cit., p.39.
10 Lejeune, Philippe,La M®moi re et | 6oblique. ,Georges

op.cit., p.87.
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coup de “bons points?”, | " enf ant

de sa médaill e, a |l a suite d’ une

pas le faitenlui-mé me mai s | a facgcon dont
« Je me demandesi ce souvenir ne marque pas en fait son exact
contraire : non pas | e souvenir
déune ®toi»e ®pingl ®e

Les souvenirs ressemblent de plus en plus a une
construction qui introduit le savoir historigue. Par cette
construction, Perec présente un témoignage implacable sur les
séquelles intangibles laissées par une histoire qui a été oblitérée par
la mémoire et doit étre recomposée, réécrite. En la réécrivant, Perec
choisit de montrer les vides ou une sorte de nonrmémoire derriere
les reconstitutions et les reconstructions. Elle rend également

Per e
b o
Per e

doun

compte du vide qui suit | a rupture ¢

Dans la deuxieme partie de la confession deW ou le
souvenir ,Hebeeintfoduihpcogressivement cette forme de
“mémoire |l ettrée” (sel on |
reconnait comme le fondement méme de son identité :

expressi

[ Les Il i vr es] m' ont presque servi
mémoire inépuisabl e, d’un ressasse

mots étaient a leur place, les livres racontaient des histoires;
on pouvait suivre; on pouvait relire, et, relisant, retrouver,
magni fi é par |l a certitud?e qu

Perec explique sa relation avec les mots, les noms, les signes et les

on av

textes écritsouc i némat ographi ques et |’ mpor
entre mots/objets/images. Les noms des villas de Villard-de-Lans

ou se refugient ses tantes et ses cousins deviennent les premiers
objets d’'investigation cul turel e . L
la forme du caractere qui représente la lettre, fait déraper le

souvenir sur un jeu de transformations de caracteres, de symboles
graphiques. Chaque chapitre présente
culturel et littéraire de Perec. Les marques de cet apprentissag

prennent des formes diverses : jeux de mots, calembours, lectures,

films .. ElIles sont également d’une n
facon oblique a | a réalité historio
| " époque. Le godt de | ' éecReexc & i s me,

camoufler le passé dans une masse de souvenirs inessentiels. La

11 Perec,GeorgesW ou | e souveopcit,hp7d.6enfance
12 perec, GeorgesW ou | e souveopdt;pl®enfance
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discontinuité, la fragmentation, la dispersion qui caractérisent le
texte participent a « une entreprise de désangoissement : nulle place

pour la lamentation, ou laconfessiondévelopp ée; | e pat hos n
de mi se, [ ...] mai s une méme neutrald]l
rédaction des divers souvenirs.»3

QuanddansW ou | e souveniar | dddnfrnamdee | ' 0
deux reécits finissent par comverger
des objets (dents en or, cheveux, |lu
décrivant | a visite d une expositior
gue Perec fait avec sa tante, | es am

| "absence de souvenir guéeese disdent| a mé
compl ét ement . Par contre, Il " origine
formalisation esthétique de | " expé
transmettre la nudité mécanique et adoucie de la violence est
expliguée progressivement sans fausse charge émotie. Entre la

réeécriture fantasmatique de | " uni ve
réécriture des souvenirs — littéralement apprentissage a partir de

| " écriture narr aPdreec @sout cettefquétetsurlesn nel | e
souvenirs, la mémoire, ce qui enfin participe ordinairement a la
definition d une identité, en offrai
autographé.
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Réel et imaginaire dans Le Grand Meaulnes
d’Alain-Fournier

Rodica Tomescu

Abstract: Disappointed with the immediate reality, with a world in

which they feel misunderstood and that they fail to understand, and with

the thirst for adventure typical of their age, the teenagers in the novel

Grand Meaulnes by Alain -Fournier try to take refuge in dreams and

imaginary worlds where they can accomplish their hopes and

expectations. Throughout the novel, the real elements intertwine with the

i maginary aspects that are being provid
guest for evasion.

Key-words: adventure, reality, dream, imaginary, evasion,
expectation, quest.

Introduction

Alain-Fournier était cet insatisfait qui voyait bien que le réel des
grandes personnes était une illusion et qui ne savait pas étre
heureux. « Le bonheur est une chose terrible a supporter», avoue-
t-il un jour a Jacques Riviére. Son livre le prouve, car, dans Le

Grand Meaulnes,| a r éal ité est décevante et
héros qui |l > embel | i t. Les héros ado
attendent beaucoup de la vie, leurs réves étant sans cesse enrichis

par | i maginati on. l'ls ont atteint |

pas encore adultes, ils ne sont pas non plus des enfants et on sait

bien que cette période de la vie est riche en émotionset en espoirs.

Tout est désiré avec beaucoup d’ enth
vivre au mieux, ce qui arrive a Augustin, Francgois et Frantz, nos

héros qui saisissent toutes les occasions pour profiter de la vie. Tous

leurs sens sont constamment solligtés; | " attente me

1 Université d’' Oradea
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personnages dans un état d’excitatidc
savent pas patienter, ressassent leurs réves afin que leur univers

magique fasse partie de leur quotidien. Leur extréme sensibilité

fertilise leur imagination et cette imagination les entraine vers un

Ailleurs, un monde idéal et inconnu.

Une extréme sensibilité

Alain-Four ni er était un homme nourri d’
est visité par |l e merveill eux, par
voulait ressusciter. Il le fera dans son chetd ' ceu \Le &rand

Meaulnes dont les héros adolescents, sensibles a tout ce qui les

entourent, expriment son désir impatient du bonheur absolu et son

besoin inlassable de mystique et d’
roman d’'easv,enitlur recr ée poéti quement
adol escents nostalgiques de | eur enf
poétique, cherchant moins a batir une intrigue et des personnages
gu’ un ét at d’ ame. Le personnage i
extrémement sensible, il vit intensément ses émotions et il voit tout
ce qui | " entoure par son Moi fragil
nouvelles. Il est & un moment de sa vie ou il construit son identité,
un temps de recherche et d’introspec

Derriére le travail de la mémoire et de la méditation on trouve des

descriptions de circonstances riches en détails qui laissent deviner

d’abord | extréme sensibilité des t

| "acuité étonnante de c a@uelguechgse.i r ega
Des les premieres pages du livre, on notera la sensibilité

de Francois et ses capacités de transformer son milieu selon ses

sentiments. Quand Meaulnes apparait dans sa vie, au début de

|l " histoire, il lui préee Hdesnpouveid
aura. Son arriveée est | e signe d’ une
rupture avec le passé et la tranquillité. Meaulnes est un «envoyé de

la Providence» d’ apr és Léon Cell i mifa, mai s

lumiére ni la paix, mais la tempéte » (Léon Cellier, 1963: 4) ; on
pourrait donner a |’ arrivée de Meaul

Francois |l e voit comme un étre excer
Augustin Meaulnes veuttout: | e bonheur, | > amour ,
sur terre et tout de suite. Ne serait-i | pas amoureux de |
et quelque peu réveur? Paul Genui st souligne ¢

atmospheére tres personnelle, car x<sa vi si on du monde
celle des autres» (Genuist, 1965: 34) et il refuse « un compromis
entre son idéal et la vie réelle» (Genuist, 1965: 6 5) . C’" est pour
ses réves sont toujours proches mais jamais atteints.
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L extr éme sensibilité et | a C
personnages se lit également dans leur facon de voir leur village et
| eur dé p a ruteeroiise ta formulé ramantique paysage-
®t at dtoirdrotait dans les tableaux de la province natale la
femme aimée, ses réves, ses sentiments et ses aspirations. Mais il va

plus |l oin, car | a soif d’”évasion et
font dépasser | es frontieéeres de cet
références aux paysages immenses nous indiquent que les

personnages pensent partir a |l a déc

dépassent les limites de leur environnement habituel. Leur

émotivit € les pousse a tout transformer du regard, a considérer tout

ce qu’ ils regardent s eYvesmadiepenge ét at
qgue | on pourrait esquunstypelogiedu part i |
héros 1900 [ ...] Toute époque il 1 ust
I "individu a | a r ex(hadié¢, dIv@: 15.desson i i
adol escent s agi ssent cC omme s’ il s p
merveill eux, il's ont des attitudes
beaux projets. On assiste a une perpétuelle quéte de soi et toslleurs

gestes et actions relévent leur extréme sensibilite. Il serait

intéressant de voir maintenant comment cette sensibilité nourrit

I i maginati on.

Une imagination fertile

Souvent le récit entraine le lecteur dans le monde du réve et du
fantasme qui enrichissent le quotidien et le rendent plus
supportable. Alain-Fournier, dans une lettre a Jacques Riviere

datée du 13 ao(t 1905, explique «J " ent ends par r éve ul
passé, des espoirs, une réverie d’'a
unevision qui s ' e n » keaéve nait fréiquemment de la privation
de | " existence, d une déception et i
souhaits les plus forts se réalisent. En effet, Meaulnes réve souvent,
l orsqu’ il est au cal me, guwépeldu part
pour retrouver Yvonne. A force de penser a elle, il en oublie son
aspect physigue et son prénom et el
«Souvent , pl us tard, l orsqu’ il S

désesperément essayé de se rappeler le beau visage efégdl voyait

en réve passer d’ autres j eunes fil
caractéristiques de Mademoiselle de Galais» (LGM: 222). Le

monde onirique finit par remplacer le monde concret, par
conséquent Augustin ne trouvera |jam
Meaul nes et d’ Yvonne est a | a fois be
par la pureté et la tendresse des sentiments. Mais cet amour pur et
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innocent est perturbé par le remord et il finit par un aspect tragique.
Par la liaison impure avec Valentine, Meaulnes canmet une erreur

contre | a beauté d’un amour auquel i
plus capable de retrouver la pureté de jadis. Le retour au passé et a

|l i nnocence s’ aveéere impossible <car
brise son réve. Lorsque Francoisretrouve Yvonne dans le village de

son oncle Florentin, i invite Meaul
femme qu’ il aime. Mal heureusement, r
car Augustin est trop ancré dans le passé i s’'imaginai't

revoirdanslechat eau d’ autrefois, dans | es i
semble décu et triste alors que |’ o
joie. Francois raconte ainsi ses impressions suite a cette rencontre:
« Nous marchions c¢cO6te a cOte..Vainem
diversion a la tristesse qui nous gagnait tous les trois» (LGM : 324).

Meaulnes ne pouvait pas profiter du moment présent, il
ne pouvait pas exprimer sa joie de revoir Yvonne car il avait épuisé
toute son énergie en réve. S mémoi
avait vécu. On pourrait, en quelque sorte, établir des analogies entre
| e r o ma n-FoudmieA ktda littérature de la chevalerie car
| > amour de Meaulnes et d’Yvonne est
courtois. Meaulnes part a la quéte de la pureté commeles chevaliers
de la Table Ronde partaient a la quéte du Graal, symbole de
| "aspiration a |l a perfection chr éti
Vincent fut parmi les premiers a saisir cette analogie : « Le mystére
du Grand Meaulnes, de cette aventure étrange quiest la recherche
du domaine inconnu et de | " irréelle
aventures de notr e l'ittérature c he
irrésistiblement songer ; aux exploits mystiques des chevaliers de la
Tabl e Ronde en quét et pdut-étr&pas, anhis gqgui
qui avait le réel et extraordinaire pouvoir de muer les hommes en
héros, de les délivrer de toute cette part de la nature humaine qui
est basse ou bestiale et de faire
concoivent | es ptionedes meuplesw» (Mintentma gi n a
1939)

L”i maginati on reste pour | es E
moyen pour s’ eéchapper du réelladéceva
magie du Grand Meaulnesnait en grande partie d:¢
ou d’ avent ur e opuotagoeristes duagomane>n(119451 e s
160) et cet état est nourri par leur imagination.

Réve, imagination, imaginaire, évasion, restent les
coordonnées récurrentes du roman. Si Meaulnes vit plutét dans le
passé et se nourrit de ses réves, Francois, avec sesadultés
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d’" émerveill ement et d”  ent housi as me
imagination les aventures de son ami. Il ne se concoit que dans la
dualité puissante qu’ il forme avec
authentiqgue. Quant a Frantz, ce personnage orgueilleux, séducterr

et agité, il représente le double antagoniste de Meaulnes, celui qui

s’ oppose aux actions de |’ autre, |e
gui se passe dans | a vie de son ami
qui vit dans un monde a lui, éloigné de la société et du monde réel.

Personnage chimérique et fantastique, il apparait tout le long du

roman comme un enfant qui refuse de
dans un wunivers personnel fait de |
vagabondage. Mais, pour tous @s adolescents, chaque lendemain

est une promesse car ils ont une confiance illimitée en ce que

I "avenir pourrai:t l eur of frir. L”im
puisque dans les réves tout se réalise, tout est possible.

La quéte d’un Ailleurs
Empreint d e merveilleux et de mystérieux, Le Grand Meaulnes est

un roman subtil, d" une ri chesse i n
spectacle de trois adolescents qui cherchent a échapper au monde
réeel qui ne | eur convient pas pour s

peut-étre, un jour, un Ailleurs idéal.
Au s u | e tFoudnierARaal Ganuist écrivait : « Nous
avons vu comment, étre sensible, tres idéaliste, il avait eu la vision
d’ un monde sans tare. Toujour s I ns
poursuit |l a quéde ggu'uinle phrait voul
tel Lazare qui a vu Dieu et ne peut aprés sa résurrection détacher
son regard du divin, Alain-Fournier ne peut abandonner son réve
de bonheur, de joie profonde, de pureté, de perfection surhumaine
gu’ une e n fugenw faitteravoire (Paul Genuist, 1965:
173). Ainsi Augustin, Frangois et Frantz, les trois facettes de

|l "auteur, ne parviennent non pl us
conséquent, étant des «anges déchus» , sel on | > expres
Pascal,ilsnepeuvents " empécher de faire | e rév
Domaine perdu du Paradis. Cet Ailleurs, les protagonistes
cherchent a | atteindre par di ffér e
s’i solent dans | e noir qu’ils consid

On assiste aun « hymne de la nuit » (Gilbert Durand, 1969 : 248).

Dés le premier chapitre, la nuit est un instant magique. Meaulnes

arrive de nuit chez Seurel et il entraine Francgois dehors pour

all umer un feu d’  artifices. Le | eu
] u s qots, sa tient «dressé dans la lueur magique, tenant par la
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main le grand gars nouveau venu et ne bronchant pas» (LGM :
164). Ou bien encore, la nuit permettant la solitude, donc la
réfl exion, c’'est une porte ouverte s
dans le noir que Meaulnes repense a son aventure et tente de
retrouver le parcours effectué le soir de son escapade. €e ne fut
pas la seule nuit ou, réveillé par le bruit de ses pas, je le trouvai ainsi,
vers une heure du matin, déambulant a travers la chambre et les
greniers» (LGM : 190). Cette présence nocturne apporte une
tonal i té tragique au roman et favor
univers.

Remarqguons alors | ’"i mportance d
ou bien des étages supérieurs des habitations, des enwits
mystérieux qui se veulent exploiter. Meaulnes apparait au début au
bas d’un escalier, i sembl e descen
solitude a la fois. «<Nous étions debout tous |
battant, lorsque la porte des greniers qui donnaitsurl " escal i er d:¢
Cui sine s’ ouvrit [ ...] Csed s enviroru n g r a

[ ...] Je pus disti ngux(tMGa a63)sAugustin’ i | S C
semble heureux, soit parce qu’ il a r
parce qu’ il descendhdhue@eurend©Ooi bi en,

au Domaine, il dort dans la chambre de Wellington qui se situe a
| * ét age pui s gu’ dedcengre ad dines>€LGM u21l).I v a «
C’' est dans cette chambr e gu'’ a I i et
initiatique du héros car, avant de changer ses vétements, il se lave,
chose qui pourrait suggérer que, pour accéder au Domaine

mystérieux, au « Paradis» , [ i nitié doi t avoir
propres. A de nombreuses reprises, il éprouve cette envie de
découvrirunautre monde,de franchir un seuil , d’
des grands.

Dans le roman, on notera également une profondeur
symptomatiqgue de | a campagne. L’ act i

mais tout semble immense. Heureusement, dans cette immensitée,
la maison apparait comme un espace sécurisant prét a recueillir une
ame en détresse. Selon Bachelard <elle constitue, entre le
microcosme du corps humain et le cosmos, un microcosme
secondaire» (Bachelard : 1981) et Gilbert Durand la définit en deux
termes contradictoires lors qu’ i | di t unqlabgrinthe” e st X
rassurant » (Gilbert Durand, 1969 : 278). La maison est a la fois un
refuge et un moyen de s’ évader pui s
barriéres, peuvent symboliser des ouvertures sur un autre monde.
Quant a la cour, elle est le point de jonction entre
|l "insécurité d’ un ailleurs inconnu e
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rassurant. Cette cour devient souvent un lieu de décision. Elle est

parfois, aussi, l e théatre des derni
de lanaissance @ | ' e n f a n:it«Ude fernme entmaedans la

cour [ ...] Ell e venai't m’ annoncer qu’
Sablonnieres» (LGM : 353) . Ou bien | > annonce
Mademoiselle de Galais: « A sept heures, il y avait déja deux ou

troisgaminsdans | a cour [ ..] je vis |le plu:
détacher du groupe [ ..] il venait me

Sablonniére était morte hier a la tombée de la nuit » (LGM : 357). A
travers la pluralité de cours, on suit les aggravations et les
rémissions du mal et du tragique dans le roman. De méme, les
barriéeres qui cléturent la cour représentent les frontieres qui

séparent deux mondes. ! y a, par e

d’ école, avec |l es jeux, |l es joies, |

dehor ssgdicreslt’” Aventure et |l nconnu.
La quéte de |’ Ailleurs se fait

les seuils, qui sont des limites a franchir ou pas, selon le cas. Méme

S i Meaul nes se blesse en |l es franchi

féteét range, au fur et a mesure qu’ il

autre monde, celui ou les enfants sont rois. «Une lourde porte de

bois [ ..] était a demi ouverte. L’ él

suivit et, des ses premiers pas dans le corridor, il serouva, sans voir

personne, entouré de rires, de <chan

(LGM : 213). Il a pénétré cet univers magique et enchanteur

facil ement parce qu’ il est a un Aage

monde réel & un monde révé. Il voit son aventure comme un saut au
Paradis et tout le reste de sa vie ne lui suffira pour retrouver cet
univers paradisiaque ou il a connu le bonheur. Il a réussi, pour un
instant, a soulever le voile qui sépare le présent du passé mais il se
rend compt e ( danhsuenpasséeséraimpogsiblel r

Meaulnes aussi bien que Francois et Frantz se situent a
un moment charniére de leur existence : sans étre des adultes, ils ne
sont plus des enfants, et pour cette raison ils oscillent entre les deux
poles, le réve et la réaité, le présent et le passé. Les critiqgues du
roman dF Adraniner p aréve éveilté» qli crea cette
impression de nostalgie. Meaulnes regarde tout le temps vers le
passé méme | orsqu’ il retrouve Yvonne
une fin heureuse et tellement attendue. Ce passé dont il ne peut pas
ou peut-étre ne veut pas se séparer devient pour lui une obsession
qui ne laissera pas évoluer et devenir adulte. Pour Frangoise Payat,
par exemple, «Le Grand Meaulnes est un roman €écrit au passe,
restituant au lecteur un passé perdu, et marqué du signe de
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Il i rrémeédiabl e. Le senti ment du pas
hér os, avec cel ui d’"une dépossessi
nostalgie » (Payat, 1969: 83).

Conclusion

Alain-Fournier écrivait lui -méme a propos du Grand Meaulnes :

« Mon livre futur sera peut -étre un perpétuel va-et-vient du réve a

laréalite.» Le réve est pour lui | a vie he
personnages principaux, -sdpteondixqu’ ayar
huit ans, sont plus souvent vus comme des enfants que comme de

jeunes adultes. Tout au long du roman, on assiste a leur refus de

grandir. En effet, ils souhaitent tous rester dans le monde magique

de | " enfance, par conséquent | e mer\
dans le discret mouvement de balancier ou les protagonistes

passent, sans s’en rendre c-aarpte, d’
de | "enfance a |’ age adulte, ou bier
souffrance provient du fait tegu’ il s
forts, comme des adultes, alors qu’ i

Le Grand Meaulnes, mé me sl est un

| i maginaire, est également un r oma
guotidienne de jeunes gens qui ont
cherche a montrer au lecteur combien la force des réves peut étre

grande chez certains adol escent s,
également de transmettre le message selon lequel il peut étre
dangereux de ne vivre que dans |

onmrque que | > on se crée.
Ce r oman d’ amour et d’' aventur
d’” émoti on car , a sa |l ectur e, des S C

héros surgissent du fond de la mémoire. Chaque lecteur a en lui une

part du Grand Meaulnes, de Francois Seurel ou de Frantzde Galais.

Pour Christian Dédéyant, i a été éc«
soulever«l e voil e qui sépare |’ amer prés
(Dédéyant, 1967: 46).
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Memories of the Colonial Past: Re-Visiting the
Colonial Discourse

Magda Danciul

Abstract. The present paper is meant to foreground those discursive
elements that eventually constructed the concept of Otherness in a
stereotypical, judgmental manner within the context of Imperial Britain
and Euro-centredness, as they are identified in famous texts authored by
Joseph Conrad and E. M. Forster

Key words: otherness, colonialism, Orient vs. Occident, discursive
identity

The globalization processes going on today imply intercultural and

transcultural geographic and communicative flows through which

individuals become aware of how identities are crafted through

histories and pasts of differences and otherness. More than eer

befor e, memory has become cruci al a s
t o remembering and forgetting” (Zeyr
vulnerable to appropriation and manipulation and can lie dormant

for long periods, only to be reawakened all of a sudden wten

individuals and families/groups/nations construct their identities

by “storying the various random i nci
points or t heir l i ves i nto a singl
Stuart ,2002 :74) and produce a national story called tradition.

Tradition should persist in spite of the shifts and transformations a

community is subdued to, it cannot be dissolved, it relies on the

difference which cannot be erased or traded. Cultural difference and

plurality are provocative challenges to the fantasy about a stable and

continuous subject, in a world of transiency, immigration,
deterritorialization and requires a revision of the concept of

1 University of Oradea
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Otherness.

Disclosing the colonial discourse
When tackling literary texts written during colonial times or even in
the aftermath of the loss of the British Empire, one senses the
presence of the colonizedOther as symbolizing specific differences
and standing for testimony of the way in which they are ready to
reflect elements of Eurocentrism that their auth ors subliminally
favoured. The centredness and the interconnectedness of themes
and discourses, most often fictionally represent the colonised lands
in travel accounts, documents, diaries, narratives, written under
imperial licence. Western writings constr ucted the image of the
Orient and of the Oriental by stereotypes and pre3judices. They
eventually shape and somehow distort the image of the Other in the
process of representation that was imagined to finally become a tool
of power that turns on the recognition and denial of racial, cultural
and historical differences. In his seminal study, Edward W. Said
explains that it he Ori ent I's a creation
traditional knowledge of its own, an imaginary and linguistic
dimension which renders its r eality and specificity as reported to
t he West er (BdwaMoW.l Sdid, 1995: 16) The Orient-
Occident relationship represents a formula of power, domination,
complex hegemony generating a texture of myths, or lies, to endorse
the necessary discursive image about Orient, revealing theories and
practices of many generations in their attempt to offer an overall
system of comprehending the Oriental world from the position of
the European identity, regarded as superior to any non-European
cultures and peoples.

Said mentions that the perception of the Orient in the eyes of
a European can be epitomized in some facts, namely, it is a
romantic, exotic place inhabited by uncommon beings, haunted by
memories and obsessive, recurrent landscapes, fertilized by
remarkable experiences; it is adjacent to Europe, yet far enough; it
represents the richest and oldest colonies, the root of civilizations
and languages, a rivalling culture and a persistent image of the
Other. The  Oriental substantializes the image  of
(Western)European as being the opposite of his own image, ideas,
personality, experiences; this image was historically constructed
when the Western world (mostly the British) designated the East
(Asia, Egypt) geographically, morally, culturally as being
different/ opposed in terms of personality, atmosphere, mode of
production, traditions, everyday life. This canonical assessment
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showed a knowledge that expressed domination and authority, as
well as the determination to deny autonomy to Oriental countries
by governing their people belonging to a different creed, race,
discipline, conditions of life, turning them into subjects of a
dominant Western power, guided by logical thinking in
understanding the limitations of the Oriental, in finding a worthier,
stronger bond of union between the rulers and the ruled.

Gradually a canon of Oriental wisdom has developed, due to
the aforementioned collective contribution, according to which the
following national profile has been created:

accuracy is abhorrent to the Oriental mind; want of accuracy,
which easily degenerates into untruthfulness, is the main
characteristic of the Oriental mind. The mind of the Oriental

is wanting in symmetry, his reasoning is one of the most
slipshod descriptions, he is deficient in the logical faculty,
unable to draw the most obvious conclusions from any simple
premises of which he may admit the truth. His explanations
are lengthy and wanting in lucidity, he contradicts himself

many times before finishing his story, he breaks down under
the milde st process of crossexamination. (Edward W. Said,
1995: 38).

The Orientals are described as being gullible, devoid of energy and
initiative, practising flattery, intrigue, cunning, lacking kindness to

animals, they prove to be liars, lethargic, suspicious, they ignore
roads or pavements, they are seen as irrational, depraved, briefly

putting, “different” from the gener :
posited in complete opposition (rational, virtuous, mature,
“normal ). The Orientvalnadffe@ntiut assert

thoroughly organized world of his own, with its own fnational,
cultural, epistemological boundaries and principles of internal
coherenced, with its intelligibility and identity emerging from fa
complex series of knowledgeable manipulaions by which the Orient

was identified by the West.” (39). K
with terms like the Orient, the Oriental, the Oriental world, within
Orientalism, representing “a way of

and epistemological difference betweenOr i ent and Western
(14), a “manual?” for classification
governing purposes. Orientalism, originating in the British and

French enterprises and projects covering the Far East colonies, lies
inasetofideasand concepts which supply th
mentality, a geneal ogy, an at mosphe
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deal wi t h Orientals as a phenome
characteristics” (42). The Orient w a
dominant, authoritative v iew based on experiences and practices in

India, the Levant, in terms of trade with spices, colonial army and
administration; official reports or personal documents (letters,

diaries, logbooks) referred to Oriental issues such as Oriental

despotism, Biblical lands, splendour and sensuality mixing with

cruelty, particular philosophy and wisdom, later stimulating a

scholarly interest for Oriental culture, materialized in text

translations, in setting up societies and associations for Oriental

studies, in publishing periodicals to circulate the knowledge thus
accumulated. Yet,

Orientalism imposed limits upon thought about the Orient as
it was ultimately a political vision of a reality whose structure
promoted the difference between the familiar (Europe, the
West, ‘“us’) and the strange (the C

For the representatives of the British Empire, the Oriental

represented a subject race and an example of an Oriental, that is,
‘“different’ mentality, a prohitable
authority at home, as it revealed its strength in a binary opposition

to the weakness of the Orient, perceived from the dominant,

governing position. The general picture foregrounded a precise

Western rationality, peacefulness, liberalism, logic, capability of

holding real values, lack of natural suspicion as opposed to the

Arab-Or i ent als who *“were none of these
systems and their natural world of anxiety generated by generalized
suspicion and distrust, by need of vengeance nottof ee t he
destroying’ shame.” (44).

eqgoc

Discovering the Other

As one can easily acknowledge, the interest for the Orient was both

historical and geographical, as recorded in history books, travel

books, memoirs, official documents as it became part of aWestern
project “to capture it, treat it, de
it (94) . Sai d demonstrates how O
knowledge about the Orient via a large number of scholars,

translators, critics, language teachers, professors of Sanskrit

grammar, Phoenician numismatic or Arabic poetry, who promoted

a specific discourse meant to both maintain the difference and to

enabl e a transition bet ween t he t
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discoveries, philological reconstructions, psychological analyses,
sociol ogical description”. (24). Or i
dimension of the political and intellectual modern culture,
foregrounding t he guestion of t he
imperialism governs a field of study, imagination, and academic

institutions” (24) and showing how ph
bi ol ogy, political and economical th
serve the i mperialist concept about

the literati think of Orientalism as an example of interconnection

between society, history, intertextuality, as a way of linking
“ideol ogy to politics and the |l ogic
academic and cultural resource to work with in a transnational

discourse.

Colonial discourse, Homi Bhabha synopsises, is referred
to as having created a space for subject people through the
production of knowledges in terms of which surveillance is
exercised and a complex form of pleasure/unpleasure is incited
while seeking authorisation for its strategie s, by the production of
the canonical image of the coloniser and the colonized,
stereotypically and antithetically evaluated. The aim of the colonial
discourse was to construe the colonized as a population of
degenerate types on the basis of racial origin in order on the one
hand, to justify conquest, and on the other hand, to establish
systems of administration and instruction.

In his Heart of Darkness (1902), Joseph Conrad opted to
demonstrate the dynamics of the stereotypical construction of
Otherness picturing the Congolese African as a single unit, first,

Glancing down, | saw a face near my hand. The black bones

received a full length with one shoulder against the tree, and

slowly the eyelids rose and the sunken eyes looked up at me,

enormous and vacant, a kind of blind, white flicker in the

depths of the orbs, which died out slowly. The man seemed

young — almosta boy—-but you know with them
tell. I found nothing else to do but to offer him one of my good

Swede’ s s hi p’ismylpocket (Contad, 1905:1f)a d

Then the image of Otherness is grafted on the group of local people
underlying the same construction of power vs. submission
relationship:
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Six black men advanced in a file, toiling up the path. They

walked erect and slow, balancing small baskets full of earth on

their heads ( ..) Bl ack rags were r
short ends behind waggled to and fro like tails. I[Marlowe]

could see every rib, the joints of their limbs were like knots in

a rope; each had an iron colbr on his neck and all were

connected together with a chain whose bights swung between

them, rhythmically clinking. (..) th
of imagination be called enemies. They were called criminals,

and the outraged | aw ( .npoludlead ¢ 0 me
mystery from the sea. All their meagre breasts panted

together, the violently dilated nostrils quivered, the eyes

stared stonily wuphill. They passed
deathlike indifference of unhappy savages. (p.15)

The focus is geneally laid on the way in which the difference is
rendered in the contrast to the white dominant representatives
favouring the empowered party:

When near the building [of the station] | met a white man, in

such an unexpected elegance of getup that in the first moment

| took him for a sort of vision. | saw a high starched collar,

white cuffs, a light alpaca jacket, snowy trousers, a clear

necktie, and varnished boots. No hat. Hair parted, brushed,

oiled, under a green-lined parasol held in a big white hand (...)

he was the company’s chief accou
collars and got-up shirt-fronts were achievements of

character. (p.17).

The same paradigm of domination/subordination, sensible even
within the context of everydayness of relationships, within pers onal
experiences lived during British colonialism is demonstrated by
E(dward).M(organ).Forster in A Passage to India (1924) as
Hamidullah observes as being a phenomenon that operates at both
an individual and group level:

It is impossible here (to be fri ends with an Englishman).
It is possible only in England. (Forster, E.M., ,1979:.5), being an
essenti al i ssue to consider, as put
with the fellows or not friends? Let us shut them out and be jolly.
Queen Victoria and Mrs Bannister were the only exceptions, and

they re dead!” (7).
There is a specific way of representing the natives: it
requires certain strategies, as men:
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International society for the Suppression of Savage Customs:

We whites, from the point of development we had arrived at,

must necessarily appear to them [savages] in the nature of
supernatural beings — we approach them with the might of a

dei ty (..) By the simple exercise
power for good practically unbounded, etc, etc.( Conrad,
1995:p.50)

It is also the way British domination constructs the formula of
power and hegemony within the consciousness of its
representatives:

For Miss Quested, the true India slid by unnoticed. Colour

would remain — the pageant of birds in the early morning,

brown bodies, white turbans, idols, whose flesh was scarlet or

blue- ( ..)) She would see I ndia al ways
spirit.(Forster, E.M., 1979: 38)

Foster renders colonial mentality and atmosphere within a
dialogical process, the characters being carriers of traditional,
almost stereotypical beliefs of both Orient/Occident regarding the
representation of alterity:

“Mrs Moor e: I don’t think I und
In only know whether I like or dislik e them.
Aziz: Then you are an Oriental?”

or t he justification of t he c
supremacy of the white race against the different others:

“We are accustomed to | ook wupon
conquer ed Cooradsl®98:133). (

Concluding on colonial identities

There wasan initial option to select several examples found in texts
belonging to different periods of colonial dominations and from
different British colonies in order to demonstrate and validate the
stereotypical construction of Otherness based on the theoretical
framework which became so well-known due to the contribution of
Said and Bhabba. The presence of the white people in these ex
centric and mysterious parts of the world (Congo, respectively,
India) is explained by t heir desire to explore romantic, exotic places
inhabited by uncommon beings, as stated in the corpus of
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knowledge about the Orient, that is, to explore the dark parts of the
unknown world,
“I The col oni st | has t o Il i ve
incomprehensible, which is so detestable(Conrad, 1995: 6), when
The bl ank spaces of Africa became sp
The English colonists and visitors are also urged to see
how epitomes of an already accepted image of the coloniser and the
colonized get materialized as a result of a serious endeavour to
stereotypically and antithetically evaluate this difference in most
documents recording the perception of the west. Thus for them
India becomes the embodiment of the Oriental space with its real
and imaginary features, tattooed in the collective memory of the
newcomers to the country, mostly geographically speaking,
“Chandrapore appears to be a totall
gardens. It is no city, but a forest sparsely scattered with huts. It is
a tropical pl easance, washed by a nobl e |
1979:3).
By questioning their own identity and outlook, creatively
stimulated by the discovery of alien cultures, both Joseph Conrad
and E. M. Forster, among other post-war writers, explored the
findin gs and experiences of their forerunners in terms of difference
and otherness. They work with the concept of cultural identity as
the interface of cultural performances that should lead to the
acknowledgement of cultural difference in a process of permanent
negotiation between the margin and the centre, the colonizer and
the colonized — a contrast that slightly disappeared within the
recent times of postmodernism and globalization.
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Self-exile as the Failure of a Utopian Quest

Sonia Vass!
Abstract: The foll owing paper di scusses Dar
AOmar the blindd, witnessingcollagsieg | rani a

in front of the laws of the Islamic fundamen talism. Inside the borders of
his homeland, Omar is a victim of the theocratic interdictions. Outside
his country he becomes his own enemy. The novel tells a story about
unfaithful love, about Heaven and Hell, about light and darkness, and
the futile quest of orphaned souls.

Key words: Zeca, exile, Zoroastrianism, Islam, adultery

Foll owing her first novel s, “The Fi
,l storia romantata a unui Safari” an
Demoni i vantul ui”, “Omar the Blind”
the last piece of thesecc al | ed “ Ori ent alelaZeca | ogy”

has been planning to write for a period of over ten years?

Engaging in thorough research, as seen in the preface of
the novel, the author permeated the interstices of the Iranian
culture and religion, attempting to reconstitute the transitory
period of the Muslim community from the oppressive regime of
Mohammad Reza to the pasdar s of the Islamic Revolution.

During one of her interviews, while talking about her
published travel journal, “Ten Days
stated that she had wanted to meet and interview the controversial
president of Iran, Mahmoud Ahmadinejad. Her stubborn and
perseverant attempt resul ted i n t h

1 “Petru Maior” UNMuvwvesity of TA&argu

2 The English translation of the titles of the novels appears on the program of
the’New Literature From Europe Festival .
the event that took place in New-York, in November 2013:
http://www.acfny.org/event/cab -chats/, accessed at 18.05.2015, 20:35
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allowing her to visit the temple of Zarathustra, the former imperial
capital and even use Facbook in Iran (which is prohibited by law).
The author faced herself with the need to choose between the
journalistic urge to expose the violent consequences of the Islamic
fundamentalism, and the opportunity to explore the mystical
depths of Iran with its assemblage of mosques, palaces and temples,
inaccessible to the eyes of most Europeans.
Omar, the protagonist of the novel, is a character whose
family endured the atrocious persecutions of the Islamic
Revolution. As a witness to the clash of two gods, tte Prophet and
Ahura Mazda, Omar pursued the utopia of self-exile, choosing to
|l ive in a European country that didn
him.
Born in Yazd, in the very crucible of the Zoroastrian cult,
Omar witnessed his father and grandfather collapsing in front of the
laws of the Islamic fundamentalism. When they decided to flee their
homet own and take up the | ife of m
mother refused to leave and died in anguish, under the pressure of
the unexpected c sdunggak buried againsthert h e r ’
will, in the moist grounds of Teheran, represented the outset for
Omar’ s resentf ul pl ea against a tire
When his grandfather died, his last wish was to be buried
in Yazd, respecting the old rite of Zarathustra, a forbidden practice
after the Islamic Revolution. According to tradition, the Zoroastrian
funer al had to take place in the To
“ avide tower with a platform open to the sky on top of a hill where
Zoroastrians broughtcorpsesf or vul tures to devour.
cleaned, the corpse is set in front of the sun and the birds eventually
come in. The bones of the dead were put in a weHlike depth in
center of the tower, which was called astoudan. 3"
Caught by the Shiite guardswh i | e carrying gr an

body to the towers, Omar’'s father wa
his beloved carpet factory in Tabriz.
Gradually Omar’s birth country

of terror, a world of the whispered silence, censored by the
theocratic interdictions of the Islam. After the institution of the

ayatollah , the children of the remaining Zartosht were banned to
drink from the same fountain as the Muslim ones. The bakery of a
Turk was replaced over night with a yarn storehouse, since his

3 “"Tower of Silence”, htt ps:tebaryttowerbof-ueart . wo
silence/, accessed at 18.05.2015, 22:15
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113 ”

i nnocent bread faces”, -ddicdesat ed wi
the local children, were against the teachings of the Koran.

Omar’'s father was all owed to r a8
his son married Ghazal, the daughter of a Shiitepasdar ( “ of f i cer o
Isl am”) . Frustrated over a few years
exiles himself to an EastEuropean country, being practically
“adopted” by Godun, a | ocal owner,

business partner.
Omar represents the typology of the unadaptable,
contradictory, character. Named by his mother after Omar
Khayyam, the great Persian poet whose legacy outlived the turmoil
of time, he was destined for greater achievements. Yet he was
awarded several insulting nicknames throughout the novel, like
Homer, The Terrorist, The Circumcised, Bin Laden or Omar Kalif.
Being a refrigerator engineer by profession, he despises the harsh
winters in Europe and yearns for the dry fire of the desert. Stuck in
this new country that resembrhtes Neve
his family or to move on. He’ s const
correlative to heal his consuming ho
longing for only exists in his memories. In the shallow European
land, the haste of modernity reduces everything to ephemeral bits
of plastic and thread.
The occasional dissolution of real into fictional is
interceded by Eleonor, the charcoal cat, with sparkling honey and
saffron eyes. She represents the mediator who ensures the safe
passage between parallel worlds.Trapped in the attic like a pharaoh
in his tomb, Omar imagines ways of altering the path of time. With
Eleonor as a guide, he repeatedly jumps in an out of the frames that
encl ose Godun’s replicas of famous p
symbolically dismant |l e one of Paol o TWeer ones
Family of Darius before Al exander?”.
Alexander the Great, who conquers the Persian Empire, ruled by
Darius. The mother, wife and children of Darius kneel in front of
Alexander,pleadi ng for mercy. Omar’s and E
the grave scene into the burlesque setting of a commercial, shot with
background actors. Everything is fake, the setting is a painted
poster, and the clothes are too tight to fit Omar for the role of
Alexander.
The Veterinarian, the Amazon horsewoman, represents
the European correspondent of Ghazal. Independent and strong-
headed, both of them embody a type of ethereal woman that you can
neither catch, nor lose. As the owner of an equestrian club, the
86



image of her, riding an obsidian stallion, symbolizes the erotic
frenzy that Omar experiences along her side.

His decision to take riding lessons reveals his weak
character and emphasizes his inabildi
the life of another being. Steering a horse outside the paddock, in
the open field, proves his unrestrained desire to escape, but
confronted with a sudden feeling of liberty and disregarding its
rider, the tamed horse always chooses to run back to its protective,
safe shelter.

Omar is stuck in the midst of an identity conflict. His self -
image is unclearly represented: he is both an exiled man and a lost
wanderer, he is not Arab, but Persian and he is aZartosht, and not
a Muslim:

maybe the only goal of his wanderings here, on anew land,
was realizing that the world washn
unendingly, j ust i ke i n Godun' s
rewritten, reinvented and, sometimes, re-created.(Zeca 190)*

Thus, Omar’s fascination with the Pe
an ivy labyrinth that looks like a welcoming, green gulf. This
artificial paradise reenacts the exhilarant beauty of the ancient,
mystical P e r THe image aj alusk garden is‘one that is
deeply rooted in both the religious and cultural heritage of the
Persian design. In a region of the world where water is a precious
commodity, it is perhaps not surprising that the garden, with an
abundance of flora and fauna, is the Muslim symbol of
paradise.” Ommadis 62anctuary draws th
and enigmatic path of his life in the shape of a maze, but centered
around a spiraling ladder. Without ever knowing whether escaping
the interconnected passages represents an achievable purpose, he
can climb up that ladder, pausing for a breath while watching
everything from above, and return to complete the essential task of
his existence: the crossing of the finish line.
In spite of the fact that the novel bears the name of the
main character, the captivating Ghazal is the true heroine of the
book. Left to raise their son alone, she sacrificed eleven years of her
life waiting for her husband to return. As a lawyer, she advocated
for the human rights, defending abused children and women,

4  All the excerpts from the novel, cited in the article, are translated by the
article’s author
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eventually rediscovering love by the side of a Frenchlranian
journali st. The ending of the novel inverts the two love stories:
Ghazal is lapidated for adultery and Omar, having lost his eyesight,
is doomed to perish alone and forgotten amongst strangers.

The symbol of the flying carpet

It is widely known that each Persian rug is considered an individual,

unique work of art. Every carpet encloses an untold story, deeply

embedded in its stylized motifs. Among the floral models that

embellish their surface, one of the distinctive patterns created by

the weavers of Tabriz is that of the tree of life. As the oldest, pre-

Christian, both mythological and religious symbol, it constantly
reminds the rug’ s owner about the re

The trees grow from the base of the rug, starting just within its

borders and continuing to fill the entire field. The leafy

branches are spread and dotted with flowers and birds. Often

there will be a stream or pool at the foot of the tree and,

per haps, a few small a nreemflife s . ( ...)
as the connecting link between the human and heavenly

worlds are found in diverse cultures throughout Europe and

Asia. In Islam it symbolizes the bridge between paradise, the

world of men and the world above. (Amadi 63)

After becoming a bazari (i . e. mer chant) iher Tabri
told his son that “heaven 1is a car pe
as ash, soft as the |l int of wool . " (

carpets better than anyone, named them and classified them

according to their purpose: for night, for eating, for prayer, for

loneliness or fellowship. He thought of them as windows to other

worlds. When his father sold one of his dearest carpets disregarding
Omar’'s entreaties, his grandf-at her
thread rug, depicting a nocturne filigree of an enigmatic celestial

body, trapped in the cobweb of a st a
the Night"”.

The novel’'s author mentions the
ancient Zoroastrian cult, known as
l'ight”: at tHe€E€hriftiendraZoroasirgnisonfclairned
the worship of the Vedic solar deity, Mithra, celebrating the triumph
of light over darkness (Zeca 101 1) . Thus t he fabri

envelops the essential and powerful alliance between light (depicted
by the sun) and Ahura Mazda, the supreme divinity of the
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Zoroastrians, symbolized by the sky.
Permanently displayed on the floorings of his homes, the

car pet becomes an indispensabl e ass
water or sleep. The magical rug seems to reenact a sy from the
“Tal es of 1,001 Nights”, as its own
crimson sky of tomorrow’”s dawn. The
the power of wisdom to Omar, who resembles King Solomon of
| srael , from the Jewi s hntf”o:l k“tVeH een “ &

appointed Solomon king over every created thing, He gave him a

large carpet sixty miles long and sixty miles wide, made of green silk

interwoven with pure gold, and ornamented with figured

decorations. Surrounded by his four princes, Asaph Berechiah,

prince of men, Ramirat, prince of the demons, a lion, prince of

beasts, and an eagle, prince of birds, when Solomon sat upon the

carpet he was caught up by the wind, and sailed through the air so

quickly that he breakfasted at Damascus and supped n Me5di a. ”
The carpet is endowed with a premonitory function

throughout the novel. After having fled to the East European

country, Omar left his magical carpet sink into oblivion, storing it

rolled up in a corner of his attic, concealed from the eyes ofothers.

The color of the sun painted on the fabric is purple, thus signaling

t he fading o f t he Il i ght and fores

blindness. He unwrapped it one last time to use it as azaronim ¢ |

not long before permanently losing his eyesight, only to find out that

he had forgotten the essence of his faith: the language of prayers.
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Un mythe antique rajeuni: «| 6 Or p>hd@elean
COCTEAU

Constanlt a Nit

Abstract : Dans son «Orphée», Jean COCTEAU (18891 1963 ) sbest
empar ® du myt he orphique en faisant
pouvoir magi que desesthéemas préféggés.car lé ndythardu
| ®gendaire Orph®e, ce h®ros tragigque de
inscrit en majuscul es au ctur m°me de
comme un théme préférentiel qui méne au drame du poeéte, du créateur.
Léauteur en v o uldmythe dmdramaturfiea-ipoete écorché

vif & . Cependant , | 6i nt ®gration des struc
myt hes dans | a mentalit® moderne rel Ve
sans se souci er d draitanhsans lsalepnitéesemless, en |

désacralisant a bon escient.

Key-words : mythe orphique, théatralité, jeu de sur-illusion,
didascalies, lecture productive, voyage initiatique , orphisme, hybris,
désacralisation , anachronismes.

Du mythe antique au mythe moderne

Jean Cocteau semble étre, a cote d’
mode, sinon d’une tendance-ed&les | e t
mode ou tendance que Jean Giraudoux et Jean Anouilh, de méme

gue les «existentialistes » Jean- Paul Sartre et Albert Camus ont
particulierement illustrée : le retour aux mythes antiques et aux

Iégendes médiévales en tant que sources inépuisables de themes et

de situations dramatiques et, non en dernier lieu, de poésie. A

prendre Mircea Eliade pour guide dans les vastes territoires du

mythe, on apprend que celui-ci est une réalité culturelle
extrémement complexe, qui remonte a une Antiquité prehistorique

lointaine, « in illo tempore », sel on | " expression con
savant d’ or i gi h eaconteo une aistoire .sacrée,
1 Université d’' Oradea
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exemplaire, qui relate un événement qui a eu lieu dans le temps
primordial, | e temps fabul eux des <co
les mythes décrivent les divers et parfois dramatiques irruptions du
sacré/du surnaturel/dans le Monde »(M.Eliad €,1975:14—- 15). Le
recours de bon nombre d’écrivains m
légendes antiques représente une quéte duc< temps paradisiaque
perdu» (dans | acception freudienne)

se confond avec |’ éternite.
A partir des mythes de la révolte et de la liberté (tel le
Promét hée gidien), jusqu’ aux myt hes

et narcissique, et en passant par la légende biblique et chrétienne

pour aboutir aux mythes contemporai
Huis clos, le mystérieux Godot de Samuel Becket ou leRhinocéros

de lonesco, le mythe, en tant que«modeéle exemplaire de toutes les

activités humaines significatives»(M. Eliade,1975 : 16) a fourni une

matiere thématique inépuisable a la scéne francaise. Chez les

auteu r s d e -ddux-grerrest mythe et poésie se confondent,

car | a poésie s’ apparente étroiteme
gu’a | a religi on,leurdacinésguisgent dadsnee q u e
méme source et que la méme séve les unit» (T. Vianu, 19717/ n.

trad. ) . Cependant | intégration de ¢
l a mentalité moderne releéeve d’  une Vv
rajeunir | es mythes, sans se soucier
sans solennité et en les désacralisant a bon escient

En tant que poet e, Jean Cocteau

art n"aboutit a un enrichissement q
inépuisables que sont les mythes qui viennent du fond des ages.

S'"identifiant tantodét au mal heureux c
l a piéce homonyme) , t ahd dachinéa | * i n
infernale ) ou au trés pur Galaad ( Les Chevaliers de la Table

Ronde) Jean Cocteau s’'est empar é du

del 6 or phiesmet ant que pouvoir magique
themes préférés. Car le mythe du légendaire Orphée, ce poéete

civilisateur dont le chant mouvait les pierres et domptait les

animaux, cet initiateur des mysteres et fondateur de religion, ce

héros tragique de | > amour plus fort
des secr et s didelapow luhairashertsenrEtrydice, a u
s'inscrit en majuscules au cour mém
Cocteau comme un théme préférentiel, tissant un réseau des fils qui

menent au drame du poéte, du créateur. De surcroit,ce «déniaiseur

des mythes» que fut Cocteau voulut faire de sonOrphée « le mythe

du poéte-dramaturge écorchévif» , comme il | ' avoue d:
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adressée a Pitoéff (comédien et directeur de théatre), lettre datant

de 1926, quand la piéce passa la raipe. Cette lettre est devenue, par

la suite, la Dédicacemi se en vedett e, une sort
accompagnant le texte dramatique publié en 1927.

Vers une esthétique théitrale

Mais avec sonOrphée Cocteau voulut aussi« se trouver de plein-

pied avec ke mystére» ( J. Cocteau, 1965 10 ) , d’  ou Il a pr
de la mise en scéne un cheval qui dicte en frappant du sabot —

comme en pleine séance de spiritisme— des phr ases g u e
comprend mal mais que le poete Orphée recueille avec religiosité,

en les mettant dans sespoemes un vitrier ( | " ange
est suspendu en | "air, sans rien quli
en | évitation, tout en incitant I e

poete, Eurydice ;des personnages étranges, tels la Mort — sous les
apparences d’une femme du monde hat
mo d e, doubl ée d’' umrtesesailes pénétrgnt a n n e

Il intérieur des miroirs qui devienne
une téte humaine ( celle du poéte décapité par lesBaccantes ) qui

vole a travers le plateau et se met a chercher son corps et

finalement, | 6 enl demémt mai son d’ Orphée au

qgu’ il prononce son action de graces
A ce co6té illusionniste et jong

des didascaliesconcernant le décor qui est censé étre «itile », ou

«l' e moindre détail joue son roéle con

d’ acr oob@et dsor doit «épouser les personnages et les

éeévénements d’une mani ére aussi nai v e

toile peinte se mélangent sur le camaieu des cartegortraits » (J.
Cocteau, 1965:17) Selon les mémes didascalies, dans le salon
d’ Or p hn&me les «objets familiers ont un air suspect», cerné

qgu’ il est par des forces emgaainér i eus e
de«déchirer un rideau de» (In€ueteag,r e par
1965: 61 ) . Ce sont aut ant d’ él ément s
« de plein- pied avec le mystére» dont | > organi sateur

dramaturge-magicien. « Puisque ces mystéres wous dépassent,
feignons d’ en éx— disaitlla pbrasg fgorans ent e u r
frontispice a |’ une de ses premiéeres

Les Mariés de la Tour Eiffel. Son génie protéifor me
gue le poete se trouve enunesorted ent ent e et de comp
Di eu. Et ¢’ est imiratio D& » gue notteeauteued t e  «
pris tous |l es risques afin de reno
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dramatiques en leur enchassant toutes sortes de conventions
techniques, d 'sifs,r depuik ilac reagie verbagter des
didascalies, jusqu'a |’ immixtion du
musique ou de la farce. Ainsi, des créations commeParade,LeB 1 u f
sur le toit ou LesMariés dela Tour Eiffel illustrent -ils cette formule
scénique inédite qui combine la féerie, la danse, la pantomime,
| " acrobatie et | > orchestre dans | e
d’" expériences g ui poésié elastigee»t et qlie | a :
s'inscrivent s théatsetdtae» sd agnnse lda utnr a«d i t i
Alfred Jarry ou d’un Apollinaire, tout
Artaud ou d’un Il onesco. Ces rechercl
grace au moment d’ effervescence sur i
mai s font pressentir une constante
dans les pieces inspirées des mythes antiques.

Parmi les stratégies dramatiques, «la théatralité »,
dérivée de la formule spéculaire «théatre dans le théatre » nous
retient particuli el é@e detCodeavualansent i on
son Prologue, un acteur charge duréle dd6 Or pehw®eer t it d’ emb|

spectateur sur«l " i | | us i o guiva segrodugeuwevant nos
yeux. |l nous dit ex abrupto que«ce pr ol ogue n’ est pa:
gui sera sur pmiBEnsodant pour le mament derlae

peau du personnage, cet acteur prend des libertés par rapport au

texte et a son auteur, en vertu de la grande liberté que lui permet

Il il lusion scénique. dl httewmdte mameéi
exprimer ses sentiments», de participer au spectacle par son

silence, en ménageant de la sorte les acteurs qui ouent leurs roles

sans filet de secours» , comme s’'ils étaient de s
trapézistes. Ainsi, de par-tilde theéeat

cette maniére ostentatoire dans le spectack, en le démasquant, en

| a démyst i fiilsadn, aea nomdealavie, dg sa'vie et de

celle de ses camardes, ca le moindre bruit intempestif risque de

nous faire tuer, mes camarades et moi» (Cocteau, 1965:19). Mais

Anne Ubersfeld (1981:179) no u s avertit qgu’ i | s’
« ostentation ambigué », car ce qui est montre/exhibé est-ce «le

moi» heéroique et dépouill é& de | " art
«monstres sacrés» (de | a C@médie Fr a

Procédé tres fréquent sur la scéne moderne,
lax théatralité », cette« sortie de la peau du personnage» afin de
jouer « cartes sur table»(apud John Gassner) délivre et émancipe
| " acteur de sous |l a tutelle du per s
| " auteur , en pr-arduil swlsranit ’ aurnbicdoeurgqui
depuis toujours,«tout en permettant au personnage, redevenu
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acteur, de se situer délibérémentend e hor s de | > univers
qgu’ il démasque et déMancaC&pusan,[fic
1980 :35/n. trad.) En le mettant & profit dans son Orphée, Cocteau,
cet «enfantterrible » du théatre francai s, a eu
peut signifier pour la scene— en tant que lieu privilégié de la fiction
— « ce procédé apparemment marginal et trop longtemps occulté,
grace a ses virtualités symboliques, voire méme philosophiques»
(P. Pavis, 1987:396). Car la thééatralité, (dans un sens différent de
celui que Roland Barthes lui accorde) ouvre la représentation vers
le public par une construction « en bordure »  ( ea-digedetchamp

de | > cceuvre 'y esun chagsis»aqlircérresgoach&d  «

|l "interpellation ouverte du destinat
| e processus de | a reception, en
directement » ( apud Maap ws &/ro3dmot@ad)

Ajoutons a tout <ceci gue ce pro
«miner» | a fiction scénigue par- une p
i r on ilglissqdahsice méme prologue «La tragédie dont il nous
a confié |l es roéles est d’'une marche

tuer les acteurs durant chaque représentation) ; cependant, ils ont
assume le risque de <ouer trés haut et sans filet de secours »( J.
Cocteau,1965: 19 ) . Mai s en minant | a fict.i
s’ I mp o snEmeauned certaine distance visa-vis de son texte, et
cette distance voulue témoigne de |’
au spectateur une certaine liberté, ¢ e-&dire la conscience que

celui-c i est a mé me de recréer I 7 uni
truchement de sa «lecture créatrice» qu’ i | effectue
spectacl e. (I s’agitmyltdhe deded 1l albotli

démiurge » qui présente aux lecteurs despersonnages «déja faits »,
antérieurs au texte. Or Cocteau voulut présenter, par contre, des

personnage libres, qui se créent euxmé me s a i nt éri e
spectacle. Cependant, il faut remargqq
rapport au personnage et celuici p ar rapport a | au:
gu’ apparente. Ainsi, a la fin de | a
orbite la triade acteur — personnage — auteur est-il rétabli jusqu'a

|l eur i1 dentification. Car <c’ est toujc

| ' a u tnene » et &bolit de nouveau, de par sa présence insolite a
Il intérieur de | aopijece| vinterbogéed las sd g

par | e commi ssaire qui enquéte | e me
ci (détachée se son corps ) décl ar exCodeaupp el er
prénom :Jean, étre ne a« Maison Laffite et habiter » 1 0 , rue d’

Anjou »(Cocteau, 1965:113-114).

Il est a remarquer encore une certaine ambiguité
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gu’ i mpose Cocteau dans ses rapports
la fiction vers le public, il tient quand méme son public «a distance»
tout au long de la représentation, en réduisant implicitement le réle

du spectateur, car il I ui i nterdit ¢
pendant le spectacle: «xJ e vous demander ai donc d
pour vous exprimer si notre travail vous mécontente ».Une telle

tentative est i nauthentiqgue de nos

hommes de théatre vise notamment la recherche des formes les plus

variées en vue de réaliser le contact direct entre la scéne et le puiz.
Cependant , a | époque de Cocteau, t
distance entre les acteurs et les spectateurs ( par exemple faire

passer les personnages dans la salle) semblait encore contredire la

nature méme de la représentation théatrale. Voila pourquoi

[ > i mmi xtion du public dans | e spec

theatralité, pourrait passer pour ir

en illusionniste, a eu | e courage

justement dans la VI-e scéne, celle qui actualise lgprésence dans

| "espace scénique de |l a Mort personn

de sescaides» s’ adresse au public en dyna

mysteére méme qu’il :instaure sur | a s
Azraél : « Mesdames, Messieurs, la Mort me charge de

demander a | ' a s ispedtatenr Gezait assez aimable pour

lui préter une montre? Merci, Monsieur.(Cocteau, 1965 :62). On y

assiste a un véritable «jeu de sur-illusion » di a la méme
théatralité, j eu qui s’ @p’piuli e e g to
impossibl e de scinder | a vidl)auaXXle art »(
siécle surtout.

La pratique symbolique
Ce serait un mode d’' appr doOg mpamRiel at é
Cocteau d’ un poi nt de Vue excl usi v
spectacle, et de négligerson c6té symbolique, a savoirl 6 u nidev er s
signesque cette piéece actwualise. Bi en
symboles, on ne saurait occulter la charge symbolique de certains
objets et personnages qui deviennent hautement significatifs dans
letexte,par | eur poéticité, comme mét aphc
raison de plus que d’' anal ysdextece t e X
poétique, en vue de saisir sa productivi
« lecture productive » dont parle Roland Barthes («S / Z»,
1978:10 -1 1) et qgui exige une Vvéritahbl
poétique.

C" est g u e-drama&turgep obége eses lecteurs
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spectateurs a prendre | eurs responsa

l eur intelligence dans | 'ir@eGdogesde cet
Poulet (La Distance intérieure ) , un texte n’'a de si
méme d’ exi stence que si l' e |l ecteur p

Vu que n’importe quel texte moderne
lecture, la critique moderne cautionne que la matiére signifiante du
texte littéraire doit &tre soumise a un travail transformateur autant

par le poéte que par le lecteur. « S’ i | est difficile d’
n'" admet pas de mauvaise |l ecture. 1
rejeter. Ceserad ai | | eurs | >un des traits <co

véritablement moderne »( Livius Ciocérlie, 1979:162 / n. trad.)
Ainsi, les vitres de Heurtebise, de par leur transparence, renvoient
elles a Pazur mallarméen qui signifiait, pour le poéte de
LOH®ade,d i e xi st e nmailleugselllds suggbrent que

|l e mondededlea | €xiust e, qu’ il peut s’ en
travers | a transparence des Vvitres,
au contact humai n. Or jitlieréde censtateri nvi t é

la mort de son épouse en regardant a travers <«ses vitres» :

Heurtebise : « Regardez a travers mes vitred »

Orphée : « Elle est assise. Elle dort.»

Heurtebise:«E|l | e es®»™ morte..
Orphée:«C’ e st i np o(lt drappbd @ux vitres :
« Eurydice ! Ma chérie ! Réponds-moi ! (En revenant de sa
chambre) : « Ou estelle ? Je viens de la voir, assise, prés du
lit. La chambre est vide. Eurydice !! »

Heurtebise :« Vous avez cru la voir. Eurydice habite chez la
Mort.» (J. Cocteau, 1965: 67 — 68).

Dans la poésie mallarméenne, la vitre perd par la suite sa
transpar edadie,sa forctos tmédiatrice, et devient

miroir. A travers | e miroi-delandsewizur du
plus, car |l a vitre, devenu eremoir, s
opaque. «Le fond noir du miroir suggere peut-étre la partie
inconsciente du psychi s me, devenue
transcendent »( L. Ciocarlie, 1979: 164 ) En tant que surface
réfléchissante, «I e miroir est | e support
extté mement riche dans | ordre de | a c
qgu’ il etait | e symbol e mé me du Sy

privilégié de la philosophie et de la mystique inspires du
néoplatonisme » (Chevalier, J. & Gheerbrant, A., 1989:638). Mais
chez Cockau, cet objet autrement dur, opaque, devient perméable,
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favorisant |’ acces, | e voyage initi a
ténebres. C’ est que, de par | eur r1éf
portes d’acces a | a connai stsdance p

réflexion, le miroir acquiert une fonction essentiellement orphique,
cognitive, mai s dans | ' espace dr ama
aussi une fonction métonymique. De méme que la vitre a besoin

d’un fond noir pour r efldpédedrphée,l ei nemn
lui, a besoin de cette descente dans la nuit de la Mort pour lui

arracher son rayon de lumiére, son épouse sacrée, la Parole

poétique. Tout comme pour Gérard de Nerval, cette descente aux
enfers s’ avere étr e uéneate@lpcongliiomne f at a
méme du poete. Elle converge vers la découverte du pouvoir
métaphysique de la parole poétique, de cette parole sacrée qui ne se
dévoile qu’”aux initiés

Orphée : « Ce cheval entre dansma nuit et il en sort comme

un plongeur. llenapport e des phrases(...)
comme on écoute la mer dans un coquillage». De méme:

Orphée : « Colle ton oreille contre cette phrase, écoute le

mystére: «Madame Eurydice revh»€ndra de
n"est pas une phrase. dEféwesune un p o ¢
fleur du fond de la mort ».( Cocteau, 1965 27 — 28 )

Cette métaphore renvoie au poéte desFleurs du Mal. Mais si

| "aventure orphique baudel airienne s
Enfer intérieur, de par un « complexe narcissique» décelable, a

titre d’ exleontpd netla ntkr: «sTu te plais a plonger
auseindetonimage» ) , Or phée de Cocteau se pl
de Mallarmé qui traduisait son orphisme par une « quéte
consciente» des aventures lucides. Et Clément Borgal atort de

qualifier « toute la piece comme une méditation sur la mort »

(Cocteau: Dieu, la mort, la poésie, 1968:83 ). Nous croyons, par

contre, que la piece de Cocteau se veut une méditation sur

Il " orphi sme, sur cette quéteérittragi qu
poétique au-d el a des <contingences dda mond:
méme qui nous conduit vers cette assertion quand il nous avertit,

dans la Dédicace, qu’ il e n levnythel du poetd éadrchée  «

vif » . Et son Orphée | e c odref éhomen, l or s
avouant tragiquement : « Je découvre un monde. Je tourne ma

peau. Je tr axqqupe?) Queicatte quéte woit passer
obligatoirement par le royaume de la Mort », comme par un
Purgatoire nécessaire, c’' est une e
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obligatoirement « étre mort » pour ce monde, afin de renaitre dans
le royaume des ldées.

Mais cette mort symbolique que lui offre le miroir , en
tant que « porte par laquelle la Mort va et vient » peut acquérir aussi

une autre connotation. De mémequeleve auquel ell e s’ .
cette quéte entraine a une évasion, a un plongement dans son moi

intérieur, dans sa propre peur-de-mo r t qgu’ i | exorcise.
d’ Orphée a travers | e miroizanese qui v au
du subconscient, de ce «<no ma n ' s » lingénedr. Mais Cocteau

s'"est servi du symbole du miroir gra
mémequel 6 @@aaud aquel | e lemirois eshymeppmesenaet e ,

i nqui étante qui donne |’ i mpression

Genette (1966:23 —-24) dit qu’ letheme dgle fuittr e «

métaphysique / qui est précisément/ une fuite verticale, la fuite en

profondeur » . C’ e sld suripaae equatique la plus innocente

recouvre un abime: transparente , elle le laisse voir,opaque, elle le

suger e, d’ autant plus dalgaucwne qu’ el
[

l a hantise de cet inconnu est s f ol
seuil miracul eux, a-ddapafinddepassérdass port e
cet autre monde qui e stellenedétranges a d’' a
gu’' el l es se confondent avec cell es ¢

apparente, mais une mort nécessaire que le Poete doit affronter.

Le sondage intérieur du subconscient équivaut a un
accomplissement total du destin poétique. Le voyage initiatique
d" Orphée, a |l a suite duquel peut- sort
de-mort », équivaut a une connaissance de seméme et, par-dela
cette « co-naissance» ( comme la nommait Paul Claudel), a une

victoire sur | a mor t -daeatdonsiurévéeld e mon
| " essers@e cr éation. L’ ceuvre poétique
| " accompl i ssement tot al de cette qu
engagé son destin. Dduéte tladiggeud 'synd e m

essence a traversé toute la créatiorde Cocteau, depuis la piece de
1927, jusqu'a la «quéte du Graal» (des Chevaliers de la Table

Ronde) , qui n’ est gu’  un autre synonym
familier, Cocteau Il " a envisageée au
cinématographiques, telles L 6 Or pde @®1 ( Paris) etLe

Test ament ,(#960OVMopdtd e
Pour accéder dans le monde de la connaissance, dans la
nuit de la conscience Orphée : « Il me reste la nuit. Et pasla nuit
des autres.Ma nuit »), dans cette mort apparente que le poéte doit
néces ai rement affronter et que son c©eu\
le poéte met des gants protecteurs.
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Heurtebise : « Avec ses gants / de la Mort / vous

traversez |l es mireoe(ps7tpmBGeesdste fueml
précautions pour s’ etatawkerie tethpsnres un v
| " espace éternels dont | es di mensi or
celles terrestres, car «une heure» d a n slelaléguavaut a «une

minute » t errestre. Hypérion, | e héros 1
sa maniére cette aventure ¢ phi que l or squ’ il s’ e

Démiurge, bien que son voyage elt un but inverse car, éternel, il
voulut accéder a la condition terrestre. Lors du voyage initiatique de
son héros, le poéte roumain constate luraussi de pareilles
modifications spatio - temporelles : « Hypérion partit. Au ciel, / Ses
ailes grandissaient / Et des distances éternelles / Au méme instant
passai»émttad.)

Avant de connaitre |l a nuit des
illuminé, Orphée était un étre angoissé de par sa condition terrestre,
un aveugle las de son enfer terrestre.

Orphée : « Ma vie commencgait a se faisander, a étre a
point, a puer la réussite et la mort. Je mettais le soleil et la lune dans
lemémesac» (p. 26). C’ est que | e pl omb de
lourd a supporteretque«l a terre, apreés twut, n’
pour reprendre les paroles de Cégeste, dans la derniere séquence du
film Le Testamentd 6 Or {dl196De

«l nstrument de » [(J.Chdvdllarm& nat i on
A.Gheerbrant, 1989:635) symbole de la sagesse et de la
connaissance, le miroir devient chez Cocteau une métaphore

textuell e prolifigqgue dont | "auteur
méme a des trucs, a titre d’'exempl e,
secrets:

Orphée : «Je ne peux la lire, la lettre est écrite a
Il " enlwer s

Heurtebise: «xC’ est un moyen de dégui
Lisez dans la glace ( p.92). Par | a suite, | a
permet plus | " acces du poete dans | e

Orphée : « Laglace estdure.Ellem’ a | u !l »aC’'leesttt r e
gu’ el | e raldbares »unelsecorde fois avec le poete, car la

connaissance orphique est une épreuve personnelle unique qui
occulte tout acte de création, qui ne concerne que les élus et ne

permet pas de trahison (de la lo i des ténebres). De |
antique et médiévale qui congoit la mort «personnifiée par

Thanatos, |l e fils de | a nuit et | e f
faux et accompagne ahgeude degpéjaunes ai | é,
garcons (I "un nédilanhc)’,adtue serpent ou
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psychopompe (cheval, chien) (cf.J. Chevalier & A.Gheerbrant : 651),

J. Cocteau a retenu plus d«legénide ses
ailé »-qui devient L & A nldeartebise, le cheval (en tant que

«meédium spiritis te ») et les deux «aides(ayant des noms a
résonance ésotérique:Azraél et Raphaél).

L’exégese critique est d’avis q
tout | e mécani s me symbol i que de (.
assertion ne parailt paslequdlemgaifant e s
poétigue de |l 6angeaverse d’ une maniere o0b:¢
création, depuis le poemeL 6 Ange Hj us ¢ @danake
( recueil de dessins et de proses soumis a la dérive onirique), et
depuis Le Cap de la Bonne Espérancej u s q Discaurs du grand
sommeil. La mythologie chrétienne a consacré les anges en tant que
« symboles d’ordre spirituel et Si g
entretiennent les relations du Dieu avec les créatures». Protecteurs
des élus, de méme que les géniess ils révelent aux hommes les
regles divines dweJ.Ghévalier& A.Gheerranth u mai ne

44) Cette mythologie insiste sur | e
|l es anges a | " égard des humai ns. Da
Heurtebi se s’ ateéer«eonseitler secretwn ed 'sCor p h é e
gui guide | es padela.ddeurpebiset:e Jeweuss | ' a
l'ivre | e s ecx»(en).ldueocsvrepar asudetles portes

d’"accés vers | e royaume inconnu de
voirplusl oin et d’une facon i:rréducti bl e

Heurtebise : « Regardez toute votre vie dans une glace et
vous verrez la Mort travailler comme les abeilles dans une
ruche de» (7)) Deepar sa nature transcendante,
| " ange aut or i sselesaégles pel@ faison €t luivi o |
enseigne «le vertige » que suppose son voyage initiatique

dans les territoiresdelaMort: ¢’ est que, par | e b
l e mystére apparait au poéete plus
Heurtebise : « La, commentvous expliquer? || n’'y a plu
sens..on ;t ocuremnsd un peu pénible, au
(p.72).L"ange prépare | e poéte en
mai s ses conseils d’ intercesseur
seuil magique, aw-dela duquel : « Personne au monde ne peut

vous renseigner. Lamortcommence» . Or , ¢’ est juste
cette illumination, par cette « science hallucinatoire »que le

poéte accede«@ | a condition nécessaire
(Julia Kristeva, 2006 : 157 ) . Leconantplusgue ci | e,

dans les territoires du moi profond, du « moi orphique », le
poéte lui- méme est son propre guide et «personne au
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monde » ne peut ni lui enseigner, ni lui éclairer » sa descente
aux enfersintérieurs qu’ est, dans une version
le myt he ({Gérard @enedte 1966:136).

L6Or pdneeCocteau n’ est gue | écho syr
mythique archétypale que son auteur, en «enfant terrible », se
préte a démonter | es rouages jusqu’ a
légende avaitdéja commis une violation de la loi dans le royaume
des ombres, en se retournant pour s’
épouse suivant ses pashybriségendai | umi e

gue ce «regard interdit », que cette «provocation des dieux malgré

leurs avertissements, ce qui aboutit a leur vengeance et a sa perte

(P. Pavis, 1987:194). Or, a la différence de son archétype mythique,

qui tourne la téte « par amour » , | " Orphée de Cocte
expressément Eurydice pour « la perdre » et «se perre » a bon

escient, en vertu de sa liberté démiurgique:

Orphée: «J' ai tourne | ajedéfenegsxpgesone
contredise ! »

Heurtebise : « Vous venez de la perdre une seconde fois, de la

perdre lachement et de la perdre tragiqguement, de vous pedre, de

tuer une morte .. Car ermoltes!»(pedB -t mor t
91).Aprés cette hybris consciemment commise qui entraine la
nouvelle perte d’ Eurydice, | * Or phée
libéré, soulagé:

Orphée: «Jes er ai ce gqgu’'ilktreeDuefonvi
On se sent mieux. Onrespire» ( p. 89) . C'est que |’
mét amorphose tdéenédbrasmmcx endw vewf, et
gu’ ét ai t | * Or phée de Cocteattl dans
Desdichado) mais qui se sauve de cet état de «éshé&ité » et
d infortuné » par D’écriture /qui est/ « | ' ét range moyen
dominer cette infortune, en y installant un « je» q u i maitrise
l es ténébres de |’ inconsisi),éouten ( Jul
instaurant sa liberté créatrice.

La dermmiecresene de | a piéce ou | " on
poésie se confond avec Dieu tend a conférer une résonance
religieuse a cette cuvre. Ell e s’ exp
de Cocteau qui coincide avec la périoded 6 Or p h €eé e st el | e
illumine le final, les r e mer ci ement s qu’ il adress
gue, par un recours inlassable au merveilleux, «le décor montre au
ciel » . C' est gue | " auteur se plait a
guotidi en, a | " exemple des surréal.

Baudelaire, Rimbaud, Mallarmé ou Apollinaire. Mais a force de
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méler dans sa piéce des éléments empruntés aux croyances les plus

diverse: orphisme, spiritisme, christianisme, il en a fait, somme

tout e, un drame poétique d’'inspirat
christianisme. C’ est | > atti tude:udePrimce qu’ i |
frivole » (Ch. Doumet, 2000 :209) de la Poésie, mais un humaniste

avere.

Mythique et poétique a la fois, le théatre de Cocteau défend
également les droits de la poésie et de la fable mghique qui arrivent

d’aill eurs a se agtmefquemagpoése dutbéitre ¢’ e st
doi t son poids indéniable d’ univers
peut constituer a lui seul, par le biais du mythe, « un véhicule de

poésie», pour employer une expression chere a Cocteau. Pour lui,

ai nsi gue pour d’ aut r edsux-guerrasnmiet ur ges
retour aux mythes et la reprise des grands themes poétiques qui ont
bercé | " humanité équivaut a une r ésu

et constitue une hantise oumythe et poésiese répondent en écho.

Ce théatre n’ignore | a créatiuvi
dans |l a vision du monde, et |2 on ne
ces auteurs une volonté de moderniser et de rajeunir les mythes, de
les traiter sans soke nni t é et sans soucis d’an
désacralisant a bon escient. Les remaniements appliqués aux
mythes arrivent méme a les situer sur des coordonnées paradoxales,
de sorte qu’un mythe paien comme cel
pénétrer de christianisme chez Cocteau, justement en vue
d’"insuffler au héros antique-eune hu
siécle.

Mais le théatre poétiqgue est avant tout un théatre
littéraire, ou le texte vaut par lui-méme. Cocteau a beau donner
Il i mpression d distamaes par rppportsau styes
dramatique traditionnel, en mettant a profit les stratégies modernes
telles : « le théatre dans le théatre», « la mise en abyme» ou «le
jeu de sur-illusion », en tant que formules spéculaires qui valorisent

le procédé pirandel | i en de l a | fapttela e d’ e
personnage, son théatre demeure cependant trés traditionnel quant
asonécriture. Méme | orsque | > absurde sera
il | e ser a avec | a clarté rigour

philosophique, si bien que le spectateur pourrait reconnaitre une
sorte de secréete connivence avec la fiction scénique.
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Mais en pliant la fable mythique aux exigences de la

|l iberté poétique, ce theéeatre ne | a
gratuité et de jeu qui lui interdisent | ' acces au vrai tr
cOtéludensest voué a exorciser | e tragiaqu

fatum de la fable ancienne. De surcroit, a travers ce théatre on
commence méme a s’ interroger sur | e
une certaine «crise du langage» qui se fait ressentir et qui sera
revétue d’  accents tragiques dans | €
propos, dans son Orphée, Cocteau parlait déja de <a haine

profonde, de la haine religieuse que cache le mot», tout en se

demandant, a juste titre, depuis que Mallarmé avait préché

«l 7 égal i txdam & siscoucspaetique moderne: « Sait-on

ce qui estpoétique et pas poétique ?» (p. 94)
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Beatific or Beaten? Encounters with Nature from
Transcendentalists to The Beats and Hippies

Andrzej Dorobek?

Abstract: Initially, the earliest ideas concerning the relationship

between man and nature within the contex t of American culture are

briefly recalled (Columbus, Smith). Then, the transcendentalist view

upon this relationship, put forward by Emerson and exemplified by

Thoreau, is restated i to be shown as fundamentally questioned from the
perspective of existential alienation or cognitive skepticism, first by Poe

and later, by Dickinson and Crane. Consequently, the Beat literature is
presented both as an attempt at the restoring of the transcendentalist

concept of divine harmony between man and nature and as an e xample

of the writers being alienated-20h t he
century America i the attempt ultimately unsuccessful, as was proved e.

g. by Kerouac's Big Sur. A similar idea of America as never -to-be-
regai ned Apar aditgandharmbny is dtuved ia the b e a u
artistic legacy of the Hippie Generation, from Easy Rider film, to
Steppenwolf's song Monster or Brautigan's novels such as Trout Fishing

in America. Finally, a parallel is drawn between Kerouac and his Polish

follower, Ed ward Stachura, chronologically belonging to the Hippie era

and showing in his fiction hypersensitive individuals, tragically

alienated both from nature and humanity 1 which, despite any notes of
existential pessimism, was not the case with the Beats.

Keywords: transcendentalism harmony paradise naturalism beat
bohemianism alienation skepticism existentialism

I. PRELUDE

It may be reasonably argued that the biblical imperative for man to
make any new land his own finds classic exemplification in the
economic, social, and, last but not least, literary history of North
America. The new continent, with its unknown, frequently

1 State School of Higher Education in Ptock
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dangerous natural environment, provided the most immediate
context for any effort to build a new civilization or society there. The
environment in question was consequently reflected in the written
history of this civilization/society as either fit for God -granted
exploitation and genuinely beautiful (if not just divine), or

inexorably indifferent (if not plainly hostile).

In this paper, we shall attempt to present a necessarily
selective, chronological recollection of American literary encounters
with nature, paying special attention to transcendentalists, their
Romantic dissenters (Hawthorne), or plain opponents (Poe). First
of all, however, we shall concentrate on the Beats and their Hippie
foll ower s, generally seen as
lifestyle, initiated by Thoreau's Walden experiment and the
communes that other transcendentalists started establishing in the
USA in the first half of the 19t century. Moreover, we shall try to
find whether for Jack Kerouac or Jim Morrison the choice of living
,OoOutside the society” (as Patti
to put it later) meant returning to the realm of nature in Thoreau's
footsteps. We shall also approach this problem from a wider
sociocultural perspective, stressing little known, though relevant
nonetheless, Polish reflections of the Beat/Hippie phenomenon.

II. FROM THE VIRGINITY OF NATURE - TO ITS DIVINITY
- TO COLD INDIFFERENCE
The first two features of nature recalled in the opening section, i. e.
its beauty and fitness for exploitation, are mentioned already in the
earliest document of the European consciousness of America,
Christopher Columbus's Journal , published only in 1892-1894 in
the original version and translated into English in the following
century by Willlam Carlos Williams, an eminent American
modernist poet. In this text, which, due to relevant sociocultural
observations and the quality of the translation, may be added to the
canon of English-language records of the settlers' encounters with
the New World, the author stresses both the virgin, or even paradise
charm of its vegetation (18), and the inferior status of the original
inhabitants,easilys at i sfi ed with “things
prospectively considered as cheap labour force.

In the 17t century, the idea of people exploiting nature
for their concrete needs was developed by John Smith in A
Description of New England (1616), where he described the North
American continent as a land of greater material promise than his
native England (20). Almost simultaneously, in History of
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Plymouth Plantation (written in 1630 -1650, published only in

1856), William Bradford highlighted the init ial hostility of the New

World's natural environment to Puritan settlers (24 -25), in the 20t

century restated e. g. by Charles Reich (40). Still, as the colonization

of the continent progressed, this gloomy perspective remarkably

changed in favour of the idyllic vision of pastoral America, to be

found i n Washington l rving'a short

Winkle” (1820), or “The Legend of SI
This blissful vison may be considered, arguably, as one of

the sources of he more universal sysem of American Romantic

transcendentalism, informed by the native tradition of

unitarianism, German transcendental idealism and, last but not

least, perennial philosophy, based upon the ancient Indian principle

of the individual self (Atman) and the Unive rsal Mind (Brahman)

being virtually identical. This principle was restated by Ralph Waldo

Emerson, the founding father of the movement, in his famous essay

Nature ( 183 6): “I am nothing, | see all;
Being circulate through me; Il am part or particle o
Simultaneousl! vy, however, the Sser ene

of God, nature, and man, preached by this prominent member of
the Transcendental Club in Concord, was not totally accepted by
Nathaniel Hawthorne, for so me time belonging to the most famous
transcendentalist commune, Brook Farm Institute of Agriculture

and Education. Sharply aware of evil as intrinsic to human nature,
probably owing to his Puritan ancestry, he deconstructed, to some
extent, the aforementioned idyll in a short descriptive passage of

1844, showing the pastoral sil ence ¢
Massachusets (Irving's one being located in the present state of New
Yor k) , significantly disturbed by *

(Marx 13), i. e. technology.
If Columbus's original vision of American paradise — the
realm of unspoiled beauty of nature, peopled by naked, uncivilized

natives — wa s hi storically “disenchanted"’
sociocultural terminology, by the onset of colonial exploitation, then
the transcendent al “gospel” may be

“di senchant ment in philosophical t
Hawthorne's virtually accidental deconstruction, owing to Edgar

Allan Poe. In his non-fiction work Eureka (1848), subtitled by the

aut hor as “ A aretheo, arguabB onererrélevant subtitle

being “An Essay on the Matehda al an
demonstrated that Emerson's bold statements concerning the

divine union of the Over-soul, nature, and man were in fact
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arbitrary, given the obvious, unavoidable limits of human
cognition. 2

Quite significantly, as well as surprisingly, similar doubts
resonate in the words of a prominent English representative of
Romantic transcendental idealism, William Wordswor th,
expressing his skepticism about the Spirit really rolling through the

Eternal Thing, i. e. nature (Graff 62). However, Poe went
remar kably farther, proposing a rela
view upon nature and the whole universe (Valery 106-107) and
finally stating: “My whole nature re
being in the universe superior to my

F. O. Matthiessen, one of greatest authorities on
American Romanticism, quotes these words, paradoxically, as an
example of extreme solipsistic consequences of transcendental

philosophical approach —i f we r ecal l Emerson' s
individual i's thef aiorilng t&Kadbti &)
rhetorical ambiguity and epistemological complexity in Poe's

reasoni ng and ironic diction” (Kadir

statement invites the interpretation rather along the lines of
decadent Romantic dandyism, tinged with self-mockery and
naturally inclined towards narcotics or alcohol as remedies for the
numbness of the soul and senses. Towards reaching the highest
spiritual elevation via a biochemica
time- and effort-consuming mystical meditation — which was only
natural under the conditions of burgeoning modern urban
civili zation, with its imperative of consumption to possibly quick
effect. Towar ds -toaisethe diassic pheate cgnad a di s e
by the French poet Charles Baudelaire, one of Poe's most avid
admirers and most talented followers.
As shall be stressed ater, the replacement of genuine
mystical initiation into the divine essence of nature with the
“artificial” one was of seminal i mp
and Hippies, who appeared around one hundred years later.
Meanwhile, however, let us briefly recall the subsequent stages of
American transcendental pantheism becoming consistently
under mined and increasingly ®“disench
At first, we shall have to elucidate the implications of the
aforementioned replacement that virtually meant the substituti on
of moving higher and higher on the pantheistic ladder of cognition

2 Which goes some way towards eplaining the mutual reluctance between
Emer son' s “thisaenfarit terabfe dof American Romanticism.
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towards true illumination with the logic resembling the one of a
vicious circle. Born out of ennui, underpinned by the subconscious
conviction of unio mystica being beyond the human reac - hinted
at by Poe and precisely articulated by Baudelaire- the search for
“artificial paradi senfiui,i neviet abbloy “Iide a
of everyday existence (to refer to Rimabud's famous metaphor from
thepoem“ Le Bat eau Therepeatet expedence of.this
unispiring return automatically bred the feeling of overwhelming
dejection or the impression of cul-de-sac that, in philosophical
terms of existentialism, was later described as being plunged into
existence: intrinsically absurd and inclined towards nothingness
(Poe's accidental death caused by opium and alcohol overdose could
be quoted as an adequate, realife example here).

Simultaneuosly, in the works of American writers who
were relatively closer to transcendentalism, one may hear a more
and more audible note of cognitive skepticism, born out of the
increasingly sharper consciousness of the limitations of human
understanding - the limitations that, let it be stressed once again,
Poe was also conscious of. Consequently, thgantheistic unity of
man and nature started eroding, which, as we shall see later, also
found its conclusion in existential pessimism.

The skepticism in question may be identified already in
the poetry of Frederick Goddard Tuckerman (1821-1873). Though
sometimes compared to Keats and frequently inspired by the
Hudson River landscapes, he goes, in fact, against the tradition of
his Romantic predecessors, stressing that the voice of nature is
virtually incomprehensible to human
Cricket,” arguably his most appreciat
20t century. The same discrepancy assumes far more dramatic
proportions in Moby-Dick (1851) by Herman Melville, a writer of
well-known transcendentalist connections. He proposes here
somethi n g of a dialectical opposition
presenting an archetypal Romantic rebel in ultimately unsuccessful
pursuit of the alien force of the Absolute, disguised as an ambiguous
phenomenon of nature. In theb®tory *
the writer goes even further, creating a mysterious Romantic anti-
her o: “mor e a ma n of preferences
challenging not the Absolute, but the commonplace logic of
everyday behaviour, fundamentlly disturbed by his being passive.
Thus, alienated in a big city that has aready replaced the natural
environment, he finds himself drifting towards existential
nothingness and, finally, suicide — to some extent because of the
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lack of characterological essence (to refer to existentialist
termi nology once again).

Emily Dickinson (1830-1886) follows quite closely
stating “I dw€l I( 2i62) Posvdii lcihl i tbyasi ca
her poetic profession, may also invite associations with being
plunged into existence of any kind — whereas the implication of her
hands being too “narrow. .. to gathe
poem approximates the aforementioned note of cognitive
skepticism that cul minatés in “'Natu

I n “Apparently with no Surprise
perspective; probably inspired by the theories of naturalism,
increasingly popular at the time, she metaphorically shows human
being as redundant in the face of indifferent nature.

The latter idea becomes more thoroughly articulated in
Stephen Crand&doat  ThevehOgédnstands in d
to the transcendentalist concept of pantheistic harmony of the
universe. This autobiographical story of four survivors floating
upon the icy Atlantic waters near the Florida coast in a rescue boat
that may swamp any time exemplifies not only nature's cold
indifference towards man — with God, by then, largely absent from
the picture — but also man being plunged into being as a potential
victim of blind chance, if not the absurd of existence (one of the
characters, most likely to survive, dies near the shore: see p. 200).

It also remotely suggests the affinities between two aforementioned
trends of “deconstruct i-otme’growmnfy Emer s
cognitive skepticism of its tentative follwers and its replacement
with the morbid mirage -a$ “6&6otdifbecica
(C276), the refrain of “A Man Adr i ft

footnote to “The Open Boat,”™ might I
g. Poe's "“The Raven.’

Moreover, having been publishedi n 1900, “The C
Boat "’ symbolically foreshadowed t !

uncertainty, if not sheer pessimism, that came to define a significant
number of literary and philosphical milestones of the 20th century

- including such American ones as Hemingway's The Sun Also Rises
(1926), probably a definitive Lost Generation novel. It was also in
the century that, in the USA, the Beats and the Hippies marked their

3 “Nature i s whyeett vhea vken onvo atotquotethemeny ” (26 3)

further.
4 Not to mention Baudelaire's Flowers of Evil, with their pre vailing mood of
“empty spiritualtibty” (Friedrich 72

111



artistic and intellectual presence.

III. THE BEATS AND THE HIPPIES - NATURAL
PARADISE UNREGAINED

1. The Beats could be paradoxically identified as the mid20t

century incarnation of both the Lost Generation and
transcendentalists. With the former, they shared the feeling of being

alienated, or even oppressed, considering their anarchic lifestyle

and political sympathies in the 1950s' conservative America — the

feeling of existentialist connotations, emphatically expressed in the

famous opening line of Allen Ginsberg's Howl ( 1956 ) : “ saw
best minds of my generation destroyed by madness starving

hysterical naked ... (205). With the latter, including closely related

Walt Whitman, they were more profoundly linked - if we recall their

stress upon Zen Buddhist meditation practices that vaguely

resembled contemeplating nature in the manner of Thoreau, or

global poetic perspective, in Howl extending from the Rockland
madhouse to “the ancient heavenly co
in the machinery of night (205), and free -verse form. Both these

traits, obviously inherited from the author of Song of Myself, find

model exempl i ficatHow,A wihet Eodvihmnoiman:
enumerations and obsessive, quasichamanic repetition of the word

“holy” har moni ousl y combine +to0 con
inspired vision of universal holiness, quite in line with Em ersonian
“gospel .”

There is, however, an important difference: in the Beat
literature transcendental spiritual adventures are usually
mentioned in the psychedelic or narcotic context: see at leastthe
second part of Howl , inspired by a peyote phantasmagori, in which

the author “saw the facade of the S
grinning face of Moloch” (EIIl mann &
its first part, with t heeyedamdhighon of
sat up smoking. .. 05 A twieempHeavordsn g | a z
“high” and “smoking” obviously refe

consumption.

The stress wupon contemplation being regularly
(necessarily?) assisted by drugs is only natural, considering that the
Beat movement was seen as a belated Amécan reflection of
European fin -de-sieclebohemia: vide at least the second chapter of
Down and In, Ronald Sukenick's story of New York artistic
underground after wWw ||, entitiled
Eur op e 08).( Bhs book plainly demonstrates that the
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movement in question was born under the conditions of American
modern urban culture — if we additionally recall that those who

contemplated jazz inHowl wer e “fl oating across

(205), or that California, probably the longest -lasting remnant of
the American paradise of natural harmony and beauty, was
met aphori sed as “super mar ket
Ginsberg. The rural America of Thoreau's Walden Pond
contemplation practices, or of the aforementioned Brook Farm

Institute of Agriculture and Education, established in 1841, was far
behind — remembering that it was already Walt Whitman, an

immediate follower of Emerson and Thoreau, who saw himself as
“one of the citizens” (249) of

(249). Consequently, it was only logical that the Beats should follow
their 19t century bohemian predecessors, such as Baudelaire or

t

Ri mbaud, i nto the elusive real ms

the pantheistic union of God, man and nature. However, it woul d be
unfair to claim that the latter was reduced in their works merely to

the background of searching” a uni g u e Lunch253)xcallédc ”

yage in Burroughs and Ginsberg'sThe Yage Letters (1963), or to
accidental landscape changing quickly behind the windows of fast
moving cars in which the characters of Kerouac's On the Road
(1957) chase the thrill of narcotic or sexual adeventures.

Among the works of the latter writer, there are, in fact, at
least three novels where nature is assigned a more prominentplace.
Still, the scenarios of the characters' encounters with it are
remarkably different from Emerson's or Thoreau's spells of solitary
contemplation.

Thus, in The Dharma Bums (1958), Ray Smith, i. e.
Kerouac himself, and Japhy Ryder, i. e. Gary Snyder a poet
considered by the Beats an authority in Zen Buddhism, follow the
teaching of Siddart ha Gaut ama
contemporary American consumerism and preaching the art of
facing *“
(173). Sstill, as “bums,” i. e.
seekers for spiritual illumination, they fell free to take advantage of
consumer goods, drinking huge amounts of wine and devouring
salami, cheddar cheese, or Hershey choclate. Thus, they
approximate to some extent the characters from Hemingway The
Sun Also Rises even though the latter are driven to empty hedonism
by the sense of existential aimlessness and emotional wasteland. In
this context, even Ryder's peyoteinspired vision (34), barely
transcends the level of consumption, while Smith's solitary spell of
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meditation on Desolation Peak in the Cascade Mountains in the
state of Washington ultimately proves rather ambiguous from the
perspective of transcendental wisdom in the Buddhist version.
This ambiguity is even more clearly visible in Desolation
Angels (written also in the late 1950s, though published only in
1965), sharing with the former novel both the subject matter and
the setting. Kerouac, this time as Jack Dulouz in the initial section
describes the time he spent as a fire lookout on Desolation Peak-
becoming, however, increasingly less angelic in the Buddhist sense,
as well as tempted by narcotic pleasures (after a large dose of opium,
his mind becomes profoundly confused). Ultimately, having chosen
to live in the world of nature, he finds himself alienated from it —in
obvious contradiction to Emersonian
Quite significantly, Dulouz goes through this unwelcome
experience once again in Big Sur (1962), which may be tentatively
considered the Beat equivalent of Walden. He escapes from the
intensity of bohemian life in San Francisco to his friend's cabin in
the Big Sur woods, on the rocky Pacific coast of California, to live in
complete solitude. He indulges in long walks around this wild
though enchanting area, contemplating birds, flowers, or trees. The
analogy to Thoreau's Walden experience is reinforced by mystical
insights into the divine harmony of
paradise...the manis par adi se. . . t hecaswelh i s p
as by references to Emerson and Whitman (24).
Still, the American Paradise of harmony both between
man and nature and within man himself may be regained only for a
while: differently from Thoreau, who spent more than two years on
the Walden Pond, Kerouac/Dulouz already on his fourth day at Big
Sur “began to get bored” (24) . Thu
“DESI RE” (33), i. e. to return to t
of alcoholic/psychedelic/narcotic consumpti on. The latter's effects
are presented here as mindboggling rather than mind -expanding:

excessive drinking results in delir

bottle is gone” (89), whil e marijuat

into a paranoid mental condition (103 ). Consequently, his final

il lumination of being “perfectly n

> Another obvious analogy, within the Beat
Howl; " further parallels with Ginsberg's fr
be found in “Sea: 8eandatoBigh8uPatifhe @
appendix of the novel, featuring | oose, *“°

also of French surrealism (A. Breton, referred to in Chapter 7).
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accordance with the Buddhist principle of tathata, reconciled to
everyday reality as well as his friends (including the woman he
hardly found emotional fulfilment wi th), becomes even more
doubtful than Smith 's meditation on Desolation Peak. In other
words, in the world consumed by existential anxiety, along with
increasingly unrestrained hedonism, the noble transcendentalist
idea of harmony of God, nature, and man gopears to be little more
than a passing fancy.

2. Even though Lawrence Ferlinghetti, a renowned Beat

poet , contemptuously considered the
nonliterate age” (Wright 36) , t her e
links between these two movements, both of which originated in
California, traditionally known for liberal sociocultural

atmosphere. First of all, however, they rejected the same middle
class America (in the countercultural jargon of the 1960s defined as

“square”) i arnafiva(banemian)valuesahdtlifestyle —
even though, with the Hippies, It wa
for t he masses, ” according t o Czes

(Jarzynska 136) .

Still, as far as the attitude towards nature was concerned,
the Hippies seemed to be definitely closer to the tradition of
American transcendentalism. Additionally inspired by Fourier's
version of utopian socialismé and, first of all, by the works of the
German philospoher Herbert Marcuse, who in Eros and
Civilization: A Philosophical Inquiry into Freud (1955) questioned
the conflict between Freudian pleasure and reality principles, they
widely practised living in communes, in harmony both with natural
environment and their own instincts. Simultaneously, while
opposing the conscription for the Vietnam war, they directly
referred to Thoreau's philosophy of civil disobedience. To what
extent, however, did their anti-establishment communal
experiment prove efficient?

The answers provided by the movement's literary legacy
are rather ambiguous, to say the least. Even Richard Brautigan,

described either as “one of the yo
Generation and one of the ol dest me
(Welch 24), or , mo st significantly,
needed” (Wright 36), in the majority

skeptical about the possibility of the alternative utopia being
actually implemented. The best example here is, arguably,

& Fourier's falansters being notorious for free -love practices.
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presented in his first published novel, A Confederate General form
Big Sur (1964), whose main hero decides to challenge the
contemporary American establishment by settling down in a cabin,
in the place mentioned in the title, and establishing a commune
there. The reference to Kerouac'sBig Sur is evident, not only in
terms of the setting. Strictly speaking, the effort to rediscover the
American Dream in the pantheistic sense of transcendentalists, this
time by “some hippies and their girl
287), fails once again, becoming pathetically reduced to fuitless
marijuana-smoking and alcohol-drinking sessions, as well as to
collecting cigarette butts along the highways of California.

In his most revered novel, Trout Fishing in America
(1967), Brautigan largely discarded this relatively subdued irony in
favour of a depressing vision of “tr
(164), I . e. i ndustrial “waste | and’
bathroom, or encounter a trout stream that has already been used.
Painting this picture of American Paradise being technologically

“di senchanted,” to some extent in 1
pertinent imagery, he simultaneously provided the answer to Jim

Morrison' s dramati c guestion: “ Wh at
Eart h?/ What have they done to our f
epi ¢ song “When the Musi c' s Over’” (

actually more audible than the answer, as it was songs of this kind
that, rather than any piece of poetry or fiction, represented the
mainstream of the Hippie culture articulating itself primarily
through music and film.

As could be reasonably expected, the answer provided by
Morrison himself in the aforementioned song was remarkably
similar. Elsewhere, he occasionally referred to the original
American Paradise of harmony between people and nature, $iowing
it as dramatically violated by modern technological civilization: see
his childhood memories of Indian workers lying along the
motorway and bleeding to death after a car accident, as marginally
referred to in the song “hpeealted Fr og”’
on the posthumous poetry/music alboum An American Prayer
(1978). At the same time, however, as a keen observer of the
contemporary American reality, Morrison hardly saw any viable

solution in the youthful rewthet agai
famous metaphor from Howl ), describing the members of a Hippie
commune in the realm of Nature as “s

“The WASP (Texas Radio and the Big
straightforward praising thely unspoi
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superior to the hectic, polluted Ci
Up the Country” (1969), the irrevers
was almost just as often observed by other leading Hippie rock
artists from this country. One of the most pertin ent examples is,

undoubtedl vy, Steppenwol f's epic * Mo
reconstructing the process of idyllic pre-Columbian America

turning into an inhuman oppasesi ve t
new rebellious generation chose to rename Ginsbeg ' s “ Mol oc h. ”

To conclude this section of the present essay, let us recall
one of the most relevant sequences of the filmEasy Rider (1969),
whose two main heroes, one of them significantly nicknamed
“Captain America,’” embar k oglinga mot o
cocaine from Mexico to Los Angles and attempting to rediscover the
original American Paradise — the tanks of their Harley -Davidsons
being proudly painted in the Stars and Stripes. In the sequence in
guestion, they are having a marijuana-smoking sesson with a
counterculturally -oriented lawyer who, having joined them on their
journey, reflects upon the continent's pristine, pre -Columbian past,
concluding that once this land was beautiful and friendly. The

lawyer being killed soon afterwards by blood-thi r sty “squares
well as subsequent deaths of both main characters, suggest that this
i's “no counmirydddr mem,e’'n to paraphr a

Cormac McCarthy's later novel. Men who at least try to live in
harmony with themsleves and the world around them - even
though they ultimately fail to revive the traditional American
idealism of nature.

IV. POLISH FOOTNOTE TO THE BEAT/HIPPIE NATURAL
PARADISE UNREGAINED

1. With reference to the literary movement led by Allen Ginsberg

and Jack Kerouac, the noti on of “beat” has
contradictory references mirroring the complexity of the Beats'
perspective upon themselves. On the one hand, they preferred to be

seen as “beaten, ” e. g. b-WWIt he “ Mc
American state — on he other hand, though, they rose to the level of
“beatitude,” owing to their exercise

meditation. Thus, with respect to our topic, one may wonder
whether the outcome of their encounters with nature ultimately
comesdowntobeingadmi rably “beatific”
Taking into account the Hippie sequel of these
encounters, as exemplified by Easy Rider, the second option would
be more plausible, since ®“Captain Al
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from being | iter alelay h" lbhe/attehne” “ Mon st
conclude earlier t hat they “blew i
rediscover the American Paradise reduced to drugsmuggling or
visits to brothels. As for the classic Beat writers, such as Kerouac,
the issue in question gppears to be more ambiguous: considering at
least Dulouz's final illumination in  Big Sur. This novel would also
suggest that, for anyone identifying with the Beat credo and its
practical consequences, nature was rather an asylum from the
excesses of altermt i ve/ " artistic” i festyl e
consolation or existential harmony. Thus, in contrast to the eternal
pantheistic presence in Emerson's sense, enveloping every human
being, here it was assigned almost the function of a hotel one could
always leave: feeling the need to return to bohemian pleasures (as
in Big Sur), or finding oneself alienated (as in Desolation Angels),
and ultimately proving the Beatstobe“ d i s a f f’mot onlaftora d , ”
t he “ sdéogiddierclass, but, paradoxically, evenfrom their own
transcendentalist heritage.
Still, if we approach the latter issue from the perspective
of existentialism, which remarkably affected the philosophical
profile of the first half of the 20 ™ century (to mention, once again,
Crane or Hemingway), then solving the problem of alienation by
moving somewhere el se, i n accordanc
pattern, may justifiably appear to be shallow and naive. Being
alienated in the existential sense may not be appeased by any
fleeting plesures; instead, it seems to be inwardly directed towards
its own absolute, i. e. nothingness. The latter perspective, largely
absent from the classic works of Beat literature, quite unexpectedly,
however, marked its presence in a Polish novel, obviously inspired
by Kerouac.
With respect to the thematic perspective of this essay
where, apart from the Beats and Hippies, we devoted special
attention to transcendentalists, it may be worthwhile recalling, at
this point, the philosophical and spiritual affinity between R. W.
Emerson's circle and the leading poets/thinkers of Polish
Romanticism: to mention only Adam Mickiewicz's correspondence

7 The term originally used by Kenneth Rexroth- a poet and jazz essayist,
strongly ®“affil i adeadcciwle, thbughtrdmarkaBly ns ber g
older - in Lawrence Lipton's The Holy Barbarians (1959), a highly relevant
publication on the Beat phenomenon.

8 Inthecountercul t ur al jargon meaning “convent
“materi”alistic.
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with Margaret Ful | er , or Jul i usz St owack
spiritual/divine genesis of nature and man, conceived along the
lines of transcendental idealism. In the 20t century, Ernest
Hemingway's  stylistic  approach, manner  of literary
characterization, and, last butnotleast , “macho” phil osop
visibly influenced Marek Hf asko, one
fiction -writers of the 1950s and 1960s, while earlier Zbgniew
Uni t o weéspgélny mkéj ( “ Common Ro oatcidéntally9 3 2)
came quite close to the formula of roman a clef, regularly exploited
by the Beat novelists (radical differences in style and mode of
narration notwithstanding). Nevertheless, the first genuinely
conscious and undoubtedly impressive example of receptiveness
towards this American literary trend in Polish literature was,
arguably, the aforementioned Kerouac-inspired work: Edward
Stachura'sSiekierezada ( “ Axer ezade,” 1971).
This affinity may seem quite surprising: considering that,
at the time, Kerouac's works were unavailable in Polish translation,
and Stachura hardly knew English (as this author was reliably
informed by Krzysztof Karasek, a renowned Polish poet and the
writer's close friend, in August 2014). Born in France and familiar
with this country's literature, as a later student of Roma nce
languages at the University of Warsaw, he must have readOn the
Road, The Dharma Bums, or Desolation Angels in French — since
it is particularly the latter novel that is reflected in Siekierezada,
along with such features of Kerouac's writings as autolographical
approach and “freely i mprovised” syn
Its main character, Janek Pradera, a sensitive, poetically
inclined loner and, obviuously, the author's porte -parole, arrives in
some wild area of Polish mountains to work as a woodchopper. The
analogy to Dulouz's occupation and place of residence inDesolation
Angelsis instantly evident — even though Pradera, as a citizen of the
communist Poland, can hardly afford opium, satisfying himself with
vodka at the local inn. Another difference, despite his being
constantly “on the road,” is that t
hardly be considered a “dharma bum,
Buddhist meditation practices and bohemian orgies. In line with
Melville's Bartleby, representing a classic, already exigential case of

h

® This literal English equivalent of the Polish neologism, produced by
the fusion of “siekiera” (“axe”) and
could be possibly replaced by more descriptive— and, arguably, more
informative - “One Thousand and One TreeCut ti ng Ni ght s . ”
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alienation, he is basically different from everybody: both primitive,
albeit friendly fellow woodchoppers, and his only friend, whom he
ultimately leaves. The reason is that the friend, despite hardships
and depressions he has experienceduyltimately finds himself on the
side of life and its unpredictable beauty — whereas Pradera, again in
line with Bartleby, is instinctively driven towards nothingness,
experienced via suicide.

The latter means, of course, the conclusion of the
alienation in the realm of nature from the perspective of
existentialism in its nihilistic variety. The perspective that was quite
natural for Stachura - well-versed in Heidegger and especially
Sartre, as well as displaying suicidal tendencies that led to his
premature death in 1979 — and fundamentally alien to the Beats.
Being to some extent heirs to transc

in the minimalist vari ant summari ze
mean your life is, meet it and live it; do not shun it and call it har d
names”’ (175) , t hey nat ur-destruicive wer e,

bohemian excesses, too strongly devoted to life and its diverse
charms to allow themselves to be seriously tempted by nothingness.
Thus, they appear to be quite close to Pradera/Stachura’s fiend
from Siekierezada, or, first of all, to their Hippie successors, such as
Janis Joplin or Tim Buckley, famous acid-rock1° artists.11

Let us recall here that both Joplin and Buckley died of
accidental heroin overdoses, following the lifestyle of their
generation that | argely consi sted [
possible, i. e. in hedonism that apparently outdistanced even the
one of the Beats. After all, both heroes of Easy Rider also die by
accident, i. e. definitely against their will.

V. POSTLUDE

Recollecting the history of American literary encounters with

nature, one may notice that its Emersonian pantheistic concept was
gradual ly “deconstructed:” ei ther l
“artificial paradise,” or, msenge syte
man's redundance in the eyes of indifferent nature, and

“ The term synonymous with “psychedelic roc
for LSD), and thus defining the music of the Hippie Generation.

Considering real-life examples alonggde the ones from the realm of literary

or film fiction is justified by the Beat/Hippie artistic productions being

heavily reliant on the lives of pertinent writers and musicians; for example,

Stachura used to define his @a"pp(rlitgaecarl t o w
writing”), to which Kerouac or even Burro
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existentialism, highlighting the absurd of his being as undetermined
by any metaphysical factors. The American Beat movement that
came later was frequently considered as transcendentalism reborn
in the mid-20t century — though, as has been observed, its
representatives were generally more inclined to discard the genuine
pantheistic mysticism in favour of the decadent searching for
“artificial paradise” and, coamsequer
temporary asylum from the intensities of bohemian lifestyle. On the

other hand, the Beats, as well as their Hippie successors, were rather

reluctant to follow the path of alienation from nature to its suicidal

end — as was the case under the extreme phosophical conditions of
existentialism in its nihilistic version (Melville's Bartleby).

Incidentally, this alternative route was chosen by the writers from

other counries, such as the Polish poet and novelist Edward

Stachura, influenced both by Kerouac and by French and German

existential thinkers.

The question why this pessimistic scenario remained
only potential for the contemporary American followers of
transcendentalism is obviously open for a discussion. Trying to
provide an answer on the basis of the above discourse, we would
have to pay special attention to this philosophical/sociopolitical
movement's attractive power that, despite Emersonian
“gospel * having been effective
naturalist/existentialist ésemmonstru
half of the 20t century (as, at least, Thoreauwinspired civil rights
protest actions were to show).

Arguably, the apparent timelessness of the
transcendentalists' heritage is due to its being, ultimately, an
affirmation of life — no matter how cliched, controversial, and
arbitrary, under (post)ymodern philosophical conditions, the latter
concept might actually appear to be. As we have seen, it was this
particular affirmation that, in the century increasingly marked by
skepticism, ironic  deconstruction, and transience  of
literary/philosophical fashions, American Beats and Hippies
remained faithful to: despite their seemingly suicidal hedonistic
excesses. And, possibly, this is what fundamentally defines the
aforementioned diafectiaesdof bbaterg.
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Transracial Identities in William Faulkner’s Go
Down, Moses

Teodor Mateoc!

Abstract: Racial divisions are still an important issue in William

Faul knerds | ater works of the 10Id06s
South seems to propose a more integrative view regarding the identity

of the land. My reading of the novel considers the two dominant voices

in the narrative: that of the last white descendent of an old, patriarchal

order, musing on what was and on the sins of the fathers; and that of
Lucas Beauchamp whose keeping alive

Mol ly on their 6hearthé is symbolic of

In conclusion, what underlies the novel is, on one hand, a pervasive sense
of fatality and of nostalgia for a lost part of integrity and, on the other,

a parodic projection of an indeterminate future in which identities are
blurred and fluid.

Keywords: race , the South, gender, class, identity, difference, otherness

Preliminaries

Thematically, Go Down, Moses(1942) can be read as a chronicle of

five generations of McCaslins while the loose structure of the novel
(seven stories) allows the narrator to adopt different perspectives

and registers in a multi-layered discourse that includes race, gender

and class issues. The structure of the work signals the exhaustion of

high modernist poetics, of what John Barth called, in The Literature

of Exhaustion ( 1967 ) , -uphrees su’'seadf di fferent
and allows the loosely conneded short stories to range freely from

the comic to the tragic, from past to present, from black to white, in

a kaleidoscopic vision of transracial identities. Their interplay
becomes manifest in some cases of fragmented consciousnesses,
black and white, that do not f eel at home i
that prove to be incapable of coming to terms with Self, the Other or
Transcendence.

1 University of Oradea
124

t

n

h



Relegated to inferior positions in terms of class and race,
blacks assert their difference and resist domination by reshaping
the major, white discour se, by ‘ si
and thus developing a ‘minor’ di s
concept coined by Henry Louis Gates, Jr. as a rhetorical trope to
describe the African-American vernacular, is instrum ental in the
description of the cultural confrontation between two discursive
universes: the black and the white. Rather than articulating their
fears, anxieties and desires in the
bl acks | earned to ipmomrotvihae a@mdcosirg
cultural or ideological codes.2 * Si gni fyi ng’ actually
“tal king with great i nnuendo ..t al kin
gui t e t o3 While sigpifgimgnthe’signifier makes up for a
lack of social power with an exercise of intellectual or critical power.
Il n what concerns me here, “signi fyi
inscribed in the major discourse; it is difference inscribed in
identity.

Conflicting discourses and interracial opacity

Conflicting discourses across the color line is what makes self
expression impossible in Pantaloon in Black for example, my first
case under consideratior?.

The story/chapter is one of the few instances in which Faulkner
gives centrality to a black character and it is written in a key of
mourning: when Rider’s young wif e, \
articulate his loss in any of the dominant discourses drives him to a
kind of hysterical, inarticulate rage. His state of mind elicits, in
return, the incomprehension and vindict ive rage of the white
structure of power and he is lynched for having killed in self defense,
Birdsong, a white night watchman whom Rider has caught cheating
on him at dice.
The piece can be read as an example of interracial

2 Notably so in the genre of black spirituals from which Faulkner took the title
Go Down, Moses.The source is used forck E. Genoves
religion in the South - Roll Jordan, Roll, 1974.

3 Henry Louis Gates, Jr, The Signifying Monkey , Oxford University Press,
New York, 1986. p. 54. Gates argues that
consistently in quotation marks to reflect the cultural difference that the un-
bracketed word would leave unmarked.

4 The title itself signifies upon the bl ack
buffoon, the fool.
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cultural opacity and, indeed, Faul kner contrast Ri der
express his loss with two instances of white cultural

i ncomprehension. In the first sectio
described by the omniscient narrator in terms that are meant to
‘“defamiliarize’ ncommengmpaveepsawe fo

resembled any other marked off without order about the barren plot

by shards of pottery and broken bottles and old bricks and other

objects insignificant to sight but actually of a profound meaning and

fatal to touch, whi ch no white man Go®ownd have
Moses, Vintage Books, NY, 1973, p.118, hereafter quoted as GDM

followed by page number)

The writer’'s i ntention may tr
significance and point to mMangters
struggle with the portrayal of black culture. Often accused that, as a
southern white, he was not quite able to surpass his own cultural
conditioning Faulkner takes issue here with the racist assumptions
regarding blacks that were dominant among his contemporaries,

i.e., that blacks were genetically inferior to whites, or that their way

of life was worthless and primitive and consequently irrelevant for

the white culture. Although Faulkner may not have consciously

intended to change the black image in the white mind, he certainly

felt, as his entire work testifies, that white racist assumption were

wrong and needed to be challenged. Therefore, J. D. Singal is right

when he asserts that what Faulkner may have also attempted here

was ‘' r ender ivisigle tb Whateskfor the firse time and

combating the noxious yet pervasive belief that people of African
ancestry wer e somehow subhuman’ . (S
because, on the other hand, Faulkner remained convinced, as J.

Blotner shows, that white southerners of his generation could never

successfully have access to the real, inner world of their black
contemporaries. Not only because they wore a mask and adopted

t he practice o f “signifying’ i n i n
because ‘their modmgweredtenditiecentgndt and
therefore difficult for a white pers
9).

The second half of the narratiyv
story by the sheriff’s deputy in the
wi f e. Faul k n agaih, ®ne ofhie fmvourite dewices, i.e.,
an alternate narrator who retells the events from what appears to be
the prejudiced viewpoint of the white community in town. His
version of events embodies the limits of his white discourse
grounded in stereotypes that a long tradition had endorsed:
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I swear to godfry, it’s a wonder
them as we do. Because why?. Becau
look like a man and they walk on their hind legs like a man and

they can talk and you can urderstand them and you think they

are understanding you, at least now and then. But when it

comes to normal human feelings, they might just as well be a

herd of wild buffaloes.(GDM, 133)

The deputy sheriff cannot wunder
behaviour because he possesses a set of virtues different from the
ones Faulkner elsewhere associated with black characters:
endurance, passivity, obedience. Rider is defined in and by action,
asserting himself through the sanctioned means of manual labour.
Used to hawe more social dignity and power than most blacks
around him, he rejects one by one conventional expectations as
inadequate to his grief and growing rage. He rejects his
grandmot her’ s religious ur gi ng bec
acceptance of a power incomprehasibly unjust and incapable of
hel ping him (‘Efn He God..Leff Hi m c
some good’ , GDM, 130) . Turning awa
find meaning in the work ethic either, as he soon realizes that the
money his job at the sawmill broug ht him could now only buy
whisky or be spent at gambling.

His third attempt to drown himself into drinking and
gambl i ng, ‘Rider’” s hysterical carni v
equally ineffectual because here they function only as a preset
escape vale within the same socially repressive mechanism.
Alcohol as solution to mitigate his rebellious spirit leads to sickness
which, with Rider, is both actual and metaphoric. Gambling, too, is
equally deceptive; the outcome of the dice game he enters is pre
egablished allowing only insignificant, false winnings to the blacks
who always lose to the white man in the end. But, perhaps, there is
more to it. I f we accept that Faul kn
may have been to force white readers to go beyod the stereotype of
the black man, maybe he is also challenging here the stereotype of
the white man, of all southern white men, as inherently racist and
prejudiced in what concerns black matters. For what is curious in
the narrative is that the deputycont i nues to tell the s
lynching even though his wife is obviously uninterested and
impatient to go to the movies. The possible explanation is that the
man is actually adressing himself rather than her, in an effort to
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understand somethingthat hi s previ ous experience

him: that human suffering and doom is not confined to the white
‘“race’ .

The striving to accept this truth is highlighted by the
contrast with another white voice in the novel that had equally been
faced with black suffering: that of Gavin Stevens of the last, title
story of the novel, Go Down, Mosesthat | will consider later.

Let me just say here that, unlike the redneck deputy, the
highly educated and sophisticated lawyer will be completely alien to
Mol | y’' s anigy.aBoth ¢f them confront grief and human
passion where they least expect it. Both have the chance to test the
cultural stereotype about race against their actual experiences but
their reactions are different: the deputy tries to understand it, Gavin

Stevensissur e t hat he understands t he

but at least the deputy seems sensitive to the revelation, while
Stevens runs away from Mol ly’'s
involvement.

Et pluribus unum

From the radicalism of Pantaloon in Black, Faulkner gradually
moves toward a more balanced view of the South pointing to what
might be taken as the general theme of the novel; i.e., the idea that
blacks and whites lead equally problematic lives in a confused
society; that they are, ultimately, one family kept together by their
very divisions- an idea that may originate in the old southern cliché

that the plantation was a har moni
Her e, as el sewher e, Faul kner

ambiguous and the voicethat expresses it is that of Isaac McCaslin.
We meet him first in the piece entitled Old People as young Ike who
loses his innocence when killing his first buck under the guidance of
his half-black, half-Indian mentor, Sam Fathers. lke is embodying
here what has been designated as the American myth of
‘“regeneration through violence
initiated into manhood through his appropriation of the mysterious
power of the beast and the knowledge of the Indian hunter.

He is given a more consistent role in The Bear as he
gradually moves from issues of self articulation to larger issues
concerning the relation with the past, the acknowledgement of guilt
and the possibility of redemption and deliverance. Ike progresses
from the natural to t he social order in an effort to understand and
find a viable relation to the past. His epistemological quest is carried
over from reading the woods to reading history; that of his own
128
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family as recorded in the ledgers of the plantation and, at the same

tim e, the generic history of slavery. The past is soiled, he soon finds

out, with sin, injustice, suffering and incest committed by his own

grandfather, Carothers Mc Caslin. The white patriarch had had a

child by a slave, Tomasina, who was probably his own daighter as

well. The episode is registered in the plantation ledger as an ironical
rhetorical question, a comment on th
Eunice, committed suicide: “Who in |
drowning him self ?’ (eBtDoNy shaw® &ain The
how, in matters of race, the human dimension and the social

definition are al ways at odds i n Fe
Lewis, ‘that combination of incest a
Ike the evil condition of the South, and its betrayal of moral

possibility” (gqtd.in Warren, 210). F
‘“negro’ is even more unpardonabl e as

not only incest, but also a hasty dismissal of its consequence, i.e, of

the half-black son Carthers had by his slave Tomasina (Tomey).

The son, Terrel, had been marked down in old Carothers will for a

legacy of one thousand dollars, a fact which now entails Isaac

judgmental comment: it must have been cheaper this way, he

thinks, tham to sawnwi‘gmerso( GDM, 227)
Incest and miscegenation are deeply rooted in the

sout hern past; they are, partially,
freedom with his women slaves and they have produced, for Old
Carother s, t he “bl ack”’ asn @mily* whi t e

subsequently enmeshed in tragic conflicts and contradictions. On
one hand, the South, with its emphasis upon family honor and
values, advocated strong familial bonds and obligations; on the

ot her , It woul dn’ t grant famimlay’ st a
of fspring of mi xed bl ood. As a res:
tragically marked while the white m:
by the awareness of guilt.

Such a realization explains | sa

from the social realm into the nat ural one, rejecting his tainted past
for the haven of the sacramental woods. The decision he takes is
ambiguous, however, as it can be understood on one hand, as the
result of moral indignation, but also, as the act of a defeated
consciousness coming from the realization that the past is a
fatalistic curse upon the present that no southerner could escape. In
a speech made at the University of Virginia, William Faulkner has
the following to say:
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Well, there are some people in any time or age that cannot fae
or cope with the problems. There seem to be three stages: The

first says “This is rotten, I
first’ . The second says ‘“This is
anything about it, butinitanysefileast |

will go off into a cave or <climb a
‘“This stinks and | 'm going to do
McCaslin is the second. He says ' T
from it’. What we neecdisiabadangp eopl e
I’ m going to do something about

it’”.(qtd. in Moreland, 183)

and his statement i's an indirec

choice and of his disassociation with the world. John Duvall is of the
same opinion when he states hat:

Ike McCaslin fails to provide the key to a nonpatriarchal
society because his renunciation- his refusal to profit from a
system of male power that perpetuates racial injustice - is just
that, simple negation and refusal, a withdrawal from life. He
generates no alternative vision of how to live in the world, and
the transmission of patriarchal authority is in no way
disrupted by lke's refusal to be its embodiment.(Duvall, 110)

The idea of Ike as a Christfigure, sustained by Jazz
White 5, for example, would lead to the same conclusion although
the comparison almost forces itself on the reader. Like the
Nazarene, lke abandons all wordly ambitions, discards whatever
would point to a life of social involvement: the gun, the compass and
the watch and, equi pped only with his carpeni
into wilderness. In A Study of History , Arnold Toynbee conceives
of the wilderness as a place of escape but makes the distinction
between simple detachment and isolation and the transfiguration of
the self made possible through what he ¢
return’ . Toynbee writes that ‘“a trar
no purpose, and perhaps even no meaning, except as a prelude to
the return of the transfigured perso
animal cannot permanently estrange himself without repudiating

his humanity and becoming, i n Aristoao
a god” *(qtd. in White, 107) . |l ke’ s
> See Jazz White, op. cit., especially the

Down, Mose s’ .
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betrays him as a defeated consciousness. If Christ withdaws into

wilderness he also returns after forty days of wandering and
temptations ‘“in the power of the sp
‘widower now and uncle to half a cou
8) has nothing that he loves enough to live for or return to. He

withdraws into wilderness but never emerges.

Il n a st udyhe &mteri of Issad Mc* Caslin:
Revisions and Ilrony in FGawlHateer 6s il
points to the character’s inadequac
analysis, Isaac Mc Caslin represents the end of a long line of
deluding and self-deluded men enmeshed in a culture and a
heritage marred by corruption and f a
acknowledges his predicament when, guilt-ridden, cries to his
cousin Cass Edmonds:* Don’t you see? This whol
South is cursed and all of us who derive from it, whom it ever
suckl ed, white and black bot h, i e
When the reader meets him again in, Delta Autumn, he is an old
and defeated Ike Mc Cagin, moving undeniably toward death, in an
empty tent, | istening to the ‘“grievi

The final, title story of Go Down, Moses, offers another
example of the clash between two modes of cultural discourse. In
this case the issue at stake is whether Samue Beauchamp’ s s
and the grief of his grandmother, Mollie, can be understood across
boundaries of class, race and gender by Gavin Stevens, the white
lawyer. Raised by his grandmother until he was nineteen, Samuel
goes north and under an assumed name, beomes involved with the
Chicago underworld, and ends up on the electric chair for having
killed a policeman. When the news of his death reaches Stevens, his
first impulse is to avoid mental and emotional involvement with the
case and the story of Beauchamp s mar gi nal posi ti ol
guided by his moral and legal principles embedded in his dominant
white discourse, tries to justify the necessity of his death as that of a

‘“murderer’ , ‘a bad son of a bad fat
way’ . Howewmerc,onWwr ont ed wi t h Mol I i e
Worsham’'s emoti onal solidarity, he &
to be properly buried, not “just in
with flowers.

When Stevens visits the Worshams he witnesses silently
their chanting and mourning but his reaction is one of denial
regarding the implication of Edmonds and of the white world in
Beauchamp’s deat h. Hi s instinctive
down the hall fast, al most runni ng’ ,
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outsi d e, he thought. Then there wildl
317). Gavin Stevens cannot face the reality of their suffering and his
sense of suffocation and nausea suggests the depth of his
unacknowledged involvement in his death and their grief.

Mo | | demadnd that the story be published in the local
newspaper and also her insistence for a proper funeral comes from
the desire to find the culturally proper means of articulating her loss
and the grief of the black community. If Stevens makes feeble
attempts to resist her request, he does so out of concern for the pain
it would cause the white community and Stevens himself. In other
words, Stevens'’ s attitude i s a me
involvement with the other and, at the same time, of insulating
himself and the white community from the guilt and the larger
responsibility they are not ready at
i mplicit critique here is that Samu:t
written as it cannot be comprehended neither across the color line,
nor as part of the story of the Yoknatapwpha saga and, implicitly, of
the American South.

Instances of non-involvement are counterbalanced, in
the same story, by glimpses of human solidarity across the border
line; not only does Mrs. Worsham, the local aristocrat, get involved
with Mollie s grief, but so does Gayv
and, eventually, the whole white community by contributing to the
buying of an expensive coffin for Samuel. His contribution to the
funeral expenses can be seeras the white liberal response to the
tragedy of slavery. The gesture is not singular or unprecedented in
the novel: the same guilt money had been given by Old Carothers in
his wild/ t o Tomey (TheBear);lor lefttby Rothb | a c k
Edmonds with Ike, for his black mistress, in Delta Autumn.

Faul kner’s *sense of the heart’
is repeatedly in conflict with his intellect. Alongside the fraternity
and ‘“homogeneity’ t hat mi g ht be i
involvement in the buria |l the narrator also i mp
death is the price he paid for having gone North and having thus
denied his ‘“southerness’

The negroid hair had been treated.
sports costumes call ed ensembl es
advertsment s.smoking cigarettes and a
which was anything under the sun but a southern voice or even

a negro voice.(GDM, 308)

132



Faulkner makes a similar point in The Bear by showing Fonsiba,
Lucas’' s sister, i n a stagmalbaf- utter
ruined shack in Arkansas after having run off with an idealistic

northerner. The author is judgmental again by having her rescued,

financially, by Ike McCaslin, a white southerner and remote
descendent of a slave master. Blacks cannot managen their own,

he seems to say.

Delta Autumn: racism, tolerance, the future

“"Truth of the heart’ and ‘“truth of
Delta Autumn in the encounter between old Ike Mc Caslin and the

black woman who had come to look for Carothers Edmonds, the

father of her chil d. On discovering
appalled at the idea that they might marry and strongly advises her

to go North and marry “a man i n yol
sal vation for you'’ Trdcial marmagesis b i | ity
projected onto an indefinite future,
while yet’ . Bl ack critics have eager
to accuse Faul kner of *‘racism’ . Howe
does not e ndohferd is thé&veoman wisofhasehe last

wor d: “0Old man’, she said, ‘“have yol
much that you don’t remember anythi
even heard about | ove?’ (GDM, 303). F
heart’'  cdraisnkand projeds a larger tolerance that is the
author’ s, wultimately.

Such an attitude underlies the portrait of Lucas
Beauchamp of The Fire and the Hearth who will be given centrality
in the next novel, Intruder in the Dust. In Go Down, Moses the
character of Lucas is ambiguous in terms of identity. Faulkner
would have us believe that he is a composite of the two races which
he accepts equally, unlike Joe Christmas, for example, who belongs
to neither. Lucas is seen as the result of genuine integration, a son
of the |l and: ‘He is both heir and pr
geography and climate and biology that sired old Carothers and all
the rest of wus and our kind..of all |
including his own’ ( Gbdw, he dtahds¥ortheAs h e
single ‘race’ of southerners.
Lucas Beauchamp is not just another black character in
Faul kner’s fiction. A nhightinAugust,, | i ke
or Charles Bon of Absalom, Absalom! , he is, nevertheless, a
singular type. Not tragically torn between the races, he actually
takes pride in his (partially) whit
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only in terms of class. For, in The Fire and the Hearth, t h e
black tenant and the white planter descend from the same family,
the McCaslins, initiated by Old Carothers. He, the old patriarch, had
three lines of descent, each traceable inGo Down, Moses one
through his son “Buck’” (who, with hi:
in Was, the burlesque, opening story of the volume), which would
end with the childless Isaac McCaslin; a second through his
daughter Mary, who would marry an Edmonds and eventually
become the greatg r e a t grandmot her of Rot h,
landlord; and a third through his black slave Eunice, that, three
generations later, would produce Lucas Beauchamp.

The issue of descent, lineage or ancestry as validating
present identity is foregrounded in an episode which Lucas recalls
and which dramatizes interracial communication and renders
Lucas’ s i deaentatic ang precarious. Tloelsdene features
Lucas enter the front door of t he
turned away from the door by the liveried black servant), an open
razor in his hand, intended on kiling Zack Edmonds whom he
suspected oegn’hahviisngwi‘fteakMol | y. Lucas
justified as Zack was the man ‘ he h
whom he had lived until they were both grown almost as brothers
l'ived . (GDM, 52)

But Lucas'’ s ra
woul dnZtacki ke think

uppity

ge has additiona
t

hat ‘because |
even mind’ ( GDM, 50). What foll ows i:¢
overthebedi n Zack’s r oom. I n using viol:¢

stereotype of the submissive black but, as R. Moreland points out,
he also runs the risk of confirming another stereotype that was quite
common-s pread during the Reconstructio
Negr o’ , especially as he contempl at
throat while he is asleep. Eventually Lucas discards the idea, throws
the razor away and engages Zack in a ong¢o-one wrestling over the
gun that lies between them on the bed. What the confrontation
comes down to is, ultimately, one that would prove natural

superiority, the fact t haltecauseiafas i s
his “masculine’ kinship wi t h ol d C
descendent of Carothers’ daughter.

Faul kner woul dn’t | et either of
gun, which Lucas did eventually use, misfire. Even though he takes
Mol I'y back,isdebasble; he comesdorraalize that, for a
man of his condition and race, social dignity and love cannot
coexist.. The dil emma that Lucas has
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precarious social dignity at the cost of life and love, or a precarious

love at the cost of social dignity. And even trading social dignity for

private | ove remains an unsure sett/|
As Richard King points out, a character such as that of

Lucas Beauchamp was extremely unusual in the early 1940s,

“‘ar ti st inoellyldgringdan d white writer, Southern or

not’” (King, 234).. The reason is that
mul att o, ‘“as a bl ack man endowed wit
267), proud, self-assertive and independent, features traditionally
ascn bed to the old planter class: ‘ He
all the rest of us put together, I nC
Roth reflects.

Taking into account Faul kner ' s
i ssue in the Sout h, L u @ possible mgdelr s o n a
for a transitional identity for blacks in a racially mixed,
‘“homogeneous’ society that Faul kner
makes <cl ear: “To | ive anywhere in t

equality because of race and color, is like livingin Alaska and being
againsé¢ snow’

Yet, his racial liberalism is still marked by a tinge of
paternalism apparent in his advice to blacks to conduct themselves
in such a way as to be ‘“better than
more honest, more moral, mor e i ndustrious and edu
101). And when it comes to the fictional form of such an identity
model, expectations are baffled and the idea is not sustained, or, at
|l east, seriously diminished: Lucas’s
engaged in such businesslike enterprises as distilling illegal
whiskey or digging for buried gold at night with the help of a
divination machine sold to him by a northerner - a highly unusual
position for a black character in his fiction.

Written after Faulkner ' s monument al achi
which was Absalom, Absalom!, this unusual novel incorporates
some echoes from the former, it s

post-modern revision of his masterwork. Not only that both texts

have biblical titles, but both foc us on the connection between race
and identity, both are obsessed with blood and genealogy, with
inheritance and dispossession. Finally, in both novels the white

6  W. Faulkner, Essays, Speeches and Public Letters p. 94. Faul kner ' s
‘On Fear: Deep South in Labour: Mississip,
wake of the Supreme Court’s Brown decisin
public schools and equality in general. Apud, J. D. Singal, op. cit.., p. 268
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protagonists perform acts of rejection and seek an intimate relation
to the land, albeit for different reasons; these protagonists have
their black counterparts that are somehow related to them and that
cannot avail themselves of their rights because of their inferior
racial status.
Thomas Sutpen’s act oekclugive ni al C
and future -oriented. He s heds his *“poor white t
on erasing a past in which he has ben victimized by cultural
di fference, and starts working to th
the foundation of a white, racist empire that, be believes, will last as
long as the successive generations will preserve the purity of their
bl ood. And then there is Charles Bo
becomes *‘both the sacrificial vict.i
catalyst of his empire’ 8)sl ow destru
The case of Isaac McCaslin ofso Down, Mosesis, on the
contrary, inclusive and past-oriented. He, too, wants to wipe out a
past that he discovers to be tainted with guilt and incest and, by
withdrawing into the big woods, attempts to construct a self -
contained, imagined world. This timeless space takes the form of the

‘“del ta’, a sign that Faul kner actual
stoical acceptance and mourning, as the title of one of the stories,
‘“Del ta Autumn’ , S U g g e tucas Bealthasp, b | ac k

both victim and survivor and who, by virtue of kinship, is equally
entitled to the possession of the land.

The revisionary dimension of Go Down, Mosesis most
obvious in the way (southern) identity is conceived of and
constructed in the two novels as the result of the relation with the

ot her ; while in Sutpen’s case that

cul tur al ot her , McCaslin’s vision s
what i1 s his design of what he call
indefinite future that |l ke projects
African and Aryan and Jew, all breed and spawn together until no

man has time to say which one is wl

Ambiguity seems to be endemic whenever we come across such
theoretical considerations about the future of racial co-existence.
In a hasty appraisal, one is tempted to say that this is
Faul kner’ speaking t hrough | ke, t
remember, that had retreated from the real world into an ahistoric
space where hehopes to reestablish the long last connection with

the | and, or , the |1 ke who has just
discovering that she has black blood, to go North and marry
someone in her ‘“race’
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|l ke’ s previous attitudes enabl e
i's rather a critiqgue, on the part C
paseism. All the more so as the larger historical context puts things
into a new perspective: the novel was published in 1942, when
America had already entered the war again Nazi Germany andits
allies Actually, Hi tl er’ s name i s
between Roth Edmonds and his hunting companion Will Legate,
one of the rare instances when echoes from the real world penetrate
the walls of the Yoknapatawpha. It is not far-fetched then to say that
the mentioning of-htameg e‘rA Yy sGIDrM, a 2 8838 p ¢

linked to Il ke’ s fear of raci al assi
|l ost , " homogeneous’ homel and.

What Faulkner indirectly criticizes here is that the
construction of a genuine identity , as |l ke sees it, ‘

closing out and separating oneself
transformation of the authentic self can only take place outside
history, within a boundari ed, seqgr e
Such a space, usaidmaboleid¢ alblyy t‘hleo del t a
the feminine as it is connected to the stereotype of the woman as a
virginal womb. The idea is apparent in the scene of the encounter
with the unnamed woman-t he granddaughte+ of T
who had come to the hunting camp to look for Roth Edmonds. He
is the father of her child, the last offspring of the assimilated Mc
Caslin-Beauchamp line, crossed and recrossed by blacks and white

s alike, in the long history of the family that lke has
discovered in the plantation ledgers. By the way she is described
wearing 'a man’s hat and a man
the blanket-swaddled bundle on one arm and holding the edge of
the unbuttoned raincoat over 4t witdtl
she appears as a fyure of transgression and racial crossing: dressed
in man’s <c¢l ot hes, she is Dboth male
disinherited and inheritor, all in one. Walking out of the closed
space of the tent into the future that Ike dreads, the woman is a
figureofal t er nati ve i1 dentity as compar e
of a white male.

)

s sl

Conclusion
Il n subverting |l ke’s identitary outl o
suggests the possibility of another, postmodern version of identity,
that is composite, aggregae and transracial. In tune with such a
possibility, the fragmentary form of the novel sustains the
postmodern idea of a descentered text and subverts the humanist
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notion of individuality as a coherent essence of self which exists

outside ideology and cultural history. For Faulkner, identity, and

especially black identity is always relational and contextualized.
Starting with the 50’ s, “Faul kn

identitary issues, both black and white, both personal or regional

will become increasin gl y cont ami nated by Faul ki

into public debates and controversies regarding pressing political

issues at the time. After Intruder in the Dust was published in 1948,

Faulkner the citizen will dedicate more and more time to speak

publicly on political and especially racial issues, at the cost of losing

the support of many fellow Southerners because of his attacks on

racism and disappointing many liberals because of his gradual

approach to desegregation.
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The Postmodernist Prose of the European East. A
Case

Mar i us?! Mi het

Abstract: The present paper intends to offer an x-ray of Alexandru
Vlad's prose, thus proving its postmodernist features; a brilliant
translator of modernist American and British writers, Alexandru Vlad
proves to be a rather tough enterpri se whenever a critical attempt of
including his fiction within a rigid, canonical literary paradigm has been
performed, since his writing is continuously changing its interior
rhythm, permanently searching for its inner voice.

Key-words: postmodernist pro se, Subject, decentering, identity, abyss.

In the postmodernist prose of the European East manifold
obsessions of the subjectivity of the |, instantiated primarily

through the American strand have been retrieved. Alexandru Vlad
(1950-2015) is a casein point in terms of such de-centering. A

translator of several Modernist American writers, the Romanian

prose writer systematized his prose up until his untimely death.

Whereupon a conglomerate of contradiction as regards the
disintegration of the Subject in fiction has resulted. Irrespective of

their subject-mat t er, Al exandru VI ad’ s stori
whereby reality does not make sense in the absence of minimal
dramatization. Although the texts of the Romanian author

seemingly debate issues eianeous to a Subject purged of reality, it

is often the case that we witness what Foucault coined as the

synthetic activity of the Subject. A perpetual becoming, in fact, of

the same universal subjective |. That is why the feeling of
discontinuityinhis pr ose is so vital, so el ect
denies coherence in surface discourse, whilst secretly betting on the

1 University of Oradea
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unification of radical subjectivity. The fragmentariness of his
discourse urges, all things said and done, the remaking of a
recomposed truth, whilst preserving a visible anti-humanistic
stratum. That the | atter i s mimed or
matter. What does matter is that his prose thematizes subsidiary
modernist structures, which is redolent of the fact that Vlad de nies
the multiple possibilities entailed by postmodernity. Without
exception, Alexandru VI|Iad’'s texts cé
subjectivity on a quest for harmonious identity.
The volume My Life as a Civil Servant (2004) is part of
Al e x andr u eclédtic a ditersture. Diverse, preeminently
composite texts, ranging from reportage to memoirs, skits, at times
even excerpts from novels, all this composes, as mentioned above,
such a literature, as volumes published after 1989 amply prove. The
noteworth y exception is the novelBitter Rainfall (2012). The same
technique is discernible in the Lamp Glass of 2002 and in In
Summer, More Careless than in Winter (2005), but also even later,
in Olives Almost for Free (2010). In other terms, the short -stories
in these volumes can arguably be read asiction in the abyss (using
Mc Hal e’ s term), -retenericiegt materiali and sel f
individual maps that are re -grouped with a view to novel relations:
from epistemological particulars to ontological verdict.
There was nothing that fascinated this author to a greater
extent than short prose, short stories, regardless of the fact that they
would COALESCE or not in a coherent, synthetic material. He
would rather include ingredients as in a sort of culinary text ( not
an entertainment -ridden text however, but one yielding conceptual
openings), unified notwithstanding, by a mesmerizing, enthralling
style. None of these texts lack reflexiveness, a concept and indeed
praxis that the author stayed faithful to up until his last writings.
A thoroughbred analyst, a surgeon of the geometrization
of destiny, Alexandru Vlad writes as indeed he lived: in the vein of
fragmentariness. Even the novel Bitter Rainfall, skilfully laid out,
yields the flawless convergence of its constiutive parts. Especially
through these cumulative details, minutiae, the novel ultimately
di scl oses a master’s potenti al in te
If a unifying vision is the issue here, one can speak of one
thereof only in Bitter Rainfall, where the experience of withdrawal
— into the inner self and away from urban exteriority filters the very
meanings of a World, not merely its layers, as he had previously
done. One can identi fy —ihavinghdsgoglandr u
the ultimate experience of the total novel — several levels ofevent-
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informed particularization,  preeminently icons of a destiny
apparently researched without the odd ultimatum -riddled curiosity.
It is my belief that it is when he relinquishes the curiosity informed
by the fugitive detail, by the fragmentariness of the world, and
closes up in the cumulative overarch of a definitive Self, that
Alexandru Vlad is truly prepared for writing up the total novel.
What indeed happens in the case of Bitter Rainfall .
My Life as a Civil Serva nt stands apart through the very
novella that gives the title to the whole volume. All the other texts
are somewhat niche. It is common knowledge that the older,
generic text, had been rejected by communist censorship several
times and the writer subsequently kept altering it. What is certain is
that, as soon as he seems to be satisfied with its final form, he does
publish it alongside other texts, as | mentioned earlier, on the —
officialized — eclectic note. In Instant Autobiography the author
swapsthepr ot agoni st '’ s data with that o
similarly to the subsequent Double Rainbow. Confession here
justifies, in fact, the very all-emcompassing melancholy that
accompanies the texts of the Cluj author: the dysfunction of
biography (raised by his grandmother and in a conflictual
relationship with his mother) does, however set some psychological
landmarks: first, his closeness up to almost identification with the
rural world, which will subsequently turn into identity -driven shock
and a squence of implosions once he becomes a citydweller;
second, the lovel i f e shock he under went, Wi
untimely death. The solutions thereof are well-k n o wn :
detachment and humour have often functioned as safety valves. As
a result of her death an inexorable guilt-ridden feeling would stick
wi th me”. "Emoti onal catalepsy” woul
student years by systematic estrangement:. from every job and
every place— a predominant feature of the writer, ever louder this,
until his demise. Instant Autobiography equally contains the very
idea of the volume: "1 was in turn a
art gallery, | cleaned spiked boots for a soccer team and lots of other
odd jobs until | got to be a typist with a big transp ortation company,
where | was to work for over ten years. This was what | now call my
life as a civil servant. During this time | edited my books (three up
to that point), always in Bucharest so that | should extract myself
out of local politics, I gotthe f i r st awards and i ndeed
In The Clear and Precise Memory of September, 27th
1970, the fictionalization of biography continues, this time around
by an episode on the brink of surrealism. The narrator-character
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hel ps out a g rthiefchfryahte huge clock in ortleoto k
have it fixed. There are two concepts that are intertwined here,
caught up in a theatrical duet: time and lies. Both, infact,
engendering illusion. Ultimately the thief, the one who wishes to fix
the shattered time brings along a sort of consciousness that the
narrator originally contests by counterpoint , by incremental lying

so that, in the end, it should stay with us as the argument of diluted
conscience.

The bizarre crook who wishes to unleash arrested time is
to be later developed into a significantly more complex character:
Kat the male nurse in Bitter Rainfall. A parable of illusion, The
Clear and Precise Memory of September, 27th 1970 is a nice,
endearing Borges-ean game.

Endlessly more ethereal, Exit resembles the indecisive
notes in an unfinished story. What stays with us is that the feeling
of alien atmosphere through setting and the impossibility of
unclearness— two ideas that Vlad would later resume in his novels
— both have to do with social masks.

A Place for You to Understand is an allegory of
friendship, whilst an occasion for the author to resume recurring
musings. When one of his friends lets him know that he is getting
married, he takes the former 50 km away into the mountains in
order to confid e in him. The aphorism-informed conclusions, that
run throughout Al exandru VIad’s wor

remi ni scent of Livius Ciocarlie’s
underutilized generosity, forever ayv
friendship is the most democratic feeling of all, but even friendship

begets obligation . Ulti mately, a

and separation within the bounds of friendship. The skit V captures
in an almost photographic stance the reunion of two ex-lovers.
Veronica, now a married woman, seems to the narrator to be the
embodiment of his own failure, the latter only to later succumb to

evasionistic pondering: "The det act
massive vehicle gave me, for a second there gave me the feeling that
in fact it was | who moves away fron

It is depersonalization, not merely as pharmaceutical
retreat from failure, but equally as social project that the novella
that gives the title to the whole novel is about. Alexandru Vlad has
remained faithful to an idea picked up from Joseph Conrad, an idea
we shall come across also in | ater v
adventure of the character is more genuine than the external one.
Characters are more or less losers, but whatle er s ! ”
142



Indeed, the assertion above constitutes a staple in the
poetics of Al exandru VIad’ s novel W
thereof, and the ralationships within the novella are built upon the
theme of failure. The narrator is Emil, a young man who gets
prepared to sit for the admissions exams for college, and who, after
a series of failures thereof is hired as a traffic warden. In this sense,
things are redolent of the re-education of the hero in The Most
Beloved of All Humans: it is arguably the same, the intellectual
banished by semtilliterate colleagues, the impossibility of dialogue,
vulgarization etc.

It is only the plot that is similar, of course. What
preoccupies Vlad are relationships, the insidious way failure comes
to pervade the others or the means whereby the former is further
propagated.

I n fact, i ntent readers of Al e
somehow read the same story over and over again, it being
interchangeable in terms of manifold scenarios: namely, the
melancholy individual, who, having landed in the midst of an at
times violence-riddled world, finds that the latter remains alien to
him in the event. Too afflicted by solitude is he, or too fed up with
it. Discontinuity sets ontological superiority i n Al exandr u VI
text.

My Life as a Civil Servant is a collection of photographs
of the use of estrangement. Alexandru Vlad does not conceal, here
or elsewhere, the appeal failure has, failure as lack of constitutive
will. The artistic effect thereof settles it against a background of
contemplation of a depressive nature and of a phantomatic, ever
more contourless society.

Out of all this, however, what overrides all is what Vlad
continuously ensures: a sense of spleen that is not infrequently
poetic, as well as the bounds of bookish deression having an
epistemological end.

Quite a natural passage shall be performed in Double
Rainbow. As in the title itself, and as indeed in Bitter Rainfall, the
emphasis is laid on arhythmical nature — a constitutive
preoccupation with Alexandru Vlad .

Alexandru Vlad locates the leaks of a reality whereform
nothing has remained to be capitalized. This is, in fact, the story in
Double Rainbow.

The narrator, a kind of Emil retired after a lifetime spent
as a civil servant cushions the wait for the endwith the game of
reintegration: into the world of the village once deserted for life in
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the city. l ncapacitated by "my on
caricatured i mages” from the exten
the return to the village resembles areturn to the rhythm of sedate

death.

The pace of waiting is disrupted by a myriad excursive stances

ranging from insertions of memoirs, to all kinds of bookish

references, to ideas etc. All the connections against coherence in its

traditional stance. A photogram aficionado, Alexandru Vlad writes

Double Rainbow with the gusto of a collector who, in the absence of

new acquisitions, re-arranges and permutes the available pieces. In

other words, the novel is a plural text, technically speaking, and its
non-linearity, its innate fragmentariness, all this justifies indeed

one of the conditions of postmoderni
is one that utilizes one of the broadest concepts: indeterminacy. The

notion substantiates the journalese-informed titles o r the memoirs-

driven ones and indeed the excerpts that seem to perpetually,
incessantly dismantle the text.
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On Interpretation (Ioan Panzaru, The Regime of

Interpretation. Literature and the Sen se of Plot, Polirom
Publishing House, Iasi 2012/Regi mul i nterprett
Literatura 11 s Editunal Polarony, lasirzo12),

Anemona Alb?

It is with profound critical acumen and impressive ideological range that

loan Panzaru - who specializes in French literature and is a Professor at

the University of Bucharest (his main research concern being medieval
studies) - tackles the issue of interpretation in literature. His book The
Regime of Interpretation. Literature and the Sense of Plot / Regimul

i nterpretatruria 1Lii tee iPelitoh Publish$hg Hausei (
2012/Editura Polirom 2012) lays out and painstakingly analyzes the
intricacies of the process whereby exegesis is performed.

Interpretation is not merely seen here as the revelation of
meaning, the yielding of multiple, palimpsestic meaning but equally as
problem, (trangression of) norm, entitlement, legitimation. Indeed the
ethics thereof emerges as one of the main issues undertaken by the author.
To quote the latter, ,,As in the study of ethics, the transcendent nature of
moral values seems to some to be insurmountable, likewise in literature
the irreducible nature of the aesthetic to other values seems to be a
founding fact. "(Panzaru 2012: 60) . Il nc
postmodernity is also approached by the author in a bid to unveil the very
mechanisms of meaning production. He quotes, inter alia, Paul Ricoeur,
who identifies what he labels literary value as superimposed to
communicated content that is addressed to an indeterminate recipient. It
is this very indeterminacy of the recipient, Panzaru argues, that allows
space for the honesty, the candour and for the very intimacy of literary
enunciation. Artists, he claims, are the ultimate sincere humans, not
because they have higher moral stamards than others, but because the
medium whereby they express their views guarantees their freedom of
speech as if beyond the grave. The very same indeterminacy, Panzaru
states, allows for the monumental character of the work-of-art (according
to Paul Zumthor) and its availability for occupying a position of authority
in society.

In other sections of the book, Panzaru saliently uses the

1 University of Oradea
146



concepts of prescriptive rules and the conative force of writing to make a
case for the manifold nature of interpretation . He also discussesagency
and the forking of paths in narrative ( in the Eco-ean vein). Not only are
the concepts thereof minutely and subtly dissected and analyzed, but the
referential range (from Aristoteles, to exegeses of the Bible to
postmodernism) equally beckons the reader to immerse themselves in this
text. It is indeed a text that is valuable both for the adept and for the

layman who wishes to discern the entanglement of interpretation in

literature.
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Rigor (mortis) in Warfare Literature (Antonio G. Iturbe,
The Librarian of Auschwitz, Planet Editorial Publishing
House 2012/Antonio G. Iturbe, Bibliotecara de la
Auschwitz, Editura RAO, 2013, transl. by Graal Soft SRL,
Bucuresti)

Anemona Alb?

It has been one of the recurring modus operandi of late to revisit old,
sedimented themes such as terror, mass extermination, ideological clout,
be it in Nazi-sm or in communism. Indeed some of the most hailed books
in this vein over the last few years tackle revisionistic issues such as, What
if we were to allow literature to yield the other side of the story, beyond
the prescriptively triumphalist vein of the victor (The Allies) and thus to
portray the horrors of World War Two through the eyes of the defeated,
for the sake of balance? Books such a3he Book Thief by Markus Zusak,
The Reader by Bernhard Schlink do indeed vyield such alternative
narrative. In the absence of mainstream rendering and representation,
what else is there in terms of means of expression? Antonio G. Iturbe in
fact departs from this newly-intantiated practice of whitewashing the
historical perpetrator, as his is a vision of the resilience of the vicitm, but
it is the very theme he addresses that circumscribes his novel into the
revisionistic practice mentioned above; beyond the content-driven
considerations, in terms of form he dismisses the generally-accepted
practice of, say, accruing tension vertically, as it were, and instead has the
latter build -up laterally, by mapping out, indeed extrapolating meaning
from one domain onto another (i.e. from lethal practices to — lo and
behold! — the theatre, amateur theatre performed by inmates). Indeed it
is the everyday minutiae of life at Auschwitz, the equally banal and tragic
combustion of living in a concentration camp that Iturbe masterful ly lays
out in his novel, The Librarian of Auschwitz, published in 2012 (2013 for
the Romanian translation). It is perhaps the smallest collection of books
in history that this makeshift underground library accommodates (only
eight books in all). But this tiny treasure is a symbol for survival, for (lost)
normalcy. Books carry values that no ideology, no punitive practice can
obliterate (it is not a coincidence that Hitler had tons of books burnt in
public squares in a bid to insidiously set terror and to pre-empt any
potential resistance, rebellion). If in The Reader, it is a female guard that
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has a controversial, tragic relation with books, in The Librarian of
Auschwitz , like in The Book Thiefas well, it is a nubile girl, a prisoner that
harbours books at Auschwitz, thus putting her life at risk in the process,
the guard in the first novel mentioned above being herself a tad infantile,
notwithstanding.

What | find most enthralling in this book is the way the myriad
meanings of order, of rigor are played out; it takes — indexical — rigor to
organize a library, as indeed it takes cynical rigor to organize mass
murder. The scenes in the novel whereby the aftermath of gas chamber
efficiency is instantiated play upon the ambivalence of mobility. It is the
desperate mobility of the moribund, trying to escape the gas chamber in
the process of being gassed, gasping for air, clambering on other
agonizing, half-dead bodies. It is rigor mortis in an uncanny entanglement
of dead bodies, uncanny because still projectig movement, impossible
egress from a space of doom, but equally the rigor of Nazi extermination,

thetechnet her eof . As one of t he characters

have no idea what’'s in there. As
cadavers, alltopsy-turvy, one on top of the other. Definitely some die from
asfyxsia and being trampled on. When that poison reaches them, probably
the body reacts in a horrible way, suffocation, convulsions and all. The
dead bodies are covered in excrement. Their eyballs are protruding, their
bodies bleeding, as if their organism had undergone inner combustion.
And the limbs, the cringy arms, like claws, tangled into the bodies of
others, in an attitude of despair, the necks so elongated upwards, gasping

you e

forair,soel ongated as i f they were ready to

elongated necks in this Boschean, nightmarish scene are redolent of yet
another painter’s styl e, t hat of
these images are not mere surface, but woefulcontent, Death per se, not
the mere iconography of death. It is, beyond the imagery, rigor mortis
with a difference, as here we have the immobility of death paradoxically
superimposed to the mobility of panic, of despair; the mechanics of horror
that supersedes the very motionlessness of death.

Yet another powerful interplay of images is that of the
makeshift theatre productions the prisoners are made to perform and of
life itself. Art and life, cynically intertwined. It is, inter alia, the
ambivalence of spaces that is instantiated here: the space of the
concentration camp, where things are all too real, where death is real,
versus the space of the theatre, where makebelieve is the norm. In fact,
two types of illusion are invoked here: on the one hand, that by inflicting
death upon a number of Jews, the whole Semite race will disappear, hence
the illusion of eugenics and on the other hand, beyond the conventional
artificiality of the theatre, that by staging a play, the worries and fear will
be dissipated. Stagefright is subtly made to yield twofold causality here:
that of the natural nervousness of actors before entering the stage and that
of having as spectators the very butchers of their destiny, the Nazi officers
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in attendance. It is not an arbitrary c hoice that the prisoners, all children,

are made to perform Snow White, which entitles the author to suggest a

readily discernible parallelism: that of the officers (Doctor Mengele

among t hem) and that of "wolves in uni
bestiary that is alluded to — and operationalized — here. In the
indiscriminate massification of identities, indeed of taxonomies, it is only

laughter (as triggered by the inadequacies of the actors on stage) and

crying as triggered by catharsis that differentiat es among peopl e:
only laughter and crying that reminded them that they were still

human " (lturbe 2013: 33)

Hence two relations of ambiguity are thus established in the
text: one between the gas chamber and the showers (all prisoners were
told, and indeed thought that they were going to have a shower when in
fact they were guided towards death induced by poisonous gas) and the
one between the concentration camp as the space of impossible illusion
(the illusion that one may escape) and the theatre asthe ultimate space of
illusion, of make -believe.

A plethora of other forceful images in this novel: surveillance
as extension of body (Dita, the protagonist has the sticky feeling, a feeling
of stickiness — like sweat exuding from her body - that she is being
surveilled, monitored by guards even when she is not); play upon the
conventions of literature (Dita used to be a librarian back in the day, in
the ghetto as well, only to forecast her role as an underground librarian at
Auschwitz, a premonition, this , not dissimilar to that in Russian drama,
where a weapon on the wall panoply in Act One most surely indicates a
murder that is to come in Act Three etc.)
lturbe’ s story is based on real histor
that the author documented and the protagonist, Dita is inspired by the
real protagonist of these uncanny forms of resistance and resilience, Dita
Kraus, a survivor of Auschwitz (where she was imprisoned as a 14 year
old) that Iturbe interviewed and to whom the book is dedicated.
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The World as a Theater. Then & Now. Andrei Zlatescu,
Shakespeare's The Tempest and The Elizabethan World
(Publica Publishing House, Bucharest, 2014)

loana Cistelecant

Andrei Zlatescu is currently the Director of European Inter -University
Center for Human Rights and Democratization — European Master's of
Human Rights and Democratization Programme for Romania; he is also
teaching Community Theory and Human Rights for the Faculty of
Political Science, University of Bucharest, enjoying a vast Western
recognition for both his academic activity and his studies in the fields of
cultural anthropology, history of ideas, community research and
minorities' rights.

As summarized in the book's presentation, Andrei Zlatescu's
Shakespeare's The Tempest and The Elizabthan World essentially
represents “a dramatic riddl e vacil |l a:
symbol s of Eli zabethan and Jacobean Cc
provisional tyranny disposes the absolute answers of representative
knowledge, his enlightening work of wizardry reduces knowledge itself to
an act of efficient representation, nonetheless an empty epiphany. Thus,

Shakespeare’s last major folio is both
wor k of “magic theater” that-iniwhicht i tut es
both the meaningf ul “fabul ation” of the

performance in history are shown: a dramatic structure that can produce
events in history within its narrative agency, truth that finds its new
measure in representation.”

Nevertheless, a modern reader might very well be intrigued by
the study for much more than this: it is a story within a research, it is a
literary text within a complex cultural paradigm, it is also a historical and
political context within a Shakespearean play or vice-versa. From the
beginning, the author reveals and thus sort of validates his need for
constructing such a study: “An incompl e
of hermeneutics, Shakespeare's last major play is topped off with
rhetorical paradoxes. This requires a new critical understanding of
“ambiguity” as a carrier of meaning thr
eras: the metaphor of a dramatic vortex
goes well with the image of this play. Indeed, The Tempestlooks like an

1 University of Oradea
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i nexhaustible source of inspiration for
particular inexhaustibleness would act throughout the entire study as the

inner energy, the engine and neverending vitality of the volume's

intercession. The process ofstructuring the researcher's arguments in its

intentional introductory stasis would eventually prove to fulfill its tasks,

to reach its goals— a multiple -colorful fresco emerges with each chapter

of the book: “I'n my demonsthatsitomy” | of
imaginary acts centered on the metaphors of kingship that are found

conducive to the paradoxical quality of symbols present in Shakespeare's

| ast maj or play."” IThed Tempmest tunghiok & s pear e
religious, a political, an ideological quarrel — all in all, into an extended

multi -cultural x -ray which underlines the play's referential progress and

its intrinsic dilemmas. Critical perspectives on the topic over the centuries

and concepts related to the text's problematic, thematic and substance are
carefully followed, regi stered, revi si
more elaborate rendering of Marxian esthetics is crystallized in Louis

Althusser's theoretical undertaking; he takes the phenomenon of

ideological contamination as typical of all forms of social interaction,

including forms of art. " ; “To free the
papacy, Morison proposes, the state had to do more than to impose the
|l aws of the new Parliament to gain publ

“ Blitical strategizing, as the moderns have learned from the lessons of
history, is often a hazardous process, whose dependence transcends the
powers of individual leadership, and depends upon objective resources as

much as upon demographic and social facta s . " ; “Shakespear e,
writes, rejects Montaigne's “naturalis
those narratives of the New World unfavorable to the natives, widely

popul arized during the epoch. ")

Andrei Zlatescu's Shakespeare's The Tempest and The Eliabethan World
is a surprisingly generous, fully-documented and quite a spectacular
research; the reader would discover not only the world of Shakespeare as
theater, but above all his proximal contemporary world as a continuously
performing arena/ stage, a text within few other texts, a story within and
moreover beyond the classic or the canonized story, a rewarding universe
attentively analyzed in its apparently minor details, contexts and pretexts
in their dynamics, a cultural background worth re -visiting over and over
again.
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James Oliver: Affluenza. Vermilion, London, 2007

Magda Danciu!

This is one of the books that help you better grasp the underlying social
context fiction writers evolve in so that they can end up writing about
certain things/chara cters in a certain way in an age characterized by the
contagious disease of consumerism, highlighted by the title itself:
affluence + influenza= affluenza. Readers concerned about the twists in
the conceiving and rendering literary issues nowadays would find it useful
to discover that most of our current existence and aspirations are marked
by the emergence and operation of virus values of the affluenza, that is,
our present way of life residing in the need for consumption, and the
awareness that our livesare dominated by the conflating site of having and
being.
As a social psychologist, the author examines the effects, that
is, the depression and anxiety created by the virus of consumption under
the condition of “Sel fish Capandal i sm”
loneliness, and a lack of authentic and intimate relationships, all of which
encourage an increase of consumption:
The more anxious and depressed we are, the more we must
consume; the more we consume, the more disturbed we are. Consumption
holds out the false promise that an internal lack can be fixed by an external
means. Compensation for personal misery is why people with the Virus
are at greater ri sks of substance abu
shopaholia, workaholia, sex, the other compulsions of mass consumption.
We medicate our misery through buying things. (p.15)
James Oliver carries out a massive research in notably
English-speaking countries (the US, Australia, Singapore, New Zeeland)
but also Denmark, China and Russia, to demonstrate hov people accept
the rule of superficial values or, as Erich Fromm observed, how they
“experience themselves as commodities
externally determined” and how *“consume
distraction and false individualis m, supplied by possessions because most
people lack identity. People differentiate one another by what they own,
not who they are (.., by Having rather
He attempts to identify and juxtapose the traits of the
Marketing Character in the various parts of the world, discovering the
unifying areas as well as the particular aspects of each
country/society/community investigated, foregrounding the roots of their
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depression and frustration, and ways of
in accordance with general and particular principles, such as:

Form as truthful and accurate an assessment as possible of
yourself and your society, rather than living in a rose-tinted bubble of
positive illusions.(p.153)

Don’'t be scared of @exmuhiasyoarg your
successes when searching for clues about what to do.(p.154)

There is unhappiness and depression generated by the Virus
val ues, goal s and motivation as they a

praise, the other s’ a‘pnporneecyi,a tpioosns’e s sainodn ¢
appearance, f ame” (p.157) t hat coul d
opposite of Virus motivation, namel vy, 1

things for the pleasure of the activity
intrinsi ¢ goals are supporting others, such as beauty or selexpression
and that “people with intrinsic motives
better off than those who have exclusiyv
By offering certain solutions to overcome the negative effects, the
destructiveness of our virus-attacked well-being, the author makes use of
a positive psychological encouragement to face the affluenza by
controlling the balance between needs and wants, by establishing your
self-esteem in terms of both victori es and defeats of dai l
worth is so shackled to one’s perfor man
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Horea Ioana: Theorie und Kreation in der modernen
Literatur. Editura Universit £ESii din Oradea,
Denisa Ignat

Vor Kurzem ist im Verlag der Universitat Oradea ein Buch Theorie und
Kreation in der modernen Literatur der Lektorin loana Horea
erschienen, das auf einer Promotionsforschung basiert. Die Autorin
beabsichtigt, die intellektuelle Bivalenz mancher Wissenschaftler und
Schriftsteller zu erforschen, um danach mit belletristischen Argumenten
die Existenz eines Entwicklungsprozesses in Kunst und Literatur sowie in
Wissenschatft zu priifen. Die Arbeit verbindet eine riesige Bibliografie mit
Fallstudien aus der ruménischen und européaischen Literatur. Die Autorin
bezieht sich auf die aristotelische Trennung von Wissenschaft und Kunst,
bzw. von Geschichte und Dichtung, indem die erste als Gegenstand die
Wahrheit und die Partikularit &t hat, die zweite die Schonheit verbreitet.
Verschiedene Autoren behaupten, man koénne mit Dichtungstalent
geboren werden, aber Wissenschaftler konne man erst durch harte Arbeit
werden. Die zwei intellektuellen Beschéaftigungen setzen verschiedene
geistliche Begabungen voraus, obwohl es viele Wissenschaftler gibt, die
sowohl wissenschaftliche als auch kinstlerische Talente haben. Als
Beweis werdensechs Schriftsteller ausgewahlt, drei aus der rumanischen

(George Calinescu, Cami |l Petrescu

franzosischen Literatur (André Gide, Jean-Paul Sartre) und der Italiener
Umberto Eco.

Der Beziehung zwischen Wissenschaft und Kurst widmet die
Autorin ein ganzes Kapitel, das sieTheorie und Kreation in der modernen
Literatur benennt. Als modern wird die neueste Literatur verstanden, die
Literatur nahe unserer Zeiten, des 20. Jahrhunderts. Die moderne
Literatur hat laut den literari schen Kritikern sechs wesentliche Merkmale:
die Anderung der Beziehung Literatur-Realitat, Erscheinung des
Selbstbewusstseins der Literatur, die Strukturkrise, Zergliederung des
Charakters, Polysemie der Interpretation und das offene Kunstwerk. Bei
den analysierten Schriftstellern und Werken merkt man, wie die Literatur
subjektiver wird, man kehrt von der objektiven Realitat zur inneren Welt
zuriick. Es findet eine Reifung des Selbstbewusstseins der Literatur statt.
Die Literatur beginnt, Gber sich selbst nachzudenken und (ber den

eigenen Schopfungsprozess. Das beste Beispiel in diesem Sinne ist der

Roman von André Gide, die Falschmiinzer, der hierin durch seinen

L Universitat Oradea
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Charakter Edouard enthiillt, wie der Roman eines Romans (Metaroman)
geschrieben wird. Die Zergliederung des Charakters, die Stukturkrise sind
direkte Ergebnisse der Entwicklung des modernen Romans. Die
Polysemie der Interpretation macht Platz, nicht nur in der modernen
Literatur, sondern in allen Kunstwerken, zahlreicher Interpretationen
seitens des Leers; egal ob er gewdhnlicher Leser oder literarischer
Kritiker ist. In Bezug auf das offene Kunstwerk oder das offene Ende
zeichnet sich die moderne Literatur durch die Uberraschendsten
Ereignisse und Geschehen aus und lasst den Leser viel dartber
nachdenken.

Schlussfolgernd setzt sich das prasentierte Buch mit dem
Schwierigkeitsgrad des gewahlten Themas, mit dessen Wichtigkeit fir die
geistlichen Wissenschaften, mit der wissenschaftlichen und &asthetischen
Kultur der Autorin und mit der Richtigkeit der aus gedrickten Ideen Uber
Entwicklung in Kunst und Literatur auseinander.
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J. M. G. Le Clézio : Tempéte. Deux novellas Collection
Blanche, Gallimard, 2014

Floarea Mateoct

Le livre le plus récent de J.M.G. Le Clézio se présente sous une forme
littéraire toute neuve nwelaunesecowmedécr i t ur
fiction située comme longueur entre la nouvelle et le roman, peu fréquente
en France mais trés appréciée par les AngleSaxons. Le soustitre Deux
novellas précise le particulier des deux petits récits réunis sous le méme
titre : Tempéte.C’ e st l e Iibell é de |l a premieér e
s ' @&lpepne femme sans identité. D’ ai I | eur s, | > écrivain
explications supplémentaires sur la quatriéme de couverture: «En
anglais, on appelle "novella" une longue nouvelle qui unit les lieux, I'action
et le ton. Le modéle parfait serait Joseph @nrad. De ces deux novellas,
l'une se déroule sur I'lle d'Udo, dans la mer du Japon, que les Coréens
nomment la mer de I'Est, la seconde a Paris, et dans quelques autres
endroits. Elles sont contemporaines.» Quoique indépendantes, elles se
relient par des thémes communs, chers a Le Clézio comme la quéte des
origines, | i dentit é, |l a mer , l a sol it
pour n’en nommer que certains.
Ce livre illustre une fois de plus la motivation d u jury Nobel
qui a couronné Le Clézio en 2008 comme «écrivain de la rupture, de
| "aventure poétique et de | ' extase sens
au-dela et au-dessous de la civilisation régnante». Surnommé a juste titre
«l " écrivaisnlelComadeo® est considéré |’ un
voyageurs de sa génération. Pour | wui, i
«<voyager ¢’ ests’'’@agQmmuailetre désir de décou
d’"autres peuples et d’" autres taesiat ur es
l ongtemps ignorés et minimisés. C'est a
dont | e cadre | ointainentse situe dans |’
Mais quelles sont les raisons de son choix? Le Clézio en donne
lui-méme quelques éclaircissements dans une interview a&cordée a

Thierry Fiorile, journaliste du service culture de France Inter : «J ' a i eu
| " occasi on, en effet, dans une petite 1
peu ces femmes, | ai méme nagé avec el l

je ne suis pas untres bon nageur. » (www.franceinfo.fr/emission/le choix -
culture/2014 ). Dans son témoignage, il dévoile avoir été bouleversé par

1 Université d’' Oradea
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l eur vi e, par | eur f or aenewetamipvalente, | eur
partagée entre la souffrance physique de leur corps, pareille a toutes les

personnes agées, |l orsqu’elles sont sur
|l es profondeurs de | a mer | orsqu’elles
preuveen sont | eurs cris de joie en sortal
a reproduire tels quels. C'est une musi
thérapie pour ces femmes qui Il " ont boul
[ ui ont donné eavie d’ écrire ce |iv
Il est vrai que la mer devient un élément fondamental de

|l i maginaire insulaire de Le Cl ézio. C
novella est |l a ville, elle apparait aus

et a la fin. Ses personnages entretiennent unaelation particuliére avec la
mer qui remplit plusieurs roles : substance de leurs réves, source de vie et
gouffre de la mort, lieu initiatique, espace de la délivrance et de la liberté
totale.

Le Clézio a été inspiré aussi par un theme qui le hante, raé a
la vie complexe des femmes, surtout des jeunes femmes qui doivent
surmonter grand nombre de difficultés pour accéder a la vie adulte. Tout
en soulignant que la vie des femmes est plus dure que celle des hommes,

il les admire pour leur courage physique e t mor al , pour l e f
doivent réussir plusieurs vies en méme temps: la vie professionnelle,

physique et affective, tout cela en méme temps, en se heurtant a toutes

sortes de difficultés.

Les personnages féminins des deux novellas sont deux
adolescentes en quéte de leur passé, de leur origine, un mélange
d’innocence et de maturiteée. EIlles sont
l e manque d’un parent. June, de |l a pren
Il 7Tl e d’"Udo dans | a Massongpére. RBaghelpdelaet ne
deuxieme, est née en Afrique et grandit dans la famille Badou avec son
pere et sa socur cadette, Abigail ( Bi bi
une enfant i1l égiti me, venue au monde
| ' andannée aprés sa naissance. La trame narrative de leur identité se
isse d'"histoires et de rencontres qui

Dans | a premi ére novell a, June es-
i raconte sa vVvi e, e X pe deqopinioessrlaét at s
e de |77l e et ses oObservations sur
fférence | " aspect physique (elle e
penchant vers |’ errance et |l a réverie.
avenienemyant a |’ école mais elle reste
connait les légendes et les mystéres. Le Clézio exprime encore une fois
Il "admiration et |l " empat hie pour l es pé
gagnent leur vie plongeant chaque jour, malgré leur age et le danger
gu' ell es courent

June rencontre d’un pécheur bizarr
un journaliste, chroniquer de guerre et

)
a

—

u
[
[
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apres trente ans pour revoir les endroits ou il avait déja vécu. Il est le
deuxie me narrateur qui raconte sa vie et
apprend que, pendant la guerre, il a assisté a un viol sans réagir, ce qui lui
a colté une peine de cing ans de prison
I * Aame, un remor dusérdionmé mel sn’ial peasst gvenu
chercher | ' élb @almenet haedistance» eomme possible
thérapie.«J e sui s un mort en sursis. Je s
fait quelque chose de terrible 64 ¢a
I Il > amiti é& avec
de Dbl ues rencontrée sur I 171 e, ni [
apai sé sa douleur. Chacun était venu
pour fuir le passé, elle pour s remettre apres un amour perdu. Philip doit
traverser une épreuve plus dure apres la disparition mystérieuse de sa
copine que |l a mer a engloutie pendant ¢
Les trente ans passés ont abimé son identité le transformant
dans un écrivain raté, un homme qui n"est rien et (
personne. Accablé par la nostalgie et la solitude, il tombe dans le trou noir
de | " existence mais | a présence de Jun
gardien qui lui redonne le goQt de la vie. « Le hasard a mis sur mon chemin
un ange, une enfant innocente et dréle. Pour la premiére fois, depuis
l ongtemps, | ' ai r e n(p.m3).rAéontioar, l&8j¢unee  h u ma i
fille cherche aupreés de | ui |l a protect
manquent. Il se forge entre eux une communication trés forte et sincére.
Rachel, de la deuxiéme novella vit une partie de son enfance a
Tar kwa, en Afrigue de |’ Ouest. Ell e est
grandit sans affection dans la famille Badou, dans une atmosgheére
chargée par les disputes interminables entre les deux époux. Le seul étre
cher et proche est sa demis ceu r Bi bi . L’ annonce que
pas sa mere et qu’ ' elle est née a |l a sui
trauma qui divise son existence en deux dimensions temporelles: avant et
apr eées. L' avant coincide a | '"enfance av
| " apres correspond a son devenir adu
méchanceté des gens. En effet, Rachel doit subir la froideur et le rejet @
Mme Badou qui dévoile ses ressentiments et la condition de la pauvre
file:«xLa petite Rachel (..) Sans famill e, s
c’' est ca qu’ il faudrait di rrMangeu.aunnde on
enfant trouvée, une enfant de laruedont per sonne ne veut ..|l°
personne..El'l e me fait peur. Je n’'en pel
hait, c¢’' e sfp 1b®k151.douteest sous le signe de la négativité.
Sans appartenances identitaires, Rachel
nN est personne et n"'a personne, ce qui
s'impose de vivre en som@meiguwi. sC’aepparue
a | " exil intérieur avec son dramati s me.
Pendant |l a guerre, la famill e Bado
dans la banlieue parisienne. Rachel se sent dépaysée ayant du mal a

me parl e >de(pnorg8A9.) . N i i
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s’ habituer a |l a civilisation de Il a vil!/

double déracinement: d’ un c6té, elle s’ éloigne d
elle doit se séparer de la famil e qui se brise et qui n'’
Traumati sée par ses origines, marquée p
et par l eur séparation d’' apr és, el | e

itinéraires dans le labyrinthe de la ville grise. Rachel vit dans la précarité,
ne peut pas se créer de liens méme si elle rencontre des gens qui vivent en
mar ge cComme el | e. Si avant , el |l e et S
proches, elle se rend compte que leur relation est rompue. Un mur sépare
deux mondes, son monce a elle, sans repéres et sans attaches et celui de
sa scur qui se réjouit d'  une identité
famill e, d’ avoi«Mal atleinbatt €l d eagiit de |
ne sait plus rien de ce que je suis. Elle a les éis de la liberté et moi, je suis
en prison. » (198).

Rachel rencontre sa meére biologique qui lui raconte les
circonstances du viol et de sa venue au monde. Bibi, devenue jeune
femme, subit elle aussi un viol dans un bar parisien. Ces femmes connues
et inconnues rejoignent la galerie des personnages féminins lecléziens qui
ont subi | ' a g:'Meeke dans Proéés\erbal ouilaila dans
Poissond 6pour n’ en r appeunesr. gQree sqtu eul ng uaecst e
qui est repris comme un leitmotiv dans Tempéte, une nouvelle occasion

pour | "écrivain de condamner | agressic
droit et aucune puissance pour y échapper et de montrer sa sympathie
pour |l a condition féminine. Apreés ses &

sesexpérences de vie dans un camp en marg
délaissés, Rachel trouve son salut par le retour dans la terre originelle,
I " Afrique. Son geste r appDfdettquirenteel ui de
aussi de son exil frangais, de sa vie «<hez les esclaves> dans son paradis
perdu, |l e désert marocain. Rachel nourr
origine, ne f(t-ce que par la rencontre de la sagd e mme q u i I " a mi ¢
monde au méme hopital de Takoradi ou elle encadre, aprés trente ans, une
équipe multinationale, comme volontaire.

Ecrits a la premiére personne, les deux récits racontent en fait
| " ampl eur de | a vie avec |l a vari été d’
humain doit traverser. Philip et Rachel sont des nostalgique : ce sentiment
doux-amer  se manifeste chez eux dans sa double
expression Heimweh et Sehnsucht désignant le mal du lieu natal et le

souvenir du temps heureux. Eux, de méme
solitude fonciére q u i |l es poussent vers ehtpasrrance
guérir. D" aill eurs, t ous :IPhilp pgpdesa sonnag
bien-ai mée et connafi't |l " horreur de | a gue

el l es son

souffrent physi guement | orsqu

doul eur de | ' aavacdiffioulié le passagea lavvietadulte.

Leurs expériences pour bildungsraoman.s’ encadr er
Mais le sentiment dominant dans Tempétee st | * amer t u me
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désigne ici un état particulier, « une douleur qu'il faut bien aimer, parce
que lorsqu'elle cesse, tout devient vide, et qu'il ne reste plus qu'a

mourir'... » (p. 47) . C’ est ununslonprécieumguit ambi
donne du gout a la vie» . (p. 128) . Le Cl ézio pr éc«
méme interview que cSykosgti slmee sl idver el 6daemeC
gui Il "a inspiré aussi pour écrire ce
phil osophe concernant la coul eur du r €
réponse:«c’ est | e gris de |l a tempéte | orsqu
mai s c'iesteagssts des villes surtout | a
remords, «xcette essentielle d&i mension de | ' h
Dans | es deux novell as, Le Clézio dép

exprime encore une fois son humanisme et envolte le lecteur par la
musique de sa phrase et de ses mots.
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Recovering the Literary Intimacy. Simona Sora:

Regbtsirea intimitESii. Corpul “n
interbelictkt 11 p 6Redodrngthenriiimacys t L
Body Paradigm in the Romanian Post -December and

Inter -War Prose ). Cartea Roméaneasca Publishing House,
Bucharest, 2008

Mari us?!®! Mi het

There can be identified precisely two literary moments in the center of
Simona Sora's present study on body and bodily substance as far as the
Romanian prose is concerned: 1933 and 1989. Forany foreign reader
these particular temporal frames bear no relevance whatsoever. But they
do for the Romanian culture: the inter -war year represents, on one hand,
the absolutely remarkable explosion of creativity, quite impressive on the
level of Romanian minor culture, while the year 1989 emphasizes both our
separation from communism and our new start in a freedom experience
that had to recuperate almost half of a century of darkness in regards of
creativity.

No wonder, thus, that under repression and denial
circumstances, such as that of totalitarianism, the Romanian literature
was forced to reinvent its messages on those forbidden realities, among
these one could easily denote intimacy. Things are getting more difficult
to comprehend since we are deding with a bodily substance accepted and
constructed as a theory of reading. The problem lies in discovering such
an intimacy which is deeply hidden beyond epochs, ideologies, all sorts of
interdiction and censorship. But above all these, the biggest problem lies
in the process of distinguishing the communication between personal
intimacy and literary intimacy. Simona Sora strongly believes that there
should be a real balance between the act of writing on intimacy and the act
of simultaneously reading and re-reading literary criticism, philosophy,
religion and psychology - all these applicable to a double revelation, which
is the body itself and the obsolete intimacy belonging to a personal epoch.

Immediately after our freedom was reinstated in 1989, the
Romanian culture felt the inner need of a specific something to erode all
the accumulated impudence during the totalitarian regime. While during
the inter -war period the very process of representing the intimacy always
had something erogenous and summerlike in it, in the communism
aftermath such gestures could no longer be performed easily.
Consequently, the very gesture of disinhibition suddenly took a totally

1 University of Oradea
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different approach, acting as a renunciation to all taboos and inhibitions:
the process of reovering intimacy manifested itself technically by
stamping the whole area of seltreferentiality, textuality and authorship.
That's why the concrete differences between what is called the interwar
body and the post-revolutionary body are clearly cut and guite consistent.
For instance, the author notices that during the inter -war period the body
paradigm used to still reflect a cosmic harmony, being nevertheless the
proper habitat for losing one's self, for an absolute fall into the world. On
the contrary, the post-modern body paradigm, as it is portrayed in the
most significant novels published after 1989 revolution, implying its total
lack of external censorship, this particular body ends into a rather
fragmented, dispersed one; it would actually transform itself into a body -
form and also into a body-universe which might be mapped from all
perspectives.

Simona Sora proves to be a master of research: she would
successfully apply diverse theoretical instruments — a generous range that
includes theological and philosophical studies, sociology, psycho
criticism, phenomenology and hermeneutics. The author's theory on
intimacy intends to act as a very comprising one, a theory that sums up all
major ingredients of Romanian bodily substance prose, focusing on those
two historical moments already mentioned. The conclusion is rather clear,
a quite simplified one for today's modern reader: the soul and the body
become the same entity during the inter-war temporal frame, while the
body becomes the soul as far as postnodernism is concerned. This is how
the intimacy paradigm is radically changing.

There are plenty of intriguing verdicts offered by the book: for
example, the one stating that despite the Romanian writers' wishful
thinking, they will never be able to completely synchronize themselves
with the Occident aesthetic tendencies since the '80s literary
representatives were actually the last real writing professionals in our
literature, given the fact that their most favored devices (self-reflexivity,
fragmentaris m, para-literature, textual bodily substance and inter -textual
game) have already reached an inflexible level.

Beyond all these theoretical xrays, Simonei Sora's book is
definitely a surprising and a continuous challenge: it permanently invites
the reader to taste other perspectives for old books. In her analytical
arguments she is amply making use of classic references, such as:
Aristotle, Kristeva, Nietzsche, Freud, Baudrillard and Foucault, so that the
reader no longer feels he belongs to a marginal lierature, but he/ she is
part of a consistent literature, one capable of really modeling its
landmarks.

The present book is a plus for the foreign reader as well, although he/ she
is not familiarized with the Romanian writings; he/ she may be the
beneficiary of a totally new theoretical perspective on the matter, the
subject of many surprising conclusions. But above all, the one essence
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that counts the most in the dynamics of the volume is its dialogue not only
to the other totalitarian oppressed culture s, but also with those that were
never “blessed” with such interdiction.
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Matei Visniec’s Cabaret ul cuvintelor. E X ¢
muzicalitate purt pent r@he&abaretr i i dect
of Words. Exercises of Pure Musicality for Beginner

Actors ) as an Ontoepic Dictionary. Cartea Romaneasca
Publishing House, Bucuresti, 2012

Tamas Mihok!

“How to describe the moment when word a
a different di mensi on Z2pvionderxincalentlly c e , t h:
the narrator of The Cabaret..., suspending his declamation on the word
cafea (coffee). In the same chapter, this narrating character (actually an
acting stage director) discloses that his daily encounter with the self takes
pl ace by virtue of this wordretheshki ch sc
effusions of inciting his own identity through words, the auctorial
intentionality, as the preface reveals, points to the antropomorphisation
of words.
The book is divided into two parts representing an example of
hybridization between the three established literary genres. In the first
section of The Cabaret...,words march in materialized form, acquiring not
only shape, but occasionally also colour and even smell. The narrator,
participating to a linguistic clash, is chatting with words praising them,
challenging them and, when needed, expressing reproaches. Both the
verbal and nonverbal interaction, enhances the theatrical effect of the
discourse; one can identify the omnipresence of the narrator transfused
into a cautious tone and the mundane gesticulation, tools the characters,
impersonated by words, operate with. Despite the first-person narrative,
behind-the-scenes the narrator has an accomplice, a prompter if not the
director himself, who tempers his experiences.
The detachment tendency is more pregnant in Exercises of
Pure Musicality for Beginner Actors , the second part of the book, where
the words become wayward in the name of some original pronunciation
experiments. The narrator disguises into a skillful alchemist who prepares
various phonetic potions using sounds as raw material. Ingredients such
as exclamations, onomatopoeias, digressions, idioms or syntactic breaks
are summoned to produce that flamboyant magical effect. Hence a feeling

1 University of Oradea
2 All the quotes included here are extracted from the book in question and
have been translated by the author of the article.
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of catharsis a rebours generated by the plethora of alliterations and
assonances, and semantically by an overestimation of a certain lexical
category.

Neverthel essouvallRiis Mhec Cabiathet é

device of metamorphosing words into characters described, paradoxically,

with words as well. Whathe calls“a subj ective dictionary”’

the reader’' s pteepis qicdooaryi Ve premise o these
transfigurations is primarily the reverberation produced by words. That is
to say, the words'’ DNA is defined
is why their embodiment is also a remake the narrator realizes by
exploring his memory and imaginarium. For example, the word r t (load)
seems to be frustrated because of his dull sonority and also envious of the
phonetic abundance of the word r e d u n d @edtancy). The
ontological connotations, meanwhile, approach him to the word bine
(good), whose harmony he seeks, in spite tle fact that they are antonyms.
If the phonetic level -t hat i s the words’
brings upon the act of personification, the semantic dimension is
responsible for the role and the existence of each word evoked. Thus, the
lexemes are included fr the first time in the ontological dimension
peculiar to humans, where they express themselves with empirical facility.
It is worthy of mentioning the dexterity with which the creator
of this new civilization ventures to string along with the textualist
tendencies. The most appropriate illustration would be the dual
narratological attitude regarding the word d o r i (deSite). If in chapter
Dorin & (Desire 1) the word protagonist (protagonist ) is described as

“delicate, tall, always wearing a mysteriouss mi | e " , in the

entitted Do r i n $0esire2?2), the narrator, considering the existing
textual constructions, changes his mind: “Wrong. Everything | told you

mpr o

resao.l

nex:t

until now about the word desirei s wr ong. And it shoul d
Mister desirei s t he type of wvagrant unworthy o

Choosing the republic as a form of government in the universe
of words is also essential and the narrator explains the selection of this
particular régime by advancing several hints. Since a republic implies that
the sovereignty belongs to the people and the executive power is exercised
by the citizens elected for a given period, words are granted a more or less

delusive equality. ThisishowVi sni ec perceives the

the words that inhabit us. As a consequence, all the contexts (whether they
are for or against equality) are built on this relation.
The Car dgobsendtdisrupt the balance of the literary

motifs prevailing in th e works of the author. On the contrary, it is a
crossroads where the motifs he employs in his writings eventually meet.
Perhaps the most representative phenomenon used by the writer is a slow
time condensation, which happens to occur in the very climax of several
stories. The temporal slowdown is meant to lead the collateral meanings
towards the deadlock of a paradox that births the absurd. Another game
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Vi sni ec i eposasdinlacticsy bytassociating the wordsgood and

evil, respectively yes and no.

The aeghetic principle on which such connection is based defies the laws

of logic without, however, transcending the limits of normality.

Everything takes place on a mimetic level, by imitating the real

civilization. The meanings of the wordsin Th e Ca b are mot (¢ery

much) distorted considering that the anarchy is not only the enemy of the

republic, but of any effective system. The language by itself is quite an

impressive madness,theré s no use di st ufseedmetgbei t any
Visniec’s motto in this book.
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Simona Vasilache- Caragiale, diavolul din
detalii ,(Caragiale, the devil is in details ) Bucuresti, Casa
de pariuri literare, 2015.

Dana Sald

lon Luca Caragiale (18521912), more than any other Romanian author,
has been hailed by critics as "our con
who had exposed the most unpleasant shortcomings of the Romanian
society of his time. A century plus three years after his death, most of he
defective social mechanisms revealed by Caragiale as guilty of wrongdoing
seem to go on, probably challenged but almost unchanged. Writers,
philosophers, political scientists, sociologists, in their critique of these
defective mechanisms, have resortedmany a time to examples taken from
Caragiale’”s oeuvr e, acknowl edged as a
writer.

The critic Simona Vasilache has published recently a booklet
on Caragiale. It does not claim to be a book of criticism. It does not claim
to be grounded on literary theory, either. It illustrates perfectly the Latin
proverb non multa, sed multum. Vasi |l ache’s book makes
that there many slip-t hr ough point of reading in C
shows by resorting to details (hencethe title) that the knots that have been
all egedly quintessenti al for Caragiale
journalism might not be the vepage ones
Caragiale, diavolul din detalii ,(Caragiale, the devil is in details)
Bucharest, Casa de pariuri literare Publishing House, 2015, is not an open
polemic to a whole tradition of critical reception. It does not contain the
slightest polemic remark. Yet it shows not only a new path to follow while
maintaining the inquisitvefoc us on Car agi al e’ s
shows new methods of criticism and new ways to melt interdisciplinary
intends into a new pot of more flexible concepts. What strikes the reader
is the courage of the critic to go beyond the blockages that have
accumulated like clots over the years in the field of metaliterature on the
subject Caragiale.

The book consists of 26 tiny chapters which are organized
under the form of editor’s col umns. Th
preserve involuntary associations and develop as elegantlyrounded
essays. As we know, Caragiale was not only a columnist but also a gazette

cont e my

1 University of Oradea
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manager and owner.

I't is through Simona Vasilache’ s D
of Caragiale was difficult to grasp for the very critics that tried too hard to
label it or who started to see it through the lenses of pretentious theories.

It is what might have led to a descriptive way of interpreting Caragiale but
not to an inquisitive one.

Simona Vasilache uses details to revert everything we seemed
to know on Caragiale. A new outlook emerges from this upsidedown
world. The devil is in the details, as the title suggests. Yet not a crowd of
unessential details. Simona Vasial che’s
they are based in a thorough knowledgeof what was written on Caragiale.

If she does not take the beaten path it is not because she might dismiss it.
On the contrary, she has assimilated it very well. But the main purpose of
the book is to find new openings. It is not a way to dismiss the
presumption of Caragiale as our contemporary, but, on the contrary, it is
like a way to respond why we cannot be exempted from it as long as some
defect underlying issues still play an important role in the public domain.
The critic starts some of her tablets with a negation.

Simona Vasilache’s unusual di ggi nq
writings point to Caragiale as the forerunner of lonesco and at possible
parallelisms between Caragiale and Cr e
reading which makes us glimpse the proc
(as opposed to Vattimo’s "pensiero de
Car agi al e onsthe oelatiohsbipHdetween the individual and the
collective.

Simona Vasil ache’ s -davhwahatiwehaveleetusedur n up
to perceive about Caragiale are in fact carefully chosen timejoints of
Caragiale’” s writings,isthrough trebsetjomts bfs a't r
time that we can witness how the openings to other worlds are possible.
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Page-Turner Criticism that Invites Academic Debate:

Atalay Gunduz: Men in Petticoats: Women Characters in

Bernard Shawos Late Victorian and
(1893 -1910) . Manisa: Celal Bayar University Press, 2013.

Eva Szkely!

Strong, emancipated women have always been central to George Bernard
Shaw’' s pl ays, and in his |ife, Shaw has
mal e champions of vemems Yétssince thgg B980s mo
onwards, feminist critics turned against him. He was accused of having
undermined women’s rights movement s; he
Prof essor At2adokisawSaomedasmonse to whatever seems
farfetched in the Shavian feminist criticism of the last two decades of the
20t century and of the first decade of the 2Xt. His approach is historical
and biographical. This approach seems, indeed, to be the best method of
highlighting the shortcomings of much contem porary gender criticism
that portrays George Bernard Shaw as counterfeminist.

The study Men in Petticoats: Women Characters in Bernard
Shawés Late Victorian a+l9l0)Ebdewisrtittti an Pl ¢
from the titl e ofMaminRepieceocahtddivered/byrda n

B. Shaw on behalf of the Cecil Fund in
on May 20", 1927. In this speech Shaw countered the Victorian
representation of woman as ‘the angel

‘

woman as man si'n PBgt ttihdes he did not meeée
differences between the two sexes or that women were inferior to men.

Rather he drew attention to the fact that women were first and foremost

human beings with a right to have their individual desires and ne eds

fulfilled, and not heavenly creatures whose sole goal in life was to sacrifice
themsel ves for their families. Prof es
demonstrate that while Shaw refused to idealize even those characters of

his dramas whose views he agreed moswith, his plays were/are still in

perfect consensus with his political speeches and writings in which he

1 Univesity of Oradea

2 Atalay Gunduz is an assistant professor at the Department ofEnglish
Language and Literature at Dokuz Eylul University in Izmir, Turkey. Dr.
Gunduz is interested in comparative literature, travel writing, modern
drama and Irish literature. He is a member of the International Shaw
Society. He is a feminist.
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supported the cause of women.

The book is divided into four parts. In the first part Atalay
Gunduz examines the Shavian critical heritage that focuses on the
pl aywright’'s portrayal of women in his
nature of such studies as Kerry Powel " ¢
and Shaw in the 18®haswod s EDadKetmdrin€arisnor ' s
Kelly’'s *“Shaw and MiomRager d uhe fPettacante : A
Pl at for m”, an dThesShaviana.iHé colvihcinglysarguses that
much of the criticism brought against Shaw is erroneous because on the
one hand they fail to discuss Shavian drama in the context of the
discoursesrega di ng t he Woman Question in the
on the other hand, because they overlook the fact that Shaw as a
playwright felt obligated to give voice to various discourses in his plays,
and not just write downright feminist propaganda.

In the second part of his study: “Sh,
Question Contextualized” dr . Gunduz gi
aspects of the woman question in the course of the late 18 and the 19"
centuries in the discourses of such critics and public figures as Mary
Wollstonecraft, Florence Nightingale, John Stuart Mill and Henrik Ibsen.

As many of his writings demonstrate, these discourses had a decisive

influence on G.B. Shaw’s views on the s
Yet, it were not just the powerful and the literati that im pacted

Shaw’s opinion on women. I n the third

presents the family members: Shaw’ s mot

those friends and acquaintances, such as the suffragette Emmeline
Pankhurst, whose life, activities and opinions had a formative influence
on the playwright’'s feminism.

The | ast uni t of t he study: “She

analyses the portrayal of women in three Shavian plays:Mr s. War r enos
Profession, Man and Superman, and Misalliance. While it is only Mrs.
Warr enb6s Phabdarele séemad an openly feminist play that
features the mother-daughter dynamics within a truly New -Woman-
family, professor Gunduz convincingly demonstrates that Shaw, even
when portraying biologically motivated Ann Whitefield or e ager-to-be-
married Hypatia Tarleton, manages to create exceptionally strong and
uninhibited women characters that think and act way above the accepted
social conventions of the time.

All'in all, the study Men in Petticoats: Women Characters in
Bernard Shawés Late Victorian andl9ldswar di an
very well structured, informed and informative book that may claim the
attention of both the undergraduate student and the Shavian scholar. It
may be read with pleasure by fans of the theatre and by &ns of Bernard
Shaw ali ke. Moreover, not the work of a
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study inspiresonetoread orrer e ad S h a3wTheecqnong wnsl the
transparency of his style as well as the straightforwardness with which our
critic communicates hi s opinion(s) (At ti mes, h
himself biased.) encourages academic debate. And it is a short academic
debate in which | shall engage myself as a closure to my review.
In the concluding part of his study Atalay Gunduz makes a
claim that | strongly disagree with. While listing up evidence that supports
the integrity of G.B. Shaw as playwright, our colleague states:

Although he says that more than an artist he is a moral propagandist,

Shaw also declares that to follow a crude propagandis$ strategy

would kill al | his effectiveness as a
was asked to write a play on Ireland by W.B. Yeats, he wroteJohn

Bul | 6s Ot (hoe4), which Was nad as flattering or glorifying

as the Abbey Theatre would Ilike. Althc
brilliant plays, it was turned down by the Abbey Theatre with some

weak excuses. (160)

First and foremost, | think that referenceto J ohn Bul | 6s,a0t her |
play that engagesin a debate with the various Anglo-Irish cultural

nationalist discourses of the day, as evidence of the fact that G.B. Shaw,

the playwright, was not a writer of feminist propaganda is somewhat out

of place. Secondly, the accusation at the address of therdistic directors of

the Abbey Theatre of having rejected Sh
flattering enough for Abbey audiences is incongruous with the unrelenting

attitude of W. B. Yeats towards cheap Dublin patriotism. William Butler

Yeats was notat all afraid to face the wrath of the public when claiming

and defending the artistic WaPlaypwy of suc
of the Western World or S e an The Blaugheagd the Stars. There

is no reason to think that he would not have donet he same for G. B.
play. And |l ast but not | east, the idea
not staging Shaw’'s play were some weak
When Yeats and J.M. Synge decided against the staging o ohn Bul | &8s
Other Islan d, claiming that it was too long and too difficult to be produced,

they said the truth. Shaw’' s play is ma
requires the setting up of six different stage sets, some of which are quite

elaborate. It is a play written for the large Victorian stage, with which

Shaw was all too familiar. It was simply unprofitable if not downright

impossible the staging of such a complex play in the Abbey Theatre, a

small repertory theatre that became famed later on not only as a literary

theatre but also as the starting point of the Little Theatre Movement.

I n concl usi on, I " d | i MeainPetticoatst Womteth at t h e
Characters i n Bernard Shawos Late Vict

3 Alas, there are all too many literary studies that are so exhaustive in detail
that one feels reading the actual literary work would be superfluous.
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(1893-1910) was a pleasure for me. It is a fresh andinspiring writing

without overbearing details or the pretentiousness of much postmodernist

critical discourse. | warmly recommend it to anyone interested in George
Bernard Shaw as playwright and feminist
debate that garnered © much interest at the end of the 19" century and at

the beginning of the 20t.
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Confluente, Annals of the University of Oradea, Modern Literature
Fascicule is an academic, double blind peerreviewed journal that
appears once a year.

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

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

The topics covered by our journal in its 2 generous sections —
Literary - Isms & Cultural - Isms are as they folow:

British and Commonwealth Literature

American and Canadian Literature

German Speaking Literature

French Literature

Emmi grants’ Literature
Cultural and Gender Studies

Literature and Media

Foundation:

As a research journal, the beginnings can betraced back to the
academic year 1966 1967, when, under the nameLucrari stiintifice ,
the section of academic research emerged at the University of
Oradea. In 1991 the research journal changed its name and
template, focusing on topics of immediate relevance and on
thorough going studies, on cultural studies, research articles on
Romanian literature, comparative literature. In 2006 emerged
Confluente, a Modern Literature Fascicule including academic
literary studies in English, French, German and Italian. In 2012 the
Ministry of Education and Research (Romania) ranked our journal
category C.

Submission:

The details about the submission of papers, instructions for the
contributors and on the preparation of the manuscript are
published online at:

www.ephor.ro/confluente
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http://www.deoradea.info/confluente/notes.shtml

Peer review:

Our journal advocates the double blind peer-review system. The
quality of the research article is the single argument taken into
account when operating the selection of articles.

The administration of the peer -review process is the attribution of

the journal’'s editors that are sele
advisory board. The sender of the manuscript does not know the

names of the reviewers of his/her particular case, only the complete

list of reviewers.

The complete list of reviewers will be included in every other issue.

The editor-in-chief may supplement the initial list of reviewers, if
necessary.
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Konfluezen, Jahrbuch der Universitdt Oradea, Band fir Neuere
Literaturen und Fremdsprachen, ist eine wissenschaftlich
begutachtete Fachzeitschrift, die ein Mal im Jahr erscheint.

Der Redaktionsbeirat ist befugt, Uber die Erscheinungsfrequenz der
Zeitschrift zu entscheiden.

TCR setzt sich zum Ziel, die Welt de akademischen Literatur - und
Kulturforschung mit dem dynamischen Alltag des literarischen
Phanomens, so wie dieses von den Kulturmedien und von der
Buchproduktion widerspiegelt wird, in Einklang zu bringen.

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

Die Dynamik des literarischen Phdnomens

Die Interdisziplinaritat von Literatur - und
Kulturwissenschaft

Identitéts - und Alteritatsstudien, Anthropologie - und
Kulturtheorien anhand der Literatur

Literarische Ide ntitatsmodelle

Zeit und die Literaturtheorie

Mythos in der postmodernen Literatur

Komparatistische Literaturstudien

Geschichte:

Als wissenschaftliche Fachzeitschrift wurde das Jahrbuch der
Universitat Oradea, im Universitatsjahrgang 1966 -1967 zum ersten
Malunterdem Titel L u c r £ r i herausgegghberf. 1981einderten
sich Titel und Format der Zeitschrift, wahrend der Inhalt sich auf
Forschungsthemen mit Aktualitatsbezug aus dem Bereich der
rumanischen Literatur und der Komparatistik fokussierte. Im Jahr
2006 entstand Confl u e,rei Band fur Neuere Literaturen in den
Fremdsprachen Englisch, Franzésisch, Deutsch und Italienisch.
2012 wurde die Zeitschrift von CNCSIS und dem Bildungs- und
Forschungsministerium Rumaniens als Publikation in der
Kategorie C anerkannt.

Hinweise zur Einreichung des Manuskripts:

Auskunft Uber die Einreichung des Manuskripts entnehmen Sie
unserer Internetseite:
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www.ephor.ro/confluente

Begutachtungsverfahren:

Unsere Redaktion setzt ein doppetblindes Begutachtungsverfahren
ein, im Verlauf dessen die Beitrage anonym den jeweiligen
Begutachtern zukommen. Allein die Qualitat der Studien spielt eine
Rolle fur die Auswahl der zu veroffentlichenden Artikel.

Die Verwaltung des Begutachtungsverfahrens ist die Aufgabe des
Redaktionsbeirates, denen die Aufgabe zukommt, die

ansprechenden Begutachter aus der Liste des akademischen
Beirates der Zeitschrift zu wahlen und anzusprechen. Die Autoren

der eingereichten Beitrage kennen den Namen jener Begutachter
nicht, die tber ihre Studie referieren.

Die vollstandige Liste der Begutachter erscheint in jeder Nummer.
Der Chefredakteur hat die Befugnis, diese Liste zu erganzen.
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Confluences, | e s Annal es de > Uni versiteé
Littérature moderne, est une revue académique évaluée qui parait
une fois par an. Les directeurs exécutifs et le comité scientifique
vont décider tout changement concernant la fréquence de la revue.

TCR a le but de réunir le monde de la critique littéraire académique

et des théories avec le phénomene vivant de la littérature

d’ audg ’ohuui tel qu’il est refl été dans
production du livre.

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

Les dynamiques de la littérature, tendances

L interconnexion de la littérature et de la culture

Identité, altérité, anthropologie et littérature, études culturelles
L’identité et son expression en | itt
Temps et théorie littéraire

Myths et auteurs postmodernes

Littérature comparée et études comparées

Fondation:

Comme revue de recherche, son commencement remonte loin, dans

| "année académiqgue 1966/ 19T&vVaux | or s q
scientifiques, la section de la recherche académique a démarré a

|l " Université d’' Oradea. domnor 6t%d , I a
forme se fixant sur des sujets d’inf
approfondies, sur la culture, sur la littérature roumaine, sur la

littérature comparée. En 2006 a paru Confluences,un Fascicule de

littérature moderne incluant des recherche s académiques littéraires

en anglais, en francais, en allemand et enitalien.L’ année 2012
revue a été classifiée niveau C per
la Recherche de Roumanie

Soumission

Les détails pour la soumission des articles, les instuctions pour les
contributeurs et pour la préparation du manuscrit sont publiés en
ligne:

www.ephor.ro/confluente
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http://www.deoradea.info/confluente/notes.shtml

Evaluation

Notre revue soutient un systragnme d’ é\
gue les noms des auteurs des articles ne doivent pas étre envoyés

comme anonymes aux évaluateurs, parce que cela pourrait avoir un

petit impact sur | a qualité de | art
de recherche est le seul argument dont on tientc o mpt e | or squ’
fait la sélection des articles.

L’administration du processus d’ éval
évaluateurs. L’ expeéditeur du manuscr
évaluateurs de son cas particulier mais seulement la liste compléte

des évaluateurs.

La liste complete des évaluateurs sera incluse dans un numéro sur

deux. L’ éditeur génér al peut augme
évaluateurs, si nécessaire.
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