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THE DEIRDRE LEGEND REVISITED BY YEATS, SYNGE,
AND LADY GREGORY. A TURKISH PERSPECTIVE

GONUL BAKAY?

ABSTRACT. “The Deirdre Legend Revisited by Yeats, Synge, hady Gregory. A
Turkish Perspective”This paper deals with the different treatment ef Breirdre
legend by three Irish authors: Synge, Yeats, ang IGr@gory. What linked these
writers was their desire to prove the artistic dhd conceptual value of Irish
mythology. It is also important to point to the ionant role the idealized Irish
woman played in this mythology, an element whiclpasticularly relevant for a
Turkish reader of these texts.

Keywords: Irish, mythology, woman, idealization, heroic, logdeath.

REZUMAT. ,Legenda lui Deirdre in opera lui Yeats, SyngeLady Gregory. O
perspectid turceasd”. Lucrarea de fi&i investigheaz modurile diferite de a prelucra
legenda lui Deirdre, utilizate de trei autori idzi: Synge, Yeats Lady Gregory.
Acesti autori au in comun donia de a demonstra valoarea artisticconceptua

a mitologiei irlandeze. De asemenea, conéideca este important de subliniat
rolul remarcabil pe care varianta idealizat femeii irlandeze 1l jodcin aceast
mitologie, fapt cu o relevai speciai pentru cititorul turc al acestor texte.

Cuvinte cheie: irlandez, mitologie, femeie, idealizare, eroic,glrste, moarte.

In this paper | aim to examine the reasons behired attraction of the
Deirdre legend for the Irish authors: Synge, Yeaitsl Lady Gregory and to prove
that it is Synge who most successfully adapteddagend to the stage. The femme
fatale story always had an attraction for writeus the major reason behind the use
of legends by the above mentioned playwrights Wwasdesire to show that Ireland
had a mythology comparable to romantic and claksioghologies. The three
playwrights had different reasons for choosing eirdre legend and hence
treated the subject in alternative ways. What etiicamost the three playwrights to
the legend was that Deirdre symbolized the idedliésh woman with her
bravery, dignity and devotion to her lover. Alse treturn of the lovers to their
home symbolized the unwavering love of the Irishrifwarhis country.

! Gonul Bakai is assistant professor at Bahcesemivausity in Istanbul, Turkey. Her e-mail address
is <gonulbakay@superonline.com>



GONUL BAKAY

Lady Gregory’sCuchulain of Muirthemnds a prose narrative, rather
stilted in style. The work is of importance todaylyoas a source book. Instead of
the Deirdre legendGrania is generally considered to be Lady Gregory’s most
successful play. Lady Gregory herself preferred @rania legend. “I turned to
Grania,” she said “because so many have writteutathe sad, lovely, Deirdre”
(154). On the other hand, the subject of tragie laitracts the readers to the stories
of Grania and Deirdre (Coxhead, 3). In additilom a feminist point of view,
what is remarkable in the stories of Deirdre andngx is that the women do the
pursuing. Women are the active narrative agent.

At first, Yeats was not particularly excitedbout Lady Gregory’s
translation of Irish legends into English mainlychese he saw nothing in her past
to make her fit for this job. Howevehe was in for a pleasant surprise sitive
style she adopted for this work eventually satisfieis expectations. Yeats
commented on the first Book d@@uchulain of Muirthemne“[m]y friend Lady
Gregory has made the most lovely translation, pgtthe old prose and verse not
into the pedantic Hedge school — master style of gredecessors, but into a
musical caressing English, which never goes varyrfan the idiom of the people
she knows so well”. (Coxhead, 60).

While doing her research on Cuchulain in The Britmuseum, Lady
Gregory was reading DickenBleak HouseThis novel offered her relief during
her hard work and at the same time made her awadhe amportance of style. She
knew that the characters in heroic cycles seemedteeand far fetched to many
readers. She usddleak Houseas a model to create a more realistic and familiar
style. Lady Gregory herself noticed, “[w]hen | welttoking for the stories in the
old writing, | found that the Irish in them is tbard for any person to read that had
not made a long study of it. It is what | havedri® do, to take the best of the
stories, on whatever ports of each will fit besbte another, and that way to give
a fair account of Cuchulain’s life and death. | éaeld the whole story in plain and
simple words, in the same way my old nurse Maryrifha used to be telling
stories from lIrish legends long ago” (5).

Lady Gregory had two reasons for writing this epictackle the concept
of idealism and to challenge the hegemony of cotadime males in the field of
Celtic studies (Kiberd, 400). The versions of tleedic cycles available in learned
journals lacked coherence. Yet she welded themantoity. When she asked the
clerk in theBritish museum for some material on Cuchulain, lthearian asked
whether the reading would take two hours. In rgaitttook two years. Moreover
Lady Gregory wrote this epic, hoping that it wowften be read aloud since
oratory and recitation were much praised arts éhaird at the turn of the century.
Gregory’s method was to explore contemporary issogsneans of aarrative set
in the past. The attraction of the Cuchulain legérdAnglo- Irish writers is to
have belonged to a period before sectarian andigadliurbulence. In her own
search for personal fame through writiigculain ofMuirthemne Gregory combined
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self gratification and social fulfilment. As Kib&robserves, “[ijt was as if the
Celtic hero was her undiscovered animus, a seetetvbich had lain dormant for
years beneath the exterior of the cool wife andaig 408). It is also extremely
important to mention Declan Kiberd’'s observatiomttiregory’sCuchulain of
Muirthemnehad a major influence on the texts of the timesj14

Compared to Lady Gregory, Yeats’ poetic use ofdhme material is not
so powerful. InDeirdre he doesot present his hero raging murderously against
the mother of his son. On the contrary, in Lady gérg’s Cuchulain the title
character comes upon a great white stone and‘$lybad the head of the woman
that sent her son to his death, | would split itl asplit this stone” (319). The
violence is overwhelming. In GregoryGuchulain it is the identity of the son that
is mysterious. Conclaoh vehemently rejects any stigmpt. “I will never give in
to any man to tell my name, or to give an accounmgself‘ (315). When he
recognizes his father, he sends a crooked spearder not to injure him. The
tragedy is that Cuchulain doesn’t recognize his awd kills him. They both curse
the person who has caused this misunderstandingebetthem. Conlaoch makes
the following vehement reproach to his mother. “BMyse be on my mother for it
was she who put me under bonds: it was she whonsentnder bonds to try my
strength against yours” (316). Cuchulain maintéimessame bitter tone. “My curse
be on your mother, the woman that is full of tremgh it is through her hurtful
thoughts that these tears have been brought o81&(

Lady Gregory created a strong hero who could chémgevorld at his will.
Admiring strong men, she closely identified witte thero. Although Lady Gregory
introduced a number afhanges to the tales, she emphasieggbrtant episodes
from the life of Cuchulain. His indifference to paand death won him the
championship of Ulster. Thealousy of Emer, the battle with Medbh for thelbul
of Cualigne, and his foretold death are also inmuriharrative elements. Lady
Gregory removed many of the supernatural elemenis the tale in order to
emphasize the heroism of the protagonist in meneipan terms. Cuchulaimad
many lovers before Deirdre and his wife, and henéhal a relationship with queen
Aoife of Scotland.

What is very interesting is that he begins his $ifea bashful youth. When
he kills three challengers in a fit of rage, theynd three women to meet him red —
naked. “When the boy saw the women coming, there steame on him, and he
leaned down his head into the cushions of the eharid hid his face in them. And
the wildness went out of him” (52).

It is extremely interesting that Lady Augusta GnggportrayedDeirdre as
a strong and brave character. Gregory’s Deirdrestrasng instincts and it is she
who warns Naoise not to return to his home. Sheesd&rrible forebodings of
dark times that lie ahead. “There is the howlinglogis in my ears, a vision of the
night is before my eyes. | see Fergus before mg,dysee Conchubar without mercy
in his dun; | see Naoise without strength in thtldal see Conchubar asking for
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blood. | see Fergus caught with hidden lies | se&dde crying with tears” (118).
She knows that it is Fergus who comes with a mességeace from Conchubar
and she observes this in such poetical terms, Hmrey is not sweater than a
message of peace sent by lying men” (118).

For Yeats, besides the attraction of being a miajee story, the Deirdre
legend symbolized his unrequited love for Maud Gor¥eats gave us a one-act play
in verse. As a play it has many weaknesses. Ypagdic subjectivity is a handicap in
this play for he could not transfer efficiently theeeping passion of the story. Despite
some powerful scenes such as the chess scene biedee confesses her love to
Naoise and the scene where she tells Conchubastibatill be his queen, the play is
not particularly successful aswork ofdrama. And if compared to Syng®eirdre of
Sarrows the characterization is weak. Yeats believed thatapuld find the traditions
of undying beauty that linked the ancient mythltdhee people’s lives in the existing
stories. He also believed that it was from theséest that living Irish culture and
imaginative growth should emerge. He argtret the political fall caused by the fall
of Parnell should be compensated by national fgelks Peter Ure observes, “this is
the play where Yeats' views on criticism, propagam@ehd oracular sayings on the
needs of the theatre at the time of Deirdre’s stalggtation were reflected” (48).

The play is about the last moments of a tragicadter. “InDeirdre everything
concentrates on the way the single heroic individaafronts her destiny. Yeats was
striving to create a character like Odysseus, Domdde and Hamlet who are with us
always” (48). When the curtain opens, we can algldurnished room. On the table
there are a chess board, chess men, a loaf of, laedd flagon. The musicians tell
the whole story that leads to the final event. KBanchubar finds a beautiful female
child of unknown parents and raises her. Afterwdrddalls in love with her and
wants to make her his queen. She refuses becaedeashfallen in love with the
young and handsome Naisi. The lovers run away igachhppily for six years. Yet
they cannot wander forever; one day they mustirdiome. Fergus, an old friend of
Conchubar’s, enters the scene to make peace be@ammmubar and the lovers. The
musicians stress that they are not convinced gjadlod intentions of Conchubar, they
feel that he cannot forgive them so easily. Thé&-diced men who pass by the
window foreshadow dark events. Fergus orders th&iamlns to sing a happy song.
They sing about the passion of love which eithérgsrunhappiness or contentment.
Yet Deirdre and Naisi cannot hear the song. Thaesioeeshadows dark everideirdre
is ready to adapt to the situation although she doehave too many clues about how
the tale will end. The musicians suggest that liae traveled a lot and know that old
men are jealous and their love is hard to curgyusesuggests a positive ending to the
story. “You are not of this country or you'd knolhey are in my charge and all is
forgiven” (line 69). There is an overwhelming seaésilence and isolation.

The chessboard scene refers to another story iohwthie hero, Ludaig
Redstripe, plays chess while awaiting for his deBd#rgus and Naoise leave while
Deirdre talks to the musicians. Musicians tell Dedrthat Conchubar is preparing a
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bridal bed for her. At first, Naisi and Fergus toyreassure Deirdre but gradually,
Naisi begins to have doubts as well. Naoise dedidesonfront Conchubar but a
messenger prevents this. Naoise has forebodintige ompending doom. Deirdre is
one of the most complex characters that Yeatsreasecl. She decides to destroy her
beauty so that men would no longer be interestddaem Fergus tells Deirdre and
Naoise that they should play chess while waitimgdonchubar at the table where a
former royal couple, Ludaigh Redstripe and his gugerbfargaille, had played chess
while waiting for their end. Naoise also mentionattthe royal couple had been very
cool to the end. Fergus attributes the queen’s ostp to the “cold sea’s blood” in
her vein. The musicians stress that there is dddtdl and the couple should finish it.
At first, Deirdre and Naoise decide to behave tike royal couple; they sit down to
play the game in quiet composure. Yet suddenlyrdbeistops the game saying. “I
cannot be like that woman who has cold blood inVens” ( line 566). Deirdre
knows that she is full of passion. Unlike the qusles cannot be passive. In the tragic
game as well as in the minds of the audience, dhiver forever. Naoise is killed at
Conchubar’s orders and Deidre kills herself.

For a truly dramatic treatment of the Deirdre lajeme have to turn to Synge
who was most interested in topical subjects and rdid treat his characteiig
isolation; in contrast, he made them come to lifgjuxtaposing the ugly with the
beautiful and by referring to contemporary evebBisirdre comes to life when she
turns from a care-free young girl into a tragic veamThe play is written in Synge’s
version of the Irish peasant speech. The charaetgment shows the marked realism
so characteristic of Synge. Consequently, one shink& rightly deserves to be
considered the author who best adapted the Déagead to the theater.

Synge's adaptatiois probably the nearest to the spirit of the omdgjitHe
did not wish to envelope the Deirdre legend ineadr like atmosphere. Instedud
wanted to adapt his characters to the presenfgeEllis Fermor suggests, “ Synge
belongs, not by sentiment and wistful longing , bythe roots of his nature to the
Celtic noonday, which had been sweet and sane”)(BAge stresses the tension
between reality and dreaas well as their mutability.

From the beginning, the conflict between Conchubad Deirdre is
foregrounded. Conchubar is a materialistic charabe can only show his love by
providing materialistic comfort. He tries to prepabeirdre for the life of the
palace. He cannot understand that this life dodssnoit Deirdre sinceDeirdre
belongs to the hills and dales, to nature. Lavarcigthe only one who can truly
understand Deirdre. When she ignores the rich oendésn Deirdre shows her
preference for the life of feelings. Conchubar @arunderstand the intuitive life.
Deirdre prefers a bag of nuts and twigs to all fiheries offered by Conchubar.
When Conchubar understands that he cannot win elyl fineries, he decides to
use force and make her come to him. Deirdre isfeiged and pleads, “Leave me
this place where | am well used to the tracts, wajfs and the people of the glens.
It is for this life | am born surely” (284). HoweweConchubar refuses to listen.
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Deirdre’s view of life deeply influencder actions. She knows that everything
in life is transitory and thateath will come to everyone. She also believesthigabnly
thing that can make life worthwhile is love. So @meuld try to enjoy life as fully as
he can. She looks out of the window and sees adiher brothers. She knows that
they will seek shelter in her hut because of tenst But Naisi keeps her distance
knowing Conchubar’s interest in her. Deirdre conggNaisi that time is flying by and
that they should seize the day while they can.dbeiand Naisi run away and wander
for six years. However, ithe end they realize that they have to returndiv tountry.

Although Deirdre and Naidbve each other, their relationship is by no
meangerfect. Intime everything changes and deteriorates. The feldings to no
one. This is how things are, this is the naturéhofgs. Deirdre and Naisi’s love is
only six years old and yet it is fading. Ferguestes the Irishman’s desire to
return to his native land. He says to Naisi, “Youdt be young always. It's little
joy wondering till age is on you” (199). Naisi, wvare that Deirdre is listening,
comments, “I'll not tell you a lie. There have befays a while past when | have been
throwing a line for salmon or watching for the minhares, that | have a dread upon
me a day'd come I'd weary of her voice and Deitthie seen I'd wearied” (312).

Deirdre knows that there is no running away froeatdd and decay. She
observes, “There is no safe place, Naisi, on tihgeriof the world...... it's this hour
we've between the daytime and a night where tfseséeep forever ... there are many
ways to wither love as there are stars in a nigBamhain but there is no way to keep
life or love with it a short space only” (11,59).aléi responds, “You are right maybe it
should be a poor thing to see great lovers andategleepy and old” (316).

The lovers decide to return but Owen doesn’t agyri¢ie this move. Owen
eventuallycommits suicide. The somber tone and the stagetitins foreshadow
Deirdre and Naisi's sad end. The lovers know thatrtend is near and yet they
return. They know that no pleasant end is waiting them; they come back
because they don’t want their love to whither. Syhgs made some alterations in
the story. Conchubar is growing old and offers tbeers a high position in
exchange for reconciliation. Yet the lovers aredexeived.

At the beginning of Act I, we see Conchubar wajtfor Deirdre. He is older
but not wiser. His only hope is that Deirdre caralfy give a meaning to his remaining
life. His examining the door to make sure thas itlosed is highly suggestive. He may
be arranging a surprise event for the lovers. Atingr to Alan Price, “[flor an
audience to await an inevitable end for nearlyhadllast act of a play is not normally
good drama. To provide and maintain interest ansida, to give variety of pace and
mood is difficult” (202). Yet, Synge gives the aenitte hope by making Deirdre talk in
a pleasant way while trying to make peace betweaisi Mdnd Conchobar. Deirdre
observes, “we are so near the grave, we seem ltmesome people and by a new
made grave, there’'s no man who will be brooding.evoman'’s lips or on the man he
hates” (332). At first, it seems as if Conchubas heakened, but when the shouts of
Ardan and Ainnle are heard, the peaceful mood &.d9onchubar observes, “l was
near won this night, but death’s between us no833).
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The final sectiorof the play is the most powerful one. It stressestheme
that death is inevitable and love is the only fotttat can stand up against death.
Deirdre is confident knowing that their love willé¢ after their death and it will
always be young and fresh because it wasn’t allowedther and be destroyed by
time. The ebb and flow of the sea, the waves tauchie shore continuously, the
repetition suggests death, decay, and renewainbldly, it suggests that as there
will always be the sea and waves, as this continwilhalways endure, their love
will become one with nature and it will continueeiire’s preparations for death
show her strength when facing the inevitable. Hderring to the light and dark
images in nature suggests that inevitably theredark and light phases in life. In
Deirdre’ s words, “it is not | will quit your heagshen it's many a dark night among
the snipe and plover that you and | were whispetidggther it is not | will quit your
head, Naisi, when it is many a night when we saastars among the clear trees of
Glen de Ruadh, or the moon pausing to rest heh@edges of the hills” (340).

Deirdre’s final speeches suggest her preparinghferother world where
nothing changes and ultimately, the love of heraal Naisi will last to eternity.
The nature images suggest that the whole natutenwilrn the death of the lovers.
Her sadness is overwhelming, “lI see the trees nalrat bare and the moon
shining. Little moon, little moon of Alban, lonesenyou’ll be this night and
tomorrow night, and long nights after, and you pgcihe woods, beyond Glen
Laoi, looking every place for Deirdre and Naisie tlovers who slept so sweetly
with each other” (344).

Synge stresses that death and love are the onhstim life. The audience
views Conchubar’s progression to true awarenessllifj Conchubar also realizes
that everything is bound to decay. He realizes ihhe can’t win Deirdre, there
will be no meaning in life. He tries to win her wipromise of riches and finery:
“But you and | will have a little peace in Emainithvharps playing and old men
telling stories at the fall of the night. There weever a queen in the east who had a
house like your house that is waiting for you ind&mn“(337). At that instant, the
soldiers’ cries are heard, “Emain is in flames,gteerhas come back, and is setting
fire to the world. Come up, Conchubar or your steitebe destroyed” ( 337).

Although Synge stresses that Deirdre’s choice tivagight choice, still he
insists that there is another choice in life. ladrthwhile to go on living when all
chance of love is dead?

Synge has also added another character to the lpdsaycham, Deirdre’s
nurse. This new dramatic element was meant to shatithere is still contentment
in the continuation of life. And here is Lavarchamnher own voice,

“If it ails you, | tell you there is little hurt igetting old, though young girls and
poets do be storming at the shape of age. Thditdashurt getting old, save when
you're looking back , the way | am looking this wagnd seeing the young who
have a love for breaking up their hearts with félfAct 11, 60)
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Synge made the legend his own. Many critics cooldunderstand why he,
whose art was naturalistic, should yield to writeoat a dreamland. One could
perhaps say that Synge was gratifying his histbsiease in writingdeirdre or that
he would not be considered a true Irish dramdtiseidid not write @eirdre. He
divided the legend into three dramatic episodestantiled the tale as a peasant
folk tale. Synge’s Deirdre was not a queen but msophisticated child of nature.
He brought her into the real world. He brought natality to the play by creating
the grotesque character of Owen and also writinthenpeasant language of his other
plays: “gqueens get old, Deirdre, with their whiteldong arms going from them, and
their backs ... | tell you it is a poor thing teesequeen’s nose reaching down to scrape
her chin” (347) or “it's a poor thing to be so laoee, you'd squeeze kisses on a cur
dog’s nose” (349). Despite being an unfinished giet work it is considered to be
the best dramatic Deirdre. Had Synge finished ould have been his masterpiece.
Perhaps what makes Synge’s Deirdre so unique is hba like Deirdre, had
experienced and internalized the sweet tragedyvef He had found love at the end of
his days and knew that his time was running ous this sense of impending doom
that gives the play its beauty. | would like to cloide my paper with the words of
Maurice Bourgeois. | believe he best catches tliguemess of Synge’s play.

“The author, having obtained full mastery over hisdimm, is able to comprehend
and express the deepest of all truths — the trlittheo nature of existence; it is
because he bids farewell to life that he graspsttie full” (217).
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ABSTRACT. “Transfeminizing Postfeminism: Acker Re-Writes the Trans-, Baise-

Moi Re-Reads the Post-"Through the discussion of Kathy Acker's novEgeat
Expectationg1982) andn Memoriam to Identity1990), and Virginie Despentes’s film
Baise Moj this article discusses the different ramifications of postfeminism—in
particular, transfeminism. Space is used here to reveal—and contest—new forms of
women objectification.

Keywords: Postfeminism, body and space, multiplicity, transfeminism, Kathy Acker.

REZUMAT. ,Transfeminizarea postfeminismului: Acker re-scrie trans-, Baise-Moi
re-citegte post-". Analizand romanele scriitoarei Kathy AckdéBreat Expectations

(1982)si In Memoriam to Identity1990),si filmul Baise Moide Virginie Despentes,
lucrarea de f& dezbate diferitele ramifiga ale postfeminismului, in special ale
transfeminismului. Spiul este utilizat aici pentru a deiwi - si pentru a contesta — noi
forme de reprezentare a femeii.

Cuvinte cheie: postfeminism, corgi spaiu, diversitate, transfeminism, Kathy Acker.

Introduction

“We come from radical feminism, we are dykes, whores, trans, migrants,
blacks, hetero-dissidents... we are the wrath of the feminist revolution, and we
want to turn nasty; we want to come out of gender cabinets and political correction,
and we want to let our desire free by being politically incorrect, by being annoying,
by rethinking ourselves and by resignifying our own mutations...”

In agreement with the aforementioned quote from Tmansfeminist
Manifest (2010), Kathy Acker asserts in her acclaimed 1982 ndvedat
Expectationghat “I feel | feel | feel | have no language, any emotion for me is a
prison” (24), and eight years later, she exposes through one of her charalters in
Memoriam to Identityhat “Language and the flesh are not separate. Language is
truly myth. All my senses touch words. Words touch the senses. Language isn’t
only translation, for the word is blood” (90). These words seem to contest Manu’s
intentions in DespentesBaise-moi(2000), “I've thought about taking a jump or

! Universitade da Coruna, Spain, Department of English Studies, contact address <ebarros@udc.es>.
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burning alive. Self-immolation is pretty pretentsou\fter we finish in the Vosges,
let's do the jump without the bungee.”

This article studies the discursive deformationKathy Acker’s and Virginie
Despentes’s narratives to embody the celebratiosileiced voices, as well as to
position contemporary women’s writing into the ficdil subaltern uprising favored by
fiction production. Rooting from Deleuze’s prineipbf multiplicity, Acker’s and
Despentes’s narratives question the relation ofipticity with subject, subjectivity
and identity production, and they reconcile thefgrerative function of those voices
with intertextuality as a machinery of discursiveguction. Acker aims at resignifying
hegemonic metanarratives from a political impostiréransgression, violence, and
plagiarism that is reappropriated by both the jgalit agents involved in
transfeminisms and thaéragoingbody discourses shown in Despent8gise-mai

What this project attempts to enhance is thus Despes and Acker’'s
understanding of the heteromorphic subjectivitiegding from the heterosexual matrix
as discourses that investigate the altered retabietween posthumdnodiesand post-
industrial, postmodern spaces, and that utilizeeidsd’s articulation of rhizome to
favor the construction of a common ground for stdval voices as legitimized
discourses. This articulation can only be succdgsperformed by means of a
theoretical approach that adopts contingent forfmre@ognition and identification
of the heterosexual matrix, albeit a critical re@dof postfeminist values.

One of the claims generated from current discussiom the nature of
postfeminism is that there has been a backlashsighe idea that women determine
their positions as producers and agents of them @entity; in effect, the term
postfeminism has evidently been charged with retsmive nuancés These
pronouncements are contested by postfeminists wain cthat this new (and
misperceived) direction in feminist thought is aat®n against the constrictive forms
of what they call “previous dogmatic feminisms.”él$hift would be, therefore, from a
double standard of recurrently redefining ideologyards the recovery of women's
own power to define their selves and to write tluim subjectivities, even if that
recovery entails an integration of “masculine disses” in the writing of the self as a
purely performative discursivity. As such, a quastihat arises is whether or not there
has been an emergence of a “postfeminist condiiod; if so, what the consequences
are upon other —previous- forms of feminisms. Alsgs important to demarcate the
scope of this new approach to women studies andtudy its borders —and
concomitances- with other forms of feminism, sushradical feminism or —more
importantly in this essay- transfeminism

In this article, | discuss some of the most promirteeoretical tendencies
within postfeminism, a controversial concept tisastill in the process of formation,

2 See, for example, Yvonne Tasker and Diane Néumarogating postfeminism: gender and the politiés
popular culture or Elaine J. Hall and Marnie Salupo Rodriguehe™Myth of Postfeminism”.

3 For more on the increasing power of transfeminigithin feminist discourses, refer to Leslie Feimjper
Transgender Warriorsgnd Krista Scott-Dixorfrans/forming Feminisms: Transfeminist Voices Sgeak
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mostly instigated by the confrontation with tragital forms of feminist thought
which presuppose that postfeminism is a step badsaia the progress of women’s
rights in contemporary societies. | interrogats titique of postfeminism and | then
attempt to elucidate the implications of postfersimias a progressive development
in the achievements of “traditional feminisms”, Vehialso highlighting its
oppositional stance toward them, thereby problezimgtia prescriptive definition.
“Transfeminizing postfeminism” —as it appears ie tiile of this essay- represents
an attempt to focus on the multiple ramificatiorfspostfeminism as a tool to
continue the discussion on the difficulties expeeed by women to write their
subjectivities and produce their own meaningful niifecations. In order to
articulate these two complicated concepts (postiesmi and transfeminism), we
need to start off by taking a look into the specifieaning of these two words as
they are conceptualized in current discourses nfige

Postfeminism and Transfeminism. A history against heter opatriar chy

In their introduction tdnterrogating Postfeminisms: Gender and the Padlitic
of Popular Culture Yvonne Tasker and Diane Negra provide an apatodescription
of postfeminism:

Postfeminism broadly encompasses a set of assumptimidely disseminated
within popular media forms, having to do with thpaStness” of feminism,
whether that supposed pastness is merely notedneahuor celebrated. Crucially
for us, postfeminism suggests a more complex ogiakiip between culture,
politics, and feminism than the more familiar fragiconcept of “backlash”
allows. Feminist activism has long met with strésgof resistance, negotiation,
and containment, processes that a model of bacKlaghcannot effectively
incorporate within the linear chronology of soalnge on which it seems to be
premised. What appears distinctive about contenmpgoastfeminist culture is
precisely the extent to which a selectively defifiedhinism has been so overtly
“taken into account [...] to emphasize that it isloilmger needed” (1).

It is that complex cultural component within fensinthought what is at
stake in this essay. Postfeminism has to deal thgtburden with which the prefix
“post* means to resignify the lexeme it precedax;esthis resignified concept has
been widely understood to refer to the end of fésninand to a backward
movement towards the heterosexual matrix and gsdentric naturk However,
the cross-cultural identification of postfeminisnitiwpopular culture since its
origins provides the term with a tendencyntrmalizethe social status of women
both as women and as people, and it makes of puisifan a theoretical, but also
an applied- framework for the struggle of womenadify in contemporary society.

4“Raunch culture and the end of feminisrihe Sunday TimeMay 7, 2006. Accessed June 8, 2010.
<http://www.timesonline.co.uk/tol/news/article7140d8> and Amelia Jones, “Postfeminism, a
Remasculinization of Culture”.
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As Angela McRobbie points out, therefore, with ifrglusion of “post”, postfeminism
can give the deceiving impression that all aimgeofinist thought have been met and
that feminist theories make no sense any longérmpdstfeminist propositions would
rather confront that idea in favor of an epistergmial opposition to the cease of
hostilities announced by such interpretations dftfeainist purposés Many times
postfeminism has been adjectivized with antifenhimisances, what seems to be
adequate to certain developments of the term dthimd 980s, but something that has
been minimized by later occurrences of the term.

Then, how is transfeminism related to the translefsnctionality of
postfeminism as a cultural critique —yet a cultaffirmation- of previous feminist
theoretical standards? Can transfeminism be urmetsas the oblique feature
necessary for postfeminism to lay down as a pléuaiternative to allegedly dogmatic
second-wave feminist trends? An objective depermidswbat we understand by
transfeminism, as this is again a concept thatided many opposing definitions.

In the 2010 Transfeminist Manifedtothere is a pronouncement that
particularly attracts readers’ attention: “It's retough with just being women
anymore” As it can be inferred from what follows ttds controversial statement,
feminist discourses are not enough to respondemditessities of the heterogeneous
group of people who feel integrated in the trangi@nepistemology: dykes, whores,
trans, immigrants, blacks, heterodissidents, etztragainst a methodological pattern
that has been reificated and transformed in attoadil binary relation of power.
The aforementioned quote is directly addressedhéo gurportedly reductionist
views of second wave feminism, and goes hand ird haith third-wave and
postfeminist claims about the inclusion of Othermvem in the discourses of
feminisms. Such a need for the verbalization of sedf though is typical of
amorphous, horizontally-structured groups in order them to reaffirm an
incursion into their identifications as subjectibeings. Kathryn Hume in her
“Voice in Kathy Acker's Fiction” explains and sumrmes this argument by
saying that “...Lanser’s articulation of “communalie®’ bears some resemblance
to Acker’s letting the voice shift among her chaeas, such that many speak in the
same tonalities and collectively come to be a conityiuof the freakish, the
dispossessed, those who do not fit in” (487).

“It's not enough”. The ontological lack that is esgsed with this claim is
the basis of transfeminist thought. There are ‘drasted” factions of feminism
that have not been explored sufficiently or that misrepresented in the mainstream
discourses of feminismSuch marginalized spatialities are being vindidan the
discourses of transfeminism as legitimized ontalalgmachineries to write —and

5 See Angela McRobbie, “Post-Feminism and Populdtu@i.

¢ “Manifiesto TransFeminista”,Mi feminismo y otras alteridadesWeb, January 1, 2010.
<http://gaelia.wordpress.com/2010/01/01/manifigsamsfeminista/> Accessed June 8, 2010.

’ For more information on the application of suhmalt notes to literary analysis, see Synda Gregory’
“Junk and Punk Aesthetics”.
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interpret- the narratives of the self and thosthefbody. Emerging from —therefore
not radically opposed to- feminism, this new th&oe¢ paradigm fosters the

discourses of transgender spaces, queer visuahiiesell as everything related to
non-normative struggles. A contradictory movememt niature, transfeminism

explores the experiences, contingent spaces, sgseagd connivances of these
subaltern groups off the margins of hegemonic feminbecause “it's not enough” to
claim a space that pertains to women —and only ‘@&dmdiscourses. For the

aforementioned dissidents of heteropatriarchy,ette@e spaces Other within the
narratives of sex and gender that must be considepgestioned, and validated
through mechanisms of resistance, summarized —aigdtine “trans-* prefix.

This counter-discursivity of resistance appearsb¢othe contact zone
between transfeminism and postfeminism. Both linégheoretical discussions
manifest a particular tendency to be inclined talsahe study of the social milieu
pertaining to women discursivities, rather thamttheoretical catch-22 reduced to
the framework of sex-gender binary pairing. Suhiveraction is articulated with
places of resistance and both are settled as orlestof flowing, rhizomatic
identities, in what is taken as a continuous defesf the female writing of their
selves, as a set of actions that might be intexdras harsh criticism against more
traditional forms of feminism.

Kathy Acker and Transfeminism.

This celebration of silenced voices is finely reyerged in the discursive
deformations introduced by both Kathy Acker andgWiile Despentes. The necessity
of positioning gender and sex relations in a heterphic, multiple, and rhizomatic
disposition is depicted in these authors’ narratil®m a subversive angle, and
articulated as a transient reading of feminism Imctv all sorts of transitions are not
only permitted but rather emphasized. Deleuzetxipte of multiplicity acquires full
significance as methodological framework when amaty these texts, and its
articulation with the rhizome as a decentering tldogization of ex-centric selves
results in a well-constructed dialogue with botlstpand transfeminism. According
to Deleuze’s own words ifihousand Plateaus: Capitalism and Schizophrenia

[The] principle of multiplicity is only when the mtiple is effectively treated as a
substantive, "multiplicity," that it ceases to hargy relation to the One as subject
or object, natural or spiritual reality, image amebrld. Multiplicities are
rhizomatic, and expose arborescent pseudomultiglicior what they are. There is
no unity to serve as a pivot in the object, or itdde® in the subject. There is not
even the unity to abort in the object or "retum'thie subject. (8)

Such a frontal attack against binary systematinatiof the self is
reappropriated by the discourses of transfeminisnteth Great Expectationand
In Memoriam to Identitywritten by Kathy Acker in 1982 and 1990 respesdiiv
She adapts multiplicity to a fragmentary reconfagiom of her performative self to
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problematize the relationship between identity dredsubject, and give way to the
multiplicity of subjectivity as the ontological grod for flowing identifications.
The speaking voices in Acker’s novels converge ent@teromorphic, heterotopic
narrator that is unidentifiable and spectral inurgtyet it hopelessly tries to explore
itself for any recognizable traits of identity: ‘fEmce told me that despite my present
good luck my basic stability my contentedness wilfself alongside these images, |
have the image obsession I'm scum. This powerfajj@depends on the image of the
Empress, the image | have of my motheBE( 6). This initial approach to the
description of her identity is used by the narratoreveal the multiplicity that
defines —in this particular case- the represemtatib her identity: she is given
identity by another subjectivity —Terence- who des her current appearance and
relies on a allegedly permandniage of herself (“I have the image obsession I'm
scum”) in turn based on an imaginary constructiborher mother. As the novel
progresses more identity layers are added to thgpaond structure of this character,
giving way to a multidimensional recreation of gpeaking voice beyond the binary
oppositions of man/woman, male/female, or hetenaskxomosexual. Those are the
“arborescent pseudomultiplicities” mentioned by @gle in the quote above,
which need to be transcended into reconfiguratidrise identification proce&s

As mentioned in the introduction of this articleatdy Acker questions the
relation of multiplicity with subject, subjectivityand identity production. Her
appeal to forms of subaltern action within the mealf feminist performance aims
to undermine the internal hegemonic discourses el &s to be inclined to
disintegrate the traditional structures of identityymation that are based on
arborescent stratifications, in coherence with Dedés lucubration:

A multiplicity has neither subject nor object, omlgterminations, magnitudes, and
dimensions that cannot increase in number withbatrhultiplicity changing in
nature (the laws of combination therefore increéaseumber as the multiplicity
grows). An assemblage is precisely this increasethia dimensions of a
multiplicity that necessarily changes in naturét @pands its connections.

Both in Great ExpectationandIn Memoriam to IdentityAcker immerses
her characters in explorations of the self thatbggond mere contemplations of
their social contextualization. Through the tramsakcapabilities of transfeminism
(represented in a transgressive prose that inclooldsaits of violence, subcultures,
and transgendered women), Acker explores the spdataviolence of patriarchal
structures, and tries to generate places of resistdhat register how their
particular subculture acquires full significanceaineconstructed heterotopic space.
Her commitment to non-normative, non-conformistcdigses is manifested
through an exploration of the body as an inorgaoicglomerate of gender, class,
racial, and sexual discourSeSuch a view of the body discourses in multipficit

8 For more information on the relation between
9 See Deleuze’s development of BwO (Bodies withoiga®s) inThe Logic of Sense
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reacts against the obedient and stagnant defigitlat interpret the self as one that
deals almost exclusively with the already standadlisex-gender pairing: “This
old woman’s begging me to fuck her. Puke. | prdfeys in this heat. She’s
uncovering her long flat tits, they look like worfns.]. A woman dancing all over
her cell is beating up her tin toilet bowl like thieture we have of a crazy person
cause she’s not getting affectioiGE, 18).

Acker recurrently plays with the idea of identifgirsubcultural notions
with acts of madness. Transfeminism attempts tdoaleze those marginalized
discourses as a way for them to acquire agencyoulthaving to struggle to be
included in heteronormative narratives of the sEtieir —heterotopic- space is that
of the margin, and from that space the subcultmaaiatives of the trans arise to
give voice to discourses of alterity so that thay coexist with the narratives of
biowomen and bioméfh When Acker has her narrator ®E telling about her
relationship with her mother, in what can be underd as a contradictory
reimagination of the self, she pleads for her right to be identifies with a —
logocentric— human:

So | fall down in a fit. | decide to be totally a&nic. | am unable to know
anything. | have no human contacts. | am not ablenderstand language. They
call me CRAZY. But | am not inhuman. | still haverbimg sexual desires. | still
have a cock. | just don't believe there’'s any duigi of me communicating to
someone in this world. (24)

The fragmentary voice iGE agrees with Donna Haraway’s words when
she claims that “language is no longer an echdef¢rbum deibut a technical
construct working on principles of internal genedadifference™. The narrator
performs her identity (“I decide to...”) rather thheing an object of any sort of
imposed ontological semantization through langudgeltiplicity and difference
integrate thus into a subversive attitude not capainst traditional patriarchal
patterns, but also against the hetero practicethade feminisms that advocate
fixed, essentialist visions of sex and gender. Here “construct” is key to the
reconfiguration of established identities, as ilegs from a position of destruction
to one of performative construction: “I hate humars want me to act like | can
communicate to them. | hate feeling more pain bsedive felt so much pain”
(GE 24), and she ends her speech by saying that, I'll fesel | feel | have no
language, any emotion for me is a priso®E(24). While she emphasizes the
importance of feelings ("l feel | feel | feel”) iher exploration of her self and in
comparison with the paradoxical reification of laage (‘I have no language”),
she also denounces the imposition of commodifiedtiems, which were initially

19 For more information about biowomen and biomeer, Rlatero, R. y Gémez, Herramientas para
combatir el Bullying Homofébico

1 See Chapter 10 (“The Biopolitics of Postmodern iBsdConstitutions of Self in Immune System
Discourse”) fromSimians, Cyborgs, and Women: The Reinvention afrblat
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seen as an opposing force to logocentrism butviiea¢ transformed through time
and through knowledge into canonized reinterpretatiof what had once been a
subversive practice.

Similarly, in In Memoriam to IdentityAcker refers to the necessity of her
characters to leave behind the constrictions efiiatl signifiers assigned to emotions:

When | was a girl, the strongest feeling in me wago out. That's how | put it.
As far out as | could go, in any way, concerningthimg. Then beyond. | didn’t
know whatout meant, or it was this feeling | had in me. Like ¢iag my head
against a brick wall. Doing anything really stupidreally repetitive or sex was an
easy way (at that time) to get out of jali( 99).

“Out” is referred to as a space of self-determoratthat is beyond the
limits of assigned definitions of the self. Thenaéor says “That’s how | put it”, in
a clear reference to her regained agency to havteot@ver the meanings of words
through emotions (“the strongest feeling”). Agairhen she says she intended to go
beyond what was considered as “out”, the narratpresses her necessity to break
down the limiting boundaries that have been imposeer her understanding of
identity, both by the patriarchal models and by sketic feminist proposals that
fought against the former. Banging her head againsall®, doing stupid things,
repetitive things (again, “I feel | feel | feel’y daving sex (as an obscene pracfice
are seen as tools of emancipation against thede#ing system that has been
built up —and solidified- by feminist views, in piaular those based on the
reaffirmation of women according to a certain egsblogical model. Meanwhile,
Acker confers on her characters the freedom toatgide those regulations, and
look for a way out from those constrictive paramete

Baise-moi A postfeminist film?

A visual representation of that liberty to act begothe protocols of
accepted definitions provided by protofeminist véeis Virginie Despentes’s film
Baise-mai A transposition of the homonym novel written bgdpentes, this film
tells the story of prostitute Nadine (Karen Lancalnand porn actress Manu
(Raffaéla Anderson), who are the marginal protagfsnof a frenzy of violence
against mainstream society. Sharing the same &=lih anger and disgust, they
embark in a violent road trip characterized by tigoa of sex and murder.

Baise-moi functions as a discourse that can befreatdmultiple perceptions.
One can be empathetic -yet condescending- withnthadiagetic main characters’
questioning of accepted moral values; one can hisooffended by the sexual
manifestations of the same character; or what'semone can be critical with the
simple resolutions proposed by the text at a heentéal level.

125ee Arthur F. Reading, “Bruises, Roses: Masochistrtlae Writing of Kathy Acker”
13 The utilization of obscenity as an aesthetic td@mancipation is thoroughly discussed in Elinactis’s
“Staging the Obscene Body”.
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How is this relevant to the discussion of postféshivalues? Discursive
performances in this text clearly defy boundariesm attempt to confound definite
categorizations, whether feminist or otherwisehifnarticle, “Baise-moi: Post-feminist
performance,” Adrian Gargett argues that “conterapgopostfeminism dismantles the
foundations of the key narratives of truth, sulbitgt and representation” (113). He
situates the violent and aggressive attitude offéiheale characters in “Baise-moi”
towards men as an appropriation of traditional miase discourses. He says:
“Dismissing orthodox feminism, [Rafaella] Anderslikes the idea of smashing the
testosterone myth, [and] invading the male domaivacdcore violence” (78).

Similarities between both texts (Despentes’s ankiefs) are to be found
in their theoretical posture toward the ‘postfersirdondition.’Baise-moiopts for
formulating a pastiche of masculine discoursesoafirmovie profligacy, whereas
Great Expectationand In Memoriam to Identityparody bourgeois representations of
the self-made subject by focusing on the narrattissovery of herself as an active
sexual child who goes on to build her identity tigh her taboo experiences of
pleasure throughout her life. In Gargett's wordsrget sex-and-desire as the epitome
of female pleasure and the principle discoursefefranist narrative; here fucking-
and-shooting is what women want.” The same anatysiseasily be made of Acker's
construction of her characters’ worlds in which stedizes that her acknowledgement
of their own private desires implies a re-negatiatof ‘normal’ moral values and
creates a fragmentation in their identity to cohtdéisapproved” sexual practices.

Nadine and Manu’s account of their own developrmansexual or self-
sexualizedsubjectsdisrupts a stream of lethargy that has been rattvemon for
contemporary visualizations of feminism who faitedopenly verbalize a theoretical
approach to Other sexual practices. Despentes’'sactieas repeatedly insist on
extending an invitation to the viewer to subverithunderstanding of their own
connotations as gendered beings, since that is tbaffilm is in essence: an
invitation to come out of the closet, as it wetaslin this realm where she invokes
the nature of postfeminism beginning with a théoattapproach that encompasses
queer readings as well as third-wave feminist neandVe can perceive the
presence in the text of these theoretical apprsaainen the director lets her main
characters deconstruct patriarchal discourses td-d@mminant body constructions
by becoming active participants in those discour3ése application of a queer
precept to affirm the difference in their identitimakes of Nadine and Manu the
epitome of the collective awakening that Despeséeks for her viewers.

She proposes a process of queering accepted behdwoinvoking a
revolution of subjectivities that celebrates thetfaf emotionally undressing
taboos. Nadine and —particularly- Manu extend artdtion to validate sexual
discourses and performances that are ethicallyideres “off-limits.” There are
many explicit and implicit extracti® the film that show both a sexual interaction
between same-sex characters and violent approagadsst the heteronormative
matrix, so that the narrative is constantly deamntsing the fixed features that
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have been conferred to the gender-sex pairing. Withreading of man-woman
sexual and violent performance, Despentes seeniiee toontradicting what Nikki
Sullivan says in ‘Queering Straight Sex’: “Heterasality is in essence a battlefield on
which only the male can ever be the victor’ (123)e two protagonists iBaise-moi
are clearly victorious in the confrontations thegvd with male (sexual) partners as
they are able to control everything that surrouthdsr search for pleasure with the
only objective of enhancing that pleasure througilemce to subvert traditional
assumption of male-female sexualities. Needlessatg absorption, integration,
and transformation of male dynamics into Nadineid &anu’s identities imply a
guestioning of the heterocentric imagination of loely, in agreement with Martin
Roberts’s words in “The Fashion Police”: “The néixa elaborates a recognizable
postfeminist ideology of female emancipation thioegbracingbourgeois gender
identities and the consumer culture that goes Wigm in contrast to the feminist
rejection of them.” (244) InBaise-moi, the characters also appropriate certain
characteristics that have traditionally been assedimainly with male performances,
and are presented in clear opposition to feministve, but Nadine and Manu’s
intentions are far from being affirmative with tleoattitudes. They rather try to
subvert them by parodically decontextualizing thestions, and appropriating
them from a female subjectivity perspective.

Similarly to what happened to the main character&rieat Expectations
andIn Memoriam to Identitythe protagonists dBaise-moiare ready to perform
their identities through the reterritorializatiofi toaditionally-assigned masculine
discourses, and this aim can only be achieved Iiynguforward a re-reading of
the self as a rhizomatic structure within multifilic As Rosalind Gill puts it, this
usurpation that parodies attitudes of what useddoconsidered by previous
feminist trends as objectifications of women’s lasdi now offers “not just a
sexualized representation, but also how alienatedadbjectified its terms are. A
generation ago, women were fighting not to be pggd in this objectified manner
[...] Today women are willing tpresent themselvés this way” (101).

It is not my aim to resolve the tensions betweeaditional forms of
feminism and the new theoretical narratives thaerge from the necessities
postulated by both postfeminism and transfeminisis.my goal, rather, to further
reflect upon what this apparent objectificationtioé self as a sexual commaodity
means, and how it should be considered, | insisinfa perception of parody.
Postfeminism and transfeminism do not intend tdishdhe objectification of the
female body by denying the masculine discourses$ wWrate their identities
according to patriarchal standards. Rather, thaipdlic attitudes depend on the
strategy of exercising individual agencies to ipowate —and, therefore, to
translate- those alienating discourses into thgntities so that, as Gill discusses,
we would be going from a sexual objectificationacsexual subjectification of
women’s identities: “the construction of new femities organized around sexual
confidence and autonomy [...] [leads to] contempoiseyualized representations
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of women that do not depict women as passive abjaat as knowing, active, and
desiring sexual subjects” (103). As the modes ebtizing the self evolve, our
critical approaches to identity and identificatioust also adapt in form, making
postfeminist and transfeminist discourses necdgsarailable for the articulation
of the self as a rhizomatic space of multiplicity.
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LA DISSIDENCE AU FEMIN,IN (1945-1989).
UN DEFI POLITIQUE DE LA POETIQUE FEMININE

CORINA BOLDEANU "

ABSTRACT. “Feminine Dissidence. A Political Challenge of Femine Poetics The
paper focuses on Romanian women poetry writtenruthdeCommunist Regime in
order to see the influences of a totalitarian regimon this poetry. The approach is
emphasized on the writing of four poets belongindifferent generations with the aim
of revealing the common denominator of their wdikttgoes in the direction of
lyrical impersonalization based on ethical respuitisi.

Keywords: Women Poetry, Communism, Dissidence, Ethics, Ninssi@a, Ana
Blandiana, lleana ®Mancioiu, Mariana Marin

REZUMAT. ,Disidensa la feminin. O provocare politi& a poeticii feminine”.
Lucrarea se concentré@aasupra poeziei romégtescrise de dtre femei Tn perioada
regimului comunist, urdrind influertele sistemului totalitar asupra acestei poezii.
Demersul vizeax scrierile a patru poete apaénd unor genetia diferite cu
scopul degafii numitorului comun al operei lor in dirga unei impersonaligi
lirice, bazai pe responsabilitatea etic

Cuvinte cheie:Poezie scrisde femei, Comunism, EficNina Cassian, Ana Blandiana,
lleana Milancioiu, Mariana Marin

Si dans 'espace culturel occidental les travawhéd®a la poésie féminine font
déja leur apparition autour des années soixanteddims la littérature roumaine la
guestion du groupement des écrivains publiées dansmiéme paradigme poétique
attend encore d'étre posée. Le retard est di naersent a la prolifération d’'une
critique profondément masculine qui trouve d'abque «généralement les femmes ne
sortent pas, en lyrique, de la confession, n'aymm deux attitudes habituelles qui
correspondent aux ages fondamentaux: une poésia densation, qui exprime
I'adolescence, et une poésie sentimentale, de tarmité>}, mais aussi au fait que la
litterature des femmes commence a se dresserngfeent a peine apres la deuxieme
Guerre Mondiale, les tatonnements hésitans de nadiéi XIX*™ siécle étant
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CommunisRegime. She publisheffansgresser la censure communiste a travers ler@oétiquein
Caietele Echingxvol. 19/2010. E-mail adress: corina.boldeanu@gaioon

! Nicolae ManolescuL iteratura romar postbeli@, vol. 1, Aula, Braov, 2001, p. 76.1[.t]
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insuffisants, esthétiquement et numériquement, pétir un paradigme. Au XX®
siécle, ce sont les années cinquante qui changermehent de direction sous les
préceptes égalitaristes du communisme instaur®45, inéme si I'épanouissment de
la création féminine ne se produira que lors deémidies suivantes, surtout pendant le
«dégel idéologique» (1965-1971). Il s’agit, en,faitune période trés favorable a
I'écriture en général et a la poésie en particudiar I'authenticité lyrique réussit enfin
a surplombler les ouvrages traumatiques de la geopie réaliste-socialiste. La poésie
regagne a I'époque son lyrisme perdu sous 'asejositeinaire, lyrisme enrichi par la
naissance des voix féminines qu'’il n'avait pas casmauparavant.

Néanmoins, lindividualisation des voix poétiquear héritage générique
d'une sensibilité particuliere pose beaucoup deblpmes. D'un cbté, la critique
littéraire affirme résolument la spécificité deplaésie féminine en la contestant dans
un premier temps par des arguments touchant éhesion thématique (le bonheur du
foyer, la maternité etc.). Dans un second temjes,l&l oppose des théories d’'ordre
biologique: «Nous n'avons pas lintention de reprenun débat ancien sur la
I€gitimité ou sur I'erreur de la distinction entagpoésie féminine et I'autre poésie. En
fin de compte, biologiguement, I'existence de capitre de la poésie lyrique est
démontrable% Par contre, de l'autre coté, les poétes visémgisgent fermement en
observant que «la poésie est une des rares ndtoiide sentiment absolu ne permet
pas de déterminations circonstantielles [...] Paille la poésie féminine est aussi
absurde que de parler de la poésie des raiBles demandent I'égalité du traitement
critique proférant I'égalité des vécus psychigues,exceptant tout simplement la
variante la plus plausible, celle de I'égalité avérs la difference. Cette controverse,
parmi la critique, sur la différenciation de la pieéféminine, bien gu'elle soit vive, ne
dépasse jamais le niveau des commentaires isolés st transformera pas en débat
idéologique. Théoriquement, la thése de l'univédésale la poésie féminine en tant
gu'expérience essentiellement humaine convainc lsésigation, mais, pratiquement,
c'est toujours la vision spécifiante de I'écritt@aminine qui est perpétuée dans le
métadiscours. L'émergence tardive de la féminisatio tant quelirection cohérente
de la poésie roumaine entraine de fait un retand ldereprésentation des femmes dans
le méta-discours. Ainsi, bien que la théorie ddiffiérenciation de la poésie féminine
ne soit pas partagée uniformément, c'est elle gmirte le champ de la critique
littéraire. Pour ainsi dire, il y a des positiomgiques qui saluent le surgissement de
I'imaginaire féminin en littérature et il y a d’aes qui se montrent dégues de ce genre
d'«originalité» et qui apprécient, a cet égard;di de la norme, donc la poésie non-
féminine des femmes. Dallleurs, cette poésie letrlaliste, lucide, dépersonnalisée,
qui fera I'objet de notre étude, n'est pas denw@échinité, mais des clichés que la
pensée commune associe a la féminité. Un exenguieeit et celui de lsoumission
comme attitude, que la critique croit identifiendda plupart des vers appartenant aux

2 petru Poarit Modalitdri lirice contemporangDacia, Cluj, 1973, p. 246nk]
3 Ana BlandianaCine sunt eu?Dacia, Cluj-Napoca, 2001, p. 34.1]
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femmes et qui fait que les compositions étrangaresla soient jugées pohiper-
réalistes méme si elles ne sont, en réalité, que légéreimpetrsonnelles.
La responsabilité éthique

Plus que limpersonnalité elle-méme, ce sont dthbes raisons de
I'existence de cette impersonnalité qui sont irsgaiates a étudier. Un des motifs
de la dépersonnalisation du moi lyrique féminin ppait trés bien étre la quéte
d'un traitement égalitaire de la poésie fémininetreanent dit, du désir de
conquérir le terrain littéraire avec les mémes mgygque ceux qui y sont déja
arrivés, a savoir la qualité de I'écrit plutbét daesexe de l'auteur. Les poétesses
reproduisent également le modéle des poétes matesmbumains, interdits par le
communisme, redécouverts et réassimilés pendaritidgel”, synonyme d'une
relache de la censure communiste dans les anngaesiteo La quéte d'égalité et la
reproduction du modéle ne sont pas les seules alsda neutralisation du
discours féminin, causes auxquelles il convienjodtar l'influence du régime
politique. Non seulement parce que les nécesditémséques du communisme
structurent la société selon des critéres égalitesj mais surtout parce que cela
contribue a une uniformisation, autant positive qégative. Positive, car le
phénomene marque, pour la société roumaine, lann@issance des droits des
femmes selon le principe de I'égalité des sexeséghtive, parce gu'il a des
conséquences réductives dans le développementemasscpgmme individualités
sui generis

En ce qui concerne la littérature de la période, @mporte, d’autant plus
aprés la réidéologisation de 1971, une dimensioéfuitable: laresponsabilité
éthique Le mécontentement face au systéme totalitaireatpoiit la liberté de
I'individu et qui lui impose une existence estrapEmmence a modeler le visage
des textes qui se tournent vers le social. Paagaanautorisant le double sens, la
poésie permet le cryptage, devenant ainsi un refugepensée dissidentejoint
I'expression capable de tromper la censure enfifaisiles enjeux. La poésie
féminine connait trés bien ce procédé et c'est tekaent a cause de cette
appétence pour le contexte historique qu’elle tegomn air impersonnel, puisque,
devant le monstre totalitaire, il n'y a plus le W& de la femme, ni le drame de
’lhomme, mais tout simplement la tragédie de I'ée conséquence, l'effet de
lucidité d'une poésie qui a renoncé a la confessiomole comme trait
caractéristique réside dans I'engagement («langageméthique par rapport a la
réalité, comprenant par cela non pas la déclamatidraustive des abus contre
I'individu, mais I'expression des vécus frissonantpie la conscience artistique
éprouve face a ces abus: «Aucune poésie politiguealile ne peut étre écrite de
maniére propagandiste afin de convaincre «les sttctune atrocité ou d’'une
injustice [...] Car lapoésiene répond qu’a la nécessité du poéte d’identdes
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relations avec ces atrocités et injustices, lescesude sa douleur, crainte, furie, le
sens de sa résistenée»

Coupable en grande mesure pour la désentimentatisde la poésie
féminine, le probléme de la responsabilité éthiglevére donc extrémement
important. Il peut étre suivi déja dans I'oeuvreMiaa Cassian, poéte qui fait ses
débuts dans les années cinquante, jusqu'a préSette longévité de l'oeuvre
engendre pourtant des difficultés considérablest doplus évidente est le manque
de cohésion de la vision du sujet. En fait, on peatdans le trajet littéraire de
Nina Cassian une mutation identitaire qui va dadagement «en faveur de» la
réalité & un engagement «par rapport a» la réatitést-a-dire du début réaliste-
socialiste («[...] Quand je dis tout simplement flas/ «je suis communiste» —/ je
vois avec clarté/ ma vrai identitéidentit€) a I'offensive ironique («Ma révolte
linguistique/ est inutile./ L'ennemi est analphabétMa révolte linguistiqu®,
avec des troublantes textes de transition qui gigsg les répercussions assumeées
des actions antérieures («[...] Et pourquoi m’'éesndans ces circonstances/ que je
n'ai pas recu des prix comme mes heureux/ colleguex des plus claires
tendances poétiques,/ que ni les chroniqueurs feotgmps de se cramponner/
d'une oeuvre si contradictoire/ est-ce le destio®/ c’est lhistoire? [...]»,
Autoparodi@). Dans tous ces exemples, le coté référentietréstépais, raison
pour laguelle I'impression d’hiper-rlucidité et derte du lyrisme persiste.

Comme celle de Nina Cassian, la poésie de Ana Blaadreprésentante
du néomodernisme littéraire des années soixanfeposie aussi la pression
biographique, mais dans un sens qui consiste anassune coulpe héréditaire,
étant donnée la persécution d’'un pére «ennemi dpl@e et les prolongements
d'une telle généalogie: difficulté d’'accéder a iwarsité, interdictions de publier
etc. Chez Blandiana, la conscience sociale estvivéset les exigences éthigues
transpercent les poemes, puisque, comme elle tmmadt, «il y a certainement a
travers lhistoire des moments oula littératureest’ pas un art, mais une
opportunité de reflexion et, a cet instant, I'éaniv peut devenir un modéle de
dignité pour peuplé» Sans spécifier dans quelle mesure la poésieedaait un tel
écrivain reste toujours de la littérature, la guoestsoulevée par cet impératif

4 Adrienne RichPower and Danger: Works of a Common Wanirafn Lies, Secrets, and Silence. Selected
Prose 1966-1978N.W. Norton &Company, New York-London, 1979, p12jn.t]

5 La distinction appartient & Predrag Matvejeet sépare I'écriture engagée pour le régime («en
faveur de») de I'écriture engagée contre le régirpmar rapport a»), ifPoetica evenimentulyi
traduction en roumain par LumiaiBeiu-Paladi, Univers, Bucuté 1980.

¢ .cand spun atat de simplu, uneori/ ,sunt comahist/ mi se fnvederedz dintre toate,/ adévata
mea identitate”Iflentitatg. [n.t]

7 Protestul meu lingvistic/ n-are putere./ {nanul e analfabet'Rrotestul meu lingvistjc [n.t]

8 Si cum s ma mir, in aceste congli ca n-am primit premii ca prea feriiil colegi cu mai clare tendia
poetice,/ & nici cronicarii n-au timp &se-mpiedice/ de-o opeatata de contradictorie?4 8e destin?
Sau 4 fie istorie?” @utoparodig. [n.t]

9 Ana Blandianalbidem p. 43. p.t]

26



LA DISSIDENCE AU FEMININ (1945-1989)

d’exemplarité renoue avec la note impersonnell&adaix poétique féminine, car
I'éthique, pour ne pas dire la moralité, est défgxzr nature. Par suite de cela, la
critigue lI'a déja remarqué, «un théme décissif pdéfinir la spécificité de la
poésie de Ana Blandiana s'annonce [...]: le théméadesponsabilité éthiqug..].
D’ici, — cet air impersonnel, la parole glacée ddas formes austéres du
monologue qui est le poém8xsLe poémde crois™ rend compte justement de cette
qualité éthique qui, comme pour toute la poésievergive de I'époque, risque de
se transformer en défaut esthétique: «Je croisique sommes un peuple végétal,/
Alors d’'ou ce silence/ d’attendre la défoliatio™?bu le courage/ De nous lancer
sur le toboggan du sommeil/ Trés proche de la hodnvaincus/ Que nous serons
encore capables/ De renaitre?/ Je crois que nousiss un peuple végeétal —/ Qui a
jamais vu/ Un arbre revolté?».

L'équilibre éthigue-esthétique qui doit assurémeiniger la lectures des
poémes engagés de Blandiana sera problématiséatéritur de la poésie elle-
méme par lleana Bllancioiu, poéte des années soixante-dix. Témoin @gtaple
apathique de la réalité quotidienne, le sujet mosque télégraphiquement les
ennuis généraux et y insére une constatation swwueeau statut de la poésie: «Le
monde est toujours plus triste et plus pressé/die plus petit et plus tassé/ Sans
gue personne s’en apercoive/ La poésie est deseatahs la rue.// Elle regarde
une fois de tous les c6tés/ Toutes les routes ménkenméme fin / Le temps de la
mélancolie est passé/ Faut-il prendre quel chefnif? (Chansor?). A 'ombre de
ces vers, la métamorphose de la poésie apparaitcfaire: il ne s’agit plus d'un
travail confessionnel, le temps de la mélancola&passe, mais d’'une descente
dans la rue, d’une démocratisation, pour ainsi, diecla création littéraire a cause
des transformations contextuelles.

La méme vision, mais encore plus combative, sevaldppée finalement
dans la poésie post-moderniste, malgré I'esprigluel et I'affabilité suspensive qui
semblaient caractériser le courant. Mariana Magiih ffreuve d’une conscience
littéraire incessamment éveillée et, aprés avaiveau un pacte éditorial pour que
ses poémes surmontent la censure — I'éditeur haaitiée de choisir le «masque»
de Anne Frank et de mettre les vers sous le tolad@volte ... antifasciste — ,
donne cours a des méditations tres précises stonidition de la poésie dans un
régime totalitaire: «Que les mots me viennent éawént, Anne,/ quand j'écris sur
toi,/ sur ton journal nommé Kitty, sur ta soeur W@t/ Que c'était difficile
auparavant!/ La chose est d'avoir un sentimentg ocause juste et de vouloir

910n Pop,Poezia unei generi, Dacia, Cluj, 1973, p. 2500 }]

11 Eu cred @ suntem un popor vegetal,/ De unde altfelsted/ Tn care geptim desfrunzirea?/ De
unde curajul/ De-a ne da drumul pe toboganul souihBEra aproape de moarte,/ Cu siguarCi
vom mai fi Tn stare&sne natem/ Din nou?/ Eu credicsuntem un popor vegetal —/ Cine-zut
vreodad un copac revoltandu-se®y cred. [n.t]

12 Lumea e tot mai trigt si mai gnibita/ Painea e tot mai scarsi mai turtita/ Fara ca nimeni s-0
vadi/ Poezia a coborét in stéall Se uili-n toate prtile deodat/ Orice drum tot acolo duce/
Timpul melancoliei a trecut/ Ea Tncotro s-o apycg” (Canteg. [n.t]
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vivre./ Puis le poéme ancre ses racines dans fa,/te€pare avec la baguette de
noisetier/ ce qu’il y a de ce ce que nous sommntesp@s les mélange./ Le poéme
est un étre démocrate./ Un étre moral./ Il leveééla/ méme sous les bottes en
marche» Racine¥’). D’ailleurs, Mariana Marin souligne constammess Valences
éthiques du travail artistique en lui reconnaisseng nécessité vitale et démonte en
méme temps, par anticipation, les possibles repociu’un tel travail enraciné
dans le sol du réel pourrait recevoir: «[...] Ot lasgénération/ qui me raconte/
comme je confonds I'éthique et I'esthétique®» [E. parlé?). La concession reste
pourtant inéluctable.

Le sérieuxféminin

Sans doute, le parcours dans ce secteur engagé, «dissident», de la
poésie féminine roumaine des années cinquante 'asquannées quatre-vingt
semble révéler tres peu de «féminité». Aucune depoetes ne résiste au défi
historique et cet «abandon» finit par compromdgrepécifique de l'imaginaire
traditionnel féminin. Comme Nicolae Manolescu l'mralé, «[...] une thése
possible serait que: la facon dont le politiquevprue I'écriture féminine est une
écriture profondément lucide, masculine, défémirtisaglacée etc' Avec, peut-
étre, une bréve observation: c'estrigponsede la poétiqgue féminine au défi
politique qui est lucide, masculine, déféminisagttainsi de suite.

Toutefois, 'impersonnalisation de cette poésiestpas totale. Il y a, bien sir,
un dénuement lyrique tributaire a l'influence palie («[...] quelgu’'un me disait/
gue depuis un certain temps je manque de lyris@durais-je pu lui répondre?/
Je suis une poétesse de gauche,/ car de la gatchena/ aussi le sentiment que je
suis étouffée de misére [...]», Mariana Matieftres a Emil€), une sécheresse de
marqueurs de la féminité, mais il y a aussi uneémgiite manifeste asérieux
comme maniére particulierement féminine d’'évaleetableau de la vie sociale. I
ne faut pas comprendre par cela queéleuxest une attitude exclusivement féminine
dont les poétes hommes seraient étrangers, majsfapee au contexte politique
restrictif et injuste la poésie subversive des f&mnse tourne vers le sérieux
(parfois vers le tragique), tandis que la poésiaadclaste des hommes évolue vers

B ce wor Tmi vin cuvintele, Anne,/ cand scriu despre fidespre jurnalukti numit Kitty, despre sora ta
Margot./ Ce chin era paracum!/ Totul e &ai un sentiment,/ o caluzireapi si si vrei 9 traiegti./
Poemul §i infige atunci &#dacinile Th gimant,/ desparte cu nuigiude alun/ ceea ce e de ceea ce suntem/
si-apoi le aduéi./ Poemul e o fiith democrat./ O fiinta morak./ Lui 1i creste capul/ chiagi sub cizmele-
n mag” (Radacini). [n.t]

14 I...] Unde o fi generga/ si-mi povesteasi despre cum confund eu eticul cu esteticWarbgte A.F).
[n.t]

15 Nicolae ManolesclPoezie programatit, in ,Romania Litera¥”, nr. 5/1981, p. 7.

16 I...] cineva Tmi spunea/icde la o vreme imi lipsee lirismul/ Ce i-a fi putut rispunde?/ Eu sunt o
poet de stanga,/ pentriadle la stdnga a veniyi sentimentul & sunt sufocdt de mizerie [...]"
(Scrisorile @tre Emil). [n.t]
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le nonsérieux (ironie, méme comique): «[...] jadtéd a plusieurs reprises la
bizarrerie que les poétesses soient plus ,séritgsesles poétesh

Victimes d’une impuissance partagée, harcelés’pguidtice d’un présent
éternel, les écrivains critiqguent eux aussi le &yst dont ils sont les prisonniers,
mais pas de la méme facon. Leurs attaques se giesitr sur des principes
ludigues, obliquement, a travers l'ironie qui faache comme mécanisme confortable
de transmission détournée de sens. Geo Dumitrédamin Sorescu, Mircea
Dinescu, pour ne citer que ceux-la, font appel ieorlle dans leur essai de
bousculer I'ordre pétrifié du pouvoir. D’autres @ les clowns et miment la folie,
déléguant au lecteur I'effort de dégager la vécaéhée sous le masque de leurs
paroles. Cependant, quelle que ce soit la méthmele poétes n’atriegnent pas la
solennité accablante des poétesses; pour conalumete séparation majeure, un
texte de Marin Sorescu et un autre de Ana Blandiales deux appartiennent a la
méme génération — renvoyant au dictateur sont eladmag «Un malvoyant lisait
le futur/ Et au futur il voyait un aveugle,/ EtVeugle dans son futur/ Voyait un
sourd-muet sodl,// Qui lui aussi prophétisait:/ Mamaitre est balbutié,/ Et comme
un bégue toute sa vie/ Balbutiera a l'infinBrgphéties’) versus «Nous parlons
toujours de lui/ Comme toujours/ On touche avetargue la dent qui fait mal/
C’est la féte si pour un instant on I'oublie/ It @sentionné incessament/ Dans les
malédictions autant que dans les oraisons./ Omdedpchaque jour/ Comme un
poison/ Dont on devient immunssahs nortY). Par cette comparaison, extensible &
plusieurs thémes, il devient pourtant clair quedilérence de registre trahit un
décalage de réaction qui, loin de pouvoir étreesaulu niveau de regle générale,
mérite d’étre pris en considération, puisqu’il wada dominante attitudinale de
chaque «camp» en ouvrant la discussion vers linésties sensibilités.

De ce point de vue, il serait trés intéressant aigilcuer la comparaison
entre les deux types de discours, au moins paredagposition desaisonneurs
comporte un rare attribut: celui de I'égalité dékes. Pour bien comprendre cela,
une incursion dans I'histoire des mentalités pouréere éclairante en ce qui
concerne le doublet agent/patient qui a depuisotogj caractérisé la relation
homme/femme. Toutefois, prouver qu'a travers le pgmau milieu de toute
société, 'homme a accompli le réle d’'agent, aljuie la femme a incarné celui de
patient reléverait du truisme. Mais dire que leém@&gcommuniste s’est assimilé en
tant que systéme répressif, a la fonction d’agempposant aux gens, sans aucune
distinction, celle de patient c’est déja différekttme s'il est vrai que le systéme

7 Nicolae Manolescuiteratura romar postbeli@, vol. 1, Aula, Braov, 2001, p. 385.t]

18 Un orb vedea 7n viitorSi-n viitor vedea un chior,$i chioru-n viitorul lui/ Vedea un surdo-mut,
beat-cui,// Carsi el proorocea:/ ¥ paste-un balbait ziceai balbaitul, Tn sf&it,/ S-o balbai la infinit”
(Proorociri). [n.t]

19 Vorbim de el mereu/ Cum tot mereu/ Atingi cu lienblintele ce doare./ Cand il at o clipi-i
sirbatoare,/ lar pomenirea lui boln&iVE si-n blestemssi Tn rugiciuni./ 1l luam Tn doze zilnice/ Ca
pe-o otra¥/ La care devenim astfel imunifaa numg. [n.t]
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est, a son tour, soutenu par des gens, n'étantrpasncept abstrait, il est aussi vrai
gue ceux qui n’en font pas partie restent des miati€ette constatation se vérifie
aisément dans la poésie subversive ol le sujeters@va ses propres moyens
(sérieux/nonsérieux) la pression qu’il subit. Unraparalléle, de Mircea Dinescu
et lleana Mlancioiu, poétes des années soixante-dix, souligemgihent cette
identité de statut: «Que fais-tu littérature?/ fiaubles quelques jeunes ridicules en
province/ [...] et tu ne vois pas au fond de lartde criminel chatouiller sa
victime[...]» (Le mort factic&) et «Un crime dans la rue principale/ En pleirrjou
un crime terrible/ Et personne ne pleure et persaranhurle/ Et personne n’attrape
le criminel// Moi méme je reste ici et j'écris deers/ Comme si mes vers
pourraient empécher/ Un crime dans la rue prineipgh plein jour// [...]» Un
crime dans la rue principafd.

Un refus avéré

De ce rapprochement illustratif il vaut retenimémuction au méme statut
de patient opérée par le politique, puisqu’elle tiemti I'égalisation des voix
poétiques et renforce la thése de I'impersonnidisade la création féminine dle
aussi, entre autres, au facteur contextuel. Noaohstomme on I'a déja souligné
auparavant, l'impersonnalisation n’est pas totakw, le discours féminin garde
encore des indices trés intimes. De ce point delavyp®ésie sensuele de quelques
poétesses peut étre lue comme maniére personeetipahdre a I'impersonnalisation.
De méme, la question de la maternité — que laquetiavait considérée, depuis
toujours, définissante pour la poésie lyrique fémanet dont cette poésie
désentimentalisée semblait étre dénuée — est abpatéles poetes analysées ci-
dessus, mais avec des modelages particuliers.éidemment, le travail poétique
de ce motif supporte pareillement la déterminatistorique, une détermination
affreusement inique, qui prive les femmes a I'é@odu droit de I'avortement. Trés
délicat, le probléme se refléte dans l'oeuvre, dansesure ou le message dissident (la
femme qui réprouve linterdiction de ses droits, gefuse I'expérience de la
maternité etc.) reste a mi-distance entre I'imiat I'explicite: «Tout un peuple/
A naitre/ Condamné a la naissance/ Un foetus adétéautre/ Tout un peuple/
Qui n'entend pas, qui ne voit pas, qui ne compeasl Mais qui se fraye chemin/
A travers les corps spasmodiques des femmes/ Artrde sang des méres/ Eludées»

20 Ce faci tu, literatur?/ Tulburi cdiva tineri caraghigi in provincie/ [...]si nu vezi in curtea
interioat/ criminalul cum §i gadila victima [...]” (Mortul fararnic). [n.t]

2L O crima sivarita pe strada principal in amiaza mare, o crimoribild/ Si nimeni nu plangssi
nimeni nu strig/ Si nimeni nu pune méana pe criminal.// Euzims stau aicisi scriu versuri/ Cai
cum versurile mele ar putea opri/ O clisivarita pe strada principal in plin zi// [...]” (O crimg
savarsita pe strada principal). [n.t]
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(Ana Blandianal.a croisade des enfaffs Quittant la constatation grave, la fronde
discursive tourne, dans la poésie des années quage vers une résignation
orgueilleuse du refus d’étre mere dans un conteis®rique malveillant: «Entre
nous il ne sont restés/ que ces enfants de papien fait traverser la rue chaque
matin./ Mon refus de perpétuer ainsi I'espéce./ Mefus d'étre une autre maison
de la mort/ Sous un tel temps» (Mariana Mdramaison de la mdr). De ce point
de vue, si le fait qu'aucune de ces quatre po€gesconnu, dans son existence
biographique, la maternité n’est, probablementyog’'simple coincidence. Mais cela
n'empéche que l'intensité de la négation reste\éets le temps, authentique.

A défaut de conclusion

Au bout de cette incursion dans la poésie fémisiraversive produite sous
I'époque communiste, la littérature roumaine éciaison visage. Elle reconnait la
démocratisation des voix lyrigues sous l'autorigplgxiante du totalitarisme et
accomplit sa personnalité. Versants opposés maisplémentaires d'un méme
sommet, les poésies masculines et féminines saiteétent imbriquées, méme si le
contexte politique les condamne a l'uniformisatiBourtant, en ce qui concerne la
poésie et l'identité du sujet lyrique, I'impersoligation est la conséquence de cette
pression écrasante, mais cela ne signifie pasagoedsie féminine soit indistincte. Au
dela de la perte de sa nature confessionnellesekpletits» motifs d’'une sensibilité
futile, elle revendique le pouvoir daccéder résmmt aux grands thémes de
I'existence dans I'Histoire. Finalement, la poé&minine ne perd pas sa féminité,
mais en acquiert une autre. Celle de la conscEouiale éveillée.
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FROM CENTRE TO MARGINS:
SOUTH AFRICA MEETSTHE ARAB WORLD

LUIZA CARAIVAN!

ABSTRACT. “From Centre to Margins: South Africa Meets the AlaWorld”.The
paper analyses the new perspectives in Nadine i@erdi writings, focusing on her
2001 novel The Pickup. The concepts of home, rétotand cultural diversity are
examined as they represent the key factors defthiegwo communities presented
in the novel: South Africa and the Arab world.

Keywords: relocation, home, Arab world, South Africa, cultulaversity

REZUMAT. ,Dinspre centru aitre margini: Africa de Sud intalngte lumea
arabi”. Lucrarea analize@znoile perspective propuse de Nadine Gordimer n
romanul ,La agtat”. Urmitoarele concepte sunt intalnite in scriitura lur@mer

si examinate In acest studiu: &ag acag, diversitate cultural si stramutare/
deplasare, deoarece acestea repieattorii cheie in conturarea celor dou
comunititi prezentate Tn roman: Africa de Sgidumea arab.

Cuvinte cheie: stramutare/ deplasare, cdsacad, lumea araly Africa de Sud,
diversitate cultural

Nadine Gordimer is considered “an interpreter olut8oAfrica” and,
during the process to end Apartheid, Stephen Clangr{1992:137) asked her:
“Once Apartheid is abolished entirely, do you thihkre will still be something for
you to write about?” Indeed, replacing Apartheidrttes and subject matters in the
new South Africa has been a demanding task fomttieers who used to write
from the margins and who are now at the centré®fworld. Having grown up in
the post-colonial South Africa and having livedaiingh the various stages of its
Apartheid regime, Nadine Gordimer has analysed wAgartheid, this extreme
form of governing based on the principles of ‘devidnd rule’ and ‘separate
development’, did to people. After the abolitionAyartheid laws, her protest was
directed towards the attacks of both white and Klaglitary groups on civil

! Luiza Maria Caraivan is lecturer in English at tildirie Cantemir” University, Tingoara and a PhD
candidate in English Literature at the Universftthe West in Timisoara, with the thelladine Gordimer
and the Rhetoric of Othernessin Post-Apartheid South Africa, coordinated by Professor Pia Brinzeu. The
latest book published Erst Sepsin Business English (2009).

Contact: luiza.caraivan@gmail.com
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population, towards the violence that has situ&edth African cities on top of the
list of towns having the highest crime rate in therld. The novelsNone to
Accompany Me (1994), The House Gun (1998)and The Pickup (2001)belong to what
Gordimer calls the ‘post-Apartheid literature oartsition’. The first two novels
concentrate on violence and its consequences ineweSouth Africa, wheredde
Pickup illustrates Gordimer's change of focus from theiddn to the Arabian
world introducing new themes and issues (such gglatiement, economic exile,
and alienation) along with the ones used in hevipue works (migration, freedom,
identity, ‘the Self and the Other’ theme).

Many analysts of Gordimer's work have noticed haemaern with the new
South African social and political context corretatvith the new world order imposed
by the concept of globalisation. lleana Dimitrid@8:159-160) has noted Gordimer’s
engagement in the 1990s with the concept of ‘éiginary’. The critic has also
underlined Gordimer’s new preoccupation with pevifie “as not being inextricably
linked to the public domain”, which “can be seenrétrospect, to signal a kind of
liberation from the burden of excessive social easbility within large historical
events”. The South African writer has resistedtémeptation “to turn, or return, to the
imaginative and literary circles of the northernmigphere”. In turn, J. M. Coetzee
(2007:255) remarks that Gordimer “has been exatdigethe question of her own
place, present and future, in history” since thgitr@ng of her career.

However, in my opinion, her post-Apartheid novediort stories and
essays, maintain Gordimer’s position of a whitezeit and woman writer fighting
for human rights, in general, not only for Blaclopk’s rights. It is not a feeling of
relief that can be detected when reading her npwlselief that society has
defeated Apartheid rule (the abolition of Apartheédgs not erase her responsibility to
confront social and racial issues from her work} d@hat history has made an
important step beyond oppression of non-white Sditican people. It is rather
an impression that the new South Africa has mortakohan political issues to
solve, more races and ethnicities to tolerate amdgrate in this new post-
Apartheid, postcolonial, multicultural and multiralcera. The new world order has
imposed a new approach to social issues and Gardiazecomplied with the new
rules, especially because they were amended dsashgredicted they would be:

The nurture of our writers, our literature, is aopity which should not create for
us a closed-shop African ‘world literature’, a cuwdil exclusivity in place of the
exclusion, even post-colonial, that has kept usaimnante-room of self-styled
‘world literatures’. (Gordimer 2000:28)

The point of departure farhe Pickup is the new South Africa and its usual
problems of race, class, bureaucracy and the ctioneosetween the private and
the political life. These problems are taken frotoeal to a global level, with the
setting changing from liberal post-Apartheid Jolesiurg to an Arab country
which she does not name: any country having a tlasdra Muslim people could
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represent the setting of her novel. Another thesniat of interracial love related
to the ‘Self and Other’ theme (on both a culturad &an individual level) and
extends from the racial opposition Black versus t&/hised by Gordimer in all her
novels, to the cultural one. Gordimer addressesstes of identity and belonging
connected to the notions of home and exile, emaraind immigration, and the
way they affect the Self and the Other. Her intarethe phenomenon of immigration
is due to the reactions of resentment and xenophbhit it triggers. In this respect,
she has joined the writers around the world in #@napt to raise awareness and
diminish the negative manifestations against imamgg.

The immigrant is situated at the center of the hared the issues of
nomadism and relocation are explored. People fesa tleveloped countries take
advantage of South Africa’s regeneration and camsica habitat that offers better
working conditions and decent residence. For the mgeneration of South
Africans, the reconstruction of their country inaglidistancing themselves from the
past and their families, whether they live in tihetjoes or in the white Suburbs.

The Pickup is seen by Coetzee (2007:251) as “Gordimer’s patsmiyssey”
due to the characters she has chosen to explass, dihe can distinguish the portrayal
of the “confused and conflicted young man, emotilgnbound to his mother”,
disregarding the “history and culture that havemied him”. Then, there is the
“unexceptional young woman who trusts her imputsas finds herself by humbling
herself”. It is arguable whether one can read hatioh in her attitude to please
the others or simply a desire to integrate. Newdefs, both characters expect a
remake of the Self that should take place when thl®gate to a new country.

The novel reminds of an older short story, “Some Born to Sweet Delight”,
from the 1991 collectionlump. In the story, a young South African woman fatis i
love with a man from an unnamed Islamic countrys geegnant, and leaves South
Africa to meet his family. The man is one of thdseeigners who are always
together but look alone, with a “strange expresgibra caged animal, far from
wherever it belonged” (2003:720). The woman receigetoy as gift from her
husband -- a toy containing a bomb that destrogsptane. The bomb is used to
make a statement “in some complication of vengetordeoly wars, land annexation,
invasions, imprisonments, cross-border raids,togial disputes, bombings, sinkings,
kidnappings no one outside the initiated could wstdad”. And the innocent woman
“had taken them all, taken the baby inside her;rd@bong with her happiness” (88).

The novel starts with what seems to be a romandasatglance. The
similarity with the short story ends at this poias, Gordimer prefers not to present
the violent side of the Arab world but to insist anpeaceful multicultural and
multiracial ‘global village'. Julie Summers meetbdu, falls in love with him and
decides to follow him back to his country whenwizrk permit expires. If the love
story is simple, the presentation of the two cdestris elaborate; Gordimer
characterizes them using her characters’ thougidsfeelings and the events that
take place in the characters’ lives either asamitizor as immigrants. Both Julie and
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Abdu change identities from resident to emigrard ammigrant (Julie goes from
South Africa to the Arabian country, Abdu from tAeabian country to South
Africa, then back to his homeland and then, awagnfit, to America).

Julie meets Abdu on the streets of Johannesburgnwier car breaks
down, causing a traffic jam. The mechanic who affier help her decides that it is
impossible to repair it and that the best solutimuld be to buy a new one. The
search for the new vehicle brings them togethesewneral occasions, enabling her
to learn that he has a degree in Economics in im&med country of origin. His
stay in South Africa is illegal, as his work perimis expired and it is not likely that he
could obtain a renewal. They become lovers and Addhtroduced to Julie’s friends
at the EL-AY café — also known as the Table, bexthir favourite pastime is to sit
around a table, have some drinks and chat. Whedu Aéceives the deportation
order, Julie reconnects with her wealthy familyoier to procure some money
and a work permit. Unfortunately, she does not seddn prolonging his stay and
makes her final decision to accompany him backisdfdmily in his natal village.
Motivated by his mother and her position in the Ac@mmunity, Abdu decides he
must marry Julie before leaving South Africa. As Jaollie, she is unaware of the
responsibilities of a wife and daughter-in-law iMaslim family, but, at the same
time, she is enthusiastic about visiting an excoientry.

Julie - the rich white daughter of a well-known imessman - detests the
suburbs of her childhood and, above all, the mgels that the suburbs have to
offer. She now lives in a “series of backyard getaadapted from servants’ quarters”
(2001:8), which she sees as a radical departune lfier father’'s house, but which, in
fact, is not because leaving the Suburbs to live lifack neighbourhood and going to
clubs in Soweto (the black neighbourhood where dyodohannesburg riots started
on several occasions during the Apartheid yearsyatarday nights has become a
norm in the new South Africa. Julie considers that ‘place’ was sufficiently
remote from the Suburbs’ ostentation and “was aeckpy the blacks among them
as the kind of place they themselves moved to tfwerold segregation” (18).

The white South African girl is exploring an unknoterritory (the desert),
on a quest for her true self, whereas the Arab imalisplaced from his territory,
removed from his home and compelled to deal with@ther for economic reasons.
Julie is “the right kind of foreigner: one who bedged to the internationally acceptable
category of origin” (140); and, for this reasone sk able to choose ‘one of her
own kind’ at any time, a kind to which she decidd®ther she belongs or not (80).

In opposition to Julie, who is entitled to altetmas, Abdu’s living
conditions are specific to an immigrant: he inhalite room “redolent of fuel and
grease” (28) above the garage where he works, shamthe owner of the garage.
His childhood village that he was so eager to leiaveurrounded by desert and,
from his point of view, the desert means nothing $ilence and desolation. His
only choice is to depart without being able to aiere to settle down. He takes
what he is given as long as he is away from theneé of the desert, listening to
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“the lullaby of distant traffic” (34). Furthermorébdu’s experience of life is full
of contradictions, migration and multiple returrdaemoval, on account of the fact
that his life as an immigrant unfolds in a multéuof communities worldwide. He
does not like to speak about his country or his dn@and Julie does not learn
anything about it before the moment she sets faotthe airport. He has no
photographs of his family or his village and thdyatescription he provides is that
of a person who wants to detach himself from thddwvof his childhood.

Although Julie despises her father's capitalistelues and privileged
lifestyle, and even the “beautiful terrace of hether’s house” that “she didn’t care
to call...home” (45), it is exactly to her fathefifestyle that Abdu aspires. Julie,
the ‘insider’ to the South African white liberal and bourgelfisstyle wants out, wants
to break loose; Abdu, ‘theutsider’, who belongs to a third world country, wants in,
he wants to be accepted and somehow integrateuglhhe is considered “the one
from outside who has been let in” (19).

Regardless of the fact that her family and frieads him as a disguised
‘grease monkey’ without a name, working at a garahdie sees him as her
‘oriental prince’,an exotic Other. The Arab man accepts the two identities and acts
accordingly, depending on the social situationsm&unters. He even assumes the
nickname he is given, when thinking about himsatfmitting “there is no longer
any sense in playing the grease-monkey” (92), andekls like a prince with a
spell cast upon him every time he is able to frieesklf from his monkey suit, that
is his working overalls.

The ‘outcast’ Abdu without family and friends repeats the mirrored
image of Julie’s ideal of independence. Abdu doatsumderstand her reluctance
when he asks to meet her family, especially hévefator when he needs help to get
his visa. Julie cannot ignore her principles and émbarrassment in order to
confront her father and help Abdu in his struggletoid deportationan omission
she tries to rectify by accompanying Abdu on hisinre home. In Abdu’s country,
the roles are reversed: Julie cannot understandete&chment from the family, his
performance of everyday tasks and duties withouhptetely identifying. She
manages to find the ideal environment she has bearching for - free of any
constraints — and thus, fully integrates in Abdaisily:

You must understand, I've never lived in a famigfdre, just made substitutes out
of other people, ties, | suppose, though | dide&lize that. There are ... things...
between people here, that are important, no, nagegsthem. (187)

Using Abdul R. JanMohamed’'s comments on the functa racial
differences, Abdu may be seen as the ‘savage’ velscalready been civilized and
is now searching for a place in the civilized woitit refuses to accept its final
product. Julie is part of the reverse processctienizer returning to the primitive
world to discover its essence. The colonizer’s meuperiority is questioned, as
well as the validity of her own formation and trexisl rules of the South African
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society. Unlike her family and friends, Julie isepared to understand “the
worthless alterity of the colonisedq value the differences of his society, although
she will try to change its mentality and teach laeguage and culture, at the same
time, respecting the others and their ‘otherndssher attempt not to judge the
Other according to her own cultural values, Julessumes that the Other is
irremediably different”, and she finds it impossgiblo adopt his point of view
(JanMohamed 1985:65). For example, her perspedivihe desert is entirely
different from the Arab’s view: Julie seeks to ursiend and tame the desert,
whereas Abdu wants to escape from it.

Julie gives English lessons to the girls in thebdaia village in exchange
for Arabic lessons. Although she does not know fithim beginning of her arrival
that she wants to remain there, she considerstlit & her duty and as a way of
paying respect to the community that hosts her. Aitad girls are also interested
in speaking English as they perceive the new lagguaot as an intruder or a
possible menace to their own language and cultutea® a form of education, of
learning more about the world outside their hobggond the desert. Julie realizes
that it is difficult to understand the emphatic amgtaphoric language of her
mother-in-law, just as her husband has had ditiiesilwith official English. In
fact, Julie influences the girls “with her rich Igr Café ideas of female
independence” (2001:256). Little boys are also $tadents as they have greater
chances of leaving home than girls, and they magidly in high schools in the
capital city of the country.

As far as Abdu is concerned, the question of blaskrposes itself in an
even more complex way, as he is of Arab, not oficaft descent, “not one of
them” (87), but the one with glossy dark hair ueatol speak Afrikaans like white
and black people. If Julie’s father's thought wheareing him was “What was the
immediate register? Black or some sort of blackl)(4he owner of the garage
where he worked went further into this manifestatiof passive racism. As a
matter of fact, there is “an already pronouncediuwatave judgment” and “an
implicit program of action (Said 1994:207) whenidesits of the Suburbs make the
acquaintance of Julie’s partner:

As a white father of daughters himself, it was ansé to see what she was doing
with this fellow from God knows where, nothing agsti him, but still. [...] and
it's the other kind, the real blacks who get whay@ing nowadays. (Gordimer
2001:31-32)

By contrast, the question of Julie’s whitenesshim tinnamed Arab country
is not even mentioned in the second part of theehawor does it seem to be a
distinguishing feature in the Arab society desatibe

Julie also defines herself in opposition to thdwrel of her past. She, like
Abdu, is ashamed of her family living in the snabbsociety of the Suburbs. At
first, she finds her own identity by choosing to different from the bourgeois
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world of her parents, fabricating herself a ‘honm’'the social circle of liberal
friends at the EL-AY Café. From the ‘game’ that stedls her life in this café,
which is ho more than a “doll's house” where shd har friends “were playing at
reality” (164), she faces the reality of povertydamspect. After that, Julie locates
herself in her physical relationship with Abdu, aHishe describes as “the kind of
love-making that is another country” (96). In order maintain this sense of
location, Julie relocates with Abdu - now re-nanibchhim ibn Musa - to his
desert country, although her relocation comes ‘@iuignorance, innocence of
reality” (96). Traveling to this impoverished cogntaind settling down gives Julie
a consciousness of self that makes her seem “sisangw to herself” (117). Once
again, she has found ‘home’.

Her radical decision to accompany Abdu to his hamvet and give up
every privilege she is offered as a middle-clasgeyperson in South Africa is the
consequence of the liberal views of the post-Apadtsociety. The liberal world
forces Julie to see the true Other in order tosamier herself. Arriving at the
airport and meeting some natives, she still featsstrange to herself as she was to
them: she was what they saw” (117). Afterwards, redationships with the Arab
women allow her to find a position within their ture.

While Abdu/lbrahim sees in his own Arabic-Islamigltare, a prison he
desperately wants to escape from, Julie discovers Wwhat she has been missing
in the liberal ‘New South Africa’: traditional vaés such as commitment, solidarity,
family, spirituality. He is ashamed of his counsgrymages, of his people and his
legacy — the Arab name that introduces him as aifgpether, and which he
would exchange with the nickname ‘grease monkegngttime. By contrast, Julie
enjoys every moment of her new life in the Arabdagk and, despite “the sheds
and buildings either half-completed or half-faléown” (128), she recognizes the
illustrations of her childhood’s Scheherazade sthrought to life by two old men
smoking a water-pipe.

Julie’s final journey towards her true identity ttrough the desert. Her
regular walks to the end of the village where tksaiit starts are accompanied by
hours of watching the cold and immobile sand, gjvirer optical illusions from
time to time, such as the woman with a herd ofgbat without a pasture for them.
She feels a compulsory need for water: “when yastthn the sands, water takes on a
new meaning; it's an element that has no place8)18he feels that the desert and
everything it represents is one of the factors ttep construct her new Self, the
“perception of herself formed in — by” Abdu’s vidla and his people (197).

Evidently, there are two different views of the elésfor Abdu, it is simply
“this dusty hell of my place”, a portrait of silemand desolation, a lack of shapes
and movement, “the denial of everything he yeaonsfbr him” (262) whereas for
Julie, it signifies “no measure of space, no dewgtwn from land to air”. It is the
symbol of eternity because it is not affected by thange of “seasons of bloom
and decay”, and it bears no prints of the pastherpresent (172-3). As Meier
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(2003) observes, the border between the deserthandllage becomes ‘a room of
her own’ at the border of the civilized world. Whepproaching this deserted
realm, Julie finally seems to find meaning in hég,Ito understand that she has
reached the final destination of her journey. Timeaning manifests itself in a
dream of green. Although initially Julie does naoidarstand this vision (whereas
Abdu simply misinterprets it), it suddenly gains ansg when she sees a rice
plantation in the middle of the desert and dectdeisvest money, work and hope
to cultivate the land. Her admiration for the désercontrasted to his aversion
towards it: she spends her mornings watching theebaarea, while he prefers to
avoid it. Finally, the same opposition is foundtiveir attitudes toward life: she
completely rejects the bourgeois world she hasbefind and cannot understand
Abdu’s need for objects and money when they coelddif-sufficient: “What else
is really worth having out there in the world ofska gods’ apart from a family?”
(Gordimer 2001:205).

Abdu’s and Julie’s quest for identity is transpdri®y Nadine Gordimer on
a higher level and their questions about love, tilenfreedom and responsibility
remain yet to be answered just as the African wand the Arab world are
searching for a new identity.

The first thing that strikes Julie on her arrivate Arab world is not the fact
that women must wear a scarf on their head or bristccompanied every time they
go out; it is the desert that fascinates her aatlays an important part in her decision
not to leave her Arab family when her husband abté#ie entry visa for the U.S.A.
For Abdu the desert represents nothingness ané&ngksh-speaking countries are
“where the world is” (230). For Julie, the desemtl gdhe ghostly woman pasturing her
goats in the middle of the immensity of sand becameobsession. She dreams of
green and of buying a small part in an oasis whieescan grow rice. She dreams of
changing the place, but she does not understahthéhdesert is eternal. Her husband
tries to force her back into reality and tells tiwt the real money in the Arabian
countries is made from selling and buying weapblmyvever, the violent side of the
Arabian world is not presented in this novel.

One similarity that can be found between the twalagis the role of
women, which is that of child-bearers and moth&he image of African women
carrying their babies on their backs or holdingtewhildren’s hands on their way
back from school overlaps with the image of thebdaa women gathered inside
the house under the leadership of their motheainavaiting for their sons to be
born and trying to find the best man/ provider flogir daughters. The men from
both cultures are at work - the Africans eithethia mines or in towns as servants,
the Arabs on the oil fields or abroad. The onlyappt difference between the two
cultures is the leader of the community: an oldanrn the case of South Africa,
an older woman in the case of the Arabian countries

Julie’s displacement is the beginning of her joyrfrem the Self to the
Other. Her identity is constituted by a series bbices and the relationships
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between the Self and the Other. In the end, Abdulomger represents that
‘significant Other’ as Julie can no longer relaténis choices and future achievements
in the Western world. The writing of the Self oe thther and the writing of the Other
on the Self have as effect the ‘unfixed identitief'the characters. The Other in
their relationship is both to be desired and teilggpressed.

The fact that Gordimer has been interested in pahits that occur when
people become displaced from their patterned $ifaaticeable in all her novels,
without exception. ThusThe Pickup presents a world of “unfixed identities”
(Dimitriu Sora 2006:167), an asymmetrical world “‘skewed power relations”
(169) in a post-Apartheid South Africa that hasddefine its identity in order to
enter the ‘global village'. The intercultural mage is Gordimer’s ‘silver lining’
for the postcolonial world, just as interracial nieges were for the colonial period.
Barbara Temple-Thurston (1999:116) observed thBlhg multitude and flux of
cultures or subcultures based on race, ethnidiégscor gender in South Africa —
each with their own discourse that may or may noallenge the dominant
discourse — result in a complex and confusing gowigh no cultural unanimity”The
Pickup is a novel that exemplifies the importance of caltuliversity for troubled
societies, in Gordimer’s case, the South Africath Arabian communities.
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THE GOVERNING DYNAMICS OF PATRIARCHY IN AHDAF
SOUEIF'S IN THE EYE OF THE SUN

FOUAD MAMI *

ABSTRACT. “The Governing Dynamics of Patriarchy in Ahdaf Soifs In the
Eye of the Sun”.Perhaps of direct relevance to the social statégaif women is the
experience of Egyptian women proposed by the cqmiesmy Egyptian novelist,
writing in English, Ahdaf Soueif. Itn the Eye of the Suf1992), Soueif tells the
story of modern, educated and middle-class Egypt@mmen as they bump and fall
in their marriages but ultimately win their patbsvards some satisfying degree of self-
understanding. Soueif's drama does not claim taotadly successful in subverting
patriarchal mindsets. Instead, the author seerhaue fairly gained insights at the
dynamics fueling patriarchy in today’s Arab culiurkmate.

Keywords: Patriarchy, phallocracy, epistemic conditioning;istal presumptions
and expectations, social code.

REZUMAT. ,Dinamismul guvernator al patriarhiei in_In the Eyeof the Sunde
Ahdaf Soueif”. Probabil & experiea femeilor egiptene Tafisata de scriitoarea
egiptea#i contemporai Ahdaf Soueif, scriitoare de linikenglea, este in legtura
direct cu statutul social al femeilor din lumeabéran “In the Eye of the Sun” (1992),
Soueif spune povestea femeilor egiptene moderneats] de clasmedie, care se
izbesc de problemele mariajulgii esueaz, ca mai apoi &1si giseasd calea spre
descoperirea de sine. Drama lui Soueif nu are mpigtde-a fi regit si submineze
intru-totul mentalitatea patriarfiain schimb, autoarea par@fsajuns la o Trelegere
degivarita a dinamicii ce stimuleazclimatul cultural arab contemporan.

Cuvinte cheie: patriarhie, condionare epistemic prezuntii si astepéri sociale,
norma social.

Introduction

May be the sheer length (more than 800 pages irt eatigons) ofin the
Eye of the Su(i1992), by the Egyptian novelist Ahdaf Soueif nsitp an ambitious
project to write what can be called the Egyptianiegient to Leo Tolstoy'sVar
and Peacg1869) or Margret Mitchell’'ssone with the Win@1935). For the story
of Asya al-Ulama, at varying degrees, evokes théhiogl heights and rivals the

! Dr. Fouad Mami teaches in the English Departmehtthe University of Adrar, Algeria.
Contact address: <fouad.english2010@gmail.com>
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experiences of the characters of these two leggmiarels. As it is a novel that
engages with war and peate the Eye of the Suasttempts to trace the reasons that
underlie Arab armies’ defeat in the June 1967 wgairest Israel. According to
Soueif, the defeat has to be explained in termerdtian only military, political or
logistical shortcomings. Instead, a wider and nuabjective perspective as the one
proposed by the protagonistlofthe Eye of the Sundicates that such failures are
but symptoms for a deeper and intricate dysfunuimmwithin Arab identity and
selfhood. As readers leaf through Soueif’'s notddecomes clear that rampant but
implicit or socially unacknowledged patriarchal nregf thinking that characterize
present Arab culture infest such culture and tumulnerable to sweeping tensions
both from within and without. As this article triés illustrate, there exists in the
novel enough evidence to claim that Ahdaf Soueiflesermined to uncover the
dynamics that fuels patriarchy and shape its itiidloimomentum in present Arab
social and cultural equations. As the present lartiemonstrates, the merit of
Soueif's work does not only end with demonstratimyv patriarchy functions, it
further extends to exhibit with the use of relevaxemples how the same patriarchy
storms the social fabric of Egyptians, takes conirnger such fabric’s governing
dynamics and later starts reproducing its own #istlogic and equations.

Gradual and Painful Rise of the Consciousness ofel as a Reality
Consumed by Patriarchy

A brief consideration of the historical backgroundl the novel can
illuminate much of the novelist’s intentions fromiting her novel. By and large,
In the Eye of the Sua mainly the story of Asya al-Ulama before aneéraher leave to
study in England. The narrative starts by the t#aga is back, commenting on what
she experiences of social changes taking placésglier absence. Before that, the
narrative draws retrospective looks from the endth&f story only to begin a
chronological recounting of events that helps remadellow the flow of the
narrative. It is interesting to note that the Egipya returns to after an absence of
eight year is different from the Egypt she usedriow. President Sadet's ‘Open
Door Policy’ has taken the country almost by swgriand as a result of this
unreadiness, such policy has some disastrous comsees on the life of peasants,
whom Asya takes as the authentic Egyptians. Whalgotiations are carried on
with the lIsraelis so that Egypt might win back tBenai desert, there is no
indication that Jerusalem, the West Bank and Gamaewer be given back in a
negotiation deal. The cost for this small gainhigttnow Egypt is severely cut off
from the rest of the Arab World. Similarly, this macharacter observes that the
handing of national economy to multinationals resih massive unemployment
and disruptive urbanization. Cairo has become aatogglis that is unbelievably
chaotic and unbearable. Old theatres and operaebaug shamelessly switched
into parking centers, ugly structures, moles, shmappenters, bridges and highways.
Islamic fundamentalists are given a free hand iivarsities while liberals and
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freethinkers are shut behind bars, and this doegmaithout its cost. Asya at the
end looks fulfilled as she feels she is contribgitto her nation with vocational

teaching. Instead of surrender to despair, shepgfal as she is socially proactive
and part of the remedy that she has always waattké place.

Reference has already being made to the facthkabtackground ai the
Eye of the Suis Egypt’'s defeat in the 1967 war against Isi@st famously known as
the Setback ofhe nak’'ssain Arabic. In other words, Asya’'s personal awassnof
the world can be matched with the reader's ownneyrof understanding to the
conditions that set the stage to June 1967 SetBacshe reads later from her journal
for purposes of framing her story, she is not oodyisidering the factuality of
successive incidents and experiences as they hapitleout logic. Rather, both
Asya and the writer seem to be motivated with theaunthing of the far reaching
causes of the Setback. For the Setback, accordiBgueif, has been a disaster on
every scale, militarily, politically, economicallfput no less importantly, socially
and culturally. The narrative highlights the proeif uncovering how June 1967
was ever possible.

Indeed, the reader might in the beginning comptdimcoherence before a
plethora of biographical entries that come wittedamostly Asya’s, but there are also
Saif's. Asya’s mother, Lateefa, and friend, Chessiccasionally send her letters and
these help readers situate Asya’s domestic life &ijypt's public events. Perhaps the
second explanation to such an extensive variefpurhal selections lies in Soueif's
attempt to illustrate the idea that Egypt’'s sotiditaare much more complex that no
amount of surgery or radical action can preclugectiiossal quantity of these ills and
inadequacies. Therefore, and in an attempt to stadet the Setback, Soueif carefully
directs Asya’ attention to situations where womee systematically abused and
objectified. As they appear In the Eye of the Sumomen often, if not always, are put
to lead a marginal life; they are on the periph@poth public and domestic life and
they are reduced to situations where they lookpialkke of deciding their own fate.
Everywhere she looks she finds societal equatimsiscan only be characterized as a
phallocracy; a set of conditions that are rife with patriatamades of perception and
production. These modes do automatically favour owvem women, not as a result of
well-deserving merit that men excel at and womenirarerently incapable of. On the
contrary, such a partiality is found by Soueif t® & historical construct. Soueif
qualifies such a situation as an essentialisatfagender that has been carefully and
over an extensive period of time orchestrated toirfio a social code. This

2 Keuls finds phallocracy to “literally means]...] {per of the phallus’, ... a cultural system symbolibgd
the image of the male reproductive organ in permiagx@ction, the phallus. It is marked by, bus ifar
more particular than, the dominance of men over eworim public life... The concept denotes a
successful claim by a male elite to general pobveitressed by and display of the phallus less as an
organ of union or of mutual pleasure than a kindve&pon: a spear or war club, and a scepter of
sovereignty.” p. 2 Eva C. Keulshe Reign of the PhalluSexual Politics in Ancient Atherigniversity
of California Press, Berkeley (1985)
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conspiratorially executed social code, as tracetthdyvriter, is found to be based on an
assortment of undeserved privileges for male mesnbérthe community at the
expense of the females.

Towards such objective, the reader observes tlaintvel is rich with
scenes that exhibit cases in which women are alautsimatically condemned in
the wrong. Noora, another friend to Asya, has diyedecided to elope from the
house with Bassam, her classmate and boyfriendhéytime they both finish
studies. Noora’'s parents display a serial incapdoitdeliberate on how loving,
caring and dedicated Bassam can be in respecetodhaughter. His only mistake
in their eyes seems to be the fact that he is eskaian and that is in itself, for
Noora’s father in particular, a capital sin. Wittlaad confiscated in consequences
of Israeli occupation, leading a life of a fugitiveow can he possibly, Noora’'s
father appears to reason, ever afford to thinkowé land marriage?! Palestinians
seem to have brought the disaster of land conf@tafall on themselves, and as
such they are held accountable for the consequeli¢hen Asya suggests that
Noora should let her mother moderate with the fath#ill your father really
never come round?’ The answer that follows is dmtgly shocking and
symptomatic of the patriarchal mindset: “Nevegat my mother to sound him out
slightly. Nothing direct. He said, “She would na¢ my daughter. | would have
nothing to do with her.” (p. 218) Not surprisingiy this charged climate, Noora
eventually elopes and thus she is officially disedinWhen she tries to make
phone calls at times she is sure her father ishmrtmother picks up the receiver
but never answers. Noora retorts to her friendsetiomes later: “But she’'d be
frightened of him even if he weren’'t around... Sheilldohave contacted me if
she’d wanted. If she dared.” (p. 309) The fathéeavy figurative presence stays
inhibitive for the mother; this mother’'s constaeaf leaves her heart shuttered but
never even dares of disobeying the patriarch byeansg her own daughter. It is
only when Noora gives birth that her mother segretieaks out into short and
unsuspected visits. Through the example of Noomatgher, Asya cautiously
makes the reader aware with how degrading and sepupatriarchy can be.
Noora'’s father's sexual fantasy about the iderdfthis own daughter as a body (an
exclusively physical entity) goes deeply to the amszious. Paradoxically no one
seems to have second thoughts about how this faigt@®nerated or how it keeps
reiterating since it is processed primarily as ciedal given and norfn

But in following Asya’s situation, readers can atvsethe extent to which
gender issues do shape and feed the Egyptian aatul gxesent reality. However
obedient and sincere with her parents, Asya coatdthe freedom and ease with
Saif, her fiancé. In order to meet him on her owshe carefully plans to miss

3 Bourdieu indicates that “The social world conssuie body as a sexually defined reality and as th
depository of sexually defining principles of visiand division. This embodied social programme of
perception is applied to all the things of the waaind firstly to the body itself.” Pierre Bourdieu,
Masculine Domination(1998) Trans. Richard Nice. Stanford Universitgd3, (2001), p. 11
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classes, constantly feed her father lies and ewaemi imaginary schedules that she
has to coordinate with Chrissie and other friengs jn case her father should
check. Her father puts what she very significantils ‘a curfew’, seven thirty, on
her evening homecomings; a curfew which she hasfuddr to observe and
comply if she really seeks his accord. Once thi@ttanstitute rewards her with a
three weeks grant for her excellence in the ItdBaguage, Asya and

...her mother had had to plan so carefully to geffdher to agree to let her come
to Europe on her own. Her mother had had to paintto him privately that it
would look very bad if he, the Egyptian Minister @filture, were to turn down a
scholarship offered to his daughter by his Itatannterpart. And Asya had had to
go round for days looking quiet and responsible sometimes appearing at home
around sixish as though she wanted to be hometayihg out late did not matter
to her at all. (p. 165)

At another instant, and while she is scheduledatceta summer course in
London, Asya has to feed her father a bunch oftbethe effect that there are no
direct flights to London from Cairo, and that slestio do it through Beirut as the
only viable option, otherwise she will miss the-iadportant course. It is indeed
impressive to read of Asya’s preparations, the annoticalculations of possibilities
and the checking and rechecking of the detailfeflie in order to be on her own
with Saif for some time.

Perhaps it is worth to note the background of Aydather. He is no
peasant nor a new comer to the city and extremeted about his honour. Before
becoming a Minister of Culture, Dr. Mukhtar al-Ularis a well-known professor
of psychology and the head of department of psyahoht Cairo University. Both
he and his wife, Lateefa, studied in England ardl thair PhDs there. Asya, their
eldest, was raised on going to operas, theatreciaednas. The library at home
and from which Asya formed her earliest and lasiingressions of the world as a
child bursts of classics and works of art. Perhiifssnot fair not to easily see Dr.
al-Ulama as part of western-educated Egyptian mlltelite. How he happens to
manage the details of his domestic life, like how haises his children,
nevertheless, is governed by their society’s caltaodes and frame of references
that are not very keen on women. Instead of beinwpray the visionary,
progressivist intellectuals and Egypt's best refists) this well-educated, middle
class father chooses to be timorous, submissiveelbss, if not indeed defeatist,
and among those parvenu academics. True, he Bmarig those fathers who beat
or physically abuse their wives or get married op of them (like most of
uneducated Egyptians and whose stories fill theeRptut he still ascribes to the
patriarchal frame of references of backward, ignbemd feudal Egyptians all the
same. Indeed here lies Asya’s, and by extensioneiBe critique of the Egyptian
intellectual elite. Reflected against Egyptian dnigtal context, patriarchy seem to
disable these elite members from conducting whath®li Foucault calls ‘an
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epistemological breafk’ or that leap in the collective thinking of sogi¢hat would
put ordinary Egyptians in favourable position topags archaic attitudes and
habits. In short, Soueif aims at making readergadhat patriarchy prevents elite
members from being catalytic agents for change.

Further on in the novel, and at a more awakeneg staconsciousness,
Asya realizes the lousy and circumlocutory formshiriking she has been obliged
to adopt by her society’s cultural norms. No lespaortantly, she similarly notes
the tortuous cost of such thinking on her energy an the free possibilities she
would have been embracing instead. Once she talin Bnd freed from the worry
of what others might think or say, Asya is surptise the quality of life that she
has, up to then, been missing and that would hagédyecome if the norms and
expectations of her society were otherwise. Foffitsetime, “She had enjoyed the
— the feeling of anything being possible which Hi#ldd the place.” (p. 167) Of
course, this reactionary form of thinking, basedamnanti-thesis to the crippling
standards put by her society is an elusive fornfreédom, as Asya later, at
enlightened stages of consciousness near the ethe obvel, is going to find out.
But however immature it may look at that stages ttaly experience on the whole
is the one that precipitates change within Asya andorses the necessity not to
give up her identity quest.

Patriarchy Consumed and Reproduced

The purpose from Soueif's novel, so it seems, is atempt at a
genealogical understanding of the disaster of JL@é&7. The life situations
exemplified in the earlier section of this articteay help to expand on Soueif's
idea that modern Egyptian society is a highly geadiesociety, and that social
roles are rigidly fixed and defined to the extdrdtithey set and prescribe the norm
of almost any life situation. Soueif shows that aeyiation from this standardized
norm cannot be tolerated and escape severe repinmsisAsya notices that at
almost every single social activity people do nehdve genuinely. The norm is,
however, shaped by a social mask and this latteesponsible for a false or
mistaken sense of selh the Eye of the Sus replete with cases where no amount
of explanation Asya provides for a particular peshlshe is facing can make her
audience attentively and genuinely appreciate hactefeeling. Joseph Massad
observes: “Everything about [the characters] isrde®rmined in intricate and
simple ways and rendered in a prose of high aésthaality.” The reduction of
life situations into fixed patterns and norms i®wh by Soueif to come only to

4 Foucault, “This is why general grammar assumednsch importance for philosophy during the

eighteenth century: it was, at one and the sane tire spontaneous form of science - a kind of logt
controlled by the mind [...] - and the first refleetidecomposition of thought: one of the most piimit
breaks with the immediate.” Michel Foucaiilhe Order of Thing$1966), Routledge (2002), p. 82

® Joseph Massad, “The Politics of Desire in the Mgk of Ahdaf Soueif”.Journal of Palestine
StudiesVol. 28, N°4 (Summer, 1999), p. 75
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regressive communication that limits, if not indeswlangers, people’s chances in
reaching out to each other. Under such circumsgnnodividuals are, thus, in no
position to lead a productive life.

No matter how open and expressive about her conuatiomn problems
with Saif seem to effectively translate as no s@ngerson from her immediate
entourage (parents and friends) could shake oféhtsera priori notions of Asya
as a tame and happy or self-satisfied wife. Tha ioleAsya as unhappy, and by
extension, not desiring a baby cannot be giveniracfaance in her immediate
family’s notion about her mainly as a result ofgba priori fixed and accepted
wisdom. Their nearest point to the appreciatiosya’s complains is the ready-
made explanation that she is spoilt, cannot beoggror is simply showing the
ordinary signs of foolishness and stupidity chaastic to all women in her
condition (pregnancy). For she has married the sta was dying to be with,
hence she cannot be in her right mind to complathask for more understanding
and emotional attention. Those with, perhaps, tebstnse of judgment took her
complains as the usual naggings of a restlessthvfieis soon going to be tamed.
Thinking that she is too thoughtful of Asya’s olijens to the pregnancy, Chrissie
surprisingly finds only a cliché as a reply to Hespaired friend:

Well what can | say? You mustn't talk like that. ®ls wrong with having a baby
now? This is Saif, isn’t it? Saif whom you loved fmore than four years? And
now you'll bear him a child. I know this last bia$n’t been easy but, a baby will
put everything right. Be reasonable. (p. 263)

Given their privileged position in the story, reexlean appreciate Asya’s
frustration coming principally as a result of hetimate friend’s standardized
answer ‘...a baby will put everything right’. Readerg also privileged to know
that Asya has just revealed to Chrissie what shaatado even before her mother:
“...But you know what things have been like. You knewerything. We haven't
even really made love properly yet. | don't feelrriead — it is just far too soon.” (p.
262) During the trials of her pregnancy, Asya festle has been intimidated as she
finds she has lost control over her own body. Tésult is that the pregnancy
comes against her WillNot surprisingly, Saif irin the Eye of the Superpetrates
all the three offenses that Keuls refers to asatiarizing a phallocracy. At this
stage in the novel, he has only diffident ‘disrefjdor Asya’s sexual needs. Near
the end of the story and in reaction to her affaér, almost impulsively, rapes Asya
and near the end takes a number of prostitutes.

Even when she seeks help from distant acquaintatikesher examining
gynecologist, or her MA supervisor, Asya gets the same dead; @ébey are only
articulated in different words, and all focus faiis the necessity to carefully watch

® Here is a perfect situation of what Eva C. Kewiscphallocracy, she elaborates: “In sexual terms,
phallocracy takes such forms as rape, disregah# gexual satisfaction of women, and access tootties
of prostitutes who are literally enslaved or alldwe other means of support.” Eva C. KeOlgeit, p. 2
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the foetus. Given his medical background, the dozan only find the explanation
of the hormonal changes that are momentarily dgivisya unhappy and wrecking
havocs her nerves. For Asya, this is a perfectaimcg when general medical
remarks are marred with patriarchy in the namecigiree, a perfect situation when
science is abused and mobilized in a gender wanstgaomen. The sermonizing
tone thegynecologistquickly assumes carries no pejorative slant, nbedsss; it
shuts him off from getting to the point Asya dradlyf seeks to clarify: ‘Go home,
child. Go home and give thanks to God. There amn@rowho live out their lives
praying for what you've got... Look after your husddout avoid intercourse for
three months.” While despaired from having peopkching out for her help, and
thinking she has got enough of society’s dictatiand fit-for-all prescriptions, Asya
angrily satirizes the phallocentric nuisances featl the doctor's recommendation:
‘Intercourse. Avoid it. Have it. Want it. Do you wiat? Don’'t want it? Shit” (p. 261)
In line with the same social code, Asya’s supen@ssumes a patronizing tone as he
pats her shoulders and manages a funny joke, fListget pregnant every year. And
each time I'm frightened... | give birth to a new yldt is nature.” (p. 268)
L'esprit de I'escalierwhich the supervisor fails to transmit has pradtjcreduced
Asya’s case to a joke that betrays how positioned far from anybona fide
appreciation to what she intends to clarify.

In expanding on Asya’s remarks over biased thinking replies, Soueif
cleverly shows that these fixed and preconceivethiitas get passed from one
generation to the next, and come through an acatiwel historical process to
interrupt straight reasoning in almost every singife situation. While she
highlights this reproduction of the patriarchal raedf perception and thinking in
the novel, Soueif also indicates how women as aimked gender, through
unconscious acts also perpetuates these patriaradds against itself. Following
the observations of French sociologist, Pierre Bieurabout capitalistic reproduction
it becomes fairly articulate to advance that whiléural modes know some seemingly
thorough and profound formal changes, they norestkgderpetuate and proliferate the
thrust and essence of their egalitarian or noritagah dimension. In the context lof
the Eye of the Suiit is in following the character of Saif, Asyasisband and later
divorcee, that readers get the opportunity to \sinide ways in which patriarchy is
able to carry on its crippling dynamics, confuseight thinking and render it
completely irrational. For an important part of As/awakening lies in her realization
of the extent to which Saif does not carry anydoatbtion on women than say, her
own father or grandfather.

It is undeniable that Saif is an ambitious, edutak@rdworking, and self-
made young man. To his credits, readers find hirmgaand even generous with
money. None of these qualities Asya complains oéwen doubts. His actions,

” Pierre Bourdieu, Jean Claude PasseReproduction in Education, Society and Cultuf®977),
Trans. Richard Nice. Sage Publications (1990)
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nonetheless, evoke the meaning of his name in Aradivord’, suggesting the
sword that equips a horse rider, as he is busy gnawmies conquering and
enslaving women in a typical patriarchal contexdwerd and a horse to each well-
deserving warrior. For apart from a brief periodahance that prematurely ended
with the official engagement, Asya could not liehrself and decide that Saif has
remained the same loving and caring person shekfiey. After the engagement,
Asya has observed that everything falls into argpand expected wifely pattern.
The news of her preghancy does not move Saif itethgt. As this is all expected,
he expresses neither joy nor disapproval, nor deegeacts when she has a
miscarriage. Similarly and as Asya reveals befoneisSie (a little earlier), their
performance in bed cannot amount to love makirajlat

Once when they have a quarrel, and her father diweg back to the house
from which she had earlier fled, she announces St does not even care about
whether or not she is back, and that “...All he was{zeace and quiet and —” (p. 318)
Mukhtar al-Ulama cuts his daughter short as he doésvant to hear any more of
what he takes as a typical wifely squabble thay tinle can take care of. No matter
how eloguent Asya explains Saif's icy attitudes, flther acts from the same societal
percepts that spell a profusion of typical pathatdmages of a spoilt, irresponsible
daughter who recklessly seeks to destroy her myarrim Mukhtar's best estimation,
Asya is only making a scene; she is not only treewho is in the wrong, rather she is
herself the incarnation of wrong. Therefore, she thabe taken back to her husband
while that husband has always to be in the rigith% condemnation comes at a huge
cost on Asya’s nerves, and part of what Soueihiigefrom writing this novel is to
enable readers to reexperience the sick and repusnditions patriarchy creates. The
social code, Asya finds out, is gender-construcad biased to patriarchy. And
because of this complicity with patriarchy, Asya dstermined to help in the
preparatory work of bringing about a more egaftarsocial convention. Instead of
being wifely, tame or even reactionary to Saif'difference, Asya chooses to be
tactful and prefers to proceed with a knowledgeesys

When he switches off the light she turns back ¢éouiew outside. She knows that if

she goes to bed nothing will happen, so she will wail he knows that she knows it

too so that he could not think that she is lyingr¢hwaiting for him to touch her — so

that she wouldn't, in fact, be lying there waitiiag him to have a change of heart, and
reach out for her — so that she wouldn't, in a muroédespair, whisper to him to hold

her, ‘just for a moment'. She will never do thatiag (p. 409)

In leafing through pages after pages, attentiveleesacan underlie how
Soueif's project from the writing dh the Eye of the Suran be. The sheer length
of the story is an indication that Soueif is writian epistemic novel; a novel about
how members of a given community get to know whatytknow. Dissatisfied

8 That is Foucault's definition of his key concespisteme. Michel Foucaulthe Archeology of Knowledge
(1969), Routledge, (1972)
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from the clichés, preconceived and self-suppressintipns that characterize her
society, Asya, like in this passage, finds the disting of male supremacy
through an act of conscious verbal defiance hey wrthwhile vocation. In her
refusal to beg Saif so that he embraces her, Asgalés to regain control, and not
to offer oppression the opportunity to cheat hexanl sense of self. That same
decision translates Asya’s decision to break tipeeted pattern, thus forcing Saif
to think and react beyond the social code and matieonfronting him on an
unbiased ground. But Asya seems not in a hurry; defiance takes time in
gestation as she is aware that only accumulategrierges can give an independent
accent and a liberating momentum to that vocation.

In being oblivious to his daughter’'s emotional cemms, Mukhtar al-Ulama
unconsciously offers Saif a green card not to cateksya'’s legitimate emotional
demands. Once in a brief hotel meeting that confies aearly six months of
separation, Saif angrily bursts out in front of Asy'Your demands on my
emotions have become intolerable.” (p. 507) Nopssingly that in this rampant
patriarchal context that presumes she is workimgh&r daughter’'s best interests,
Lateefa fails to genuinely listen and thus shevattitakes part in Asya’s misery,
making relevant Bourdieu’s point about the domidatiaking active part in their
own domination. Lateefa goes even a step furthen tlukhtar by vehemently
defending Saif and taking his case for grantedif‘iSavorking terribly hard. He’s
got a lot on his mind. It is not easy to do whaishdoing. He’'s making a name for
himself, building a brilliant career in a very coetitive world —" It cannot be
denied that Saif blows off a United Nation positiomly to be near the homesick
Asya by the time she is studying in the north ogland. He, later, is asked by the
Syrians to construct a computer network for thainyg and not only he is busy all
the time but his life is at risk as well. In a fatbut patient attempt to lead Latefa
towards approximating who is Saif truly, not theeoshe fantasizes he is. Asya
answers Lateefa:

| understand that... I'mgenuinely not complaining about that: about the
separations, about the broken appointments, ahatfcan be helped. Whaam
complaining about is what it's like when we're ttiger. | feel like a stranger, |
feel I'm acting, | know I'm just closing my mouttmd suppressing ninety per cent
of the things that come into my head. | have ngthatell me that when he’s with
me it's me he’s with; | feel like | could sshould- slip away and leave some
cardboard cutout like those Kodak ladies in my @land he wouldn’t notice the
difference, or if he did he’'d think it was an impement — and | can't live like
that. | cannot spend my life like that. What islit8 glancing at things and naming
them and then living blindly on with the name: tiislove”, fine, that's settled.
Now let's get on with our business. But what is business, in the end, what's it
all for? What's the point of anything — (p. 573 Emphasithie original)

Here readers have not only an in-depth analysithefways in which
patriarchy extends on Asya’ misery. Soueif sholrgugh Lateefa’s constant recourse
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to Saif's defense despite all evidence, that patna unexpectedly involves the
dominated in the cause of the dominant. Becaudeeo& priori notions, Lateefa
cannot see that for Saif, Asya is more or lesstgact, very much like the Lancia
he drives, the Rothmans he smokes or the Monse@idenchy he puts on. He is
delighted to buy her the latest evening dressekatdie can boast of her in front of
colleagues and business partners. For him, Asyamadentity for herself as a free
individual; he wants her to be part of his décod drackground, in short, an
extension to his maniac ego: “He wants her to getwith her work, to be
supportive of him and his work — particularly sifo&s pouring money into their
bank account —..." (p. 460). In consequence of thigigrchal conditioning that
obscures her mind from shaking her received notidrmsut Saif, Lateefa (not very
strangely though) is still unsatisfied with Asya&ply and desperately retorts for
Saif's defense arguing that he has always beemdoaind caring. Asya elucidates
before the still indifferent Lateefa what it meaosbe loved by a patriarch like
Saif, how irrational, debasing and unconstructivat tove can be: ‘I believe he
believes he loves me. But it's not something hakhiabout. He decided back in
March '68 that he loved me and he hasn’t thouglautisince.” (p. 573) Asya in
one further attempt to explain, not to justify, tiféair announces to her mother, ‘I
would have waited twenty years if for five minuteken we were together we
were really together.” (p. 627)

Saif’s patriarchal conditioning, revealed througds $tiff and preconceived
presumptions, infests his knowledge of human m@atiips, including his notion
of lovereducto ad absurdunSoueif satirizes patriarchy through the draméitna
of Saif's taken-for-granted presumptions about Adya staging how such
certainties are fallacious overestimations, lodgycahbinding and can only end in
disaster. Stranded as a result of the long sepagtAsya once explicitly threatens
Saif to commit suicide or ‘take a lover'. His centst that she will not carry on
these threats is a further delusion about how aratry operates. Asya wonders:
“Why should you assume you know everything abou? fagerything about how
I'll react to anything? Particularly given the -vgn that it isn’'t something we've
ever talked about - (p. 424) Saif exhibits a #yiig and repressive confidence
which crumbles all down by the end of the story wie starts seeking relief in
brooding and self-pity. The news of Asya’s affaimbs him in the core although
non-biased thinking would have indicated that daiafs a possibility as Asya has
been for seven years neither properly married appi. The illogicality of Saif's
thinking premises is once more illustrated throtigé fact that he refuses to go
back to his gold-mining job with the Syrians; thaiarting on the slow journey of
his demise. The nearest he is to reasoning canwalfin brooding; shooting one
obsessive question after another about the phigicdl the affair like when and
where Asya decided to betray him, not a single @preson how and why. ‘I
expectedny wife to be loyal. expectedny wife to have some sense of honour. |
expected-’ (p. 623 ltalics in the original). The recurreinéquency of the word
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‘expect’ specifies that Saif takes Asya’s affairaascandal that pollutes his big
name. Thus, Soueif portrays such male arroganagnesasonable. We, readers,
cannot fail to see Saif as someone irreparablysttal particularly when he
maintains a conspiratorial interpretation of theident; that Asya has been laughed
at and pushed against her will. Asya refuses thlgtlement and corrects him: ‘|
just think it's — patronising to assume that whtfrere’'s a — situation between a
man and a woman it's the woman who is automaticidhgnseless.’ (p. 666)

Conclusion

Ever since she was a teenager, readers can nloitdsya is uneasy and
uncooperative with the prescriptions set forth by $ociety. Her active craving to
be on her own, independent and mindless of howrstmay interpret her choices
and decisions is a proof of her quest for liberatidsya’'s self expression has been
a conscious attempt to reason and uncover théddbgremises of the patriarchal
machine. That self-expression has also been camigdto establish a support
system that can accommodate her choices, make dhéast appear rational and
justified for audiences. Hence, the paradox of gigration which she could not
resolve in her immature state. Indeed, at her imreadtages, every support system
that comes her way (family, friends and husband)sdoot quite tolerate self-
expression. It is until she questions the premisethe conditions of possibility’ of
her societal choices that she was able to redtizertearly every support system
she has sought up to then is not only a pipe di@afalse, but essentially infected
with patriarchal viruses that make these suppatiesys ineffective.

Be it motherly affections or friendly care, patday has shown an
unparalleled ability to infiltrate and infest intie social relationships, rendering
them corrupt and destructive instead of enhanampcanstructive. In the drama of
In the Eye of the Sursya’s free consciousness turns ripe by the sheehas been
able to courageously confront Saif with her affget a formal separation, not an
acrimonious split. She remains capable to genuinahg for his health problems
and cherish his friendship despite the fact thadtdwts her on the eye and rapes her
and despite his taking of a number of prostitutégla later. She demonstrates an
unusual readiness to process and filter his viemtpeithout having to allow that
viewpoint to confuse or poison her sense of who isheSimilarly, she leaves
Gerald, her British boyfriend, without toxicity ansl able to see his side of the
argument and beat it down at the level of the ig@thout identifying the man as
his own idea). Asya’s maturity shines like a beaat®en she becomes finally able
to find out the true distance from everybody shews) only then she is able to
draw on her own support system, the one that réadiis and works because it is
authentic and comes at the cost of extensive thinkKong experimentations and
patient decision making.
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INTERTEXTUALITY IN ANGELA CARTER'S SHORT STORIES

MARIA M ATEL-BOATC A*

ABSTRACT. “Intertextuality in Angela Carter's Short Stories”.The ambiguous
status of the short stories from the volufiie Bloody Chambgby Angela Carter,
where erudite and folkloric references corroboratagic realism, engenders a
guestioning of the literary genre. After havingfetiéntiated between children’s
literature and fairy tales, we examine the pastiitparody elements, arguing for the
parodic qualities of these texts. Our demonstratiofavour of comic intentionality
concludes with an analysis of intertextual andrautiéural referencing.

Keywords: children’s literature, fairy tale, folklore, hisyo intertextuality, parody,
reference, religion.

REZUMAT. ,Intertextualitate Tn povestirile Angelei Carter”Statutul ambiguu al
povestirilor din volumulThe Bloody Chambgede Angela Carter, in care refegie
eruditesi folclorice se coroboredzcu realismul magic, pune genul lor literar sub
semnul Tntrefirii. Dupa diferenierea intre literatura pentru cogiibbasm, demersul de
fatda se concentreazasupra elementelor de pgsti parodie, argumentand catite
parodice ale acestor texte. Demongirin favoarea inteionalititi comice se incheie
cu o analiz a referinelor intertextualgi interculturale.

Cuvinte-cheie: literatura pentru copii, basm, folclor, istorie, intertexitate, parodie,
referina, religie.

1. Introduction

The French Association dedicated to the memory béarles Perrault
publishes annually lists of the most recent versiohthe classical fairy-tale. In
British literature such productions are also abumhdand one of the most famous
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of them is definitely a volume of short storiestéem by Angela Carter in the last
decades of the 30century. Some of these short stories are appgreety similar
to Charles Perrault’s version of French folklomiry-tales, and some have nothing
in common with folklore.

What we shall try to analyse in this paper isghare of these short literary
works, in an attempt to define the position of sughiings both in relation to their
source and in relation to the audience. That isr¢élason why we shall undertake
the task of examining the status of these work$iwititerature in general, after
which we shall try to determine the differences amdilarities between these re-
writings and their potential source from the pahview of inter-textual and inter-
cultural referencing.

Our approach aims at a determination of rewriteahniques as opposed to
mere imitative formulae, thus reinstating the @dipancy between parody and pastiche.

2. Children’s literature and fairy tales

Fairy tales and children’s literature have ofteerbeonsidered as one and
the same genre and even specialists in the fieldevéry theory have committed
this error. When, for instance, Jack Zipes examiaieg tales, he uses the expressions
“fairy tale” and “fairy tale for children” as syngms (1983: 1). However, his analysis
of the social evolution of the genre named “faaiet is accurate, especially since
the theoretician rightfully acknowledges the existe of certain differences
between fairy tales for children and fairy talesddults.

The distinction between children’s literature afadry tales is rather
difficult to determine, in the first place due teeir intersection. On the one hand,
children’s literature comprises the sub-genre dfyféales for children, but also
various other types of literary and “para-literaprbductions, ranging from nursery
rhymes to comic books, from short stories with aatiging finality to adventure or
historical novels. With the development of printiugd that of publishing houses, the
popularising system permitted an increasing vaiiétiterary formulae to develop.
And with the evolution of computer science and rimé¢ communication, new
techniques flourished in children’s literature, B&s interactive computer games —
based on famous fairy tales or having a schemati@tive structure — in which the
participants are able to intervene in the plothathie portrayal of characters.

On the other hand, fairy tales represent a congmsiie genre, probably
connected to the beginnings of story telling durthg first ages of mankind.
Considered for centuries as a folkloric productithey have become gradually an
authorial formula, since the procedure used inrttransmission changed from the
oral channel into the written one. Moreover, thimmge was accompanied by
social and economic shifts: if for centuries stefive been created, adjusted and
pronounced in rural communities, the dissolutiord anodernisation of such
communities caused the disappearance of the awlibrace the disappearance of
oral literature. By the end of the seventeenthwgra parallel formula had already
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emerged: writing literary tales. For it is in 168%t the final edition of Charles
Perrault’sHistoires ou Contes du temps passgs published by Claude Barbin.
And when the oral tale ceased to function, the reim@ gap was filled by these
more recent productions.

In terms of structure, literary fairy tales diffeery little from folkloric fairy
tales. Nevertheless, in terms of purpose and &dgetidience, they are extremely
dissimilar. The literary tales are the work of eated writers and, even if a number of
them (such as Charles Perrault's tales) were edigwte been intended for the use of
children and of their governesses, they also hther social functions.

For instance, Perrault’s tales had both the perpbitroducing the author at
Louis IV’s court (and in the king’s favour) and tltd amusing the society of the time.
It is not to a child that these tales were readHerfirst time, but to a court gathering.
Furthermore, the way in which the folkloric pattemas reformulated matches the
moralising and sociological necessities of the tiffiee setting is not savage, but
civilised; the characters behave according to tliéepmanners of the century, and the
violent acts obey the “bienséance” rules, beingy aggested, but not overtly
described. In exchange, the folkloric tale doesrespect social constraints and its
setting is not a temporally and geographically lised one. The unique convention is
the fiction agreement, namely that the settingsasented by a territory frobeyond
a universe different than the real one. And theinder of fiction is the expression
“once upon a time”, representing tifle tempore The characters are linear, and their
portrayal involves only the mention of beauty (giimess) in every aspect, with no
insistence on social adequacy, but with emphasimanal meaning only.

In the case of Angela Carte®loody Chamberthis agreement between
the reader and the narrator is completed with séwther elements, all of which
do not integrate the linear pattern mentioned above

Such an element is psychological analysis, cleddyeloped or simply
hinted at, but present in almost all the shortissoof the volume. Another one is
inter-textual reference, allusions to famous litgrt@xts pervading Angela Carter’'s
literary work. Yet another example is representgdnker-cultural and imagological
referencing, which have nothing in common with‘tiassical” fairy-tale structure.

The constant use of words from languages othem thaglish is also
remarkable, since the presence (not to mentiorrédtgiency) of foreign words is
not a characteristic of the fairy-tale discourdgugh such words may appear,
sporadically, in popular stories. For instance, tire Romanian short stories
collected by folklorists at the turn of the centuegpecially in those the protagonist
of whom is a soldier (Romanian or not), the chamactuse either Russian or
German words, depending on the temporal settingeofespective stonCf. Birla,

0. (1965)Antologie de praz populai romaneas&. Bucurati: Editura Academiei
R.S.R.). Moreover, the popular stories from Acamliduebec, told in French, are
nevertheless invaded by English words. But these shrort stories, and not
productions with a fairy-tale character.
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But several important factors are yet to be takdn account. For, in
addition to what he calls “mythic temporality”, tlkeench theoretician Jean-Pierre
Aubrit mentions some other features of the follddairy-tale, as opposed to the
literary fairy-tale: in his opinion, the folkloritale is “objective”, its structure is
fixed, its characters — emblematic, and the preseufcthe storyteller is felt
throughout the story as a means of mediation (982:298-137). According to
Aubrit, the objectivity of folkloric fairy-tales iselated to the fact that they express
the moral values of a whole human group, a functitich they preserve to this
day. With Angela Carter, it is this very objectisfearacter that is questioned.

As to the fixed structure of the folkloric taléetidea of pattern is present
in theoretical writings ever since the publicatiointhe Morphology of the Fairy-
Talein 1928. And, if we are to use and apply the paste&eonceived by Viadimir
Propp in the first decades of theé"™aentury, we are compelled to bear in mind the
idea clearly expressed by the specialist from @y beginning, namely, that these
structures of his conception are applicable onlfaonastic tales. An obstacle easy
to overcome when analysinthe Bloody Chambersince Angela Carter's short
stories have recognisable fantastic elements; mered is not in vain that critics
have described her literary work in terms of “mamgialism”.

However, if the main features of the folkloricriatale are — more or less —
to be found inThe Bloody Chambethese short stories may as well be characterised
from a different generic perspective, that is mme of intertextuality.

3. Intertextuality
3.1. Parody and pastiche

The first question to be raised from the pointviefv of the connections of
The Bloody Chambewith other literary productions is the followindthese short
stories are constructed starting from a model (mgntbe folkloric fairy-tale),
which is the exact relation between the sourcedagtthe second one?

Among other sub-categories of the imitative gepegpdy and pastiche are
often discussed about at the same time, and fréguen parallel. Imitation
represents a notion which Aristotle and Plato desdr as part of the human
instinct to copy in order to mock at other humamdgs. According to Aristotle, it
is this tendency to imitate — associated to the sy human desire to learn new
things — that lies at the very basis of poeticsefjgs meaning in this fragment
literary art in general). Moreover, the philosoplstates that men tend to imitate
(and to appreciate the imitation of) images thaytare not very fond of. Aristotle
guotes the example of corpses, as well as thatlebhs animalsGf. 1994: 88-89).
As for Plato, he thinks that imitation is someththgt serious persons would never
be prone to. For him, the imitator demonstratesrtpenly a limited knowledge of
the things, persons or actions that he is copy@fgl@94: 146).
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Within imitation, parody is characterised as acpdure by which one text
is created starting from another with the precige @ ridiculing the latter. In fact,
it is not only imitation, but mostly transformatidghat acts in this case. Another
fact is that the target of parody is easy to deiggmPastiche, in exchange, has in
most cases the purpose of praising the virtuelenimitated text or of its author(s).
The most important restriction is that pastiche never meant to ridicule.
Furthermore, pastiche implies servile imitation soerce-text, without any change
of tonality or style, without introducing new chaters or reinforcing the negative
features in a caricature-like manner. And, sinesdlexists no caricature, no irony,
there is no target either. But there exists a “bei@y” replacing what is the
“victim” of parody. We refer here to the objecttbE discourse or allusions.

When analysind he Bloody Chamben terms of parody /versus/ pastiche,
at first sight we may sahat both elements of parody and features of gesticay
be detected in these stories. Nevertheless, wettetliunk that one of the two is
preponderant, namely parody. And in the followiimg$ we shall explain why.

Many theoreticians have studied parody, an exedistyle more renowned
than that of pastiche, and more frequently assulmetiterary authors. Among
these numerous analyses we shall mention Gérarettt€srdiachronic and structural
approach published in 1982, Linda Hutcheon’'s syowicr approach edited in
1985, and Dominigue Maingueneau’s suggestion (phet in 1986) of a possible
polyphonic approach. In the first place, within qdy all types of interferences are
permitted, including all intrusion of the authordaall fantasy. And there is a
significant number of such intrusions in Angela t€gs stories. For if the pattern
of the “classic” fairy-tale is obviously used, $ @nly up to a certain point, a point
after which this pattern is either left aside ovaried. Such is the case of the
several transformed versions of Red Riding Hobide Erl-King, The Werewglf
and The Company of WolveEar from being close imitations of thdttle Red
Riding Hoodhypo-text (a term conceived by Gérard Genettepggmsed to the
hyper-text, which is the parody text), these threggesentations deriving from one
and the same pattern are extremely dissimilar.

In The Erl-King if it were not for the clear reference at the dwgxt, the
reader would have had difficulties so as to deteenthe nature of the source.
Fortunately, this hint exists, but it makes thetasise from the source even more
relevant, distancing the hyper-text from the phstitype of rewriting: “A young girl
would go into the wood as trustingly as Red Riditaapd to her granny's house but this
light admits no ambiguities and, here, she wilktda@ped in her own illusion because
everything in the wood is exactly as it seems” x@19). By this insertion, the author
points at two ideas: firstly, that the heroine lof story is to be compared with Little
Red Riding Hood in terms of innocence and naivetyd secondly, that this
comparison is itself undermined. This is obviouthim last part of the sentence, where
the idea of ambiguity and the play upon expectanaie questioned. That is to say
that, since it is illusion and the fiction agreem#rat the typical fairy-tale relies on,
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then the author hereby expresses her will to rélwese very convention, therefore, the
fairy-tale structure itself. If “everything in theood is exactly as it seems”, then no
appearance exists, no magic and no fantastic eteareillustrated; and, thus, this tale
is announced as being all but opposite to the &ypice.

In The Werewoltthere no such explicit mention of the hypo-texit the
means by which the author draws the reader’s mitetd it are eloquent in themselves.
The urge of the mother seems extracted from Chadeswult'sPetit Chaperon Rouge
“Go and visit grandmother, who has been sick. Tadtehe oatcakes I've baked for her
on the hearthstone and a little pot of butter” §358the French version, the words are
almost the same, with the exception of the foddet@ffered: “Un jour sa mere, ayant
cuit et fait des galettes, lui dit : “‘Va voir comrse porte ta mere-grand, car on m’'a dit
gu’elle était malade, porte-lui une galette et gt pot de beurre” (77). — One day her
mother, having baked and made some pies, told'@erand see how your grand-
mother is, for they have told me she was ill, diee a pie and this little pot of butter.’
[our translation] And even this slight change i$ s@ important, since almost every
variant of Red Riding Hood mentions another kindaafd: a cake and wine in the
Grimm Brothers’ version, a piece of meat or a sle'boudin” in the folkloric
versions collected in France by Yvonne Verdierieggof “cozonac” and wine in the
Romanian variant and the examples could continue.

Except for this overt allusion to the classicyaiale, both inThe Werewolf
and inThe Company of Wolvethe characters are suggestive of the hypo-texd. A
this occurs in a more extended manner thafhie Erl-King where there are only
two characters making the reader think_itffle Red Riding Hooda naive little girl
and a fantastic humanoid creature resembling tHédue to his cruelty and, on a
more symbolic level, to his sexual interest in tel. In exchange, inThe
Werewolf the role-play is different. To begin with, the timer appears as an
important character. Her role is not only that loé taring daughter sending her
mother (or mother-in-law) some food when the laitein need, but also a role of
provider of advice as to the cruelty of the outarla. To this respect, we may
compare the providing of advicelire Petit Chaperon Rougeith the direct speech
insertions inThe Werewolfln Perrault’s variant, “la pauvre enfant” does goess
the meanness of the world, her mother having oitgrgher some food to fetch
and no piece of advice as to the road to followherbehaviour to adopt in case of
danger. In exchange, ithe Werewolfit is the mother who warns the child about
the dangers she risks when entering the wood aisdalso the mother who gives
the girl the knife to protect herself with, by teeme reply suggesting at the same
time the girl's possible lack of innocence: “Theogachild does as her mother bids
-- five miles' trudge through the forest; do nave the path because of the bears,
the wild boar, the starving wolves. Here, take yéather's hunting knife; you
know how to use it” (358). Another difference catsiin the fact that here the
grandmother is one and the same with the wolf, tiesnumber of characters
being reduced.
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In The Company of Wolvedl four characters are depicted, but the changes
in status are outstanding. The mother is only meseti, in the episode preceding
the girl's departure for the grandmother’s housé¢him forest. “She has her knife
and she is afraid of nothing. Her father might fdrher, if he were home, but he is
away in the forest, gathering wood, and her motia@not deny her’(366). As we
can notice, even a supplementary character is edluth: the father, never
mentioned in other variants. But this brief preseig itself an allusion to the
psychoanalytical image of the father figure — aagm of authority, since he is the
only one who might have ordered the girl not toigghe forest on a Christmas
Eve. As for the wolf, he appears as a young masserk in a hunter outfit, a
portrayal which resembles astonishingly that of BreKing from another short
story in the same volume. This wolf reveals as sudi at the end of the story, in
the climax part, when he fights against the grantieroand only after having
killed her does he face the young girl in his BBeardly attire. Yet, we may
interpret these two allusions at the hunter ficaggarodic allusions to the German
variants of this tale, in which the hunter killetiwolf, rescuing the girand the
grandmother. If we analyze the superposition ofwiodf and of the hunter, what
we can deduce is that Angela Carter seems to iméeeded an ambivalent parody,
comprising several types of targets in its scopear@dy directed both against the
image of the fairy-tale as it is conceived by htgrwriters, and against its separate
elements in turn.

Previously, we have dealt with the idea of autiidritrusion in the hypo-text
structure. Let us focus now on another very immbrtharacteristic of a parody: the
fact that it necessarily implies the existence dfayet, while the pastiche has a
“beneficiary” and not a target. And the “victim” tife parody stands as such due to a
very precise point: the satiric aim of the genresafiric and not an ironic aim, since the
difference between the two consists in the indiaiding of the target in the former
case, as opposed to generalisation in the latemifique Maingueneau describes
this process of individualisation of target, stgtithat within parodic discourse
either the author mocked at or the type of rididwiscourse are recognisab.@88).

In this collection of short stories, the fact tkta¢ target is multiple does not in the
least deny its existence. Moreover, this multi4aggargeting emphasizes the author’s
knowledge of the various literary genres, as weher knowledge of at least some of
the numerous cultures in which variants of famoaisyftales were written. A
targeting we shall discuss in the third chaptethefpresent paper.

Another possibility to seize the discrepancy betwgarody and pastiche is the
change in tone (as opposed to the source-tette lassical fairy-tale was moralising,
these short stories express a completely difféaypet of moral meaning: one where the
cunning are rewarded and the naive are punishezewie victims are in fact torturers
and where the daring scenes replace innocent gssturhisPalimpsestesGérard
Genette states that this type of ludic transforomeis called parody, while pastiche
is ludic imitation, without any change of tonal{gf. 1982: 141).
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Another difference between the two genres consistthe fact that, as
Roland Barthes states it in If#8Z parody is a type of rewriting within which the
author of the hyper-text clearly announces theatint Cf. 1976: 52). From this
point of view, pastiche resembles very much tadite fraud: the author of the
pastiche never reveals the source, letting theereguless at the possible hypo-text
or hypo-author. Whenever such a revelation is mtde transforms automatically
the pastiche into parody. In our example of rewgtithe source is frequently
announced, both by direct and by indirect proceslukmtire phrases extracted
from the source-text, physical descriptions of elaters, names of heroes, settings,
and direct quotations of the title of the sourbeytall converge to this purpose.

For all these reasons, we are of the opinionghatt stories of the volume
The Bloody Chambereparodies in every aspect, and not pastiches.

3.2. Intertextual referencing

The most significant type of reference in the stwries in question is the
reference to the source-text, an indestructible wmdeniable connection between
two literary productions. Indestructible since thger-text could not exist in the
absence of the hypo-text. However, in these cateatories there exist several
other kinds of inter-textual referencing: referende other literary works (other
than the source-texts), references to religioesditire (namely, to the Bible), and
references to folkloric productions (such as nyrseymes, riddles or proverbs).

3.2.1. Artistic and historic reference

The digressions in Angela Carter’s work are pradfser extended culture,
an education comprising knowledge of both anciedt modern civilisations from
all over the world. The author insinuates in herkaallusions to Debussy’s preludes
(193), to the paintings of Puvis de Chavannes (1185he operdristan and Isolde
(196), to mythology (the image of Croesus: 196), rmany other artistic domains.

But these are completed by allusions to histovienés such as the life of
famous aristocratic characters or to the Frencledbary period. In the short story
giving its title to the entire volume, the ring e@féd to Blue Beard’s bride is an opal
jewel which belonged to Catherine de Medici, a lainthe groom’s cruelty: “My
old nurse, who still lived with my mother and meguimted at the ring askance:
opals are bad luck, she said. But this opal had bé&eown mother's ring, and his
grandmother's, and her mother's before that, giwean ancestor by Catherine de
Medici... every bride that came to the castle wordiihe out of mind” (194).
Another jewel offered to the same heroine has ange symbolic meaning. The
ruby choker worn by the female protagonist of thersstory is a symbol of blood
and vengeance, but also of a long gone periodarhistory of France. “After the
Terror, in the early days of the Directory, thestos who'd escaped the guillotine
had an ironic fad of tying a red ribbon round thegcks at just the point where the
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blade would have sliced it through, a red ribbdée he memory of a wound. And
his grandmother, taken with the notion, had hebaibmade up in rubies; such a
gesture of luxurious defiance!” (197).

Especially in descriptions of luxurious interiois, furniture, jewellery,
clothes, the allusions to history and art are Vieeguent. The portrayal of Blue
Beard inThe Bloody Rooris a remnant of the Egyptian eyes on ancient memaisn
“A huge man, an enormous man, and his eyes, datkranionless as those eyes
the ancient Egyptians painted upon their sarcoplfiagd upon me” (199). Famous
paintings are also very competently alluded topabdy in order to suggest at the
same time the characters’ awareness of the woddlamn narrator’'s knowledge of
the history of arts. “There was a Bechstein foriméhe music room and, on the
wall, another wedding present — an early Flemisimifive of Saint Cecilia at her
celestial organ” (202). The image of this saintbiseappear at the end, when Blue
Beard calls his wife to murder her using the narmeeil@; an allusion to religion,
but also to the victimisation of women: “The thirdiransigent call. ‘Shall | come
up to heaven to fetch you down, Saint Cecilia? Wacked woman, do you wish
me to compound my crimes by desecrating the martegl?’ "(243).

In addition to general references to internatiargl the details on various
cultures (Belgian, Italian and many others) arey\sgrecific. The author mentions
the rare pornographic drawings by Félicien Ropssdilv, in the mirror, the living
image of an etching by Rops from the collectionhaal shown me when our
engagement permitted us to be alone together...”(284@rwards, Blue Beard’s
favourite reading is revealed to be a novel by la@moBelgian, Camille Hysmans:
“A lectern, carved like a spread eagle that helé@noppon it an edition of
Huysmans'sa-bas from some over-exquisite private press; it haghbieound like
a missal, in brass, with gems of coloured glas€6j2In this fragment another
type of hint appears: the wondissal in a comparison of a rare book with a prayer
book, referring to religious literature (in a pai®oeference).

Sporadically, the names of writers are also meatdrom a critical point of
view. For instance, when visiting Blue Beard's dilyr, the heroine sees several
uninteresting titles, titles which are both paraatic ironic references. Parodic because
they criticise the image of the villain in folkditature: the cruel and violent hero is
preoccupied with cheap pseudo-religious mystefiad. ironic, because they seem to
represent a message from the author to her contargs) a message directed against
superficial literature. “Eliphas Levy; the name migaothing to me. | squinted at a title
or two: The Initiation The Key of MysterigsThe Secret of Pandora's Boand
yawned” (206). The description of the gallery oiniags gathered by Blue Beard is
also pervaded with parodic allusions. During thist flays after the wedding, Blue
Beard seeks to verify his young bride’s artistitéaspeaking about Moreau. The list
continues with Ensor, Gauguin, Watteau, Poussegdtrard. What the author calls a
“catalogue of treasures” (212) is meant to addhéodescription of luxury, but also, at
the same time, to reinforce the attempt to actuétis setting of the former fairy-tale.
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Another historic moment is mentioned in order &saibe the massive
wooden table in the dining hall of the castle: “Buiagine — [...] to sit down all
alone in the baronial dining hall at the head @it thnassive board at which King
Mark was reputed to have fed his knights...” (220heThistorical allusions are
very eclectic, the author neglecting all preoccigmafor chronological order: this
reference to the medieval King Mark is precedea@ fcpmparison, one of the terms
of which is Napoleon’s wife.

One pastiche-like reference to Jonathan Sw@tdliver’'s Travels(namely
to the last Book, referring to the yahoos) has storashingly ironic effect, in the
sequence fronThe Tiger's Bridein which the Beast considers horses much more
intelligent than human beings, letting horses iithahe floor of his castle. The
image may also be interpreted as an image of Babare animals and human
beings live together in harmony.

A humorous allusion to George OrwellSnimal Farmis used in the
characterisation of Wolf-Alice, from the short starith the same title. The girl
brought up by a she-wolf has a unique principleoatiog to which she makes the
difference between men and animals: “Two-legs lp&kgr-legs sniffs” (375).

And a parodic allusion to the very genre whichjugstioned is made in the
episode when Beauty finds a collection of fairnegaln the Beast's castle: “...she
browsed in a book she had found in the rosewoodlving bookcase, a collection
of courtly and elegant French fairy tales abouttaltiats who were transformed
princesses and fairies who were birds” (222).

3.2.2.Religious reference

Except for the symbolic image of the martyr Sé@latilia in the Angela Carter
version ofBlue Beardreligious images appear in a number of othert sthories.

In The Courtship of Mr Lyarthe reference to French fables — suggested by
the spelling of the namieyon — is added further meaning by the biblical allasio
The fright of Beauty confronted with the Beast ipm®ssed in terms of a very
Christian fear from the Doomsday incarnated by wedking animal. InThe
Tiger’s Bride the female character describes the peasantsrindti@e Russia as
simple, very respectful and religious persons, whgsstures are punctuated by
crossings. The young girl is compared by her Ehgtisrse with a Christmas rose,
in remembrance of her symbolic birth on a Christmight. The Christmas day or
Christmas Eve is present throughout the shortestoirn the volume. It is on a
Christmas Eve that the girl ithe Company of Wolvekecides to cross the forest; but
this night is also the solstice night; thus, ththaumatches two types of symbols — a
Christian and a pagan one, both connected to &aeafibirth, of fertility.

And in Wolf-Alicethe female who is half-wolf, half-hnuman is comphre
at the moment of her discovery of womanhood — vattithild unwrapping a
Christmas gift, the moment being therefore preskatea sacred one.
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In The Tiger's Bridethe English nurse relates a story about a tigewa
off at fares in the country, whose surprisingly famtharacteristics are described
as humane by means of the word “Christian”, stagpdian “man”. A fact proving
the ambiguity in simple people’s minds, where alinfan beings have to be
Christian at the same time, the lack of this qualiénying humaneness: “But the
tiger-man, in spite of his hairiness, could takglass of ale in his hand like a good
Christian and drink it down” (272).

Except for the constant presence of Christmas, tbilection of short
stories is also full of images of Paradise. In &ddito the image on the Tiger's
wall, we may quote the physical description of BréKing: “His skin is the tint
and texture of sour cream, he has stiff, russeqtlegripe as berries. Like a tree that
bears blossom and fruit on the same bough togeliosv, pleasing, how lovely”
(325). The passage is exactly the same as theiptemtof the painting of Eden on
the wall in Tiger's castle: “...a fresco of horsesgd and men in a wood where
fruit and blossom grew on the bough together” (2Blnultaneous presence of
fruit and blossom on a tree is considered a prédtfi@ utopian image of a perfect
land, where, finally, animals and men could unibeeVer. But the paradisiacal
representation may also be distorted, in ordeeveal of rottenness, of maliciousness:
“How starveling, how bereft the dead season of spigrious Eden in which all the
fruit was blighted by cold!” (273).

It is the image inThe Tiger's Bride describing the voyage of the young
girl towards the Beast to whom her father has seild The very Eden is desolate,
consequently, no hope remains for the enslaved T divinity is not almighty
any more, and we may perceive this fragment asnéaly of the shift of power
from the Christian deities to pagan-like Half-aningads such as the Beast and,
eventually, the girl (herself becoming a tigress).

Another image of Eden as a territory of peace amdkerstanding between
the various strains accompanies the trip of theiherin The Tiger's Brideto the
river on the banks of which she will be asked tgailhher nakedness. It is only the
image of her naked body that the Tiger bought fhrenfather. When she refuses to
unveil, the Tiger secludes the girl. “If 1 couldes@ot one single soul in that
wilderness of desolation all around me, then tkeobus — mounts and riders, both
— could boast amongst us not one soul, eithergsaficthe best religions in the
world state categorically that not beasts nor womere equipped with the flimsy,
insubstantial things when the good Lord openedytites of Eden and let Eve and
her familiars tumble out” (284). “All the best mgions in the world” is the
expression for those religions which preach theo@emce of the nude, of the
primeval state when human beings stayed togethén ali the other living
creatures. Moreover, “Eve and her familiars” expessthe union between woman
and animal; the animals have been the “familiafsEwe and not of Adam and,
even more, it is the female who is in the centréhief universe, the animals merely
completing her appearance.
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A similar representation of innocence and primepatity is depicted
within the portrayal of Wolf-Alice, who, in her dyr attire and inhumane gestures,
is much more of a human being than those who leaihtelves humans. Here Eve
is not alone any more, a “grunting Adam” appeardmyvever at her side. The
gestures of the animal-like first men looking farel in each other's manes are
considered as more natural, and thus more humanetltiose of the modern beings
who do nothing but hurt each other in the nameoetalled religions. Wolf-Alice
could very well fit into such a landscape of simfdeauty, but not into
communities of human beings: “In a world of talkingasts and flowers, she would
be the bud of flesh in the kind lion's mouth...” (3389).

The final part of the paragraph deals with WolieAls scarred innocence. She
lost her purity because of her having taken conwdtit people. The heroine is
compared with a “bitten apple”, her wound beingsealimostly by her brief relation
with the nuns who have kept her in a convent foendays and who hurt her by
demanding gratefulness in exchange for their deetdlelp to her. The protagonist
refuses to thank for what she perceives as a latioili even more, she instantly
reverts to the primeval state. And the reactiothef Superior of the convent — who
immediately sends the little girl away — represehésfalsity of religious orders. For
the nuns do not punish nor exclude the girl urité €xpress no sign of gratitude
towards them. When the villagers gather in the ahtw help the groom revenge the
profanation of his bride’'s corpse, their chorusgsig gospels is presented as a
pitiful attempt to recover the purity which onlyetivolves still have.

The priests, in their turn, are portrayed as Iialis heroes, half-females,
half-males. As opposed to vampires, it is theseraatiars who are the real
criminals, and not Vlad the Impaler, the vampirewem’s father, who dies leaving
the legacy of his domain to his daughter.

Religious pilgrimages are mocked atlihe Tiger's Brideby means of the
depiction of a journey which father and daughtemtven from the “North of
captivity” — captivity in richness for the humamsptivity in cages for the animals
in the Czar’'s menagerie — to the South, which éehd will prove to be the land
of freedom. The father's freedom is the infringemehfamily principles (since he
loses his daughter at game). As for the daughteeslom, it represents the surpassing
of the laws of human instinct and of the enmityaleein man and animals.

A religious object with a high symbolic value i&tBible. InThe Company
of Wolvesthe Holy Book replaces human companionship in ta@dmother’s old
age. Nevertheless, the Book loses its power intfobrthe unnatural human-like
wolf. And the oxymoron joining a Bible and an apron one and the same
expression is the more shocking in order to exptiesdack of value of religious
objects. The epithet “prophylactic” used to repreghe religious reminder has an
ironic effect, targeted against the lack of reasgrof Christian believers. In the
final urge of the defiance, all divinities are moaky summoned as to seemingly
protect the old woman from the jaws of the wolft bureality, this enumeration
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stands as a derisive remembrance of the helplessidsiman beings in front of
uncanny creatures.The wolf meets no impediment wieking up the Bible and

putting it on the table. The Book does not sucdreexlopping neither of the deeds,
nor the murder, nor the metamorphosis of the yagirignto a pseudo-she-wolf.

When the Bible is closed, however, the order ofwheld is reverted. The girl is

warned of the danger by the unusual position of2bek on the table, a sign that
things were not as they should have normally been.

The short story entitle@ihe Werewolfs pervaded by the image of witches:
witches and wizards dancing at crossroads andlpgdsansforming into wolves,
but, most of all, witches dancing in the villageirsagination and thus convincing
them to kill. The same idea is present alsdlie Company of Wolvewhere the
imminent arrival of a kind o#Walpursignachis announced by the fire. In this case,
the “night of the witches” represents in fact theud-be union of the girl with the
wolf and the former’s transfer from the “companynaén” to that of wolves.

The gesture of crossing oneself, an almost supenslike mark of
reverence of the Russian peasant$he Tiger's Bride changes imhe Werewolf
into a sign of fake innocence. The young girl imstehort story instinctively
crosses herself — not out of repentance, but ouoteyke wish to succeed — seconds
before arousing the crowd to murder her grandmother

The holy water is also abundantly mentioned thhowdg the stories. It is, to
begin with, the false holy water with which the supunish Wolf-Alice for her
lack of reaction: “The nuns poured water over lpeked her with sticks to rouse
her” (376). This water is accompanied by stickghbeater and sticks being used
as weapons to face an uncommon creature, percéiyettie nuns as unusual,
therefore, dangerous.

In association with the cross in the village clwittoly water is once more
mockingly mentioned in the characterisation of ¢cbepse-eater Duke, who discovers
more functional usages for both. “He will use tludytcross as a scratching post and
crouch above the font to thirstily lap up holy wai@78). But the same holy water,
even if used in an extremely prosaic manner, mag ltlae virtue of delaying the
cannibal's run. The drenched Duke can not fleephisuers because of the holy
water he paid no heed to. Instead, the more arikeAlice recognises the sound
of bullets for that of potential death and instimely avoids the danger. The
quantity of holy water brought in the church by theenging former groom is also
ridiculed, a parody of the religious attire the iBtians surround themselves with:
“He filled the church with an arsenal of bells, ke@nd candles; a battery of silver
bullets; they brought a ten gallon tub of holy watea wagon from the city, where
it had been blessed by the Archbishop himself,rtavd the Duke, if the bullets
bounced off him” (384-385). And quantity concermmd anly the number of “bells,
books and candles” the avenger surrounds himséif, wut also the crowd who
join him in the church for a better organisatiorttaf chase.
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3.2.3.Folkloric reference

Folklore is rather scarcely represented. Neversisel the aim of the
referencing to folklore is a parodic one: appayentblk tales are mentioned as
nonsense. In the perspective of the heroes, thesstimld by the nurses, by the
“giggling maids” or by peasants seem ludicrousdsiass. But this very mocking is a
way of ridiculing mockery, thus the “apparent appeae” proving to be the very truth.

The threats addressed to disobeying children@reaived by the nurses as
false menaces, useful only to calm down impatidmnideen. However, at length,
their so-called falsity is reveals as being thequaifalse thing about them. For
instance, inThe Tiger's Bridethe nurse relates the story of a fierce tiger-mvn
will come and swallow spoiled little girls, creadira very ambiguous portrayal,
where the father and the monster figures are imteed. But the reaction of the
child is “delighted terror”, as if to foresee thwyjwith which she will eventually
surrender to the tiger. Even at this moment, thergaintains an opening to the
inexplicable, since she half believes and half elisbes the story. Moreover, she
has already decided that she will keep her sefoetberself, in a self-protective
reaction against what the child already realisdsetbuman lack of understanding.
Both in the case of Beauty and in that of Wolf-&li¢he discovery of the wonders
of the world depends on self-discovery and espgciah the revelation of
womanhood. These revelations occur in lonelinesggdred by the surprising
appearance of the male protagonist, an appearahiod W its turn brings about
the discovery of corporality and of instincts.

In another seemingly contemptuous remark direeigainst folk tales and
sayings, they are nevertheless presented as\edfeotidalities to stimulate imagination
and to increase the degree of participation tofahéastic events: “Old wives' tales,
nursery fears! | knew well enough the reason ferttapidation | cosily titillated with
superstitious marvels of my childhood on the dayamjdhood ended” (273). At the
same time, in this case, the end of childhood i®rapanied by a false denial of the
fantastic realm of miracles; in fact, this deng@abn acknowledgment of the feminine
potential beginning to arise. The “trepidation” tife body matches the past
trepidation of the amazement and delight provokeduperstitions.

In The Lady of the House of Lowehyper-text of Briam Stokerl3racula, the
author proves her knowledge of Romanian folkloustipg popular beliefs such as the
incarnation of ghosts in animals, the riding ofdegrby night or the milking of cows.

But the most accurate reference to Romanian stifpgmrs literature is
represented by the mentioning of the Romanian raftizburatorul”, a traditional
belief providing a fantastic explanation for thansformations occurring in the life,
body and mind of adolescent girls: “fainting fitsorders of the blood, diseases of
the imagination” (335).

Expressions such as “Anyone will tell you that” ‘Gihey say” are direct
allusions to the popular code for life and behaviouthe rural community. It is on
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such common beliefs that the parodic play Téfe Werewolfis structured. The
intelligence of a supposedly naive young girl otgwan entire community, using them
for her own good. Even in matters of seduction,nfeeting of the young girl ifthe
Company of Wolvesith the wolf-man reveals this same rural codeh@tMvould you
like? she asked disingenuously./ A kiss. /| Comnemgd of a rustic seduction; she
lowered her eyes and blushed” (368). But the cedliculed by the presence of the
adverb “disingenuously” preceding an entire rarfg@mulations of naivety.

Further on, other explanations are provided faafthropy, also from a
folkloric perspective: simple people think thatstfphenomenon may very well be
induced with the help of a magic ointment created affered to humans by the
Devil himself. Another popular explanation tendsctimnect problematic birth to
“wolfishness”, questioned births including the fésaf fantastic unions between
women and wolves. Recipes, terms, ways of protgaireself, everything is here,
in paragraphs which look so credible that they maghwell have been extracted
from anthologies of collected folk literature — th, if it were not for the stylistic
devices revealing Angela Carter’s characterisiitest Seven years is a werewolf's
natural span but if you burn his human clothes gaudemn him to wolfishness for
the rest of his life, so old wives hereabouts thtrdome protection to throw a hat
or an apron at the werewolf, as if clothes madeniha” (364).

The preserving of lycanthropy by burning the cisthis a solution
mentioned, in the 2century, by Marie de France, a French writer vim England
at Alienor d’Aquitaine’s court, where she wrote thais. Theselais are said to
have been collected partly in Bretagne, partly Ha British Isles. And thdai
entitled Bisclavret (the werewolf) presents the story of a knight vehasfe finds
out about the fact that, every full moon, he leavisclothes in a heap on the floor
in order to run in the forest under the shape wioH. After having fallen in love
with another man, the wife decides to burn Bigclavrets attire, thus forcing him
to remain wolf until, by means of magic procedutes,succeeds in avenging his
honour and punishing the guilty couple.

The seemingly naive popular belief that any naketh running in the
wood is a potential wolf must be interpreted froewmeral points of view. The wolf
may be the image of a lycanthrope, but he may dklweea representation of
sexuality, perceived as dangerous for moralisirgoas: “Before he can become a
wolf, the lycanthrope strips stark naked. If yoy spnaked man among the pines,
you must run as if the Devil were after you” (365).

4. Conclusion

After having examined the theoretical aspects imapby the difference
between the fairy tale and other genres, we tdethtlyze schematically the imitative
writing, all with the purpose of fully understanditthe various dimensions of the
short stories in the volumEhe Bloody Chamber
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The ludic dimension being connected both to paradg to pastiche, we
have tried to establish whether these short stoakes to be considered as
transformations or as imitations, therefore paredie pastiches. The numerous
authorial interventions, as well as the significamimber of changes (both in
content and in structure), led us to the conclusiai The Bloody Chambeis a
collection of parodies. Consequently, we proceddeithe detailed analysis of the
reference mechanism linking the hyper-text (represk by these stories) to the
source or hypo-text (represented by the Europesmuia of the fairy-tale).

To conclude with, all these transformational degiconverge to create a
completely new formula of writing, but one whichnist a fairy-tale, but its modern
version, that is, a fantastic short story, appdyesimilar to the ancient tale, but
very different from it in almost every aspect.
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ABSTRACT. “Are you writing your great book, | mean the finaine?”Iris Murdoch

in 2010.2010, a decade since the death of Iris Murdoch tisawoming to light of vast
production on this author’s literary and philosapghiwork. These last three years as a
whole have witnessed vast interest in the studiwtloch worldwide. From the work
coming out in 2010, | chose to highlight sevenipaldr publications, quite distinct
among themselves. This contribution is a comparatiview of those works.

Keywords: Iris Murdoch, Review, 2010 Publications, Peter dnkadi, Mustafa
Kirca, Sule Okurglu, Miles Leeson, Priscilla Martin, Anne Rowe, DaWtbrgan,
Avril Horner, M. F. Simone Roberts, Alison ScotttBaann.

REZUMAT. 1+ scrii cartea cea mare, adicultima?’lris Murdoch in 2010. Tn
2010, la un deceniu de la moartea scriitoareMiigdoch, au ajrut o serie de scrieri
literaresi filozofice ale autoarei. In general, In ultintié ani, interesul pentru opera lui
Murdoch a crescut in intreaga lume. Am dedisn8 opresc asupra gapte dintre
scrierile publicate Tn 2010, scrieri destul deritéeintre ele, construind acest articol ca
0 revizuire comparativa acestor texte.

Cuvinte cheie:Iris Murdoch, recenzie, publiga2010, Peter J. Conradi, Mustafa
Kirca, Sule Okurglu, Miles Leeson, Priscilla Martin, Anne Rowe, DaWtbrgan,
Avril Horner, M. F. Simone Roberts, Alison ScotttBaann.

Iris Murdoch’s literary and philosophical careestEd than 40 years.
Altogether, she wrote twenty-six novels, six philpgy books, five plays, and a
poetry book. Although appealing to many women gsidéicholars, among which |
would include Deborah Johnson and Tammy GrimshéssMurdoch was always
particularly keen on not being labeled a womanesritn fact, Murdoch was very
weary of labels of any kind and saw them as rdsteicand unnatural. In an
interview Iris Murdoch explains how her feminisnmsisuctured:

| feel very strongly about the liberation of womand | think the main aspect of this is
that women should not study their female persaeslior regard themselves as
superior to men in some respects because they @arenvor separate themselves.
That's just back to the old ghetto of being sepdratn men, and doubtless wonderful,
but inferior! (SAGARE, 2001: 707)

! Sofia de Melo Aratijo is currently working on hérCPin Literature at the University of Porto (PorlgHer
main areas of interest include Comparative Litegathe novel, Ethics and Literature and UtopiadiSs
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Over the years, Iris Murdoch has received schat@ntaon from various
guadrants — literary studies, ethics, metaphysitsnen studies, identity studies,
Anglo-Irish studies... Though her popularity varigdaughout the decades, Iris
Murdoch’s considerable interest in academic resebas never waned. Names like
Rubin Rabinovitz, Richard Todd, Peter Wolfe, AB§att, Lindsey Tucker, Cheryl
Bove, Barbara Stevens Heusel, Elizabeth Dipple, avielgaverty and, of course,
Peter J. Conradi and Anne Rowe, have establisfathaground for Murdochian
scholarship over the years. But how alive is thisdkof scholarship today? The
sentence with which [ titled this review is takearh Iris Murdoch’s own noveA
Message to the Planeln this new context, | use in the sense of “tiedinitive
work”. But what makes a work on an author defimfis there such a thing? And
must it always be the most recent one?

Iris Murdoch died in 1999 — all books publishedilutiiat date are, thus,
unable to be definitive by the sheer possibilityfuther alterations by the author
herself, either through literary work, philosophiet or interview. On the other hand,
critical work published in the immediate aftermattan author’'s death is particularly
delicate and generally far too subjective. In tlsecof Iris Murdoch, the tragic
circumstances surrounding her death by Alzheim@isease add to this effect. John
Bailey’s marital memoir trilogy is the clear-cutsea But A.N. Wilson and Peter J.
Conradi seem to be influenced by her disappearasceell, though in opposite
directions: Wilson’s mildly bitter desire for derhglogizing and Conradi’s depiction
of Murdoch as a virtuous genie. Of course, it ifairo compare their work: Peter J.
Conradi's bookslfis Murdoch: A LifeandThe Saint & the Artist A Study of the
Fiction of Iris Murdoch are probably the most detailed studies ever esritin Iris
Murdoch and among the shrewdest, and Professora@isiplace as one of the
leading specialists in Iris Murdoch is beyond depuathilst Wilson's recollection is a
much more personal book. However, Conradi’s 201fkvshows a far more critical
angle than his previous books. Is it because dirteegap?

2010, a decade since the death of Iris Murdoch,tkavwzcoming to light of
vast production on the author’s literary and plafasical work. These last three
years, as a whole, have witnessed vast interdbeistudy of Murdoch worldwide
— | include in this overall perception not only therk published by Murdoch
scholarship worldwide, but also four internatiomainferences on Iris Murdoch
recently held in England, Turkey, Spain, and PatudProceedings of these
conferences have already been published or wijpdddished. We might say the
scholarship on Murdoch has reached the level wharenformed tribute can be
met by new avenues of criticism. In this respdeserves the excellent work of Dr
Anne Rowe as the Director of the Centre for Irisrtfach Studies, in Kingston-
upon-Thames, England, the vital core of Murdochiseholarship deserves
particular praise. 2010 welcomed the second eddfdhelris Murdoch Reviewa
journal published by the Centre for Iris Murdoclhides was founded in 2008. The
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publication preceding theis Murdoch Reviewvas thdris Murdoch Newsletter

It had 18 issues between 1987-2006. They are alladole online on the Centre’s
webpage _http://fass.kingston.ac.uk/research/irisdaeh/ This latest issue
includes reviews of the most recent publications Ioa Murdoch and very
interesting contributions by authors, such as FeaWwhite, Anne Sebba and Nick
Turner. Particularly interesting are the Polishli#in and Japanese-based readings
of the Murdochian writing. This production is protiiat the Centre for Iris
Murdoch Studies is opening doors to worldwide reseers, which will assure the
constant improvement of research on Iris Murdoch.

From among the publications of 2010, | have decidedomment on seven
particular publications, quite distinct among thelss. In 2010, Peter J. Conradi
edited and published Iris Murdoch'’s letters andieadated 1939-1945, i.e. during the
Second World War. One may, of course, discuss tiieat grounds for publishing
private papers, but it is undeniable how enliggnihese texts penned by Iris
Murdoch herself and duly framed by Conradi, are. fealso allowed to read some
other letters by her friend, partner and lovernkr@hompson. Those letters make us
subscribe to Peter J. Conradi's idea that “Frank waprescient friend and [lris
Murdoch] was right to mourn his murder at age 28 & miss his wise counsel
thereafter.” (Conradi, 2010, 11). Besides beingstounding resource for scholarship,
Iris Murdoch A Writer at War Letters & Diaries 193% is also particularly significant
for its multiple introductions by Conradi. Firstchforemost, Conradi still maintains his
profound admiration for Iris Murdoch and her wobkit he is now able to claim an
incisive tone we had not fully heard from him befdris analysis of Iris Murdoch’s
afterlife in popular mentality and its connectian the actual author evokes the
critical manner of a A.N. Wilson or a Richard Toedth a tender feeling:

Dame lris, in life so august, remote and intengeiyate, was in death unwittingly
reduced to two opposed stereotypes: in vulgar Eggybonking (younger Iris) or
bonkers (elderly Iris). If you're American: scregior screwy. (...) She, whose life-
work fervently championed the complexity of the @ndife, has had a simplified
afterlife (Conradi, 2010, 10-1).

Carl Rollyson once said..a biography must have a voice which is greatanth
the sum of evidence that has produced that vo{&allyson, 2005, 27and, indeed, if in
his prior works we could already hear Conradi’'scedin the back, in these texts it
is louder and better than ever before.

A very different biographical work was published Murdoch’'s former
student and friend, David Morgan. It is a book madeof notes on different topics
which are based on loose memories and quotes fetterd. Opening the book at
random, you will find sections titled “Bad Manners’Aesthetic Experience”,
“Religion”, “Marriage” and “Mrs. Bailey, who?” ajput together and given a paragraph
each. Morgan is in a difficult position as an autihvino resorts to letters he himself
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confesses Murdoch had asked him to destroy (letealwt publicize) and who
recognizes that “... she objected to the intrusiosetffinto writing...” (Morgan, 2010,
2). In her introduction to Morgan’s book, Anne Rogegalifies it as “...one of the
more insightful accounts into Murdoch’s life and tarhave appeared since her death
in 1999.” (Morgan, 2010, xi). However, Rowe too ieds the reader that “...[Murdoch]
wanted readers and critics to focus on moral depat# facile equations between real
and fictional characters or psychoanalytic prolmher unconscious mind.” (Morgan,
2010, xxi). Still, the amount of information anekthovelty of much of what is said are
staggering by themselves, and Morgan’s use ofdetimphasizes the credibility of his
memoir. We may, at times, be appalled by detailsgorevealed which we feel we
should not have been given access to — still, mbstem are quite charming and
touching. Morgan writes in constant dialogue witbtd? J. Conradi, who first
convinced him to publish the book and to whom tbieesi were initially intended. For
instance, referring an episode concerning Indirar@h Murdoch’s fellow student at
Badmington, Morgan mentions, “I know you disputés thecause they only just
overlapped and Indira was older. But she definigalig...” (Morgan, 2010, 50). The
fact is that, however disappointed we may be atedves, our possible resistance to
Morgan’s memories owes probably less to an etligase of privacy and rather more
to some shattering of myths we are still not comepleready to accept. A.N. Wilson
tried it earlier and the response was quite wdhsigh. As Anne Rowe says, we are
before “...a startlingly fresh picture of Murdoch sttone often far from flattering.”
(Morgan, 2010, xv). David Morgan does not claimceerstific point of writing and
should not be judged by such standards — his &sopal account that tells so much
about him as it does about Murdoch. Anne Rowe balfsan unreliable narrator, but
wisely shows how one must always resort to sonma fifrmanipulative simplification

if one is to impose a steady image upon the remesdipast:

Morgan makes no attempt to camouflage the incemsiits and contradictions that
paradoxically characterize any honest accounteop#st. (...) this is a self-portrait as
much as it is a portrait of Iris Murdoch. But sudeonsistencies, omissions and
intrusions are necessary; for this is the willfodl @amaged man whom Murdoch loved
and whose account of their friendship must be hearl its frailty if we are to
understand its significance to her life and het évtorgan, 2010, xvi-i)

Biography, and literary biography ever so, hasrofieen labeled a minor
genre, an entertainment for book readers, and eapesfrom serious observation
into biographismsi.e. patronizing explanations that relegate pflams and creations
to mere existential reflexes. John Martin Ellis endsely said

“Biographical criticism appears to be a simple ngeahavoiding the challenge.”
(Elis, 1977, 125)

Michael Benton famously put forward a delightfuletaphor of the
connection among literary biography and literargaty and literary criticism. He
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considers biography a Cinderella scorned by tweroldyly sisters, criticism being
the elder and theory the younger.

“One scorned Cinderella’s very existence as «tlgraphical fallacy»; the other
attempted her assassination by announcing «thé dédhe author» (...) reports
of the death were greatly exaggerated.” (Bento692@)

Neither the demonizing of biography as a mislegdimstrument nor its
overvaluation as the gateway to the truth can lbe@ed by serious scholars. We
may all show, as Benton says, “...an evident, if onfed, need to look at other
lives and understand them” (Benton, 2009, 1). Nibistanding, when referring to
the lives of literary authors we must always besfidrto use biography as a means
to contextualize and never as a translator of nmggnor desires. In that sense,
Conradi’s bookThe Saint & the Artisas well aslris Murdoch A Literary Life
published by Anne Rowe and Priscilla Martin in 2010in a important place in
Murdochian scholarship. Rowe and Martin’s book bg#to the Palgrave MacMillan
collection “Literary Lives”. Initially this colleédn was edited by Richard Dutton. It
includes books on authors such as Matthew Arnolikki®/Collins or Ted Hughes.
Anne Rowe and Priscilla Martin create a full acdoohlris Murdoch’sliterary life
focusing only on personal events which are consitipertinent to the study of her
work, as evidenced by their astute chronology. athors are well aware of the
challenges and dangers of articulating biography kterary criticism and are,
thus, able to obtain the most out of both. Thiskb@® together with Peter J.
Conradi's work, a welcomed gateway to the work Efedof Iris Murdoch.

The next four books | will refer to fall into theame general realm of
literary criticism. In 2010 Miles Leeson publishiid Iris Murdoch: Philosophical
Novelist which includes several studies linking Murdochiaovels (and other
works) to philosophical thinkers and history of Ipbbphical thought. Plato, Neo-
Platonism, Freud, Nietzsche, Sartre, and Heideggeicalled upon to contextualize
and confront Iris Murdoch'’s thought. Leeson alseegireaders a valuable evaluation
of Murdochian scholarship which also introducesoua scholar not afraid to express
his choices and opinions. Here is, for instanceh) sucategorical statement:

“For Murdoch, the philosophical novel was a crystal form that she wished to
avoid as she believed it would impact negativelynarrative development. (...) |
argue that the impact of a range of philosophens, the writing of her own
philosophical works, moved her narrative into #iriea” (Leeson, 2010, 4).

Controversial akis Murdoch: Philosophical Noveligiften is in its claims,
the wealth and depth of information and the ricknafsits commentary make it an
extremely valuable instrument in understandingNtisdoch’s intellectual context.

Also in 2010, Mustafa Kirca argule Okurglu editedlris Murdoch and
her Work: Critical Essaysthe proceedings of their 18/ETU British Novelists
Conference held in Ankara, Turkey. The book inctudeticles by Bran Nicol,
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Frances White, Fiona Tomkinson, and EWiriner as well as an interesting
introduction by the editors themselves. Bran Ng@ssay “Postmodern Murdoch”
is particularly thought-provoking with its welcorassessment of Murdoch’s work
in its coetaneous context of writing and readingd aome postmodern concepts
applied to the Anglo-Irish author. For those ingtee in philosophical issues and
on the ethical turn now experienced by literarydits, Frances White's text is an
absolute pleasure to read. Overall, this book ohe$ueighteen essays which
provide readers with a fairly accurate idea of enéslay Murdochian scholarship,
both through the production itself and throughphethora of references made.

The role of Anne Rowe, Director of the Centre fis Murdoch Studies, in
assuring both public and scholarly interest in Mardoch and the depth of her
works on Murdoch are well-known in Murdochian sawship as a whole. The two
books | am going to comment on both include herofgilv contributionlris
Murdoch and the Moral Imaginatiowmas edited by M. F. Simone Roberts and
Alison Scott-Baumann. As most collections, it offeeaders a true debate between
well-informed and opinionated scholars. Contribstmclude Anne Rowe, Francis
White, Tony Milligan, Miles Leeson and the two ed#. Here is, indeed, “...a
group of authors who reflect the cosmopolitan reatof Murdoch’s vision.”
(Roberts, 2010, 1). Focusing particularly on mayaBsues, even if aesthetics and
history are also given attention to, this collestis very important for all those
interested in an ethical reading of literature. sThiend, which some consider
recent, is, after all, a timeless concern for ditgr criticism.lris Murdoch and
Morality, edited by Anne Rowe and Avril Horner, is alsduehced by this new
shift. Contributors include Bran Nicol, Priscilladvtin, Peter J. Conradi, Simon
Haines, Frances White, Pamela Osborne, Tammy GawshVilliam Shweiker
and both editors. All articles dwell on Moralitycdahow literature and philosophy
come together to interpret moral issues in the woirkdris Murdoch. Special
attention is paid to Theology and the religious aash in the Murdochian
constructions of such notions as the Good and thike Such issues are clearly
central to the study of Iris Murdoch and are nowarmer treated as a poor relative
of literary theory. These two books evince this remd.

Other 2010 publications which will be of interest Murdoch scholarship
are Julia Jordan’€hance and the Modern British Novel: From Henry &r¢eo Iris
Murdoch Reception of J. R. R. Tolkien: J. R. R. Tolkiere Thrd of the Rings,
Tolkien Fandom, Paradise Lost, Iris Murdoch, Nadwiichison, Richard Hughes
edited by Lambert M. Surhone, Miriam T. Timpledord&usan F. Marseken, and,
of course, Nick Turner'®ost-War British Women Novelists and the Carniith
other works already in the printers’ pipeline, thé every reason to be optimistic
over the future of Iris Murdoch scholarship.

In his 2010 book, Peter J. Conradi tells us thaillippa Foot, Iris
Murdoch’s friend, once said referring to the authatetermination and vivacity
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that Iris had probably listed in her journal sonragHike “Memo: to make my mark’
The seven books that | have analyzed are représentar all Murdochian studies
and make us confident enough to place a checktodiat entry.
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ABSTRACT. Madame de Maintenon et la culture roumaing&he purpose of this
paper is to offer an outline of Madame de Mainté&hogception in Romanian culture.
Her name, although unknown as a writer, may bedaorRomanian newspapers as
early as 1907. Several articles in the literarynais would be dedicated to Madame
de Maintenon. They presented her personality,ifegrand her rich correspondence,
through which “she went down into French literaistdry”.

Keywords: Francoise d’Aubigné, Marquise de Maintenon, 17htery French
literature, Eugenia Scriban, Constarfifineanu, Ana Davila, Dora d’Istria, female
education, literary reception

REZUMAT. Madame de Maintenori cultura roméani. Aceasi lucrare urnireste

si ofere o perspectivasupra recefiii Doamnei de Maintenon n cultura rondan
Numele ei, dg necunoscut ca scriitoare, poate fi intalnit Triquéicele romangi Thci
din 1907. Mai multe articole din reviste literare gor ocupa de Doamna de
Maintenon. Ele preziatii personalitatea, viasi bogata corespondgiprin care ea “a
intrat in istoria literaturii franceze”.
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passionnés par la France, objet de médisances dimanalentendus, Francoise
d’Aubigné, marquise de Maintenon, ne fut pas peoaniz inconnue dans la culture
roumaine.

La premiére preuve nous est donnée par la présknses ceuvres dans les
bibliothéques roumaines. Sans étre spectaculdieecest néanmoins correcte. Dés
le XIXe siécle, époque de modernisation et d’owwertvers I'Europe, quand la
langue francgaise devient objet d’étude dans lekeggqubliques des grandes villes,
a commencer par I'école Saint-Sava de Bucareshjmede ses ouvrages commencent
a circuler. Parmi ceux qui entrent ainsi dans tewl$ publics il convient de citer
Lettres choisies de Mesdames de Sévigné et dediaif)tles deux tomes deettres
et entretiens sur I'éducation des fiflest Sur I'éducation. Extraits des lettres, avis,
entretiens, conversations et proverbe#f faut ajouter la présences dans nos
bibliothéques de quelques ouvrages de référendepegmettaient aux lecteurs et
surtout aux lectrices intéressées une informatios puancée, parmi lesquels ceux de
N. Laffont d’AussoneHistoire de Mme de Maintenon et de la Cour de LUi&, de
Gonzague Trud,a vie de Madame de Mainterfpde Marcel LangloisMadame de
Maintenofi, auxquels s'ajoutaient méme le texte de la conférefecl’'abbé Charles
Raemy Madame de Maintenon et Louis Xt un petit ouvrage de vulgarisation tel
Les Reines de la main gauche. Les maitresses ieXldt Madame de Maintenthh

Une preuve de l'intérét supplémentaire nous senanfe par un premier article
qui lui sera entierement dédié dans la presse lioentlu début du XXe siécle, une
note de lecture, hélas non-signée, selon la coupoue ce genre de contributions,
intitulée Madame de Maintendh qui était destinée & informer les lecteurs d'umdra
hebdomadaire de I'époquidglevarul literar si artistidLa Vérité littéraire et artistique]
de la parution de la monographie de Mme Saint-Reailiandier, Loin de se borner a
une simple annonce, l'auteur de cet article praféd’occasion pour donner quelques

3 Ed. M. de Lezac, Amsterdam, G. Dufour, an IX (1800

4Ed. M.T. Lavalle, lle éd., Paris, Charpentier, 1.86

5 Ed. E. Faguet, Paris, H. Lecéne et H. Oudin, 1887.

5T. I-.11, Paris, Imprimerie de Magimel, 1814.

’ Paris, Gallimard, 1929.

8 Paris, Plon, 1932

9 Conférence donnée a la Salle de la Grenette,baaufg, le 20 février 1880. Fribourg, J. Labastron ;
Neuchétel, J. Sandoz, 1880 (35 p.)

0 paris., « Les (Euvres Galantes », s. a., 192 prajBxdes chroniques de I'Eil de Boeuf).

1 Adevirul literar i artistic, an 1l (1921), no. 13, 20 fév., p. 4. Pour tolgesnformations concemant la presse
roumaine je suis redevable a I'énorme travail és équipes de chercheurs qui ont réalisé lesrifs de la
Bibliographie de la presse roumaiaepartir de 1790 et jusqu’a 1944 et dont je grie f'avoir fait partie. La
premiere sérieBibliografia analitic; a periodicelor romang (1790-1859) a été réalisée par loan Lupu,
Nestor Camariano et Ovidiu Papadima (6 tomes, BsicaEd. Academiei, 1966-1972) ; la deuxieme et
troisieme série réduisent le champ d'investigatiansrelations de la littérature roumaine avedittésatures
étrangeéres dans la presse périodiBil#iggrafia relaiilor literaturii roméane cu literaturile siine in periodice
—1866-1918coordinateurs : loan Lupu et Cornélafinescu, 3 tomes, Bucarest, Ed. Academiei, 1980-1985
et 1919-1944 auteurs : Ana-Maria Brezuleanu, lleana dillify Viorica Niscov, MichaelaSchiopu, Cornelia
Stefinescu, 10 tomes, Bucarest, Ed. Saeculum , 1997-P@@firage a été couronné par 'Académie Rouenain
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détails sur la vie et sur l'activité de Mme de Meaion, présentée brievement mais
avec chaleur, quoigue non exempts d’'une erreuaiiig :

« Qu’elle est belle, I'histoire de cette femme quimme Mademoiselle Francoise
d’Aubigné, trouble I'écrivain moraliste Méré et ménson confesseur I'abbé
Gobelin. Sa force d'attraction bouleverse le dactagon, premier médecin de la
cour de Louis XIV, la rapproche de Bossuet et iagagner I'amitié de Ninon de
Lenclos. Finalement, elle se marie avec le poéter@taécrivain satyrique et
ironiste célébre, puis en divorcant [sic !] elle reenarie avec le Roi Soleil lui-
méme, le protecteur de l'art et de la science deépmque. Elle crée la fameuse
école de Saint-Cyr, ou représente pour la prenfigiee Racine les deux chefs-
d’'ceuvreEstheret Athalie, prendre part active a la politique de la Fraricsubit
les plus terribles et injustes épigrammes de lademses contemporains.

Madame Taillandier lui consacre tout un livre, peguel el veut revenir sur le
jugement de tant de biographes communs habitugpéiridre comme un étre sans
cceur, drapée dans une rigidité parfaite [...]. It faut d’abord démolir la Iégende de
« légereté féminine » dont ses contemporains Isr Ninon de Lenclos — qui, soit-
il dit en passant, était merveilleusement instr#ite ce genre de choses -, la
caractérisait comme étant complétement dépourvigenis de I'amour. En lisant ses
propres lettres, nous pourrons voir combien ontidtéstes Saint-Simon et [La]
Beaumelle. Une femme qui a eu tant d'influence oevait pas ne pas avoir tant
d'ennemis aussi. Il ne faut pas oublier que, pewi¢n de la France, c'est elle qui a
combattu pour la révocation de I'Edit de Nanteis diunifier le royaume. Madame
Taillandier est une femme et, en écrivant sur emenfe, elle a le don de juger les
choses autrement que les hommes, qui condamrégésment les femmes. »

Soit dit en passant, la derniére affirmation ndaisse présumer que
'auteur de cet article était une journaliste, &dart probable puisque la revue
comptait parmi ses collaborateurs avec plusiewrmes féminines, certaines non
seulement francophones (elles I'étaient toutes)is m@&me des professeurs de
francais, dans le secondaire surtout.

Quatre années plus tard seulement, en 1925, leemévwe dédie a Mme
de Maintenon une place exceptionnelle : un desialgies les plus sérieux de
'époque, Constantiraineanul?2 , professeur de francgais, auteur de mardel
langue et littérature francaise et surtout d’'un aemuable dictionnaire franco-
roumain, s'attarde sur sa personnalité, mais aussson activité et méme sur ses
écrits, dans une longue étude, publiée en deux rmsné& chaque fois sur une
grande page tout entiére. La premiére partie déidie, Le Roman de la vie de
Madame de Maintendhest méme accompagnée par un grand portait de neadam
de Maintenon. Quant & la secoffglelle est illustrée, pour mieux donner au lecteur

12 Frére de Laxr Saineanu (Eliezer Schein, 1859-1934), un des plusitapts philologues roumains. Il
allait s’établir en France en 1901et conquériraeriaine notoriété sous le nom de Lazare Sainéan.

13 « Romanul vigi Doamnei de Maintenon Adevirul literar si artistic, an VI, 1925, no. 223, 15 mars, p.6.

14 « D-na de Maintenon ca educatogrsnie de rege pAdevirul literar si artistic, an VI, 1925, n@25, 29
mars, p. 5.
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une idée de son style et de ses idées, par lactraduw’une longue relation qu’elle
avait faite pour Madame de Glapion d’'une de sesjes a Versaillés

Par rapport a I'article publié en 1921, cette étndus apparait certes plus
riche en informations et beaucoup mieux écrite. @tentenu du niveau élevé des
lecteurs du journal en question (dont la spéciadtait I'actualité littéraire et
artistique, roumaine et étrangére), qui étaiens tmans connaisseurs de tout ce qui
touchait & la France (objet essentiel des étudamndaires en Roumanie a cette
époque), on peut remarquer que l'objectif de I'mutétait moins de donner des
informations nouvelles, mais de les organiser menkes présentant avec vivacité
et surtout d’introduire une nouvelle perspectivelet aspects moins connus et qui
correspondaient avec une nouvelle vision qui loildait en train de s'imposer :

« La vie de Mme de Maintenon est une de plus mégusit qui ait jamais existé.
Ce n’est que dans les contes de fées — ou lesties empereurs vivent sur pied
d’égalité et peuvent facilement passer d’'un étbautre — qu’un tel miracle sois
possible. Mais en France, au siécle le plus glardes lettres et de la politique
francaise, qu’une telle chose arrive, on ne pestlparoire, la raison ne saurait
'admettre.

Et pourtant le miracle s'est réellement produit. Uile pauvre née en prison,
élevée par pitié par une parente, se marie a 1pansécessité avec un poete
paralytique de 42 ans, vit avec lui 8 ans, toutestant vierge, subit aprés sa mort
toutes sortes de miséres, puis elle devient ltusite et la gouvernante des
enfants illégitimes du roi et plus tard, a 48 diépouse légitime méme de Louis
X1V, surnommé le Roi Soleil.

Mais du nom de cette femme extraordinaire est fiéautre fait encore, d'une
importance toute particuliere, qui la rehausse s y®ux, et qui perpétuera son
nom dans l'avenir, a savoir I'lnstitut pour les jes filles nobles orphelines de
Saint-Cyr, créé et dirigé par elle-méme, destipééparer pour leur mission future
250 enfants. »

D’autre part, les commentaires concernant sa oréfttiéraire nous montrent
que lintérét de l'auteur se déplace graduelleméntdomaine de I'anecdote
historique :

« Enfin, il nous reste d'elles une ricmrrespondanceyn nombre considérable
de lettres (huit tome¥) la plupart concernaritactivité de cet institut et trés

15 Seule traduction de I'héritage de Madame de Madtieque nous avons pu trouver jusqu’a présent
en roumain !

16 Cette indication semble renvoyer & I'édition deBemumelle I(ettres de M de Maintenon & diverses
personnesAmsterdam, chez Pierre Erialed, 1757, 9 voljoet pas a celles, plus récentes, de Théophile
Lavallée (4 tomes,1865-1866), et d’'E. Faguet (1letalB887) pourtant présentes dans nos bibliotheques
ou d'A. Geffroy (2 tomes, 1887), de P. Jaquineb(te, 1888), ou a celle de Gonzague Thatt(es a
d'Aubigné et a madame des Ursiiaris, Bossard, 1921), quoique la présencederfige sur madame
de Maintenon de ce dernier dans nos fond publigizésse présumer que son activité ne fut point
inconnue par notre auteur. En tout cas, l'intér#il @ccorde a la correspondance de Madame de
Maintenon montre qu'il était bien informé sur cetteivelle perspective critique.
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intéressantes du point de vue éducatif, d’autras dordre familial, et la plupart
adressées a son confesseur. Ces lettres, pamie igtarét qu’elles présentent, et
par leur valeur littéraire, placent Mme de Mainteriocoté de Mme de Sévigné,
qguoique leur maniére d'écrire soit si différents le cceur et I'esprit transpirent
des lettres de celle-ci, le froid jugement et lattitude sérieuse excessive
caractérisent celle de l'autre. »

Mais l'intérét pour la correspondance de Mme dentéaion avait déja fait
son apparition dans la presse roumaine une virgg@dimnnées auparavant. Il est
intéressant de le constater dans un article pgotant titreLa femme en littératufé
appartenant & une journaliste de I'époque, Eug8niibart® qui date de 1907.
L’article commence par discuter le statut sociglietliqgue de la femme, « considérée
de la méme valeur qu’'un animal par le Code de Hamahd » et milite pour son
émancipation a I'époque moderne. Comme argumergeriia Scriban passe en
revue les grands noms des femmes-écrivains de lésupays et de toutes les
époques, a commencer par l'antique Sapho, et awers le milieu de sa
démonstration a celle qui nous intéresse :

souvent — selon sa propre confession — on resesnhdments de lassitude.

Parmi les aut« De Mme de Maintenon, maitresse désLXIV, il nous reste aussi
un grand nombre de lettres, qui se distinguentl’prgance du style et par un
jugement sévére. Mais elles ne sont pas un mirdigld des événements
contemporains, a cause de sa position et parcéiqoaes lettres de madame de
Maintenon nous notorises Entretiengt desConseilspour les filles de Saint-Cyr.
Tous sont caractérisés par les qualités que jaitioterées auparavant, ce qui
nous semble la preuve d'un caractére solide eenobl

Mais dans la suite de I'étude de $Gineanu nous remarquons de plus en
plus s'infiltrer une attitude bien plus critiquevens la fameuse sécheresse du cceur
de Francoise d’Aubigné, que lui avait attribué déjaon de Lenclos et qui sert de
raison a grand nombre de ses observations. Cdféredice de perspective par
rapport a la présentation d’Eugenia Scriban semtdirmer notre hypothése que
le texte non signé de 1921 était 'ceuvre d'une fem@ar voila comment il

présente la suite d I'histoire de Madame de Maiorien

« A la suite des conseils de cette femme ou nontoah cas rendu bigot et
approuvé par elle, le roi révoque I'Edit de Nanpes, lequel Henri IV avait mis fin
aux guerres religieuses en France, en accordartuwguenots certains droits [...]
Malheureusement, 'influence de Mme de Maintenonlsuoi a été néfaste. Les

17 Eugenia Scriban, « Femeia in literatyiRevista idealist 1907, t. 1, no. 3, pp. 243-263, t. 2, no. 8785.

18 probablement épouse du professeur August Scliiangme collaborateur & la méme revue (parue a
Bucarest entre 1903 et 1916), et appartenant prestgieuse famille de lettrés roumains diiet@le la
premiére moitié du ZGsiécle. Il a été professeur de lycée, d’abord thapstite ville de Caracal, muté
ensuite a Bucarest et puis, en 1906, a lasi. Léétlifugenia Scriban prouve une information riche
concernant la littérature féminine au long deslesieet une attitude nette et vigoureuse en faveur d
I'émancipation de la femme a son époque.
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guerres sont perdues une apres l'autre, par le&rgén et les ministres qui étaient
ses créatures. Des temps durs s’abattent sur ¢ Pegsque toute la famille royale
périt empoisonnée sans qu’on puisse savoir pardequehin criminelle. Enfin,
consumeé par les soucis, le roi meurt a 77 anss@uiit de mort, il lui demande
pardon de ne pas l'avoir rendue heureuse ! Padanme sur ses joues. Son seul
souci est que le moribond recoive I'extréme-onctidprés la mort du roi, elle se
retire a Saint-Cyr, linstitut pour les orphelinesbles, créé et dirigé par elle-
méme. La elle vit encore trois ans et meurt a lédg8&3 ans.

C'est difficile de caractériser cette femme quowgj un role si décisif dans le destin de
la France, qu’elle a dirigé de 'ombre, du noim3uluence, parfois bienfaisante, a été
souvent fatale a la politique de son pays. Cettarfe extraordinaire, qui est née
protestante et qui est devenue par la suite extatritie des protestants, a été mariée
sans étre femme, est restée dans un couvent sansgligfieuse, a élevé des enfants
sans étre mére, a été épouse légitime de roi san®ide - elle restera sans doute un
mystére pour toujours. Je suis une énigme pouotelm dira-t-elle de soi-ménie»

Heureusement, la suite promise a la fin de I'atigarue deux semaines
plus tard et intitulédadame de Maintenon comme éducatrice et épousei dest
plus intéressante. Giineanu s'intéresse ici a son activité concréte iat$&ayr, a
sa création tout d’abord, a I'implication du roi-lméme dans ce projet, par amour
pour elle, et surtout au programme d’études et @&wméation, en mettant en
évidence I'effort personnel de Mme de Maintenon :

« Elle quittait le palais de Versailles a six hewlasmatin, pour assister au lever
des éleves, entrait dans les dortoirs, elle peigidiabillait les petites, donnait des
ordres partout. Elle s’occupait d’'une classe deaistrmois, donnait des
instructions générales et s'occupait de chacunenests en partie. Elle se sentait
dans son élément au milieu des enfants, elle shaiteagréable, gentille. Elle leur
disait toujours que leur mission n'était pas deemavdes savantes, mais des
bonnes et modestes maitresses du logis. Et les fibeoutaient avec plaisir.
Souvent, elle prenait le repas avec elles et slausaient ensemble.

En tant qu'institutrice, Mme de Maintenon était samale. C'était comme si elle
n'aurait jamais eu d’autre mission que celle-ci.uBldrouvons tout un systéme
pédagogique dans sa correspondance volumineuse. »

Qu’il nous soit permis de constater que cette @até I'article peut étre
interprétée comme un fine allusion aux différencesstatées par la société
roumaine de I'époque dans un projet similaire ddM&ason Royale roumaine, de
trop fraiche date et encore en fonction. EffectieatnBucarest comptait avec un
établissement relativement similaire, nommé I'Asil&lena Doamna », destiné a
la prise en charge de jeunes filles orphelinesé @ré 1862, par l'initiative d’'une
noble roumaine, Ana Davila, née dans une famillbleyoGolesct, il avait été

19 Cette belle phrase, est-elle deS@ineanu ou il I'a traduit du francais ? Je n'ai jusntifié une source
certaine, mais mon travail de traducteur a étédmgutrop facile !
2 Epouse du docteur Carol Davila, co-fondateurfgiedle de Médecine et Pharmacie & Bucarest en 1857.
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visité quelques mois plus tard par I'épouse duderirtgnant des Principautés-
Unies, autrement dit de la Roumanie, Alexandru |I6aiz&", Elena, née dans la
famille princiére des Rosetti. Celle-ci fit immédiment un don a I'asile de 1,000
pieces d’'or et obtint de son époux les fonds néesspour la construction d’'un
batiment convenable et le transfert de I'établigsgnsous 'administration financiere
de IEtat. Aprés le changement de dynastie et fiemdent de la famille de
Hohenzollern-Sigmaringen au tréne de la Roumarsae,rdine Elisabeth allait
s'intéresser elle aussi a lasilElena Doamnaqu’elle allait compléter par la
construction d'une belle chapelle pour assureeteice divin aux éléves. L@hapelle
Sainte Elisabeth fut construite entre 1870 et 1874einte par un des meilleurs
peintres roumains de I'époque, G. Tattarescu, onadpartie des frais étant supportés
par la reine elle-méme (12,000 piéces d’or), leerpar souscription publique. Afin de
pourvoir aux dépenses de cet établissement, #lagifaire une donation importante a
l'asile de sa casette personnelle, un terrain deal@ans la proximité. L'asile allait
fonctionner sous ce nom et avec cette destinati&ujen 1948. Pourtant, si l'intérét et
la générosité des reines roumaines y a largementilagé, elles ne se sont jamais
impliqguées personnellement dans le bon fonctionnéemhe 'établissement. Mais des
écrivaines et traductrices roumaines de I'époquamnee Maria FlechtenmacHh&r
y ont travaillé comme professeurs. Il est a suppge&en présentant tellement en
détail I'activité pédagogique de Madame de Mainter§aineanu essayait en
méme temps de la donner pour modéle a cet égard.

Il faut néanmoins constater que la suite est pitigae :

« Malheureusement, plus elle avancait en age st gdupédagogie devenait plus
sévere. Peu a peu elle avait limité I'instructias @illes et essayait de leur briser la
volonté sous cette avalanche d'ordres, de consadsréglements séveres, la
personnalité des éléves étaient presque étoufféendeire plus, elle leur infiltrait
le dégout pour la vie, pour la société et pour &giage. Donc elle risquait de tuer
en elles aussi bien le sentiment maternel que méinsent religieux. Trop de
morale et de vertu, trop peu d’amour et de jugenmkhti a manqué cette fleur du
coeur qu'est 'amour. »

Dans cette perspective, la description d’'une joeidé/ersailles que Mme
de Maintenon avait fait a Madame de Glapion, repitedn extenscen traduction
roumaine, n’est qu’'une preuve de plus pour ce g@iilait d’avancer et prépare le
lecteur pour une triste et injuste conclusion :

21 C'est sous son régne que l'union de la Moldavigeela Valachie s'est effectuée, le 24 janvier 1859
allait régner jusqu’au 11 février 1866. Le nom earnain pour « «prince régnant » étaxmn(du lat.
dominug, le titre de son épouse était tout naturellenizwamna(du lat. domina), qu'il ne faut pas
confondre avec les noms commudiesnnetdoamna qui signifientmonsieuretmadame.

22 Née Maria Mavrodin (1838-1888, Bucarest), elle pose des dialogues et des saynétes pour les ses
éleves de l'asile Elena Doamna ; elle a créé igfédia revue=emeia Romah[La Femme Roumaine],
pour laquelle elle a traduit, entre auttess Fleurs, ou les artistede Mme de Genlis.
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« Il lui a été donné a cette femme sans cceur derpgyés sa mort pour son
manque d’amour. La postérité a été injuste enviles Et le destin trop dur.
Pendant la grande Révolution, la chapelle de Samnt-ou elle était enterrée, fut
démolie, et ses ossements retirés, brisés etdatés une fosse de cimetiére. Plus
tard, ils furent sortis de Ia et enterrés sousonmbeau dans le jardin de I'Ecole, et
puis a nouveau déposés, par I'ordre d’'un commandant la chapelle restaurée,
ou ils reposent encore aujourd’hui. »

Pour conclure, je ferai appel a la plus ancieriérence sur Madame de
Maintenon sous une plume roumaine. Il s’agit deencbmpatriote d’expression
francaise Dora d'Istria, auteure de plusieurs $wtencernant notamment la question
féminine Des Femmes en Orierit859-1860 Des Femmes par une Femrii869).
Dans ce dernier ouvrage, au ler chapitre, soustohdp, « Les Francaises sous le
régne des Bourbons », elle mentionne Madame deté&fmin®, & propos de la
protection qu’elle avait assurée a I'abbé de Fénéhmtamment dans la question
assez épineuse et complexe de I'éducation des fille 17-e siécle). Quelques
pages plus loin seulement, et dans le méme cofitexiora d’Istria s'arréte a
nouveau sur Madame de Maintenon, pour informelesgsurs que, « quoique M.
le duc de Noailles, colléggue de M. Codsim I'Académie francaise, et M.
Théophile Lavallée se montrent fort indulgents pmadame de Maintenon, on lira
leurs ouvrages avec profit ». C'est ce qui lui petrde conclure :

« En général, I'histoire des femmes francaises dulesiécle commence a étre
étudiée d'une maniére digne du progrés des sciehistgriques. [...] C'est
assurément un symptdme fort digne d'étre remarauelg zéle avec lequel les
hommes [...] s'absorbent dans des études qui aurabaité infailliblement la
colére du respectable Chrysale, - on dirait aujbuid I'honorable ‘ - et ce seul
fait prouve le chemin que I'opinion a fait en Frarepuis Moliere ».

Ces mots, publiés par Dora d'Istria il y a 150, aessont heureusement avérés
non seulement corrects, mais aussi prophétiquepuiEgu’elle les avait écrits en
pensant aux Francaises di diécle en général, a I'éducation des femmes eagichigé
a Madame de Maintenon en patrticulier, je me suisigede les citer, puisque tout ce
gue nous venons de dire ici et a ce méme sujetisdarjbstifier pleinement.

23 Dora d'Istria,Des Femmes par une femrRayis, Librairie Internationale, 1869, p. 28.

4

P. 30-31.

5 Qurelle distingue pour ses travaux sur « mesdat@ésngueville (1853), de Sablé (1854), de Cheereus
et de Hautefort (1856) et sur Mlle de Scudémy $ociété francaise au XVlle siecle d’'aprés ler@ra
Cyrus,1858), p. 30.
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HISTORY AND MEMORY IN THE OLD SOUTH:
CONSTRUCTIONS OF FEMALE IDENTITY IN
KATHERINE ANNE PORTER'S THE OLD ORDER
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ABSTRACT. “History and Memory in the Old South: Constructionsf Female
Identity in Katherine Anne Porter’s The Old Order™History and memory are,
for many Southern writers, important elements ie firocess of shaping the
Southern mind. In this context, growing up in theuth is a complicated
phenomenon, the young Southerner being split betvpeessures of the family
past and traditions and his or her personal idé&male identity formation in the
South is an even more intricate matter in a woddhihated by the authority of the
white male, in which white women and black slaviears, in different degrees, a
submissive position and are forced to cope with $iituation. The purpose of the
paper is to examine the construction of femaletieim the old South, as it was
depicted by Katherine Anne Porter in the collectidshort storiehe Old Order.

Keywords: Southern culture, female identity, memory, histatpherness, race.
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Many authors, especially in the twentieth centumjth the rise of the
Southern Renascence, have remarked that the Sasth Hifferent relationship to
history than the North, coming from the experienfalefeat and the struggle to
maintain the old ways of life after the loss of tGesil War. The Southerners
needed almost a century to heal these wounds amdgmble to have a realistic
perspective upon their history and its meaning.&lang period of time, extending
from the decades before the Civil War to the endhef nineteenth century with
traces even in the twentieth century, many Southeriters fabricated a
romanticized image of the old South, with sterewmigipcharacters living an idyllic
life controlled by fixed codes of manner which made South a land of aristocrats,
living on vast and rich plantations, and surrounbgdoyal and affectionate slaves.
The writers of the twentieth century, especiallg treneration starting with Ellen
Glasgow and continuing with William Faulkner, Than@/olfe, Katherine Anne
Porter, Robert Penn Warren, Allen Tate and othiexs it difficult to accept this
nostalgic return to a past that they suspectecetfust a fake image to soothe a
guilty conscience. They do not deny that historymportant in the process of re-
evaluation of the Southern identity, but it was tizat history presented in the
plantation novels. They become aware that “theohisbf the South was generally
discreditable, if not faintly ridiculoud”and that they are seen as belonging to a
group regarded as backward, lacking value andttalesh unable to produce a valid
cultural identity.

Aware that the identity of the Southerner is markgdpersonal history
combined with that of the region and that they neefdice the guilt of belonging to
a world of slavery, violence and prejudice befoaxepting it, the Southern
Agrarians tried to promote a different image of tBeuth, one that would
accommodate this burden of the Southern historsnbying in two directions: one
in which history is seen as a betraying force dutvbich the Southerner cannot
escape, as a constant reminder of loss and defeaglence and racial conflict, a
world to be hated, as, for instance, Quentin Compiso Faulkner'sAbsalom,
Absalom!believes. On the other hand, since the Southearerot escape from this
historical form of conditioning, history also becesnthe source of strength and
identification. Unable to shake this burden offg tBoutherner integrates this
acceptance of history as an inherent part of hitity, and as the basis of
differentiation from the dominant American mind. ddagain, Quentin Compson,
in trying to explain to his college fellow Shrevevh the South is, reaches the
conclusion that one has to be a Southerner to atadhe the South, because only a
Southerner can find order and meaning in his régibistorical experience and
because, of all Americans, only the Southerner é&hasore acute feeling of the
importance of history in the process of identitynfiation.

2 Cormer Vann Woodwardhe Burden of Southern HistoBaton Rouge: Louisiana State University Press,
2008, p.28.
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The importance of the Southern Renascence is trirciaedefining
Southern identity and, aware of the importancehefrttask, the representatives of
this movement tried to offer a unified and coheriemige of the Southern mind.
However, as Michael Kreyling notices, they were ssmous that, in their re-
evaluation of the South, they might leave out intqatr aspects:

“The principal organizers ofll Take My Standknew full well that there were

other ‘Souths’ than the one they touted; they @eéitely presented a fabricated
South as the one and real thing. On their left thasnear-legendary scrutiny of
the Sahara of the Bozarts triggered by the Scayedsirt the mid-1920s. On the

right was a movement to institutionalize nostafgiathe Old South, expressed in
the inauguration of annual spring pilgrimages inesal southern towns’”

Thus, the Southern identity they envisaged is ypdirat of the white male
Southernét and though writers like Ellen Glasgow or Katheritnne Porter were
accepted as valuable promoters of the Southerareulthere are many issues that
most writings do not fully take into consideratiaiass issues (the South of the
poor whites or of the yeoman farmers), gender s¢female identity in the South
more than the stereotypical images of the “Southelle,” “the honorable matron”
or the “pitiful spinster”) and racial issues (Afaic-American identity as shaped
through slavery, Emancipation and segregation).

Katherine Anne Porter, therefore, comes to corapliflis landscape,
especially through the cycle known as “The Mira8taries” which includes the
collection of short storie3he OIld Ordey published in 1944, and the two short
novelsOld Mortality (1937) andPale Horse, Pale Ridef1939). The stories are
semi-autobiographical, Miranda mirroring Katheridene Porter's experiences of
growing up in the shadow of an authoritative graathar, representative of the
old southern way of life. The long and often painfuocess of maturity for
Miranda parallels the formation of the Southernntitg split between the
burdensome influence of the past and the freeingslof the modern world. The
short story collectiomhe Old Orderdepicts, as the title suggests, the influence of
the old order, of the family past in the processlwdping the identity of the young
generation, especially of Miranda, informing heoaibthe roles she, as a future
southern lady, needs to play, about the past ofwwtd, including the darker
aspects of slavery and, after the Civil War, tHatienships with the freed slaves in
a world in which white authority is differently uedtood, up to aspects connected
to life and death, to birth and entombment, theete®f the womb and the tomb.

The most important figure in the collection is tloathe grandmother, the
representative of the “old order” and the one afisgsabout order and discipline
in her household and family, the firm defenderhaf past and the main educator in

3 Michael Kreyling,Inventing Southern Literaturdackson: University Press of Mississippi, 1998jip
* Michael Kreyling actually mentions, in this cortiethe overwhelming influence the writings of Wl
Faulkner had in shaping what is known as “the Santlidentity.”
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Miranda and her siblings’ life, following their nfwr's death after giving birth to
Miranda. The grandmother’s presence in the stisie®ubled, almost all the time,
by that of the old black servant, Aunt Nannie, thiéhful life-long companion, the
one constantly present, in good and bad timespbah acceptance of one’s place
into that order transformed, only in time and thyleshared suffering, in affection.
Aunt Nannie is the constant reminder of the faet tihe past is not a world of
order and safety, but, one of violence, injustind auffering. These two feminine
figures and their effect on the young generatiomfohe frame of reference for
Miranda as she grows up, offering examples of ti@ul female experiences and
also, sometimes, of untraditional attitudes, creptihe background of what it
means to grow up in a South slowly moving into tiaentieth century, but
reluctant to give up pre —Civil War attitudes amthaviors.

Katherine Anne Porter is mainly interested, in fagtion, in the formation
of female identity between the pressures of the gad the dreams of the future
which forms: “the theme that was to dominate hetimg: a woman’s search for
independence and the conflict between this andherone hand, the pressures of
custom and tradition, and, on the other, her owsirdefor love and the
conventional security of home and famiR/Willingly or not, the individual in the
South is never alone, always in the company otivels, comparing, pointing out
positive or negative family traits, forced into attern of behavior, made to accept
a code of manner and a certain type of behaviothi®rsimple reason that it is the
family tradition. While growing up, Miranda doestreeed to look into the outside
world for examples and opinions, since her own Rapiovides a large frame of
lessons to learn, examples to follow, warningseihety, half-revealed secrets,
different versions of the past and of history, agpecially, a sense of the impossibility
to rise up to the standards imposed by the fan@hitdge.

This attitude towards identity in the South is coommn the Southern
writers, coming from the awareness of the imporaofchistory for the Southerner.
Woodward, for instance, asserts that:

“Another deeply embedded trait of the Southern fistgethat has strong appeal to
the historian is their way of treating man not asidividual alone with his
conscience and his God, as the New Englanders weliaad to do, or alone at
sea with a whale or a marlin, or alone in a rinthve bull, but as an inextricable
part of a living history and community, attached! atetermined in a thousand
ways by other wills and destinies of people hedrag heard about®

He ranges Miranda together with Thomas Wolfe’s Eeg8ant or William
Faulkner’s Quentin Compson as young Southerneirsgtty find their way out of
the maze created by the past and shape their owmtitid by attempting to

5 Richard GrayA History of American LiteratureéBlackwell Publishing, 2004, p. 432.
® C. Vann Woodward, p.37.
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reconcile past or family pressures with their owesite to be free and detach
themselves from such a demanding experience.

In this context, Miranda’s journey through childldo@s depicted iThe
Old Order(as well as partially i®©ld Mortality andPale Horse, Pale Ridebecomes
a journey through the labyrinth of her family’s pas reconstructed mainly by the
grandmother, but also by other family members praggs. In this light, it is not only
Miranda’s identity that is important. Miranda, thgh stories of the past, is
presented with different female images and attgudi®m the stereotypical to the
resistant, in order to highlight the fact that féen@lentity in the old order is not
taken from a fairy-tale. The silenced women hideiss of pain and humiliation,
struggling to survive and to bring order into a eadbminated world.

The past, for the representatives of the old orthex, grandmother and
Aunt Nannie, becomes a patchwork of disconnectechehts, cherished memories
and forgotten suffering, together with a sense athvcoming from the belief of a life
lived in a more ordered world than the presenttheil survival in such a world:

“They talked about the past, really — always altbatpast. Even the future seemed
like something gone and done with when they spbltelbdid not seem an extension

of their past, but a repetition of it. They agréleat nothing remained of life as they
had known it, the world was changing swiftly, butthe mysterious logic of hope they

insisted that each change was probably the Iasif wot, a series of changes might
bring them, blessedly, back full circle to the wiays they had knowr!.”

This cherishing of the past comes from a senséabflis/ given by the old
ways and is translated into an obsession for andédale not only in Sophia Jane, the
authoritative mistress, but also in her black slavent Nannie. Both of them had
accepted the positions appointed to them and, ghimut their lives, they tried to
maintain the order and stability of their worlddhgh times of disorder and change.
Wherever they go, even in their old age, they asge objects and organize people to
fit the patterns they consider appropriate, orthesgrandmother puts it “It must be
donethis way, and no other¥; reinforcing her authority and sense of order cgmi
from a long family inheritance. For instance, eaummer, the grandmother goes to
the farm and rearranges everything, from the mairsé to the servants’ cabins, while
hearing their complaints and solving their condlicEven Aunt Nannie, though
belonging to a lower social level and having, thess authority, is seen as a symbol of
order, her departure from the house after the dehther mistress revealing her
importance to the family: “Now and then, Nannie Wocome back up the hill for a
visit. She worked then almost as she had befoth,avkind of satisfaction in proving
to them that she had been almost indispensable.”

" Katherine Anne PortefThe Journeyin The Collected Stories of Katherine Anne Portéew York:
Harcourt Books, 1979, p. 327.

8 Katherine Anne Portef,he Fig Treep. 354.

9 Katherine Anne PorteThe Last Leafp. 350.
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Keeping order is in their blood and, actually, thegresent the only stability
in a changing world: “They [the children]” lovedeih Grandmother; she was the only
reality to them in a world that seemed otherwistheuit fixed authority or refuge,
since their mother had died so early that onlyeldest girl remembered her vaguely:
just the same they felt that Grandmother was anttysand they wished to be free of
her.”® The reaction of the children foreshadows Miranélatisre attitude to the past and
to the authority represented by the grandmotheretisas the extent to which this sense
of order is efficient in protecting the family frofalling apart. To the Grandmother's
dismay, her efforts to keep the family together bhad children well and happy fall to
pieces: “She saw them all begin well, though nafahem ended sd.” She provided
them with help and support, taking over the faraffairs after her husband’s death and
making sure that all her children benefit from fini@l support to make a good start in
life. But with all her efforts, the family traditioshe represents is about to disappear in
the next generation where respect for family vahresunity is no longer the rule.

Her failure to protect the family, on the one haantij to preserve the rules of a
more stable and controllable past, on the othewisitble in the little things: the
disobedience of the grandchildren, the silent liebebf her children, or the laziness of
the black servants. Two of her sons, aged ninekeweén, run away from home, tired of
constant work and harsh punishment, later on, riiayy women she does not approve
of and waste their fortunes and their lives. Handchildren, though under constant
surveillance, keep doing forbidden things: stealfngts, climbing trees, burning
themselves with miniature blowtorches. The Negaredying in the shade during the
hot summer days instead of working. And so, theldv only apparently under
control despite the Grandmother’s firm belief tisatch casualties were so minor a part
of the perpetual round of events that they didfeek defeated nor that their strategy
was a failure™. The young are looking for their own experiencesy partly listening
to the stories of old and slowly detaching themeglirom the rules imposed by the
Grandmother, even with the risk of being physichltiymed or emotionally broken.

This failure of the old rules comes from two sostcene is the natural
need of the young to have their own share of erpetation in life and the other
is the fact that these old rules do not have @ dolindation. The world of the past
was neither ordered nor glamorous, or fit to beca@neexample for the future
generations; it was a world of injustice and vidgkerthat was gradually revealed
from under the family legend of success, wealth statbility. The real history of
the family parallels the real history of the Southile the partial and nostalgic
remembrance of some events in the detriment obthers is similar to the post
Civil War effort to create an idyllic image of arlddsouth destroyed by War and
by modern changes. Thus, the grandchildren findabout the Kentucky pioneer,
the great-grandfather of their Grandmother, thdsbahd weddings uniting the

10 Katherine Anne Portefhe Journeyp. 324.
1 |dem, p.339.
12 |dem, p. 327.
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whole family, the pioneering spirit that made tlaenfly move from Kentucky to
Louisiana and then to Texas, in search of a béfeerand also about the slave-
trade with its violence and injustice, the uneguds of men and of women, the
difficulties in farming or other business enterpssthe Civil War and the hard
period after it. In other words, they find out abthe best, but also about the worst
in their family and regional history.

Katherine Anne Porter, therefore, uses some otlibkés of the lost cause:
the authoritative mistress who manages to keefathéy together after the death of
her husband, the war hero, the faithful and affeetie slaves, the closely knit family,
with aunts, uncles and cousins all coming togetberelebrate family events, with
children brought up in the family tradition withettpurpose of carrying it into the
future despite the formal destruction of the Oldit§8oBut, like all the other writers of
her period, these elements are used only to seradasis for the deconstruction of the
myth of the Old South to reveal its flaws and uiolas in order to form a more
coherent frame of reference for the future germratiln this context, the process of
shaping the identity of the young Southerner cabgiween the pressures of a difficult
and often ambiguous past inheritance and the hfras uncertain future is doubled,
here by the fact that this young Southerner is mawogrowing up at the beginning of
the twentieth century with examples of female saffrifice for the sake of the family
represented by the old models and the promises mbdern, new world of self-
fulfilment coming at the cost, though, of denyithg domestic patterns, both models
proving, in the end, in the case of Miranda, faaltgl incomplete.

Metaphorically, this complicated image of the Soigttrepresented, in the
second short story of the cycle entitlBde Journeyby the quilts and other types of
covers made by the Grandmother and Aunt NanniectiRgga moment where life is
no longer a chain of tribulations, the two womeense¢o be the image, in a nutshell, of
a romantic Southern past with mistress and slasgrghthe same memories, sitting
together, working, watching the children and réoglmoments of their past which, bit
by bit, will show not only their lives, but alsoettiorder” of the old South, with its
codes, traditions and stereotypes. The making efctivers opens the story that is
entirely dedicated to the rememoration of the [zemt,especially of the lives of the two
women, the white mistress and the black slaveasérpointing out not only the class
and race differences, but mostly the similaritegdlated into the hardships they had
to bear and the humiliations they had to endutesrant part of their lives as women,
beyond any limitations imposed by class or race:

“They shared a passion for cutting scraps of thelyainery, hoarded for fifty years,
into strips and triangles, and fitting them togethgain in a carefully disordered
patchwork, outlining each bit of velvet or satintaifeta with a running briar stitch in
clear lemon-colored silk floss. They had contrieedugh bed and couch covers, table
spreads, dressing table scarfs, to have furnigitdddeveral households. Each piece as
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it was finished was lined with yellow silk, foldeahd laid away in a chest, never again
to see the light of day"*

While sewing, the Grandmother and Aunt Nannie &ttiries of old,
complaining about the present and watching overmthers (children or servants)
around the house. Their memories are just likeptleees they cut: old, unused
scraps brought to light, re-adorned and re-arramgeddifferent order, according
to importance or affections. And just like the mei@s, the newly-made objects
are buried again, forgotten once more, hidden fpoying eyes, closed in chests.
Memory, therefore, is seen as an unreliable fouodafor a past that is given
utmost importance in the present life; and even‘fiad been bitter”, the memories
are lined with golden silk and treasured sinceghemo question in their mind as
to the “utter rightness and justice of the basieslaf human existence, founded as
they were on God’s plart® It is true that sometimes the two women questioned
why so much suffering and pain could have beemwaltbin this great plan of the
divinity, but they never questioned their assigmetbs and never forgot their
responsibilities, burying deep down their own dsubdesires, wishes and fears and
sacrificing their private affections to the pubtiaty:

“The Grandmother’s role was authority, she knew;thatas her duty to portion
out activities, to urge or restrain where necessaryeach morals, manners, and
religion, to punish and reward her own householtbating to a fixed code. Her
own doubts and hesitations she concealed, alsaeghiaded herself, as a matter
of duty. Old Nannie had no ideas at all as to Hacein the world. It had been
assigned to her before birth, and for her dailg shie had all her life obeyed the
authority nearest to het”

And so, the lives of the two women unfold withinegeribed boundaries,
allowing them little space for rebellion or for ering their own doubts and
discontentment, doing what was expected of themeaddring everything. Through
their stories, the grandchildren, and especiallyaliila, are introduced to roles
assigned to them by belonging to a certain clask rane, which separate the
mistress from the slave, and the gender rolesgimgnthem together in a sort of
solidarity created in common suffering and affectmoming from sharing a life
together up to the point when it is impossiblert@m@ine one’s existence without
the other. And thus, the story unfolds, constrygtime image of the Southern lady
and that of the black slave.

As far as the life of Sophia Jane is concerned,rttage of the Southern
belle: beautiful, virtuous, married well to a husbavho takes care of her, the
woman who would later become the wise mistresti@hbuse is a beautiful cover
for a life of struggle, suffering and humiliatidBister, wife, mother and grandmother,

13 |dem, p. 326.
4 |dem, p. 327-8.
15 |dem, p. 328.
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Sophia Jane lives long enough to see all the flafMser family repeated in her
children and grandchildren and finds all her efotbd correct them pointless.
Though at first appearing as the spoiled daughtex plantation owner, Sophia
Jane learns that, in spite of her strong charaster,belongs to a gender expected
to obey, love and serve, prudently trying to copthwand correct the faults she
finds in her family. Just like a curse that paialldhe idea of the Southern curse,
present as a recurrent pattern in Southern litexrathe family mistakes and sins
are forever repeated in a vicious circle that wilver lead to evolution and
improvement, but only to utter destruction. Thus:

“Their grandparents had been first cousins, and sm@etSophia Jane saw in
him, years after they were married, all the fagle had most abhorred in her
elder brother: lack of aim, failure to act at csisa philosophic detachment from
practical affairs, a tendency to set projects arit émd then leave them to perish or
to be finished by someone else; and a profoundictor that everyone around

him should be happy to wait upon him hand and f8be had fought these fatal
tendencies in her brother, within the bounds otlyiprudence she fought them in
her husband, she was long after fighting againvim af her sons and in several of
her grandchildren. She gained no victory in anyecabe selfish, careless,

unloving creatures lived and ended as they hadrb\’-j'ﬁu

In other words, the life of Sophia Jane had bedife af fighting against
men who assume a position of superiority which @& supported by the
responsibilities coming with it. Katherine Anne Rwordeconstructs the image of
the patriarchal authority transmitted by the wstef plantation romances, an
image that the nineteenth century Southern writeasted to create about the
South and that many Southerners accepted as it gawplete authority to the
white man and created a positive image of the dggtem:

"Implicit in this vision of the virtuous citizen v8aa shared understanding of patriarchy.
The patriarchal family — that which ‘protected’ wem children, apprentices, servants,
and slaves — was understood as the bedrock otysobie head of the household, the
patriarchal ‘master,” was invested with gender,egetional, and class power as he
represented his household in the public sphére.”

In this idyllic vision upon the patriarchal instittn, the man, representative of
civilization, was expected to be “self-controllemhdustrious, God-fearing, and
respectful toward women, as witnessed in the utitit of patriarchal Christian
marriage.*® In their turn, the women and the slaves are suggpds show their
gratitude through obedience and loyalty. This imagemoted in literature was
favorable to the foundation of the white male’shauity. However, Katherine

16 |dem, p. 335.

7 Susan J. Tracyn the Master's Eye. Representations of WomenkBland Poor Whites in Antebellum
Southern LiteratureAmherst: University of Massachusetts Press, 1995.

18 |dem, p. 15.
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Anne Porter is ironic in dealing with typical gendeles in the Old South, by using
the expected clichés and then overthrowing themhdn Texan landscape, men
retain the authority and the desire to be abscohasters over their families, white
and black, but fail to rise up to the responsipitibming with it. The writer tries to
point out the meaninglessness of traditional views the Southern society,
stressing on the genuine roles of the silent othwsmen and slaves who are
forced to become the real pillars of the family

Sophia Jane was raised to believe that traditiahcdth codes of behavior
forced her to be obedient and submissive, hencéptuglence” with which she
tries to correct the flaws she notices in her hndb&hough she becomes more and
more aware that, without her efforts, her familywebfall apart, custom and the
unwritten laws of the land do not allow her to yulhssume the control of the
family affairs, not even when she sees that theituhe is wasted first by her
husband and then by her children:

“Her husband threw away her dowry and her progertyild investments in strange
territories: Louisiana, Texas; and without protelsé watched him play away her
substance like a gambler. She felt like she coalehmanaged her affairs profitably.
But her natural activities lay elsewhere, it was business of a man to make all
decisions and dispose of all financial matters.Wtgtn she got the reins in her hands,
her sons could persuade her to this and that eistegr investment; against her will
and judgment she accepted their advice, and anmemg they managed to break up
once more the stronghold she had built for theéund her family.*®

Sophia Jane is neither weak, nor incapable ofingnher family business,
but she knows that her activities are elsewherepeha in the domestic area,
women being confined, through education and trawljtio the closed space of the
home, often helplessly watching how the men infamily are unable to carry on
with their obligations. Sophia Jane’s ambitionsra lie, like those of the “new
woman”, like those of her granddaughter Mirandapriofessional fulfilment. She
seems to have been contented to have a familyatifthe one presented in the
plantation novels, but the story of her life codicss it.

Moreover, bounded by tradition, limited by codesbehavior, unable to
control her own life and save what is left to beeshfor the sake of the family,
doomed to watch helplessly how she is fated téeaofi scarcity because of a weak
husband, she is also humiliated by the society alatvs men to abuse women,
white or black, while denying to the latter the gbdity to react or protect
themselves, and to the former the right to be getila

“They [the young men] came visiting and they stayedl there was no accounting
for them not any way of controlling their quietlgddstrong habits. She learned early
to keep silent and give no sign of uneasinesswhenever a child was born in the
Negro quarters, pink, worm-like, she held her lbordat three days, she told her

19K.A. Porter,The Journeyp. 337
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granddaughterhoyears later, to see whether theyrtgawh would turn black after the
proper interval.

Though not being the one physically abused, thetevivioman has to
endure the moral consequences of the acts of ménhay have to learn how to
cope with the humiliation and keep silent, as alkvegncerning the affairs of men.
And so, unlike the typical attitude expected of @utBern lady, she cannot help
thinking: “She could not help it, she despised n®he despised them and was
ruled by them

And so, the fate of the white woman is attachedhtt of the black
woman, both submitted to the will of the white nesisthough in different degrees.
In the remembrance of a past whose purpose isdgakiate female identity in the
old order, the presence of Nannie is compulsory,asothe shadow of her white
mistress, but as a human being aware of the iogusfi the system in such a degree
that she even doubts the promise of a better fifr death: “Nannie showed the
rudiments of logic in a mind altogether untutor&he wondered, simply and
without resentment, whether God, Who had beenwsa to people on earth, might
not continue His severity in the next world. Missp8ia Jane took pleasure in
reassuring her; as if she, who had been respongibldannie, body and soul in
this life, might also be her sponsor before theyjudnt seat? Though a proof of
care and tenderness, Sophia Jane’s attitude isiml&eeping with the typical
attitude of the white towards their black slavesosd lives they control up to the
minutest detail. Religion, for instance, was onetloé elements used as an
argument for slavery by the Southerners, and ass@ anethod for the further
enslavement of the black, forced to embrace thgioel of the oppressors.

The history of the lives of the two women ironigaditars with the words
“their friendship”, but, though true affection wasstablished in time, at the
beginning, the differences were evident. And sbeift friendship” starts when the
little Sophia Jane, the spoiled daughter of a pieinter, states that she wants “the
little monkey,” a small black girl who “had a potlyeand her arms were like sticks
from wrist to shouldef®. The class and racial difference separating the tw
children is obvious not only in the attitude of thbite girl who treats the black
one no better than a pet, sharing her affectiohsdmn her human companion and
her pony Fiddler, but also in the state of povamy starvation in which the little
black girl is brought to the plantation, as welliasher memories from the slave
auction or the way in which her former master chlleer “regular crowbait”,
phrase to be repeated later, to Nannie's shame) gl encounters him again.

20 |dem, p.336.
L |dem, p. 337.
22 |dem, p. 336-7.
Idem, p. 330.
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From this moment onward, the two women will shaildeatogether, but
still separate, Nannie having even less possibtlitychoose the course of her
existence than her mistress or to react againsstiop. While Sophia Jane grows
up to be a Southern lady, Nannie becomes her parstave, living in the main
house, despised by whites and envied by her fantily had never been anything
else by field hands. When Sophia Jane gets marNeadnie is married off to a
black man and offered as a wedding gift to the teide, together with other
objects and live stock. However, despite this taaiitude that she has to endure,
she also enjoys the affection of her mistress. Mawhared their lives since
childhood, the two women cannot imagine life on¢haut the other, defying the
rules of the slave system and creating a spaceméle friendship and solidarity
that undermines the typical images of white andclbleelationships. Chandra
Wells, for instance, considers that it is exadtli solidarity and affection between
the two women that forms the basis for their stlegm survive in a male-
dominated world, that is why, Porter deconstrubtstypical images of the white
and the black woman, presenting the traditiona&iaily-charged relationships in a
new light that does not rely on contrast, but rathmesimilarities:

“By writing white and African American characterfiovoccupy common biological

ground, Porter alters Sophia Jane's whiteness aadudes a reading of her as
precious and pure. Porter resists the plantatatiofi trope of defining black and white
women in opposition to one another, by ascribingatiee qualities to the black

character in order to idealize the white one. ...mika presence in The Old Order is
an integral part of Porter’s project of reclaimthg image of white womanhood, which
she reconstructs in terms of sensuality and streatjter than purity and weakne$s.”

The most obvious similarity between the white laahy the black slave in
a world where, apparently, everything separatesttend also the basis of their
growing solidarity lies in this “common biologicgtound” represented by childbirth
and child rearing. In their old age, they complalout their grandchildren, in their
youth, they supported one another through the phjrocess of giving birth to
children, raising them or seeing them die.

Since the main perspective is that of the white aonthe reader learns
about the experiences of the black woman throughntbmories of her mistress
and only rarely through memories or comments of &wn. Once more, their
attitudes and behaviors are limited by custom amdreaching to the most intimate
experiences of womanhood: child birth and the erpee of maternity. Though
presented as a devoted mother and grandmothemniyeone capable to give
strength and meaning to the family: sons, daughtgemdchildren, servants, even
sisters and cousins, orbiting around her and dépgngbon her advice and care,
Sophia Jane feels only rather late in her marifedulfillment as a mother. In the

24 Chandra Wells, “ ‘Unable to Imagine Getting orhaiit Each Other': Porter's Fictions of Interragiamale
Friendship, Mississippi Quarterly: The Journal of Southern Qras 58 (3-4), 2005 (Summer-Fall), p. 768.
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slave system, a lady was only meant to have balniéshen give them to the black
slave to nurse, without any consideration for hem deelings. Therefore, she
experiences the pain of childbirth, without beiigwed to feel the joy of nursing

her own babies.

The childbirth process is seen as a torture sheesheith Nannie. The two
women, white and black, are connected beyond thedsries of race and class by
the same feminine experiences: “Miss Sophia JameNannie had then started
their grim and terrible race of procreation, a @¢hglery sixteen months or so, with
Nannie nursing both, and Sophia Jane, in dreadsabdhfort, suppressing her milk
with bandages and spirits of wing.”

The mystery of childbirth, probably the only thithgit women, such as Sophia
Jane and Nannie have, in this world, only for thelwes is, again, tainted by
obligations and traditions. It is evident thatgiving birth to babies, they are not on the
path of self-fulfillment, but fulfill still more dties to men — duties as wives who have
to bear heirs for the family future, in the cas¢hef white lady, and duties as slaves to
give birth to more slaves for the plantation, ie tase of Nannie.

Motherhood, therefore, was ordered by class ane ohdigations, women
being deprived of the happiness that comes withy ibeing forced to reject their
natural feelings and behave according to rulebkstiad in society. In this world, the
slave nurses the babies, feeding the masters’ diéday to the detriment of her own,
which would explain why, out of the thirteen balbiéennie had, only three survived,
while out of the eleven children of Sophia Janagersurvived, suggesting the better
care that the white children enjoyed. The situat®ono better for the white woman
either. Compelled by her belonging to the uppess;lahe is refused such an activity
that is suitable only for lower-class women: brdéasting, but which is an inherent
part of the experience of maternity.

However, the outlook on the burdens of womanhoothénold order of the
traditional South prompts a revelation of the urigtween the two women outside
barriers of class and race. If there are battlas $ophia Jane needs to face alone,
especially concerning the relationship with hertdamsl or the other men in the family
and coming from her status as a Southern lady, aifdé mother, there are also
moments where the class and racial borders arenetid, the two women being
united, fighting the battles together by sharirgrtpain and consoling each other:

“Nannie and Sophia Jane lead lives that are ingetiarked by the distinctions of race
and class, but Porter implies that these divisamesovershadowed by their common
burdens as women within the old order. Both wormersabordinate to white men and
both must endure the compulsory maternity imposedath black and white women
in the old South. The endless cycle of pregnartuidhirth, and child rearing that the
women engage in, [...] represents biological commoourgd. Both Nannie and
Sophia Jane are subject to the same physical pescadf parturition and the

K. A. Porter,The Journeyp. 334.
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discomfort associated with them regardless of tfaeiial and class identities, and the
two women offer one another emotional support tinout these trials?®

Disunited by class and race, that is by traditiod aultural heritage, in a
world of social limitations and impositions, theawomen are united by biology.
They have found a space of their own, and thoughatspace of physical pain, it is
also a place of affections and emotional attachn@nsupport and understanding
which they cannot find in the world ruled by merdawhich allows them to create
a universe of their own, which they can control amavhich they will not accept
any interference.

However, this in not feminist rebellion against tmgust construction of
the world since, in such a context, rebellion i$ smmething that is accepted of a
woman, and yet, the models that are offered toytheng Miranda, that of her
grandmother and of the old servant Aunt Nannienateof utter submission. These
are examples of strong and willful women who, thotigey do not shun from their
obligations, or rebel against the injustice, aileale to find a space of their own,
if not always of happiness, at least of order, Gard tenderness. In establishing
this connection with her black slave, based on ispathe same physical
experiences, Sophia Jane goes farther in her mifeand solidarity to the other
woman, finding a happiness that she did not expguiis, when Nannie almost
dies of puerperal fever, Sophia Jane takes onalleeof nurse not only for her own
baby, but also for that of the black women, a sitmathat disagrees with all
Southern laws. Despite her husband’s attempt taiddrer to do such a thing and
her mother’s efforts to reason with her, SophiseeJarawakened to a new sense of
her own worth in the world, feeling that she haérbeheated out of a wonderful
experience. Since she cannot fight on equal teritts ver husband, with law and
tradition, she can, at least, impose her will ie @nly place where she, as a
woman, has the slightest power: the experienceatharthood. Betrayed on almost
all layers of her existence, she feels that thes jofyfeeding the babies at least
compensate not only for the pain during childbilttt also for “what she missed in
the marriage bed, for there also something haddff

The impossibility of sexual fulfillment, in Sophi#ane, is substituted by
gratification in motherhood, making sure that shid mever be cheated again.
Moreover, she will, against all laws, nurse thecklbaby, never favoring her own
child and treating them equally. She will, later &aep a special kind of affection
for the black child she nursed. Porter, therefoestroys the typical image of a
Southern lady in the old South, by rendering Sophize color-blind and allowing
the primacy of affectionate bonds over artificiahstructions of class and race:

“Sophia Jane is hardly depicted as a revolutiorsrg;conforms outwardly to many of
the strictures of the old order, even as she relthém in her heart. Yet, by stepping

%6 C. Wells, p. 766-7.
2" K.A. Porter,The Journeyp.334
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off the figurative pedestal and rejecting (at |@astially) her culture’s gender paradigms,
Sophia Jane acquires a more labile identity thanaha ‘lady.’ [...] Accordingly, the
formation of an interracial friendship becomesHorter’'s characters a crucial strategy
for survival in a culture antagonistic to women’scaomy.®

She therefore locates the possibility of femalé-féfiliment in the realm
of biological impositions since the social worldpndinated by men, confines
women in well-established slots that control bebes/iand attitudes. Sophia Jane
and Nannie are meant to be “the Southern lady”“&mel black slave” in a world
that already decided what these images shouldrtespiective of personal desires
and motivations. Childbirth and motherhood, thoagiparently under the control
of the same social system, become spaces of freédiomvomen, of emotional
fulfillment and ultimately of survival. In this wiat, ready-made images like that of
lady or slavedisappear in front of shared suffering and fensal@arity.

Therefore, Sophia Jane, a woman of apparent wesésasd vanities, like
the love for luxury, a resentment for criticism amdtrong belief that her ideas are
right, a hot temperament, a “deadly willfulnesdtfilautes not acceptable in a Southern
lady, is, in fact, a proud, honest, human beingilling/to stand and watch how her
family falls apart. Her role in the Miranda storissonly partially, to offer to the girl
and later the young woman an image of the pasiétide situation of women in
the nineteenth century South who are valued onlyb&muty and their ability to
bear children (actually, both Sophia Jane and Nam@mé proud of how many
children they had). Miranda is supposed to leamualthe submissive attitude of
women, about class and race and though this situai unjust and not likely to
become a good model to follow, it is also part ofudtural heritage that forces
Sophia Jane and Nannie to accept it and Mirandiadat difficult to reject. On the
other hand, Porter does not let things fall inteirtlplaces so easily, by using a
ready-made image of the Southern lady, as depictdde plantation novel and
allowing Miranda, the modern consciousness, toyedstach from it. Sophia Jane
is a complicated model to follow. Raised in the 8lolth, she is, in many ways, a
typical representative of that world: wife and nmathshe learns when she needs to
be prudent and when she needs to be silent, betjsshlso aware of the utter
injustice of a system that confines women’s free@wom forces them to submit to a
life that brings them mostly pain, frustration andmiliation and so, she learns
when she can step up and fight for her right taosko

There seem to be several strategies to insureuttvéval of the feminine
identity in a world controlled by men. For Sophand as well as for Nannie, for
instance, the keyword seems to be “order.” If Nargan only endure and accept,
Sophia Jane can act, keeping the black servarg tdolser in her fight for survival.
And so, whatever causes her to be afraid and sidfeerceived as disordered,
chaotic and uncontrollable, starting from the attés of men to her own most

28 C. wells, p. 770.
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intimate dreams and desires. Consequently, shettrierder her universe, create a
frame of control that will protect her from chaasdafear. Hence, the obsession
with order that will follow her all through her &f as a wife, as a single mother and
then as a grandmother, is visible in the way inolwlghe arranges the disordered
pieces of cloth, binds them together with silk #i®to make different types of covers.
In other words, her fight against the destructiom sees in the world of men is through
order and unity, as Sophia Jane becomes the fhatekéeps the family together,
considering that this is the only space for a wornarher condition in a male-
dominated world to fulfill herself. It is not refieh or revolution, but survival. After
her death, the old Nannie, though leaving the famduse and spending her last
days alone in a cabin, comes regularly to visit ander the house, proving her
importance for the family. The old order is not exfpct world, but it remains a
solid frame of reference for the younger generatiand as an example, as far as
women are concerned, of self-sacrifice and enderéorcthe sake of the family.
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ABSTRACT. From Katherine Mandfidd to Bonnie Burnard. This paper is a
comparative close reading of two short stories:h&@e Mansfield'sSThe Wind
Blowsand Bonnie Burnard®lusic LessonsThe comparison leads to more general
conclusions about the importance of the imageeotttild in post-colonial literatures.
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REZUMAT. De la Katherine Mansfidd la Bonnie Burnard. Aceasi lucrare este o
lectua comparatii de tipulclose reading dod nuveleThe Wind Blowsde Katherine
Mansfieldsi Music Lessonde Bonnie Burnard. Compaia duce la concluzii mai
generale privind importaa imaginii copilului in literaturile post-coloniale

Cuvinte cheie: copilirie, postcolonial, Katherine Mansfield, Bonnie Banah ora de
muzica

This paper is a close reading exercise that imgokatherine Mansfield's
short storyThe Wind Blowsnd Bonnie Burnard’'s short stdWusic Lessons
Analyzing the narrative similarities and dissinities, the possible echoes from the
famous New Zealander’s short stories to the emgiigisiame Canadian writer's short
fictions, we try to answer a difficult and challémy question: is it a case of
intertextuality or is it a case of reality, des@med imagination as finally, all writers try
to give answers to the same few and basic ans@ens@omparison will also point to
the two writers ‘preference for depicting that fabfe age when childhood ripens into
adolescence and the child starts perceiving thédvasran adult. The extent to which
childhood is aoposin post-colonial literatures justifies the ideattive should surpass
the limits of the two short stories and try to malegtain statements about the post-
colonial mentality and its literary expression.

The most frequent term of comparison for KatherMansfield's life,
stories, style or modernism is, certainly, her eamorary rival Virginia Woolf,
one of the luminaries of the Bloomsbury Circle. Qofethe most recent such
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comparative exercises is the surprising work oeJdardin "Poultry for Dinner in
Katherine Mansfield's Preludgd Virginia Woolf's The Shooting Pdttyvhich
uses poultry as the symbol of violence against woriée have decided to choose
a more unusual term of comparison for Mansfieldnfde Burnard, another post-
colonial writer, an emerging personality in Canaditerature.

Bonnie Burnard was born in Ontario, in 1945. Umdwv has published three
novelsWomen of Influence988),A Good Hous€1999), andsuddenly2009) and a
collection of short storieGasino & Other Storie€1995). “Music Lesson” is from this
1995 collection.

The only association that | could find betweenr2ud and the literature
from and of the Antipodes is a comparison betweenrie Burnard and Patrick
White in a review by Carol Shields to one of Budigarnovels. "The Australian
novelist Patrick White once announced that he fathterest in ‘plots,’ that he was
only concerned with writing about life going on tand death. This is precisely the
narrative arc Bonnie Burnard has chosen and skabtly brought into being. It is
a daring feat, and one that will move the readeretmgnition and, at times, to
tears. Our literature needs this kind of real weadur own lives given back to us
in the form of enduring language” (C12). This "wrif about life going on toward
death”, the awareness that life is short and feagild can never return, hence it is
unique, these are also Mansfieldian concerns, jdeases.

Though not a short story preferred by literaryiagitand historians for their
analytical exercises and theoretical analyBks, Wind Blows especially its first
part,is certainly one of the most sensitive Mansfield&ort stories. The text is
constructed upon the metaphor of the blowing wihd,natural representation of the
tumult of life. The short story is divided into tyarts connected by the wind ravaging
consciousnesses, lives, and human lives. The stas/ inspired by the death of
Mansfield’s brother who was killed in a train aasid in 1915. The little girl that has
music lessons and is attracted into an undeclareddffair with her music teacher is
the same who, years later, after the music incidegs a grown up woman — would
walk on the esplanade of the harbour with her lerotfiears later she would remember
that day when she realized that the thing unsaid lméng about one of those
epiphanies when you realize the meaning of lifed sat is the meaning of life? The
meaning of life is that the ship is gone and waler return. The writer's capacity of
creating a fragmented discourse that follows the apd downs of emotions is
amazing, and probably unique in English literatukéso amazing is Mansfield's
capacity to look at the brother-sister couple biaim the inside and the outside. The
writer turns this brotherly couple into a symbdigeira that represents love and the
endurance of love. Remarkable is that Mansfieldbie to stop on the verge of the
erotic. A permanent presence in this short stopéswind blowing. Time, lapse of
personal chronology, the ups and down of life,oalthese and much more are the
possible interpretations of the blowing wind.
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The two short storieshe Wind BlowsndMusic Lessonkave a lot of
commonalities. We do not know for sure whether BerBurnard was aware of
Mansfield’s text when she wrote her piece. Stillridard’s awareness of the
Mansfieldian text is not impossible. We must alsention that Burnard’s story has
a certain Gothic atmosphere which is fully explaleaby Burnard's origin. The
Gothic literary school of the Ontario is not withdaces in Burnard’Music Lessons
On the contrary, the Mansfieldian music lesson fidra Wind Blowgs melancholic
but serene. The acceptance of life and its traosiencompletely internalized. With
Burnard, the thing unsaid is a negative epipharat &eeps us away from the
ultimate meanings of life because they hide tearat fear in their sublime.

Undoubtedly, the narrative point of view in botleslk texts belongs to a
representative of "that little subclass of well gifls” (Burnard, 433). The music
lesson is not only a marker of social class but alshronotope with special emotional
significance. The relation between the student thedteacher is different in such
private music lessons. Teaching is accompaniedtiprocal knowledge, friendship,
even more sometimes. All this emotional growth fieess in epiphanic moments that
lead the young characters to a more profound, pedasderstanding of life. They
learn about boundaries and emotional drives whioh have to resist because
otherwise society, as an ordering system, woulihtgochaos and anarchy. Society
has to be strict because our intimate nature isrs@; multiple, versatile.

The couple made up of the teacher and the muslerstis severely watched,
in both stories, by the community. It is as if Bexiety were jealously watching this
intimate space of honest and sincere feelings wbgezcan surpass the conventions
and the limitations imposed by convention and dfmtyality. In Mansfield’s story it
is Marie Swainson, the girl-after-her, who comesutis before her time” (109) and
who interrupts a very intimate moment that coulgehtaken an erotic course. The
affection between Robert Bullen and his privateestii verges on infantile abuse, from
a very traditional, strict perspective. But Mankfjea woman with a revolutionary,
unconformist behaviour herself, rather suggestsdbeial classifications and rules
are not able to discern properly what is immoral dirty when genuine feelings
are involved. Human affection can take forms thatiety finds it difficult to
classify and then it simply bans them because iedsier to forbid than to
understand.

The miraculous writer that was Katherine Mansfislteds some kind of
ambiguity in her characters, an ambiguity thatvisnemore normal as humans are
rarely paragons of goodness or evil. We don'’t kfiawsure anything about the music
teacher's emotional involvement. He may just béoie with himself and use these
girls blooming into adolescence for his own selfisimplacence that he is still a man
capable of arousing feelings which he does not tagatisfy in any way. He refuses
to take any responsibility in this game preferiagrouse than to fulfill. Is there also
some impotence hidden, suggested in his behaviGur®s it only caution, fear,
conformity? Impotence and vicarious living are mopossible with a man who lives
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with “the pale photograph of Rubinsteina.mon ami Robert Bulléi{107) on his desk.
The photography of the famous pianist is probablgld souvenir, a relic of the almost
forgotten ambitions when Robert Bullen may haveaetitd the great man’s attention
by his musical gifts! There is some circular repeatness in Mansfield's story which
endangers the potentiality of genuine romantidrigednd even brings in some discreet
humour. Matilda is eager to get to the music teacfidie windows are closed, the
blinds half pulled, and she is not late” (107). Tigde intimacy created by the closed
windows and by the half pulled blinds is destroggdVatilda’s abrupt arrival. “The girl-
before-her has just started playing MacDowell's dio Iceberg.” Mr. Bullen looks
over at her and half smiles. ‘Sit down,” he sa$ over there in the sofa corner, little
lady.™ (107). The same ritual occurs when MarieaBwon bursts into Matilda’s class.

“Suddenly the door opens and in pops Marie Swainsours before her time.
‘Take the allegretto a little faster,' says Mr. Bul| and gets up and begins to walk
up and down again.

Sitin the corner, little lady,” he says to Mari@09).

And everything resumes like the eternal biologisatch that ticks the
same in all girls, like the eternal destiny thatake in and all are taken in.

In Bonne Burnard’s story the narrator is alsoradke private student. The
teacher is a woman, Mrs. Summers, who is marridte €rotic dimension is
subliminal to the point of non-existence becausédvers on the dangerous
territory of lesbianism. Intimacy is beautifullyn@ered by a metaphor involving
swap of minds and swap of clothes. “The substahoeiiominds, like the contents
of our closets, was swapped and shared in a cantinand generous game” (433).

The loss of virginity, which is symbolic in the Msfieldian story, becomes
concrete and normal in the privileged environmdn¥ics. Summers’ home. “She
was encouraging our adolescence when everyonevalsextremely busy avoiding
it. In her time, she said, girls had been bounkittand flat” (433).

The ritual at the beginning of the class focusesMys. Summers who
opens the door herself. “She walked erect, pattiexghair to ensure that no grey
blonde strands had escaped the chignon, straigigtdrér gown; it was always a
gown, full and rich with colour. And always, juseéfbre she put her hand to the
knob, she prepared a smile. With the swing of tberccame a rush of smells:
furniture polish and perfume and smoke from the fiir the winter. And her voice,
across the threshold, ‘Elizabeth dear,” as if Sagal, delighted” (434). Here is the
teacher opening the door and the students areethvit. Students never open the
door themselves. The Mansfieldian teacher is mueterself-centred and creates a
more-knit universe which leads to suspicions of #omal bonds that break moral
conventions between adults and children. In Bursastbry, the female teacher
invites the child in. Only the smile accompanyihg tnvitation is common to both
teachers. They both rely on these private classd¢bedr main income source and
courtesy is a must. The smile is also for the comityiu Nothing that is not
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permissible is going on during these music lessdh& moral Big Brother can
relax.

Mrs. Summers lives together with her husband, Mm®&ers. It is a presence
that means a big difference in the narrative ecgnointhe short story. “I could always
feel Mr. Summers in the house when | took my lesfuosugh he never coughed or
answered the phone” (434), confesses the hard mgpgtildent of Mrs. Summers. The
big revelation happens after Mr. Summers’ deatte [ifa of the Summers was more
complicated than anybody would have imagined. Aupicof the married couple and
another picture of “five men, all young” (435) maka lot of difference. Among the
young me in the picture, there are Elizabeth’s dpfather and a couple: “[two others,
though not alike, leaned in a shared pose agdiastdods of large dark cars” (435).
They are lovers, we may easily presume. The contgpnuwmants to punish Mrs.
Summers’ permissiveness and her husband’'s wayfeof But Elizabeth’s mother
refuses to conform. Private music lessons wouldirmoa “My friends hounded me for
a while about the lovers, about the possibilitgleéper, darker things, eager for oddity
at least, not perversity” (436).

Notice that in Mansfield’s story the community issf spoken of. Matilda
hates her mother who is conventional and teasihg. rElation between Matilda
and her mother is a sample for the way in whicleydvomen want to impose the
patriarchal rule, from which they themselves mayehsuffered, upon the younger
ones. This is the only way they can think of inasrtb protect their offspring from
being punished for trespassing the unbeatable dfilpatriarchy. Robert Bullen, an
old bachelor, is careful not to arouse any sugpictbat might cut his precious income
and affect his public image. In Burnard’s storg #ipiphany leads to the revelation of a
lesbian continuum, in Adrienne Rich’s acceptandeam referring to Elizabeth’s
symbolic gesture to clean and paint the stairdliasSummers, becomes “what my
mother had once called a moral choice, a choidevibald make my life easier, or
harder” (437). Mrs. Summers’ reaction should bepating to Elisabeth’s hopes, a
hug and some sobbing that let go tension and @émds are not necessary. Nor are
they said, in fact. The thing unsaid is the gestina creates and accepts the
lesbian continuum. The writer does not feel thednde creating some verbal
reaction that might clarify the situation and itskavalence. “She came at me with
her arms out and though there was no way to teditindr she was going to pound
me or lean on me or hug me, | could not have rugr. khnds were firm on my
shoulders; the sound she made was loud and bnatalanost young” (437).

Both Mansfield and Burnard have a preference ferdhild figure. It is a
centrality that comes from the post-colonial coindit The historical youth of post-
colonial societies, the violence of the coloniaeeprises that imposed other values
upon entire communities and infantilized them ie khstorical game for power, all

2 In Adrienne Rich’s seminal essay “Compulsory Hisexuality and Leshian Existence” the lesbian conth
is a form of female solidarity, bonding that issglized, at one end and purely affectionate, atttner.
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these led to disquieting questions about roots fahde which affect, primarily,
children. The result is this predilection for infdm representation. The child is
both part of the post-colonial artistic and epistestrategy and a reader who is very
important for the young postcolonial literatures. His “Introduction” to his book
Voices of the Other and the Postcolonial ConfeRRbderick McGillis considers
that postcolonialism is an “activity of mind” (XXl In this acceptance
postcolonialism “is quite simply intent on bothkaowledging the history of
oppression and liberating the study of literatianT traditional and Eurocentric
ways of seeing” (XXII). Children’s literature andiitdren’s representation lead to
discussions about multiculturalism in its specifiostcolonialism shape, race,
cultural appropriation and pedagogy as a power that influences children’s
education. On the other hand, in postcolonial caliuthe child also becomes a
cultural symbol, a representation of the subaltieynhis very condition. He is
dependent upon the adults. In her bblmsettling Narratives: Postcolonial
Readings of Children’s Literatur€lare Bradford focuses on children’s literature
from Canada, the United States, Australia, New &ehl picture books and films
trying to “read” children as readers and citizem$é&come of postcolonial
nationd. She finds the ambivalent nature of these textshia multiplicity of
positions children can have against the postcoldrsme.

We find this ambivalence in Mansfield’s and Burrisushort stories as well. It
is beyond doubt that Katherine Mansfiel@se Wind Blowsand Bonnie Burnard’s
Music Lessonsan be included into the wide and, now, very eéfiscent field of
children’s literature. They can help the young ezadinderstand their own emotions
and the difficulty of getting inscribed into theawoidable patriarchal frame of post-
colonized and post-colonizing societies. They argtqgolonized in relation to their
historical past. They are post-colonizing in reatwith the power relations they
want to implement within their own space. On theeothand, in both these texts,
children are metaphors for any beginnings, fortpufor naivety, for innocence. The
huge difference between several generations of-qmshial writers, such as
Katherine Mansfield and Bonnie Burnard, is that \gimg emotions get more
overt and more diverse expressions and the conmfigrmdmmunities loosen their
grip upon individuals. The infantile metaphor erafubut hierarchies, at least,
seem less oppressive. The skies are opening.

3 This acceptance of postcolonialism may also beitapt for other cultural areas with so-called ypun
nations, such as Central or Eastern Europe. “Hostatism in literature refers to a self-conscicession
the part of emerging peoples of a history, a cgjtand an identity separate from and just as irapbas
those of the imperial “masters” (Roderick McGillimitroduction” Voices of the Other and the
Postcolonial Contextp. XXIII). There is still too little research aildren’s literature in these cultures
and the importance of the figure of the child dyrtine emergence of the young European nationin th
nineteenth century is yet to be tackled.
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MYTHOLOGICAL FIGURES IN CONSTRUCTING CHICANA
IDENTITY IN SANDRA CISNEROS’ SHORT STORIES

AMELIA NAN 1

ABSTRACT. “Mythological Figures in Constructing Chicana Iderity in Sandra
Cisneros’ Short Stories” Mexican-American writer Sandra Cisneros turnshie t
mythical-historical figure of La Malinche and Laokbna processing, reinterpreting
and adding to the valences of the two mytholodiicaires in order to rebuilt and
reassert Chicana identity. The aim of this studyoisnvestigate the way in which
Sandra Cisneros remodels and reinterprets thecessémwo of the most prominent
mythological female figures drawn directly from thispanic heritage of Mexican
American culture in two of her short storidsttle Miracles, Kept Promisesnd
Woman Hollering Creglwhere use of mythological figures for redefinidgntity is
most visible.

Keywords: women writers, mythology, La Llorona, La Malinct&andra Cisneros,
love, betrayal.

REZUMAT. ,Figuri mitologice Tn construgia identitgii chicana in povestirile
Sandrei Cisneros”. Scriitoarea americénde origine mexicaty Sandra Cisneros,
recurge la prelucrarea unor figuri mitico-istorit@ Malinchesi La Llorona, pentru
reconfiguraressi revalorizarea identiti Chicana. Scopul ludrii de fatd este de a
investiga modul in care scriitoarea alegjeesnodelezgi sa reinterpreteze aceste figuri
mitologice feminine, adanc #dicinate in metenirea hispanica culturii mexican-
americane, In ddudintre povestirile el,ittle Miracles, Kept Promises \WWoman Hollering
Creek povestiri construite prin utilizarea mitologicupentru redefinirea idenii.

Cuvinte cheie: scriitoare, mitologie, La Llorona, La Malinche, San@@isneros,
dragoste, tidare.

Women writers resort to the imaginative space othwipgy to better
understand the symbols by which women are descriteedhallenge patriarchal
hegemony and to raise “a new consciousness” asa@araldua calls it. (Anzaldua
in Larrington, 1992: 412). In the 1960’s feministigists opened towards feminine
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mythology. They turned to mythology to choose nafoesheir groups: the Furies
(lesbian feminist collective) or Cassandra (radiemhinist nurses). The Medusa
became a symbol of women’s rage against the plealtac system of values. In
myth and tradition lies power and therefore womeitens assumed the role of re-
building tradition and dismantling the conventiopatriarchal history by resorting
to mythological figures, popular tales and beliefs.

According to Roland Barthes, socially constructegths and narratives get
assimilated and naturalized, and form conceptuibahavioral patterns. Therefore, the
process of changing mentalites and attitude célis the repositioning and
reinterpretation of female mythological figurestlie process of reconstructing tradition
and identity. The trans-historical essence of mgtitbtheir multifaceted character allow
for shifting the perspective from which the stosytald. This mechanism functions as
means of empowerment and legitimates the claina fcinange in status: “We are the
myths. We are the Amazons, the Furies, the Witdheshave never not been here,
this exact silver of time, this precise place” (iRdidorgan in Larrington, 1992: 431).

The corpus of writings we have chosen in ordellistrate Cisneros’s way
of ‘manipulating’ two of the most prominent mythgloal characters in Mexican-
American mythology, La Malinche and La Llorona, sisits of two short stories,
namelyLittle Miracles, Kept Promiseand Woman Hollering Creelpublished in
the collection of short storiadoman Hollering Creek and Other Stotiesvolume
which was awarded the PEN Center West Award prize blest fiction and
nominatedBest Book of Fictiotny The New York TimemdThe American Library
Journal in 1991. The reason behind the choice residelénatithor’s artistry of
manipulating mythological figures in these partasuwo short-stories.

Little Miracles, Kept Promiseand Woman Hollering Creekshall be
investigated within contrastive approach in order understand how Sandra
Cisneros goes back to myths and history and presdbgir essence in an attempt
to reconstruct tradition and identity within thenomunity she represents.

Sandra Cisneros was called by Bwston Globéthe impassioned bard of the
Mexican border” (Gilbert and Gubar, 1996: 576)b#d goes back in time up to the
moment when these myths were born, witnesses amfls¢hem in a poetic manner.
Cisneros herself admitted in an interview by RoB#mbaum that while writing the
above-mentioned collection of short stories sherasd the role of the author as a
witness of the community,Caramelowas for my father and for the immigrants.
Woman Holleringvas for the communitydouse on Mango Streaas for my students.”

The writer belonging/witnessing (to) the communityjtes about/for that
community in order to create a sense of new awaset@ make them see/understand
themselves from a more complex perspective andsoffeem a new mythos by
which they can redefine their identity:

2 Interview with Sandra Cisneros by Robert Birnbaum, http:/Aww.sandracisneros.com/articles.php,
accessed on November 16
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“[...]to hold up mirrors: from the Mexicans to seesthselves from the point of
view of the Mexican-Americans. Mexicans-Americaost¢e themselves from the
point of view of the Mexicans, Americans as seerM®&xkicans, all those mirrors
that get refracted”. (Cisneros, interview RobernBaum)

Sandra Cisneros turns to the mythical-historiaglife of La Malinche and
La Llorona processing, reinterpreting and addingthie valences of the two
mythological figures.

La Malinche is a historical figure whose identityasv enriched and
transformed by myth. Most historians agree thatwgethe daughter of a noble Aztec
family whose life turned into a series of misfoearafter her father's death when she
was sold as slave by her mother. Her owner, Cactjiiebasco offered her to Cortes
as present together with other nineteen slave @inlsy changed her name into Marina.
Given her noble prior status, she was well broagltt educated: she could speak the
Mayan dialects used in the Yucatan while still ustésding Nahuatl, the language
used by Aztecs and several other Non-Mayan Indighertly she became Cortes’s
guide, translator, lover, confidante and some s&susay that she also played an active
role in Cortes’ strategic planning. She and Cdrsa son, Don Marin Cortes and, by
giving birth to the first ‘recordednetizg she becomes the mother of an entire nation.
There are several different versions on how tradiogiship with Cortes ended. History
says that when Cortes left for Spain, he marriadwith one of his subordinates, a
Castilian knight, Don Juan Xamarillo. However, thés also an alternative legendary
ending their relationship, which turns her into dugiivalent of the Greek Medea. She
is said to have killed her child by Cortes to getenge for his leaving her, obviously
believing that the child belongs mainly to the éath

Apart from the historical accounts, she survivedhanythological figure,
as the mother of the nation, of tietizos She was charged with negative symbolism
and associated with the negative aspects of néifideratity and sexuality. The term
‘malinchista’ derives from her name and the histori-ernando Horcasitas explains
that, “aMalinchistais a person who disdains the native ways of lifé always favors
the foreigner for profit or because of a feelingrdériority” (apud Taylor). So her
figure was charged with such concepts as “treasthetrayal,” and “sell-out.”
John Taylor points out political aspects into thecgssing of the character:

“Malinche was suddenly portrayed as the beautduigtress who conquered and
destroyed her own people. They effectively builtstitdnguage and imagery
around her in a deliberate campaign, with purellitipal objectives: to promote
the Indian heritage of the Mexican people, whilekimg Malinche into an “anti-
heroine, a national Judas,” and the scapegoalifee tcenturies of colonial rule.”

As John Taylor points out in his woReinterpreting Malincheher treason
is not necessarily that of her people. By deviatirgn expected behavior, La
Malinche is a traitor of her own community only ttee extent that she betrays
patriarchal values:
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“The nature of Malinche’s role as mistress to Puentero and Cortés, and later
as wife to Jaramillo, seems to make this so-cdBedual betrayal” plausible. But
what choice did she have? Being handed from mamato was not her choice, but
her fate. She was the victim of the patriarchalwig the time, that women were
objects for man’s exploitation. Her story was symhe of rape and misuse, first
by the indigenous people and later by the Spamd#hat could she have done?
What would she have accomplished by resisting?s8e, used her ability as a
translator to remain visible, and stood strong awoman in a man’s world.
Therefore, to accuse her of “sexual betrayal” imitsrepresent the evidence.”

The other female mythological figure we will anayagainst Sandra
Cisneros’ writings is La Llorona. La Llorona is &i€ano folktale which some authors
consider of Spanish origin. It tells the story thie' weeping woman’. The legend says
that there was a beautiful young girl, so awarbasfbeauty that she would refuse to
marry anyone but the most handsome man on earthti#nday came when a very
handsome man came into the village and took hleisasife and they started a family.
When her husband left her she threw her childrentire river out of madness. When
she realized what she had done she ran after tdtech The next day she was found
dead on the river bank. They buried her, but tigittrthey heard a shrieking cry of
"Oh my children!" Legend has it that she wandeesrilzer at night looking for her
children. Therefore, children are not supposedatobte by the river at night as La
Llorona might mistake them for her own children &ake them. A second version of
the La Llorona story is that she appears to youag who roam about at night. The
young men believe that she is a young, beautifuham but when they approach her
with sexual intent in mind, she shows herself ta kexrible image of death personified.

La Llorona has thus been associated with deathvaatdr. Even if this
figure is largely associated with evil; she alsodme a symbol of sadness and pain
and throughout the years the story has acquiredvadences and the tale came to
be associated with lost love and used in sad loesns.

Rudolfo Anaya, one of the founders of contempor&hjicano literary
canon, also uses this folktale figure in his bdble Legend of La Llorona: A Short
Novel (1984) suggesting that it derives from La Malincfidhe two characters
overlap. They both mate with the stranger and égpee a tragic tragic liberation
from motherhood and ‘wifeness’, symbolic for thenidé¢ of patriarchic values.
Thus, La Llorona is also attributed betrayal vaéenc

The figure of La Malinche apparently fascinatesi@®a Cisneros since she
uses this character or at least part of its syraboiin several short stories. There
are potential Malinces in her novehe House on Mango Stresst well. Betrayal of
the community through refusing the statute of veifel mother or through mating
with the stranger or even wanting to be with/like Others, all these are issues that
can be encountered in her writings. But in this ggagre shall investigate La
Malinche in the short storkittle Miracles, Kept Promisesand we shall see how
La Llorona is transformed iwoman Hollering Creek.
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Little Miracles, Kept Promiseis a collage composed of ‘millagritos’, short
letters containing requests, wishes, thanks, adéddeto a protective saint, to the
Virgin or to Christ. Apparently it has no centrarrator or character apart from the
shrine, which seems to be the only connector antloaign. However the last letter
frames the others and gives the reader some sensgganization through
opposition. All but the last one seem to follow same line of earthly concerns.
The letter of Rosario de Leon breaks with the athand turns towards a
monologue expressing the reflections of a womariroated with and aware of the
two different cultures she belongs to, that of @eistianity and that of the Aztecs.

The first part of the short story is assigned ®dbmmunity. It is made up
of the voices of the community, uttering their geshs evident in the lives of
Chicanos and Chicanas, which range from seriougotmic. They form one
heterogeneous whole in characterizing that pagicabmmunity of South Texas
Mexican — Americans in the same time offering a guamic perspective of
Mexican — American life in general, striving to eowith two distinct cultures. We
can find here voices that testify for the patrigcdinaditional society: the place of
the oldest daughter is at home, helping her pammis'she can just forget about
school’, the family depending on the man’s matesigbport, a young girl should
get married and become a mother, no homosexuglyoaed.

The multitude of tones rendered through the ustaof, lack of punctuation,
the use of Spanglish give the impression of dicechmunication reminding of the
oral tradition of the Chicanos, the styledefclamatoresnd of thecorrido.

The second part of the short story is the monolagurRosario de Leon and
it is here that we find La Malinche. Her voice ist @against the voices of the
community. She is the traitor who would not acdegive by the patriarchic rules.
Her betrayal consists of refusing to play the rsiee is supposed to within the
community, the role imposed upon her by her beiomta female. One can find
other possible Malinces among the other femaleegitVe have for instance Ms.
Barbara Ibanez who says:

“Can you please help me find a man who isn’'t a paithe neglas. There aren'’t
any in Texas. [...] Can you send me a man man. | ngameone who’s not
ashamed to be seen cooking or cleaning or lookieg kimself. [...] I'll turn your
statue upside down until you send him to me. I'ueyp with too much too long,
and now I'm just too intelligent, too powerful, tbeautiful, too sure of who | am
finally to deserve anything else. ” (Cisneros, 19018)

She does challenge to some extent the mentalitlteotommunity by not
accepting that a woman should be a ‘washing-coe&hilgiren raising machine’,
but still she wants to preserve a pure form of womeed: become a wife and
probably procreate.

There is also Teresa Galindo who found a man, lheitrsalizes that being
a wife is a cross she cannot carry:
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“... you granted me my petition and sent, just asKed, a guy who would love
only me, because | was tired of looking at girlsiyger then me [...] with a guy’s
arm hooked around their neck.

So what is I'm asking for? Please, Virgencita. lilfiis heavy cross from my
shoulders and leave me like | was before, wind gnneck, my arms swinging
free, and no one telling me how | ought to be.”2j12

The subtlety of her request, it's lack of strengtid determination to fight
the coercions of society turns her into failing Mahe. There would be another
somehow paradoxical La Malinche, Benjamin T. wha isomosexual and thus a
traitor of the traditional values in a reversed widgwever he is too silent and too
is afraid of anyone finding out about his sexuaf@rences.

The only ‘real’ La Malinche remains Rosario — a Mehe with a voice
and an attitude. She cuts her hair and stronglysesf to be anybody’s wife or
anybody’s mother. She is an artist and only meratogved to be artists.

“I don’t want to be a mother.
| wouldn’t mind being a father. At least a fathe@uld still be artist, could love
somethingnstead osomeongand no one would call that selfish.”(127)

She is also aware of her hybrid nature, of herorgihg (and not-
belonging) to two different cultures at the sanmeeti There is Christianity on one
hand and the tradition of the ancient Aztec wasrion the other: “ I'm a bell
without a clapper. A woman with one foot in thisndoand one foot in that. A
woman straddling both. This thing between my I&gss unmentionable.” (125).
She strongly assumes her role as La Malinche, dreditton as the traitor, the one
ready to demolish the pre-established patriarcteshichy of values. Not only does
she refuse to be like the other women in the fanbili she is almost ‘one of them?,
one of the whites/ the Others. She integrated @air teystem, she is educated,
awaken and aware. She crossed the border througtatish, and the need of
education for women is one of the main claims effédminist movement.

“don’t think it was easy going without you. Dortiink | didn’t get my share of it from
everyone. Heretic. Atheisialinchista. HaciconaBut | wouldn’t shut my yap. My
mouth always getting me in troublg that what they teach you at the university? Miss
High-and-Mighty. Miss Thinks-She’s-Too-Good-For-Bsting like abollila, a white
girl. Malinche.Don't think it didn’t hurt being called a traitofrying to explain to my
ma, to myabuelawhy | didn’t want to be like them.” (128)

The story of Rosario revolves around the Virgia,she herself feels La
Malinche, thus reiterating the Mexican paradigmjchittonsists of the opposition
of the two as positive versus negative exampldsebfvior for a woman within the
traditional society:

“The nationalists’ purpose was to indoctrinate worima accepting a subordinate
position to men, making them socially, physica#lyd psychologically dependent,
and transforming them into invisible, lifeless, wbess, devalued objects. Thus,
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the nationalists created a paradigm for Mexico wothlarized perspectives of
women: Malinche represented pure evil, the ‘MexiEae,” on one side, and Mary
the mother of Jesus represented supreme d@odtjrgen on the other. Virginity
and fidelity were the highest womanly virtues; Mahe, therefore, was used as an
example of a woman who deviated from expected fernahavior.” (John Taylor)

Assuming the role of Malinche, Rosario went bazckhe roots in order to
understand who she is. But the process has noteBthe has to learn how to cope
with her situation of being ‘in-between’. As Jealyait says:

"Rosario rejects Guadalupe, re-examines her, erabrager, and finally
reconstructs her as a figure that she can underdiaa with, and use as a model.
To revise the traditional icons is to empower orfésé¢Wyatt in Messinger
Cypess, 2000: 132).

And since she turned to her Aztec ancestors irerotd analyze her
position in the community, she will do the samenghto understand the Virgin.
This is why she can hardly accept the Virgin Maryhaut any elements of her
own ancient culture; Rosario is a hybrid and thenatithic univocal image of the
Virgin will not fully satisfy her needs.

“I wanted you bare-breasted, snakes in your hahdsanted you leaping and
somersaulting the back of bulls. | wanted you swéilg raw hearts and rattling
volcanic ash. | wasn't going to be my mother orgrgndma. All that self-sacrifice, all
that silent suffering. Hell no. not here. Not méCisneros, 1991: 127)

At this point Sandra Cisneros introduces anothethoiggical figure, that
of the Virgin of Guadalupe who appeared as a vismra newly christianized
Aztec, Juan Diego, speaking Nahuatl, and askingfdnurch on Tepeyac hill, the
place where a temple of Tonantzin used to be beftdnas been destroyed. The
syncretism Virgin of Guadalupe — Tonantzin is quitevious. And it is only
through the understanding of these two differeninisgls that Rosario will
understand how to be her mother’s daughter andtmstor’s follower:

“l don’t know how it all fell in place. How | undstood who you are. No longer
Mary the mild, but our mother Tonantzin. Your chuethlepeyac built on the site
of her temple. Sacred ground no matter whose geddegms it. [...] When |
learned your real name is Coatlaxopeuh, She WhoDMdasinion over Serpents,
when | recognized you as Tonantzin, and learned yaunes are Teteoinnan,
Toci, Coatlicue [...] when | could see you as NuesSenora de la Soledad,
Nuestra Senora de los Remedios, Nuestra SenoRedettuo Soccoro, [...] Our
Lady of Sorrows, | wasn’'t ashamed, then, to be mythers daughter, my
grandmother’s granddaughter, my ancestor’s ch{lt8)

There are some traces of a similar religious strsn in the first part of
the short story too. We have some letters addrdestttisto Negro de Esquipulas”,
“Miraculous Black Christ of Esquipulas” or even‘®evan African Powers.”
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Sandra Cisneros reprocesses and reinterprets LiadWals betrayal. The
action of the historical Malinche is transformed! @scapes the literal interpretation,
that of national treason. It gains new and broadéznces that might apply to any
culture, it is the refusal of a woman to abide ly traditionalist patriarchal rules.

The other short story we are investigatiligpman Hollering Creelbears
strong essential similarities to the previous dhelso deals with the challenging
of the patriarchal rule, but in a different way.€llone is more tragic then apologetic
and the mythological figure used here is of a niaagic natureWoman Hollering
Creekdescribes the hardships of Cledfilas’s life asaaried woman. She and her
husband have come from Mexico to the United Statelsshe has the experience of
the misfit. She cannot adapt to the new locatidmgckvproves to be less liberating
for the Mexican woman then Mexico, “because then®¥ere are built so that you
have to depend on husbands. Or you stay home.” &8&8n worse, she cannot
adapt to the condition of a beaten wife.

The thing that most preoccupies her is the namiaeérroyo, the small
rivulet, that runs behind her house, Woman Holtgi@reek. She keeps on asking
why was the lovely creek given such a funny nanug,no one knows, nor cares.
She recurrently asks whether it was pain or arfgggrrhade the woman holler. She
behaves as if this would have been a major prollednher entire life depended on
that, and this turns out to be true eventually. Boev one day she remembers of
La Llorona, and even hears the weeping woman gditinher:

“Is it La Llorona, the weeping woman? La Llorona whmwined her own
children. Perhaps La Llorona is the one they namedcthek after, she thinks,
remembering all the stories she learned as a child.

La Llorona calling to her. She is sure of it. Cleg8gilsets the baby’s Donald Duck
blanket on the grass. Listens. [...]JLa Llorona” (51)

Cledfilas is not a literal La Llorona. Probablygather with the neighbor
ladies, Soledad and Dolores who were “too busy rebbeging the man who had
left through either choice or circumstance and wonéver come back.” (47).
However, she is still linked to the figure of Laokbna since Sandra Cisneros
conceived her as a reversed version of the mytfigale, the complementary part
of La Llorona. She is both the abused and the dneleaves. Leaving her husband
is an act of rebellion, probably the most unpartmaaction a woman could
commit within the macho society described in thershtory:

“Maximiliano who was said to have killed his wifétlivan ice-house brawl when she
came at him with a mop. | had to shoot, he had saide was armed. Their laughter
outside the kitchen window. Her husband’s frieddanolo, Beto, Efraim, el Perico,
Maximiliano. Was Cledfilas just exaggerating asthesband always said? It seemed the
newspapers were full of such stories. This womandamn the side of the interstate. This
one pushed from a moving car. This one’s cadavisrphe unconscious, this one beaten
blue. Her ex-husband, her husband, her lover, diberf her brother, her uncle, her
friend, her co-worker. Always.” (52)
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Her rebellion is as well a challenging of the pba#ntric hegemony. By
leaving her husband she finds out that the holjeisnneither pain, nor anger, but
liberation and victory. For her, the hollering waso for Mexico, the homeland,
the place she belonged to.

“Can you imagine, when we crossed #nmeoyo she just started yelling like a crazy
[...]- Who would've thought? Who would’ve? Pain ogeaperhaps, but not a hoot
like the one Felice had just let go. Makes you wantholler like Tarzan, Felice
had said.” (56)

The woman who hollers this time is Felice, therglriwho helps her run
away. Felice is a single independent woman, the kifi Malinche investigated
above. She does not depend on a man and owns Inecawhat she had chosen
herself. Felice actually offered Cledfilas an altgive to what Cledfilas represents
and also gave her the opportunity of crossing threldr to a new way of being a
woman. The symbolism of crossing borders and ggirdnnew identity and
consciousness is symptomatic for the assertion ahen within the patriarchal
society and for women writers within the male doatad literary canon.

Cisneros’ new mythos carries more than reinteapigat and redefinition.
She gives women the power of primary ‘symbolizargl points out the importance of
this cultural heritage in the building up of a Gino culture and identity and tries
to raise that sense of awareness that Chicanosstarted fighting for in the 60’s.
Cisneros is perhaps the most ‘visible’ Chicana minstream literary circles and
she is probably one of those who represent bestgheoccupations by addressing
themes of identity, poverty, gender.

BIBLIOGRAPHY

Cisneros, Sandrd¥oman Hollering Creek and Other Storidéew York, Random House,
1991, 134p

Emory, Elliot (ed.):Columbia Literary History Of The United Staté&ew York, Columbia
U. P., 1988, 1269p

Gilbert, Sandra M. and Gubar, Susan (ethe Norton Anthology of Literature by Women
2nd ed. New York: W.W. Norton, 1996, 2457p

Hayes, Joe ka Llorona/ The Weeping Womaéal Paso, Cinco Puntos Press, 1998, 32p

Messinger Cypess, Sandilaa Malinche in Mexican Literature. From History toyi,
Austin, University of Texas Press, 2000, 240p

Messinger Cypess, SandRrofile on La Malinchdor Harpur College Alumni Newsletter,
vol. 1, 1992. 3p.

Larrington, Carolyne (coord)The Woman’s Companion to Mytholpdyondon, Harper-
Collins Publishers, 1992, 480 p

Veigla, MartaSpiders and Spinsters: Women and Mytholdéyuquerque, University of
New Mexico Press, 1982, 342p

121



AMELIA NAN

Webography:

Lenchek, Shep'La Malinche" - Harlot or Heroinehttp://www.mexconnect.com/articles/224-
la-malinche-harlot-or-heroineaccessed on December 16, 2010.

Taylor, John Reinterpreting Malinchehttp://Juserwww.sfsu.edu/~epf/2000/jt.htadcessed on
December 16, 2010.

Interview with Sandra Cisneros by Robert Birnbaum,
http://www.sandracisneros.com/articles.php, acaeeaeDecember 16, 2010.

122



STUDIA UBB PHILOLOGIA, LVI, 4, 2011, p. 123-139

VOICES FROM BEHIND THE VEIL: SOME PERSPECTIVES ON
THE WRITINGS OF INDIAN MUSLIM WOMEN
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ABSTRACT. “Voices from behind the Veil: Some Perspectives on the Writings of
Indian Muslim Women”. The paper analyzes the importance of education for Muslim
Indian women as well as the evolution of several Indian women writers.

Keywords: education, woman, Muslim, liberalization, voice

REZUMAT. ,,Voci din spatele valului. Citeva perspective despre scrierile femeilor
musulmane din India”. Aceasta lucrare analizeazd importanta educatiei pentru femeile
musulmane din India, precum si evolutia unor scriitoare indiene.

Keywords: educatie, femeie, musulman, liberalizare, voce

Muslims form the largest minority of the biggest democracy of the world.
The influence of Islam is India is often traced to the advent of Arab traders to the
coasts of southern India in the 7" century. Trade and commerce with Arab traders
was one of the many reasons behind cultural amalgamation of Indian ethos with
those of Islamic world. However, various other historians credit Muhammad Bin
Qasim and his armies, who came to India in 712 CE, for the introduction of the
new religion of Islam. In the 14" century the influence of Sufism, which originated
in Persia and Central Asia, reached Kashmir. Furthermore with the political control
of Delhi Sultanate and the dominance of Mughal rule, a number of people
embraced the new ways of life. Islam, as a cultural force, came to India at different
periods of time and influenced the manners and morals of Indian community.
Mughals (Muslim rulers) ruled India for nearly two centuries and the end of the
empire came in 1712 with death of last Mughal emperor, Bahadur Shah Zafar.

Tracing the voice of Muslim women in early social and literary history
often becomes challenging because of the rare presence of Muslim women in
public life. The ideology of seclusion was prevalent in Muslim elite society.
Purdah was a distinctive aspect of Muslim women’s lives, particularly of Muslim
elites but it was totally absent in the houses of the working class. The concept of
Purdah has various connotations in the Muslim world. It refers to the traditional and
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modest dress code for Muslim women, i.e. they wear loose clothes to hide the
contours of their body and cover their head with a headscarf. In the beginning
Purdah was considered to be the status symbol of elite Muslim women but later it
distorted into a marker of feminine ‘respectability’ amongst aristocrats. The houses
of Muslims aristocrats were divided into two portions — ‘Mardana’ and ‘Zenana’.
Men lived in the portion called Mardana, whereas women were confined to Zenana
where males’ access was prohibited unless they were family members. The role of
perfect women was defined by patriarchy. Those women were considered to be good
who remained within the four walls of their house. Women’s duties were limited to
the domestic world, i.e. serving family and children. Women’s education was
generally restricted to religious knowledge. Indian Muslim girls and boys were
educated in Maktabs (local primary schools) but there was no provision for higher
education for girls. The affluent class often afforded private home-tutors for their
girls’ education which was restricted to learning the Quran (the holy book of
Muslims), and vernacular languages, such as Persian and Urdu.

The first known writing by a Muslim Woman in India goes back to the
period of the Mughals. It was written by Emperor Babur’s daughter Begum
Gulbadan. She wrote Humayun-Namah in 1587. She is fondly remembered as
‘Princess Rose-Body’ by the English translator, Annette S. Beveridge, who
translated the Persian document into English in 1902. Until then, the existence of
Gulbadan’s Humayun-Nama was little known. Begum Gulbadan was born in 1523
in Kabul, Afghanistan and was brought to India as a child. The Mughals were great
admirers of art. They paid much importance to art, architecture and literature. They
appointed people to document their own life and reigns. Emperor Akbar’s reign was
documented in Akbar-Nama written by the Persian scholar Abul Fazl and Emperor
Babur’s reign was documented in Babur-Nama. Akbar wanted the reign of his father,
Humayun, to  leave written records. He assigned this task to his aunt Gulbadan
Begum. He invited her to write whatever she remembered about her brother’s life.
Gulbadan Begum accepted the challenge and wrote a text titled Ahwal Humayun
Padshah Jamah Kardom Gulbadan Begum bint Babur Padshah amma Akbar
Padshah. Later it became famous as Humayun-Nama. She writes:

In the name of God, the Merciful, the Compassionate!

There had been an order issued, ‘Write down whatever you know of the doings of
Firdous-Makani (Babur) and Jannat-Ashyani (Humayun)’. At this time when his
Majesty Firdaus-Makani passed from this perishable world to the everlasting
home, I, this lowly one, was eight years old, so it may well be that I do not remember
much. However in obedience to the royal command, I set down whatever there is that
I have heard and remember (Begum, 83).

Memories and recollection became the source of writing. She had not used
highly flowery language. Written in simple Persian, the style of Humayun-Nama is
based on Babur-Nama. It is a simple setting down of what she knew, remembered
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or heard. In her work, she appears to be a simple, pious, and cultured woman. Besides
giving the details of feasts, works and architecture of Mughal world, Gulbadan Begum
also tells about her journey to the Muslim shrine of Mecca. The first part of her text
relates about Humayun’s rule after her father’s death and Humayun’s struggle after
his defeat. The latter part also deals with life during the Mughal period. The memoir
was lost for centuries. The text is the testimony of an elite woman who remained the
mute witness and the silent observer of the glory and the magnificence of a world
where men ruled and women remained under the confines of their home.

The end of the Mughal rule and the dawn of the British Empire brought
various major socio-cultural changes in the lives of Indians. The traditional Indian
society faced Western modernization with the advent of colonization. English was
introduced as language in India. The British policy of introducing English in India was
underlined in Lord Thomas Babington Macaulay’s ‘Minute on Indian Education’
(1835). Macaulay's Minute formed the basis of the English Education Act of 1835,
proposed by the Governor-General William Bentinck. English became the medium
of instruction in Indian education , it replaced Persian as the official language at courts,
in administration, and diplomacy. Only those who had Western education and
could speak English were eligible for government employment. According to
Macaulay the objective of the British educational policy in India was "to form a
class who may be interpreters between us [the British] and the millions whom we
govern; a class of persons, Indian in blood and color, but English in taste, in opinions,
in morals, and in intellect."

Although, the primary aim of introducing English was to strengthen the
colonial hold over India, this also opened new vistas of thoughts for the educated class.
Indian Reformers, such as Raja Ram Mohan Roy and Sir Syed Ahmed Khan
advocated the modernization of English education. The educated class was introduced
to a liberal culture which often made them realize the inferiority of some of the native
social system. The Native intellectuals raised their voice against social evils, such as
the sati (the Hindu practice of burning the wife on the funeral pyre of her husband) and
Jjauhar (women killed themselves in order to save their honour). In earlier Indian
society women’s roles were defined by patriarchy. Indian women had access only to
domestic manuals such as Maulana Ashraf Ali Thanvi’s Bishisti Zewar (The
Ornaments of Paradise) and Uma Debi’s Balika Jivana (Life of Girls) which defined
their role inside their homes. After the imposition of the British rule, secular English
manuals based on British domestic manuals, such as G. Oram’s The Book of Domestic
Duties and Emma Drake’s What a Young Wife Ought to Know, appeared on the Indian
market. The position and status of women in society was also questioned by the
educated Indian. Some women began to appear in public sphere. They came out of
their cocooned life.

2 “Minutes by Hon ble T.B Macaulay, dated the 2 February 1835”. Project South Asia 20" October 2010. Web.
Retrieved from http:/www. mssu.edu/projectsouthasia‘history/primarydocs/education/Macaulay001.htm
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Bengal was the first province in India confronted with Western modernity.
The elite class of Bengali Hindus supported modernity and English education. As
women were educated, they began to feel an increase urge to voice their feelings. The
Muslim-elite also joined their Hindu counterparts and encouraged women’s education
and emancipation. Rokeya Sakhawat Hossain was one of them. She was a political
activist, an educator of Muslim Bengalis in early twentieth century. She was one of the
earliest women writers of Indian subcontinent. She wrote in Bengali and English. In
her work she emphasizes the role of education and intellectual freedom.

Rokeya Sakhawat Hossain was born at Pairaband, Rangpur district (now a
part of Bangladesh), in 1880. She was from a conservative Muslim family where
women observed purdah and were secluded to zenana. She learned Urdu and
Arabic from a private tutor at home and her elder brother taught her English. At the
age of sixteen she was married to Khan Bahadur Syed Sakhawat Hussain who was
a magistrate in Bhagalpur (Bihar, India). Khan Bahadur was a progressive and
liberal man who had been to England for higher education. He also encouraged her
wife to write and read Indian or foreign literary works. Rokeya improved her
command of English in the company of other formally educated elite class ladies.

In Sultana’s Dream, she envisioned the change of conventional gender
roles and she imagined a Ladyland where women had full control of every sphere
of life. Tharu thinks that Sultana’s Dream is “probably the first such work in Indian
literature™. In Sultana’s Dream, Rokeya presents ‘Ladyland’ as a utopian society
where the manners and morals of contemporary society were changed. She creates a
matriarchal society where women govern and men follow women. Rokeya’s
imagination of such social structures is in direct contrast with the domestic seclusion of
women of her time where females were confined to ‘zenana’. In her fictional world
women are liberated and men are cabined, crippled and confined inside ‘mardana’
a term she uses as a direct opposite to the social norms of female seclusion. In
Ladyland, men lost their position as they believed in physical strength rather than
intellectual abilities. When a neighbouring country attacks them, they are unable to
defend themselves and the Queen has to give them shelter and protection:

...the Queen called upon all the men to retire into zenanas for the sake of honour
and liberty. Wounded and tired as they were, they took the order for a boon! They
bowed low and entered the zenanas without uttering a single word of protest.
(Hossain, 10)

Rokeya not only presents men as tired and helpless creatures but she also
presents women protecting them. In Oriental societies the task of saving the
‘honour’ of women is on men but in her fictional world Rokeya inverts all the
norms of contemporary society. Rokeya reveals the masculine hypocrisy that men

3 Tharu, S & Lalita K. (ed.) ‘Rokeya Sakhawat Hossain’. Women Writing in India, vol 1. New Delhi: Oxford
India, 1993. p.342. Print
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perform out-of-door work and their pretence that they belong to the world of work.
She brings forward the emptiness of such masculine claims. In the story Sara tells
Sultana:

...they [men] do not. They dawdle in she away their time in smoking. Some smoke
two or three choroots [sic] during the office time. They talk much about their
work, but do little. Suppose one cheroot takes half an hour to burn off, and a man
smokes twelve choroot daily, then you see, he wastes six hours everyday in sheer
smoking. (Hossain, 15)

The literary technique of ‘dream’ provided an opportunity to transcend the
grim realities of the contemporary society which was hostile to female psyche. In
her analysis of Sultana’s Dream, Seemin Hasan comments:

Dream sequences, shadowy and associative memory, futuristic visions are interwoven
in Rokeya’s story. The dream mode is used as a powerful tool to expand the
boundaries of human thought. Sultana, the protagonist, dreams of an ideal world,
Ladyland, where the lost matriarchal society is regained. The word ‘Sultana’ refers to
the wife of ‘Sultan’ or ruler. The name of the protagonist serves as an ironic contrast to
the scientist Queen of Ladyland who is independent of any male support. Ladyland is a
utopian space since it represents an ideal feminist space. Sultana’s Dream employs
utopia to inspire those women who suffers within patriarchal societies. Ladyland
represents the liberating prospects of women, particularly Rokeya herself. *

Recognizing the hostility of contemporary society towards female education,
she wanted to bring about changes in people’s attitude towards female education. She
gave importance to women’s education as she believed that women’s liberation is
impossible without the educational empowerment of women. She tries to debunk the
social myth about female intellectual inferiority. One such myth referred to the smaller
size of women’s brain. Women were considered intellectually subordinate because of
the size of their brain. Rokeya takes up the issue in Sultana’s Dream. She asserts that
the size has nothing to do with the intellectual capabilities. After admitting the bigger
size of man’s brain she makes her character speak, “Yes, but what of that? An elephant
also has got a bigger and heavier brain than a man has. Yet a man can enchain
elephants and employ them, according to their own wishes” (Hossain, 9). One of the
causes of social backwardness of Indian women was the lack of modern education and
opportunities. This seems to be reason behind her portrayal of educated Sister Sara in
her utopian society of LadyLand.

She dealt with the same issue in Padmarag, where she presents a perfect
system of female education. In fact, she presents education as the possible remedy for
the plight of women. Suliaman, the older brother of the main protagonist, Zaynab, says,

* Hasan Seemin. “Feminism and Feminist Utopia in Rokeya Sakhawat Hossain’s Sultana’s Dream”.
Behind the Veil: Representation of Muslim Women in Indian Writings in English 1950-2000.Ed.
A.R Kidwai. New Delhi: APH Publication Corporation, 2007. p. 91. Print
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“You be prepared for life-struggle. I will make you ready for that and enrich you with
proper education so that you will not have to submit yourself in marriage to any
depraved man for provision’ (Hossain, 35). Rokeya depicts the marginalized status of
women in society through the characters Zaynab, Saudamini and Helen. The two
characters are victims of Indian society whereas Helen is the victim of English
oppression. Rokeya seems to be portraying the universal plight of the suppressed
women. Manners and modes may differ in different societies but women’s subordinate
position is same everywhere. With the portrayal of the bold character of Zaynab who
rejects the patriarchal demand of treating women as ‘earthen dolls’, she shows that
marriage is not only the ultimate goal of a woman’s life and domestic duties are not her
final destination. Instead of sacrificing her life on the altar of marriage, she moves
ahead and devotes herself to the service of humanity. Her journey from her
homelessness to her refuge in Mrs. Sen’s Tarani Bhaban (Tarani Compound)
symbolizes her emancipation from the suppressive patriarchal order. She creates an
identity for herself. Rokeya also depicts the colonial exploitation through an episode
about a colonial indigo plantation and the confiscation of land by the colonizers.

The most remarkable thing about Rokeya is that while talking about a
futuristic vision of modernization of contemporary society, she remained true to
her religion and culture. Perhaps she understood the true spirit of her religion,
Islam. She herself observed hijab/purdah (veil) but she never let her purdah come
in her way. She understood that purdah was part of the modest Islamic dress code
but seclusion was not an Islamic way. For the Western imagination, hijab/purdah
might be an emblem of female oppression and a hijab clad woman might be an
epitome of the repressive Islamic tradition but Rokeya’s perception of the
traditional Islamic dress code is in no way similar to those of the West. In one of
her essays ‘Unnatir Pathe’ (On the way to progress), she criticizes Muslim women
who were abandoning purdah and adopting Western dresses. Rokeya’s work
reveals gender inequality. She emphasizes that men and women are equal and
domestic confinement and women’s absence from public life are responsible for
women’s secondary status in society.

Indian society was undergoing rapid social changes; women’s issues were
gaining impetus. In 1917, a delegation of Women’s Indian Association (WIA)
consisting of fourteen women, such as Sarojni Naidu, Annie Besant, Begum Hasrat
Mohani and others met Edwin Montague, the Secretary of State. They presented a
memorandum about women’s enfranchisement. In Aligarh, Shiekh Abdullah and
Begum Abdullah were trying hard to found a residential college for girls. The elite
class women supported the noble cause of female education. Begum Sultan Jahan,
the Royal Begum of Bhopal, was involved in the issue of female education among
Indian Muslims. She came all the way from Bhopal to Aligarh to inaugurate
Women’s College at Aligarh. It is said that she used to encourage educated girls by
giving gold bangles. Women started coming out of the four walls of their houses.
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The sense of loss, the awareness of injustice, the resentment of patriarchy — all
became subject of the writings by Indian women. In the 1940s, the few Muslim
women writers described the quiet lives of women behind the four-walls of their
houses. Igbal-un-nisa’s Purdah and Polygamy in an Indian Muslim Household
(1945) reveals the life of Muslim women in seclusion and confinement. In the
novel Zohra (1951), Zeenuth Futehally tackles the theme of suppression and
marginalization through her protagonist, a Muslim girl Zohra

Attia Hosain, another Muslim novelist, records the marginalized existence
of woman in society. Attia Hosain was born in 1913. She grew up in an elite
Kidwai family, in Gadia, Barabanki, near Lucknow. Her collection of short stories
Phoenix Fled was published in 1953. Another one of her publications was Sunlight
on a Broken Column, which came out in 1961. Like Rokeya, Attia was also born
and brought up in a colonized conservative society but she had advantage of
receiving English education. She studied at La Martiniere School and Isabella
Thouburn College in Lucknow, and later graduated from University of Lucknow.
After graduation she married Ali Bahadur Habibullah, son of Mohammad
Habibullah, former Vice Chancellor of the University of Lucknow. She moved to
Britain in 1946 when her husband was appointed in the Indian High Commission.
In England she worked for the Urdu section of BBC London.

Sunlight on a Broken Column is a famous partition novel set in the 1930’s.
The novel presents the trauma of Indian partition. The novel is semi-
autobiographical and it covers a span of twenty years in the life of orphan Laila
who belonged to a family of Muslim Talugdars (landowners). In these twenty
years the life of Laila changes. From a young girl of fifteen she turns into a
widowed mother of a girl of the same age. The novel focuses on the conflict
between tradition and modernism. Attia presents Laila as a girl who is conscious of
the political changes of her contemporary time. Through her, Attia represents
problems of the Muslim who chose to stay in India.

Attia shows that women were denied participation in the public sphere.
The rules for women were designed by patriarchy. The important of modesty for
women was stressed by the purdah and the zenana. Most women characters in
Sunlight on Broken Column are treated as meager characters that need constant
protection. The pathetic condition of conservative Indian families is presented by
the character of Zahra (cousin of Laila). The former is prepared all her life only for
marriage and the requirements of young men who would marry her:

She has read Quran, she knows her religious duties; she can sew and cook, and at
the Muslim school she learned a little English, which is what young men want
now (Abid, 35).

Laila emerges as a rebellious character. She falls in love with Ameer, a
commoner, and marries him. On her quest for individual identity and personal
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satisfaction, Laila leaves her home. She is considered a ‘defiant’ and ‘disobedient’
woman who has no concern for the dignity of family. Through Laila’s protest against
patriarchy, Attia rejects the repressive gender norms of society. She understands the
importance of education. She does not give up her habit of reading even after many
persuasions. She even faces strong opposition against her interest in education. In
the very first part of the novel Hakimun Bua, her domestic help, advises her:

Your books will eat you. They will dim the light of your lovely eyes...and then
who will marry you, owl-eyed, peering through glasses? Why are you not like
Zahra, your father’s — God rest his soul — own sister’s, yet so different from you?
Pull your head out of your books and look at the world (Abid, 10).

Throughout the novel, Laila remains a mute witness to the historical and
social changes of her contemporary time. Attia Hosain does not merely present a
contemporary upheaval, but she also tries to depict Laila as an individual woman.
She ‘leads a cocooned life. She exists only on margin, watching silently and
passively all that happens to and around her’ (Abid, 10). In her analyses of the
silence and the plight of Laila in Sunlight on a Broken Column, A R Kidwai writes:

Such a description of Muslim women has been a part of the history of literary
Orientalism. The stereotype is of a hapless, helpless Muslim women reeling under
patriarchal oppression, husband’s tyranny, gender-related violence and exploitation
and subjugation in the name of religion and family and social norms.’

Sunlight on a Broken Column cannot be merely regarded as a novel of
women’s plight. Although Attia devotes most of the novel to the pain and suffering
experienced by Laila as a subjugated woman in a conservative society, the novel is
also a social commentary which records the cataclysmic period of Indian partition.
Set in the waning period of British colonization, the novel deals with the issues of
Indian freedom movements, political upheavals and polarization of Hindu-Muslim
community.

The problem of writings in English is that they have a limited circle of
readers in India. Before independence (1947) these writings were just limited to an
elite class. The writers who wanted to reach a larger number of readers used
vernacular languages. Among Indian Muslims, Urdu and its varieties becomes an
appropriate linguistic channel. Although Muslim women writers, such as Rasheed
Jahan, Ismat Chugtai, Siddiga Begum Sehvari, wrote primarily in Urdu, their
works in translation are easily available. Qurratulain Hyder and Zahida Zaidi wrote
in Urdu and translated their own work into English.

Rasheed Jahan came into literary limelight after the publication of her
famous short story ‘Dilli ki Sair’ (A Pleasure Trip to Delhi) and her play Parde ke

> Kidwai, A.R. “Death of a Beautiful Women” Qurratulain Hyder on Attia Hosain”. Journal of Faculty of Arts,
vol. 3, Nos.1-2. (2004), p. 61. Print
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Peeche (Behind the Veil) in the anthology Angare (1931) written in Urdu. She is
often remembered as a precursor of a new age in women authored Urdu literature.

Rasheed Jahan was born in Aligarh. Her father Sheikh Abdullah, fondly
remembered as ‘Papa Mian’, was the founder of Women’s College at Aligarh Muslim
University, India. Although born in Muslim family, she was influenced by Marxist
ideologies and she worked for communist parties. Rasheed Jahan was a trained
gynecologist but she had a knack for writing. Her collection Aurat aur Dusre
Afsane wa Drame (Women and Other Stories and Plays) was published in Lahore,
Pakistan, in 1937. She wrote and directed plays including the adaptation of works
of Anton Chekhov, Munshi Premchand, and James Joyce. Rasheed Jahan is mostly
interested in the plight of women and what they can do to shatter the chains of
patriarchy and social tyranny.

She was also a prominent voice of the Progressive Writers’ Association
(formally inaugurated in 1936 at a seminar in Lucknow). Many critics credit the
publication of Angare (Live Coals) as the foundation event of the association. This
controversial anthology contained some ten short stories written in Urdu language
by four writers: Sajjad Zaheer (the editor), Ahmed Ali, Mahmuduzzafar, and
Rasheed Jahan, the only woman in this group. All these four writers belonged to
elite Muslim families. Sajjad Zaheer and Ahmed Ali were educated in England and
were under the influence of various European literary movements. Mahmuduzzafar
and Rasheed Jahan belonged to the educated class, later being trained as a doctor at
the Lady Hardinge Medical College, Delhi.

The anthology mentioned above received a scathing response from the
community and the authors were blamed for having intoxicated English culture in
the subcontinent. As a response, the British government banned the publication of
the anthology but the authors never regretted their creative endeavour.
Mahamuduzzafar, one of the authors, wrote a public letter:

The authors of this book do not wish to make any apology for it. They leave it to
float or sink of itself....They have chosen the particular field of Islam not because
they bear it any ‘special’ malice, but because being born into that particular
society, they felt themselves better qualified to speak for that alone. They were
more sure of their ground there. ®

The short story A Pleasure Trip to Delhi (Dilli Ki Sair) is written as a
flashback. It is a story of Mallika Begum who becomes the first women from her
city to go to Delhi to see the sights. After returning from Delhi, she invites other
women to listen to her stories about Delhi. At the station, her husband meets an old
friend and goes off, leaving her alone. Mallika Begum describes her dreadful
experiences at the Delhi station. Covered with burga (the traditional long veil), she
had to face loafers at the station. The Reticent Maiden (Bezubaan) is the story of

® Khalid Alvi (ed). Angare ,Educational Publishing House, Delhi, 1995. Print
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Hamid Hasan and his wife Ahmadi Begum who are unable to adapt to the
changing times. Ahmadi Begum had broken off her sons’ engagement because the
girl had received English education and she wanted “to bring home a daughter-in-
law, not an English Lady” (Abid, 24). Ahmadi Begum and Hamid Hasan had
brought up their daughter in a very protective manner. They did not give her proper
education. Even their close relatives had not seen their daughter, Siddiqa Begum.
Their daughter is helpless and fed up with the monotony of life and wishes to get
married but the parents are unable to find a match for her. The contrast between the
spinster Razia Begum to the widowed Zakia Khatoon shows the hypocrisy of the
conservative society:

Razia Begum was a sixty years old spinster, but was still unsure of herself. In
certain places, young girls, married or unmarried, began gossiping when they saw
her. She too was very conscious of this inferiority, and avoided going out as much
as possible; if she ever did, she sat where she would not be noticed. Then there
was her real parental aunt, Zakia Khatoon, who had been widowed just a month
after her marriage. She went everywhere confidently, and spoke out bluntly. No
doubt, she was unfortunate, but she had no hang ups (Abid, 21).

Dr. Attia Abid, who translated Rasheed Jahan’s short stories and plays into
English from Urdu, thinks that “being a medical doctor, Rasheed Jahan could
easily talk about the hazards of unplanned pregnancies, birth control, venereal
diseases” (Abid, xviii). The story Asif Jehan’s Daughter-in-Law (Asif Jehan ki
Bahu) presents the austere conditions of child birth at home at the hands of the
traditional midwife. The story Iffari (meals taken by Muslim at the time of sunset
during the fasting-month of Ramdhan) portrays the gap between the haves and the
have-nots. Raseed Jahan wrote on diverse topics and themes. She often thought that
“women deserved more from life than being mere child bearing machines for the
pleasure of men” (Abid, iv). It won’t be an exaggeration to say that she was a
woman ahead of her time.

Other notable women writers who were under the influence of PWA and
Rasheed Jahan are Razia Sajjad Zaheer (Wife of Sajjad Zaheer) and Siddiga
Begum Sehvari. Razia Sajjad Zaheer (1917-1979) was a novelist, essayist, and
translator. She has translated over forty works into Urdu language. Her novels
Kaante (Thorns) and Suman were published in 1954 and 1963, respectively. She
has published the letters Sajjad Zaheer under the title Nuqush-e-Zindan
(Impressions from Prison). In her writings, she questioned the social and cultural
restrictions imposed upon women. Siddiga begum Sehvari (b. 1925) was also
associated with PWA. She was influenced to Marxist ideologies and the PWA
through Rasheed Jahan. She has five collections of short stories to her credit.
Hichkiyan (Hiccups) was published in 1944; Palkon Mein Ansu (Tears in
Eyelashes) was published in 1947. Her work gives voice to the downtrodden and
the haves not. Susie Tharu and K Lalita comment on the writing style of these writers.
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“The focus of narratives remains the middle class protagonist and her moral
awakening to social responsibility and therefore also citizenship™’.

The iconoclastic personality of Rasheed Jahan also influenced Ismat
Chughati (1915 — 1991). The latter was born into a middle class family in Badayun,
Uttar Pradesh, India. She is known as one of the four masters of modern Urdu short
story and as doughty spirit of Urdu fiction. Her work includes fictions, such as
Ziddi (Stuborn), Tehri Lakeer (Crooked Lines), Ek Katra-e-Khoon (A Drop of
Blood), and Dil ki Duniya (The World of the Heart) and collections of short stories,
such as Kaliyaan (Buds), Ek Baat (One Word), Do Hath (Two Hands), Thori si
Pagal (A Little Crazed). Ismat Chugtai wrote twelve scripts for Hindi cinema in
partnership with her husband.

The writings of Dostoyevsky, Somerset Maugham, O Henry and Chekov
had great impact on Ismat. Her first story Fasadi (Troublemaker) brought her
literary acclaim. In 1936, she attended the first meeting of the Progressive Writers’
Association (PWA). Here she came in contact with Rasheed Jahan, the writer and
one of the members of Progressive Writers’ Association. Ismat was deeply
impressed by Rasheed Jahan. She even modeled her characters on Rasheed Jahan.
She became a member of the PWA and was influenced by Marxist ideologies. The
canvas of Ismat’s story is crowded with the people from the conservative middle
class and from the Indian-Muslim family. Themes and characters are taken from
the ordinary world of North Indian cities. Her fiction deals with a culture which is
full of relatives — uncles, aunts, cousins, mother-in-laws, grandchildren, and
servants. Amidst them, she explores and unpacks the issues related to family life
and the question of sexuality in middle class families. She treated these themes
with candid sensitivity. The themes were diverse and bold and she was realistic in
the portrayal of human plights and predicaments. Her focus is not merely on the
socio-cultural structure of society but she also dwells deep upon the dark crevices
of human psyche. She believed that ‘experiences can never be obscene if they are
based on authentic realities of life’ (Asaduddin, XI). [smat has extensively explored the
theme of lesbianism in one of her controversial short story ‘Likaaf’ (The Quilt).

It is story of a beautiful aristocratic wife of a wealthy nawab (Landlord).
Unable to find time and love from her husband, she finds sexual satisfaction and
psychological comfort in the company of her maid servant. The story is narrated by
a nine-year old girl. The use of a child narrator helped Ismat to treat the theme with
great freedom. The child-narrator is not judgmental; instead she records thing as
she saw them:

In the dark Begum Jaan’s quilt was once again swaying like an elephant. ‘Allah!
Ah!...” I moaned in a feeble voice. The elephant inside the quilt heaved up and
then sat down. I was mute. The elephant started sway again. I was scared stiff. But

7 Tharu, S & Lalita K. (ed.) Women Writing in India, vol I1 , New Delhi: Oxford India, 1993 p.82. Print
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I resolved to switch on the light that night, come what may. The elephant started
shaking once again, and it seemed as though it was trying to squat. There was
sound of someone smacking her lips, as though savouring a tasty pickle...Once
again the quilt started swinging. I tried to lie still but the quilt began to assume
such grotesque shapes that I was shaken. It seemed as though a large frog was
inflating itself noisily and was about to leap on me. (Asaduddin, 22)

The publication of Lihaaf brought severe criticism from the people and
government. The writer was charged by the British government (India was under
British rule) for obscenity. She narrates this traumatic incident in her autobiographical
piece ‘In the Name of those Married Women...’

Besides these letters, there were articles published in newspapers and debates in
literary and cultural gatherings. Only a hard-hearted person like me could put up
with them. I never retaliated, nor did I refuse to admit my mistake. I was aware of
my fault...I was against my own self...None of my friends or Shahid’s friends
attached much importance to it. (Asaduddin, 224)

Much of Ismat Chugtai’s fiction focuses on women’s issues and concerns.
They show a profound understanding of the socio-cultural status of women in
contemporary Muslim society. The male characters remain at the boundaries of her
creative imagination. In the story Ghunghat (Veil), the problem of the protagonist
is her devotion to the institution of marriage. In stories such as Gharwali
(Homemaker) and Mole (Til), Ismat Chugtai also deals with characters from the
rural world. Her countrywomen are more robust and sensual than their urban
counterpart. Lajo in Homemaker and Rani in Mole exhibit the social reality of the
lower strata of the society. They indulge themselves in physical relations with
many men without any concern for society. Ismat Chughtai’s writings can be read
as a cultural narrative. M. Asaduddin comments on the countrywomen in Ismat
Chugtai’s writings: ‘the construction of female sexuality in these stories follows a
uniform pattern and underscores Chugtai’s own perception of the issue: sexual
attraction and raw sensuality is vested in women of lower strata of society, while
shame, silence, and erasure of sexuality is the lot of middle-class ‘respectable’
women’. (Asaduddin, xi).

Another Muslim author of prominence in Indian literary history is Qurratulain
Hyder (1928-2007). Born in Aligarh, she was an Urdu novelist, journalist and
academician. After graduating from Isabella Thoburn College, Lucknow, she
migrated to Pakistan. Then she lived in England for a while before returning to
India. She wrote twelve novels and novellas and four collections of short stories.
She started writing short stories at a very young age and her very first short story
was published in a reputed journal Humayun in Lahore (now in Pakistan).

Hyder was from an educated Muslim family of writers. She traces her
genealogy in the preface to her collection of short stories The Sound of Falling
Leaves: ‘My ancestors, including some ladies, wrote poetry in Persian and Urdu...The
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younger generation of writers who rose to prominence included my great-aunt
Akbari Begum (d. 1929) and my parents Sajjad Hyder Yildirim (1880-1943) and
Nazar Sajjad Hyder (1890-1967)’(Hyder, vi).

Hyder’s great-aunt, Akbari Begum, was one of the forerunners of Urdu
fiction. Hyder wrote her first novel in 1898 in which she presented the story of a
Nawabzadi (daughter of a nawab/lord) of Lucknow. The Nawabzadi is presented as
an emancipated woman who studied chemistry and mathematics at home. In her
magnum opus Goodar Ka Lal (A Gem in Rags) which was published in 1908, she
portrays life of a modern Muslim girl Surraiya, who is educated in Lahore Medical
College. She shuns traditionalism and discards the purdah.

Hyder’s mother, Nazar Sajjad Hyder, is known for her novel Jaanbaaz
(1921). The novel is remembered for its anti-colonial sentiments. Her heroine
Zubeida sets fire to English looms and brings home a karga (hand spinning wheel).
She sets up a small factory to weave towels. In 1920, Gandhi started the Non-
cooperation movement against British government. Many Indians came under the
influence of the anti-colonial movement and returned their British honours,
resigned from government services, withdrew their children from British schools
and began to boycott British goods. Nazar Sajjad Hyder herself became a member
of the movement and boycotted British products. As an active participant and
supporter of the movement, she wore Khadi (Hand spun cotton fabric).

Qurratulain Hyder inherited the knack for writing from her family. Her
collection Patjhar ki Awaaz (The Sound of Falling Leaves) was awarded the
Sahitya Academy Award, in 1968. Some of the stories in the collection present the
perplexity and the stupefaction of entire generation of young Indians in the twilight
of British Empire and partition of India. Much of her writings stem from her
photographic memories, nostalgia, total-recall of past events and her investigation
of her own cultural roots. Her novel Aag ka Dariya (River of Fire) presents the
history of India and Pakistan. In Fireflies in the Mist (1994) unfolds the chronicle
of the last battles the British administration fought in Bengal. Women’s issues were
not Hyder’s unique preoccupation. Born in an educated elite class where women
were given liberty, as a child, she never took women’s issues seriously. She writes:

...thing which I had taken for granted in my childhood was, of course, women’s
progress. My first cousins had studied in convent schools in the hills in 1920’s and
the family had produced a crop of women graduates long before independence. An
aunt had shot tiger. Mother’s writer friend, Hijab Imtiaz Ali, nee Ismail, had
become an aviator in 1936. And with so much going on in the family and within
the social circle, it was quite natural that I grew up, I began to write it all down in
an impressionistic, so-called ‘stream of consciousness’ manner. (Hyder, xiii)

The title of her novel Agle Janam Mohe Bitia Na Kijo can be translated as
‘Don’t Make Me a Daughter in the Next Birth’ but for some reasons the translator
changed the title as “Women’s Life’. In Women'’s Life and Sita Haran (Sita Betrayed),
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Hyder deals with the suppression of women in a male-dominated society. In Agle
Janam Mohe Bitia Na Kijio, Hyder shows the struggle of two orphan sisters:
Rushke Qamar and handicapped Jamilan. They are treated merely as commodities
in a men’s world. Their poverty forces them to become victims of men who treat
them as object of flesh. They are ‘multiple-colonized’ subalterns of the society who
are on a search of a better future. Agha Farhad exploits them with false promises of
making them radio singers. They fall prey to Vurma, a womanizer, who runs The
Song Bird Club. In search of a better future, Rushke Qamar becomes victim of the
carnal desires of Verma who pretends to love her. Later he marries ‘a respectable
girl’. Verma also betrays Sadaf, another poor woman, who was living with him as
his ‘keep’. Verma exploited Sadaf on the pretext of making her singer. Whenever
Sadaf expressed her doubts over their relationship, Verma would get annoyed:

Look here Sadaf don’t irritate me. Go and sleep. Have you forgotten what you
were? Look how I have changed your destiny. I have turned you into a famous
artist. Be satisfied and do not dream impossible dreams. I transformed an obscure
street singer into Sadaf Ara Begum. (Hyder, 23)

Then Rushke Qamar becomes pregnant by an Iranian, Agha Hamdani, who
deserts her. Rushke gives birth to a girl-child Maah Para. In search of Agha
Hamdani, Rushke Qamar goes to Karachi, Pakistan. Jamilan manages to earn her
bread and butter by doing chikan work (a kind of embroidery famous in Northern
India). In Karachi, Rushke Qamar goes through a series of unfortunate incidents
including the murder of her daughter who had begun a modeling career. Rushke
Qamar returns back to India and finds that Jamilan had passed away. She is left
alone in the world to fend for herself. She is too old to sing. Thus, she takes up the
work of chikan. Through the portrayal of her women characters — Rushke Qamar,
Jamilan, Sadaf, Maah Para, Hyder brings forth the insecurity of women in a rigid
male dominated society. Amidst tragedies and misfortunes, Hyder shows the buried
power of women in a patriarchal social system. While Rushke Qamar and Sadaf
make few compromises with the male hegemony, Jamilan, who was lame and ill,
displays the dignity of his character.

Hyder’s Sita Betrayed (1960) is a saga of a Hindu refugee from Sindh. Sita
Mirchandani’s trust and gullibility become the reason for her plight. The title itself
has symbolic overtones. In Valmiki’s Ramayana, Sita is deceived by one Ravana
but in Hyder’s story contemporary Sita is deceived by many men. Through these
delineations Hyder exposes the hypocrisy of society where the filth of human real
characters is hidden underneath. Sita comes in contact of many intellectual men
who seem to be decent and dignified but when it comes to exploitation, they all
prove to be same. On the other hand, Sita involved herself completely in each and
every relationship. After her marriage she adapted herself to the life style of Jamil.
She started “to drink a lot so that I (she) could keep him company in the evening”
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(Hyder, 80). She tries to be a dedicated and loving partner during her stay in Paris
where “she would prepare food, iron the clothes, clean the house, and put up
Irfan’s slippers by his armchair near the fire place for his return” (Hyder, 80).

In her writings, Hyder paints the picture of contemporary society which
has passed from the traditional to the modern. Through the delineations of women
characters passing through tough tests, she proves their strength. Hyder has written
and self-translated her works for maximum reading accessibility.

Like Hyder, Zahida Zaidi also wrote both in English and Urdu. She is a
poet, dramatist, translator, and academician. She taught at Aligarh Muslim
University and at the University of Delhi. She has a Master’s degree from the
University of Cambridge, U.K. Besides teaching and writing, she also got involved
in staging plays which enriched her dramatic vision. She has translated, into Urdu,
the plays of Chekov, Pirandello, Sartre and Beckett and poetry of Eugenio
Montale, Federico Garcia Lorca and Pablo Neruda. Her collections of poetry in
English include Beyond Words and Broken Mirror which were published in 1979.
Her Urdu poetry includes collections such as Dharti ke Lams (The Touch of Earth)
and Zarh-e-Hyat (Life’s Prison) which she was awarded an Urdu Academy award
in 1971. She has written a novel Inquilab ka Ek Din (A Day of Revolution) and a
Drama Sehrae Aazam which she self-translated as Burning Desert. Zaidi, herself,
called Burning Desert an ‘anti-war protest drama’. The Gulf War (1991) offered
the possibility to express her perception and vision, her feelings of threat, the
imminence of lurking danger and disaster. She brings forth the horrific picture of
war and its impact on the economic, the sociological, the psychological aspect of
life. Zaidi has borrowed few characters from Samuel Beckett’s magnum opus
Waiting for Godot. In the process of adoption and adaption, these characters retain
some of their original characteristics but they undergo transformations, as well.
Godo and Didi are introduced from the very first scene of the play. These
characters, apart from representing common humanity, function as the chorus of
the play, commenting on the action. Along with common men, women and children,
they make efforts to stop the war. In the final scene of the drama, Didi speaks, “Listen
to me Gogo, we are not going to wait for Godot. There is so much work to be done.
Some other actor on another stage can wait for Godot” (Zaidi, 122).

Writing at a time when Indian society was conservative and orthodox, and
when women spent their whole life behind the four walls of their home, the Indian
Muslim women I have commented upon challenged the manners and morals of
their contemporary time. They sternly advocated their self-definition for women.
Their works were mostly based on the struggle of women for an individual and
respectable identity in an oppressive society.

In the post-independence modern age, under the influence of various
feminist movements, the condition of women has certainly changed. The world of
Muslim women has not remained untouched. The contemporary writing in English
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by Indian Muslim women is not very well established as compared to their other
counterparts who have won international literary prizes. In the current literary
world, there are few Indian Muslim women writers authoring in English; some of
them are in the diasporas, few are educated in foreign universities but, as whole,
their writings are still to attract mass attention.

Some of the contemporary women writers belonging to this group are
Ameena Meer, Sohila Abdulali, Samina Ali, and Anjum Hasan. These contemporary
Muslim women are young writers who have recently entered the literary world and
have produced few but promising writings.

Ameena Meer is a multi-cultural personality. She was born of Indian
parents in Boston, America, and was educated in Britain. Her novel Bombay
Talkies (1994) is about a teenager Diaspora Sabah who visits India. The novel
explores the world of Indian Hindi cinema ‘Bollywood’ through the eyes of the
protagonist.

Another expatriate novelist Samina Ali published her first novel Madras
on Rainy Days in 2004. Set in ancient city of Hyderabad, India (where Samina Ali
was born), the novel tells the story of a Layla, who is caught in an orthodox and
repressive culture where she is forced to marry an unknown man, Sameer. The
novel highlights the purdah culture, the disturbed family life, domestic violence,
superstitions and the religious violence between the Hindus and the Muslims.

Sohaila Abdulali was born and grew up in Mumbai and educated at
Brandeis University and Stanford University. She writes fiction, as well as non-
fictions. Her first novel The Madwoman of Jogare was published in1998. Besides
the foretelling of monsoon by a madwoman, the novel discusses the issues of
urbanization and tribal displacement.

Anjum Hasan is famous as a multi-talented woman. She is a manager,
editor, reviewer and newspaper columnist. She is known for her collection of
poems Street on the Hills and for her novel Lunatic in My Head which was
published in 2007.

The writings by Muslim women voice the condition of women in relation
to their culture and community. They have attempted to dismantle the hegemony of
male world. Conscious of the hostility of society, the women characters in their
works show the metamorphosis of women psyche from the traditional to the
realistic. The society plays a big part in the definition of the role and the
responsibilities of woman. These women writers present perspectives which are
based on their experiences ‘as woman’ in Indian society. The style of their writings
is mainly inward-looking and soul searching in nature. They investigate and try to
identify the entrenched causes of women’s marginalization and suppression. They
have attempted to dismantle the traditional notion of female inferiority and male
superiority.

138



VOICES FROM BEHIND THE VEIL: SOME PERSPECTIVES ON THE WRITINGS OF INDIAN MUSLIM WOMEN

BIBLIOGRAPHY

Abid, Attia. Dr. Rasheed Jahan: Selected Short Stories and Plays. Aligarh: Aligarh Muslim
University Press, 2005. Print

Asaduddin, M. Lifting the Veil: Selected Writings of Ismat Chugtai. New Delhi: Penguin
Books, 2001. Print

Begum, Gulbadan. Humayun-Nama (translated as History of Humayun by Annette S.
Beveridge), London: Royal Asiatic Society Press, 1902.

Retrieved as e-book on 27™ October, 2010 from the web link

<http://www.archive.org/details/historyothumayun00Ogulbrich>

Hosain, Attia. Sunlight on Broken Column, London: Chatto and Windus,1961. Print

Hossain, Rokeya Sakhawat. Sultana’s Dream and Padmarag — The Feminist Utopias. New
Delhi: Penguin Books, 2005. Print

Hyder, Qurratulain. The Sound of Falling Leaves. New Delhi: Sahitya Academi
Publications, 2007. Print A Season of Betrayal: A Short Story and Two Novellas.
New Delhi: Kali for Women, 1999. Print A Women’s Life , New Delhi: Chetna
Publication,1979. Print

Zaidi, Zahida. Burning Desert . Aligarh: Aabshar Publication,1998. Print

139






STUDIA UBB PHILOLOGIA, LVI, 4, 2011, p. 141-146

SHAPERS OF FEMALE IDENTITY IN ELIZA HAYWOOD’S
FANTOMINA

CAMELIA TEGLA st
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the most prolific female writer of the eighteentmtury. A fine observer of humans
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Eliza Haywood — some biographical notes

Eliza Haywood, born Fowler (1693 — 25 February )7Abés an English
writer, actress and publisher. She shared thalfitescene with authors like Daniel
Defoe, Jonathan Swift and Alexander Pope and wasidered the most prolific
female writer of the eighteenth century. She wratel published during her
lifetime over seventy works including fiction, drammpoetry, translations, conduct
literature and periodicals. Considered a signifidajure of the eighteenth century
and also an important figure in the history of Bhitwomen'’s literature, she also
represents one of the important founders of thehiovEnglish.

Her first successful novélove in Excess; or The Fatal Inquigppeared in
1719 and it was a popular work for more than a decheing reprinted six times.
Love in Exceswias one of the earliest examples of the romangelmio the history
of printed English literature. Haywood continuedatdte in this genre and in 1724
appeared one of the most intriguing of her writifg@ntomina

Fantomina: Or, Love in a Mazeften referred to as "novella" or "short-story
by scholars, was published in 1724. It follows shary of a heroine “a young Lady
of Distinguished Birth, Beauty, Wit, and Spirit” @gwood, 2), who disguises
herself as four different women, assuming fouredéht identities: Fantomina, the
prostitute, Celia, the maid, Widow Bloomer, and yddcognita, to seduce the
man she loves.

To better understand how Eliza Haywood construesfémale identity of
her character we will first focus on the definitsoof identity, female and feminine.

Identity

When accessing the onlifoget's 21st Century Thesaumie may notice
that the definition given talentity is a “person’s individuality” followed by a long
list of synonyms such as: character, coherenciess, singleness, uniquenéss.

Female and feminine (identity)

Female and feminine are “adjectives that describe women and girls or
attributes and conduct culturally ascribed to themd, although they may be used
as synonyms, there are certain peculiarities thetine noticed.Female which is
applied to plants and animals as well as to humaings, is a biological or
physiological descriptor, classifying individuala ¢the basis of their potential or
actual ability to produce offspring in bisexual meguction. It contrasts with male
in all usesher oldest female relatiyéhe female parts of the flowe?”

2 "identity." Roget's 21st Century Thesaurus, Third Edit®hilip Lief Group 2009. <Thesaurus.com
http://thesaurus.com/browse/identityAccessed on 01 Dec. 2010.

3 “female" Dictionary.com Unabridged Random House, Inc. <Dictionary.com
http://dictionary.reference.com/browse/fenraléccessed on 01 Dec. 2010.
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Feminine refers essentially to qualities or behaviours degrby a culture or
society to be especially appropriate to or ideallgociated with women and girls.
In American and Western European culture, thesee headitionally included
features such as delicacy, gentleness, gracefulaess patienceto dance with
feminine gracea feminine sensitivity to moad&minineis also, less frequently, used
to refer to physical featureslovely feminine figuresmall, feminine hands.

Which would be then more appropriate to use whékinta about a
woman’s identity? Our view is thdemale includes feminine but, as long as
femininecould be very well attributed to a man’s behavithe term favoured in
the approach iemale

What gives someone individuality? What makes ugue®? How do we
manage to identify ourselves and say who we are® idany elements contribute
to the development of one’s identity? We could rnwantas shapers of identity: the
name, the body, the mind, the feelings and ematitiresfamily, the social status
and the social class, the historical time. Eaclcept) in its turn, develops a huge
net of connections, relations and interactions #rel list could be longer and
larger. As large as life itself: identity is whoware.

In the following, we will try to observe how sométhe identity shapers
mentioned above concur to the construction of itlenf Haywood's protagonist.

The name

Names are used to designate someone, identify smmddames have
meaningsAltheameandPure Elisabethis Devoted to GodPamelameandvade from
Honey to mention only a few. What doBantominamean? What's in this name? The
author creates a mystery around the identity ottharacter from the very beginning,
informing the readers that she was “a young Ladyistinguished Birth, Beauty, Wit,
and Spirit” (Haywood, 2), born and raised in theirdoyside, but not giving her a
name. It is the character who later introduceseffessider four different names that
match the four different identities she assumesnduhe story: Fantomina, Celia,
Widow Bloomer and Incognita. Fantomina suggesthaniom, a ghost, something
you cannot touch, or may come from pantomime. Qulyy be the short form of
Cecilia, a name of Romanian origin, which means Blied One. Bloomer means
Error and Incognita, used as a feminine of incagmiteans Disguised.

The body

The body, this “house of many windows”, as Roberit Stevenson calls it,
is our external, physical representation, whiclihlveg and the others are aware of. Our
perception of the body influences and is, in theesime, influenced by the perception

4 “feminine" Dictionary.com Unabridged Random House, Inc. <Dictionary.com

http://dictionary.reference.com/browse/feminineecéssean 01 Dec. 2010.
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of the others. It tells us how to wear it and takee of it. The representation of the
body is reflected also in the clothes, which, aditwy to the historical period and social
category one belongs to, dictates a certain doeks which generates a certain way of
being addressed. The protagonist of Haywood's stogware that each identity she
assumes requires a different external represemtafionsequently, she will carefully
choose to dress up, make up, behave, talk or agiterding to the character she plays.
As Fantomina, she decides “to dress Herself as asahe could in the Fashion of
those Women who make sale of their Favours, antiesself in the Way of being
accosted as such a one, having at that Time no Athmg than the Gratification of an
innocent Curiosity” (Haywood, 2). Her looks spedkher status and her intentions,
therefore the attitude and behaviour of the otieeccordingly: “She had no sooner
design'd this Frolick, than she put it in Executiamd muffling her Hoods over her
Face, went the next Night into the Gallery-Box, amdctising as much as she had
observ'd, at that Distance, the Behaviour of thainvdn, was not long before she
found her Disguise had answer'd the Ends she wdoe: iA Crowd of Purchasers of
all Degrees and Capacities were in a Moment gatlaout her, each endeavouring to
out-bid the other, in offering her a Price for BEenbraces” (Haywood, 2).

As Celia, she changes her way of talking, imitatine dialect of the area,
altering again her looks and behaviour: “The di#ss was in, was a round-ear’d
Cap, a short Red Petticoat, and a little JackeGiady Stuff; all the rest of her
Accoutremenets were answerable to these, and jom#d a broad Country
Dialect, a rude unpolish’d Air, which she, havingeb bred in these Parts, knew
very well how to imitate, with her Hair and Eye-tu®black’d, made it impossible
for her to be known, or taken for any other tharaindhe seem’d” (Haywood, 6).

As Widow Bloomer she can belong again to her clagsneeds to be more refined
and sophisticated: “The Dress she had order'd tonbde, was such as Widows
wear in their first Mourning, which, together wittie most afflicted and penitential
Countenance that ever was seen, was no small #idterta her who us’d to seem all
Gaiety. — To add to this, her Hair, which she wasuistom’d to wear very loose, both
whenFantominaor Celia, was now ty’d back so straight, and her Pinnersiiog so
very forward, that there was none of it to be séefine, her Habit and Air were so
much chang'd, that she was more difficult to beviamdn the rude Country Girl, than
she was now in the sorrowful Widow” (Haywood, 7heSinvents a sorrowful
story, of losing the little fortune her husband le¢hind if she does not arrive to
London, to gain the sympathy and consolation ofltnezd one.

Her discourse is changed. She talks about lowbeabappiness of mutual
affection, of the “unspeakable ecstasy of those mieet with equal Ardency” and,
consequently, Beauplaisir also changes his disepwhich is accompanied by
respect and modesty. “He did not, however, offeh@had done to Fantomina and
Celia, to urge his Passion directly to her, but &yhousand little softening
Artifices, which he well knew how to use, gave Heave to guess he was
enamour'd” (Haywood, 8).

144



SHAPERS OF FEMALE IDENTITY IN ELIZA HAYWOOD'SFANTOMINA

Clothing the body may be one form of disguise aridassuming an
identity, but the true art stays in the facial egsions, attitude and behaviour one
displays. “Besides the Alteration which the Chanf®ress made in her, she was
so admirably skill’'d in the Art of feigning, thahe had the Power of putting on
almost what Face she pleas’d, and knew so exaotlytb form her Behaviour to
the Character she represented; [...] She could varyvery Glances, tune her
Voice to Accents the most different imaginable frémose in which she spoke
when she appear’d herself” (Haywood, 8).

The fourth character, Incognita is the most dgwetbof them all. Under
the protection of anonymity, she can embody boghytbung, noble lady, dressed
up suitable to her social rank, and the mistress]y to offer her favours. Breaking
all rules, she takes the initiative in establishéngelationship and introduces herself
by sending Beauplaisir a “Billet” in which she de@s her being “infinite in love”
with him, but where she refuses him “the knowled§éer name. “She dress’'d
herself in as magnificent a Manner, as if she weige that Night at a Ball at Court.
Her fine Shape, and Air, and Neck, appear'd to tghalvantage; Beauplaisir was
prodigiously charm'd, as well with her Appearan@s with the Manner she
entertain’d him” (Haywood, 12). He is not allowadduestion her name or see her
face, although he hopes “she would not lie in haskI. To his disappointment,
she decides to preserve the mystery.

Human relationships

Besides the genetic, biological and social heritagethe family offers, they
educate, form, and shape the individual. Family bennand family relations are the
first representations and manifestations of ourasdife and stand, for many, as a
permanent social and moral regulator. This is¢asan why Eliza Haywood brings on
stage Fantomina’s mother “that Lady who was seyeriefuous, did not approve of
many Things she had been told of the Conduct ofDarghter” (Haywood, 13).
Human relations and interactions influence a la thevelopment of someone’s
identity, according to the age, gender, socials¢las era. The rebellious spirit of the
youth, inclined to adventurous actions must be thaime the mature nature of the
mother. If at the beginning she had “no Body in Tipat that Time, to whom she was
oblig’'d to be accountable of her Actions, did iregv Thing as her Inclinations or
Humours render'd most agreeable to her” (Haywoddgl@se to the end “the sudden
Arrival of her Mother [...] obliged her to put an inediate stop to the Course of her
Whimsical Adventures” (Haywood, 13). The author entides the corrective and
regulatory role of society through the mother/daeghelationships. The presence of
her mother coincides with the discovery of the taett her “amorous Follies” had
consequences: “she was with child”. She keeps igisgu The clothes - the corset or
strait and a great hoop-petticoat - are once marédést allies. Her behaviour is also a
mask to help her hide her pregnancy. She was datiagnd, ignoring her condition,
she was attending balls. The “unexpected” evewgivifig birth to a child occurs at a
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ball. The masquerade arena is the place where skt take off her mask. She is
discovered. Clothes, behaviour, masks, all areus®iess, for they cannot disguise her
anymore. It is her mother's authority and relatiops that can now shape the
protagonist’s identity.

Fantomina decides not to marry Beauplaisir whinli the story of disguise.
He continues to visit her, but the mother urges toimefrain from coming, presuming
that their meetings would lead to a “Renewing & tBrime”. The young lady’s
reputation is re-established as the mother sends$alighter to a Monastery in France,
ending thus an “Intreague, which was full of VarigHaywood, 15).

The Author

If in real life one’s identity might be shaped bgns of the elements
previously mentioned, the identity of the fictidmacacter benefits of one more refined
artisan who draws and constructs the protagorniiistity: the author. She creates and
imagines, narrates, constructs, develops, becdbheswrites. The text is a body that
wears clothes, enters stories, or takes a stagacidt is a voice that sings or speaks
or cries. It is a hand which writes or draws onpsilt is an identity.

Conclusions

Eliza Haywood was, undoubtedly, not only a prolificiter, but a fine
observer of humans and human relationships, anwit® created and crafted her
stories focusing on the minute construction of ittentity of her characters. The
names, the clothes, the perceptions of the body attitude, the behaviour, the
discourse, or the social relationships, all playiraportant role in the construction
of a person’s individuality. Eliza Haywood/antominaproves it utterly.
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In the latter half of the previous century, the oppressive communist system
in Romania exerted a constant ideological pressure upon the cultural process. Such
pressure entailed the development of a particular literary model in this period,
which would ever more conspicuously produce what has repeatedly been described
as the “Aesopic discourse” in literature. This was to become entrenched as a scriptural
modality by the 1970s and 1980s. Readers relished the “Aesopic” flavour of
literary texts with covert or explicit delight. In terms of the mass reception of such
literature, it had a fundamental compensatory role from the vantage point of a
traumatised collective psychology. Literary texts illicitly conveyed, across the
terror-ridden borders of Censorship (as an institution of the totalitarian State), a
series of whole or partial, obvious or implicit truths. Besides these, various literary
techniques and outlooks on art also partook of this “Aesopic” character.

One of the subversive formulas adopted as a literary strategy was the
resuscitation of the modernist principle of “art for art’s sake.” Resuscitation here
entailed the deployment of aesthetic practices that exclusively upheld art’s autonomous
value, deliberately ignoring any extra-aesthetic commandments imposed from outside
the textual space. It is, therefore, not surprising that surrealism and oneirism
ranked, from a certain historical moment onwards, amongst the recrudescent poetic
and narrative models. Such recrudescence was symptomatic for a particular (well-
defined) field of autochthonous literary creation. It is also not surprising that
certain productions in this area would only see the light of print after the changing
of the political regime and that certain writers were forced to embark on exile.

Such a “case” of a book whose publication would not have been allowed
before 1989 is Ana Blandiana’s novel The Drawer of Applause, published in 1992.2
The Drawer of Applause clearly represents one of the texts that belong to the
famous and much awaited (in 1990) “drawer literature” that was to come to light at
the beginning of the 1990s. Almost exclusively politically insurgent, to the
detriment of its own literariness, such literature was disappointing especially given
the uncertain and purely resentful quality of its writing. Ana Blandiana’s book is,
however, a happy exception to such an aesthetically marred area.’ Even after a
decade and a half of “attrition,” The Drawer of Applause remains successful from
the vantage point of contemporary critical taste, which tends to be more incisive
about and less empathetic towards works that were initially subjected to analysis in

% The novel was re-edited in 2002 and in 2004.

* In his Critical History of Romanian Literature (Pitesti: Paralela 45, 2008), Nicolae Manolescu erroneously
dismisses the novel in a single brief sentence at the end of his otherwise enthusiastic article devoted to
Ana Blandiana. The critic indicts the novel for featuring aestheticist excess; on page 1052 he says, “it is
too literary and, at times, abstruse, given its subject-matter.” Manolescu’s choice of qualifiers betrays an
inaccurate or, in any case, hasty reading of the novel’s textualist techniques. By 1983, the year that
Blandiana began drafting the novel, these techniques no longer represented an experimentalist novelty,
having already been theorised upon as literary instruments of an entire aesthetic generation. The
commentator, moreover, ignores exactly the dimension of parabolic subversion that such instruments
assisted extremely efficiently.
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the 1970s or 1980s. As an authorial note appended to the end of the narrative
attests, the novel was written at Comana, between 1983 and 1989, except, that is,
for the last chapter, which was completed in March 1991. In the age in which it
was written, the novel would have stood no chance of being published; on the
contrary, it would have undoubtedly jeopardised its author’s career and personal
destiny. The narrative content of the book abounds in events and commentaries that
confirm the oppressive reality of the communist regime prior to 1989.

The Drawer of Applause is a novel about escape. Flight is the obsessive
idea that permeates this narrative. Seen as a gesture of cowardice, as a mark of the
vanquished, flight is the subject of much theorisation in the book. This thesis is
explicitly formulated through the voice of one character: “The fact that flight is a
historical constant does not preclude its being a sign of defeat. Despite common
opinion, it rarely brings forth the salvation expected of it. Much more often and in
a much more profound sense, it is an ars moriendi, an art of forsaking life. Moreover,
in radical cases it does embrace the form of suicide. It is in this sense alone that it
also amounts to a sort of deliverance.”

The novel essentially resumes a series of traditions whose roots are in the
interwar period: the relativisation of the narrative vision through stream-of-
consciousness techniques; the intellectual protagonist — an antihero by definition,
who is immersed within the transitory forms of the world and becomes thus a sum
of responses to it, which are narratively consigned to paper; the debate of ideas,
etc. The novel’s structure combines, therefore, an elite strand of subjectivist fiction,
of existentialist extraction, at times, with a surrealist, oneiric formula, laden with
symbolical meaning. The latter is to be found at the end of the narrative, obviously
opening the text towards the limitlessness of interpretation, as it has been theorised
by Eco.

The author makes equal use of a narrative technique derived from late
modernism and frequently used in epic postmodernity, namely the “unconcealed
palimpsest,” whereby several parallel discourses, in this case, three, generate and
mutually condition themselves. In doubtlessly textualist manner, one of these
discourses belongs to the author herself. Through it, Blandiana constructs the
journal of the novel and of its creation in parallel with the unfolding of the novel
itself. What in other writers’ works (for instance, in Liviu Rebreanu’s novels) are
two radically different textual “planets” are here incorporated within one and the
same narrative body. The “journal” even offers a carefully wrought scheme of the
three discursive fluxes that provide narrative substance to the book. The first of
these is the protagonist’s interior discourse, which is written in the first person and
is extremely subjectivised. The second is the “exterior,” objectivised, authorial
discourse, composed in the third person and in the imperfect past tense. This is, as
the prose writer declares, the “most literary” of the three fluxes. Fragments of
delationist discourse are every now and again added to the main stream of the
narrative, somewhat in the manner of Augustin Buzura’s novel Orgolii (Vainglories).
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Finally, the third textual streak is that of the confession of a narrator-author, which
is again rendered in the first person. It fills the novel’s undissimulated, anti-
fictional world with reality.

Plot development occupies a secondary place compared to the emphasis
allotted to situations that are deemed to be representative for the characters’
psychology. Thus, the opening scene in the novel presents the book’s protagonist,
Alexandru Serban, a successful writer during the Romanian totalitarian regime,
whose repressive apparatus does not hesitate to mount its pressures against him. In
a scene with hallucinating Kafkesque touches, a private party thrown at the writer’s
place is intruded upon by three Security agents. They institute a regime of terror
and arbitrariness against the intellectuals present at the gathering. The latter are
brutally interrupted from a series of conversations that have just had on the very
concepts of freedom, historical ethics and the dialectics of culture. The scene
provides the occasion for a first encounter with (and description of) forms of escape.
Here are two of them: the metaphysical refuge within one’s own conscience and
subjectivity, which, in actual fact, is a concealed form of cowardice, or physical, de
facto, flight. Serban resorts to the latter. Literally fleeing from his apartment, the
character salvages his psychological and not merely his actual, concrete freedom.
He thus resists the inner dissolution that his acceptance of any form of terror
imposed from outside might trigger.

The next episode in Serban’s biographical destiny is even more dramatic.
Together with two fellow writers, he is invited to a series of conferences which are
to be held in an unknown institution. As they are about to find out, this is a former
convent, which has been converted into a “re-education” establishment. The
protagonist is confined for an indeterminate period inside a cell of the hospital.
Here he experiences new forms of withdrawal from the face of aggression. This
period corresponds to a second initiation stage for Serban into what might be
termed the paradoxical forms of freedom. Besieged by Doctor Bentan’s insidiously
Mefistophelean speeches and by Sabina the psychologist’s subtle advances, under
the permanent (albeit obscure, merely intimated) supervision of comrade Mardare,
the head of the establishment, Alexandru Serban barely maintains his reason intact.
This episode also contains the scene and the symbol that have given the book its
title. In one of the institution’s offices, Serban discovers the “drawer of applause” —
in actual fact a drawer full of tapes on which various types of applauses have been
recorded. What follows next is a sophisticated axiology of “applaudism,” both as a
political art and as an institutional lie. The novel’s metaphorical symbolism becomes
increasingly more explicit. The patients in the institution, who are turned into
automatons capable of producing applause on command, allegorically describe the
dangers of acquiescence to terror and of extreme dehumanisation, in the manner
captured by Orwell in 7/984. The allegory is given an oneiric resolution, through
Serban’s escape attempt: what he discovers outside the hospital gates is a sea of
applauders, who are by no means different from the ones inside. This is a farce of
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tragic proportions, which the protagonist glosses on with sheer stupefaction. The scene
in which the nearby church is demolished becomes, in its turn, a rather transparent
rendition of the ontological mutation affecting this “upside down” world. Redemptive,
metaphysical verticality is supplanted by conformist horizontality. Having left the
empire of eternal Truth, the world has entered that of mortifying history.

Serban’s apartment, from the first scene in the novel, and the re-education
hospital, where he is committed, symbolically function as places of refuge for the
character. His retreat in the former is a natural gesture, whereas confinement in the
latter, concentrationist space represents a coercion imposed upon him. Both spaces
fail to provide Serban with a safe haven; he leaves them, heading for a third place
of refuge. This is the ascetic hut from Plai, on the banks of the river Danube, an
arid paradise, in the proximity of a huge forbidden vineyard. Here, the archacologist
Tudor Tarnea administers, together with a group of students, the diggings inside an
old Byzantine city from one of the Danube islands. In his company, Serban seems
to eschew reality, seeking refuge in contemplation, in idea debates, in imaginary
voyages throughout history and, above all, in writing his own book. The Book
acquires the value of a consolatory and protective codex aureus. It becomes his
reason for being, serving as a compensatory model for the brutal universe outside.
This paradisiacal illusion is dispelled only too soon by the violent intrusion of the
same three malefic characters from the beginning of the novel. The three agents of
Power break the fragile norms of the graceful edifice of peace and quiet from Plai
and burn the manuscript pages before the very eyes of the dismayed writer.
Confronted with the concrete manifestation of Power, the abstract magic of the
fictional universe vanishes.

The novel closes its universe up by surrealistically submerging it under the
grimy deluge of a mythical Danube that is overflowing its banks. The river
becomes a negatively inflected symbol of corrupted, stifling language, the avatar of
a destructive epoch. This final passage oneirically melds together the three discursive
strands within one common vortex; the writer herself meets her character, as both are
doomed to descend beneath the water’s surface: “I start yelling, as I put my arms
around him, while the water is reaching our ankles, our knees [...] There has to be
a solution. Tell me what I should do! I can do anything: I am the author! But the
water reaches our chests, our shoulders, it soaks the wings that are now hanging heavy
and squashy, like tatters. ‘Spread your wings!’ I cry out, sobbing with tears and trying
to stretch them by force, while the water is reaching our necks, filling our mouths and
nostrils, drowning the sounds that still float on water for a while. “What would be
the point?’ I hear. “You can’t escape from your own book...” ‘Yes, I can, I can,’ I
stubbornly keep sobbing, fretting, trying to win one more second swallowing the
fetid, poisonous liquid. ‘I can do anything... I am the author. I can change it...””

The shortest chapter in the book is the twentieth and it consists of two
quatrains. This brief poem may serve as a generic motto, which the novel faithfully
adheres to. The author appears to believe that in a totalitarian, concentrationist
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universe, “any flight is an escape/ any escape is a defeat.” A novel about escape,
The Drawer of Applause reminds the reader of history’s tragic traps, as well as of
the fluid forms that self-aware humans may embrace when drawn in the perilous,
hazardous race of discovering their own failures.

Ana Blandiana’s The Drawer of Applause belongs, as mentioned before, to
a generation of texts making direct reference to the traumatic realities of the
Romanian society. The symbolic-metaphorical imaginary pattern serves as an
aesthetic methodology whereby the narrative may uncover concrete historical
Truths. The relationship I-world-text represents the instrument for the symbolical
fictionalisation of a social-political epoch and of a literary period in which
textualist writing techniques had already become entrenched.

On another level, in another “age of the novel,” the aestheticist perspective
took precedence over the political fable. 1969, the year when Sanziana Pop’s novel
Serenade for Trumpet came out, represented a more relaxed ideological time period
— only a false liberalisation, as it would be revealed several years later.
Notwithstanding all this, a rather poignant illusion of liberty had led to a re-
emergence of the structures of Romanian modernism, which had been prematurely
suppressed, so that they could carry out their literary destiny. Serenade for Trumpet
may be approached as an instance of the aestheticist perspective on the history of
Romanian literature from the latter half of the twentieth century.

The surrealist structure of Sanziana Pop’s novel is gradually revealed as
the reader progresses into the labyrinth of the narrative. This structure is essentially
the outcome of the narrative voice lapsing into a series of oneiric stances, which are
only recognisable as such (namely as oneiric) once the moments of “awakening” have
been consigned to paper. The book relies on a first-person discourse which seems
to ensure the subjectivist strand of this work; however, the text is also not removed
from the formula of a realist construction of the fictional world. Several melodramatic
touches are fortunately counteracted by the constant “amendments” made by an
omnipresent ironical stance, which remedies the discourse, bestowing upon it a
ludic aura, which is occasionally tinged, though, with tragic or grotesque nuances.

The protagonist’s destiny gains contours in the novel from the narrative
strips she recounts herself. Through repeated retractions and obsessive contrapuntal
additions, what emerges is the saga of a family whose feminine line conceives of
existence as an adventure of freedom, taken to paroxystic extremes. Puica-Neagra,
as she introduces herself during a hilarious French class, or Pinella, as a character
named the Boss calls her, is a red-haired, fifteen-year old girl, whose ironical-
ingenious confession provides the narrative substance of the book. She appears to
be imprisoned in the Stone House, an ambivalent space of death and perverted

* In Liviu Petrescu’s terms, from The Poetics of Postmodernism (Pitesti: Paralela 45, 1996, passim). The
first edition of this volume, published by the Eminescu Publishing House from Bucharest, actually bore
the title The Ages of the Novel.

152



AESTHETIC ALTERNATIVES IN THE ROMANIAN LITERARY NEO-MODERNISM

passions, in which a detested uncle (the Commander), a Harpagon-like figure,
draconically lays down the law of minimal existence, reduced to its mechanical,
strictly programmed aspects. Pinella is the daughter of an impassioned woman,
who went berserk on her husband’s death (by execution, apparently, at the end of
the war) and who ended up wandering naked through the mountain woods, in full
view of the forest rangers. In her uncle’s home, the girl retraces Cinderella’s
destiny, together with her grandmother, Manana (Maria Oniga).

The first part of the book, entitled Day One. You Loved Him, He Loved You, is
concerned with deploying a formula that will ensure descriptive verisimilitude. The
author reconstructs here the evanescent images of the parents. They are summoned
back from the shadows of memory into a symbolical, legendary existence, and are
upheld as exemplary images and models of passionate living. The narrative also
interweaves here the fragmentary story of Manana’s destiny, now a prisoner in a
wheelchair. The old woman once asserted her thirst for freedom through a
scandalous affair she had, when she was seventy, with an anonymous Policeman.
Almost in the manner of Balzac’s novels, the figures of a bizarre bestiary start
cropping up in the pages of the book, amounting to a set of character types: the
Commander, auntie Alice and their daughter, Clara-Maria-Despine; Mezanfan, the
grotesque French teacher; Erji, the peasant-soubrette, a devoted slave of the family,
like in the Victorian novels. On the other hand, such a conclave of static, conventional
figures is every now and again short-circuited by hallucinatory apparitions: Muter,
Manana, Leonard-the-Policeman, Schuster, lacob-Enius-Diocletian and Uli the Blond
Man, the pastor’s son. Through these characters, the text orbits outside the limits of
verisimilitude and into hallucinosis, which, together with the fact that fypes are
replaced with symbols, ensures the narrative’s distinct initiatory streak. The result is a
split, tense structure. The writer’s germane insight allows this tension to remain,
throughout the entire novel, the primary source of the imaginary, from which erupt
analytical enunciations of great acuity.

Against such a background, the second part (entitled Day Two. Vivere
Pericolosamente) maps out the protagonist’s journey through the City. She searches
for the company of “clean” beings, who have not been perverted by the poisonous
vapours of the City, so that they may keep vigil by the side of Manana’s grave
during her first night of eternal sleep. This is a journey of initiation. As the heroine
confesses, the form of total freedom she aspires to is that of self-exit (“1 want total
freedom. I want to get rid of myself, by all means. Good bye.”), as well as that of
self-projection, sometimes filled with Bovarism, at other times in the symbolical
image of the inspired wanderer. This is an attempt at reiterating or presentifying
the quixotic myth of the romantic de-realisation of the world. From this moment
onward, gliding into the realm of hallucination becomes a prerequisite for
existence. Discursive logic undergoes fundamental mutations. Mashed in the pulp
of the imaginary, the facts of reality “curve” to the point of melting. The vision
follows a paralogic conclusively linked to affective factors: “The house walls were
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obviously bulging, the windows were going out of orbit, the doors were too narrow
and helpless for those bellies overflowing across the pavement. Had a woman with
ox-leather sandals not pulled me by my hand, there’s no doubt I would have been
squashed between the last two houses on the corner, packed together as they were
by growing too close to one another [...] Bulbous, the window panes were about to
burst, casting that fierce gaze of frogs on the verge of launching an attack.”

A poetics of stasis supplants, therefore, the realist convention or the touch
of verisimilitude of the universe described here.” The Blecherian type of immediate
unreality seems the most appropriate label for such a formula, with all its common
inventory of particular “good places” and “bad places.” In Sanziana Pop’s novel,
these places are no longer sought after for the grotesque or delicious artifices they
provide the character with; they simply “happen” to the female traveller as she
unravels the labyrinth of the world, taking it into possession. The interpretation of
the universe, by way of its (subjective) fictionalisation, becomes the fundamental
manner of bringing the novelistic world into being. Summed up, the symbolism of
the elements charts the map of a different, hostile, yet challenging space. The being
(the subject) explores this space with both determination and irony. Oftentimes
contemplating herself as a stranger,® the protagonist escapes from the trap of the
world’s opaque mirrors, always looking for /ight and redemption. She appears to
have found them in the last scene, the wake by the burial site, when the final ritual
of lighting the candle and honouring the dead (or death itself) marks the end of the
last stage in her initiation and obtaining utmost freedom. Having been redeemed,
the heroine may now fulfil her destiny. As a true daughter of her mother, she has
searched for the light of burning love (“You’re burning now, Uli [...] Burning, Uli.
Please [...] I took Uli by the hand and walked away on the gravelled path, and I
sang, and Uli kept burning.”)

One more brick laid to the edifice of Romanian surrealism or, rather,
oneirism in the 1970s, in the immediate wake of oneirism in the 1960s, the novel
Serenade for Trumpet insistently clamours its individuality. It evinces the presence
of a prose writer with remarkable imaginative powers, who will not disavow the
lyrical streak that defines her specific profile.

> See also the discussion on Serenade for Trumpet between the oneiric prose writer Dumitru
Tepeneag and the critic Laurentiu Ulici, published in Luceafdrul (no. 23, 7 July 1969, pp. 6-7).

® See Laura Pavel’s interpretations on the above-mentioned dialogue from Luceafirul, in the volume
entitled Dumitru Tepeneag and the Canon of Alternative Literature (Cluj-Napoca: Cartii de Stiintd
Publishing House, 2007, pp. 105-106). The analyst starts from Tepeneag’s theory on what he calls,
in the said dialogue, the “false scene method,” which is to be encountered in the aesthetic
construction of Sanziana Pop’s novel. Laura Pavel’s critical and theoretical interpretation starts
from the postulation of an “off to the split textual consciousness,” and then proceeds by highlighting the
cinematic unfolding of the narrative text, as a “recounted film,” in which a “textual director may
even insert a note of arbitrariness that will contradict the verisimilitude of the plotline. This is so
because in modern fiction, the relation with reality is not based on homology, like in the traditional
aesthetics of mimesis, but on analogy.”
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Both The Drawer of Applause and Serenade for Trumpet represent aesthetic
alternatives for the resolution of tensions within the literary field. After the
“thematic and stylistic frost from the dogmatic age,”’ autochthonous writers
pushed through the ideological limits of expression. Literary creation thus entered
into implicit or explicit antagonistic relations with the political history that served
as its contextual background. Women writers fit, through their texts, in the cultural
symptomatology of the age. Notable voices in the literary concert, prose writers
like Ana Blandiana or Sanziana Pop explored remarkable aesthetic hypostases of
narrative fiction, endorsing, through their works, reading hypotheses for a much
desired/hoped for liberation of the being and the text.

Translated by Carmen Borbely

BIBLIOGRAPHY

Blandiana, Ana. Sertarul cu aplauze [The Drawer of Applause]. Bucharest: Tinerama, 1992;
Cluj-Napoca: Dacia, 2002; Bucharest: Humanitas, 2004.

Pop, Sanziana. Serenadd la trompeta [Serenade for Trumpet]. Bucharest: Editura pentru
Literatura, 1969.

Manolescu, Nicolae. Istoria critica a literaturii romdne. 5 secole de literatura. [Critical History
of Romanian Literature. 5 Centuries of Literature]. Pitesti: Paralela 45, 2008.

Pavel, Laura. Dumitru Tepeneag si canonul literaturii alternative [Dumitru Tepeneag and
the Canon of Alternative Literature]. Cluj-Napoca: Casa Cartii de Stiinta, 2007.

Petrescu, Liviu. Poetica postmodernismului [The Poetics of Postmodernism]. Pitesti: Paralela 45,
1996.

Ungureanu, Cornel. Proza si reflexivitate [Prose Fiction and Reflectivity]. Bucharest: Eminescu,
1977.

7 See Nicolae Manolescu, op. cit.,p. 1047.
155






STUDIA UBB PHILOLOGIA, LVI, 4, 2011, p. 157-172

UN CELIBATAIRE AUX SENSIBILITES DIFFERENTES.
UNE RE-LECTURE QUEER DE GOUVERNAIL DANS
« A RESPECTABLE WOMAN » PAR KATE CHOPIN

ZENO VERNYIK 1

ABSTRACT. " Un célibataire aux sensibilités différentes. Une-lecture queer de
Gouvernail dans « A Respectable Woman » par Kate@n". This paper deals with
Gouvernall, a literate, urban intellectual from #tery “A Respectable Woman” by
Kate Chopin. Our claim is that we may read thig faxa way that is thoroughly
different from the usual readings. Namely, we cltiat the heterosexual love triangle
from the story veils a sexually more controversiak. Our reading strategy is
homographesjswvhich means identifying a textual occurrence tizst more than one
possible signifieds. In our caghe compulsory storyeils the subversivether and,
thus, unveils a radically different, queer text.

Keywords: homographesis, compulsory heterosexuality, qumer ftiangle, masculinity

REZUMAT. “ Un celibatar cu sensibiliifi diferite. Un alt mod de a interpreta
personajul Gouvernail din_ O femeie respectabide Kate Chopin”Articolul de fga
este 0 analiza personajului Gouvernail, o intelectude la org, din nuvela ,O femeie
respectabil’ de Kate Chopin. Autorul sugereiaan alt mod de interpretare a textului
fata de cele tradibnale, aratdndadn spatele triunghiului amoros din nuisee ascunde o
sexualitate mult mai controversatStrategia de lectiir este homografia adic
identificarea unei secvendin text dreia i se pot da mai multe intergmetin cazul de
fata, lectura obligatorieascunde @lta subversid, aducand astfel la lumiirun text
radical diferit.

Cuvinte cheie:homografie, heterosexualitate obligatorie, homasextiunghi amoros,
masculinitate

Comme le souligne Pearl L. Brown, «[m]uch has beeitten about
KateChopin's defiant women, [...] [but] very littleak been written about Chopin’s
defiant men % (Brown 69¥. Et bien que cela soit sans doute vrai, on peuitej

1 7én6 Vernyik received his deg in English Studies and Teachimgjdrfrom the University of Szeged. He
is currently working on his Ph.D. in Comparativéetature at Masaryk University, and is Lecturethia
English Department of the Technical University dbdrec. His primary research focus is Modern and
contemporary British and American literature, spdtieory, and the representation of cities inditee, but
he has also published articles on Australian ciremdaBelgian literature. Contact: zeno.vernyik@zul.

2 Je suis I'auteur de toutes les traductions fraesailans les notes.
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gue méme le peu de recherches disponibles surecssrmages est plutdt pauvre.
C'est en partie parce qu’ils sont souvent consgléséulement de maniére
superficielle et par rapport aux personnages fémijret en partie parce que, si les
lectures se concentrent principalement sur un asiglrs hommes, elles ont
tendance a rester des lectures adoptant un pointigleonservateur. Au moins,

cela est certainement vrai en ce qui concernediarpublié en 1981 par Joyce

Dyer « Gouvernail, Kate Chopin's Sensitive Bacheborainsi que I'essai de

Patricia Hopkins Lattin, publié en 1980, « Kate @inés Repeating Characters, »
ou encore l'article déja cité de Pearl L. Brownlatbréve note de Bernard J.
Koloski, publié en 1974 dasmerican Literature

Le point de vue conservateur de ces lectures rem& importance
extraordinaire, puisque ces quatre textes sorgdals que je connaisse qui traitent
de Gouvernail, un intellectuel urbain trés instouit apparait dans trois histoires de
Chopin et une seule de ces analyses, I'essai de Daike explicitement et surtout
du personnage. Quoique le faible nombre d’artinkesoit pas surprenant puisque
Gouvernail n'apparait que dans trés peu d’histpleetait que ces lectures peuvent
étre considérées comme hétérosexistes et pataarcat qu’elles minimisent
nettement les aspects les plus controversés dsompeage et des histoires, requiert
une attention et une réinterprétation critiques.

Ma lecture, donc, est celle de l'altérité. Je faimarquer qu'il est possible
de lire une de ces trois histoires d’'une maniéresfutout a fait différente de la lecture
habituelle. Ce faisant, mon approche est la sieatigylecture de liomographesige
suis constamment a la recherche de telles occasegtuelles qui ont plus d'un
sens possible signifié. Lors de I'analyse de cdstpoje montre comment le sens
habituel voile un autre sersibversif que révéle une lectugeeerde I'histoire,
radicalement différente.

En utilisant cette stratégie, je propose de momjoer dans « A Respectable
Woman » le triangle amoureux hétérosexuel, idérpidir des lectures existantes, voile
I'histoire sexuellement plus controversée. C'egfirg; la « respectabilité » de Mme
Baroda ne se réfere pas a sa fidélité conjugalis, insa volonté de garder le silence
sur le passé commun de son mari et de Gouverrsait &ur attraction mutuelle.

Le squelette de « A Respectable Woman » pourraiésener comme suit:
la vie monotone d'un couple marié (M. et Mme Bajodaive a un tournant en
raison de l'arrivée inquiétante de I'ancien amiabdiége de M. Gaston Baroda:
Gouvernail. Au bout de quelques jours, et apresam@@e courte mais bizarre se
déroulant dans la nuit, Mme Baroda décide de quiéteg domaine jusqu’a ce que
Gouvernail fasse la méme chose. Cependant, un peu tard, elle change
apparemment d’'avis ou de sentiments et, par copségelle revient avec l'idée
d’inviter & nouveau leur hote.

3 On a beaucoup écrit sur les femmes rebelles de ®aopin, [...] [mais] trés peu a été écrit sur les
hommes rebels de Chopin
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La raison pour laquelle je me suis abstenu de falius que la simple
énumération des événements les plus élémentaides daits, c’est que je soutiens
ci-dessous que méme si I'histoire a surtout é&rmétée dans le méme sens, il y a,
en réalité, plus d'une possibilité pour interpréierreste du texte. C'est-a-dire,
tandis que la présence d'un couple et d’une tnmisipersonne, en plus du titre lui-
méme, semble impliquer une certaine lecture, aisaetle d’un triangle amoureux
hétérosexuel, il y a une possibilité de le comprermbmme décrivant un triangle
ambigu qui est au moins homosocial, et potentigdiginde nature homosexuelle.

L’histoire, telle que I'entend Joyce Dyer, est uonbexemple de cette
préférence pour un triangle amoureux hétérosexmsgltisfait: I'ami et I'épouse
deviennent impligués dans une liaison amoureuste @©ptique est a peu prés
paralléle a la lecture faite par Emily Toth. Ellasse cette nouvelle comme une
des ceuvres de Chopin touchant a la nostalgie épeopar les femmes pour
d’autres hommes que leur mari (168). Toth résumeex¢e comme celui dans
lequel Kate Chopin « described a woman who waadéd to her husband’s best
friend — and whanight pursue the attraction » (233, c’est moi qui s Cela
pourrait, bien sir, se reporter a la fin ambigué’histoire, causée par le manque
d’'information sur d'autres événements.

Mais si 'on examine plus attentivement ces dewtuies, on voit que de
ces deux conceptions pratiquement identiques, dell®yer, en effet, est encore
plus étroite, encore plus traditionnelle et patadée. Tandis que Toth a au moins
admis la possibilité d’'une relation amoureuse, Dyeen écrivant sur les trois
niveaux du caractere de Gouvernail — établit I'ergnivant du développement du
caractére: « progression from sensual bachelor Réspectable Woman') to
disappointed lover (‘Athénaise’) to love cynithe Awakening » (54)° Il est
facile de reconnaitre que Dyer considére la pd#éild’'une relation amoureuse
émergente uniquement dans le cadre de la deuxiéstwré. C'est-a-dire, tandis
gue dans la lecture de Toth, méme si 'émergengeedielation dans le futur est
mise en doute, I'amour et I'attraction sont dessfagéconnus et incontestés, pour
Dyer, méme I'amour et / ou l'attraction ne sontune possibilité: au lieu d'un
triangle amoureux classique, elle en montre laespassibilité.

Le désir, cependant, est reconnu méme dans ladedtuDyer. A son avis,
Gouvernail parle du plaisir sensuel de la nuit pendju’il est assis a c6té de Mme
Baroda. Il sait que, de cette fagon, il suscitddeir en elle, tout comme il sent la
puissance de la passion en lui-méme (Dyer 48).d0d de vue, si I'on se souvient
gue Dyer ne parle pas de I'amour — c’est-a-dire|/'@i veut comprendre la
situation dans un cadre de référence strictemdatdsexuelle — ne laisse que peu
de possibilités de comprendre ce qui se passelestd®ux personnages.

4 Elle a décrit une femme qui était attirée par klieur ami de son mari — et qui pourrait succomber
a sa séduction

5 Progression du célibataire sensuel (« A Respectdliman ») & I'amant décu (« Athénaise ») a
quelgu’un de cynique en amour
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Ce rétrécissement de I'espace d'interprétation pénat considéré comme
l'idéalisation du mariage hétérosexuel (Rich 23l)i fait partie de I'idéologie
patriarcale qu'Adrienne Rich appelétérosexualité obligatoir€232) Cependant,
I'article de Rich contient aussi implicitement unde « standard » de vie, un récit
idéalisé par la société: deux personnes de sexX@&yedis se rencontrent, ils
tombent amoureux, se marient, procréent, puis mefirBans les paragraphes
suivants, ce mode de vie est paraphrasé corinigtoire obligatoire’ Ces
constructions idéologiques sont responsables dstillié générale envers tous les
désirs érotiques et les comportements sexuels gusamt pas conformes a la
disposition traditionnelle. Elles essaient de pmése I'hétérosexualité comme
normative, et bien plus, comme la facon naturedles& comporter sexuellement.

La stratégie suivie par Dyer peut étre considgr@econséquent, comme une
réduction d’'un récit complexe a ce qui est cornsttivisé par la société comme la
lecture normative et non-signifiée, c’est-a-diréh&toire obligatoire.Cela rappelle la
déclaration de Winfried Fluck: « If something rensaunsatisfactory about the many
useful readings of Chopin’s texts so far, it i®adency to ignore their ‘experimental’
character » (152 Ce qui est en jeu ici, c’est une ignorance peaet@ngereuse par
rapport & d’autres lectures éventuellegst de ne pas reconnaitre que « Chopin’s
fiction, and particularly her short stories arevarbive documents » (Beer 28).

Mais les interprétes de I'histoire ne sont pas tbascord avec Toth et Dyer.
Patricia Hopkins Lattin, sur la base d'une analgstérieure par Bernard J. Koloski
(608), décrit Gouvernail comme un « literate iegetilal who serves as a ‘sophisticated
observer’ or catalyst » (Lattin 31) Méme si son point de vue est trés proche de celui
de Dyer, sa déclaration est d’'une trés haute irapog; et elle semble en contradiction
avec linterprétation de Dyer. Un observateur ndigpe jamais a I'action, ni ne
change le cours des événements. Jakob Lothe éost « Events, Characters, and
Characterization », paraphrasant la notion de daotibmiedes fonctions cardinales
(ou noyauy et des catalysesle Roland Barthes (8), que «k&rnelis a ‘cardinal
function’ which promotes the action by [...] [indugirone] or more alternatives to
choose between » (Lothe 75%*6)alors que le <atalyst accompanies [only] and
complements the kernel » (¥6)puisqu'il « does not open [...] an alternative tisaif

® Cf. “heterosexuality is presumed the sexual peafe of ‘most women’,” “motherhood [...] needs to be
studied as a political institution,” “women haveshe&onvinced that marriage and sexual orientatieard
men are inevitable” (Rich 1993, 229-234). ('héséraialité est la préférence sexuelle présumédale «
plupart des femmes », la maternité [...] doit étrgliée en tant qu'institution politique, les fensnoat été
convaincues que le mariage et l'orientation sesuggilzers les hommes sont inévitables)

" Tous mes remerciments a Réka M. Cristian qui méationné le fait que jutilise ici.

8 Si quelque chose reste insatisfaisant sur les rembs lectures utiles des textes de Chopin a ce
jour, c’est une tendance a ignorer le caractepgéramental » des textes

9 La fiction de Chopin, et en particulier ses noleslsont des documents subversifs

0 Un intellectuel instruit qui fonctionne comme Uwservateur sophistiqué ou un catalyseur

1 Un noyau est une « fonction cardinale » qui arliastion en induisant une ou plusieurs solutionseen
lesquelles on peut choisir

12| e catalyseur accompagne et compléte le noyau

160



UN CELIBATAIRE AUX SENSIBILITES DIFFERENTES

direct consequence for the development of the st@#6)™ Alors que ni Barthes, ni
Lothe ne parlent de personnages mais d'événemikrssmble cependant logique
d’élargir la portée du terme aux personnages,agapgyant sur I'article de Lattin et sur
I'histoire elle-méme. En effet, Gouvernail — enttgne catalyseur — peut provoquer un
enchainement plus rapide ou plus lent des événgnilgmeut aider le protagoniste ou
vice versa, mais il ne peut pas étre un agent aatifoyau.

De plus, Gouvernail est un nom parlant, comme taaidre la lecture de
I'article publié dand.e Maxidico. Dictionnaire encyclopédique de la laadrancaise

GOUVERNAIL, subst. m. 1. Mar. Plaque de bois ou de métal fixée sur un axe,
servant a diriger un navire; [..2] Fig. Tenir legouvernait diriger, commander.

Méme s’il peut sembler que le gouvernail soit latipad’un navire qui
définisse sa route, il n'en est rien: ce n'est [@gouvernail qui décide de la
direction suivie par le bateau, mais la personndegdirige. Ainsi, Gouvernail ne
peut pas étre un séducteur, comme le dit Dyer. skolonplicitement partage cette
opinion, car il parle du fait que Gouvernail estwake [...] to the essence of what
is happening about him » (609¥t, comme il a été souligné ci-dessus, il 'idti
essentiellement a un observateur sophistiqué (608).

Autrement dit, la lecture de Lattin va plus loinegcelle de Dyer, car elle
sort du cadre d'interprétation diistoire obligatoire En effet, elle ne décrit pas
Gouvernail par le role trop évident du séduct@apendant, elle reste encore dans
le cadre dd’'hétérosexualité obligatoirecar elle fait de Gouvernail un personnage
encore plus étranger a I'histoire du mari et dietame.

Toutefois, il est intéressant de jeter un oeil aptemiere phrase de
I'histoire. « MRS. BARODA was a little provoked tearn that her husband
expected his friend, Gouvernaif>>commence’histoire (Chopin 389). Par cette
insistance, je me référe a la conception de Petek® qui suppose que le début prédit
toujours et « presupposes the end » {®BJen qu'il semble que « [w]hen you narrate,
you [...] start with a beginning » (92) en réalité, « you have started at the end. It is
there, invisible and present » (33D’une maniére invisible et symbolique, le début de
I'histoire dit beaucoup, sinon tout, sur la facamidl’histoire se termine. A la fin,
Gaston attendra de nouveau le méme invité qu'ant pi@ départ. Il est également
possible de déduire que Mme Baroda ne sera jampgtiente de revoir Gouvernail,
gu’elle ne profitera pas de sa visite et qu’ellaimera jamais vraiment son retour.

Peu de temps de la narration s’est déja écoul@t aweelle ne reconnaisse
que l'invité ne ressemble en rien a l'image mentgleelle s’'était construite
d’aprés ce que Gaston lui avait dit de Gouvernaibhe could discover in him

13 n'ouvre pas une alternative qui aurait des égnences directes sur le développement de I'héstoir
14 Eveillé [...] & I'essence de ce qui se passe autelui

15 Mme BARODA a été un peu provoquée d'apprendresqnemari attendait son ami Gouvernail
16 présuppose la fin

17 Lorsque vous faites un récit, vous [...] commenacezxain début

18\/ous avez commencé a la fin. Il est 13, invisiierésent
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none of those brilliant and promising traits whilston, her husband, had often
assured her that he possessed » (Chopin'380ne Baroda est décue. Comme si
elle voyait un autre Gouvernail, différent de cejue son mari lui avait décrit. Qui

plus est, l'invité n'essaye méme pas de gagneysgathie: « he made no direct
appeal to her approval or even esteem » (3981, contraire, il reste passivement
assis, « listening attentively to Gaston’s expexieas a sugar planter » (330).

Cette passivité et le manque d'intérét pour MmeoBarcadrent bien avec
le réle de Gouvernail comme catalyseur ou gouvkrnais sont completement
contraires aux interprétations de Dyer et Toth.p@at le confirmer en réalisant
gue Gouvernail rend méme Mme Baroda mal a I'ais@puvernail’s personality
puzzled Mrs. Baroda » (Chopin 39%)Elle demande, par conséquent, « When is
he going — your friend? » (39%).Etant dans une situation si désagréable, elle
guitte sa maison et ne revient pas avant que téme soit parti. Mais avant qu’elle
ne parte, une étrange et exceptionnelle rencoetraii les rapproche.

Cette rencontre mystérieuse et nocturne, commeecel@a été souligné,
est considérée par Dyer comme un épisode du dés& komme et femme et des
interdictions imposées par les liens du mariagan@e il a déja été noté, elle
souligne que « Gouvernail, like Mrs. Baroda, migitéo be experiencing the
turbulence of passion. Perhaps it is not only tile warm night and baneful air
that arouse him3 (Dyer 31). Elle affirme que les deux lignes d’'uoéme de
Whitman citées par Gouvernail sont choisies déditmemt, parce qu'’il sait qu'elles
exhalent une forte connotation sexuelle. Mme Barégand aux vers comme s'ils
étaient un compliment qui lui serait adressé (31).

Cependant, il est facile de reconnaitre la corttiadi entre une aversion
explicite envers Gouvernail — pendant que Mme Baexd déroutée et mal a I'aise — et
la passion agitée, écrasante, de I'amour éprouvérera méme personne. Ces
sentiments négatifs peuvent, bien sir, étre cqeméle dilemme provoqué par cette
situation: y a-t-il lieu d’étre fidele ou de lais$@ passion prendre le controle? Mais il y
a des preuves solides contre une telle interpratdiime Baroda montre des le début
des signes de répugnance a l'égard de GouverramiheBrosité et sa géne sont
présentes dés le premier instant, alors qu'il esbre impossible de penser a I'amour
ou la passion, a moins que I'on ne pense au coufoutire. Toutefois, de telles
émotions contredisent clairement la déception guteksent & I'arrivée de Gouvernail.

Gouvernail, contrairement aux attentes de Mme Barogste absolument
passif et assez féminin: « [h]e did not care th,fend displayed no eagerness to go

19 Elle na pu découvrir en lui aucun de ces traiifiamts et prometteurs que Gaston, son mari, lui
avait souvent assuré qu'il possédait

20| m'a fait aucun appel direct & son approbatitinméme & son estime

21 Ecoutant attentivement I'expérience de Gaston djilagtait planteur de cannes

22| a personnalité de Gouvernail a rendu perplexe Barda

2 Quand s'en va-t-il — ton ami?

24 Gouvernail, tout comme Mme Baroda, pourrait égalengéprouver les turbulences de la passion.
Peut-étre ce n'est pas seulement la nuit immobibdaude et I'air sinistre qui le réveillent
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out and kill grosbecs when Gaston proposed doing?s¢(Chopin 391). Il est
habituellement assis « mute and receptiVe(890), et il a ses humeurs et ses
« periods of reserve’$(394). En plus, il ignore complétement Mme Barolda,
seule femme de la maison, méme si elle essaiesbitesuson intérét a la fois en
I'évitant et en lui imposant sa compagnie, toutiddn vain. Gouvernail « made no
direct appeal to her approval or even este#&h(390). Le vieil ami de Gaston ne
fait pas le moindre effort pour se conformer a tditesse la plus élémentaire
exigée d'un invité, pour ne pas dire d’'un gentlenmkan’essaie ni d’avoir la grace
de I'hétesse ni de gagner sa sympathie. Il n‘apprpas quand elle essaie de lui
faire plaisir; apparemment, il ne lui préte aucattention. « Gouvernail does not
register either Mrs. Baroda’s indifference or haposition of her presence upon
him »*° (Beer 50). Il nentame jamais la conversation, m@varde jamais
longuement avec la propriétaire, mais se conte@t@mlement d’'écouter Gaston.
Il est « decidedly lacking in the courtliness oé tBreole gigolo¥ (Brown 72).
Ainsi, il est facile de voir la contradiction entta facon dont Gaston voit
Gouvernail, et son comportement réel. L’homme cuemiari de Mme Baroda
estime si parfait et si particulier se révele état a fait différent. Sa perfection
n’existe que dans 'esprit de Gaston qui le voitdie facon: Gaston est partial.
L'indice textuel suivant est d’'une importance calgit quelques jours plus
tard, I'attitude de Mme Baroda change radicalemignt’est la maniére dont on lit
ce que Mme Baroda devient qui décide comment onpoemad le reste de
I'histoire. Le mot qui décrit ce nouvel état egpigued » Webster's Encyclopedic
Unabridged Dictionary of the English Languadenne la signification suivante:

piquelv., piqued, piquingn. —v.t. 1. to affect sharp irritation and resentment, esp. by
some wound to pridéie piqued her by refusing her invitatidhto wound (the pride,
vanity, etc.)3. to excite (interest, curiosity, etcHer curiosity was piqued by what the
town gossips were sayingd. to arouse an emotion or provoke to actitm:pique
someone to answer a challange Archaic. to pride (oneself) (usually fol. bgn or
upon: He piqued himself on his elegant mannéréeron. Obsto dive at.

L'article du dictionnaire fait remarquer clairemeqiie cette expression
peut signifier deux choses radicalement différentéme Baroda pourrait se sentir
agacée ou en colére, mais elle pourrait aussi &ieir été sexuellement excitée.
Alors, c’est cette deuxieme facon de comprendrecliorence que la plupart des
critigues ont considérée comme évidente, maisnilbdée y avoir au moins autant,
sinon plus, de preuves d’'une compréhension podsisdée sur le sens premier.

25| ne s'intéressait pas & la péche et n'a monictiae envie de sortir pour tuer des grosbecs quand
Gaston lui a proposé de le faire

26 Muet et réceptif

%" périodes de réserve

28 N'a fait aucun appel direct ni & son approbatioméme a son estime

29 Gouvernail ne percoit ni l'indifférence de Mme Bda ni son effort pour rester en sa présence

321l manque décidément de la courtoisie du gigoémler
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Le réle textuel particulier du mot « piqued » eas® directement sur ses
significations multiples, et sur le fait que, setms significations, il pourrait diriger
le récit dans des directions différentes. L'undld&s’harmonise avec les attentes
de la société ou du lecteur, tandis que l'autrectagredit. C'est le moment ou il
est opportun d'utiliser la stratégie de lecture I'deomographesisComme Lee
Edelman le soutient, 'homographe se caractérisecpe singular entity, ainsi
il « precipitates into meaning by virtue of itsdar, its metonymic, relation to a
context that seems to validate, which is to sagturalize,” one denotation over
another ¥ (13). Autrement dit, le mot «piqued» devient ugngfiant du seul
signifié considéré comme normatif par la société&elstade, une signification du
mot voile les autres, le lecteur glisse $autre sens parce qu'il ne parvient pas a
le percevoir. Ici, le texte impose au lecteur deamuer la différence contenue
dans le caractére apparemment identique du grapHéangtratégie de lecture de
I"homographesis« works to deconstruct® (13) des lectures prescrites, non
problématiques, car elle dévollaltérité inhérente dans le signifiant « identicat »
ou « dissimilar ¥ (12-14). Comme Winfried Fluck le souligne, « tegtt[...] may
reveal aspects of which the writer may have bedy dmly aware or not yet
aware at all, making literature a [...] potentialigmiptive discourse®} (152).

C’est précisément ce double codage, la multiplidéé sens qui accorde a
la fiction de Chopin en particulier, et a la figtien général, son « special status as
anas ifstatement [that] allows the expression of cullyrahacknowledged wishes
and fears ¥ (152), puisque I'écriture créative est essentiediet un fantasme, un
« désir qui trouve a se réaliser dans l'oeuvrérhtre » (Freud « La création
littéraire » 9). En effet, pour Chopin,

The narrative organisation is often the main suliverénstrument, with the
surface meaningpparentlyconventional, [...] but actually [...] being undermined
by the processes of revelation that have occumedighout the text. (Beer 28).

C'est-a-dire que la fagon dont les textes de Chdpimctionnent est
précisément’altérité dissemblable cette différence identiqueou double-codage
déja mentionné. Autrement dit, ces textes applita@@mectement la stratégie de

51 Aucune entité singuliére

32 Se précipite dans une signification en vertu derapport linéaire, métonymique a un contexte qui
semble valider, c’est & dire, « naturaliser », déeotation plutt qu'une autre

33 Joue & déconstruire

34 |dentique

35 Dissemblable

% Le texte [...] peut révéler des aspects desqéeliviin peut avoir été seulement vaguement ataobu
ou pas encore du tout, et qui font de la littéeatur [...] discours potentiellement perturbateur

57 Statut spécial, comme une affirmationaamme si[qui] permet l'expression de désirs et de crainte
culturellement non reconnues

%8 | 'organisation narrative est souvent le principstrument subversif, ayant un sens de surface
apparemmentonventionnel, [...] mais en réalité [...] mis almpar les processus de révélation qui
ont eu lieu dans tout le texte.
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I’lhomographesis, par conséquent, il est logiquecHercher des homographes
révélant une structure profonde potentiellementstgive.

En ce qui concerne les désirs mentionnés, qui niértecréent des récits
sous forme de fantasmes, Freud distingue deux tyessdésirs qui motivent les
fantasmes: ceux qui sont érotiques et ceux queatede I'ambition (« La création
littéraire » 6). Et c’est précisément ce dualisnoe dgs ceuvres de Kate Chopin
mettent en scéne: comme l'affirme Fluck, elle «ufsmd on the recurring themes of
[...] social and sexual transgressiol $153). Toutefois, il semble évident, méme
sur la base de l'article de Joyce Dyer, que lds tristoires en question portent sur
ce dernier domaine. Et s'il en est ainsi, il esit @ fait logique d'essayer de tester
la possibilité de les lire comme des récits ayaatrpthéme une sexualité
controversée, puisque I'on considére que le propebtmun de la plupart de ses
histoires est « crossing and violation of a bolder which separates the realm of
cultural norms from a tabooed, forbidden [...] aré& ¢Fluck 153-4). Cette
interprétation se confirme d’autant plus si I'on smuvient que Pearl L. Brown
définit I'histoire comme ayant au moins 'objecte « explore male norms and
departures from thenf’(70), et insiste sur le fait que Gouvernail montra
discontent with the prevailing masculine ord&r 72) et qu'il est un personnage
avec « ignored or repressed psychological ne&d32).

Comme il a été montré ci-dessus, il y ahamme fémininlans le texte, qui
est introduit par un autre homme d'une maniére ippédée et positivement
préjugée. Qui plus est, cet homme féminin ne sgeméme pas de la présence
de la seule femme du texte, mais plutdt il se cusmtal’écouter attentivement
'autre pendant qu'il raconte ses histoires. Ndlemeent, Mme Baroda se sent
blessée, par conséquent, elle leur permet de restggmble. Pas simplement
« seuls », mais comme le texte l'indique clairemenalonetogether» (Chopin
391, c’est moi qui souligne).

Naturellement, on pourrait a juste titre s'inteoggi sur la pertinence de
la féminité comme caractéristique révélatrice d'upeéférence sexuelle ou
psychologique, différente de celle prévue. Evidemimkattraction entre hommes
peut apparaitre sous de nhombreuses formes, gt @l pas vraiment de raison pour
gue l'une (ou aucune) des personnes impliguéesgnti€tre « féminines » en
aucune maniére, ni que la féminité soit quelqueelyi conduise automatiquement a
n'importe quel type de « mangque » dans le cadraedimasculinité hétérosexuelle.
Toutefois, il ne faut pas oublier que c’est unddiie de la fin du XIXéme siecle
qui est en question ici. Et a la fin du XIXéme #¢d'un des modéles influents

39 S'est concentrée sur les thémes récurrents Hednsgression sociale et sexuelle

0 Le passage et la transgression d’une frontiéresépare le domaine des normes culturelles d’une
[...] zone tabouisée, interdite

41 Explorer les normes masculines et leurs digression

42 Un mécontentement face a I'ordre masculin en cours

43 Avec des besoins psychologiques ignorés ou reoulé
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pour penser et discuter de l'attirance de méme, sex@é celui ddinverti: «in
German sexologist Karl Heinrich Ulrich’s famous 98fhrase, ‘a female soul
trapped in a man’s body’; and, in the case of Eshvomen, ‘a male soul trapped
in a woman’s body’ ¥ (Edwards 27). Donc, dans ce cadre prégnant adiépde
Chopin, un homme attiré par les hommes est en @fftiomme féminin.

Sur la base de tout cela, il semble logique pour gheopenser a un type
complétement différent du triangle amoureux. Estj@écisément la nature de ce
triangle qui agace Mme Baroda. Elle a reconnu igses de l'attirance non pas
entre Gouvernail et elle-méme, mais entre lui et mari. Cette interprétation est
également corroborée par le fait que Gouvernalepde Gaston pendant qu'il est
assis sur le banc a c6té de Mme Baroda et sur eldheollege days when he and
Gastorhad been a good deal to each oth&r(Chopin 394) (c’est moi qui souligne).
L'expression en italiques a une large gamme de aations, et elle peut aussi
susciter un sentiment fortement érotique. C'estedgent Gaston qui voulait revoir
Gouvernail aprés son départ. Qui plus est, il a enérgreatlydesiredit »*° (396)
(c’est moi qui souligne). Il est vrai que c’est MBaroda qui mentionne encore
une fois, plus tard, cette possibilité, mais c'€stston qui « was surprised and
delightedwith the suggestion comirfgom her»*’ (396, c’est moi qui souligne). Sa
déclaration affirmant qu’elle est d’accord sur taett le rire 'accompagnant
pourraient tout simplement se référer au fait de’al réussi & surmonter le choc
gue la relation des deux hommes a provoqué efcéllereud « Humour » 425-34).

La citation de Whitman par Gouvernail et I'épisatle rendez-vous sur le
banc, donnent peut-étre I'argument central desidestde Joyce Dyer et Patricia
Hopkins Lattin. A ce stade, le texte se référectimment & un autre, mais seulement
d'une maniére courte et fragmentaire. Mon integpi@h se conforme partiellement a
la leur parce qu’elle est d'accord avec l'affirratiselon laquelle les deux vers cités
comportent leur contexte entier en eux-mémes.t lies aussi que la strophe 21 de
Song of Myselfle Whitman est remplie de connotations sexuelles.

Cependant, le symbolisme de cette strophe estentent lié a la nature.
L'air et le vent jouent un rdle trés important @nnhatiére. Les deux vers mémes
leur sont liés. Dans la petite histoire elle-méeependant, c'est quand il écoute
Gaston que Gouvernail avoue aimer la caresse du $enrécitation est donc
également une référence a ce fait. Comme preuvel&upntaire, bien que non
concluante, on pourrait prendre en considératiandaans la tradition symbolique,
« of the four Elements, air and fire are regarded.a] male $° (Cirlot) et aussi

* Dans la phrase célébre de 1869 du sexologue altbidainrich Karl Ulrich, « une ame féminine
piégée dans un corps d’homme », et, dans le cdsslgsnnes, « une &me masculine prise au piege
dans un corps de femme »

45 L'ancien temps au collége, quand lui et Gastoniiaient beaucoup I'un pour l'autre

6 Grandement désiré

47 A été surpris etavi que la proposition vienrgielle

8 parmi les quatre éléments, I'air et le feu somsaérés comme [...] le sexe masculin
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que le « wind is air in its active and violent astpes® (Cirlot). C’est-a-dire que le
vent du poeme peut étre évoqué par Gouvernail coprimeipe masculin, et, par
substitution, comme Gaston lui-méme. C’est lui lgucaresse, ou du moins il en
éprouve le désir. De plus, le texte présente lavarexplicite qu’il n’a pas exposé
la moindre de ces pensées a Mme Baroda: « thigrapbe to the night [...] was
not addressed to het>{Chopin 394). En conséquence, il est facile deneaitre
gue « Gouvernail's silences and indifference seandli designed to attract [Mrs.
Baroda] »* (Beer 50).

Le point de vue de Joyce Dyer et Patricia Hopkiastin fait résider le
contexte dans le texte de Whitman, avec la citgtigm plus est, ils affirment que
Gouvernalil utilise les deux vers en ce sachanudgfgit (Hopkins Lattin 32; Dyer
48). Cependant, le poéme cité est narcissique, ntms son titre. Alors que le
narcissisme est dans une certaine mesure présectiaenn et ne peut pas étre
considéré comme exclusivement homosexuel, du mains point de vue
psychanalytique, le narcissime est néanmoins uledetraits qui pourraient le
signaler s'il est combiné avec d’autres traits.|eis de Freud, les homosexuels
en général « se cherchent eux-mémes comme objebdiaen présentant le type
de choix d'objet qu'on peut nommenarcissique» (« Pour introduire le
narcissisme »), méme s’il faut reconnaitre ques«deux voies menant au choix
d’objet sont ouvertes a chaque étre humain » (« tnaduire le narcissisme »).

En outre, il est tout a fait bien connu que Waltitvlan ressentait lui-
méme une forte attraction pour les corps et lessamasculins: « [c]ritics...who try
to prove Whitman was fundamentally heterosexualehtittle to stand on3
(Reynolds 490). Et, bien sdr, l'auteur ne peut @ae complétement séparé du
texte, surtout si I'on tient seulement a une famcfoucaldienne de celui-ci. D’autant
plus si 'on prétend, comme Dyer (48) et Hopkin#ihg32), que Gouvernail utilise le
texte de propos délibéré, étant parfaitement censde son contexte.

Il'y a encore un probléme avec Gouvernail apprétgavent que I'on ne doit
pas négliger. Dyer fait des commentaires sur cetode soulignant le caractére
sensible de Gouvernail (48), puis immédiatementtioramant que le « journalist even
experiences pleasure from having the Barodas’ emasrdogs rub against his legs »
(48). Cette expérience érotique liée au vent atcampagne refléte fidelement les vers
qui sont exactement dans la continuité de ceus pié# Gouvernail. Comme Hopkins
Lattin le souligne également, ces « lines appeaedation 21 of ‘Song of Myself,” in
which the poet cries out for a union with the eadha, and the night — a union

9 e vent est I'air dans ses aspects actifs et nisle

%0 Cette apostrophe & la nuit [...] ne lui a paséréssée

5 Les silences et I'indifférence de Gouvernail nmisient guére congus pour attirer [Mme Baroda]

52 Les critiques [...] qui essaient de prouver que Wdhit était fondamentalement hétérosexuel sont
peu fondées

%3 Le journaliste éprouve méme le plaisir d’avoinbéme chien des Baroda se « frotter » contre ses
jambes
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expressed in vivid sexual imagen/ §32). Cependant, alors que l'article du poéme de
Whitman céleébre en effet les éléments naturels, Bouvernail, ils ne semblent avoir
de I'importance pour la seule raison qu'ils canassen corps, restant ainsi plus proche
du symbolisme de la partie 24 du méme poéme:

Sun so generous it shall be you!

Vapors lighting and shading my face it shall belyou

You sweaty brooks and dews it shall be you!

Winds whose soft-tickling genitals rub against tnehiall be you® (Whitman 68)

C’est-a-dire, le contexte de Gouvernail apprédarmaresse et I'image des
chiens se frottant, ainsi que ['utilisation de Widin semblent plus susceptibles
d'étre une référence au poete «who is still theposturing, enjoying himself
autoerotically 3° (Fredrickson 143), qu'a « Whitman the mysti€ %143). Si,
toutefois, ce qui se passe est un fantasme autiopdecde Gouvernail, ou méme,
comme mentionné ci-dessus, s'il est lié quelques p&aston, il est difficile de
voir comment il pourrait viser le c6té sensuel deé/Baroda.

A ce stade, Dyer affirme que « Mrs. Baroda respasdé Whitman’s lines
were meant for her’® (49), ce qui est assez surprenant, pour plusieissns.
D’une part, il n'existe aucune preuve textuelle ime Baroda soit assez instruite
ou intellectuelle pour savoir d'ou ces vers vierinsans parler du contexte qu'ils
portent en eux-mémes. D’autre part, nous seriates diaun acte d'incompréhension
en soi de la part de Mme Baroda, puisque, commes leosavons, le poéme ne lui a
pas été adressé (Chopin 394).

En outre, la scéne elle-méme est trés révélatiidkors est prét a la
soumettre a une lecture freudienne traditionn@uvernail, dans la nuit, est « the
approaching red point of a lighted cigdl %393), mais le cigare s'éteint et
Gouvernalil le laisse tomber dés qu'il s'approchéviilee Baroda. Considérant que
les cigares, comme les objets de forme allongéd,dmtype phallique (Freuthe
Interpretation of Dreamjs le fait méme qu'il soit allumé pourrait signifida
dissolution de la virilité seul®,alors que le laissant tomber en présence de Mme
Baroda (Chopin 393), Gouvernail signale qu'il naspbesoin de sa virilité ou de
son caractéere phallique en sa présence.

54 Les lignes apparaissent dans la partie 21 de g SoNlyself », dans laquelle le poéte en appelait &
une union avec la terre, la mer, et la nuit — o@Rprimée par une vive imagerie sexuelle

%5 Soleil si généreux ce sera vous! Vapeurs éclagtaminbrageant mon visage ce sera vous! Ruisseaux d
sueurs et rosées ce sera vous! Vents dont lesegggmitaux doux et chatouillant se frottent contre
moi ce sera vous!

%6 Qui est toujours 1& en prenant des poses et dsirpiéune maniére auto-érotique

57 Whitman, la mystique

%8 Mme Baroda répond comme si les vers de Whitmaéthient destinés

%9 Le point rouge d'un cigare allumé s'approchant

60 Ne pas reconnaitre qu'il pourrait y avoir une aation différente serait une simplification exdess
Un cigare peut aussi connoter I'excitation sexuelle
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Mme Baroda présente aussi des attributs symboligwésateurs. D’'une part,
elle porte une robe blanche. Rappelant que, dalitélature, « [c]lothing, as habit,
implies a way of life % (Stallybrass and Jones 117), ce fait posséddaremrant ses
connotations. Le blanc est la couleur de 'innoegrotas et al.), de la pureté (Cirlot),
donc il est probablement & méme d’assumer le @lémhocent dans I'histoire, Mme
Baroda est donc innocente d’avoir des désirs déowi ; d’autant moins, si I'on tient
compte du fait que le texte ne fait référence amatygpe de rencontre sexuelle entre les
époux et gu’ils n'ont pas d’enfants. Le mot « ingroee » pourrait également signifier,
dans le contexte de I'histoire, la virginité.

Une autre piece de tissu blanc apparait dans te txréférence a Mme
Baroda: une écharpe. De l'avis du Dyer, on « cahalgt but think that Gouvernail's
gesture of offering Mrs. Baroda a white, filmy dctr cover herself (a shawl,
incidentally, that she lets lie in her lap) symbe$ the same kind of temporary
veiling of passion and sex that we later see bychisial Whitman omission®$
(49). L'innocente blancheur de Mme Baroda mentienciédessus, ajoutée au fait
gu'elle « accepted the scarf from him with a murmafithanks, and let it lie in her
lap »* (Chopin 394), peut également étre interprétée mmporter un soutien
supplémentaire, ou méme renforcer I'interprétatiarpersonnage de Mme Baroda
comme une possible vierge, du moins pure et inrtecé@ caractére. On peut en
dire autant du foulard, comme un voile étendu sgrgenoux, rappelant I'hymen,
au méme titre que la « belt or girdle is a symbiahe protection of the body and
[...] an allegory of virginity $* (Cirlot) méme en eux-mémes, et plus encore sur les
genoux de Mme Baroda.

Son mari qui l'appelle «chére amie » (Chopin 3%} tout aussi
susceptible de se référer a I'amitié dans son s&merne qu’'a n'importe quel type
possible d’attraction sexuelle. Qui plus est, iltilise dans un contexte qui
mériterait certainement un adjectif beaucoup plus §'il est utilisé entre deux
amants: « | am glad, chére amie, to know that yawvehfinally overcome your
dislike for him; truly he did not deserve °%396).

Par conséquent, on peut postuler que le triangleuegnx inhérent dans le
texte n'a pas évolué avec l'apparition de Gouvéradia propriété Baroda. Au
contraire, la relation entre Gaston et Gouvernal plus ancienne que la
connaissance de Gaston et Mme Baroda. Ce n’'egigrdsasard que j'emploie le
mot « connaissance » : une amitié profonde semddeidoup plus probable entre
eux que tout autre genre de désir.

®1 Un vétement, comme un habit, implique une fagowide

®2 Ne peut s'empécher de penser que le geste de Gailidirant & Mme Baroda une écharpe blanche et
transparente afin quelle se couvre (un chéld|edies, qu'elle pose sur ses genoux) symboliseBimergenre
de voile éphémére de la passion et du sexe queoypmiss ensuite dans son omission cruciale de Vihitm

83 Elle a accepté I'écharpe de sa part avec un meraeigrace, et le laisse sur ses genoux

64 La ceinture ou la gaine symbolise la protectiorcdps et [...] une allégorie de la virginité

% Je suis heureux, chére amie, de savoir que varsfmalement surmonté votre aversion envers lui;
il ne la méritait vraiment pas
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A ce stade, il pourrait étre une bonne idée deé&er une minute et tenter
de comprendre le comportement de Gaston Barodaqumelile reste de cette
analyse a essentiellement porté sur Gouvernail eeNBaroda. Comme il a été
souligné ci-dessus, le point de vue de Gouversaipelarisé, et sa relation avec sa
femme est plus conviviale qu’amoureuse. En outrsemble aimer de nombreux
sports, comme la péche et chasser les grosbecy €9l parait étre attaché a sa
plantation, donc il semble de toute facon étre Hetqtype du propriétaire de
plantations du Sud sdr de lui-méme.

Appliquer tout cela & I'image des relations en@e frois personnages de
I'histoire n'est pas si difficile, une fois que ticonsidére deux choses. La premiére est
gue, prenant en considération le modéle d’inverdmifattraction du méme sexe, si
Gouvernail est un homme féminin, son partenairg gdar conséquent, étre masculin,
puisque « the inversion model implies that one diaéfvery male—male couple would
always ‘be the man’ and presumably act butchdnd one would always ‘be the
woman’ and presumably act femnf8 ¢Edwards 27). C'est-a-dire, en tant qu’homme
censé avoir une sorte de relation avec Gouvelaagmportement masculin et d’auto
affirmation de Gaston est celui attendu dans s@atsiin par les contemporains. La
seconde en est que Gaston Baroda ne vient pas deérg classe sociale que
Gouvernail, donc, il y a des attentes différentesd@nc différents modéles de
comportement possibles qui lui sont liés. Bien spie statut et sa richesse matérielle
lui permettent d’avoir un milieu plus slr que Gamad puisse réver, pourtant, « on
leaving school, many such men seemed also to Haméfied same-sex eroticism with
childishness and, consequently, as a mark of pessress® (25), et ainsi ils ont
ceci de réprimé, ayant plutét adopté le récit d'ure prévue, car, bien qu'un «
[Creole] man’s social status was defined primdrilyhis work and only secondarily by
his marital status®} (Brown 73), il a néanmoins été « expected at quming in his life
to assume his proper role as the patriarchal heathousehold % (73). Cela pourrait
étre l'autre raison pour le mariage de Gaston at fgofait qu'il agit ultérieurement
tel le prototype du propriétaire de la plantationSud.

Peu importent les raisons du comportement de Gastalésir caché entre
Gouvernail et Gaston Baroda jette une lumiére nibengeir le titre. 1l n'est plus
guestion de savoir si la bonne réputation de Mmeodia est ou non mise en
qguestion. Ni de discuter sur la lutte entre segslés sur les attentes de la société.
Mme Baroda devient respectable a la fin du tex¢éetriangle amoureux normatif et

® Le modéle d'inversion implique qu'une moitié dexghe couple male-male serait toujours « 'homme »
et agirait vraisemblablement batch(...] et 'autre serait toujours « la femme » gitait vraisemblablement
enfemme

67 Ayant terminé les études, beaucoup d’hommes derre semblaient également avoir identifié I'éroéis
du méme sexe comme un enfantillage et, par consgégoenme une marque d'impuissance

% | e statut social d’'un homme créole était défimgipalement par son travail et seulement en setiend
par son état matrimonial

89 Attendu qu'a un moment donné de sa vie il assumepsopre role de chef de ménage patriarcal
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attendu en voile un autre, celui ou Gouvernail @stGn enfreignent l'union
hétérosexuelle du mariage et ou la relation entevérnail et Mme Baroda reste
vierge. Ainsi, elle devient une personne a regarderespecter, car elle accepte
I'altérité: méme le passé de son propre mari gustemerge. C'est-a-dire, elle ne
sera plus conforme d&hétérosexualité obligatoire méme si c'est ce que la
structure de surface de I'histoire nous améneraii@poser. Au contraire, elle est
subversive et, en méme temps, souple et généi@asaspects s’harmonisent avec
la paraphrase écrite par Eve Kosofsky Sedgwickescompréhension des triangles
amoureux de René Girard, ou elle souligne que.ésoderriere des triangles
amoureux hétérosexuels, on en trouve souvent desdexuels, ou du moins des
homosociaux (Sedgwick 478-479).

Ainsi, on peut voir que, comme il a été proposéest en effet utile
d’examiner les textes de Kate Chopin dans une petisp queer et que le
personnage de Gouvernail peut étre lu différemndenta facon dont on I'entend
habituellement. Bien que [l'histoire traite en effun triangle amoureux, tout
comme réclamé par Dyer et Hopkins Lattin, ce trdangst beaucoup plus
controversé et subversif que postulé par chacunt@deeux. Il est également
intéressant de noter que cette expérience dankectueequeerd’un texte de Kate
Chopin pourrait aussi étre considérée comme uncatelir de la possibilité
générale d'une telle entreprise, et pourrait dagisa valider le concept. En fait,
on pourrait souligner gu'il peut y avoir beaucoupspque la courte fiction sur
l'auteur généralement reconnu dans les critiquése&aoncentrent principalement,
et peut-étre un peu trop, duéveil.
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ABSTRACT. “Women Writers in George @inescu’s Literary Criticism”. This
study analyses Georgéilibescu’s perspective on feminine literature, garessed by
the critic both in his monumentglistory of Romanian Literature from its Origins to
the Presentfirst published in 1941, and in other critical teexHis opinions on this
subject, very suggestive for the critic’'s genepdraach, may be also relevant for the
historical and cultural frame of his epoch. As tlagpear in several reviews, essays,
and aesthetic studies, they also provide an ititegegerspective of the typical image
of women in Romanian literature, as compared terditeratures. Without referring to
all of Cilinescu’s studies and articles dedicated to womigeigry works, the study
points to the main ideas that reveal the auth@reral view on this subject.

Keywords: feminine, criticism, Hortensia Papadat-Bengesbysilogical, moral

REZUMAT. ,Literatura femining in viziunea criticz a lui George Glinescu”.
Prezentul studiu analizeaperspectiva lui Georgealhescu asupra literaturii feminine,
expug atat in monumentalatorie a literaturii romane de la origini panin prezent
publicat initial Tn 1941, casi in alte texte critice. Opiniile criticului pe nganea
acestui subiect, foarte sugestive pentru intreageiziune, sunt relevantg pentru
cadrul istoricsi cultural al epocii. Bra a face referire la toate studiijearticolele Iui
Cialinescu dedicate operelor literare feminine, stugiezint principalele coordonate
ce relev viziunea de ansamblu a autorului asupra acegtigcu

Cuvinte cheie:feminin, critici, Hortensia Papadat-Bengescu, fiziologic, moral.

George Glinescu (1899-1965), the founder of Romanian actikterary
criticism, is a complex, protean writer, whose oég spirit is fully revealed both
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in his famoudistory of Romanian Literature from its Originsttee Presenaind in
other theoretical and fictional works. His criticahethod, marked by an
impressionistic, artistic perspective, illustrateis aesthetic view, pleading for
literary history as an ineffable science, based@&sthetic criteria, as well as for an
analytic approach substantially similar to artistieation itself. In @linescu’s
opinion, literary criticism is a matter of vocatiolike any other art; the literary
historian must be a critic and the critic an artistreator, in the real meaning of
the word. Consequently, the critic’s ideas haveesgnal frame and become, to a
certain extent, the portrait of his preferences idedls. In this context, objectivity
in criticism is, first of all, the objectivity of aubjectivity which analyses itself,
contemplating virtual aspects of its own in thefadiént mirrors of various artistic
works. Glinescu’sHistory of Romanian Literaturés, according to the author, a
“human comedy”, a stage with writers exceptionplytrayed in concise, suggestive
expressions, with a remarkable, yet not infallidri¢ical eye.

Women writers’ contribution to this “human comediipugh less substantial
than the male writers’ one, is obviously discudsgdilinescu in the same critical
spirit. In his studies dedicated to women writgussitive as well as negative
opinions are expressed; some of them are much cpmrd, others are barely
mentioned for pure historiographic reasons, wheeetew are severely criticized.
In fact, the critic’s literary texts on male wrigsiollow the same pattern. Therefore,
the guestion is whether any distinction betweenrgm and masculine literature, as
viewed in Glinescu’s criticism, should be made, at all. Insthéspect, the author
provides a definite answer, while mentioning hirhssgrtain differences between
feminine literature and the so-called “virile” orie.several essays and studies, as well
as in theHistory of Romanian Literatur¢he critic attempts to emphasize characterisfics
feminine writing and approaches such subjects asiems creative and critical
abilities and their possible contribution to cuitpart and society. Some of these
problems are obviously superseded and confineddertain philosophical frame
of misogynist influence, although the critic repelly pronounces himself against
misogynism and even praises such Romanian wrigelsraHeliade-Rdulescu and
Cezar Bolliac, who plead for the equality betweesnmand women as far back as
the nineteenth century. In his critical approachliterary works belonging to
women writers, he openly states the necessity abgective judgment, free from
any cultural or social prejudices. On the otherchahthe work discussed inspires
or incites him, the verb becomes passionate andiemadly coloured.

Here is an example of such an “objective” analyadicated to a novel
written by Angoara Odeanu (1912-197Being a woman after all, Miss Awiara
Odeanu put on the cover of the volume a picturdess, by which we become
acquainted with a licked pussy cat face, with jagupiercingly malicious, though
actually childish eyes, with a bold nose above aitmavhich, despite the thick
“rouge” of the most fatal ones, keeps being amugimgnocent, finally, a face of a
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graceful masculine terribleness, yet mobile enciagbive the impression of being
ready to disappear from the cover, in order to saba pillow because of the bitterly
malicious criticism.*(2006, 718).

The analysis of the novel starts not only fromiitslusion to feminine
literature, but even the author’s picture on theecmf the book reveals a certain
critical malice ironically suggested byalihescu himself. Nevertheless, this is also
an illustrative sample of his critical approach,iethusually starts from a simple
impression gradually growing substantial and findlecoming essential, as the
very original mark of the work discussed. ReferringAnisoara Odeanu, the critic
suggests a similitude between her facial expressmohthe emblem of her writing,
namely ingenuity.

Condescending irony is also present in some ofili€scu’s sketches on
feminine writing in theHistory of Romanian Literatureé'Matilda Cugler’s poetry is
decent like an angel with praying hands. It is a&tpp for boarding school albums,
with little birds and tiny butterflies, decentlygmer for young ladies watched by
governesses(1982, 422).

Still, the critic is equally ironical or malicioun his analyses dedicated to
the so-called “virile” literary works. Neither coescension nor irony should
necessarily come from prejudices related to fereinimriting, so far. More
surprising is that Calinescu seems to identify ag® feminine art and style and
that he even mentions a presumptively suitablensuitable language in women’s
writing. In his view, this feminine style in botlogtry and prose implies a certain
discretion and gentleness. Moreover, any objectivee in feminine writing is
identified with amazement. Galinescu is surprised even bg Woman’s ability to
taste phonetical savouy'in the text about Georgeta Mircea Cancicov (1982).
He appreciates Profira Sadoveanu(1906-2003), thghdar of Mihail Sadoveanu,
for her language, which iglécentlysuitablefor a womarand especiallyor a very
young ong2007, 694).

Therefore, we may presume the existence of a feamiekpression code, of
certain stylistic and lexical standards, rathergegted than clearly defined by the
critic. Feminine writing, just like feminine behavj is supposed to obey some rules
and expressive taboos, primarily decency. Any timlaof these rules is considered
disgusting. An example of disobedience is a noyel.licia Demetrius (1910-1992),

2 Fiind Tn definitiv femeie, d-ra Agbara Odeansi-a pus pe coperta volumului o fotografie a chipsiu,
prin care ldm cungtinta de un cap de pisigulinsa, cu ochisagalnici, sfredelitori de male, dei in fond
copilarosi, cu nas temerar deasupra unei guri care, Tn aindd ,rouge” gros dintre cele mai fatale,
raméane de o amuzaninocena, un chip n sfait de o gréioasi teribilitate masculinizaatcare fi face
impresia n& prin mobilitatea lui & e gata &dispad de pe copeitspre a sugha cu lacrimi Tntr-o pegh
de amarul criticeiauticioase.

“Poezia Matildei Cugler este decie un inger cu mainile impreunate. E o poezierpeftbumuri de
pensioane, cuagirici, fluturasi, la modul cuviincios al domgoarelor supravegheate de guvernante.”
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stigmatized by the critic for its presumed frivpliScandalized at the author's courage
to explicitly depict erotic images, Galthescu becomes extremely reticent to women'’s
writing in general, for rather whimsical reasongrélis the beginning of his review:
“Le Brun, a French man of letters in the seventeeattury century, is told to have
made women the following suggestion (we quote é&Bitive).< Inspirez, mais
n’écrivez pas.> We might not be mistaken if makiiegsame suggestion to Romanian
women. Feminine literature is ,in most of the casesdiocre, of a particular
mediocrity, which dulls the high idea we have abheamen. This literature is either
insipid and moralizing, inclined to exalt the firifj values of life or vulgarly sensual.
Nevertheless, in criticism we cannot start fromrirp statements. Virile literature
itself is now so low that the question is whethemean might not possibly follow the
general platitude. On the other hand, there ar® al®men of undeniable talent. But
one thing must be noticed. A masculine unsucceattérhpt does not disqualify the
author whom we might consider capable of many atielertakings. But a feminine
unsuccessful attempt is embarrassifig2007,1446).

Obviously guided by personal extra-literary prepedi, G.Glinescu
suggests that writing is a very venturesome acafaroman, who therefore risks
losing her personal mystery and irremediably disagipgn case of possible failure.
As far as feminine writing is concerned, literarycsess depends on the correct
choice of the subject and style and, most of allacertain shyness and gentleness
in expression and attitude. As to Lucia Demetrinsvel, the critic’'s negative
remarks are numerous: platitude, mimicry, lackiteirary vocation, fastidiousness
etc. But only one of them is essential, namely apiscence. @inescu admits that
eroticism is not unliterary in itself, Boccaccigiose is a famous example. It is
just inappropriate for a woman writerTWwo young lovers, found naked, in some
short story by Boccaccio, are not vulgar, since libes of any sense of prudence
and convenience is the characteristics of the jiueegrotic crisis. But to hear a
woman lucidly <analyzing> her love, reducing it smme libidinous images is
embarrassing, painfully embarrassirmg2007,1449).

* Le Brun, literat francez din sec. al XVlll-lea, faficut femeilor (citam dupSainte-Beuve) urittoarea
recomandge:
“ Inspirez, mais n’écrivez pas.” Poatei m-ar fi nepotrivit & facemsi noi aceasi recomandde
femeilor roméane. Literatura feminineste de cele mai multe ori medidcde o mediocritate
speciali, care intuneg ideea Tnalé pe care noi ne-o facem despre femeie. Addastatura este
ori plata si moralizanti, inclinatz a exalta valorile nirunte ale vigi ori in chip trivial senzuat.
Totwi Tn critica nu putem porni de la propgitiapriori. Si literatura virila este acum atat de
coborat: incét e intrebarea dacsi femeia nu urmeazplatitudinea general. Si apoi suntsi femei
de talent incontestabil. Dar un lucru trebuie obsstr O incercare drbateas@ neizbutiti nu
descalifiez pe un autor pe care-l putem socoti capabil de enalte Tntreprinderi. O Tncercare
feminini neizbutitz este 1ng penibilki.

® Doi tineri indigostii, gasiti goi, Tn cutare nuvéla lui Boccacio nu sunt triviali, Tntrucat pierdeicirui
sim de pruded si conveniemi este caracteristica crizei erotice juvenile. Daraszi o femeie
Lanalizandusi” lucid dragostea, reducand-o Igteiimagini de libidine, e penibil, e dureros deipitn
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G.Cilinescu’s concludes that Lucia Demetrius’ lucid lga& of eroticism
is odious and her novel disgusting. This is, int,fégs most disapproving study
about feminine literature. On the other hand, mestnen authors studied by the
critic do not attempt to scandalize or even innederary art. They rather keep
within the limits of domestic subjects, asli@escu ironically notices himself.

Thus, so far we have a style, a language, a moaahd presumptively
characteristic of feminine literary art, as well agarticular subject area, mostly
restricted to the problem of the woman. In a litgn@view dedicated to a novel by
Lucreia Petrescu (1883-1939), the critic rhetoricallynders whether a woman is
even able to approach other subjects than the ifeenimes: Mrs. Lucregia Petrescu’s
novel is constructed skillfully enough, it is reaih interest, but it reveals no artistic
faculty. This was not absolutely necessary here, msitter of fact. It is a novel which,
keeping objective, does not yet shrink from apgrimacproblems. And what problems
may a woman approach but the feminist ones? Wekllrabout a woman who is put
in all those circumstances supposedly in order tovigle the reader with notions
about a woman'’s destiny in modern sociég007,882).

Furthermore, in his study about Henriette Yvonneh5(1900-1984), the
critic seems to identify the specific of feminindefature with the subject
approached:Henriette Yvonne Stahl’s literature is feminin@cg it discreetly relies
on the problem of woman’s happine§4982 742).

According to this argument, Galthescu, as a novel writer, may belong to
feminine literature himself, like many other mereators of memorable women
characters.

In other studies, the author attempts to identifg particular mark of
feminine writing not within the subjects of fictiahworks, but in a presumptive
feminine perspective on the world, in general. Thiéic mentions an important
distinction between the feminine existential pagatdiand the masculine one. The
feminine cognitive outlook would be characterized jwimary, physiological
perception of immanence, whereas masculine cogniions at transcendence.
Reflecting on some literary works, Georgéli@escu comes to general ideas with
ontological implications; in these cases, literatilecomes a simple pretext for
either a psychological approach or direct confess@vealing rather a portrait of
the author than of the work discussed. An exampkoh an interpretation is the
study in theHistory of Romanian Literaturdedicated to Hortensia Papadat-Bengescu
(1876-1955), probably the most respected and lagmhmented, though not much

6 Romanul d-nei Luctéa Petrescu este intocmit cu suficieiitdeméanare, se cite cu interes,afa s
dezwluie nicio facultate artistic Nici nu era aici de neamti nevoie. Este un roman care,
pastrand obiectivitatea, nu se sfie totyi sa atacesi probleme.Si ce probleme poateisatace o
femeie decét cele feministe? Ni se vatbelar de o femeie care e pds toate acele circumstan
din care pot&rezulte pentru cititor nauni despre destinul unei femei in societatea meder

7 Literatura Henriettei Stahl este feminintrucat se sprijinin chip discret pe problema fericirii femeii.
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enjoyed woman author in the whole ofili@escu’s works. This study is also
illustrative for the critic’s perspective which @lhates between objectivity and
subjectivity, documentary information and persor@tfession, direct verdicts and
subtle interpretations of details.

From the very beginning, the author states hisniita to be objective,
free from any prejudices, as well as equidistantthi® contradictory opinions
expressed by other commentators. The positive lamdhé¢gative reactions already
existing seem equally correct talescu, who considers that Hortensia Papadat-
Bengescu'’s prose is composed both by pages suggestssible profoundness and
inspiring enthusiasmidy what we think they might accomptlisaind by totally arid,
disappointing pages. This very inequality in hatyearitings has a certainaksthetic
importancé, the critic briefly noticed, but he becomes veggerved a few lines below:
“The author is rather an amateur, without free aetithconsciousness, probably,
judging by her whole work, without any notion of, @n amateur who feels like
writing and puts down on the paper anything thatsses her mind and mostly her
senses. But this woman’s mind is intelligent andskases are refined, so that in the
heap of sentences some word very often happerséorarkable®(1982 737).

The conclusion is that the value of Hortensia Pap8&&ngescu’s literary
works consists in the possible artistic effects theé relationship between
achievements and failures, i.e. in pure virtualggxcept for some minor lexical
skills revealed so far. The novels and storiégin€scu refers to are considered
interesting as simple documents of the femininel.sbheir main shortcoming
seems to be their very belonging to feminine liter®, which implies a limited
background in terms of both existential and adistallues. Analysing Hortensia
Papadat-Bengescu’s novels, the critic creates taresting theory on feminine
literature, based on several ideas previously texbén some other articles. The
first characteristics of feminine writing would cerfrom women'’s lack of interest
in idealism: ‘Used to transcendence via virile poetry, woman dpgilaced within a
metaphysical halo, the reader also looks, withimiféne literature, for abstraction
movements. But Beatrice is the product of a maseutiind, bound to earth by her
physiology, the woman does not think of herseBeetrice and does not have the
heavenly ascending vocation. She is constantlyazoed about her relationship to
man and procreation. Her thinking is totally pramtl, consequently restricted to
the emotional area.[...] Woman lives in society, beanproducer of individuals
herself. This is why feminine literature has tw@erts which may be easily
reduced to unity: there are women of the moral tywwho sing their love for
children, domestic and civic virtues, as well agel@s an institution, more seldom

8 Autoarea e mai mult o amatoarérifo cortiinti estetié libera, probabil, judecand daptoat
opera, fira nici o naiune de a#, cireia ii vine & scriesi care pune pe hartie tot ce-i trece prin cap
si mai ales prin simuri. nsi capul acestei femei este inteligent, iartsirite 7i sunt rafinate, Incat n
maldirul de fraze un cuvant e foarte adesea remarcabil.
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the country, since the latter is an ideal constimtt sometimes dangerous for the
lives of her children, contrary to her selfish merly feeling. Also, there are
women of the pure physiological type, such as tbenfess of Noailles, who
openly sing the desire for copulation, the aspoatof being loved by man and the
joy of living sensuously{1982 737-739.

Identifying feminine typology with the artistic maars of feminine writing,
the critic classifies women'’s literature into moeald psychological literature, in
opposition with the masculine creation, usuallycpthin a metaphysical, idealistic
background. From this point of view, the formerdsminor form, a simple
expression of the material world, sensually and temally perceived, deprived
from any transcendental outlook. In Georg#iri@scu’s view, most of the women
authors analysed in theistory of Romanian Literaturélustrate a physiological
artistic perspective characterized either by \stalior by sentimentalism. The critic
does not change his opinions at all, although tbenber of women writers
increases substantially in the following decadesheftwentieth century. Among
the women authors dinescu commented upon, Hortensia Papadat-Bengescu
maintains her privileged position.

Referring again to the main literary achievementhef novelist Hortensia
Papadat-Bengescu akhescu considers, in thdistory of Romanian Literature
that this is the superior juxtaposition of the twges of feminine literature
mentioned above. Typically to a woman writer, Patddengescu’s main interests
rely on the sensuous, domestic and social life,redegeneral ideas and symbols
are totally absent. The result would be an obviglasitude, noticed by the critic
with openly confessed *“virile prejudices”. Neveldss, this very platitude is
considered the aesthetic original mark of Hortefapadat-Bengescu’s writings.
As an admirer of classicism and of the objectivespective in prose, dlinescu
thinks that the lacking experience Romanian novétisempted to idealize the
world and thus, miss the objective, realistic vigwoper to the novel.
Consequently, Hortensia Papadat-Bengescu’s femigifteto depict the earthly
values and deal with social life is convenientia tontext of Romanian literature.

To conclude, the novelist Hortensia Papadat-Bengissappreciated, on the
one hand, for her virtual gifts and, on the otffier,the shortcomings of her writing

9 Obisnuit de poezia viril cu transcendea, cu gezarea femeii intr-o auréahetafizic, cititorul caud si in
literatura femeilor mycarile de abstragere. Imgeatrice e produsul unei niitvarbatesti. Femeia, legat
de gimant prin fiziologia ei, nu se simte Beatrice, renacaia conducerii spre cer. Ea éinii mereu
de problema raporturilor cuatiatul si a procregdei. Gandirea ei este total pradtigrin urmare din
campul sentimentului.[...] O femeieiieste in societate, ea #3s fiind productoare de indivizi. De
aceea literatura femiriirare dod aspecte ce se pot redugerda unitate: sunt femei de tipul moral, care
cant iubirea de copii, virttile casnicesi civice si dragostea ca o instita, mai rar 1n% patria, aceasta
fiind o idealitate,uneori primejdioapentru viga copiilor, contra sentimentului egoist de niasunt in
sfasit femei de tipul curat fiziologic, cum era ContetmNoailles, care cé@nfara acopexmant dorima
de Tmpreunare, aspii@de a fi iubii de Hirbatsi bucuria de a &i trupsste.

179



MAGDA WACHTER

which are definitely approved of as a positive eglanin a negative context. Further
on, the critic will repeat and emphasize the sateas meant to characterize feminine
literature: in Hortensia Papadat-Bengescu’s nowetst of the characters are women;
their concerns are mostly physiological and sodfa; action is almost completely
replaced by women talk, visits and gossip, in apassible female-language. In other
words, the author cultivates a feminine novel afetdrial aspirations. Yet, the critic’'s
conclusion, expressed quite ironically and paraglyi, is a positive on€The way
she is, H.P.-Bengescu has yet the structure ofeatgwriter and deserves a high
position in the critics’ esteem, not for her acleiments, quite impure sometimes, but
for the perspective on which she relies her obsemvaand for her theoretical
aesthetic levef?(1982, 742).

G.Cilinescu’s reticence on feminine literature, as ade@ in the study
dedicated to Hortensia Papadat-Bengescu, is evea chearly articulated in some
of his articles referring to this matter and in twatext of some cultural debates on
the position of women in art and society.

Invited to deliver a speech about the perceptionvofnen in Romanian
contemporary literature, the critic confesses beskgptical, since women hardly
exist in our literature, in his opinion. His subdtal speech, published under the
titte of The Romanian Woman’s Missjois fully relevant for his ideas about
women writers and women characters, whose commaracteristics would be the
very problem of woman, specifically distinguisherh man as far as their
psychological and intellectual structure are comnedr The reader’'s conception
may be summed up as follows: woman is a materiaiak and artificial human
being whose main concern is to be loved and makteyeman. The latter is
transcendental, while the former is terrestrial;nnieas a basically metaphysical
consciousness, whereas woman has an empirical Tdre. is why, woman’s
vocation in art and literature is questionable aAwactical spirit, she may be gifted
only for decorative arts, while symbolic arts, esplly music, are much above her
natural limits. Not being musical, she cannot b&dl either. Therefore, feminine
poetry is always sensual, biological, vitalistian8ng the literary species, the most
suitable one for women writers seems to be the In@x@ch gives the illusion of
the immediate world. Still, the feminine novel iather a kind of biological,
vaporous, sensual lyricism. As far as literaryi@dstn is concerned, this is also
beyond the abilities of women who do not possesaretytical spirit. In George
Calinescu’s opinion, the emancipation of women, adl vas their possible
contribution to the civic and the cultural life, iather impossible. In fact, the
critic’s point is that the real mission of womemist creating, but stimulating and
inspiring the male-creatorsThe Romanian woman’s mission in life and art is to

10 Asa cum este, H-a P.-Bengescu aresta@ttiuctura marii scriitoargi meriti si ocupe un loc de frunte in
stima criticei, nu pentru readid, uneori impure, ci pentru unghiul de la cagiepornete observga,
pentru nivelul estetic teoretic.
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interest man, to raise him to a high conceptiormmman’s value, to give him the
notion of some other eroticisrt’(1985, 96).

In this context, @linescu deplores the lack of memorable feminine
characters in Romanian literature, caused by tkdfénence of the Romanian
people to women who are appreciated only as workawgds and labour mates,
whereas in French culture, which invests them wlith symbolical and mystical
values, they are able to inspire great creatiords httitude has two sources,
according to the critic, namely a rural and anragagone.

Similar ideas are also stated in other studiesrani@ws, where &inescu
analyses the image of women as depicted in Romditéaature. In a review of
G.A.Borgese’s work, entitledl senso della letteratura italiangMilano, Treves,
1931), the critic characterizes the Romanian wsitperception of women in a
suggestive way, combining idealism with elementparhphletWoman is at the
same level as the procreating animal, without amyfaelization, without any
theological amplitude. She does not <redeem> anyshe does not offer paradises,
she is just a <weak-minded woman>. The Romanias dotfeel any respect for the
woman yet, neither does he raise her to the relgjidea of the Holy Virgin, nor to
the French level as the representative of an imméture. Woman holds a modest
place beside the labour cattf{1985, 225).

Cialinescu repeatedly repudiates misogynism, as veelinaited, vulgarizing
conceptions on women belonging to most of the Raamawriters. He deplores the
prejudices extant in Romanian culture and civilmagnd pleads for the ennoblement
and spiritualization of women, following the modéthe great European cultures. Yet,
his views are tributary to similar prejudices, eVfeme criticizes the rural and oriental
Romanian misogynism. In one of his aesthetic stdige critic himself deprives
women of any elevated theoretical consciousnedbedhculty of dialectical thinking
and even of elementary reflexive abiliti€gs woman reconsidering the bases of
knowledge like Im[anuel] Kant, who proceeds toitteal reconstruction of the world,
in one word, a female- philosopher, makes a stranggession. If we can easily
imagine Ovid dreamily contemplating the waves aft&® Euxinus, a woman in the
same reflecting position seems grotesque to useVihid contemplates the dying
waves, it is only natural that woman should contateOvid>(1990, 156).

11 Rostul femeii romane in wiasi in aréi e de a interesa peitbat, a- ridica la o concép Tnal&
despre valoarea femeii, a-i datinoea unei alte erotice.

12 Femeia #mane la nivelul animalului procreator, drfara raffaelizare, #ri amplitudine teologal Ea nu
+mantuieste” pe nimeni, nu oférparadisuri, e ,femeie slalde minte”. Roméanul nu are theespect
pentru femeie, pe care n-o riglioici la ideea religiodisa Sacrei Fecioare, nici la treapta fraficaz
exponerei unei culturi interioare. Femeia oéum loc modest auri de vitele de muric

13 O femeie care reexaminaam Im. Kant bazele cungerii, care trece la reconsttiacideak a lumii, intr-un
cuvant o filozoaf, ne face o impresie stranie. Bawe reprezesin cu yurintd pe Ovidiu contempland
visitor valurile Pontului Euxin, ni se pare grotesdemeie in acegigoostuii cogibund. Firesc este ca, in
timp ce Ovidiu privgte moartea valurilor, femeia priveasé pe Ovid.
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If man is basically theoretical and woman practicél she is only
materially and socially guided, with no will of hewn and no elevated affective
life, as George &inescu thinks, it is obvious that feminine artistireation could
be only accidental and minor. In fact, the critaed not plead for the emancipation
of women and does not believe in women'’s creafpetsHe only advises creative
men to change their image about inspiring womempgacts and not as subjects of
creation. In his opinion, the spiritualization agxen the idealization of this image
may improve the Romanian writer's aesthetic corioapand thus, contribute to
the synchronization of Romanian literature with ldditerature.

Consequently, &inescu’s concern for women authors’ literary woik®oth
a confirmation and a denial of his “virile prejuelig, already confessed as such. There
are female authored works that fit his theoriesvomen’s writing, but, paradoxically,
their artistic value is given by their lack of atty, as in the case of Hortensia Papadat-
Bengescu. On the other hand, there are also Vitevarks that refute the critic's
prejudices, such as the Countess of Noailles'sphgsical poetry. Some of the female
authored artistic works are labeled as scandalizézguse of their subject and lexical
insolence. Such are Lucia Demetrius’ novels. Orother hand, other female-authored
works are praised for the very feminine charadténeir topic and style.

George Glinescu’s “human comedy” is so various that it hamsists the
prejudices and the conceptual barriers set byhaerétician himself. The critic’s
perspective on Romanian literature, either malieimale authored, is vivid, original,
and subjective. It is open to the most differenéipretations. As far as feminine
literary art is concerned, it offers a relevant gmeof the cultural frame of the
epoch, characterized by an open confrontation etvilee theoretical debates and
the actual literary achievements.

Conclusion

Quite skeptical about women’s writing, Georgaliescu looked upon it
with “virile prejudices. He approaches women’srhteire both theoretically and
concretely, in several studies and reviews dedicédefemale authored literary
works. In this respect, his opinions which can leeluted either from his wide
aesthetic perspective, as well as from brief direghfessions, represent an
important starting point for further similar dissimns, possibly leading to a history
of Romanian women writers as viewed by Romaniandity critics.
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FACTUAL AND FIGURAL: ON DANIEL MENDELSOHN'S THE LOST

MIRCEA CR ACIUN"

ABSTRACT. Factual and Figural: On Daniel Mendelsohn’'s The Lds My
intention here is to point out some of the inextibles hermeneutical possibilities
engendered by a masterpiece that, to my knowléslgardly known to the Romanian
readers, except, perhaps, for academic circlesd®eohn’s novelThe Lostis a
palimpsest account of an abominable family sagawiitich Truman Capote’s famous
concoction “the non-fiction novel” is transgresseda brilliant intertextual game
between factual and figural.

Keywords: Jewishness, Holocaust, World War |, Torah, Familge, Intertextuality,
Hypertext.

REZUMAT. Faptic si figural. Despre romanul_The Loste Daniel Mendelsohn.
Intertia studiului de fei este aceea de a evidarcateva dintre nelimitatele positait
hermeneutice oferite de o capodépare, considém, este cvasi-necunosgutitorilor
din Romania, exceptand, probabil, cercurile acadeniromanul lui Mendelsohn,
The Lostne prezirt o abominabil saga familia, tilmacita ca un palimpsest, in care
faimoasa expresie a lui Truman Capote, “romanulfitgione”, este depiti prin
genialul joc intertextual dintre faptcfigural.

Cuvinte-cheie: identitate evreiasc Holocaust, Al Doilea Bzboi Mondial, Tora,
arbore genealogic, intertextualitate, hipertext.

The appearance, after so many metaphysical, fetiar genuine deaths
of Daniel Mendelsohn’sThe Lost(2006) marks, in my opinion, a remarkable
achievement in the, however hazy, post-postmodepaimdigms. It trespasses the
aporetic character of morality as well as someatae patterns that have become
clichés.

The author’s note: “The events recorded in thiskbaie true. All formal
interviews were recorded on video tapes and, nedllthe conversations...were
either recorder by the author or reconstructedhenhiasis of notes taken by the

" Mircea Ciciun is a member of the English Department in tchoSl of Letters “Babes-Bolyai”
University, Cluj-Napoca. He is currently teachingoairse in the Victorian Literature, as well a®arse
in English Phonetics and Phonology. His researghdsts include the poetics of utopia (the sulgéct
his doctoral thesis) and the theories of the ndlelteaches a Special Course on the subject. disdio
“A Poetics of Utopia” has just come out. Contactrads <mircorcraciun@yahoo.cem
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author during these conversatiohsis ironical. It recalls Truman Capote’s
(sometimes aided by Harper Lee and Rebecca Wes® okaim to the invention
of a “new literary form” that was baptised “a naatibnal novel” - a novel purged
of the authorial voice, based on journalism andrigge. With reference to his
Cold Blood Capote states that he has used “all the techsiglgctional art”, but
the novel was “immaculately factual” an “editindgpjoHowever, Capote significantly
adds that “there is a timeless quality about thesea and event$.”

It is this timeless quality of factual events tivendelsohn re-figures in a
pluralistic text with which, on one level, authaslis conceived as a metaphysical
abstraction, on another the author is just “an agérverisimilitude”. Thus, the
distinction readerly-writerly is blurred and Mensigthn’'s novel becomes the story
of a search as well as research - the journeyarckeof the fate of the members of
the Jewish family who perished ( i.e. “to pass tigtt) in the Holocaust and the
hermeneutical attempt at finding in the “total plof the Genesis the explanation
of things “as they are and as they were”, a hygefta discrete time sequences.
This leads to a criss-crossing of diachronic anttlssonic references, a “furrowed”
intertextuality in a constellation of continuityyccession, and recessions referring
the factual to the absolute text of the Torah. Téeeer encounters what might be
called an archeological version of intertextuality which the figural and the
topological are superimposed upon the extra textefdrent of both myth and
history. Unitary authorship is challenged by thélatmrative model and thus, to
use Foucault's terms, the author becomes a “ceedfield”, resorting to a
materialization of subjectivity. The verbatim acoband ubiquity of the interviewed
witnesses of the Holocaust acquires a metafictiumadtion. The absolute truth of
the Torah but also images of the Odyssey or Aeiaedd tested, displaced, or
confirmed. Torah is itself but part of a “scholadgtective story”, a story about
something “we thought we knew.”

In his considerations on fictions and literarytibos, F. Kermode reminds
us that hermeutists have used the words “chronod” “&airos” to account for
different types of temporality. The former is juat damn thing after another.” The
latter implies a “boundary situation”, “a momentaoisis of intemporal significan&e
that”... transforms the past, validates Old Testaimgpes and prophecies, and
establishes concord with origins as well as an"énd.

Mendelsohn’s is a narrative of transgression (@emeuld call it metaleptic )
proving how historical time and the time of histmiiaphy, free of the absolute, is

! Mendelsohn, DanielThe Lost: A Search for Six of Six Milliohondon, New York, Toronto,
Sydney, and New Delhi: Harper Perennial, 2008.

2 Capote, Truman. “The Story Behind the Non-fictidnvel.” An interview by George Plimpton.
New York Times Book Revié@& Jan. 1966.

3 Kermode, FrankThe Sense of an Ending: Studies in the Theory atioki London, Oxford, New
York: Oxford University Press, 1967, 47

4 |dem., 48
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part of a universal meaning, how non-narrative iog@ncies are part of the
historical continuum. They act as substitutes fadition, they unify past, present,
and future, previously of significance only to chiaty.

The Lostis a narrative of interruption and resumption, anter-punctual
reconsideration of the relationship between figanel fiction. It is a first-person
narrative (the traditional “author metalepsis”) ttheses an enormous variety of
transgressive practices. The authorial voice is@p@anied by the reports of many
storytellers, witnesses, or participants in therdwsr of World War Il (the alleged
objectivity of journalism and memoirs). These restouct a terrible past with a
view to accomplishing the narrator's search. Mesaleh states, “...so, I'm used to
the discrepancies between fact and the “recordsl’ don’t get very upset by
them.”® For him, history is not a succession, but partglied in the whole. The
text is to-and-fro movement from fragment to taaperience, from a particle to
the absolute, an intertextual game that embrace#&sinemporality, past and
present, metafiction and semantic gamesmanship tritte of Genesis is reduced
to the archetypal imagery of separation (lightdexk, night and day, dry land and
oceans, plants and animals) of a struggle betwppnsites, between activity and
stasis that finally reaches the crucial distinctibetween the Bad and the
Good. 'The Germans were bad...the Poles were worse...the niknai were the
worst.”® Knowledge of Bad and Good becomes apprehensiliyebyreating from
the Tree of Knowledge. And it is near an apple aiethe back (not in the centre)
of a humble garden in the remote village that thigewss uncle and his cousin are
killed by the Nazis. This is the end of Mendels@hjourney in search of the truth,
but also the end of a thriller claiming non-fictaity.

Mendelsohn’s procedure is synecdochical. “...so finst chapter of
Genesis moves gradually from a picture of the skied earth down to the first
man and woman. The story’s focus will continue &row: from the universe to
the earth to humankind to specific lands and peopiea single family” And
Mendelsohn’s story is the story of his Jewish fgmho is ultimately focused on
finding the truth about the fate of Shmiel Jager (&gger - die Umlaut,
Mendelsohn says, was lost in time). “...a man, whmisn in Austria, goes to
school in Poland, gets married in Germany, haglahil in the Soviet Union, and
dies in Ukraine. Through all this, the joke goes,rfever left his village® The
village is Bolechow, in Galicia, the mythical plastaere Mendelsohn’s ancestors
were born and murdered.

The Genesis is also about “...bareness and feréllitd — as it is always the
case with tales of adventurous travels — solituak erowds, the loneliness of the
traveler, on the one hand, and the multitudinowtidof the places he sees, but cannot

5 Mendelsohn D, op.cit. 225
® |dem., 99
" Idem., 18
81dem., 43
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belong to, on the othef."Mendelsohn’s comments on the springs governing the
processes of mythisation are interspersed witltdnements of the Genesis of arf’11
century French scholar rabbi and the interpretatifra 28 century rabbi. The writer
notices, “The way in which tiny nuances of wordestdliction, grammar, and syntax
can have much larger ramifications for the entireaning of a text colors.?
Dismissing the temporal order, Mendelsohn, thesidess, finds that, “...the Greeks
told stories the way my grandfather told stories.vast circling loops, so that each
incident, each character had its own mini-histanstory within a story, a narrative
inside a narrative...like a set of Chinese boxes wssRn dolls, so that each event
turned out to contain another, which containedtarofind so forth'®

In The Lostspatial and temporal unlimitedness and dark endlptes are
equally instrumental means of salvation and aratibit. We are told that Noah's Ark
was in fact a box, “...enclosed on all sidésthe infant Moses was secreted in a sealed
wicker container in order to escape, and the Tuae the name of the low,enclosed
corridor that connected the entrance to the coratén camp to the gas chamber.

The metaleptical process renders the unchangetiessof the Genesis
as agents of change. The tale of Cain and Abeltiftae of ground and the breeder
of flocks) and the famous question, “Am | my brathekeeper (or watchman)?”,
represent the frame for the feud between two Jelisthers in Europe before and
during World War 1l (one of them Mendelsohn’s griatHer). It is the story of,
“...the tortured dynamics of aggression, guilty shamwed tentative forgiveness
between quarreling brother§'The Chinese boxes (or Russian dolls) are at work
again and brotherhood is amplified to the levethw race, the relations between
the Jews, the Russians, and the Ukrainians. N’y is the story of destruction
and revival, re-figured by the many Jewish voicesorded on computers. The
Flood annihilation and distinction between thinggparation and segregation, but
also purification, is completed by a copy of Himndeorder concerning “the Final
Solution.” The fate of Sodom and Gomorrah begs tipres about the magnitude of
the punishment and the moral implications of n@rs innocent people. Was the
whole German nation guilty? What about the Ukraisigmpaling Jewish babies
on their pitchforks or throwing them out of the @ows? Time does not impinge
upon human suffering and guilt. Genesis is abocas, about fleeing and hiding.
Mendelsohn records the story of a wandering Jewn®&rKulberg, who in 1942
crossed the Caucasian countries, wondered throwign ahd Europe to return to
his native village. We are informed that, “mayberthwere so many Jewish ghosts
that you were bound, in the end, to run into offe.”

%1dem., 349
0 1dem., 17
11dem., 32
21dem., 243
13 1dem., 105
¥1dem., 422
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Mendelsohn’s temporal loops go beyond daring hagutical attempts
and inquiries about “the lost” and thus cyclic dimar time intermingle, history
turns into histories to be swallowed by myth. Tlaéed Jews had to build up their
human pyramids with the rabbis on top as a meatarinfre, but the Egyptians had
their pyramids and the Incas had theirs. “And tbeslof the Mountains Appeared
Once Again” is the title of a chapter dedicatedNtmh.

Between the timelessness of myth and the vicesituicaused by passing
through a chain of databases and never complekivesc exemplary heroes and
common Jews are subject to semantic jests, shiixigal processes and unexpected
alterations. Names and nicknames, a variety ofrnyms interchange or disappear
depending on whether we are in Lwow, during the Wiamn Vilnius, Sydney, Vienna
or Tel-Aviv after the War. With scientific accuragyoofs are adduced about why and
how Abram has become Abraham, Sarai, Sarah, anddimtaham’s son was baptised
Yitzik (Yiddish for “he laughed”). But we also leambout what anti-Semitism, the
fiction of escape, brings about in the Babylont@f Central Europe during the War
and among the exiles after the War. Towns, villages individuals alike are
annihilated or reborn by pure linguistic proceduigscause, Mendelsohn explains:
“The word specificcomes from the Latin worgpeciesvhich means “appearance” or
“form”...it is because each type of living things hssown appearance or form that,
over numberless centuries, the wepaciegjave birth tespecific which means among
other things, particular to a given individudl.. [It] will always be impossible to
know.. [whether those in the story]...wespecific,the subjects of their own lives and
deaths and not simple puppets to be manipulatetthdéopurposes of a good story, for
the memoirs and magical-realist novels and movies.”

Besides testimonies, recordings, and documditits, Lostcontains many
paratextual elemerifs pictures, landscapes, panoramic views, photosafuments,
but mostly inscapes. The law against engraven imageneglected because
distance and nearness are completed in the novaleoyory and expectation. The
“taking in” of the pictures is a scale-model of thay in which “immediate
memory” recalls past experience within a uniqudiaparder. There is nevertheless
another significance of the pictures. Mendelsohis tes how in Virgil's Aeneid,
the hero, one of the few survivors of the destarciof Troy, whose friends and
relatives were killed, travels to Rome to begir lgnew. During his journey, he
stops at Carthage, a city founded by another ekiido. While admiring the
magnificent new buildings and monuments of the, digneas and his companion
arrive at a mural with pictures of the Trojan WRor the Trojan, this is just a
decorative motif, a piece of adornment, but for @& this is his life. He bursts
into tears and utters the well-known words: “Satrimae rerum.There are tears

®1dem., 502

1%For further details, see Prager, Brad, “The Holstavithout Ink” in Baskind, Samantha and Ranen
Omer-ShermanThe Jewish Graphic Novel: Critical Approach&utgers University Press, 2010. pp
114-115.
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in things will become “...part of the fabric of Western cigzdition...the name of a
musical group and the title of a musical work...theme of Web sites and
blogspots ...a science-fiction fantasy novel...the tiff a scholarly work™ This is
emblematic for Mendelsohn’s novel. In turn, Russj@ermans, or Ukrainians may be
liberators or aggressors. The members of his famiyp died in the war revived
ancient rites, the loops in time can only reveahiting border between what is
unchangeable and what gives sense to history atéilynbetween particle and wave.

Liberated from the straight jacket of self-refarality, Mendelsohn’s
novel begs for an answer as concerns fictiongealiure. While searching it in the
hermeneutics of the Genesis, in a travelogue, tarindictment of the horrors of
the Holocaust, we find it when Mendelsohn claimbiéve solved the problem of
the Chinese boxes: “To be alive is to have a diogll. To be alive is precisely to
be the hero, the centre of a life story. When yanitdoe nothing more than a minor
character in somebody else’s tale, it means thatye truly dead™®
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BEN OKRI'S MADAME KOTO
AS A METAPHOR OF COLONIAL DOMINATION

ANCA — IOANA MAIER *

ABSTRACT. “Ben Okri's Madame Koto as a Metaphor of Colonial
Domination”. The focus of this paper is on Madame Koto, onehef main
characters in Ben Okri’s trilogy, “The Famished Boand is an attempt to outline
the main traits of her personality. At the samestittoncentrates on showing how the
Nigerian writer uses this character as a metagprothie British colonial domination
in Nigeria thus revealing the negative aspectsigfieriodthat marked deeply the
history of the African state.

Keywords: Ben Okri, “The Famished Road”, colonialism, dortiovg transformation,
irony.

REZUMAT. “ Madame Koto a Ilui Ben Okri ca metafora a dominatiei
coloniale”. Subiectul acestui articol este caracterizarea pajslui Madame Koto
din trilogia “Drumul infometat” de Ben Okri. Autasa urnireste modul in care
scriitorul nigerian construgee personajul ca metafoa domingei coloniale n Nigeria
evideniind, In acest fel, aspectele negative ale perigadpective ce a marcat profund
istoria statelor africane.

Cuvinte cheie:Ben Okri, “Drumul infometat”, colonialism, dominatischimbare, ironie.

“More than three-quarters of the people livinghie world today have had
their lives shaped by the experience of colonialigéshcroft, Griffiths and Tiffin
1). The Nigerian people were no exception. Th&rwas dominated by the British
for more than fifty years, starting with the endtloé 19" century until 1960 when
the country gained its independence.

In this essay | will try to demonstrate how Nigerinovelist Ben Okri uses
one of his major characters in “The Famished Rdsitigy, Madame Koto, to
emphasize the negative aspects of colonial donoimati Nigeria and its negative
effects upon people’s lives.

At the beginning of the first novel, “The Famishiedad”, which gives the
name to the whole trilogy and which brought itshautthe prestigious Booker

! Anca-loana Maier is currently studying for a Ptiéyree in English Literature at the Faculty of drsit
Cluj-Napoca. The focus of her research is Posti@allhiterature with special emphasis on the wgitin
of the Nigerian author, Ben Okri.
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Prize in 1991, Madame Koto is an ordinary but aiob# bar owner and herbalist
who lives in a poor compound somewhere on the atdskf an African city.
Nobody knows who she is or where she comes frormdRsi about her go around
the compound. The compound women:

.. said of Madame Koto that she had buried threddndts and seven children
and that she was a witch who ate her babies whanwlere still in her womb.
They said she was the real reason why the childrehd area didn’t grow, why
they were always ill, why the men never got proomti and why the women in
the area suffered miscarriages. (Okri, “The FamidReald” 118)

Despite her reputation, she does good things, gbe:brings wine to the
party thrown by Azaro’s parents (Azaro is the namaf the trilogy), prays for the
child when he is sick, helps Mum when red smoke eomut of her, feeds her
friends and lends money to Mum and Dad without ragki back like the other
creditors do. In exchange for her help she wan@ré\to spend some time in her
bar because she likes him and believes that heattriict customers.

However, situation changes once politics appedhnénneighborhood. It is
now that the real Madame Koto emerges from therdek of anonymity and she
begins her astonishing ascendancy towards a pradleosition which spans the
trilogy and which ironically will lead to her death

The stages of her transformation from an ordinargman of the
compound into the rich businesswoman who servemtheests of the Party of the
Rich and thus her own interests correspond to hheetstages of colonialism in
Nigeria: Madame Koto’s initial coquetry with powemlitics and the Party of the
Rich stands for the establishment of the Britiske im Nigeria in the 1880s; the
colonial period itself is represented by Madamedtapid physical and spiritual
growth which occurs “at the expense of her commytin{itVashington 257).
Eventually, her death at the end of the trilogyrkadahe end of colonialism and the
birth of a new era, that of independence for thacah state. The first and the last
of these stages are relatively short and appeéfhie Famished Road” and in
“Infinite Riches” respectively. The intermediaryage unfolds through the three
novels as it registers the development of what &names “a myth”.

“The Famished Road” chronicles the beginning ofd&lae Koto's
adventure into the world of the rich. Initially,Hée style and the room where she
lives are only a little different from those of heeighbors. Her bar is simply
furnished and her clients are the inhabitants efdbmpound who go there for the
palm wine and for the famous pepper soup which abeks outside, in the
backyard of her bar. According to Abiodun AderifDkri employs the technique
of reflecting the social status of his charactémough their physical setting.”
(Adeniji 208) Her outfit is modest, too: she is d#ised as wearing blue wrappers,
a red blouse and a filthy head-tie and she doesampis: she cleans her bar,
serves her clients and prepares the food. But shembitious. On the day the
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politicians come to the compound, promising varithiisgs to the people in exchange
for their votes, Madame Koto immediately seizesdpportunity. Azaro notices that
she was “... engaged in negotiations with the marthat megaphone, pointing
vigorously in the direction of her bar.” (Okri, TERI6) She feels that if she takes the
side of the powerful and the rich she can escaperppo What she disregards
completely at that moment is the long term consege® of such an alliance.

Gradually, she begins to show her real self: ont@ral, she firmly forbids
Dad and the carpenter to talk about politics in bar, while on the other she
welcomes two representatives of the Party of theh Rito the same place. They
call her “our friend and supporter” (Okri, TFR 25&hd promise to bring her
business in return for her being good to them. Nlowthe first time, Azaro notices
that her behavior towards him has slightly changée: shouts at him as if he were
a servant something that she has never done befdecalso sees her hypocrisy
when she pretends in order to play her importastatners’ game: “She came out
with a heavy face and re-entered with a big fafedes” (Okri, TFR 258) This is
the start of her dance with power and she hasdjrebanged to please those who
can give her a helping hand. It is also the momwemén she begins to “throw
overboard” those like Azaro whom she apparentlysdu® need any more. After a
period of absence from her bar, Azaro returns oolpbserve another change in
her bar and looks. This time she wears more expertdothes and jewels, make-
up and powder on her face.

There is a lot of irony in the trilogy with regatd Madame Koto whom
Okri employs to ridicule the colonial power whiclppsessed Nigeria and its
people. In spite of her new looks the child canhelp seeing that sweat ran
beneath her powdered face. Although she has reacinesv stage in her life, she
cannot go beyond what she really is: an illiteratenan who, in order to count her
money needs to use her fingers. When she buysrlecdr she constantly fails to
learn how to drive it so people come to bully hallieg her “the mad tortoise”.
She overreacts to different events and loses self-al: she screams, curses,
threatens and some time in “Infinite Riches” shense to suffer an attack of
madness following a conflict with the communitytbé compound. It is clear that
the image she strives to create about herself @adertise in front of the people
is miles away from what she is in reality.

She prospers though, because she is a cleveresggioman. Again, as
Adeniji observes, the physical setting is an intdiceof her status: she brings
electricity in the area, but she is the only onewhjoys the facilities brought by
the artificial light. Her bar turns into a brotheith proper furniture, electricity and
a gramophone. The new setting testifies for heeradancy from “the struggling
palm-wine seller to a rising capitalist and powssKker who deals in beer, assorted
meats and prostitution. The atmosphere in her palme-bar is warm and humane
but her brothel is a force-field of harsh, callarsd oppressive sensations. The
author, therefore, uses the metamorphosis in ttieg®f Koto’'s bar and room to
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chronicle his message that ill-gotten wealth demires and causes a debasement
of moral values.” (Adeniji 209) Later on, when sh@ns the characteristics of a
Rain Queen or goddess, the bar/ brothel become$shene”. Her new status
brings about a change in her attitude, too: theemmowerful she becomes, the
more mysterious and distant she grows. People,cAaarong them, dislike her
because she is too proud, cruel, greedy and sheodepthe wrong party. This
stage in her development corresponds to the cdlpaiéod which despite bringing
positive transformations to the traditional Nigeriaociety: a modern transport
system, efficient marine, medical and postal & a modern economy and a
railway also turned the nation against the colonawer because of the
subjugation and the all-pervasive authority it lylotuwith it.

Koto’s physical growth goes hand in hand with &eer increasing fortune
and spans the trilogy triggering the birth of helt.cAs she grows richer and richer,
her silhouette keeps changing and so does the Wwaydsesses. From the very
beginning the reader knows that she is massivéoypuhe end of “The Famished
Road” and throughout “Songs of Enchantment”, sheobes huge. The child
describes her in terms such as: “the awesomend®s bbdy”, “the leviathan figure”,
“enormous”, “her body is a bulk which the largeiclean barely contain” and “she had
acquired a gargantuan space”. Her clothes are emsifin of her changing status.
From poor and filthy, they turn expensive and exdgant. But, instead of offering her
the dignified position of a queen or goddess, tfgnge her into a tasteless carnival
mask: she wears gold-bordered wrappers, silk biuselumes” of lace, and so
many bangles round her arms that she seems “weidhwved by the sheer quantity
of decoration she carried on her body” (Okri, TR She is a genuine kitch: “all
about her lights glittered as if she were wearirigars” (Okri, “Infinite Riches”
199) so that she “floats” around like “a great slopded with exotic gifts” (Okri,
IR 199). At times, her face has a cryptic exprassio

Although she is almost absent from the compoundbiog periods of time,
she dominates people’s lives and their dreams. Mekydike the colonial power
which knows and hears everything because it pesnedl the strata of a society,
Madame Koto's ears are everywhere.

The physical and spiritual growth as well as hersiterable wealth secures
Madame Koto the position of a powerful center acbwwhich the life of the
community she lives in gravitates. In order to hesiach a position which is feared and
envied at the same time by those around her, ginielligence and witchcraft. Her
good qualities: generosity, her charitable side@dpassion are gradually shadowed
and eventually obscured by her greed, growing fixdihce and evil influence on
others’ lives. “She uses her powers maliciouslyliy@®185) to acquire more power
and money, to revenge and to manipulate peopleis@heady a myth, a legend in the
community but not a positive one. Dad’s story alibet Rain Queen confirms her
position as a goddess of the ghetto. Thanks tegaisial powers, which are those of an
abiku child, Azaro can see that Madame Koto hasrseveaths inside her: according
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to Jean Chevalier and Alain Gheerbrant, seven clegizes perfection and the divinity
(Chevalier and Gheerbrant 291). Like the Rain Quésm has a hut deep in the forest,
she has a secret palace where she retreats toeramuafter the scandal with the
community of the compound and seems to live padalks. Because nobody knows
where she comes from, she fabricates a story dimutlivine origin according to
which her mother is a rock and her father is akoirbee. Around this origin she will
build up a false identity trying to justify her pance in the middle of the community
and her assumed power over it. But what she buwililsollapse in the end because it
has no solid foundation: in fact, Madame Koto ithimg but an ordinary uneducated
woman who uses her innate powers to evil purpdshs. aims too high and the
umbrella of power will prove too heavy to bear.the same manner, the British
metropolitan power justified its presence in Nigeits initial role was to put an end to
the slave trade as “part of the anti-slavery patityegitimate commerce™ (Flint 220),
a concept which had come into being at the beginoirthe 18 century as an ideal of
the Victorian Age. Later, the campaign to eradidhi® kind of trade led to the British
intervention in the internal affairs of Nigeria atigbir assuming jurisdiction over its
coastal area. The above mentioned ideal fadedoavattds the end of the century the
aim of the British was merely “to prevent Franaanirobtaining control of the British
palm-oil trade on the Niger and in its delta.”(gtdFlint 224 ) Madame Koto's image
as a powerful center is that of the colonial poveepowerful center itself, which
dominated and regulated the Nigerians' lives forranthan half a century. Her
extraordinary growth, also explained through hen@éaKoto, which in Yoruba means
“Not enough” or “Never satisfied” (Adeniji 143) amants for the colonial “hunger” for
new territories inside the country. In time the Bla\liger Company and the consular
protectorate managed to get a big “bite” into thigeNan territory, demanding
administrative claims in the areas along the Négel Benue Rivers.

In the course of the trilogy, Madame Koto becomesgnant and so her
stomach grows bloated. Her pregnancy is an abnoomalbecause she carries
three abiku children which Azaro is able to seth&ir mother's womb. If one accepts
that Madame Koto is the colonial power then théa@hildren she carries and who will
never be born can stand either for the negativecssthat colonialism brings with it;
oppression, violence and humiliations or for thedfprovinces: northern, southern and
eastern in which the Nigerian territory was divided which were ruled indirectly by
The Empire through local leaders. The latter hashlmfered an illusory power over
the provinces in return for their loyalty to theo@m.

In his essay, “Once upon a Time There Was a Kinth@fRoad: Satire and
Anger in Okri's Romantic Myths”, A. Adeniji idenids Madame Koto as an
embodiment of the King of the Road, one of the mtmanyths he discusses in this
essay. The myth is narrated to Azaro by Dad inregevhen the family was going
through hard times: they were not able to pay tteit and so, to divert the child’'s
mind from the “impending austerity measures” (Afiebi2) they had taken to deal
with the situation, Dad decides to tell the chilst@y about the King of the Road:
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The King of the Road had a huge stomach and notiéngte satisfied him. So he
was always hungry. Anyone who wanted to travell@rbad had to leave him a
sacrifice or he would not allow them to pass. Siimmes he would even eat them
up. He had the power to be in a hundred placelseasame time. He never slept
because of his hunger. (Okri, TFR 299)

For Adeniji, the King represents the irresponsibbalers of Nigeria who “In
contrast to the Nigerian poor who are condemnetiaial labour in the house of
hunger...” “... are condemned to blithe pleasure irhikese of stolen funds.” (Adeniji
141) It is my opinion that the King of the Road aiddame Koto as an embodiment
of it are symbols of The British Empire and of dsmination in Africa. Madame
Koto's bloated stomach which is so not only becaokder pregnancy but also
because of her greed and the King's insatiable éwagge, as | mentioned above, the
hunger of the colonial power to extend its autlgarito new territories and acquire
more wealth. The fact that the King would sometimaisup those who refuse to bring
him sacrifices could stand for the brutal interigamtof the colonial power in the
internal affairs of the colonized, using armed éondenever diplomacy failed.

Madame Koto’s position as a pivot of the commuriiposes isolation.
Like the Rain Queen from Dad’s story, who livesaihut, deep in a forest, Madame
Koto has a secret palace where she lives sometiareBom inquisitive eyes.
When, in “Songs of Enchantment”, Dad and Azaro lémkher everywhere, they
find her in a shop which seems to camouflage anadam. The child narrates that
“We went deeper and deeper, as if into anotheritygal(Okri, “Songs of
Enchantment” 55) This is her world, her Ivory Towtee realm of a queen. Here, too,
she is associated with number seven: the sevettesathat surround her, underlining
again her belonging to another world in anotheretision thus reminding the reader
her “divine” origin. The atmosphere of the roome tlitual smells, the young girls
combing and plaiting her hair, the sheep beinggtitared and the yellow mantilla
on her shoulders (yellow is the symbol of divineriortality) relate her to the
pantheon of gods. Both the Rain Queen and sherdgei@iand out of reach. And
so are The British Crown and its domination in¢bkonies.

Madame Koto's “divine” descent is also transparenthe objects and
animals that surround her. Because of her swoltgnshe walks with difficulty,
that is why she always carries a walking stick egdn a lion or crocodile head. In
their dictionary of symbols, Jean Chevalier andiMi@heerbrant identify the lion
with royalty, power and wisdom but in its negatagpect, the lion can stand for
the tyrant blinded by his own light, displaying authoritarian will and an
uncontrollable force. In the course of the triloppth sides of Madame Koto are
made visible. Okri emphasizes her growing negapeesonality by coupling the
symbol of the lion with that of the crocodile. Aecdng to the same authors, the
crocodile represents duplicity and hypocrisy impaeted by the demon of evil.

The peacock is the bird that accompanies Madame. Rdte image of the
peacock shelters two sides: a positive one thabslires the solar disk and in this
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guality the peacock is a sign of immortality whigh an attribute of gods. Its
negative side is equated with vanity.

The moonstones that Madame Koto wears round hédt aee precious
stones. They do not only show to the world that Ishe become rich and that she
can afford to buy expensive jewels. They also sylimba transformation: from
darkness to light and from imperfection to perfewctithe latter, another of the
characteristics of a god.

All these symbols joined with Dad’s story about B&n Queen in whose
figure Azaro identifies Madame Koto confirm thatsk undoubtedly the queen of
the ghetto or a sort of goddess but a false, déestasne. Her power is illusory as
long as she uses it to do wrong. Her final imagél'me Famished Road” is that of
a vampire-like creature who sheltered by dark stickgpowers of the people in the
area and feeds with their dreams:

At night, when we slept, she stole the people’srgies. (She was not the only
one: they were legion.) The night became her &llhile Dad ranged the spheres
crying for justice, Madame Koto sucked in the posvef our area. Her dreams
gave the children nightmares. Her colossal fornk tengs at night and flew over

the city, drawing power form our sleeping bodiesQur fantasies fed her. (Okri,

TFR 568-569)

The metaphor of the colonial center that stretétsetentacles into various
parts of the world, Nigeria among them, is evidenseveral episodes related to
Madame Koto.

The first of these episodes occurs in “Songs ofhantment” during Dad
and Azaro’s quest for Koto. The dialogue between rttan and one of Madame
Koto's employees hints at Madame’s multiple andhpalrexistences:

“We have come to see Madame Koto”, dad said.
“Which Madame Koto?”, the woman asked.

Dad was confused.

“How many Madame Kotos are there?”

“It depends.”, the woman said. (Okri, SE 52)

The second episode is related to Madame Koto'srhla. Several funeral
ceremonies are held in different places and ndkoong's where the body is:

We heard that several funerals were taking plac®&famlame Koto simultaneously
in different parts of the country. There were fualerin deep creeks, in remote
villages, on hilltops, and in the original hometloé great black rock. The biggest
funeral took place in her secret palace. No onavknbeere her body was, and in
all the different sites of her diverse funeraldfins supposed to be containing her
body were buried. (Okri, IR 352)

Like Koto who seems to inhabit various parts of herld at the same
time, The British Empire extended its dominatioreogeveral continents from
North America to Australia, upset their peoplesel for decades and marked a

197



ANCA — IOANA MAIER

turning point in their history. Nothing was eveethame after colonization. With

its end an empire became extinct. Likewise, theéldeMadame Koto marks the

end of an era in the trilogy: “The time of miragle®rceries, and the multiple

layers of reality had gone. The time when spiritamed amongst human beings,
taking human forms, entering our sleep, eatingfoad before we did, was over.

The time of myth died with Madame Koto.” (Okri, B31)

In the passages relating her death, Okri's iromggigin at work. Koto dies
at the peak of her career, during the politicdyrathose promoter she is and which
should have been the coronation of all her effartd the beginning of a new life
for her in the shining lights of power and prospefollowing the elections that
were scheduled to take place immediately afteldhg awaited event. Ironically,
she is stabbed in the course of the rally by har fodlowers scared at the prospect
that she wants to become a god and that she ndgbtdeople. As she had once
predicted, power and wealth finally broke her wingshuge abyss opens at her
death between her ambitions, glory and glamour wklee boasted in front of the
poor while she was alive and her “gargantuan bguhglat the roadside” (Okri, IR
321) and which Azaro trips over by mistake. Hightigg the fact that any form of
power is vain and ephemeral, death returns Madawte ko the reality of her
departure: her shameful end is not the one of @mumit that of an ordinary
criminal. Her fame, wealth and power were merely déRpensive cloak that hid for
some time but did not manage to destroy her rdalase replace it with a new
better one. In the same manner, the colonial panvepite of its accomplishments
in Nigeria could not conceal its real face: its kdaide meant humiliations,
segregation, oppression, manipulation and frusimati

Irony also lies in the word “Madame” that Okri attas to Koto. “Madame”
which is “a title used to address a French speakioman, especially a married
one” (“Dictionary of Contemporary English” 860) tvladam” which is “a polite
way of addressing a woman” (“Dictionary of Contemgrg English” 860) does not
go with what comes after it: “Koto” with its meaginmplying greed, because a
well educated woman is supposed to know what goedhners are and the
boundaries of socially accepted behavior to whiéhi’® Madame Koto is a total
stranger. Her meteoric career into the land of theahd her supposedly divine
origin do not transform Koto into a lady over night fact, they prove too heavy
for her to carry and drag her down into the anomyrfriom which she initially
struggled to come to light.

Following her death, Madame Koto's myth begins disintegrate
paralleling her disintegrating body. Both literaliyd figuratively, the edifice she
created gradually collapses crushed by its own ltedg shaken by an earthquake.
Likewise, the edifice of colonialism turned to dudten the wave of independence
shook the African continent in the middle of thd'2@ntury.

Sumptuous funerals are held for Madame Koto. Sheiied like a monarch:
clothes, utensils, pets, jewels, food, musicalrimsents and the jackal-headed
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masquerade are buried with her to serve her iafthadife. At this point, number seven
appears again but carrying a different meaning #meatier in the novel: Madame
Koto’s coffin has seven padlocks, her grave hasrseorners, the gun salutes at her
burial are seven and they are answered in seveamdaces. According to Chevalier
and Gheerbrant seven symbolizes the end of a apdéhe beginning of a new one.
Madame Koto’s death is the end of a magic realnchvishe controlled, the end of
myths. With her disappearance, a new time begirenwWine faces of the women had
lightened, ... their eyes shone. ... the men had lhast vaguely stupid expressions.
An inexplicable pestilence had been lifted from cuoitective air.” (Okri, IR 392) The
“inexplicable pestilence” Azaro talks about is nioghbut colonialism that infected the
Nigerians’ lives. The independence which they hathgled for and finally gained in
1960 marked the start of a new cycle and of nemstoamations. A new nation was
born. For Azaro and the people of the compound: timuickened” after Koto’'s death
and “... on another morning, on awakening, we founad the much delayed elections
were upon us. The elections would seal the fatiesofinborn nation.” (Okri, IR 393).
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“AFTER THE LEAVES HAVE FALLEN”
ZEN AND THE ENLIGHTENING OF THE SELF
IN MODERNIST POETRY

OCTAVIAN MORE'

ABSTRACT. “Afier the Leaves Have Fallen”. Zen and the Enlightening of the Self in
Modernist Poetry. This paper sets out to examine a number of connections between
Modernist poetry and the path towards the enlightening of the self in accordance with the
Buddhist/Zen perspective on the role of meditation, spiritual advancement, as well as the
search for balance and harmony. Through a metaphorical reading of certain Modernist
efforts to incorporate Oriental material, we attempt to shed light on the ways in which
poets of the age sought to provide answers to the problem of the individual living in a
world marked by dichotomies, fragmentation and the alienation of subject from object.

Keywords: Stevens, Modernism, Buddhism, Zen, enlightenment, still point, painting,
seeing, No-Mind, old-age

REZUMAT. “Dupd ce frunzele au cazut”. Zen si iluminarea sinelui in poezia
modernistid”. Lucrarea de fata isi propune s examineze o serie de conexiuni dintre
poezia modernistd si calea spre iluminarea sinelui, in conformitate cu perspectiva
budistd/Zen asupra rolului meditatiei, a perfectionarii spiritului si a cautarii echilibrului
si armoniei. Printr-o lecturd metaforica a unor eforturi Moderniste de a incorpora surse
orientale, vom incerca sa evidentiem modalitatile prin care poetii epocii au cautat sa
ofere raspunsuri la problema individului care isi duce existenta intr-o lume marcatd de
dicotomii, fragmentare si sentimentul alienarii subiectului de obiect.

Cuvinte cheie: Stevens, modernism, budism, Zen, iluminare, punct fix, pictura,
perceptie vizuald, Ne-Gandire, batranete

After the leaves have fallen, we return

To a plain sense of things. It is as if

We had come to an end of the imagination,
Inanimate in an inert savoir.

—Wallace Stevens, The Plain Sense of Things

If you meet the Buddha on the road, kill him.
—Buddhist dictum

Octavian More currently holds a teaching position as Assistant Lecturer with the English Department,
The Faculty of Letters, Babes-Bolyai University of Cluj-Napoca, Romania. Since 1997 has participated
in numerous national and international conferences and published several papers on literary and language
issues. Between January and May 2005 was invited as visiting scholar to lecture at the University of
Nevada, Reno, USA. Obtained his Ph.D. degree in March 2010, with the thesis “The Savage Harmony.
Wallace Stevens and the Poetic Apprehension of an Anthropic Universe.” Main fields of interest:
American literature/Modernist poetry, Canadian Studies, Cultural Studies, composition.

Contact: tavimore@yahoo.co.uk.



OCTAVIAN MORE

1. Old-age wisdom of still natures, or from six persimmons to six
significant landscapes

In his late poem entitled “The Plain Sense of Things”, Wallace Stevens, the
poet engaged in a lifelong debate with the relationship mind-imagination-the
world, emerges as an advocate of a change of attitude that should characterise any
enlightened spirit: the poet seems to have finished his “combat with the sun,”
realising the insufficiency of the imagination's mechanisms for creating a
harmonious compound structure of interior-exterior, subject and object. At this
point, his poetic creation has come full-circle, passing through the extremes of a
“disillusionment at ten o'clock,” “ideas of order” and “auroras of autumn.” As the
themes and titles of his old-age poems suggest, Stevens now craves for an appeasement
that is seen as originating in repose, sleep, the impenetrability of a rock, a river flowing
“nowhere, like a sea,” or “a palm at the end of the mind” populated by a bird that sings
without “human meaning, without human feeling/A foreign sound.” On the surface,
Stevens's old-age poetry may be seen as pervaded by a sense of renunciation
tributary to experiencing the acute sense of alienation of the self, consequent on the
upheavals that affected the 20" century in its first decades. Yet, the same poetic
vision of twilight is expressive of a more serene stance, in which opposites seem to
have merged, bestowing calm upon the troubled mind:

The two worlds are asleep, are sleeping now.

A dumb sense possesses them in a kind of solemnity.

The Self and the earth—your thoughts, your feelings,

Your beliefs and disbeliefs, your whole peculiar plot; (CP 501)

Stevens's old-age poetry successfully reconciles subject and object, the
individual and the world. Along the lines proposed by Kathleen Woodward (1980),
one can claim that there is a refreshed, revitalised perception of the world and the self
in the late poetry of the great Anglo-American Modemists. The poets rediscover or
recuperate values and their verse is marked at this point by more “heroic” attitude that
no longer comes from combating reality, but rather from the virtues of acceptance and
detachment. There is a “dumb sense” that nevertheless possesses “a kind of
solemnity,” derived not from renunciation, but rooted, as Stevens admits, in a
wisdom that comes from “a new knowledge of reality” (CP 534).

This “new knowledge” is explainable both through the particulars of each
poet's literary development and, as Stevens would put it, as a necessity, “required as
a necessity requires” (CP 503). The composed vision emergent in poems such as those
collected in Stevens's The Rock, Eliot's Four Quartets or Pound's Pisan Cantos bear the
imprint of the lifelong preoccupations and struggles of each individual poet, but they
are also the result of some inherent forces that circumscribed Modernism and the
social, political, cultural and aesthetic context of the age. For, despite the
peculiarities of each artist, there is a common spirit in what, in Woodward’s line,
could be called “the second age of Eliott™: it is an age built along four major co-
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ordinates: (i) the central image of the still point, (ii) a method of reflection that
denies the Cartesian view of the act of the mind as conscious, Promethean and
dominating, stressing instead an easy penetration of mind and world (an “ecology
of the mind”), (iii) the image of a new hero, the wise old man, set in a society that
would worship youth and (iv) a dedication to tradition and the creative act as a stay
against chaos, most often manifested in the life review (4-6). These are, basically,
the same co-ordinates that Stevens metaphorically captured in his poem “The Irish
Cliffs of Moher™:

Who is my father in this world, in this house,

At the spirit's base?

My father's father, his father's father, his—?
Shadows like winds

Go back to a parent before thought, before speech,
At the head of the past.

They go to the cliffs of Moher rising out of the mist,
Above the real,

Rising out of the present time and place, above
The wet, green grass.

This is not landscape, full of the somnambulations
Of poetry

And the sea. This is my father or, maybe,

It is as he was,

A likeness, one of the race of fathers: earth

And sea and air. (CP 501-502)

The “spirit's base” is a still point against which the human dimension is
represented by the domestic space of the house where the mind finds comfort; it
transcends time and space and becomes a source of integration. The poetic
imagination, as in “The Plain Sense of Things”, being an intermediary between interior
and interior, is seen as a hindrance in the path of re-integration in the world, and is
thus discarded. The world here is neither imaginatively translated, nor rationally
comprehended. There is nothing but “mere being,” which transcends concepts and
thoughts and dwells in a timeless spot where the individual and the race fuse into
oneness. This spirit is radically different from the one marred by the sense of chaos
and dissolution (both internal and external), as depicted by poems that Woodward
would connect with “the first age of Eliot”—the landscape of “Gerontion” and
“The Waste Land.” It is a spirit that transcends the dichotomic construction of the
West and bears closer affiliations with the Oriental philosophy and religious

Stevens's reference in these lines to such images as “the shadows” or “my father's father,” as well as his
call for a return to “a parent before thought, before speech” bears echoings of the famous koan: “what
face did you have before your mother and father were born?”” While it is not possible to verify any direct
connection between the two, both seem to address the same issue of the immateriality of the world and
the basic Buddhist/Zen tenet of non-attachment.

203



OCTAVIAN MORE

thought, as manifest in Buddhism and Zen, engendered through the “enough-ness”
of the mind before conceptualization, opinion, or ideation, and leading to manifold
possibilities. This serenity of old age poetry is characterised by a suspension of
“knowledge” and the adopting of a “don't know mind,” through which, as Eliot
suggested in “Burnt Norton”, body and mind can unite in a mystical communion.

Thus, using as a starting point Woodward's remark on the novelty and
freshness of the old-age poetry of the major Anglo-American Modernists, this paper
proposes to highlight some of the possible connections between these artists and the
spirituality of the Orient, in particular some key-concepts of Confucianism, Buddhism
and Zen, at the level of commonalities, influences and analogies, as well as the
personal ways in which they were transposed in the works of Eliot, Pound and Stevens.
This investigation aims neither at exhausting the multiplicity of such connections, nor
at in-depth analysis. Given the complexity of the subject, this would be impossible
within the limits of a paper. Rather, it will build around the central image of the
“enlightening” of the self, both as an expression of the central Modernist preoccupation
with the fate of the individual in a world subjected to the pressures of the new and the
re-appreciation of values, and as a global metaphor for its inherent drive to “make it
new,” to refresh and revitalise, to be flexible and to transcend limits (at least in its
initial programmatic impulses). Analogous to the idea suggested by Woodward, that of
the rejuvenation through old age, the argumentation sets out to perform a circular
movement, in a metaphorical vein, from the image of stillness, through those of
fragmentation and self-assertion, to “the final elegance” achieved through awakening
of the true self in the Stevensian manner of “plainly to propound.”

*

As Woodward develops on one of the characteristics of the late poetry of
Anglo-American Modernists, together with this “second age of Eliot,” the “wasteland”
that is emblematic for both Modernist mindscapes and landscapes, transforms into a
new image, that of the still point, potent and integrative, or at least signals the desire
for it, and a belief in its possibility (7). The past is absorbed into the spontaneity of
a timeless present and the subject is now engaged in a pure participatory act. An
emblematic poem in this sense, she argues, is the above-cited “Burnt-Norton”,
which expresses a desire for wholeness, a reconciliation of opposites:

At the still point of the turning world. Neither flesh nor fleshless

Neither from, nor towards; there the dance is,

But neither arrest nor movement. And do not call it fixity,

Where past and future are gathered. Neither movement from nor towards,
Neither ascent nor decline. (CPP 119)

Here, the contemplated object represents a state of balance as the source of
change, yet without being touched by it. The still point is the origin of meaningful
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creation, both individual and cultural, a point of unity and deep space, and the point of
eternal return (“both the new world // and the old made explicit”). It stands for a
moment of pure present-ness that can counteract the tyranny of the biological and
historical time without degenerating into stagnation (“do not call it fixity”). In its turn,
this creates a state of grace, in which, released from the demands of the world and inner
pressures, the subject can stand outside time and thus be enlightened by a new wisdom.

The inner freedom from the practical desire,

The release from action and suffering, release from the inner
And the outer compulsion, yet surrounded

By a grace of sense, a white light still and moving (ibid.)

Through its ability to release, the still point becomes the ultimate goal of a
person’s life, representing enhanced spirituality, increased consciousness, an inner
peace that comes from the acceptance of the “partiality” of one’s existence (what
Stevens had constantly decried as “the being that yielded so little”). The still point
is a means of articulating the self in its relation to the world, a most adequate way
to unite subject and object.

This “stillness” is a point where the first connection can be made with the
tenets held by Oriental philosophy and religion. Unlike the perspective on the world
envisaged in the Western tradition, the universe as seen in Taoism, Buddhism and Zen,
is not marked by binary oppositions or dichotomies. The entire body of Oriental
thought builds on the idea of complementarity of opposites, rather than their mutual
exclusion. Dichotomies arise where there is an intrusion of the conceptual mind. As
Richard Shrobe explains in his book on Korean Zen, “Don't Know Mind,” relating to
experience in a dualistic manner (whether through seeing, hearing or sensing in
general), dissecting the world into subject and object in a perpetual relationship of
“here” and “there,” leads to what in Buddhist philosophy is called “dust.” ‘“Not
explaining, not understanding is the transcendence of ideas, concepts, words and
speech”—a tenet that lies at the basis of (Korean) Zen tradition’. Buddhism and Zen
attempts at sweeping away this dust by renouncing to the “ongoing commentary” on
the world, discarding them as being radically different from our factual experience, in
fact, nothing more than mere lies (Shrobe 18 —21).

Stevens strived for reaching out to “not ideas about the thing but the thing
itself” (CP 534). As Zen has it, the phenomenal world as a world of dust prevents
accession to the original clarity. What is necessary in order to reach through the

3 AsR. Shrobe explains, after the death of the Sixth Patriarch, Zen split up into five “schools”, out of which two
have survived at present. Korean Zen is distinct from these two, in that it can be traced back directly to the Zen
teachings of the Sixth patriarch and his successors. Although sharing a common “bone”, these traditions have
different “styles of presentation and different techniques™: Rinzai-Zen emphasises illumination through words;
Soto Zen emphasises “perceptive silence,” while the Korean stream (Chogye Zen) focuses on “perceiving-
not-knowing.” (Shrobe 3). The perspective and argumentation in this paper mainly make use of the tenets of
this last Zen tradition, building around what Shrobe calls “the don’t know mind.”
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curtain of appearances is a letting go of concepts and expectations; by doing so, it is
possible “to fall into the world of just mow, just as it is.” (Shrobe 21) This
instantaneousness pervades most aspects of Oriental existence, not being limited to
philosophy and religion. In this sense, it is possible to speak about a certain “one-ness”
underlying the Eastern space as a unifying force—that which Pound so much esteemed
in Confucianism. As will be seen in a later section of this paper, Pound even adopted it
as an aesthetic principle through his allegiance to the “one-principle text.” In the
following, one such example illustrated by Oriental art will be examined in more detail.

Mu Chi's “Six Persimmons” (c. 1270) is a fine example of Chinese still life
painting. To a Western eye, and especially a modern audience, this painting may seem
as overly banal: there are six persimmons, only differing in shape, shades and position,
set against a blank background. At face value, the depiction of the persimmons has
echoes of the above-mentioned creed in the “just now, just as it is.” There appears to be
nothing beyond the object: it is impervious to human scrutiny, much like Zen painting
in general. To make an analogy with Stevens's remark on poetry as the “supreme
fiction,” one may say that the persimmons “resist the intelligence almost successfully.”
Each persimmon functions as a still point on its own, yet their substantive commonality
enables the contemplating subject to sense the underlying principle that unifies them
into one single entity, simultaneously encompassing past and present, as suggested by
the different shades used for their depiction, as well as by their shapes and sizes. Still
life thus comes to life in front of our eyes—there is ripening and decay, life and death
unfolding on the canvas. Yet, despite the metaphorical connotations, the persimmons,
in a truly Zen spirit are ungraspable in their essence. They remain pure objects and a
communion with them is possible only after suspending our conceptual thinking and
casting doubt on the capacity of our senses to gaze beyond the surface of things. The
idea is the same as Stevens’s suggestion in his “Study of Two Pears™:

Opusculum paedagogum.
The pears are not viols,
Nudes or bottles.

They resemble nothing else.

[.]

The pears are not seen
As the observer wills. (CP 196)

In addition to the necessity to suspend conceptual thinking, both pieces
seem to connect with another key-concept of Oriental thinking: the intrusion of
human will and desire in the space between subject and object. As Buddhist faith
holds, “desire” or “craving” are the roots of worldly misery. A life through meditation
and compassionate participation is required to weed out such sources of “dust” and
open up the path toward illumination, and eventually leading to an enchanted-
enlightened state of existence through experiencing the void, where the circle of
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cause and effect is broken and nirvana is attained. As Mu Chi's painting suggests
(and as implied in Zen art and philosophy in general), one should not look too far
for a starting point. The immovable object contains in itself the same void (or “no-
mind”) that can be attained after enlightenment.

In the light of this, as Peter Y. Chou (2008) remarks, “Six Persimmons”
transcends its immediate function and may be read as an allegory of the stages of
enlightenment, as well as of the creative and mental states experienced by the artist
while working on his canvas. Chou proposes a parallel reading of two pieces, by
juxtaposing Gary Snyder's poem “The Persimmons” and Mu Ch'i's ink painting.
For the sake of this discussion, we will summarize only the points on the latter,
which will serve as an analogy with another Stevens Poem, “Six Significant
Landscapes.” As Chou argues, the depiction of the persimmons follows a four-step
process analogous to the moments involved in the road towards enlightenment. At
the beginning, there is the darkness of Deep Sleep, the Unconscious (or the No-
thoughts state). This is symbolised in the painting by the two black persimmons,
emerging from the dark void or emptiness to manifestation (the brush of full ink).
The next stage is represented by the Twilight of Dreams, or the Semi-Conscious,
suggested by the two grey persimmons that mark a transition from complete
darkness to the world of shades (by the artist's use of some ink on the brush). The
third moment is that of the Daylight of Wakefulness—the Fully Conscious,
embodied on the pictorial plane by the two white persimmons, rendered by using
almost no ink on the brush. The final stage is that of the Satori, or Buddha Mind,
the Pure consciousness, symbolised by the painting's background—the canvas
against which the black, grey and white persimmons rest, untouched by ink or
brush, or the emptiness as substratum for form.

Chou's interpretation of the possible symbolism of “Six Persimmons” is
similar to what Stevens does in some of his anthological poems, most notably in
“Thirteen Ways of Looking at a Blackbird” (CP 92-95). Here, the blackbird, just
like the persimmons, is both an individual (a form) and a force (a principle). It is
the thing which, by its conspicuous and ubiquitous nature, unites human and
human (a man and a woman and a blackbird are “one”), observer and object (the
man mistaking the shadow of his equipage for blackbirds), cause and effect (the
mood which traces in the shadow “an indecipharable cause”), reality and conceptual
thinking (“the beauty of inflections” and “the beauty of innuendos”). As such, it
extends the functionality of the jar “placed in Tennessee” in “Anecdote of the Jar”
(CP 76) through a more dynamic image. Despite its moving nature, the blackbird
eventually remains an image of formlessness the moment it comes to rest in the
cedar limbs of the final stanza (somehow in anticipation of the bird that stands
motionless in Stevens's last poem, “Of Mere Being”).

Stevens's parallels with Zen art and thinking are taken one step further
from the symbolism of “Thirteen Ways...” in another piece constructed against the
varying instances of one single unifying element. “Six Significant Landscapes” (CP
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73-75), another of his early poems, can be read much like Chou's reading of “Six
Persimmons.” Apart from the commonality suggested by the occurrence of the number
six, this poem may be interpreted both as an extended metaphor of the “no-mind”
and a direct critique of conceptual thinking. The first four stanzas are centred
around the subject, continuously juxtaposed against the object: an old man in the
shadow of a pine tree, the night concealing herself like a bracelet, the “I”” that measures
itself “against a tall tree,” one's dream nearing the moon. The images that prevail in
these lines are in themselves similar to those favoured by Oriental poetry—*“shadow,”
“tree,” “pool,” “moon”; the construction too is analogous to a certain extent (although
different in metric pattern) to the haiku, by a succession of sudden leaps from one thing
to another, apparently unrelated thing at the end of the first three stanzas (a technique
also employed by Pound in his “In a Station of the Metro”). In addition to these
elements, the title of the poem comes to place Stevens in the lineage of Chinese nature
and still life poetry. Just like the six persimmons that function both individually and as
a group, the landscapes both depict different facets of the same reality experienced
primarily at a sensorial level and function as the canvas on which “parts of a world” are
immortalised. But the poem does not stop here. In the last two stanzas Stevens
expresses his critique of rationalist thinking. He does so, firstly by expressing his
disbelief in the power of man-made objects in front of nature (“lamp-posts,” “chisels of
long streets,” “the mallets of the domes/And high towers” which cannot “carve/What
One star can carve,/Shining through the grape-leaves.”) and, secondly, by openly
attacking “rationalists” who “confine themselves/To right-angled triangles.” The idea
expressed in these lines is analogous to the Buddhist creed in flexibility and non-
attachment. Living within the cycle of continuous thought is a delusion, and holding on
to one's illumination once it has been attained is an unsurpassable obstacle in the path
towards revealing one's Buddha-nature. True enlightenment implies non-attachment to
anything, including one's enlightening experience. As will be seen in the sections to
follow, the bodhi, or “awakened wisdom,” requires a renunciation to Nirvana in order
to aid all humans to achieve enlightenment. As the second opening quote implies,
“knowledge” of Buddha is impossible—it is a delusion just like any other caused by
conceptual thinking. If one meets Buddha on the way, one must kill him.

2. “Still not far-off”: East vs. West, as an exercise in “translation”

This initial excursion into the poetry of the object parallelled by references
to traditional Oriental still life painting has had a double motivation. On the one
hand, there is a similarity between the Modernist treatment of the object
materialised as representations of the still point in the mature works of Pound, Eliot
and Stevens and the attention given by Zen to the ordinary and immediate; on the
other hand, the analogies are not limited to their function in the path to
enlightenment and wisdom. Modernist poetry's affinities with Oriental modes of
representation are expressive of the internal mechanisms that affected the field of
visual arts at the end of the 19™ century. As Rupert A. Cox notes, “seeing is a
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privileged sense in Zen arts because it is necessary and prior to all bodily learning”
(103). Awakening in Buddhism is derived from a manner of “seeing,” which
presupposes the establishing of a direct relationship between the body and mental
states (ibid.). Early 20" century poetic approaches such as those of Imagism (in
turn tributary to Symbolism) reveal similar intentions to set up such intimate
connections between the thing and the perceptive mind (or between the object and
the emotions of the observer)—as illustrated, for instance by Pound's definition of
“image” or Eliot's “objective correlative”. In his turn, in “The Relations between
Poetry and Painting” Stevens draws attention on a similar issue, when he speaks in
favour of an appropriation by the poet of the methods peculiar to fine arts, based on
the assumption that the instruments of the latter can equip the former with novel
insights into his own “materia poetica.” This, as he says, is the result of the same
commonality of experience and knowledge of the real:

Modern reality is a reality of decreation, in which our revelations are not
revelations of belief, but the precious portents of our own powers. The greatest
truth we could hope to discover, in whatever field we discovered it, is that man’s
truth is the final resolution of everything. Poets and painters alike today make that
assumption and this is what gives them the validity and serious dignity that
become them as among those that seek wisdom, seek understanding. (NA, 175)

Such associations, Stevens goes on, are necessary not only as a form of
epistemological experiment, but as an ontological prerequisite. One must not claim
that “they are the sole sources [of our present conception of reality];” rather, we
must see them as mere steps along the sinuous process of getting knowledge of the
world, “a stage in the endless study of an existence, which is the heroic subject of
all study” (176).

The similarities between the role of seeing in Zen Buddhism/Art and the
Modernists’ preoccupation with the increased role of vision point to issues of
broader concern in the analysis of the mechanisms trough which Modernism
appropriated both tenets and techniques pertaining to Oriental spirituality. In this
sense, it is possible to identify two major forces—an extrinsic and an intrinsic
one—that can facilitate an understanding of this opening towards non-Western
traditions. The former is represented by Modernism’s relating to external sources
and the endeavours to incorporate them both as an expression of the individual
spirit and the Pound-esque “make it new.” As such, it is an aesthetic and intellectual
exercise that implies a confrontation of the individual with his own art and an
engagement of Modernism in a dialectic relationship with tradition and its
contemporaneity. Eliot’s inclusion of Indic material in the construction of the
“Waste Land” or the “Four Quartets” results in both an aesthetic and intellectual
exercise, but it does not stop there. Pound’s use of the ideogrammatic method in
both his imagist poetry and “The Cantos,” as well as his fascination with
Confucianism are not only meant to support a unified artistic vision. With the
exception of Stevens perhaps, most Modernist poets who tried to incorporate such
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influences could not escape a certain tendency towards politicisation or a penchant
for aesthetic and cultural debates which would eventually transgress art. As is well
known, in Eliot’s case, they became a vehicle for his attempts to root out what he
considered to be the Hebrew substratum of European culture, while with Pound,
ideas like “dharma” or the Dao of Confucius, ultimately emerged as instruments
that would support his views on enlightened, but authoritarian leadership. It may be
said that the way this Oriental material was read by the artists of the age, while
mostly beneficial for supporting the spirit of Modernism, could not entirely capture
the essence of the spirituality and can be attributed, to a great extent, to what Pound
remarked while translating Li Po’s poetry—the impossibility to translate and abide
by this spirituality unless one thinks and feels like an Oriental. The dichotomic-
dualistic nature of the Western mind remained, both metaphorically and literally, a
perpetual obstacle in the face of true renderings.

As will be seen, the divide between the Eastern and Western “paths” and the
imperfect “translations” can also be seen at the level of the second major force—the
intrinsic one—that is, in the Modernist endeavour to question and re-define its own
aesthetic modes of expression. For an illustration, the following part of the paper will
be devoted to discussing some of the mutations that affected visual arts, such as the
“reification of vision” or transition from “the retinal” to “the pictorial.” As Rosalind E.
Krauss points out, a defining characteristic of the 20" century mode of approaching
objects is that vision is “pared away” into a condition of pure instantaneity, an abstract
condition with no before and no after (like the perception of a base-ball hitter hitting
the ball) (284). This is the moment when visual arts and poetry shift from Impressionism
to true Modernism, as the retinal of the impressionists is gradually replaced by the
illusory pictorial of the surrealists, a visual image that addresses the grey-matter (e.g.
Duchamp’s precision optics, Pound’s ideogram). This is analogous to the inseparability
of seeing (sensing) and knowing (understanding), as proclaimed in Zen painting.

Examples of this can be found, in diverse forms of manifestation, all throughout
the work of Anglo-American Modernist poets. For instance, Eliot’s preference for the
conceit as an epitome of his “objective correlative” can be attributed to his fascination
with sudden optical shifts, changes in focus and the technique of the visual montage. At
the level of poetic imagery, this was conducive to multiple associations, contrasts,
unexpected juxtapositions and heterogeneous ideas. The matrix for this, however, had
already been established by the predominantly static techniques employed by Imagism
and its penchant for techniques employed in Oriental art. Pound’s ideogram, as Sergei
Eisenstein noted (cited in Laity 430 and passim) can be compared to the operations of
montage. As his poem “In a Station of the Metro” illustrates, there is a potentiality in
the still image to shock the observer by springing into sight and creating a network of
associations on the subject’s mind:

The apparition of these faces in the crowd;
Petals on a wet, black bough. (6)
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As in the case of Mu Ch’i’s “Persimmons”, the Modernist poet’s object has
the potential to transcend its own immediate significance. Yet, unlike in Zen, where
the sensorial experience of the object by the perceiver is meant to arrest intelligence,
the Modernist object cannot avoid setting up new semiotic networks: rather than being
a vehicle for illumination, as the Western eye would see it, the strength of the object
lies in its capacity to offer itself up to gaze and intellectual scrutiny. At a technical level,
in Modernist arts this often amounts to the use of such devices as super-position and
the creation of associations, as a result of which new meanings were meant to arise.
This is illustrated, for instance by Eliot’s approach in “Prufrock,” where the protagonist’s
“wistful, sea-borne telescopic gaze [...] lures both reader and citydweller outward
toward the ‘shock’ of a submerging modernity” (Laity 434). The super-position
works at the level of senses, too. Prufrock’s passage underwater from the secluded
private spaces of rooms sapping with human shallowness or the etherizing urban
landscapes implies a transition from the purely appreciative eye to a sight that is
imbued with auditive and tactile perceptions (suggested both through imagery and
the use of stylistic devices like assonance and alliteration*:

I have seen them riding seaward on the waves
Combing the white hair of the waves blown black
When the wind blows the water white and black (CPP 7)

Through its synaesthetic valences, super-position may be a vehicle that
brings the subject closer to experiencing the object in its immediacy (the “forever
renewable present” that Krauss alludes to, or the “just here, just now” of Zen). As
Laity points out, Eliot resorts to this technique in the “Four Quartets,” where the
abrupt onset of midwinter spring (in “Little Gidding™) through its “assault” on the
eye is at once suggestive of the “incandescent terror” of the bomb and modern
cinema’s use of light that “optically flays the spectator:”

Midwinter Spring is its own season

Suspended in time between pole and tropic.

When the shortest day is brightest with frost and fire

The brief sun flames the ice, on pond and ditches...
Reflecting in a watery mirror

A glare that is blindness in the early afternoon. (CPP 138)

Yet, this is still far different from both the function of the image in Oriental
arts and the true enlightenment championed in Buddhism. At this point, “experiencing”
the object does not imply the subject’s communion with it by entirely excluding the
presence of the self. Nor is it conducive to a sense of accomplishment and integration,
since, despite the intimations of the “just here” and “just now,” with these Modernist

* In Modernist poetry, “sight” is often used as medium through which the subject’s desires and memories
are compounded into a more comprehensive sense of experience. As Laity notes, in “Prufrock” Eliot’s
eye “becomes the speaker’s vehicle for the desired crossings into tactile, obliterating intimacies” (438).
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poetic techniques there is always an intrusion of semiosis and of conceptual thinking.
Dualistic patterns still prevail, for, as Laity remarks in reference to the above-
quoted poem by Eliot, “the perceiver is prompted to occupy the gaps ‘between’
wildly deflecting and reflecting light momentarily undimmed by moist or crusted
opacities” (444). As such, it can be seen as a form of detachment and abstraction,
as Stevens’ approach in “Study of Two Pears illustrates:”

The yellow glistens.

It glistens with various yellows,
Citrons, oranges and greens
Flowering over the skin

The shadows of the pears

Are blobs on the green cloth.

The pears are not seen

As the observer wills. (CP 196-197)

Here, the meanings arise not from the observer’s peculiar standpoint, but
from what the subject perceives to be a latent semiotic potentiality of the object, as
well as from the analogies their sudden juxtapositions may create. Again, the
problem seems to be rooted in the same Western conception that nothing can ultimately
exist beyond some form of rationalisation / conceptualisation. Metaphorically
speaking, in order to attain awakening, the subject should strive to inhabit his own
“waste land,” of the “no-mind,” since there is always the possibility that his
intrusions may lead to “descriptions” of objects. As Cain (2003) points out, in order
to grasp the object in its uniqueness and to attain communion and harmony it
would be necessary for the subject (and the poet) to detach from his source of
contemplation in an almost painterly (or even cinematic) precision, a transformation
meant to maximize the effect of the image by making it dynamic and endowing it
with vitality. In other words, the object has to reveal itself without intervention, just
like the persimmons, that seem to be both devoid of meanings and an expression of
the void. Without such an exercise, the object would either be lost in “the blandness
of clinical descriptions” or would move too quickly to be appreciated in motion
and thus lose power in representation (Cain par. 10).

The form of detachment at work through such techniques is an imperfect
one, as it is pervaded with the conscious effort of the poet to engage in
abstractisation and distancing, rather than being done by adopting a contemplative-
meditative stance. The problem alluded to in Stevens’ “Study of Two Pears” is
symptomatic of some of the sources of dissatisfaction that came to plague
Modernist poets until old-age wisdom brought with itself a change of perspective.
As Costello notes in reference to some of Stevens’ still life poems, often “the
‘perfect thing’ eludes description or fails to satisfy, and the poems become
‘compounded’ with human desire and imperfection” (445). Like Stevens’ “ultimate
poem,” the object “defeats intelligence successfully.”
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3. Concluding remarks: “Already there” or Modernist poetry and the
Zen “attitude”

Union of the weakest develops strength
Not wisdom. Can all men, together, avenge
One of the leaves that have fallen in autumn?

—Stevens, Like Decorations in a Nigger Cemetery

A monk asked Zhaozhou, a Chinese Zen master:
"Has a dog Buddha-nature or not?"
Zhaozhou answered: "W

—The Mu Koan

The previous sections were intended to point out some aspects related to
the way in which Oriental religious concepts and philosophical views were adopted
and illustrated by Modernist poets, both in terms of successes and failures. The key
forces underlining Oriental thought, belief and action may be connected with
Modernism both at a metaphorical level and in aesthetics. Yet, these connections
require judicious examination, due to several factors. On the one hand, despite the
“unity in disunity” that characterizes Modernism, it is not possible to speak about a
certain “school of thought” or organised movement in support of a large-scale
adoption of such tenets. Rather, the poets cited above, in their attempts to include
elements of Oriental tradition or establish cross-cultural connections remained
tributary both to their individual aesthetic visions and the Western tradition against
which their works emerged. Thus, their contribution in this matter remains essentially
that of opening up the path to unprecedented perspectives, in a truly Modernist
fashion. It is hardly possible to speak about a certain “legacy” that they passed on
to later generations, as the poets to follow would have to re-establish the
connections on a personal level, by a harmonious integration of foreign material
filtered through individual and communal experience.

In the light of these, an endeavour to circumscribe the impact of Oriental
influences on Modernist Anglo-American poetry by disregarding both the individual
and cultural backgrounds against which such connections emerged might lead to
insurmountable difficulties due to the fragmentary and collage-like nature of the
influences, as well as the particulars of the development of each poet's literary
destiny. Nonetheless, such a study, might prove beneficial for an enquiry into some
essential forces that characterised European and American Modernism at an
internal level. The concluding part of this presentation is dedicated to discussing
one such aspect.

In the concluding chapter of his work on Stevens’s meditative stance,
William W. Bevis takes up on the question raised by Marjorie Perloff in “The

> This koan is commonly known as the “Mu-koan.” In the original text quoted here, the term that appears
is the Chinese “Wu”, equivalent of the Japanese word for negation, “Mu.”
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Dance of the Intellect”(1985): “Pound/Stevens: whose era?” Bevis sets forth to
challenge Perloff’s argument that it is Pound who should be considered the more
modern/Modernist of the two, on the basis of his famous dictum “Make it
New!”and his practical application through Imagism/Vorticism. Perloff—as Bevis
notes— 1is unjust in giving such a verdict, solely on the basis of Stevens’s
connections with the Symbolist movement. Rather than seeking answers at the
level of the technical elements present in the two poets’ works, as well as in their
relation to tradition and the degree of innovation displayed by their verse at a
formal level, such value judgements should take into account the degree in which
these poets managed to express the defining spirit of the age. By taking into
account such essential denominators as indeterminacy and relativity of point of
view, Bevis proceeds to negate and revert Perloff’s conclusion, regarding Stevens
as the true exponent of the Modernist vision. It was Pound, rather than Stevens who
ultimately “betrayed” his own tenets by adopting an inflexible attitude and holding
on to the fixity of one’s concepts and beliefs. Both Pound and Eliot, Bevis goes on,
were essentially “reactionaries,”as neither could fully embrace the idea of
indetermination and relativity, nor could they accept the relativity that pervades any
individual, subjective frame of mind. As such, in the end, both remained Neo-
classical. What they did, to use Stevens’s words, was “to impose” rather than “plainly
to propound.” It was Stevens, through his adopting of a meditative stance, that
fulfilled what the Modernist project, by definition, aimed at: “the pursuit of
impersonality in art” (Bevis 311). Add to this his emphasis on the ever-fluid nature
of the imagination, as well as his dialectic view on the relationship between subject
and object, and Stevens emerges as a true Modernist.

If we build on Bevis’s remark on the Modernist pursuit of impersonality in
art, we may establish a further analogy with the spirit of Buddhism and Zen: at the
heart of each there is the essential concept of fluidity, flexibility and open-
mindedness. “Don’t hold to anything” — this is how Shrobe captures the essence
of Zen (141). Re-evaluate, recuperate, but “make it new” is how Modernists would
have it. In terms of attitude, Zen and Modernism are alike, as they both advocate an
essential suspicion toward anything rigid or conceptual. With the former, this is a
creed; with the latter, it came out of necessity, through its engagement with a world
that turned out be fragmented overnight, where there was nothing to hold on, as
scales shifted, values changed and beliefs were shattered. The Modernist attitude is
a Zen metaphor. In its turn, Zen is a revolution of perspective, similar to that
championed by Modernism.

By way of conclusion, it is pertinent to make one last parallel between
Bevis’s point on “the Pound/Stevens”debate and the subject of Zen/Buddhist
elements in the work of the Anglo-American Modernist: “Eliot/Pound/Stevens:
who is more Zen?” Addressing this question requires a succinct presentation of the
functions of the elements of Oriental spirituality in the poetry of each, as well as a
re-appreciation of the solutions provided by the old-age wisdom that pervades their
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representative late works. In this sense, it is possible to identify three major
streams, each to be associated with one of these poems.

For Eliot, resorting to Oriental spirituality was part of an effort to find a
solution to the desolution that pervaded “The Waste-Land” and “Gerontion.” His still
point, as noted earlier, emerged as a unifying force that could bring together the
fragments of a dissolving world. His penchant for Oriental culture and religion was
meant to enhance the collage of the Modern, as well as to offer an alternative where
other beliefs proved to be imperfect. In the end, he remained Neo-Classical or,
metaphorically speaking, fixed in the rigidity of his own still point. With Eliot,
resorting to Oriental elements came out of necessity—it had a recuperative function.

Pound looked at the East with a view to finding a means to renew both poetic
form and expression, as part of an endeavour to set up his private aesthetics. In doing
so, like Eliot, he was confronted with his own poetic mode and with the world at large,
by transferring ideologies from different backgrounds. The ideogram, the one-
principle text, Confucianism—all had in common the idea of unifying force, yet in a
manner different than was the case with Eliot. Pound did not have to piece together
shattered fragments. His effort, unlike Eliot’s, was directed outwards, rather than
inwards. He saw in the Orient a means to refresh art and to propose a view on culture
and politics. Looking eastward was a source of self-assertion.

“Has a dog Buddha nature or not? is the question addressed in the famous
“Mu-koan.” The answer is “Mu,” a denial of the question itself, meant to draw
attention on its inadequacy to capture the essence of the problem. The “Mu”-
solution is one that can metaphorically describe the manner in which Oriental
spirituality was expressed in the works of both Eliot and Pound. There was no
possibility for illumination, no “solution” to the problems they addressed, since the
question itself was wrongly posed in the first place. In fact, it was the wrong
question which would necessarily whirl one back into the maze of dualism: self
and the world, interior and exterior, subject and object. Can Oriental spirituality
offer a solution to the problems of the Western world? Could elements of Eastern
literature, philosophy, or religion provide a sense of individuality in art? Could they
function as alternatives, at least? As long as they are taken out their context and their
role is twisted they may provide useful sources, but cannot guarantee solutions, as they
have not been meant to function so. There is no Zen-like illumination like this: while
they prove to be useful repositories of ideas, they cannot enlighten the self.

Of the three, it was only Stevens who truly captured the essence of the
Buddhist spirituality and the Zen way both intensively and extensively. His kinship
with the Orient, though never programmatically expressed, was derived from a
personal disposition. It manifested itself thematically, in his relentless preoccupation
with the functions of the imagination, the role of the mind in comprehending the
world and the dialectic of subject and object. Yet, the affinities can be seen on a
more profound level too. The path chosen in his old-age poetry is perhaps the best
expression of this. Stevens’s still point neither unites, nor asserts. His “bird in the
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bronze decor” (SP 398) no longer challenges the mind to engage in analysis or
metaphoric transformations; nor does it offer a solution to personal conflicts. Thus,
“the plain sense of things” emerges from the assertion that even “the end of the
imagination/Had itself to be imagined,”—that all constructs are elusive and that
enlightenment can be attained only by continuously doubting, questioning,
denying, by constantly approaching, but never attaining the essences. Stevens’s
final objects are no longer there for pure intellectual scrutiny—they are sensed and
lived as nothing beyond what they are. They are not invested with the subject’s
own desires, or interiorised: the movement is from the perceptive self towards
reality, as in a willingness to live among the objects. As a result, the space between
the two, as reflected in the poem, is freed from subjective and creative constraints
and can be populated with the reader’s own intimations.

“Can all men, together, avenge one of the leaves that has fallen in autumn?”
Stevens wondered around the middle of his poetic development (CP 158). In his final
days, the answer to this koan-like sentence seemed to come naturally: “a quiet,
normal life” was not to be found in “anything that he constructed.” As in Zen
enlightenment, it emerged from attaining a wisdom that resulted in a compassionate
engagement in the world just as it is here, just as it is now:

He became an inhabitant, obedient

To gallant notions on the part of the cold

It was here. This was the setting and the time

Of year. Here in his house and in his room,

In his chair, the most tranquil thought grew peaked
And the oldest and the warmest heart was cut

By gallant notions on the part of night—

Both late and alone, above the crickets’ chords,
Babbling, each one, the uniqueness of its sound.
The was no fury in transcendent forms.

But his actual candle blazed with artifice. (CP 523)
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ABSTRACT. Victorian Issues in Oliver Twist: A Jordanian Persptive The purpose

of this study is to explore an important topic lwe ictorian novel from a Jordanian
perspective: Dickens's protest against the sooiadlitons of his age and the moral
codes which justified those conditions.Qhiver Twist Dickens describes children as
the helpless victims of the new industrial worlet Hses particular people and places
as a context for his presentation of the “strangeede” of modern life.

Keywords: Victorian, children, exploitation, injustice, siles, silenced

REZUMAT. Aspecte victoriene Tn ,Oliver Twist”: 0 perspeaiivordaniani. Scopul
acesei luciri este de a exploara o t&importani a romanului Victorian, din perspectiv
iordaniana: protestul lui Dickens impotriva conidor sociale din vremea sgi a
codului moral care justifica aceste caindin ,Oliver Twist”, Dickens 1i descrie copiii
ca victime neajutorate ale lumii industriale ndiutilizeaz anumite personajganumite
locuri casi cotext pentru iriftisarea acelei ,maladii negioiuite”a vigii moderne.
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Charles Dickens(1812-1870) was one of the most popular English
novelists of the Victorian era, as well as a vigmr@ocial campaigneHe wrote
from his own experience. His enormous warmth ofifigesometimes spilled into
sentimental pathos, sometimes flowed as pure tyageitkens was particularly
successful at evoking the sights, sounds, and smkllondon, and the customs of
his day. He criticized the injustices of law, sbdigpocrisy and evils. Even after
many of the ills he had pictured were cured, Dickstill gained more and more
readers. Some critics complain of some disordestinm the structure of his
sentimentality, but none has attempted to denygkisius at revealing the very
pulse of life

Dickens's novels were, among other things, worksoaial commentary.
He was a fierce critic of the poverty and sociahtification of Victorian society.
Dickens's second noveQliver Twist (1839), shocked readers with its images of
poverty and crime and was responsible for the itigasf the actual London slums.

Dr. Sabah A. Shakury is associate professor araadfiversity in Irbid, Jordan. His e-mail addréss
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Critics, like George Gissing and G. K. Chestertmmpioned Dickens's
mastery of prose, his endless invention of uniqtieyer personalities and his
powerful social sensibilities. However, fellow veri$ such as George Henry Lewes,
Henry James, and Virginia Woolf, faulted his wodk §entimentality, implausible
occurrences, and grotesque characterizations.

In Oliver Twist, Dickens provides readers with an idealized pdrivhia
young boy so inherently and unrealistically 'godtfat his values are never
subverted by either brutal orphanages or coercealiement in a gang of young
pickpockets. This idealism serves only to highligbitkens's goal of poignant
social commentanOliver Twist is among the numerous Dickensian novels concerned
with social realism and focusing on the mechanisinsocial control that direct
people’s lives.

Oliver Twist is a good illustration of Dickens’s belief that thevel
should do more than merely entertain. It should be, believed, directed
towards social reform. Although he bitterly attacke drawbacks of the existing
institutions—government, law, education, penal sgs—and mercilessly
exposes the injustice and wretchedness inflictedhieyn, he does not suggest
the overthrow of the established order. Dickenskémb upon almost all
institutions with suspicion, including religious mements.

In order to bring about improvements, Dickens thudugwas essential to
depend upon the goodness that he felt to be inhgredl human nature. He kept a
strong belief that people, if they were not stiflasbuld behave with fairness. As a
result, he firmly hated all individuals, institutis, and systems that he thought
were standing in the way of natural human goodnegssdoes not believe this
endowment of human goodness is indestructibl®liver Twist, he acknowledges
that the trait of goodness in humanity can berieeably lost if it is subjected to
ungoverned corrupting influences. Dickens was nmoecerned with the outer
behavior of people than he was with the exploratibpsychological depths.

Dickens's experience of temporary orphan hood hadarsh instructions
given by a senior boy in the warehouse, where bd ts work, find expression in
the novel. That instruction was responsible for ¢osnplete absorption into the
misery of working-class life. That boy's name wabB-agin. Dickens's dislike of
him appears in the character of Fagin, the vilfeem the novel.

The intense sentiment behi@iver Twist, shaped partly by Dickens's own
childhood experiences and partly by his outbursthat living conditions of the
poor that he had could see all along his jourrialistreer, touched his readers at
the time. Greatly admire@liver Twist was an indirect protest against the Poor Law of
1834, which instructed that all public charity miletv through the warehouses.

The plot ofOliver Twist is constructed around the different false idegsiti
that other characters impose upon Oliadten for the sake of promoting their own
interests. Dickens's portrait of rural life in thevel is more positive, yet far less
realistic than his picture of urban life.
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The story portrays the hypocrisy of the mean middéss bureaucrats,
who treat the orphan Oliver Twist brutally whilenténg their voice to the belief in
the Christian virtue of providing charity to thes¢efortunate. Oliver's real identity
is the central mystery of the novel. In the nou@ickens portrays the daily
existence of the lowest members of English soci@tya Jordanian reader | am
extremely impressed by the Dickensian approachoteny, one of the problems
that still haunts the twenty-first century world.ickens reaches beyond the
experiences of the warehouse, extending his picdupsverty to London's squalid
streets, dark bars, and robbers' dens. He lends t@those who were voiceless and he
builds a connection between politics and litergtarel his social commentary.

Oliver's instability prevents him from getting edted and grasping
knowledge of the complex realities of Victorian towé. As Westburg points out,
“static dualism is alien to any systematic notiafigersonal growth®'A young
protagonist, like Oliver, must be receptive to thiferent languages of social life
and able to transfer them to others. The protagaiess receptive to dialogism
than the society where he lives and which proclaimgck of dynamism in a very
clear manner. In my opinion, Oliver is such a chtaa

The characters’ names denote individual charatitesisThe name Twist',
though kept by chance, signifies the ups and dogfnfortune that Oliver will
encounter. Rose Maylie's name hints at her relatiith flowers and springtime,
youth and beauty. Toby Grackit's name is an amusifgrence to his selected
profession of breaking into houses. Mr. Bumbleim@apoints towards his bumbling
arrogance; Mrs. Mann's name to her lack of mothfadings and Mr. Grimwig's
to his outward grimness that can be removed alyessa wig.

Dickens raised his voice against the social circantes of the Victorian
period and the moral codes which accepted horgblgal conditions. The novel
focuses on children, the helpless victims of ther medustrial world. Dickens used
particular people and locations as a backgrountiggportrayal of the “strange disease
of modern life”. In his opinion, this disease whe spiritual/ mental kinship which
made life more intolerable every new year. Althogtkens hinted at visions that the
world could and should change — visions that werematerialistic - he set those
visions against a materialistic, revolutionary lgackind. Consequently, in his opinion
rough social protests should lead to thoughtsidfisd revolution.

Dickens focuses upon a social problem and then tpoim a
spiritual/mental condition which is affected by thecial circumstances in various
ways. This is very obvious in his pictures of urdde. The great writer had a
vision of the city life. Although he spent his lifie London, he considered London
a threat to human race because of the poverty &ntk a¢hat lurk in its poor
neighbourhoods. This is how Dickens portrays Lonio@liver Twist:

2 Barry Westburg;The Confessional Fictions of Charles Dickens (De Kalb: Northern lllinois
Univ. Press, 1977), pp.78.
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Near to that part of the Thames on which the chatcRotherhithe abuts, where
the buildings on the banks are dirtiest and theelsn the river blackest with the
dust of colliers and the smoke of the close-boilt-foofed houses, there exists, at
the present day, the filthiest, the strangest,niwst extraordinary of the many
localities that are hidden in London ... to reach tpigce, the visitor has to
penetrate through a maze of close, narrow, and ynstiéets thronged by the
roughest and poorest of water-side people, andte@wuo the traffic they may be
supposed to occasion. The cheapest and least dqticatisions are heaped in the
shops; the coarsest and commonest articles of mgeapparel dangle at the
salesman's door, and stream from the house-paaapetvindows. Jostling with
unemployed labourers of the lowest class, balleatdrs, coal-whippers, brazen
women, ragged children, and the very raff and eefafsthe river, he makes his way
with difficulty along, assailed by offensive siglead smells from the narrow alleys
which branch off on the right and left, and deafeby the clash of ponderous wagons
... Arriving at length, in streets remoter and lesstfiented than those through which
he has passed, he walks beneath tottering housts-fooojecting over the pavement,
dismantled walls that seem to totter as he pasdes)neys half crushed half
hesitating to fall, windows guarded by rusty iroard that time and dirt have
almost eaten away, and every imaginable sign afldésn and neglect.

Dickens stresses upon London's choking, threatediagacteristics. He
sets his description in the present tense, progidire text with very special
immediacy and a permanent aspect. The indicatitimaisone can only roam in this
maze but he should not stop. The scene then chamgeBickens focuses on the
mental circumstances of the inhabitants who livéhiese neighbourhoods. When
Dickens sends Sikes on his journey which will, fiwalead him to the gallows
which he tries to ignore, the writer ultimately &es him in the middle of London's
streets. Nothing can harm Sikes more than his rhsitars of guilt.

Dickens sets the climax of the novel in the midniliie of London. It is
Nancy sacrificing herself which will lead to thestleiction of the evil world of
Fagin. Dickens insists on prostitution in orderiridicate a terrible disease of an
entire society.

Dickens also raises his voice against childreréatinent by those who are
their so-called guardians. He speaks against tlse faretence of institutionalized
religion. He also provides the ironical answer weheeat and tidy children would be
found. For instance, Oliver is ‘farmed out' to aekause founded by a crafty overseer,
Mrs. Mann. When Bumble comes to take Oliver, thiedang scene takes place:

Mrs. Mann, the good lady of the house, was uneggicttartied by the apparition of
Mr. Bumble, the beadle, striving to undo the wic&kthe garden-gate. 'Goodness
gracious! is that you, Mr. Bumble, sir?' said Mv&ann, thrusting her head out of
the window in well-affected ecstasies of joy.' ¥8n, take Oliver and them, two
brats up stairs, and wash 'em directly.).

3 Charles DickensQliver Twist (Lebanon: York Press, 2004), p.320.
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Clearly the facade of good care is maintained Bumble. The
“inspection” of the parish is also talked abouleaigth.

Besides, the board made periodical pilgrimages¢éofarm, and always sent the
beadle the day before, to say they were going. dtildren were neat and clean to
behold, wherThey went; and what more would the people have!

Children are also employed for gaining publicity the church and raising
funds. Dickens severely criticizes these hypodititspiritual institutions”. His
protest has materialistic grounds but then he egby pointing to the necessity of
a spiritual revolution.

In the most popular scene @Gliver Twist the protagonist does and says
something he gets up and demands for more. Thalwipe=horror and the outrage
with which this act is encountered seem to highlight only Dickens's satirical
irony, but the unexpectedness of the situation wargnboy from the class can and
does speak up. When we have gone through mosteofdkiel, we feel there is
reason for further surprise and Oliver is the mpigtbe of this excitement.

Anywhere else in the book, Oliver appears as theemiitness of events
with a sympathetic expression on his appealing mmance. Oliver's expressions
speak more than his actions. It is very much lke dumb picture of his mother
which talks forcefully to him. It is a fact that i@¢r flees away from Sowerberry's
to try his fortune in London after turning on No&haypole. However, this a
reaction to his situation more than a bold decislgdis initial appointment as an
undertaker's Mute is again due to the suggestitleopaf his tender body and pale
countenance. Oliver is neither Dick Whittingtony igamuel Smiles in spite of the
sub-heading: “A Parish Boy's Progress”. Definitehge hint is at the legend behind
Oliver's tale and this only increases the contrast.

Oliver is a victim of industrial and urban socielly.terms of social realism,
Oliver is presented as a passive hero. He alsdohamintain his innocence in this
corrupting world. He always has a bond with the omaly image of his mother's spirit
and the Maylies' pastoral retreat, even thoughwibidd continuously tries to imprison
him. He represents a noble but static ChristiaeirThis suggests that it is the more
dominant vehicles of evil who seem to be colorfeshters of dramatic captivation,
Fagin being the most popular and unforgotten charaét the beginning of the
narration Oliver has no identity because of hishrads mysterious identity. The
novel is his tale, but he cannot narrate it for 4@th Different persons make up
identities for him and provide him with a compositaracter. Oliver is given his name
by others. When he begins to speak for himselfeaehd of the story, he is forced back
into the background. Oliver is displaced by therpig voice of the narrator.

Oliver’s silence can be viewed as the symbolisrthefunspoken truth. His
non-identity stresses upon the hustle and bustlpeople surrounding him. The

* Ibid., p.5.
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author lends his voice to express some very sesoaml concerns. He leaves an
impression of easiness about the unutterable peated of moral and social
contradictionsOliver Twist dramatizes, but does not express clearly - &t hedisn this
novel - the factor that charity minus general $oefarm just drives towards inequality.

Oliver's eloquent dumbness is a necessity and aigiplgoes along with
the writerly and the social design. The story ssggehat we can only have
unworldly purity and even this one not permanerahd not completely but in
accordance with hellish impurity. When encounteidpgosition, common humans
become speechless and roam around without purpadenamoral bafflement
although they are optimist that the Providence wihd its agents in order to
protect them. However, humans are not able to ntwese agents or claim they
know their real identity when they recognize them.

Oliver can be redeemed exclusively through the sleddBrownlow as a
generous father-figure; but Brownlow has constddtge fortune that permits him
his benevolence within the very system that hasloged Oliver. Dickens
constantly turns to the root of Britain's prospeiit colonial expeditions. As a
Jordanian reader, this Dickensian interest in daldasue is another proof that the
writer is also a moral conscience.

In the novel, it is the crafty Dodger who is sailefl to Botany Bay.
Oliver's silence is a symbol of the author's ownoemter with the unspeakable at
the core of British gentility.

The novelist projects the tensions of his work otite emotionalized
figure of the 'fallen woman'. Oliver's mother retiethe destiny of Nancy who both
validates and questions the soothing tale of Rosgli®s adoption and Oliver's
acceptance into society. Motherhood and womanhaedthe starting points of
inherent virtue, are the exclusive actual pointsasftact between the gutter and the
cottage; an ambivalent symbol of redemption andratigion, assertion and
dependency. There is an element of pathos in thiksmof Dickens andDliver
Twist makes no exception. The writer takes up the chgdleon behalf of the
helpless sacrificial victim, and in doing so hediampermits him or her to speak.
We can feel sympathy, regard, even praise for tbenv as far as he/she is kept
away, “preserved” in well-guarded traditional bodkat lend him/her their voice
but rarely permit them to speak without in-between.

Dickens provides a kind of solace by displayingeductive enclosure of
gentility and noble feelings. This complex emotiomaxture is always exposed to
interference by rival forces. The writer insists the boundaries between the city
and the rural side, the class and the crowd, Gdchaman, values and survival, in
any form except when demonized during scary visitat These Gothic moments
are to deny the possibility of order and goodnesd they warn about the
possibility of well-guarded social improvement.

According to Victorian norms, the home must beakelusive place where
children can be rendered immune to the temptatidmsodern life, and the bread
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earner can feel comforted and revitalized from énigryday struggle to get the
necessities of life. That is why Oliver is reprasehas incorruptible and enters the
novel with a completely formed personality ratheart realistically impressionable.
This cultural approach is, anyway, fraught with iabx Surely, Dickens is not
embarrassed at all when it comes to his bestowian tnis protagonist that "inert
nobility" that Mikhail Bakhtin finds characteristiof the archaic “Novel of
Ordeal”. In such literary works the hero's identity not changed but merely
affirmed by dire experiencé."

As far as Oliver's state of incorruptibility is amrned, Dickens makes use
of ambiguous passages such as the following inlwtiie narrator tells the reader
that "nature or inheritance [has] implanted a gstaidy spirit in Oliver's breast.”
In another relevant passage Rose maintains thait Ptbwer which has thought fit
to try him beyond his years, has planted in hisfiraffections and feelings which
would do honour to many who have numbered his daymes over."

Physically, Oliver has a likeness to his progesitand the suggestion of
his resemblance to Brownlaw's pictures and memai#sat his middle-class traits
spring from the same source. Even Rose and thatodsr efforts to give adequate
equivalents cannot escape from the genteel tendenoyltivate figures of speech.
The fantasy which is inherent everywhere is thavedk 'blood' is behind his
immune personality. This is not in accordance witle novel's structure and
politically it is at odds with itself.

There is no explanation in the novel that can ssho compete with
heredity when explaining Oliver's protection fromhmieal contamination. Dickens
seems to say that virtues can be hereditary, theynat at all influenced by
upbringing. Dickens perceives noble features invéIgs nature. The moral of
Oliver's life is that 'breeding will tell', a morahathema to various middle-class
habits of mind. However, if we think of the wholeckensian work, the author
seems to disagree with himself on this issue. Gtharacters show that Dickens is
completely committed to the notion that surroundifiym personality. Here is, for
instance, Nancy talking to Rose, "Thank Heaven at ylou had friends to care for
and keep you in your childhood, and that you wereen in the midst of cold and
hunger, and riot and drunkenness, and — and samgetvorse than all — as | have
been from my cradle’"

This emphasis upon the formative environment alppears in the
portrayal of Noah and even Sikes. Generally spggakind outside the area of the
novel's political fantasy, the author is typicallictorian in his assumption of the
formative power of surroundings and circumstance.

5 Mikhail Bakhtin, The Dialogic Imagination: Four Essays by M.M. Bakhtin, trans. Caryl Emerson
and Michael Holquist, ed. Michael Holquist (Austémiv. of Texas Press, 1981), pp.105-107.

® Charles DickensQliver Twist, p.4.

7 Ibid., p.262.

8 Ibid., p.255.
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Here it should be remembered that ideology is adwmdividual and
psychology is forever social. The childhood trauohearly influenced Dickens'
imagination. The writer cultivated both fantasiesl dears about “blood” proving
stronger than circumstance. He never completaguwered from his experience of
social dispossession.

To some extenQliver Twist is a biographical novel. There is a reiteration
of Dickens' own juvenile hopes in some manifestatiof Oliver's middle-class
parentage. These would serve to set Oliver apamt the low company and would
bring him back to a world of Brownlow and the Magi

The boy stirred, and smiled in his sleep, as thalhgbe marks of pity and compassion
had awakened some pleasant dream of a love amti@ifbe had never known; as a
strain of gentle music, or the rippling of waterdnsilent place, or the odour of a
flower, or even the mention of a familiar word, lvébmetimes call up sudden dim
remembrances of scenes that never were, in tjsiifich vanish like a breath; which
some brief memory of a happier existence, long donewould seem to have a
wakened, for no voluntary exertion of the mind eser recall ther.

Oliver has never heard of his mother, but he awtgldfend her honor,
which appears to change him into a completely difieperson.

A minute ago, the boy had looked the quiet, mildjedted creature that
harsh treatment had made him. But his spirit wased at last; the cruel
insult to his dead mother had set his blood on fitis breast heaved; his
attitude was erect; his eye bright and vivid; hisole person changed, as
he stood glaring over the cowardly tormentor wha ey crouching at his
feet; and defied him with an energy he had nevemknbefore'

If we want to analyze why the author, consciouslyuconsciously, might
follow such a line of action, we can go back toudgrwho indicates that "our sense of
conditional freedom depends upon a combinatioracibfs which, considered singly,
may seem to determine us, but which in associtdinthto liberate ugt

Among the English Romantics, the middle-class ndisdovered Wordsworth
to be the most congenial to its outlook and thetmpglicable to its aims.

Oliver Twist is meant to appeal more to our emotions than tditarary
sensibilities. The protagonist does not preserdraptex picture of a person divided
between good and evil, instead he is an incarnatiayoodness. A major concern
of Oliver Twist is the question whether a bad environment can &rewvison a
person's character and soul. In much of the nowerality and nobility are
contradictory issues. However, Nancy's charactggests that the line between
virtue and vice is not always clearly drawn.

9 Ibid., pp.183-184.
19 |bid., p.36.
1 W. J. HarveyCharacter and the Novel (Ithaca: Cornell Univ. Press, 1965), p. 137.
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The meeting on London Bridge is symbolic for thdision of two worlds
unlikely ever to meet the idyllic world of Brownloand Rose, or the degrading
situation in which Nancy survives. Nancy is givae bpportunity to adopt a better
way of life but she discards that opportunity agdte time Nancy, Brownlow and
Rose have left the bridge that possibility haspjieared for ever.

In the novel's concluding pages Oliver's half-beoil all of a sudden exposed
as the very embodiment of all the earlier genanatiopper-class vices. Monks is
almost exclusively his mother's child. There israllof debate for and against nature
and nurture concerning the immunity from evil.dtdifficult to say for sure whether
the conduct of a person is influenced more sigmifily by nature or by nurture.
Brownlow conducts this debate. He recalls his fattadking of "the rebellious
disposition, vice, malice and premature bad passibn.. his only son", while at the
same time asserting that the boy had been "tréliyeltis mother] to hate hinrt®

The same vagueness appears when Monks takes owristory.

"There she died," said Monks, "after a lingeringaBs; and, on her death-bed, she
bequeathed these secrets to me, together withnggrenchable and deadly hatred
of all whom they involved — though she need notehkeft me that, for | had
inherited it long before™®

This conflict between the innate and the acquisedléarly seen even in
such a matter as the villain's venereal diseasgcé\the choice of words:

You, who from your cradle were gall and bitternisgour own father's heart, and
in whom all evil passions, vice, and

profligacy, festered, till they found a vent in @méous disease which has made
your face an index even to your mitd.

We can just indicate that an anxiety over the sustee of middle-class
values in a morally degenerating world appearste lshape@®liver Twist into one of
Dickens' most monologic texts. There is a relabetween Oliver's immunity from
his surrounding and the truth that the middle clasd the criminal areas never
seem to affect or interpenetrate each other. Theadictions and anxieties of the
bourgeois orthodoxies surround the texOtifver Twist.

Oliver Twist is a novel teeming with many closely interrelatdelis. There is
preoccupation with the miseries of poverty and sheead of its degrading effects
through society. With poverty comes hunger, anctheme that appears throughout
the book, along with Dickens’'s notion that a misigdi approach to the issues of
poverty and homelessness brings many evils inatsew

One of the worst consequences of poverty and beamived of life’s
essentials is crime, with all of its corrosive eff® on human nature. Dickens

12 Charles DickensQliver Twist p.332.
3 |bid., p.333.
4 |bid., p.318.
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gives a great deal of attention to the painfulrediion from society suffered by
the criminal who may come to feel completely isedbas the fragile foundations of his
own hostile world snap. Crime is bad enough irfjtBickens seems to be saying.
When crime is the result of poverty, it completdghumanizes society.

On the positive side, Dickens places heavy valutherelevating influence of
a wholesome environment. He emphasizes the powéemévolence to overcome
depravity. And goodness—like criminal intent—maypest to earn its own suitable
reward. Does this sound familiar? The Dickensiagmtd of virtue being its own
reward is rooted in the novels and poems of chivad redemption, where the good
prosper and the “wicked” are sent packing. This esabickensian novels, in
general, andliver Twist, in particular, a reading with general human appea
for any reader regardless his/her ethnicity, relgor personal philosophy.
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Notes on the Hypostases of a Woman in Love in ThRamanian Manuscripts
from the End of the Eighteenth Centyr This study analyses two of the most
representative popular books of the peridde History of Erotocrit and Aretusa
and The History of Filerot and Anthus&ocusing not only on the textual body of
these narratives but also on the “theoretical” gbation of their Prologues and on
the imagery of the miniatures from these valuabEnuscripts. These popular
romances explore the hypostases of a powerfutasskrtive femininity, confident
in its spiritual force and attributes, which seékampose itself also as a social
force to be reckoned with in a society where mggeigepresents a contract, and
the idea of a couple still precludes the protagshigghts to individual freedom.

Keywords: Woman in love in eighteenth century; love as ph&onaforbidden love;
emancipation of woman, loci communes of the couriypances in the Romanian
Popular Books.

REZUMAT. intre predosloviesi miniaturd — ,noima istoriei”:note despre ipostazele
femeii indrigostite in trei manuscrise romaste de la sfasitul secolului al XVIII-
lea. Prezentul studiu analizegzexploatand nu numai corpul textului, stiaportul
Leoretic” al Predoslovieialituri de cel de imagine al miniaturilor manuscriselelor
mai valoroase, cum dauwlintre cele mai reprezentativartt populare ale perioadei —
Istoriia lui Erotocrit cu Aretusai Istoria lui Filerot cu a Anthusei afirma ipostazele
unei feminititi puternice, decise, sigure pe atributgliorta ei spiritual, ciutand & se
impuri (opunandu-se normei absurdeanchilozante}i ca fota social ce trebuie &
nceaj i fie luak T considerare intr-o societate undsitoria este un contract, iar
ideea de cuplu exclude tdreptul la libertate individualal protagonitilor.

Cuvinte cheie: femeia indiigostiti in secolul al XVlll-lea; dragostea ca pharmakon;
iubirea interzis, loci communes ale iubirii curtegtein Cartile populare romargt
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Although women appeared to enjale jure,rather powerful positions in
the Romanian society from the end of the eighteesthtury, since they were
granted, by law, almost the same rights of reprtesien as those of men, they
were still,de factg under the tutelage of men — fathers, husbantisodhers — who
had decision rights over their livestill subject to all the social conventions that
were bound to cancel their freedom, the women df theriod underwent,
nonetheless, an irreversible emancipation pro@ssdid, for that matter, the entire
society of that time. Given the changes affectingntality and its ontological
benchmark$,the end of the eighteenth century in Romania atsaight about an
alternative solution, compensatory and revolutigratr the same time, meant to
salvage the individual from the banal course of twinas perceived as the vanity of
life, redirecting its meaning towards embracioge This was not love in the
Christian sense odgape but eros the love that Metropolitan Antim Ivireanul
referred to as “passionate and loathsome” irChigant de Trazatura la Dumineca
Vamaului,® where he refused to discuss it in detail leshiud defile the ears of
his pious audience. On the very threshold of mdtera new type of sensibility
addedsentimento the already extant medieval values of faittsdeim and valour.
Retrieving the influences of the courtly romancen{an curtoi3, popular books
that were a great success with the readers ofithaf such asstoriia lui Erotocrit
cu Aretusiandlstoria Iui Filerot cu a Anthuséireconsider the meanings of life in
accordance with the protagonists’ feelings, as theg willing to reposition
themselves in relation to society and to themsélves

Love turns thus intgpharmakon“curing two diseases at oncgriot only
love sickness, as Alecuadirescu’s lyrics emphasise, but also the “diseasthef
century,” thefin de siéclebringing about the dissolution of older values dne
transition towards other models. Under such cirdantes, the image of women

3 For a description of the family or couple relaicend of women'’s positions in these relations, see
Constama Ghiulescu,In salvari si cu islic. Biseriai, sexualitate, &sitorie si divors in Tara
Romaneasta secolului al VllI-leaBucharest: Humanitas, 2004.

* For a detailed analysis of the phenomenon,Ssefan Lemny,Sensibilitatesi istorie Tn secolul XVIII
romanescBucharest: Meridiane Publishing House, 1990 anddDBarbu,Scrisoare pe nisip. Timpsil
privirea in civilizgia roméaneas€ a secolului al XVIll-leaBucharest: Antet Publishing House, 1996.

% In English,A Sermon for the Sunday of the Publican.

® In English,The History of Erotocrit and Aretusthis is a translation of the Greek stdfyotokritos
written in verse by Vincenzo Kornaros in Crete dgrthe latter half of the sixteenth century, after
the model ofParis et Viennga French medieval romance compiled by Pierradgybéde in 1432.

" In English, the title would bEhe History of Filerot and Anthusham considering here the variant extant
in B.A.R. Manuscript 1374, from Bucharest, whichg&fa Tarantino rightly considers to be a rewriting
of the Erotocrit, and which contains over two thousand originadiby Alecu \carescu(La storia di
Filerot e Anthusa. Istoria lui Filerosi cu a AnthusgiMS. 1374 Bar — Bucharest, Edizione critica,
introduzione et traduzione a cura di Angela TanantRome, Bagato Libri, 1996).

8 For suggestions on thiene of lovein the troubadours’ poetry, see Miha Piridte sentiment du temps
dans la littérature fracaiséXlle s — fin du XVle s), Paris: Editions Champi@®02, pp. 71-83 and for a
general outline, see the well-known D. Rougenigatnour et I'OccidentParis: Librairie Plon, 1972.

% La storia di Filerot e Anthusa,. .ed. cit., p. 207.
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and, in particular, of women in love, becomes al&umental means of understanding
the social relations of that period.

ThePrologueto The History of Filerot and Anthusaaptures this new outlook
on women'’s social positions and roles. It capialisipon the brevity and eloguence
that are characteristic of accompanying discoussbigh synthesise their message to
the point of an essentially apophthegmatic tersersesl it also exploits the rhetorical
artifices of introductions, which seek to captiviite readers’ attention and, reeling
them in the narrative yarn, to persuade and teadhoald them. The prologue to the
love story between Filerot and Anthusa seems tpgs® initially, the same reading
code that incriminates woman as the source oivdlire say, theBook of Genesidt
sums up the history of the world, starting with Trejan War unleashed by Hefén
and continuing with Jason’s love for Medea; the ateattual insertion begins by
postulating, at the outset of the narrative, theckmion that women represent the
unfortunate causes of all the great conflicts &world** The gallery of outstanding
feminine characters in the history of the world afidhe famous couples amongst
whom will figure Filerot and Anthusa continues witkriadne and Theseus, Atalanta
and Meleager, Deidamia and Achilles, Polyxena amwtiiles, etc. “Enamoured
[...] Semiramis” also appears moralised here. Altlotigese examples — “this sort of
repugnant lust” — explicitly focus on the unhapgmeand extreme suffering
(oftentimes death) caused by love for a woman anthe force of negative models
that ought to be wisely avoided by the readersisf insistently moralising text,
the prologue — an introductory discourse aimedagitatio benevolentiae does
nothing but impart an implicit incentive upon reedé empathise, to the point of
directly identifying with the characters, with thessage and the tension of the love
story. This is especially relevant since the lov&sown” will be bestowed upon
Filerot and the end of the prologue suggests tadhders, between the lines, that
this is an example worth followirg.

From the vast framework of the introduction, thstdry narrows down its
scope. Both thé&rotocrit and The History of Filerot.. feature, in the manner of

0«Elena [...] a lumii frumoad.../ Din cea asupra ei fire dlyistoad// incat pentru dansa o luma s
bate/.../ Pentru oafnee mofi nenunirate” (“Helen [...], the world’s beauty/.../ With hewerly-
loving nature// She, who the whole world is figlgtifor /.../ Countless deaths for a mere woman”).

L «Cate #izboaie Tn lume pornite;/ Mai tot pentru mueri svamaut scornite;/ Catgiri si cetiti au ars
risipite;/ Pentru Afrudita cetitor iubite;/ Istoriamii toat o aduri;/ Gandesc & nu-mi vei afla
minciurd” (“How many wars started in the world;/Mostly fevomen have been waged;/ How
many lands and citadels burnt down and pillagedr/Aphrodite, my beloved reader;/ Were thou
to gather the world’s history;/ Methinks thou wonlkdfind me lying about it”) Jbidem p.206.

12«Dar te rog & nu faci oargice urmare;/8i vazand dragostea ce patimi aducet&pizesti asa, si
nu te apuce;$i par nu o incepi de vremg{fa cruce;/ Cu ga supirari si nu te usuce” (“But please
do not follow upon these:// And seeing the tormthiatt love brings:/ Guard thyself, so it cannot
reach thee:/ And before it gets thee, pray:/ Thabin't exhaust thee with such heartache”).

1%Cetirea actii istorii in care;/ In careiscoprinde numai dragostea cea mare;/ Eu gandefeare
dulceti si pare” (“Reading this tale which;/ Which solely t@llove encompasses;/ | reckon thou
wilt find it fairly sweet”).
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fairy tales, the motif of childless emperors. Thé&atulous birth brings forth
daughters rather than sons. In Eretocrit, “a most beautiful girl, so beautiful that
her face, because of this great beauty, shonethi&esun. And they named her
Aritusa and they had her pursue the knowledge eklcbooks, and so abundant
was her learning that her wisdom exceeded thanybther emperor’s daughter or
philosopher.** In The History of Filerot.,.“such a beautiful damsel that | dare say
no other like her was ever born [...] her fatlgeriding her learning, brought forth
wise advisers, and as she was witty and sharp-chirsthe had learned the entirety of
things before she was ten, so much so that herstatarvelled at her erudition>
More so than on the uniqueness of their beautyhasip is laid on theiwisdom,
spiritual prowessanderudition The portrait of the emperors’ daughters is oedlim
perfect similitude with fairy tales in which therrative concerns male heirs. In fact,
this blurring of differences between stark masdwlirso far characterised by spiritual
attributes, and femininity, largely identified thigh physical attributes, betrays, at this
point, the emergence of a new human ideal. Erdtpartrait becomes peremptory in
this context: “brave as a lion and fantastic asiatpd golden eagle, his word enthrals
the hearts of many and his lute’s strings are whiing birds, and if his song be heard,
the sick would be healed; he has even grown ipt@irgter without having had to learn
the craft [...]; and now he has even learned thargeataft, and he cures the wounded
and he mends the withered heatfs.”

Apollo’s ancient powers (three of the four powenes present here: as archer,
as master of the lyre andmedicuy'’ — a model also exploited by Miron Costin in the
discursive test of the labyrinth to which he chadled prince Antonie Ruset in 1676
are still important benchmarks for any ideal typbumanity. The emphasis, however,
is now laid on the character's Orphic qualities,tiomartistic force of the words and
images created and “painted,” and especiallyfamasy,a completely novel and
revolutionary element for the period in question.

4 In the original, “o fat foarte frumoa& cat faa ei, de frumusi ce ave, sklucé ca soarelei i-au
pus numile ei Aritusa, la cari au pusida Tnvitatura artii elinesti si Tnvatand atat de bine,cat au
intrecut pe figtecari fai de Tmprat sau di filosof la Tnitatura ce ave.” InCargile populare in
literatura romaneasg, edited with an introductory study by lon C. @hia and Dan Simonescu,
Vol. Il, [Bucharest], E.P.L., 1963, p. 33.

15n the original, “o cocoanatat de frumodisincat Tndiiznesc a zicecin toai lumea nu s-auascut
aseminea. [...] supuind-o Tntru #titura crtii, 1i orandui tadl siu tot feliul de dasdi si fiind plina
de mare dubi supire la minte, paiin varsta de 10 ani nu-i mai trebuiaadhvatatura, ci le-au
invitat pe toate covéit, incatsi dasélii se minuna de precopseala ei.” lla storia di Filerot e
Anthusa... ed. cit., pp. 2212-213.

18 In the original, “leu la voinicie Iuji zgripsor auritsi zugravit la fandasie luisi cuvantul lui robeti
inemile omengti si strunelii akutii lui pui suntsi cang, iar versul lui, de I-ar auzi cineva, vreun
bolnav s-ar Tnmatosa; pam si zugrav s-au #cut far de discilie mestersugului [...]; si acum au
Tnvatat si mestersugul doftoriilor, si pre cel &nit 7l doftoresti, si inimile cele ce sunt vestejite de-a
pururi vra 4 li raurez.” Ibidem,p. 44.

7 Cf. Georges DumézilCele patru puteri ale lui Apolgi alte eseuri Douizecisi cinci de schie de
mitologie Translated by George Anania, Bucharest: Univexsdiopedic, 1999.

18 Miron CostinOpere ll,edited by P. P. Panaitescu; Bucharest, Edituraupéatatus, 1963, pp. 127-128.
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Neither piety nor insight is a keystone in shagimgindividual any longer.
They are perpetuatada an ethical memory, but there has been a shiftnghasis.
An exemplary protagonist is still characterised “yisdom, understanding and
astuteness,” but the imaginative, creative capaaitjuires greater significance: the
character froniThe History of Filerot..was sowise that her mind birthed things
which more learned people could fattricate. . .[s. m].”*° “Beauty, wisdom,/ Speech,
spirit and wit” were the attributes of the idealman in Alecu \Acirescu’s lyrics®

Throughout the two romances analysed so far, thaalie protagonists
embark on a journey of initiation and are subjedtethe test of love, proving that
they are endowed not only with wisdéihut also with a depth of feeling and with
ingenuity in finding solutions to the fulfilment dieir love.

Against this background, love becomes a new maoingelf-discovery, of
adjustment to the world and relating to the othlnp is no longer a menacing
stranger, an intruder or a mere messenger; thraygtocess of interiorisation and
assimilation, the other becomes another facete&#if, who aspires thus towards
becoming whole again. This explains the ardour wittich the protagonists seek
one another, desire one another and define theessdly others through the
prohibited choices they make, assuming their lovéckv becomesybris in the
face of strict social norms, defying customs argtedipecting the pre-established
order. Similar to any crisis, forbidden love — riliaace, in both texts, the reason for
the prohibition — is bound to create chaos and will eventuallyasepa new order,
which will inaugurate the freedom of the modernivigiial. Until then, however, the
young lovers will have to challenge parental autii@nd the laws of the city.

Analysing the documents of the period, Congta@htulescu notes: “The
entire matrimonial politics is in the hands of tmead of the family and he exerts
his authority both on his daughters and his sohgyTmust listen and obey the
father’s choice.” “When it comes to contesting pa& authority, daughters come
first. [...] Escaping such tutelage is only a shertn illusion, since society is built
around male authority and female obedience. A fiesl girl will only briefly
enjoy the freedom she has obtained for herselfleniinishment and dishonour
are often harder to bear than obedience it$éHbwever, the stories of Aretusa

9n the original, “apoi avesi duh mult, &-i nastea capul lucruri care nu numai altul invitat nu &
pricepea a le izvodi,la storia di Filerot.., ed. cit., p. 22%i p. 231.

2|n the original, “Frumuge, -rtelepciune,/ Vorb, duhsi isteciune.” InPogii Vdcaresti, edited by
Elena Piru, Bucharest: E. P. L., 1961, p. 333.

2L wisdom and love, the text argues, become incomleatbecause, metamorphosing under the
impact of lust, “the lover, as wise as he may benders around like a madman.”

22“Intreaga politia matrimoniak se afi in mainilesefului familiei, iar autoritatea Iui se impune, ieste

JFetele se afl pe primul loc atunci cand este vorba de contestauoriitii paterne [..] Evadarea de sub
aceast tuteh nu se dovedte decat o iluzie de scartlurati, pentru @ societatea este constiliit jurul
autorititi masculinesi al supunerii feminine. O fatrebel nu se bucur de libertatea amuti decét
pentru scurt timp, iar satienea si dezonoarea sunt deseori mai grele decat supunpessa’

In Constara Ghiulescuop. cit.,p. 112 and p. 132
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and Anthusa highlight their very courage of notdjiiey to the pressures of social
customs, regardless of the gravity of the punisim&he course of the two
emperors’ daughters, who in their struggle to abthe right to freely choose, on
the sole criterion of love, the men they are alioybin in marriage, amounts, in
fact, to a retrieval of the stages in their becaggmiwomen. Theirs is an intense,
strong femininity, self-confident about its own ¢ties and spiritual drive, seeking
to assert itself, and resisting absurd and crigptiarms; it is, in fact, a social force
that must be acknowledged in a society where nggrliga contract, an “agreement”
between the parents, which the would-be groom keestaf but the would-be bride is
not even consulted upéhThat is the very reason why the girl who dares eviadr
own choices and fall in love is regarded as “thestMiecherous”; “forsaking her
honour” entails her being “mocked and scoffed ey ehtire world.*

The outrage of Empress Euthalia, who heartlesslgnaes her daughter,
Anthusa, invoking the public opinion and “the walytie world,” is peremptory:
“balance your mind and don't let yourself overcomi¢h illusion, don't yield to
desire, don't crave for things which are not fit f@ur age or your honesty, but
solely keep this in mind: when all the other emp&rdaughters hear about your
doings and actions, you will be faced with all dishonour and shame you can
bear; they will all want to cast you as a madwonaard laugh at you, for there is
no thing they will overlook as mere error, but Be thost disgraceful, which not
even your servants will stoop to; especially sacaidespite your dishonour, we
will also fall prey to the way of the world, fors & were, we have failed to master
our daughter; therefore, I'm telling you, forge¢ thath you have chosen, as it is the
wrong path, come to your senses and put it into ysen head that you are doing
the wrong thing.® The solution, presented in the form of a spleralidgory by
Ruxandra, Anthusa’s compani6tis however no longer accessible to the young
woman, who has been afflicted by the “disease’edaihe “fire of passiof” or by
the “sin of being under the spell of Filerot's |gi?8

23 |bidem,p. 130.

24| a storia di Filerot..., ed. citp. 349, 354 and 355

25 |n the original, “cumpnestei minteasi nu te ksa § te biruiasa amigirea, nu te supune poftii, nici
pofti lucruri ce nu sunt nici de varstia-nici de cinsteti, ci numai aciasta a pune n gand: cand vor
auzi celelalte fete de Tragti de cele ce fagji din faptele tale, poateisi si intdmple cét necinste
si rusine vei 4 aibi; cu ade#rat toate vor Ftetie de nebufsi toate vor & razi de tine, pentruic
nu iaste lucru ce-l poate suferi dreptggiai, ci este cel mai de gime, care nici slujnicile tale nu
urmeaz; mai vartos & pa langi necinstea ta vonadntram si noi in catigoriia lumii, 8 ade@ n-am
fost harnici a gipéni o fad, ci iati si acum { zic lagi ceia ce ai apucataamu sunt bine, ving-in
simtire si singuii te socotgte c nu faci bine.”

% «pgain, only you, your highness, wise and reastmats you are, may cast your fishing rod of
wisdom into the mouth of deception and pull iteli&k delusive and deceptive fish, out of the bed of
willingness and into the pit of abandonment, t@stdrom spreading its deceitful wings inside the
jaws of rationality, as only thus will you heal ysalf” (Ibidem,p. 328).

27 |bidem,pp. 205-207.

28 |bidem p. 327.
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Each of the interpellated girl's answers, entailihgr defensive self-
positioning in the face of her accusers, becomgesure of introspection and
amounts to a self-portrait outlined under the aegiswonder and of the
impossibility to change what she realises has lzeemstake but she nonetheless
assumes with the self-sufficient and vainglorioeiesity of a woman in love: “Oh,
sister Ruxandra, don't let yourself deluded undher impression that having been
bestowed upon with all gifts of erudition and fldhowledge, | have, all of a
sudden, let go of my wits...” or “My beloved motherdalady [...] | do confess
that | have taken the wrong path, but what can? dove has blinded me, desire
has conquered me, there’s no hope for healing?®> Moreover, love is assumed
faithfully and consistently, without any trace asalvowal, to the ultimate sacrifice.

There is no threat that can intimidate these hemithere is no persecution
that can persuade them to relinquish their forbidaled reproved love. As a means
of correction, Aretusa is thrown into prison, whifenthusa is confined in a
convent. The result of forced seclusion is an estat®n of their feelings, which is
due not only to the prohibition imposed upon thémt, also to the fact that rather
than making them more vulnerable, the test stramgththe protagonists,
reinforcing their confidence in themselves and heirt own decisions. Anthusa
appears to be lamenting herself in verse; howeveassured of Filerot's love,”
she does nothing but state her final choice onegnadFor love with war/ Has
injured me and | want him all the more so/ No otiseio my liking;/ Either allow
me to be his wife/ Or cut me into morsels while kil alive/ ‘Cause | am still in
need/[...]J/ This what | have decided,/ Whether hanmsaor ugly,/ | crave for him
to be my master/ Otherwise put me to my death/ eheverything desert mé”
Counsel, threats or exemplary narratives are aiske fas she says: “And while |
am still alive/ You may tell me thousands of stsfi€or they may help me not'”

Tradition, she seems to be suggesting, has lostapscity to adapt to
immediate reality. The times have changed, andase heir heroes. Traditions,
therefore, must follow suit and be changed toopa Bode of norms is required,
since parental and social authority is being reggaby the authority of feeling.
Aretusa’s lament to Erotocrit is relevant in thense: “And because of your love
my father and my mother hounded me, but | had pow ffather and a mother, and
only for your love did | put on a peasant’s coatl 4orsake my kingdom® If in

2 n the original, “Ah soro Ruxandra, nu te pénmirare & ce na aflu cu toate darurile Taturii
impodobit si cu deplird stiinta m-am lunecat cu firegga deoddt...”; “lubita mea maié si stipar [...]
eu singuk cunosc & rea cale am apucat, dar dfac? Dragostea m-au orbit, pofta m-au birditlajde
de lecuire nu iaste.. Ibidem,p. 333 and p. 351.

%0 In the original, “G dragostea cuizboiul/ M-au &nit, si-l voiu Tnvoi/ Altul nu-mi iaste p voe;/ Ori dai-
mi-1 de saie/ Ori tiati-ma de vie/ G eu tot sunt in nevoe/ [...]/ Ceia ce amaldt,/ Fie frumos sau urat,/
Eu de stpan il poftesc/ Sauaoar dai-mi 0 moarte/ $ mi pariseast toate.”

31 In the original, “lar cand voiu mai fi eu vie,tdsii si-mi spui o mie,/ Nu-mi poate da folosiréjdem
pp. 356-357.

32 |n the original, Si pentru dragoste ta m-au urgisitdamneusi maica-me, dar eu pre tine te avém
tatd si maici, si eu pentru dragoste ta am Triadeit / sucmansi m-am lefdat de Tmpritie pentru
dragoste ta.” IrCarrile populare..., ed. citpp. 77-78.
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the immediate reality of the Romanian eighteentiturg, the young lovers are still
constrained by the laws of the city and the chuoclecomply with their parents’
expectations to the detriment of their heart’s gptbe situation is quite different at
the cautionary and compensatory level of populapkbo The characters’
unalterable determination, their persistence, tfath in love’s power to change
the world and its calcified norms enable them tevpil and to enforce the pre-
eminence of feeling. The happy ending of both rorearcan be said to endorse the
emergence of modernity&ocial and cultural changes.

Moreover, in MS. Rom. no. 3514, written in Buchat®schancellor lonk
and illustrated by chancellor Petrache, the romamzs by emphasising this very
mutation, history’s exemplary character and the Ipegained status of the
protagonists, who have been faithful to their lo\®&retusa became mistress and
mother to her sons. And for this reason life hashe®an wasted, nor has its flame
dwindled. For the plenteous and beautifully blossgtree shall sprout even
amongst thorns, and nothing shall stay its ways Ththe way of unalterable love,
for many rewards for their great suffering wereeadfd to them and heir wedding
was completed. And each of them has now learnethein own way, to be aware
of their needs and not let them go to seed, bewfarkeep their hope.*

The manuscript illustrated by chancellor Petracheréamarkable also
through the extremely valuable miniatures it isimiinated with. A work of art
attesting to chancellor Petrache’s talent, as a®lto the artistic sensibility of the
period, these miniatures are also an importantrdegbthat time, as they depict the
atmosphere of the end of the eighteenth centuRoimania, its luxurious interiors,
sumptuous garments, portraits and relations betweerprotagonists. Expanding
upon the text's substance, hermeneutically augmgntis meanings, and
transposing them into an alternative and compleamgritonographic languagé,
the miniatures which adorn the pages of manusopt3514, B.A.R., Bucus,
speak, once again, about the need of medieval mmdogdlicate words by means of
images, to make words more concrete and discelin ith@anings, anticipating

%3 “Stapar si mumi s-au ficut Aretuza asupra fiiloris Si de acestu ielept nu se pierde \@ nici
de cum de patima lui. &i copaciul cel cu bun rogi frumos nflorit, si in maracini se va ngte,
nimic nu-i strici. Aceasta este dragostea cea credingjaisnulte &ispltiri cu nevoi mari li-au dat
si nunta li s-au isgwit. Si fiestecare unde ce au #at acum & cunoasg si prin nevoi § nu se
piarzi, ci totdeaunafdejde 4 aika.”

34 For a theory of images, their reception and fonetity in the Middle Ages, see also Frangois Garni
Le langage de I'lmage au Moyen Agdgnification et Symboliqu®aris: Le Léopard d’or, 1982, Michel
Dufrenne,L’CEil et I'Oreille, Paris: Jean Michel Place, 1991, Georges Didi-Hnae,Devant I'lmage
Paris: Les Editions de Minuit, 1990, Régis Debhg, et mort de I'mage. Une histoire du regard en
Occident Paris: Gallimard, 1992, Sixten Ringboie licone a la scéne narratiyeParis: Gérard
Montfort, 1997 (original English edition, 1965), maBelting,Image et culte. Une histoire de I'image
avant I'époque de l'artParis: Les Editions du Cerf, 1998 (original Gemredition, 1990), Hans Belting,
L'image et son public au Moyen Adgaris: Gérard Montfort, 1998 (original Germartierdj 1981), and
Georges Didi-HubermarDevant le temps. Histoire de I'art et anachronisdes imagesParis:Les
Editions de Minuit, 2000.
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thus, through a genuine passion for significanaitietthe visual challenges of the
future centurie€® This is also what we have here. Insofar as Eritedove story
may be said to acquire a local colour, it is sigaifit that chancellor Petrache’s
depiction of Aretusa (f.2v) in 1787 uses carefufigividualised social landmarks,
adapts the text as regards its idiomatic languagdensstorical background and places
the female protagonist in an ordinary peasaninggtis she sits on a bench covered
with a colourful carpet, between two pitchers fillevith flowers. However, the
illustration of this “generic” scene also has adamental visual detail that pinpoints
the girl’s imperial birth and the exact space stlerms to (including her placement in
time): next to a heraldic imperial symbol locatedtihe inferior register, on the
right side of the image, there appears, in a symaeaétmirror image on the left
side, Wallachia’s coat of arms with the two-headadle supporting the crown.
Providing a frontal representation of the heroimeher unquestionable
stateliness, with a dreamy gaze directed towareluture, her head slightly tilted
to the left, clad according to the fashion of they,dthis full page portrait also
features a detail reminiscent of religious pairntitgy suggest her uniqueness and
exemplarity, the character is positioned on a willafter the model of "Virgin
Mary enthroned.* This is the image of incipient, assumed femininityhose
pursuit is apparently suggested by her open ammnsxpectation. As a matter of
fact, the significance of her gestures is extremglportant, as it conveys the
feelings and the relations between the charactenmn the over two hundred
miniatures, we shall focus our attention on threéhem, which describe Aretusa,
either alone or accompanied by someone else. lmadguéement with the text they
illustrate and, implicitly, interpret, by transpogi it into a different artistic
language, each of the three miniatures highlighfsadicular detail of the love
story. Empathising with the feelings and the statfithe young woman in love,
who inhabits a social space whose traditional nosime infringes, chancellor
Petrache uses his talent and artistic insight mveging meaningia the positioning of
the charactersand theirsignificant gesturesThe image of Aretusa deploring her
misery (f.11v.), in an extremely suggestive positibat betrays, even at a physical
level, her self-absorption and harassment by tfexible, conventional demands
of those around her, draws attention not only tghothe fact that the miniaturist
succeeds in expressing the protagonist’s stateird;nt is also remarkable given
the young woman’s eloquent gesture of wiping hargavith the handkerchief she

%5 To remain in the field ofword-image relations | must also draw attention to Paul Zumthor's
commentaryl.a mesure du monded. cit, pp. 267-268, which analyses the evolution ohtla@uscripts
comprising Marco Polo’s voyage: thus, while theestdmanuscript had no illustrations, the next ones
have only a few miniatures dating back to aroun8013n time, however, their number grows
steadily, reaching almost two hundred at the beg@of the sixteenth century. Zumthor concludes
that this growth is meant “to allow the reader taken the transfer from text to vision, and to
instruct through feeling.”

%6 See also G.Popescu-Vilc&ptocritul Logofitului Petrache Bucharest: Meridiane Publishing House,
1977, p. 7.
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holds in her right hand, while her left palm issed as a sign of refusal and firm
opposition, expressing once more tecision of not yielding under pressure.

To continue with this idea, it is worth mentionitige miniature where
Arethusa confesses to Frosina, her nursemaid (f.22gainst a majestic
background, we may notice the miniaturist's deplepimof the perspective
technique, through his exploitation of the columratchitectural detail; this
suggests a simultaneously royal and mysterious sah@e, where the two
characters participating in the dialogue appeabdghysically separated, which
reinforces the idea of separation also at the lef/éhe opinions they express. The
focal point of the reader’s gaze is again the gratést’'s expressive and significant
gesture: this time, Aretusa raises her right haiiith Whe forefinger lifted and
pointing towards herself, in an answer to her nuebd’'s prohibiting gesture.
Aretusa’s self-conscious and self-reliant assertibar own gesture of both
introspection and “pointing” at the other, her dém to foreground herself and
fight against any potential sanction, these areaabwered in the miniature
representing Emperor Eraclie, Empress Artemi, AAgtand Frosina, in a pavilion,
during a tournament.

With his left hand raised and pointing his forefingthe emperor conveys
the implacable laws of the city, their compulsoature. Contextually, the attitudes
of both the Empress and the nursemaid are cohegently leaning with their
faces, bodies and gaze towards the emperor, thesxtheir absolute consent to
the norms he upholds. Aretusa, however, looks énoposite direction, probably
towards the place where Erotocrit should be fightiand grasps in her arms the
crown she might wish to bestow upon him. The gawéen the two categories is
obvious: they cannot seek reconciliation unledseeiof the parties relinquishes its
principles. Aretusa’s attitude firmly expressest thize is not the one who is going
to give up. True love, the text of the two romaneggpears to suggest, will
overcome any vicissitude. The two couples of lovesmforce this idea. The
miniature depicting the emperor Eraclie cedingthisne to Erotocrit and Aretusa
(f.214v) illustrates this also at the level of theistic image. Presented frontally,
the three protagonists who are sitting on the impeahrone have achieved
reconciliation. The proof resides in the Emperqréernal gesture, who looks at
Erotocrit, his right hand touching the latter's slier, as a sign of
acknowledgement, and with his left hand holding téeat's right hand, as if
transferring his power to him. All of this is hapyeg before Aretusa’s eyes; she is
here both a witness and an active protagonist wbotent and happy, attends,
practically, the recognition that there has beeshit between generations, that
congealed conceptions have been displaced, andhidwa has been a change of
paradigm which legitimates the individual's riglt reedom and emancipation
from the obsolete laws of the city.

The four protagonists’ entire love history is ditgcassociated with the
climate of ongoing changes affecting the social eutural paradigm from the end
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of the eighteenth century. The time of crisis, dedi here by forbidden love, has its
counterpart in certain symbolic spatial categotiéidike in the previous centuries,
the space of choice is no longer either lileemit's space for prayeor thesage’s
chambers of the minar even thénero’sworld at large where the latter was put to
test — but the leaves of the hedrtseen as a sort of affectivanima mundithat
encompasses all the secrets and desires in thergeiv

Besides the habitudbci commune®f the courtly romances, such as the
emperor’'s court (a hierarchic, orderly, law-giviogntre), the girl’'s chamber (a
topos of prohibition), or the tournament (as a placeetdction and a time of
demonstrating exemplary virtues), the Romanian ioessattempt to adapt the
narrative as much as possible to Romanian realttiey also explore the meanings
of a new symbolical architectural form, in perfeotrespondence with the feelings
of the young lovers, who apparently long for defqthemselves in relation to this
representative architecture of the age: glaebo Although it is similar to the
Oriental kiosk and the Western pavilion, thazebo which is also somewhat
synonymous with the traditional veranda, individses the Romanian text through
an image borrowed from the fairy-tale universe:the middle of a garden [...] in
the middle of a basin,” the building has walls phinted crystal® The double
circuitous circumference of Erotocrit's pavilion ams that it is both a secure and
securingtopos furthermore, it synthesizes the attributes of daeden and the water
(basin), becoming thus a shelter for feelings andaasion for their materialization
into words (the lyrics written on the walls) andaiges (Aretusa’s portrait).

A love chronotope by definition, the gazebo folloascentripetal path
towards its innermost secret core, which is the faicthe beloved one (the girl's
portrait is kept in a cabinet locked with a siNy, in a golden chest, “encrusted
with rubies and diamonds,” which is itself lockedwa golden key, etc.). The
gazebo is, ultimately, a metaphor of the loverséiiority. Aretusa’s example is
explicit — “that kiosk, which is to say Erotocritleve, was well-grounded in the
heart which had so gladly embedded*{tEntailing a time for invoking the other
and focusing upon the self, the gazebo also becanspgsce for self-introspection
and for deciphering the meanings of the erotic antar.

The fragment from thédistory of Filerot and Anthusaonveys further
meanings. Salvaged from a shipwreck, but cast astimio a “deserted heath” and
scrutinising the horizon for a point of referenteefe is an insistence on visual
occurrences in the text), Filerot noticed “a veiry and beautiful gazebo, clad in
copper and painted on the inside, but there wasnmoto be seen either in or
around it. So he went inside to see who had paibtud gazed upon some letters;
upon reading them, he realised the gazebo hadteékry Solomon the Emperor

%"In the original, “in mijlocul gidinii [...] In mijlocul a unui havuz”, the buildingpas walls ,di
crigstal zugdviti.”

%8 |n the original, “fiind atata de-ntemeiat chdol acela, adicdragostea lui Erotocrit in inima ce [i]-
au f@sadit cu atata bucurie.”
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and that each and every painting had its own histathich also showed its
meaning through the letters it was written Ii.”

In the overall context, the new symbolic architeetis built like amise en
abymeof the entire narrative; it is @posthat discloses “the meaning of history,”
triggering inevitably a time for deciphering it. ¥Wfe consider the fact that in
heraldry, whence Gide borrowed the teratbyme designates the centre of the
emblem, the meaning of the fragment also beconfiesg iare to remain in the
same field of armorial terminology, the noveblszon,whereblazonrefers strictly
to the verbal formula or to the word that accomparan image, decrypting (or
enciphering) if° By reading the “meanings,” Filerot becomes awdrei®feelings
and metamorphoses under the impact of love: they stibegorically changes his
face from white to black, just like in the othemradive, where Aretusa sees her
painted portrait and understands the meaning afoErd's lyrics, experiencing “a
quick burning fire that has been lit in her hearf gince from that hour [...] her
days have been restled$On the one hand, the fragment depicting the momient
Filerot's transfiguration conveys the moral of thremance: love changes and
betters the individual, after a series of trialstgi@ing to the erotic ritual. On the
other hand, the reference to Solomon, the wiseoawthThe Song of Songs the
supreme canonical reference for romantic literataets the text in the line of an
illustrious ancestry in the literary history of tiverld.

The miniature that adorns the pages of manuscript 4766, B.A.R.,
Bucharest provides an exemplary instance of thedmpny of the gazebo as a
love metaphor, where the young lover overcomethallobstacles entailed by her
erotic initiation.

Distinguishing itself through its architectural did, the gazebo is set in a
circle — a securing space, perfectly centred iepetitive temporality. A circular
edifice itself, the gazebo welcomes the world tigioits entrance, which is set in
an archway where Aretusa is waiting, and through tlwo windows, whose
shutters are opened.

% In the original, “@ si alead un foisor foarte marai frumos Tnwlit cu arand si nlauntru zugavit,
dar nici intr-insul & vedea cinewa, nici imprejurul lui. Deci, In# inlauntru & vaz de cine e
zugrvit si vazu la un loc nite slove, care cetindu-leizu G iaste ficut de Solomon Tnipat si
fiestecare zugiveah avea istoriia ei, carele prin slovele ce era 8@i&asi noima istorii.”

0 For details concerning the terminology and arnetlieval armouries, see also G. J. Brétdtly Blazon.
Heraldic Terminology in the Twelfth and Thirteer@enturies with Special Reference to Arthurian
Literature, Oxford, 1972, R. Viel.es Origines symboliques du blasBaris: PUF, 1972, A. M. Barstog,
Lexicographical Study of Heraldic Terms in AnglaiNan Rolls of Armg1300-1350) University of
Pennsylvania Press, 19™@enealogica et Heraldica. Recueil du XIVe congnésrmational des sciences
généalogique et héraldiqué€Copenhague, 1980), Copenhague, 1981, Michel WPaatg Traité d’
héraldique Paris : EditionsPicard, 1993, Michel Pastour€gyres de I' héraldiqueParis : Gallimard,
1996), Michel Pastourealies Emblémes de la FrancBaris: Editions Bonneton, 1998 and Michel
Pastoureaune histoire symbolique du Moyen Age occideRtaiis: La Librairie du XXle siécle, 2003.

“1n the original, “s-au aprins in inema ei ca ua iigte arzand [..§i dintr-acel ceas [...] zia bam-a
mai vazut.”
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The symbolism of the window was vastly exploredha Middle Ages. Its
visual importance is repeatedly pointed out The Erotocrit by chancellor
Petrache. The window is a transitional frame behwthe exterior and the interior,
obstructing or facilitating the inside-outside cention, and filtering reality in
respect to the viewer’s positi6hFor the author of the miniature, the window also
acquires an unusual temporal function: on the defe of the image, beyond the
window, there are two instances of Anthusa, symabudi two different attitudes in
two distinct stages of the love ritual; they sugoesis the chronology of the
“phenomenon”: fainting-suffering-prohibition, whicire placed in the past on a
diachronic axis. To these a third scene is addadtdysa at present, waiting before
the steps — another significant detail. Enigmadtcalisplayed, the future —
signalled by the window on the right —retrievespmise also at the level of the
text's imagery.

The illustration seems to emphasise the fact that,lin all its sequential
evolution, tends to defy temporal laws. The sun #mel moon — as cosmic
witnesses — come into sight simultaneously: thisaispace where contraries
coexist, where contradictions are cancelled, andravtove places its protagonists,
who are capable of never relinquishing their lowd doing whatever lies in their
power to be together despite all parental and kgoiastraints, on an atemporal
level, sub specieaeternitas That is the very reason why love remains the sole
viable — and, possibly, the most expressive — ogtoal and gnosiological solution
of the century, foreshadowing the heyday of Ronastti.

Traducere n limba engl&zCarmen Munteasi Cristina Beligir
Revizuire traducere: Carmen Borbely
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Southern Identity with Flannery O’Connor
lulia Andreea Binuta - Southern Cultural Dimensions in Flannery O’Connor’s
Fiction. lulia Andreea Binuta. lasi: Universitas XXI, 2008. 302 pp.

Flannery O'Connor's name is aforementioned work, Flannery O'Connor's
representative for the Southern Americannovels and short stories do not step out from
literary universe of the twentieth century. the chronological and psychological
And this is owed to the bewildering craft of conventions; she does not appeal to any other
capturing the spirit of the South, of her innovative techniques in what concerns these
homeland. Her work seizes the attention ofaspects. Christian morals and precepts
the reading public through astonishing andpermeate her writings, thing which is in
shocking representations of reality. Theperfect agreement with the essential aspect of
religious, Christian approach towards life is the southern literary tradition.
an illustrative feature of her writings. What Furthermore, Irina Agbclitei Chirica
is more, it can be said that her works arestates, in her article entitled “Flannery
endowed with cathartic ends in the senséD’Connor- imaginea obsedanta sudului
that she offers a poignant, ruthless,American” published in the literary magazine
sometimes appalling image of reality, of Convorbiri Literare in October 1997 that
the world to her readers. Flannery O’'Connor’'s work can be included

Romanian critics like Virgil Stanciu, within the sphere of the term “literary
Stefan Stoenescu and Irina #sdilitei  regionalism” but, above all, her writings tackle
Chirica have showed special interest to thisssues that concern directly the human
Southern American writer. Virgil Stanciu in condition. In addition, this literary critic also
his work Orientari in literatura sudului  mentions the writer's objectivity in what
Americanmanages to shed light on the trueconcerns her depictions of reality, the
meaning and message of Flannerynaturalistic influence and also the sharp style.
O’Connor’s writings. He emphasizes the factShe also refers to the fact that O’'Connor’s
that she was a “catholic novelist” who lived characters often have mystic experiences that
in a protestant region and insists on the strongccur in key moments of their everyday life
relation that exists between O’'Connor’'s when the sacred reveals itself in reality. They
fiction and reality. Moreover, in this work he all try to discover the mystery that lays hidden
emphasizes the deterministic aspect of thén the simplicity of normal life, of things.
social, regional context that left an Southern  Cultural Dimensions in
indisputable mark on her works. FlanneryFlannery O’Connor's Fiction by Ilulia
O’Connor has been sometimes criticized forAndreea Binua is an exhaustive
her bluntness and shocking manner ofpresentation and analysis of the literary works
describing violence, of emphasizing theof this writer. This literary critic emphasizes
process of annihilation that the Southernthe tight connection that exists between this
society and the traditional values were goingauthor, her works and the social, cultural and
through. However, her acknowledged literaryregional context in which Flannery O’Connor
and cultural contribution is an indisputable lived. These elements, aspects are dependable
fact. According to Virgil Stanciu and the on one another and their unity created a
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literary personality of unquestionable valuehas often forged, fictionalized a past in a way
who is emblematic for the Southern that suited one’s ideas of honor and pride at a
American literature. This work of critique has certain moment. Tradition is of great
302 pages ands structured in 5 chapters, importance and by creating a past that often
having also an introduction and conclusions;contradicts the historical facts, the southerner
each chapter has several subchapters. Theeated an identity. In this sense, the Civil War,
introduction focuses on the setting of the fourtaken as a turning point in the history of this
dimensions that characterize the SoutherrAmerican region, is mentioned in Flannery
mind and identity from a cultural point of O’Connor’s short stonA late encounter with
view and which are significant for a the enemyand the author shows the way in
comprehensive understanding of this writer'swhich the individual uses, alters the past, history
work: space, time, social context and religion.in order to correspond with one’s present
The first chapter of the book deals needs. Many of O’'Connor's characters are
with the dimensions of culture and literary representatives of the Old South that do not
representations. The Southern culture andvant to conform to the passing of time. By
literature are given a thorough presentatiorforging the past they try to create their own
with special emphasis on their individualizing history thing which contradicts with God’s will
traits with which history has endowed themthat is why in the end they are harshly punished.
within time. “Flannery O’Connor is also a The next chapter is centered on the
writer who considers that writing is a analysis of the social aspect of the South
matter of vision, which in its turn, is and of the manner in which it is reflected in
tributary to the home country of the writer” the writer's works. Misfits, non - conformists,
considering this statement, the critic managesutsiders, displaced intellectuals are only
to analyze the manner in which this particularfew of the labels that can be attributed to
culture has created a literary personality. the characters, that are referred to as
Space and time are the two elements thadlistorted characters, of this southern writer:
the next two chapters focus on. Thus lulia’each and every feature in her writings is a
Andreea Binua shows the close connection double quest: a social quest that attempts at
between the Southern mind, culture and “thedefining the identity of a person within the
land, as space of cultural formation” that “is asocial milieu, with the requirements of the
permanence which enhances the sense abmmunity, with the tradition and also with
belonging”. From this point of view Flannery the promises of progress and science.”
O’Connor’s landscapes are the landscapes dfhus, O’Connor’s characters find themselves
her home country, Georgia and are therapped between the demands of the past,
witnesses of the scenes of violence angresent and future, trying to find their
frightening experiences that the strange anddentity. Racial and family relationships,
grotesque characters undergo. What is mordjierarchy are some of the issues that Iulia
these cruel scenes influence in a negative wasndreea Binutd analyzes in this chapter.
these particular landscapes which are describethe critic describes the way in which the
by the southern author as being hostilewriter draws the attention of the readers to
oppressing and confining spaces. In additionthe problems, the short - comings of the
these spaces and the elements that populasinful and degraded society through violent,
their reality reveal the sacred that shows itselshocking scenes and characters. Thus
in the simplicity of reality. Furthermore, the violence proves to be a redeeming force.
critic focuses on the issue of time and the Furthermore, the next chapter deals
American mind, proving that the southernerwith the aspect of religion that is emblematic
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for the Southern American culture and for through redemption and “her comic approach”
O’Connor’'s works. Her stories are often suggests optimism.

concerned with depicting Christian rituals lulia Andreea Binuta concludes that
like baptism and sacrifice because shehrough her critical work she attempts to
believes that through these sacraments thmtegrate the paradoxical and ambiguous
individual will find the path towards God. fictional universe of Flannery O’Connor
Religion, faith seems to be the solution forinto a coherent image of “the Southern
a sinful, uprooted and disillusioned world. identity” through the acceptance of these
Moving further, the critic also discusses theparadoxes, conflicts as actual integrated
grotesque as a literary trait of O’'Connor’s parts of the Southern American culture.
writings that can be detected at the level of

the deformed characters and the bizarre,

often fearsome, experiences they undergo. ANDREEA GIANINA BERA
However, the religious perspective of the

author proposes a solution that comes

An Indian Approach to Classical and Modern Literature
The Atlantic Critical Review, vol. 8, no. 3 and@tp

The Atlantic Critical Reviewis a some Indian authors like Amitav Ghoslirs
magazine published quarterly in New an Antique LandAravind Adiga’'sThe White
Delhi, India since 2002 and sponsored byTiger or R.K. Narayan'sMy Days and by
Atlantic Publishers and Distributors (P) African ones: Ngugi wa Thiog'o'®evil on
Ltd., New Delhi, India. The Indian editorial the Crossor those of Dambudzo Marechera:
staff is doubled by an international advisory The House of HungandBlack Sunlight
editorial board, comprising contributors from Amid the most interesting articles is
Europe, the U.S.A.,, Australia and Canada’Re-membering Selves: Being and Writing
among whom: Michaela Mudure (University in R.K. Narayan'sMy Day$ (pag. 50 — 64,
of Cluj, Romania), Sabine Bucholz (University Number 3) by Amit Bhattacharya, which
of Koln, Germany), Ralph Crane (University focuses on the Indian writer's autobiography,
of Tasmania, Australia), Douglas Killam emphasizing the way in which his life
(University of Guelph, Canada) and Gerlindeexperiences and the people he met served
Sanford (University of Syracuse, U.S.A.). as sources of inspiration for his writings.

The Atlantic Critical Reviewvas initiated Referring to Narayan’s autobiography, the
in order to provide a forum where young author of the article states that although it
scholars could publish their works in English. does not present Narayan'’s life in a strictly

The articles published in Volume 8, chronological manner, it is valuable
Numbers 3 and 4 of the magazine arehowever, because it explicates its author's
thorough analyses of several well-knownaesthetics and situates his oeuvre.
literary pieces by English and American The article gives a brief recount of the
authors, including P.B. Shelleyrometheus autobiography while highlighting the most
Unbound Thomas Hardy's Jude the important moments of Narayan's life, those
Obscure Ernest Hemingway'é Farewell to  which shaped his consciousness, character
Arms Graham GreeneShe Power and the and career as a writer: his childhood and the
Glory andThe End of the Affaias well as by time he spent in Malgudi that later on became
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integral to his aesthetics; the school years andertain persons and places became later part
the people: parents, teachers, schoolmates amd his novels in the form of characters and
domestic staff who inhabited his world at thatsettings. In a certain way, Narayan translated
time and who are given a special place in higeality into fiction. While discussing his
autobiography; his failure in the university university years, the Indian author sketches the
entrance examination which offered him theportraits of some of his professors. His
necessary time to enrich his readings; his lifenemory of these teachers and his own
as a student at Maharaja College and higxperience of teaching at a government school
dislike with the surrounding scenery which hehelped Narayan portray some of the most
considered detrimental to the “scholarly remarkable teachers in his novels: Dr. Pillai,
concentration”; the ups and downs of his life Vedanayakam and Ebenezer Swvami and
after graduation while struggling to establishFriendsor Prof. Ragavachar and Prof. Brown
himself as a writer; his brief but happy andin The Bachelor of Artsin a similar way, a
beautiful conjugal life alongside his severe drought in Mysore provided the Indian
sweetheart Rajam and his shattered drean®uthor with the setting for novéhe Guide
after her sudden death; his breakthrough with  Bhattacharya succeeds in creating a
the novel The Bachelor of Artswhich  discourse which flows smoothly through the
consolidated his place as a novelist and theneanders of Narayan's autobiography and
launch of Indian Thought a quarterly which stops from time to time only to embrace
publication with focus on literature, a new aspect worth of attention in the author's
philosophy and culture; the Rockefeller opinion. The discourse itself is sprinkled here
Foundation award that permitted him anand there with quotes from Narayan’s
“escape” from India to the United States. Theautobiography as well as from other authors’
last chapter of the autobiography recreates thand critics’ works on autobiography (Doris
“autumn years” of the author's life and Lessing, Marcus Moseley, Peter Abbs) or on
attempts a round off of his narrative. Narayan'sMy Days The role of these quotes
The introduction is a brief review of the is to support Bhattacharya’s arguments and to
various aspects of the term ‘autobiography’:provide the reader with a better insight into
its etymology, autobiography as a genre and &larayan’s work.
short history of it starting from St. The main theme of Prashant Mishra’s
Augustine’s Confessiong4™ century A.D.) article, “Postmodernism as a Strategy Used in
which are considered the first of this genre,Studying Postcolonial Discourse” (pag. 127 —
also mentioning names such as Benvenutd34, Number 3) is post-colonialism as opposed
Cellini, Jean Jacques Rousseau, John Stuad colonialism and the way in which
Mill, Virginia Woolf or Nelson Mandela postmodernism can be used to read and
whose works present their author-narratorsinterpret postcolonial texts. The article begins
quests for identity. with a presentation of the two terms and of
As | mentioned above, the article their ramifications: postcolonial studies,
concentrates on the manner in whichpostcolonial poetics and of their field of study.
Narayan's own experiences, the events hdt also shows how the colonial perspective,
lived and the people from his entouragecentered on the colonizer as the dominant
influenced his writings. After the introduction voice, while placing the colonized and
with its focus on the various meanings of everything related to them: country, traditions,
autobiography, whose purpose is to prepareulture on an inferior position, as well as the
the reader for the follow up, Bhattacharyacolonial texts that described the colonial
gradually unfolds the autobiography which hepowers as divine beings, came to be
interrupts with exemplifying comments that questioned and regarded with suspicion during
show how a particular event in Narayan'’s life, the two world wars due to the blood shed and
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violence, the massive and unjustified killings contemporary world, E. Joseph explains the
of the innocent. This atmosphere of distrust lederms homosexual homosexuality and

to the emergence of Postmodernism whicthomophobiaaccording to “Webster's New
rejects all types of domination and absolutismworld Dictionary” (1971 ed.) and to the
Instead, it prefers and foregrounds the othergefinitions given to them by doctors and
the marginal, the colonized. Postmodempsychologists in the 19 and the 20
methods are employed in postcolonial poeticgenturies. These definitions had all negative
which questions colonial ideology and which is connotations, as this type of behavior was
influenced by Derrida’s method of decenteringconsidered deviant and unproductive because
the colonizers and their privileged position. it did not have procreation as a result.

In tackling the two terms, colonialism In order to give the reader a comprehen-
and post-colonialism, in opposition, the authorg;,e perspective upon homosexuality, E.
of the article manages to clearly show thejoseph traces its history back to its privileged
difference between the two perspectives, theihqsition in classical Greece and ancient India
opposing meanings and implications in\here sexual practices between people of the
politics, culture, literature and everyday life. game sex were regarded as natural. This kind
The article gives definitions of the terms of relationships was common in medieval
(colonialism, post-colonialism, postcolonial japan among the Samurai warriors and in the
studies, ~postmodernism), explains  thenear East in harems. They also existed in
appearance and evolution of postmodemismhsja  Africa and the Americas. Then, Joseph
and its influence upon postcolonial poetics antnymerates the factors which contributed to
texts as a nee(_j to deconstruct a too powerfyhe appearance of homophobia. Here, she
and domineering center and shows howgentifies the triumph of Christianity in the
postcolonial studies came to encompass in itgyte Roman Empire which brought with it the
canvass a large number of fields “where onlycondemnation of homosexual practices, the
one dominant voice was heard while the otheq gh century medical theories about
one was suppressed”. The article is &omosexualty and the Labouchere
theoretical one. It is well structured and easy to\mendment (1885) that sentenced homosexuals
read due to its author’s almost didactic mannegq prison. However, the economic and
of presenting and explaining the issues. industrial development in the "19century

If_ the previous artlcle_ f(_)cuses on the gave an impulse to the emergence of the
way in which post-colonialism seeks 10 homosexual identities because they created
undermine the privileged position of the the proper climate that permitted a change in
colonizer and its literature by giving people’s life and mentality. If male
attention to the margins, the last of the articles,omosexual subcultures appeared in tHe 18
in Number 4, “Decentering Heterosexuality: ang 1¢' centuries, lesbianism emerged only
Perspectives on Gay History and Identity” by, the 28" century. The last part of the article
Eliza Joseph (pag. 116-130), discussegs 5 defense of lesbian identity and practices
homosexuality and the way in which it g,stained by the opinions of some well-
“attacks” and tries to dismantle the privileged nown feminists like Adrienne Rich, Nancy
position that heterosexuality occupies incphodorow or Audre Lorde.
our society. The author debates upon both  |n her article, Eliza Joseph successfully
aspects of homosexuality: gays and Iesblans.manages to give a place to homosexuality

After she clearly states the purpose ofin the history of mankind by pointing to the
her article, that is to highlight the diverse most important moments and events that
attitudes to homosexuality and to present thenarked its history. One of the best aspects of
factors that sustain homophobia in thethe article is its presentation and analysis, in
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parallel, of both male and female homosexualnsight into the inner life of the characters.
movements. By exposing the stereotypes thabavid uses examples from the two novels to
the heterosexual world uses to define thesupport her arguments. In doing so, she either
Other, the deviant, that is, the homosexualetells the respective piece in her own words
whether they speak of a man or of a womangr provides significant quotations from the
the article is finally a plea fo_r tolerance andhovels. G. David also argues that brevity,
acceptance of another life style andgconomy, precision and racy style are part of
pherspectlvg, ‘g’h'cr:" althoughl differs from o cinematography technique and they can
;h%ul jti%tage reggir:ioesdex;sa evi(l) ”aer?ctjattlrolgéa" be found. in Greene’s novels, a reason yvhy
disrespected and marginalized. ][‘_r|1anyTohf his novells hﬁve hbeen made |Into
‘A Stylistic Analysis of Graham ilms. The two novels she chooses to analyze

Greene'sThe Power and the Glorgnd The have. been .made !mo films, too., David
End of the Affalrby Ch. Gracelyn David (pag. explains which qgalltles of Greengs style'
15-23) is an attempt to identify the main have mad? po_35|ble and easy his novels
aspects of Greene’s style using as basis the m%anslanon Into films, - S

novels mentioned in the title of the article. The m_erlt_of G. Dawd_s article is thaf[
David's article is constructed in the form of an of presenting in a synthetic way th? main
argumentative essay, in which the author, firsfrats that make up Graham Greene's style
states his opinions and then, sustains them witl:”fnd of highlighting those aspects that

examples from the two texts. The author[ender ,,h's novels_open .to a plnematlc
career”. In a relatively brief article, the

begins with the identfication of the two author succeeds in introducing the reader
categories of novels written by Greene: the 9
nto some of the subtlest elements of a

stories that use the style of a fast moving actio Lriter's stvle which manv times ma
thriller and those which deal with the realities S Sy ’ y y
remain hidden even to a competent reader.

of life in which man is seen like a puppet . o
; ; The articles gathered in issues no. 3 and 4
whose stage is the world. G. David theny "\ me g of “The Adantic Criical

comments on the aspect which sets Greene view” analvze the works of several Enalish
novels apart from those of his contemporaries. eview" analyze the works of several Engiisn,

his reaffirmation of the ancient prerogative of erzgngagjcgigr;n ir;d tL'JAr]iczcat%eWr:gesrts.ve:I-::ble
the novelist to comment. Y pturing

In order to discuss the novelist's style G_and striking aspects of the pieces they analyze.

David presents the two novels in parallel. SheThe structure of the articles, the language

identifies the main traits of Greene's style employed by their authors and their content

through the novels and explains their impac?ake them accessible to any reader, even to

on the reader: accuracy of observation an ose vyho have no .I|terary background
expression; tauntness and economy; starknes%fnphas'zmg once again th"."t the lack of
the cataloguing of details — a trait that is clpsel extremgly cpmpllcated literary jargon does not
related to the cinematic technique; brevity,mean simplicty.
simplicity, terseness, wit and brilliance.
According to G. David, Greene’s style is also
remarkable for its polish and grace and his
Saylngs ha\/e the Value Of proverbs 1 Anca M{:lier is .Curl’e_ntly Studying for a PhD
Two elements characteristic to Greene'’s degree in English Literature at Babes-Bolyai
novels have attracted G. David's attention: “"Versity. Clu-Napoca, Romania. The focus
his use of irony and of dreams. The role of of her research is Post-Colonial Literature

. S . with special emphasis on the writings of the
dreams is to provide information and a deeper Njgerian author, Ben Okri.
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The Portrayal of an Age: Elizabethan England
Percec, Dana, Andre&arban & Andreea VerteOlteanu,Anglia Elizabetari —
Ghid de istorie cultural (Elizabethan England — A Cultural History Gu)de
Timisoara, Editura Eurostampa, 2010, 272p

Anglia Elizabetai — Ghid de istorie literary productions will facilitate gaining
culturalz (Elizabethan England — A Cultural more valuable insights into the works of
History Guid@ is a book published by three William Shakespeare, Christopher Marlowe,
scholars teaching at the Faculty of LettersBen Johnson, John Lyly, Thomas Kid and
History and Theology in Tinspara. Dana others. Given the popularity of
Chetrinescu Percec has already publishe®hakespearian plays in Romania, we
several works focused on Shakespeariaonsider that a book in Romanian on the
theatre:The Body's Tale. Some Ado AboutElizabethan age is more than helpful both
Shakespearian Identiti€¢2006),Despre corp  for scholars and the general public.
si ipostazele sale in teatrul shakespearian Anglia Elizabetai — Ghid de istorie
(2008) andShakespeare and the Theatre. Anculturala begins with a preamble where the
Introduction (2008). She is the co-author of authors state their intentions and the
several other volumes of Shakespeariarobjectives of the book, followed by a short
studies. Andree&erban is the co-author of overview of the Elizabethan context.
Shakespeare’s Plays. Semiar Top{2608) The book is structured into nine
and she also published several articles omhapters, each focusing on a major aspect
screenplays based on Shakespeare’s playsf the Elizabethan society. Each chapter
Andreea VertgOlteanu is currently conducting bears the title of the particular field it
a research for her PhD thesis on juridicalpresents:Economy and Society, Family,
aspects in Wiliam Shakespeare’s comediesGeopolitics, Medical World, Religion and
from an interdisciplinary perspective. Folk Beliefs, Juridical System, Everyday

During the last decades of the Life, Cultural Life, Urban Life Some
twentieth century, literary theory, philosophy, chapters have short references on how that
anthropology or architecture became moreparticular aspect is to be found in
and more sensitive to contextual approacheShakespeare’s plays. The book ends with a
in analysisNew Historicism(S. Greenblatt, brief summary of every chapter and an
M. Foucault), contextualism(K. DeRose, index making it easier for the readers to
D. Lewis), thick description(C. Geertz) find the information of their interest.
emerged and developed during this period,  The first chapter describes the
emphasizing the importance of context ineconomical measures and mechanisms
criticism and analysis. The main purpose ofwhich lead to England’s prosperity during
this book, as stated in the introductory partthis period. It focuses on emerging crafts,
is to offer a detailed description of the taxation, military politics, industry and
Elizabethan period in order to facilitate economical regulations of the time.
new historicism approaches in analyzingAnother relevant aspect regards the dual
Elizabethan authors. Arts and literatureperception of the monarch going back to
flourished considerably during Queen Plato’s philosophy, the attributions of the
Elizabeth’s reign and William Shakespeare’'sPrivy Council and the organization of the
work became the main focus of historicist Royal Court.
critics. Helping readers understand the The chapter dedicated to the
paradigm dominating the age of ElizabethanElizabethan family explains the multiple
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implications of a well-established patriarchalthe cultural context in which William
society. Women'’s total submission to menShakespeare wrote: the access to
influences social dynamics. The large knowledge and education, the development
number of illegitimate children during the of the sonnet and the theatre, the increasing
period comes as a result of abuse andlemand for printed books and various other
poverty. Women are stereotyped inaspects. The last chapter depicts urban
different hypostasis: the nuisance or theElizabethan space with its commercial
object of erotic magic. centers, brothels, taverns, political organization

The chapter dedicated to Geopoliticsand lifestyle.
explains in a clear logical manner the The book is highly informative and
relationship between England and othermakes an easy reading. The discourse is
countries: Scotland, Ireland, Spain as wellconcise and objective. It is a very useful
as the relationship with the Islamic world andreading for students beginning their study
the African slave-trade. Medical practices,of Shakespeare and the Elizabethan period.
common diseases of the period, the attitudé&iven the clear discourse it is accessible to
towards autopsies, mental health, the statuthe general public.
of the doctor and the pharmacist, all these  This book is part of a larger research
are described in the chapter dedicated to thproject focused on the study of the
medicine of the time. Elizabethan period and William Shakespeare’s

Religion and Folk Beliefis the richest works. This project initiated by the English
chapter when it comes to understandingDepartment of the Faculty of Letters,
what mythological figures and superstitions History and Theology in Tirgbara materialized
influenced Shakespeare’s characters. Then December 10, 2010 with the inauguration
reader will get familiarized to religious and of an international center dedicated to
occult practices of the period. Shakespearian studies in Tymara:

The juridical system of the time Centrul Interngional Shakespeare
inherits feudal elements and adapts them to
the social changes occurring during the
Renaissance. Thiens of Court the death AMELIA NAN 2
penalty, theCommon Law heritage, the
judge of peace or sexual discrimination in
the juridical system of the epoch, all these
are described in the sixth chapter.

The chapter dedicated to everyday life
provides a series of interesting information
ranging from fashion, manners, house
holding, important social events, sports,
hunting to sexual life. Fashion is carefully ,

described, giving deta”?d information on University. Main research interests: American
how people of the period used to dress |jerature, gender studies, cultural studies.
(clothing, colors, jewelry, and shoes) and how  contact: amelia.nan@gmail.com. This work was
this reflected their social status and profession. possible with the financial support of the Sectoral

Cultural life flourished during the Operational Programme for Human Resources
Elizabethan period. The Bible is now Development 2007-2013, co-financed by the
accessible to everyone, but still censorship European Social Fund, under the project number

reigns over printing. Chapter eight describes POSDRU/107/15/S/77946  with the ftitle
,Doctorate: an Attractive Research Career ”.
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