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ABSTRACT

Narrative struggles in the eighteenth-century English novel can be traced to the
allocation of narrative space to a multiplicity of characters. The narrative positioning
of the servant comes to embody the anxieties of the author and of the age. As servants
are associated with the transmission of stories with varying degrees of reliability, they
easily turn into stand-ins for authorial performance, especially in eighteenth-century
novels, where the performance of reliability is a crucial aspect of authorial self-
fashioning. Servants make up a large portion of the reading public in the period and
their desire for upward social mobility inevitably finds both narrative and
characterological representation. However, as exemplified by the“Pamela controversy,”
famously sparked by Samuel Richardson’s novel, open depictions of the possibility
of social mobility also engendered unease. This article studies the allocation of
narrative space to servants in three novels: Samuel Richardson’s Pamela is an epistolary
novel narrated by the letters of a servant character. Therefore, the servant character
is established as the center of narrative attention; however, it is this very centrality
that unsettles her position and turns her into a figure in“service” of the novel’s moral
purpose. Henry Fielding's Joseph Andrews presents a more convoluted struggle over
the claiming of narrative space since Joseph’s ambivalent release from the servant
position is continuously challenged by other servants. Finally, servants in Laurence
Sterne’s Tristram Shandy are situated at the margins of narrative space as parodical
embodiments of the desire to rise to the level of narrative and public visibility.
Keywords: Wighteenth-century, the English novel, Samuel Richardson, Henry Fielding,
Laurence Sterne
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Servants and Allocation of Narrative Space in the Eighteenth-Century English Novel

Introduction

Narration is a performance. Studying how novelists bend their narratives around
certain characters and how those characters distribute our narrative attention inescapably
unearths significant social, societal, and political tensions. In reading eighteenth-century
novelists, this unveiling is even more pressing because the evolution of a new genre
requires its early practitioners to make astute decisions regarding character distribution.
In other words, these early novelists must decide which sort of character gets into the
narrative and how much space they deserve. The study of how an author distributes
narrative space among the major and minor characters in novels reveals the economic
implications of narrative organization.

In the eighteenth century, the newly emerging genre of the novel was closely tied
up with economic transformations and the consolidation of a consumerist lifestyle.
Authors were invested in ‘populating’ their narratives with a multitude of characters
and information for both pragmatic and narrative purposes. The novel also proved just
the right genre for responding to swift increases in literacy and the dissemination of
information. The narrative trope of digression, commonly observed in eighteenth
century prose works and novels, is a strong testament to the perception of this genre
as a generous container of information. At the same time, however, authors were aware
of the fact that the allocation of narrative attention to different kinds of characters
carried certain social and cultural implications.

Navigating this tension and managing narrative space to a multiplicity of characters
in a balanced manner require assistance. This assistance is not merely an extratextual
feature of narrative organization. It often finds echoes within the text as certain characters
and character groups mimetically embody the authorial struggle to maintain narrative
space. Servants, in particular, emerge as one of the most interesting character groups
in these novels because they are often expected to spend their time assisting the master
(i.e., the author) with the efficient organization of space. As a result, the question of
how a narrator handles the servant figures in a novel inevitably holds a mirror to
authorial anxieties over the management of narrative space.

The question of servants as narrative actors is especially important for studies of
the early English novels for historical reasons as well. As lan Watt mentions in The

Rise of the Novel, “[s]lervant girls... constituted a fairly important part of the reading
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public” (1957, p. 147). More important is Watt's commentary on the rising numbers
and increasing visibility of servants in cultural consciousness:"... it must be remembered
that [domestic servants] constituted a very large and conspicuous class, which in the
eighteenth century probably constituted the largest single occupational group in
the country... Pamela, then, may be regarded as the culture-heroine of a very powerful
sisterhood of literate and leisured waiting-maids” (1957, p. 46). What makes servant
characters so interesting in early English novels is the anxious struggle of the authors
to situate servants within the narrative space and confine them into uneasy dialectics
of visibility and invisibility, audibility and inaudibility, and strong presences and long
absences. My comparative readings of three early novels, namely, Richardson’s Pamela,
Fielding’s Joseph Andrews, and Sterne’s Tristram Shandy, will trace how servants are
placed and distributed in the narrative structure. How do we hear (or rather, overhear)
their stories? How do the narratorial voices imagine servants’ designs on primary
characters and the overall narrative design? Most importantly, what continuities do
the tensions emerging from the servants’ awkward positioning within the narrative
reveal between social logics of domesticity and the narrative structures of these early
novels?

Before turning to these specific novels, however, let us get a better grasp of the
factors which contributed to the ambiguity of the servants’ position within narrative
structure as well as in relation to the act of reading in the eighteenth-century context.
After all, anxieties about the distribution of character space relate closely to concrete
changes in household population and the socioeconomic backgrounds of domestic
employees. As Gilly Lehmann shows, “[t]he rise of the housekeeper coincides with the
retreat of the mistress in the grandest homes, but it also coincides with a shift in the
status of upper servants in general, male and female, as the tradition of gentry service
in aristocratic households withered... Women servants too were less recruited from
the gentry than from their social inferiors” (2016, p. 17). The “retreat of the mistress”
also begins to create gaps in the novelistic representation of domestic spaces. Servant
characters, now in larger numbers and recruited from lower social classes, often compete
to claim these gaps, at times even threatening to displace the mistress from the narrative.
Maria-Claire Roueyer-Daney explains the tensions which resulted from the uncertainty
surrounding the division of household chores: “Although household care featured
among the natural assignments of the wealthier woman, it could not keep her occupied
all the time, since the material chores were performed by servants” (2016, p. 28).
Ambiguities in the division of domestic labor translate into narrative tensions when
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authors attempt to allocate appropriate time and space to characters whose visibility
in the household was in constant flux.

However, the “retreat[ed] mistress” is not the only basis of this new structural
competition. Servant characters also share in the character spaces allocated to children.
Especially in the fashionable bildungsroman narratives of the period, focusing on a
child’s growth and education, servants (if the protagonist is already a servant, other
servants) encroach on the main character’s space because they too partake in the
pedagogical trajectories outlined by the narrative. Kristina Staub and Kristina Booker
both call attention to this specific dynamic through different readings of the eighteenth-
century household. Staub argues that“[t]he history of the eighteenth-century servant
as a pedagogical subject runs a course parallel to but different from the history of the
eighteenth-century child” (2009, p. 19). Families invest as“a moral and religious obligation”
in the instruction of the servants beyond the skills required to carry out their daily
duties. In addition to the cultivation of a cultured domestic environment, these
pedagogical attempts aim to control free time and sexual activity in the household. As
Staub demonstrates, “sexuality of both male and female domestics emerges across
literary genres as a trouble spot in the shared leisure culture and affective bonds
between masters and servants” (p. 34). The sexualization of servant figures acquires
transgressive functions in narratives, threatening to claim those available character
spaces occasioned by “the retreat of the mistress” or to overhaul the marriage plot. This
sexualization also helps to distinguish the servants and the children, who might otherwise
be mutual recipients of the family’s pedagogical objectives.

In contrast, more recently in Menials, Kristina Booker argues that “the textual servant
is represented as perpetually caught in a childhood subjectivity, unreasoning and in
need of education, surveillance, and bodily control” (2018, p. 7). The alignment of the
servant characters with the pedagogical activity, in turn, generates “a rhetoric of
spiritualized obedience or duty that is used to maintain order and exploit the servant’s
image in service of the master’s values” (p. 7). In many eighteenth-century novels, it is
possible to observe a narrative dialectic between the two readings offered by Brooker
and Staub. That is, the sexualization of the servant figure and their entrapment in a
“childhood subjectivity”initiate a dialectical strategy which allows servants to overstep
and for the narrative structure to punish them when they do. Tristram Shandy is especially
relevant in this regard since the bildungsroman aspect of this novel is coupled with
the active fashioning of an instructive narrator who makes pedagogical claims on the
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reader. Therefore, the author enthusiastically recruits servants into the novel’s digressive
and pedagogical machinery. Servants partake in the pedagogical design, establishing
parallels between digressions and their marginal character positions. Just as digressions
threaten to take over the main plot of the novel, the marginalized characters symbolically
encroach on Tristram’s dominant character space through sexual transgression and
emasculation.

The most symbolic domestic instance which captures the ambiguity of the servants’
position is the scene of reading. Jacqueline Pearson shows how “[w]hen women read
aloud among themselves, or when husband and wife read to each other, this reading
could be shared by female servants” (1999, p. 174). The sociality of these reading
arrangements situates servants along with the children listening as part of the family
reading ritual. Their access to the pleasures of literary narrative also works to collapse
the carefully-maintained distinctions between social classes based on literacy, causing
additional anxieties about the status of the servants vis-a-vis their employers. Moreover,
as Pearson shows, “[alccounts of servant literacy show anxiety; and not only about
servants reading novels..." They also “lead to anxiety about the real privacy of the
private sphere” (p. 187). By joining the reading rituals, servants also blur the carefully-
managed boundaries between the public and the private domains of the household.

More importantly, perhaps, this blurring happens through a new medium - the
novel - which allows readers privileged access to private voices and enhanced interiority.
Accordingly, in many eighteenth-century novels, Pamela being the most obvious,
servants'literacy emerges as a threatening or uncanny phenomenon: Not only does it
foreshadow social mobility, it also compels the author into granting the servant
characters interiority. When they overhear, overstep, or appear in passing, they now
emerge as literate characters with the ability to instrumentalize the mannerisms and
techniques acquired from the novels themselves. As a result, increasingly and
paradoxically, authors find themselves unable to instrumentalize a social class that is
uncannily capable of exposing the fictionality of their arrangements.

In novels such as Pamela, where social mobility gets realized for servant characters,
the subversive aspects of servant literacy receive explicit attention. While some critics
foreground the subversive aspects of Pamela’s literacy, others consider it an authorial
strategy to contain this subversive potential, breaking and then reinstituting the master’s
code. Nancy Armstrong, for example, centers her analysis on the linguistic construction
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of Pamela and shows how her language becomes the foundation of the marital dynamics:
“Mr. B still lacks the language to rationalize marrying someone of a position so far
beneath him, a language which Pamela’s letters will eventually supply” (1987, p. 117).
This linguistic agency may, at times, be questionable since it maintains the focus on
linguistic construction even in those scenes where Pamela is subjected to sexual
violence. Ruth Bernard Yeazell calls attention to the limitations of Armstrong’s “accord[ing]
an implausibly monolithic power to language” (1991, p. 266). Joanna Maciulewicz reads
Pamela’s literacy and epistolary authorial performance as reflecting the general “anxiety
about the effects of education on the lower strata of society” and as an “example of
Certeau’s notion of appropriating the culture of the dominant social group for the
purposes of the one that is dominated” (2018, p.162). In other words, Pamela’s literacy
and performance of authorial self-actualization confirm literacy as a central tenet of
class “privilege,” while also strategically subverting this association to disrupt “the
foundations of the existing social hierarchy” (p. 162).

Other critics such as Kristina Booker, however, demonstrate that the self which
Pamela fashions through her epistolary practice and changing lifestyle proves one
“that is curiously in line with master-class standards for servant behavior” (2018, p. 103).
Angela Smallwood likewise argues that Pamela “rises from serving maid to mistress
not by subverting femininity, but by embracing subordination, perpetuating humility
from the moral high-ground” (2016, p. 143). Finally, in a similar reading of Pamela’s
transformation after the marriage, Bridget Hill shows that“[als servant she had angrily
rejected the notion that she was her master’s property. As wife she glories in his
ownership of her” (1996, p. 224).

These contrasting critical responses to Pamela’s representation are not entirely
surprising and have more to do with the structural dynamics undergirding the dynamics
of fictionality in early English novels than with social tensions involving class conflicts
and social mobility. In fact, they echo the same epistemological crisis that came to the
fore soon after Pamela’s publication, which witnessed the appearance of various critical
and fictional responses to Richardson’s novel. Henry Fielding, for instance, emerged as
a vocal critic of Pamela for employing moralizing rhetoric to dramatize a plot which
did not have a convincing basis in social reality. Thus, according to Fielding, Richardson’s
moral and sentimental attitude was hypocritical at its core. In Joseph Andrews, Fielding's
parody of Pamela, he resolves to strike a more self-conscious, genre-aware, and overly
performative authorial attitude to manage the representational economy of the narrative.

6 Litera Volume: 32, Number: 1, 2022



Levi, M.

Fielding, then, creates a narrative space where authorial presence can keep the fictionality
of its arrangement in check. However, even though Fielding’s narrator introduces his
characters and scenarios with heightened awareness of their fictionality, it cannot
completely sacrifice the pleasures of empirical and concrete description which elicit
readerly identification. In fact, as Michael McKeon demonstrates, Richardson and
Fielding’s seemingly divergent positions are not ultimately irreconcilable. The two
authors, soon after the Pamela controversy, seem to have “spent the next decade edging
closer to each other” (2002, p. 418). The apparent differences between these authors
gradually collapse and establish the central dynamics “of our kind of fiction, which
openly proclaims its fictionality against the backdrop of its apparent factuality” (2005,
p. 109).

The titular characters of Pamela and Joseph Andrews absorb the authorial anxieties
of their creators. Therefore, whichever critical perspective we take on the mimetic
qualities of their representation - whether Pamela’s social mobility is realistic or whether
her subversive agency as a servant carries through into her marital life - they are doomed
to convey the tensions resulting from unresolved protocols of the larger fictional
arrangement. Even with the comedic layers protecting Fielding’s narrative from
overindulgent readerly responsiveness, Joseph Andrews inevitably absorbs the anxieties
of authorial performance. As Judith Frank observes, “Fielding’s ambivalence over lower-
class literacy pushes this most genial of novels into a kind of melancholy... [that] may
betray a certain ideological exertion: the effort it takes to police the boundaries between
literacy and desire” (1997, pp. 60-61).

One way out of this epistemological bind is to focus on the representation of those
servant characters which do not, and due to their minor position in the narrative, cannot
receive such full-fledged authorial identification. These ‘minor’servants, lurking around
the peripheries of the narrative, prove more capable of revealing the intersections
between authorial anxieties about the management of two types of hierarchical spaces:
The novelistic character space and the domestic space. Such anxieties, | will argue,
manifest most significantly after minor servant characters play their part, and the
narrator has to find a way to“dismiss”them from the narrative. The arbitrariness of these
dismissals often follows suit with the precarious social reality of a servant’s life in the
eighteenth century. As Bridget Hill shows, “if dismissal of servants was often arbitrary,
so was the punishment some employers inflicted on them” (1996, p. 101). When they
are dismissed from narrative space, however, signs of their work still linger. In fact,
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narrators often capitalize on this work while offering concrete descriptions of objects
and living spaces, organized by these invisible or marginal servant figures.

As a result, the question of servant’s changing visibility in these early novels is not
solely a question of narrative structure or authority. It is, rather, continuous with the
emergent logic of industrial capitalism and, to quote Carolyn Steedman, the “industrial
(orindustrialising) mode of production” (2007, p. 228). Careful study of the representation
of minor servant characters moves us out of the epistemological bind which results from
the singular focus that these novels’ protagonists have attracted from most authors and
critics, as well as giving more insight into continuities between domestic and fictional
arrangements. This kind of analysis reveals, in other words, compelling links between the
indeterminate dynamics of domestic employment and the emergent dynamics of fictional
narrative structures. The most interesting and subversive consequence of this relationship
will be the way in which authorial style itself was formed, to echo Judith Frank’s arguments
about the construction of “the characters of gentlemen and gentlewomen”in eighteenth-
century novels, “through acts of imitation of and identification with the poor” (1997, p.
4). After all, the history of the eighteenth-century novel, shows how verbal restraint, “a
defining characteristic of the good servant in advice manuals,”becomes an expectation
that we gradually come to have of authors themselves (Fernandez, 2010, p. 2). As the
protocols of fictionality settle over the course of the century, it will now be the readers’
turn to monitor the amount of authorial interjection allowed of a novelist.

Samuel Richardson’s Pamela

In Pamela, the question of servants sits at the forefront as the narrative revolves
around a servant, and more importantly, it takes the form of a narrative relayed through
a servant. Hence, a study of how this novel distributes its attention among different
characters requires that we examine two different character networks: First, | will show
why and how Richardson privileges Pamela and gives her the license to write her own
story and to eventually leave her station as a servant. Second, | will illustrate what
happens to the other servants in the novel throughout this process and how Richardson
uses their dismissal or sidelining from the narrative as a way to justify Pamela’s rising
position. These discussions will pave way for my study of Joseph Andrews and Tristram
Shandy, where | will demonstrate what happens when a crucial variable, the servant
as protagonist, is removed from the narrative equation. Joseph Andrews bridges these
two novels because its protagonist, although a servant at first, gets quickly dismissed
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from this position, thus calling attention to the remaining servants and how their
depiction responds to the transformed narrative organization. In Tristram Shandy, the
variable of the servant as protagonist is entirely eliminated, and the servant figures are
pushed to the margins of narrative space. Thus, it offers a character distribution at the
latter end of the spectrum and enables a comparison that | will take up at the end to
reflect back on the question of servants on the whole.

Richardson situates his readers in a hermeneutically liminal space by assigning
authorial duties to a servant whose position also endures an interpretational ambiguity.
In The Servant’s Hand, Bruce Robbins develops a reader-response approach to talk about
the“hermeneutic openness of Pamela..." as being a result of a“structural fact of servitude”
(1993, p. 37). Giving a servant authority over the narrative is paradoxical to the role of
a servant in the household. This inherent paradox adds a great degree of unreliability
to the narratorial voice, for the readers cannot decide whether Pamela is“the inadvertent
admissions of a dehumanized victim or the contrivances of a mask-wearing trickster”
(1993, p. 37). The “hermeneutic openness” is not only external to the novel but also
pivotal to Pamela’s expression and self-identification. For example, After Mr. B. makes
some inappropriate advances, Pamela starts crying, and Mr. B. anxiously asks if he has
“done [her] any Harm.” Pamela responds, “Yes, Sir, the greatest Harm in the world: You
have taught me to forget myself, and what belongs to me, and have lessen’d the Distance
that Fortune has made between us, by demeaning yourself, to be so free to a poor
Servant” (Richardson, 2001, p. 23). Pamela considers it “greatest Harm” to lose a sense
of one’s self and social position. Ultimately, though, this is exactly what happens; Mr.
B. teaches Pamela “to forget [herself]” through their marriage. Pamela’s constant
oscillation between two social strata (or “selves”) accompanies that interpretational
uncertainty: The difficulty of reading and responding to Pamela’s character.

The novel responds to this synchronic complication through its distribution of the
minor characters. This is exactly where the rest of the servants become (dys)functional.
The rigidity of their social position amplifies Pamela’s upward mobility and results in
their disappearance. Pamela’s first letter is like a manifesto of how the narrative treats
minor servants. The novel opens to a temporary absence of household authority with
the announcement of the death of Pamela’s late mistress and the mournful reactions
of“all her Servants.”Pamela is instantly set apart from these Servants as her late Master
was able to equip her with “Qualifications above [her] Degree” (2001, p. 10). Indeed, her
parents’ response calls more attention to this privilege, “But our chief Trouble is, and
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indeed a very great one, for fear you should be brought to any thing dishonest or wicked,
by being set so above yourself” (2001, p. 13). Through these exchanges, Richardson
invests heavily in explaining why Pamela, and not the other servants, receives the main
narrative attention. In other words, Richardson justifies his decision to make Pamela the
author of her own story. Bruce Robbins shows that“according to common usage, servants
did not look for work, like other members of their class, but for a‘place!... To'’know’your
place was to be put in your place” (1993, p. 53). Accordingly, authoring one’s story and
exposing the secrets of a household is the opposite: it is not to “know” one’s place and
to put other characters “in [their] space! That is, the simple act of distributing narrative
attention runs against the conventional roles associated with servants.

Throughout Pamela, servants come into the narrative primarily to carry word around
and expound on Pamela’s character. In the twenty-ninth letter, Pamela talks about how
good of an impression she has created in the members of Mr. B/s Bedforshire estate and
how she is “belov’d by” all servants (2001, p. 43). She mentions what Mr. Longman, the
Steward, has “once [said] to Mrs. Jervis, the housekeeper:”“he wish'd he was a young
Man for my sake, | should be his Wife, and he would settle all he had upon me on Marriage;
and, you must know, he is reckon'd worth a Power of Money” (2001, p. 43). Notice the
pace at which voice travels in the house: Mr. Longman makes a comment to Mrs. Jervis,
who then gossips about it with Pamela, who finally writes to her parents about it. Mr.
Longman’s voice is disembodied thrice before it can reach the readers in indirect discourse.
A similar depiction appears at the end of her letter, when Pamela overhears the dialogue
between the Cook and the Butler in the kitchen, who never receive names. The cook
says, “Why this Pamela of ours goes as fine as a Lady. See what it is to have a fine Face!
-l wonder what the Girl will come to at last!” (2001, p. 43). The act of overhearing, which
is often associated with servants, and the likening of Pamela to a “Lady” emphasize her
in-between position in the household. She chooses to “trouble [herself] no more”about
the Cook’s comment and pushes her further into the sidelines of the story, though on
arhetorical level, the Cook’s voice precipitates because it serves as a remarkably accurate
and urgent foreshadowing device. What Pamela calls a “silly Prattle” is essentially the
foremost problem of the novel:“l wonder what the girl will come to at last!”

Mrs. Jervis is one of the most important servants in the household and, because
she also acts as a confidant of Pamela, enjoys a privileged space in the earlier part of
the novel. Yet, the space she occupies does not match her development as a character.
Just like the other servants, she carries word around and acts as an intermediary between
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Pamela and Mr. B. The only thing we know about Mrs. Jervis’s past is that she is “a
Gentlewoman born, thou she has had Misfortunes” (2001, p. 17). On a larger scale, then,
she is the reverse of Pamela: she has gone down in social status. In the beginning, the
novel spends a lot of energy on establishing Mrs. Jervis as a reliable mother figure to
Pamela: “For Mrs. Jervis uses me as if | were her own Daughter, and is a very good
Woman” (2001, p. 17). Pamela’s parents repeatedly state their full trust in Mrs. Jervis:
“While you have Mrs. Jervis for an Advise, and Bedfellow, ... we are easier than we
should be” (2001, p. 27). Yet, these praises and expressions of reliance do not culminate
in an event or action that would illustrate Mrs. Jervis’s assigned role.

In fact, when given the chance, her efforts prove futile as they either have no influence
on the narrative at all or, worse, lead to an undesirable conclusion. For instance, after
Pamela has a verbal confrontation with Mr. B. as a result of the liberties he has attempted
to take, Pamela hopes to find refuge in Mrs. Jervis's assistance:“... | hope you'll give me
a Character as to my Honesty, as it may not look as if | was turn'd away for any Harm. Ay,
that | will, said she; | will give thee such a Character as never Girl at thy Years deserv'd”
(2001, p. 39). Mrs. Jervis's promises never materialize into a favorable outcome for Pamela,
and once, when Pamela dresses in her“country apparel,” Mrs. Jervis, by bringing her new
style to Mr B’s attention, ends up putting her into more trouble. In the above quoted
passage, “to give a character," in a literal sense simply means to put in a good word for
Pamela. However, as Bruce Robbins explains, “in the period of the novel... ‘character’is
assuming an ever more privileged critical position,”and Pamela’s request to be given“a
character” inescapably carries deeper connotations (1993, p. 37). It assigns a level of
malleability to character or assumes the absence of one.This enhances the“hermeneutical
openness of the novel” as impressions, it seems, satiate Pamela’s understanding of
character. Mrs. Jervis is responsible for creating impressions for Pamela, but she is not
allowed to create her own impression. Compared to the fluidity of Pamela’s representation,
Mrs. Jervis is not granted much interiority and remains on the level of a“type.”

Mrs. Jervis's status as a “type” rather than a character becomes more apparent after
she disappears from the novel for almost 350 pages and gets replaced by Mrs. Jewkes.
In addition to serving similar roles and sharing curiously similar names, they become
points of comparison for Pamela. The comparison itself confirms that the novel tries to
respond to Mrs. Jervis'disappearance by introducing Ms. Jewkes, who, unlike Mrs. Jervis,
“was an Inn-keeper’s House-keeper before she came to [Pamela’s] master” (2001, p. 108).
Mrs. Jewkes, like other servants, fulfills a specific function and keeps Pamela inimprisonment
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until Mr. B’s arrival. She is immediately identified as a stronger character than Mrs. Jervis
and ultimately ends up being more important to the plot because she successfully carries
out her assignment to keep Pamela in place. Pamela describes her in the following manner:
“She has a hoarse man-like Voice, and is as thick as she’s long; and yet looks so deadly
strong, that | am afraid she would dash me at her Foot in an instant, if | was to vex her”
(2001, p. 114).This threatening description shows how greatly the disappearance of Mrs.
Jervis destabilizes the story. More importantly, Mrs. Jewkes's introduction happens through

a scene, featuring her attempts at a homoerotic interaction with Pamela:

Every now-and-then she would be staring in my Face, in the Chariot, and
squeezing my Hand, and saying, Why, you are very pretty, my silent Dear!
and once she offer'd to kiss me. But | said, | don't like this sort of Carriage,
Mrs. Jewkes; it is not like two Persons of one Sex... She fell a laughing
very confidently, and said, That'’s prettily said, | vow, then thou hadst rather
be kiss'd by the other Sex? (2001, p. 108)

Ruth Yeazell argues that this scene serves to absolve Mr. B. or, at least, to turn him
into a relatively more desirable figure:“Pamela resists her‘wicked procuress, as she calls
Mrs. Jewkes. But note how Mrs. Jewkes exploits the situation by interpreting Pamela’s
rejection of homoeroticism as the positive sign of heterosexual desire” (1991, p. 270).
This instance, then, serves as another example of a servant character getting pushed
into the margins by serving as a point of comparison to illustrate an aspect of primary
characters. On the other hand, Emma Donoghue highlights Pamela’s purposeful
language, specifically the phrase, “it is not like two Persons of one Sex”to show that“in
an effort to show Pamela behaving morally, Richardson finds himself in a dilemma; he
has to credit his heroine with a kind of knowledge [about same-sex desire] that casts
doubts on herinnocence” (1996, p. 185). The exchange between the two critics, Yeazell
and Donoghue, once again reveals the hermeneutic openness of the novel: Mrs. Jewkes
can be read both as a positive influence on the novel’s development, accelerating
Pamela’s change of mind about Mr. B., or a negative influence on Pamela’s characterization,
destabilizing readers’ response to her reliability as the narrator.

Henry Fielding’s Joseph Andrews

This kind of rhetorical destabilization happens in Joseph Andrews on a verbal level
when the servant Mrs. Slipslop invades her mistress’s, Lady Booby, “character space,”to
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use Alex Woloch's narratological terminology, by conflating her own linguistic impairment
with her mistress’s speech. Mrs. Slipslop dislocates her mistress’s voice while trying to
locate her meaning in the Lady’s diction. In doing so, she calls into question one of the
most problematic notions about the servant-master relationship: Ownership. Her
constant and selective repetition of the Lady’s speech reveals a desire to destroy the
established discourse of ownership, which, in turn, makes the Lady increasingly more
anxious and her behavior unstable.

After the Lady decides to dismiss her other servant Joseph, she evaluates her decision
through a conversation with Mrs. Slipslop. When Mrs. Slipslop calls her mistress’s decision
into question loquaciously, the Lady responds, “Do as | bid you, and don’t shock my
Ears with your beastly Language” (2008, p. 37). She is outright about communicating
her discomfort with her servant’s “beastly Language.” Slipslop’s response is implicitly
threatening: “People’s Ears are sometimes the nicest part about them” (2008, p. 37).
This seemingly out-of-place reply indeed turns hearing into an active process, where
meaning becomes mobile and plastic. In moving from the Lady’s “ears” to the more
general “People’s ears’, Slipslop raises questions about gossip and how the ear, as an
active receptacle, can become a socially formative tool. That’s why “the poor Lady could
not reflect without Agony, that her dear Reputation was in the power of her Servants”
(2008, p. 38). The narrator is evidently aware of the inversion of power relations that

can result from their exchange.

Robbins reads this scene quite differently:“This foothold outside the dialogue raises
her, if only briefly, to a higher level of discourse. Moreover, the repetition itself casts
her in the superior role of commentator” (1993, p. 62). This analysis, however, assumes
that Slipslop, like Pamela, is equipped enough to call attention to her mistress’s language
in a cunning or questioning way. However, Slipslop’s repetitions are usually a result of
her inability to understand her anger. These repetitions rarely, if ever, prompt the original
speaker (Lady) to evaluate her speech. Rather, they initiate a loop which results in the
tossing of insults back and forth.

So much of Fielding’s delineation of this confrontational relationship depends on
his narrator’s canny orchestration of voices through free indirect style. In the first half
of the chapter, the narrator privileges the Lady’s perspective. After the characters’initial
exchange, the narrator weighs in:“... [The Lady] called [Slipslop] back, and desired to
know what she meant by that extraordinary degree of Freedom in which she thought

Litera Volume: 32, Number: 1, 2022 13



Servants and Allocation of Narrative Space in the Eighteenth-Century English Novel

proper to indulge her Tongue” (2008, p. 37). Here, the narrator omits the Lady’s voice
and allows the readers to identify her diction through Slipslop’s response: “Freedom! |
don't know what you call Freedom, Madam; Servants have Tongues as well as their
Mistresses."We are granted access to the Lady’s voice through that of the Servant’s; this
indirect representation of voice puts more weight on the borrowed word “freedom.’
Slipslop’s question about what the “extraordinary degree of Freedom” really means
underlines the ambiguity of authority in the household. The scene continues with
Slipslop’s selective repetition and negation of her mistress’s responses, so much so that
when the Lady ushers her for reconciliation, she reasons by calling Slipslop’s constant
“repeating of [her mistress’s] words” the“surest method to offend” her (2008, p. 38). The
scene ends with the voice of the narrator, which, this time, communicates Slipslop’s
voice through indirect style, thereby giving her the last say over the confrontation and
affirming the reversal of agency.

Ultimately, what matters is the change in the distribution of narrative attention that
results from the aforementioned disappearance of authority in the master-servant
relationship. Alex Woloch prompts readers to search for “the strange significance of
characters... in the way that the characters disappear” and get “overshadowed or
absorbed into someone else’s story” (2003, p. 38). Fielding turns Lady Booby'’s lack of
authority into an opportunity to bring Joseph back into the story as the primary character.
The irony is in how the exiled character returns to the story with more power over the
narrative structure and how the decision-maker gets stripped of her authority. Surely,
this process comes about after the elimination of the major misunderstandings between
Lady Booby and Joseph. Indeed, the narrator recognizes the unusual shift in narrative
attention: “The disconsolate Joseph, would not have had an Understanding sufficient
for the principal Subject of such a Book as this, if he had any longer misunderstood the
Drift of his Mistress..." (Fielding, 2008, p. 39). Here Fielding explicitly acknowledges how,
to use Woloch, Joseph“breaks out of his subordinate position in the narrative discourse”
(2008, p. 37). Appropriately, this “breaking out of his subordination”is not only on a
narrative level but also works within the narrative as Joseph gets dismissed from his
position in the household, or rather from the dubious master-servant dialectic.

Laurence Sterne’s Tristram Shandy

Obadiah and Susannah are the servants in Tristram Shandy who repeatedly disturb
the narrative by threatening the narrator’s satirized masculinity. This, however, does
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not happen through their disappearance from the narrative but rather through how
their stories and voices get rendered into the story. Volume lll, Chapter VIl opens with
Dr. Slop, the incompetent physician, “cursing at Obadiah at a most dreadful rate,” which
in turn provokes the narrator to give us the backstory. The narrator orders the events
in this way to make the readers ask what Obadiah could possibly have done wrong to
deserve such cursing. That is, we are immediately conditioned to read backwards. In
addition, at the end of Obadiah’s narrative, cursing turns into a spectacle as Dr. Slop
begins reading from a bishop’s lengthy order of excommunication, and in our reading
of it, we are provoked to participate. The organization of the narrative itself and Obadiah’s
resulting excommunication are revealing of the narrator’s recurrent attempts to push
servants into the margins of representation.

This sidelining stems from an incident that reveals Obadiah'’s desire to be heard and
to make his voice rise to the surface of the text. What Obadiah does and what he causes
are both explained through paradoxical and allegorical narratives. Dr. Slop orders
Obadiah to go and get his bag of obstetric tools in order to begin labor. Obadiah not
only arrives late but also has knotted the bag so tightly that it takes a long time, much
effort, and some injury to untie his knot, which, in return postpones the labor and
supposedly causes the “depression” of Tristram’s nose. Although Tristram elsewhere
goes out of his way to insist that the nose is not a metaphor for his penis, the connection
is inevitable. This is after all a story of male castration and is caused partly by the
fulfillment of male sexuality through the sexual innuendo that underlies Obadiah’s
interaction with Dr. Slop’s maid. Even though the whole process is supposed to be
about the maid helping Obadiah with the bag, the diction and the related descriptions
are overtly sexual:

... so undoing the bow-knot, to lengthen the strings from him, without
anymore ado, she helped him on with it... However, as this, in some
measure unguarded the mouth of the bag, lest any thing should bolt out
in galloping back at the speed Obadiah threatened, they consulted to
take it off again... (1980, p. 117)

In affirming Obadiah’s masculinity, the narrative threatens to strip the unborn
Tristram of his. This allegory is presented with a packaging, with the rationale that
Obadiah had knotted the bag tightly so that the tools wouldn’t make too much noise
and allow him “to hear himself whistle” (1980, p. 117). This reasoning, as illuminated by
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its sexual undertones, is ultimately about Obadiah’s desire to be heard and rise above
Tristram’s narrative.

The language and punctuation used by the narrator in the next chapter reenacts
both the narrative instability that ensues from Obadiah’s “obstetrical, --- scrip-tical,
squirtical, papistical, --- and as far as the coach-horse was concerned in it, --- cabal-istical
case and the actual attempts at untying the knots (1980,
p. 118). The narrator speaks in fragments and the flow of his speech gets interrupted
by an increasing number of relative clauses. Obadiah’s carelessness destroys the
coherence of Tristram’s voice, as he struggles to indulge in a direct address to his readers:
“... there is no man living who had seen the bag with all that Obadiah had done to it,
---and known likewise, the great speed the goddess can make when she thinks proper,
who would have had the last doubt remaining in his mind --- which of the two would
have carried off the prize” (1980, p. 118). The quoted half-sentence features six relative
clauses, getting in the way of clear expression and replicating the experience of untying
aknot. This stiffness in speech nothing new, however, as we are used to such incoherence
on a general level, thanks to Tristram’s never-ending digressions. It is fitting, then, that
this metaphorical scene requires such a laborious process to conceive Tristram’s intended
meaning. In fact, as always, Tristram is there to confirm this association, “Sport of small
accidents, Tristram Shandy! that thou art, and ever will be!” (1980, p. 118). We can now
see why the surrounding narrative accommodates, or refuses to accommodate, Obadiah’s
story by placing it in between two curses. Tristram turns this unfortunate experience
into a celebration of his digressive style by his uplifting self-address.

III

--- and only partly musica

Tristram’s accidental circumcision in Volume V, Chapter XVIl assigns a similar socially
threatening role to another servant, Susannah. This scene presents yet another instance
of male castration. Tristram begins the chapter with a defensive line,”’T was nothing,
- I did not lose two drops of blood by it - ‘twas not worth calling in a surgeon...” (1980,
p. 264). Just as in the aforementioned scene, in order to retain his masculinity, Tristram
encourages his readers to read the ensuing series of reactions as excessive and
unnecessary. The event comes close to banishing Susannah from the narrative, who
goes so far as to assume that she will have to leave the country.“---- Susannah did not
consider that nothing was well hung in our family, ---- so slap came the sash down like
lightening upon us; ---- Nothing is left, ---- cried Susannah, ---- nothing is left ---- for me,
but to run my country” (1980, p. 264). Undoubtedly, “nothing was well hung in our
family” is a sexual and comical reference to the history of male castration that runs
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through the family. In addition, one cannot help but read the repetition of “nothing is
left” as Tristram’s momentary entertainment of the possibility of complete castration.
After Susannah’s characterizations (“murder”) and dreadful interjections unsettle the
narration by introducing some frightening possibilities, Tristram reclaims his control
by insisting, “Tis my own affair: I'll explain it myself” (1980, p. 264). The controlling tone
of Tristram’s restored voice serves to repudiate Susannah’s momentary claim over
narrative authority.

Such instances of clumsily re-claimed narrative authority undermine Tristram’s many
invitations for, what Thomas Keymer calls, a“collaborative model.” According to Keymer,
these moments depict the transformation of “the relaxed convenor of collaborative
meanings ... into a control freak” (2006, p. 71). Tristram’s controlling behavior can also
be interpreted as reflective of the larger authorial anxiety regarding how much narrative
space and agency to allocate to servants. Servants’language and voice are allowed as
a form of diversion in Tristram Shandy where the narrative self-consciously travels into
digressive routes. However, when the overall “progress” or ownership of the narrative
is concerned, Tristram quicky shifts into a controlling attitude and frames the servants
voices as an attempt to mar the integrity of his narrative. That he should feel such a
threat is altogether ironic given the restlessly digressive structure of the novel. By
depicting Tristram’s volatile handling of the servants in this manner, Sterne recognizes
and satirically exposes the authorial nature of the anxiety that servants bring to the
novel: Sterne shows how the narrative sidelining of servant figures is often used as a

’

strategy for claiming narrative coherence or stable identity where there is none to
begin with.

Conclusion

Bruce Robbins argues that “the making known outside the dialogue of what goes
on within it"“is the servant’s original sin” (1993, p. 83). All three novels studied here
demonstrate that this “original sin” is not confined to dialogue and that it extends to
the dynamics within the household and the narrative network. The narrative handling
of the servant characters reveals the inner-workings of the authorial design. As in Joseph
Andrews, the destabilization of the narrative in Tristram Shandy is not merely a temporary
disorganization of language. It also serves as a self-referential explanation of the overall
narrative structure. In Joseph Andrews, this destabilization accounts for how Joseph
Andrews turns out to be the hero of his own narrative and, in Tristram Shandy, for
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psychologizing the digressive quality of the writing style. In Pamela, because the narrator
herselfis a servant, the other servants’influence does not necessarily serve an explanatory
function to the rhetorical devices employed by the narrator. They do, however, reveal
much about the dynamics that govern the allocation of narrative attention (i.e.,
privileging the narrator) and displacement (e.g., Mrs. Jervis and Mrs. Jewkes). In so
doing, they reinforce the interpretational ambiguity and risks of unreliability resulting
from an epistolary style of narration.

Despite the differences, in all three novels, the space allocated to servants — whether
central or marginal - is symptomatically problematized or destabilized in ways that are
reflective of the overall authorial or cultural anxieties of the period. The servants’struggle
for narrative space often subversively confirms the primacy of those characters which
are in positions of authority. As a result, the sidelining and marginalization of servant
characters or the ascription of degrees of unreliability to them become reflective of
the anxieties of the authorial voice over its management of narrative space. As authors
find themselves looking for help in organizing the narrative space efficiently by allocating
sufficient attention to a multiplicity of characters, they instrumentalize servants. Hence,
the oft-reiterated anxiety about the servants’ voices potentially undermining the
narrative structure. Servants manage the household, but they also know things about
the household that they perhaps should not know. Likewise, in the novels, while they
help authors manage the narrative, they are also capable of exposing the structural
anxieties that undergird these very narratives.
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ABSTRACT

The purpose of this study is to decipher the relationship between trauma and the
differentiating perception of the self and time by discussing varying post-traumatic
responses of the traumatized characters in lan McEwan's The Cement Garden (1978)
and The Child in Time (1987).To this end, the study applies trauma theory to examine
the traumatized characters’ altered perception of temporality and the self, and to
discuss to what extent the characters in the novels can overcome the impacts of the
traumatic experiences they have. The two novels revolve around traumatized victims
that lose the conscious perception of the self and temporality in reality after the
traumatic experience. The Cement Garden depicts the post-traumatic challenges of
four siblings, called Jack, Julie, Tom and Sue after their mother’s death. The Child in
Time unveils Stephen and Julie’s process of working through their ordeal after the
disappearance of their little daughter, Kate in parallel to Stephen’s friend Charles’s
acting out his traumatic childhood by regressing to his boyhood. The critical approach
to the characters’response to their traumas concludes that trauma disrupts people’s
perception of time and the self, leading either to tragedy when they lose the balance
between their defense mechanisms and the trauma reality, or to awakening to their
renewed life when they reconcile with their trauma reality.
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QOO

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License BY _NC


https://orcid.org/0000-0002-1779-8464

Traumatized Perception of the Self and Time in lan McEwan'’s The Cement Garden and The Child in Time

Introduction

lan McEwan (1948-), the winner of the Man Booker Prize (1998), is regarded as a
prominent author of contemporary English fiction (Head, 2007, p. 26). He sets his novels
on“extreme situations, deranged narrators, obscenity, and shock” (Begley, 2010, p. 91);
therefore, his fiction is about “moments of crisis” (Begley, 2010, p. 97). Malcolm (2002)
describes traumatic incidents in McEwan’s novels as “opening the wrong door, turning
down the wrong street, losing attention for a moment and stepping into a nightmare”
(p. 32). His novels depict traumatic incidents in claustrophobic and public spaces and
theirimpacts on the individual, portraying how trauma distorts the victim’s perception
of the self and time. In this respect, the moments of crisis indicate to what extent an
individual may withstand, respond to or fail to tolerate an extraordinary condition in
time in McEwan’s works (Begley, 2010, p. 97). Furthermore, McEwan’s “detailed, solitary
introspection”into the traumatized mind enables the reader to witness the ambivalent
post-traumatic perceptions (Courtney, 2013, p. 185) providing insight into his characters’
consciousness, traumatized through “the personal, temporally warped experience”
(Courtney, 2013, p. 185). This study argues that he exemplifies it through his novels
entitled The Cement Garden and The Child in Time.

The Cement Garden depicts the post-traumatic challenges of four siblings, called
Jack, Julie, Tom and Sue after their mother’s death. They dissociate themselves from
the outer world and the conventional notion of time. Jack, Julie and Tom are lost in
their distorted perception of the self and time acting out their traumatic experience
whereas Sue works by getting involved in reading and writing, thus updating her
perception of the self and temporality. The other selected novel, The Child in Time
unveils Stephen and Julie’s ordeal in the process of coping with their trauma after the
disappearance of their little daughter, Kate. While the couple overcomes post-traumatic
distorted perception of the self and time, Stephen’s friend Charles, who is stuck in his
traumatic childhood, is overwhelmed by his traumatized perception of the self and
time.

The present study examines the traumatized characters in the selected novels
focusing on their different defense mechanism, the alteration in their perception of
time after the traumatic happenings and reveals to what extent they manage to work
through their traumas. To this end, the study applies trauma theory to scrutinize the
traumatized characters'altered perception of temporality and the self. It also discusses,
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in the light of trauma theory, to what extent the characters in the novels can overcome
the impacts of the traumatic experiences they have.

Trauma Theory

Etymologically deriving from the Greek word “traumata” meaning “wound” in
English, trauma covers physical and psychological dimensions. While physical trauma
is induced as a result of serious damage or injury to the body through rape, war,
illness or a physical injury, the psychological one results from emotional harm to the
individual’s psyche by distorting the individual’s perception of the self, security or
the present (Caruth, 1996, p. 3). In both cases, trauma stands out as an emotional
condition of anxiety or stress as a result of “an extraordinary catastrophic experience
which shattered the survivor’s sense of invulnerability to harm” (Figley, 1985, p. xviii).
In this respect, psychological trauma is not “a simple and healable event” like the
bruise on the body, but is constantly “reexperienced in a painful, disassociated,
traumatic present” (Leys, 2000, p. 2). In all aspects, it is also difficult to decipher its
depth and secrecy.

There are many factors triggering the growth of the interest in trauma and the
studies related to it. The late nineteenth and early twentieth centuries were the
periods of accelerated modernization through technological and industrial
advancements along with the changed social and cultural structures of societies.
Furthermore, the period between the late nineteenth century and the late twentieth
century coincides with the savageness of the World Wars, the Vietnam War and the
Holocaust, thus resulting in devastating effects on humanity. They led to the rise of
traumatic symptoms, which became the focus of Sigmund Freud, Henri Bergson,
Marcel Proust, Cathy Caruth, Dominick LaCapra and Charlotte Delbo’s work (Whitehead,
2009, pp. 84-85). Terms such as Post Traumatic Stress Disorder, Dissociative Amnesia
and Dissociative Identity Disorder were introduced by the American Psychiatric
Association in 1980, indicating the increasing interest in trauma and trauma-related
disorders. The growing interest and increasing production in trauma studies along
with memory studies was expressed as “the memory boom”in the twentieth century
(Kattago, 2015, p. 8).

Trauma studies derive from Sigmund Freud and Pierre Janet’s studies on hysteria
in the nineteenth century (Herman, 1994, p. 10). The further trauma studies of Freud
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followed by other psychologists mentioned above contributed to modern trauma
theory, in time expanding its scope to include a psychological dimension; thus, trauma
began to be handled as the wounding of the psyche as a result of emotional shock,
too. Trauma is caused by the power of the overwhelming event which surpasses the
individual’s ability to cope with it on the conscious level. Thus, it leaves a profound
impact on the traumatized victim’s psyche and self-image because, in Freudian terms,
it is “powerful enough to break through the protective shield” of the psyche (1959, p.
23). Trauma is associated with belatedness because the reaction to the traumatic
neurosis comes belatedly. Psychological trauma adversely influences both the inherent
process of the mind and the victim’s identity and ego (Wilson, 2004, p. 12). Another
feature of trauma is repetition. It repeatedly takes the traumatized victim back to the
situation, which abruptly penetrated his/her protective shield (Freud, 1959, p. 7), through
hallucinations, flashbacks and dreams.

Trauma and memory studies have grown as complementary and interrelated fields
of study. In this respect, to note the permanent trace of trauma in memory, Freud
elaborates on Plato’s metaphor of memory as a wax tablet, which represents the
capability of the unconscious to trace the imprints left in memory, and he introduces
the metaphor of “Mystic Writing Pad,” comprised of two layers; the celluloid paper on
the surface and the waxed one beneath it. For Freud, the latter one represents the
unconscious and erasing any writing cannot guarantee its removal from the pad as it
remains beneath on the waxed paper (2001, p. 229). Whitehead notes that “the Mystic
Pad offers a model for the dual function of the psychical apparatus, for it is capable of
both retention and infinite reception” (2008, p. 97) as independently from the limits of
time. In this respect, the traumatic influence is maintained despite the culmination of
the outer impact. Thus, trauma contains an unconscious meaning challenging the
traumatized victim’s sense of the self, which is composed of unconscious, preconscious
and conscious in Freudian terms. In this respect, “the victim’s view of self and world
can never be the same again” (Rieker & Carmen, 1986, p. 362) because the traumatized
victim’s mind haunted by the traumatic impact within the blurring of the past and the
present is confused with the challenge of some assumptions concerning “the self and
the world such as the belief in personal invulnerability, the view of oneself (and others)
in a positive light and the belief in a meaningful and orderly world” (Janoff-Bulman,
2002, p. 272). Thus, the traumatized individual lives in a sense of meaninglessness,
alienation and desperation rather than an active participant of the world order because
he perceives the world from a fragmented perspective.
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Cathy Caruth, who elaborates on Freud'’s notion of “traumatic neurosis,” associating
it with “temporal delay, repetition and literal return” (1996, p. 135) underlines the
belatedness of trauma making the truth remain“unknown in our very actions and our
language” (1996, p. 4). Therefore, as parallel to the belated nature, traumatic incidents
are represented in a fragmented form. Thus, Caruth reconceptualizes trauma in relation
to the non-chronological act of remembering and highlights belatedness in the nature
of the traumatic incident as it remains alive in the traumatized memory even years
later through flashbacks, repetitive re-enactments and hallucinations. In Caruth’s view,
this feature inherent in trauma makes the distance between the past and the present
collapse (1995, p. 9) disrupting the normal parameters of temporality and spatiality.

Similar to Caruth, who identifies trauma as a jolt, which “is in fact a break in the
mind’s experience of time” more than a threat to the body (1996, p.61), LaCapra (2004)
also differentiates trauma from any stressful experiences along with its repetitive
retarded impacts on memory in time through some “flashbacks, startle reactions and
other forms of intrusive behaviour” (p. 118). According to him, when the traumatized
subjectis“acting out” after a traumatic experience, it means s/he cannot cope with the
experience or emotions involved in it, thus repeats the experience compulsively or is
living in the past. Trauma results in the disentanglement of the arrangement in the
perception of the past, present and future through the flow of consciousness. Thus,
the past survives in a way in the present retaining its effect towards the future along
with the traces after the erasure of the trauma. The distinction between the main three
periods of time; the past, present and the future, disappears and blurs in consciousness
(LaCapra, 2001, pp. 143-144). In this sense, trauma is related to the impact not on the
body but consciousness, accompanied by some alterations not only in human life but
also the subject’s perception of time. It also maintains its overwhelming influence until
the traumatized subject can adopt a critical distance to the traumatic experience. It is
called “working through trauma” and articulated from the traumatized individual as
follows:“Yes, that happened to me back then. It was distressing, overwhelming, perhaps
| can't entirely disengage myself from it, but I'm existing here and now, and this is
different from back then.!” (LaCapra, 2001, p. 144). Accordingly, the traumatized subject
who manages to confront the reality can handle the negativities of the traumain a way
surviving it. It is necessary for the traumatized person to “work through” the event in
order to go back to their normal life. (2004, p. 65). In this respect, memory can flow in
the present towards the future only when reconciliation with the trauma reality is
achieved (Tota & Hagen, 2016, p. 4).
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Noting the relationship among memory, mourning and melancholia, Freud argues
that forgetting is an act of mourning. An individual who mourns for the object he is
attached to for a while accepts his loss and initiates his adoption of the traumatic truth.
After that, as the person loses his sense of the loss of the object, the place of the object
in his memory decreases or starts to disappear. On the other hand, the individual’s
failure to renunciate the lost object leads to melancholia, thus an ambivalence in the
relationship between the self and the object resulting in the individual’s alienation to
himself and self-blame (1917, pp. 243-258) because as claimed by Teo (2014),“melancholy
creates a significant loss of self-esteem in the individual in addition to the feeling of
loss” (pp. 7-8).

Considering the approaches in trauma studies, repetition is an inseparable constituent
of traumatic perception disarranging the subject’s “very understanding of existing
contexts” (LaCapra, 2004, p. 117) resulting from an unexpected experience or reality.
In this respect, despite its abrupt occurrence in the subject’s life, trauma leaves long-
lasting traces on the traumatized consciousness through its delayed“symptoms” making
the trauma permanent (LaCapra, 2004, p. 118). This study applies traumatic theory as
a constituent of memory studies to examine the representative traumatized subjects’
attitudes to the traumatic experiences in The Cement Garden and The Child in Time,
which are trauma fictions articulating “the denied, the repressed and the forgotten”
(Whitehead, 2004, p. 82).

Post-traumatic Tragedy in The Cement Garden

The Cement Garden depicts the post-traumatic life of four siblings at different ages
after their mother’s death. Courtney evaluates the burying of the mother in cement
in The Cement Garden as a “pivotal moment of crisis” in the novel (2013, p. 186). The
adolescent boy Jack and his elder sister Julie decide to bury their mother’s corpse to
refrain from the demolition of their familial ties and house. The novel is narrated from
Jack’s point of view enabling the reader to penetrate his traumatized consciousness
and his siblings’ distinct responses to the mother’s demise which is “the moment of
crisis” (Begley, 2010, p. 97), a traumatic incident for them. Following the mother’s
death, children are “entrapped in a mentally painful world fraught with psychic
tensions and struggles” (Sistani, 2014, p. 454). Confining themselves in an isolated
house in a barren environment, the siblings act out their domestic trauma throughout
the novel.
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Trauma arises when conscious is exposed to an abrupt breach because, in Freudian
terms, a “stimulus barrier’, which constitutes a defense for conscious, is transgressed
through traumatic experience (2001, p. 31). The siblings’first response to their mother’s
corpse indicates that trauma is not perceived at the moment of occurrence and that
they have a lack of “preparedness for anxiety” (Freud, 2001, p. 31) about their mother’s
death. Trauma creates an ‘out-of-context experience’ for the memory on the level of
consciousness subverting the perception of “existing contexts” (LaCapra, 2004, p. 117).
Therefore, when Julie tells Jack about the mother’s death, he feels “close to blasphemous
laughter” (McEwan, 2010, p. 101). They pull the sheet over the corpse and laugh
“uncontrollably” when the mother’s feet appear (McEwan, 2010, p. 106). They display
traumatic responses to their mother’s death which causes their self-defense to disrupt
because as Herman notes, traumatic reactions are observed when “neither resistance
nor escape is possible” when the traumatic incident occurs (1994, p. 34). After the
“moment of crisis”, the dead mother becomes “everyone’s secret. Even [the youngest
sibling at the age of six,] Tom rarely mentioned her and only occasionally cried for her
now” (McEwan, 2010, p. 170). Jack tries to perceive the reality that his mother is dead.
He says: “For a moment | perceived clearly the fact of her [my mother’s] death, and my
crying became dry and hard. But then | pictured myself as someone whose mother
had just died and my crying was wet and easy again” (McEwan, 2010, p. 103). Jack’s
ambivalent response indicates “the uncertainty of knowing how to negotiate trauma”
(Baxter, 2013, p. 24). Although they welcome “a new hierarchy that values spontaneity,
harmony, vitality and independence” (Chalupsky, 2006, p. 52), they cannot enjoy it
much. Jack says: “[T]here was no excitement now. The days were too long, it was too
hot, the house seemed to have fallen asleep” (McEwan, 2010, p. 133).

The traumatized subjects’ perception of time and the outer world is distorted, and
they feel stuck in such a world where hope, meaning and security are replaced by isolation,
meaninglessness and desperation. They feel inactive in the management and perception
of time and space. In this respect, the siblings in the novel break their bond to the outer
world and temporality. Thus, time loses its linearity and turns out to be fragmentary and
immeasurable in accordance with the reversible and unrepresentable trauma they have
had. More concretely, even a single day lasts longer for the siblings who have nothing
to do. Jack tells: “[1]t was no more than a few hours, but the time seemed to occupy a
whole stretch of my childhood” (McEwan, 2010, p. 132). Jack, consolidating himself merely
at home, feels “a strong sensation of having been away [from home] several months”
when he goes out with Julie’s boyfriend Derek for a few hours. Thus, the traumatic event

Litera Volume: 32, Number: 1, 2022 27



Traumatized Perception of the Self and Time in lan McEwan'’s The Cement Garden and The Child in Time

indicates its impact not at the moment of their mother’s death but maintains its existence,
as argued by Caruth “in another place and in another time” (1995, p. 8).

Trauma is not in the subjects’ conscious state as they repress it in a way (Freud and
Bauer, 2001, p. 7). Throughout the novel, the children appear to be anesthetized,
wandering around like sleepwalkers, without perception of time. They have no
conversation even when they are all together. Felman and Laub (1992) regard the
silence of traumatized survivors as “a fated exile yet also a home, a destination and a
binding oath” (p. 58). In this regard, the children’s silence may be evaluated as a way of
protecting themselves against their trauma reality by denying it as a defense mechanism.
Jack feels stuck in the repetitive actions of repressing his mother’s death in his
unconscious. He does all the things which his mother has not approved and warned
him about. He keeps masturbating several times a day sometimes without realizing
even what he is doing because, as argued by Balkaya, the pleasure principle helps the
human to escape from discomfort (2014, p. 59). He says that he feels the urge to
masturbate because of “[t]he impossibility of knowing or feeling anything for certain”
(McEwan, 2010, p. 169) because his traumatic experience is unavailable to his
consciousness and exposes itself in his repetitive actions. He wanders in rooms and
aimlessly finds himself lying on the bed sleeping, thinking that there is“not much point
in getting up” (McEwan, 2010, p. 160). He refuses to clean his body and wanders around
with his filthy nails, greasy hair and yellow teeth. Considering Felman and Laub’s note
that trauma entails the “crisis of truth” (1992, p. 5), this is Jack’s way of rejecting his
mother’s death and repressing the truth which remains unrepresentable and indefinable
for him. Considering that “apathy, lifelessness, somatization, addiction, weak notions
of self, and inability to fantasize or to act at all in real life” are some symptoms that show
up in traumatized people (Moreno & Coelho, 2013, p. 1), Jack’s daily routine is shaped
through the traumatic impact. To escape from the reality of his mother’s death, he reads
the same book several times and associates himself with the character in the novel,
Commander Hunt, whose spaceship remains “perfectly still, fixed in outer space”
(McEwan, 2010, p. 156). He often compares his room to Commander Hunt's neat and
tidy spaceship in his daydreams. Jack’s confusing perception of his world and the
fictional character’s world indicates how traumatic experience turns out to be, in Caruth’s
word, “a breach” in the perception of the self and the outer world (1996, p. 60).

Trauma is inherently incomprehensible and dissociative. It leads the memory to
dissociate and makes the experience indecipherable in nature and hard to express
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through language (Caruth, 1996, p. 141). Jack has flashbacks of the old days on the
beach where he is crying and keeping up with his parents walking ahead of him
(McEwan, 2010, pp. 252-253). Furthermore, he is sometimes haunted by nightmares
in which he sees his dead mother still reproaching him for his excessive masturbation
(McEwan, 2010, pp. 182-184). Such an obtrusive dream is the manifestation of Jack’s,
in Onega’s words, “the compulsion to repeat or ‘act out’ the traumatic event” (2011, p.
84). His flashbacks and nightmares tell“the story of a wound that cries out, that addresses
us in the attempt to tell us the reality or truth that is not otherwise available” as the
truth remains far away from the consciousness (Caruth, 1996, p. 4). In this respect, as
a traumatized subject, Jack acts out the traumatic event repetitively maintaining its
impact in his memory rather than recollecting it as a memory belonging to the past.
His trauma, in Luckhurst’s words, “falls out of our conscious memory, yet is still present
in the mind like an intruder or a ghost” (2008, p. 499). Thus, the delayed remembrance
hinders him from overcoming the impetus of the experience over the conscious.
Therefore, time does not proceed in linearity for Jack anymore. He says to Julie:“Except
for the times | go down into the cellar | feel like I'm asleep. Whole weeks go by without
me noticing, and if you asked me what happened three days ago | wouldn’t be able to
tell you” (McEwan, 2010, p. 267)

Julie and Tom also lose their perception of time. Julie is mostly inactive during the
day, either sitting and smoking in an armchair or sunbathing in the garden. She confesses
that she has lost all sense of time and that the feeling that nothing changes renders
her feeling fearless (McEwan, 2010, p. 267). Moreover, when her boyfriend Derek asks
how long she has had an incestuous relationship with Jack, she says:“Ages...ages and
ages.” (McEwan, 2010, p. 269). As Pozorski argues, “[alfter a traumatic event, there
appears to be neither a before nor after. The time of trauma is what comes after. And
before” (2006, p. 71). Therefore, Caruth argues that the notion of traumatic temporality
urges “more traditional conceptual histories...to be rethought” (Pozorski, 2006, p. 78).
In this context, Julie's traumatized perception of time is reset after her mother’s death
after which time it prolongs in an endless term. As for Tom, he spends his time playing
around the house with his friend Michael without taking him inside the home. He
sometimes regresses in time. He behaves like a little baby wishing Julie’s care of him
by speaking in a baby voice and sucking his thumb and still sleeping in a cot. On the
other hand, he also wishes to grow up by throwing away his toys. Considering their
manners, it may be argued that time becomes reversible and immeasurable especially
for Jack, Julie and Tom.
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As for Sue, she is the only child in the family attempting to catch the time by recording
any details after the mother’s demise. Felman and Laub (1992) note that traumatized
survivors need to tell their stories to survive (p. 78). In this regard, Sue chooses to tell
her and her siblings’ ongoing daily life to survive their traumatic reality. She seems to
hold time, remaining active in history through the diary she is keeping. The traumatized
subject experiences “a crisis of language” which comes along with “a crisis of time
perception” (Ehlers & Clark, 2000, p. 334), so he/she has difficulty in expression through
oral and written terms. However, reading and writing all day, which are Sue’s apparent
defense mechanisms against the trauma in her isolated life, have healing effects on
her. She is the only child who expresses herself in written words. It helps her overcome
her traumatized perception of being “frozen in time” (Ehlers & Clark, 2000, p. 334). Thus,
she works through the trauma through her efforts to represent what is unrepresentable.
She preserves her perception of time through her diary; she writes addressing her dead
mother and reporting to her what occurs every day (McEwan, 2010, p. 186). The diary
helps her restore the distinction between the past and the present in her memory, thus
work through her trauma.

The siblings cannot develop a healthy relationship among themselves because as
Caruth suggests, traumatic shock impairs their perception of the self (1996, p. 4). Jack,
Julie and Tom, who are all in the phase of sexual development, suffer from their oscillating
perception of gender identities. Jack and Julie cannot adopt the role of brotherhood
and sisterhood properly, instead they replace their parents both in terms of the roles
and particularly sexuality by being involved in an incestuous relationship. Likewise,
Tom cannot decide not only whether to become an infant or an adult but also whether
to become a boy or a girl. He mostly wishes to become a girl and prefers wearing girls’
clothes and wearing a wig to appear like a girl. He takes Julie and Jack as role models
and imitates Julie while playing house with Michael who plays the role of Jack in games.
From LaCapra’s perspective, they act out their traumatic experience thus impeding
their recovery from the trauma. Instead, they go in deeper through its adverse impacts
with their distorted perception of the self and time. Thus, they cannot construct and
secure their identities by confronting their trauma and post-traumatized current life.

Consequently, The Cement Garden portrays how trauma leads the young aged
siblings, each of whom is in a critical stage of development, to lose their connection
with the outer world escaping from the truth and its results by confining themselves
in a claustrophobic world and surrendering themselves to a tragic end. Considering
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their post-traumatic process, it is apparent that their perception of the self and time
is distorted making them act out. Sue is the only one who appears to be on the way
of disengaging herself from the dissociative, repressive and nightmarish nature of
her trauma. She tries to work through the death of her mother by writing. On the
other hand, trauma leads Jack, Julie and Tom to develop problematized identities,
constructed through the blurriness of the world, the self and temporality on the level
of consciousness.

Post-traumatic Awakening in The Child in Time

The Child in Time unfolds the traumatized life of the protagonist Stephen Lewis, a
prominent children’s author and a member of a commission concerned about child
care in the English Government, in search of his three-year-old daughter, Kate, who
has been lost for about two years. Stephen considers she has been abducted and lives
with the “fantasy of her continued existence [...without which] time would stop”
(McEwan, 1992, p. 13). He calls the moment of her disappearance a “malevolent
intervention” (McEwan, 1992, p. 331). This phrase identifies the abrupt and intrusive
nature of the traumatic experience confirming Caruth’s note of trauma which occurs
“too soon [and] too unexpectedly” (1996, p. 4). It leads to “disempowerment” in the
traumatized recollection (LaCapra, 2004, p. 45) as observed in Stephen’s and LaCapra’s
words, “helplessness”like a child (2004, p. 45) while “taking long strides, bawling name
as he pounds the length of an aisle”in search of Kate (McEwan, 1992, p. 37).The feeling
of helplessness against the trauma reality damages the self. From the approach of
trauma theory, like the children for whom the death of their mother is such a strong
stimulus in The Cement Garden, Stephen is also defeated by the loss of his daughter,
which is powerful enough to break through the protective barrier of his conscious. He
remembers Kate's disappearance in the supermarket and lives this “moment of crisis”
repetitively in his memory: “He had been back a thousand times, seen his own hand,
a shelf, the goods accumulate, heard Kate chattering on, and tried to move his eyes,
lift them against the weight of time, to find the shrouded figure in the periphery of
vision, the one who was always to the side and slightly behind” (McEwan, 1992, p. 33,
my emphasis in italic). The traumatized individual attempts to construct mechanisms
of preparedness for anxiety after trauma through the re-enactment of the traumatic
incident in dreams and nightmares (Whitehead, 2009, p. 96). In this context, Stephen
seeks to establish defense mechanisms enlivening his anxiety to return him to the
traumatic reality.
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Stephen’s traumatized consciousness plays with his memory through the subjectivity
of time. The traumatic effects appear in“total or partial amnesia, temporal disorientation,
and the compulsion to repeat or‘act out’ the traumatic event in the form of intrusive
thoughts, hallucinatory images, or disturbing dreams” (Onega, 2011, p. 84) as represented
by Stephen. He lives along with the prevailing thoughts of Kate's existence somewhere.
While travelling in a cab, he thinks of her playing in a school garden with her friends
merely “fifty feet way” (McEwan, 1992, p. 345) after mistaking another girl for Kate. He
is so convinced that she is Kate with “phantom growth” (McEwan, 1992, p. 13) in time
which he cannot witness. His condition represents how traumatic memory is unintegrated
and timeless. Therefore, it cannot be confined to the past because it preserves its
topicality in the traumatized memory all the time. Stephen gets lost in time with Kate’s
disappearance, and while seeking for her, he finds himself in search of his own lost
childhood. While searching for her in the classroom, his distorted perception of time
reminds him of his old school days when he was proceeding towards “a vacant seat”
with some crayons in his hand (McEwan, 1992, p. 352). Slay (1991) argues that Stephen
is much more concerned about the child he has inside himself, like every adult, than
his daughter (p. 243). He oscillates between his childhood and lamentation for Kate’s
disappearance for a while. He keeps watching cartoons on TV and often buys toys. The
narrator says: “He had thought all this out quite carefully, and he was not deceived. He
was doing this for himself, without illusions” (McEwan, 1992, p. 310). Childs regards
Stephen’s interest in cartoons and toys as “both presents for the missing Kate and
sources of comfort for himself” (2005, p. 174). As mentioned by Felman and Laub (1992),
the punchline of trauma is the victim’s failure to contemplate the experience from a
broad experience (p. 72). In this regard, Stephen has difficulty in accepting the truth
that Kate is lost, and it is the crucial point of his permanent acting out of the traumatic
experience because his trauma is active in his unconscious like “a haunting ghost”
(Caruth, 1995, p. 17) and his disapproval of his daughter’s being lost makes the traumatic
effect deeper “in connection with another place and time” (Caruth, 1995, p. 17).

Stephen’s post-traumatic perception of time is represented by anachronic events
and flashbacks in the novel. The local pub called “The Bell” seems familiar to him even
though he has never been there. Moreover, he encounters his parents before he is born
and realizes that the couple, whom he sees in The Bell, are“beyond question” his parents
(McEwan, 1992, p. 142). This confounding coincidence makes the reader interrogate
the subjectivity of time and its fluidity in consciousness dismantling itself from
chronological order. He witnesses the “delicate reconstruction of another time” (McEwan,
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1992, p. 136). Afterwards, his mother talks about a child in the window of The Bell she
looked at on the day when she learnt about her pregnancy with Stephen and assumed
that the child looking at her is her boy forty-four years earlier (McEwan, 1992, pp. 218-
220). The miraculous anachronism which allows two distinct periods to exist together
in the same space arouses the relativity of time in regards to perception. Moreover, he
feels his parents himself walking on the road where they have walked without him a
long time earlier than that day. The narrator calls that moment “a tapering echo”
(McEwan, 1992, p. 517) coming from the past. Stephen’s experiences in the classroom
and in the window of The Bell indicate the temporal displacement in his traumatized
consciousness. He finds himself out of context through confusion. On the same day as
his conversation with his mum, he has sex with Julie from whom he was separated for
along time and he feels sure that “what was happening now, and what would happen
as a consequence of now, was not separate from what he had experienced earlier that
day”(McEwan, 1992, p. 152) asserting that time has a nonconsecutive form not a linear
one in progress. It is apparent that as argued by Caruth, the traumatic incident is “fully
evident only in connection with another place, and in another time” (1995, p. 8). Therefore,
the traumatic phenomenon constructs its own time, maintaining its impact both in
the past and the present belatedly through distinct settings.

The subjectivity of time perception is represented through another of Stephen’s
experiences, which is “out of context” because of its abrupt nature, when he considers
the moment of the collision between his car and a lorry on his way to visit Charles and
Thelma. Although the event lasts for “no longer than five seconds” (McEwan, 1992, p.
229), he cannot make sense of passing time because of his focus on the moment of
crisis. He thinks “what had happened to time, how duration shaped itself round the
intensity of the event” (McEwan, 1992, p. 229, my emphasis). On the other hand, the
driver who is stuck in the overturned lorry supposes he has been there for two or three
hours, instead of merely ten or fewer minutes (McEwan, 1992, p. 242). The narrator
notes “the rapidity of events [which] was accommodated by the slowing of time
(McEwan, 1992, p. 225) underlining the contradictory perception of time for the driver
who is stuck in the overturned lorry and Stephen who narrowly escapes injury in the
accident. Time makes progress in distinct paces for both the men. Stephen’s perception
of time indicates the subjective representation of the time concept which varies in
post-traumatic consciousness. Stephen feels lost within the discordance of time. Thus,
time becomes“the promise of teasing paradox”through “sheer difficulty, the indignity
of coming up against the limitations of one’s intellectual reach” (McEwan, 1992, p. 289)

”
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throughout the novel. In this respect, heis, indeed, “the child in time," suggested in the
title of the novel.

The burden under which Stephen is overwhelmed after Kate's disappearance is
combined with the loss of his best friend Charles. Unlike Stephen, Charles is an adult
who cannot balance his lost childhood, which he regresses to, and his current life.
Morrison compares and contrasts the difference between the situation of the two men
and notes:“Whilst Stephen oscillates between obsession and catatonia, Charles ventures
into a different universe of fantasy and nostalgia” (2003, p. 72). His post-traumatic life
indicates how the traumatic memory is, in Caruth’s words, “engrave[d] on the mind or
etch[ed] into the brain” (1995, p. 153). “Where Stephen seeks to conjure his lost child,
Kate, from the strands of history and possibility, Charles too is engaged in prefabricating
a childhood” (Morrison, 2003, p. 72). Charles fails to gain a critical distance from his
past, rather becomes embedded in the world of fantasy which he creates to be inhabited
in. His traumatic childhood seems to survive actively in his memory, in Freudian terms,
as“an agent that is still at work” (Freud & Breuer, 2008, p. 56). He desires to get free of
the limitation of adulthood including “money, decisions, plans, demands” (McEwan,
1992, p. 493) and intends to reverse time to embrace the innocence, spontaneity and
simplicity of childhood which he cannot live as a motherless boy. He leaves London'’s
city life, the representative of civilization, for the rural one, representing nature where
he lets the child inside him free spending time like a child in the woods all day. He also
replaces his wife Thelma with his mother whose death seems to have traumatized him
as a twelve-year-old child leading him to have a traumatized self as a“child who could
not have everything” (McEwan, 1992, p. 500). In this respect, his regression in time
resembles Tom'’s regression to babyhood in The Cement Garden. Tom'’s situation represents
Freud (1995)'s note that trauma is “fixed in the mind and not altered by the passage of
time, or the intervention of subsequent experience” (p. 172). Tom compensates for the
absence of his mother with his elder sister Julie and his babyish manners to repress his
anguish and recover his unhappiness. He leaves his political career after the delayed
reappearance of his traumatic childhood causing his loss of connection to reality. He
asserts that“[c]hildhood is timeless. It's always the present. Everything is in the present
tense” (McEwan, 1992, p. 74) because, at the age of 49, he resumes his childhood in
casual clothes playing in his treehouse in the woods. The non-linearity of time is also
confirmed by Charles’s physicist wife, Thelma, who argues that despite common
knowledge of time proceeding from the past through the present to the future, “[t]lime
is variable...There’s no absolute, generally recognized ‘now” (McEwan, 1992, p. 286).
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In this regard, Stephen realizes that time is relative, fluid and variable; however, its
damages areirreversible as he cannot get Kate back, and Charles cannot get his mother
and childhood back causing traumatized impacts on the individual.

As for Stephen’s wife Julie’s response to Kate's loss, Julie undergoes, in LaCapra’s
term, “aporia, an endless mourning, impossible mourning, and resistance to working
through” (2001, p. 23) by sitting all day watching TV with blank eyes. After the mourning
phase, she faces Kate’s absence and clears off her belongings which indicates the
resignation from her trauma. After a short time, she prefers isolating himself from
anything that reminds her of Kate and her loss, thus moves to the Chilterns where she
leads a peaceful and lonesome life without technological devices such as a phone
because, as argued by Etkind (2015), “Im]ourning merges with warning, shaping a
temporal zone of indistinction, which combines the past and the future in a joint effort
to obscure the present” (p. 256), and it helps her overcome a deteriorating traumatic
impact on her life. She seems to have relieved her grief by accepting Kate's loss and
finds a way out through “the idea of the new baby” (McEwan, 1992, p. 527) to restore
their exhausted relationship, interrupted after Kate’s loss. As Seaboyer (2005) argues,
the baby signifies “a repetition with a difference of the biological mystery of love and
changeful continuity that signals a shift away from melancholia” (p. 26).

Unlike Julie, Stephen remains in the phase of denial in relation to his trauma and
evaluates her behavior as“a feminine self-destructiveness, a willful defeatism” (McEwan,
1992, p. 53). He evaluates Julie’s grief as “the near ecstatic suffering” (McEwan, 1992, p.
55). He wanders around looking for Kate everywhere all day with a notice of loss in his
hand, in a way, has “anaesthetised himself with [that] activity” (McEwan, 1992, p. 52),
daydreaming or gazing at his hands for hours. He spends his days on these sedative
activities negating Kate's loss. In time, he becomes “the father of an invisible child”
(McEwan, 1992, p. 13) because he imagines Kate’s presence with himself, remaining
indifferent to the outer world. His way of responding to the trauma is similar to Jack’s
in The Cement Garden because both of them revert their crises to “a state of torpor”
(Williams, 1996, p. 223). Thus, Stephen is controlled by the “weight of time” (McEwan,
1992, p. 32) until he works through his trauma. His approach to the process of working
through his trauma is indicated in the narrator’s words: “Stephen came to feel that if
he had not exorcised his obsession, he had blunted it. He was beginning to face the
difficult truth that Kate was no longer a living presence [...]. He had been mad, now he
felt purged” (McEwan, 1992, p. 374). Moreover, when the Lewis couple, who are estranged
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from each other for a long time, recognize their“diminished family” with Kate's absence
by “cry[ing] together at last for the lost, irreplaceable child who would not grow older
for them” (McEwan, 1992, p. 529), they undergo the process of working through trauma
towards the arrival of a newly born child and improve a critical distance to their trauma
both by acknowledging their loss of Kate and surviving this overwhelming situation
with “the possibility of her return”one day (McEwan, 1992, p. 529). Their critical distance
to their trauma helps them to welcome a new baby standing out as a representative
of their reunion as parents and the commencement of a new order of life with another
“beautiful child” (McEwan, 1992, p. 542).

Another impact which enables Stephen to overcome his enduring post-traumatic
disruption impeding the flow of his life is writing. Literature has a healing impact on
the traumatized subject. Onega explicates it through the capability of the narrative
to bestow meaning upon the events in ordered and comprehensive temporal terms,
and this aids the traumatized reader or author in the process of “working through”
it (2011, p. 84). Like Sue, who handles dissociation resulting from her trauma by
writing, Stephen confronts his childhood through his book Lemonade. Charles says
to him that it is for Stephen himself:“It was your ten-year-old self that you addressed.
This book is not for children, it’s for a child, and that child is you. Lemonade is a
message from you to a previous self which will never cease to exist” (McEwan, 1992,
p. 74). Writing helps traumatic survivors get rid of being trapped between the traumatic
reality and its re-enactment by “literally transfer[ing] it to another outside oneself
and take[ing] it back again, inside” (Felman & Laub, 1992, p. 69) to face the trauma.
Slay argues that Stephen’s children’s novel is a way of making his own lost childhood
reversible (1991, p. 234). While Lemonade aids Stephen to defeat the overwhelming
impacts of his trauma, it makes its reader, Charles, choose to compensate for his
unhappy childhood and regress in time into childhood. In this regard, writing helps
Stephen face the truth that Kate's absence and his childhood belong to the past, but
his self is in the present. Thus, he achieves working through his trauma, and he can
welcome his new-born baby merrily.

Thus, The Child in Time associates Stephen’s search for his lost daughter with his
own and his friend Charles’s traumatized childhoods because they attempt to face or
compensate for their losses in a way. The dissociative traumatized memory of the
traumatized characters hinders them from distinguishing not only between the past
and the present but also between the self and the outer world. The truth they act out
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becomes their obstacle in continuing their lives, as observed through Stephen’s initial
traumatic responses and Charles’s failure in struggling against his traumatized perception.
Considering the characters’ post-traumatic experiences, while like Jack and Julie in The
Cement Garden, Charles proceeds into his tragic end by being stuck in his traumatic
past, Stephen and Julie’s later attempts at working through their traumatic experience
enable them to connect with the present and the outer world once again. Like Sue,
who appears to survive her trauma by means of keeping a diary in The Cement Garden,
Stephen also recovers his distorted association with his trauma by writing a children’s
book, thus reconciling with his trauma.

Conclusion

Trauma is one of the research areas which is currently being investigated, and which
still has a great void to fill. Trauma fiction attempts to articulate the complicated
traumatized worlds of people. In this respect, as trauma novels, McEwan’s The Cement
Garden and The Child in Time reflect elusive traumatic experiences and post-traumatic
lives in different aspects by fragmentary narration in accordance with the traumatized
characters'dissociative memory. While The Cement Garden portrays trauma in a domestic
and claustrophobic sense, The Child in Time broadens the angle illuminating different
lives revolving around traumas related to children and childhood. Caruth’s and LaCapra’s
theories of trauma illuminate the traumatized characters’ distorted perception of the
self and time in both novels. From Caruth and LaCapra’s approach, the critical reading
of the two novels reveals that there is a close relationship between trauma and the
perception of the self and time. The critical approach to the characters’ response to
their traumas concludes that trauma disrupts people’s perception of time and the self,
resulting in their loss of connection with the outer world and temporality. When
traumatized individuals fail to work through their traumas, their distorted perception
of the self and time also makes them act out their traumas deteriorating their lives.

The analyses of the novels also indicate that the traumatized individual’s modified
structure of their timeless and fragmented memories, because of the trauma reality,
affect their altered perception of the self and time, and that writing has a healing impact
on the traumatized perception enabling the traumatized subject to work through the
traumatic experience through restoring the impaired perception of the self and time.
The critical reading of The Cement Garden and The Child in Time in the context of trauma
theory reveals that it is the traumatized subjects’ individual effort that determines
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whether they can overcome or be defeated by the aggravating impacts of trauma.The
increasingly overwhelming traumatic impact, against which they cannot prevail, may
turn their lives into tragedy, or the traumatized subjects can embrace a hopeful life
through reconciliation with their traumatic reality.
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ABSTRACT

In Angela Carter’s Nights at the Circus (1984), the protagonist Fevvers is a character
with an overwhelming bodily presence, whose identity is mediated through her
bodily performances and via the viewership of the spectacle that is her “self”. Always
facing the question “Is she fact or is she a fiction?”, the real identity and being of
Fevvers seems to escape the reader through her magnified corporeality and
performativity. Yet, as the episodes in which Fevvers performs as inanimate objects
oris juxtaposed next to them show, the corporeal existence of Fevvers harbors many
posthuman possibilities for subjectivity, even though Fevvers is also discovered to
be severely marked by her human identity and femininity. Using a theoretical framework
informed by writings on thing theory, posthumanism, and posthuman feminism, this
paper explores the hybrid bodily existence of Fevvers from a post humanist angle to
point out that despite demonstrating a general intuition towards a posthuman
understanding of subjectivity and feminism as also claimed by former critics, Nights
at the Circus finally dismisses such possibilities for a“corporeal feminism”as manifestoed
by Elizabeth Grozs. Staying loyal to her human nature, the novel’s protagonist Fevvers
turns down possibilities offered by her animal, thing, and machine beings and subsumes
her hybridity under corporeal feminism.
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Dismissed Possibilities: Thingness, Posthumanism and Corporeal Feminism in Angela Carter’s Nights at the Circus

Introduction

The focus of Angela Carter’s 1984 novel Nights at the Circus is no doubt its main
character Fevvers, whose career as an aerialiste at the turn of the century reads as an
exploration of the limits of female experience. Growing up in a London brothel and
rising to fame and fortune from the slums with the merit of her winged body, Fevvers
defies all binaries and categories that can contain her with a performativity that situates
her as being masculine, feminine, human, animal, and inanimate all at the same time.
However, this paper aims to explain that although the protagonist of Nights at the Circus
is widely recognized as having a Bakhtinian“grotesque body”in the novel’s scholarship
and the novel’s narrative is read in“carnivalesque” terms along with similar evaluations
of its relationship with alternating forms of corporeal existence, the different embodiments
of Fevvers in conjunction with human, animal, and inanimate forms are nonetheless
possibilities for a posthuman subjectivity dismissed for corporeal feminism. Despite
the narrative’s extraordinary proclivity for approximating the human realm to others
and its potential to prelude a post humanist and post gender feminism, which will be
heralded by Donna Haraway only a year later in“A Cyborg Manifesto” (1985/2001), the
novel’s ending prevails a corporeal understanding of feminism as notably explained
in the writings of Elizabeth Grozs (1987,1994) but also shared by earlier feminists such
as Helene Cixous and Luce Irigaray. Grozs' (1987,1994) conceptualization of corporeal
feminism displays influences of the ontological and epistemological philosophy of
Maurice Merleau-Ponty (also an influence for Irigaray), whose emphasis on the
importance of the body and the bodily senses on the formation of subjectivity is
reflected in corporeal feminism’s keenness to overwrite the boundaries between the
female body and the female mind/subjectivity. The importance of studying Angela
Carter’s Nights at the Circus within this locus comes from the fact that while the novel
allows for a reading of Fevvers'subjectivity under the lens of theories of new-materialistic
speculative philosophy such as posthumanism and thing theory (which also owe,
among others, much to the philosophy of Maurice Merleau-Ponty' and the
phenomenology of Edmund Husserl and Heidegger for their conception and
development) the ending of the novel establishes Fevvers’ corporeality within corporeal
feminism and essential female subjectivity at the cost of her“thingness”and her implied
potential for posthuman and postgender subjectivity. As a result, this paper evaluates
Carter’s Nights at the Circus as a work that offers readings from a posthuman angle, but

1 “For Merleau-Ponty, subjects and objects constitute one another in a relationship characterized by
‘reversibility’ and ‘intertwining’“(Boehm, 2012, p.5)
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also restrains its central narrative interest to corporeal feminism. While the following
first section will examine the earlier analyses of Fevvers' corporeality and interpretations
of Angela Carter’s literature in relation to posthumanism and posthuman femininity,
the later sections of this text will look at Fevvers in relation to “thingness” and thing
theory and also evaluate the novel’s other strains of “posthuman” narrative, before
finally explaining that these instances are characterized by reductions to objectification
and anthropomorphism, and finally in Fevvers’case, a turn towards female essentialism
and corporeal feminism.

Beyond the carnivalesque readings of Nights at the Circus

The reader of Nights at the Circus meets Fevvers through the lens of the American
journalist Walser, whose portrayal of Fevvers captures her daring desire to cross the
boundaries of gender-specific behavior. During their lengthy interview, Fevvers drinks
champagne with the thirst of a stranded sailor, stuffs herself with “gargantuan enthusiasm”
(Carter, 1984/1993, p. 22) while spilling gravy around, and lets a“ripping fart ring round
the room” (Carter, 1984/1993, p. 11) so that Walser knows she has the upper hand in
this interview. Fevvers' excessive bodily presence and behavior during this interview
is a measure to ensure that Walser, as the temporary narrator of this young woman, is
faced with the “excess”in her which resists the reductionisms of his pen. Though Walser
as a journalist may have the narrative power to define or transform Fevvers'identity in
the eyes of his readers, the way Fevvers dominates the interview with her bodily
presence and her choreography of “masculine” bodily behavior suggests that she, after
all, understands that there must be more than just words and concepts to define her
identity.

Former critics of the novel approached the immense bodily presence of Fevvers
from a Bakhtinian point of view and defined Fevvers as having a “grotesque body”. In
“Feminine Freakishness: Carnivalesque Bodies in Angela Carter’s Nights at the Circus’,
Wendy O’Brien (2006) builds on the concepts derived from Mikhail Bakhtin’s Rabelais
and His World (1965/1984) and explains Fevvers’“corporeal excess” (para. 2) as an
outcome of her “grotesque body”, which also marks her carnivalesque identity and
existence. O'Brien (2006) explains that for Fevvers, “the excess of the carnivalesque
prompts a crisis of subjectivity that signals both the redundancy of restrictive ideologies
of demarcation and hierarchy”and“the playful possibilities of corporeal fluidity” (para.
2). Like others, O'Brien (2006) refers to the “ambiguity” of Fevvers’ performativity “as a
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destabilization of the assumed causality between corporeality and ontology” (para. 2).
Similarly, in “Grotesque Bodies and Spaces in Angela Carter’s The Passion of New Eve”,
P.A Genca (2018) surveys yet another transgressive Carter protagonist (Eve/lyn) and
proposes to view Eve/lyn’s grotesqueness in The Passion of New Eve as “a critique of
binaries such as normal/abnormal, sane/insane, beautiful/ugly” etc., and deems it as
being“significant for the relationship between the human and the environment in the
sense that the grotesque offers an alternative to the conventional and monolithic
perception of this relationship”(p. 121). As these comments from reading Carter’s works
and characters with the help of Bakhtinian concepts of “carnivalesque”and “grotesque”
demonstrate, it is not only possible but also common to evaluate Nights at the Circus
as a subversive novel in which the liminal ground between binaries, categories, and
bodies is threaded.

The fact that Carter’s protagonists are commonly associated with Bakhtinian concepts
of grotesque and carnivalesque is hardly surprising. With a central character that gorges,
belches, and farts in the narrative, the concepts jump at the reader rather than imply
themselves in Nights at the Circus. If the wonder of Fevvers' feathered wings hints an
unlikely ethereality, the unusual commonness of her mouth and bum, in turn, elucidates
a carnality and bestiality that cancels any differentiation between the inside and out,
the dead and the alive, the man and the animal, and the reason and unreason, which
also “facilitates a celebratory reading of the amorphous, leaking, and engulfing body,
as ameans by which the boundaries of the body are rendered permeable and slippery”
(O’Brien, 2006, para. 27). Yet, several objections and additions to a carnivalesque and
grotesque reading of Fevvers' body emerge just in the moment where “a celebratory
reading”feels imminent. While Genca (2018) pins down the grotesque as an important
alternative to the “conventional”
and the environment, and O’Brien (2006) further nominates it as a “destabilization” of

and “monolithic” relationship between the human

the “causality between corporeality and ontology,” the corporeality and corporeal
performativity of Fevvers is seen to shield a subjectivity that is decidedly human and
feminine in Nights at the Circus, however ambiguous and leaky. Thus, while O’Brien
(2006) reminds her reader of Bakhtin’s assertion that a grotesque open body “is not
separated from the world by clearly defined boundaries; it is blended with the world,
with animals, with objects” (qtd. in O’Brien, para. 28) and adds that

In a further Rabelaisian gesture Carter codes those aspects of Fevvers’
performance that do not align with conventional femininity not simply
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as masculine, but through a disparate range of metaphors both animal,
human, animate, and inanimate. Fevvers frustrates more than conventional
binaries of masculine/feminine as her metaphorical presence challenges
the discretion of the corporeal form as human. (O'Brien, 2006, para. 7)

O'Brien’s (2006) assertion as to the “discretion of the corporeal form as human”taking
place in Nights at the Circus calls for the attention to the fact that despite defying certain
gender-related boundaries and binaries as well as the male-dominated stasis of the
“rationalism” of subjectivities, the grotesque corporeality of Fevvers comes short of
extending the project to new posthuman possibilities and posthuman feminisms.
Throughout the book, Fevvers evaluates both her corporeal and social presence in
decidedly human terms, and the novel’s narrative, overall, turns down the new possibilities
of a posthuman subjectivity that Fevvers’ hybrid identity as a bird-woman might offer.
Indeed, despite the critical consensus that postwar British novelists “such as Angela
Carter ... discover in the posthuman spectacular body the possibility of a new kind of
feminist or postfeminist politics” (Boxall, 2015, p. 188) and that novels including Carter’s,
have “discovered the possibility of a new feminist politics in the junction between
posthumanism” (Boxall, 2015, p. 139), there are still voices that mark the limits of Carter’s
work which could be integrated into the posthuman feminist project. Karin Sellberg
(2015) writes that although Angela Carter, among others, “developed a style of writing
about embodiment that directly engaged with the philosophical and theoretical
discourses of the time”, and her novels including Nights at the Circus “preempt the
theories of gender, sexuality and becoming that were going to shape academic
discussions of embodiment ... in works such as those of Judith Butler, Donna Haraway
and Gilles Deleuze and Félix Guattari” (“Monsters”, p. 48), there is a recognizable limit
to the malleability of Carter’s posthuman feminism. Sellberg (2015) reminds us that
Carter is “particularly criticized for invoking the mythical Platonic hermaphrodite” in
her works and that“queer, third-wave feminist, posthuman, and transgender critics like
Jordy Jones, Aidan Day and Ricarda Schmidt thus find the presence of the Platonic
hermaphrodite in Carter’s ... texts a fatal flaw to an otherwise beautifully queer and
gender transgressive narrative,” since “the myth is said to adhere to essentializing ideals
of gender and sexuality, thus forming a heteronormative and cisgendered trope”
("Embodied Platonisms”, p. 95-6). Even though Nights at the Circus does not make direct
use of the Platonic hermaphrodite myth like The Passion of New Eve (1977), Fevvers’
androgynous attitudes in Nights, as well as the narrative’s posthuman tendencies to

2 See, Day (1998), Jones (2006) and Schmidt (1990).
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approximate the human realm to others, are similarly seen to be cut short with
essentializing ideals of feminine subjectivity and corporeality. Thus despite, in Sellberg’s
(2015) words, Carter’s “preemption” (“Monsters”, p. 48) of the posthuman and post
gender theories in her works, the rest of this paper strive to show that Nights at the
Circus is finally a novel in which its protagonist Fevvers’ implied thingness and
posthumanism are exchanged for corporeal feminism and feminine essentialism.

Fevvers as non-human: A thing among things

The very first line of The Nights at the Circus is where the posthuman possibilities of
Fevvers’ subjectivity and performativity first surface: “’Lor’ love you, sir!’ Fevvers sang
outin a voice that clanged like dustbin lids” (Carter, 1984/1993, p.7). Although Fevvers’
career is full of moments where she is treated or positioned as an object willingly or
objectified against her will, this first sentence already implies that her “thingness”
exceeds these particular experiences. Such quality of “thingness” resides within Fevvers
also quite outside her project of “demanding”to be looked at as an object of attention
as an aerialist to facilitate her mischievous empowerment against and through the
male gaze. Fevvers, who at first sounds like “dustbin lids”, is later discovered by Walser
to be having, specifically, an “extraordinarily raucous and metallic voice; clanging of
contralto or even baritone dustbins” (Carter, 1984/1993, p.13), looking “like a dray mare”,
and having a face “broad and oval as a meat dish” (Carter, 1984/1993, p. 12). These
extraordinary juxtapositions of Fevvers'physical qualities (which locate her as an object
or as part of an object) do not imply that Walser finds her repulsive or unattractive. On
the contrary, it is this undefinable look and aura of thingness that makes Fevvers truly
an object of interest for Walser and others. Mixing masculinity and femininity in her
awkwardly colossal yet still female body, Fevvers nonetheless owes her allure not to
her playful attitude around the concept of gender, but to the fascinating ambiguity of
her entire being: “She was twice as large as life and as succinctly finite as any object
that is intended to be seen, not handled. Look’ Hands off!” (Carter, 1984/1993, p. 15).
In Guerilla Metaphysics, Graham Harman (2005) explains this quirky kind of allure as a
form of beauty occurring in the moment of “cutting ... the bond between an agent
and its traits”, during which “a thing or creature is gifted with qualities of such
overwhelming force that we do not pass directly through the sensual material into the
unified thing, but ... see the beautiful entity lying beneath...commanding them like
puppets” (p. 142). Thus, in accordance with this caveat, Fevvers in these instances owe
her allure for Walser and others to the very thingness of her body and entity. Being
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“twice as large as life" yet still as “finite as any object’, Fevvers'body is an overwhelming
material presence that does not necessarily suggest a unified subject beneath, which
also explains the alarm it causes: Just“look, hands off!” (Carter, 1984/1993, p. 15). Being
contradictorily large as life yet still as finite as a lifeless object, Fevvers dwells in a midway
between the animate and inanimate, and the alive and the lifeless according to her
viewer, and as such, causes them to think that she is far too “unreal” to be handled and
brought into the human realm of the living. Such misregard and fear of “thingness”and
non-human being, along with its queer desirability by others, is felt in the episodes
that take place in Madam Schreck’s bizarre establishment, the “museum” of female
monsters, where Fevvers as a tombstone angel that unites an ultimate ethereality with
an ultimate objectness, feels subjugated to and objectified by the gaze of customers.

The feelings of subjugation and objectification that permeate Fevvers' experience
as atombstone angel in Madam Schreck’s museum constitutes the heart of the mutual
yet contradictory qualities of fearfulness and allure that characterize things and thingness
in the narrative. Aligned with Angela Carter’s politics, in Nights at the Circus the politics
of characters such as Fevvers and Liz visibly tend toward the Marxist. While Fevvers
displays a keen Marxist/materialist understanding of the importance of having a full
bank account, a cheeky Liz uses Walser as a letter mule whilst in Russia to ensure that
“the comrades in London got hot news of the struggle” (Carter, 1984/1993, p. 234). Yet,
as concepts such as commodity fetishism and alienation? evidence, neither does Marxist
economic and social philosophy have a very high appreciation of things as commodities,
nor does it appreciate an “excessive” attribution of meaning to them. Moreover, Isobel
Armstrong (2012) writes that with the concept of commodity fetishism Marx“instantiated”
or“perhaps perpetuated a hostile subject-object world in which each stands over and
against the other” and she also adds that “commodity fetishism is built on a struggle
between subject and object for ownership of consciousness and body” (p. 23). According
to Bill Brown (2006), such Marxist fears of the colonization of the subject by the object
took place in a crooked manner after the industrial revolution and especially in the
case of slavery,* when subjects and objects changed places since “the spectral completion
of commodity fetishism [where things appear to have lives of their own] is human
reification [where people appear to be no more than things]” (p. 180). Such process of

3 “Marx understands alienation as the domination of a subject by an estranged object of its own creation’,
since through work the subject “objectifies ... consciousness” and “duplicates himself in the world of
objects, into material creations” (Thompson, 1979, p. 25).

4 Brown (2006) reminds that Harriet Beecher Stove's novel Uncle Tom’s Cabin (1852) was originally subtitled
“The Man Who Was a Thing” (p. 179).
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“human reification” and objectification Brown (2006) mentions in the case of slavery
also explains the preoccupation with alienation, objecthood, and their invasion of the
subject in post-colonial criticism. The Marxist problematization of the troublesome
relationship between the subject and the object as in commodity fetishism and alienation
is reflected in the post-colonial theories of Aimé Césaire and Frantz Fanon who, also
like the feminists, apply the concept of objectification to understand the self-alienation
of the (colonial) subject under the gaze of the oppressor. In Discourse on Colonialism
Aimé Césaire (1950/2000) writes that the “relations of domination and submission ...
turn the colonizing man into a classroom monitor, an army sergeant, a prison guard
... and the indigenous man into an instrument of production’, and asserts that
colonization is, finally, “thingification” (p.42). Treading similar ground, Frantz Fanon
(1952/1986) explains his experience as a“negro” by writing “l was an object in the midst
of other objects” (p. 109). “Sealed into that crushing objecthood” (Fanon, 1952/1986,
p. 109) under the gaze of the white colonialists, “the negro”is also “a toy in the white
man’s hands” according to Fanon (1952/1986, p.140).

Yet one thing that the new materialism and the ensuing stands of speculative
philosophy such as actor-network theory, thing theory, and posthumanism promise
to dois to view the object beyond its commodity status® while also rescuing it from its
eternal binary opposition against the subject. In thing theory objects are differentiated
from things. Things, Breitbach (2011) writes, “precede and exceed objects, and objects
are what the human intellect makes of things” (p. 33). Jane Bennet further (2004) defines
things as “entities not entirely reducible to the contexts in which [human] subjects set
them, never entirely exhausted by their semiotics” (p. 351). Things, as such, cannot be
reduced to commodities within their epistemologies, nor are they bound by the
traditional subject-object dichotomy. Thus, even though Fevvers'experience of thing-
being as a tombstone angel at Madam Schrecks’ museum of female monsters is akin
to the process of commaodification and objectification experienced by colonial subjects
and by similarly colonized (this time based on their gender) female subjects, Fevvers
experiences of thingness (animate or inanimate) in the novel always carry the marks
of the “inexhaustible semiotics” that Bennett (2004) attributes to things. As a result,
even though Nights at the Circus makes overt use of the concepts such as the male gaze

’

5 Jennifer Sattaur (2012) explains this change by writing the following: “Critics have moved away from Marxist
explorations of objects as commodities, to explore the possibilities of the object in contexts other than
those generated by discourses of exchange value, production, and consumption, adopting cultural
materialist and new historicist approaches to the objects of Victorian culture and literature. This movement
has become known as ‘Thing Theory'“(p.347).
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and women'’s objectification, Fevvers’ relationships to objects can also be studied in
relation to things and thingness, and in turn can be used to question the relationship
between the subject and the object, and thus encounter the problems of Fevvers’
corporeality and subjectivity. In “Thing Theory”, Bill Brown (2001) reminds that Rilke
once wrote“Only things speak to me” (qtd. in Brown, 2001, p. 2). Like Rilke and also like
Walser and Madam Schreck’s customers in the novel, Brown is drawn into things and
opines that“things”may have an overwhelming potential to discover new epistemologies,
as well as the potential to discover new subjectivities by existing and calling attention
to their existence: “The story of objects asserting themselves as things ... is the story
of a changed relation to the human subject and thus the story of how the thing really
names less an object than a particular subject-object relation” (Brown, 2001, p. 4). The
fruitfulness of the interrogation of the subject-object relation relies on the possibility
of viewing the thing divorced from the meaning it is associated with. Quoting Leo
Stein, Brown writes “things are what we encounter, ideas are what we project,” before
adding that we are all “caught up in things” and the “body is a thing among things”
(gtd.in Brown, 2001, p. 4). What then, should Fevvers do about the thingness of herself
and her body? While watching one of her performances as an aerialiste, Walser remarks
that Fevvers does not just move agile enough, which could cause the audience finally
to believe that she is, truly, a biological bird-woman. The slowness of Fevvers'movements
and the ungainliness of her gait is interpreted as a defense mechanism by Walser. By
inhabiting a speculative space between a winged woman and a female hoax, Fevvers
supposedly shields herself from being recognized as a natural freak. Yet, the reader is
supplemented with enough information to discern that what Walser interprets as
premeditated sluggishness may in fact be the very thingness of Fevvers’body reasserting
itself. Fevvers as a young girl struggles to make use of her wings and worries that though
a bird-girl she might be, flying might not be her specialty- chickens are birds that hardly
have use for wings. Without the capacity to fly, her wings are just feathered lumps that
emphasize the thingness of her body, (which is also ill-suited to walk or run) since we,
after all, “begin to confront the thingness of objects when they stop working for us”
(Brown, 2002, p. 4). Throughout the narrative, Fevvers faces the thingness of her body
repeatedly through her failures at flying with her wings, especially in Siberia where she
breaks one of her wings after a train crash and unsuccessfully tries to reach an amnesiac
Walser by flying to him. It gets her nowhere.

What causes Fevvers'bodily thingness in these instances of dysfunction is her bodily
hybridity. Hybridity is a concept that has been used and celebrated (especially in post-
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colonial studies) alongside concepts such as multiculturalism after being given a new
definition by Homi Bhabha (1994/2004), who sees it as the “displacement of value from
symbol to sign”and“that ambivalent‘turn’of the discriminated subject into the terrifying,
exorbitant object of paranoid classification” (p. 162). Although Fevvers fits this semiotic
definition of hybridity perfectly through her decided ambivalence between“fact”and
“fiction” in terms of her identity, Nights at the Circus also renders this term applicable
to Fevvers the bird-woman in its earlier biological significations, which also makes the
term crucial for posthuman and object-oriented studies. Reviewing the term in its
broad history, John Hutnyk (2005) writes that although it has“its origins in biology and
botany” (p. 80), currently “hybridity is an evocative term for the formation of identity”
as “it is used to describe innovations of language” and “is a code for creativity and
translation” (p. 81). However, Hutnyk (2005) also reminds that the term continues
evolving and for others, as for Donna Haraway, “hybridity is the key organizing feature
of the Cyborg, the wo-man/machine interface” and it “invokes mixed technological
innovation” and “multiple trackings of influence” (p. 81). Evident from the new
technological and machinic attributions to it, the term hybridity reacquires its biological
and corporeal functions with the onset of posthumanist thought, but this is far from
signifying that posthuman understandings of hybridity deflate the importance of the
term in terms of subjectivity. Juliette Kitchens (2016) emphasizes that“posthumanism
is grounded in the concept of hybridity ... environmentally, physically, and arguably
metaphysically” and that “posthumanism’s hybridity demands that empowerments
such as agency... and autonomy belong both to human and non-human actants” (p.
3). What follows this simultaneous posthuman and object-oriented distribution of
agency amongst the humans and non-humans (which hybridizes the human and non-
human bodies) is that “object-oriented philosophy doesn’t erase the subject or
subjectivity” but it instead “situates all potential subjects as objects” (Kitchens, 2016,
p. 4) and vice versa.

Remarkably, Fevvers' hybridity in Nights at the Circus is versatile enough to fit into
all the different takes on the term hybridity specified above. While the ambivalent state
of her identity as sloganized with the question “Is she fact or is she fiction?” (Carter,
1984/1993, p. 7) links her visibly to the subjective and culturally destabilizing form of
hybridity as formulated by Bhabha, her corporeal hybridity as a bird-woman renders
her anideal cyborg and a“wo-man/machine interface”in the posthuman understandings
of the word. Last yet not least, Fevvers'hybridity also allows her to cross the line between
the subject/object dichotomy in her thingness and through her thing-becomings while
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performing as statues throughout her career. The fact that her performed (yet also
naturally ingrained) thingness by no means signifies the evacuation of her agency and
subjectivity is perhaps best explained by contrasting her thingness and posthuman
subjectivity to that of Walser. As one of the critics of the novel, Dilek Caliskan (2020)
comments that in the novel Walser is initially likened to an empty house because of
his lack of subjectivity, yet in the end, he too achieves a fluid identity and is transformed
into “becoming” an animal since “now he can speak bird-language and is ready to
understand the eco-wisdom embodied in Sophie Fevvers’s hybrid body” (p. 382).
Walser’s initial objectness reminiscent of Fevvers' comparison to objects in the text,
and his similar bird-becoming as part of the circus during the Russia episodes are
indeed useful opportunities to compare Fevvers' posthuman identity to that of Walser,
and determine whether he, too, might be counted a part of the experience of thingness
and posthuman identity that Fevvers so ideally examplifies.

The narrative’s first hint of the subdued parallelisms between Walser and Fevvers
occurs when it indicates that there is “something a little unfurnished about him” and
that he“is like a handsome house that has been let” (Carter, 1984/1993, p. 10). Although
this comparison between Walser and an inanimate entity such as a house immediately
suggests that Walser has a potential for thingness like Fevvers, this reference to an object
in relation to his identity is aimed at showing his lack of a meaningful subjectivity as an
American journalist, who is embedded in the consumer culture of his country and
continues to be the same shallow California man despite traveling all the way from
“Frisco to Shanghai” (Carter, 1984/1993, p. 9). For Walser, it is “see all and believe nothing’
(Carter, 1984/1993, p. 10). The lack of belief and meaning in the case of Walser’s subjectivity
and his possible posthuman identity is the most important reason why, unlike Fevvers,
Walser cannot symbolize thingness or a true posthuman subjectivity. While Fevvers, in
all her posthuman beings (in the case of performing as a statue of Cupid, a statue of
Winged Victory, or a bird-woman) retain an abundance of meaning and likewise generate
meaning for her subjectivity through the symbolic value of her beings, Walser is defined
as the lack of meaning and belief throughout the novel. The prop sword Fevvers carries
while performing as the Winged Victory in Ma Nelson’s house, for example, becomes
an important part of her story and becomes an object of value to her as part of the
construction of her subjectivity. Similarly pointing out that thingness does not cancel
out the vibrancy of her being, Fevvers explains her experience of being a living statue
by saying “l was as if closed up in a shell, for the wet white would harden on my face
and torso like a death mask ... yet inside this appearance of marble, nothing could have

d
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been more vibrant with potentiality than 1" (Carter, 1984/1993, p. 39). Thus, while “Miss
Fevvers is asking us to suspend disbelief” (Carter, 1984/1993, p.15) in her posthuman
performances, Walser in contrast is in the “habit of suspending belief” (Carter, 1984/1993,
p.10), both in others and in himself. Furthermore, Walser’s later performances in the
circus as a “Human Chicken” consisting of the single line of “cock-a-doodle-a-dooski”
(Carter, 1984/1993, p. 152) neither suggests a posthuman subjectivity, nor authentic
hybridity. Although it is true that “one of the characteristics typical of the thing is that
it does not have language that is capable of symbolic and imaginative production”
(Bartoloni, 2011, p.143) and that Walser’s adoption of the bird language both during
circus performances and later during his amnesia suggests a transformation into this
realm of non-vocal posthuman thingness,® he carries the residue of his original
meaninglessness in these instances, too. Although it is described that while training as
a"human” chicken Walser delivers his line“entering into to the spirit of the thing” (Carter,
1984/1993, p. 152), the comic effect of his performance comes directly from the fact
that this “thing” is not actually a thing. Rather, by playing the human chicken Walser
strictly symbolizes the objectified human being who is forced into the world of objects
for the pleasure of others, yet one who still lacks the multiple meanings and possibilities
that differentiate objects from the things. The nature of the performance of other clowns
is no different than that of Walser, since during his performance Buffo the clown, too,
becomes”“a giant”that is “the victim of material objects,”as “things are against him”and
“they wage war on him” (Carter, 1984/1993, p.116). The foremost quality of a thing, as
mentioned earlier, is that it resides with other things around it while still retaining the
inexhaustible possibility of forming new and multiple relations with them without
succumbing to the war between the subject and the object. Yet, Buffo's performance
characterizes him as a subject forced into becoming an object in the world of things,
where he is so dissonant with this world that “things fall apart at the very shiver of his
thread on the ground”and he, as a person trapped between the subject and the object
positions, “is himself the center that does not hold” (Carter, 1984/1993, p. 117). The
ineffectiveness of Walser’s posthuman identity as a bird/man/thing, on the other hand,
is also evident from the way he is objectified by everyone around him including the
circus managers, the female escapees of the Panopticon-prison Olga and Vera, as well
as the Shaman who finally claims him and turns into a Shaman himself. While Fevvers’
objectification of Walser is quite evident in her desire to “hatch” him as a new man and
make him her own “amanuensis,” his objectification in the other instances, too, arise

6 Bartoloni (2011) further reminds that “It is well known that for Heidegger the ‘house of being;, the abode
which distinguishes humans from animals and things, is the ‘house of language’(p. 147).
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from the fact that Walser is ever an entity of non-meaning, and a lack of subjectivity
which makes him into an object that gains meaning through use. On finding him in the
train-wreck as a cuckooing amnesiac, Olga says, “I hate to leave the poor thing” and
thinks “there must be something useful this young man could do” (Carter, 1984/1993,
p. 223). Even though Olga and Vera soon leave Walser in their hurry towards their new
lives, Olga could indeed find a use for Walser if she tried hard enough since it is Walser’s
fate to be approached as a useful object by others through his sheer lack of subjectivity
and through his lack of the quality of “thingness” that characterizes Fevvers. Moreover,
even if Walser’s turning into a Shaman himself at the end of the narrative at first belies
this and suggests that he finally acquires, as Caliskan also (2020) claims, a posthuman
and fluid identity, his state of being as a Shamanistic idol proves otherwise. Not only
does Fevvers find Walser turned into an idol by the Shaman through the finale of the
novel, but also, she sees that the idol Walser is even more evacuated than before. Although
thereis“avatic glare in his grey eyes ... a vatic glare and no skepticism at all’, these eyes
“seemed to have lost the power to reflect” (Carter, 1984/1993, p.289). Thus, even though
Walser finally defeats his skepticism in his new Shamanistic surroundings, his newfound
belief and subjectivity are also imposed on him by others, and he is once again a colonized
and colonizable figure.

The account of how Walser’s story marginally parallels Fevvers'story as a bird-woman
through yet another type of performative birdness explains that Fevvers occupies a
special place in the narrative as a figure displaying posthuman possibilities. Indeed,
even though the narrative offers some other glimpses into other posthuman beings
inhabiting the line between human and animal, these glimpses are characterized by
anthropomorphism. The Colonel’s pig Sybil understands human speech and advises
the Colonel on the managerial aspects of the circus, and Sybil is treated strictly as a
human by the Colonel to the extent that he accuses the troupe of cannibalism after
they attempt to cook Sybil. Similarly, the encounter between Walser and Lamarck’s
Educated Apes is characterized by the humanness of the apes, who dress, study, read,
and write like intelligent humans and whose “hirsute studies” Walser finds “irresistibly
comic”(Carter, 1984/1993, p. 108) because of their thoroughness. Thus, although Walser
realizes, through his contact with the apes, that there is something exceedingly human
in the apes and something undeniably animal in the man, the narrative’s prioritization
of the human qualities in its depiction of Sybil and the apes implies anthropomorphism,
which reinstates the primacy and the desirability of the human that posthumanism
counters in the first place.
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Yet, in contrast to all the other such actants in the narrative, Fevvers is a figure who
strikes the perfect balance of ambivalence and hybridity, which locates her as the thing
that cannot be stabilized into subjective or objective stability as a human, an object,
or an animal. In yet another instance where the thingness of her body reasserts itself
despite her glamorous attempts to make a performative meaning out of it, Fevvers
faces the possibility of falling in front of her audience. The answer as to whether she
really was in the danger of falling or pretended to fall is left ambivalent in the narrative,
yet Walser similarly remains persuaded that this, too, is a part of the show that is Fevvers.
If able to fly perfectly

She would no longer be an extraordinary woman, no more the Greatest
Aerialiste in the world- but a freak. Marvelous, indeed, but a marvelous
monster, an exemplary being denied the human privilege of flesh and
blood, always the object of the observer, never the subject of sympathy,
an alien creature forever estranged.

She owes it to herself to remain a woman, he thought. It is her human
duty. As a symbolic woman, she has a meaning, as an anomaly, none.
As an anomaly, she would become again, as she once had been, an exhibit
in a museum of curiosities. But what would she become, if continued to
be a woman? (Carter, 1984/1993, p. 161)

Walser’s reasoning here demonstrates that to be human is indeed thought to be a
“privilege”in the narrative. Even as a bird-woman who passes for a human with difficulty,
however, Fevvers herself is unnerved by the possibility of being distanced from the
human realm. As she acknowledges to Mr. Rozencreutz after a flight on her wings,
Fevvers does “hate and fear the open country” as she does not “like to be where Man
is not”; Fevvers loves “the sight and stinks and bustle of humanity”as she loves her“life”
(Carter, 1984/1993, p. 81). As Walser thinks, by staying in the human realm and retaining
her human identity as a“woman”, Fevvers escapes recognition as a freak and a monster,
which would then blur the line between her being a subject or an object. Yet, in the
case of opting thus for female humanity, Fevvers'womanhood is also declared by Walser
to be symbolic:“As a symbolic woman, she has a meaning, as an anomaly, she has none”
(Carter, 1984/1993, p. 161). The fact that Walser deems Fevvers’ potential femininity
“symbolic” against her corporeal “monstrosity” shows that for Walser she can only
“adopt” her sex on the cultural and symbolical level, while her body will always drag
her to the sphere of the unfeminine and the monstrous. Such preconditioned meaning-
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making out of hybrid corporeality as well as a conceptualized subjectivity is perhaps
the most important reason why Fevvers needs to hold on to a posthuman identity, in
which subjectivity ceases to be determined in between the lines of the contest between
the subject and the object, and the mind and the body. Although Walser thinks that
Fevvers as a“woman” will have symbolic meaning and as a so-called “monster” she will
have no meaning at all, Fevvers’ experiences in both spectrums show that this is far
from being true. At the end of the narrative, Fevvers is seen to finally recover from the
identity crisis she experienced as a broken-winged superstar of yesteryear. Unable to
dye her feathers and stuck with a body that shouts “cripple!”’, Fevvers feels that she
cannot truly recognize who she is. Her body can lend her a female identity only through
alteration. Yet, it is also after going through this crisis and later finding Walser (finding
love) again does Fevvers rediscover herself. Her body, which formerly looked alien and
broken, miraculously recovers itself and Fevvers declares “My being, my me-ness, is
unique and indivisible” (Carter, 1984/1993, p. 280). Only after deciding that she will
love Walser and be a woman may Fevvers regain her bodily femininity and be sure of
her indivisible subjectivity as a woman, yet even this “symbolic” femininity (one that is
acquired through conscious decision) is not stable enough not to need Walser as an
“amanuensis”: “Think of him not as a lover, but as a scribe, as an amanuensis” (Carter,
1984/1993, p. 285), she says to Liz. Thus, while the novel’s ending locates Fevvers as a
complete woman -body and soul- with the laugh of Medusa, it is also conversely crucial
for her to become the object of Walser’s narrative. The novel ends with Fevvers laughing
an infectious laughter that spills “out of the window” and makes “the tin ornaments of
the tree outside ... shake and tinkle”, a laughter “so loud that the baby in the Shaman’s
cousin’s house heard her ... and laughed delightedly too” and the villagers also “stirred
in their beds, chuckling at the enormous joke” (Carter, 1984/1993, pp. 294-5). Yet this
laughter, which Helene Cixous (1976) designates as the winged mythological figure
Medusa’s defiance of the patriarchal discourses on women, still does not quite align
Fevvers to the feminism of Cixous's Medusa. While the novel seems to take Cixous’s
(1976) comments that“flying is woman's gesture” and that“women take after birds” (p.
887) very seriously (and literally), the reliance Fevvers ultimately shows on her corporeal
femininity whilst reaching her true subjectivity in accordance with Cixous’s corporeal
approach towards female subjectivity is at odds with the way she contradicts Cixous's
ideals on female writing and history. Diverging from Cixous's (1976) account of ecriture
feminine in which women will write their histories themselves through their bodies
and their self(s) and by “flying in language and making it fly” (p.887), Fevvers leaves the
responsibility of her textuality and history into the hands of Walser as an“amanuensis”.
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Opting for a corporeal as well as symbolic femininity since her corporeal existence is
marked as feminine only through a disregard of its thingness, Fevvers nonetheless is
a process of incompletion without Walser’s writing and symbolic investment in the
end.

The lack of essentiality even in such a case of implied essentiality is countered by
an excess of symbolism and “essence” in the episodes which should most evoke the
objectness of Fevvers' corporeality yet ends up evoking her thingness. Marked as an
angel of death in Madame Schreck’s exhibit of tableu vivant women by one Mr.
Rozencreutz, Fevvers is hailed as the “lady of the hub of the celestial wheel, creature
half of earth and half of air, virgin and whore, reconciler of fundament and firmament,
reconciler of opposite states through the mediation of your ambivalent body” (Carter,
1984/1993, p. 81) as Mr. Rozencreutz readies himself to sacrifice her as part of an
immortality rite. As such, just as Fevvers and the readers think that her time in Madame
Schreck’s house marks a low pointin her life for being reduced to nothingness, Fevvers
finds herself laden with meaning and symbolism, which transforms her into something
with an excess of purpose and meaning. Brown (2001) writes that a thing is “what is
excessive in objects... what exceeds their mere materialization as objects or their mere
utilization as objects- their sensuous presence or as a metaphysical presence, the magic
by which object become values, fetishes, idols, totems” (p. 5). Again, foregrounding the
semiotic richness of things, Bartoloni (2012) writes that a thing “can evoke fullness and
emptiness, presence and absence” (p. 401). Thus, the exact dilemma of thingness
surfaces here: the thingness of Fevvers' body asserts itself by losing its functions (a
broken wing), yet her thingness also asserts itself by taking on (or reclaiming) an aura
of multiplicity and excess of meaning and purpose by freezing as a stone angel, or as
in the Grand Duke’s house, an ice statute. Yet in both cases, Fevvers is repelled by the
posthuman becomings she faces’. As with her bodily thingness, her being as a tombstone
angel, too, bears the mark “look, don't touch” (Carter, 1984/1993, p. 62), which places
her out of touch with humanity as a“human creature” (Carter, 1984/1993, p. 66). In the
Grand Duke’s house, Fevvers views the possibility of shrinking like the miniature bird
that escapes from the Duke’s Faberge egg as a“hideous possibility” (Carter, 1984/1993,
p. 192), even though it is this hideous possibility that saves her life. After her close
escape, Liz chides Fevvers by saying that the Duke “broke your mascot and could have
broken you” (Carter, 1984/1993, p. 198). Fevvers' difficulty in such moments, it seems,

7  During her visit to the Grand Duke’s house, Fevvers feels anxious and faint on observing Duke’s collection
automated toys and musicians as well as her own ice-statue (in Carter, 1984/1993, pp. 186-190).
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is that she fails to recognize the very thingness of herself and her body, which she
explains to Walser in London by asking “What is‘natural’and ‘unnatural; sir?”and herself
answering “the mold in which the human form is cast is exceedingly fragile. Give it the
slightest tap with your fingers and it breaks” (Carter, 1984/1993, p. 61). But while the
human body is indeed a breakable mechanism sustaining, or better, determining an
all too susceptible consciousness, its naturally broken form (as in the case of Fevvers)
is deemed monstrous and crippled by the human standards that Fevvers seems all too
ready to uphold. Without agreeing to view her body as a“thing” that has no paramount
meaning or purpose, Fevvers is doomed to be the cripple others make her, and also
miss the possibility of reaching beyond an “indivisible” female subjectivity into a
posthuman subjective multiplicity.

Nights at the Circus and corporeal feminism

The subjective/objective multiplicity that Fevvers harbors in her body yet shrinks
from embracing is best explained by Gilles Deleuze and Felix Guattari. In Anti-Oedipus:
Capitalism and Schizophrenia, a foundational text for later posthumanist writings like
other works from their mutual oeuvre, Deleuze and Guattari (1972/1983) write:

What a mistake to have ever said the id. Everywhere it is machines-real
ones, not figurative ones: machines driving other machines, machines
being driven by other machines, with all the necessary couplings and
connections... The breast is a machine that produces milk, and the mouth
a machine coupled to it. (p.1)

By denoting subjects and objects similarly as “machines’, both metaphorically and
unmetaphorically, Deleuze and Guattari (1972/1983) here aim at turning from the
much-venerated human id to a common“it."Their project in Capitalism and Schizophrenia
is schizoanalysis, which ultimately shows that “the self and the non-self, outside and
inside no longer have any meaning” as “everything is a machine” (Deleuze and
Guattari,1972/1983, p.2). The center of this project lies in rescuing psychoanalysis and
indeed, consciousness itself, from the predetermination of Freudian Oedipalism. The
book is an attempt, as Mark Seem (1983) suggests, to arrive at ego-loss and a multiplicity
of subjectivities that “flee in all directions”: it imagines “orphans [no daddy-mommy-
me], atheists [no-beliefs] and nomads [no-habits, no territories]” (p. xx1), and, as such,
urges “mankind to strip itself of all anthropomorphic and anthropological armoring,
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all myth and tragedy, and all existentialism in order to perceive what is nonhuman in
man” (p. xx). How fitting, then, that Fevvers is a hybrid being who hatches out of an
egg and grows up with the company of women, without ever being caught up in an
Oedipal family structure. Coupling her mechanical mouth to Liz's milk-machine breasts,
Fevvers exemplifies the perfect desire-machine through whose human and non-human
forms desire flows alike.

The consistency between Fevvers'thingness and the project of Deleuze and Guattari’s
philosophy can also be understood by applying a term used by Jane Bennett (2004),
namely thing-power, to Fevvers. In “The Force of Things’, Bennett (2004) explains that
her conceptualization of thing-power is indebted, among others, to ideas such as the
“Lucretian figuration of materiality as capable of free or aleatory movements’, the “
non-Newtonian picture of nature as matter-flow ... as ... developed in the thought of
Gilles Deleuze” and finally, “the Spinozist idea that bodies have a propensity to form
collectives” (p. 348-9). Bennett (2004) further defines the concept of thing-power as an
“attempt to depict nonhumanity that flows around but also through humans” (p. 349).
Combining thing theory’s attribution of value and agency to things with Deleuze and
Guattari’s notions of becoming and flow, the thing-power defines Fevvers’ being. Yet
at the end of the novel, where Fevvers declares her being and she-ness is “unique and
indivisible” (Carter, 1984/1993, p. 280) and solidifies it through the colonization of a
Walser that is strictly marked as a tabula rasa, Fevvers abandons her thingness and
thing-power to be a woman. Such a process of woman being is, similar to that of Fevvers,
also read in the story of Mignon, the quality of whose voice and singing (as indicative
of her whole being since Mignon communicates thorough singing) changes after she
transforms into a woman. On hearing her sing, Fevvers realizes that while Mignon
“sounded as if the song sang itself” and as if Mignon “was only a kind of fleshly
photography made to transmit the music ...oefore she became a woman’, her current
singing is transformed and mated “with her newfound soul”although“its essence” does
“not change” (Carter, 1984/1993, p.247). The transformation Mignon goes through in
her woman being is parallel to Fevvers'in that it signifies the unification of the subjective/
spiritual with the corporeal while insisting that the change taking placeis also a return
to essencein both spiritual and corporeal terms. The fact that Mignon’s transformation
into a woman parallels and foreshadows a similar change for Fevvers is made manifest
at the end of the same passage, where Fevvers deplores the state of her being and asks
“And what of my own journey, what of that? Bereft of my sword, as | am; crippled, as |
am” (Carter, 1984/1993, p.247). Fevvers' labeling of her hybrid body with the word
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“crippled” (as deemed by humanist and skeptic minds like Walser’s) hints that she finally
turns down the thingness that this“crippled” corporeality offers her, while her lamentation
over the fact that she has lost her prop sword explains Fevvers is ultimately rid of the
most important heritage of her thing-being and released from the subjectivity that is
founded upon its significations. By “losing her weapon to the Grand Duke in his frozen
place’, she loses“that sense of her own magnificence” (Carter, 1984/1993, p. 273) along
with losing her thingness metaphorically. Perhaps unsurprisingly, this ending drags
Fevvers into that same dilemma between womanhood and monstrosity that Walser
mentions at the beginning of the narrative. After finding a newly delivered young
woman and her baby in the tundra (which further accentuates the bodily functions of
femininity Fevvers cannot fulfill) Liz comments to Fevvers that perhaps “this tableau
of a woman in bondage to her reproductive system, a woman tied hand and foot to
that Nature which your physiology denies ... has been set here on purpose to make
you think twice about turning from a freak into a woman” (Carter, 1984/1993, p. 283).
But as the finale of Fevvers’journey demonstrates, despite regaining the physical glory
of her giant body and the color of her wings, Fevvers indeed chooses to become a
woman body and soul by marrying Walser, in order also to become “all the female
paradigm, no longer an imagined fiction, but a plain fact” (Carter, 1984/1993, p. 286).

The long-expected transformation of Fevvers, as such, sees her“swim into definition”
in Walser’s eyes and get “trapped forever in the reflection” (Carter, 1984/1993, p.290)
in them.The corporeality of Fevvers, too2 is made into a human whole in these moments.
Despite observing that Fevvers “looked the size of a house” and “appeared to possess
no navel’, Walser finally thinks that “nature had equipped her only for the ‘woman on
top’position” (Carter, 1984/1993, p. 292). Fevvers'non-human qualities are waved away
now- Walser is “no longer in the mood to draw any definite conclusions” (Carter,
1984/1993, p. 292) from these facts and she is finally pinned down as a Lilith, the ur-
woman and ur-feminist who wanted to topple Adam by adopting the on-top position.
Such an ending of Nights at the Circus and Fevvers’ hybrid bodily existence is only
possible through a“corporeal feminism’, which designates “women’s carnal existence”
taken for granted,
albeit one that is “pliable enough to account for cultural, historical, class and racial

I "

and “their corporeal commonness” as a “universal ‘raw materia

specificities distinguishing ... women” (Grozs, 1987, p. 2). This type of corporeal feminism
as manifestoed in Elizabeth Grozs"“Notes Toward a Corporeal Feminism” (1987), as such,

8 Which was presented in its many broken down forms so far, as “desiring-machines work only when they
break down, and by continually breaking down” (Deleuze and Guattari, 1972/1983, p. 8).

Litera Volume: 32, Number: 1, 2022 59



Dismissed Possibilities: Thingness, Posthumanism and Corporeal Feminism in Angela Carter’s Nights at the Circus

takes advantage of Fevvers'hybrid body in order still to affirm its femininity, disregarding
the posthuman possibilities it might offer. As Grozs (1987) writes, though humanism
reduced the importance of bodies through a perpetual mind/body dualism, corporeal
feminism still holds that

The corporeality of a subject must differ from the corporeality of a stone
or of an animal insofar as the human body is capable of thinking and
talking, is subjected to meanings, values, and decisions arising from within,
while the latter are animated or subjected to meanings only externally.
(p.5)

And that despite “clearly sharing many features in common with animal bodies,’
human bodies “should also be seen in fundamentally or qualitatively different terms:”
“Only human bodies create culture, and, in the process, transform themselves corporeally
(as well as conceptually)” (Grozs, 1987, p.7). Thus, from the perspective of corporeal
feminism, Fevvers’ final bodily transformation into real Fevvers even without the aid
of peroxide, which makes her from a crippled brunette into a blonde giant once again,
symbolizes the individually willed cultural inscription of the biological body. This
culturally inscribed biological female body retains a fleshly womanliness and symbolical

d

menstruation in the face of Deleuze and Guattari’s menstrual blood, which is a“continuous
flow"but only a“partial object” (Deleuze and Guattari, 1972/1983, p. 5) which does not
define an identity or subjectivity.

Conclusion

The ending of Angela Carter’s Nights at the Circus, in which Fevvers chooses to
transform into a woman and enacts essentially feminine characters such as Lilith and
the femme-fatale Carmen from Bizet's opera® shows that although Carter’s writing is,
as claimed by former critics, indicative of the posthuman understandings of subjectivity
and feminism that increasingly pervaded the philosophical and theoretical ground
after the publishing of seminal Anti-Oedipus: Capitalism and Schizophrenia (1972) and
later borne new speculative realism theories, the novel and its protagonist Fevvers are
by no means wholly integrated into the posthuman feminist literary project. The
compelling posthuman reading of Fevvers as a hybrid female and as a thing-being

9 A final image of Fevvers in the bathtub shows her washing “color into her cheeks” and singing “Habanera”
from Carmen opera (in Carter, 1985/2001, p.293).
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Nights at the Circus affords is finally seen to be exchanged for corporeal feminism as
best understood through Elizabeth Grozs' manifesto under the same title, despite the
fact that Fevvers indeed emerges as a true body without organs, i.e., a body without a
paramount image, meaning or purpose, and a true thing in the novel, who could become
the exemplar cyborg female that imagines “a world without gender”,“a world without
genesis” (without Lilith, either) and “maybe also a world without end” (Haraway,
1985/2001, p. 2270). By giving Fevvers an ending in which Walser and his narration
become exigencies rather than contingencies for Fevvers' feminine existence, Nights
at the Circus may only boast intuition towards a different kind of genderless and
posthuman feminism. Published only a year after Nights at the Circus, Donna Haraway's
(1985/2001) feminism in “A Cyborg Manifesto” materializes the “kind of disassembled
and reassembled post-modern collective and personal” (p. 2284) feminist self that
Fevvers inspires the readers with in Nights at the Circus. By subsuming her hybridity
under corporeal feminism, Fevvers in the end turns down a“monstrous world without
gender”and bodily limitations, where one would “rather be a cyborg than a goddess”
(Haraway, 1985/2001, p. 2299), even if it is a feminist one like Lilith.
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ABSTRACT

This study aims at a comparative analysis of the last volume of Marcel Proust’s In
Search of Lost Time, Time Regained (1927), and E. M. Forster’s A Room with a View (1908),
including its Appendix A View without a Room (1958) to decipher Henri Bergson’s
concepts of duration, intuition, elan vital (vital impulse) and Jacques Lacan’s notions
of anticipation and retroaction, against the backcloth of modernity and its
representations of clock fixated Time. In this framework of analysis, the study draws
on Bergson and Lacan’s notions of Time to foreground the inward turn of the characters
in the two novels. The article also seeks to find out whether Time is a construct for
Lucy, Cecil, and George in A Room with a View and the narrator, Gilberte, Albertine in
Time Regained, regarding the gap between past and present. For instance, remodelling,
eradication aspects of Time are never negations for the narrator’s creation of Albertine’s
image in his memory in Time Regained. Time never eradicates George and Lucy’s
shared view that they once achieved in a room in Bertolini Pension in Italy in A View
without a Room, despite wartime remodelling of spatiotemporal realms. Ultimately,
in both of the novels, the characters experience the social and empirical reality as
their present circumstances affect the narration of their past with involuntary memories,
producing virtual qualitative multiplicities. Thus, the anticipation emerges within the
images of a dark room that resembles the minds of the characters in the two novels.
Keywords: Time Regained, A Room with a View, Time, Bergson, Lacan
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Introduction

Marcel Proust’s last volume of In Search of Lost Time, Time Regained remains as one
of the cornerstones of modernism since it displays “the non-linear unfolding” of narration
through “(anticipation) and analepsis (flashback)” (Watt, 2011, p. 2). Time Regained is
narrated by Marcel' who suffers from an illness and stays in a sanatorium for a long
time. Marcel, being away from his milieu for many years, articulates the distortion of
Time? on the familiar bodies. Time has altered “many figures from Marcel’s distant past,
[...]aged and distorted their faces, their gait” (2011, p. 17). Marcel finds Time again to
write although he feels the anxiety embedded in his involuntary memory. His involuntary
memory has become a virtual qualitative multiplicity for the aged characters, who have
appeared in the previous six volumes. His interior monologues describe Paris during
the First World War with reference to Dreyfus Affair, the loss of his beloved Albertine,
his vital impulse, and metempsychosis which he encounters due to his keen interest
in his books.

Marcel, as a writer, anticipates finishing his novel, despite the crisis of Time in the
twentieth century. His intuition regains Time as a metaphorical extension of empirical,
social and psychic reality rather than a material reality at the end of the novel. Barthes,
on the other hand, asserts that Proust has made “his very life a work for which his own
book was the model” (Barthes, 1968, p. 120). Proust’s involuntary memory in the novel
corresponds to Bergsonian duration because Proust acknowledges that “Reality takes
shape in the memory alone” (Childs, 2008, p. 58). Thus, Time Regained, is not only fluid,
back and forth in narration, but it is a source of energy, both emerging from its author
and enlivening its characters within that fluidity, including memory and Time.

E. M. Forster’s A Room with a View (1908) is about how working-class Mr. Emerson
and his son George Emerson meet “the better class of tourist[s]” Lucy Honeychurch,
and her chaperon Charlotte Bartlett (Forster, 2000, p.24), in Bertolini Pension, a microcosm
of British Empire in Italy. The Emersons propose to change rooms with Lucy because
their room has a view of the Arno. The ladies complain about their room without a
view. Lucy and George start a close relationship. The school of tourists visit Italy, Santa
Croce, drive in carriages, the tram-car to visualise the view in the first part of the novel.

1 Iwill refer to the narrator of Time Regained as Marcel and the author as Proust.

2 Capitalised Time refers to Proustian Time because Proust uses the capitalised word specifically to refer to
“Time-dimension” that reminds Marcel of his life, and his memory (Proust, 1931, p. 192).
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In the second part of the novel, the physical appearance of the characters is depicted
in relation to the art forms of Medieval and Renaissance. Time, in this respect, brings
out the features of Cecil, who is compared to a Medieval Gothic statue, and Lucy to
Leonardo Da Vinci's Vitruvian woman, implying her individuality. In other words, Lucy
is the embodiment of a centralised figure for Cecil Vyse as far as Time is concerned.

The cultural implications of Time on the body are also foregrounded to form a
contrast between Edwardian bourgeois wo/man although they appear to be a perfect
match for a marriage in A Room with a View. Despite the common features of their
common background, Lucy and Cecil cannot achieve intimacy during their engagement.
For their bodies, the chronological signification system of Medieval and Renaissance
times verifies the appearance and the life style of Lucy and Cecyl in the novel, so their
interaction in Terms of Time constitutes a contrariness to their intimacy. Lucy’s Time
spent with the Emersons in Italy becomes a vital impulse for Lucy and the Emersons.
Lucy is strongly attracted to George Emerson, so she marries him, and in the appendix
part of Penguin edition, George, who has enlisted to the Second World War, experiences
the depressing effects of the wartime drastically. Time has cruelly eradicated the traces
of his shared view with his wife Lucy in Italy.

Bergsonian and Lacanian Time

The concept of Time in the twentieth century literary works does not overlap with
the notion of linearity favoured by modernity. Due to the rapid change in technology
fuelled by capitalism and imperialism, the writers such as Proust and E. M. Forster seek
to find a new mode to express the crisis both in language and Time which the realistic
representation lacks in the twentieth-century. The acceleration of rapid change forces
human beings to adapt to the new life circumstances. In response to this enforcement,
the characters in Time Regained and in A Room with a View encounter an inward turn
with stratification of memory and repression paving the way to a focus on the subjectivity.

The linearity of time that is designed by the clock is based on Einstein’s theory of
relativity, which covered “movement that was uniform and linear” (Canales, 2015, p.
62)."As in the case of mechanism, time has no appreciable reality; everything is given
in advance—no longer in the past state but in the future” as telos (DiFrisco, 2015, p.
59).This fixity of time is correlative with Cartesian “mechanistic universe”and Auguste
Comte’s “hierarchy of knowledge” (Canales, 2015, 30) that lays the cornerstone of
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rationalism. The hand of the clock, and the linear concept of time, that is man-made
can easily be manipulated to hierarchise certain social strata and reconstruct space to
sustain control. Bergson refers to this time as “materialized time”, which is related to
quantity and space (Bergson, 1991, p. 127).

However, one can also sense twists and turns in Time regarding the twentieth-
century canonical narratives. These modern grand narratives propose a new concept
of Time that moves forwards and backwards in time that is associated with “vital impulse”
or elan vital (Bergson, 1944, p. 140). This vital impulse and the notion of Time stand
outside the clock for Henry Bergson. Bergson defines Time to specify:“[t]he essence of
time is that it goes by; time already gone by is the past, and we call the present the
instant in which it goes by” (Bergson, 1911, p. 177). Time is never independent from
human beings, so clocks would never explain simultaneity or time by themselves,
nevertheless, “clocks note simultaneities” (Canales, 2015, p. 43). Therefore, there is always
something more than clock time in our understanding of Time. Bergson, thus,
acknowledges that his concept of time, called duration, reveals“the perceptual creation
of possibility and not only of reality” (Canales, 2015, p. 44). Bergsonian Time is a duration
that helps the individual to grasp the reality and the way it is encountered (Marchesini,
2018). Derrida, on the other hand, defines time and temporalization in this way: “The
temporalization of time (memory, present, anticipation; retention, [...]) always sets in
motion the process of a destruction of the gift: through keeping, restitution, reproduction,
[...]"(Derrida, 1992, p. 14). Johnson also explicates Derridaian approach to time through
the notion of “memory trace” that problematizes “temporal determination” with an
implication of “a rejection of its spatiality” (1993, p. 82). These definitions bridge the
gap between clock fixated time and duration, and they form a vantage point to analyse
the texts.

The Lacanian notion of time, on the other hand, is essentially based on retroaction
and anticipation. Regarding Lacan’s notion of desire, anticipation inverts what imposes
intersection, and retroaction that are “enunciated in the formulation of intersubjective
communication” (Lacan, 2006, p. 863) in need of another intersection. The Lacanian
notion of time brings out a psychoanalytic approach to time that emerges from the
intersubjectivity between the characters who are able to adhere to the symbolic Other,
or the law. The notions of anticipation and retroaction are the embodiment of a desire
for a sense of wholeness for the characters who feel a lack, either within their past or
their present encounters. The Lacanian anticipation is produced by the future, and
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retroaction is produced by the past. Those moments have associations with the Lacanian
imaginary stage, in which self is deluded by “an illusory image”, including past and
present (Gallop, 1985, pp. 80-81).

Although it rejects spatialisation, Bergsonian theory of Time epitomises duration
as a “virtual qualitative multiplicity” (Marchesini, 2018, p. 143) and explicates it with
the heterogenous feelings (Marchesini, 2018) such as desire for the lost love and
nostalgia for the traces of love flowing from present to the past with pity. This feeling
of virtual qualitative multiplicity suffuses Time Regained and A Room with a View (also
its appendix A view without a Room). Thus, Time, in these two novels, is an “intrinsically
creative process” within the evolution of unforeseeable life (Marchesini, 2018, p. 144).
The wartime affects the characters of the two novels, including Gilbertine, Marcell in
Time Regained and Cecil, Lucy, George in ARoom with a View together with its appendix.
The Dreyfus affair in Time Regained, the remodelling of the cities in ARoom with a View
at wartime are some of the destructive effects of wartime that lead to fragmentation
of the social strata in the novels.

These assertions shed more light on Bergson’s questions whether time can be
judged in various histories, different trajectories, memories or not. Another aspect of
his notion of time interrogates whether experiences could be neglected within the
social point of view rather than the rational mechanistic clock time. Bergsonian time
prioritizes lived experience, “differences in travel conditions” that create “differences in
time” (Canales, 2015, p. 71), in contrast to Einstein’s scientific approach to time. In
relation to these explanations , Katie Fry puts forth “the Proustian metaphor of the
mind as a dark room” with memories or rather photographic images employed from
the past (2018, p. 126). Proust’s narration of events demonstrates “snapshots taken by
memory”as it leads to the understanding that“involuntary memory may be photographic”
(Fry, 2018, p. 128).

In addition to this, Griffin points out Time Regained is a novel of metamorphosis and
self-recognition (2013), and only in the extended narratives, could human emotions
occur with specific insights (Macfarlane, 2009), like Proustian ones. | chose the Lacanian
and Bergsonian concepts of Time to analyse Proust and Forster’s narratives in order to
demonstrate; how human emotions with specific insights and photographic images,
in virtual qualitative multiplicity of the characters’ anticipation, achieve a sense of
wholeness through involuntary memory. These two novels are contrary and similar to
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the fragmentariness of modernity with respect to time. | argue that the Lacanian and
Bergsonian approaches to Time would elucidate the psychic reality hidden in the
“immaterial colours of years” displayed as the metonymic extension of Punch and Judy
show that “exteriorised Time"” (Proust, 1931, p. 212) of multiple cultures. That sense of
wholeness, however, has been fragmented and lost long ago with the hierarchies,
producing binaries such as early/late, quick/slow, past/present, old/new and their
modality future. In the modernist texts, a new narrative technique of free association
of thought emerges. | claim that this free association attunes with Bergson’s involuntary
memory and duration and Lacan’s notion of anticipation and retroaction because as
the novels demonstrate the past is prone to the reinterpretation of the present. This
produces a new signifying chain in language to express the ontic and epistemic shift
in the cultural and social strata of the twentieth century. This free association favours
fluidity rather than fixity of images. It also decentres the concept of Time as the measure
that puts boundaries to the character’s lives with either wartime destructions or the
distorted images created by death. The characters in these two novels still feel the
pressure of Time, which obstructs their capability to create, but they continue to search
for the view they once perceived. The present psychodynamics of the characters, in
the two novels, are influenced from the qualitative multiplicity of longing, anticipation,
retroaction, wish fulfiiment and nostalgia.

Nietzsche’s approach to time would shed more light on the epistemological and
ontological aspects of time with his preference of becoming rather than being (Chehayed,
2019). This notion of becoming has associations with Bergson'’s notion of elan vital as
aself-organising principle, that juxtaposes the rapid technological change, problematising
the representation of language and Time embedded in the stratification of memory
and repression. This notion of becoming rather than being pinpoints reconceptualization
of Time, embodied in the minds of the characters in the two novels. Their past and
present intermingle and extend to future as enactive epistemic and ontic status for
them in the two novels under the repression of the crisis of Time of the twentieth
century. The crisis of Time fuels the shock and trauma of death/life, soul/body dualities
embedded in modernity and Cartesian thought. Bergson's denial of complete extinction
(Jones, 2007) with death regarding the concept of Time unfolds the recycling aspect
of Nietzsche's becoming. This thought is, in fact, an echo of Pythagoras’s notion of
metempsychosis and transmigration of souls that “denotes the idea of blowing the
soul back into a body. The cycle is thus conceived as a series of acts of inhaling the
life-soul, an image which refers to [...] the interior of a body” (Cornelli 2016, p. 4) and
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is clearly dependent on the conception of air as a revitalising element. Metempsychosis
is the transmigration of the soul, but the soul could go through several incarnations
before perishing (Cornelli, 2016). Yet, Time, in this respect is beyond measure regarding
the doctrine of transmigration because Nietzsche's sense of becoming synchronize
with Pythagoras's metempsychosis that blurs the boundaries and fixations of mind,
set by the Time so that mind and body become inseparable with a free spirit. These
thoughts resonate in Bergson’s definition of duration when Bergson states that he
cannot differentiate between the duration and a memory: “To tell the truth, it is
impossible to distinguish between the duration, however short it may be, that separates
two instants and a memory that connects them, because duration is essentially a
continuation of what no longer exists into what does exist” (Bergson, 1965, p. 49).

Bergson's theory of duration is apropos of Pythagoras's notion of metempsychosis,
that reveals “the immortality of the soul and its metempsychosis” (Cornelli, 2016). This
resonance of duration and metempsychosis can be traced in the phrase“a continuation
of what no longer exists” (Bergson, 1965, p.49). Proust’s narrator connects his recollections
of the past and his present, which may be seen as the embodiment of body and soul
duality, from a Cartesian standpoint. This thought reincarnates in the immortality of
the soul.

Definition of Time for Marcel in Time Regained

For Marcel, Time? is enactive as it moves back and forth linking Time and memory
like a Punch and Judy show. This Time is magical due to its dual aspect of visibility and
invisibility that is embedded in the inward turn of Marcel. Marcel’s definition of Time,
in Time Regained, foregrounds Bergsonian notion of duration once again as a backcloth
against the clock Time, that is doomed to move only forwards with mechanistic motion.
In the following quotation, the emphasis is on the “immaterial colours of years” that
exteriorised Time. Material reality includes clock time, but psychic and social reality are
closer to the immaterial colours of years, including the multiplicity of cultures. To quote
Proust, “[a] Punch and Judy show of puppets bathed in the immaterial colours of years,
of puppets which exteriorised Time, Time usually invisible, which to attain visibility seeks
and fastens on bodies to exhibit wherever it can, with its magic lantern” (emphasis
added Proust, 1931, p. 212). The puppet-like performance of Time, then, is enactive

3 Proust capitalizes Time when Marcel refers to Punch and Judy Show (Proust, 1931, p. 192). See page 2 for
further reference.
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regarding the previous photographic images that are hidden in the minds of the
audience, which “exteriorised Time” in the plurality of cultures. These photographic
images have been recorded long ago yet they are always ready to be recollected in
different virtual qualitative multiplicities, leading to heterogeneous feelings like love,
longing, desire for the individual or for the narrator in the immaterial colours of years.

Bergson’s definition of duration resembles the narrator’s depiction in Time Regained
in many respects:“Time [t]o be measured, it must first be spatialized” (Jacobson, 1965,
p. vii). Combining “eye and memory”is associated with “the immaterial colours of years’
(Proust, 1931, p. 212), which is harder than involving space to measure Time. The
ambiguity in measuring Time by involving space as a part of inner duration is explicated
as: a “process, which is taken when we think of the experienced flow of our inner
duration as motion in space; and the next, when we agree to consider the path described
by this motion as the motion itself” (Jacobson, 1965, p. vii). Time Regained reflects the
immaterial colours of years that Marcel experiences as a reincarnation process when
he takes up his book from his library. The book replaces him with a child first and then,
a young man when he experiences another period in his imagination. That is to say,
Marcel goes through a cultural plurality that reincarnates in childhood and youth.
Through retroaction, he tries to create a sense of wholeness in an illusory moment in

d

Lacanian terms.
Marcel’s Books as his Vital Impulse in Time Regained

The social, empirical and psychic reality of the period brings out the possibility of
transfiguration of different phantasmagoria embedded in photographic images of the
mind in Bergson’s notions of duration and elan vital (vital force that opposes only
mechanistic, scientific view, vitalising the self-organisation) (DiFrisco, 2015, p. 59). Likewise,
Proust likens the notion of (un)expected time of metempsychosis, with his artistic tendency
that vitalises books as a means to travel through Time in Time Regained: “If, ever in thought,
| take up Frangois le Champi in the library, immediately a child rises within me and replaces
me [...] If I see a thing of another period, another young man will emerge” (Proust, 1931,
111).This explication for Bergsonian duration and Pythagoras's metempsychosisillustrates
Marcel’s possibility of becoming either a child or a young man while he reads Francois le
Campi as he contemplates the experience, he has once lived in the past as a child and a
young boy. Marcel’s childhood fuse with the images of objects, vitalising the gap between
his past and present in a non-linear, asynchronous pattern.
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Time does not dominate rather intermingles past and present yet the present act
of reading the book once again affects the past, a posteriori, under the influence of
Marcel’s present experience (Evans, 2006, p. 207), which is the Lacanian notion of
retroaction. As Watt argues, Marcell’s experiences are rich in images that flow back and
forth in time with recollections and free associations of thought, including cultural
multiplicities in literature. For instance, Marcell discovers “a copy of Francois le Champi
in the library” which “reincarnates in him the young boy who first read the book with
his mother in Combray” (Watt, 2011, p. 100-101). It is obvious that the book has
kaleidoscopic images that are palpable transmutations of phantasmagoria that
engenders a flow of ageing based on freedom and mobility. Thus, in Bergsonian terms,
Time, which cannot be enunciated, is delineated through images indirectly.

The above-mentioned lines from Time Regained indicate that memory is constitutive
of spontaneity in experience. The intuition marks Marcell’s notion of Time rather than
the cause- and-effect relationship of linearity. Marcell’s teleological drive is not correlative
with the notion of Time only as the measure because Time is totally incommensurable.
This immeasurable Time instigates “elan vital” (Jones, 2007, p. 23) or creation of the
inner life of Marcell through the images of objects based on his childhood memory.
“The élan vital is a metaphor or image, [...] that is “capable of orienting research "
(DiFrisco, 2015, p. 57). The emergence of another young man refers to how the future
affects the present. Marcell, in other words, anticipates an impossible “future wholeness”
(Lewis, 2008, p. 177), which is apropos of the Lacanian mirror stage, in which the child
achieves a sense of wholeness with his/her caretaker.

In Time Regained, Marcel's references to other narratives indicate how his memory
works within a virtual qualitative multiplicity: Marcel loves “the old Orient of the Thousand
and One Nights. He even loses himself“in the network of black streets”as he is thinking
“of the Caliph Haroun Al Raschid in quest of adventures in the lost quarters of Bagdad”
(Proust, 1931, p. 67). Shahrazad'’s storytelling metamorphoses Marcel when he loses
himself in fictional Time of Thousand and One Nights, experiencing the mysticism of
the Orient in the tales that distract him from his daily routines. Marcel draws on Time
again by referring to Thousand and One Nights because he thinks of Haroun Al Raschid’s
gift, the clock, to Charle Magne probably with an emphasis on the associations of the
liquidity of Time, hidden in its mechanistic feature: “The Caliph Haroun Al Raschid, in
807, presented Charle Magne with a clock in which wheels were moved by falling water”
(W.P, 1888, p. 12). Marcel is once again lost in the photographic images of his books,
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embedded in his mind as the metaphoric extension of vital impulse that connects his
imagination and his epistemology with colloquial language. He dives into the depths
of the quest of adventures of art lover, Caliph Haroun Al Raschid in Bagdad, that
intermingles with his pleasure for Oriental texts and his gift, the clock, in which “the
twelve knights paraded round the dial-plate” (W.P,, 1888, p. 12). The long-lasting tales
of Shahrazad is a metonymic extension of Marcel’s long-lasting imagination in Time
Regained.

The Seal of Time and Ageing in Time Regained

The last lines of Time Regained draws the cyclic pattern of Time not to a close but
to a new violent beginning for Man. This beginning imposes his/her monstrosity with
his/her capability of measurement in all aspects of life, creating a giant status of
modern aging Man. Man struggles in vain as s/he has immersed himself/herself in
the “distant periods” of “the seal of Time” (Proust, 1931, p. 326). Here, Marcel’s point
is that Time is a seal, closing his artistry firmly, but the (un)expected Time of the end
of life or rather the end of Time is a misrecognition of the idea, that the Man is the
measure or Time is the measure. He, thus, claims that Time is immeasurable in
simultaneity and Man is lost in its vastness: “as monsters occupying a place in Time
[...] simultaneously touching widely separated years” (Proust, 1931, p. 326), Marcel
recognizes the impossibility of wholeness. Proust’s long sentences run on and display
a continuous flow of thought streaming through capitalised Time. Marcel depicts his
anticipation of finishing his novel, which his seal of Time demarcates including the
characters that are ageing as monsters that occupy a place in time. This Time is a seal
that creates anxiety for Marcel. It is a force that imposes the insufficiency of Time on
finishing his book.

The search for the lost Time in Time Regained ends with this flow of ageing, constituted
with the images of Bergsonian Time, that is manifested indirectly. As Watt states “the
Search ends on an image of giants: our store of experience mounts up beneath us as
we age, elevating us until in later life we totter as if on stilts, like giants plunged into
the years” (Watt, 2011, p. 103). Marcel sees Time, “only discursively present in terms of
spatial images, yet in durée the moments are interpenetrated, making it misleading
to think of time as any kind of succession of images or form of space” (Jones, 2007, p.
24-25). The possibility of becoming for Marcel is never a fixed static image of a being,
so he can achieve that possibility through his art that emerges from mobility. The
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continuous growth of vitalism in the image of ageing in the last paragraph of the novel
intermingles with the image of giants contemplating in Time.

Thus, ageing is never a sign of loss of senses but rather a flowering of virtual qualitative
multiplicities of pastimages. This intermingling with Time for Marcel reflects his experience
in writing as his intuition of imagination; yet there is no teleological drive in this process.
At present, under the seal of Time, Marcel anticipates finishing his writing. In this respect,
moving backwards and forwards in Time with contemplation and recollection reveals
the psychic possibility of circularity through repetition in Time Regained.

This is very much apropos of the Lacanian approach, which brings out circularity
of time in the form of rings of chain. For Lacan, the term‘time’is not“a fleeting diachronic
moment but a structure, a relatively stable synchronic state. The ordering is one of
logical priority rather than of a chronological sequence” (Evans, 2006, p. 190). Change,
therefore, for Lacan, is never a“smooth move along a continuum’, but“an abrupt shift
from one discrete structure to another” (Evans, 2006, p. 190). This is similar to what
Marcel experiences as he plunges into his previous memories with Francois le Champi
and Thousand and One Nights.

Medieval and Renaissance in A Room with a View

E. M. Forster’s depiction of Time in A Room with a View epitomises the intrapsychic
and intersubjective aspects for Cecil Vyse and Lucy Honeychurch. Cecil appears as a
Medieval man for Lucy, whereas Lucy is a Leonardo Da Vinci woman, the embodiment
of a Vitruvian woman for Cecil. Her image for Cecil creates an intrapsychic realm of Time
that constitutes a non-linear intersubjectivity between Lucy and Cecil inasmuch as
Cecil does not care for being rejected by Lucy. Cecil is the embodiment of Medieval
Man, who creates a chamber of consciousness, echoing in Bergsonian involuntary
memory and virtual qualitative multiplicity. They bring past and present together:
“[Cecil] was medieval. Like a Gothic statue. Tall and refined, with shoulders [...] he
resembled those fastidious saints who guard the portals of a French cathedral. Well
educated, well endowed, and not deficient physically” (Forster, 2000, p. 106).

Forster, here, draws the attention to the gap between past and present, regarding

Medieval and Renaissance aesthetics by demonstrating the incompatibility in Cecil
and Lucy’s engagement. Cecil’s likeness to Medieval times may be associated with the
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feudalism and knighthood, depicted in his statue-like figure. Thus, evaluating past
considering her present situation, Lucy conceives Cecil as a“self-conscious”man, which
is favoured by the aesthetic tastes of Medieval period. In terms of the Lacanian logical
time “having surpassed the time for comprehending the moment of concluding, it is
the moment of concluding the time for comprehending. Otherwise, this time would
lose its meaning”(Lacan, 2006, p. 169). Being self-conscious about his appearance, Cecil
does not conclude to finish his engagement with Lucy at that moment because he
does not evaluate their relationship as a fiasco as Lucy’s brother Freddy does. Thus, his
hesitancy to react to Lucy’s rejection leads to the loss of meaning for comprehending.
Lucy Honeychurch is depicted as a“perfect” woman portrayed by Renaissance painter
and architect Leonardo da Vinci, who centralises Man as the measure with his work of
Vitruvian Man, which lays the cornerstone of humanism (Braidotti, 2013, p. 13):“[Lucy]
was like a woman of Leonardo da Vinci’s [...] The things are assuredly not of this life;
no woman of Leonardo’s could have anything so vulgar as a“story."[...] She reminded
him of a Leonardo more than ever; her sunburnt features were shadowed by fantastic
rock” (Forster, 2000, pp. 107-108).

Regarding Cecil’s relation to Lucy, seeing, understanding, and concluding are means
to rationalise his act of love. Hence, the notion of Time in their relationship can be
traced in the Lacanian notion of logical time that is constituted of “the instant of seeing’,
“the time for understanding’, and “the moment of concluding”. Lacan bases these terms
on an “intersubjective logic based on a tension between waiting and haste, between
hesitation and urgency” (Evans, 1996, p. 208). Likewise, Cecil prefers to wait, hesitating
before concluding for the ending of their relationship. In fact, he never attempts to
leave Lucy. Thus, his action is structured around a social and empirical reality of
hierarchised knowledge of anthropocentric view that places Lucy at the centre with
the implication of light and the sun. His logical time revitalises his intersubjectivity with
Lucy.The Lacanian logical time is “the intersubjective time that structures human action”
(Evans, 1996, p. 208). Thus, Cecil concludes that being a “rejected suitor” did not have
a meaning for him because he feels enlightened with Lucy’s Renaissance image that
bridges Medieval, Renaissance and the modernity of the twentieth century, creating
an intersubjective time between them.

There are also instances in A Room with a View when the notion of time is handled
with an effort to approach poetry or music* (Moran, 1999, p. 170). Lucy likens Cecil’s

4 The translation of the paraphrase from Berna Moran'’s Edebiyat Kuramlari ve Elestiri is mine.
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romantic wish to be in nature to the state of being a poetess: “Do you know that you
have never once been with me in the fields or the wood since we were engaged?”
(Forster, 2000, p. 125). Cecil pinpoints the lack of romanticism in their relationship by
referring to their lack of time spent together in nature. They have never been to the
woods. Instead, they have kept their images to themselves in a room without a view
within an illusory moment. This recurring image of a room without a view in the novel
stands in contrast to the anticipation embedded in the notion of virtual qualitative
multiplicity of images in nature in the novel. Without doubt the multiplicity of the
images in a room is less than the ones in nature. Although Cecil is a Medieval Man, he
rationalises his relationship with Lucy by referring to the lack of memories or Time
spent with the beloved. Cecil is eager to rationalise his intersubjectivity with his fiancée
in a linear fashion or with a view because he anticipates a marriage with her: “l don't
know that you aren't. | connect you with a view—a certain type of view. Why shouldn’t
you connect me with a room?”[...] Why not?” (Forster, 2000, p. 125). Concerning Time
as a social construct, in A Room with a View, Lucy’s being in a room with Cecil is the
metaphoric extension of a static, fixed or absolute time that can be measured and
manipulated. The room sets boundaries to the possible interactions and images, in
Bergsonian sense, elan vital for linear intersubjectivity between Lucy and Cecil in nature.
Time spent in the room sets boundaries to experiencing the flow of time in nature
which encompasses the energy and vitality of simultaneity which is not man made.
The immobility of time leads to man-made fixations of time zones that would only
revitalise an energy of a moment which is impossible to hold. Therefore, the images of
nature are of vital importance for the characters. They illustrate a picture of that intuition
(Lawlor, Leonard, “Henri Bergson” 2021).

The fields and the wood, that are the metaphoric extensions of a romantic desire
of becoming a poetess for Lucy and the “variable duration” (Evans, 2006, p. 159) are the
embodiment of analysing the psychic time of the characters in the novel. Being in
nature and the implications of being a poetess are the metonymic extensions of
Nietzsche's approach to Time, that reflects Cecil’s thought of becoming (Chehayed,
2019, p. 384).

Cecil and Lucy’s conversation after their engagement elucidates Lucy’s attempt for
retroaction which would historicise the present. This present evokes the room in Bertolini
pension with a view to recreate a moment to synthesise Lucy’s past encounter with
the Emersons. He, thus, tries to construct intimacy in their marriage. But the implication

Litera Volume: 32, Number: 1, 2022 77



The Value of Time is Never the Hand of a Clock: Marcel Proust’s Time Regained, E. M. Forster’s A Room with a View ...

reminds Lucy of George Emerson his father’s previous encounter about the notions of
view, and the room in the Bertolini pension in Italy. In Lacanian sense, room and view
are “historicised in the present” (Evans, 2006, p. 209) when Cecil utters them. This
retroaction is an attempt to spin or rather create a twist, a circular momentum in
narration time to evoke the multiplicity of views. In Lucy’s memory, once; Mr. Emerson
has sought to constitute a common view as the embodiment of an anticipation for a
possible future engagement with his son George and Lucy:“l have a view, | have a view.’
[...]“Thisis my son,”said the old man;“his name’s George. He has a view too."[...]“What
I mean,” he continued, “is that you can have our rooms, and we’'ll have yours. We'll
change” (Forster, 2000, p. 24). It is possible that in her conversation with Cecil, Lucy’s
recollection with the Emersons creates a crisis of time for her memory, and she quickly
associates the present scene with her remembrances of past encounters in Bertolini
pension.The ambivalence is on the side of Cecil because Cecil and Lucy cannot achieve
intimacy in their relationship. Therefore, “timely register of a temporality pressured by
an immense sense of eventful change: a special present, a brink of time, a precipitous
instant” becomes “a crisis time” (Sherry, 2016, %3) for Lucy as her fiancé becomes a
“fiasco” (Forster, 2000, p. 115) with the lack of an intimacy.

Nevertheless, the images of Cecil as a medieval man and Lucy as a Renaissance
woman demonstrate that the retroaction in Time produces an energy of virtual qualitative
multiplicity for taste. This taste may either be interpreted as aesthetics or self-
consciousness that are remodelled in the characters’ unconscious in the novel. Time
constructs images for Lucy and Cecil problematising their intersubjectivity for marriage.
Lucy’s intimacy with George Emerson, on the other hand, is prevented first by Mr.
Eager’'s biased approach to his father Mr. Emerson who all are a school of tourists visiting
Italy. Mr. Eager is unkind to Mr. Emerson with his implications of slander that Mr. Emerson
“has murdered his wife in the sight of God” (Forster, 2000, p. 75). Thus, Mr. Eager moves
beyond“intersubjective logic” by adding slander to the gap between past and present
to re-evaluate “the present synthesis of the past” (Evans, 2006, p. 208). However, Lucy’s
life experience with George Emerson creates a more effective vital impulse than her
Time constructed and fixated relationship with Cecil, as a result they get married.

Defence against the Wartime in Time Regained

Katie Fry comments on Marcel Proust’s metaphor of the mind“as a dark room”filled
with “photographic images” ready to be developed so that the past is brought into
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light. This act elucidates his notion of “involuntary memory” (2018, p. 127) patterned
with“photography and its latentimage” (2018, p. 127). The characters in Time Regained
experience this sense of fragmentation due to the photographic images of pastiche
and collage fusing past and present yet their ageing becomes the embodiment of their

gain.They display an ontic resistance to the wartime effects of violence:“I'd rather have
my throat cut than obey savages like that [...] Damn it, | wish it had been a proper

wound” (Proust, 1931, p. 81).

In this respect, Time is a construct for Proust and Forster because it can be fictive.
Linear succession of time is a matter of choice. Time cannot dominate everything.
Wartime involuntary memory intermingles with past images with the latent image of
present. The anticipation for the time to be regained, by resisting the pressure of Time,
fuels the destructive influences of wartime on humanitarianism.

Images of brotherhood are also embodied in wartime memories in Time Regained.
Timeless structures are reinterpreted through present experience. The image of the
moon, this time stands for brotherhood that emerges with cooperation during wartime
under the oriental crescent of the Parisian sky: “It was a clear, still night and, in my
imagination, the Seine, flowing between its circular bridges, [...] resembled the
Bosphorus, the moon symbolising [...] that invasion [...] the cooperation of our
Mussulman brothers with the armies of France, [...] under the oriental sign of the
crescent (Proust, 1931, p. 67).

Besides, Gilberte's letter about the war, in Time Regained, demonstrates her resistance
to the destructive effects of wartime, and how she regained Time by staying in her dear
Tansonville. Gilberte resists the remodelling effect of wartime that imposes the
eradication of memories and unconsciousness that is constituted with past loveable
views, revitalising time as an elan vital. This is done on purpose to weaken the possibility
of a future revolt that would resonate in the nostalgia of the past. Gilberte succeeds in
counteracting the remodelling by settling in her dear Tansonville to safeguard his
father’s Chateau and collections. “l was able to save the Chateau [...] the precious
collections which my dear father so much loved” (Proust, 1931, p. 36). Gilberte's act of
staying in Tansonville bravely interweaves Lacanian logical time as she interconnects
the enactive in wartime to her defence mechanism of retroaction to safeguard her
memory with a return of the repressed. She sees the heavy consequences of Time,
understands that she may lose that Time if she runs away. Thus, she synthesizes with
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a vital impulse by defying the terrifying images of wartime. The intersubjectivity and
Time, in Lacanian sense, constitutes Gilberte’s action by keeping her close to her good
old steward during wartime.

Remodelling in Wartime in A View without a Room (1958)

Spatiotemporality reiterates the drastic effects of modernity that eradicate traces
of romantic interaction, constituting a different view for Lucy and George, thus, the
retroactive effect of time is somewhat at stake. In the appendix, A View without a Room
(1958) of 2000 Penguin Books edition of A Room with a View, George, who has enlisted
to World War Il, observes the remodelling streets of Lungarno and Pension Bertolini.
He, thus, understands that Time extends and embodies present reinterpretation of the
past encounters. Therefore, he synthesises that wartime aims at remodelling the minds
of the people.

Eradication of one’s loveable memories with his beloved in Italy destructs the
unconscious constituted by former humanitarianism of the past: the Bertolini Pension
was not damaged in war, but the houses in “Lungarno have been renumbered and
remodelled and, as it were, remelted, some of the facades have been extended, others
have shrunk, so that it isimpossible to decide which room was romantic half a century
ago” (Forster, 2000, p. 233). George anticipates seeing his memories, but the room and
the view are still there, yet they cannot be found as the numbers of the buildings have
changed. Forster’s appendix A View without a Room is a composite portrait of wartime
generic images of homelessness that fuels psychic, social and material fragmentation
with a promise to end war: “George and Lucy await World War IlI” expecting that it
would end all wars and all life (Forster, 2000, p. 233).

Death as an (un)expected End

Time Regained remarks the search for the lost beloved, Albertine in Marcel’s internal
monologue, in line with his memory and repression that manifest his symbiotic
relationship with dead Albertine. Marcell seeks to achieve a sense of wholeness with
his untainted memory of Albertine in the following lines: “Ah! if Albertine had lived,
how sweet it would have been, on the evenings when | dined out, to make an appointment
with her under the arcades.” Marcel is once more preoccupied with the image of his
beloved Albertine. His involuntary memory realizes her; as he specifies the moment
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as:“her smiling eyes would have perceived me and we should have been able to walk
arm-in-arm without anyone recognising [...] us and to have gone home together”
(Proust, 1931, p. 28).

The image of walking arm-in-arm with her beloved Albertine is a metaphoric
extension of his desire that could never be achieved yet this image synthesises the
elan vital of the past, a posteriori. Marcel’s heart-breaking utterance “Ah, if Albertine
had lived” implicitly intermingles his past and present. This reinforces his attempt to
fill in the gap between his past and the present that stands out as an answer to the
question whether remodelling and eradication practices in Time, transmute Albertine’s
image in Marcel’'s memory in Time Regained. Marcel never gives in to negation instead,
he preserves a lovely image of Albertine, that creates a sense of wholeness. Time also
constitutes a wish fulfilment to reunite with the lost loved one. His love for Albertine
goes beyond the boundaries of Time as nothing could obstruct his imagination, that
seeks a sense of wholeness with the beloved. Marcel’s inward turn stands in contrast
to the short-lived affairs between couples of modern times. His memory and intuition
manifest his desire for a long-lasting love, that blurs the boundaries of restrictions set
by death when he recollects the past kaleidoscopic images of Albertine, revitalising
his imagination in the novel. Perhaps Marcel’s involuntary memory could never have
been achieved if Albertine had lived.

Conclusion

Time, an outside effect, is a notion that regulates our lives as we can measure the
moments we encounter. Thus, it becomes an absolute force. However, it is man-made.
This means that it is prone to speculation. The moment we live cannot be measured
as Bergson states. The rules of chronology can be subverted any time. For instance, the
omniscient narration of events is subverted through free association of thought in Time
Regained because what is in the mind of the character foregrounds subjective experience
and subverts the linearity and the chronological sequence of the plot. Timeless structures
are reinterpreted through present experience. The narrators in Time Regained and the
appendix of A View without a Room are far from being omni-scientific as their streams
of thought transgress the boundaries of existence, so they create their art within their
process of becoming. Marcel, Lucy, George are not afraid of ageing, on the contrary,
they experience ageing as a virtual qualitative multiplicity regained in Time. Yet, Marcel
experiences Time as a strain that might obstruct his writing intuition. In both novels,
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Time is often taken as a social construct rather than a mechanistic regulator. Specifically,
in Time Regained, the long sentences and phantasmagoria of images are foregrounded
as a vital impulse or an energy of the subjective thought which is more precious than
any other material reality.

Modernity can be associated with Bergson’s materialised time, but Marcel and
George Emerson’s search for the traces of lost memories delineate what they anticipate
in the two novels. The psychodynamics constituted with clock fixated time reveal their
repressed lack, their inadequacy to keep up with their former image. This recognition
of the impossibility of a totalized mastered body resonates with the impossibility of
mastery over time. Both Marcel and George recognize that they can never achieve a
totalized mastered body image through involuntary memory. They both fill their
inadequacy fuelled by the outcomes of modernity. Their lack halts their mastery of life
as they anticipate in retroaction violating the chronology of history through involuntary
images. Marcel’s metempsychosis is another revitalising element that involves retroaction
and anticipation in various bodies. This sense is another way of totalising a mastery
over chronology in the depth of the fluidity of allusive free associations of thought.
The photographic aspect of involuntary memory, on the other hand, creates a psychic
room for Marcel in Time Regained and George in A Room with a View, in which their lived
experience with the other characters enlivens their vital impulse. However, the
fragmentariness of modernity and the lost pleasurable memories, hidden in the objects,
such as the Bertolini Pension or Gilberte’s father’s Chateau or the arcades under which
Marcel and Albertine meet or Bosphorus are landscapes that occupy the colourful
memories of the past. Love is the first running force to accord with elan vital, opposing
the mechanistic scientific time that vitalises George and Marcel’s self-organisation of
either writing to finish his book or revisit the space to form a spatiotemporal realm to
refresh the memory.

The mechanistic clock time that moves only forward juxtaposes with the characters’
intuitive and involuntary memory in the two novels. This involuntary memory not only
involves political Time but also social, empirical, and psychic Time. It also has a fictional
status in the two novels as Time becomes a nutshell to the memories of the characters.
That is to say, the characters can rewrite anything from their own perspectives or their
mind’s eye. In A Room with a View Time is sometimes a fixed concept to speculate on,
and sometimes a vital impulse to“recreate life out of life” (Joyce, 1992, p. 186) as in Time
Regained. In response to the enforcement of modernity, modern Time is encountered
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in the minds of the characters in Time Regained and also in A Room with a View with an
inward turn to the stratification of involuntary memory and repression specifically in
the Appendix of Penguin Books edition, titled A View without a Room, paving the reader’s
way to focus on retroaction and anticipation of the characters.
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ABSTRACT

This essay sets out to discuss Tony Harrison'’s play Phaedra Britannica (1975) by drawing
primarily on Linda Hutcheon's views as expressed in her theory of adaptation and
Harrison’s own insights into adaptation. In this discussion, Phaedra Britannica as an
adaptation of Jean Racine’s Phédre (1677), is understood as the outcome of an
evolutionary process which started with ancient cultures and, at the same time, as
an autonomous work. In order to make the story of Phaedra relevant for contemporary
audiences, Harrison sets his play in a colonial context, during the British occupation
of India. This essay addresses the adaptation of the play through the moral conflict
associated with the story of Phaedra, a woman in love with her stepson Hippolytus,
with a focus on shame and guilt. Throughout the centuries, these moral concepts
have played a significant role in the story. The culture in Racine’s Phédre has been
described as one dominated by guilt, but in Harrison’s play a return to the shame
culture depicted in Hippolytus by Euripides can be observed. Unlike Euripides, who
isambiguous about the role of gods, goddesses and fate, Harrison makes it clear that
the characters’ attempts at assigning blame to other people or to the gods of the
colonised territory is simply their way of deflecting responsibility for the tragic events.
Keywords: Transcultural adaptation, moral emotions, Phaedra, Tony Harrison, Phaedra
Britannica
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Introduction

The culture in which a work of fiction is adapted is the primary agent in how that
work will be both created and received. Even a more general explanation of the word
adaptation would give us a natural and cultural phenomenon which defines “the
capacities for human, cultural, and biological adjustments as a way of surviving,
advancing or simply changing” (Corrigan, 2017, p. 26). Adaptation, then, is a dynamic
concept by its very nature; it is formed and reformed in an unceasing fashion as it is
anchored essentially in change. Linda Hutcheon, a leading figure in the field of adaptation
studies, describes literary, film, theatrical and media adaptations as being based on
stories that change over time and are rewritten in different cultures for particular
reasons (2006, p. xvi). Even though an adapter’s decision to take on a previously existing
story may have ideological, stylistic or simply financial grounds, the impetus behind
it, more often than not, is to appeal to contemporary audiences and their culture.

If stories change over time even within the changing structures of the culture they
were born in, the transformation can be even more significant in transcultural
adaptation. The traditional tale of Phaedra has been adapted not only across time and
place, but also across genre and medium. As an example of mythical literature, it
“depends upon, incites even, perpetual acts of reinterpretations in different contexts”
(Sanders, 2006, p. 63). Despite the fact that the first authored version of the story
belongs to Euripides (Hippolytus, 428 BCE), it was already a retelling of existing myths.
The story does not have complicated or challenging content but is simply built on
love, passion, vengeance, fate and death. Phaedra’s passion for Hippolytus, her stepson,
inflicted upon her by the goddess Aphrodite, ends up in death. When he rejects her,
she accuses him of rape in a tablet found by her husband Theseus next to her corpse.
His wife's suicide and the tablet incriminating the young man are enough to convince
the father of his guilt. As a consequence of a curse granted by the god Poseidon,
Hippolytus dies. This is how Euripides retells the story. However, similar patterns can
be found before Euripides’time in other cultures as well, such as in the book of Genesis
with the story of the Potiphar, his wife and Joseph (Genesis 39, Sarna, 1989, pp. 271-
276), or in Egyptian mythology with the tale of Anubis, his wife and Batau (Tale of Two
Brothers, pp. 95-99).

The reputation of the female protagonist, reinforced through numerous adaptations,
gained her a place in psychological terminology, i.e. ‘the Phaedra Complex; to
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characterise the “non-pathological stepparent-stepchild attraction” (Messer, 1969, p.
213). In literary context, Albert S. Gérard introduces the term‘the Phaedra Syndrome’
in his book The Phaedra Syndrome: On Shame and Guilt in Drama (1993) to refer to the
moral conflict present in the story of Phaedra as adapted by Euripides, Seneca, Bandello,
Lope de Vega and Racine. The subtitle ‘on shame and guilt in drama’ shows that
throughout the centuries, these two moral concepts have played a key role in the
story. Gérard (1993) doubts whether Phaedra’s moral struggle can still “be regarded
as a relevant topic for serious aesthetic treatment” (p. 135) in contemporary society.
His view was challenged by Winston (1995) in his discussion of Timberlake Wertenbaker’s
The Love of the Nightingale (1989), which through a different myth brings about the
same issues referred to in the Phaedra Syndrome. Winston agrees to a certain extent
with Gérard, who “is no doubt right to speculate that Phaedra’s agony of sexual guilt
does not speak directly to the preoccupations of a contemporary audience”, but he
adds that matters “of sex and ethics remain very much at the heart of contemporary
moral concern” (p. 511). It should be mentioned that, even if Wertenbaker’s play
addresses contemporary audiences, she chooses an ancient setting for the play, and
not a contemporary one. The relevance of the Phaedra Syndrome may in fact be
attributed, at least partially, to this decision.

The markedly individualistic traits of shame and guilt have also been employed to
describe cultures at large: ‘shame culture’ and ‘guilt culture’ respectively. American
cultural anthropologist Ruth Benedict is best known for popularising these concepts
in her book The Chrysanthemum and the Sword: Patterns of Japanese Culture (1947).To
Benedict, guilt is based on an “internalized conviction of sin” which can be relieved
through confession and atonement, whereas shame’ is “a reaction to other people’s
criticism”, and cannot find such relief (p. 223). A defender of ethical relativism, Benedict
argues that “morality differs in every society” (1934). In the adaptations of the story
of Phaedra, the moral focus shifts according to the culture producing the adaptation.
For instance, the culture portrayed in Euripides’ Hippolytus has been characterised as
a‘shame culture] particularly due to Phaedra’s concern with the opinion of others; she
does whatever is necessary to keep her reputation intact and goes so far as to falsely
accuse Hippolytus of rape (Kovacs, 1980). Phaedra’s accusation has dire consequences,
but“the bare fact that she causes the death of the young man she thinks is her enemy

1 Benedict has been heavily criticised for describing Japanese culture as ‘shame culture! She has not been
criticised for her description of American culture as being driven by guilt, this criticism implying that shame
is a feeling less desirable than guilt.
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and the enemy of her good name [and with whom she has been passionately in love]
would not in the fifth century have been regarded, without further encouragement
from the poet, as evidence of moral failure” (Kovacs, 1980, p. 301), whereas in modern
societies it is more likely that she would be perceived as an immoral human being.
However, in Jean Racine’s adaptation Phédre (originally Phedre et Hippolyte), first
performed in 1677, the prevalent aspect is guilt and this can be explained by the
influence of the theological movement of Jansenism, with its moral rigour and “the
emphasis on faith, [and] the expressions of guilt” (Calcamp, 2016, p. 122). This influence
can be seen not only on French culture, but also on the playwright at a personal level,
1677 being the year when Racine’s religious beliefs in the teachings of Jansenism
revive.

Written by British poet and playwright Tony Harrison, Phaedra Britannica (1975)
is a play based on Jean Racine’s Phédre (1677). This essay sets out to discuss the
manner in which the moral conflict present in the story of Phaedra has been adapted
by Harrison for the English stage, by drawing primarily on Linda Hutcheon'’s views
as presented in A Theory of Adaptation (2006) and Harrison’s own insights into
adaptation which he provides in the introduction to the play. The play, as an
adaptation, is understood as the outcome of an evolutionary process which started
with Greek tragedy and the first versions of the story of Phaedra, which in turn
developed with similar stories from other cultures. However, this essay also explores
what exactly makes Phaedra Britannica an autonomous work and how the story is
integrated into a colonial context, the play being set in nineteenth-century India.
Not surprisingly, the nature of a story about the love of a woman for her stepson
entails a moral conflict; for this reason, it is significant to investigate how moral
issues such as shame and guilt have been integrated by Harrison in the colonial
setting of his adaptation. Furthermore, the characters’ internal struggles are valid
only if they are responsible for their actions. If the actions, their causes and
consequences are controlled by a divine power, then, the very notion of a moral
conflict proves futile. For this reason, the role played by fate in the play is also
integrated into the discussion of this essay.

Phaedra Britannica as an Adaptation

First performed in 1975 by the National Theatre Company at the Old Vic, the play
featured Dame Diana Rigg as Phaedra and was directed by John Dexter (The National
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Theatre Archive). Phaedra Britannica is an adaptation of Racine’s Phédre which, in turn,
was inspired by the tragedies of Seneca and Euripides. Sanders (2006) observes that
“frequently adaptations adapt other adaptations” (p. 13) which may be based on social
circumstances at a given time or cultural characteristics at large while the initiative to
adapt a particular version of a story is, more often than not, a matter of personal choice
shaped by “a political or ethical commitment” (Sanders, 2006, p. 2). In the case of Phaedra
Britannica, it was the National Theatre that commissioned the play after the success of
Harrison’s verse translation of Moliere’s The Misanthrope; together, these two plays
“firmly established the National as a rival to the Royal Shakespeare Company (RSC) in
the production of verse drama” (Marshall, 2009, p. 266). Moreover, Harrison's successful
collaboration with the National Theatre in the production of these plays, Phaedra
Britannica ran for 47 performances and The Misanthrope for 82 (The National Theatre
Archive), challenges the common belief that the works of Moliere and Racine cannot
thrive on the English-speaking stage (Ploix, 2018, p. 491). Harrison (2002) was aware
of this challenge and he thought that, in order to overcome it, one should “rediscover
a social structure which makes the tensions and polarities of the play significant again”
(p. 115). The playwright'’s resolution proved to be effective indeed, since the main
reason behind the change in the reception of the plays can be attributed to the setting
of The Misanthrope and Phaedra Britannica, which are Charles de Gaulle’s regime and
British India, respectively. These fragments of history are more relevant for the English-
speaking audiences than the distant, both in time and space, ancient Athens and even
seventeenth-century France.

Changes in adaptations reinforce the link between a play that belongs to a past
setting and the contemporary audience of a given culture. The version on which Phaedra
Britannicais based, Racine’s Phédre, already displays a number of significant diversions
from the classical plays of Euripides and Seneca. Following Seneca, the suicide of
Phaedra happens later, but this time by poison, which is a slower way to die and offers
the necessary time to clear Hippolytus'name. In Euripides’ version, however, she hangs
herself before learning the dire consequences of her desperate act. Another important
innovation is Hippolytus' love for Aricia, an Athenian heir to the throne kept prisoner
by Theseus. The insertion of this female character can be addressed in a number of
ways. On the one hand, Hippolytus' rejection of Phaedra’s feelings is not driven solely
by the incestuous nature of such a union; his heart in this case belongs to someone
else. On the other hand, and more importantly, his feelings towards Aricia shift the
motivation behind Phaedra’s accusation of rape, from a woman who wants to protect
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her reputation in the classical texts to a woman whose vengeance is driven by jealousy
in Racine’s version.?

The core story of Phaedra Britannica is the same in the Racine version, but the setting
and the characters are entirely different. The action takes place in the 1850s before the
Indian Mutiny, in the Governor’s Residency in British India and as Huk (1993) points
out, the play “subtly shifts its focus from the title character to the larger social rhythm
that creates her plight” (p. 211). The names of the characters are integrated into this
context: Governor stands for Theseus, Memsahib?® for Phaedra, Thomas Theophilus for
Hippolytus and Ayah for Oenone. The British officials’government of the Indian territory,
reinforced by the presence of their European wives, is antithetical to the role of native
nurses, i.e. ayahs, forced to leave their own family to serve their masters (Harrison, 2002,
p. 152), thus underlining the tension between opposing political and social forces. The
names of Theseus, Phaedra and Oenone have no resonance with the turbulent history
of colonialism and therefore they would not have been as powerful as the titles of
Governor, Memsahib and Ayah to illustrate the British dominance over India which
seems to be precisely what Harrison wants to emphasise by having a different take on
the story of Phaedra.

The clues for a better understanding of Phaedra Britannica as an adaptation lie in
Harrison’s revealing introduction to the play; it is virtually impossible to discuss the
play without taking this introductory part into consideration. The playwright tackles
various aspects of adaptations and perhaps the most significant is his argument that,
to produce an adaptation is as difficult and time consuming as the creation of the
text to be adapted; in the case of both Racine and Harrison two years were necessary
(Harrison, 2002, p. 113). The reason behind this similarity may be the fact that the
authors are both adapters, which means they had to face the same challenge: to
create a new play starting from an already existing story told by very prominent
dramatists. Hutcheon (2006) underlines the fact that “the adapted text (...) is not
something to be reproduced, but rather something to be interpreted and recreated”
(p. 84), so that it can stand on its own as an autonomous creation. Furthermore, it

2 In his lecture regarding the dramatic representations of Phaedra, Professor George Brandt (2001) explains
that the motif of jealousy and Hippolytus’ love for another woman which culminated in Phaedra’s ending
her life through poison, are introduced by Gabriel Gilbert in his play Hippolyte ou le garcon insensible
(1645/1646) and with Mathieu Bidar’s version Hippolyte (1675), respectively (pp. 9-10).

3 Memsahib was used to refer to or address white foreign women of high social status living in India,
particularly the wife of a British official as is the case in Phaedra Britannica.
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can be argued that each new adaptation is more challenging than the previous one
since with every adaptation there are fewer and fewer gaps to be filled in the storyline.
There have been more adaptations of Phaedra’s story over the past three centuries
than before Racine adapted his Phédre, therefore presumably Harrison’s task was
more difficult than Racine’s. Harrison openly offers insights into his experience as a
poet and adapter when he writes, “In a pre-Romantic age | would feel little need for
self-justification, nor feel I need be defensive about the poet’s role as adapter” (Harrison,
2002, p. 113).The playwright’s words imply a comparison with Racine, who lived and
wrote in a pre-Romantic era and was spared of such necessities. Starting with the
Romantic period though, literary purity and originality have become chief concerns
for the poet; according to Hutcheon (2006), the “valuing of the original creation and
of the originating creative genius (...) is clearly one source of the denigration of
adapters and adaptations” (p. 4). The need to discuss his contribution to Racine’s
tragedy derives not so much from external pressure, but rather from an awareness
of the substantial changes to the adapted text which becomes embedded within his
own poetic and dramatic style. However, style may not be enough for the successful
reception of a story which has been around for more than two millennia; another
key element of poetic creativity is to present contemporary audiences with the
prospect of identifying in the play elements closer to their political, social and cultural
context.

Harrison’s decision to set the play in British India addresses this contemporary issue
of adaptation studies, but the playwright adds that he aims furthermore at a subtler
effect; i.e. to stress the protagonists’internal struggle through the dichotomy between
Minos and Pasiphae who are Phaedra’s parents. Being the daughter of parents with
conflicting personalities, Phaedra may be expected to feel and act in an imbalanced
manner, yet the playwright views this dichotomy as “maintain[ing] the tension of the
whole play” (Harrison, 2002, p. 117). Phaedra’s father is, according to Greek mythology,
one of the three judges of the Underworld. By referring to him as‘the Judge) this time
in the physical realm, Harrison foregrounds the parallelism with Victorian Britain as a
time and place which stands for the part that creates moral codes. In contrast, Phaedra’s
mother, and by extension India, represents the desire for the forbidden and the
transgression of morality (Harrison, 2002, p. 117); in other words, what the coloniser
both desires and condemns as immoral. In Pasiphae’s case, her ‘unnatural’ desire for
having sexual intercourse with a bull results in the birth of the Minotaur, a creature half
bull, half man. It is worth pausing on the fact that, in the play, she does not receive a
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proper name; instead, she is always referred to in relation to her husband or daughters,
which signifies patriarchy’s limitation of women to the roles of wife and mother.

Unlike Pasiphae, the Governor’s desire is not related to crossing the borders between
species. He desires what he cannot pursue in his own country or within the limits of
his own culture, “leading, by virtue of his position, a double life” (Huk, 1993, p. 211). In
the beginning of the play, when Thomas Theophilus is worried about his father’s long
absence, his tutor Burleigh, suggests that the Governor may have personal reasons for
disappearing:

BURLEIGH: (...) perhaps for reasons of his own

H.E. prefers his whereabouts unknown.

One knows his nature, ready to pursue

anything that’s savage, strange, or new,

his ‘curiosity’ how wild tribes live,

his‘scholar’’s passion for the primitive.

(...) preoccupied both day and night,

let’s say researching’some strange marriage rite! (Harrison, 2002, p. 142)*

In Racine’s play, this passage covers five lines and it mentions only a possible love
affair for the absence of Theseus, whereas in Phaedra Britannica it is expanded to thirteen
lines, thus making a point of the hypocrisy of the coloniser for whom India is a means of
satisfying desires viewed as immoral in his own culture. Under the pretext of ‘curiosity,
‘scholar’s passion’and ‘research; the Governor manages to have experiences to satisfy his
instincts, while at the same time remaining above the experiences themselves and those
who indulge in them but lack his‘erudition’ A vivid example of this contrast can be seen
in the way he describes his captor, which is in fact another addition to Racine’s version:

GOVERNOR: My captor was a beast, obscene, perverse,
given to practices | won't rehearse,

to crude carnalities that overrode

every natural law and human code.

He'd draw the line at nothing. No taboo

would stop him doing what he wanted to. (p. 182)

4 Phaedra Britannica in Tony Harrison Plays 2 (London 2002). All numerical references to quotations from this
play are from this book.
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The long time spent in the captivity of this “black tyrant” (p. 182) is the reason
why his family thought him dead. What is intriguing is that the two men present very
similar traits. The only essential difference between them lies in the way the Governor
perceives himself, as a superior white male; he is bound by laws and codes and
although he wishes to, cannot engage as freely as his captor in obscene and perverse
practices.

If the appellatives selected by Harrison for the characters of Phaedra (Memsahib),
Theseus (Governor) and Oenone (Ayah) can be explained plainly in terms of colonial
discourse, the case of Thomas Theophilus, the equivalent of Hippolytus, is more
intriguing and yet, Harrison himself offers no explication for it. Nevertheless, some
tentative steps can be taken towards an understanding of how the name works within
the play. Contemporary audiences may not be aware of the fact that, in Greek,
Hippolytus’ name means ‘he who unchains the horses’ Thus, the implicit relation
between his name and his tragic end, when he is torn apart by his own uncontrollable
horses, may escape them. Thomas Theophilus, on the other hand, sounds more
familiar because Thomas is a common male name in many western countries. Even
the religious reference to Thomas the Apostle, best known for being the only one
out of the twelve apostles who doubted the resurrection of Jesus (thus called‘Doubting
Thomas'), is not too foreign, at least in a Christian context. The religious aspect of the
name becomes significant particularly when it is associated with the name Theophilus,
meaning ‘he who loves God'. The internal conflict of someone who both doubts and
loves God is in line with Harrison's statement that the entire play is first and foremost
a constant interplay and conflict between opposing forces. Moreover, the fact that
Thomas Theophilus is the only main character who receives a proper name (two in
actuality) stresses his uniqueness, his‘hybridity’: he is neither British nor Indian. Born
to a British governor and a woman from the prominent Rajput clan, he feels at ease
neither in England, where his stepmother exiles him for a while, nor in India. However,
even if his life meant a struggle between conflicting feelings, his death symbolises
the beginning of a new phase in the relations between the two nations. Before dying,
Thomas Theophilus asks his tutor to take care of Lilamani and expresses his hope
that his father would treat her in a kinder way. The Governor’s response seems to
mean acceptance which goes so far as embracing her as his family. In Racine’s version,
Theseus' reconciliation with Aricia indicates the beginning of his atonement for his
share in the death of Hippolytus. The end of Phaedra Britannica brings about the
notion of social, and not divine, justice. Lilamani deserves to have an active role in
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the government of her own country, more than the Governor himself. From a historical
point of view, the Indian Mutiny, though unsuccessful, paved the way for India’s
independence. Harrison’s play, thus, ends with the promise of hope overshadowed
by Hippolytus’sacrifice, marking destruction as the first step towards a new order of
things.

The vast majority of the adaptations of the story of Phaedra focus on the female
character, as it can be deduced from the name by which the story is known and the
titles of most adaptations. The same can be argued for the performance of the plays,
an issue Harrison discusses in the first paragraphs of his introduction by engaging in
a dialogue with Roland Barthes and Jean-Louis Barrauld. In agreement with them,
Harrison observes a“theatrical imbalance” (p. 115) in the prominence given to Phaedra
and implicitly the actress impersonating her. The playwright addresses this issue mainly
by emphasising the role of the Governor (Theseus). Harrison grounds his decision on
the fact that unlike his wife and son, the Governor does not have the‘privilege’ of dying;
he has to continue living with the burden of his deeds (p. 115). The playwright gives
more significance to the father and further strengthens the link with the adapted text
by including a direct allusion to the mythical character of Theseus, in the Memsahib's
comparison of the young Governor with Theseus or Hercules (p. 169). In Phaedra
Britannica, the Governor stands for the white Western hero personifying the agent of
civilisation whose duty is to clean the face of the Earth of (both metaphoric and real)
monsters, such as “a giant cannibal’, “tigers” and “maneaters” (p. 145), which exist not
in his own country, but in the colonised territory. His heroic accomplishments are more
than enough to compensate for his other side, of a philanderer. The more he advances
in age and success, the more he loses his innocence; when he was young and less of
a hero, he was as innocent as his son and both the Memsahib and Lilamani fall in love
with Thomas Theophilus, since he displays only the positive side of his father. The
mainspring for Lilamani’s love is “his father’s good’s in him without the ill" (p. 161) and
in a similar manner, the Memsahib is aroused by the resemblance between the son
and the young version of her husband.

Far from the two women'’s image of him, Thomas Theophilus is disappointed with
himself for not having accomplished much. Thus, he sees himself as“the undistinguished
son of such a father, and with nothing done!” and feels “trapped in this obscurity” (p.
181). These words are uttered after his father’s reappearance from his presumed death.
Thomas Theophilus is not aware that shortly afterwards he will have killed a terrifying
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monster. The competition between father and son is a common feature of Ancient
Greek mythology. A similar pattern can be seen in the case of the hero Odysseus and
his son Telemachus, who for a long time is unable to stand up to the level of his father’s
achievements. Similarly, Thomas Theophilus engages in a competition with the Governor
for the right of being called a hero and the moment of achievement follows the father’s
return after a long absence, just as in Homer’s Odyssey.

In his discussion of ‘the Phaedra Syndrome, Gérard (1993) underlines a taboo less
obvious than that of incest, i.e.“the taboo against sexual competition between different
generations which is the very foundation of family hierarchy” (p. 2). In Phaedra Britannica,
the prize is not only the Memsahib. It is plausible, judging by the way his character is
presented by Harrison, that the reason why the Governor orders house arrest for the
Indian princess Lilamani, instead of killing her as he does with her entire family, is that
he intends to make her his mistress. During his confession to Burleigh, Thomas Theophilus
acknowledges the impossibility of their love precisely because his father forbids anyone
to marry the princess. The Governor supports his decision on his fear that she or her
hypothetical offspring may overthrow him:

THOMAS: Could | be so distracted to dispute
the Governor’s veto for forbidden fruit?
She’s quite untouchable. A strict taboo

falls like a scimitar between us two.
Prohibited. The Governor rightly fears

heirs to that family of mutineers. (p. 146)

Additionally, the end of the play with the Governor’s acceptance to unite his family
with that of Lilamani may signify either that he welcomes her as his own daughter,
and this aspect has been previously discussed in this essay, or that he intends to
make her his wife, now being a widower. The Governor “has the last word” (p. 115),
just as Harrison suggests, even in the sexual competition with his young son. Regardless
of what qualities Thomas Theophilus may possess and what qualities his father may
lack, it all comes down to the latter’s power. What is noteworthy is that this type of
competition is perceived as a taboo by the patriarchy only when the son is the one
to desire a woman his father forbids either for political or personal reasons, and not
vice-versa.
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Between Scylla and Charybdis: Shame and Guilt

Hippolytus'love for Arica gives rise to Phaedra’s thirst for revenge and this is perhaps
the main reason why Gérard (1993) views in the French tragedy a shift from a culture
characterised by shame, as is the case in Euripides’ version, to a culture where the
emphasis falls on guilt. In the shame culture presented in the ancient play, Phaedra’s
actions could be justified by the need to defend her and her family’s honour. On the
other hand, in Racine’s version, with the insertion of the element of jealousy, the
playwright emphasises the fact that there is simply nothing honourable in being so
jealous as to cause the death of an innocent person. Racine’s Phaedra is guilty not only
for causing Hippolytus'death, but for doing so as a result of her uncontrollable jealousy
towards the young couple. It might follow that Harrison’s adaptation presents the same
image of guilt-driven characters; however, this is not the case. It can be said that both
feelings play a significant role, particularly for the Memsahib, and there are instances
when Racine stresses the feeling of guilt and Harrison adds shame as well. When the
Memsahib expresses her desire to die, before confessing her love for Thomas Theophilus,
she simultaneously provides a definition of shame and guilt: “I'll die in any case. With
twice the shame / once guilt, that’s better nameless, gets a name” (p. 152). The second
instance when shame comes to join guilt is when the two women are informed that
the Governor is dead; in the Ayah’s view, the Memsahib should now “fling guilt and
shame aside” (p. 157) since the only reason to feel guilty or ashamed had to do with
her being married, which is not the case anymore. Shame and guilt cannot be
differentiated sharply; even so, it can be inferred from the Memsahib’s words that guilt
is related to something known only by the person who did something wrong, whereas
shame is felt when that wrong is or may become known by others. The definitions
provided by the Memsahib are in agreement with Benedict’s views that unlike guilt,
shame is an emotion related to the criticism of other people. However, more recent
research shows that there is not enough evidence to support this private-public
dimension. Anthony O’Hear (1976) remarks that shame does not necessarily “depend
on a fear of public exposure, actual or potential” (p. 77). Similarly, June Price Tangney
and Ronda L. Dearing’s (2002) extensive research into moral emotions has found that
“there is little empirical support for the commonly held assumption that shame arises
from public exposure of some failure or transgression whereas guilt arises from the
more private pangs of one’s internalized conscience” (p. 24). Nevertheless, the researchers

5 The meaning of the idiom is to be caught between two unpleasant or dangerous alternatives; Scylla and
Charybdis being two sea monsters in Greek mythology.
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stress that the desire to hide from the public eye is indeed associated with shame (2002,
p. 25). The Memsahib’s words in the beginning of Act 2 are in agreement with this; she
says“Hide me (...) conceal my raw desire from the public view” (p. 173). She experiences
shame in a peculiar way: the light of the day exposes her and her shame to the critique
of other people. The Memsahib is consumed by light and by the sun’s “all-seeing,
penetrating rays” (p. 149) which make her “whole face hot with shame” (p. 150). It is
obvious that she worries that, if exposed to light and others, her transgression will
become a matter of public scorn, ridicule and contempt.

From the very first adaptations of the myth, Phaedra has been presented as a mother
who cares for her children. In Phaedra Britannica, the Memsahib worries not only for
her own reputation, but also for the reputation of her children“The only fear that lingers
in my mind / is for my children. The shame | leave behind” (p. 178). This seems like a
common concern, however, in her case there is more to it. She is a young woman who
had to live with the shame of being the daughter of a woman who had sexual intercourse
with an animal and gave birth to a monster. O'Hear (1976) stresses that “while guilt
seems normally to involve a transgressive action or attitude, shame can without any
problem be felt for a much wider variety of objects (...), such as (...) one’s parentage’
(p. 76). The Memsahib is terrified at the thought that her children will have to live with
what the others will say about her:“the children, orphans, forced to face / those stories
(all too true) of my disgrace” (p. 178). One of the distinctions between shame and guilt
in Tangney and Dearing’s (2002) opinion is that a person who feels shame is concerned
“with other’s evaluation of self’, whereas in the case of guilt, one is concerned with the
effects of his/her actions on others (p. 25). The Memsahib has to struggle not only with
the shame of her mother’s transgression and her own, but also with the feeling of guilt
for the way her uncontrollable passion may affect the future of her children.

d

The Ayah cares deeply for her mistress and shares with her the burden of the whole
situation, from the beginning almost to the very end. Later in the play, when the news
of the Governor’s death proves to be false, it is the Ayah who advises the Memsahib to
accuse Thomas Theophilus of rape. She takes the responsibility to be the one to speak
with the Governor and asks the Memsahib “only [to] keep silent” (p. 179), hoping,
however, that he will not take any drastic action against his own son:

AYAH: And just supposing guiltless blood were spilt
to save your honour and to spare your guilt,
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(...) Honour must be saved at all expense
even the sacrifice of innocence! (p. 179)

In this excerpt Harrison adds the word guilt, perhaps, to emphasise the passive role
of the Memsahib in the events which eventually culminate in Thomas Theophilus’death
and the more active role of the Ayah. For her, guilt can only be defined in terms of
murder; when she wants to learn why the Memsahib feels guilty she asks “What blood
of innocents have those hands spilt? / How could Memsahib’s hands be stained with
guilt?” (p. 151). The guiltless blood of Thomas Theophilus is spilled as a result of the
incriminating words of the Ayah against him and the Governor who banishes and
curses him; the Memsahib is guilty only of remaining silent. In previous versions of the
play, she at least writes a letter incriminating her stepson, but this act is missing in the
case of Phaedra Britannica. When she imagines that her father, the Judge of the
Underworld, will have to choose a punishment suitable for her crime, she emphasises
the fact that she‘did'nothing wrong and therefore should be spared of guilt:“I've broken
laws, but never reaped the fruit!” (p. 194). She utters these charged words after learning
that Thomas Theophilus is in love with Lilamani, information which makes her burn
with jealousy and this is also the moment when she expresses the desire for the young
lovers to die. However, as previously mentioned, Thomas Theophilus'death has already
been set in motion by the Ayah’s words and the Governor’s curse to Shiva.

Just like in Euripides’version, where Aphrodite seems to be the cause of Hippolytus’
death, here Shiva, and implicitly India, is seen as the agent of destruction. The Memsahib
blames India and its “dark gods mocking, knowing they can claim / another woman
with the Judge’s name” (p. 155) for her untamed passion for Thomas Theophilus. Even
the Ayah states that“Our India destroys white womankind / sapping the body, softening
the mind”(p. 155). However, Poore (2012) reminds the readers that“Harrison’s introduction
to the play discourages us from reading this as a simple act of the gods” (p. 54). One of
the coping mechanisms listed by Tangney and Dearing (2002) under the emotion of
shame is“Blaming others (instead of self) [which] can serve an ego-protective function”
(p. 92). Particularly the Governor takes no responsibility for his share in the events:
either India is to be blamed (p. 204) or his wife (p. 205). What is striking in the dynamic
between the British couple and Shiva, is that, as followers of a monotheistic religion,
they should not even believe in the existence, and therefore power, of a god belonging
to the Hindu pantheon. In fact, they do not really believe in Hindu gods and always
refer to them as something alien: “your [India’s] gods” (p. 176; p. 186). In the classical
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adaptations there is still the shadow of predestination and divine punishment hanging
over the lives of the characters and gods’ plans are apparently more important than
the futile attempt of mortals. Yet, basing his argument on Aristotle’s Poetics, Agard
(1933) sees Greek drama as indeed “concerned with fate and with control by the gods;
but it was more deeply concerned with the ways of men, the failures and the achievements
of human freedom” (p. 126). Euripides’ contemporaries still believed in the goddess
Aphrodite, but by designating Shiva as the revengeful god, in which the Governor and
the Memsahib have actually no faith, the play clearly indicates that human beings
alone are responsible for their actions and words. Together with the couple’s lack of
responsibility, Harrison also points out their desire to denigrate the colonised territory
in any possible way, from the suffocating weather to its cruel gods. Hutcheon argues
that “adapters’ deeply personal (...) reasons for selecting a certain work to adapt and
the particular way to do so should be considered seriously by adaptation theory” (p.
95). In an interview for The Guardian (1 April 2000), Harrison says that he is “a total
atheist”. It is therefore not surprising that his characters’ faults cannot be charged to
any divine power, but entirely to their own words, silences, actions or passivity.

The emotion which characterises the Governor and his son is shame, not guilt. The
father laments that “Given all my fame / so that the world can better see my shame /
This time there’s no escape” (p. 205). Even from the first lines of the play, Thomas
Theophilus expresses his frustration and shame for not being the one to lead the
search for his father: “frustrated and ashamed I'm not the one / directing the search-
parties, me, his son!” (p. 141). The other reason for him to feel ashamed is his love for
Lilamani. This is not because she is not worthy of him, but if his feelings become known
by others, who are aware that the Governor forbids anyone to love and marry her, his
father’s reputation will be denigrated. Thomas Theophilus believes that it is his duty
as a son to respect his father’s orders and protect his image in the eyes of the people.
Furthermore, when he asks Lilamani to run away with him, she hesitates because they
are not married and she is afraid of what the others might think. He is well aware of
this impediment and for this reason he had already planned to marry in a shrine. Thus,
it can be argued that Thomas Theophilus and the Governor’s moral compass points
to shame; they act and speak always taking into consideration the community they
live in, whose role is to judge what is right and what is wrong. As members of the
patriarchy they are more interested in matters of honour, particularly in relation to
the members of their families; any stain on the reputation of children or wives having
a negative reflection on theirs.
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In contrast to them, the Memsahib and the Ayah experience not only shame, but
also guilt. Both women end their own lives driven by remorse, a feeling closely associated
with guilt and both believe in the power of confession and atonement, actions viewed
from a religious point of view as well as psychological (Tangney and Dearing, 2002, p.
25) as part of the process which leads to forgiveness and healing. In the beginning of
the play, the Ayah implores the Memsahib to confess in order to feel better. But this is
the very moment that puts in motion the tragic events and transforms the Memsahib
from a woman who was feeling shame for her passion, to a woman feeling guilt for the
death of an innocent man. This confession can be seen as a selfish act; by accepting to
share her secret with the Ayah, the Memsahib makes her an accomplice and moreover,
a person to later blame:“All your native guile and honied speech / put the unattainable
within my reach” (p. 174).In the end of the play she confesses to her husband her share
of guilt and honestly wishes to restore the innocence of his son. But once again, her
confession may also have a more egocentric motivation. She makes the Governor aware
of the fact that he was misled by two women, one of them being his servant, which
was most probably a harsh blow to his ego. Additionally, she makes him realise that
he was too hasty in banishing and cursing his son. The father’s refusal to listen to his
son’s version of the truth has been a constant aspect of the story from the very first
adaptations. The Memsahib’s confession comes as a punishment for his rush to
judgement, but perhaps her deeper urge is to punish him for all his wrong-doings
towards her, mainly for being an incorrigible philanderer.

Conclusion

Although Racine’s adaptation of the story of Phaedra is indeed the foundation on
which Harrison writes his play, Phaedra Britannica, the latter only bears a resemblance
to the adapted text. Hutcheon (2006) argues that there is a kind of pleasure in the
reception of adaptations as adaptations which derives “simply from repetition with
variation, from the comfort of ritual combined with the piquancy of surprise” (p. 4).
Perhaps the same feeling is experienced by the adapters as well, which motivates them
to choose to work on an already existing story. Harrison offers to the audiences of his
play a great deal of pleasure since his play presents numerous variations from the
adapted text. First and foremost of these is the entirely different setting, British India.
Particularly for those familiar with Racine’s play, engaging with Phaedra Britannicaiis a
stimulating experience; the story seems both familiar and entirely different at the same
time. Through the story of a woman who falls in love with her husband’s son while they
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live in a colony, “Harrison departs from sheer psychologism and transcendentalism:
the myth is transposed into an anthropological and social reality” (Ploix, 2018, p. 482).
He expands the focus from the love story, to the conflict between the coloniser and
the colonised territory, an issue the twentieth-century audiences can relate to, or more
significantly, cannot ignore.

The tragic story adapted by Harrison cannot be perceived only through the lens of
colonial discourse, since it is at its heart a story about unrequited, forbidden love and
the complex moral conflict which goes along with it. The Memsahib's love for Thomas
Theophilus and his love for Lilamani create a love triangle which climaxes in the death
of two of the lovers. Phaedra Britannica throws into question the degree to which the
characters are guilty or innocent; the tragic end of the play is presented as the result
of a chain of events to which, in a way, all of them participated. The Memsahib is clearly
not guilty of incest, but her confession to the Ayah and her later silence lead to the
death of her stepson. Rather paradoxically, the father figure, the Governor, does not
acknowledge his own fault; instead, he sees himself as the victim of his wife’s manipulation
and of India, the territory he rules, and its gods. The Governor is depicted as a powerful
and fearless man, a hero, but the end of the play reveals his weak character. He displays
strength only when it comes to ruling others and not himself. When the time comes
for him to face his errors, the Governor chooses to protect himself from the hurtful
reality that he contributed to the death of both his wife and son. The Ayah stands in
stark contrast to the Governor; the native nurse who has no power whatsoever in her
own country takes more responsibility than him for her share in the events. Obviously,
it is debatable whether committing suicide actually means taking responsibility for
one’s actions or fleeing from that responsibility; nevertheless, what the Ayah's suicide
clearly shows is that she feels remorse and admits her guilt.

What characterises the entire play is that shame and guilt do represent a significant
topic, therefore Gérard’s doubts regarding the relevance of the moral conflict of
Phaedra in contemporary society do not apply to Phaedra Britannica. However, it is
true that Harrison, just like Wertenbaker did in The Love of the Nightingale (1989),
deliberately chooses a setting where “the sense of transgression was once an agonising
burden” (Harrison, 2002, p. 129). The culture of nineteenth-century British India, as
portrayed in the play from the prism of the coloniser, places shame at the centre of
the stage. Academia traditionally dealt with Phaedra’s moral concerns to characterise
the culture of a particular version as either shame culture or guilt culture. If one is to

Litera Volume: 32, Number: 1, 2022 101



Tony Harrison’s Adaptation of Phaedra’s Moral Conflict: Phaedra Britannica

follow this approach -- and despite Harrison underlining his desire to give prominence
to the other characters as well -- it can be argued that the Memsahib/Phaedra is torn
between the two moral emotions. As the daughter of her mother, she has learned
from childhood what shame is and as her father’s daughter she has learned that lack
of reason and wrong-doing lead to punishment. Perhaps in the hope of softening her
father, whom she will meet after death in his quality of Judge of the Underworld, or
driven by remorse, she confesses to her husband that everything was just a lie and
his son died innocent.

As mentioned before, Harrison states that the play is built on the opposing characters
of Pasiphae and Minos. From this dichotomy several others emerge, such as passion
and reason, barbarian and civilised, antihero and hero, shame and honour, guilt and
innocence, silence and utterance, confession and punishment, fate and freedom. In
the classical adaptations, including Racine’s Phédre, it was possible for the audiences
to sympathise with the tragic characters and view them as victims of a cruel destiny
since the idea that gods and goddesses interfere with the human’s lives was still very
credible. However, Harrison’s Phaedra Britannica leaves no room for such interpretation
and his Phaedra and Theseus fail to convince that they are simple pawns in the hands
of the gods of the colonised territory. Phaedra Britannica engages with the concerns
of Phaedra’s story, but only to reframe them from a new perspective.
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ABSTRACT

This paper analyses the sonnet To Melancholy by the English Romantic writer Susan
Evance in terms of the representation of the melancholic mind of the authorial persona.
The study suggests that the implied author experiences melancholy as a form of mood
state rather than a type of disorder or disease peculiar to the melancholic writers of the
present and the past. Therefore, the author applies melancholy as a creative instrument
and poetic inspiration in the narrative of the poem and a principal way to self-actualize
as a Romantic writer. The literary representation of a melancholic mood thus causes
the authorial persona to melancholize deliberately not only for her own sake, but also
for the sake of both implied and historical readerships. With the aim of realizing her
artistic potential, the poetic persona withdraws from the other and rejects society,
experiencing a deliberate melancholy detachment for aesthetic reasons and a literary
concern. This causes the subjective experience of melancholic suffering to turn out to
be a social problem rather than simply a personal issue. Using the terminology of Julia
Kristeva and Karen Horney, the paper analyses melancholy as a textual mode and a
transient mood that removes self-estrangement but brings about social alienation.
Keywords: Susan Evance, Julia Kristeva, Karen Horney, Melancholy, sonnet

oz

Bu ¢alisma, ingiliz Romantik yazan Susan Evance'in Melankoliye sonesini, melankolik
yaziya hakim olan yazar kisiligi ve bu kisiligin melankolik zihninin temsili agisindan
analiz eder. Calisma, ortiik yazarin melankoliyi, glinlim{iziin ve gegmis dénemlerin
melankolik yazarlarina 6zgii bir tiir bozukluk ya da hastaliktan ziyade bir ruh hali
olarak deneyimledigini 6ne sirer. Bu nedenle, yazar melankoliyi siirin anlatisinda
yaratici bir arag ve siirsel bir ilham kaynagdi ile Romantik bir yazar olarak kendini
gerceklestirmenin temel bir yolu olarak uygular. Bu melankolik ruh halinin edebi
temsili boylelikle yazar kisiligin kasitli olarak sadece kendi adina degil, ayni zamanda
hem o6rtik hem de tarihsel okurlar adina da bilingli bir bicimde melankoliye
birtinmesine neden olur. Siirsel kisilik, sanatsal potansiyelini ortaya cikarabilmek ve
kendini gerceklestirebilmek amaciyla 6tekinden kacar ve toplumu reddeder; estetik
sebepler ve edebi kaygilarla bilincli melankolik bir kopus yasar. Bu durum melankolik
1stirabin buttincil bir 6znel deneyim olarak yalnizca kisisel bir sorun olmaktan ziyade
daha ok toplumsal bir sorun haline gelmesine neden olur. Julia Kristeva ve Karen
Horney'in terminolojisini baz alan bu ¢alisma melankoliyi metinsel bir mod ve 6z-
yabancilasmayi ortadan kaldiran ancak bunun yaninda toplumsal bir yabancilasmayi
beraberinde getiren gecici bir ruh hali olarak analiz eder.

Anahtar Kelimeler: Susan Evance, Julia Kristeva, Karen Horney, Melankoli, sone
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Introduction

The distinction between the clinical terms and critical concepts related to the
historical backdrop for melancholy should be drawn in order to cast light on the
categorical transformation of melancholy as a phenomenon over the course of time.
Apropos of disease, the label refers to a pathological and medical condition that displays
a cluster of observable symptoms and signs and mostly covers the physiological states
besides the psychological ones. The term accordingly signifies the presence of an
abnormal biological state and explores “the will speaking through the body, a language
for dramatizing the mental: a form of self-expression” (Sontag, 1978, p. 44) that represents
a kind of anomaly which requires a medical diagnostic label, necessary treatment and
“impairs the normal function” (Galen, 1916, p. 199). Throughout the ages, disease has
always been associated with a certain imbalance, while treatment appertains to the
act of restoring the balance so as to regain health. Within this framework, what classifies
melancholy as a disease, besides the traditional notion of the excessive bodily black
bile, turns out to be“the absence of the cause, or the unpredictable link between cause
and effect, that makes for the abnormality” (Terry, 2011, p. 58) and “mental responses
that are out of proportion to what triggers them” (Terry, 2011, p. 67). In terms of classical
understanding, “among the several diseases of the black bile was identified the
eponymous disorder of melancholy itself, a condition whose symptoms included
unwarrantedly dispirited and apprehensive affective states” (Radden, 2009, p. 5). Hence,
melancholy might be defined as a bodily and spiritual kind of disease that exhibits a
wide variety of signs, symptoms as well as causes, and needs extensive treatment and
cures in accordance with each individual patient. As for the explanation of disorder, it
should be highlighted that the label involves the condition of dysfunction, impairment
and disruption “affecting cognition and affection, respectively” (Radden, 2009, p. 15).
Disorder comes to denote a medical condition with symptoms and signs, yet unlike
disease, it does not lead to a structural change within the subject. Therefore, melancholy
was correspondingly subcategorized as a disorder caused by the excessive black bile
that turns out to be in itself a disease. Melancholy was thus regarded simultaneously
as a kind of disorder and a subtype of disease. In terms of mood states, it might be
specified that moods are simply states of mind and transient emotions or feelings that
circumvolve the subject in certain circumstances. Moods are in essence nonintentional
and causeless or, in other words, “objectless,” (Radden, 2009, p. 15) as “because they
color and frame all experience, moods are a particular way of experiencing, rather than
a particular experience, it might be said” (Radden, 2009, p. 14). Henceforth, disease and
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disorders might be basically evaluated as subjective experiences whereas moods are
solely viewed as the instrument or by-product of this experience itself and an aspect
of melancholic subjectivity. In regard to temperament, the term signifies the nature or
personality of the subject, particularly attributed to that of the learned or scholarly
subject that in fact promotes him as the man of genius. In light of all these dissimilarities,
it is possible to suggest that “melancholy is in one sense a treatable illness,” so that
“diseases can be remedied, griefs can be consoled and moods can be lifted” (Lund,
2010, p. 195). Against this background, the present study particularly distinguishes
authorial melancholy as a mood for interpreting the narrative of the poem, contrary
to what has been believed and suggested. Previously, poets have used literature in
their search for an effective cure for their melancholy experienced as disease, disorder
and temperament, unlike Susan Evance, who deliberately uses melancholy to compose
a sonnet form. The study thus suggests that Evance instrumentalizes her melancholic
mood as a poetic subject for the construction of a poetic self and reveals the function
of melancholic tendency in the process of self-actualization as a Romantic author. As
a result, what the persona represents through the signs and the narrative is simply a
melancholic experience instead of an essentially melancholic self, while the melancholic
experience provides a therapeutic effect for a non-writing writer who at times becomes
afflicted with neurotic inhibitions about her poetic abilities.

The Melancholic Writer and Melancholic Writing

Melancholic writing is significant in terms of revealing the melancholic mind of the
writer and verbalizing the unutterable sorrow via signs so that the melancholic can
comprehend and picture the quintessence of her melancholy. Julia Kristeva (1989)
establishes a direct correlation between the melancholic writer and melancholic writing
and mostly replaces the term with melancholia, providing the exact definition of the
state as “the institutional symptomatology of inhibition and asymbolia that becomes
established now and then or chronically in a person, alternating more often than not
with the so-called manic phase of exaltation” (p. 9). Signifying melancholy as a whole
with the phrase melancholy/depressive composite, she associates the state with object
loss and a modification of signifying bonds. The melancholic loss causes in the subject
a denial of speech so that language starts to function as an anxiety-punishment
mechanism, forcing the melancholic into a kind of asymbolia. Therefore, the loss
becomes transformed into a loss of speech in addition to a loss of the ego, rendering
the loss to be entirely narcissistic. As for the nature of the loss, Kristeva lays special
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stress on the fact that the melancholic experiences not the conscious loss of an object
but an unconscious loss and the lack of a thing which itself turns out to be unsignifiable
and noncommunicable. Solely through literature, the subject becomes able to represent,
comprehend and “secure an uncertain but adequate hold over the Thing” (Kristeva,
1989, p. 14). In this respect, literary creation turns into a verbal evidence of the affect
that encompasses the subject through the very act of creating, which “transposes affect
into rhythmes, signs, forms” (Kristeva, 1989, p. 22).

Kristeva associates melancholy with the failing matricide of the subject which in
fact prevents individual autonomy. The loss of the mother as an object is, if eroticized,
recovered and replaced by another substitute, as in the case of male heterosexual or
female homosexual subjects. This loss might be transposed in the symbolic realm and
lead to the eroticization of the other, as in the case of a heterosexual female subject or
transfigured into a sublime form as an artistic creation in the semiotic realm. Hence,
overidentification with or the introjection of the maternal object ends up with the loss
of the self as the image that belongs to the undead mother who cannot be transformed
into the other remains embedded within the subject, who gradually devours her psyche
through melancholy. The melancholic woman turns out to be the one that only destroys
herself and eternally mourns for the loss of the maternal object that can never be wholly
lost in the final analysis. This unmetabolized loss manifests itself best in the discourse
of the subject, which proves to be repetitive, depressive, tedious, broken, obsessive
and chaotic. At times, it leads to the emergence of denial of the signifier that coerces
the melancholic subject into recurring asymbolia and silence. This silence in fact provides
a grand reunion with the indispensable Thing and functions as the evidence for the
loss of meaning induced by melancholy. Literature in this regard provides a maternal
space for the melancholic authorial persona to soothe her pervasive loss.

The relationship of the melancholic subject with language reveals itself in two basic
ways: negation and denial. Denial denotes the loss of speech or “the rejection of the
signifier as well as semiotic representatives of drives and affects,” while negation refers
to“the intellectual process that leads the repressed to representation on the condition
of denying it, and on that account, shares in the signifier's advent” (Kristeva, 1989, p.
44).The discourse of the melancholic always signifies the ever-present obsession with
the object that can never be given up.That is the essential reason why the subject feels
unable to speak or write about anything except what is implicitly or explicitly related
with the object and is forced into muteness in the meantime. Negation in this respect
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enables the subject to accept and confront what has been repressed through denial
whereas “at the same time what is essential to the repression persists” (Kristeva, 1989,
p.45). If the melancholic subject rejects negation and insists on denial, then repudiation
brings about psychosis, destroying the reality itself and, with it, a coherent sense of
self. Through negation, the depressed subject thus achieves in verbalizing the affect,
the only sign of object constancy, in works of art in a way that it protects the subject
against suicide and sudden attacks of psychosis. This type of work of art enables the
melancholic author or melancholic reader to give birth to a new self, functioning as “if
itisn't an antidepressant, is at least a survival, a resurrection” (Kristeva, 1989, p. 51). Yet,
if the melancholic subject becomes resolute in denial of negation, then language itself
turns out to be devoid of meaning and sense for herself and the maternal tongue is
entirely foreign, becoming eventually the harbinger of suicide.

The significance of melancholic writing lies in the fact that it ameliorates the
relationship of the subject with her melancholy states. It first and foremost helps the
subject perceive and conceive the meaning of the unnameable Thing eternally mourned
for and, secondly, to identify with an ideal and more sublime poetic form than the mere
nothingness the state itself generates. Through mastering the signs, the subject
experiences a form of forgiveness and renews the consciousness and the relationship
with her own self in addition to that between the lost Thing and herself. This aesthetic
sublimation and artistic style accordingly enable the subject to manage and overcome
the melancholy moment which mostly reveals itself with the state of withdrawal and
the presence of“an actual orimaginary loss of meaning, an actual or imaginary despair,
an actual or imaginary razing of symbolic values, including the value of life” (Kristeva,
1989, p. 128). The writing persona reconstructs a subjectivity within narrative and in
the semiotic “to overcome such wretchedness by setting up an “I” that controls both
aspects of deprivation” (Kristeva, 1989, p. 145), a privilege she lacks in the symbolic
realm. Therefore, it is possible to suggest that “the act of writing alone is implicitly
master and avenger” (Kristeva, 1989, p. 158). In this regard, melancholic writing allows
the melancholic writer to transpose, translate and transform the uncommunicable loss
and the Thing/object in the form of “signs without signifieds, as infra or suprasigns,
which beyond communication, attempt to reach the dead or untouchable object, to
take over the unnameable being” (Kristeva, 1989, p. 165).

The melancholy/depressive composite accordingly lies as a whole within the neurotic
realm. Hence, the uncompromising attitude of the melancholic writer might be evaluated
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within the framework of neurosis, experienced within as either in the form of character
or tendency. Horney (2007) elucidates the concept of neurosis as “deviations from the
normal pattern of behaviour” (p. 19) and suggests that it stems from not only cultural
factors but physiological as well as biological conditions. The two essential characteristics
of all forms of neurosis are specified as“a certain rigidity in reaction and a discrepancy
between potentialities and accomplishments” (Horney, 2007, p. 22). Besides, “anxieties
and defenses built up against them” (p. 23) are defined as another common factor of
all neuroses. Taking all these significant points into consideration, Horney (2007), in a
brief statement, offers a concise definition of the state:“a neurosis is a psychic disturbance
brought about by fears and defenses against these fears, and by attempts to find
compromise solutions for conflicting tendencies” (pp. 28-29).

Neurosis manifests itself in the melancholic subject in two basic forms as character
neurosis and situation neurosis. The former type is considered as the direct outcome
of a chronic process that goes back to the childhood of the subject whereas the latter
is brought about by the presence of an external conflict or a simple situation. A situation
neurosis does not indicate the presence of a character deformation but rather “a
momentary lack of adaptation to a given difficult situation” (Horney, 2007, p. 30), unlike
character neurosis which exists much earlier than that particular situation or crisis. The
very essence of all neuroses is anxiety, whether simple or basic, while the former refers
to situation neurosis and the latter to character neurosis. The four principal ways to
deal with simple anxiety are in this regard identified as “rationalize it, deny it, avoid it,
narcotize it” (Horney, 2007, p. 48). The third mechanism is mostly associated with the
presence of inhibitions in the subject who unconsciously adopts the attitude to avoid
doing, feeling or thinking of certain things to escape the anxiety called forth by the
very idea of those things. This anxiety generates a hostility for the subject which, if it
remains repressed, prevents that person from changing the state and fighting against
the other, ultimately resulting in a form of defenselessness. The last method is particularly
connected with being released from the anxiety through numbing the consciousness
whether directly or indirectly. Drowning the self in overactivity or passiveness might
be accordingly accepted as methods of narcotizing the neurosis. Contrary to situation
neurosis, character neurosis is related with pre-existing anxieties and hostilities, and
prevails in interpersonal relations. The neurotic subject internalizes and introjects object
relations in the form of acquired attitudes wholly based on childhood experiences
concerning the Oedipus complex and sibling rivalry. Horney (2007) explicates four
main ways to manage this basic anxiety as “affection, submissiveness, power, withdrawal”
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(p. 96). As melancholy has an impact upon the relations of the subject with the other/
the symbolic, the subject might be said to apply particularly the last two techniques
to manage the relationship with the state and the other along with her own self. In
terms of power, the subject desires to be intellectually superior to the other, gaining
power, possession or knowledge and satisfying the urge to self-actualize as an individual.
Regarding the act of withdrawal, the subject might achieve a kind of independence
from the other and remain not only emotionally detached but also physically isolated
and socially disconnected. Hence, the melancholic subject very often displays the
characteristics of character and situation neuroses which are determined as an inherent
aspect of the melancholy-depressive composite.

Poetry enables the writer to contend with the neurotic tendency/character and the
melancholy state experienced within as a temperament, mood, disorder or disease
through holding onto a literary form and textual realm instead of developing masochism
and attacking the self. The constant conflict with the self or the other that at times ends
up with the loss of speech and attacks of asymbolia might be transformed, transfigured
and transposed in the textual realm, which provides a new bond with the signifying
system and allows the writer to negate through the semiotic. Literary production in
this respect functions as the textual evidence of melancholy and neurosis and serves
as a therapeutic device for the historical and implied writers and for the historical and
implied readers. Through the act of writing, the writer narcotizes the pathos she is
afflicted with and avoids the conflict with the self or the other while putting an end to
the masochistic tendency and managing the present anxiety. The hostility caused by
the conflict with the other is correspondingly transposed into a poetic form through
sublimation and negation. The melancholic writer might make use of poetic form to
manage object relations and redefine her own position in society by satisfying the
desire to reach a form of intellectual superiority over the other so that she might
overcome the label of outcast and reinvent a new self for herself as a bohemian and
refined person. The repeated patterns of withdrawal might thus be tolerated by the
other and provide a realm of creativity for the writing subject to self-actualize as an
individual being.

Evance and Sonnet To Melancholy (1808)

Susan Evance is regarded as one of the lesser-known female poets of nineteenth-
century English literature, having published only two volumes of poetry in 1808 and
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1818, after which “she had dropped out of sight by the 1820s" (Feldman & Robinson,
1999, p. 134). In an era during which “a number of female poets experienced a similar
degree of celebrity” (Knowles, 2007, p. 1100) and“in large and small ways, the women's
influence on one another is apparent” (Backscheider, 2005, p. 341), Evance achieved a
relatively unenduring poetic fame at the margins of a mostly male Romantic literary
culture and was said to have been inspired by Charlotte Smith as her“poetry of female
suffering welded the poetics of sensibility she learned from Smith’s sonnets with
religious piety” (Pinch, 2011, p. 165). As an influential figure of the feminine poetics of
sensibility and sentimentality, Evance might be referred to as one of those writers that
was involved in “the literary landscape [that] was dominated by female poets who led
retired lives beyond public reproach” (Knowles, 2007, p. 1100) due to the pressure of
cultural gender assumptions. The notion that there was a close relationship between
the actual suffering of the literary figures and their poetry was thus supported in the
early 19% century, particularly for those “aspiring female writers [who] were, therefore,
in a bind, and their creative output reflected their predicament” (Incorvati, 2012, p.
159). Addressing an increasingly female audience, the works of these poets included
“prefaces that encourage readers to link the suffering on the page with suffering in the
poet’s life” and to peruse the “poems that refuse to offer remedies for the habitual
melancholy that plagues the speaker” (Incorvati, 2012, p. 160). At such a period, “in
1808, the little-known (but perhaps Welsh-sounding?) poet Susan Evance published
some of the period’s most recognizably Smith-inspired verses— among them, To
Melancholy, “Written on an Eminence Over-hanging the Sea” and “Written Near the
Sea™ (Edwards, 2017, p. 7). Of this collection of melancholy seaside poetry, predominantly
the sonnet to Melancholy rivets the attention of the readers with its vivid depiction of
a deeply intense emotional experience in the form of feminized distress and pensive
mood that turns out to be a path towards a spiritual transcendence and creative
awakening as well as a way to overcome the artistic inhibition and the anxiety of
authorship.

When wintry tempests agitate the deep,

On some lone rock | love to sit reclined;

And view the sea-birds on wild pinions sweep,

And hear the roaring of the stormy wind,

That, rushing through the caves with hollow sound,
Seems like the voices of those viewless forms
Which hover wrapped in gloomy mist around,

112 Litera Volume: 32, Number: 1, 2022



Yemez, O.

Directing in their course the rolling storms.

Then, Melancholy! thy sweet power | feel,

For there thine influence reigns o'er all the scene;

Then o'er my heart thy “mystic transports” steal,

And from each trifling thought my bosom wean.

My raptured spirit soars on wing sublime

Beyond the narrow bounds of space or time! (Feldman & Robinson, 1999,
p. 134)

Included in the volume Poems (1808), to Melancholy might be presented as one of
the finest sonnets that reflects the female poetic tradition of sensibility prevailing in
the late eighteenth and early nineteenth centuries of English literature. It might
accordingly be classified as a type of melancholy seaside poetry particularly associated
with the pioneering female poet of the late 18™ century literature, Charlotte Smith. The
focal point for the sonnet is to highlight the explicit connection between melancholy
mood and melancholy nature and to reveal the significance of intense emotional
experience in the emergence of spiritual transcendence and poetic production. In the
narrative of the poem, nature functions as the replica of melancholy, and the intrinsic
nature of melancholy is displayed through exterior nature itself. The octave section
(lines 1-8) provides a striking portrayal of melancholy with vivid visual and auditory
imagery. The authorial persona begins the description with an indirect reference to
the season, autumn, which is unequivocally related with the melancholy states since
“autumn is the season most often associated with melancholy, invoking the sense of
things passing, of imminent decline” (Bowring, 2009, p. 117) and referring to the
inevitability of decay and death. In this respect, the persona turns out to be in the habit
of experiencing and re-experiencing, constructing and reconstructing the melancholy
mood and space with the coming of autumn as the word “when” (line 1) implies. On
these occasions, the persona reveals a deep desire to seek solitude and experiences a
kind of melancholic withdrawal and resignation. This is significant in that it reveals the
essential connection between melancholy and solitude, which in itself proves to be
self-imposed, self-controlled and self-sufficient as a form of aesthetic contemplation,
as the signifier“love” (line 2) indicates. The persona deliberately melancholizes for both
herself and for the implied and historical readers, willingly undergoing a complete
melancholic detachment from everything and everyone at once to avoid particularly
“the corrupting influence of society” (Knowles, 2010, p. 180), an inclination attributed
to Romantic writers. This intense melancholic experience awakens within the authorial
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subject a kind of defamiliarization in a way that she becomes attentive to the outside
world and earthly things, observing nature more closely. In her reticence, the persona
remains mindful of the fluttering of the sea-birds which “on wild-pinions sweep” (line
3), the loud sound of the storms that “agitate the deep” (line 1), the echoes within the
caves which are sent out by “the roaring of the stormy wind” (line 4) and the dense mist
around that turns out to be extremely gloomy while she listens with assiduous attention
to “the voices of those viewless forms” (line 6). Amidst this bleak scenery, the persona
identifies with the sea-birds that move swiftly across the celestial sky and gradually
overcomes the emotional isolation as well as inhibition through forming a union with
Melancholy, since her inner world and ideal/artistic self are reflected through the outside
world and exterior nature by means of externalization. In this regard, the persona makes
an obvious analogy between her artistic self/divinely inspired version and the sea-birds
with outstretched wings, between the viewless forms and melancholy, and between
the course and the transcendence. She accordingly draws an analogy between
melancholy and the landscape, which as a matter of fact provides her with creative
inspiration for the melancholy and the textual representation of the state. This might
be interpreted as that the poetic persona experiences melancholy not as a disease,
disorder or temperament but as a passing mood and rather as a way of experiencing
and comprehending the outside world and the self, since if she is to move away from
the shorelineg, the feelings of despondency and the distress are to be immediately
relieved, removing the melancholic state of mind. The present state might therefore
be analysed as a form of melancholic experience rather than a real melancholic self,
while the feelings are explained as transient emotions invoked by the melancholy
landscape itself since, prevailing the narrative, “the transcendent voice is always wise,
resigned, above the scene surveyed, supremely self-controlled, and timeless”
(Backscheider, 2005, p. 333).

The authorial persona invokes Melancholy as the literary muse, which reveals that
she, as the creative subject, deploys her melancholy as a kind of creativity object for
the poetic output and a way of achieving a spiritual transcendence. In the sestet (lines
9-14) section, the poetic persona addresses the source of inspiration of the literary
device as “thy sweet power” (line 9), which accordingly indicates another aspect of
deliberate melancholizing within the narrative as the signifier “sweet” (line 9) reveals.
Addressing the personified Melancholy directly as “then, Melancholy!” (line 9), she
relates the basic cause for the enforced retirement from society and the melancholic
withdrawal through the explicit link and the transparent analogy between the state
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and the landscape: the union with melancholic nature makes it possible to reunite with
the melancholy mood, which means, in the final analysis, a reunion with the literary
creation and poetic production as well as a reunion with the ideal and artistic self.
Hence, the persona makes a retreat into melancholy nature that evokes the melancholy
mood in the writing subject for the mode of feminine self-representation. Through this
melancholic experience, the authorial persona achieves transcendence by way of
“mystic transports” (line 11), which releases her from the burden of earthly worries and
“from each trifling thought my bosom wean”(line 12). Everything turns out to be trivial
in the presence of melancholy, except for the melancholy itself and literature. Through
this spiritual transcendence, the poetic persona“soars on wing sublime”(line 13) going
beyond the borders of “space and time” (line 14) and feels exalted, as “my raptured
spirits” (line 13) reveals. It might then be suggested that “melancholy is here explicitly
atransporting force” (Knowles, 2006, p. 207) that provides a source of artistic inspiration
for the writing persona to have a pair of sublime wings, as “in the western tradition,
the inspired poets usually have their own wings” (Ferber, 2006, p. 848). Therefore, the
melancholy mood plays an instrumental role in the conscious construction of a poetic
self and a poetic display of female sensibility and self-representation, thus becoming
necessary for Evance’s self-construction and self-actualization as a female Romantic
poet. Itis purely through this meditative, gentle and self-controlled melancholy mood
that the implied author becomes able to realize her unfulfilled artistic potential and
self-actualize as a poet.

A metatextual perusal of the narrative suggests that the text functions as the literary
representation of a personal suffering of melancholy the implied author experiences in
the form of groundless and objectless mood rather than disorder, disease or temperament.
In fact, the text in itself does not signify the presence of the verbal indicators for the
characteristics of an inherently melancholic temperament, any physical or psychological
symptoms or signs the persona might be afflicted with, and that constitutes the essential
reason for the implied author to keep her subjectivity both from within (the semiotic)
and outside the narrative (the symbolic). What she sustains is not the subjective experience
of melancholy but rather an aspect or an instrument of the melancholic subjectivity
peculiar to the mood states and an intense emotional experience. She deliberately
melancholizes to textualize a self-representation and is portrayed not in search of a cure
for her melancholy but rather a poetic display of the female sensibility of a Romantic
writer and a careful construction of a melancholic poetic self, since she never refers to
any curative methods or hopes of being released from the mood within the text and
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there are no verbal indicators which reveal that she has a complaint about the melancholy
state. She goes through the melancholy mood as a social problem that brings about a
kind of self-estrangement, inhibition and alienation in the presence of the other in the
symbolic, while the process of writing and solitude provide a curative effect for the act
of overcoming the emotional isolation and anxiety within. The narrative as a whole, for
itself and in itself, might be accepted as the textual and linguistic evidence of the
melancholy mood, and reveals the explicit link between melancholic writing and the
melancholic writer. Through the act of writing, the implied author transposes the
melancholic affect into a sublime form and communicates via the signs the nonsignifiable,
noncommunicable and nonrepresentable Thing inherent in melancholy states. Therefore,
the text enables the melancholic writer to make the melancholic affect perceptible to
both herself and the implied and historical readers with the use of nature analogy, figures
of speech (imagery, metaphor and personification) and signifiers. The text thus turns
out to be the replica of the melancholy mood that is to be remedied and lifted, as nature
itself serves as the visual replica of the nature of melancholy and the inner world of the
writing persona during the process of creating.

The undefinable and nonsignifiable loss or lack the female subject experiences in
the symbolic due to the sudden and repeated attacks of depression and melancholy
is transposed and transformed into a sublime and ideal form of artistic creation as
poetry, which ultimately protects the subject from attacking her own self and developing
masochistic attitudes at times of inhibitions and during severe attacks of anxiety. The
narrative, therefore, provides a maternal realm for the melancholic implied author in
the way nature offers a maternal realm to the female melancholic subject. Via the act
of writing, the implied author becomes able to comprehend the quintessence of her
melancholy and finds a curative effect for the artistic inhibition that afflicts her now
and then. Therefore, she does not eternally mourn for the unnameable affect but rather
transforms this destructive affect into creative energy, reinventing a new self and
identity for herself as a poetess.

The melancholy mood, despite being represented as a deliberate and conscious act
within the textual realm as the signifiers “love” (line 1) and “sweet” (line 9) indicate, ruins
the ongoing relationship of the subject with language in the symbolic at times of
melancholic fits but provides a new sphere in the semiotic, securing a firm bond with
language through poetic production and textual representation. In this regard, the
mood and affect might end up with the denial of the signifier in the symbolic on the
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part of the female subject but, through the act of negation, the writing subject becomes
able to overcome this denial and negate. Hence, the denial does not bring about a
repudiation in the female subject who becomes able to protect her mental health and
prevents the recurring rejection of the signifier from gradually growing into a pattern
of psychosis. She accordingly prefers to transpose the symbolic asymbolia into a poetic
form and verbalizes the mood that circumvolves her, partly releasing what still remains
repressed in the symbolic and the subconscious, and finally having a confrontation
against that thing within the semiotic or textual realm. In a very real sense, she builds
and maintains a steady relationship with the melancholy mood, the signifying system
and her own self through negation and textual production. Hence, in the symbolic, she
becomes able to achieve in keeping control of these attacks and preventing the
melancholy moods from being a repeated and unconscious pattern in her life.

The melancholic writing is significant in that it ameliorates and alleviates the
relationship of the subject with her own self. The suffering subject turns her melancholy
mood into an aesthetic and artistic form, which ultimately transforms the mourning
subject into the writing and creative subject, transposing the passive sadness and
masochistic tendency into an ideal form and active sadness. Thus, the implied author
overcomes the feelings of nothingness the state itself generates and renews the
consciousness of her own and the readers, experiencing a form of forgiveness. She
creates a new self and persona for herself through the act of writing, redefining her
own identity and position within society and for her own part with the role of author
and the creator rather than a simply melancholic individual. The melancholy moment,
which might be about imaginary or real suffering and a temporary or permanent loss
of symbolic values becomes the focal point for creativity and literary aspiration for this
creative and prolific subject. The act of writing prevents the loss of speech and destroys
the mute feminine depression both from within (the semiotic) and outside the narrative
(the symbolic). So, the writing exerts a curative effect for the implied author even
though she does not seek a cure for the melancholy within the text, but a more sublime
and idealized form of poetry and an ideal artistic self. This becomes the chief reason
for the melancholy mood to remain as an object and a literary tool in the life and art
of the melancholic subject.

Poetry permits the implied author to cope with the neurotic aspect of the melancholy

state. She deals with the situation neurosis and the related simple anxiety through
writing and negating. She avoids the outer conflict and external dilemma with the
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other and the inner conflict with herself with the help of the state of withdrawal and
related melancholy moments. Through poetic production, she narcotizes her
consciousness, which is afflicted with not only the gloomy mood but also the anxiety
of authorship, with the act of writing, which in itself provides a therapeutic effect. She
avoids social anxiety and the ensuing inhibitions by preserving a complete privacy for
her own self. In terms of object relations, it might be stated that the authorial persona
manages her basic anxiety through withdrawal and power. She reaches a form of
intellectual superiority over the other and her contemporaries in the symbolic through
producing poetry, and satisfies the urge to self-actualize as a Romantic writer. She
correspondingly gains knowledge, prestige and power as an author, replacing the label
of outcast with the creative individual or a female artist, which Kristeva attributes to
the melancholic writer. Thus, the repeated pattern of withdrawal opens up a new realm
for creativity for the author, transforming the hostility into sublimation through ensuring
independence from the other and destroying the symbolic asymbolia.

Conclusion

In the sonnet To Melancholy (1808), the English writer Susan Evance deploys
melancholy as a literary subject, a mode of feminine self-representation and an artistic
device to display a poetic sensibility peculiar to the Romantic authors of the period
and to write a work of poetry, although the traditional melancholic authors deploy
literature as a way of escaping and managing their melancholy states. In a different
manner from these literati who have aestheticized their melancholy, which mostly
manifests itself as temperament, disease and disorder in works of art in order that they
might eventually achieve therapy and recuperate from the state, Evance makes use of
the melancholy mood as a poetic inspiration and a form of therapy for her artistic
inhibition, since without this she might not be able to create anything as a writer. She
instrumentalizes this mood to self-actualize and compose sonnet so that she not only
transposes and translates the affect and the asymbolia in the symbolic into the effect
and infra/suprasigns in the semiotic, but also transforms her own self and identity in
society. Poetry thus enables her to identify with a third form, the literary form and the
act of writing, other than the loss, the lack, the unnameable Thing or the pensive mood
the melancholy state often invokes so that she becomes able to convert and sublimate
the destructive affect into an artistic form and eventually into the creative effect itself.
The narrative and the semiotic in this respect provide a maternal realm for the persona,
who succeeds in securing a firm bond with language and existing in the symbolic,
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preserving her own subjectivity as an individual. As for the neurotic aspect of the
melancholy-depressive composite, it might be said that she manages her basic and
simple anxiety as well as the anxiety of authorship through narcotizing and achieving
power/prestige. She simply submits to melancholy within the text and within a specific
melancholy time and space, managing and controlling the state from both within (the
semiotic) and outside the narrative (the symbolic). The text as a whole thus turns out
to be the verbal evidence of this gentle and meditative melancholy mood that remains
transient and functions as a romantic convention. To conclude, melancholic writers
conventionally instrumentalize literature to seek a cure for their melancholy states,
while Evance instrumentalizes her melancholy mood to produce a poetic discourse.
She accomplishes this through limiting the melancholy mood to a specific time and
space and reducing it to a conscious and deliberate act, so that the immature and
neurotic defense mechanism of repression is ultimately transformed into a mature
form of suppression and sublimation while, via writing, she “helpls] return the form to
its status as a self-reflexive form and the poet’s ultimate claim to being a Poet”
(Backscheider, 2005, p. 324).
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ABSTRACT

The September 11t attacks on the U.S. caused unanticipated changes in the global
arena. Their depiction in fictional discourse contributed to the broad understanding
of the events and their memorialization. In this paper, | analyze Mohsin Hamid’s novel
The Reluctant Fundamentalist which presents the perspective of those who were
silenced in the dominant rhetoric of the 9/11 tragedy and were single-mindedly
blamed as“evil others.” Through his monologue, Changez, the homodiegetic narrator
of the novel, explicitly demonstrates the intention to present the voice of the Other.
The narrator of the novel asks readers to listen to the other side of the conflict and
not to judge all Muslims as bloodthirsty fundamentalists. Changez proposes that the
American agent consider his view in order not to blame him but to understand the
roots of his anger. In addition to his appeal for constructive dialogue between the
West and the East, the narrator of the novel brings forward the critical revision of the
U.S! international politics. One of the messages is that after causing so much grief
and misfortune abroad, the U.S. cannot play the role of an innocent observer. | conclude
that the diegesis of the novel opens new ways for productive dialogue between
nations and countries.

Keywords: Mohsin Hamid, The Reluctant Fundamentalist, post-9/11 fiction, dialogue
between the West and the East, national identity and globalization

QOO

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License BY _NC


https://orcid.org/0000-0003-4980-3296

The Confession of the Other: Mohsin Hamid’s The Reluctant Fundamentalist

Introduction

The tragic events of 9/11 not only influenced the geopolitical situation in the world,
undermined U.S. military power, and divided the American collective consciousness
in two (before and after the September 11"), but also caused a radical shift in the
existential paradigm of the twenty-first century. This was a shift from the idea of a safe
future to a fear of daily instability and a sense of threat from those who were identified
by Western civilization as “others.” Moreover, this anxiety about the future has been
intensified by the advancement of political technologies, the information society, and
artificial intelligence. J. Derrida has observed that the tragedy of 9/11 could be the last
example “of a link between terror and territory” (Borradori, 2003, p. 14) given that
possible future attacks might be silent, invisible, and unimaginable.

The unexpected September 11t attacks seemed to be unreal to the worldwide
audience who watched the news coverage. People could not imagine that bombings
might take place on U.S. territory. As Richard Gray (2011) remarks, since the 1812 war
with Great Britain, there had been nothing which suggested that “the United States
itself might become an international battlefield,” that “to have war brought home was
an unusual experience for America,” and that “to have the mainland not only invaded
but attacked from the skies and devastated was not only unusual but unique” (Gray,
2011, p. 4). The World Trade Center’s Twin Towers not only symbolized advanced
technology and global capital, but also, according to DeLillo, embodied the safe future
that America had invented (DelLillo, 2001). The tragedy has forced the U.S. as well as
other countries to reconsider the order of things around them. Moreover, it drew
attention to the “polarization of the world” (Shymchyshyn, 2021, p. 55).

The U.S. broadcasting media contributed to the formation of a particular version
of the tragedy, a version formatted in the binary logic of the Western epistemological
tradition: Islamic terrorism vs. civilization. According to Stuart Croft,

Crises often mark the origins of a particular discourse, and a discourse
that emerges with credibility in a crisis—in a sense, that which gives the
crisis meaning—will soon take on the hallowed status of ‘common sense’
amongst those concerned with the issues both raised and threatened by
that specific crisis. (2006, p. 1)
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The new narrative of a security crisis justified antagonism toward Muslims and the
“war on terror." Fear of threats emanating from the Muslim world became the dominant
worldview after the terrorist acts and legitimated preemptive actions. Every image,
picture, or piece of writing that contributed to the intensification of the affect of fear
was promoted by mass media discourse. Douglas Kellner (2004) emphasizes that
dramatic images and montage techniques were used to capture audience attention
and catalyze unanticipated events that spread further terror through domestic
populations (Kellner, 2004, p. 12). Kellner argues that U.S. television networks framed
the 9/11 attacks to whip up war hysteria, “while failing to provide a coherent account
of what happened, why it happened, and what would count as responsible responses”
(p. 15). Besides the one-dimensional Western stereotypes of Muslims as bloodthirsty
terrorists, the media networks constructed the collective image of Americans as victims.
David L. Altheide describes the rhetoric of the mainstream media and points out that
“the emphasis of the coverage of 9/11 was on the commonality of the victims rather
than the cause or the rationale for the attacks” and that “the popular refrain was that
all Americans were victimized by the attacks” (2010, p. 6).

The terrorist attacks of September 11% have found a specific niche in fictional space.
Unlike media commentators (journalists, T.V. broadcasters, and photographers), who
repeated the casualty figures and victims'names, writers found themselves disoriented
about how to write about the mass casualties in New York. Richard Gray summarizes
artists' feelings after 9/11:“If there was one thing writers agreed about in response to
9/11, it was the failure of language; the terrorist attacks made the tools of their trade
seem absurd” (2011, p. 1). Years passed after the tragedy before writers found ways to
write about it. These artists have created more diverse depictions than the mass media
versions of September 11%. They have drawn attention to the complexity of the tragedy
and have tried to avoid the U.S. official rhetoric of what happened on 9/11. Fiction has
helped to extract the tragedy of 9/11 from the past and localize it in the present, as it
is remembered and memorialized. Yet no single fictional narrative could ever fully
encompass the events that belonged to that day in September. The past is never fully
narratable; it cannot be reduced to a single order. In this sense, any story is just a partial,
subjective variant of the past, and the more narratives we have about the past, the
broader our understanding of what has happened.

The reality of the tragedy and the representations of it were not equivalent. J. Habermas,
who was in New York after the terrorists’ attacks, acknowledged in his dialogue with

Litera Volume: 32, Number: 1, 2022 123



The Confession of the Other: Mohsin Hamid’s The Reluctant Fundamentalist

Borradori (Borradori, 2003) the irreducible chasm between fact and representation, first
and third-person perspectives. The images he saw on his T.V. screen in Germany were in
the“breaking news"format.”By contrast, New Yorkers were left in existential and sensory
chaos: not only did a pervasive smell hang over Manhattan for weeks, but the acute
scream of sirens, usually lost in acoustic pollution, kept puncturing the silence left by the
empty airspace — the great dome of contrails and roars crisscrossing above the city
(Borradori, 2003, p. 49). Discussing the idea of naming the terrorist acts as 9\11, Derrida
remarks, “The event is made up of the ‘thing’itself (that which happens or comes) and
the impression (itself at once ‘spontaneous’ and ‘controlled’) that is given, left, or made
by the so-called ‘thing” (Borradori, 2003, p. 89). Fictional representations of 9/11 are
neither narrowed to mourning those who were monstrously killed, nor are they merely

”

assigning blame to the Islamic extremists, but most fundamentally they offer a more
nuanced perspective on the nature of the postmodern world and the reasons for
overwhelming aggression, intolerance, and prejudice toward “others.”Writers do not try
to explain or justify the tragedy; they verbalize their versions of what has happened. In
lain Banks's Dead Air (2002), Frederic Beigbeder’s Windows on the World (2004), Lynne
Sharon Schwartz's The Writing on the Wall (2005), Jonathan Safran Foer’s Extremely Loud
and Incredibly Close (2005), Claire Messud’s The Emperor’s Children (2006), Martin Amis's
The Last Day of Muhammad Atta (2006), Don DelLillo’s Falling Man (2007), H. M. Naqvi's
Home Boy (2009), and Amy Waldman'’s The Submission (2011), the authors do not seek to
organize the events coherently or to put the characters in a defined niche. Instead, the
narratives are ambiguous and nonjudgmental, drawing attention to the complexity of
the situation. Fragmentation is the dominant and most effective strategy in these novels
as it corresponds with the characters’searching for reasons, meanings, and explanations.
The other widely used perspective of telling the story about 9/11 is multiple focalization
that helps to narrativize the traumatic event from different views. Fictional works that
deal with the attacks and traumas after them utilize the postmodern strategies of writing
and do not signify a break with postmodern aesthetics. Michael Frank argues that “the
attacks did not cause an abrupt break with twentieth-century narrative forms and styles,
let alone a recalibration of the entire system of literature” (Frank, 2020, p. 175).

The Empire of the Global Period
The mass casualties in New York have received a “massive number of fictional

responses” (Dawes, 2011, p. 7) written by U.S.-American novelists as well as by writers
from abroad. According to Birgit Dawes,
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As of late June 2011, at least 231 novels from around the world are available
in print which can be classified as “9 / 11 novels” - that is, the terrorist
attacks on New York and Washington provide the entire or a part of the
setting, they feature more or less prominently as a historical context
(establishing a particular atmosphere or set of themes), or they have a
decisive function for the development of the plot, the characters, or the
novel’s symbolism. 162 of these fictional responses were written by U.S.-
American novelists. (2011, p. 6)

Birgit Dawes (Dawes, 2011) has classified these novels into six categories: metonymic,
salvational, diagnostic, appropriative, symbolic, and writerly. She has distinguished
two waves in writings about 9/ 11. A first wave of“9/ 11 novels”has had a more American
perspective, representing the events as a collective national trauma. A second wave
has embraced a more transnational and cross-cultural perspective. As M. Frank (Frank,
2020) remarks, “...since the late 2000s, the body of predominantly American Ground
Zero fiction has been complemented by novels that move away from Ground Zero to
focus on the effects of the War on Terror both inside and, crucially, outside the US” (p.
178). According to Gray (Gray, 2011), this approach was pioneered by Mohsin Hamid.

Mohsin Hamid’s novel The Reluctant Fundamentalist (2008), while it belongs
thematically to the second wave of 9/11 fiction, does not deal directly with the tragic
events in New York; instead, it is a reflection from the side of the Other, a young Pakistani
businessman, on the reasons for the 9/11 attacks. The author tries to demystify the
events of September 11™ and put them in a broader context of a globalized world. M.
Frank classifies this novel as a postcolonial War on Terror novel. In this context he argues
that The Reluctant Fundamentalist”... assumes a counter-discursive position by offering
different narrative contextualisations of the event” (Frank, 2020, p. 179). The narrator
of the novel explains the cause of the attacks from the perspective of those who were
silenced in reports about the tragedy, and this helps him to question the use of the
term“terrorism.”In his long monologue, Changez, the homodiegetic narrator, tells the
story of his life to an American stranger at a café table in Lahore. The author flips the
conventional strategy when the West speaks about the East. Instead, the American is
just alistener; he does not have an opportunity to speak, while the Pakistani discloses
to him the reasons for his moving step by step toward Islamic radicalism. The narrative
has a somewhat confessional style, but unlike a confession, it does not have a component
of penitence. In the words of M. Frank, “Changez’story about his disappointed love for
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America is related in the form of a deliberately ambiguous self-narrative which combines
a personal, intimate, even confessional mode of storytelling with one that is both
allegorical and didactic” (Frank, 2020, p. 177).

Changez combines his personal story with a description of the taste of Eastern
delicacies. In this way, he shows the American both his personal feelings and the
unforgettable flavor of his country. Ethnic food is the last bastion that globalization
has not touched yet. Pakistanis are proud of their traditional food, as it preserves their
identity, their flavor of the world:

Here in Old Anarkali that pride is visible in the purity of the fare on offer;
not one of these worthy restaurateurs would consider placing a western
dish on his menu. No, we are surrounded instead by kebab of mutton, the
tikka of chicken, the stewed foot of goat, the spiced brain of sheep! These,
sir, are predatory [italics in the original] delicacies, delicacies imbued with
a hint of luxury, of wanton abandon. Not for us the vegetarian recipes one
finds across the border to the east, nor the sanitized, sterilized, processed
meats so common in your home-land! (Hamid, 2008, p. 101)

Through the invitation to taste Eastern cuisine, Changez asks the foreigner to look
closer at the Pakistani world and tear away the veil of prejudice and stereotypes about
it. The narrator shows the American listener the beauty of the landscape, the unforgettable
combination of colors, and the spirit of the place: “Come, relinquish your foreigner’s
sense of being watched. Observe instead how the shadows have lengthened. Soon
they will shut to traffic the gates at either end of this market, transforming Old Anarkali
into a pedestrian-only piazza” (Hamid, 2008, p. 31 - 32). He presents his interlocutor
with a different vision of Islamic culture and asks him not to be afraid of Muslims. They
did not provoke the tragic events in New York, but reacted to the growing political and
military intolerance of the U.S. Changez criticizes U.S. capitalism, with its cold logics of
profit and of accumulation by dispossession (Harvey, 2003), and the American insensitivity
to those who suffer from U.S. military and economic invasions.

Through his narration, Changez describes the U.S. as a new type of global Empire.
His observations resemble the ideas of Michael Hardt and Antonio Negri. In their book
Empire (2000) they summarize the main features of a new type of Empire that emerged
along with the global market and global circuits of production. The first symptom of
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the new imperial regime is the weakening of nation-states, in particular, their power
to regulate economic and cultural exchanges. The Empire of the global period does
not rely on fixed boundaries. In this sense, nowadays, it is different from the imperialism
of the prior era that was based on the sovereignty of nation-states. “The boundaries
defined by the modern system of nation-states were fundamental to European
colonialism and economic expansion: the territorial boundaries of the nation delimited
the center of power from which rule was exerted over external foreign territories
through a system of channels and barriers that alternately facilitated and obscured the
flow of production and circulation” (Hardt & Negri, 2000, p. xii). According to Hardt and
Negri (Hardt & Negri, 2000), hybrid identities, flexible hierarchies, and plural exchanges
constitute the main attributes of global Empire.

The authors emphasize that although the U.S. is not yet what they mean by a global
Empire, today it occupies a privileged position in the history of Empire. Meanwhile,
they underline that the imperial idea“has survived and matures throughout the history
of the United States constitution and has emerged now on a global scale in its fully
realized form” (Hardt & Negri, 2000, p. xiv). Dwelling further on the concept of a global
Empire, Hardt and Negri identify the following features: a lack of boundaries as it rules
over the entire “civilized” world; no temporal or historical regime as it presents itself
outside of history or at the end of history; and finally, although the concept of Empire
is always dedicated to peace, its practice is continually bathed in blood. Similarly, David
Harvey writes, “From the late nineteenth century onwards, the U.S. gradually learned
to mask the explicitness of territorial gains and occupations under the mask of a
spaceless universalization of its own values...” (Harvey, 2003, p. 47).

The diegesis of The Reluctant Fundamentalist conveys the idea of the U.S.A. as a
contemporary Empire that corresponds with the concept of global Empire described
above. After being hired as an analyst by a valuation firm, Underwood Samson &
Company, Changez observes his colleagues and remarks upon their similarity, “We
were marvelously diverse ... and yet we were not: all of us, Sherman included, hailed
from the same elite universities — Harvard, Princeton, Stanford, Yale; we all exuded a
sense of confident self-satisfaction; and not one of us was either short or overweight”
(p.38).They are even dressed in a similar way, making them virtually indistinguishable.
The narrator understands that after being groomed by prestigious universities and
completing training programs at the respected firm, young specialists become soldiers
of the financial Empire. They are eager to contribute their talents and potential to the
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American meritocracy. Changez and the other new hires are trained to prioritize and
then to apply themselves single-mindedly to the achievement of that objective.

Young analysts are taught to concentrate on“the fundamentals”and not be emotional.
Emphasizing the concept of “the fundamentals,” the narrator is playing with the very
idea of fundamentalism and redefining it. He also makes vivid that the “fundamentals
American Protestants have formulated differ from the “fundamentals” of the global
financial Empire. Changez's “Third World sensibility” (Hamid, 2008, p. 67) often conflicts
with the company’s tasks. For example, he feels sympathy toward soon-to-be-redundant

"

workers of the company Underwood Samson is evaluating. His colleague reminds him
to focus on the fundamentals and not feel pity toward poor workers. The firm’s analysts
present a distilled embodiment of the U.S. empire that is continually searching for
profits and does not consider those who stand in its way.

Changez eagerly integrates into the realities of American life. He behaves and dresses
as his colleagues do. The young analyst is happy that nobody remarks about the color
of his skin or his Pakistani identity. New York embraces every color and tint, every accent
or dialect: “In a subway car, my skin would typically fall in the middle of the color
spectrum. On street corners, tourists would ask me for directions. | was, in four and a
half years, never an American; | was immediately [italics in the original] a New Yorker”
(p. 33). When asked where he was from, he always answers that he is from New York.
Changez enjoys his life, status, new possibilities, and career perspectives. He does not
think of himself as a Pakistani, but as an Underwood Sampson analyst. On his first
business trip to Manila, he supposes that his Pakistani nationality is invisible, cloaked

by the expensive suit or expense account.
The Crisis of Identity after 9/11

Everything changes after 9/11: the American dream of the young analyst has been
shattered, the firmness of the foundation of his new life in New York has been shaken.
If, before the tragic events, nobody paid attention to his foreignness, after them, his
Pakistani identity becomes visible and cause for suspicion. Changez feels this first when
boarding an aircraft from Manila to New York. He is selected for a secondary screening
at the airport. The world around him has changed instantly. Pakistani cab drivers are
being beaten; the F.B.l. is raiding mosques, shops, and even people’s houses. Although
Changez is a Princeton graduate earning eighty thousand dollars a year, his Pakistani
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identity plays a crucial role when the world is falling apart. Louis A. Cainkar, in his book
Homeland Insecurity: The Arab American and Muslim American Experience After 9/11,
writes that,“The Council on American-Islamic Relations (2002) reported 1,062 incidents
of violence, threat, or harassment during the initial onslaught of the post-9/11 backlash”
(2009, p. 192).

Further, Cainkar argues that “the negative treatment of Arabs and Muslims in the
United States after 9/11 was caused not by the 9/11 attacks themselves, but by preexisting
social constructions that configured them as people who would readily conduct and
approve of such attacks. These social constructions did not emerge on 9/11 but were
the culmination of processes of labeling and interpretation transmitted by interested
actors through major American social institutions over the latter decades of the twentieth
century” (p. 2). Cainkar summarizes by writing that Arabs and Muslims have been
constructed in American culture as a monolithic group that has an inherent proclivity
to violence and a morally deviant religion that sanctions killing (Cainkar, 2009, p. 2).
The racialization of Arabs and Muslims as groups that threaten American cultural values
and personal liberties played its role in the process of identifying “evil others” after the
deaths of innocent New Yorkers on 9/11.

The crucial changes in American society not only shift Americans’attitudes toward
Changez but also elicit unexpected emotions in him. The narrator’s reaction to the
attack in New York is the result of a latent persistence of his true feelings toward the
Empire.”| stared as one—and then the other—of twin towers of New York’s World Trade
Center collapsed. And then | smiled [italics in the originall. Yes, despicable as it may
sound, my initial reaction was to be remarkably pleased” (Hamid, 2008, p. 72). The
narrator admits that he was moved by the death of the victims of the attack, but at
that moment, he did not think about them. He was attracted by the symbolism of it
all, “the fact that someone had so visibly brought America to her knees” (p. 73). The
center of his narrative is thus relocated from the innocent people killed to the symbolism
of 9/11.This shift has been unexpected in post 9/11 fictional discourse, as prior writers
have mostly concentrated on the feelings of victims, their relatives, or their friends,
relying chiefly on the rhetoric of victimization. Frank has noted that American Ground
Zero novels have contributed to the master narrative of 9/11 as a cultural trauma, while
postcolonial War on Terror writings have proposed a counter narrative (Frank, 2020, p.
179). This counter narrative of mass casualties in New York has been “marginalized by
the discourse of loss, recovery, victimization, patriotism, nationalism, and American
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exceptionalism that has prevailed since 9/11” (Wersching, 2012, p. 414). Hamid is
proposing the perspective of those who considered the tragic event in symbolic terms.
Initially, Changez does not understand why he wants to see America harmed. It is just
his unconscious reaction to the tragedy. The narrator needs some time to understand
his emotions. Derrida observes, “Whether we are talking about a psychological, political,
police, or military response or reaction, we must acknowledge the obvious — at once
qualitative and quantitative: for Europe, for the United States, for their media and their
public opinion, quantitatively comparable killings, or even those greater in number,
whether immediate or indirect, never produce such an intense upheaval when they
occur outside European or American space (Cambodia, Rwanda, Palestine, Iraq, and
so on)” (Borradori, 2003, p. 92). Changez's reaction responds to the realization that
these deaths cause upheaval precisely because they are in the US.

The young Pakistani could not have the same feelings as Americans. He feels for
the sufferings of his own region that was invaded by the US after the September 11
attacks:

| chanced upon a newscast with ghostly night-vision images of American
troops dropping into Afghanistan for what was described as a daring raid
on aTaliban command post. My reaction caught me by surprise; Afghanistan
was Pakistan’s neighbor, our friend, and a fellow Muslim nation besides,
and the sight of what | took to be the beginning of its invasion by your
countrymen caused me to tremble with fury. (pp. 99 — 100)

In this crucial moment, he decides to return to Pakistan. At home, Changez suddenly
realizes how far away he has moved from his family, native traditions, and ethnic roots.
First, he feels uncomfortable and sad because he has lost his connection with his land.
“I had changed. | was looking about me with the eyes of a foreigner, and not just any
foreigner, but that particular type of entitled and unsympathetic American who annoyed
me when | encountered him in the classrooms and workplaces of your country’s elite”
(p. 124). The understanding that he lacks something very substantial angers him.The
narrator is trying to recover his Pakistani self. Mughal miniatures, ancient carpets, a rich
library collection, the family house — all this help him to find his former self, to feel
almost childlike, “rather than the permanent middle-age that attaches itself to the man
who lives alone and supports himself by wearing a suit in a city not of his birth” (p. 125).
The moment of Changez’s encounter with his native place resembles Yi Fu Tuan'’s
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writings: “Place can acquire deep meaning for the adult through the steady accretion
of sentiment over the years. Every piece of heirloom furniture, or even a stain on the
wall, tells a story” (Tuan, 2001, p. 33). Changez thoroughly and eagerly immerses himself
in his native milieu, rich with history. Every detail helps him to recover his lost self.

The feelings of loss are mixed with deep melancholia and yearning for his country’s
former glory and power. Changez is continually comparing his country’s past with
present-day U.S.A. realities. Complaints, despair, and anger overwhelm him when he
observes the remains of the former greatness of Pakistan and the present miserable
state of his beloved country. Revenge and frustration dominate his inner world and
supply the motive for his transformation into a reluctant fundamentalist. Habermas
explains the roots of Islamic fundamentalism through the changing of the epistemological
situation of the contemporary world. In particular, he interprets fundamentalist trends
as “a defensive reaction against the fear of a violent uprooting of traditional ways of
life” (Borradori, 2003, p. 32).

Further, the philosopher adds that the world today is split into beneficiary and loser
countries. “To the Arab world, the U.S.A. appears as an insult to their self-confidence
while simultaneously providing the secretly admired model. The West, in its entirety
serves as a scapegoat for the Arab’s world’s own, very real experiences of loss, suffered
by populations torn out of their cultural traditions during processes of accelerated
modernization” (Borradori, 2003, p. 32). The situation described by Mohsin Hamid
corresponds with the logic of Habermas'thinking. It is painful for Changez to encounter
his country in the state of destruction and the disintegration of customary ways of life.
He understands that the ancient glory of Pakistan belongs to history; his country now
belongs to the fallen empires. It makes him resentful to acknowledge that “four thousand
years ago, we, the people of the Indus River basin, had cities that were laid out on grids
and boasted underground sewers, while ancestors of those who would invade and
colonize America were illiterate barbarians” (p. 34). It is worth mentioning that such
melancholic reminiscences do not provoke destructive aggression in the narrator.
Instead, he begins reconsidering the situation around him, trying to figure out how he
could help his country.

Changez sees that old traditions, values, national cuisine, and a way of life are being

transformed to conform to the American pattern. The food he is enjoying with his
interlocutor can rarely be found. Resistance to homogenization and globalization now
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dominates his previous desire to integrate into American society. National cultures are
granted little autonomy in the Empire. According to Hardt and Negri, “Traditional
cultures and social organizations are destroyed in capital’s tireless march through the
world to create the networks and pathways of a single cultural and economic system
of production and circulation” (Hardt & Negri, 2000, p. 326).

The other factors that provoke this change of the narrator’s position are the aggressive
U.S. strategy in the world arena and the absence of war on its own territory. These
factors accelerate the cognitive dissonance between Americans and the nations engaged
in military conflicts on their own soil. From time to time, the narrator reminds his listener
that it is difficult for an American to understand the feelings and emotional state of
people who reside within commuting distance of hostile troops. Changez directs the
attention of his interlocutor to the fact that the U.S.A.”has not fought a war on its soil
in living memory” (p. 127). Further, he reflects: “I had always resented the manner in
which America conducted itself in the world; your country’s constant interference in
the affairs of others was insufferable. Vietnam, Korea, the straits of Taiwan, the Middle
East, and now Afghanistan: in each of the major conflicts and standoffs that ringed my
continent of Asia, America played a central role” (p. 156). In another context, the narrator
observes: “l wondered how it was that America was able to wreak such havoc in the
world—orchestrating an entire war in Afghanistan, say, and legitimizing through its
actions the invasion of weaker states by more powerful ones, which India was now
proposing to do to Pakistan—with so few apparent consequences at home” (p. 131).
America is insensitive to the sufferings of other nations as it lacks their experience of
impoverishment and powerlessness. Changez remarks:“As a society, you were unwilling
to reflect upon the shared pain that united you with those who attacked you” (p. 168).
Douglass Kellner, discussing the September 11* events, concludes, “Suddenly, the
vulnerability and anxiety suffered by many people throughout the world was also
experienced deeply by U.S. citizens, in some cases for the first time. The terror attacks
thus had material effects, attempting to harm the U.S. and global economy, and psychic
effects, traumatizing a nation with fear” (Kellner, 2004, p. 44).

The narrator’s re-initiation in his homeland and reconfiguring of his worldview are
registered through his refusal to shave his beard. It is a symbolic act through which
Changez tries to show his belonging to and unity with his native land. A two-week-old
beard was “a form of protest on my part, a symbol of my identity, or perhaps | sought
to remind myself of the reality | had just left behind” (p. 130). It is the marker of the
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narrator’s transition from his identity as a New Yorker to a Pakistani identity. He refuses
“to blend in with the army of clean-shaven youngsters who were my coworkers” (p.
130). At the same time, the beard changes the attitude of Changez: if before the events
of 9/11, he had the feeling of blending in, after them, he was subjected to verbal abuse
by strangers. At Underwood Samson, he becomes a subject of whispers and stares.
Nevertheless, Changez stoically endures all misfortunes and searches for the way out
of his existential crisis.

The next step in his reconsideration of the U.S.A. and its role on the world scene
happens during his stay in Valparaiso. Together with his boss, Jim, they go to Chile to
determine the value of the assets of a publishing company. Mohsin Hamid underlines
the global nature of American capital. Territorial and capitalist logics intertwine as
territorial control is a necessary means to the accumulation of capital. The Empire needs
geographical expansion for its economic growth. Hardt and Negri underline the idea
of open space as the immanent feature of this new form of sovereignty:

The space of Empire is constantly reterritorialized and reconstituted.
Perhaps the fundamental characteristic of imperial sovereignty is that its
space is always open. As we saw in earlier sections, the modern sovereignty
that developed in Europe from the sixteenth century onward conceived
space as bounded, and its boundaries were always policed by the sovereign
administration. Modern sovereignty resides precisely on the limit. In the
imperial conception, by contrast, power finds the logic of its order always
renewed and always re-created in expansion. (Hardt & Negri, 2000, p. 167)

This tendency toward an open project operating on an unbounded space goes
back to the first phase of American constitutional history, Hardt and Negri argue.“The
North American terrain can be imagined as empty only by willfully ignoring the
existence of the Native Americans - or really conceiving them as a different order of
human being, as subhuman, part of the natural environment” (pp. 169 - 170). This
expansive tendency differs from the colonial extensions of the modern nations-states.
Hardt and Negri summarize that the idea of nowadays Empire was “born through the
global expansion of the internal U.S. constitutional project” (pp. 182). Hardt and Negri
further explain that when the great open American spaces eventually ran out there
emerged another option:“to return to the project of imperial sovereignty and articulate
it in a way consistent with the original ‘Roman’mission of the United States” (p. 172).
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Because of the global expansion of the internal U.S. constitutional project, the financial
analysts of Underwood Samson feel comfortable and sure of themselves in any part
of the world. They are using their economic strategies and values as universal ones.
When an older man who loves books and tries to save the publishing company asks
the American professionals what they know about books, Jim sincerely answers that
he has evaluated similar companies before. He is not aware that the question was
actually about books.

Valparaiso's former grandeur reminds Changez of Lahore. The Panama Canal
transformed what was once a great port into a deep periphery. During the meeting,
the old publisher, Juan-Bautista, tells Changez a story about the janissaries, “Christian
boys captured by the Ottomans and trained to be soldiers in a Muslim army, at that
time the greatest army in the world. They were ferocious and utterly loyal: they had
fought to erase their civilizations, so they had nothing else to turn to” (p. 151). Changez
vividly sees that America is an example of today’s Empire, and he is its janissary.”Moreover
I knew from my experience as a Pakistani—of alternating periods of American aid and
sanctions—that finance was a primary means by which the American empire exercised
its power” (p. 156). After the conversation with the older man, he refuses to facilitate
the project of American domination. Accordingly, Hardt and Negri state:“The networks
of agreements and associations, the channels of mediation and conflict resolution, and
the coordination of the various dynamics of states are all institutionalized within Empire.
We are experiencing a first phase of the transformation of the global frontier into an
open space of imperial sovereignty” (p. 200). During the trip to Valparaiso, the narrator
awakens from the American Dream that has overshadowed his national inner self.

Changez comes back to Pakistan to teach at the university. His mission is to raise
the national consciousness of young Pakistani students and “to stop America” (Hamid,
2008, p. 168). He organizes students to participate in demonstrations for the greater
independence of Pakistan. Their protests are labeled anti-American, although they use
the Empire’s ideological strategy.”“l can assure you that | am a believer in non-violence;
the spilling of blood is abhorrent to me, save in self-defense [...] | am not an ally of
killers; I am simply a university lecturer, nothing more or less” (p. 181). His appeal to
nationhood and the dignity of his people and culture serves as an ideological weapon
to repel the dominant discourse. Nevertheless, the idea of liberation from foreign
domination implies subordination to domestic structures of dominance.
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Conclusion

Changez’s monologue enlarges the context of the tragic events of September 11,
2001 through introducing into the conventional discourse of 9\11 the voices of those
who were simply blamed as terrorists because they came from the East. Verbalizing
the alternative vision of the September events in New York, drawing attention to their
complexity, the novel’s narrator does not justify the mass killings; he proposes a
symptomatic reading of the tragedy that tries to fill in the lacunas left by the dominant
discourse. Changez’s narrative is a possible way of figuring out what has gone wrong
in the “communicative action” (Habermas) between the West and the East. As Jlirgen
Habermas concludes, “conflicts arise from distortion in communication [italics in the
original], from misunderstanding and incomprehension, from insincerity and deception”
(Borradori, 2003, p. 35). Nations have become alienated from each other because of
distorted communication and the biased perception of their citizens, and this fact is
often used by political forces and regimes. “The so-called ‘clash of civilizations' [Kampf
der Kulturen] is often the veil masking the vital material interests of the West (accessible
oilfields and secured energy supply, for example)” (Borradori, 2003, p. 35). According
to D. Harvey (Harvey, 2003) and B. Massumi (Massumi, 2010), the 9/11 events were used
by the U.S.A. to justify entering Iraq. Fear tactics became the dominant strategy for
advancing a specific political agenda. David Harvey, after a deep analysis of the economic
and social situation in the U.S. before the events of 9/11, concludes: “But it was, of
course, 9/11 that provided the impetus to break with the dissolute ways of the 1990s.
It provided the political opening not only to assert a national purpose and to proclaim
national solidarity but also to impose order and stability on civil society at home. It was
the war on terror, swiftly followed by the prospect of war with Irag, which allowed the
state to accumulate more power” (Harvey, 2003, p. 15).

The narrator of the novel asks readers to listen to the other side of the conflict and
not to judge all Muslims as bloodthirsty fundamentalists. People must widen their
perspectives of the world and “take up the roles of ‘speaker’ and ‘hearer’. Taking up
these roles in a dialogue, they engage in a fundamental symmetry, which, at the bottom,
all speech situations require” (Borradori, 2003, p. 37). Changez invites the American
agent to adopt his perspective in order not to blame him but to understand the roots
of his anger. Mohsin Hamid leaves the ending of the novel open, so the readers do not
know whether the American listener has changed his perspective or simply completed
his mission.
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In addition to calling for constructive dialogue between the West and East, the
author of the novel considers the critical revision of U.S. international politics. One of
the messages is that after causing so much grief and misfortune abroad, America cannot
play the role of an innocent observer. In this context, it is worth mentioning Derrida’s
position towards the tragedy in New York: “Anyone in the world who either organized
or tried to justify this attack saw it as a response to the state terrorism of the United
States and its allies” (Borradori, 2003, p. 107).
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Gogmen yazini, gégmen deneyimleri tizerine olusturulan ve gercek yasam anlatilarina
alternatif bir dlisinme ve ifade sekli saglayan metinlerden olusmaktadir; bu nedenle,
gb¢men yazininin gevirisinde (melez kimlikler, kararsizlik, sinir gegisleri ve dontisiim
gibi) icerik 6zellikleri ve (kod kaydirma, metafor ve anistirma gibi) bicemsel 6zelliklerin
aktarimi biyuik bir 5nem kazanmistir. Yazin metinleri sayesinde gé¢men anlatilarina
dair 6nemli bir farkindalik yaratildigini vurgulayan bu ¢alismada, gé¢ deneyiminin
duygusal ve psikolojik boyutlarini ortaya koyan iletisimsel ipuclarininin geviriye nasil
aktarildigi mercek altina alinacaktir. Bu baglamda, Mohsin Hamid'in (2017) Exit West
romani ve romanin Tiirkce cevirisi Bati Cikisi (2019) incelenecektir. Inceleme, Teun van
Dijk’in (2005, 2018) go¢menler hakkindaki séylemleri konu aldigi calismasinda
kullandigi sdylem stratejilerinin 1siginda yurtilecektir. Go¢ baglaminda ceviri ediminin
etik bir boyutunun oldugu uzun zamandir dile getirilen bir konu olsa da gé¢gmen
temsilinde yazin gevirisinin 6nemine de ayri bir vurgu yapmak gerekir. Baska bir
deyisle, gd¢men anlatilarini medya ve toplum ¢evirmenligi kapsaminda geviren yazili
ve s6zlii cevirmenler gibi, gd¢men yazini cevirmenleri de etik bir sorumluluga sahiptir.
Bunun nedeni, yazin cevirisinde kullanilan sdylem stratejilerinin gé¢menlere 6zel bir
ses kazandirmasi ve toplumdaki farkindalik diizeyini sdylem yoluyla artirmasidir. Bu
farkindaligin mevcut olmadigi durumlarda gé¢menler cogu zaman suskun ve marjinal
‘dtekiler’ olarak 6n plana ¢ikmaktadir. Calismanin sonunda, etik bir deger olarak
farkindalik yaratmada basvurulan ceviri ediminin 6nemi ortaya konulmustur.
Anahtar Kelimeler: Go¢men yazini, ceviri, sdylem, Mohsin Hamid, Exist West

ABSTRACT

Migrant writing is based on textual productions that offer an alternative mode of
reflection and expression of the migrant experience. Hence, the translation of migrant
writing has significant implications for the representational politics that are closely
related to the thematic features (e.g. hybrid identities, ambivalence, border-crossings,
and metamorphoses) and stylistic features (e.g. codeswitching, metaphors, and
allusions). Arguing that literature plays a key role in enabling readers to make better
sense of migrants’ life narratives, this paper seeks to shed light on how literary
translation may transfer communicative complexities, unravelling the emotional and
psychological aspects of the migrant experience that manifests itself in literary texts.
In this context, the study will focus on Mohsin Hamid’s (2017) Exit West and its Turkish
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translation Bati Cikisi (2019). The analysis of the source and target texts will be carried out in light of the discursive strategies
listed by Teun van Dijk (2005, 2018) in his study of various discourses on migrancy. Ultimately, this paper emphasises that
even though the idea of translation as an ethical act is not new in the context of migration, reconsidering the ethical
significance of creating awareness through literary translation is significant. The study hence places special emphasis on the
recreation of the discursive strategies in fictional accounts in order to (re)present migrants who might otherwise become
silent and mute.

Keywords: Migrant writing, translation, discourse, Mohsin Hamid, Exist West

EXTENDED ABSTRACT

This study sets out to explore how fictional accounts of migrant narratives are
reconstructed through literary translation. Discursive features (e.g. us and them discourse,
code-switching, metaphors, allusions, and the like) in migrant writing serve as strategic
elements in reinforcing the role literary translation plays in the representation of
migrants. As Moira Inghilleri and Loredana Polezzi (2020, p. 32) emphasise, translators
‘have an ethical responsibility to the voices and to the narratives of those who are
positioned as the weaker party in the exchange [...]" In this context, it is reasonable to
argue that not only the translation of migrants’life narratives, but also the translation
of fictional accounts spotlights an ethical dimension, since both influence the (re)
presentation of the ‘other".

In light of these points, this study focuses on the Turkish translation of Mohsin
Hamid's Exit West, which was published in 2017, a year before the number of forcibly
displaced people worldwide had reached an all-time high (UNHCR 2019). Given that
Hamid’s narrative of the European migration crisis enhances literary discussions of
current global migrant crises, the study argues that the translation of his novel would
play a key role in renarrating how migrants are devoid of their inalineable rights and
become ‘others:

Before analyzing Exit West and its Turkish translation, the study notes that migrant
writing contributes to the enlargement of the frontiers of translation to include self-
translation performed by migrant writers who compose works in the language of their
host countries. To apply Ngugi Wa Thiong'o’s (2009, p. 18) words to the present context,
migrant writing can be seen as an‘exercise in mental translation’ since migrant writers
‘translate’ themselves by reproducing their cultural specificity in a foreign way (Asad
1986, Bhabha 1994). That is, migrant writing constitutes a form of cultural translation
that involves more of a process based upon the movement of the people than the

140 Litera Volume: 32, Number: 1, 2022



Erkazanci Durmus, H.

movement of texts. In this context, the analysis of how Hamid’s self-translation is
transferred to the Turkish language will be carried out in line with Teun van Dijk’s (2005,
2018) framework, which sheds light on a discourse analytical method for the study of
migration. The present study explores, in the words of van Dijk (2018, p. xx), ‘the many
ways migration discourse is structured, how it expresses underlying mental models,
attitudes and ideologies, and what social and political functions such discourses have'

At this juncture, it is significant to note that Hamid’s style ‘mimics’ the thematic
content throughout the novel (Lagji, 2018, p. 2); hence, his text requires the translator’s
active role in the generation of literary meaning. The analysis shows that the Turkish
translation mirrors the source text’s ‘winding sentences whose words wander across
the page, accumulating clauses until the period end point’(Lagji, 2018, p. 2). It is worth
noting here that the long syntax of the source-text sentences seems to denote the
long waiting period involved almost in every immigration process. Note also that
Hamid's novel wittily unravels the objectification and delegitimization of migrants in
the world. As the analysis illustrates, the Turkish translation diligently recreates the
source text’s dehumanizing metaphors, which prevail in the public debates about
migration. The target text’s reproduction of those metaphorical expressions is of vital
importance for the reception of Hamid's text in the target society (e.g. for facilitating
readerly identification with migrants) because the source text, by and large, deconstructs
the mythical narratives (e.g. the construction of a stereotypical migrant identity) that
marginalize migrants in line with an ‘us and them’ discourse. The Turkish translation
further recreates the source text’s allusions that refer to the key texts in migrant writing
and postcolonial literature which foreground the liminal position of the ‘other’ This
study concludes that the discursive strategies used in the Turkish translation (re)present
the social manifestations of migrancy.
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1. Giris

Pakistan asilli ingiliz yazar Mohsin Hamid'in (2017) Exit West romani g&¢ krizinin
fiziksel sinirlarla, askeri gozetimle ve uluslararasi anlagmalarla kontrol altina alinamayan
bir olgu haline geldigini gostererek, toplumsal huzursuzluk, ic savas ve insanlarin kendi
yurtlarindan edilmesi gibi giinlimiziin en 6nemli glindem maddelerini olusturan
olaylari 6n plana ¢ikarmaktadir. Baska bir deyisle, Exit West kiiresel diizeyde bir milteci
krizine dikkat cekmektedir. Romanin baskahramanlari Saeed ve Nadia, neresi oldugu
belirtilmeyen anayurtlarindan ayrilmak zorunda birakilarak, kendilerini glivende
hissedecekleri bir tlkeye dogru yola ¢cikmistir. Yolculuklari esnasinda sirasiyla Mikonos,
Londra ve San Francisco'da kalan karakterlerin hem birbirleri ile hem de anayurtlari ile
olan iliskileri bu sehirlerin atmosferinin derin izlerini tasimaktadir.

Romanin realizm ¢izgisinden sapan en 6nemli 6zelligi, gd¢menlerin sihirli kapilardan
gecerek bir yerden baska bir yere gé¢ edebilmesidir. Mohsin Hamid, tipki Salman
Rushdie (1991) gibi, romaninda biyuli gercekgilige yer vermektedir. Savasin yikik dokik
izlerini tasiyan yurtlarindan kacan baskahramanlar, sihirli kapilardan gecerek iltica
etmisler ve yukarida adi gecen her bir sehir icin bu gizemli kapilari kullanmiglardir.
Baskahramanlari anlatan olay 6rguistiniin yanisira, romanda ulusal sinirlari sihirli kapilarla
asip gecen baska insanlarin hikayelerine de yer verilmistir. Romandaki sihirli kapilar
binlerce insanin din, dil, irk ve mezhep ayrimi yapilmaksizin birer gggmen olarak istedikleri
ulus-devletlere sorgusuz sualsiz gegis yapmasini saglamaktadir. Kiiresel bir boyut
kazanan go¢men krizi ekseninde, bu kapilar okurun diinyayi fiziki sinirlardan ve siyasi
¢ikarlardan arinmis olarak hayal edebilmesine sebep olmaktadir (Dew, 2017, s. 274).

Hamid, romaninda go¢ olgusunu evrensellestirmeyi amaclamaktadir. Bu nedenle,
hayatlarinda hig yer degistirmemis insanlarin bile zamanin icinde go¢ yasadigini
vurgulayarak, gecen zamanla birlikte insanlarin kimliginin de degisebilecegini belirtmistir
(Hamid, 2017, s. 209). G6¢ deneyiminin zaman icinde yasanan degisikliklerle
iliskilendirilmesi, gd¢cmenler tarafindan yasanan olaylarin genellestirilerek basite
indirgenmesine neden olabilir. Ancak, romanda, zamanin icinde go¢ eden insanlarin
da bir daha asla ge¢mis zamana donemedikleri belirtiimekte ve gerek cografi baglamda
gerekse zamanin icinde yasanan go¢uin gui¢ ve aci bir deneyim oldugu belirtilmektedir
(Hamid, 2017, s. 209). Bu sekilde, goclin kiiresel bir hareket oldugu ve go¢ eden kisilerin
ulusal kimliklerini terk ederek kiiresel bir kimlik edindigi vurgulanmaktadir.
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Hamid, Ruby Cutolo (2012, s. 21-22) tarafindan diizenlenen soyleside, kendisini
“cografi bir gdcebe” olarak gormekle birlikte, “cografi baglamda cinsiyet degistirmis”
gibi hissettigini de belirtmistir. Bu durumun en énemli nedeni, kendisi gibi Dogu'dan
Bati'ya go¢ eden insanlarin diger insanlar tarafindan, “Dogu/Bati [ikilemi] ekseninde
gercek bir erkek ya da gercek bir kadin” olarak konumlandirilamamis olmasidir (Cutolo,
2012, s. 22). Hamid, dikkat ¢ektigi tim bu noktalarin 1s1§inda, “gd¢-sonrasi edebiyat”
alaninda“yerlerinden edilmis yazarlar”arasinda énemli bir yer edinmistir (Gamal, 2013,

s.597-598).

Tim Cresswell'in (2010, s. 21) diinyadaki “go¢ hareketliligi nasil temsil edilmektedir”
sorusunu temel alan bu calisma, ceviri ve diyasporayi esdeger kabul eden Salman
Rushdie’nin (1991, s. 17) Imaginary Homelands (Hayali Vatanlar) kitabinda yer alan “[d]
Unyanin 6teki tarafinda dogmus olmamiz sebebiyle, hepimiz cevrilmis insanlariz”
ifadesinde vurguladigi gibi, hem kultirel ceviri metaforu hem de dillerarasi ¢eviri
baglaminda, Exit West eseri ve eserin Turkce cevirisinde gog¢ ve go¢men olgusunun
temsiline 1sik tutacaktir. Kiiltirel ceviri kavrami baglaminda, anadilinden farkli bir dilde
eser yazan gocmen bir yazarin 6zcevirmen olarak goriilmesi sebebiyle (Thiong'o, 2009),
Mohsin Hamid, Pakistan asilli bir 6z¢evirmen olarak ele alinacak ve bu yazar tarafindan
yapilan 6zcevirinin Turkgeye nasil aktarildigi ortaya koyulacaktir. Kaynak ve erek
metinlerin incelenmesinde, gd¢gmenlerin, toplumu olusturan bireylerin zihinlerinde
otekilestirilmesi ve bu durumun sézcik secimi, s6zdizimi, imge ve metafor diizeyinde
sOyleme yansimasini inceleyen Teun van Dijk'in (2003, 2005) sdylem ¢éziimlemesi icin
kullandigi kavramsal araclara yer verilecektir.

2. Gogmen yazini ve ceviri iligkisi

Homi Bhabha'nin (1994) The Location of Culture (Kiiltiirel Konumlanis) kitabinda
somurgecilik sonrasi edebiyat alanina yogunlasarak kiltiirel ceviri kavramini ortaya
atmasi, kilttriin ulusétesi ve cevrilebilir bir 6zellik tasidigini vurgulamasi, melezlik ve
aradalik gibi kavramlari kullanarak go¢men sdyleminin kiiltirel ceviriden beslendigini
vurgulamasi, ve ceviriyi bir metafor olarak uluslararasi ve uluslarétesi hareketliligin bir
Uriind olan gé¢men yazininin irdelenebilecedi sekilde kullanmasi go¢ olgusunun
ceviribilim alaninin glindeminde énemli bir yer teskil etmesine neden olmustur. Bhabha
tarafindan kavramsallastirilan kltirel ceviri, farkh diller arasinda gerceklesen metinsel
bir aktarimi vurgulamanin 6tesinde, gé¢cmenlerin yasadigi arada kalmishk duygusunu
on plana ¢ikarmaktadir. Bhabha'nin kiiltiirel ceviri metaforu, Salman Rushdie’nin (1988,
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s. 62) The Satanic Verses kitabinda gecen “ingiliz ortamina cevrilmis bir Hintli” ifadesini
cagristirmaktadir.

Somiirgecilik sonrasi bakis agisi ile ‘6teki’kavramini ele alan Bhabha (1994), Avrupa-
merkezciligi temel alan Batili diisiince seklinin diger kiltlrler Gzerinde tahakkim
kurmasi nedeniyle, ‘Gtekinin; otekilestiren 6zneyi taklit etmesi sonucunda kararsizlk
(ambivalans) durumunun ortaya ciktigini belirtmistir. Bhabha (1994), ayrica, bu durumun
otekilestiren (ev sahibi) kiiltlre go¢ eden bireyde kimlik buhrani yarattigini ve bu bireyin
artik Gglincli uzamda yer alarak melez bir kiilttire sahip oldugunu belirtmistir. Bhabha
(1994) 6tekilestiren 6znenin séylem yoluyla irk ve cinsiyet temelinde farkllik vurgusu
yaparak tahakkim kuran bir alan yarattigini ve bu sekilde 6tekilestirme strecinin stirekli
olarak yinelendigini de kaydetmistir. Bu noktada, benzer bir vurgunun daha énce Said
(1978) tarafindan Dogu ve Bati kltirleri arasinda “ontolojik ve epistemolojik ayrima
(Ashcroft, Griffiths & Tiffin, 1989, s. 153) dayanan ‘Oteki’ imgesi temelinde yapildiginin
ve Dogu kavraminin Batili sdylemler yoluyla iiretilmesi sonucunda cevirilerin de bu

”

sOylemleri stirekli olarak beslediginin altini cizmek gerekmektedir.

GO ve aidiyet, kimlik siyaseti, yerel ve kiresel dil kullanimlari gibi olgular yirmibirinci
ylzyilda ceviribilim alaninda en cok dikkat ¢ceken konular haline gelmistir (Inghilleri,
2017). Mekansal hareketlilik ve temsiliyet olgulariile birlikte stirgtin ve gonulli stirgiin
gibi diyaspora olgularinin da esliginde, 6zceviri ve dillerarasi ceviri bliytk bir 5nem
kazanmistir. Ozceviri, belirli bir yazar tarafindan yazilan ézgiin bir eserin, ayni yazar
tarafindan farkl bir dile cevrilmesi olarak tanimlanmis olsa da (Popovi¢, 1976, s. 19),
somirgecilik sonrasi edebiyat ve gé¢men edebiyati, ceviri taniminin sinirlarini
genisleterek dzceviriye bakis acimizi gelistirmistir (Polezzi, 2012, s. 350). Ozcevirmen
kavrami, artik anadilinden farkli bir dilde eser Ureten yazarlar icin de kullaniimaktadir
(Thiong'o, 2009; Akbatur, 2010). G6¢menlerin 6zcevirmen olarak yazin alaninda faaliyet
gOstermesinin bir sonucu olarak, 6zgiin metin ve ceviri kavramlari arasinda var olan
sinir muglak bir hal almistir; ceviri kavraminin sinirlarinin genislemesiyle, gd¢gmenlerin
anadilleri disinda yazdiklari metinlerle birlikte ¢cok-dilli olarak yazdiklari metinler de
ceviri kapsaminda ele alinmaya baslanmistir.

Ceviri, bu kapsamda, go¢ edenler ve go¢ edenleri misafir edenler arasindaki gii¢
hiyerarsisini gézler 6niine serme potansiyeline sahiptir. Oncelikle, gd¢menlerin hem
6zne konumunda olan birer eyleyici hem de cevirinin nesnesini olusturan birer birey
oldugunun unutulmamasi gerekmektedir (Polezzi, 2012, s. 345). Bu noktada sormamiz
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gereken bazi sorular bulunmaktadir. Gog eylemiyle iliskili dil pratikleri hangi yollarla
ceviri edimine yansitilmaktadir? (Polezzi, 2012, s. 346) Ceviri, go¢gmenlerin hayatinda
nasil bir rol oynamaktadir? (Inghilleri, 2017, s. 29) Bu sorularin cevabinda ceviri etigi 6n
plana ¢ikmaktadir ¢linkii go¢ eden insanlarin ceviri yoluyla temsiline yapilan midahaleler,
kullanilan yerlilestirme stratejileri ve ‘Gtekine’ait sosyo-kiltirel 6zelliklerin yok edilmesi
bu insanlara yapilacak bir“ihanet” olarak alginabilir (Polezzi, 2012, s. 346). Bu nedenle,
go¢ yazininin cevirisi s60z konusu oldugunda sadece metinlerin cevirisi degil, “go¢
edenlerin [kiltirel] cevirisi” de g6z dniinde bulundurulmalidir (Polezzi, 2012, s. 347).

Ayni sekilde, ceviriyi, ulusal, kiilturel ve dil sinirlarini asan “6zgUin” bir metin tGzerinden
gerceklestirilen bir aktarim olarak goren “cizgisel bakis acisinin” yetersiz kalacagini
bilmemiz gerekir ¢linkii ceviri sadece kelimelerin yer degistirmesi ile sinirlandirilamaz:
insanlarin yeni bir sosyal ortama girmesinin de ¢eviri eylemi olarak gorilmesi
gerekmektedir (Polezzi, 2012, s. 348). Ceviri, go¢ eden insanlarin yasamlarinda asimilasyon
stratejisi olarak ortaya cikabilir: gé¢menler ev sahibi kiltirin dil ve kiltirel 6zelliklerine
uyum saglayarak kdiltiir potasinda erime yasayabilir (Cronin, 2006, s. 52). Diger yandan,
ceviri bir uzlasi araci olabilir ve go¢ eden kisilerin dil ve kiiltlrlerini yasatma stratejisi
olarak karsimiza cikabilir (Cronin, 2006, s. 52). Bircok toplumda tekdilliligin bir norm
olarak kabul edilmesine karsin go¢gmen yazini eserlerinde cokdilli 6rneklerin gocler
sayesinde 6n plana ¢iktigini vurgulamak gerekir (Tymoczko, 2006, s. 16). Bu baglamda,
gocmenler cevirinin nesnesi olmaktan kurtularak aktif birer eyleyici konumuna gecebilir
(Polezzi, 2012, s. 348).

Tiurk yazin sisteminde de go¢men eserlerinin drnekleri yer almaktadir. Yiksel
Pazarkaya, Aras Oren, Emine Sevgi Ozdamar, Sinasi Dikmen, Habib Bektas, Bekir Yildiz,
Fethi Savasci ve Giiney Dal gibi yazarlar Almanya'ya go¢ eden birinci kusak yazarlardir.
Bu yazarlar goc¢iin nedenleri, gurbet, kiltir soku, yabancilik, misafir iscilik, kacak iscilik
ve dil sorunlari gibi konulari temel almistir (Salim, 2011a; Zengin, 2011). Yliksel Pazarkaya
gocmen edebiyati tlirlinde eserler vermekle birlikte Tiirk edebiyatinin dnemli temsilcilerini
Almancaya cevirmektedir. ikinci kusakta Sinasi Dikmen, Fakir Baykurt, Zafer Senocak,
Mevliit Asar, Zehra Cirak, Akif Pirin¢ci ve Hatice Akyln gibi yazarlar bulunmaktadir.
Sinasi Dikmen gibi bazi yazarlar Almanca eserler de vermektedir. Bu kusak tarafindan
Uretilen eserlerde karma bir kiltliri yasama ve bu kiltiirle catismamanin énemi 6n
plana cikmaktadir (Salim, 2011b). Uciincii kusakta ise Renan Demirkan, Levent Aktoprak,
Feridun Zaimoglu, Zehra Cirak ve Selim Ozdogan gibi yazarlar yer almaktadir. Zafer
Senocak gibi bazi yazarlarin ayni zamanda cevirileri de bulunmaktadir. Bu kusagin
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eserlerinde kultlr ve kimlik kavramlari ile birbirinden ayristirilan insanlarin gercekte
birbirinden ¢ok da farklh olmadigi vurgulanmaktadir (Cengiz, 2010).

GO¢ ve ceviri iliskisi Gzerine Turkiye'de verimli calismalar yapilmaktadir. Rana
Kahraman'in (2010) Gé¢ ve Ceviri: iltica Basvurularinda Séz1ii Ceviri Uygulamalari ve Toplum
Cevirmeninin Rolii bashkli doktora tezi, Gamze Okumus'un (2017) Gé¢men Belleginin
Mekani Kurgulama ve Yeniden Uretme Bicimleri: Kolaj, Montaj ve Ceviri baslikl yiiksek
lisans tezi, Filiz San ve Seda Koclu’'nun (2018) “Sakarya’daki Miiltecilerin iletisim
Sorunlarinin Belirlenmesi ve Toplum Cevirmenligine Olan ihtiyac” baslikl makalesi ve
Umut Balci ve Medeni Akgiin’iin (2018) “Emine Sevgi Ozdamar'in Mutterzunge adli
eserindeki kalip ifadeler ve Tirkce cevirisindeki karsiliklar” baslikli makalesi bu
calismalardan bazilaridir. Gog ve ceviri iligkisini konu alan bu ¢alismalarda yer alan en
temel vurgu sozlii ve yazil cevirilerde, yazin ve yazin alani disindaki metinlerin gevirisinde
cevirmenlerin Ustlendigi nemli role iliskin farkindaligin artirlmasidir.

GOgmen yazini eserlerini ceviren gevirmenler aktivist bir rol Gstlenebilir. Cevirinin
diinyayl gorme ve algilama sekillerini degistirebilecedi, anlatilari okuma ve dinleme
bicimlerini etkileyebilecegi gorisiine paralel olarak (Venuti 2013), gé¢men yazini gibi
metinlerin cevirisinde izlenen yabancilastirma stratejilerinin (6rn. akici olmayan, erek
kilturdeki ceviri normlarini cigneyen ve erek okurun agina olmadigi stratejiler)
yerlilestirme stratejilerine (6rn. kaynak metnin yabanciligini en aza indirgeyen stratejiler)
ve egemen yazin bicemlerine karsi “diren¢” olusturarak farkindalk yaratabilecegi
duslncesi ortaya cikmistir (Venuti, 2008, s. 22). Bhabha'nin (1994, s. 321) da belirttigi
gibi, ceviride var olan bu tiir “donisiim surreg[lerinde]” dnemli bir “direng unsuru” yer
almaktadir.

Boris Bachmann-Medick (2006, s. 38) “cevrilmis” go¢cmeni iki kiltiir arasinda
“suiriiklenen’,“kéklerinden”koparilip yeni bir kiiltire yerlestirilen kisiler olarak gormektedir.
S6z konusu “suriiklenme” olayinin zorunlu bir yer degistirme olabilecegini ve siddet
iceren bir tehdit karsisinda gerceklesmis olabilecedini g6z 6niinde bulundurursak,
cevirinin hem “saldirgan” hem de “koruyucu” bir strateji olarak kullanilabilecegini ve
goO¢ edeninsanlara geviri yoluyla bir ses ve kimlik verilebilecegini de unutmamak gerekir
(Polezzi, 2012, s. 349). Bu bakis agisidan hareketle, ‘Analiz’ bélimuinde, Mohsin Hamid'in
Exit West romani ¢ercevesinde, kaynak ve erek metinlerde gé¢menlerin nasil temsil
edildigi, go¢men kimliginin hangi yollarla olusturuldugu ve gdé¢menlere verilen sesin
okurlar Gizerindeki potansiyel etkileri Gizerinde durulacaktir.
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3. Analiz

Giris bolimunde belirtilen amaci tekrar etmek gerekirse, bu bolimde, Cresswell’in
(2010, 5. 21) diinyadaki go¢ hareketliliginin nasil temsil edildigine iliskin sorusuna yazin
cevirisi baglaminda yanit aranmaktadir. Romanda, go¢menlerin tlkelerinden ayrilmak
icin bekledigi sure ile sinir disina ¢iktiktan sonra bagska bir tlkeye kabul edilmek icin
bekledigi stire arasinda yasanan hareketliligin temsili 6n plana ¢itkmaktadir (Haas, 2017,
s.75). Bu bolim toplumsal yapilarin bilissel yapilar vasitasiyla séylem tzerinde biiylik
bir etki olusturdugunu 6rneklerle gostermeyi amaclamaktadir. Analiz, bilissel yapilarin
toplum ve sdylem arasinda bir“araytiz” gérevine sahip oldugunu vurgulayan van Dijk’in
(2003, 5. 13-14) toplum, bilis ve sdylem diizeyindeki iliskiyi incelemek tizere kullandigi
sOzdizimi, sdzciik secimi, imge ve metafor kullanimi gibi stratejilerden yola ¢ikacaktir.
Bu baglamda, Exit West romanindaki go¢ ve gé¢men temsilinin Turkce ceviriye nasil
aktanldigina isik tutulacaktir.

Analiz i¢in van Dijk'in (2003, 2005, 2018) sosyo-bilissel yaklasiminin secilmesinin
nedeni gé¢cmenlere dair olusturdugu zihinsel temsil seklini belirli séylem stratejileriyle
metne doken Hamid'in “bilissel durumunun” erek metin okuruna nasil aktanldigini
(Boase-Beier, 2006, s. 54) incelemek icin gereken kavramsal araclarin van Dijk’in
calismalarinda karsimiza ¢ikmasidir. Yazin metinlerinde okuma eyleminin yogun bir
interaktif stirece dayaniyor olmasindan dolayi yazar tarafindan kullanilan (s6zdizimi,
muglaklik, sézclk secimi ve metafor gibi) stratejiler okurun metinden hareketle belirli
bir “bilissel duruma” erismesini saglar (Boase-Beier, 2003, s. 255). Erisilen bu bilissel
durum, ayni zamanda kaynak metnin baglaminin erek okur tarafindan yeniden
olusturulmasini saglamaktadir. Lagji (2018, s. 10) tarafindan vurgulandigi gibi, Hamid'in
sOylemi roman boyunca tematik icerige eslik etmekte ve romanin temasini olusturan
goé¢men temsilini yansitmaktadir. Analiz, bu bakis acisi dogrultusunda kaynak ve erek
metinlerin sdylem ve icerik bakimindan karsilastirilmasina dayanmaktadir.

3.1. Sozdizimi ve Muglakhk Aktarimi

Ciimle uzunluklari Exit West romani icin biiyiik bir 5nem tagimaktadir. Ornegin, varis
noktasindaki tilke tarafindan kabul edilme siirecinde yasanan siirenin uzunlugu, Hamid'in
uzun ctiimleler kurarak okurda sabir ve heyecanli bekleyis gibi hisleri uyandirmak
istemesinden kaynaklanmis olabilir. Bu nedenle, Hamid'in kullandidi ctimleler g6¢
esnasinda gorulen “virajh yollar” gibi sayfa boyunca uzayip gitmekte, ¢cok sayida
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yanciimlenin birbirine baglanmasi ile sonu bir tiirli gelmeyen bir yolculuga benzer

climleler nokta ile bolinmeden roman icinde yer almaktadir (Lagji, 2018, s. 10).

KM1

EM1

Nadia and Saeed quickly located a cluster of fellow countrywomen and
-men and learned that they were on the Greek island of Mykonos, a great
draw for tourists in the summer, and, it seemed, a great draw for migrants
this winter, and that the doors out, which is to say the doors to richer
destinations, were heavily guarded, but the doors in, the doors from poorer
places, were mostly left unsecured, perhaps in the hope that people would
go back to where they came from—although almost no one ever did—or
perhaps because there were simply too many doors from too many poorer
places to guard them all. (Hamid, 2017, s. 101)

Nadia ile Saeed hemen kendi memleketlilerinden olusan kadinh erkekli
bir grup buldular ve yazin turist akinina ve goriiniise gore bu kis da milteci
akinina ugrayan Yunanistan'in Mikonos Adasi'nda olduklarini 6grendiler.
Disaridan agilan kapilar, yani daha zengin varis noktalarina acilan kapilar
cok iyi korunurken iceri acilan kapilar, yani daha fakir yerlerden acilan
kapilar belki de insanlarin geldikleri yerlere geri dénecekleri umuduyla
(her ne kadar neredeyse hic kimse geri ddnmese de) veya belki de yalnizca
¢ok sayida fakir Ulkeden acilan ¢cok sayida kapi oldugu icin hepsini
korumanin imkansizhdiyla, cogunlukla korumasiz birakilmislardi. (Hamid,
2019, 5. 87)"

Yukaridaki 6rnedi incelerken, uzun climlelerin bicemsel bir deger tasidigini ve bir

yandan kaynak metnin mesajini iletmeye calisirken diger yandan yazarin bicemini

yeniden olusturmak icin ugrasan cevirmen agisindan 6nemli bir zorluk teskil ettigini

g0z 6nlinde bulundurmak gerekir. Tiirkce ceviriye genel olarak bakildiginda, ¢cevirmenin

Hamid'in uzun climlelerinin yapisini korumaya calistigi gézlemlenebilir. Ancak uzun

climlelerin anlam akisina engel oldugu ve mesaj iletimini engelledigi bazi durumlarda,

ctimlelerin ceviride nokta kullanilarak béliindiigiine de rastlaniimaktadir. Ornekte

gorildugu gibi, erek metinde sadece bir kez nokta kullanilmis, ciimlenin kalan kismi

1 Kaynak ve erek metinler tGizerinde yapilan tiim vurgu makale yazarina aittir.
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bolinmeden aktariimistir. Bu stratejinin cevirinin geneline yansimis olmasi ve erek
metinde sadece anlam akisinin bozuldugu durumlarda nokta kullanilmasi uzun
ctimlelerin kaynak metin okurunda uyandirmasi beklenen bilissel etkinin ¢evirmen
tarafindan da olusturulmaya cahsildiginin bir gostergesidir.

GO ve hareketlilik calismalarinda da vurgulandigi gibi, bekleme alanlari ve bekleme
kuyruklarinda yasanan duraganlik gé¢men yazininin sdylemine de yansimaktadir (Bissel,
2007, s. 277). Ancak gd¢men yazinini sadece duraganlik ile sinirlamak dogru degildir
¢linki go¢ surecindeki bekleyisin icinde hareketlilik ve hareketsizlik ile aktiflik ve pasiflik
birlikte bulunmaktadir (Bissell, 2007, s. 279). iltica etmek isteyen miiltecilerin
deneyimlerinin de gosterdigi gibi, bekleme siireci bos ve pasif bir sekilde yasanan
verimsiz bir zaman araligindan olusmamaktadir (Rotter, 2016; Turnbull, 2016). Bu
baglamdaki bekleme siireci her ne kadar uzamis bir stire¢ olsa da“karmasik ve diyalektik
bir siire¢” olmasi nedeniyle duygusal ve zihinsel olarak caba gerektiren ve miiltecilerin
kabul edilmek icin yogun bir emek harcadigi aktif ve verimli bir zaman dilimini kapsayan
bir slire¢ olarak goriilmektedir (Rotter, 2016, s. 86).

Bu diyalektik stire¢, Hamid'in romaninda sozciik diizeyinde yaratilan birtakim
celiskilerle ortaya konulmustur. Kaynak metni ¢cevirme nedenlerinden biri metnin
bicemsel 6zelliklerinin okur tizerinde yarattigi etkiyi erek metin okuru icin de olusturmak
ise bu tiir celiskilerin ceviride diizeltilmemesi ve okurun benzer celiskilere maruz
birakilmasi 5nem tasimaktadir. Asagidaki 6rneklerden de anlasilabilecegi gibi, “herkes
yabanciydi [...] hi¢ kimse yabanci degildi’, “hem bir 6lim hem bir dogum gibi”,
“utaniyorlardi[...] utangag¢hgin ne oldugunu bilmiyorlardi”ifadeleriyle kaynak metindeki
celiskili ifadeler erek metne aktariimistir:

KM 2

In this group, everyone was foreign, and so, in a sense, no one was. (Hamid,
2017, s.100)

EM 2
Bu grup icinde herkes yabanciydi, bu nedenle bir anlamda hig¢ kimse

yabanci degildi. (Hamid, 2019, s. 87)
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KM 3

EM 3

KM 4

EM 4

It was said in those days that the passage was both like dying and like
being born, [...]. (Hamid, 2017, s. 104)

O glinlerde gecisin hem bir 6lim hem de bir dogum gibi oldugu
soyleniyorduy, [...]. (Hamid, 2019, s. 85)

[Migrants] were ashamed but did not yet know that shame. (Hamid, 2017,
s. 184)

[Go¢cmenler] utaniyorlardi ve henliz bu utangacligin ne oldugunu
bilmiyorlardi. (Hamid, 2019, s. 150)

Ayrica, bir yerden baska bir yere go¢ eden insanlarin hayatinda yasanacak olaylarin
onceden tahmin edilememesi ve gelecekteki bircok gelismenin muglak kalmasi

nedeniyle, Hamid'in romaninda anlam belirsizligi bicemsel ve estetik bir unsur olarak
karsimiza cikmaktadir (Naydan, 2019, s. 448). Bu nedenle, karakterlerin arada kalmighk
duygusu romanda 0Ozellikle de s6zclik secimi yoluyla 6n plana ¢ikarilmistir:

KM 5

EM5

150

Others didn’t move at all: stunned, maybe, or resting. Possibly dying.
(Hamid, 2017, s. 23)

Baskalari kimildamiyordu bile. Afallamislardi belki. Veya dinleniyorlardi.
Muhtemelen 6liyorlardi. (Hamid, 2019, s. 26)
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KM 6

His eyes rolled terribly. Yes: terribly. Or perhaps not so terribly. (Hamid,
2017,s.9)

EM6

Gozleri korkung bicimde geriye dogru kaydi. Evet korkung bir sekilde. Veya
belki de o kadar korkung degildi. (Hamid, 2019, s. 12)

Orneklerden anlasilabilecegi gibi, belirsizlik ifade eden climleler Hamid'in romanina
estetik bir hava kazandirmaktadir ¢linkli romanda sistematik olarak tekrar edilen bir¢ok
sozclUk (maybe, possibly ve perhaps gibi), “belirsizlik’, “esiktelik”, “kararsizlik” ve “arada
kalmislik” gibi durumlari cagristirmaktadir (Naydan, 2019, s. 444). Romandaki miiltecilerin
sihirli bir kapidan iceri adim atarken nereye varacaklarini bilememesi gibi yetkililerin
de ne zaman ve hangi bolgeden yeni bir kapinin llkelerine acilacagini bilememesi bu
belirsizlik duygusunu artirmaktadir. Bu tiirden bir belirsizlik duygusu, Tiirkce ceviride
de “belki” ve “muhtemelen” gibi s6zclik tekrarlarinin hi¢ atlama ya da ¢ikarilma
yapilmaksizin ¢evrilmesiyle okurun dikkatini cekecek hale getirilmistir.

Exit West romaninda go¢ edenlerin temsili konusunda 6ne cikan baska bir 6zellik
de gé¢menlerin ulusal kimligine dair bilgilerin belirsiz olmasidir. Bu sekilde yaratilan
belirsizlik, van Dijk'in (1997, s. 31) da belirttigi gibi, belirli bir motivasyonla secilen bir
sOylem stratejisidir. Son yillarin glindeminde en 6nemli yeri teskil eden kitlesel go¢
konusu, Hamid'in romaninda i¢ savaslar ve dlinya capinda yasanan kargasalar
dogrultusunda ele alinirken, gd¢menlerin anayurtlarina dair higbir bilgi verilmemistir.
Bu durumun nedeni, Hamid'in bir séyleside vurguladidi gibi, “go¢ deneyiminde ve
mdlteci yasantisindaki evrenselligi” okurun hissedebilmesini saglamak ve go¢ veya
iltica deneyimini hi¢ yasamamis olan kisilerin diinyasinda gé¢cmen ve miiltecilere “empati
alani”agmaktir (Chandler & Hamid, 2017). Bu nedenle, ¢ceviride gd¢gmenlerin uyruguna
iliskin olarak yapilabilecek herhangi bir ima Hamid'in bahsettigi “evrensellik” algisina
zarar verebilir. Agamben (1995, s. 119), Exit West'in herhangi bir “kategoriye” (6rn. dil,
uyruk ve irk) aidiyeti devreden cikarip, sadece gé¢ unsurunun 6n plana ¢ikmasini
amacladigini vurgulamaktadir. Bu durumun en carpici 6rneklerinden biri de asagidaki
gibidir:
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KM 7

EM 7

[...]it was inexplicable that she continued to wear her black robes, and
it grated on him a bit, for she did not pray, and she avoided speaking their
language, and she avoided their people, and sometimes he wanted to
shout, well take it off then, and then he would wince inwardly, since he
believed he loved her, and his resentment, when it bubbled up like this,
made him angry with himself. (Hamid, 2017, s. 187)

Fakat kara carsaflarini giymeye devam etmesini anlayamiyordu ve bu durum
onu biraz sinirlendiriyordu. Clinkli Nadia dua bile etmiyor, kendi dillerini
konusmaktan kaginiyordu ve kendi insanlarindan da kaciniyordu. Bazen
Saeed ona, o halde c¢ikar sunlari Gstlinden, diye bagirmak istiyordu ancak
hemen ardindan Nadia'y sevdigine inandigi icin kendi icine kapaniyordu
ve bu sekilde kabaran kirginligi kendisine [...]. (Hamid, 2019, s. 153)

Ornekte de gériildiigui gibi, roman boyunca, “their language” ve “their people” gibi
ifadeler kullanilarak baskarakterlerin anayurtlari ve anadilleri belirsiz birakilmistir.
Ceviride de karakterlerin kimliklerine iliskin bu belirsizlik durumu korunmustur. Ancak,
kaynak metinde baskahramanin (Nadia) siyah bir giyisi (“black robe”) giydigi belirtilmis
olsa da, bu giyisi yazar tarafindan 6zellikle ‘chador’ (kara carsaf), ‘hijab’ (tlirban), ya da
‘veiling’ (tesettur) olarak nitelendirilmemis, belirli bir bolgeye ya da lilkeye 6zgi bir
vurgu yapmaktan kaginilmistir. Bu nedenle, erek metinde de bu belirsizligin stirdtriilmesi
yerinde olacaktir.

Yukaridaki 6rnege benzer sekilde, sekizinci ve dokuzuncu 6rneklerde de gégmenlerin
kimligine dair net bir bilgi ortaya koyulmamistir:

KM 8

152

The preacher was a widower, and his wife had come from the same country
as Saeed, and so the preacher knew some of Saeed’s language, and his
approach to religion was partly familiar to Saeed, while at the same time
partly novel, too. (Hamid, 2017, s. 199)
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EM 8
Vaiz duldu ve karisi da Saeed'in Uilkesinden gelmisti. Bu nedenle vaiz,
Saeed'in dilini az da olsa biliyordu ve dine yaklasimi Saeed’e kismen de
tanidik gelmisti. (Hamid, 2019, s. 160)

KM 9
[...]and then there was the fact that the preacher had married a woman
from Saeed'’s country, and also that the preacher’s daughter was born of
a woman from Saeed’s country. (Hamid, 2017, s.219)

EM9

[...] ve ayrica vaizin, Saeed'in Ulkesinden bir kadinla evlenmesi gercegdi
de 6nlerinde duruyordu. (Hamid, 2019, s. 174)

Bu gibi drnekler, okurun dikkatini belirli bir cografya icinde tanimlanabilen tek bir
jeopolitik krizden uzak tutmak, binlerce insanin yasadigi evrensel bir insanlik krizine
odaklanmak ve dikkatleri “yerinden edilmis” kisilerin ortak olarak yasadigi evrensel
deneyime yoneltmek amacini tasimaktadir (Perfect, 2019, s. 8). Bu nedenle, ceviride de
belirli bir cografya ya da ulusal 6zelligin vurgulanmamasi biiyik bir Snem tagimaktadir.
Turkce ceviride goruldiigu Gizere, “Saeed’s country” (Saeed'in tilkesi), “Saeed’s language”
(Saeed'in dili) ve “Saeed’s religion” (Saeed'in dini) ifadelerinin diizenli olarak tekrar
edilmesi ile ayni etki yaratilmaya calisiilmaktadir. Bu tekrarlar kaynak metinde 6zel bir
amac dogrultusunda yapildigi icin tekrarlarin estetik agidan bir deger tasidigini ve
ceviriye ayni bicemsel 6zelligi aktarabilmek icin kaynak metindeki tekrarlari yapmaktan
kagcinmamak gerektigini vurgulamamiz dnemlidir.

Yazinsal kurgu, okurda empati yaratmanin en somut yontemlerinden biridir (Keen,
2007). Hamid, okurlarinda empati duygusu olusturabilmek icin gocilin evrenselligini
vurgulayacak farkh stratejiler se¢mistir. Yukarida belirtilen stratejinin disinda, Hamid
tarafindan uygulanan baska bir strateji de romanin anlaticisinin “ben” yerine “biz"
ifadesini tercih etmesi ve bu sekilde goc¢iin “her insani [ortak bir noktada] birlestirdigini”
vurgulamaya calismasidir (Hamid, 2017, s. 202). Burada dikkat ceken 6nemli bir nokta,
van Dijk (1995, s. 32) tarafindan vurgulandigi gibi, “biz ve onlar”karsithginin gé¢gmenlere
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karsi 6nyargi, ayrimcilik ve irk¢ihdi pekistirmesi sebebiyle, Hamid'in bilin¢li olarak
insanlara hitap ederken“biz"ifadesini kullanmasi ve gé¢gmenleri gé¢men olmayanlardan
ayirmamasidir.

Hamid tarafindan her insanin aslinda birer miulteci oldugunun vurgulanmasinin
nedeni tim insanlarin yasantisini ge¢misten gelecege tasiyor olmasidir; baska bir
deyisle, hi¢ go¢ etmemis ya da hig yer degistirmemis insanlarin bile multeci olarak
tanimlanmasi zaman iginde yasanan gocten kaynaklanmaktadir. Bu dogrultuda, bu
tirden bir evrensellik duygusunu yansitmak icin roman anlaticisi tarafindan kullanilan
“biz"ifadesinin ceviriye de sistematik bir sekilde aktariimasi bliyiik bir 5nem tasimaktadir:

KM 10
[...]even if we stay in the same houses our whole lives, because we can't
help it.
We are all migrants through time. (Hamid, 2017, s. 209)

EM 10

[...] hatta tim hayatimiz boyunca ayni evde kalsak bile bunun 6niine
gecemiyormus gibi hissediyordu.
Artik herkes zamanda yolculuk eden gé¢menlerdi. (Hamid, 2019, s. 168)

Onuncu ornekte gorildigi gibi, ceviride cesitli eklerle saglanan “biz” kullaniminin,
“we can't help it” ve “we are all migrants” ifadelerinde de kullanilmasi ayni empati
duygusunu yaratmak icin uygun olacaktir. Ayrica, Hamid'in gé¢men romaninin diger
bir 6zelligi de yogun bir sekilde anistirma kullanimidir. Romandaki“we are all migrants
through time”ifadesi, Salman Rushdie’nin (1992: 12) “[gle¢mis, hepimizin go¢ ettidi bir
Ulkedir ve onun kaybi ortak insanligimizin bir parcasidir” ifadesine yapilmis olan bir
anistirmadir (Perfect, 2019, s. 12). Bu baglamda, “biz"/“hepimiz”ifadesinin kullaniimasi
anistirmanin geviriye aktarilmasi agisindan ayri bir 5nem tasimaktadir.

Romanda yapilan diger dikkat cekici anistirma ise Joseph Conrad’'in (1982) Heart of
Darkness (Karanhdin Yiiregi) eseri baglamindadir:
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KM 11

[...] but the closet doorway was dark, darker than night, a rectangle of
complete darkness—the heart of darkness. (Hamid, 201, s. 8)

EM 11

[...]fakat odasina uzanan esik karanlikti, gecenin karanligindan bile daha
karanlikt, mutlak bir karanliktan ibaret bir dikdértgendi, karanligin kalbiydi.
(Hamid, 2019, s.11)

Ornekten de gériilebilecegi gibi, kaynak metinde, gécmenlerin cektigi acilari ve
kendilerini bekleyen sonun tamamen belirsizliklerle dolu oldugunu vurgulamak icin
yapilan “dark”/“darkness” tekrarinin Tlrkge ¢eviride korunmasi kaynak metnin okuru
Uzerinde olusturdugu etkinin erek metin okuru i¢in de olusturulmasini saglamistir.
Diger yandan, Karanligin Yiiregi, Condrad’in denizci oldugu dénemde Kongo'ya yaptigi
bir yolculuktan esinlenerek sémirgecilik ve zuliim konusunu isledigi bir romandir. Bu
nedenle, anistirmayi daha belirgin bir hale getirmek icin kitabin bashginin Tiirk¢e'ye
cevrildigi sekliyle (karanhgin yiregi) erek metne aktarilmasi okurun anistirmayi fark
etme surecini kolaylastirabilir.

3.2. Metafor Aktarimi

Soyut zihinsel yapilar, metaforlar sayesinde somut bir hal almaktadir. Bircok toplumda,
go¢ gibi soyut bir kavramin somutlastirilmasi ya da icinde bulundurdugu dusiindlen
tehdit unsurunun daha fazla 6n plana ¢ikarilmasi icin olumsuz ¢agrisimlar yapan
metaforlar kullanilmaktadir. Baska bir deyisle, go¢ olayinin ev sahibi Glkeler icin yarattigi
tehlikeler vurgulanmaktadir. Hamid'in romaninda, miilteciler icin 6zellikle basinda yer
alan dogal afet metaforlari kullaniimaktadir. Dogal afetler icin kullanilan kavramsal
metaforlarin yikim, tahribat ve felaket gibi toplumda sosyo-ekonomik kayiplara neden
olan ve yasamin akisini sekteye ugratan engeller olusturmasina benzer sekilde, Hamid
de, multecilerin toplum icinde bir tehdit olusturduguna dair ortaya ¢ikan algiyi 6n plana
cikarmak istemektedir. Bu noktada, van Dijk’in (2005) Racism and Discourse in Spain and
Latin America (Ispanya ve Latin Amerika'da Irk¢ilik ve Séylem) calismasina bakacak
olursak, gécmenlerin sik sik “heyelan” ve “sel” gibi su metaforlariyla eslestirildigini ve
bu sekilde kamuoyunda bir algi olusturulmaya calisildigini gorebiliriz. Ayni baglamda,
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Hamid, farkh kavramsal metaforlarin kullanimiyla, bu alginin insan onurunu nasil

zedeledigini ve insanlarin esitlik hakkinin nasil zarar gérdugini gdstermeye calismaktadir
(Baglama, 2019, s. 151). Asagida yer alan on iki, on (i¢ ve on dordiincii 6rneklerde gecen

"

“flow”, “pour into” ve “overflow” sozciikleri bu durumu 6zetlemektedir:

KM 12

EM 12

KM 13

EM 13

KM 14

156

[...] adding to an unprecedented flow of migrants that was hitting the
rich countries, who were building walls and fences and strengthening
their borders, but seemingly to unsatisfactory effect [...]. (Hamid, 2017,
s.71)

[...]1 duvarlar ve citler insa eden, sinirlarini gliclendiren fakat goriiniise
gore tatminkar bir sonug alamayan zengin Ulkelerin sinirlarina akan
mltecilerin sayisinin esi benzeri goriilmedik 6l¢lide artmasina ilave olarak
[...]. (Hamid, 2019, s. 63-64)

But even as people poured into London, some were venturing out of it
as well. (Hamid, 2017, s. 129).

insanlar Londra’ya akin etse de sehirden kacanlar da vardi. (Hamid, 2017,
s. 106).

The crowd filled the narrow road and overflowed into the margins and
stretched many hundreds of meters at its longest, and Saeed wondered
where they were going, and then up ahead he saw they were approaching
a hotel or resort of some kind. (Hamid, 2017, s. 105).
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EM 14

insanlar dar yolu doldurmustu, kenarlara dogru tasiyordu ve yiizlerce
metre uzunlugunda bir kuyruk olusturuyordu. Saeed onlarin nereye gittigini
merak etti ve ardindan ileri dogru bakinca bir otele veya bir tiir tatil kdytine
yaklastiklarini gordi. (Hamid, 2019, s. 92)

Kaynak metinden alinan 6rneklerin Tiirkce cevirilerine baktigimizda Hamid'in
roman boyunca sistematik olarak kullandigi su metaforlarinin erek metinde de
korundugunu gorebiliriz. Ceviride dikkat ceken 6nemli bir nokta, “akint1’, “tasmak’,
“akmak” gibi su metaforlarinin yaninda, tahribat ve yikim etkisi uyandiran savas
metaforlarinin da (6rn. akin ve miicadele) anlam agisindan butiinlik saglamak icin
erek metine dahil edilmesidir. Baska bir degisle, kaynak metinde kullanilan bir su
metaforunun, erek dilde anlam akiciligini saglamak tizere cevirmen tarafindan segilen
bir savas metaforu ile karsilandigi durumlar da goriilmektedir. Ceviride su metaforu
yerine tercih edilen savas metaforunun da gé¢menlere ydnelik olumsuz bir algiyi
temsil ediyor olmasi nedeniyle, gé¢menlerin birer ‘6teki’ olarak algilandiginin okura
gosterilmesi agisindan ayni role sahip oldugunu soyleyebilirz. Asagida, bu duruma
benzer baska bir 6rnegi gorebiliriz:

KM 15
In a city swollen by refugees but still mostly at peace, or at least not yet
openly at war, a young man met a young woman in a classroom and did
not speak to her. (Hamid, 2017, s.1)

EM 15

Mltecilerle dolup tasan fakat hala cogunlukla huzurlu olan ya da en
azindan heniiz acgikca savas halinde olmayan bir kentte, geng bir adam
sinifin birinde geng bir kadinla karsilasti ama onunla hi¢ konusmadi.
(Hamid, 2019, s. 7)

Bu 6rnek, Hamid'in romaninin ilk climlesini olusturmaktadir. Romanin daha ilk
climlesinde milteciler baglaminda olumsuz bir fiil kullaniimistir: “swollen” (sismis).

Mdiltecilerin gelisi ile “sismis” olan bir sehir glicten dlstliren ya da sikinti yaratan bir
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hastaliga isaret etmektedir (Perfect, 2019, s. 4). Hamid'in romaninda bu tiir metaforlar
muiltecilerin toplumda nasil“marjinalize” edildigini vurgulamak amaciyla kullaniimaktadir
(Perfect, 2019, s. 4). Kaynak metindeki hastalik metaforunun, Tiirk¢e ceviride bir su
metaforu (“dolup tag[mak]”) ile karsilandigini gérmekteyiz. Bu durumun nedeni, erek
okuru romanin daha ilk climlesinden alisik olmadigi diistiniilen bir metaforla (kentin

sismesi) karsi karsiya birakmamak diistincesi olabilir.

Analizin son 6rnekleri, go¢gmenlerin ve miiltecilerin nasil 6tekilestirildiginin en

onemli gostergelerinden biri olan “cisimlestirme” olgusu baglaminda ele alinacaktir

(van Dijk, 1995). Kaynak metinde gd¢menler sik sik cisimlestirilerek, gogmen olmayan

insanlardan ayri birer nesne olarak ele alinmaktadir:

KM 16

EM 16

KM 17

158

The cherry trees exploded on Palace Gardens Terrace at that time, bursting
into white blossoms, the closest thing many of the street’s new residents
had ever seen to snow, and reminding others of ripe cotton in the fields,
waiting to be picked, waiting for labor, for the efforts of dark bodies from
the villages, and in these trees there were now dark bodies too, children
who climbed and played among the boughs, like little monkeys [...].
(Hamid, 2017, s.177)

Palace Garden Terrace'daki kiraz agaclari iste o glinlerde patladi, beyaz
tomurcuklar halinde acti. Bunlar, sokagin yeni sakinlerinin cogunun
gordugi, kar tanelerine en yakin seylerdi. Digerlerine de tarlalarda
toplanmayi, kasabalardan gelen kara derili bedenlerin calismalarini
bekleyen olgunlasmis pamuklari hatirlatiyorlardi. Bu agaclarda simdi de
kara derili bedenler vardi, kiiclik maymunlar gibi agaclara tirmanip dallarin
arasinda oynayan cocuklar [...]. (Hamid, 2019, s. 113)

Saeed and Nadia had to be careful when making turns not to run over an
outstretched arm or leg. (Hamid, 2017, s. 23)
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EM 17

Nadia ve Saeed 6ne uzatilmis bir kola veya bacaga basmamak igin yonlerini
degistirdiklerinde dikkatli olmak zorundaydi. (Hamid, 2019, s. 26)

On altinci ve on yedinci 6rneklerde, sirasiyla, “dark bodies” ve “an outstretched arm
or leg” ifadeleriyle, milteciler insan viicudunu olusturan parcalara indirgenerek
insanliktan arindirilmakta ve otekilestiriimektedir. Van Dijk (1995, s. 29) tarafindan
“dehiimanizasyon”(insani 0zelliklerden arindirma) olarak adlandirilan bu strateji, basin
alaninda da “6tekiller]” icin siklikla kullanilmaktadir. Kaynak metindeki “the efforts of
dark bodies”ifadesinin-‘kara derili insanlarin calismalari’yerine-“kara derili bedenlerin
calismalar”ve“not to run over an outstretched arm or leg”ifadesinin-‘insanlarin koluna
veya bacagina basmamak’ yerine- “Gne uzatilmis bir kola veya bacaga basmamak”
seklinde ¢evrilmis olmasi, go¢gmenlerin maruz kaldigi‘dehlimanizasyon’durumuna dair
ceviri yoluyla farkindalik olusturulmasi acisindan biyiik bir 5nem tasimaktadir.

Son olarak belirtilmesi gereken nokta, Exit West cevirisinin bitimini takip eden son
sayfada, Hamid'in (2007) The Reluctant Fundamentalist romaninin Tiirkce cevirisi Gonlilsiiz
Kéktendinci icin Elif Safak (2008) tarafindan yazilan tanitim yazisina yer verilmis olmasidir.
Safak’in yazisi, cevirinin gd¢cmenlerin hayatinda oynadigi role 1sik tutmaktadir. Bati
Cikisr'nin sonuna eklenen bu yazi, “Dogu’nun” ve “Bati'nin” insan zihni ile olusturulan
“hayali kurgular” olarak sorgulanmasi gerektigine dair ifadelerle baglamaktadir (Safak,
2019, s. 183). Safak (2019, s. 183) tarafindan “[a]raftaki bireylerin hayal kirikhklarini[n]”
anlasilmasi gerektiginin vurgulanmasi, ¢evirinin gé¢gmenleri anlamak konusunda ne
kadar bliylk bir paya sahip oldugunu gostermektedir. Safak’in (2019, s. 183) “arada

" u

birikmis tepkilerin, kirginlklarin ve kizginliklarin azalmasi’, “gonlli ya da gontlsiz’

"

Bati karsiti ya da islam karsiti tepkiseller” yetismesinin dnlenmesi ve gécmenlere karsi
olusan“sagirhigin yerini hakiki bir kiilttrel olgunlu[ga]” birakmasi gerektigine dair sozleri,
goécmenlere ihtiyac duyduklari sesin kazandirilmasi ve geviri eyleyicilerinin sz konusu

ses ve temsiliyet hususunda Uizerine diiseni yapmasi ile gerceklesebilir.
4, Sonug
GoOcglin“yayllma, [klltlrel] sahiplenme, asimilasyon, direng, belirsizlik” gibi pek ¢ok

boyuta sahip olmasi sebebiyle ortaya cikan farkh algilarin “muzakere edilmesi”,
“sekillendirilmesi”ve [bazi algilarla] mlicadele edilmesi icin dnemli bir rol oynayan ceviri,
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sadece gocmen toplumlarin dil yoluyla ifade ettiklerinin baska dillere aktarimini degil,
ayni zamanda go¢menlerin kendilerini yabanci bir topluma kdltiirel boyutta hangi
yollarla“cevirdigini”ve toplumun sosyal ve fiziksel ortamlarina nasil katilim sagladigini
da ortaya koymaktadir (Inghilleri, 2017, s. 34). Bu calismada, Mohsin Hamid goc ettigi
toplumun diline kendisini ‘ceviren’ bir 6zcevirmen olarak konumlandirilmistir ve
Ozcevirinin Turkce ceviride nasil hayat buldugu incelenmistir.

GO¢ ve gocmen olgularinin kaynak ve erek metinde nasil temsil edildigine odaklanan
bu calismaya temel teskil eden inceleme, van Dijk'in (2005, 2018), dil kullanimlarinin
temelinde zihinsel bir dayanagin (6n yargilar, algi ve benzeri) oldugunu ve 6tekilestirme
ve kutuplastirma gibi algl yonetimi saglayan sdylem stratejilerinin bir toplumun
go¢menlere bakis agisini etkileyebileyecegdini vurguladigi calismasiisiginda ydritulmastar.
Bu incelemenin sonucunda, asagidaki sonuclara ulasiimistir:

«  Gocmenlerin iki farkli kiltir arasinda yasadigi belirsizlik ve arafta
kalmishk duygusu kaynak metinde sikca kullanilan ikilemler ve
celiskilerle okura yansitilmistir. Hamid'in romaninda énemli bir sdylem
stratejisi olarak kullanilan muglaklik Tiirkce ¢eviride korunmus, kaynak
metnin celiskili ifadeleri herhangi bir diizeltmeye tabi tutulmamistir.

«  Gogolgusunun evrensel niteligini 6n plana ¢ikarmak, gdé¢cmenleri belirli
kalip-tipler (stereotip) ile sinirlandirmamak ve romana konu olan
gocmenlerle ayni din, dil, irk 6zelliklerini tasimayan okurlarin da
gbcmenlere empati ile yaklasmasini saglayabilmek icin bircok bilgi
imalar ve sezdirimler yoluyla verilmistir. Bu 6zellik ceviride de
korunmustur.

« Gog¢menlere karsi pek ¢ok toplumda olusturulan kamuoyu algisinin
ozellikle metaforlar ile daha da pekistirildigini gostermek tizere kaynak
metinde kullanilan kavramsal metaforlar Turkce ceviride korunmustur.
Gevirinin incelenmesinden elde edilen ilging bir sonu¢ da gd¢gmenlerin
ev sahibi kiiltiirde nasil algilandigina iliskin olarak kaynak metinde
kullanilan su metaforlarindan bir kisminin ‘akin’ gibi savas metaforlari
ile karsilanmis olmasidir. Bu da ¢eviride kullanilan metaforlarin yer yer
kaynak metin metaforlarindan farklilik gésterebilecegini ve bu durumun
ceviri eyleyicilerinin zihinsel semalarinda go¢i hangi olgularla
iliskilendirdigine bagli olarak degisebilecegini gostermektedir.
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Sonug olarak, go¢cmenlerin nasil 6tekilestirildigine, yasadiklari arafta kalmishk
duygusunun ne kadar glicli olduguna, go¢iin belirli bir kiiltiire ya da irka 6zgii olmayan
evrensel bir olgu olduguna, gdé¢cmenlerin hangi metaforlarla ‘biz ve onlar’ seklindeki
ayrima maruz birakildigina iliskin olarak go¢cmen yazini kapsamindaki eserlerde yer
alan birtakim sdylem stratejilerinin ¢eviride yeniden olusturulmasi ve s6z konusu
durumlara dair ceviri yoluyla farkindalik olusturulmasi etik bir boyut tasimaktadir.
Soéylemin tarihsel, sosyolojik ve kiilttirel etkileri icinde barindiran bilissel bir durumu
yansitmasi ve bu durumun yazar ve cevirmen tercihleri ile metne dékulmesi de yukarida
sOzl gecen etik sorumlulugun énemini artirmaktadir. Feminizmin ortaya ¢ikisindan
sonraki dénemlerde kadin yazarlarin eserlerini cevirmek ve yayimlamak ne kadar biyuk
bir 5neme sahip olmussa, gé¢men yazarlarin anlatilarindan olusan yazin metinlerini
cevirmek de toplumsal farkindalik yaratmak acisindan ayni neme sahiptir. Bu noktadan
hareketle, gd¢men yazini gevirisi icin yazilacak dnsézler, cevirmen notlari ve sonsozler
de toplumda etkili bir rol oynamaktadir. Bu nedenle, gogmen yazini cevirisini akademik
calismalarlairdelemek ve bu tiir metinler lizerinde sdylem incelemeleri gerceklestirmek
go¢men anlatilarindaki temsilin farkli kaynaklarda nasil gergeklestigini gdstermek
acisindan biyik bir nem tasimaktadir.
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RESUME

Cet article étudie Les trois villes, trilogie d’Emile Zola dont les romans Lourdes (1894),
Rome (1896) et Paris (1898) décrivent les villes éponymes de l'optique d’un prétre
catholique. Il s'agit des déplacements que I'abbé Pierre Froment effectue entre et
dans les trois villes et de son trajet spirituel, intellectuel et sentimental. Le parcours
du protagoniste est empreint par deux influences : la charité et le besoin de vérité
et de justice. Le prétre prend pour modele son frére Guillaume, un scientifique, et la
famille de ce dernier. Les femmes jouent un role prépondérant dans ce voyage ; tout
d’abord deux femmes dévotes, sa mére qui lui fait embrasser la carriere ecclésiastique
et Marie, son amour platonique d’enfance. Ce sont surtout deux femmes émancipées
qui lui servent de guide, Madame Leroi, grand-mére de ses neveux et une autre
Marie, jeune fille cultivée que Pierre aime. Labbé renonce enfin a la soutane. Pour
conclure, Les Trois Villes qui semblent étre tombées dans l'oubli de nos jours sont
dignes d'étre reconnues parmi les grandes ceuvres de Zola ; cet avant dernier cycle
romanesque de I'écrivain repose sur une documentation minutieuse et affiche, en
méme temps, des qualités esthétiques. En outre, ce sont les enfants de Pierre et Marie
qui seront les protagonistes des Quatre Evangiles, dernier cycle du romancier.
Mots-clés: Exploitation des croyances, science et religion, inégalité sociale urbaine,
roman expérimental, voyage

ABSTRACT

This article is about Emile Zola's Three Cities: Lourdes (1894), Rome (1896) and Paris
(1898), in which the author describes the eponymous cities through the eyes of a
Catholic priest. This trilogy is not only about Pierre’s journeys and his wanderings
inside the three cities, but it also reveals his spiritual, sentimental, and intellectual
path. The protagonist is marked by two influences: charity and the need for truth
and justice. Guillaume, the priest’s scientist brother and his family members, in
time become his role models. Women have an important role in this journey. First
of all, there are two devout women: Pierre’s mother, who made him choose the
clerical state, and Marie, his platonic childhood love. Also, two independent women
help him find his real vocation. These are Madame Leroi, the grandmother of his
nephews, and Marie, an educated young girl with whom Pierre will fall in love. The
abbot finally decides to leave the cassock. This cycle, which seems to be forgotten
nowadays, deserves to be accepted among the great works of Zola because it is
based on accurate documentation and it displays distinguished aesthetic qualities.
Furthermore, Pierre and Marie’s children will be the protagonists of the author’s final
cycle of novels, Les Quatre Evangiles (The Four Gospels).

Keywords: Exploiting beliefs, science and religion, urban social inequality,
experimental novel, travel
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EXTENDED ABSTRACT

In his second cycle of novels Les Trois Villes - Three Cities: Lourdes (1894), Rome (1896)
and Paris (1898), Zola has for a protagonist a Catholic priest named Pierre Froment. The
reader visits the three cities of the fin de siecle through the eyes of Pierre and witnesses
his loss of faith. Some of the topics covered by this cycle include his visit to Lourdes
and his thoughts about the pilgrimage and miracles; his bitter feelings on the exploitation
of theill and hopeless; his New Rome, a book on the primitive purity of Christianity and
its condemnation by the Congregation of Index; his journey to Rome and his observations
on the papacy, especially on the political and financial ambitions of the high clergy;
and his reflections on the social and political corruption, iniquity, and rise of violence
in Paris. Zola debates, through the series, many social issues contemporary to the
production of these novels. These include infamous financial scandals, unemployment,
anarchic attacks, and urban renewal projects carried out to the detriment of both the
environment and working-class residents.

The trilogy is a basis for discussion of dogmas, the vows of celibacy and chastity,
the natural inclination for love and procreation, and the virtue of science and labour.
Furthermore, the author emphasizes his disapproval both of terrorism and the death
penalty and underlines the absurdity of the conflicts between the theoreticians of
numerous social doctrines.

Each novel based on a city describes two cities separated by class conflict. These
novels are not only about Pierre’s journeys and his wanderings inside the three cities,
but they also reveal his spiritual, sentimental, and intellectual path. Guillaume, the priest’s
scientist brother, and his family members become, in time, his role models in his research
for truth and justice. The women around him also have an important role in his journey.
First of all, there are two devout women: his mother, who made him choose the clerical
state, and his platonic childhood love, a paralyzed girl whose faith-healing makes him
think about miracles. Finally, two independent women help him find his new path: the
grandmother of his nephews, an exemplary character of strength and honour, and Marie,
an educated young girl with whom he falls in love. The cycle ends with Pierre replacing
the notion of charity with that of justice and leaving the Church. If Pierre cannot cure
allills during his travels between the three cities and his comings and goings between
two urban poles, he will have, at least, given up the double life of an agnostic priest that
he had led just to be able to heal some social injury.
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Today, the last novels of Zola, especially those of the trilogy of the cities, are not as
well-known as his Rougon-Macquart books. Zola critics explain this unfamiliarity with
various and sometimes contradictory reasons: the author’s being a celebrity whose
popularity might have advanced his work; his becoming an object of hate, especially
after the Dreyfus Affair; his severe criticisms of the iniquities of the Third Republic
regime; and some scholars’ finding the last novels idealist and didactic, therefore
incompatible with Zola’s naturalism and his conception of the experimental novel.

In fact, although Zola explicitly exposes his own ideas and feelings in these novels,
it is also important to note that they are based as much, perhaps more on reality than
his previous works. It isn't about a recent reality like that of The Natural and Social History
of a Family under the Second Empire; on the contrary, the events that take place in these
cities and the author’s writing about them are almost simultaneous. Zola depicts Lourdes
and Rome according to his travel notes. As for Paris, he knows his birthplace very well,
as attested by some of his previous works, famous especially for their urban descriptions.
The preparatory notes for the novels as well as the author’s correspondence also witness
the exactitude of the reality depicted in the trilogy.

To conclude, Lourdes, Rome, and Paris are as important as the previous novels of
Zola both for the accurate documentation on which they are based and for the
distinguished aesthetic qualities that they display. Last but not least, Pierre and Marie’s
sons will be the protagonists of the author’s utopian novels, Les Quatre Evangiles (The
Four Gospels), the tetralogy that was unfinished because of his sudden death.
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Un Zola méconnu

« Le nom de Rome ne peut plus ne pas évoquer Zola. »
(Mallarmé)

Il s'agit, dans cet article, du Troisiéme Zola, I'auteur des derniers cycles dont les romans,
surtout ceux de sa trilogie ne sont pas autant connus que les Rougon-Macquart. Selon
Michel Butor, « une espéce de censure » aurait été a l'origine de cette méconnaissance.
[l 'explique d’abord par le danger que ces livres posent. Quand les romans précédents
révelent les failles sociales du Second Empire, les derniers cycles mettent en évidence
les problemes que la Troisieme République n’a su résoudre, avance-t-il (1989). Lisons
Denise, fille du romancier dont les propos sur la trilogie justifient cet argument. La
considérant comme « I'examen de conscience du XIX® siécle finissant », elle ajoute :

L'auteur y montre la crise profonde des esprits, partagés entre la science
et la foi. (...) la redoutable incertitude des sociétés contemporaines,
hésitant entre la fidélité aux forces du passé, aux puissances capitalistes,
aux traditions sentimentales et 'adhésion aux possibilités futures, au
socialisme, a I'anarchie... (Le Blond-Zola, 2019, p. 221)

Encore, selon Butor qui qualifie Zola de figure « médiatique », c'est paradoxalement
« la perturbation de la célébrité » qui aurait provoqué l'oubli des derniers romans; la
popularité du personnage devancant I'art du romancier. Voici quelques exemples de
la « notoriété » de Zola qui est « un homme public» : Il recoit de nombreuses demandes
« de conseils, d'appui, d'autographes » ; ses lettres et ses manuscrits sont vendus aux
enchéres, il est le président de la Société des Gens de lettres ; il est invité aux congres
a Génes (1892) et a Londres (1893) (Becker, 1990, p. 30).

Une autre explication de cette méconnaissance est I'hostilité a laquelle le romancier
faisait face en raison de son intervention dans I'Affaire Dreyfus, surtout avec la parution
de Jaccuse en janvier 1898, I'année ou parait Paris. Citons Becker pour concrétiser
quelques-unes des conséquences de cette haine : « Il a été injurié, lapidé méme ; sa
vie, celle de son pére ont été trainées dans la boue » (1990, p. 32). Cette haine peut
expliquer l'oubli de Lourdes, premier roman du cycle qui, en mars 1898, « était le troisieme
roman le plus vendu de 'auteur apres La Débdcle et Nana » (Gugelot, 2010, p. 216).
Signalons aussi que Rome, ayant été vendu a 100 000 exemplaires de 1896 jusqu’en
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1898, ne sera vendu qu’a 6000 seulement jusqu’en 1902 (Brown, 1997, p. 753), I'année
ou décéde Zola d'une asphyxie de monoxyde de carbone, classée hativement comme
accident mais soupconnée, depuis, étre d'origine malveillante (Brown, 1997, p. 793).
Dailleurs, la situation était tellement menacgante qu’au moment ol Jeanne Rozerot, sa
maitresse, avait appris la disparition de I'auteur, elle avait pressenti le crime ; aux dires
de Denise, elle « s'imagina qu'on avait tué Zola ! » (Le Blond-Zola, 2019, p. 292).

N'oublions pas non plus l'effet négatif de certains critiques qui considérent les
derniers romans moins importants que les Rougon-Macquart parce qu'ils seraient
didactiques et idéalistes. Or, il y a d'autres qui avancent le contraire. La vérité inhérente
atoute ceuvre zolienne est « particulierement pertinente a propos de Lourdes », affirme
El Kettani (2013, p. 147). Selon Cook-Gailloud, la trilogie est une « mise en pratique
littéraire des grands axes de réflexion du roman expérimental » avec son « schéma
expérimental qui inclut une interrogation initiale, une procédure, des variables
dépendantes et indépendantes, un résultat, une conclusion » (2011, p. 134).

Certes, dans sa trilogie, Zola expose explicitement ses idées et ses sentiments. En
revanche, elle se base autant, voire méme davantage, sur les vérités que ses ceuvres
antérieures. Cette réalité ne reléve pas d'un passé récent comme celui de Lhistoire naturelle
et sociale d’'une famille sous le Second empire ; tout au contraire, le temps du récit est
presque le méme que le temps de la rédaction. Zola y dépeint Lourdes et Rome selon
ses notes de voyage. Quant a Paris, il parle d'une ville dont il devrait connaitre tous les
coins et recoins. Les notes préparatoires aussi attestent qu'il s'agit d'une vérité minutieuse.

Lourdes’, ville de I'espoir ?

Avant d'écrire le premier roman du cycle, Zola fait deux voyages a Lourdes. En 1891
quand il s'y arréte en allant aux Pyrénées, il trouve « un admirable sujet », un « beau livre
a faire » comme l'atteste une lettre envoyée a Henry Céard (Becker et al., 1993, p. 230).
Alors, en 1892, il y va et reste deux semaines « par souci d’exactitude » (Gugelot, 2010, p.
214). En fait, avec des informations précises du dossier préparatoire, Lourdes est une
« ressource documentaire indiscutable sur le fonctionnement des pelerinages a la fin du
XIXe siécle »; c'est un « roman naturaliste » avec les « documents humains » (El Kettani,
2013, pp. 150-151).

1 Nous avons déja étudié Lourdes dans un article qui analyse la place de la femme dans l'univers religieux
dominé par les hommes. Dans le présent travail, notre point de départ est 'optique d'un homme. En outre,
quand le premier article aborde Lourdes dans son entité de roman, celui-ci étudie dans I'ensemble d'un cycle.
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La structure de Lourdes (1894) est étrangement moderne avec la durée du déroulement
de I'action principale. Tout se passe en cing jours, voyage aller-retour, séjour et visites
compris. Le roman comprend en méme temps I'histoire de la vie de Bernadette, jeune
visionnaire « porteuse d'une mémoire culturelle » (Ménard, 2012, p. 69). Vue et racontée
de l'optique du protagoniste, porte-parole de Zola, cette histoire se présente comme
un second roman dans le roman.

Lourdes est I'un des hauts lieux de pélerinage dans le monde chrétien. En 1858,
prés d'une grotte, Bernadette aurait vu dix-huit apparitions mariales et entendu la
Vierge se présenter comme I'lmmaculée Conception. Elle devient une héroine religieuse
et un objet de curiosité, si bien qu'on décide de I'éloigner de Lourdes, non seulement
pour la protéger mais aussi, selon Pierre, pour laisser la gloire aux péres de I'église
chargés de la direction de la grotte. Elle meurt a I'age de 35 ans dans un couvent a plus
de 600 km du sanctuaire créé par ses visions.

Pierre Froment est le fils d'un savant qui meurt d’'une explosion dans son laboratoire.
Son frére ainé Guillaume, devenu chimiste comme son pére, méne une vie indépendante
tandis que Pierre, dont I'éducation est désormais aux mains d’'une mére dévote, embrasse
la carriére ecclésiastique.

De retour chez lui aprés cing années passées au Séminaire, Pierre retrouve Marie
qu'il aime depuis I'enfance. Au seuil de la puberté, Marie a été paralysée des jambes
par suite de deux traumatismes, I'un physique, chute de cheval, I'autre psychologique,
perte de sa mere. Si Marie est infirme, Pierre ne I'est pas moins : « lls se trouvaient mais
a quoi bon maintenant ? puisqu’elle était comme morte, et que lui allait mourir a la vie
de ce monde » (Zola, 1894, p. 28).

Marie espére évoquer la compassion de la Sainte-Vierge en faisant le pélerinage de
Lourdes. Pierre I'accompagne pour plusieurs motifs, d'abord, par curiosité scientifique.
Aprés la mort de sa mére, il avait fouillé dans le bureau de son pére fermé a clé par
celle-ci et trouvé des documents sur Lourdes contestant la crédibilité des apparitions
mariales. En outre, Pierre n'est pas désespéré du rétablissement de Marie, car il a consulté
un médecin qui la trouve apte a guérir ; la paralysie de la jeune fille serait d'origine
nerveuse. Ainsi se manifeste la fameuse problématique de I'effet de la nature et du
milieu. Lhérédité d'un pere d’'une imagination puérile et I'éducation austére d'une
mére dévote, en contrepoint des circonstances -accident, puberté inachevée et deuil-
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auraient contribué a créer chez Marie cette maladie. Enfin, Pierre cherche un autre
miracle, son propre rétablissement, considérant son incroyance comme un mal a guérir.
Devenu prétre malgré lui, il tient a le rester. Il croit pouvoir secourir les misérables,
apaiser leurs maux sous le toit de I'Eglise. Marie, son pére et Pierre prennent le train
consacré aux pélerins.

Marie retrouve sa santé a Lourdes. Le miracle se manifeste comme prévu par le
médecin : Ayant maintes fois répété les priéres au cours de la procession, et vu quatre
autres personnes miraculeusement guérir, Marie se tient « toute droite dans son chariot,
chancelante, bégayante ». C'est aussi le moment ou elle a sa premiére menstruation,
« elle sentait jaillir d'elle la source de sang, la vie de la femme, de I'épouse et de la mére »
(1894, pp. 405-406). Dans ce passage on reconnait le Docteur Charcot qui, dans La Foi
qui guérit explique les miracles avec le fait de faith-healing. Certes, si les sciences
naturelles sont le domaine de Zola, les sciences sociales ne le sont pas moins. Lourdes
est « tributaire d'un matériau ethnologique, celui des traditions, des légendes et des
superstitions qui font croire aux miracles et attisent les imaginations » affirme Ménard
(2012, p. 59). Elle ajoute que Zola « considere I'hallucination ou le réve comme une
empreinte culturelle qui renvoie a des invariants folkloriques tout autant qu'aux
croyances chrétiennes » (2012, p. 68). Notons aussi que Zola, qui attache beaucoup
d'importance a la force procréatrice de la femme est tres visible dans cette scéne
dramatique

Pierre ne sera pas guéri de son mal ; tout au contraire. Devant la grotte, il essaie
d’'imiter les croyants qui prient sans cesse, avec passion et violence ; lui-méme est
« éperdu d'émotion ». Ensuite, « envahi d'une invincible répugnance » par les sanglots
du prétre gagnant la foule comme une « contagion », il séloigne (1894, p. 159). Rappelons
que Zola, lui-méme « assiste aux mouvements de dévotion, de piété naive, de transe »
lors du pelerinage national qu'il accompagne (Gugelot, 2010, p. 214).

Bien qu'il soit heureux pour Marie, Pierre éprouve plus de malaise par la guérison
de celle-ci: « Ce prétendu miracle qui la réveillait a la vie, venait d'achever en lui la ruine
de toute croyance au surnaturel » (p. 430). Marie est a jamais perdue pour Pierre, elle
est « trés forte, tres belle, et désirable, et féconde ». Elle est devenue femme. Or I'abbé
est condamné a ne jamais étre homme, a exister sous « la pierre tombale qui écrasait
sa chair» (p.431). En fait, on apprend plus tard que Marie fera voeu de chasteté comme
son modéle Bernadette.
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Pierre remarque, dans ses promenades, I'indigence des vieux quartiers, surtout de
la maison de Bernadette. Il compare aussil'ancienne église a la nouvelle. Selon lui, I'état
de misere de la premiére provient d’'une « ruine voulue » (p. 457). A 'amertume de
I'incroyance et du regret d’amour, s'ajoute I'indignation que Pierre éprouve face a
l'avidité des hommes. Comme l'auteur qui constate, lors de son séjour, les marques
« de simonie et de vile commercialisation » (Gugelot, 2010, p. 214), son protagoniste
sera témoin des millions laissés par les pélerins, de I'exploitation de leur naiveté, du
commerce basé sur le malheur de Bernadette, selon lui, victime de ses visions. Un ami,
qui sert de guide a Pierre lors de sa visite de I'ancienne ville, accuse les peres de la
Grotte d’avoir exilé la jeune voyante et persécuté le curé de Lourdes. Il parait qu'ils ont
laissé a l'oubli I'église restée inachevée apres la mort de ce dernier par souci de
concurrence. « Et la ville leur appartient, et ils y tiennent boutique, ils y vendent Dieu,
en gros et en détail » (1894, p. 456). D'ou peut-étre la « brusque explosion de haine »
(Le Blond-Zola, 2019, p. 224) provoquée par Lourdes. Dans sa derniere sortie, Pierre
remarque la boutique du frére de Bernadette :

Cela le chagrinait, le frere vendant la Sainte Vierge que la sceur avait vue.
Mais il fallait bien vivre, et il croyait savoir que la famille de la voyante, a
co6té de la Basilique triomphale dans son resplendissement d’or, ne faisait
pas fortune, tellement la concurrence était terrible. (p. 503)

Ce témoignage bouleversant lui inspire une idée qui revient pendant le voyage de
retour : une religion nouvelle. Zola, qui reprend cette formule neuf fois dans I'épilogue
(pp. 594-597) annonce aussi le theme de son prochain roman.

Rome, derniéres illusions perdues

Dans ses Notes pour la rédaction de Rome, Zola se référe a «I'effort du néo-catholicisme
pour reprendre la direction du monde » (Le Blond-Zola, 2019, p. 222). Au retour de
Lourdes, Pierre écrit un livre intitulé La Nouvelle Rome. Ce livre risque d'étre mis a I'lndex.
Donc il fait un voyage a Rome pour étre admis en audience privée avec le Pape Léon
Xl dontil croit les idées semblables aux siennes. De méme pour le Lourdes de Zola qui
était mis aI'Index deux mois apres sa parution. En fait, les travaux préparatoires montrent
que Zola a eu l'intention de publier un roman sur Rome suivant Lourdes. « J'ai eu une
brusque idée : faire deux volumes, I'un qui s'appelerait Lourdes, I'autre Rome » écrit-il
(Lumbroso, 2016, p. 24). C'était au moment ou Léon Xl s'affichait étre contre les
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politiques réactionnaires de son prédécesseur Pie IX. Le Socialisme catholique de Nitti
ou Jésus est dépeint « comme un utopiste au style 1848 » aurait inspiré a Zola le theme
de Rome. Il I'a étudié en 1894 et en a fait un résumé qui serait le synopsis de Rome
(Brown, 1997, p. 688).

D’ailleurs, I'auteur désirait visiter I'ltalie, pays de son pére. Comme Pierre, lui aussi
a eu l'intention d'étre recu par le Pape. Il s'est fait présenter a 'Ambassadeur de France
au Vatican qui était le cousin des Goncourt. Lambassadeur a essayé d'arranger une
entrevue, en vain (Brown, 1997, p. 692). Son protagoniste, qui croyait pouvoir voir le
Saint-Pére dans une semaine, doit attendre pendant des mois.

Si Lourdes, Rome et Paris « sont des titres de guide Michelin, des titres dignes de
journaux de voyage » (El Kettani, 2013, p. 148), parmi tous les trois, c’est surtout Rome
qui correspond le mieux a cette qualification. La lettre que Zola écrit a sa femme quand
cette derniére est de nouveau a Rome lI'année suivante, montre son intérét pour les
monuments romains. Il lui conseille de revisiter La Chapelle Sixtine qu'il considére
comme une merveille du monde (Zola, 2014, p. 95). Quant a son protagoniste, il fait
tantot des promenades dans le centre ville, tantét il visite la proche banlieue romaine.
Dés son arrivée a Rome, Pierre fait une promenade en voiture et l'incipit du roman
comprend des noms de lieux et de monuments touristiques, historiques, politiques,
financiers et religieux : les thermes de Dioclétien, le Quirinal, la colonne Trajane, le
Capitole, le Tibre, le Janicule, le Gesu... Il sSétonne, cependant, par les « pentes soudaines »
et les « continuelles collines » (Zola, 1896, pp. 2-4). Zola aurait parcouru le méme chemin;
d'ou I'impression d'un récit personnel relatant une expérience vécue.

Cette promenade déclenche chez I'abbé un retour en arriere pour nous dévoiler
son trajet spirituel et sentimental depuis Lourdes. Il a mené une vie recluse, « cceur
sanglant », seul avec les « ruines de son amour et de sa foi » (1896, p. 7). S'il n'a pas
sombré dans la mélancolie, c'est qu'il a fait connaissance d'un abbé qui avait créé un
asile pour les indigents du quartier. Les deux années suivantes, il a travaillé avec
acharnement pour secourir les misérables. Les premiers paragraphes de Rome
comprennent donc plus de descriptions des espaces de Paris que ceux de Rome : «des
maisons sordides, des ruelles entieres de masures sans jour, sans air ». Ces images sont
a fendre I'ame : « Des tout-petits tombés a la rue », « un mort de faim qu'on oublie
pendant une semaine », « une mere qui se suicide avec ses enfants » (p. 11).
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Telles étaient les conditions dans lesquelles Pierre a commencé La Rome Nouvelle
ou il parle d'un monde d'équité et de justice. La religion nouvelle exclut les superstitions
pour retrouver «le christianisme redevenant la religion de justice et de vérité qu'il était,
avant de s'étre laissé conquérir par les riches et les puissants » (p. 23).

Si Zola fait recevoir son abbé dans les salons de la haute société romaine, lui aussi a
assisté a d'innombrables réceptions données en son honneur. Il a été méme recu par le
roi qui semblait manifester un grand intérét a propos de ses études sur la ville. En fait,
Zola a été tellement célebre que tout ce qu'il faisait en Italie trouvait de I'4cho dans les
presses italienne et francaise. Le Blond-Zola écrit a ce propos, et non sans amertume :
« L'éclat de cette triomphale visite réjouit méme certains chauvins » en citant Barres,
écrivain et député nationaliste connu pour son hostilité envers Zola (2019, p. 225). Tout
le monde n’était pas du méme avis. Goyau écrit, d'un ton indigné que « Zola regarda
Rome et quelques journalistes le regardéerent ». Au dire de ce dernier, tout ce que Zolaa
écrit sur Rome ne provenait pas de ses observations;; il s'agissait d'informations « achetées
par des pourboires », des « oui-dire », des « histoires sur la puissance des Jésuites » (1902,
pp. 5-6,9). Zola, conscient de I'aigreur que son roman évoquera, écrit, en novembre 1895,
a sa femme qui est en Italie : « donne-t'en, de Rome, par-dessus la téte, car je crois bien
que la publication de mon livre va nous en fermer la porte a jamais » (Zola, 2014, p. 83).

Pierre, tout en espérant de défendre son livre a Rome, y passe assez de temps pour
connaitre la ville et ses habitants. Témoin des passions et des intrigues, il remarque le
combat acharné des cardinaux aspirant au tréne papal ainsi que la lutte entre la bourgeoisie
ascendante et l'aristocratie décadente de Rome. En promeneur pensif, Pierre visite les
monuments, contemple des vestiges antiques et des édifices chrétiens. Les tours de ville
lui permettent de comparer les empereurs romains et les chefs chrétiens. On ne pardonne
pas a Zola cette comparaison ; il est blamé d’avoir rapproché « les ambitions des Césars
et celles des papes » pour prouver « la défaite de Jésus par le paganisme » (Goyau, 1902,
p. 20). Ce n'est pas seulement les catholiques qui réprouvent Rome, certains l'accusent
de plagiat. En revanche, il y a des hommes de lettres qui I'admirent, surtout les
descriptions urbaines. Citons deux poetes : Francois Coppée considére Rome comme
le « chef d'ceuvre » de Zola « du point de vue descriptif » ; pour Mallarmé, « le nom de
Rome ne peut plus ne pas évoquer Zola » (Le Blond-Zola, 2019, pp. 227-228).

Les promenades de Pierre lui dévoilent la transformation de Rome ; on construit
des édifices modernes tandis que les habitants natifs sont durement expulsés de
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leurs quartiers, réduits a la pauvreté par la rénovation urbaine. En fait, « cette
abominable injustice sociale qui condamne le plus grand nombre a une existence
de bétes maudites, sans joie, sans pain » (1896, p. 353) est trop grande pour étre
seulement l'ceuvre des constructeurs. Il entend dire que le clergé était d’accord avec
la bourgeoisie, et méme le Souverain Pontif pour faire travailler son argent. Ce jeu
de spéculations a abouti a une catastrophe estimée a une perte d'une quinzaine de
millions (pp. 343-344). Par ailleurs, en visite chez les Boccanera, une famille de
I'ancienne aristocratie dont le chef est un cardinal puissant, il fait la connaissance
des invités du Palais et des membres du haut clergé. Ceux qui vénerent le Pape sont
ironiquement ceux qui suivent de pres les nouvelles de sa santé, pour pouvoir agir
a temps au cas de son décés : « (...) le pape ne peut plus avoir un rhume, sans que
tout le Sacré Collége et la prélature soient en I'air, bouleversés par la brusque bataille
des ambitions » (p. 442).

Cette rivalité entre les cardinaux, accompagnée d'un amour passionné constituent la
trame principale de l'ceuvre. Pierre assiste a des intrigues dignes d’'un roman d’aventures :
passions, honneur, jalousie, vengeance, attentat, empoisonnement... Dario, neveu du
Cardinal Boccanera, agonise aprés avoir mangé des figues empoisonnées destinées a
son oncle. Sa cousine Benedetta, qui I'aime passionnément et qui attend la cassation
de son mariage afin de I'épouser, fait 'amour avec le moribond pour s'unir dans la mort.
Le fait que la fin tragique du neveu et de la niece du Cardinal, qui s'aiment a la folie
laisse cette famille sans progéniture, signifie aussi I'écroulement inévitable du monde
ancien. C'est cette tragédie provoquée par le « poison des Borgia qui symbolise la fin
de l'aristocratie romaine » (Becker et al,, 1993, p. 371).

Pierre est enfin requ par le Pape qui se montre indigné contre « le plus dangereux et
le plus condamnable des livres » (1896, p. 629) et qui lui apprend sa mise a I'Index. Le
cardinal, lui aussi exprime son « horreur de tout ce songe-creux d'une religion nouvelle !
de cet appel aux plus laides passions qui souléve les pauvres contre les riches » (p. 688).
Pierre réprouve son livre non seulement pour satisfaire le Vatican mais aussi pour trouver
une nouvelle inspiration. Il se rend compte de la vanité de la charité et la remplace par
lajustice:

La charité n'avait fait qu'éterniser la misere, la justice la guérirait peut-étre.

C'était de justice que les misérables avaient faim, un acte de justice pouvait
seul balayer I'ancien monde, pour reconstruire le nouveau. (p. 744)
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Paris, désespoir et espoir

Sil'on doit résumer Paris en une phrase, on peut le faire en reprenant la formule qui
se trouve dans Iépilogue de Rome : c’est le roman de ceux qui aspirent a « balayer
I'ancien monde pour reconstruire le nouveau ». En bon prélude a Travail, roman de la
tétralogie des Evangiles, Paris comprend I'énumération des théories sociales et socialistes,
y compris libertaires. Il est compréhensible que I'auteur, qui déclare dans Le Gaulois
que « tout I'avenir est contenu dans ce mot de socialisme » (Mitterand, 2012, p. 566),
en dresse un bilan dans son roman. C'est peut-étre la raison pour laquelle Paris, méme
lors de sa parution en feuilleton, a attiré I'attention des hommes politiques. Zola écrit
a safemme en novembre 1897, qu'un député I'a prié de se porter candidat aux législatives
(2014, p. 223). «Tous les socialistes chimériques, tous les réveurs qui lisent Paris m'écrivent,
me proposent des systémes pour guérir 'humanité de sa misere en six mois » affirme-
t-il dans une autre lettre (p. 230).

En fait, Zola divise Paris en quatre parties dans le roman. Mais comme dans Lourdes
et Rome, dans Paris aussi il y a surtout deux villes antagonistes. De l'optique de Pierre
depuis la Butte Montmartre, l'est, avec ses « quartiers de misere et de travail » et « le
souffle des chantiers et des usines », est I'antithése de l'ouest, de ces « quartiers de
richesse et de jouissance » (Zola, 1898, p. 1). Egalement, dans ce dernier roman du
cycle, larénovation urbaine est une source de contraste et un indicateur de I'injustice
sociale.

De hautes et bourgeoises maisons se dressaient déja, au milieu des jardins
éventrés (...) avec leurs facades cossues d'une blancheur neuve, elles ne
faisaient que rendre plus sombres, plus lépreuses, les vieilles batisses
branlantes restées debout. (p. 12)

Une autre opposition se voit entre les deux fréres. Malgré la perte de sa foi, Pierre
n'est pas complétement émancipé du traditionalisme d'un prétre. |l essaie d'éviter son
frére ainé dont il n"approuve pas le train de vie. Guillaume est un chimiste illustre et un
intellectuel de gauche soupconné d’avoir des liens avec les anarchistes. Resté veuf de
bonne heure, il vit a Montmartre isolé du monde avec ses trois fils, sa belle-mére
Madame Leroi et une jeune fille, Marie qu'il avait adoptée. On les soupconne d‘avoir
une liaison ; d'ou leur projet de mariage.
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L'abbé qui considere la charité « dérisoire » et « inutile » (1898, p. 6) ne peut pas
completement s'en passer et visite la baronne Duvillard pour I'implorer d'installer un
vieillard dans un asile. Or, la baronne n'a aucun autre souci que de ne pas manquer son
rendez-vous avec son jeune amant, son futur gendre. Le passage résumant I'histoire
del'enrichissement des Duvillard, dresse aussi un bilan de 'augmentation de la fortune
de la bourgeoisie en cent ans. Le grand-pere s'enrichit grace a la Révolution, « dans
I'agio sur les biens nationaux », puis avec Napoléon comme « fournisseur des armées
impériales ». Le pere, anobli par Louis-Philippe fait fortune « par ses gains scandaleux
sous la monarchie de juillet et sous le second Empire, dans tous les vols célebres des
spéculations, les mines, les chemins de fer, Suez ». Enfin le fils, « acheteur des consciences
a vendre » s'enrichit davantage sous la Troisieme République (pp. 27-28).

Les déplacements de Pierre entre les deux Paris lui font remarquer de plus en plus
I'abime qui sépare la ville des bourgeois de celle des pauvres; et il se révolte davantage
contre l'injustice sociale opposant I'hétel des Duvillard « fleuri des fleurs les plus rares »,
avec ses « pieces somptueuses » devenues « des serres tiedes et odorantes » a
« I'abominable odeur » qui s'exhale du « lac de fange immonde »; et le « fauteuil de
satin bleu, lamé d’argent » de la baronne Duvillard a la « piéce nue et sans feu » ou
vivent des ouvriers chdmeurs comme Salvat (pp. 12, 15, 27).

Ce dernier, gagné par la vague anarchiste, effectue un attentat a la bombe, acte de
propagande par le fait contre I'hotel des Duvillard. La seule victime de I'explosion est
une jeune ouvriere, une apprentie modiste qui est la pour apporter a la baronne son
nouveau chapeau : « étalée sur le dos, la jeune fille, le petit trottin blond et joli gisait,
le ventre ouvert, avec son fin visage intact » (p. 121). En fait Zola, qui qualifie I'anarchie
de « réve noir des démolisseurs » en 1892, énonce qu'elle « durera autant que le mal »
(Mitterand, 2012, p. 18).

Guillaume, voulant empécher Salvat, est blessé au poignet par les éclats. On parle
de I'Affaire des Chemins de fer d’Afrique et de I'éventuelle chute du ministére ; cette
bombe, pour les Parisiens, est un remede contre les bruits de ce scandale. Pierre, tout
en essayant de secourir son frere, entend dire un passant a un autre : « Le ministére, ah
bien ! voila une bombe quile raccommode ! » (1898, p. 122). En fait c'est I'’époque, d'une
part, des attentats anarchistes, d'autre part d’'un scandale financier. LAffaire des Chemins
de fer est une transposition du scandale de Panama, c'est la méme histoire de corruption
des députés et de la presse (Noiray, 2000, pp. 205-206).
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Cette tragédie ou le nom de Guillaume risque d’étre compromis rapproche les deux
fréres. Pierre I'accueille dans sa maison et connait de prés plusieurs personnages qui
visitent Guillaume et discutent entre eux. Ainsi défilent, « comme une galerie des
personnages caricaturaux » aux dires de Noiray (2000, p. 207), des adeptes des différentes
idéologies du siécle : saint-simoniens, fouriéristes, proudhoniens, positivistes scientifiques
- condamnant le Comte des derniéres années devenu mystique-, collectivistes marxistes,
anarchistes... Bien que tous représentent des idées sociales, ceux-ci suivent « d’adverses
doctrines » (1898, p. 140). Toutes ces figures fictives ont, pour modéles, des personnages
réels, a lI'instar du savant Berthelot et du fondateur du parti ouvrier francais, Jules
Guesde. En outre, les journalistes Hébrard et Drumont sont représentés dans le roman.
De méme pour les anarchistes Vaillant et Emile Henry qui deviennent Salvat et Victor
Mathis (Noiray, 2000, pp. 205-207).

Guillaume est Iinventeur d’'un explosif dont il veut donner la formule au gouvernement
pour que la France soit garante de la paix mondiale. Révolté contre l'injustice dont il
est témoin, surtout apres avoir assisté a I'exécution de Salvat, il tente de faire sauter le
Sacré-Coeur par un attentat suicide dans un moment de folie, empéché heureusement
par Pierre. La veille de cet événement ou les deux freres se rendaient au lieu de I'exécution,
Guillaume exprime son ressentiment envers la Basilique : « Paris couronné, dominé par
ce temple idolatre, bati a la glorification de I'absurde? » (1898, p. 480). Butor explique
la présence du Sacré-Coeur comme l'unique monument dans le roman en raison de la
haine que Zola porte a son égard, car il représente pour lui, comme pour ses protagonistes,
le regne de l'iniquité sociale (1989).

C'est encore cette nuit ol marche Pierre jusqu’a I'aube, en accompagnant Guillaume
d'un bout delaville al'autre, que sont peints, tour a tour, les quartiers miséreux et riches.
Les images qui évoquent la pitié et I'horreur a la fois, « toute la vase des bas-fond »
remontant a la surface, « la basse prostitution en quéte d’'un grabat », les « meurt-de-
faim », un vieillard dont « les pieds nus », « une fille en loques » (1898, pp. 482) lui font
penser a Salvat qui sera guillotiné dans quelques heures, mais aussi a I'échafaud dressé
comme un symbole de l'iniquité sociale :

2 LeSacré-Coeur est généralement censé étre construit pour féter la défaite de la Commune, et selon certains
comme Zola, pour condamner méme la Révolution de 1789. Aujourd’hui encore, il est sujet a controverse
lorsqu'il s'agit de son classement aux Monuments historiques. Dans L'Humanité du 20 octobre 2020,
Soucheyré reprend les propos de Guillaume. Voir aussi Le journal de I'histoire du 9 novembre 2020 sur France
Culture et Libération du 4 novembre 2020.
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Et quels spectres d’absolu dénuement, quelles apparitions de douleur et
d‘effroi, quel gémissement de lointaine agonie, dans le Paris de ce matin-
I3, oulI'on devait, al'aube, guillotiner un homme, un de ceux-la, un pauvre
et un souffrant ! (p. 482)

Sil'auteur évoque la « répulsion » que ses protagonistes éprouvent devant I'exécution
de Salvat et dépeint cette scéne avec horreur, c’est qu'il est un « ennemi déclaré de la
peine de mort » comme l'atteste le Dictionnaire d’Emile Zola. Les premiéres traces de
son aversion pour la peine capitale se trouvent dans une lettre envoyée a un ami en
1860. En s'inspirant du Dernier jour d'un condamné de Victor Hugo, le jeune homme
consideére ce chatiment comme « un aveu d'impuissance, de cruauté et de paresse ».
Sa réprobation de cette peine s'affiche dans les articles qu'il publie en 1869 et en 1889
en tant que journaliste établi et romancier renommé (Becker et.al., 1993, p. 312).

Cette longue marche dévoile aussi la vie nocturne des riches oisifs des grands
boulevards, I'insouciance des messieurs « allumant des cigares », et la joie des dames
«en grande toilette, en manteau de bal » (1898, p. 483), contrastant avec la souffrance
des pauvres.

Les déplacements que I'abbé effectue dans Paris le dépriment davantage. Enfin,
grace au sentiment d'étre utile chez Guillaume, Pierre sort de sa tristesse profonde. Son
« salut » se réalise quand il vit « non plus au service de I'Eglise, mais tout simplement
au service de I'homme, par le biais d'une vie modeste, laborieuse et fertile » (Cook-
Gailloud, 2011, p. 140).

Certes, I'exemple d’un savant et de ses fils laborieux destinés aux métiers d’enseignant,
de savant et d'artiste respectivement, le rend heureux. Ce sont surtout deux femmes
de cette maison qui l'aident dans son émancipation. Pour Madame Leroi, une femme
puissante et intelligente que tout le monde vénere et appelle Mére-Grand, selon les
propos de Noiray : C'est une « petite république » ou la « science » est le « dogme », le
« travail » est la « regle », et « I'autorité » est la « Mére-Grand » (2000, p. 219). Quant a
Marie, elle lui propose d'enlever sa soutane quand il aide ses neveux dans leurs travaux,
et grace a elle, Pierre quittera son habit de prétre pour toujours. Il fait une promenade
en bicyclette avec Marie, cette jeune fille qui est allée au lycée et qui incarne «
I'*mancipation de la femme par la bicyclette » et par le pantalon (1898, p. 418). lls
s'aiment sans oser se I'avouer. Enfin, Madame Leroi fait comprendre que ce sont Pierre et
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Marie qui doivent se marier. Comme Cook-Gailloud le note, I'épilogue du roman annonce
Les Quatre Evangiles « en parsemant les mots fécondité, travail, justice et vérité » (2011, p.
144). Enfin, Pierre et Marie auront leur premier enfant, Jean?, qui profitera de « la moisson
future de vérité et de justice » (p. 608). Quoique le cycle soit plein d'obscurité et de
tristesse, il s'achéve sur une note d'espoir et de bonheur.

Conclusion

La trilogie basée sur les voyages et les promenades de Pierre refléte les images des
villes telles qu'elles sont vues par Zola. Chaque roman raconte en fait deux villes
entiérement opposées, séparées par le conflit de classes. Pierre saisit que cet antagonisme
s'accroit davantage par le pouvoir des puissants, qu'ils soient des univers financier,
politique ou spirituel. Il se rend compte aussi que la rénovation urbaine effectuée au
détriment de I'environnement et des habitants est une autre source de l'iniquité.

Il s'agit non seulement des déplacements que le protagoniste effectue entre et dans
les trois villes, mais aussi du trajet spirituel, intellectuel et sentimental qu'il traverse
dans sa vie intérieure. Ce voyage pénible, mais définitivement porteur d'espoir, est
marqué par les présences féminines que le prétre croise sur sa voie. Débutant par
Lourdes, roman dans lequel une Marie adorée se voue au culte de la Vierge, passant
par Rome ou Pierre essaie de défendre son livre contre I'Index, son parcours s'achéve
en émancipation et bonheur -malgré les malheurs et les miséeres- dans Paris avec une
autre Marie qui deviendra sa femme. Devenu prétre pour satisfaire sa mere, Pierre
s'‘émancipera grace a deux femmes indépendantes d'esprit. S'il ne peut pas soigner
tous les maux pendant ses voyages entre trois villes et ses va-et-vient entre deux poles
urbains, Pierre aura, du moins, renoncé a la double vie de prétre agnostique qu‘il méne
juste pour pouvoir panser quelque blessure sociale.

Ces voyages annoncent aussi le futur créateur des Quatre Evangiles, un Zola plus
ou moins différent de celui des Rougon-Macquart. Toutefois, méme s'il y affiche ses
idées plus explicitement que dans ses ceuvres précédentes, le Troisieme Zola n'est pas
moins important que le Deuxiéme Zola. C'est le méme auteur qui s'appuie sur « les
documents humains » (El Kettani, 2013, p. 151). C'est le méme romancier expérimental
qui soumet son personnage « a une véritable procédure expérimentale » (Cook-Gailloud,

3 Si Zola avait pu achever Justice, restée a I'état d’ébauche, Jean aurait été son protagoniste. Chacun des
romans du cycle des Evangiles a, pour personnage principal, un fils Froment.
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2011, p. 134). C'est le méme peintre des paysages urbains que Mallarmé appelle
« romancier poéte » (Le Blond-Zola, 2019, p. 227).
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RESUME

La présence de I'argumentation n'est pas exclusive aux textes non-fictifs. Tout au
contraire, elle est incluse dans la narration depuis la nuit des temps. De point de
vue anthropologique, les sociétés primitives imposaient les interdictions et les lois
sociales par I'intermédiaire des discours narratifs -tels que les mythes- afin d'éviter
les crises possibles au sein de la société et d'assurer la survie de I'homo sapiens
sapiens. Partant de cet aspect narratif de I'argumentation, il serait adéquat de
supposer que le discours littéraire pourrait constituer une réalité argumentative.
Ladite supposition est a vérifier a I'aide de cet article qui vise a découvrir la maniére
dont un personnage littéraire intratextuel touche son lecteur extratextuel en
construisant un ethos discursif dans les limites de I'argumentation. Dans La Peur de
Guy de Maupassant, multiples locuteurs discutent sur le sens véritable de I'émotion
de la peur : en effet, on y argumente dessus. Lethos construit par le personnage
du conteur et son expression de I'émotion servent a révéler comment la peur peut
se métamorphoser en différents états tels que la sensation et le sentiment de
maniére a rendre lIégitime le conteur. En conclusion, l'article adopte en tant que
méthodologie I'analyse des procédés narratifs, énonciatifs et discursifs afin de
dégager la dimension et la puissance argumentatives d’un texte littéraire.
Mots-clés: Argumentation, émotion, sensation, sentiment, ethos

ABSTRACT

The argumentation process is not exclusive to non-fictional texts. On the contrary,
it has coexisted with narrative since the early stages of human history. From an
anthropological point of view, primitive societies imposed social prohibitions and
laws through narrative discourses - such as myths - to avoid a possible crisis within
society and to ensure homo sapiens survival. In considering the narrative aspect
of the argument, it would be appropriate to assume that literary discourse can
constitute a certain argumentative reality. This article seeks to discover and verify the
way a character affects its extratextual reader through the argumentation process.
In Guy de Maupassant’s La Peur, a group of soldiers discuss the true meaning of
the emotion of fear: indeed, they argue about it. The ethos constructed by the
storytelling character and his way of expressing his emotions leads us to discover
how fear’s literary expression can metamorphose into different states, like sensation
and feeling, for the sake of making the storyteller legitimate in his discourse.
The methodology of this article is based on narrative, enunciative and discursive
analyzes to identify the argumentative reality in Maupassant’s La Peur.

Keywords: Argumentation, emotion, sensation, feeling, ethos
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EXTENDED ABSTRACT

According to Alain Rabatel, the argumentation process is far from being limited to
neutral reasoning which banishes the speaker’s passions. On the contrary, argumentation,
and narration only make sense in relation to each other. According to anthropological
studies, before narration became the literary domain’s aesthetical object, it answered
the purpose of avoiding crises endangering homo sapiens survival. Communication in
a primitive society is achieved first by the narrativization of certain social laws - such
as myths - which make explicit the prohibitions within a society. In this context, this
article proposes to analyze the argumentative side of literary texts. In our case, the
literary character’s personality, attitude, posture, and feelings are manifested through
the narration process. At this point, the ethos,known as the identity constructed through
discourse, has a crucial weight in the argumentation process in the narrative context.
To examine the argumentative process through which a speaker conveys his emotion
of fear, this article will study La Peur, one of the short stories of Maupassant, who is
renowned for his writings in the fantastic genre. In this short story, a group of soldiers,
a commander and a storyteller discuss the concept of fear. The story’s plot is based on
adiscussion of semantics. In the discussion, the commander claims that he experienced
fear when his ship ran onto the rocks. The storyteller disagrees with the commanders
meaning of fear by stating that fear is real when it becomes a physical sensation or a
lasting feeling. Therefore, he establishes his ethos by maintaining himself as a person
who has real experiences about this very emotion.

It seems useful to introduce the notions of emotion, sensation, and feeling at this
time. Emotion is considered an involuntary behavior experienced simultaneously in
the body. In other words, it is a brief response to an external stimulus whereas sensation
is a phenomenon by which physiological stimulation provokes a specific physiological
reaction. Feeling, on the other hand, settles over a certain period. It is a complex
emotional state, fairly stable and lasting depending on the genetic, cultural, and
intellectual background of the individual.

In La Peur, the storyteller establishes for himself a brave ethos built by war,
condemnation, and torture sequences through the instrument of grammatical tenses
such as imperfect and conditional, and the connector “but”. His argumentative steps
try to prove that fear is hard to forget once you feel it. This unforgettable aspect of fear
turns into a long-term feeling, therefore, contributes to the establishment of the
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storyteller’s ethos. He tells two anecdotes that he uses to illustrate fear’s development
in his mind. His first anecdote takes place in Africa, in a wide-reaching desert. After a
violent windstorm, followed by a mysterious drum sound, his companion falls off his
horse and dies. The storyteller sees this event as the moment when he understands
what it is like to be afraid and feel multiple sensations. But according to him, fear is
something greater than that, which is why he introduces a second anecdote referring
to the night of the second anniversary of a murder committed by an old man.
Accompanied by a disastrous rain, the storyteller goes to an old forest guard’s family
house for dinner.

The living room is dark, family members act awkwardly, and the haunted-looking
family dog is possessed by the fear that surrounds them. The storyteller indicates that
the fear is now a stable feeling that manifests on each anniversary of the murder as
this family has experienced it the very first time.

In conclusion, because the final reaction of the storyteller’s interlocutor doesn’t
appear at the end of the story, it seems possible that Maupassant wants the final reaction
to belong to his reader. When the ethos established by the passions’ argumentation
affects readers, the story opens itself to its public with an emotional and emphatic
aspect. Therefore, literary discourse ends by going beyond the framework of the
imaginary to create a certain reality where reason and passion break the boundaries
holding them apart.
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Introduction

« Largumentation est loin de se limiter a des raisonnements froids qui doivent
bannir la subjectivité du locuteur et ses passions » (Rabatel, 2004, p. 7) affirme Alain
Rabatel pour souligner que I'acte d’argumenter n'est pas strictement propre aux textes
objectifs, scientifiques ou non-fictifs. La persuasion n'est pas spécifique aux affaires
juridiques, aux discussions politiques, aux doctrines scientifiques ou aux débats
concernant les différents domaines des sciences humaines. Tout au contraire, il se
manifeste comme un outil verbal auquel toute sorte de texte et de discours recourt
indispensablement. En effet, 'argumentation et la narration, qui, dans un premier
temps, nous donnent I'impression d’étre deux péles, « n'ont de sens que I'un par rapport
al'autre, tant d'un point de vue linguistique que d'un point de vue anthropologique »
(Rabatel, 2004, p. 10). Avant que la narration ne devienne objet esthétique du domaine
littéraire, elle servait a « éviter les crises mettant en danger la survie » (Rabatel, 2004,
p. 10) de ’'homo sapiens sapiens. Selon les travaux de Victorri et de Danblon, « la fonction
narrative du langage joue donc un réle capital dans l'expression des lois sociales qui
suppléent, chezl’'homme, aux inhibitions instinctives » (Victorri, 2002, p. 121). En d'autres
termes, la communication dans une société primitive se réalise tout d’'abord par la
narrativisation de certaines lois sociales qui explicitent les interdictions au sein d'une
société. Il est a noter que les exemples les plus marquants concernant la narrativisation
desdites lois sociales sont les mythes : ces derniers sont « le[s] récit[s] que les gens
croient » (Leavitt, 2005, p. 7). Elles sont préoccupées, en effet, par des enjeux tels que
les classes sociales, les guerres et les lois civiles. C'est dans ce cadre gu’intervient la
nécessité d’analyser le c6té argumentatif des textes littéraires. La majorité de ces
derniers prennent au centre de leur préoccupation le personnage : la personnalité,
I'attitude, la posture, les sentiments du personnage se manifestent par le biais de
I'intrigue narrée. Du point de vue discursif, il est trés probable que le personnage devient
le locuteur tout en possédant le pouvoir de construire un certain discours dans une
partie ou, parfois, tout au long de la narration. Sur ce point, ajoute Rabatel que I'ethos,
I'identité construite par I'intermédiaire du discours, dont I'importance est accordée en
premier lieu par Aristote dans La Rhétorique (1991), a un poids crucial dans la forme
d’argumentation en contexte narratif. En effet, Dominique Maingueneau emprunte
I'ethos a la rhétorique aristotélienne pour la premiére fois et I'integre dans sa théorie
del'analyse du discours (Amossy, 2010, p. 21). Ayant un point de vue paralléle a Rabatel
et a Maingueneau, Ruth Amossy révéle que « l'ethos peut étre étendu a toutes les
pratiques écrites — qu'il s'agisse d'un texte administratif, politique, publicitaire ou
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littéraire » (Amossy, 2010, p. 9). Elle ajoute qu’agir sur un public exige non seulement
d‘avoir les arguments solides (logos) et d’avoir une influence affective sur le public
(pathos), mais aussi de donner I'impression d’avoir une image de soi « susceptible
d‘inspirer confiance » (Amossy, 2010, p. 9). Il est a noter que chaque locuteur a d’abord
un ethos préalable avant de commencer a construire une image de soi. Amossy le
définit comme « I'ensemble des données dont on dispose sur le locuteur au moment
de sa présentation de soi » (2010, p. 45). En bref, il s'agit de I'état prédiscursif d'un
locuteur. Une multitude d'aspects tels que la réputation individuelle, le métier, 'apparence
physique, I'dge ou le statut social du locuteur peuvent constituer I'ethos préalable.
Comme son nom le suggere, l'ethos préalable se métamorphose pendant le discours
puisque « la parole vivante (qu'elle soit orale ou écrite) a la capacité d'infléchir ce qu'on
sait et pense du locuteur » (Amossy, 2010, p. 53). Lethos en question devient, dans ce
cas, « retravaillé » au profit de la lutte de légitimité de la parole.

Le terme d’ethos, renvoyant au « caractére » en grec, correspond a l'instrument le
plus indispensable du processus de la persuasion. Aristote explicite clairement dans
La Rhétorique que :

On persuade par le caractéere, quand le discours est de nature a rendre
l'orateur digne de foi, car les honnétes gens nous inspirent confiance plus
grande et plus prompte sur toutes les questions en général, et confiance
entiére sur celles qui ne comportent point de certitude, et laissent une
place au doute.[...] C'est le caractére qui, peut-on dire, constitue presque
la plus efficace des preuves. (Aristote, 1991, pp. 22-23)

A partir de la réflexion d’Aristote, nous considérons que c'est la crédibilité du locuteur
qui assure le degré de réussite de persuasion du discours. Puisque chaque locuteur
construit son propre ethos, nous pouvons en déduire que chaque ethos construit nous
mene a un nouveau point de vue construit, ce qui nous renvoie a I'enjeu de la subjectivité
du discours. Si le discours est un phénomeéne subjectif, il est ouvert a toute sorte de
raisonnement subjectif, voire émotionnel.

Emotion, sensation et sentiment

Selon Hekmat, Micheli et Rabatel, « les théories de I'argumentation les plus récentes
ajoutent I'idée que I'émotion peut étre également elle-méme l'objet de I'argumentation »
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(Hekmat, Micheli, Rabatel, 2013, p. 7). Autrement dit, 'émotion et les notions dérivés de
I'¢motion telles que la sensation et le sentiment peuvent étre utiles pour la construction
de l'identité discursive. C'est parce que les émotions ne sont pas censées d’étre considérées
comme simples produits des pulsions ou réponses biochimiques. Au contraire, elles
doivent étre examinées en tant qu'éléments préliminaires de la cohésion sociale
puisqu'elles sont partagées également par les autres membres de la société. « Etant
signe de reconnaissance pour les membres d'un groupe, [les émotions] reposent sur
un jugement collectif qui s'institue en une sorte de regle morale » (Charaudeau, 2000,
p. 2) une fois qu'elles soient manifestées. Dans ce cas, il n'y aurait aucune raison pour
que lesdites émotions -étant signes de reconnaissance pour le public- ne contribuent
a assurer la crédibilité du locuteur au sein d’un groupe. Elles pourraient contribuer a la
construction d'un ethos centré sur une émotion spécifique qui opte pour la persuasion
de son public visé. Alors, nous en déduisons que si la manifestation de 'émotion 'emporte
sur les autres aspects d'un texte littéraire, il y aurait une grande probabilité qu'un ethos
discursif soit en train d'étre construit au profit d'une certaine volonté de persuasion.

Dans cet article, nous étudierons I'une des nouvelles intitulée La Peur de Maupassant,
auteur réputé par ses écrits de genre fantastique, afin d'examiner le procédé argumentatif
par lequel le locuteur transmet I'’émotion qu'il ressent. Dans cette nouvelle, il sagit de
deux locuteurs -que nous nommons L1 et L2 pour I'exemple suivant- qui parlent de ce
que c'est la peur. Suite a la narration du premier (L1), le commandant d’un navire, le
second (L2) prétend qu'il connait mieux la notion de peur et raconte une de ses
expériences importantes en la matiére :

[LT (commandant) :] Oui, j’'ai eu peur ce jour-la. Mon navire est resté six
heures avec ce rocher dans le ventre, battu par la mer. Heureusement que
nous avons été recueillis, vers le soir, par un charbonnier anglais qui nous
apercut.

[L2 (homme a figure bralée) :] Vous dites, commandant, que vous avez eu
peur ; je n'en crois rien. Vous vous trompez sur le mot et sur la sensation
gue vous avez éprouvée. Un homme énergique n'a jamais peur en face
du danger pressant. Il est ému, agité, anxieux ; mais la peur, c'est autre
chose. (Maupassant, 2005, p. 41)

Tout au long du récit, nous verrons qu'en assurant sa crédibilité devant L1 et les
autres membres du groupe, L2 sert des nuances notionnelles et sémantiques entre les
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définitions des réactions subjectives de I'étre humain. C’est la maniére dont il construit
son ethos en scéne littéraire en insistant sur une émotion vraie qu'est la peur qui sera
l'objet de notre étude. Il nous parait crucial, donc, d'observer de quelle maniéere la peur
cesse d’étre uniquement momentanée et se transforme en réaction physique jusqu’a
ce qu'elle se transforme a un sentiment durable dans le discours de L2.

La psychologie tente de comprendre et d’analyser les émotions et ses dérivés tandis
que la linguistique étudie ses manifestations verbales, car I'esprit humain exprime
I'affectivité a I'aide de plusieurs termes. Notre démarche nécessite tout d'abord les
définitions de trois termes du domaine subjectif que nous avons récupérés du texte
n‘étant autre que I'’émotion, la sensation et le sentiment. Afin d’atteindre a notre but,
nous adoptons les définitions du dictionnaire du francais intitulé Centre National de
Ressources Textuelles et Lexicales (CNRTL) ou la notion d’émotion est considérée comme
une « conduite réactive, réflexe, involontaire vécue simultanément au niveau du corps
d'une maniere plus ou moins violente et affectivement sur le mode du plaisir ou de la
douleur » (CNRTL, 2005). Quant a la sensation, il s'agit d'un « phénomeéne par lequel
une stimulation physiologique (externe ou interne) provoque, chez un étre vivant et
conscient, une réaction spécifique produisant une perception ; état provoqué par ce
phénoméne » (CNRTL, 2005). Selon les définitions données, I'émotion est associée a
une « réponse breve a un stimulus extérieur » (Debat, 2019). Elle semble étre instinctive
et plutét chimique. Au contraire, la sensation se manifeste par la réaction physique
lorsqu’une émotion envahit le corps. A titre d'exemple, I'’émotion de peur peut provoquer,
chez un étre humain quelconque, une série de sensations telles que l'accélération
cardiaque, le froid, le chair de poule, les mains moites, la paleur, etc. Dans ce cas, la
sensation ne se manifeste qu’a la présence d'une émotion. Quant a la notion de
sentiment, il s'installe durant un certain intervalle de temps. Il est plut6t un « état affectif
complexe, assez stable et durable, composé d'éléments intellectuels, émotifs ou moraux,
et qui concerne soit le « moi » (orgueil, jalousie...) soit autrui (amour, envie, haine...) »
(CNRTL, 2005). Le sentiment se réfere plutot a la stabilité, voire a un certain état de
conscience ou un ressentiment durable. Donc, il serait possible de présupposer que
par rapport au bagage génétique, culturel et intellectuel et au systeme de valeur de
I'individu en question, les émotions puissent se transformer en sentiments plus ou
moins persistants. Autrement dit, I'état de la peur dépend de l'individu concerné, c’est
pourquoi elle peut se manifester en tant qu'émotion, sensation ou sentiment. A partir
de ces définitions, nous visons a analyser le processus de la construction d'ethos en
scene littéraire et la contribution ainsi que le reflet desdites notions dans ce processus.
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Coordonnées narratives : construction de I’Ethos

Nous avons précisé dans l'introduction que chaque locuteur qui construit son propre
ethos construit donc un nouveau point de vue et qu'il s'agit de la subjectivité du
discours. Nous avons en déduit que la subjectivité en question pourrait facilement
mettre I'émotion au centre du discours argumentatif. En effet, 'une des premieéres
marques de I'dmotion dans un discours serait naturellement le lexique approprié a ce
champ. Sur ce point, Maupassant présente une variété de mots indiquant la subjectivité
émotionnelle : « émotion », « sensation », « peur », « tranquille », « étrange », « ému »,
«agité », «anxieux », « effroyable », « atroce », «angoisse » ne sont que quelques exemples
tirés de tout au début de la nouvelle (2005). Ensuite, le pronom personnel « je » qui
évoque «la présence énonciative du locuteur » (Elouni, 2018, p. 75) consolide le caractére
individuel et subjectif du discours.

La trame de la nouvelle La Peur est basée sur une discussion pour ainsi dire sémantique
qui s'appuie sur I'expérience par rapport au sens d'un « mot et [de] la sensation que
[I'on] éprouve » (Maupassant, 2005, p. 41) n'étant autre que la peur. Un commandant
dans le groupe raconte le jour ou il a eu peur a cause de son navire cloué dans un
rocher. A noter que méme avant de commencer a parler, le commandant a un ethos
préalable provenant des valeurs attribuées a son métier. Son grade élevé en tant
qu'officier militaire nous donne l'impression qu'il est assez fort, fiable, égitime et ce
n'est pas la peine d'interroger la validité de ses paroles. Cependant, un homme, n'étant
point bavard jusqu’a ce moment-la, prend la parole pour expliquer aux membres du
groupe ce qu'est la vraie peur, bien que le narrateur principal soit quelqu’un d’autre.
Par contre, le vrai narrateur de la nouvelle est intradiégétique mais hétérodiégétique en
termes de Genette (1972) ; c'est-a-dire qu'en tant que narrateur-témoin, il raconte son
histoire mais il n'y prend pas part et il laisse la parole a ’'homme mystérieux que nous
appellerons « le conteur ». Ledit narrateur-témoin se manifeste tout au début du récit,
avec une description bréve de I'espace, un pont donnant sur la Méditerranée sur lequel
sont assis lui et quelques autres hommes, ainsi que la description du conteur qui parlera
jusqu'a la fin du récit :

Un grand homme a figure brUlée, a I'aspect grave, un de ces hommes
gu'on sent avoir traversé de longs pays inconnus, au milieu de dangers
incessants et dont I'ceil tranquille semble garder, dans sa profondeur,
quelque chose des paysages étranges qu’il a vus : un de ces hommes
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qu'on devine trempés dans le courage, parla pour la premiére fois.
(Maupassant, 2005, p. 41)

Dans cette citation, le temps du récit mérite autant d'attention que la description
elle-méme. Nous voyons qu'il s'agit d'un récit de rétrospection au passé simple puisque
le narrateur narre son récit bien apres I'avoir vécu et qu'il sait naturellement ce qu'il
arrivera. Cependant, les usages du présent de l'indicatif pour les verbes‘sentir;‘sembler’
et ‘deviner’y ajoutent une dimension de « généralisation ». Autrement expliqué,
accompagné également du pronom personnel ‘on; le narrateur-conteur laisse penser
qu'il est normal gu'un homme ayant une telle force physique et une telle sérénité aie
une réussite prédictible de survivre dans n'importe quel état. Cependant, la lecture
compléte de la nouvelle nous indique que ce n'est pas le cas, et que les expressions
comme ‘pays inconnus, ‘dangers incessants, etc. que nous soulignons dans la citation
ci-dessus sont des indices de ce que nous sommes sur le point d'apprendre. Sur ce point,
nous trouvons, déja, les indices d’un ethos réussi de ce conteur aux yeux de notre
narrateur. A noter que ceci peut aussi se référer a l'ethos‘sage’ ou‘expert du genre humain’
du narrateur, qui nous signale qu'il avait déja deviné le point ou arriverait ce conteur.

Contre la réaction du commandant’ qui insiste sur le fait qu'il a connu la vraie peur
selon sa conception de I'émotion, le conteur commence a construire son ethos discursif en
répondant au commandant: il s'agit d'un ethos brave construit par les descriptions de
batailles, condamnations et tortures. Méme si c’'est la grammaire qui l'exige puisque le
conteur fait référence aux événements passés, « le recours a limparfait et au conditionnel
donne l'impression d’'un monde possible, en suspendant la contradiction que lui oppose
le monde réel » (Niziolek, 2017, p. 97) : les expressions telles que « ¢a ressemblait... »
(Maupassant, 2005, p. 42), « on aurait dit » (Maupassant, 2005, p. 42) contribuent a la
construction de son ethos plein de courage. Lethos discursif continue a étre formé par
I'apparition consécutive du connecteur ‘mais’ Un de ces‘mais’ prend une importance
capitale puisque toute la conversation est basée sur la présence du contraste créé par
ce connecteur:

Et, pourtant, j'ai traversé bien des hasards, bien des aventures qui
semblaient mortelles. Je me suis battu souvent. J'ai été laissé pour mort
par des voleurs. J'ai été condamné, comme insurgé, a étre pendu, en
Amérique, et jeté a la mer du pont d'un batiment sur les cotes de Chine.

1 «Fichtre!je vous réponds bien que j'ai eu peur, moi. » (Maupassant, 2005, pp. 42)
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Chaque fois je me suis cru perdu, j'en ai pris immédiatement mon parti,
sans attendrissement et méme sans regrets. Mais la peur, ce n'est pas cela.
(Maupassant, 2005, p. 42)

Selon Maingueneau, « dans une séquence ‘E1? mais E2'E1 est présenté comme un
argument tendant vers une certaine conclusion, implicite, et qu'E2 présente un argument
censé plus fort en faveur de la conclusion contraire » (Maingueneau, 2001, p. 34). Au
premier regard, -sans prendre en considération la présence de « mais »- E1 semble étre
un argument plus élaboré qu'E2 en raison de sa richesse d’exemple, sa longueur et son
structure syntaxique complexe. En revanche, notre E1 exprime le fait qu'il a ressenti
beaucoup d'émotions négatives a cause des tortures qu’il a subies et qu'il a réussi a
s'en sortir tandis que notre E2 se manifeste comme la réalité selon laquelle la peur n'est
pas une émotion qui puisse surmonter le traumatisme qu’elle crée. Cette étape
argumentative vise donc a prouver que la peur est difficile a oublier une fois qu'on la
ressent. Cet aspect inoubliable de la peur qui se transforme en un ‘sentiment’ a long
terme contribue a la construction de I'ethos du conteur. Ainsi, selon lui, la peur est ce
qui est « effroyable, atroce, décomposition de I'ame, spasme affreux de la pensée,
terreur fantastique, épouvantable horreur » (Maupassant, 2005, p. 43). Ce qui est décrit
ici n'est autre qu’une sensation en face de ce que nommerait Todorov « événement
fantastique », contrairement a I'’émotion ressentie par le commandant, mais mise a
terme par une équipe de secours. Il s'agit plutét d’'une agitation conclue n’ayant pas
eu de temps a se transformer en une sensation ou en un sentiment. Le conteur a donc
deux gains a la suite de cette discussion : d’'une part il contredit le commandant en
donnant une description adéquate de la peur, de l'autre, il construit un ethos plus
convaincant, supérieur a celui du commandant, c’'est-a-dire il assure sa légitimation
(de parole) qui est, selon Maingueneau et Charaudeau, « la position d’autorité qui
permet au sujet de prendre la parole » (Maingueneau et Charaudeau 2002, p. 339).
Maintenant il est Iégitime pour continuer son discours avec deux histoires distinctes
dont il se servira afin d'illustrer sa position envers 'émotion de la peur.

Premiére rencontre avec la peur : de I'émotion a la sensation
Nous avions précisé dans les chapitres précédents que le conteur distinguait les

notions de I'émotion, la sensation et le sentiment afin d’élaborer sa démarche de
construction d’un ethos crédible. Pour atteindre a son but, il se sert de deux anecdotes

2 E=énoncé
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-dont la deuxiéme est beaucoup plus longue et détaillée que la premiére- concernant
ses propres expériences subjectives par rapport a la peur.

La premiére anecdote narrée par le conteur se passe en Afrique, dans un désert a
perte de vue. Pendant un ouragan suivi du son de tambour, son compagnon tombe
du cheval et meurt. Le conteur introduit cette anecdote a l'aide d’'un argument de
généralisation abusive a propos des Orientaux pour lesquels la vie « ne compte pour
rien », autrement dit, elle est insignifiante. De plus, il révéle qu’ « en Orient, on peut
connaitre la panique, on ignore la peur » (Maupassant, 2005, p. 42). Il utilise la réaction
verbale des Arabes, « la mort est sur nous », suite au battement du tambour, pour
justifier son argument. Le conteur fait une description détaillée d'une scéne d'ouragan
apocalyptique :

Eh bien ! figurez-vous I'Océan lui-méme devenu sable au milieu d'un
ouragan ; imaginez une tempéte silencieuse de vagues immobiles en
poussiére jaune. Elles sont hautes comme des montagnes, ces vagues
inégales, différentes, soulevées tout a fait comme des flots déchainés,
mais plus grandes encore, et striées comme de la moire. Sur cette mer
furieuse, muette et sans mouvement, le dévorant soleil du sud verse sa
flamme implacable et directe. (Maupassant, 2005, p. 42)

Au cas ou nous comparions cette description a celle du commandant par rapport
a son accident marin, nous en déduisons que le conteur a subi aux conditions beaucoup
plus dures que celles du commandant. Les hautes vagues du désert semblent étre plus
violents que « la mer qui bat le navire ». Les couleurs jaunatres fournies par « sable »,
« poussiére jaune », « soleil » et « flamme » donnent l'impression que I'atmosphére
décrite est plus apocalyptique par rapport au décor bleuatre dont parlait le commandant.
Dans ce cas, il est évident que le conteur tente de faire une introduction forte et habile
pour son anecdote avec laquelle il vise a obtenir une supériorité discursive devant le
commandant. Ensuite, il parle d'un tambour qui « [bat] distinctement, tantét plus
vibrant, tantot affaibli, arrétant, puis reprenant son roulement fantastique » (Maupassant,
2005, p.42). Laspect inquiétant et fantastique du tambour peut étre considéré comme
un indice par rapport a I'’émotion a venir. Quant au mystére du tambour dont le son se
répand au désert juste avant cette mort, il est expliqué plus tard par le conteur : il s'agit
d’un mirage produit par des événements naturels. Cependant, le mystere persiste dans
I'anecdote puisque la prédiction faite par les Arabes n'a pas pu atteindre a une explication
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logique. Le conteur considére cet événement comme le moment ou il a compris « ce
que c’était que d’avoir peur » (Maupassant, 2005, p. 44). Mais selon lui, la peur est
quelque chose de supérieur a cela. Par-la, nous comprenons qu'il a expérimenté la peur
pour la premiére fois en tant qu'émotion dont les sensations sont nettement présentes
dans son corps, en précisant qu'il « sentait se glisser dans ses os la peur, la vraie peur,
la hideuse peur » (Maupassant, 2005, p. 44). Le fait que le conteur parle de ses os ou il
prétend sentir la peur semble étre une réponse physiologique en face d’une stimulation
extérieure. Par contre, le fait que la peur ne soit pas encore en état chronique chez lui
affirme que la peur n'est pas encore un véritable sentiment. C'est pourquoi il introduit
sa deuxieme anecdote grace a laquelleil a « su mieux encore une autre fois » (Maupassant,
2005, p. 44) la peur.

Deuxiéme rencontre avec la peur : de I'émotion au sentiment

Nous avions insisté sur la différence entre I'4motion et le sentiment en les distinguant
par rapport a leur stabilité : I'motion est une réaction momentanée tandis que le
sentiment se manifeste sous forme de I'émotion persistante tout au long d’une certaine
intervalle du temps.

Le conteur déclenche son discours en signalant le mal qui arrivera par le biais des
conditions météorologiques : « C’était I'hiver dernier, (...), la nuit vint deux heures plus
tot, tant le ciel était sombre » (Maupassant, 2005, p. 44). Ce seront les premiéres ‘traces
extérieures’de cette peur. Il introduit la peur qui arrive par des éléments naturels (« une
vo(te de sapins dont le vent déchainé tirait des hurlements », « des nuages en déroute,
des nuages éperdus qui semblaient fuir devant une épouvante » (Maupassant, 2005,
p.45) auxquels il associe le vent déroutant qui signifie, dans notre imaginaire collective,
la peur. Il appuie et certifie cet aspect imaginaire par ce que son guide lui dit : « Triste
temps ! » (Maupassant, 2005, p. 45). Les indices donnés par le conteur se poursuivent
; cette fois il s'appuie sur I'atmosphére dans laquelle une maison se trouve : dans
l'obscurité, « des cris aigus de femmes (leur) répondirent » (Maupassant, 2005, p. 45)
des que le guide heurte la porte. Déja, I'emploi du substantif du verbe ‘crier’ et la
construction passive de la phrase, thématisent et personnifient les « cris », ce qui nous
préparent pour une atmosphére inquiétante.

Quand ils entrent dans la maison du garde forestier, le conteur voit d’abord un
vieil homme « a l'ceil fou » (Maupassant, 2005, p. 45) tenant a la main un fusil chargé,
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puis les deux fils du vieillard qui « gardaient la porte » (Maupassant, 2005, p. 45), et
enfin il distingue « deux femmes a genoux, le visage caché contre le mur » (Maupassant,
2005, p. 45) qui ne sont autres que les épouses de ces fils. Il s'agit d’un tableau
horrifiant, mais également incompréhensible puisque la raison pour laquelle on
rencontre une telle situation est inconnue dans les circonstances décrites. Puis, le
conteur apprend que ce jour-la est le deuxiéme anniversaire d’'un meurtre commis
par le vieillard. Ce dernier croit que « I'autre année, il est revenu I'appeler » (Maupassant,
2005, p. 46) et il « I'attend encore ce soir » (Maupassant, 2005, p. 46) en se construisant
un ethos superstitieux. Le vieillard ajoute, au nom de la famille, qu’ « [ils] ne [sont]
pas tranquilles » (Maupassant, 2005, p. 46). Il est a noter que Iimage d’un vieillard
qui craint la résurrection d’'un homme mort crée un certain contraste en face de notre
conteur ayant un ethos assez crédible et brave. Ensuite, pendant le souper, le vieillard
entend des sons qui leur font réanimer la scéne d'accueil : les maris, les femmes et
le vieillard prennent leurs positions initiales malgré le conteur qui « parvient a calmer
a peu pres tout le monde en racontant des histoires » (Maupassant, 2005, p. 46). Ici,
nous voyons d'abord que I'ethos brave du conteur se fortifie de plus en plus, et ensuite
que la peur, nétant au début qu’une simple sensation causée par I'émotion elle-méme,
est maintenant un sentiment stable qui se manifestera a chaque anniversaire de ce
meurtre comme ils I'avaient éprouvé le jour méme du meurtre. Le réveil, le hurlement
et I'apparence hantée d'un chien qui dormait auparavant ainsi que le vocabulaire
indécis® adopté par le conteur impliquent ce qu'il arrivera. S'ajoutent les femmes a
cette séance d’hurlement chez qui le dosage de la sensation est au niveau extréme.
A ce moment-Ia, le conteur se met au premier plan par le biais de I'énoncé « Malgré
moi, un grand frisson me courut entre les épaules » (Maupassant, 2005, p. 47). La
valeur du connecteur ‘malgré’ mérite ici d’étre accentuée, de sorte qu'il contribue a
la construction de son ethos brave : la sensation de peur I'envahit méme en présence
de sa force physico-mentale et de son expérience. Les attitudes récentes du conteur
qui ne prenait pas cet état de délire au sérieux laissent leur place a la victoire de la
‘méme’ sensation chez lui.

Le reste de I'anecdote est consacré a la description détaillée de la sensation causée
par la vision qui les hante : le chien qui tourne, le paysan qui le jette dehors, la partie
ol un étre entre dans la maison et glisse sur les murs pendant des heures et le fusil
dont la balle tue par accident le chien. Cependant, le conteur finit son anecdote en
précisant ce que cette expérience a éveillé dans son esprit : « jaimerais mieux

3 ‘il se remit a hurler vers quelque chose d'invisible, d'inconnu, d'affreux (...)" (Maupassant, 2005, p. 46)
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recommencer toutes les heures ou j'ai affronté les plus terribles périls, que la seule
minute du coup de fusil sur la téte barbue du judas » (Maupassant, 2005, p. 48) Cette
volonté, bizarre, au premier regard, désigne la particularité et la puissance de la peur
en tant que ‘sentiment’ chez le conteur. En voulant I'¢prouver encore une fois, la peur
dépasse les limites de I'émotion, change d’aspect et de dimension pour devenir une
sensation constante, voire anxieuse. Dans ce cas, ‘la peur’dont parlait le commandant
au début du récit n'a rien a voir avec celle du conteur qui s'en sert pour construire un
ethos crédible et habile par le biais du processus de I'argumentation.

Constatations

Tout au long du récit, le conteur tente de prouver que « la peur » n'est pas simple
a éprouver : selon lui, elle ne peut étre causée ni par un accident marin, ni par une
aventure mortelle. Au contraire, elle a lieu dans les circonstances anormales,
mystérieuses, voire fantastiques. Tout en restant fidele auxdits arguments et en les
illustrant par deux anecdotes qu'il a déja vécues, le conteur construit un ethos habile
et brave quil'aide a augmenter sa crédibilité. Sur ce point, nous nous attacherons sur
quelques points concernant la motivation du conteur en adoptant sa démarche
argumentative.

D’abord, nous avions déja précisé que dans la nouvelle, parmi un groupe de « six
ou huit » (Maupassant, 2005, p. 41) les seuls qui parlaient étaient le commandant et
« [le] grand homme a figure br(lé » (Maupassant, 2005, p. 41) que nous avions appelé
le conteur. Le commandant, ayant un ethos préalable qui assure une crédibilité constante
grace a son statut militaire, introduit une anecdote assez breve, méme superficielle par
rapport ala peur qu'il prétend d'avoir ressenti. Contre le discours succinct du commandant,
le conteur introduit une démarche argumentative illustrée par deux anecdotes longues,
soignées, assez détaillées et dotées par une richesse du champ lexical de la subjectivité.
Nous en déduisons que I'ethos préalable du commandant n’est pas suffisant, a lui seul,
pour établir une supériorité discursive. Le discours du conteur qui « parl[e] pour la
premiere fois » (Maupassant, 2005, p. 41) I'emporte apparemment sur celui du
commandant puisque le commandant écoute presque sans interrompre le discours
du conteur. Ainsi, sa seule question « Pardon, Monsieur, mais ce tambour ? Qu'était-ce
?» (Maupassant, 2005, p. 42) montre qu'en effet, il finit par se trouver en état de curiosité
par rapport aux expériences du conteur. Il est a noter qu'il serait naturellement impossible
de vérifier siles anecdotes du conteur sont réellement vécues ou si elles sont imaginées

196 Litera Volume: 32, Number: 1, 2022



Turan, S.

pour l'occasion, mais nous insistons sur le fait que la validité I'emporte sur la vérité
quand il s'agit du territoire discursif. C'est pourquoi nous en déduisons que la victoire
de l'ethos du conteur est indéniablement visible dans la nouvelle.

Ensuite, nous avons déja insisté sur le fait que ladite victoire de l'ethos ne dépend
de I'honnéteté du conteur. Cependant la maniére dont le conteur argumente les
différentes formes de la peur le conduit inévitablement a sa triomphe discursive. Non
seulement ses exemples illustrant sa démarche sont pertinents, mais aussi ses propres
définitions de I'émotion, de la sensation et du sentiment sont conformes a la réalité
extradiscursive. Autrement dit, les définitions tirées de CNRTL évoquées dans les
chapitres précédents prennent place dans notre démarche afin que nous puissions les
comparer avec celles du conteur. Laspect momentané d'une émotion, le caractére
physiologique d'une sensation ainsi que la persistance d'un sentiment trouvent ses
représentations exactes -ou qui semblent étre exactes du point de vue sémantique,
voire scientifique- dans les anecdotes racontées par le conteur.

Enfin, du point de vue philosophique, il serait adéquat de se référer a René Descartes
dans son Discours de la Méthode (1995) qui distingue pour la premiere fois I'ame, associée
a la raison, et le corps, hébergeant les sentiments et les passions de I'étre humain
(Descartes, 1995, p.49). C'est la raison pour laquelle I'imaginaire collectif tend toujours
a opposer I'ame au corps, l'objectif au subjectif, la conscience a l'intuition ainsi que la
raison au sentiment. Cependant, I'argumentation, associée a la raison, n’exclut pas les
émotions sous prétexte quelles ne soient assez rationnelles. Tout au contraire, selon
les analystes du discours tels que Patrick Charaudeau,

Les émotions ne relévent pas seulement de la pulsion, de l'irrationnel et
de l'incontrélable, mais qu'elles ont aussi un caractére social. Elles seraient
le garant de la cohésion sociale, elles permettraient a I'individu de constituer
son sentiment d’appartenance a un groupe [...], elles représenteraient la
vitalité de la conscience collective. (Charaudeau, 2000, p. 2)

A partir d'une telle réflexion de Charaudeau ainsi que la démarche argumentative
dans La Peur de Maupassant, nous en déduisons que les émotions contribuent a
I'établissement d'un ethos encadré par une émotion particuliéere et donc deviennent
l'objet d'une démarche assez rationnelle.
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Conclusion

Concernant les conséquences de la démarche argumentative du conteur, nous
concluons notre travail en se rendant compte de la spécificité du texte littéraire quand
il s'agit des procédés argumentatifs.

Il est a noter que le récit se termine la ou le conteur finit sa narration. Autrement
dit, nous ne voyons ni la réaction du narrateur ni celle des autres membres du groupe
contre les deux anecdotes du conteur. Selon nous, le choix de finaliser la nouvelle qui
ne prend pas en considération l'opinion de notre narrateur intradiégétique-
hétérodiégétique a pour but de mettre sous la lumiére la peur argumentée par le
conteur qui fait, en effet, plus qu’argumenter : d'abord il forme une image habile et
brave de soi, puis il illustre son image créée afin de redéfinir la peur a sa maniere. Le
fait que la réaction finale de son interlocuteur ne figure pas a la fin du récit laisse
entendre que Maupassant veut que la réaction finale appartienne a son lecteur. A c6té
de l'ethos réussi du conteur et de sa force persuasive, il nous semble essentiel de
souligner que le conteur n'est pas seul dans sa démarche, mais que Maupassant lui
rejoint en persuadant son propre lecteur sur une émotion donnée et ses différents
aspects. Nous pensons qu'en tant qu’auteur de La Peur, Maupassant vise a nous transférer
essentiellement sa perception a lui par rapport a 'émotion de la peur. C'est pourquoi
a partir de I'ethos réussi du locuteur intratextuel, nous envisageons la peur en tant que
récepteur-lecteur extratextuel. Dans ce cas, vu qu'il s'agit d’un texte littéraire ayant une
certaine masse de lecteurs, nous oserons dire qu’au point ou I'ethos et I'argumentation
d’un personnage nous touchent en tant que lecteur, le récit devient un produit public
ayant un aspect affectif et emphatique. Finalement, au moment ol un personnage
(étre fictif intratextuel) touche ou persuade un lecteur (étre réel extratextuel) sur un
sujet donné, le discours littéraire sort du cadre de I'imaginaire pour créer une certaine
réalité ou la raison et la passion brisent les limites des raisonnements froids.
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RESUME

Ce travail vise a examiner certains phénomeénes énonciatifs et en tirer les
implications didactiques dans le cadre de leur traitement dans un manuel de FLE.
Nous tentons de soulever, plus particulierement, la question de transmission
des phénomeénes énonciatifs dans le cadre de I'expression d'une opinion au sein
d’une partie d’'un chapitre issu du manuel Edito B2. Pour ce faire, nous opérons
en fonction de certains phénomeénes, notamment les plans d'énonciation, les
marqueurs d'embrayage, les marqueurs de modalité, les marqueurs de prise en
charge énonciative et la polyphonie. Les phénoménes mentionnés nécessitent,
selon nous, la prise en compte des éléments suivants : plans embrayé/non embrayé,
indices de personne/dostension, modalités dénonciation/dénoncé et marqueurs de
point de vue polyphoniques. Ainsi ces éléments-la constituent-ils aussi notre grille
d’analyse dans la perspective méthodologique. Notre analyse de la liste d'énoncés
possibles proposés par le manuel pour I'expression d'une opinion aboutit aux
résultats suivants : premiérement, les pronoms personnels/adjectifs possessifs de
la 1%¢/2¢m personne, le pronom démonstratif ¢a et le présentatif clest assument
la fonction d'embrayage. Deuxiémement, les modalités dénonciation relévent de
I'assertion, de l'interrogation et de I'exclamation, tandis qu'il est possible de dégager
certains actes de parole spécifiques qui se rattachent a I'expression d’une opinion.
Troisiemement, concernant les modalités dénoncé, la subjectivité est assurée, au
niveau lexical, surtout a travers certains verbes d'opinion et adjectifs a construction
attributive. Derniérement, certains marqueurs de point de vue sous forme de locutions
prépositives semploient pour la prise en charge énonciative mais concourent
essentiellement a la polyphonie.

Mots-clés: Enonciation, marqueur, modalité, embrayage, didactique du FLE

ABSTRACT

This study aims to examine certain phenomena concerning enunciation and
draw from there the didactic implications in the scope of the exploitation of these
phenomena in a French as a Foreign Language course book. More specifically, we
attempt to raise the question about enunciative phenomena transmission related
to the expression of opinions within part of a chapter from the Edito B2 course
book. To enable this, we proceed in terms of phenomena such as enunciative
dimensions, shifting markers, modality markers, enunciative management markers

This work is licensed under Creative Commons Attribution-NonCommercial 4.0 International License m


https://orcid.org/0000-0003-3759-3359

Exploitation des phénomeénes énonciatifs dans un manuel de FLE : Exemple d’Edito

and polyphony. From our point of view, these phenomena require the consideration of the following elements: shifted/
non shifted levels, shifters of person/ostension, modalities of enunciation/utterance and polyphonic markers of point of view.
Methodologically, these elements thus constitute our analysis grid. The analysis of the list of utterances recommended by
the course book concerning the expression of opinions leads us to the following findings: Firstly, the 1/2"-person pronouns/
possessive adjectives, the demonstrative pronoun ¢a and the presentative cest undertake the shifting function. Secondly,
whereas the modalities of enunciation are related to assertion, interrogation, and exclamation, it is possible to identify certain
specific speech acts regarding the expression of opinion. Thirdly, with regard to the modalities of utterance, subjectivity is
ensured at the lexical level, especially through the use of certain opinion verbs and attributive adjectives. Lastly, while some
markers of point of view in the form of prepositional locutions are utilized for the management of enunciation, they essentially
contribute to polyphony.

Keywords: Enunciation, marker, modality, shifting, teaching of French as a foreign language

EXTENDED ABSTRACT

This study examines enunciative phenomena within discourse analysis and tries to
build ties between these phenomena and theirimplementation for didactic purposes
ina French language course book. The following question stems from the problematic:
Which didactic content is proposed by a more or less current French language course
book in order to convey information about enunciative phenomena to students?

In the light of the above-mentioned question, we review phenomena such as
enunciative dimensions, shifting markers, modality markers, enunciative management
markers and polyphony in the theoretical section of the study. These phenomena are
analyzed in terms of the following components: shifted/non shifted levels, shifters of
person/ostension, modalities of enunciation/utterance and polyphonic markers of point
of view.

As far as enunciation is concerned, we deal with the shifted level where the speaker
is subjectively engaged in the utterance, which constitutes in fact the starting point
of enunciation according to Benveniste (1966 & 1974). Hence, for this French linguist,
it is possible to retrieve linguistic traces or marks in an utterance, as the product of
enunciation: These linguistic marks are called shifters (see Jakobson, 1963).

Shifters are divided into two broad categories: shifters of person and shifters of
ostension. Shifters of person (see Sarfati, 2005; Charaudeau & Maingueneau, 2002, etc.)
concern, for the French language, the 15%/2"-person pronouns (e.g. je, tu, nous, vous),
the 15t/2"-person possessive pronouns (e.g. le mien/le nétre/le tien/le vétre and their
derivatives) and possessive adjectives (e.g. mon/ton/notre/votre and their derivatives),
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as these markers acquire a significance according to the speaker and the situation of
enunciation. It should also be noted that these markers are different from the 3-person
related lexical unities of the same grammatical categories which prove to be relevant
in terms of textual co-reference as part of cohesion. Shifters of ostension firstly consist
of lexical unities which mark spatiality and fall into different grammatical categories
such as demonstrative adjectives/pronouns (e.g. ce, ¢a, ceci, celui and their derivatives),
adverbial particles (e.g. —ciand -/a), adverbs/adverbial locutions (e.q. ici, la, la-bas, etc.)
and presentative constructions (e.g. cest, voici and voila). Secondly, they also mark time
through the use of adverbs/adverbial locutions (e.g. maintenant, hier, dans trois jours,
etc.) and the suffixes of present/past/future tenses serving to conjugate the root verb.

Modalities of enunciation (see Sarfati, 2005) refer to two phenomena: first of all, the
modality of an utterance (e.g. assertive, interrogative, imperative and exclamatory
modalities) and secondly, the speech act undertaken by an utterance (e.g. assertion,
demand, promise, order, suggestion, etc.). Nouns (e.g. un chauffard), adjectives (e.g.
bon), adverbs (e.g. franchement) and verbs (e.g. espérer) which present subjectivity are
categorized as part of the modalities of utterance.

Polyphonic markers of point of view (see Riegel et al., 2009) derive from enunciative
subjectivity but they also point to the presence of an actual or a virtual co-speaker
towards whom the speaker takes position enunciatively. For instance, a prepositional
locution such as selon moi indicates that the speaker enunciatively takes charge of the
utterance; however, it also refers to the implicit or explicit presence of another enunciative
position, hence the polyphonic aspect of such usage.

In the light of the above-mentioned enunciative phenomena, the analysis grid is
methodologically based on the following components: shifted/non shifted levels, shifters
of person/ostension, modalities of enunciation/utterance and polyphonic markers of point
ofview. In order to carry out the analysis, a part of a chapter (the topic of which being
the expression of opinion) in a French language course book (Edito for the B2 learning
level, Heu & Mabilat, 2015) was chosen.

First of all, the results show that shifting proves to be the starting point of
enunciation. In this regard, the 15t/2"%-person pronouns/possessive adjectives, the
demonstrative pronoun ¢a and the presentative cest especially function as shifters
of person/ostension.
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Secondly, it was found that speech acts may be considered as a rationale for
enunciation: We observed that the modalities of enunciation are related to assertion,
interrogation, and exclamation, while some specific speech acts concerning the
expression of opinion were identified (e.g. asking for an opinion, expressing certainty/
disagreement/possibility, agreeing with someone with reservations, sharing a point of
view, etc.).

Thirdly, the modalities of utterance operate as the lexical apparatus of subjectivity
within enunciation, i.e. some lexical unities are revealed to be the linguistic marks for
ensuring subjectivity, especially opinion verbs (e.g. Quen pensez-vous ? Il me semble
que..., ¢a ne fait aucun doute, etc.), attributive adjectives (e.g. Cest absurde/aberrant/
ridicule/délirant, je n'en suis pas si sdr(e), etc.) and opinion adverbs (e.g. certes, effectivement,
probablement, etc.).

Lastly, while some markers of point of view (e.g. d ma connaissance, d’aprés moi, etc.)

in the form of prepositional locutions are used for the management of enunciation,
they essentially contribute to the polyphony.
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Introduction

Ce présent travail se propose d’examiner les phénoménes énonciatifs dans le cadre
de I'analyse du discours et de tisser ainsi les liens pertinents entre ces phénomeénes et
leur mise en place a des visées didactiques dans un manuel de frangais langue étrangére
(désormais FLE).

Plus spécifiquement, nous tenterons de soumettre a la réflexion l'exploitation des
phénomeénes énonciatifs au niveau didactique dans un manuel de FLE. Il ressort de
cette problématique la question suivante : Quel contenu didactique est-il proposé dans
un manuel plus ou moins actuel de FLE pour faire acquérir les phénoménes énonciatifs aux
apprenants ?

1. Bref apercu sur les notions de discours et d’énonciation

[l est largement admis que le déclin du structuralisme saussurien et I'épanouissement
des courants pragmatiques ont donné lieu a la prolifération des études dans le
domaine d’analyse du discours (cf. Charaudeau & Maingueneau, 2002, p. 185). En
tant qu'objet détude de I'analyse du discours, le discours reléve de I'usage réel de la
langue; autrement dit, un locuteur/scripteur pourvu de la faculté de langage utilise/
manipule une langue naturelle dans une situation de communication réelle suivant
une intention de communication et des normes/conventions sociales établies dans
le flot de I'histoire.

Ainsi, comme entité hétérogéne, le discours puise-t-il ses concepts a une diversité
de disciplines, si bien qu'il se plie a une vaste variété d'acceptions, dont nous ne
retiendrons ici que quelques-unes tout en nous référant a Sarfati (2005, pp. 13-14) :

- le langage mis en action, la langue assumée par le sujet parlant.
Equivalent de « parole », le mot discours s'applique ici aux réalisations
écrites ou orales de la langue. Par opposition a la « langue » [...], le
discours en constitue I'actualisation, a travers la diversité des usages;

- touténoncé supérieur a la phrase, considéré du point de vue des régles
d'enchainement des suites de phrases. [...];

- au sens de Benveniste, le discours désigne tout d’abord l'instance
d’énonciation (le « moi-ici-maintenant » du sujet parlant). Dans un sens
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restreint, spécialisé, discours désigne tout énoncé envisagé dans sa
dimension interactive. Discours s'oppose ici a récit. Dans le récit, tout
se passe comme si aucun sujet ne parlait, les événements semblent
se raconter d'eux-mémes ; le discours se caractérise, au contraire, par
une énonciation supposant un locuteur et un auditeur, et par la volonté
du locuteur d'influencer son interlocuteur [...];

- de maniere plus spécifique, le mot discours désigne la conversation.
[...];

- au sens de Maingueneau, le discours est un systéme de contraintes
qui régissent la production d’'un ensemble illimité d'énoncés a partir
d’une certaine position sociale ou idéologique (par exemple, le discours
« féministe »).

Lors de la considération des définitions énumérées ci-dessus, il s'avere qu'on se
heurte a une variété de champs d'étude du discours, respectivement la théorie des
actes de langage, la grammaire de texte, la théorie dénonciation, I'analyse
conversationnelle et 'approche idéologique. De surcroit, on se rend compte que le
discours est donc susceptible de se préter a une immense gamme d’analyses :

Autant dire qu'en faisant varier tel ou tel parameétre, on peut construire
une infinité d'objets d'analyse. En fait, il faudrait plutét se demander de
quoi il pourrait bien ne pas y avoir « discours » : non seulement les énoncés,
mais aussi les analyses de ces énoncés, et ainsi ad libitum, offrent la
possibilité de découper un ensemble illimité de terrains d'investigation.
(Maingueneau, 1987, p. 11)

Certes, toute activité langagiére implique obligatoirement la mise en place du
discours; néanmoins, en vue de nous focaliser aux éléments discursifs les plus saillants
dans le cadre didactique qui nous préoccupe, nous restreindrons nos analyses aux
seuls phénomeénes en relation avec I'énonciation.

En l'occurrence, il convient de rendre compte de la relation qu'entretiennent le
discours et I'’énonciation. Chez Benveniste surtout, le discours se rapproche de
I'4nonciation (cf. Charaudeau & Maingueneau, 2002, p. 186), vu qu'il est considéré
comme « la langue en tant qu’assumée par I’'homme qui parle, et dans la condition
d'intersubjectivité, qui seule rend la communication linguistique » (Benveniste, 1966,
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p. 266). Dans cette optique, de la méme facon que I'énonciation réclame I'implication
subjective du locuteur, « [l]e discours est pris en charge par un sujet » :

Le discours n'est discours que s'il est rapporté a un sujet, un JE, qui a la
fois se pose comme source des repérages personnels, temporels, spatiaux
[...]etindique quelle attitude il adopte a I'égard de ce qu'il dit et de son
co-énonciateur (phénomeéne de « modalisation »). Il indique en particulier
qui est le responsable de ce qu'il dit : un énoncé trés élémentaire comme
« Il pleut » est posé comme vrai par I'’énonciateur, qui se donne pour son
responsable, le garant de sa vérité. Mais cet énonciateur aurait pu moduler
son degré d’adhésion (« Peut-étre qu'il pleut »), en attribuer la responsabilité
a quelqu’un d'autre (« Selon Paul, il pleut »), commenter sa propre parole
(« Franchement, il pleut »), etc. (Maingueneau, 2007, pp. 32-33)

Néanmoins, méme si les phénomenes issus de I'énonciation jouent un réle capital
dans l'analyse du discours, ils sont partagés en effet entre deux conceptions bien
distinctes suivant le positionnement extralinguistique (ou discursif) ou linguistique
auquel on adhére:

Siloninsiste sur €nonciation comme évenement dans un type de contexte,
qu'on l'appréhende dans la multiplicité de ses dimensions sociales et
psychologiques, on opére plutét du coté du discours. Mais I'énonciation
peut aussi étre envisagée dans un cadre strictement linguistique comme
un ensemble d'opérations constitutives d'un énoncé [...]. (Charaudeau
& Maingueneau, 2002, p. 229)

Cela émane du fait que le discours est en soi un phénomene a double facette : d'une
part, il réfere aux stratégies et aux conditions sociales de la production d'une langue
(comme situation de communication, intention de communication, normes sociales,
réalités sociohistoriques, genres discursifs sociohistoriquement déterminés, etc.), et
d’autre part, il releve du produit méme de I’énonciation qui présente des « marques ou
traces énonciatives » en tant qu'« unités linguistiques qui indiquent le renvoi de Iénoncé
a son énonciation » (Charaudeau & Maingueneau, 2002, p. 230). Dans cette perspective,
étant donné que ce travail ne se veut pas exhaustif dans le cadre des phénomeénes
discursifs, nous tenons plutot a nous focaliser sur certains procédés linguistiques se
manifestant au niveau énonciatif (et donc discursif dans une certaine mesure).
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2. Phénomeénes linguistiques liés a I'énonciation

Selon Charaudeau et Maingueneau (2002), bien que le terme énonciation soit un
terme qui remonte aux temps anciens dans le cadre de la philosophie, c’est grace aux
travaux de Charles Bally (pendant les années 1930) qu'il est étudié régulierement et
systématiquement en linguistique. En tant que courant pragmatique, la théorie
dénonciation s'adosse surtout sur les travaux d’Emile Benveniste, ou le terme énonciation
est défini comme « la mise en fonctionnement de la langue par un acte individuel
d'utilisation » (Benveniste, 1974, p. 80), alors qu'on entend par discours « toute énonciation
supposant un locuteur et un auditeur, et chez le premier 'intention d'influencer 'autre
en quelque maniére » (Benveniste, 1966, p. 242). Par l'acte d'énonciation, on produit
donc des énoncés' qui en attestent les marques/indices linguistiques. Néanmoins, il
convient de rappeler encore une fois que le terme discours équivaut plus ou moins a
I'¢nonciation (autrement dit, a la mise en discours) suivant la conception benvenistienne
(cf. Charaudeau & Maingueneau, 2002, p. 186).

En conséquence, la théorie énonciative privilégie a la fois les phénomeénes (ou
conditions) extralinguistiques? de la production des énoncés et les marques ou indices
linguistiques qui en témoignent par la réalisation d’énoncés ; ce qui permet ensemble
au locuteur « de s'approprier la langue » (Benveniste, 1966, p. 262) :

Avant I'énonciation, la langue n'est que la possibilité de la langue. Aprées
I'4nonciation, la langue est effectuée en une instance de discours, qui
émane d’un locuteur, forme sonore qui atteint un auditeur et qui suscite

1 Lanotion d’'énoncé est le plus souvent prise dans une multitude d’acceptions. Lénoncé est largement admis
comme « le produit a l'acte de production » ; autrement dit, il désigne « la trace verbale » de I’énonciation, ou
« la taille de I¥noncé n'a aucune importance : il peut s'agir de quelques mots ou d'un livre entier »
(Maingueneau, 2007, pp. 33-34). Ainsi, I'énoncé peut étre concu comme un ensemble de phrases (de
longueur variable) qui se succédent entre deux pauses silencieuses (cf. Eluerd, 2012) ; en cela, il est
susceptible d'équivaloir méme a la notion de texte comme « une séquence verbale qui forme une unité de
communication compleéte relevant d’'un genre de discours déterminé » (Maingueneau, 2007, p. 34). Pourtant,
certains linguistes le définissent, d'une maniere plus restreinte, comme « une suite douée de sens et
syntaxiquement compléte » dans le cadre d'une « phrase inscrite dans un contexte particulier » (en tant que
«'unité élémentaire de la communication verbale », Maingueneau, 2007, pp. 34-35). C'est dans ce sens que
nous préférons utiliser le terme énoncé.

2 Ces phénomeénes sont surtout liés au plan socio-communicatif du langage comme par exemple l'opposition
énonciateur/co-énonciateur, la situation de communication (contexte social/individuel), les rapports
psychosociaux entre les interlocuteurs, lintention de communication (visée communicative de
I’énonciateur), le theme/topique du discours, les savoirs partagés entre I'énonciateur et son allocutaire sous
forme de référenciation, etc.
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une autre énonciation en retour. En tant que réalisation individuelle,
I'énonciation peut se définir, par rapport a la langue, comme un proces
d‘appropriation. Le locuteur s'approprie 'appareil formel de la langue et
il énonce sa position de locuteur par des indices spécifiques, d'une part,
et au moyen de procédés accessoires, de I'autre. (Benveniste, 1974, pp.
81-82)

A la lumiére de ce que nous venons de mentionner, nous nous préoccupons de
préférence, dans le cadre de ce travail, des phénoménes linguistiques ou des « repérages
énonciatifs » (cf. Adam, 2011, p. 34) qui constituent essentiellement ce qu'appelle
Benveniste (1974) « appareil formel de I'énonciation » (p. 79) ; c’est-a-dire I'ensemble
des dispositifs par lequel le locuteur devient capable de référer a la réalité extralinguistique
et de s'inscrire/s'impliquer subjectivement comme sujet-énonciateur pour pouvoir
communiquer un message suivant le contexte : distinction discours-histoire, marqueurs
dembrayage, marqueurs de modalité, marqueurs de prise en charge énonciative et
polyphonie.

2.1. Distinction discours-histoire

Avant de débattre des indices d'énonciation, il convient de mettre en relief la
distinction a laquelle procéde Benveniste (1966) entre « discours » et « histoire » (ou
récit) qui forment les deux « plans d’énonciation » (p. 238). Alors qu'il ne s'agit d'« aucune
intervention du locuteur dans le récit » (Benveniste, 1966, p. 239), du c6té du discours,
« quelqu’un s'adresse a quelqu’un, s'’énonce comme locuteur et organise ce qu'il dit
dans la catégorie de la personne » (Benveniste, 1966, p. 242). Autrement dit, « tout texte
comportant des shifters?, c'est-a-dire des éléments de mise en relation avec l'instance
d'énonciation » renvoie au discours, tandis que « tout texte sans shifters » s'appelle
histoire (Simonin-Grumbach, 1975, p. 87).

Selon Benveniste (1966), le discours privilégie I'emploi du présent, de la premiere
et de la deuxieme personne, alors que I'histoire met en relief 'emploi du passé simple
et dela troisiéme personne. Pour pallier les insuffisances qui proviendraient par exemple
de la combinaison de certaines formes verbales et personnelles dans n‘importe quel
texte (comme par exemple la combinaison de la troisieme personne avec le présent

3 Rappelons en l'occurrence que Nicolas Ruwet traduit ce terme de I'anglais en frangais comme « embrayeurs »
dans les Essais de linguistique générale de Jakobson (1963/2003, p. 176).
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de l'indicatif, le présent de narration dans un récit, le présent de vérité générale, le récit
au passé composé, l'insertion de l'acte d’énonciation dans un texte narratif, etc.),
Simonin-Grumbach (1975) recourt a une nouvelle formulation :

Il faudrait donc, sans doute, reformuler I'hypothése de Benveniste en des
termes un peu différents, et je proposerai d’appeler « discours » les textes
ou il y a repérage par rapport a la situation dénonciation (= Sit €), et
« histoire », les textes ou le repérage n'est pas effectué par rapporta Sit €
mais par rapport au texte lui-méme. Dans ce dernier cas, je parlerai de
« situation d'énoncé » (= Sit E). Il ne s'agit donc plus de la présence ou de
I'absence des shifters en surface, mais du fait que les déterminations
renvoient a la situation d’énonciation (extra-linguistique) dans un cas,
alors que, dans l'autre, elles renvoient au texte lui-méme. (p. 87)

Bien entendu, c’est une reformulation quelque peu modifiée de l'opposition
benvenistienne ; néanmoins, elle ne fait pas preuve d’exhaustivité ou de rigueur
nécessaire pour rendre compte de différentes possibilités textuelles et communicatives.
Ainsi, comme le précisent Charaudeau et Maingueneau (2002), « il existe des énoncés
qui ne sont pas narratifs et qui sont dépourvus d'embrayage (par exemple une définition
de dictionnaire ou un proverbe) » (p. 211). Inversement, des séquences munies
d’embrayeurs et donc ancrées dans la situation d’énonciation peuvent bien précéder
celles sans embrayeurs dans un méme texte oral ou écrit (dans une conversation
informelle ainsi que dans un roman par exemple). Dans cette perspective, tout énoncé
releverait donc plus ou moins du discours au sens plus large. Parlant dans une perspective
terminologique, il nous semble finalement plus propice de discerner le « plan embrayé »
de celui « non embrayé » a l'instar de Maingueneau (2007) :

La grande majorité des énoncés comporte des embrayeurs ; ils sont donc
en relation avec leur situation d'énonciation : on parle alors d’énoncé
embrayé.[...] On peut également produire un énoncé qui soit dépourvu
d’embrayeurs, qui se présente comme coupé de la situation d'énonciation ;
on parle alors d'énoncé non embrayé. (pp. 90-91)

Par conséquent, ces deux plans qui simbriquent le plus souvent dans un texte

peuvent étre pris comme point de repére en vue d’engager la discussion a propos
d'éléments plus concretement linguistiques a travers lesquels le locuteur prend en
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charge son énoncé en s'y impliquant d’'une maniére subjective. Dans ce cas-la, on a
plutét affaire aux marqueurs dembrayage et aux marqueurs de modalité.

2.2. Marqueurs d’embrayage

Lorsque Benveniste met en ceuvre son chapitre intitulé « De la subjectivité dans
le langage » au sein des Problémes de linguistique générale I, il fait I'observation
suivante:

A quoi donc je se référe-t-il ? A quelque chose de trés singulier, qui est
exclusivement linguistique : je se réfere a I'acte de discours individuel ou
il est prononcé, et il en désigne le locuteur. C’est un terme qui ne peut
étre identifié que dans ce que nous avons appelé ailleurs une instance de
discours, et qui n'a de référence qu’actuelle. La réalité a laquelle il renvoie
est la réalité du discours. C'est dans l'instance de discours ou je désigne
le locuteur que celui-ci s'énonce comme « sujet ».[...] Le langage est ainsi
organisé qu'il permet a chaque locuteur de s‘approprier la langue entiere
en se désignant comme je. Les pronoms personnels sont le premier point
d’appui pour cette mise au jour de la subjectivité dans le langage. De ces
pronoms dépendent a leur tour d’autres classes de pronoms, qui partagent
le méme statut. Ce sont les indicateurs de la deixis, démonstratifs, adverbes,
adjectifs, qui organisent les relations spatiales et temporelles autour du
« sujet » pris comme repere : « ceci, ici, maintenant », et leurs nombreuses
corrélations « cela, hier, I'an dernier, demain », etc. lls ont en commun ce
trait de se définir seulement par rapport a l'instance de discours ou ils
sont produits, c'est-a-dire sous la dépendance du je qui s’y énonce.
(Benveniste, 1966, pp. 261-262)

A partir de ce constat, il s'avére que « tout code linguistique contient une classe
spéciale d'unités grammaticales qu'on peut appeler les embrayeurs : la signification
générale d’'un embrayeur ne peut étre définie en dehors d'une référence au message »
(Jakobson, 1963, p. 178). Autrement dit, les embrayeurs constituent, avec les marqueurs
de modalité, I'une des « catégories d'indices » (Sarfati, 2005, pp. 20-22) ; ce qui permet
l'opération dénommeée « embrayage sur la situation d'énonciation » (Charaudeau &
Maingueneau, 2002, p. 211).
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Ceci dit, les marqueurs d'embrayage forment une catégorie de mots ou « tout un
matériel linguistique » qui « organise I'expression de la subjectivité linguistique » (Sarfati,
2005, p. 20), si bien que le « repérage par I'’énonciation » nécessite la prise en compte
des « marques linguistiques a travers lesquelles se manifeste I'énonciation » :

Un énoncé ne se pose pas dans I'absolu ; il doit étre situé par rapport a
quelque chose. Or le langage humain a pour caractéristique que les
énoncés prennent pour point de repere I'événement énonciatif méme dont
ils sont le produit. Ce ne sont pas toutes les caractéristiques de cet
événement qui sont prises en compte, mais celles qui définissent la
situation d’énonciation linguistique : énonciateur et co-énonciateur,
moment et lieu de cette énonciation. (Maingueneau, 2007, p. 83)

Tout en considérant le cas du francais, les embrayeurs recouvrent (cf. Charaudeau
& Maingueneau, 2002, p. 212 ; Sarfati, 2005, pp. 20-22 ; Maingueneau, 2007, pp. 85-86) :

les « indices de personnes » je et tu, « comme les véritables personnes de
I'¢nonciation » qui sont opposés a il et on en tant qu'« authentiques pronoms
puisqu’ils assument une fonction de représentants » ; ce qui revient a dire
que l'on peut procéder a une distinction claire « entre le régime de la personne
et celui de la non-personne (en tant que personne absente de I'espace de
I'interlocution) » (Sarfati, 2005, p. 21). En bref, les indices de personne
recouvrent les pronoms personnels de la premiere et de la deuxieme
personne et les possessifs qui y correspondent ; en d'autres termes ;
= |es déterminants/adjectifs possessifs mon-ton et notre-votre ainsi
que leurs variantes au féminin et au pluriel,
= |es pronoms possessifs le mien-le tien et le nétre-le vétre ainsi que
leurs variantes au féminin et au pluriel.
les «indices d'ostension » (dénommeés aussi « indices de monstration » ou
« indices spatio-temporels ») qui s'organisent autour des adverbes ici et
maintenant ressortissent a des parties du discours différentes comme;
= |es « déictiques spatiaux »* ou l'on inclut ;

4 En l'occurrence, il convient de souligner la confusion terminologique a laquelle préte l'usage du terme
déictique, vu qu'en partant des recherches de Benveniste, certains linguistes I'utilisent comme synonyme
d'embrayeurs, ol le mot déictique renvoie aux indices de personne et a ceux dostension a la fois. Or,
I'appellation déictique est censée désigner, pour d'autres linguistes, les indices spatio-temporels uniquement
(voire les indices spatiaux pour certains chercheurs) et c’est dans cette conception restreinte du terme que le
mot est utilisé dans ce travail (pour une discussion plus élaborée a ce propos cf. Sarfati, 2005, p. 22).
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i. lesadjectifs démonstratifs (ce et ses variantes) et les pronoms
démonstratifs (ceci, cela, ce, ¢a, celui-ci et leurs variantes),

ii. les particules adverbiales —ci et -/a,

iii. les adverbes et locutions adverbiales (servant a exprimer la
proximité, I'éloignement ou toute sorte de positionnement
par rapport a I'endroit ou se trouve le locuteur) comme ici,
la, la-bas, en haut, en bas, a droite, a gauche, etc.,

iv. les présentatifs cest, voici et voila.

= |es « déictiques temporels » ol 'on prend comme point de repére
énonciatif I'adverbe maintenant autour duquel s'organisent divers
éléments linguistiques ;

i. «les marques de présent, passé et futur » qui s‘ajoutent au

radical des verbes,

« les mots ou groupes de mots a valeur temporelle » qui
expriment une simultanéité, une antériorité ou une situation
future par rapport au moment de I'’énonciation ; ce sont des
adverbes et des locutions adverbiales comme par
exemple maintenant, actuellement, en ce moment, hier,

aujourd’hui, naguéere, jadis, récemment, il y a trois jours, dans
trois jours, plus tard, bientét, etc.®

Avant d’engager la discussion sur les marqueurs de modalité, nous tenons a mentionner
l'opposition figurant entre les déictiques et I'anaphore. Comme le précisent Charaudeau
et Mainguenenau (2002), dans la conception traditionnelle de cette opposition, si le
référent « se trouve dans le texte, il y a relation anaphorique, si ce référent est situé dans
la situation de communication immédiate (faisant intervenir les interlocuteurs, le moment
de I’énonciation ou des objets perceptibles), il y a référence déictique » (p. 159). En effet,
cette distinction fait écho premiérement a celle de Simonin-Grumbach (1975) entre la
situation d'énonciation et la situation d'énoncé. Deuxieémement, « un certain nombre
d’'unités linguistiques peuvent étre utilisées aussi bien pour le repérage énonciatif que
pour le repérage cotextuel » (Maingueneau, 2007, p. 89). Par exemple, dans Paul est venu,
cegareon..., il s'agit du repérage cotextuel (qui concerne plutét le domaine de grammaire
textuelle dans le cadre de la cohésion textuelle) car l'identification du référent de ce
gargon est effectuée suivant I'environnement linguistique antérieur dans la continuité

5 Selon Sarfati (2005, p. 22), les déictiques temporels comprendraient également les articles définis qui
renvoient a un référent relevant de la temporalité et déterminé par le contexte, comme dans le cas de le
mois, 'année prochaine, etc. Pourtant, c'est le groupe nominal entier qui témoigne de la temporalité de
notre point de vue.
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textuelle ; ce repérage cotextuel reléve donc, pour cet exemple, d'une «anaphore infidéle »
qui consiste en « une reprise avec changements lexicaux » (Riegel et al., 2009, p. 1038).
Pourtant, dans le cas de Ce garcon est..., il y a le repérage par rapport a la situation
d'énonciation (il se peut que le locuteur accompagne sa parole d'un geste déictique qui
est pointé vers quelqu’un présent dans l'espace physique).

2.3. Marqueurs de modalité
Dans un énoncé, on peut distinguer deux « parties » selon Bally :

[L]'une est le corrélatif du procés qui constitue la représentation [...];
nous l'appellerons[...] le dictum. L'autre contient la piéce maitresse de la
phrase, celle sans laquelle il n'y a pas de phrase, a savoir I'expression de
la modalité, corrélative a I'opération du sujet pensant. La modalité a pour
expression logique et analytique un verbe modal [...], et son sujet, le sujet
modal ; tous deux constituent le modus, complémentaire du dictum. La
modalité est I'ame de la phrase ; de méme que la pensée, elle est constituée
essentiellement par 'opération active du sujet parlant. (1944, p. 36)

Plus précisément, le dictum met en relief le contenu d’'un énoncé (la représentation
d’une chose/d’un fait ou la transmission d’'une information grosso modo), tandis que
le modus reléve plutot de « I'attitude du sujet parlant a I'égard de ce contenu »
(Charaudeau & Maingueneau, 2002, p. 385), ou « [I]a présence des termes modalisants
modifie le dictum de I'énoncé et le transforme en modus » (Bliylikgiizel, 2011, p. 132),
comme c'est le cas de 'usage des verbes modaux devoir, pouvoir, croire, vouloir, etc. ou
des adverbes strement, franchement, évidemment, etc., qui témoignent de l'implication
ou de la prise de position du locuteur vis-a-vis de son énoncé.

Dans la perspective mise au point ci-dessus, les marqueurs de modalité ou de
modalisation® « indiquent I'attitude de I'énonciateur a I'égard de son énoncé ; ou de

6 Il faut signaler toutefois que Blytikguizel (2011, p. 134) procéde a une distinction entre la modalisation et la
modalité, ol le premier terme renvoie au « processus de réaction a I'égard de I'énoncé » chez le locuteur et le
deuxiéme au « résultat qui implique les traces de ce processus, tout comme dans le rapport entre
I'énonciation (processus) et I'énoncé (résultat, produit) ». En d'autres termes, la modalisation reléve du
processus d'énonciation en paralléle avec la production discursive, alors que la modalité en constitue les
traces linguistiques au niveau d'énoncé. Blytikguzel (2011, p. 134) parle également des « modalisateurs »
en tant que « marqueurs par lesquels I'énonciateur affiche son attitude face a son énoncé, a son
interlocuteur et a la situation d'énonciation ». Pour ne pas préter a des confusions qui émaneraient de
différents choix terminologiques se manifestant chez divers linguistes et pour ainsi opérer plus simplement,
nous avons opté pour l'usage des termes modalité/marques/marqueurs au sein de cette étude.
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son co-énonciateur » : « Le fait que tout énoncé ait une valeur modale, qu'il soit modalisé
par son énonciateur, montre que la parole ne peut représenter le monde que si
I'’énonciateur, directement ou non, marque sa présence a travers ce qu’il dit »
(Maingueneau, 2007, p. 85). Par ailleurs, les marqueurs de modalité rassemblent
simultanément des phénoménes extralinguistiques et linguistiques, et peuvent étre
soumis donc a la réflexion en deux dimensions qui interagissent constamment selon
Meunier :

Modalité d’énonciation : se rapporte au sujet parlant (ou écrivant). Elle
intervient obligatoirement et donne une fois pour toutes a une phrase sa
forme déclarative, interrogative ou impérative. [Elle] caractérise la forme
de la communication entre Locuteur et Auditeur.

Modalité d’énoncé : se rapporte au sujet de I'’énoncé, éventuellement
confondu au sujet de I'’énonciation. Ses réalisations linguistiques sont tres
diverses de méme que les contenus sémantiques et logiques qu'on peut
lui reconnaitre [...]. (1974, pp. 13-14)

Les modalités d'énonciation réferent donc « aux moyens par lesquels le locuteur
implique ou détermine l'attitude de I'allocutaire a partir de sa propre énonciation »
(Sarfati, 2005, p. 23). Dans cette perspective, a c6té des modalités de phrase comme
par exemple la déclaration (assertion), I'interrogation, I'injonction et I'exclamation qui
entrent en vigueur, elles vont de pair surtout avec les actes de parole (cf. Austin,
1962/1970) ; autrement dit, a part les « constatifs » (phrases « qui décrivent le réel en
termes de vérité ou de fausseté »), la langue témoigne aussi d'un autre type de phrases
qui « cherchent a agir sur I'état du monde, a le modifier »” : « Les performatifs servent
a accomplir des actes, des actes ‘institutionnels; c’est-a-dire qui n’existent que
relativement a une institution humaine et qui font référence a une convention
humaine » (Bracops, 2010, p. 35). Plus spécifiquement, lorsque le locuteur parle, il
entreprend par le langage trois actes simultanément selon Austin (1962/1970) :
locutionnaire, illocutionnaire et perlocutionnaire. La production d’'un énoncé aux niveaux
phonétique, syntaxique et sémantique (c'est-a-dire un énoncé formé des sons, construit
conformément a une organisation syntaxique et pourvu d’une signification) reléve
d’un « acte locutionnaire » ; pourtant, cet acte primaire ne constitue en effet qu'un
« objet abstrait qu'il est nécessaire d'articuler sur une énonciation » :

7  En effet, comme le précise Maingueneau (2007), « [I]e discours est une forme d’action » (p. 31).

Litera Volume: 32, Number: 1, 2022 215



Exploitation des phénomeénes énonciatifs dans un manuel de FLE : Exemple d’Edito

L'acte «illocutionnaire » intervient alors comme I'acte d’énonciation qui
prend en considération les relations entre le locuteur et le(s) allocutaire(s) :
telle phrase peut constituer une promesse, une menace, un conseil, etc.
Austin parle [...] de « forces illocutionnaires » ; ces « forces » n'ont de
valeur qu‘a l'intérieur de conventions définies. Mais ce n'est pas tout :
I'acte « perlocutionnaire » renvoie a l'effet produit par l'illocution, ainsi
telle question du locuteur peut servir a embarrasser un adversaire, ou
a lui permettre de s'intégrer a une discussion, etc. (Maingueneau, 1976,
p. 130)

Ainsi l'assertion, la promesse, le conseil, la requéte, I'ordre, etc. illustrent-ils quelques-
uns des actes de parole qui créent un effet psychologique et/ou actionnel chez
I'allocutaire.

A la lumiére de ce que nous venons de mentionner ci-dessus, les modalités
d'énonciation disposent, de but en blanc, d’'une double importance en didactique des
LE : elles coincident tout d’abord avec les « types de phrases » plus ou moins canoniques
comme la phrase déclarative, interrogative, exclamative et impérative s'inscrivant
chacune a un acte de parole (selon l'intention du locuteur) et ayant une forme affirmative
ou négative (Delatour et al., 2004, p. 10). Deuxiemement, par I'intermédiaire des modalités
dénonciation, la théorie d'énonciation se rapproche a la théorie des actes de langage
(cf. Austin, 1962/1970) qui se révéle pertinente dans la perspective didactique, de notre
point de vue, au sein de la « compétence fonctionnelle », qui forme, en collaboration
avec la compétence discursive, la compétence pragmatique dans le Cadre européen
commun de référence :

Cette composante recouvre l'utilisation du discours oral et des textes
écrits en termes de communication a des fins fonctionnelles particuliéres.
[...]Les micro-fonctions sont des catégories servant a définir |'utilisation
fonctionnelle dénoncés simples (généralement courts), habituellement
lors d'une intervention dans une interaction. [...] Les macro-fonctions
sont des catégories servant a définir |'utilisation fonctionnelle du discours
oral ou du texte écrit qui consistent en une suite (parfois importante) de
phrases. (Conseil de I'Europe, 2005, p. 98)

Les macro-fonctions relévent des séquences textuelles (types de texte a l'oral ou a
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I'écrit) a une échelle plus globale, telles qu'elles sont définies par Adam (2011), comme
par exemple la narration, la description, I'argumentation, etc., alors que les micro-
fonctions correspondent aux fonctions langagiéres plus spécifiques qui équivalent
plus ou moins a un acte de parole bien déterminé (se présenter, parler de son entourage,
demander I'adresse a quelqu’un, etc.). Par conséquent, les actes de parole acquiérent
une signification a travers les fonctions langagiéres (figurant dans les manuels de FLE
par exemple).

La prise en charge des énoncés témoigne tout d’abord d’une subjectivité au niveau
actionnel et communicatif chez le locuteur ; il s'en suit que la subjectivité dont il est
question ici s'exprime de « tous les moyens linguistiques par lesquels le locuteur
manifeste une attitude par rapport a ce qu'il dit » et c'est ainsi qu'on parle des modalités
dénoncé portant les traces linguistiques de I4nonciation (Sarfati, 2005, pp. 23-26) et
incluant :

- les « substantifs subjectifs » a valeur méliorative ou péjorative comme
par exemple un chauffard, un cossard, etc.,

- les « adjectifs subjectifs » formés de la classe des qualificatifs comme
par exemple dréle, important, bon, utile, agagant, etc.,

- certains verbes (ou locutions verbales) qui servent d'évaluation
subjective ou d'apport de jugement comme par exemple espérer,
souhaiter, considérer, estimer, trouver que, avoir l'impression que, etc.,

- les « adverbes modalisateurs d'énoncés » comme par exemple
heureusement, sirement, franchement, vraisemblablement, etc.

Derniérement, les modes verbaux comme le conditionnel et le subjonctif peuvent
étre classés comme des modalités d'énoncé en vue d’exprimer une hypothése ou une
incertitude comme dans le cas de On croirait/voudrait/pourrait/devrait/dirait que ... par
exemple.

En fin de compte, pour ce qui concerne a la fois les modalités d'énonciation et celles
d'énoncé, Charaudeau et Maingueneau (2002) y incluent aussi d'autres phénomeénes
linguistiques/paralinguistiques comme par exemple l'interjection, l'intonation, la
thématisation/la focalisation, etc., qui reposent sur la prise en charge énonciative mais
qui ne seront pas traités dans le cadre de cette étude.
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2.4. Marqueurs de prise en charge énonciative

De notre point de vue, les marqueurs de prise en charge énonciative, ou la théorie
énonciative va de pair parfois avec la grammaire textuelle, prennent part dans les
modalités d'énoncé mais méritent un traitement a part en raison de leur haute valeur
énonciative et de leur pertinence a l'oral.

Selon Adam (2005), les marqueurs de prise en charge énonciative constituent un sous-
ensemble des connecteurs pragmatiques (cités dans Riegel et al., 2009, p. 1046), concourent
«au fonctionnement du discours » et « marquent généralement I'émergence d'un point
de vue, qui n'est pas forcément celui du locuteur, que celui-ci peut ou non prendre en
charge » ; ils se répartissent en diverses composantes (Riegel et al., 2009, pp. 1049-1052) :

- les « marqueurs de point de vue » comme les groupes prépositionnels
d‘apreés, selon, pour, etc.,

- les « marqueurs de reformulation » comme cest-a-dire [que] (locution
conjonctive de coordination/subordination), autrement dit (locution
adverbiale), en d’autres termes (locution adverbiale), d savoir [que] (locution
conjonctive de coordination/subordination), etc?,

- les « marqueurs de cléture » (temporels, argumentatifs et/ou énumératifs)
comme les adverbes/locutions adverbiales enfin, finalement, par conséquent,
en conséquence, en fin de compte, en somme, en définitive, en résumé, bref, etc.,

- les«marqueurs de structuration de la conversation » qui « jouent un réle
important dans la structuration des discours oraux », marquent en effet
un haut degré d'implication/de subjectivité du locuteur dans son discours
au niveau pragmatique plutot qu’argumentatif :

= |esadverbes comme bon, ben, alors, etc. et la conjonction mais, qui
indiquent l'ouverture/la cléture du discours ou mettent en relief
un sentiment/une réaction émotionnelle du locuteur, comme par
exemple dans la phrase Bon/Ben/Alors/Mais, qu'est-ce que tu fais la ?
= |es « phatiques » comme tu vois, tu sais, n'est-ce pas, etc. qui
«assurent I'entretien du contact avec l'interlocuteur », contrélent
si le canal communicatif avec l'interlocuteur marche bien et/ou
recherchent I'adhésion de l'interlocuteur a ce que I'on dit, comme

8 Les locutions qui fonctionnent comme marqueurs de reformulation ou de cloture sont appelées adverbes
de liaison ou adverbes de coordination de phrase par certains grammairiens (cf. Delatour et al., 2004).
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par exemple dans la phrase Je te I'avais dit, tu vois/tu sais/n'est-ce
pas, il est fou, ce mec

2.5. Polyphonie énonciative

En tant que terme emprunté a la musique, qui renvoie a la cooccurrence harmonique
de plusieurs voix dans une piece, la polyphonie désigne selon Mikhail Bakhtine (qui a
étiqueté et développé ce concept pour la littérature pendant les années 1920) le fait
de « faire parler plusieurs voix » dans un texte, ce qui revient a dire que « les textes
véhiculent, dans la plupart des cas, beaucoup de points de vue différents », alors qu'en
analyse linguistique, Oswald Ducrot (inspiré des travaux de Bakhtine mais aussi ceux
de Gérard Genette dans les années 1970 sur la focalisation pour rendre compte de la
distinction ou de la superposition des voix du narrateur et des personnages) intégre
et élargit ce concept dans le cadre de I'énonciation, si bien que « [IJa polyphonie est
associée au niveau de I'énoncé » qui « renferme des traces des protagonistes de son
énonciation » (Charaudeau & Maingueneau, 2002, p. 444).

Ainsi, Ducrot (1984, p. 183) tente-t-il « de montrer comment I’énoncé signale dans
son énonciation la superposition de plusieurs voix » tout en procédant a une distinction
opératoire entre surtout le locuteur (comme responsable de I'énonciation) et I'énonciateur
que ce premier fait parler explicitement ou implicitement par une multitude de procédés
énonciatifs en vue de se réclamer de divers points de vue ; c'est ainsi que le locuteur
devient capable de mobiliser, en supplément a lui-méme, divers énonciateurs a l'instar
des personnages mis en scéne par un narrateur.

La polyphonie s'avére plus délicate dans le cas de la négation ou du conditionnel
(cf. Ducrot, 1984 ; Charaudeau & Maingueneau, 2002) : dans une phrase négative, en
supplément au locuteur qui y exprime la négation, il s'agit donc de la présence d’au
moins un énonciateur (soit une personne avec qui le locuteur est en train de parler soit
une personne implicite ou virtuelle), dont les idées (exprimées soit sur place soit quelque
part dans le passé) sont soumises a la négation (a une opposition) concernée. Un autre
exemple lié a la polyphonie est issu de I'emploi du conditionnel (dans le jargon
journalistique par exemple), par lI'intermédiaire duquel le locuteur énonce ses propos
en se basant sur une information recue, d’'une maniére ou d'une autre, d'un tiers, comme

9 Riegel et al. (2009) classent sous les phatiques aussi I'interjection euh qui fait preuve d’hésitation ou sert au
locuteur d'un moment de réflexion : Euh, je ne sais quoi dire.
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dans la phrase Il y aurait eu une dizaine de personnes mortes (selon les autorités, les
témoins, la source qui a transmis cette information, etc.).

Tout en considérant divers procédés/phénomenes énonciatifs (comme l'usage des
pronoms personnels, la négation, le discours rapporté, les modalités, I'argumentation,
etc.) dont se préoccupe la polyphonie, il nous semble plus intéressant d'exploiter les
marqueurs de point de vue dans cette perspective car lorsque le locuteur prend d'emblée
une position a travers son énoncé, il se situe implicitement et automatiquement par
rapport aux autres énonciateurs surtout virtuels.

Méthodologie : élaboration d’une grille d’analyse pour les
phénoménes énonciatifs

Comme le précisent Papo et Bourgain (1989), le repérage des faits énonciatifs s'avére
essentiel dans la didactique du FLE car « il permet d'apercevoir les choix qu‘a faits le
scripteur pour privilégier tel aspect de la communication qu'il veut établir avec le lecteur
a travers les différentes instances du texte » (p. 16). En somme, I'’énonciation présente
une double importance en didactique du FLE selon nous : elle fournit les moyens
linguistiques nécessaires en vue de sensibiliser 'apprenant a certains faits discursifs
dans le cadre de la compréhension orale/écrite ; de surcroit, elle sert d'étayage a la
construction du discours dans le cadre de la production orale/écrite.

Ceci dit, lors de la prise en compte de la problématique de départ, nous nous
proposons d’examiner la transmission des phénomenes énonciatifs au sein d'une partie
d’un chapitre dans le manuel Edito de niveau B2 (Heu & Mabilat, 2015). Sans entrer
dans les détails, Edito constitue I'un des manuels les plus actuels de FLE mais nous
pouvons justifier le choix du manuel surtout par son adhésion a la perspective actionnelle
en tant que méthode d'enseignement-apprentissage la plus actuelle et efficace de
notre point de vue, favorisant ainsi I'autonomie et la compétence communicative chez
les apprenants-utilisateurs par le recours a des documents authentiques et a des taches-
projets, tels qu'ils sont décrits et préconisés dans le CECR (Conseil de I'Europe, 2005).
Quant a notre choix du niveau B2, nous nous référons aux descripteurs du CECR (2005,
pp. 97-98) a propos des rubriques « souplesse » et « cohérence et cohésion » figurant
au sein de la compétence discursive, ou le niveau B2 marque un tournant décisif dans
le cadre de la compétence énonciative (mais aussi a I'égard de l'organisation textuelle
a l'écrit ou a l'oral) par rapport aux autres niveaux langagiers (cf. Tableau 1).
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Tableau 1 : Descripteurs de souplesse et de cohérence-cohésion au niveau B2 dans le CECR (Conseil de
I’Europe, 2005, pp. 97-98)

Souplesse

B2 | Peut adapter ce qu'il/elle dit et la facon de le dire @ la situation et au destinataire et adapter le niveau d’expression
formelle convenant aux circonstances.

Peut s'udupier aux chungements de sujet, de sfy|e et de ton rencontrés normalement dans une conversation.

Peut varier la formulation de ce quil/elle souhaite dire.

Cohérence-cohésion

B2 | Peut utiliser avec efficacité une grande variété de mots de liaison pour marquer clairement les relations entre les idées.

Peut utiliser un nombre limité d'articulateurs pour relier ses énonces bien quil puisse y avoir quelques « sauts » dans une
|cmgue intervention.

Méthodologiquement parlant, notre grille d'analyse est fondée sur quatre paramétres
essentiels : plans d'énonciation, marqueurs d'embrayage, marqueurs de modalité et
marqueurs de prise en charge énonciative. Ces quatre parameétres essentiels font appel,
a leur tour, a sept sous-parameétres autour desquels les analyses seront effectuées. Ce
sont respectivement plan embrayé, plan non embrayé, indices de personne, indices
d'ostension, modalités dénonciation, modalités dénoncé, marqueurs de point de vue
polyphoniques (cf. Tableau 2).

Tableau 2 : Grille d’analyse pour les phénoménes énonciatifs
Plans d’énonciation Marqueurs Marqueurs de modalité Marqueurs de prise en
d’embrayage charge énonciative
Plan embrayé Indices de personne Modalités dénonciation | Marqueurs de point de vue
polyphoniques
Plan non embrayé Indices d'ostension Modalités d'énoncé
Résultats

Dans cette partie, nous tenterons d'effectuer les analyses et de présenter les résultats
en fonction des parametres et des sous-paramétres énumérés auparavant. Ceci dit,
nous pensons que le manuel Edito (niveau B2) constitue un exemple saillant au traitement
de I"®nonciation et surtout a la mise en place de la subjectivité du coté du locuteur par
I'appareil formel de la langue, méme si le guide pédagogique du manuel (Braud, 2015)
ne mentionne pas ouvertement les distinctions énonciatives a aborder en classe au
sein des consignes données aux professeurs.

De surcroit, nous restreindrons nos analyses a la seule rubrique « vocabulaire/
grammaire : exprimer son opinion » (Heu & Mabilat, 2015, pp. 12-13) de la premiére
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unité intitulée « A mon avis » comme contenu didactique dans le manuel Edito (Heu &
Mabilat, 2015, pp. 9-22) car dans la rubrique en question, les auteurs donnent une liste
d'énoncés possibles destinés a I'expression/la demande d’une opinion, ou nous nous
attendons a une diversité de phénomeénes énonciatifs en raison de la thématique.

1. Embrayage comme point de repére de la subjectivité

De notre point de vue, le plan embrayé constitue le point de départ pour I'engagement
du locuteur dans son énoncé, si bien que la subjectivité entre automatiquement en
vigueur par l'intermédiaire de I'appareil formel de la langue. Il est possible de voir
proliférer cette subjectivité surtout autour de I'emploi fréquent du présent de l'indicatif
dans la rubrique.

Les indices personnels y prennent part avec le recours abondant aux pronoms
personnels et adjectifs possessifs de la 1 et de la 2¢™ personne dans des énoncés
comme Pouvez-vous me donner votre point de vue ? Je suis de votre avis, je vous approuve,
qu'en pensez-vous ?, etc., ol les pronoms acquiérent une signification selon le contexte
communicatif et que la subjectivité entre d'emblée en jeu par les modalités déclaratives
ou interrogatives.

Parmiles indices d'ostension, nous constatons surtout 'usage des déictiques comme
le pronom démonstratif neutre ¢a et le pronom clitique sujet ce dans le présentatif cest
: Ca ne métonnerait pas que..., ¢a dépend, ¢a se peut, ¢ca a l'air..., ce n'est pas si simple,
cest ¢a, cest peut-étre le cas, etc. Ce qui est pertinent concernant les déictiques, c'est
que le pronom ¢a est utilisé trés fréquemment dans les énoncés de la rubrique, étant
donné qu'il est plutét réservé a l'oral ; son emploi fait preuve de la primauté accordée
par Edito aux traits de l'oralité dans la rubrique.

Néanmoins, comme c'est le cas pour l'usage a valeur anaphorique de l'indice spatial
la dans la rubrique (dans I'énoncé La, tu vas trop loin ! pour exprimer le désaccord), suivant
la situation de communication dans laquelle se trouveraient les interlocuteurs, certains
usages de ¢a/cest reléveraient aussi de la reprise d'un élément (ou d'un événement, d'une
circonstance, etc.) de discours censé déja connu de la part de l'allocutaire, de telle sorte
qu'il s'agirait plutét d'une anaphore faisant appel a la mémoire de I'allocutaire : par
exemple, dans Ca dépend qui renvoie probablement a un élément de discussion antérieur.
Par contre, comme cest le cas par exemple dans la rubrique pour ce qui est de Ca ne
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m'étonnerait pas que... ou ...Cest sir, tu te feras des amis, nous avons affaire évidemment
a une cataphore mais aussi au fonctionnement déictique, étant donné que le locuteur
attire I'attention de l'allocutaire au niveau cognitif sur ce dont il parle ou va parler.

2. Actes de parole comme raison d’étre de I'énonciation

Il s'avere que le locuteur entreprend en effet une action par I'usage de la langue et
agit ainsi sur I'état des relations psychosociales (pourvues d'un caractére conventionnel)
en influant sur son allocutaire. Bien entendu, les actes de parole sont pertinents en
didactique du FLE et surtout dans les manuels a travers les fonctions langagiéres autour
desquelles les themes et les unités sont élaborés. En fait, nous ne voyons aucune raison
pour ne pas considérer les actes de parole et les fonctions langagiéres presque comme
équivalents.

Dans cette perspective, en tant que modalités dénonciation, il est possible de repérer
dans la rubrique examinée des énoncés de type assertif, interrogatif et exclamatif
(néanmoins, aucune occurrence de la modalité impérative) comme par exemple Je
vous approuve sans réserve, qu'en pensez-vous ? N'importe quoi ! Tu rigoles !, etc.

Quant aux actes de parole dans le cadre de |'expression d'une opinion, nous pouvons
énumérer les suivants : demander son avis a quelqu’un, refuser de donner une opinion,
donner son avis, exprimer ses impressions, exprimer son accord, partager un point de vue,
approuver un point de vue en émettant des réserves, exprimer son désaccord, exprimer un
désaccord atténué, exprimer la certitude, exprimer évidence, mettre en doute, exprimer
le doute et exprimer la possibilité/I'impossibilité/la probabilité/I'improbabilité. Ces actes
de paroles liés a I'expression d'une opinion offrent aux professeurs de FLE un lieu
d'étude idéal pour I'exploitation des phénomenes énonciatifs, vu qu'ils mobilisent a la
fois la subjectivité et la prise de position du locuteur a I'égard de ses énoncés.

3. Appareil lexical de la subjectivité

Pour ce qui concerne les modalités dénoncé (c'est-a-dire les substantifs, adjectifs,
adverbes et verbes a valeur subjective) dans le cadre de I'expression d’une opinion, ce
sont surtout les verbes subjectifs (ou locutions verbales) qui entrent dans diverses
constructions de phrase (simple ou complexe) pour exprimer 'opinion : Quen pensez-
vous ? Vous croyez que ¢a en vaut la peine ? Il me semble que..., ¢a ne fait aucun doute, je
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vous approuve sans réserve, j'en doute, j'en suis persuadé(e)/convaincu(e), je pense qu'il
me ledira, je trouve que..., j'ai 'impression que..., jai la conviction que..., on dirait que...,
¢a se peut, il va de soi que. .., ca métonnerait, etc. Les verbes prennent en charge donc
la plupart de la subjectivité lors de I'expression d’une opinion. En outre, nous avons
relevé certains emplois a valeur figurative/métaphorique comme dans le cas de Tu
parles ! ou de Tu veux rire !, ou encore certaines expressions comme Jen mettrais ma
main au feu, jen mettrais ma main a couper (pour exprimer I'évidence) ou Quand les
poules auront des dents (pour exprimer I'impossibilité). En 'occurrence, le seul substantif
a valeur subjective dans la rubrique releve de I'emploi du mot ceil dans lI'expression
Mon ceil ! (pour exprimer l'incrédulité).

Une autre pertinence provient du fait que les adjectifs subjectifs entrent en jeu
surtout dans les constructions attributives : Ce n'est pas si simple, c'est absurde/aberrant/
ridicule/délirant, je n'en suis pas si sr(e), c'est indubitable/incontestable, il est clair/manifeste
que..., caalair + adjectif, je trouve + adjectif + que. .., ca me laisse perplexe, ¢ca me parait
invraisemblable/inimaginable, c’est peu probable, cest faisable, etc.

Quant aux adverbes (ou locutions adverbiales) modalisateurs, ils sont exploités
dans le cadre de I'approbation/l'accord, le doute ou la probabilité : certes, effectivement,
absolument, évidemment, exactement, sirement, en effet, tout a fait, bien sar que oui,
sans doute, pas forcément, probablement, peut-étre, etc. Par ailleurs, certains adverbes
de quantité concourent a I'ajustement du degré de subjectivité : Vous avez bien raison,
pas tant que ¢a, il faut bien se rendre a l'évidence, je n’y crois pas trop, etc.

Derniérement, nous avons repéré, dans le cadre des modalités d'énoncé, trois
occurrences de I'emploi du conditionnel (suivi du subjonctif) pour mettre en place une
hypothése ou une impression : Ca ne métonnerait pas que + subjonctif, il semblerait que
+ subjonctif et il se pourrait bien que + subjonctif. Lemploi du subjonctif est donc surtout
lié a la construction qui le précéde dans ces constructions conditionnelles et aussi dans
d‘autres cas qui le nécessitent, comme par exemple pour il est possible que + subjonctif.

4. Polyphonie dans les marqueurs de point de vue

Il est possible de constater certains phénomeénes de polyphonie typiques dans la
rubrique ; a titre d'exemple, il convient de mentionner :
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- I'emploi du pronom personnel de la deuxiéme personne comme dans
Pouvez-vous me donner votre point de vue ?, ou il s’agit de la coprésence
du locuteur et de l'interlocuteur a qui le locuteur s'adresse,

- lanégation dans la construction elliptique pas forcément, qui constitue
la réponse du locuteur qui contredit un autre énoncé antérieur ; donc
il s'agit ici aussi de la coprésence sous-jacente de deux locuteurs,

- le discours rapporté dans I'énoncé Il me semble que Nadia a dit que la
France est un pays de culture, ou le locuteur qui énonce ce propos
renvoie aux propos d'autrui.

Pourtant, 'emploi des marqueurs de point de vue s'intégrant dans les marqueurs de
prise en charge énonciative nous parait plus délicat. Dans la rubrique, les auteurs du
manuel recommandent certaines locutions prépositives (pour donner son avis a un autre)
parmilesquelles nous pouvons citer ad ma connaissance, d’‘aprés moi, quant a moi, pour moi,
pour ma part, a mes yeux, de mon point de vue, sauf erreur de ma part, etc. Ces locutions
sous-entendent plus ou moins la présence d'un autre énonciateur réel ou virtuel, d'un
autre point de vue, d’'une autre position ou d’'une autre opinion a propos d’un sujet.
Dailleurs, lorsque le locuteur se positionne subjectivement en prenant en charge son
énoncé, c'est par rapport a cet énonciateur réel ou virtuel (qui aurait da dire quelque chose
ace propos dans le passé immédiat ou lointain) qu'il exprime son opinion. Par conséquent,
les marqueurs de point de vue présentent une polyphonie au plein sens du mot.

En guise de conclusion

Dans ce présent travail, nous avons tenté d'exploiter la transmission de certains
phénoménes énonciatifs en relation avec I'expression d’une opinion dans une rubrique
d’un chapitre du manuel Edito pour le niveau B2. Pour ce faire, nous avons effectué nos
analyses autour de 4 parameétres : plans dénonciation, marqueurs dembrayage, marqueurs
de modalité et marqueurs de prise en charge énonciative.

De prime abord, nous avons constaté que les pronoms personnels/adjectifs possessifs
de la 18¢/28™ personne, le pronom démonstratif ¢a et le présentatif cest servent surtout
d'embrayage.

En deuxiéme lieu, les énoncés de type assertif/interrogatif/exclamatif constituent

les diverses modalités d'énonciation, alors qu'il est possible de privilégier certains actes
de parole spécifiques dans le cadre de I'expression d’une opinion.
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Troisiemement, pour ce qui est des modalités dénoncé, certains verbes d'opinion
et certains adjectifs a construction attributive assurent au niveau lexical la plupart de
la subjectivité.

Derniérement, certains marqueurs de point de vue sous forme de locutions
prépositives servent de prise en charge énonciative mais contribuent aussi a la polyphonie
énonciative.

De notre point de vue, la pertinence des résultats cités ci-dessus en didactique du
FLE peut étre résumée comme suit : lors de la considération générale des objectifs
communicatifs et langagiers que 'on se fixe en vue d’améliorer la production orale et
la production écrite (par exemple, suivant les descripteurs proposés dans le CECR), la
transmission des faits énonciatifs en classe s'avere primordiale dans le cadre de la
compétence discursive et donc pragmatique.

Bien entendu, afin que I'apprenant-utilisateur puisse s'approprier les stratégies
adéquates, qui sont destinées a mener a bien la communication orale ou écrite, pour
la réalisation des activités de classe et en situation réelle face a un locuteur natif, il
convient d'octroyer une importance particuliére aux faits énonciatifs qui se rapportent
surtout a I'expression d'une opinion et comme le montrent les résultats de ce travail,
il faut surtout sensibiliser les apprenants-utilisateurs aux phénoménes langagiers
suivants:

- l'emploi des présentatifs (surtout pour la structuration du discours
oral),

- la modalité assertive (mais aussi celle interrogative pour demander
I'avis d’un allocutaire),

- certains actes de parole correspondant aux fonctions langagiéres et
servant ainsi de points de repére communicatifs (dans les manuels et
dans les activités en classe),

- certains verbes ou adjectifs exprimant I'opinion en tant que modalités
d'énoncé et certaines locutions prépositives comme marqueurs de
prise en charge énonciative.

Parmi les phénoménes énumérés ci-dessus, nous tenons a mettre en relief, dans le
cadre de la structuration de I¥nonciation, les actes de parole qui équivalent plus ou
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moins aux fonctions langagiéres (présentant ainsilI'aspect actionnel de I'usage langagier)
et les catégories lexico-syntaxiques (c’est-a-dire les adjectifs, les verbes et les locutions
prépositives) qui témoignent d’une subjectivité.

En effet, les actes de parole en rapport avec I'expression d’une opinion se regroupent
globalement autour de la macro-fonction (dont la définition est fournie par le CECR,
cf. supra) d'argumentation. Largumentation revét une importance particuliére en
didactique du FLE par rapport a d'autres types de macro-fonction (notamment la
narration, l'explication et la description), pour la simple raison que la culture éducative
francaise (ou la vision du monde générale de la culture francaise) y accorde la primauté
pour développer le sens critique chez 'apprenant-utilisateur.

Dans l'optique soulignée ci-dessus, il s'avére que les manuels de FLE et les activités
communicatives langagiéres qui y sont préconisées en relation avec I'argumentation
(comme par exemple un monologue suivi, un exposé, un débat, une dissertation
dialectique, etc.) promeuvent aussi a leur tour la construction du discours argumentatif,
ol les phénomeénes énonciatifs jouent un réle considérable, étant donné qu'ils permettent
d'équiper I'apprenant-utilisateur des moyens linguistiques nécessaires pour une telle
construction.

Similairement, certaines catégories lexico-syntaxiques en rapport avec I'énonciation
permettent a l'apprenant-utilisateur de s'approprier une subjectivité et de s'impliquer
ainsi dans ses énoncés (en général pour des motifs argumentatifs, tantot lors d'un
débat, tantét dans une conversation quotidienne ordinaire). Par conséquent, la
transmission des phénomeénes linguistiques liés a I'énonciation demeure essentielle a
la didactique du FLE.
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ABSTRACT

In Edgar Allan Poe’s short story The Cask of Amontillado, Fortunato’s captivity by
Montresor in the middle of a carnival with no explanation amazes readers and leaves
many unanswered questions in readers’ minds, thereby leading to reductionist
interpretations of the story. Each of these readings leaves some elements in the story
in ambiguity, failing to integrate them into a totalizing interpretation of the story.
The reading of the story in relation to the Freudian concept of the uncanny, however,
helps us to understand the motive behind the murder, by revealing the unconscious
mechanisms at work. In light of this, this study argues that as a murder story involving
the cruel death of a helpless victim on the surface level, The Cask of Amontillado is
based on what is left unsaid in the narrative. It arouses the sense of the uncanny, as
what Montresor says on the conscious level in the guise of the heimlich turns out to
be, on the unconscious level, actually a phantasy of acting out the repressed wishes
that he had pushed back to the darkest recesses of his psyche because of their
disturbing threat to his egotistical unity.

Keywords: Edgar Allan Poe, The Cask of Amontillado, Sigmund Freud, the uncanny,
psychoanalytical criticism
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The Burial of Ambivalence in Edgar Allan Poe’s The Cask of Amontillado

Introduction

Told from the perspective of an intradiegetic narrator, Montresor, Edgar Allan Poe’s
short story The Cask of Amontillado (1846) goes back to the soul-shattering memory
of a brutal murder committed 50 years ago in a carnival season.' Ending simply with
Montresor’s heartfelt(!) blessing of “In pace requiescat!” (Poe, 2011, p. 188) for Fortunato,
whom he had mercilessly murdered below his palazzo, the story presents a menacing
atmosphere mixed with tension, suspicion and fear. Adding to the story’s unexplained
complication, Montresor never clarifies the motive behind the murder, apart from
stating that“[t]he thousand injuries of Fortunato | had borne as | best could, but when
he ventured upon insult | vowed revenge” (Poe, 2011, p. 181). Another possible reason
for his attempt is vaguely hinted at between the lines. The narrator regards himself
as an expert in wine tasting, and the only genuine rival to him is Fortunato. Another
element that hints at a possible rivalry is, as his name implies, his lucky standing in
life. Fortunato represents the best in every sense of the term, as Montresor says to
him, “Your health is precious. You are rich, respected, admired, beloved; you are happy,
as once | was. You are a man to be missed” (Poe, 2011, p. 184). In such a context,
Fortunato appears as a rival who leads the narrator to narcissistic aggression due to
his inability to feel narcissistic omnipotence in Fortunato’s presence. In other words,
Fortunato represents the glorified mirror image that makes Montresor feel inferior to
him. Because of his hatred for Fortunato due to an offense that he never makes explicit,
Montresor wants to take revenge on him and asks him to come with him to sample a
cask of Amontillado. Then, they descend a long staircase and find themselves among
Montresor’s family catacombs in the wine cellar, after passing through damp tunnels
beneath the palazzo. Having arrived at the catacombs, Montresor chains Fortunato
to a wall and kills him by burying him alive. Montresor literally builds a hall in the

1 The story is narrated by Montresor who, as an intradiegetic narrator, tells down to the last detail how he
murdered Fortunato. Being unable to stand Fortunato’s insult after the thousand injuries that he had borne
as best as he could, Montresor decides to take revenge on him. Choosing the time of the carnival for the
punishment of his victim so that he can benefit from his drunken and clownish state, Montresor lures
Fortunato into his palazzo with the promise of a taste of Amontillado that he has just purchased. After
coming to the palazzo, which he has emptied by sending his attendants to the carnival, they take two
torches and pass through labyrinthine rooms in search of the wine. Then, they descend a long staircase into
the damp ground of Montresor’s family catacombs. In the underground chamber, surrounded by dust and
bones, Fortunato finds it difficult to breathe and he begins coughing. However, Fortunato still goes on
insulting Montresor because he does not remember his family arms and is amazed at the thought of his
being a member of the brotherhood. After this, they continue their search for Amontillado. When they
arrive at the deepest crypt, Montresor chains Fortunato to a wall and buries him alive by building a new
wall around him. Stating that no one has disturbed Fortunato’s bones for fifty years, Montresor ends the
story with an ironic blessing of peace.
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deeper recesses of his cellar to imprison him. With its many narrative gaps, the story
is regarded as a riddle that leaves many questions unanswered and its interpretation
does not go beyond the story of a murder committed for no reason at all. A close
reading of the story in relation to the Freudian concept of the uncanny, however, goes
beyond such a reductionist interpretation as it sheds light on the motives behind the
murderous act and decodes its mystery by directly penetrating the intricacies of
Montresor’s unconscious. In light of this, this study argues that by offering insight into
narrative gaps, the Freudian idea of the uncanny helps us both to weave the narrative
elements into a coherent pattern and to get glimpses of Montresor’s unconscious
mechanisms.

The way Montresor tells the story of how he murdered Fortunato triggers a sense
of the uncanny because what he says on the conscious level offers an insight into his
dark psychic recesses and testifies to the return of the repressed heimlich in the form
of the unheimlich. Fortunato speaks to Montresor’s unconscious in his threatening
role. That is, he triggers some unconscious reactions in Montresor. Several times in
the story, Montresor expresses his admiration for Fortunato for his being not only an
expertin wine but also for being a man of wealth, respect and happiness. Montresor’s
appreciation of Fortunato reflects that he sees him as his narcissistic rival, as his
idealized image. Also, Fortunato’s murder reveals what a huge threat he poses to
Montresor’s egotistical unity and self-esteem because of his perfection. One focus of
the article will be how Fortunato, as Montresor’s narcissistic rival, metamorphoses
into an uncanny element and how this element leads Montresor to a womb phantasy.
Reflecting the unheimlich in the guise of the heimlich, Montresor’s palazzo, with its
damp vaults and catacombs below, takes on the role of his unconscious. The cellar of
the palazzo acts as the displaced form of a uterus, as it is accessed by long stairs. As
Freud (2001) states, while“all elongated objects, such as sticks, tree-trunks and umbrellas
(the opening of these last being comparable to an erection) may stand for the male
organ,”“boxes, “cases, “chests,”“‘cupboards,”“ovens,”’hollow objects,“ships”and “vessels
of all kind” assume the role of “the uterus” (Standard Ed., Vol. 5, p. 354). Descending
the stairs, Montresor treats his palazzo as a womblike environment where he can feel
secure and his choice to bury Fortunato here proves to be not a random act, given
the pleasure he feels. Montresor’s burying Fortunato alive evokes another uncanny
effect in the story. This unfamiliar way of killing triggers the uncanny as it acts both
as a displaced fear of premature burial and of the death instinct. It can also be interpreted
as a pervert transgressive act, given that it reflects the undervaluation of the reality
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principle by the pleasure principle or a literalization of a metaphorical process.
Montresor literally buries the glorified image, which bothers him, rather than repressing
the sense of inferiority inspired by Fortunato.

The Burial of Ambivalence in Edgar Allan Poe’s The Cask of
Amontillado

Giving insight into the return of the personal heimlich, the uncanny feeling is evoked
firstly by Fortunato’s complexity of character and the ambivalence embodied in it.
Montresor’s account of how he killed Fortunato reveals his unconscious mechanisms,
which can explain his real motives. Looking at the connotations of his name might
shed further light on Fortunato’s implications for Montresor. Meaning “fortunate,
wealthy, happy, or more generally, because of its derivation from the verb fortunare,
blessed by the goddess Fortuna or random fate” (Scott, 2004, p. 87), Fortunato presents
a model of perfection for Montresor. Montresor perceives their interaction in binary
terms and locates himself on the opposite leg of this binarism.The name also symbolizes
“Montresor’s low estate, his agonizing remembrance of power and his present spiritual
impotence” (Sova, 2007, p. 44). Moved by the wealth and prominence Fortunato has
attained by “chance”rather than by “personal virtue” (Baraban, 2004, p. 51), Montresor
adopts a changing attitude towards Fortunato. He not only expresses admiration for
Fortunato and feels an irresistible urge to kill him for his insulting perfection but also
hints at his hollowness. For instance, He says: “he had a weak point, this Fortunato,
although in other regards he was a man to be respected and even feared” (Poe, 2011,
p. 181). Then, he implies that he is shaped by pretense and deception: “few Italians
have the true virtuoso spirit. For the most part their enthusiasm is adopted to suit the
time and opportunity, to practice imposture upon the British and Austrian millionaires”
(Poe, 2011, p. 181). Likewise, he adds, “in the painting and gemmary, Fortunato, like his
countrymen, was a quack, but in the matter of old wines he was sincere” (Poe, 2011, p.
181). The way he depicts not only the strengths of Fortunato but also his weaknesses
at such points as painting and gemmary seems to create confusion concerning the
role of Fortunato as the ideal model for him. However, the intensity of his hatred and
jealousy implies that he feels the need to insert such negative expressions about
Fortunato so that he can escape confronting his captivation by Fortunato’s enchanting
perfection on an unconscious level. In this way, the negative statement“He had a weak
point” (Poe, 2011, p. 181) preceding his complimentary expressions about Fortunato
acts as a defense mechanism to resist his threatening feelings of envy through negation.
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As Freud (2001) states, “the content of a repressed image or idea can make its way into
consciousness, on condition that it is negated” (Standard Ed., Vol. 19, p. 235). Furthermore,
he cannot help comparing himself to Fortunato after boosting him. Having stated that
Fortunato was skillful in the matter of old wines, he adds, “[iIn this respect | did not
differ from him materially; — | was skillful in the Italian vintages myself, and bought
largely whenever | could” (Poe, 2011, pp. 181-182). Comparing himself to Fortunato in
terms of his financial status and skill in Italian wines, he reveals his narcissistic yearning
through the mechanism of negation. This is exactly what Freud (2001) means when he
defines a way of “taking cognizance of what is repressed”and“a lifting of the repression,’
“though not, of course, an acceptance of what is repressed” (Standard Ed., Vol. 19, p.
236). Thus, this negation becomes a formula of his painful inferiority in the face of
Fortunato’s perfection.

Repressing his painful state of mind, Montresor addresses Fortunato with such
sincere terms as “My dear Fortunato” and seems to feel happy for encountering him:
“You are luckily met” (Poe, 2011, p. 182). In this way, he covers his malice towards his
narcissistic rival. Regarding the concept of narcissistic rival, Freud (2003) argues that
“a person may identify himself with another and so become unsure of his true self; or
he may substitute the other’s self for his own. The self thus may be duplicated, divided
and interchanged” (p. 142). This motif, called “the double” in Rank’s terms, attains an
uncanny quality, deriving from the fact that though being “a creation that belongs to
a primitive phase in our mental development, a phase that we have surmounted, in
which it admittedly had a more benign significance,”“the double has become an object
of terror, just as the gods become demons after the collapse of their cult” (Freud, 2003,
p. 143). By his simultaneous evocation of the feelings of sympathy and terror, Fortunato
stands as Montresor’s narcissistic rival. After persuading Fortunato to sample Amontillado,
Montresor’s self-control dissolves and he aims to annihilate his narcissistic rival, who
surpasses him and who damages his narcissistic omnipotence. On entering the palazzo
and descending the long stairs opening into the damp ground of the catacombs below,
Montresor’s reality principle dissolves and he is overruled by his unconscious drives.
Thus, he reveals how worthless he feels when compared to his narcissistic rival, Fortunato:
“Your health is precious. You are rich, respected, admired, beloved; you are happy, as
once | was. You are a man to be missed. For me it is no matter” (Poe, 2011, p. 184). In
his words, we smell the nostalgic yearning for his long-lost omnipotence, which is
represented by Fortunato, and also the immensity of the threat posed by Fortunato to
his present self. He tells Fortunato later, “you will be ill, and | cannot be responsible”
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(Poe, 2011, p. 184). So Montresor cannot stand up against the pressure of his unconscious
forcing him to annihilate his narcissistic rival, which arouses in him a feeling of inferiority.
This feeling of inferiority does not leave Montresor in peace, thereby clarifying also
“the thousand injuries” and “the insult” he complains about in the opening sentence.
In their relationship, on the one hand, he seems to be considerate about Fortunato’s
health. On the other hand, he triggers the jealousy Fortunato feels for Luchesi, whom
Fortunato calls an “ignoramus” (Poe, 2011, p. 186). This small detail shows that there is
a similar rivalry between Fortunato and Luchesi, and Montresor is well aware of it and
deliberately refers to it.

Fortunato offends Montresor not only by being greater than him in every aspect
but also by deliberately humiliating him with face-threatening speech acts. He begins
his verbal attacks by asking Montresor about his family coat of arms, which shows his
“feudal family’s fall as concomitant with the rise of capitalism” (White, 1989, p. 553).
When Fortunato shows his ignorance of Montresor through his simple but sharp
statement, “I forget your arms,” Montresor’s reply is, “A huge human foot d'or, in a field
azure; the foot crushes a serpent rampant whose fangs are embedded in the heel” (Poe,
2011, p. 184). Montresor's answer reflects the traumatizing intensity of Fortunato’s
humiliating attitude towards him and also foreshadows the forthcoming violence to
which he will expose Fortunato, given that he likens him to a serpent which is to be
killed. Fortunato also despises Montresor when he forgets his motto: after asking about
his coat of arms, he asks him “And the motto?” and Montresor answers, “Nemo me
impune lacessit” (“No one injures me with impunity”) (Poe, 2011, p. 184). Moreover,
upon Montresor’s answer, he pedantically adds “Good!” (Poe, 2011, p. 184). What is
worse, Fortunato harms Montresor’s self-esteem regarding his social reputation when
he, with a cynical tone of voice, implies that he cannot be a member of the brotherhood:

‘You do not comprehend?’ he said.
‘Not I, I replied.

‘Then you are not of the brotherhood!
‘How?'

‘You are not of the masons:.

‘Yes, yes, | said; 'yes, yes!

‘You? Impossible! A mason?’

‘A mason, | replied.

‘A sign, he said, ‘a sign’,
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‘Itis this, | answered, producing from beneath the folds of my roquelaure
a trowel.

‘You jest, he exclaimed, recoiling a few paces. ‘But let us proceed to the
Amontillado’ (Poe, 2011, p. 185)

As in the above lines, no matter how hard Montresor tries, he cannot persuade
Fortunato about his membership in the brotherhood. Although he also displays a
trowel, “a legitimate tool of Masonry itself,” discerning that “authentic recognition is
key to brotherhood” (Foy and Lambo, 2015, pp. 254-255), he fails in his attempt because
Fortunato remains insistent on not taking him at his word. The irony of situation here
is that Montresor has a feeling that he can grasp only the literal meaning of masonry
rather than the network of power which is charged with masculine or phallic energy.
As Baraban (2004) points out, Fortunato’s refusal to remember neither the coat of arms
nor the motto of the Montresors reveals that their conflict is rooted in an earlier time:

The display of family insignia was an indispensable part in the life of a
socially prominent nobleman. Since a rich and a powerful man cannot
remember the Montresors’insignia, it is logical to assume that Montresor
was not an active participant in the life of social aristocracy. Montresor’s
inability to recognize a secret sign of the freemasons made by Fortunato
and the latter’s remarks ‘Then you are not one of the brotherhood; also
imply that Montresor is probably a bit of a recluse. Fortunato is definitely
more powerful than Montresor. (p. 51)

As Baraban underlines, Montresor’s inability to become an active member of the life
of social aristocracy speaks of his marginal status in the social world and his problematic
relation with the markers of patriarchal culture. In this battle of power between the two
socially contrasting antagonists, “the nobleman Montresor” and “the nouveau riche,
bourgeoisie Fortunato” (Benton, 1991, p. 184), Montresor’s insistence on being one of
the brotherhood shows how much he suffers from his marginal status and it paves the
way for him to counter this humiliating gaze. As Fortunato has a very low opinion of
him, Montresor feels traumatized. However, he never reveals his plan of murder, in the
same manner as he tries to look considerably silent or unconcerned when Fortunato
does not believe his claim that he is a member of the brotherhood. Though wearing the
mask of a smiling face to hide his burning hatred for Fortunato, his smile shifts from the
familiar to the menacing, as he states, “l continued, as was my wont, to smile in his face,
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and he did not perceive that my smile now was at the thought of his immolation” (Poe,
2011, p. 181). He hides beneath the mask of this smile a sense of pleasure derived from
the forthcoming idea of Fortunato’s death. The peak of this sense of pleasure is when
Montresor makes Fortunato beg of him “For the love of God, Montresor!” (Poe, 2011, p.
188). As Kishel (1982) claims, “stripped of its direct address, the plea‘For the love of God’
becomes a beggar’s traditional cry for alms, commonly heard in the street”and “Montresor,
of course, would have enjoyed hearing his successful friend reduced to the beggary
that must have haunted his own declining fortunes” (p. 30). Reducing Fortunato to the
state of a beggar and “systematically denying every impulse represented by ‘the noble
Fortunato,” Montresor “restores the perfect, lucid order that prevailed when the Montresors
‘were a great and numerous family” (Poe, 2011, pp. 188-184) and he tries to attain “a
mental equilibrium” (Stepp, 1976, p. 451), though ending in failure.

A sense of the uncanny is evoked secondly through the womb phantasy concretized
in the form of travel into the deeper layers of Montresor’s palazzo. Montresor’s womb
phantasy is reflected initially by the physical description of the place that he chooses
for Fortunato’s destruction. Here, one cannot help referring to Freud (2001), who in his
The Interpretation of Dreams claims that many “dreams, often accompanied by anxiety
and having as their content such subjects as passing through narrow spaces or being
in water, are based upon phantasies of intra-uterine life, of existence in the womb and
of the act of birth” (Standard Ed., Vol. 5, p. 399). Similarly, the palazzo to which Montresor
takes Fortunato stands as a womblike environment with its dark grounds descended
by a long winding staircase and opening to several interwoven corridors lying in
unplumbed darkness. For instance, to enter into the labyrinthine passages of the
palazzo's murky ground, they need light, and Montresor says, “l took from their sconces
two flambeaux, and giving one to Fortunato, bowed him through several suites of
rooms to the archway that led into the vaults” (Poe, 2011, p. 183). Even though they
take flaming torches with them so that they can see what lies ahead, they never have
clear vision because the heavy and smothering state of the deep crypt with its “foulness
of the air” causes their flambeaux “rather to glow than flame:"“It was in vain that
Fortunato, uplifting his dull torch, endeavored to pry into the depth of the recess. Its
termination the feeble light did not enable us to see” (Poe, 2011, pp. 185-186). In addition
to this misty and stuffy atmosphere, which is also reflected by Fortunato’s coughing
(“Ugh!' Ugh! Ugh!-ugh! ugh! ugh!-ugh! ugh! ugh!-ugh! ugh! ugh!-ugh! ugh! ugh!” (Poe,
2011, p. 183)), the unknown depths of the cellar, to which there is no easy access,
become another sign of the womb phantasy:
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At the most remote end of the crypt there appeared another less spacious.
Its walls had been lined with human remains, piled to the vault overhead,
in the fashion of the great catacombs of Paris. Three sides of this interior
crypt were still ornamented in this manner. From the fourth side the bones
had been thrown down, and lay promiscuously upon the earth, forming
at one point a mound of some size. Within the wall thus exposed by the
displacing of the bones, we perceived a still interior crypt or recess, in
depth about four feet, in width three, in height six or seven. It seemed to
have been constructed for no special use within itself, but formed merely
the interval between two of the colossal supports of the roof of the
catacombs, and was backed by one of their circumscribing walls of solid
granite. (Poe, 2011, pp. 185-186)

As shown by Montresor’s account above, even when they arrive at the most remote
end of the crypt, they confront another interior recess and they can never be sure
about the final border of the ground because of its convoluted state. Echoing the
psychological depth of the story, the deep-reaching position of the labyrinthine
ground, which allows no easy entrance, takes on the role of a womb where the ovum
waits to be fertilized in the deeper layers of the uterus, covered in darkness and
moisture. In addition to the physical description of the wine cellar, which arouses
the sense of the uncanny with its womblike darkness, moisture and depth, the motive
behind Montresor’s going into that remote vault objectifies his womb phantasy as
it unveils the feeling of insecurity and fear of Fortunato lying deep in his heart. As
Freud (2001) states, in order to escape the menace, the ego resorts to “a temporal
regression to infancy” and “in extreme cases, to a time when the subject was in his
mother’s womb and protected against the dangers that threaten him in the present”
(The Standard Ed., Vol. 20, p. 127). Similarly, in the face of Fortunato, who outmatches
him in all aspects as a threat to his ego boundaries, Montresor resorts to an intra-
uterine regression so that he can be stripped of the dangers of the external reality.
The analysis of how he kills Fortunato uncovers his womb phantasy further, although
he verbalizes it as an ordinary murder committed in the darkness of a cellar. He prefers
to put an end to Fortunato’s existence not in front of everybody, in the open space
of the carnival, but rather in the wine cellar surrounded by his family catacombs—in
other words, not in the domain of the father, which is represented by culture, but in
the domain of the mother, the repressed member of the family, which is represented
by the cellar. By taking him away from the huge crowds of people who gathered for
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the carnival celebration and making him pass along the narrow corridors of his
palazzo, he solidifies his process of regression into his intra-uterine existence. The
fact that it is the carnival time contributes to the sense of the uncanny, as it is the
time for the unleashing of repressed desires on a communal level. Luring him into
the vaults on the damp ground, he wants to relieve his unconscious from the tension
of the disturbing psychic material and thereby to return to the sterilized state of an
embryo in his mother’s womb. His phantasy is implied also by how he persuades
Fortunato to come with him. He convinces Fortunato to descend the stairs opening
to the damp ground of the wine cellar by asking him to sample a cask of Amontillado,
and at the very moment they arrive at the desired wine cellar, Fortunato finds himself
surrounded by walls all around. In this way, while Montresor turns into an embryo
in the cask that represents the womb, Amontillado takes on the role of amniotic fluid
because he is forced to be reborn by the force of wine. Wine, a liquid of intoxication,
contributes to the unleashing of desires. As such, with the cask of Amontillado, which
symbolically represents not only intra-uterine regression but also the dominance of
the pleasure principle over the reality principle (given the wine's silencing influence
on the ego), Montresor wants to get rid of the difficulty of confronting himself. His
repressed anxiety comes to the surface with the difficulty he has in facing himself
and the expectations of the wider world, and also with his attempt to get away from
the presence of others by taking shelter in the womb, the cellar. His emptying of the
palazzo before descending into the vault implies, for instance, that he wants to pull
away from those around him by hiding in a protected place where he will not feel
the need to assert who he is or what “a great and numerous family” the Montresors
were (Poe, 2011, p. 184)—that is, where he will be protecting himself from the threat
of external forces to his egotistical unity:

There were no attendants at home; they had absconded to make merry
in honor of the time. | had told them that | should not return until morning,
and had given them explicit orders not to stir from the house. These orders
were sufficient, | knew well, to ensure their immediate disappearance,
one and all, as soon as my back was turned. (Poe, 2011, p. 183)

As reflected in the lines given above, Montresor encourages the attendants in an
ironic way to go away so that he can get rid of the menace of their gaze, acting as the
superegoized self. This prepares the perfect setting to act out his womb phantasy and
to escape the danger of punishment that might be given by the wider world.
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Through his phantasy to return to the embryonic state and to be reborn by pushing
Fortunato into the womblike environment of his wine cellar, Montresor also indirectly
fulfills his phantasy of having an incestuous affair with his mother, as Freud (2001)
states: “the phantasy of re-birth”is “in all probability regularly a softened substitute (a
euphemism, one might say) for the phantasy of incestuous intercourse with the mother”
(Standard Ed., Vol. 17, pp. 101-102). Thus, “there is a wish to be back in a situation in
which one was in the mother’s genitals” where “the man is identifying himself with his
own penis and is using it to represent himself” (Standard Ed. Vol. 17, 2001, p. 102).
Montresor’s taking Fortunato to his labyrinth-like wine cellar implies that he wants to
inject more energy to the field of the pleasure principle through his regression. As
stated above, driving the servants away, he wants to evade the gaze of the external
world. At this point, Fortunato’s statement“Will not they be awaiting us at the palazzo,
the Lady Fortunato and the rest? Let us be gone” becomes important as it signals the
beginning of Montresor’s rebirth with Fortunato, given that Fortunato uses not a
singular but a plural pronoun in“Let us be gone” (Poe, 2011, p. 188). Apart from signaling
their rebirth, the mention of Lady Fortunato gives clue about the reason why Montresor
feels the need to be in his mother’s womb, thereby reflecting one more motive behind
the murder. While Fortunato has his Lady Fortunato, whom he thinks would be worried
about his absence, Montresor has no such female figure in whom he can see the image
of his mother and feel the security of a newborn baby. Disgusted at the thought of
having no imago who could give him the image of an omnipotent man in the conscious
world, he decides to return to the womb of his mother and, in the psychic space of the
cellar, regain the lost feeling of wholeness that comes from union with the mother. As
Freud (2001) argues, “for a man who is impotent (that is who is inhabited by the threat
of castration), the substitute for copulation is a phantasy of returning into his mother’s
womb” (The Standard Ed., Vol. 20, p. 139). Similarly, by his incestuous phantasy, Montresor
acts out his wish to attain a competent image of himself and to replace the role of the
father.

Though giving him the chance to return to the security of his mother’s womb and
fulfill his Oedipal wishes, the perverse transgressive act of having union with the mother,
however, does not prevent him from re-experiencing the same traumatic effect at birth.
As the indicator of Montresor’s going through an intra-uterine regression, his experience
of rebirth is shown both through the anxiety that grips him on the verge of entering
the cellar (the womb), and through the excitement that leaves him almost paralyzed
with hope at the thought of a new birth—a new identity which is implied by the
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atmosphere of the carnival mixed with tension and elation.“The act of birth” stands as
the “first experience of anxiety, and thus the source and prototype of the affect of
anxiety” (Standard Ed. Vol. 5, 2001, pp. 400-401). Likewise, even the very first idea of
entering into the cellar triggers a sense of distress in Montresor. Though cunningly
tempting Fortunato to come with him, he procrastinates regarding going underground
with such excuses as the dampness of the vaults below, the coldness of the air and the
probability that Fortunato might have an engagement with Luchesi:

‘Come, let us go!

‘Whither?’

‘To your vaults!

‘My friend, no; | will not impose upon your good nature. | perceive you
have an engagement. Luchesi—'

‘I have no engagement; —come!

‘My friend, no. It is not the engagement, but the severe cold with which
| perceive you are afflicted. The vaults are insufferably damp. They are
encrusted with nitre.

‘Let us go nevertheless. The cold is merely nothing. [...]- (Poe, 2011, pp.
182-183)

While it is Montresor who offers the suggestion that they descend into his wine
cellar to sample a cask of Amontillado, this offer seems to have been made by Fortunato,
given that persuasive expressions such as “Come, let us go,”“Let us go nevertheless”
and “The cold is merely nothing” (Poe, 2011, pp. 182-183) are used by Fortunato. By
his timidity in carrying out his plan of descending into the damp ground of the palazzo,
Montresor seems to be avoiding the anxiety of the birth trauma. Behind his timidity
might lie the feeling of uneasiness from which he suffers due to the pain of the rebirth
by intra-uterine regression. His feeling of anxiety about rebirth is also implied when
he says “We will go back™ (Poe, 2011, p. 184) and repeats the same excuse about the
dampness and the increasing nitre lying below to dissuade Fortunato from proceeding
on their way underground:“The nitre!’l said; ‘see, it increases. It hangs like moss upon
the vaults. We are below the river’s bed. The drops of moisture trickle among the bones.
Come, we will go back ere it is too late. Your cough—" (Poe, 2011, p. 185). In addition,
voicing the painful reminiscences of his traumatic birth experience, he depicts himself
as if he had been dragged into the cellar by the force of Fortunato, as he says, “Thus
speaking, Fortunato possessed himself of my arm; and putting on a mask of black silk
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and drawing a roquelaure closely about my person, | suffered him to hurry me to my
palazzo” (Poe, 2011, p. 183). Baraban (2004) claims that Montresor uses the verbs “to
possess” and “to suffer” not accidentally and he relates his choice of these verbs to his
having a “better aristocratic lineage” than Fortunato, though being not as “wealthy”
and “powerful”as him: “he ‘suffered’ when his offender virtually led him to his palazzo
because etiquette does not allow minor aristocracy the liberty of touching someone
of more noble origin”(p. 51). However, Montresor’s deliberate choice of these two verbs
reflects more than his discontent with their undeserved current social standing or his
hatred for his being traumatized by his narcissistic rival. Expressing on the conscious
level his dissatisfaction with Fortunato’s hurrying him to his palazzo, Montresor, in fact,
objectifies his unconscious anxiety about being so suddenly taken to his mother’s
womb to experience the traumatic effect of rebirth. In addition to anxiety, however,
he also experiences some sort of excitement, though mixed with stress, due to the idea
of this rebirth. No matter how much he suffers from the anxiety of rebirth, he does not
give up the idea of going back to the mother’s womb to be reborn. He motivates himself
by pausing and holding Fortunato firmly:“l paused again, and this time | made bold
to seize Fortunato by the arm above an elbow” (Poe, 2011, p. 184). His perseverance in
continuing his travel into the cellar, despite the anxiety capturing him, is coupled with
the happiness he feels with the thought that he will reverse his role with Fortunato
through the experience of rebirth.

Montresor’s excitement about the prospective idea of changing roles through
rebirth is presented within the context of the carnival season, which gives insight into
how much he wants to annihilate his present self and to re-create himself in the image
of a person having a superior social standing to him. For Baraban (2004), given the fact
that “a new class of nouveaux riches, of whom Fortunato was probably one, became
socially prominent in the eighteenth and nineteenth centuries,” it is implied that the
story is set in the eighteen or nineteenth century, and the relationship between Montresor
and Fortunato, accordingly, sheds light on the “social tensions of the capitalist society
(p. 52). Looked at from this perspective, Montresor’s choice of the carnival season as
the time to take Fortunato to his cellar is shown to be, on the unconscious level, actually
a wish-fulfilment to be reborn as how he wants to be, instead of remaining as how
society perceives him to be. The fulfilment of his wish to be reborn into a new self is
reflected overtly by his attempt to reverse his and Fortunato’s current social standing
through the exploitation of their appearance. As Bakhtin (1984) states, “in the world of
carnival, all hierarchies are canceled”and“all existing forms of the coercive socioeconomic

”
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and political organization” are suspended (pp. 251-255). Likewise, while Montresor
wears “a mask of black silk”and“a roquelaure,” he describes Fortunato like a clown:“The
man wore motley. He had on a tight-fitting parti-striped dress, and his head was
surmounted by the conical caps and bells” (Poe, 2011, pp. 183-182). Through this
incongruity between their clothes and current social standing, their roles are reversed.
Although Fortunato is forced to “degenerate into the role of a drunken fool, both in
costume and behavior” despite his“obsession with his self-importance” (Sova, 2007, p.
44), Montresor is allowed to act out his phantasy of renewal, shrouded behind his
phantasy of elevation in social rank. So it becomes apparent that through enjoying his
“roquelaure”that conceals his current inferior social standing and mocking the clownish
look of Fortunato by paying him the ironic compliment, “How remarkably well you are
looking today” (Poe, 2011, pp. 183-182), Montresor not only expresses the simple
satisfaction of having the chance to undermine his enemy but also experiences some
sort of jouissance by transgressing his stabilized social identity, recreating himself
through the carnivalesque rebirth and putting an end to living neurotically with his
repressed feeling of inferiority. As a man who is “almost beaten by what he views to be
the loss of his birthright, the theft of ancestral claims and the disgrace of his glorious
name” (Sova, 2007, p. 44), Montresor benefits from the unsettling atmosphere of the
carnival world to become “the master of the man who has mastered him and humiliated
him” (Gargano, 1967, p. 124). Moreover, he renews himself, though at the cost of
undergoing the traumatic experience of rebirth marked by both pain and pleasure.

The sense of the uncanny is evoked thirdly by the premature burial of Fortunato.
When interpreted on the conscious level, this live burial seems to conflict with the
intensity of the hatred that Montresor feels for Fortunato, as it would extend the time
needed for the death of his victim. In other words, due to his disturbance by Fortunato’s
menacing existence, Montresor is expected not to hesitate for a second to kill him as
soon as possible; however, he delays this by giving him some time inside the wall. This
premature burial of a hated victim that does not sound reasonable on the conscious
level attains a reasonable explanation when analyzed with reference to the concept
of the Freudian uncanny: behind it lies Montresor’s repressed unconscious fear of being
buried alive.

The historical background of the premature death provides a better insight into the

return of Montresor’s fear of premature burial in his capturing Fortunato within a wall.
As Diilmen (1990) states, in the sixteenth and early seventeenth centuries, “the traditional
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rituals of execution were burning, drowning and burying alive”and those violating the
religious and moral order were killed not by “the executioner’s hands, but without
bloodshed by forces of nature, through fire, water or earth, to which especially purifying
and destructive powers were attributed” (p. 121). Among these three rituals of death,
live burial was the cruelest:

Being buried alive was deemed a particularly horrific and severe punishment
for a variety of sexual offences such as adultery, murder of one’s spouse
and infanticide, but it also punished cases of grand larceny. It was used
mainly as a punishment for women, as a counterpart to breaking on the
wheel for men. The delinquent was generally undressed and laid on her
backin a pit beneath the gallows, bound, covered with thorns and buried
from the feet upwards. This was often combined with impalement- that
is, a pale was driven from above through the heart, navel or chest. This
might be carried out before or after burial. The symbolism is not completely
clear; obviously a return was to be rendered impossible and at the same
time impalement prevented slow suffocation. (Diilmen, 1990, p. 121)

Born in the following age in which “attempts were made both to protect individuals
from premature burial and society from judicial acts of public torture that were formerly
sanctioned as rites of purification” (Platizky,1999, p. 208), Poe discloses, through the
character of Montresor, an unresolved conflict whose roots go back to his repressed
fear of being punished with a premature burial. Interestingly enough, Bennett (2011)
claims that embedded in Fortunato’s burial scene might be “a (homoerotic) bondage
fantasy gone too far” and he further notes that even if not implying homoeroticism,
“what Montresor does to Fortunato dramatizes the greatest fear of every submissive
bondage enthusiast—namely, to be restrained and then abandoned” (p. 49). In contrast
to Bennett, we argue that it is his unconscious fear of being buried alive that motivates
Montresor to bury Fortunato alive. Thus, motivated by his fear of being buried alive,
Montresor leads Fortunato to the “extremity of the niche,” and “finding his progress
arrested by the rock,” he chains him to the granite with the help of “two iron staples,
distant from each other about two feet horizontally” (Poe, 2011, p. 186). Moreover,
chaining him on the waist in a few seconds, he withdraws the key and walls him up
with a“trowel”and “a quantity of building stone and mortar”that he finds by throwing
aside the pile of his family bones (Poe, 2011, p. 187). Analyzed from a Freudian perspective,
Montresor’s precautions to secure the captivity of his victim (chaining or walling in
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with stone) reveal the degree of his repressed anxiety about being chained and walled
up in the entrance of a niche, with no chance of survival. They also reflect his yearning
for attaining male potency, given that the trowel and the mortar he uses are packed
with implications of the phallus. As Freud (2001) states, “all weapons and tools are used
as symbols for the male organ: e.g. ploughs, hammers, rifles, revolvers, daggers, sabres,
etc” (Standard Ed., Vol 5, p. 356). Thus, as Bradley (2008) also underlines, in burying
Fortunato alive, Montresor emasculates him and acts out his phantasy of gaining
dominion over him: Fortunato’s “continued existence is what empowers Montresor” (p.
60). By doing so, Montresor objectifies his repressed unconscious fears. Engel (1983)
draws attention to the release of his “neurosis,” stating that “the enclosures and the
crypt”in which he buries Fortunato stand as “metaphors” for his “obsessive mind and
the complex relationship between the reality of his disturbed inner self and his controlled,
rational outer appearance” (p. 29).

Montresor’s neurotic anxiety about being enclosed helplessly within a wall also
explains the reason why he feels the need to describe Fortunato as having jingling
bells on his clown hat. He mentions Fortunato with “bells” on his head (Poe, 2011, p.
182) to act out his own unconscious wish for being rescued in case of a premature
burial. As Crichton states, “in an attempt to keep living entombments from occurring,
coffins and vaults—especially for the wealthier classes—were equipped with special
springs and sounding devices to give the person mistakenly buried alive a chance to
be rescued”(ctd. in Platizky, 1999, p. 206). Similarly, acting out his phantasy of escaping
premature burial and avoiding the darkness in the wall in which he unconsciously fears
being enclosed and left to die, Montresor throws his torch into Fortunato’s crypt before
putting the last tier on him:“l thrust a torch through the remaining aperture and let it
fall within” (Poe, 2011, p. 188). Also, no matter how much he resembles an executioner
by burying Fortunato alive, his fear of premature death in the guise of his aggression
reveals his being no different from a prisoner. Despite the difference in their roles, he
still identifies with Fortunato. This is revealed by that he experiences a sense of jouissance
while listening to Fortunato’s vibrations inside:

There was then a long and obstinate silence. | laid the second tier, and
the third, and the fourth; and then | heard the furious vibrations of the
chain. The noise lasted for several minutes, during which, that | might
hearken to it with the more satisfaction, | ceased my labours and sat down
upon the bones. When at last the clanking subsided, | resumed the trowel,
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and finished without interruption the fifth, the sixth, and the seventh tier.
The wall was now nearly upon a level with my breast. | again paused, and
holding the flambeaux over the mason-work, threw a few feeble rays
upon the figure within. (Poe, 2011, p. 187)

Listening to Fortunato’s vibrations of the chain and holding the flambeaux over the
wall, Montresor relieves himself of the fear of being unable to be rescued from premature
burial. In this context, while the ongoing vibration of Fortunato’s chain comes to mean
the continuation of his life in the case of being punished with a premature burial,
Montresor’s throwing a few rays, though feeble, over the wall implies his desire to have
someone who could notice his enclosure and rescue him from death. By walling in
Fortunato and hearing his fading but ongoing sound, he creates theimage of a pervert.
Montresor uncannily tries “to isolate, and enclose, a part of himself and a neurosis he
hates—symbolized by Fortunato” (Engel, 1983, p. 28) and he feels pleased with acting
out his unconscious mind and relieving himself, though only for a time, of his unconscious
fear. Montresor’s unconscious fear of premature burial in turn reflects his unconscious
wish forimmortality. As Freud (2001) states, phantasies about life in the mother’s womb
“afford the deepest unconscious basis for the belief in survival after death, which merely
represents a projection into the future of this uncanny life before birth” (Standard Ed.,
Vol. 4, p. 193). Similarly, burying Fortunato alive, Montresor acts out his phantasy of
attaining immortality. This is closely linked with his phantasy of survival, as shown
through his ascertaining the rescue of his victim by placing jingling bells on his head,
throwing a torch into his crypt or listening to the ongoing vibration of the chains inside.

Conclusion

To conclude, reflecting that “for Poe, it is not supernatural beings that people should
fear” as “the real horror lies in what human beings themselves are capable of” (Sova,
2007, p.42), Montresor’s depiction of how he murdered Fortunato triggers the uncanny
because what it presents on the conscious level as a cold-case murder story turns out
to be actually an attempt to deal with the return of the disturbing psychic material that
he had pushed back because of its destabilizing effect on the equilibrium of his psyche.
The sense of the uncanny dominating the story by involving a blurry distinction between
the known and the unknown stems from the fact that Fortunato incarnates Montresor’s
narcissistic rival by traumatizing him with his perfection and representing “all that
Montresor and his family have lost” (Sova, 2007, p. 44); the damp vault of the palazzo to
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which Montresor takes Fortunato by making him descend through vagina-shaped long
stairs takes on the role of an encompassing and protective uterus where Montresor acts
out his womb phantasy by regressing into an embryonic state; and the premature burial
of Fortunato reflects Montresor’s attempt to deal with his repressed fear of being buried
alive. Penetrating into the deeper layers of Montresor’s unconscious, these uncanny
elements converge in his wish to go through a phantasmal renewal through coping
with his repressed feelings of envy, low self-esteem, sense of incompleteness and fear
of premature burial. Suitably, he murders Fortunato during the carnival, which “celebrates
the destruction of the old and the birth of the new world” (Bakhtin, 1984, p. 410). However,
the question of whether or not he can really attain a psychic rebirth by stripping himself
of the reminiscences of his repressed feelings remains unanswered, given the ending
of the story. His explaining the murder in a detailed manner fifty years later implies the
inevitability of the return of the repressed psychic material which he had tried to get
rid of and reflects that “even though the long dead Fortunato may be buried,” he is “still
obsessed with the details of the crime and can recite them complete and intact after
half a century” (Engel, 1983, p. 28). More importantly, Fortunato’s insistence on posing
a threat to Montresor’s egotistical unity is reflected in Montresor’s final remark, “In pace
requiescat!” (Poe, 2011, p. 188), as “the reader is left to question if he wishes peace upon
Fortunato or for himself” (Sova, 2007, p. 43) with this blessing for peace.
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ABSTRACT

Not only did Elizabeth Kim never meet her American father who impregnated her
mother during the Korean War, but she also witnessed the murder of her mother who
was the only family member she had. After her mother’s death, she was sent to an
orphanage and was adopted by an oppressive and abusive American family who
forced her to marry a man who turned out to be a schizophrenic and sadistic brute.
Her traumatic experiences left permanent marks on Kim as she has suffered from
prolonged depression and anxiety. Ten Thousand Sorrows: The Extraordinary Journey
of a Korean War Orphan (2000) is Elizabeth Kim'’s only book in which she details her
encounters with death, violence, sexual abuse and rape. This article will analyze Kim’s
memoir as an example of what Gilles Deleuze and Félix Guattari have called minor
literature which is defined by the deterritorialization of language, a work’s political
stance against oppression and its collective value. It will also discuss Elizabeth Kim
as a deterritorialized character who eventually becomes a nomad. Taken through this
framework, Ten Thousand Sorrows does not emerge as a cultural assimilation story,
nor is it the breakthrough narrative of an oppressed minority woman. Rather, the
book is Elizabeth Kim's attempt to heal the wounds caused by the constant physical
and spiritual abuse she had to endure throughout her life.

Keywords: Elizabeth Kim, deterritorialization, minor literature, nomad, Deleuze and
Guattari
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Introduction

Ten Thousand Sorrows: The Extraordinary Journey of a Korean War Orphan (2000) is
Elizabeth Kim’s only book, which has been translated into eleven languages, including
Turkish. In this memoir, Elizabeth Kim shares her traumatic experiences as a mixed-
blood orphan who was born in Korea and brought up by a fundamentalist American
family in the United States. By sharing her traumas with an invisible reader, the author
attempts to come to terms with her past and heal her soul.

Elizabeth Kim never knew her American father who went to Korea to fight in the
Korean War, impregnated her mother and abandoned the country. When she was
presumably around five years old, Kim witnessed the death of her mother who was
murdered by her brother and father. As she explains in the Prologue to the book, the
birthday of the author is uncertain: “l don't know how old | was when | watched my
mother’s murder, nor do | know how old | am today. There is no record of my birth, or
of my name. There is no record of my mother’s brief life. No certificate records her death
at the hands of her brother and father in an‘honor killing” (Kim, 2000). After spending
some time in an orphanage, Kim was adopted by an oppressive and abusive American
family who relocated her to California. At the age of seventeen, they forced her to marry
aman who turned out to be a schizophrenic and sadistic brute. Although she divorced
her husband and built a life as a journalist independent from her family, the traumas
of her past have continued to haunt Kim. Unable to form healthy and close relationships,
she has suffered from prolonged depression and anxiety. As this article will illustrate,
the author has attempted to recover from her traumas several times. The fact that the
pessimistic tone of the book changes into optimism shows that writing her story has
helped Kim to recover from the trauma caused by physical and emotional abuse as
well as racism.

In their book entitled Reading Autobiography: A Guide for Interpreting Life Narratives,
Sidonie Smith and Julia Watson suggest that the act of telling is therapeutic for
narrators who suffer from traumatic memory because writing changes “the narrator
and the life story itself” (2010, p. 28). Seiwoong Oh concurs with Smith and Watson’s
definition and analyzes Kim’s memoir as a“transcript of a psychiatric therapy session
during which the author/patient pours out her anger, resentments, and trauma of
being a victim of racial prejudice, religious oppression and gender inequities” (2018,
p. 194). As Riordan also puts forward, “verbally labeling and describing a trauma
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through writing allows an individual to cognitively process the event and gain a
sense of control” (2019, p. 263). In this regard, given the therapeutic effect of writing,
the book serves as scriptotherapy, which Suzette Henke defines as “the process of
writing out and writing through traumatic experience in the mode of therapeutic
reenactment” (1998, p. xii). Smith and Watson also explain the term as “the process
of speaking or writing about trauma in order to find words to give voice to previously
repressed memories” (2010, p. 29). Then, Ten Thousand Sorrows: The Extraordinary
Journey of a Korean War Orphan (2000) is a product of Kim's attempt to heal the
wounds caused by the constant physical and psychological abuse she has had to
endure throughout her life.

This article argues that the memoir is an example of what Gilles Deleuze and Félix
Guattari have called minor literature, which is defined by the deterritorialization of
language, a work's political stance against various forms of oppression and its collective
value. Itis further argued that Elizabeth Kim is a deterritorialized character who becomes
a nomad and uses scriptotheraphy to heal her spiritual wounds. Kim’s account of her
life reveals that her trauma is multifaceted, caused not only by harsh and abusive
parents/husband, but also by the deep-rooted racism embodied in American society.
In this sense, Ten Thousand Sorrows does not emerge as a cultural assimilation story,
nor is it the breakthrough narrative of a woman who belongs to an oppressed minority.
Rather, itis a healing narrative categorized under minor literature which frankly discusses
racism, oppression, abuse, depression and suicide. Kim's personal story also sheds light
on the ostracization and mistreatment of those who have long been silenced in the
United States.

Deterritorialization and Becoming a Nomad

Deleuze and Guattari are closely interested in a subject’s relation to a territory, which
ranges from the physical space to psychological, abstract, and literal spaces. According
to the scholars, a subject is in a continuous voyage, which is “a process that engages
him [the individual] in becomings, rises and falls, migrations and displacements” (1983,
p. 84). Moreover, this voyage between territories is “a feeling, a series of emotions and
feelings as consummation and a consumption of intensive quantities. ...We pass from
one field to another by crossing thresholds: we never stop migrating, we become other
individuals as well as other sexes, and departing becomes as easy as being born or
dying” (1983, p. 84-85).
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This voyage, or the process of becoming, is possible through deterritorializations
and reterritorializations of the individual. According to the scholars, deterritorialization
and reterritorialization refer both to mental and physical condition of a character. They
state that a person deterritorializes when s/he leaves the territory, which can be a
physical territory or a state of mind; therefore, “it is the operation of the line of the
flight” (1987, p. 508). In other words, deterritorialization is being off-territory and it is
a state of not belonging. Then, a subject is repeatedly deterritorialized in the process
of a voyage because she/he moves “from the center to the periphery” (1983, p. 258).
Reterritorialization, on the other hand, is settling down and returning to territory, which
does not have to be the same as the previous one. Therefore, the scholars argue that
two terms are closely related to one another and the difference between them is
indistinguishable “since they are mutually enmeshed, or like opposite faces of one and
the same process” (1983, p. 258). The deterritorialized person searches for ways to
reterritorialize, and thus becomes a nomad. As suggested by the two theorists,a nomad
is “a clandestine passenger on a motionless voyage. To become like everybody else;
but this, precisely, is becoming only for one who knows how to be nobody, to no longer
be anybody. To paint oneself gray on gray” (1987, p. 197). Moreover, a nomad
“reterritorializes on deterritorialization itself.. .. nomads have no points, paths, or land,
even though they do by all appearances. If the nomad can be called the Deterritorialized
par excellence, it is precisely because there is no reterritorialization” (1987, p. 381).
Deleuze and Guattari also claim that the novel as a genre deals with lost characters, or
nomads, who “no longer know their name, what they are looking for, or what they are
doing, amnesiacs, ataxics, catatonics” (1987, p. 173).

In this regard, Elizabeth Kim is a deterritorialized character who eventually becomes
a nomad as she never feels home and can never settle down. Kim is lost, she feels less
than human, and she does not feel that she belongs to her body:“l hated every aspect
of my face and body: my quasi-Asian eyes, my wide cheek-bones, and on down through
each layer, to the skull beneath the skin” (Kim, 2000, p. 157). She is deterritorialized and
she has an endless desire for acceptance and love, on which she can reterritorialize.

Deleuze and Guattari stress that“anything can serve as a reterritorialization, in other
words, ‘stand for’the lost territory; one can reterritorialize on a being, an object, a book,
an apparatus or system” (1987, p. 508). Elizabeth Kim also attempts to reterritorialize
on various concepts: Her Omma, her American parents, animals, books, and her daughter.

1 Omma is the Korean word for “mom.” Kim refers to her biological mother as Omma throughout the book.

252 Litera Volume: 32, Number: 1, 2022



Baser Ozcan, D. B.

However, she is unable to form a sense of belonging to the United States, to Korea, to
her family, or to her own body.

Kim remembers the days she spent with her Omma as a blessing: “We had little
food, but | didnt know | was hungry. With Omma, a bowl of rice was a banquet. We
were locked inisolation, but | wasn't lonely. In Omma | had mother, storyteller, playmate,
confidante, and defender” (2000, p. 27). Therefore, Kim experiences her first
deterritorialization after losing Omma as she is left unguarded and defenseless. Kim's
recollections of her mother give her the strength to carry on in the United States, yet
the authenticity of the stories she shares about Omma is questionable.

As Smith and Watson note, life writing requires remembering and it is the
“reinterpretation of the pastin the present” (2010, p. 22). Claiming that autobiographical
subjectivity is complicated, Smith and Watson suggest differentiating “I"”
historical |, the narrating |, the narrated | and the ideological I. The real “I”

as: the real or
is the historical
person whose name appears on the title page (2010, p. 72); the narrating “I” tells the
“autobiographical narrative” and is “the persona of the historical person” (2010, p. 72).
The narrated“l’, on the other hand, is“the version of the self that the narrating“I"
to constitute through recollection for the reader” (2010, p. 73). Finally, the ideological

MI I M.

s

chooses

are possible positions for autobiographical narrators to occupy, contest, revise,
and mobilize against one another at specific historical moments."Therefore, ideological
“I"s are “multiple, mobile, and mutating” (2010, p. 78). In this regard, experiences of the
past are interpreted as the narrating | distances herself/himself from the narrated | and
reads her/his“experiential histories” (Smith and Watson, 2010, p. 33). This problematizes
the authenticity of life writing because interpretation may distort what has happened
or the narrating I might decide to leave out certain experiences whether intentionally
or not. Smith and Watson also state that

Any utterance in an autobiographical text, even if inaccurate or distorted,
is a characterization of its writer. Thus, when one is both the narrator
and the protagonist of the narrative, as in life writing, the truth of the
narrative becomes undecidable; it can be neither fully verified nor fully
discredited. We need, then, to adjust our expectations of the truth told
in self-referential writing. ... [AJutobiographical writing cannot be read
solely as either factual truth or juridical model of truth and falsehood.
(2010, pp. 15-17)
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Considering Smith and Watson'’s discussion on the authenticity of life writing,
Elizabeth Kim’s early memories of her mother, their village and Korean culture should
be discussed to better understand her reterritorialization attempt.

From the Prologue through Chapter 5, Kim delineates her experiences in Korea
and recounts her life before and after her biological mother’s death. Kim's detailed
description of her Omma raises questions regarding the authenticity of her
recollections since it might not be possible for a child of that age to remember her
mother’s personality or the details of their conversations. For instance, she describes
her Omma as follows: “Omma was a problem from her childhood on. ... [S]he really
crossed the line of disobedience when she told her parents she wanted no part of
an arranged marriage. ... She was a free, creative spirit who struggled for expression”
(2000, p. 12). When interpreting the past, Kim portrays the idealized version of Omma.
She obviously shapes the way she remembers her biological mother and admires
the image in her mind in order to cope with her loss. However far from the facts
Kim’s imagination wanders, the traumatic event she witnessed—the murder of her
mother—remains an irrefutable part of her personal history. In this regard, by
reimagining her mother, she attempts to reterritorialize on the memory of Omma,
but fails.

Kim'’s later attempts to reterritorialize on her American family are also unsuccessful.
Although she has been“willing to do anything to win their approval” (Kim, 2000, p. 69),
everything she does to please them is misunderstood and perceived as an act of
defiance against God and Christ. Therefore, she can never form a warm and healthy
relationship with her fundamentalist American parents who have constantly reminded
Elizabeth of her so-called flaws: “In Korea | was subhuman. Now | was sub-Christlike. |
knew | wasn't good enough for anyone, and | felt complete despair. | couldn’t measure
up to anyone’s standards” (Kim, 2000, p. 85).

Kim also attempts to fulfill her desire to love and be loved through animals. Feeling
Kim'’s loneliness, their neighbor brings her kittens to play with. However, believing
kittens are unsanitary, her insensitive and intolerant parents send them away. As a
child, Kim understands that “[alnything [she] loved was taken away without [her]
consent or understanding, just like Omma, just like [her] little troupe of toy animals.
There was no warning given before and no comfort after” (Kim, 2000, p. 65). A few
years later, Kim forms a bond with a dog which loves her unconditionally, yet her
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parents take him to a pound where he would probably be locked in a cage and die.
Kim agonizes over its (and her own) fate and she is deterritorialized once again.

Because she was ostracized at school, Kim attempted to reterritorialize on the
books of famous writers such as Shakespeare, Dickens or Austen. As she spent most
of her time reading, entering into the worlds of fictional characters who suffer as
much as she does made her feel less alone. She describes her devotion to the books
as follows:

I loved Dickens. When | read him | felt as if he were talking just to me, and
that he understood exactly how sad and lonely | felt. | was searching for
an emotional road map that | could follow to help get me through the
years of alienation. No one in real life had taught me how to deal with
loss and abandonment, but | discovered that literature could connect me
with something larger than my own life, and | was transported. (2000, p.
83)

Nevertheless, the fictional worlds could not save her from misery. Whenever Elizabeth
shared her favorite lines from the books, she was either ridiculed by her friends or
demonized by her family. Despite her teacher’s encouragements to go to college and
pursue a literary career, Kim leaves school and marries as her parents wished.

When her marriage becomes a prison because of her husband’s abusive and torturous
acts, Kim decides to reterritorialize on a child whom she could love unconditionally;
therefore, she stops taking birth control pills without her husband’s consent. Kim
explains how she decided to reterritorialize on a baby as follows: “But oh, God, | was
so lonely. | yearned for somebody to love. | ached to hold another human being and
look at a face that looked back at mine tenderly, without revulsion. And | wanted
someone who looked like me. | wanted to give my love to a person who had the same
blood, the same features, as | did” (2000, p. 149). Consequently, the baby gives her the
courage to get a divorce and for the first time in her life Elizabeth feels free on the night
she runs away with her baby, Leigh.

For some time, Kim devotes all her time, love and energy to her daughter, and

they spend quality time despite financial problems. However, Kim continues to suffer
from nightmares and feels she does not have the will to carry out her life. She finds
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the solution by reterritorializing on death. Planning how to do it in detail, she
continuously contemplates on suicide:“The fantasies about suicide, which had always
been present, were becoming my only daydreams and my only comfort....| knew
exactly what I was going to wear, what | looked and smelled like, what the surroundings
were” (2000, p. 180). She shares her desire to die with Leigh and even prepares her
for it. Although she admits having overcome this desire to die, Kim is still unable to
reterritorialize:

Letting go of my love affair with suicide was very difficult. | still think about
suicide, even today, but not with the longing and romanticism that | once
did. In many ways, losing my lust for suicide was like losing a lifelong lover
....The thought of suicide reassured me that no one would ever leave
me again—I'd be gone first and out of the reach of earthly pain,
abandonment, and heartache. (2000, p. 215)

De- and reterritorializing throughout her life and the narrative, Kim becomes a
nomad. The book ends as the author reterritorializes on hope, but it is not certain
whether she will succeed or not considering her position as a nomad who is not yet
settled.

As the discussion so far has demonstrated, having become a nomad after various
deterritorializations, Kim turns to writing with the hope to heal her wounds by sharing
them in the form of a memoir, which becomes a tool for scriptotherapy. The final product
turns out to be an example of minor literature as Kim’s traumas are closely related to
being culturally, socially and linguistically dislocated.

Ten Thousand Sorrows and Minor Literature

In their book Kafka: Toward a Minor Literature (1986), Deleuze and Guattari discuss
the term“minor literature” with respect to the works of Franz Kafka, a Czech Jew writing
in German. Having scrutinized the form and content of Kafka’s oeuvre, Deleuze and
Guattari explain that minor literature dwells on the need to find resistance and it speaks
for the crowd. In this respect, minor literature is characterized by three distinguishing
features: First of all,“[a] minor literature doesn’t come from a minor language; it is rather
that which a minority constructs within a major language.” Secondly, everything personal
in minor literature is connected to the political whereas in major literatures “the individual
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concern ... joins with other no less individual concerns.” Finally, everything in minor
literature has a collective value (1986, pp. 16-17).

Within this context, Deleuze and Guattari do not use “minor”as a degrading term,
but as a divergence from the standard definitions and the norm. Kafka, according to
Deleuze and Guattari, rejects fixed definitions and he uses language as a tool both to
embrace multiple possibilities and to talk about the process of becoming. As the scholars
put forward, “Kafka marks the impasse that bars access to writing for the Jews of Prague
and turns their literature into something impossible—the impossibility of not writing,
the impossibility of writing in German, the impossibility of writing otherwise” (1986,
p.16). Therefore, including impossibilities as well as difficulties, minor literature emerges
out of necessity. Subversive by nature, it seeks a breakaway from oppressive norms. In
this regard, not only does minor literature allow the writer to comment on the political,
but it also provides a ground to discuss the consequences of oppression and
marginalization—such as trauma.

Kim’s narrative shows the devastating ramifications of the Korean war, which is the
main reason for Kim’s traumas. To compensate for the destruction it caused in Korea,
the United States initiated the adoption program, yet it has brought more misery and
trauma to Kim’s life, a point which will be discussed later in the article. The book also
comments on the ostracization of women and the racial body both in Korea and the
United States. As a mixed-blood woman, Kim faces racism in both countries because
sheis neither Korean nor American enough. Miseli Jeon also asserts that Kim’s traumas
stem not only “from cultural displacement and racism, but also from the omnipresent
misogynist ideology. The scholar further states that Kim draws attention to the “atrocities
practiced worldwide in the name of cultural, religious, and racial purity” (2004, p. 147).
Within this context, the memoir is a testimony to the traumas caused by political and
cultural structures.

Taken through this framework, Ten Thousand Sorrows is political because Elizabeth
Kim comments on the aftermath of the Korean War which affected the lives of children
the most, details the hypocrisy in the practices of Christianity and criticizes rigid
gender roles. As Tracy Dianna Wood states, a great number of children either died or
were sent to orphanages in the first year of the war. More than 150.000 Korean children
were adopted transnationally during or after the war. Among them, 100.000 have
been adopted by white, middle-class, Christian American families (2008, p. 1). Wood
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also points out the interest of media in these Korean adoptees. TV shows or films in
Korea cover stories of successful and famous people who were once adopted by
Americans and “[rationalize] their adoption as not only necessary but beneficia
(2008, p. 3).

Ilr

In this regard, Elizabeth Kim refutes the idea that Korean orphans end up achieving
success thanks to the opportunities provided by their loving American families. On the
contrary, she felt neither successful nor worthy of a good life:“My grief was boundless,
but my rage was directed at one person: me. There were two things | believed: My life
was a terrible mistake, and | deserved nothing but suffering. My hatred of myself, born
at my mother’s death, nourished in the orphanage, grew with each passing year” (Kim,
2000, p. 39). Her American family has a pivotal role in Kim’s low self-esteem and self-
hatred. From the first moment she met her family to her adult years, both parents
oppressed her continuously in the name of religious education. For instance, the family
tape-recorded her childhood, many of which included scenes where Elizabeth is
punished:

The story would unfold—usually centered around my fear of something—
and would progress through the reasoning, the pleading, the tears, and
the denouement of my punishment and contrition. ... Quite often [dad
would] spank me while the machine was recording. Listening to tapes
later, every slap would come through clearly, along with my sobs. In the
background Mom could be heard saying something like “Now, aren’t you
sorry you were such a bad little girl? Don't you want to ask Jesus to forgive
you?”....They got played over and over as | was growing up, and we sat
in the living room and listened. ... During the scenes where | was screaming
or begging, my parents would chuckle and shake their heads at me. (Kim,
2000, pp. 78-79)

Her family was blinded by the teachings of Christianity and failed to see the needs
of a child whose mother died in front of her eyes, nor could they understand the
adaptation problems she was facing and the general anxiety that comes with being
an adoptive child. Instead, they blamed Elizabeth for not being grateful to God for
saving her from the terrible conditions in Korea. As the following quote demonstrates,
rather than giving her love and affection, her parents instilled fear and guilt, which
evoked a strong sense of self-loathing and resulted in a loss of self-respect:
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| was told over and over how blessed | was to have been adopted by my
parents and taken into a Christian family, out of Korea and the orphanage.
“All those other children died, and God chose you to live,”my parents told
me.“Of all the orphans there, He led us to adopt you. God has a very special
plan for your life, and you must always obey and honor Him." | trembled
when | thought of how | was letting God down every minute. He should
have chosen someone else. (Kim, 2000, p. 77)

Kim'’s descriptions of the double standards in the culture and religion are inextricably
intertwined with gender oppression. In this sense, the criticism of gender inequality
is another aspect that makes the work political. Commenting on her uncle and
grandfather’s cold-blooded murder, Kim states“[a] woman’s life had little value anyway,
so removing it for the greater good of expunging a family’s shame was a long-accepted
practice. Such deaths were not murder, they were honor killings, and therefore sanctified
by tradition” (Kim, 2000, p. 31). Kim’s grandfather and uncle could get away with their
crime and they were not punished. She also states that the reports of honor killing are
quite frequent in the newsroom she works at as they hear incidents from Korea, Israel,
China, Iran, India, and many other countries. Kim comments on this as follows: “We
cannot know the number of women who have been murdered for cultural transgressions,
but we can imagine that there have been countless other children who watched their
mothers die and blamed themselves; other people who grew up feeling faceless,
soulless, less than human” (2000, p. 221).

Moreover, although Kim was beaten by her husband, she could not get a divorce
because what matters for Christianity is being loyal to your spouse: “The Bible makes
allowances for divorce if there’s been adultery. . ..So my bruises meant nothing—I could
chalk that up to the joy of being able to suffer with Christ—but adultery is a sin” (Kim
2000, p. 161). As Kim witnessed these double standards in religion, she lost her faith
in God, Christ, or anything that promised salvation. Thus, along with Kim's personal
experiences with gender, religion and adoption, their sociopolitical nature characterizes
her narrative as minor literature.

The other characteristic of minor literature is its collective meaning. Kim'’s experiences
as an orphan are not unique. Despite the Korean media’s sugarcoated presentation of
lll

Korean adoptees, most of them are traumatized and they are subjected to racism:
hated the way | looked. Whether in Korea or America, | thought my face was wrong. In
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Korea my eyes were too American; in America they were too Asian” (Kim, 2000, p. 71).
Since her childhood, Kim has continuously been reminded of the fact that she is different
from her parents, friends, or the people in church,

[M]y face was ridiculed all the time. And at home | was never allowed to
forget how different | looked. (“Elizabeth, don't pull your hair back like
that. You look much more American when it's fluffed around your face.
Don't stay out in the sun. You look like a red Indian or something, not a
pretty little American girl.") (Kim, 2000, p. 71)

As a result, Kim never felt she could fit in the family and the country although she
was desperately in need of love. Thus, she identified herself with her grandmother’s
African American gardener who treated her like an equal unlike others in the community.
The gardener enabled Kim “to see that even in America [she] was not the only one
isolated and hated simply because [she] didn't look the same as people around [her]”
(Kim, 2000, p. 97).

Kim’s experiences as a woman are also shared by other women regardless of race.
Like many other women both in the United States and around the world, she was forced
to marry someone against her will. Despite the myth of marriage as a heavenly refuge,
it becomes Kim's hell starting with the first day of her marriage:

D. said that God expected a couple to “honor him in the marriage bed,
even though there'd been no affection or caresses between us. But when
D. couldn’t consummate our marriage, | was punished.“This is your fault,”
he told me.“It's because of you."He slapped me as | lay, naked, on the bed,
and while I looked at up him in shock he began punching me rhythmically.
(Kim, 2000, p. 144)

Although Kim tried to keep docile as much as possible, everything she did was
wrong for her husband who always ended up beating or insulting her. D. emotionally
and physically tormented Kim as he forced her to sleep in the doghouse or used her
like a slave to keep the house neat and clean. Furthermore, he jumped on her stomach
when she was pregnant, and he had sex with another woman in the backseat of the
car when she was driving. He made Kim feel worthless with his demeaning attitude
and insulting remarks. D. repeatedly stated that she was ugly and told her that he
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fantasized about other women when they had sex and that he was only aroused when
Elizabeth was in pain (Kim, 2000, p. 154). The types of physical, psychological, and
emotional torture may change, yet Kim’s experiences resonate with many women who
are subject to domestic violence.

Even though her life changed for the better after her divorce, Kim continued to
suffer as she was haunted by the traumas of the past. Due to her intimacy problems
stemming from her fear of rejection, Elizabeth preferred to have relationships with
married men, which put her at a disadvantage in society. To add insult to injury, she
was raped, got pregnant and had to undergo abortion. Despite the fact that none of
these is her fault, the sense of guilt never left Elizabeth who, like many women, was
silenced and abused by men. Kim shares her feelings about these insults openly to
form a bond among those who were subjected to the same treatment. She explains
why she did not report to the police when an intruder raped her as follows:

Much of my fear about bringing the rape out in the open was that my
private life would be exposed. If my life had been spotless by the standards
of that society, perhaps | wouldn't have been so silent about rape. But it
wasn't. | couldn’t have taken the witness stand and presented a virginal
persona to the jury. | was ashamed. (2000, p. 176)

By sharing what is once unspeakable for her, not only does Kim attempt to heal her
spiritual wounds, but she also encourages other women to speak up. As mentioned
before, she states that there are countless numbers of women who have been murdered
because they did not conform to the mandates of the society and there are other
children who watched their mothers die. The stories of these women will not be heard
and “the whole world is poorer because of it” (Kim, 2000, p. 221). Arguing that racism
and sexism intersect in the lives of minority women, Kimberlé Crenshaw states that
women of minority groups hide incidents of violence because of the “fear of embarrassing
other members of the community, which is already stereotyped as deviant, and fear
of being ostracized” (2005, p. 533). In this sense, Elizabeth Kim’s personal story presents
alarger picture of the lives of women and children of minority groups. Her story serves
not only as scriptotheraphy, but also as a call for action. Kim hopes to reach out to
women and children who have been silenced, abused, and traumatized so they would
not feel alone.
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Deleuze and Guattari also point to the linguistic aspect of minor literature and
explain the necessity of deterritorializing the major language to challenge oppression.
Therefore, the scholars call attention to the language problem experienced by minority
groups by stressing that a great number of people today are forced to forget their
native languages and use a language “that is not their own.” As they state, “[t]his is the
problem of immigrants, and especially of their children, the problem of minorities, the
problem of a minor literature, but also a problem for all of us” (1986, p. 19). According
to Deleuze and Guattari, then, language has a sociopolitical power and minor literature’s
function is to dismantle the ascribed function of language (1986, p. 24).

As Ronald Bogue also puts forward, writers of minor literature “makes a minor usage
of language” to deterritorialize it by playing with the linguistic conventions (2012, p.
294).This requires either distorting syntactic, semantic, and phonetic rules, or subverting
stylistic features of the narrative. Deleuze and Guattari posit that “[e]Jven when it is
unique, a language remains a mixture, a schizophrenic mélange, a Harlequin costume
in which very different functions of language and distinct centers of power are played
out, blurring what can be said and what can’t be said; one function will be played off
against the other” (1986, p. 26). In other words, the scholars ask the writers of minor
literature to “[cJreate the opposite dream: know how to create a becoming-minor”
(1986, p. 27).

English language is not a tool for the author to express her gratitude to the United
States that has supposedly offered her various opportunities. On the contrary, she uses
major language to voice the dysfunctional nature of politics that causes a lot of children
to suffer. Kim was forced to abandon her native language and learn English when she
was too young to understand cultural and linguistic differences. This left her
deterritorialized as a child who was “bewildered” by people who were continuously
scolding her in a language she was alien to: “What | had known was lost, and my life
became something completely foreign.’Mul’ became ‘water.’Pyonso’became‘bathroom!
| became ‘Elizabeth, a girl | did not yet know how to be” (Kim, 2000, p. 57). Only when
she spoke and understood English, could her new parents seemingly accept her.
However, learning the language does not mean learning how to communicate:“l looked
at everything and said nothing. | had learned in the airport that these two people
couldn’t understand me, and | couldn’t understand them, so there was no point in
trying to communicate” (2000, p. 55). Even after she learns the language, Kim cannot
please her parents. Her actions are not only misunderstood, but also punished.
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Her attempts to form a family bond fail repeatedly and their rejection severely
traumatizes Kim: “My adoptive parents gave me a clear message on the first day: We
won't hear you unless you become like us; you have to talk our language if you want
to communicate. So | tried to speak the other person’s language. | picked up their
mannerisms and jargon and agreed with just about anything they said” (2000, p. 216).
However, Kim learns that she will not be heard even if she speaks the language, so she
gives up trying to communicate with her parents and other people in her community.
In other words, English represents oppression, trauma and miscommunication for
Elizabeth. Therefore, she uses it to master the trauma by speaking the unspeakable.
She demonstrates the suffering inflicted by her family and the country rather than
glorifying the opportunities she has been given.

Distortion of linguistic rules is not observed in Elizabeth Kim's use of English. Unlike
Kafka who could experiment with German since the German language in Czechoslovakia
is intermixed with Czech and Yiddish, Kim was forced to forget her native language. As
she has lost her ties with her motherland, Kim must write in English to speak what is
unspeakable for the mainstream discourse in its own language. In other words, Kim's
story can only be told by her and it can only be told in the language of the oppressive
culture. Throughout her narration, in addition to the titles written in Hangul—the
Korean alphabet, the only Korean word Kim uses is “Omma.” Use of Korean not only
gives the author a sense of belonging, but it also signifies a refusal of her identity as
an“American”daughter, who is silenced and marginalized. That is, since Kim was initially
traumatized by her mother’s death, Korean language represents the author’s devotion
to her Korean mother and a desire to return to a healthy self.

Moreover, Kim disrupts the linear narration and complicates the reading process.
The book is divided into four sections, all of which begin with a poem written by the
author to set the tone of the following chapters. In addition, she employs idiosyncratic
typography at the beginning of each chapter by using the visual layout of a poem. Kim
also deploys other narrative strategies and finds new forms of expression. That is, she
addresses her biological mother directly and she also allows her daughter to interfere
with the narration. The daughter, Leigh, explains her mother’s endless suffering from
her own perspective:“l knew that my mother had frequent thoughts of suicide. ... But
then we made a pact that she would make it through my childhood, so that | would
never be alone without a mother to care for me. ... There is really no way to articulate
what | felt” (2000, p. 203). As seen from the examples, techniques such as interweaving
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poetry and prose or complicating the addressee and addresser enable the reader to
witness the process of “becoming-minor” from multiple perspectives.

Conclusion

Loss of a mother, leaving Korea, rejection and oppression of her American family
deterritorialize Kim and she loses a sense of belonging—to the United States, to Korea,
to her American family and community, and to her body. As a deterritorialized subject,
she becomes a nomad while looking for reterritorializations that would heal her, yet
each of these attempts results in a new deterritorialization. Kim reterritorializes on her
Omma, her American family, pets, literature, and her daughter, but neither of them
gives her the comfort she looks for.

Kim eventually seeks reterritorialization and healing by writing her story because
life writing allows the narrating

uI ”

llI ”

to observe and (re)evaluate the experiences of the
narrated “I". Given the therapeutic effect of writing, the book serves a scriptotheraphy
since Kim exposes her private life and traumas, demonstrating that sometimes it is not
possible for individuals to make peace with their past, haunted by abandonment,
loneliness, alienation, violence and oppression. Since Kim's story is closely intertwined
with the issues of racism, sexism and gender oppression in the United States, this

scriptotheraphy becomes an example of what Deleuze and Guattari call “minor literature.”

Ten Thousand Sorrows exhibits the characteristics of minor literature because not
only does the narrative comment on the politics of race and gender, but it also has a
collective value since her individual story resonates with larger communities. Moreover,
the narrative deterritorializes English language as it is the story of a minority constructed
within the major English language. Kim uses the English language, which she forcefully
learnt, to expose the hypocrisy in cultural, social and religious mandates as she discusses
religion, honor killings, domestic violence, and rape. She also incorporates Korean into
her narrative and makes use of different stylistic choices to deterritorialize the major
language. In this regard, it is a becoming narrative through which Kim demonstrates
that mastering trauma is possible when it is revisited, reinterpreted and shared. Thus,
by vocalizing long-repressed traumas, Kim attempts to resist, challenge and overcome
what has oppressed and traumatized her. Kim’s hopeful tone at the end of the book
shows she has resolved to reframe her past experiences and future aspirations. She
ends the book with the following remarks: “Everything is possible, Omma told me. She
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