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ABSTRACT

The study proposes a theoretical analysis of Kazuo Ishiguro’s fourth novel, using the
storytelling forms proposed by Kurt Vonnegut, along with the Freudian and Jungian
oneiric theories, in order to decide the Kafkaesque texture of the narrative. The
protagonist Ryder can open secret portals to physical places in his past and can
reconfigure his reality based on memories. Firstly, the study discusses the intertextual
connection of The Unconsoled with Vonnegut’s Slaughterhouse-Five and Woolf’s
Orlando: A Biography while treating its Kantian value according to the domino effect
and the quantum principle of probability. The second part analyses Ishiguro’s dream
techniques, in conjunction with concepts like the Pygmalion and Golem effects, the
imposter syndrome, the tunnel memory and Kahneman'’s system 1 and 2 of thinking,
for explaining Ryder’s irrational doings. The last part examines Ryder’s cognitive
dissonance, his lack of anagnorisis, as well as his flow of consciousness, as compared
to Woolf ‘s Mrs. Dalloway and Joyce's Odysseus. The protagonist’s need for mental
decluttering and willpower is then explained through the Stoic principles in Marcus
Aurelius’ Meditations, as a way to strike a balance between creation and consumption,
both in Ishiguro’s novel and in real life. The problems of the nameless European city
are also interpreted from a game theoretical perspective, with the tragedy of the
commons and the public goods game as examples of faulty cost-benefit relationships.
Holistically speaking, the study highlights the meditative power of The Unconsoled,
focusing on the narrative’s similitudes to the semantic-linguisticincomprehensibility
of Joyce’s Finnegans Wake.

Keywords: Kazuo Ishiguro, The Unconsoled, story shapes, dream techniques, mental
decluttering
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The Story of All

Kazuo Ishiguro is one of the most emotional contemporary writers, the sincerity of
his novels being fully acknowledged in 2017, when the British writer of Japanese origin
was awarded the Nobel Prize for revealing the abyss behind the illusion of social
interconnection (Nobel Prize, 2017). All of Ishiguro’s eight novels talk about identity,
hence the major importance that the author attaches to the past and the memory
processes. The mental multiverse of Ishigurian characters creates the illusory three-
dimensionality of the subjective mundane. Ishiguro’s novels prove that life itself is a
huge yet finite mental diorama: Everyone sees something different, depending on their
own biography!

The Englishman Ryder, the protagonist of Ishiguro’s fourth novel, The Unconsoled,
is a pianist known worldwide, who, having tasted the blessing and the curse of fame,
knows only too well that the most important tenet of universal transaction is to give
some in order to get some. One small failure in abiding by the universal law of fair
exchange renders the whole human world doomed to uncontrollable disorder, beyond
the second law of thermodynamics or natural entropy, which underlies the ever-
expanding nature of the Universe (Basurto-Flores et al., 2018).There is a whole scientific
explanation behind the aforementioned statement, even a probability theory known
as Heisenberg's uncertainty principle, which stipulates that there will always be properties
of particles that cannot be observed at the same time and thus can be deemed unreal
(Eastwood, 2017). However, in a world of quantum probabilities, it has been predicted
that the universal mind could go past determinism once it could perceive past, present
and future simultaneously: “We may regard the present state of the universe as the
effect of its past and the cause of its future. An intellect which at a certain moment
would know all forces that set nature in motion [...]for such an intellect nothing would
be uncertain and the future just like the past would be present before its eyes” (Laplace,
2012, p.4). Ryder, having achieved professional greatness, must therefore be well aware
not only of the law of chaos that governs the Universe, but also of the butterfly effect,
which makes anyone’s advance through life universally significant: humans, whether
children, parents, porters, pianists or stay-at-home moms, matter equally in the universal
scheme just because the butterfly-like flapping of their extended or broken wings can
have a domino effect on the whole world and, ultimately, on the fabric of the whole
Universe (Dooley, 2009).
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Ryder, famous as he is, unconsciously knows all these scientific explanations of his
worldly success. He checks into the hotel that has thoroughly prepared to accommodate
a prestigious person like him and then he intends to go about his artistic business as
planned. This is the first time Ishiguro has shown that the novel setting should not
decide what type of novel he will write. In many interviews the author discusses the
problematic nature of finding the right location for his novels, an endeavour that comes
long after he has started his narrative:“Often the setting comes quite late in the process.
| usually have the whole story, the whole idea, and then I hunt for the location, for a
place where | can set it down”(Chang, 2015). The Unconsoled is set in an unnamed town
with Germanic flavour, as most of the characters’names, along with the scanty description
of some locations, might indicate. Ryder’s job in the small city is both artistic and civic.
His concert, scheduled for Thursday evening, should save the whole community from
rapid decline due to collective dissatisfaction with the general status quo: “People need
me. | arrive in a place and find terrible problems, and people are so grateful I've come”
(Ishiguro, 2013, p. 156). The unconsoled of the unnamed town want to return to their
past values and seem to have decided that only Ryder and his concert can reverse the
downward-spiral state of their collective and individual living. By reversing “the spiral
of misery gaining ever greater momentum at the heart of [their] community”, Ryder
can help the residents “build a new mood, a new era” (Ishiguro, 2013, p. 167). The famous
artist seems eager to help and yet, somehow, also seems out of control in anything he
does throughout his whole stay in the town. “l have a particularly tight schedule” he
keeps repeating as he sees the futility of his well-intended acts (p. 23; p. 35; p. 67). The
community, however, appears prepared to take risks at an individual level: “Perhaps
you'll warn us of the hard work that lies ahead for each one of us if we're ever to re-
discover the happiness we once had” (p. 115). Is returning to past values impossible,
both collectively and personally? The general scheme of advancement implicitly entails
dismissing the previous values in favour of something new, which may prove beneficial
or detrimental in the long run.

Before giving his concert, Ryder wants to be a good counsellor for the people asking
for his help and yet his gliding approach to his and others’problems and predicaments
is as shifty as the texture of a very uncontrollable dream:“They take so much for granted,
all these people. What do they want me to do, on this night of all nights” (p. 171)? All
of his encounters seem to lack a well-established itinerary while he is both a guest in
this nameless provincial place and a long-term resident, with a wife, Sophie, and a son,
Boris, both of whom entail a lot of familial responsibilities. Ryder also seems to have
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discovered the secrets of space-time travelling, which renders him able to circulate
between distant places, far outside town and back to the hotel in next to no time, with
the help of incomprehensible passageways. Almost all residents of the unconsoled
town have something to ask from the famous piano player in a tiringly blathering way:
“Butit's the same as everywhere else. They expect everything from me. They’ll probably
turn on me tonight, it wouldn’t surprise me”(p. 171). Moreover, many of his old friends,
who have marked his school days and childhood in Worcestershire and whom he has
not met for ages, seem to pop up out of nowhere exactly when he finds himself in the
middle of another engaging errand. With each unexpected occurrence, Ryder’s mind
gets busy with involuntarily recollecting episodes from his past, all the way back to his
childhood, like the time when the car in which he used to spend his days as a child,
now eaten by rust and old age, pops into his way while he is going to a reception.

By means of long, digressive monologues, Ishiguro creates a type of story that defies
time and space in a highly uncomfortable way. According to Fludernik (1999), meandering
narrative usually contains “excessive information about marginal issues and insufficient
treatment of what the reader constructs as crucial topics” (p. 76). At the outset, the
bellboy Gustav manages to squeeze no less than four pages of soliloquy into an elevator
trip of several seconds. The reader feels as out of control as Ryder while the physical
coordinates of the three-dimensional world expand and compress, most times in direct
contradiction to each other. Everything is off kilter, in a state of surreal imbalance that
exceeds the absurd, physics-defying nature of Alice’s Wonderland (Woolf, 2010).
Moreover, through its suppressing nature, the language comes to further deepen the
disequilibrium, as is often the case with Ishiguro’s deliberate intention to conceal
meaning rather than clarify it (Mason, 1989). Although Ishiguro does not particularly
agree with being a precursor of Kafka's work (Vorda & Herzinger, 1994), this is one of
the traits the Swedish Academy attributed to his writings, intermingled with “a little
bit” of Jane Austin, before rewarding his talent with the Nobel Prize (Nobel Prize, 2017;
Johnson & Pawlak, 2017).
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Figure 1. Ryder’s time distortion and existential overlapping

Does the eponymous adjective Kafkaesque really manage to encapsulate the surreal
atmosphere of The Unconsoled? There is indeed a nightmarish quality to Ishiguro’s prose
while the action seems to have been caught in quick sands: the harried-looking Ryder
is incapable of achieving elementary tasks; the settings and perspectives shift
incongruously, one state stranger than the other; the characters’ habits and behaviour
seem peculiar, to say the least. The Kafkaesque of The Unconsoled is unarguably there,
with its linguistic display of mixed-up emotions and the messed-up intermingle of what
is real and what is fantastic, all of this underlain by a sense of trudging through the core
of hopeful and hopeless realities alike (Reitano, 2007). Thus, Ryder’s distorted temporality
consists of a tangential and overlapping mixture of life layers, infected by paranoid,
anxious and delusive logic. At the core of his existential rings are the truths that should
render his life meaningful and yet Ryder never seems to get through the flesh of his
multi-layered existence to grab hold of what counts most. The piano player practically
absents himself from most of his own play, jumbling up his duties, or even excluding
some of them altogether — the very image Kafka seems to create in most of his works.

The unity through inter-inclusion should have underlain the physics of Ryder’s life
and yet the concentric disposition of his layers has kept eluding his existence since
childhood. Sadly enough, Ryder’s chaos, at different degrees, seems to be the only
reality humankind has known since its inception — both Ishiguro and Kafka acknowledge
this aspect in their experimental fiction. Ryder is a famous English artist. He visits or
revisits an unnamed town; his performance may or may not be crucial to the rebirth
of the community; the circuits of human interconnection turn on and off in an
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uncontrollable way; Ryder speaks to people for the first time only to engage in subjects
that indicate how close he is, in fact, to his interlocutors. The more he converses with
them, the more he remembers about them and, most importantly, how he feels about
them. It is like entering a collective subconscious and getting entangled in a network
of dizzying stories, overlapping and mirroring each other at a faster and faster speed.
Just as Gustav, the hotel porter, has not spoken directly to his daughter Sophie for so
long, so too Boris catches his father’s attention in an impatient, even aggressive, way.
Readers, however, cannot fully start judging Ryder for being such a neglectful father,
because they cannot be sure whether Ryder is the father of the boy in the first place.
On the other hand, the hotel manager Hoffman is still unable, after all these years, to
forge a healthy bond with his son and wife. The young pianist Stephan exhibits the
extent of self-consciousness that Ryder remembers experiencing in his relationship
with his own parents, whom he anxiously expects at his forthcoming concert, as if their
confirmation of his professionalism had never been given before. The Kafkaesque
further transpires from the uncertainty of Ryder’s perceptions and realities as well as
his own projections on others. The cobweb of real and surreal, dream, fantasy and
dysfunctional mindscape is woven by an army of spider fears: the fear of not living up
to others’ expectations; the fear of being unprepared for what matters; the fear of
behaving inappropriately; the fear of being execrable at multitasking; the fear of not
pleasing others; the fear of attracting more of what is feared through the very act of
fearing uncontrollably (Ishiguro, 2013, p. 232).

At some point, bewildered readers stop asking themselves what is possible and
what is not, or why the narrative threads become hilarious in places. Ryder’s hotel room,
for instance, is also his “bedroom during the two years [his] parents and [he] had lived
at [his] aunt’s house on the borders of England and Wales” (p. 36). The artist wears
nothing but a dressing gown and slippers at an important event only to expose himself
when all eyes are on him as he is expected to deliver a life-changing speech. Moreover,
he starts witnessing a journalist and a photographer’s double talk as they interview
him, as if he were reading their hidden intentions to double cross him into unwillingly
creating a positive advertisement for a controversial building. At another point, a funeral
event is stopped on his account as the participants obsequiously offer him a cake in
cellophane. Why Clint Eastwood stars alongside Yul Brynner in the nocturnal showing
of 2001: A Space Odyssey, instead of Gary Lockwood and Keir Dullea, becomes as remote
a question as the alternate-universe battles presented in the famous movie. In the
spotlight come, undoubtedly, the manic manifestations of the supposed watchers,
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who fill the theatre with their grotesque talking, laughs and shrieks while they play
cards or roll on their backs mirthfully. It is imperative that readers should get accustomed
to theillogical advancement of the plot in order to surpass the chaotic narrative all the
way to the core message of the novel. Furthermore, there is an omniscient quality to
Ryder’s already quirky behaviour: not only can the artist aptly guess details about
others’lives by observing certain gestures or body movements, but he can also physically
travel through his interlocutors’ background stories when he speaks with or thinks of
them. The artist can thus witness Gustav’s worrying thoughts about his daughter or,
while in the car with Boris, he can follow Stephan on his way to a woman the young
man has a business with, watching the whole conversation between the two and giving
important details about the woman’s flat. Then, Boris makes a noise that focuses his
supposed father back on the main track of this liquid reality. If readers were to reduce
the whole book to a sentence or two, as the author likes to do at the outset of a novel
creation, it would sound like this: The Unconsoled is about some people whose endeavours
to save an unnamed town from cultural decay are thwarted by a surreal mash-up of
spatial, temporal, social and reminiscing predicaments.

In Vonnegut's Slaughterhouse-Five, Billy Pilgrim also experiences the liquidity of
time travelling as he intermingles mundane and absurd life sequences, like the alien
zoo that keeps him captive, the horrors of war, the beauty of the Grand Canyon and
the intricacy of optometry. By presenting such an out-of-time-and-space narrative,
Vonnegut only proves the adventurous nature of all stories, whether fictitious or real,
being among the many scholars that have tried to make sense of the decision-making
process underlying human behaviour. Back in the day, however, his interdisciplinary
attempt to marry sciences to humanities in solving one of the greatest anthropological
puzzles was met with incredulity and even rejection: “I have tried to bring scientific
thinking to literary criticism, and there has been very little gratitude for this” (Johnson,
2019).Vonnegut believed so strongly in story shapes that he came up with no less than
eight such creations, and they all depend on the graphic display of the protagonist’s
trajectory across the narrative on an X-Y axis, which represents the good and bad
fortune of the protagonist (X) related to the beginning and the end of the story (Y).
Vonnegut's story shapes bear significant names, corresponding to their heroes’ life
trajectories: (1) man in hole; (2) boy meets girl; (3) from bad to worse; (4) Which way is
up?; (5) creation story; (6) Old Testament; (7) New Testament; (8) Cinderella (Murphy,
2011). However, both Vonnegut’s Slaughterhouse-Five and Ishiguro’s The Unconsoled
fail to fall into any of the eight categories. Through their sincere portrayal of human
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nature, the two authors create stories whose characters’ fortune is never a clear-cut
distinction, thus rendering their narratives closer to real life. Though Ryder is the
character all the others gravitate towards, The Unconsoled does not really have a
protagonist. Everyone is given the chance to tell their life stories in uninterrupted
monologues that defy time and space, thereby not disturbing the order of circumstances.
Real life is a series of probabilities and predictions beyond the control of one’s conscious
mind. Quantum mechanics and relativity theories are still trying to explain the quirkiness
of two-state particles, time dilation and the interdependence of past, present and
future that builds down the nature of both Newtonian and quantum physics. According
to the quantum world, cause and effect are just a way of seeing two interdependent
elements of an ever-growing system called the Universe as we know it (Dirac, 1932).
Therefore, the unrealistic shapes of the eight diagrammed story types that are assumed
to cover all the story-based texts ever created, the Old and New Testament included,
cannot render the unshapeable trajectory of human life, with its unpredictable ups
and downs:“This rise and fall is, in fact, artificial. It pretends that we know more about
life than we really do” (Johnson, 2019). Such ambiguity therefore gives birth to the
category of Hamletian life-shaped stories:“We are so seldom told the truth. In Hamlet,
Shakespeare tells us we don’t know enough about life to know what the good news is
and what the bad news is, and we respond to that” (Vonnegut, 2004).

The purpose of Vonnegut'’s story shaping is to give true meaning to real life, acting
as a dark backdrop for the moments of light. In other words, Vonnegut believes, as
does Ishiguro, that, through stories, people can develop a habitual appreciation for
the rare moments of true and simple happiness, and, ultimately, for all that human
nature and character entail: “empty heroics, low comedy, and pointless death”(Vonnegut,
1991, p. 67). Although Ishiguro does not overtly express this idea in his novel, only
implies it through the airy-liquified travels of his protagonist, he still proves what
Vonnegut states in Slaughterhouse-Five: “All moments, past, present, and future, always
have existed, always will exist ... It's just an illusion here on Earth that one moment
follows another one, like beads on a string, and that once that moment is gone it is
gone forever” (Vonnegut, 1991, p. 23). By accepting their helpless fate in the end, both
Ryder and the inhabitants of the European city behave as the alien race of Tralfamadorians
from Vonnegut’s novels: At a subconscious level, they can see all the temporal sequences
at the same time and therefore do not even try to alter their past or future — they
become content with the little they have. In a later novel by Ishiguro, Never Let Me Go,
the protagonists seem even more in line with the awareness of Vonnegut’s characters
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that nothing can be controlled, so they decide “to love whoever is around to be loved”
(Vonnegut, 1991, p. 57). Back to The Unconsoled: the protagonist’s life trajectory is as
Hamletian as the British-Japanese author, aware of the limitations of the human being,
can make it, through unnerving facts, events and circumstances that overlap or revolve
chaotically around each other. This is mainly due to Ryder’s amnesia intermingling with
his omnipresence and mind-reading abilities as he witnesses key moments in the lives
of the people he interacts with, such as Stephan, Miss Collins or Leo Brodsky (Ishiguro,
2013, p. 71).

While general relativity can explain the past events underlying the very fabric of
spacetime dimension, quantum mechanics comes to explain the microstructure of
reality, calculating the probabilities that make up the future of the Universe. Their happy
marriage should not necessarily mean the fanatic search for a theory of everything,
because that would fall under the rags to riches mentality: mankind’s need to have all
loose ends tied up in the end (Ishikawa, 2012). Authors like Vonnegut and Ishiguro
have indeed understood that the study of the big (relativity) could coexist peacefully
with the study of the small (quantum) since all matter is ultimately a manifestation of
energy. By travelling freely through spaces and times inside and outside his mind and
consciousness, Ryder proves the validity of the great Bohr-Einstein debate about object
permanence (Kupczynski, 2017). Thus, the Universe exists independently of the observer’s
mind yet it always reacts to its intention of observation. This also comes in line with
Kant's transcendental idealism and his dichotomy between the experienced world and
the one beyond human senses (1999, p. 345). Perfect decisions can never be made as
long as there are so many choices at each moment, which leads to choice overload
and decision fatigue (Pignatiello, Martin, & Hickman, 2020). This is particularly true
when the whole world can be regarded as a constant accumulation of information,
which, according to Moore’s law, doubles every eighteen months or so (Mollick, 2006,
pp. 62-75). Like any other limited human being, the only thing Ryder could do is
navigate life with decency and honesty. The non-linearity of Ryder’s narrative thus gives
the temporal freedom needed by all human beings to transcend all boundaries imposed
by human existence. By either slowing down or accelerating, time is not so much
distorted as bent to the will of a higher force within the protagonist. Space suffers a
warping condition as well, dilating or compressing, appearing and disappearing at
ease, according to the superposition of states recorded in quantum mechanics:
everything is both a particle and a wave, both a stranger and a friend, both here and
there, both now and then, both in and out of earshot (Gudder, 1970).
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Figure 2. Ryder’s Hamletian story shape

Ishiguro’s The Unconsoled can also be regarded as a modern avatar of Virginia Woolf’s
Orlando: A Biography, for the fluid freedom of spacetime dimension within and outside
mental boundaries. Ryder’s commonest deeds are sprawled over the length of only
three days, compensating for the period of over three hundred years in which Orlando
pendulates between masculine and feminine identities and mentalities (Woolf, 1973,
p. 48). The paradox of human nature is basically reduced to the boundlessness of the
mental realms. Ryder’s false sense of control at times becomes hilarious in comparison
to his ever-growing inability to get himself together: “Having at last gained their
attention, my anger now felt deliciously under control, like some weapon | could wield
with deliberation” (Ishiguro, 2013, p. 122). Nevertheless, a profound glimpse into the
futility of the struggle transpires from a combined awareness of the mental vastness
which renders one incapable of any type of control: “One should not, in any case,
attempt to make a virtue out of one’s limitations” (Ishiguro, 2013, p. 111). Like Orlando’s,
Ryder’s quest has no beginning and no end; his solitude is all the greater the more
surrounded he becomes by needy and flattering people. The protagonists’ desperate
care for others’ opinions about them, transpiring from their behaviour and verbal
expression, is indicative of their wistful desire to belong to a secure place. Ryder considers
that he has come to assess a crisis, though he never suspects that it is, in fact, his own
inability to deal with the present moment. In a similar vein, Woolf states in Orlando that
“the present participle is the Devil himself” (p. 102). This is an honourable attempt to
reinstate the true value of time travelling between past and future within one’s own
mind as a way of escaping from the responsibility of rendering each present moment
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worthwhile on a journey that leads nowhere in the end. As Mr Brodsky, the drunken
conductor, tragically puts it: “ don’t want to go, Ryder ... | don’t want to go”, thus
rejecting his mission as the hopeless pawn in resurrecting the unconsoled town (Ishiguro,
2013, p. 303).

“Gravely important issues lie behind tonight’s occasion. Make no mistake. Issues
relating to our future, to the very identity of our community” declares one of the dead-
serious elders of the city before the life-changing event that will never come (Ishiguro,
2013, p.512). The common-sensical nature of fear and error within the all-encompassing
abyss of the human subconscious reflects the uselessness of human struggles and the
feeling of a hamster wheel when the present is always created by past actions. This
appears to be the significance of the last image in the novel, with Ryder and his quite
uncurious new friend riding on a tram which goes in circles around the town. The
misery created by his incapacity to solve the big life issues is dampened by the little
pleasures the tram buffet has to offer. In the end, Ryder remains within the safe confines
of immediate rewards simply because life can never be addressed at a serious level.
The circular movement of the tram symbolises his insulation from the uncontrollable.

A Rational Recreation of Dreamscape

Ishiguro loves the human mind for its meandering identity, still widely unexplored
by scientists and humanistic scholars alike, yet his fourth novel takes the recollecting
process to the next level. Those who cannot let themselves be deprived of reason-based
fathoming have the right to regard this book as a bad peculiarity, since it can indeed
trigger all sorts of anxious sensations, similar to intermittent light for epileptic people.
However, it could also have the opposite effect, by creating a state of full calmness,
born out of the feeling that nothing can ever be fully controlled. As Vonnegut says
about story shapes, humans inherently lack the tools to decide what is good and what
is bad from a broader perspective, so they are in no position to make assumptions with
universal validity (Johnson, 2019). Whatever lies buried deep within Ryder’s subconscious
has the chance to resurface following an oneiric logic. However, if the setting is not
correctly decided, the narrator’s experiences, hovering as they do on illusion, déja vu
and even out-of-body experiences, could be interpreted as the hallucinations of a sick
mind. Ryder can open secret portals towards physical places in his past, can relate
present and past locations, can reshape his reality according to his recollections. Or so
it seems. Moreover, the people he meets for the first time become different temporal
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manifestations of his identity or relatives, family members, old friends and physical
embodiments of his deepest emotions, like his exhibitionist persona while giving an
important speech. This panoply of mental and emotional states is more intricate than
Ebenezer Scrooge’s travel into the past, present and future in his dream state. For one
thing, the protagonist of A Christmas Carol wakes up completely converted on Christmas
day (Dickens, 2014, p. 52). Ishiguro, meanwhile, does not imply in any part of The
Unconsoled that Ryder is riding the surfs of a roaring sea in one of his dreamscapes,
thus allowing readers to interpret the book in any way they feel like. However, the
author helps his readers to take a more pacifying track in deciphering the twisted
avenues of the narration by overtly stating that he wanted to activate the grammar of
dreams while connecting the lanes of memories and dreams (Hunnewell, 2008). This
vast territory is only reached through intuition and instinct, whose logic is still out of
reach from a scientific point of view. In a dream world, everything is possible; there is
an abyssal freedom, both scary and universally liberating, while the sense of control
disappears altogether. There is no sense of true identity, no spatio-temporal delimitation,
no bounded interconnection, no language barrier. Although readers are entitled to
their own interpretations of the novel, Ishiguro also put together a list of dream
techniques before starting to write The Unconsoled: unwarranted emotion; unwarranted
relationship; delayed realisation (enter/exit); odd postures (figurative postures + escaped
metaphors); placing; weird venues; extended, tangential monologues; distorted time
frame; unwarranted recognition of place; private enclaves; unwarranted familiarity
with situation (or person or place); characters from foreign contexts; characters
continuing under different surfaces; distorted logistics; transmuting narrator; partial
invisibility (and odd witnessing); backward projection of intentions; bleeding with
memory; backward projection of judgment; restricted witnessing; tunnel memory; the
dim torch narrative mode; crowds — unwarranted uniformity; unwarranted expectation;
mixed personality (Temple, 2018). By partly explaining the process behind the creation
of his controversial novel, Ishiguro implicitly dismisses all the critical allegations regarding
the neglectful style in which the book has allegedly been written. Although most of
these techniques do not officially belong to the jargon of creative writing, psychology
or literary analysis, they actually make perfect sense, given that the oneiric territory is
mostly irrational, unreasoning and unreasonable, unwarranted, mixed, distorted, private,
dim, weird, to name but a few ways of characterising the nocturnal unknown. One
particular technique, tunnel memory, can signal Ishiguro’s interest in the ramifications
of recollection before beginning Ryder’s hallucinatory quest. The cognitive term indicates
that the main details of negative recollections are always much clearer than the peripheral
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ones (Safer et al., 1999, pp. 2-7). During four experiments, subjects could give more
vivid accounts of traumatic scenes than of neutrally presented ones. Tunnel memory
can thus prove that closer interdependence between memory and negative emotion
can lead to more accurate recollections of traumatic events, which quite contradicts
the high unreliability of Ishigurian recollection.

Ryder is a famous pianist. This piece of information alone should be a case in point
for the prose style chosen by the author. Like all professionals, renowned piano players
cannot achieve a high standard of performance without compulsory practice. Any
practitioner of classical music, be they professional or amateur, can testify for the
amount of hard work behind the pitch perfect interpretation of any score. It thus goes
without saying that Ryder will develop constant anxiety around the degree of
perfectionism he has to employ in carrying out his artistic duties faultlessly, and
maintaining his international position as a world-class pianist. In his nightmarish dream,
Ryder arrives in a town that could be placed anywhere, whose importance is given by
its insignificant size and whose people behave accordingly, incapable of understanding
how important it is for the artist to organise himself before the big event. His tight
schedule strangles him, not least because his obligations seem completely unconnected
to his artistic duties. He constantly suffers from acute un-timing and the events always
catch him unawares or unprepared. Moreover, he is forced to practice in the most
inappropriate, claustrophobic places: a cubicle and a hut — a true nightmare for any
perfectionist. Everything is placed on a downward spiral and Ryder seems more and
more torn between his civic duty to restore the city to its former glory, whatever that
is, and his job as a first-hand entertainer. Playing the role of the saviour seems the curse
and the blessing of all good-natured people, artistic and highly sensitive as they are
to the disharmonies of the real world.
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Figure 3. Ishiguro’s dream techniques

The repetitive structure of the narrative sounds like the musical variations on the
same theme with an orchestra of emotions, most of which irrationally triggered.
Deprived of logic, readers are forced to focus on the text, whose original beauty draws
heavily on human representation of the subconscious territories. All the concentric
circles of human manifestation, distorted though they might be at times, are brought
together within the realms of a sleeping psyche: the inner worlds of an individual and
the power of all types of social ties. Ryder’s dream gains its universality through the
fact that all minds can harbour it in different forms. The secret door to such liberation
is the realisation that freedom comes with allowing oneself to dream outrageously big,
which leads to the language of self-invention, in the Alice-in-Wonderland style, with its
“numerous mirrors and doorways, with alternative rules and random possibilities” (Luo,
2003, p. 76). The mind will know how to play the music of imaginary composers such
as Kazan'’s Glass Passions, Mullery’s Ventilations or Mullery’s Asbestos and Fibre, and will
therefore understand the techniques of pigmented triads or crushed cadences. The
frustration of witnessing a character making more and more promises he cannot keep
while taking responsibility for almost every action, past and present, in a provincial
city he cannot identify himself with, can be alleviated by a preparatory introspection
into the realms of the subconscious and conscious mind.
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Figure 4. Ryder’s overwhelming civic duty

There is still an ongoing process of trying to study and understand the concept of
consciousness as separated from the phenomenon of wakefulness and yet many
scientists struggle to accept what the pioneer in the development of the laser and laser
applications describes as the union in consciousness: “Although each of us obviously
inhabits a separate physical body, the laboratory data from a hundred years of
parapsychology research strongly indicate that there is no separation in consciousness”
(Targ, cited in Spini, 2009, p. 58). In the 1990s, when Ishiguro rendered Ryder clairvoyant
and sometimes omniscient, physicist Russel Targ and parapsychologist Harold Puthoff
developed an experimental programme at Stanford Research Institute in order to study
the practice and implications of remote viewing (Targ, 2004, p. 14). Even though the
psychic abilities promised, at the time, to bring benefits for American intelligence
departments, like NASA, CIA and the Army, the mind’s extra-sensorial capacities to
probe into distant territories in search of exact information proved a controversial
subject from a scientific point of view (Wiseman & Milton, 1999, pp. 297-308).

Ryder’s real problem is not that he may remain slave to cultural prejudice, embarrassed
as he is to acknowledge the true power of his intuition as a guidance tool. Something

else keeps him from stating loudly and clearly that he trusts what he cannot see, through
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the amazing and non-linear capacity of his subconscious mind to defy the human laws
of time and space while travelling through past, present and future: the undeniable
reality that oftentimes both his hunches and logic will lead him to improper decisions.
Ryder’s narrative respects the logic of well-formed language and yet the pictures it
creates indicate the irrationality of the events described. What easily comes to his mind
will influence his judgments while his intuitive insights are preferred over any type of
systematic, rational or logical evaluation. This comes in line with Daniel Kahneman'’s
dichotomy between system 1 and 2 of thinking while the behavioural economist
acknowledges the power of system 1 over system 2, making irrationality a product of
both systems (2011, p. 105; p. 111). It is easier for readers to understand Ryder’s illogic
in his dream from a cognitive and behavioural perspective and thus acknowledge
Ishiguro’s accurate approach to human behaviour in a dreaming state. It may seem
inappropriate in terms of literary analysis that the narrative thread so often leaves the
main character to depict the socialisation of minor characters and yet, psychoanalytically
speaking, this technique looks like a 360-degree tour within others’minds while trying
to rationally recreate the dreamscape of the protagonist. The image of Brodsky — the
brilliant composer defeated by his addiction to drinking, who is able to love a dog yet
incapable of maintaining his relationship with the woman he really loves — haunts
Ryder the most, because it may be his own projection of what he might become if he
lets himself go — that is to say, if he decides to take a breather and relax for a moment.
How would Freud and Jung interpret Ryder’s long dream? In terms of psychoanalysis,
Freud would have looked at the causes that led to Ryder’s manic way of starting many
things yet never getting around to finishing anything or doing it right. He would have
investigated Ryder’s past sexuality, searching for different types of fixation or energy
blockages. Then, he would have explained to Ryder the constant conflict between his
Id, which contains his animalistic instincts — his system 1 of thinking, with his fight-or-
flight responses, so necessary in the survival process — and his Superego, with his
external conditioning, whether familial, social, moral, ethical or spiritual. Next, Freud
would have taught Ryder to love his Ego, as long as he understood it as the conscious
side of his personality, which constantly tries to span the gap between his Id and
Superego (Freud, 1953, pp. 32-56). Therefore, according to Freud, Ryder’s dream is only
a typical display of his Ego’s attempts to align Ryder’s sense of freedom and his dire
need for liberation with the tiring societal requests.
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Figure 5. Ryder’s Freudian dream interpretation

On the other hand, in terms of analytical psychology, Jung would have also viewed
Ryder’s psyche as a three-dimensional entity, yet the Jungian division would have
differed from Freud’s. While the latter psychologist would have regarded Ryder’s
unconscious only as a storehouse of neuroses, repressed frustrations and sexual desires,
traumatic recollections and aggressive impulses, Jung would have told Ryder that,
besides his ego, which contains his conscious activity in the brain, his unconscious has
two layers, a personal and a collective one. Ryder’s personal unconscious contains all
his memories, whether repressed or acknowledged, while his collective unconscious
includes the ancestral knowledge of the human species, shared with his fellow humans.
Jung would have indicated that Ryder’s dream is highly symbolic and indicative of his
struggles and preoccupations in the wakeful state. From Jung'’s perspective, Ryder’s
double responsibility in the unnamed European city would have been indicative of
both his external life and his recurrent feelings and thoughts. (Jung, 2014, pp. 23-42).
For all intents and purposes, the idea of sharing the same fertile soil of the universal
subconscious is not a psychological product, rather a philosophical and spiritual hybrid
accepted almost unanimously by enlightened people throughout the history of
humankind.
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Figure 6. Ryder’s Jungian dream interpretation

The episodes from Ryder’s childhood prove the retrospective quality of dreams and
yet Mr Brodsky’ sad fate as an alcoholic conductor could also reveal the anticipatory
function of dreams. Ishiguro shows an amazing capacity for rationally recreating arich,
authentic dreamscape that can be a great source of inspiration and collective values.
In other words, Ryder’s dream also contains within its intricate texture a sort of
unconscious wisdom stemming from the collective archetypal knowledge every human
being is born with. Thus, from a Jungian perspective, there may also be a spiritual,
archetypal, or even universal dimension to Ryder’s dream, besides its personal
significance, given that most of the characters could indeed be perceived as aspects
of personality that Ryder has unconsciously or consciously rejected or failed to integrate
(Jung, 2014, pp. 78-102). However, the saviour role that Ryder assumes in his tormenting
dream should not be interpreted personally but archetypally, from a Jungian perspective.
Ryder does not play the role of God and fail - it may be that Ryder’s innate morality
does not allow him to accept his shadowy side, which keeps whispering in his ear that
he is allowed to take a break from his image as a perfectionist. In short, such a dream
would warn the real Ryder against the extreme programme he has come to impose on
himself in order to achieve greatness in his profession. An exercise of imagination would
be to try to see, through Ryder’s success, what he has sacrificed for his career, including
his wife and child’s happiness. Ryder’s perfectionism comes from his inability to content
himself because, in childhood, he was neglected by his parents the way he is now
neglecting his own family. His continual anxiety is fuelled by the lack of praise at the
age when his subconscious badly needed adult guidance. His stressful, addictive
decision to always take more than he can handle stems from his obsessive desire to
prove himself in order to receive the recognition of his value, which should have come

506 Litera Volume: 32, Number: 2, 2022



Calinescu, A.

in his childhood. The porter Gustav’s death by deliberate exposure to overwork is also
indicative of the same parental cause.

Furthermore, Ryder’s incapacity of saying no to people, thus exceeding his attributions
in terms of social norms, may be a jumbled combination of the Pygmalion and Golem
effects, the self-fulfilling prophecy and the impostor syndrome. A lot of research has
been devoted to such psychological phenomena over time, which proves all four of
them psychologically accurate. The Pygmalion effect’ indicates that high expectations,
whether coming from others or the agents themselves, will certainly lead to positive
results in connection to any field of interest (Blanchette, 2008, p. 356). In other words,
if people are admired for doing something, they will feel infused with enough positive
energy to do things well. Reversely, the Golem effect?2 stipulates that lower expectations
lead to poor results (Blass, 2012, p. 485). Both effects are the two sides of another
phenomenon, called the self-fulfilling prophecy, which posits that all false beliefs can
become true over time, which leads to a feedback loop (Merton, 1948, pp. 193-210).
From a quantum mechanical perspective, all three psychological phenomena could
prove the magnetic power of positive and negative feelings and thoughts, whether
they are expectations or beliefs (Oosterwijk et al., 2012). In Ryder’s dream, however,
although people have very high expectations of the protagonist, he never seems to
be able to finalise his acts the way he should. It may be that all that flattery and
obsequiousness is so exaggerated that Ryder responds to his peers’true expectations
of him, which are negative. Or it may be that their otherwise positive expectations
clash with Ryder’s low expectations as he permanently fears that he will fail. This can
be explained through the impostor syndrome, which indicates that Ryder is doubtful
about his achievements and expects anyone to see one day that he is, in fact, a fraud.
This behavioural pattern is typical of all perfectionists and also has its roots in childhood,
when Ryder was too little appreciated for his results, however big or small (Mullangi &
Jagsi, 2019).

1 The story of Pygmalion, who fell in love with the statue of Galathea, which he carved, indicates the power of
beliefs, however farfetched they may be. In the mythical account, the goddess of love Aphrodite granted
Pygmalion’s wish so that he could have a normal family with his unusual beloved (Morford, 2007, p. 184).

2 Like the mythological story of Pygmalion, Golem was a clay figure brought to life, in Jewish mythology, in
order to protect the Jews that lived in Prague. However, his behaviour became more and more out of
control to the point that he had to be eliminated (Babad et al., 1982, pp. 459-474).
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Figure 7. Characters’relationships

Whether psychoanalysed or just literarily interpreted, Ryder’s dream is a network
of apparently different individualities based on uncontrollable patterns of behaviour
and agendas. Whatever motivations lie hidden within the characters’ tormented
psyche, they certainly have a personal, and most often Machiavellian logic, although
sadly insignificant in the greater scheme of things. However, as a form of alleviation,
readers should accept that all major characters in Ryder’s dream may be only projections
of his own fears, anxieties, frustrations and unresolved issues in his personal and
professional life. According to the author himself, this technique can be called
appropriation and has also been used in A Pale View of Hills, where Sachiko and Mariko
seem to be Etsuko and Keiko at a different stage in their lives (Ishiguro, 1990). If the
book is nothing but a dream - as its working title, Piano Dreams, suggests — then
Ryder’s amnesic episodes, connected with the ending of the book (on a circular tram
track that leads to nowhere) indicate his desperate subconscious attempt to break
the vicious cycle and start anew. In this case, Brodsky’s mysterious wound, which has
prevented the town's resurrection as well as his own rehabilitation, can finally be
understood as the forever relapse of mankind into its state of helpless disharmony,
given the tiring interplay of real and surreal, of logic and irrationality, that each mental
system is subject to:
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“You'd destroy it all, you'd destroy everything, pull it all down around you
just as you did before. And all because of that wound. Me, the music, we're
neither of us anything more to you than mistresses you seek consolation
from. You'll always go back to your one real love. To that wound”! (Ishiguro,
2013, p. 498)

The Path of Least Resistance

Given Ryder’s prestigious position among the artists of the moment, it is indeed a
contradiction in terms to believe that he cannot handle a multitasking life, as Ishiguro
wants us to believe at the surface level of the novel. Ryder says that he was not given a
copy of his busy programme only to consult it a little bit later — that can only happen in
a dreaming state, where opposite circumstances, ideas, feelings and thoughts can co-
exist with the greatest of ease yet not without conflict. If taken literally, The Unconsoled
appears to be a terribly messed-up puzzle, with so many addictions and obsessions vying
for attention that neither the protagonist nor the reader seems to have a clue about what
is really happening or where they are heading. In the face of such an amalgamated display
of broken destinies, the question“What is better: to resist or to avoid temptation?”seems
downright futile. If not consciously attentive, the reader may fall into depression while
and after reading this book. It is easy to get engulfed in its stress-centred cobweb and
stop trying to put one’s life in order — because it does not matter in the end; because, as
Vonnegut says, there are too many unknowns in the life equation to ever give the right
answer to any of one’s existential questions (Vonnegut, 1991, pp. 32-54).

Apart from reading the book as a 500-or-so-page treatise on the freedom of memory
in dream patterns, Ishiguro also suggests a different interpretation, as is fitting to any
novel about the workings of the mind. Like Mrs Dalloway or Ulysses, The Unconsoled
could be interpreted as the most psychotherapeutic stream of consciousness to date,
about decluttering, cognitive dissonance, willpower, self-control and stoicism, creation
and consumerism and, last but not least, about the path of least resistance (Shah &
Oppenheimer, 2009). Instead of viewing the bafflingly distracted narration that leaves
almost all the ends dangling frustratingly as a nocturnal dream, readers can regard it
as a daytime activity in the mind of a celebrity that has consciously enmeshed himself
in the rat race mentality (Pearce, 2014). Ryder is highly successful because he forces
every aspect of his competitive life to be played out to the full, and also because he
has always brought his actions to the desired conclusions. That is who he is in real life
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- a control freak, never distracted, never dragged off in uncontrollable directions, which
makes him“the world’s finest living pianist [...] perhaps the very greatest of the century”
(Ishiguro, 2013, p. 11). However, his mental work can indicate the price every highly
organised person has to pay for the external image they create in an ever-demanding
society. The busy, topsy-turvy world inside Ryder’s mind represents a sure recipe for
disaster, when all the chances for a peaceful, harmonious life are irreversibly squandered.
Everything inside Ryder’s head is a merciless whirl. He fusses around without respite;
he finds no time to ponder anything; no sooner has he plopped down somewhere
than heis called back to useless duties by a ringing phone or a blathering official. The
cinematic quality of his mental film consists of a series of fast-forwarded scenes whizzing
elastically in and out of focus, popping out of nowhere only to dissipate into nothingness
a bit later, in a timeless and aspatial dimension, wavering between urgent and leisurely.
Thus, the whole book may be only a mental display of how serious the consequences
of chronic cognitive dissonance® are in the long run, and most of its episodes can be
a solid case in point for the anguish and turmoil of being swept up in activities one
does not want to do. In his day- or nightmare, Ryder has to give the most significant
performance in his artistic life, yet he cannot remember its exact importance and, in
the end, he cannot even hold his concert. The unnamed town becomes more and more
familiar to him, not because he remembers it but because everybody there seems to
know him quite well, so much so that Ryder finds himself reunited with a wife and son
he cannot remember he has. His schedule is so full that he simply has no clue what it
consists of, nor can he understand why he keeps bumping into old English acquaintances
on the street, in the tram or in houses that conveniently open into his hotel rooms.

Ryder cannot refuse the requests of seeming strangers, however farfetched or absurd
they are. That he unsuccessfully deals with errands beyond his artistic responsibilities
may not be as painful as the fact that, in doing so, he lacks the time he should spend with
the ones that should matter in his life, so he ends up disappointing almost everyone.
That could be the curse of being a natural born people-pleaser. However, the artist
superbly fails to speak up for his former school colleague in front of some snobbish
neighbours while time slips mysteriously away and foils the success or achievement of
other crucial errands, like attending the rehearsal of a young pianist who wants to impress
his parents; browsing through some albums that contain clippings of his prestigious

3 Cognitive dissonance is a psychological phenomenon that manifests when there is a striking discrepancy
between a person’s beliefs, values or actions, so much so that they will try their best to make them
congruent in the end (Festinger, 1957, p. 24).
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career put together by a staunch fan; reversing the effects of long-term estrangement
and rekindling the flame of lost love between two elders; dressing adequately for a
stranger’s funeral whose guest of honour Ryder seems to be. Nonetheless, the most tragic
of all crises appears to be his failed attempt to revive the career of a washed-out conductor
in a desperate town whose general welfare depends on its cultural success. Whether a
nightmarish dream or a messed-up reality, Ryder fails to understand his true role in the
unnamed crisis of the nameless town. He feels overwhelmed by the magnitude of his
responsibility, mostly because he cannot understand and therefore cannot meet the
disparate requirements that become parts of the rescuing action. The protagonist may
be too blinded to experience his anagnorisis*, but readers will see that, only by decluttering,
strengthening their willpower, striking a balance between creating and consuming, and
learning how to take the path of least resistance, will they manage to prioritise their
existential aspects and attain peace of mind. In order to mentally declutter, Ryder should
start off by removing unnecessarily stressful situations from his life. His untidy room, as
it were, desperately needs cleaning up. As Sophie puts it, Ryder has to stop thinking that
the whole world is against him:“you always say they’ll turn on you and so far no one, not
a single person in all these years, has turned on you” (Ishiguro, 2013, p. 444). Although
the decision-making process puts a toll on the daily stores of his willpower, Ryder could
find creative ways to avoid temptations and distractions rather than resisting them in
order to preserve his energy and avoid accepting tasks by impulse or because of fear and
misbeliefs. The dragging pull of Ryder’s cognitive dissonance resembles the subconscious
current described by Mrs Hoffman, which prevents both of them from living in the present:
“As soon as the day starts, this other thing, this force, it comes and takes over. And whatever
| do, everything between us just goes another way, not the way | want it. | fight against
it ... but over the years I've steadily lost ground” (Ishiguro, 2013, p. 417).

At asocietal level, the cultural crisis in the unconsoled European town seems based
on the imbalance between the consuming and producing processes, which leads to a
postmodern tragedy of the commons®. Instead of regarding culture as a public resource,
jointly provided, non-excludable and non-competitive, at some point the residents of

4 Anagnorisis comes from Ancient Greek, where it means recognition. It refers to the protagonist’s ability to
realise suddenly the true meaning of a circumstance, relationship or situation. In everyday life, it works as a
wake-up call or an aha-moment, when one becomes aware of hidden layers of meaning (Cave, 1988, p. 47).

5 The parable of the tragedy of the commons, related to the ecologist Garrett Hardin, refers to the medieval
English farmers whose sheep grazed on free land, shared by everyone. However, once each farmer started
thinking about maximising their own profits, by adding more and more sheep, the resources of the shared
land started to minimise to the point of destruction due to over-grazing (Surhone, 2010, p. 46).
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the town started thinking of maximising their own profits by asking more and more
of the culture creators of the town. Such relentless pressure through petty demands
led to refuge in alcohol (Mr Brodsky) and exhaustion mistaken for mediocrity (Christoff),
which impeded the cultural phenomenon until its extinction. The residents of the town
wrongly believe that an outsider like Ryder can revitalise the cultural potential of the
town when, in truth, each of them should become conscious of their major roles in
providing and benefiting from culture as a shared resource. Only in this way can cultural
provision and consumption as a public good game® turn the contributing agents in
the European town into more conscious consumers and creators of culture, once they
have understood that, by anxious living, they can unwillingly free-ride on their
harmonious peers. If they had been fully aware of the imminence of a crisis (perceived
threat), they would have anticipated that the benefits of Ryder’s artistic and non-artistic
intervention could not be greater than the physical and mental obstacles to be
encountered (net benefits), which would have led to truly inspired actions from the
part of the whole community. Both Mr Ryder and the residents of the Germanic town
fail to change their behaviour because they cannot analyse the cost-benefit relation
of such a dramatic decision, although they seem to have found the proper cues to take
action in the face of a personal or collective crisis. By assimilating the aspects that stem
from Ryder’s inability to self-control, readers will consciously learn to take the path of
least resistance in their own lives, seeing that forcing things into existence can never
be the right way to advance through life. Following the Stoic self-discipline methods
offered by Marcus Aurelius (2006) in Meditations (pp. 38-75) will further help readers
to stop themselves just in time from becoming Ryders:

+ Find your place in the world

+ Realise that all there is comes from nature and will therefore come
back to nature

« Remain undistracted from the goals that give you genuine satisfaction

- Beagood person

+ Learn to go beyond the transience of the material

»Remain non-reactive to anything that bothers you

6  Public good games, such as the tragedy of the commons, are part of game theory, which can successfully
explain human interaction and the decision-making process in all fields, from economics and political
sciences to biology, military tactics and psychology. The science of game theory, pioneered in the 1950s by
the mathematician John Nash, entails all types of strategic interactions involving at least two people, where
the participants’ payoffs influence each other. In other words, each player’s gains or losses are influenced by
the other players’ choices and decisions, since there are basically two types of social interaction: cooperation
and competition (Barron, 2011, p. 42).
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» Stay rational and clear-minded

- Rise above uncontrollable things like fame

« Learn the universal meaning of good and bad
- Forgive yourself

Instead of fretting about finding a coherent meaning in Ishiguro’s hybrid novel,
readers could therefore interpret its mangled scenes as independent meditative
techniques, assimilating their linguistic and allegorical layers without judgment and
as mentally silent as possible. If tackled so, The Unconsoled could become a powerful
meditation tool that could combat anxiety and put to rest even the most chattery
minds. There is another great work that could do the same thing, at an even more
powerful level: James Joyce's Finnegans Wake (2002). The Unconsoled could very well
become Ishiguro’s Finnegans Wake, or another extreme case of stream of
subconsciousness. When read without trying to put all the pieces together, The
Unconsoled could leave the conscious mind baffled, and bafflement, if proactive,
brings along silence.
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ABSTRACT

This study aims to provide a political criticism of the 2004 novel Birds without Wings
by the English author Louis de Berniéres, as the political background and overtly
political subplot of the novel render it open to one. In order to develop its own
argument the study reads Berniéres’ novel through the political concepts of the
contemporary Italian thinker Giorgio Agamben, focusing mainly on two of them that
can be found in Homo Sacer: Sovereign Power and Bare Life of Agamben, and created
by the sovereign in relation with the sovereign exception or ban: The first concept is
an indistinct concept of life, namely a naked or as Agamben puts it, a bare life. And
the second is the homo sacer (sacred man), the one who dwells in this naked life. Living
in a small village named Eskibahge, the characters in Louis de Bernieres’ novel are
described as birds without wings that “are always confined to earth, no matter how
much [they] climb to the high places and flap [their] arms” by the author himself
(2005, p.621) and they are turned into homines sacri (sacred men) during a state of
political emergency as the footfall of the upcoming change. Therefore, the study aims
to examine all the homines sacri in Birds without Wings of Louis de Berniéres by an
Agambenian reading.
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Introduction

“Man is a bird without wings,” says Iskander the Potter, one of the characters of Louis
the Bernieres’s novel Birds without Wings (2005, p. 48). Bernieres's novel was published
in 2004, and is set in an imaginary Anatolian village named Eskibahce in today’s Fethiye
region in Turkey. In the village, the Turks, Greeks and Armenians lived together in
harmony until the period of enmity between the various ethnicities of the Ottoman
Empire starting from the Balkan Wars till the end of the World Wars. The novel is, then,
setin the last decades of the Empire, weakened by wars, and troubled by the atmosphere
of enmity between its people. The novel’s narration shifts between characters and time
to provide a thorough, intertwined depiction of the individual stories of almost all the
town’s inhabitants.

The English novelist Louis de Bernieres, known mainly as the author of Captain
Corelli’s Mandolin, was inspired by his grandfather who fought in the Gallipoli War of
the First World War to write a novel about the war. During his visit to Turkey for further
inspiration he visited Kayakdy, an Anatolian village in the Fethiye region with cobblestone
alleys, located on a hillside. Kayakdy, where once thousands of Muslims and Christians
lived together before the population exchange in the aftermath of the Turkish
Independence War, has, unfortunately, been a ghost village since the 1930s; yet de
Berniéres imagines the ghosted lives of Kayakdy through his imaginary town named
Eskibahge in Birds without Wings. In this context, Berniéres sheds light on the change
from an atmosphere of harmony to one of discordance in the village in the period of
numerous wars, focusing especially on the Gallipoli War. The political atmosphere of
those times is interspersed among the personal stories of the characters, and is also
given in the sections focusing on Mustafa Kemal. As the founder of the Turkish Republic,
his story frames the novel and provides a political context.

Politics became a prominent area of thought especially after the European nationalist
movement gaining its peak in the second half of the 20™ century that caused different
politic views among people. In the contemporary era, almost none of the discourses
can be thought of as apart from politics, thus the thinkers and scholars produce new
political concepts. The twentieth-century Italian thinker Giorgio Agamben is one of
those contemporary thinkers who has politics as the general area of interest. He has
mostly become known for his concepts of ‘the sovereign exception; ‘the bare life’and
‘homo sacer’ that are examined in his biggest project on which he has worked since
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1995, and which consists of nine separate works; the Homo Sacer. Agamben’s homo
sacer can be compared to a bird without wings, in that in both works, the characters
have to live the life and conditions that are imposed on them.

The birds without wings of Eskibahce of de Berniéres are helpless in determining
their own fate as they try to cope not only with the difficult situations that are imposed
upon them by the governors, such as numerous wars, but also with the imposed
decisions upon their identity. It is, therefore, the political concepts of the bare life and
homo sacer that are found in Agamben’s Homo Sacer: Sovereign Power and Bare Life that
will provide an Agambenian reading of Louis de Berniéeres’ novel Birds without Wings
in this paper.

Homo Sacer and the Bare Life

Agamben believes that in order to explore the politics of today, one should go back
to the ancient civilisations of Greece and Rome to examine their system as they were
the creators of political life. The Ancient Greeks divided life into two different categories;
zoé and bios (see Agamben, 1998 “Introduction”; Aksoy, 2016; Cifci, 2018; Fiskesjo, 2012;
Woodson, 2021; Zammit, 2017). Zoé is life in general, in which every living creature
exists. It describes a natural life that is determined by being biologically alive. On the
other hand, the people of ancient Greece flourished by gathering together as a social
group in a polis and thus conducting a basic political life; bios. So, the transition from
zoéto bios required a political qualification. Rather than the natural life state of zoé, the
life of bios constructs the state of law applicable only to humans. It is the qualified life
of humankind. Aksoy describes bios as a political life that is dominated by political laws,
rights and responsibilities, while zoé as a form of life that has never been able to be
represented in social life and has no qualifications other than being alive (2016, p. 52).
According to political philosophers such as Agamben or Derrida, the sovereign is the
one who creates bios through his power over constructing a juridical organ (see
Agamben, 1998; Derrida, 2009). Thus, the sovereign as the lawmaker creates political
boundaries for the citizens, providing them both with a political identity and with
protection.

However, in order to define the laws of the bios, the sovereign must also identify

what is outside the law. For the determined bios to be created by the sovereign, the
life of the other must also be created by the same person. Thus, to identify the outside,
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the bare life which is a zone out of political bios, closer to natural zoé is created by the
sovereign as“the originary activity of sovereignty” (Agamben, 1998, p. 53).This political
act of the sovereign, declares a bare life, a naked life that is stripped from any political
identity, and outside any act of protection provided by the law. Agamben describes
bare life as a place of indistinction with transparent borders, both inside and outside
zoé and bios (1998, pp. 52-56). Regarding this uncertain nature of the bare life, Nazif
Cifciin his article“Homo Sacer icin Her Giin Bayram”' adds that the only distinct aspect
of bare life is the power that creates it in his article. In summary, bare life is the “life of
a human being alive only in a biological but not in any political sense, since he has
none of the usual rights of a member of society” (Fiskesjo, 2012, p. 162).

De Bernieres'Eskibahge is an Anatolian town set in the early1900s. At that time, the
small towns in the Anatolia region were constructed in the mountain skirts, between
the valleys, in vast plains or alongside woods. Just a few kilometres away from the town
was tough nature, where one was stripped of any identity and protection. Thus, the
border between the town/bios and nature/zoé was more transparent than ever in those
times. In a state of zoé people could not have the protection of their bios. Likewise, in
the novel the life outside the towns might be likened to the state of zoé although it
was under the jurisdiction of the Ottoman Empire, as one could not be distinguished
from an outlaw or bandit who dwells in nature as was a common practice in the Empire
for that period on the brink of war (Berniéres, 2005, pp. 128-9). Eskibahce is located
between the side of a “scrubby hillside rolled to a gentle crest,” (Bernieres, 2005, p. 31)
and a cliff above the Aegean Sea. It is reached through a thick pine forest where the
Muslims bury their deceased (Bernieres, 2005, p. 263). Therefore, it can be said that the
town of Eskibahce belongs to bios surrounded by what is closer to zoé. The nearest
towns are a few days’away walk. For this reason, the townsmen wait for each other to
travel as a caravan to other towns for any kind of business, in order to have a part of
the communal bios —together with the protection it provides—with them while
entering into the nature for days.

In order to understand the bare life and its habitants, the creator of both, the
sovereign, must also be examined in detail. Carl Schmitt opens his book Political Theology
with a description of the sovereign: “Sovereign is he who decides on the exception”
(Schmitt, 2005, p. 5). As mentioned above, the sovereign is the lawmaker, and thus the
creator of bios (see Agamben, 1998). As the decision-maker over law and political life,

1 It can be translated as ‘Every Day is a Holy Day for the Mad".
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the sovereign has the power to decide who deserves to be in his bios, and who does
not. Agamben refers to this phenomenon as the sovereign exception. As the primal
exception, the sovereign excludes himself from the law. Thus, Schmitt describes the
sovereign as a “borderline concept,” since the sovereign as the creator of this juridical
order belongs to law, yet with his power to exclude himself from the law as well as the
obligations that come together with it, the sovereign resides outside of the same order
(2005, p. 7). Like Schmitt, Agamben describes the position of the sovereign in the
juridical order as a paradoxical one as the sovereign is both an insider and outsider
(see Agamben, 1998). However, the sovereign’s own exception is a preferable exception,
because the sovereign is excluded only from the restrictions and penalties of the law
while he possesses the protection of the law.

However, there is also the other side of the coin; the sovereign exception of others.
Itis the exception of those who the sovereign thinks do not deserve to fully participate
in his bios. He thus bans those people towards the bare life that lies outside of, or on
the threshold of, bios. Agamben thus points out the fact that the sovereign not only
distinguishes what is inside and what is outside, but also “traces a threshold (the state
of exception) between the two, on the basis of which outside and inside, the normal
situation and chaos” (1998, p. 19). For Agamben as for Derrida, the state of sovereign
exception is inevitable during any state of emergency (see Agamben, 1998; Derrida,
2009). Any state of emergency suspends the law, and thus, the state of exception —in
other words the sovereign exception— becomes the norm instead of the juridical rules
(Agamben, 1998, p. 96). In the chaotic atmosphere of the state of emergency, the state/
sovereign may fall short to recognise and protect its subjects (Derrida, 2009, pp. 41-3).
Without any doubt, declaration of any war would be the cause of a state of emergency
which provides the necessary atmosphere for homines sacri to be created as Derrida
comments in his seminars when the state or the sovereign wages or joins to war, he
treats the enemies like non-humans (Derrida, 2009, p. 73).

Birds without Wings providing the historical context of the events described in the
novel, discusses the Muslim exception imposed by different sovereigns from the time
of wars, and the results of these exceptions are given as a political background:

In March 1821, the Greek Christians tortured and massacred 15,000 Greek

Muslim civilians [...] During the 1820s, 20,000 Muslims were expelled
from Serbia [...] In 1876 Bulgarian Christians massacred an unknown
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number of peasants of Turkish origin [...] In 1877, Cossacks assisted by
Bulgarians seized all the property of Muslims [...] By 1879, one-third of
all the Muslims of Bosnia-Herzegovina had either emigrated or been killed.
(2005, pp. 286-287)

Muslims who lived together with Christians, Jews or Armenians in different countries
were declared as non-citizens during these wars. This sovereign exception is not unique
to Muslims, of course. In the novel, during the course of several wars between the Turks
and Greeks, Greek troops raped, tortured and killed Muslims while Turkish troops raped,
tortured and killed Christians just as the sovereign —according to the chronology
provided in the novel Sultan Mehmet V (reigned 1909-1918) and also Mehmet VI
(reigned 1918-1922)— banned Christians from the community as citizens. Ibrahim the
Goatherd, later known as Ibrahim the Mad because of all the horrible scenes he witnessed
in the war, remembers all those terrifying things that he encountered in Greek houses
in the villages from little boys who were bayoneted to pregnant women with fires
lighted on their chests (Bernieres, 2005, p. 563). Likewise, the Muslim population, and
the Greek Christian population of Eskibahce, experience the sovereign exception during
the First World War and its aftermath.

According to Agamben, the sovereign does not hesitate to reveal the person who is
living the bare life; homo sacer or sacred human (Cifci, 2018). Homo sacer is created
through the exception of someone whom the sovereign wishes to exclude from his
political life, bios. It is, who the sovereign pushes outside of his bios, to the bare life.
Before dealing with the figure of homo sacer in detail, the concept of sacredness must
be examined in order to fully understand Agamben’s homo sacer as a banned human
being. Agamben derives the concept of homo sacer from ancient Roman civilisation. In
ancient Greece and Rome, where the sacrifice of living beings was a common practice,
the idea of sacredness can only be attributed through some sacrificial practices of
separating life from the body. Thus, a sacred human is the one who cannot be sacrificed
to the gods in any ritual as s/he is not pure anymore. Cif¢i summarises this sacredness
of homo sacer —or as he puts it, a cursed man in essence and the conditions he is
subjected to a conceptual sacredness in the modern sense, which is gained right at the
moment the homo sacer is forced out of bios by the sovereign and thus loses his sacredness.

Agamben points out the treatise of Pompeius Festus De Verborvm Significatv (On
the Significance of Words) in which Festus defines significant words in Latin, where homo
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sacer is mentioned in the context of Roman tribunal law; “At homo sacer is est, quem
populous iudicavit ob maleficium: nequefas est eum immolari, sed, qui occidit, parricidi
non damnatur;” (Festus, 1997, p. 424) which can be translated as follows: He is a sacred
man whom people judge for wrongdoing; he must not be sacrificed, but, he who slew
him, is not condemned for parricide?. So, according to Roman law, the criminal was
reduced to a mere living by the sovereign’s decision on the exception of that people.
The banned becomes a homo sacer that can be killed by anyone without committing
a homicide as this banned sacred man no longer has a political identity. Since “normal
political rights and legal safeguards were stripped away,’ from the homo sacer, he “was
reduced to the mere naked or bare, life” by the sovereign. Jacques Derrida in his seminars
on The Beast & The Sovereign, describes the exception of the sovereign as a creation of
a“political bestiary,” (2009, p. 22). Homines sacri (sacred men) are no longer considered
as human beings but beasts “to destroy, deny, put to death,” (Derrida, 2009, p. 131).
They cannot be sacrificed, and yet they can be killed by anyone since they are seen as
a mere naked body by the inhabitants of political life, rather than human beings. The
sovereign expels even its own people in states of emergency. Derrida says “when it
[the sovereign] goes off to war, treats its enemies as ‘hors la loi [outside the law]’ and
‘hors I'humanite [outside humanity]’[...] in the name of the human, of human rights
and humanitarianism, other men are then treated like beasts, [...] like non-men, or like
outlaws, like werewolves” (2009, p. 73). This exception in the time of emergency comes
from the sovereign himself, which we can conclude that until the moment of exception
the citizens do not recognise each other as homo sacer, a non-citizen. Tatiana Golban
proffers that the novel Birds Without Wings, “explores the fundamental issues of sacred
and profane” (2015, p. 51).

Louis de Bernieres'Eskibahce nestles people from different ethnicities and different
religious beliefs in its harmonious environment (see Sahin, 2021; Golban, 2015; Golban
and Ydrikler, 2019). “What connects the local people of Eskibahce to one another is
not their ancestral definition of who they are, but their shared experiences and customs.”
(Sahin, 2021, p. 156). The townspeople do not marginalise each other according to
their ethnicity in the pre-war era in Eskibahce. They respect their differences in belief
and they do not hesitate to participate in each other’s cultural practices. In Eskibahce,
babies are delivered with a cross on the belly of the pregnant woman who drinks from
the bowl on which verses from the Koran were engraved (Berniéres, 2005, p. 7). The

Muslims of the town ask their neighbours to pray over the icon of the Panagia

2 The translation is mine.
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Glykophilousa in the Church of St Nicholas, or to offer some libation to Mary the Virgin
on behalf of them. Likewise, the Christians tie white cloths or ribbons to the tekke of
the saint, or ask for some amulets with verses from the Koran written by the imam of
the town (Berniéres, 2005, p. 65). Thus, de Berniéres’ Eskibahce is a “grey area” where
different ethnicities live harmoniously “without labeling each other as black and white”
as Golban and Ydrikler (2019, p. 410) describe.

However, the inhabitants of this beautiful town fail to prevent not only their
neighbours but friends and families from becoming the homines sacri of the sovereign.
A group of non-Muslim minority who are deported from the town were the first exemplars
of Eksibahce’s homines sacri. The people lived together with other ethnicities for hundreds
of years on the soil of the Ottoman Empire, yet suffered due to the brutal campaigns
and propaganda of hatred among the Ottoman citizens of different origins. The
Armenians thus hoped to own their own land. This hope led the Armenians to their
tragic end. Many of the non-Muslim soldiers in the Ottoman army sided with the enemy,
namely the Russians, during the continuous wars (Berniéres, 2005, pp. 303-304).
Naturally, this act was considered as high treason for the Ottomans, thus the non-Muslim
community were made into homines sacri gradually by “directives coming out of Istanbul”
the capital of the Ottoman Empire where the sovereign Sultan resides, “that there
should be no ill treatment” (Berniéres, 2005, p. 304).

Though, the political protection of the sovereign is not applicable to the beast of
the sovereign, the homo sacer, as has been mentioned earlier. Once declared as homo
sacer by the sovereign, the people are “no longer recognized as members of human
society”as Magnus Fiskesjo points out (2012, p. 168). Likewise, the march from Eskibahce
to the unknown is left at the mercy of irregular troops, who are known for their unjust
and uncontrolled behaviours. The people on the march are said to be left without food
or water, the elders who could not walk further away bludgeoned to death, and every
one of them beaten at least once to surrender their valuables to the irregular troops
(Bernieres, 2005, pp. 309-310). When the marching group encounters Rustem Bey, a
landowner and protector, the people plead with him to save them; to which Rustem
Bey answers in frustration; “The order is from the governor. | can't do anything about
it. Otherwise, by God’s will, | would save you.” (Berniéeres, 2005, p. 310), as he is aware
of the fact that the sovereign decision cannot be altered by anyone but the sovereign.
Yet, out of his humanity, Rustem Bey interferes with the situation when he catches
some of the troops further away in a deeper part of the forest, separate from the party
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preparing to rape the three young daughters of one of the expelled non-Muslims,
Levon the Sly. Towards the end of the novel the imam Abdulhamid Hodja's wife, Ayse,
describes how they find out that their old neighbours were killed not far away from
Eskibahce. One of the townsmen, Stamos the Birdman finds “the skeletons with holes
and cuts in their heads,” on his way, and he recognises the shawl of Levon’s wife on one
of the skeletons whose “feet had been nailed to donkey shoes” (Berniéres, 2005, p. 558).

Later, the minor non-Muslim population, the major population of Eskibahge, the
Greeks, becomes homines sacri in the following years. The upcoming situation reveals
itself first in small instances, such as Mehmetcik’s becoming Greek in everyone’s eyes.
In November 1914, the authorities come to Eskibahce to recruit every useful man in
town for the war. Karatavuk wants to volunteer in his father’s place and Mehmetcik
doesn't want be separated from his best friend for life.“We've come to volunteer. [...]
For the empire and the Sultan Padishah.” (Bernieres, 2005, p. 292) Mehmetgik says.
However, the sergeant accepts Karatavuk since he is Turkish, yet declines Mehmetgik
as he is a Christian. So, angry with the reply he gets, Mehmetcik adds with a proud
manner that he is an Ottoman. Yet it is not enough to change the outcome; the Ottomans
who learned their lessons from past events with non-Muslim deserters do not let anyone
but Muslims fight with the enemy in the trenches. The only way for Christians to join
the war is to go and work in one of the labour battalions where they will make roads
or bridges. Leaving the queue in front of the sergeant in defeat, Mehmetcik laments;
“Suddenly it matters that | am a Christian, where it mattered only a little before. (Berniéres,
2005, p. 296). A few years later the same sergeant who recruits soldiers from Eskibahce
comes to the town again, this time for the Christians.

The Greek population of Asia Minor lived together first with the Seljuk Turks following
the Battle of Manzikertin 1071, and then the Ottoman Turks. AlImost a millennium later,
the Greek citizens of the Ottoman Empire were banned by the sovereign.“[T]he host
became the guest and finally that same guest became the hostage in his own home
town” says Sandra Josipovi¢ about the Christians of Eskibahce (2016, p.74). In the
aftermath of the First World War and the Turkish Independence War right after it, the
sovereign excludes the Christian population, who became their enemy in these wars.
The newly founded Republic of Turkey bans Christians from its soil, in the same way
that Greece bans Muslims. So, Turkish Christians, as well as Greek Muslims, are made
into homines sacri, as the two countries’ sovereigns expel their citizens in a decided
population exchange.

Litera Volume: 32, Number: 2, 2022 525



Homines Sacri of Eskibah¢e: An Agambenian Reading of Louis de Bernieres’ Birds without Wings

Sergeant Osman comes to Eskibahce to inform all the Christians to pack their
belongings and to be prepared for a march to Telmessos, from where they are going
to be transferred to Greece (Berniéres, 2005, p. 527). “This,” the sergeant indicates “is
thanks to orders from above” (Bernieres, 2005, p. 532) pointing out the fact that it is an
order of the sovereign that cannot be challenged. The Christians of Eskibahce ask in
terror, “Are the Greeks Ottomans like us?”to which the sergeant answers“No, from now
on you are Greeks, not Ottomans.” (Berniéres, 2005, p. 527). The homo sacer is always
made into ‘the other’ by the sovereign; “No longer man but the beast.” (Derrida, 2009,
p.124). Among the group, it is obvious that some people cannot proceed for days
because they are too old, or too young to walk, such as Polyxeni’s great-grandfather,
Socrates, who is known to be more than ninety-four years old. There are children, as
well as babies both in their mothers’arms and bellies waiting to be born. It is obvious
“in advance that without transport the whole operation was going to be a fiasco” with
lots of deaths on the road (Berniéres, 2005, p. 532).

Giorgio Agamben describes the homo sacer in his book as someone that “cannot be
included in the whole of which it is a member and cannot be a member of the whole in
which it is always already included.” (1998, p. 21). In the case of the Greek homines sacri
—here we need to highlight the word Greek as both the Christians of Turkey, and the
Muslims come from Greece are referred to as Greek—, the Christian population in Turkey
is now considered as Greek and thus banned, albeit they do not identify themselves and
are not identified by their neighbours as Greek. Although they were ethnically Greek,
they spoke mainly Turkish, and for that reason they were not welcomed in Greece as
Greeks, but despised at this time as Turks. “When the Christians were expelled from
Eskibahce, their former neighbours started referring to them as Greeks!” (Josipovi¢, 2016,
p.75). The only Christian from Eskibahce that the reader hears from after the population
exchange is Drosoula. She depicts the situation of the so-called Greek population of
Turkey in Greece. She tells the reader how her husband'’s family, the Drapanitikos; rejected
them when they arrived at Cephalonia in such hardship just because they were seen as
Turks there in Greece (Berniéres, 2005, pp. 19-20). The Christian population coming from
Turkey was treated unkindly, pushed and pulled, spat at, and labelled as “filthy Turks."
(Bernieres, 2005, p. 571). Years later, she summarises the whole enterprise with these
words; “l lost my family, my town, my language and my earth.” (Bernieres, 2005, p. 24).

On the one hand, the Christian population of Turkey were made into homo sacer
and banned from Turkey while not accepted by the Greeks either. On the other hand,
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the Muslim population of Greece were made into homo sacer in the same way and
were banned from Greece, while likewise not being accepted by the Turks. After the
departure of the Christians from Eskibahce, Greek Muslims from Crete arrived in the
town as a result of the population exchange between the two countries. They were
banned from Greece as they are Muslims, yet the Cretan Muslims, who are settled in
houses emptied by Christians, are not warmly welcomed by the people of Eskibahce.
About them, Karatavuk says that they spoke Greek, not Turkish, and life became very
hard for them in Eskibahce as people called them “filthy Greeks,” and spat at them
(Berniéres, 2005, p. 583) just echoing the treatment of the former habitants of Eskibahce
in Greece.

Also, in Louis de Bernieres novel, some people are depicted as perhaps even more
sacer than homo sacer. While every Christian is forced to depart from Eskibahce, there
are a few people who are not even accepted as homines sacri; as Berniéres explains:

Among their number was not to be found the Dog. He remained amid in
the tombs, removed from all considerations of race and religion by virtue
of his speechlessness, his mutilation and his anchoritic life. Neither did
any of the Christian prostitutes arrive from the brothel, being similarly
removed from all considerations of race and religion by virtue of their
profession. (2005, p. 528)

Neither the mad nor the prostitutes are accepted as proper human beings in Eskibahce
even when it was a well-functioning community (see Bernieres, 2005). They have already
been pushed towards the peripheries of any political system. Already neglected by the
society and the sovereign, as a mad person, the Dog of Eskibahge3, who has not even
got a proper name, and the prostitutes kept in the brothel of Eskibahce located in the
outer parts of the town are not included among the Greek homines sacri gathered by
the authorities.

The sovereign not only has the power of exception, but also the power over life and
death, as Agamben mentions in the “Vitae Necisque Potestas” chapter of Homo Sacer
(1998, pp. 55-56). He highlights the formula vitae necisque potestas in Roman law which
means‘power over life and death’that can be attributed to the sovereign power.Through
the sovereign exception, the sovereign as the head of the political community has the

3 the Dog as a homo sacer will be specifically introduced in detail in the following subsection.
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right to expel someone from bios to bare life as a homo sacer that can be killed by
anyone; thus, it can be said that the sovereign has power over that person’s life and
death. Most of the time the sovereign is thought to be a king, president or governor,
yet as Agamben explains, according to Roman law “the vitae necisque potestas attaches
itself to every free male citizen from birth and thus seems to define the very model of
political power in general, Not simple natural life, but life exposed to death (bare life or
sacred life) is the originary political element.” (1998, p. 55). Thus, he proposes that the
father and the husband, as the head of the family, acquire the same power of the
sovereign over life and death “within the sphere of the domus,” (Agamben, 1998, p. 55)
— the sphere of the home or family. Unlike the political sovereign, the father and the
husband have the power to kill within the familial sphere in the case of a caught
adulterer of their daughters or wives, specifies Agamben (1998, p. 55). If the father and
husband are the sovereigns of the domus, they have the power to expel the members
of their families out of the family sphere. In other words, both figures have the power
to create a homo sacer that dwells in the bare life through the sovereign right of
exception. If Birds without Wings is read in the light of this knowledge, it is seen that an
example for each of the figures, both of the father and the husband as the sovereign,
is offered to the reader in the novel.

Louis de Berniéres introduces one of the townsmen, Yusuf the Tall, for the first time
in the twenty-seventh chapter of the book, the only chapter about Yusuf. He is a father
of daughters and sons who is very fond of his children. Originally coming from a
conservative Ottoman town, Konya, he is a highly religious inhabitant of Eskibahce.
He thinks of the Muslims of the town as nothing but mongrels and wishes to have a
life unmixed with the infidel population of the town (Berniéres, 2005, pp. 150-156). Yet
he was living a tranquil life among the people of Eskibahge until the moment that the
condition of one of his daughters, Bezmialem, is revealed. She gets pregnant out of
wedlock by a Christian. The fornication of Bezmialem provides the suitable environment
that Agamben describes according to the Roman law for Yusuf the Tall. As the father-
sovereign, he “commands” (Berniéres, 2005, p. 152) the death of Bezmialem, together
with the innocent baby in her belly, and he appoints his second son Sadettin to carry
out the murder. Full of grief, Sadettin kills his sister out of obligation to his father, but
after the deed, he leaves home for the Taurus Mountains. The father-sovereign creates
a homo sacer that is banned from the family through the act of crime. Aware of his new
status as a homo sacer, Sadettin says“l am an outlaw. That is where | will be. With God’s
help, I shall not live long” (Bernieres, 2005, p. 155).
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On a similar occasion Rustem Bey, the aga of Eskibahce, acts as a sovereign as he is
a husband. He is married to Tamara, who is in love with another man, the handsome
yet wayward Selim. Most of the time, upon his arrival home, Rustem Bey finds women'’s
slippers in front of the haremlik door that opens to the women’s quarters which cannot
be entered by any man without permission. The meaning of the slippers is that another
woman is in the haremlik so that Rustem Bey should not enter the quarter until the
slippers are gone. He begins to suspect and interrogate this recurring situation. Finally,
one day his suspicions are proven to be correct; Rustem Bey catches Tamara’s lover
disguised in women'’s clothes coming to visit her regularly away from Rustem Bey'’s
eyes (Berniéres, 2005, pp. 93-101). Rustem Bey, as the husband who catches the
adulterous wife, just like in the Roman law Agamben mentions, uses his right to kill,
and to decide on someone’s life and death. Rustem Bey kills Selim with his dagger and
grabs Tamara by the hair to drag her to the meydan, the main square of the town.“This
woman is my wife. She is a whore and an adulteress” (Berniéres, 2005, p. 102) announces
the aga, and by his verdict, Tamara is banned out of the familial sphere to become a
homo sacer that can be killed by anyone, to which she coldly responds; “Kill me, like
the wolves and dogs” (Berniéres, 2005, p. 102). Since she is a homo sacer now, the people
of Eskibahce in the meydan start to hurl stones at her. While Tamara is being stoned to
death, Rustem Bey cannot even watch the brutal scene, but turns his back to what he
has done in pangs of remorse. Luckily, Tamara is rescued from death by Abdulhamid
Hodja, who happens to be passing by (Bernieres, 2005, pp. 102-103). However, as a
homo sacer, Tamara cannot return to her home, thus she seeks sanctuary in a brothel
of Eskibahce. Together with other prostitutes in the brothel, such as the Christian ones
that are not included in the departure of the Christian population from the town, she
lives a bare life. Her new life is full of misery, starvation and diseases (Berniéeres, 2005,
pp. 420-421). After having four miscarriages as well as stillbirths, she is happy to die
soon due to her illness. Years later, when Rustem Bey visits Tamara in the brothel for
the first and last time, she describes her bare life as “death’s selamlik,” explaining that
she has no pleasure at all (Berniéres, 2005, p. 421).

Wolves of the Sovereign
Francois Zammit highlights that “the law [of the sovereign] has the ability to turn
humans into animals, and therefore in this manner changing the very nature of the

targeted individuals” (2017, p. 3), the ones who are made into homines sacri by the
sovereign exception. Derrida, in his seminars, calls these targeted individuals that are
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being excluded by the sovereign mostly during the state of emergency the ‘beasts of
the sovereign’ (2009, p. 46). For him, the beast of the sovereign “is always a wolf [...]
that has to be hunted down, chased away, repressed, combated” (2009, p. 88).
Furthermore, Agamben, echoing with Derrida, points to Rodolphe Jhering, as the first
person who equates homo sacer to the ancient Germanic wargus (wolf or werewolf) in
Homo Sacer (1998, p. 63). Just like homo sacer, the wargus is a figure who is expelled
from society and can be killed without committing a homicide. Both the homo sacer
and the wargus live a bare life in a state of indistinction, being neither beast nor man.
Due to their transitory nature, “divided between the forest and the city — the werewolf
[...]1 like that of the sacred man, [...] dwells paradoxically within both [exclusion and
inclusion] while belonging to neither” (Agamben, 1998, p. 63). Consequently, it can be
deduced that homo sacer has parallels with wargus, and/or a connection with wolves
to a certain extent.

Although both Derrida and Agamben describe the wolf of the sovereign, thereis a
subtle difference between the beast of Derrida and the wolf of Agamben. For Derrida,
the wolf —or the beast in general— has a connection with the sovereign. The sovereign’s
excepted selfis reflected in the beast. The sovereign, by means of the sovereign exception,
becomes the beast as he is “above the laws like the werewolf,’ (Derrida, 2009, p. 106).
Instead, for Agamben, the wolf is the other that the sovereign expels from his community.
It is only connected with the homo sacer and not the sovereign.

The wolves of the sovereign are also found in Birds without Wings. In fact, the Dog,
chronologically the first homo sacer of Eskibahce, introduces the reader to the idea of
wolves because“if you trace their [the dogs'] lineages far enough back in time all dogs
are descended from wolves.” (Handwerk, 2018). One day, the Dog arrives at Eskibahge
from an unknown place. He wears only a rag, and his feet are covered in blood from
walking for days. The townspeople watch him as he goes through the town towards
the hillside. Despite his unusual state, they are not afraid of him;“It was as if they were
in no danger because the man did not live in the same world, and would never see
them. (the italics are mine, Berniéres, 2005, p. 33). As the homo sacer, who “dwells in
the no-man’s-land between the home and the city” (Agamben, 1998, p. 56), the Dog
takes up residence among the ruins of the Lycean stone tombs carved into the hillside,
“in this wasteland between the town and the ocean [...] becoming a specter even
before he had properly died” (Berniéres, 2005, p. 31). He is made in to a homo sacer not
only for his hermitic existence among the tombs “all but naked” (Berniéres, 2005, p.
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585), or for his untamed demeanour, but towards the end of the novel he is said to
“have his lips pinned back, and been made to bite down on the red-hot iron rod that
had been forced into his mouth.” (Bernieres, 2005, p. 585) as a punishment.

Later, the homo sacer of the husband-sovereign Rustem Bey*, Tamara refers to the
wolves of Eskibahce. When she is declared a homo sacer, she calmly tells the crowd of
townspeople to kill her“like the wolves and dogs” (Berniéres, 2005, p. 102) as has already
been mentioned. Finally, both Sadettin, the homo sacer of the father-sovereign Yusuf
the Tall, and Mehmetcik, the homo sacer of the state sovereign, become wolves since
“the‘true’werewolf, is indeed the one who, like the beast [...] finds himself placed ‘outside
the law, outlaw” as Derrida describes (2009, p. 64). At the end of the novel, Karatavuk
encounters his childhood best friend after seven years. After Karatavuk, Mehmetcik is
also recruited as a soldier for the labour battalions. The Christians in the battalions are
not allowed to fight against the enemy but are forced to dig trenches or build roads.
Their condition is even worse than that of the soldiers since the Christians are made into
homines sacri by the sovereign state. So, Mehmetgik deserts the inhuman conditions of
the battalions as he wants to die with dignity in the war. Yet, the beast of the sovereign
has “no history and no future” (Derrida, 2009, p. 57), therefore Mehmetcik cannot go
back to the town or have a proper life in bios as he is chased by authorities as a deserter.
The only life he can be a part of is the bare life of the outlaws, so he joins the bandits
and gains the nickname Red Wolf. “You've gone from being a little robin to being the
great big famous Red Wolf” (Bernieres, 2005, p. 579) says Karatavuk to his friend. Another
wolf whose identity the reader learns of through Mehmetcik is Sadettin, the son of Yusuf
the Tall. When he leaves his home behind, Sadettin joins the outlaws in the Taurus
Mountain. The dangerous situations he puts himself into while trying to get himself
killed, make him the leader of the outlaws and he becomes known as the Black Wolf.

Conclusion

This study attempts to read Louis de Bernieres’ novel Birds without Wings through
Agamben’s concept of homo sacer, in which both the Greek and Turkish population of
Eskibahge are turned into homines sacri by the act of the sovereign exception of either
the political or the patriarchal sovereign. Like in the idiom ‘desperate times call for
desperate measures’ the state of emergency calls for the exclusion of certain people.

4 With a Derridean reading, Ristem Bey and Yusuf the Tall can also be read as wolves, since they are
sovereigns.
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Giorgio Agamben is known for his conceptualisation of the figure who is excluded by
the sovereign, homo sacer, together with the type of life in which the homo sacer dwells,
bare life. It was inevitable that homines sacri would be produced in Eskibahcge as the
state of emergency —in the case of Birds without Wings, constant wars— allows the
sovereign “to remove groups of individuals from the protection of the law” (Zammit,
2017, p. 5). The borders between bios and bare life becomes transparent in the course
of time in the Eskibahce of Louis de Berniéres. The Muslim population, as well as the
Christian population, become homines sacri that are pushed out of bios, to a bare life
where they can be treated as sub-human. Yusuf the Tall as the father-sovereign, and
Rustem Bey as the husband-sovereign banned Sadettin and Tamara, respectively, from
the political sphere of their families. Agamben and Derrida emphasise the bestial
connections of homo sacer as a “structure both human and inhuman” (Derrida, 2009,
p. 151), that can also be examined, as in the novel, through multiple references to
wolves. Since the homo sacer can be killed without committing homicide, unfortunately,
the majority of the homines sacri of Eskibahce in Birds without Wings were beaten, raped,
tortured and killed. As put by Berniéeres in the epilogue, all the homines sacri of Eskibahce
as birds without wings;

are always confined to earth, no matter how much [they] climb to the
high places and flap [their] arms. Because [they] cannot fly, [they] are
condemned to do things that do not agree with [them]. Because [they]
have no wings [they] are pushed into struggles and abominations that
[they] did not seek. (2005, p. 621)
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ABSTRACT

This paper explores Louis de Berniéres’ novel Captain Corelli’s Mandolin from the
perspective of Giorgio Agamben’s concept of “whatever singularity’, the main theme
of his The Coming Community. Agamben’s work provides a clear distinction from
homogenized communities and nations to argue for the possibility of how groups
and peoples living together without reducing their distinct individual and cultural
identities to sameness. Besides, whatever singularities border ‘in-between’ spaces
and thresholds and that is the space where friendship emerges from. In this context,
the article aims to apply Agamben’s essay ‘The Friend’ to explore the concept of
friendship. The novel is set mainly during the Italian and Nazi occupations of the
Greek island of Cephalonia in World War II. Although occupying forces aim to constitute
afixed society, intercommunal friendship emerges between different nations. In this
regard, the love between the Italian soldier Captain Corelli and the local girl Pelagia,
as well as the friendship among Dr. lannis, Captain Corelli, and Carlo Piero Guercio
will be examined in terms of friendship and ‘whatever singularity’ Moreover, the
friendship between ‘The Good Nazi’ Glinter Weber, who is forced to shoot his Italian
friends, and Captain Corelli will be investigated through the concept of friendship.
In the narrative, the Communist Greek resistance group ELAS, a destructive occupying
force, tries to form a fixed homogenous ideological group on the island bearing
similarities with fascist and Nazi groups. Therefore, this will also be discussed in the
context of the tension between heterogeneous and homogenous communities.
Keywords: Agamben, whatever singularity, threshold, bordering, friendship
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Whatever Singularity in de Berniéres’ Captain Corelli’s Mandolin

Introduction

British author Louis de Berniéres'novel Captain Corelli’s Mandolin (1994) depicts the
occupation of the Greek island of Cephalonia first by the Italians, then the Nazis, and
eventually, following the departure of the Nazis, by ELAS, the Greek Communist resistance
during the Second World War. Moreover, the love story between a mandolin-playing
Italian soldier, Captain Antonio Corelli, and a local girl, Pelagia, is presented as a main
theme in the novel. As Sheppard argues, the novel is“normally and exclusively read as
a love story” (2002, p. 51). In the novel, however, war is an important theme that is
related to borders between different nations. Although the themes of love and war
overlap in the novel, it reveals a friendship that occurs even across the borders of
political enmity (MacMillan, 2020, p. 10).

During the occupation, Captain Corelli is staying at Dr. lannis’s home and is
ostracised by the locals, and the doctor’s daughter Pelagia; however, Captain Corelli
and his troops earn the islanders’ trust over time. First, Pelagia attempted to treat
him“as badly as she could”, however, Corelli’'s behavior towards her and the villagers
was “polite and submissive” (p. 246). Despite their different nationalities, the Italian
soldiers and the Greeks share a way of life that reveals a sense of friendliness, while
sitting outside in the yard listening to the captain’s mandolin and teasing each other
(p. 225-252). In this sense, their togetherness without the common contributes to
the sense of these characters as whatever beings as it emerges in the in-between
spaces and the thresholds.

The island is occupied many times by different groups; first by the Italians, then
the Nazis, and eventually, after the departure of the Nazis, by ELAS, the Greek
Communist resistance. The Communist Greek People’s Liberation Army, ELAS, is
supposed to protect the inhabitants of the island against the fascist occupying forces;
however, it terrorizes the people on the island and sparks the civil war which can be
seen as a threat to the Greek community. Therefore, it is ELAS itself that resembles
its enemies by posing the greatest threat to the inhabitants of the island, with a
connection to the Greek Communist organization whose members belonged to the
military wing of the EAM (p. 229). Thus, all members of the party were easily duped
into believing that they were part of the national liberation struggle (p. 229). Hence,
the anti-Nazi Greek resistance group ELAS will be examined as the most destructive
force against the Greek community.
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In this regard, the events are told from the perspectives of different characters,
including Pelagia and her father, Dr. lannis, Mandras (Pelagia’s fiancé), and Carlo
Guercio, a homosexual Italian soldier who sacrifices his own life to save Captain
Corelli. Moreover, the dictators, Mussolini and Metaxas, points of view are narrated,
and their aims are presented in the novel as a tragic break in the history of
Cephalonia.

Besides, Dr. lannis’ A Personal History of Cephallonia portrays the past invasions and
occupations of the island by several imperial forces, including the Romans, the Venetians,
the Ottomans, and the British. The island’s history of invasions plays an important part
in shaping the culture of Cephalonia. Particularly, the Venetian occupation has a great
effect on the island by leaving it with an Italian flavor, especially in its architecture and
language. The influence of “Italian words and manners of speech” on the islanders’
language is such that many, including Doctor lannis and Pelagia, speak Italian as a
second language (p. 146). Thus, language can be seen as a shared apparatus that
establishes the dynamics of togetherness. As Captain Corelli said to Dr. lannis at their
first encounter:

“You speak Italian very well, you are the first one | have come across...It
seems that no one here speaks Italian”

“You are very kind," said Dr. lannis, “but | think you will find that those of
us who do speak Italian will suddenly lose our memory when required to
do so. (p. 199)

In this sense, the island is an arguably hybrid place. Golban argues that Dr. lannis
can be analyzed in terms of hybridity because he“represents a clear case of dislocation’
of the self, his position in relation to the notion of ‘the Greek’ or‘the Italian’describing
a situation of inexorable ambiguity” (2014, p. 347). In addition, MacMillan describes
the last two invasions, like the previous ones, as important factors that shaped the
island’s culture for better or worse; “the wartime invasions of the island by the Italians
and then the Nazis are just the latest in the island’s long history of domination by
outsiders, conquests which, for better or worse, have shaped the island’s culture” (p.
24). Thus, concerning alterity, the novel explores the theme of in-betweenness,
national boundaries, and friendship; this article will refer to Agamben’s writing on
community and friendship in the frame of existence with an other.
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d

In Agamben'’s The Coming Community, he suggests the concept of “whatever being’
which offers a perspective of a community that has no requirements for belonging and
thus avoids alienating others on the basis of alterity. Therefore, through Agamben’s
approach, “whatever beings” can be considered as existing in their distinctness without
being defined by their distinctness. As Agamben puts forward, “These pure singularities
communicate only in the empty space of the example, without being tied by any
common property, by any identity. They are expropriated of all identity, so as to
appropriate belonging itself, the sign. Tricksters or fakes, assistants or ‘toons, they are
the exemplars of the coming community” (1993, p. 11). In this context, the characters,
who are distinct from each other in their alterity but without being defined by it, can
be explored in de Berniéres' novel from the basis of Agamben’s approach.

Furthermore, the whatever being exists in in-between spaces, between the particular
and universal, and is defined as if walking a tightrope between the common and the
proper by Agamben (1993, p. 21). Additionally, Agamben integrates the concept of the
threshold into his discussion by emphasizing the idea of bordering. He sees the threshold
as the place where one encounters with an other, and so enabling friendship to occur.
In this sense, the characters, who appear as whatever beings in the novel, border the
conventional categories by shifting their national identities or living together regardless
of their alterity; thus, they can be linked to Agamben’s concept of friendship which
focuses on living and being together without being identified by a common property.
Besides, the story of friendship between Captain Corelli and Glinter Weber, the ‘Good
Nazi, who is forced to shoot his Italian ‘friends; will be analyzed from Agamben’s
perspective on the essence of the concept of philia (friendship) and co-existence with
the Philos (friend). In this context, Agamben, both in The Coming Community and his
essay “The Friend”, discusses living together without belonging to a particular class
except belonging to oneself and sensing one’s existence. (2009, p. 33). By examining
Captain Corelli’s Mandolin through the concepts discussed by Agamben, this paper will
focus on the ethical aspects of being together with the other in both a philosophical
and a political framework.

Being Together with the Other- Philia
Agamben revisits the Aristotelian definition of friendship in which friendship means

being together in a polis, community. For Aristotle friendship is extremely necessary
for living and it is the duty and basis of politics. In his Politics, one of Aristotle’s main
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concepts is zoon politikon which means “man is a political animal” (Bennington, 2009,
p.22). He says, “It is evident from these considerations, then, that a city-state isamong
the things that exist by nature, that a human being is by nature a political animal” (trans.
Reeve, p. 4). As may be understood, this idea leads us to conceive the nature of human
beings who share communal life with others in the polis. Therefore, it can be said that
political beings, who live together, are sure to know each other, thus revealing friendship.
In the context of the polis, Aristotle focuses on the relationships in which human beings
exist, otherwise, they will not be a part of the state; as he says, “But he who is unable
to live in society, or who has no need because he is sufficient for himself, must be either
abeast or a god: he is no part of a state” (trans. Jowett, pp. 4-5). Thus, existence implies
a shared way of life, which is also obvious in Agamben’s approach to friendship.

In‘The Friend, Agamben focuses on the Nicomachean Ethics books 8 and 9 in which
Aristotle describes friendship and the friend. Agamben concentrates on the Aristotelian
theory of friendship from an ontological perspective, so that it can be considered as
the ‘con-sentiment’ of the existence of a friend with the concept of sentiment. He
emphasizes the ancient Greek word synaisthanomai, in which, ‘syn” means ‘with’ and
‘aisthanomai’ means ‘to perceive’in English. The word synaisthanomai (con-sent) refers
to the idea of living together (syzen) which alludes to the existence of a friend as
desirable. Thus, Agamben emphasises the ‘con-sentiment’ which refers to the aisthesis
(sensation) of the pure being or existing. Aristotle points out, “Existence is desirable
because one senses that it is a good thing, and this sensation [aisthesis] is in itself sweet.
One must therefore also “con-sent” that his friend exists, and this happens by living
together and by sharing acts and thoughts in common [koinonein]. In this sense, we
say that humans live together [syzen], unlike cattle that share the pasture together..”
(2009, p. 33).

In this context, Agamben highlights the phrase “unlike cattle that share the pasture
together” by indicating the difference between an animal community and a human
community. Although“the Aristotelian expression could simply stand for‘partaking in
the same”, Agamben underlines that human community, through living together, is
not defined by “the participation in a common substance’, but rather by a sharing life
itself and the experience of friendship. In the light of these explanations, existence can
be identified as the only common thing that is shared by the characters in Captain
Corelli's Mandolin. As has been mentioned, the war is seen as a destructive force for

Cephalonia, however, the friendship between the islanders and their political enemies
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occurs under the Italian and the Nazi occupation. Their harmonious living together,
even for a short time, is clearly illustrated in many of the scenes.

At first, the distinction between separate identities is clearly presented, particularly
in Dr. lannis’relationship with Captain Corelli. Pelagia and Dr.lannis were trying to treat
him as badly as they could do to show their resistance to the Italian occupation of the
island. The tension was felt while Dr. lannis was offering Corelli dinner by saying “This
is Cephalonian meat pie [...] except that thanks to your people, it doesn’t have any
meat in it” (1994, p. 236-7). However, Captain Corelli's sense of humor and friendly
manner helped him to avoid conflict with them. In time, he was not just an Italian
anymore in Pelagia’s eyes; she began to see him as a respectful and attractive man;
“The trouble was that he was no longer just an Italian, he was Captain Antonio Corelli,
who played the mandolin and was very charming and respectful. In any case, she could
have shot him with the derringer by now, she could have cracked his pate with a frying
pan, and the temptation had not arisen” (p. 247). Moreover, he became a part of the
household, and she noticed that she had lost her anger, which puzzled and upset her.
She was quite used to seeing him and in fact, he became“as much a fixture in the house
as the goat or her own father” (p. 250). These examples can be regarded in terms of
them perceiving other’s existence as sweet and desirable, as the narrator says, “The
unfortunate truth was that Italian invader or not, he made life more various, rich and
strange” (p. 251). As seen from the examples, their distinctions do not separate them
but rather provide an authentic relationship between them that can be considered as
a “con-sentiment” of the existence of the other from the perspective of Agamben'’s
concept.

According to Agamben, the sensation of existence is con-divided, and “friendship
is the name of this ‘con-division” (p. 34). Since it is the division of intersubjectivity, it
does not mean the relationships between subjects. Agamben refers to the sharing of
existence, so being itself is divided and it becomes dissimilar; “Rather being itself is
divided here. It is nonidentical to itself and so the | and the friend are the two faces, or
the two poles of this con-division or sharing” (p. 34). This other self is called a heteros
autos; heteros means alterity in the sense of an opposition between two, as in
heterogeneity, while autos means “self”. Therefore, when | perceive my existence as
sweet, my sensation corresponds to “con-senting””
sensation toward the friend, toward the other self” (p. 35).

which dislocates and deports my
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In this sense, the friendship between Captain Corelli and Dr.lannis can also be seen
as a fitting example of the ‘con-sentiment’ of the existence of the friend. Although at
first, Dr. lannis disliked Captain Corelli, they developed a friendship over time. While
Corelli was leaving the island, he had a very touching conversation with Dr. lannis.
Before Captain Corelli left the island, he said to Pelagia and Dr. lannis, “After so much
time with you two, | shall see things and imagine what you would have said. | shall miss
you very badly” (p. 429). This statement clearly expresses the‘con-division’ of sensation
because Captain Corelli saw them as other-selves. Despite his Italian nationality, he
embraced his friends’ culture and their way of living on the island. Thus, he and his
friends can be considered as two poles of this sharing.

Furthermore, Dr. lannis’ statement might be another example of this sharing and
con-division. As he said, “Antonio if | have ever had a son, it was you. You have a place
at this table” (p. 430). This scene also reflects the intensity of Dr.lannis’ sensation which
turns into a consenting of the existence of Captain Corelli by accepting him as his son,
as his other-self. As Agamben says, “This intensity is the syn, the “con-" or “with,” that
divides, disseminates, and renders sharable (actually, it has always been shared) the
same sensation, the same sweetness of existing” (p. 35). Through these examples, the
narrator shows their shared existence, shared way of life, and being together without
commonality. In this sense, the only common thing they shared is the aisthesis of existing.

At this point, the most notable example of the aisthesis of existing in the novel is
the story of Glinter Weber, who was required to shoot his Italian friends (p. 239). The
friendship between the German Nazi, Weber and Captain Corelli started when they
were on the beach having fun, drinking wine, or playing football together (pp. 214,440).
Despite their different political stances, Corelli and Weber developed their friendship,
and Corelli thought that Weber was too young and naive to understand this senseless
violence. Despite the political differences between them, Weber joined Corelli's opera
club and even organized and delivered a motorcycle to Corelli so he could go places
with Pelagia where they had never been before on the island. Furthermore, when Weber
was ordered to shoot his friends, he requested that his protest be recorded and put in
his file. Since Weber reluctantly agreed to participate in the massacre, he begged for
forgiveness from his (former) friends before the shooting:

‘Antonio, | am very sorry, | tried"...

‘I am sure you did, Glnter. | know how it goes...
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Weber's face trembled with suppressed tears and desperation, and at last
he said suddenly,

‘Forgive me!

Carlo sneered, 'You will never be forgiven! But Corelli put his hand up to
silence his friend, and said quietly,

‘Glinter, | forgive you. If | do not, who will’ (p. 397)

What is notable here is Captain Corelli consented to his shooting which might refer
to theinstance of the“con-sentiment” of the existence of the friend. By putting emphasis
on the word “con-sent” in respect to the existence of the friend, it might be said that
Corelli accepted him as a friend such as he was. As Agamben says, “Friendship is the
instance of this ‘con-sentiment’ of the existence of the friend within the sentiment of
existence itself” (2009, p. 34). In this sense, Captain Corelli arguably “con-sent” ed to the
existence of Weber; thus, he forgave him for the sake of “con-sentiment” of existing
which was the only common thing they shared during their friendship.

After the inhabitants in Cephalonia rose up against the Germans and fought them
all the way to the sea, Glinter Weber ashamedly stayed away from Dr.lannis and Pelagia’s
house. Before he left the island, he left his gramophone and collection outside Pelagia’s
door. He left an envelope underneath the lid, when Pelagia opened it, she found a
photograph depicting Captain Corelli and the Lieutenant on the beach, their arms
about each other’s shoulders. Underneath, Weber had written in Italian, “God be with
you, | will remember you always” (p. 441). In this sense, Weber was also pleased with
the existence of Corelli, not in the sense of sharing thoughts and acts in common, but
through sharing despite not having anything in common. Agamben emphasizes living
together without commonality, through what is not held in common. Therefore,
friendship is related to the concept of “sentiment’, and so, Agamben describes friendship
as the experience of sensing one’s existence. As he says “To recognize someone as a
friend means not being able to recognize him as a‘something. Calling someone‘friend’
is not the same as calling him‘white,“Italian, or‘hot, since friendship is neither a property
nor a quality of a subject” (2009, p. 31). Thus, Agamben associates friendship with
existence, without categorizing or objectifying differences.

Departing from the idea of friendship, the idea of whatever singularity can also
illuminate this investigation of the problem of commonality between the islanders and
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the invaders. Although war and political profits threaten the humans on the island,
they also provoke friendship between the different classes and nations residing there.
Thus, this situation brings to mind the idea of whatever singularity, emerges with
alterity without being indicated by it. Therefore, it is necessary to visit The Coming
Community to comprehend Agamben’s argument in the context of living together
without common qualifications.

Whatever Singularity

In The Coming Community (1993), Agamben depicts a future community in which
belonging is not defined by any criteria and requirements, but non-criterion for a
community that marks belonging to the community. Agamben starts his argument by
declaring the idea”“The coming being is whatever being” (1993, I) which indicates pure
singularity without categorical impositions. Therefore, Agamben offers the idea of
singularity that only belongs to its uniqueness. The etymological root of whatever
singularity is quodlibet ens, in which quod means “what,” libet means “desire,” and ens
means“being” (1993, p. 1). What is important in this discussion is establishing the right
definition of this Latin statement. Quodlibet ens does not mean‘being it does not matter
which’ On the contrary, it means‘being such that it always matters’ Therefore, the Latin
statement is clearly“a reference to the will (ibet)” so that“Whatever being has an original
relation to desire” (p. 1). As Agamben states, “the Whatever in question here relates
to singularity not in its indifference to common property (to a concept, for example:
being red, being French, being Muslim), but only in its being such as it is (emphasis
added). Singularity is thus freed from the false dilemma that obliges knowledge to choose
between the ineffability of the individual and the intelligibility of the universal” (pp.
2-3). Thus, whatever being is like walking a tightrope between the common and the
proper because itis in the boundary between the universal and particular (p.21). Since
whatever beings do not belong anywhere, without any property or identity, they are
exemplars of liminal beings. Since “whatever is the figure of pure singularity” and “has
no identity”, “belonging is here only the relation to an empty and indeterminate totality”
which can be seen as a liminal position (pp. 68-9).

Departing from these ideas, the characters in the novel can fitinto Agamben’s idea
of whatever being as a liminal being. In this context, Captain Corelli can be seen as an
example of quodlibet ens when he frequently remarked that determination such as
nationality was just incidental in his statements of love, such as”...being a Greek or an
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Italian is incidental” (p. 355) or“...we are brother and sister before she is Greek or | am
invader” (p. 303). Here, as is evident, in this kind of love, the other is desired as lovable
not because of the predicates that she has, but she is only referred to as“such-and-such
being [...] reclaimed for its being-such, for belonging itself” (p. 2). This, then, contributes
to the sense of these characters as whatever beings. As Agamben says,“Seeing something
simply in its being-thus- irreparable, but not for that reason necessary; thus, but not
for that reason contingent- is love” (p. 25). Therefore, Agamben’s concept of whatever
being intends to determine any singularity in terms of being pure singularities that are
not defined by common properties.

In this regard, Quodlibet refers to the one doing the love (the Lover) and the one
being loved (the Lovable) with all its predicates, its ‘as such’ This acceptance of singularity
creates an idea of “whatever you want, that is, lovable”; “Thus, whatever singularity
(the Lovable) is never the intelligence of something, of this or that quality of essence,
but only the intelligence of an intelligibility”. According to Plato, that movement is
described as“erotic anamnesis’, which is“the movement that transports the object not
toward another thing or another place, but toward its own taking-place-toward the Idea’
(p. 3). Thus, for Agamben, singularity is defined as lovable, and so it desires all its
properties.

d

In this context, Pelagia can be defined as an example of whatever singularity and
as a liminal being since she accepted Corelli with all predicates such as he is. As she
said “Who cares about Greece? Where is Antonio?” (p. 390). Being-as-such is the main
characteristic of the coming community as is seen in the relationship between Pelagia
and Captain Corelli. Both characters rejected their own nationality, resisting belonging
to the particular property after they witnessed the disparate facts of their countries.

Pelagia had taken pride in the idea that she lived at the very center, but
now, if such a thing is possible, she gave up being a Greek... (t) the barbarity
of the civil war had knocked out of her forever the Hellenic faith which
her father has instilled in her. She could no longer believe that she was
heir to the greatest and most exquisite culture in the history of the earth;
Ancient Greece may have been the same place as modern Greece, but it
was not the same country and it did not contain the same people. (De
Bernieres, 1994, p. 462)
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Similarly, Antonio Corelli explained why he was ashamed of being Italian and became
a Greek citizen:

After the war all the facts came out. Abyssinia, Libya, persecution of Jews,
atrocities, untried political prisoners by the thousand, everything. | was
ashamed of being an invader. | was so ashamed that | did not want to be
Italian anymore. I've been living in Athens for about twenty-five years. I'm
a Greek citizen. But | go home to Italy quite a lot. | go to Tuscany in the
summer. (p. 519)

In this sense, the love between Captain Corelli and Pelagia represents the ideal of
quodlibet. Even though Captain Corelli stood for the Greek community after the war,
he did it for the sake of his love to border the possibilities of characteristics of Greekness.
They were not bound by fixed identities. Rather than relying on normative fixed identities,
then, they were bordering the possibilities of whatever singularity; as Agamben says;

Whatever is the figure of pure singularity. Whatever singularity has no
identity, it is not determinate with respect to a concept, but neither is it
simply indeterminate; rather it is determined only through its relation to
an idea, that is, to the totality of its possibilities. Through this relation, as
Kant said, singularity borders all possibility and thus receives its omnimoda
determinatio not from its participation in a determinate concept or some
actual property (being red, Italian, Communist), but only by means of this
bordering. (1993, p. 67)

In this context, the characters, who bordered such fixed categorical identities, were
able to see each other as singularities, such as they were. Thus, in this bordering,
friendship emerges. As has been discussed in the context of the aisthesis of existence,
the characters as whatever beings con-sent with each other’s existence such as it is. At
this point, Carlo can be seen as the most obvious example of a character who borders
normative categories. Carlo was a nobleman who never classified people based on
their identities. The following scene, in which he argued with Glinter about morality,
may be given as an example of bordering fixed categories. As he said, “And science is
about facts and morality is about values. They are not the same thing and they don't
grow together. No one can find a value on the slide of a microscope. It might be true
that Jews are evil or inferior, for instance, how would | know? But how does that mean
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that we should treat them with injustice? | don't understand the reasoning” (p. 350).
This scene may also indicate that, as he existed on the threshold of fixed categories,
he tended to view other people as bordering these categories too. Thus, Carlo rejected
the determination of any identity or belonging, rendering him an example of whatever
singularity.

After Carlo sacrificed himself for Captain Corelli in the firing squad, Velisarios found
his dead body and brought it to Dr. lannis"home. He buried Carlo under the olive tree
in his courtyard. While Pelagia was weeping and Velisarios was kneading his hat in his
hands, the doctor made an oration for him;

Our friend, who arrived as an enemy, has passed over the meadows of
asphodel. We found him fuller of the knowledge of goodness than any
other mortal man. We remember that his many decorations were for saving
lives, not for destroying them...the spirit of Carlo Guercio shall live in the
light as long as we have tongues to speak of him and tales to tell our
friends...He was one who could have said,l am a citizen, not of Athens
or of Rome, but of the world. (p. 415)

This oration displays a deep affection for friendship and a manifestation of a shared
way of life. Carlo as whatever being showed respect for the existence of everyone, and
he was praised and loved by the Greek people, too. Carlo was not alienated by the
islanders or defined by his alterity, he was considered“a citizen of the world”. Furthermore,
Dr. lannis’ statement can be seen from Agamben’s point that the lover is desired only
insofar as it is such. This example stands for whatever singularity’s existence in the
borderland. In this bordering, friendship emerges and it provides an awareness of the
existence of the other.

In this sense, in this bordering, Agamben points out the boundary with an external
space which is closely related to the concept of the “threshold”in the ‘Outside’ chapter
of The Coming Community. Agamben sees the threshold as an experience of the limit,
a passage, and the experience of external space. He says, “The outside is not another
space that resides beyond a determinate space, but rather, it is the passage, the exteriority
that gives it access. The threshold is not, in this sense another thing with respect to the
limit; it is, so to speak, the experience of the limit itself, the experience of being-within
an outside” (1993, p. 68). Agamben emphasizes that the threshold provides the
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incorporation and the interaction between singularities by bordering the fixed categories
that might place them in empty space.

In this respect, Velisarios did not leave Carlo’s dead body in the firing area and
brought him to Dr. lannis even though he was an Italian invader. They buried him in
his courtyard which might have symbolized a passageway between the Greeks and
the Italians. In this way, Carlo’s grave can be seen as a representation of their friendship
that borders stable categories. This might suggest that Dr.lannis had an experience of
being within an outside that placed him on the threshold. Despite his Greekness, he
accepted Captain Corelli as his son, and then he made a space for Carlo’s grave. These
scenes clarify that although he possessed the characteristics of Greekness, he only
belonged to the whole; however, he was in an empty space. He stretched his limits and
bordered the possibilities of being in external space. At this point, Agamben defines
whatever as the experience of “empty space”, “the experience of a pure exteriority”;
thus, it is “the event of an outside". Since “whatever adds to singularity only an emptiness’,
it is “indeterminable” (p.68). In this sense, a majority of the characters in the novel can
be seen as the exterior actors of their categorical groups. They all stand in their empty
spaces in which they are neither categorical nor determinable. As it is seen, Dr. lannis
even accepted a member of the occupying army as a potential son-in-law; as he said
to Corelli, “Only the living need forgiveness, and, as you know, Captain, | must have
forgiven you, or | would not have given you permission to wed my daughter” (p.429).

In addition, near the end of the war, Pelagia and Drosoula, Mandras’s mother, found
a baby on their doorstep, whose “father could have been a Nazi or a Communist, and
its mother might have been any unfortunate girl at all” (p. 454). They adopted the baby
and named her Antonia after Corelli. Here, the doorstep might represent the threshold
in which Pelagia and the baby’s stories are developed. In this threshold, then, Pelagia
and Drosula encountered a baby, the existence of an other, who changed their life.
Therefore, the image of the doorstep might represent a metaphorical or symbolic
threshold for the future community which clearly depicts a sense of desire for a
heterogeneous community. However, the invasion of the Nazi regime and ELAS created
difficulties for these whatever beings who preferred living in diversity. The Nazi and
ELAS forces can be seen as the source of massacres, which perhaps bring to mind the
massacre carried out in Tiananmen Square. As Agamben explains in the ‘Tiananmen’
section, “Whatever singularity, which wants to appropriate belonging itself, its own
being-in-language, and thus rejects all identity and every condition of belonging, is
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the principal enemy of the State. Wherever these singularities peacefully demonstrate
their being in common there will be a Tiananmen, and, sooner or later, the tanks will
appear” (p. 87).

It is clear so far that the Nazi occupation of the island aimed to establish a
homogeneous community on the island. Nazis and Fascists tried to spread their own
supremacy by shaping the community according to their own, proper identity in the
novel. Their aim was to reduce diversity into a single identity and produce a
homogeneous society. Therefore, the execution order was given for Corelli and his
soldiers because they helped Greek villagers. Corelli and his allies were considered
as traitors and constituted a treaty against their own legitimate government; thus,
Glinter Weber had to shoot them since he was ordered by general, Herr Major. In this
context, Agamben'’s other concern is the decline of heterogeneity which has been
replaced by the universal petty bourgeoisie. Agamben claims that fascism and Nazism
represented the characteristics of the national petty bourgeoisie, and they have not
been overcome, (p. 70). In this respect, in the ‘Without Class’ section, Agamben
emphasizes that in the universal petty bourgeoisie which has developed under
globalization, distinctions have disappeared; therefore, the particular characteristics
of cultural lives such as linguistic differences, dialect, and ways of life have lost any
meaning in the because in the universal petty bourgeoisie “all the old social classes
are dissolved” (p. 63-64).

However, the interaction between the characters, the relationship with the other,
and the diversity destruct the national petty-bourgeois ideology and reveal heterogeneity
on theisland. Even if only for a short time, they border all possibilities by living together
without sharing a common identity. Thus, Agamben claims that singularity without
identity would be an opportunity to destruct the national petty-bourgeoisies instead
of searching for a proper identity in the already improper field (p. 65) because “the
singularities form a community without affirming an identity, that humans co-belong
without any representable condition of belonging” (p. 86).

As has been emphasized above, national petty-bourgeois characteristics aim to
establish a homogenized society to manifest its single identity. Likewise, ELAS tried to
establish its own supremacy over the Greek people. ELAS, with its connections to the
Greek Communist party (p. 229), aimed to fight against the fascist and Nazi occupations;
however, it turned against the Greek people and started to attack the islanders. They
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destroyed the village and killed the people whether they were communists or not.
They broke into Dr. lannis’s home and took him away on suspicion of being a bourgeois
fascist, and then, they beat Pelagia with a chair. Mandras was so proud to be a member
in his red star of ELAS uniform, and he found his party right to take Dr. lannis away from
their home, “There would be reasons. The party is never wrong. Whoever is not with
us is against us” (p. 447). His statement emphasizes the idea of a particular community
that was based on fixed commonalities. He continued, “Soon | shall be a commissar,
and we will have a nice big house to live in. When shall we get married?” and then, he
quoted the Communist Manifesto, “Bourgeois marriage is, in reality, a system of wives
in common”(p. 447). However, ELAS was already another destructive force for the Greek
community; thus, it can be said that the common point of these destructive forces was
to constitute a fixed community that refused the idea of diversity.

Although Mandras joined ELAS to protect Greece from bourgeois fascist/Nazi rule,
he was, in the end, devastated by his experiences with ELAS. He accused Pelagia of
being a“traitor slut’, and attempted to rape her. He was then forced to leave the home
at gunpoint by her mother, Drosoula. He accused the Greeks and, especially, Pelagia,
of betrayal because of being with the Italians. Thus, ELAS corrupted him completely
and he became both a victim of war and a war criminal. He eventually decided to
commit suicide which can also be understood in terms of the corruption of ELAS on
its member’s life.

After many years, Corelli and Pelagia were reunited on the island in their seventies.
At that time, Cephalonia had become a favorite place for tourists and these new outsiders
gave rise, once again, to diversity on the island. Among many of these distinct groups,
Pelagia, because of her trauma in the past, could not get along with the German
customers but she enjoyed speaking with Italians in her taverna. The Italians reminded
her of her sweet memories with Corelli, however, she could not feel the same way
towards her German visitors; as she says to Corelli, “l still have trouble being pleasant
to Germans. | keep wanting to blame them for what their grandfathers did. They're so
polite and the girls are so pretty. Such good mothers. | feel guilty for wanting to kick
them” (p. 523). However, when they had a conversation about the past events, Pelagia
recognized the “penance that everyone is doing’, and she said to Corelli, “Everyone’s
doing penance. We've got the civil war, you've got Mussolini and the Mafia and all these
corruption scandals, the British come in and apologize for the Empire and Cyprus, the
Americans for Vietnam and Hiroshima. Everyone’s apologizing”. Then Corelli added,
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“And | apologize” (p. 524). In this respect, this statement can stand for hope for harmonious
relations between different communities, and hope for the future community on the
island. The newcomers to the island might maintain togetherness that can be developed
by a shared way of life. At this point in the argument, alterity on the island might allow
the other to be seen as whatever being in the Cephalonia of the future, and celebrate
the distinction in its being such as it is.

Conclusion

This paper has explored the questions of being with others and living together
within their alterity and how friendship emerges without reducing to sameness.
Accordingly, de Bernieres’ novel Captain Corelli’s Mandolin celebrates the possibility
of togetherness without imposing the common. Therefore, different communities
on theisland can live together within their alterity without reducing to sameness. In
the midst of the war and crisis in Cephalonia, togetherness which is not based on
common property provides a ground for analyzing the novel from the perspective
of Agamben’s whatever singularity. Furthermore, the friendship between pure beings
offers a positive ground for a future community without a definitive common identity.
Thus, this paper aims to discuss the community without a central commonality in
Captain Corelli’s Mandolin by combining Agamben’s The Coming Community and ‘The
Friend’ essay.

In this context, de Berniéres’ novel celebrates alterity and living harmoniously
together. Concerning togetherness, the characters have been analyzed from the
perspective of Agamben’s whatever singularity with respect to synaisthanomai (con-
sent) of the other. As Durantaye says, “This is an idea of singularity not of indifferent
importance but, on the contrary, conceived of in all its rich difference from other
singularities — whatever they may be” (2009, 162). As can be seen from the examples,
the characters, who can be defined as whatever beings, have distinct qualities and they
border between spaces. In this borderland, friendship emerges and it makes possible
the co-existence through “con-senting”. As Agamben says, the friend does not belong
to any particular class, therefore, friendship only brings the self and the other into a
close encounter. As a result, the other cannot be eliminated or objectified according
to its characteristics as Agamben says the friend cannot be recognized as something
(p. 31).In conclusion, the main characters in the novel are on the ‘threshold’and stand
in an‘empty space’ where each can bear their alterity. Rather than representing them
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as belonging to fixed categories, it provides a basis for togetherness without the
common that helps to develop an ethical relationship. In this way, the only common
thing they share is the togetherness and experience of the other.
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ABSTRACT

This study explores narratological aspects and tools that are employed in Wilkie
Collins's The Moonstone within the framework of a postcolonial narratology. Postcolonial
narratology directs its attention to the representation of the peripheral and the
marginalized within the scope of narratorial investigation. There will be some
considerations regarding the representation of focal and voiceless characters, the
function of the implied author, authorial audience as well as multiple narrators or
representing voices. The deployment of multitopicality in The Moonstone brings forth
the issue of marginalization predicated on colonizer/colonized relationships. Spatial
poetics in the novel functions in a way in which despite the myriad of settings that
constitute the story, narrative discourse privileges some places while putting the
others into the peripheries. The concept of space in the narrative proves to be active,
fluid and purposeful rather than being passive, static or innocent as in the status of
abackground setting. Alongside temporal-spatial aspects, narratological presentation
of the characters also plays a fundamental role in relation to power dynamics and
the issue of representation. In the same vein, it is manifest that not only the description
of space and characters but also the placement of multiple narrators and authorial
audience concurrently contribute to the treatment of imperial ideologies. As part of
the implied author’s scheme, the narrators’act of narration is flawed and ideologically
loaded rather than consistent or neutral. All these narratological clues in the novel
attest to the idea that narration is always a discursive act.

Keywords: Multitopicality, narratology, spatial poetics, unreliable narrator, Wilkie
Collins

0z

Bu calisma, postkolonyal anlatibilim cercevesinde, Wilkie Collins’in romaninda varolan
anlatibilimsel yonleri ve araglari, temsil edilme konusuna odaklanarak kesfetmeyi
amaclamaktadir. Postkolonyal anlatibilim, anlatisal inceleme kapsaminda dikkatini
periferal ve 6tekilestirilmis olana yonelterek anlatinin i¢ ve dig sinirlarini sorgular. Bu
baglamda, bu calismada odak merkezinde yer alan karakterlerin temsil edilmesi ile,
coklu anlaticilar veya temsilci seslerin yanisira zimni yazarin ve yazarsal okuyucunun
islevleri hakkinda bazi goruslere yer verilecektir. Aytas'nda coklu-yerellige yer verilmesi,
somurgeci/somiirgelesmis arasindaki iliskileri temel alan marjinallesme konusunu
one ¢ikarmaktadir. Romanda, uzamsal yazinbilim dogrultusunda yerlerin cokluguna
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ragmen, anlati sdylemi bunlarin bir kismina 6ncelik vererek digerlerini dis sinirlara yerlestirmektedir. Anlatida uzam kavrami,
hikayenin arka planini olusturan yer unsuru gibi pasif, duragan ya da hilesiz olmaktan ziyade aktif, akiskan ve bir amaca
yoneliktir. Anlatinin zamansal-uzamsal yonlerinin yanisira, karakterlerin anlatibilimsel sunumlari da temsil konusu ve gii¢
dinamikleri agisindan son derece 6nemli bir rol oynamaktadir. Benzer sekilde, acikga gorulmektedir ki, yanlizca mekan ve
karakterlerin betimlemesi degil, ayni zamanda c¢oklu anlaticilar ile yazarsal okuyucularin yerlesimi de Aytas’'ndaki emperyal
ideolojilerin islenmesine ortak katki saglamaktadir. Anlaticilar, zimni yazarin tasarisi kapsaminda, yaptiklari anlatim isinde
tutarli veya tarafsiz olmaktan ziyade kusurlu ve ideolojik olarak konumlanmiglardir. Romandaki tiim bu anlatibilimsel gostergeler
anlatinin daima sdylemsel bir is oldugunun kanitidir.

Anahtar Kelimeler: Uzamsal yazinbilim, anlatibilim, glivenilmez anlatici, coklu-yerellik, Wilkie Collins
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Introduction

Postcolonial narratologies have the potential to bring what is conventionally
underrepresented or entirely ignored in narratological studies to the fore, and it has
shifted attention from temporal to spatial approaches in narrative studies. While a
temporal approach may enable sufficient tools for analysing the analeptic/proleptic
time-shifts in The Moonstone, as in any other work of fiction, thematic or ideological
concerns of the novel can be elaborated more efficiently by focusing on space politics
that is an integral element of the interpretation of the novel. Drawing attention to
“Bakhtin’s insistence in the 1920s and 1930s on topos as coconstituent of narrative
along with chronos’, Susan Stanford Friedman claims that“prominent narrative theorists
from Paul Ricoeur and Gerard Genette to Peter Brooks mute or altogether delete
considerations of space in their analysis of narrative discourse and narrative as a mode
of human cognition” (2005, p. 192-3). In conventional narrative studies, then, space is
often regarded as either “the ‘description’ that interrupts the flow of temporality or as
the ‘setting’ that functions as static background for the plot, or as the ‘scene’in which
the narrative events unfold in time” (Friedman, 2005, p. 192-3). On the other hand,
fortunately space has gained an eminent place in postcolonial narratology as a
geopolitical dimension, hence an active, dynamic and meaning-generating participant
of narrative discourse. From this vantage point, the narrative analysis of the novel under
scrutiny here is based on spatial poetics rather than temporal considerations.

Wilkie Collins's The Moonstone (1982), set in mid-19* century, revolves around the
mysterious loss of a precious yellow gem, which gives the novel its title. The moonstone
has been captured by John Herncastle during his assignment as part of the British Army
in India, and brought to Lady Verinder’s country estate in Yorkshire. The diamond has
been given to Lady Verinder’s daughter, Rachel Verinder, on her 18" birthday, only to
be stolen at the night of the party. Even though the thief of the stone is not discovered
until the very end, the arrival of three Brahmin priests makes them the main suspect
of the crime. As a generic convention of the detective novel, most characters take their
turn in narration to give their own account of the events surrounding the loss of the
moonstone until the denouement in which it turns out that the crime has been
committed under the influence of opium by an unexpected character.

Collins’s preoccupation with form has become a focal point in the novel’s critical
reception as this is commonly regarded as the author’s major contribution to the English
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novel. In this sense, formal aspects of The Moonstone have received critical attention,
especially in terms of its narrative discourse. Collins makes use of multiple narrators
that often conflict with each other in their account of the disappearance of the precious
stone from Lady Verinder’s house. Adrian S. Wisnicky (2007) sees the novel's power as
an outcome of the plot and multiple-narrator structure (p. 36-7). Much of the narration
by the “detectives” or “Subject Who Knows” tends to be misleading, which renders the
narrator(s) unreliable (p. 39). Winifred Hughes (2005) also focuses on unreliability by
differentiating between the omniscient narrator of Victorian realist fiction and eruption
of the narrative authority in the sensation novel of the same era: Collins’s “strategic
deployment of multiple, sometimes conflicting first-person narrators [...] undermined
the whole notion of omniscience or any single trustworthy interpretation of events
(p. 269). Yet, the reason for the unreliability of the narrator(s) must also be given attention
in order to have a deeper insight into the postcolonial politics in the novel.

”

Although some critics delve into colonial themes and ideas in the novel, their
investigation lacks a thorough analysis of the interplay between imperial ideologies
and the employment of certain narrative tools either to conceal or reveal them. These
critics suggest a position of “invasion-scare” or “reverse colonization” in the novel in
which“the presence of the Indians foregrounds suppressed British fear”as they “activate
a form of imperialist panic”and “undermine Britain’s hitherto self-contained and secure
national identity” (Wisnicky, 2007, pp. 46-47). In a similar criticism of the novel, Cannon
Schmitt (2005) argues that“The Moonstone moots the question of the effects of empire
at home” (p. 18). Focusing on “the function of empire in the production of wealth’, the
critic pinpoints the material value attached to the jewel, despising its spiritual value
for the Indian natives: “A synecdoche for all imperial commodities, the Moonstone’s
overwhelming beauty is matched only by the overwhelming disturbance of English
domestic life to which it gives rise” (p. 18). Anette Cozzi (2010) also points at the issue
of reverse colonization which may occur due to knowledgeable, hence dominating
position of the foreigner:“Roles have reversed; it is now the Englishman who is something
of a simpleton and the inscrutable foreigner who is not only complex and knowing
[...] but also threatening to dominate his self-proclaimed masters” (p. 117). In these
approaches, the effect of the colonial over the home is foregrounded, leaving the
hidden colonial ideologies implicit in certain narrative elements of the novel uncovered.

As shown in the preceding paragraphs that refer to diverse approaches to The
Moonstone, there has been little or no recourse to narratological models which require
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more complication in terms of considering the role of characterization, narrators and
the implied author as well as the authorial audience to furnish the imperial theme of
the narrative. Therefore, in order to read the novel with a different light, this paper
aims to explore spatial aspects and narrative tools that are in use in Collins’s work with
reference to the postcolonial narratological considerations intermingled with rhetorical
approaches at times. In the scope of this study, thus, spatial transpositions will be
analysed with the purpose of relating these processes to colonizer/colonized
relationships. Furthermore, such classical devices as narrator and point of view will
be restructured in tune with the postcolonial concerns of the analysis. There will also
be some in-depth considerations in the representation of focal and voiceless characters,
function of the implied author, authorial audience as well as multiple narrators or
representing voices.

A Postcolonial Narratological Approach to The Moonstone

Drawing on spatial perspectives of narratology and bringing the multiplicity of
places in The Moonstone under focus can enable certain underrepresented aspects of
the novel to be featured. To this end, there will be a reading of the novel here by
adopting a postcolonial viewpoint, whereby revealing narrative clues as to the
representation of the idea of empire in both the main text and the peripheral sections
like the prologue as well as the epilogue. In Gerald Prince (2005)’s sketch of postcolonial
narratology, which requires “wearing a set of postcolonial lenses to look at narrative’,
the focus of examination is the correspondence between such postcolonial matters as
hybridity, power relations, otherness, diversity and their narratological representation
in a text (p. 373). Through appropriating such a postcolonial perspective, the aim is
thus to revise and add to extant tools and conceptions of classical narratology. In fact,
postcolonial narratology foregrounds what is underemphasized in other narratologies,
and hence contributes to the intensification of such studies with the help of spatial
poetics or the investigation of space as an integral element of narratological analysis.
Prince brings up this emphasis on topicality in postcolonial narratology, suggesting
“narratologists consider whether space is explicitly mentioned and described, prominent
or not, stable or changing, perceiver-dependent or on the contrary, autonomous,
characterized by its position or by its constituents” (p. 375). In line with these theories,
it can be claimed that the multitopicality is an indispensable narratological tool that
incorporates postcolonial concepts into the thematic aspects of the sensation/detective
novel, which conventionally tends to focus on mysteriousness and the evasive nature
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of truth and perceptions. Thus, analysis of geopolitics and topicality in Colins's novel
is essential for a true appreciation of its main concerns.

The deployment of multitopicality in The Moonstone brings forth the issue of
marginalization in relation to colonialism. There are a multitude of spaces in the novel
thatis setin such distant places as Yorkshire, London, Frizinghall and some Indian cities.
However, not the multiplicity itself but the dominance of ideologies attached to each
and every place is noteworthy. The reception of the moonstone’s theft by the characters
is first accentuated by Gabriel Betteredge, the house steward in service to Lady Verinder,
as he is asked by Franklin Blake, Lady Verinder’s nephew, to give a full account of the
details regarding the diamond’s disappearance from the house. Thus, Betteredge
functions as one of the main voices in the narrative, representing the dominating
position spatially. Betteredge’s understanding of the whole incident regarding the loss
of the precious moonstone is almost summarized in a single statement:“If it was right,
here was our quiet English house suddenly invaded by a devilish Indian Diamond”
(Collins, 1982, p. 32). Here deictically marks the main setting as England, signalling the
other as devilish, as something to disturb the peacefulness of their house (emphasis
added). Moreover, he self-interrogates: “Who ever heard the like of it —in the nineteen
century, mind; in an age of progress, and in a country which rejoices in the blessings
of the British constitution?” (p. 33). The country centralized in the narrative is a site of
progress, reason, blessings, and constitution, thus powerful enough (at least for the
narrator) to cope with such nonsensical disturbances brought about by the other. This
main narrating voice can, then, be considered as the mouthpiece of the idea of
Englishness. In this partial positioning, England is regarded as the “home” country,
which is characterized as the home of orderliness and the centralized power, and which
presupposes a self-justified role to take its civilization to distant territories. In this sense,
there is a power dimension implicit in the deictic use of here and there.

Multitopicality is a significant element of the narrative that gives clues into the
colonial idea of boundary-crossing. Prince maintains: “Given the boundaries, crossings,
transfers, dispersions, marginalizations, decks and holds, fields and jungles, created by
or related to colonialism, [postcolonial narratology] might pay particular attention to
the extent of multitopicality — here (and here and here) as opposed to there (and there
and there) or to somewhere, everywhere, nowhere” (p. 375). This can be clearly seen
in the colonial enterprises of Colonel John Herncastle, a soldier who has fought for the
English army in India in 1799. Colonel Herncastle crosses boundaries to explore the
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remote regions to see whether he can do well there (as they are too strict for him in
his own country’s army) since he is himself as isolated, outcast as the other. To ensure
his acceptance in his home country, he goes to India “to try a little active service”, and
the result is“a matter of bravery”through which he regains his reputation “at the taking
of Seringapatam” (Collins, 1982, p. 29). Here and there dichotomy is manifest in this
overwhelming ideology:invading (taking is another deictic word) the territories of the
other is a matter of courage, honour at the expense of depriving the colonial other of
its own land. It is this positioning along with the colonial discourse that is revealed in
this part in relation to the character of Herncastle, whose actions are paradoxically
celebrated at home (in England) and criticized by the implied author who depicts him
as a dishonest, self-seeking man who is trying to take advantage of the diamond to
harm Lady Verinder and her family. He is portrayed as dishonourable since he has stolen
something that is regarded as sacred by the Indians, and uses this precious stone as a
means of malicious deed in the belief that it will bring misfortune to Lady Verinder’s
daughter, Rachel.

Prince (2005) further calls attention in postcolonial narratological studies to “the
degree of heterotopicality, to the kinds of mixtures, and inconsistencies, of gaps,
breaches, and cracks within spaces or between them, to the nature of frames or limits,
and to spatial alignments along such semantic axes such as natural and artificial, familiar
or strange, independent or colonized, rhizomatic, cybernetic, chaotic” (p. 375). There
are some narrative elements that function to underline the geographical distinctions.
When Rachel Verinder, the main character of the novel and another representing voice
of the mainstream ideology, receives the diamond as her birthday present, she is
“delighted”to learn that she is safe in England, but in danger in India as the new owner
of the precious stone (Collins, 1982, p. 63). Why does she feel delighted in the face of
danger? Is it because she knows that she belongs in this civilized and safe country, and
because she has no plans of visiting more uncivilized, perilous parts of the world, so is
away from danger? The answer can be found in Mieke Bal (1997)'s conceptualization
of the inner/outer space distinction: “Both inner and outer space function [...] as a
frame. Their opposition gives both spaces their meaning” (p. 134). This explicates Rachel’s
senses of inner and outer space, both of which are imbued with meaning for her,
culminating in her sense of security as she assumes an inner position. In fact, such
minor clues as to the characterization of the places in the narrative manifest how
multitopicality functions.
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In The Moonstone, spatial poetics work so well that despite the myriad of settings
that constitute the story, narrative discourse functions as privileging some places while
putting the others into the peripheries. This is in line with Said (1994)'s idea of
“contrapuntal reading’, in which he emphasizes the diversified perception of places in
the British novel where “we have [...] a slowly built up picture with England - socially,
politically, morally charted and differentiated in immensely fine detail - at the center
and a series of overseas territories connected to it at the peripheries” (p. 74). GoGwilt
(2000) also states that in Collins's most novels, “the social space of the English country
house provides a prime location for plotting troubled family legacies” (p. 62). This is
also the case with The Moonstone, whose main events take place in the Verinder estate
located in Yorkshire. Colonial territories of India remain not only out of focus in the
story but also outside the borders of the mainstream narrative section of the novel as
they are merely visible in the prologue and the epilogue. In a parallel way, Levine (2008)
suggests: “Sensation novels are usually not set in exotic places or distant times: they
are of the moment, this England, these country estates, these towns, although the
exotic on occasion erupts into the familiar landscape, almost becoming a figure for
what lies beneath the surface of the respectable world” (p. 108). This structural
marginalization of space in the novel indicates the overall ideological representation
of the colonial. Both the prologue and the epilogue set in India are almost the same
length, considerably shorter than the main text whose setting is England, which is
another manifestation of the colonial discourse in the novel. Similarly, what is taking
place in India, the theft, at the outset causes disorder in the course of the narrative,
which is, however, resolved in England in the epilogue. This shows that peace and order
are restored in both countries at denouement in parallel with the implications of colonial
idea in which English rationality is key to civilization.

According to Said’s claim as regards the notion of “abroad’, it is a place “felt vaguely
and ineptly out to be there, or exotic and strange, or in some way or other ‘ours’ to
control, to trade in ‘freely, or to suppress when the natives were energized into overt
military or political resistance” (1994, p. 74). This is what Colonel Herncastle does; he
takes an active participation in the invasion of Seringapatam, and then takes possession
of the sacred jewel for reasons of his own fancy. For Cozzi (2010), India is“a place where
England’s surfeit of second sons can find a purpose and a home, where the unknown
can reinvent themselves and the fallen rise again” (p. 107). As in Herncastle's case, the
foreign terrain is in the disposal of the English gentleman to actualize himself. There is
another character, Mr Luker, whose trade is moneylending and obtaining “oriental
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treasures” (Collins, 1982, p. 272). This also reveals the imperial’s clear authority on the
colonial goods. The colonized territory is interminably seen as a source of wealth, and
this ideology is reflected in the way places are narrated. Levine (2008) suggests that
“[tlhe mystery to be solved in sensation novels is likely to be about efforts to acquire
money” (p. 116). These material-motivations on the part of the main characters are
reflected through spatial politics by introducing the colony as a territory of obtaining
monetary value.

The primacy of temporality over spatial dimensions in narratological study is pointed
out by Susan Stanford Friedman (2005) in her argument of spatial poetics:

[Slpaceis not passive, static, or empty; it is not, as it is in so much narrative
theory, the (back)-ground upon which events unfold in time. Instead, in
tune with current geographical theories about space as socially constructed
sites that are produced in history and change over time, the concept of
narrative as a spatial trajectory posits space as active, mobile, and “full”.
(p. 195)

Her conception of how space constitutes a narrative is in fact traceable in The
Moonstone, which makes use of the spatial dynamics to such an effective level that the
setting is in no way “passive, static, or empty”in the novel. Each and every place configures
an active participation in the social and political construction of meaning in relation
to certain geographical terrains. Constant moves from a city to another in the novel
allow a progression in the narrative itself, as well. Every move signals the revelations
of further details and findings with regard to the loss of the diamond; hence it is
indispensable for the narrative progression to take place. However, the significance of
the spaceis not only ontological; itis not that shift of space is solely needed narratologically
to provide the background for actions and complications in the story to be handled
through these shifts. On the other hand, change of setting from the central (England)
to the marginal (India) in The Moonstone signifies more than a simple spatial or
transformative practice. What is in question here is the exploitation of bordering lines
between home and the distant setting in order to underline their contrast. For Friedman
(2005),“all stories require borders and border crossings, that is, some form of intercultural
contact zones, understanding ‘culture’in its broadest sense” (p. 196). In this respect,
this act of border crossing in the novel is more of an intercultural problem that needs
attention. The transposition of the precious gem from India to England represents its
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unequal reception in these two different cultures: what is spiritually significant in the
oriental society is received as an object or possession that promises a wealth and has
a capital significance in England. The fact that the moonstone is precious is perceived
quite distinctively either as a spiritual or economic value by its Indian and British
followers.

Spatial aspect is seen as essential to the narrative as temporal structures as reflected
in the Bakhtinian term “chronotope’, a concept that implies that time becomes visible
only in and through narrative space. Friedman (2005) calls for a need for an interactively
temporal-spatial approach to narratology: “We need a topochronic narrative poetics,
one that foregrounds topos in an effort to restore an interactive analysis of time with
space in narrative discourse” (p. 194). This concept of chronotope must be taken as an
indispensable tool in the narratological analysis of The Moonstone to view the
interrelationship between time and space as well as their incorporation into the colonial
theme. In the course of the narrative, the relationship between time and space differs
depending on whether India or England is at the center of narrative discourse. Prince
(2005) talks about “heterochronology” and “multichronology” that are of use in
postcolonial approaches to temporal analyses of narratives, and brings attention to
diversified nature of time: “straight, cyclical, or looping, regressive as opposed to
progressive, flowing irregularly instead of regularly, subjective rather than objective,
characterized by duration or by date, [...] close or distant from deictic focuses” (p. 375).
All these binaries underscore the contradictory relationship between England and its
colony in the novel: as indicated in one part of each pair, time associated with India is
cyclical, looping, regressive, flowing irregularly, subjective, characterized by duration
and distant from deictic focuses while temporal regularity of England (as straight,
progressive, regular, objective, marked-by-date, in close deictic position) is also apparent
in its cultural order and regularity. The contrast between temporal organization of the
prologue where the main events take place in India and that of the main body of the
narrative that recounts the pursuit of the moonstone in England is noteworthy. This
initial part of the narrative that contextualizes the history and the significance of the
moonstone is marked by frequent time/space shifts: ellipses of generations-laps,
oscillation between places where a set of the most ancient stories of the Yellow Diamond
(Moonstone) take place, and a range of narratives relating the Storming of the
Seringapatam and the theft of the famous stone by John Herncastle. The prologue has
a circular, shifting and irregular pattern of temporal order whereas the nature of time
in the main narrative is linear, regular and demarcated by precise dates. In this respect,
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the portrayal of time in both sections is closely linked with different perceptions of
time by the British and its colonies. Delineating time in diversified ways in relation to
different societies gives rise to the marginalization of the colonial as strange, chaotic,
and ambiguous just like their temporal enactment in the narrative.

Alongside temporal-spatial aspects in narratives that incite a power display between
the subjects and objects of representation, narratological presentation of characters
also plays afundamental part in relation to these power dynamics. As issues of hybridity,
otherness, and diversity are integral to postcolonial approaches to narrative studies,
paying attention to the positioning of characters as central or secondary, as voiced or
muted, as representing or represented is of utter importance in this narratological
study. Prince (2005) views this preoccupation with characters as another aim of
postcolonial narratology:

[A] postcolonial narratology would aim to account for the kind of characters
inhabiting these spatial and temporal settings and to supply instruments
for the exploration and description of their significance, their complexity,
the stability of their designation and identity, or the actantial slots they
occupy and the actantial functions they fulfill. In addition, it would allow
for the study of their perceptions, their utterances, thoughts, and feelings,
their motivations, theirinteractions [...] particularly pertinent features like
(formerly and newly) colonizing or colonized, race or ethnicity, otherness
and hybridity, collaboration, (forced) assimilation, resistance, or ambivalence,
and, obviously, linguistic and narrative capacity. (p. 375-6)

Character analysis, as in this description, pertains not only to an in-depth depiction
of characters and their external realities but also to their interrelationship with each
other in terms of the hierarchy in their narrative roles as well as in their linguistic
representation. The characters in The Moonstone are pictured in a way that makes all
these features explicit in the narrative. Primacy of British characters is central to the
narrative thatis structured through their vision and their voice. On the other hand, their
Indian counterparts are never granted a part in the narrative to account for their own
thoughts, their motives, and their own story.

The predominant point of view throughout the narrative is Western vision, and
those who are underrepresented are the three Indian priests whose focalization is
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never available to the audience. The indigenous character can neither focalize nor
speak in the narrative space. According to Fludernik (2008), “the natives function as
flat characters and never acquire the scope of agency, articulation, and intellectual
or emotional expression that are necessary for a protagonist” (p. 269). Apart from the
fact that the protagonists are British, the little boy accompanying three Indians
obtains the sympathy of their secret observers (Betteredge's daughter and another
maid girl) for the very fact that he is English, “pretty and delicate-looking” (Collins,
1982, p. 17). On the contrary, the Indians are exotic, far from being fathomable; they
play “extraordinary tricks” (p. 17). One of their extraordinariness lies in their capability
for fortune-telling: they make the little boy look into the future by pouring “some
black stuff, like ink, into the palm of the boy’s hand”, then “touching the boy’s head,
and making signs over it in the air” (p. 18). What they want to get out of this “catechism”
is to foretell Blake’s arrival at Rachel’s house together with the diamond. For the
rational Western narrator/character, this magic-work does not make any sense: “not
only that the Indians had been lurking about after the Diamond, but also that they
were actually foolish enough to believe in their own magic” (p. 47). They act oddly;
they speak unintelligibly in their own language; they play magic; even implicitly they
manipulate the little English boy, and most of all, they are on some intrigue plans. In
one of the few places where they make an appearance in the narrative, they are
turned into a scapegoat.

Rimmon-Kenan (1983) distinguishes two types of textual representation of
characters: “direct definition” and “indirect representation” (p. 59). Throughout the

"mu ”

narrative, the Indian priests are referred to as “jugglers,”“rogues,” and “vagabonds
and these nouns uttered to designate them fit into direct definition, for which Rimmon-
Kenan asserts: “Definition is akin to generalization and conceptualization. It is also
both explicit and supra-temporal. Consequently, its dominance in a given text is
liable to produce a rational, authoritative and staticimpression” (1983, p. 60). Therefore,
this definitive form of character narration gives an authoritative power to its articulator.
They are more of a stereotype rather than characters as Mr Murthwaite, who has
insightful knowledge about Indian culture due to his frequent visits to this country,
explains three Indian priests’ potential for murder: “In the country those men came
from, they care just as much about killing a man, as you care about emptying the
ashes out of your pipe” (Collins, 1982, p. 70). A definitive approach to these minor
characters generates generalizations, rendering them as static and stereotypical
bodies that lack any kind of depth. Apart from direct definition, indirect representation
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of the Indians functions in the same way by turning them into stereotypes. A character
is displayed or exemplified, rather than defined, in four different ways: action, speech,
external appearance and environment (Rimmon-Kenan, 1983, p. 61-6). These are all
employed as narrative strategies to serve the purpose of estranging these characters;
their actions are narrated to display them as chaotic and ambiguous; likewise, their
speech entails mysterious elements, and their physical appearance is already
marginalized as dark and oriental. Their environment, as discussed in relation to the
idea of space, finds little expression in the narrative, but whenever it comes into view,
its exotic nature is manifest just as the characters inhabiting it.

Throughout the novel, the main narrator, Betteredge makes a number of references
to Defoe’s Robinson Crusoe, another novel with indirect references to colonial subject
matter. Betteredge treats the work as his bible to which he can consult whenever he
has a conflict:“l have found it my friend in need in all the necessities of this mortal life.
When my spirits are bad —Robinson Crusoe. When | want advice —Robinson Crusoe”
(Collins, 1982, p. 9). His admiration of the book is to an extreme extent; he has worn
out six copies, and receives the seventh by his lady as a present. He writes: “The man
who doesn’t believe in Robinson Crusoe, after that, is a man with a screw loose in his
understanding, or a man lost in the mist of his own self-conceit!” (p. 71). Implicit in
Betteredge’s obsessive attachment to the other colonial novel is his support of the
consolidated idea of British imperialism in Defoe’s work. In fact, there are several affinities
between the two works of fiction: first, the invasion of a distant territory, then overtaking
possessions there. Robinson’s making Friday his servant (literally owning him by giving
him a name not of his own native culture), and his approach to money are reminiscent
of Collins's main characters’ materialistic attitude towards the sacred jewel. In Defoe’s
novel, only available vision is Robinson’s; like the Indians we never see through the
man Friday’s focal position. In a similar manner, when Robinson encounters for the first
time with someone’s footprint on the shore, he tries to rationalize, ending up with the
conclusion that it is the Devil: “Sometimes | fancied it must be the Devil; and reason
joined in with me upon this supposition. [...] Satan should take human shape upon
him in such a place” (Defoe, 1994, p. 153). Not only the footprints, but also the native
islanders mean nothing beyond the Devil for him: “l was fearful of seeing them as of
seeing the Devil himself” (p. 164). Although his initial reaction to the other is of fear,
he then takes control of everything on the island. Likewise, the moonstone is named
the Devil/the devilish Indian diamond due to its unknown and mysterious nature;
however, like Robinson’s island, it is ultimately overtaken and made known. This
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intertextual reference to colonial enterprise in a way helps legitimize the occupation
of the other’s land as well as free trade of things and people.

Not only characterization but also the intended audience is part of investigation of
postcolonial narratology, which aims to put the question of the authorial reader into
a political vantage point. This consideration is in alignment with Said (1994)’s claim
that Western writers primarily had a Western audience in their head until the mid-
twentieth century (p. 66). This is also what seems to be the case in The Moonstone,
where the implied author considers a reader inclined to view the loss of the diamond
with a partial perspective, demanding its recovery for the sake of Rachel’s wellbeing
as well as Franklin Blake’s acquittal. Taking side with the central characters, and
psychologically distancing themselves from the three strange Indians, the audience is
politically positioned in the colonizer’s side. As the implied author is voiceless and only
discernible via his narrator, Betteredge’s audience must be envisioned. His idea of his
audience evinces that the implied reader is acculturated, civilized and ideally Western:
“I'have of appealing gentle reader” (Collins, 1982, p. 29). His occasional direct addresses
to his audience are actually an attempt to align them with his own point of view. He
frequently focuses on the commonalities between himself and his reader: “Nota bene:
| am an average good Christian, when you don't push my Christianity too far. And all
the rest of you —which is a great comfort —are, in this respect, much the same as | am”
(p. 156). As this is seen as a British story, not Indian, the implied reader cannot resist
adopting the centrally-oriented standpoint as well as the desire to perceive the
moonstone as an object of fortune, ignoring its religious value for the other culture. In
conclusion, people from colonies are merely present in the narrative solely as characters,
not as the implied audience.

The dominant voice that consolidates the authority in The Moonstone is embodied
in the use of multiple narrators, none of whom are members of the non-western society.
Rimmon-Kenan (1983) points out that“the norms of the text”is mostly determined by
the dominant narrator and focalizer:“[Tlhe ideology of the narrator-focalizer is usually
taken as authoritative, and all other ideologies in the text are evaluated from this‘higher’
position” (p. 81). Among eleven narrators of the novel, there are only two narrators
(Ezra Jennings and Mr Murthwaite) who are of hybrid origins, and apart from them,
none of the Indians are voiced on the narrating level. The implied author as a principle
is located in an ideological position by assuming a power that gives him the opportunity
of controlling the story, and providing his narrators with an autonomous and consolidating
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voice. According to Said (1994), the novel genre entails “a highly regulated plot
mechanism and an entire system of social reference that depends on the existing
institutions of bourgeois society, their authority and power” (p. 71). It is the implied
author’s choices, then, that permit Colonel Herncastle to claim overseas prospects by
taking the moonstone with him to home, granting a right to the Verinder family to
hold possession of the gem that originally belongs to Indians, to voice only selected
characters rather than others.

Throughout the narrative, the implied author’s principles reign, and they are voiced
through the main narrator Betteredge. Whatever narrated by him remains superficially
on the surface of events revolving around the family members located in Yorkshire,
disregarding the other side of the coin, which is the angle of the three Indians. Betteredge
once admits that he has totally forgotten the Indians in his narration during his
preoccupation with the other events: “The Indians had gone clean out of my head (as
they have, no doubt, gone clean out of yours. | didn't see much use in stirring that
subject again” (Collins, 1982, p. 128). In his narrative, the Indians are completely
marginalized, only referred to when they are of use for the main subject. Obviously,
they are ignored not only as secondary characters, but also in the narrative discourse.
Whatever happens on their side during theirimprisonment is left out, entirely excluded
from the narrative as ellipses. This colonial suppression is institutionalized through
British laws, as well; the three Indians are taken captive for a week with the excuse of
a minor offense that would not normally bring them to the court. The narrator takes
this position of the legislation positively: “Every human institution (Justice included)
will stretch a little, if you only pull it the right way. The worthy magistrate was an old
friend of my lady’s —and the Indians were‘committed’for a week” (p. 79). Furthermore,
Betteredge’s voice reflects the dominant vision regarding the moonstone as“The Devil
(or the Diamond)” (p. 67). Obviously, it is far from being a devil for the Indians; it is
demonized by the British household in that it is believed to bring trouble rather than
fortune. Subsequent disproval of what is insistently suggested by Betteredge makes
him an unreliable narrator. In other words, what he claims to be true is in utter clash
with what really seems to happen. However, the question is whether his unreliability
as a narrator is primarily because of the fallibility of his vision or due to an intentional
fallacy on the part of the implied author. Betteredge himself has self-awareness as to
his contradictory narration; at the end of his part, he reveals:“You will soon be rid, now,
of me and my contradictions” (p. 169). This evinces that his unreliability is not due to
his ignorance, but it derives from author’s intentions.
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This question of unreliability must be handled not only with reference to a rhetorical
approach but also with the use of a postcolonial lens in this particular novel as the
narration is laden with prejudices although the narrators claim to be committed to
truthfulness. In the first place, the right to narrate is a source of power: “The struggle
for power in the novel becomes a struggle for the control of texts” (Hughes, 2005, p.
269). In fact, it is the implied author’s scheme to set each and every narrator in
contradiction with each other. For Katleen Wall (1994), the implied author has different
reasons to make use of an unreliable narrator. The main narrator, Betteredge, fits in the
category of ordinarily unreliable narrator“whose world view, predispositions, ignorance,
or absent-mindedness determine in some way what he or she notices, and how he or
she interprets certain situations” (p. 22). His internalized vision of British supremacy
informs his narration. Wall (1994) maintains that“an essential indication of the narrator’s
unreliability is frequently found in the discourse of narration, in the verbal habits of
the narrator” (p. 20). This explains how Betteredge’s unreliability is discerned by the
reader. It is not the story itself told by him, but the discourse within which it is detailed
is put into questioning. Even though every narrator (including Betteredge) is instructed
to keep their narratives within the limits of their first-hand experience, relaying only
the events relevant to the loss of the diamond, none of them seem to adhere to this
imperative. In particular, Betteredge contradictorily asserts that his “plain statement
of facts” has brought the reader out of the dark, and in the end, apologizes for his
irrelevancy: “Please to excuse the faults of this composition —-my talking so much of
myself, and being too familiar [...] with you” (Collins, 1982, p. 180). James Phelan (2007)
categorizes unreliability in “three main axes of communication”: “the axis of facts and
events ([...] misreporting or underreporting), the axis of understanding/perception
([...] misreading or misinterpreting / underreading or underinterpreting) and the axis
of values ([...] misregarding or misevaluating / underregarding or underevaluating)”
(p. 224). Betteredge's narrative is basically reliable in terms of reporting facts and events;
yet, he seems unreliable in terms of his perceptions and values by misinterpreting and
misregarding things he narrates. Another discursive mark to his unreliable narration
is his disposal of Indian practice of fortune-telling, and again contradictorily employing
a similar act of prophecy himself. In accordance with his view of Robinson Crusoe's
infallibility, he believes that whatever he reads from the book randomly by opening a
page, and then pointing with his finger at a random line helps him to apprehend the
meaning of current events, and even to direct his actions accordingly in the future. This
clash between what he narrates he does not believe and what he actually seems to
believe renders him unreliable.
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The impact of this unreliability on the authorial audience also needs elaboration,
that is the reaction of his readers to his misjudgements and misinterpretations must be
evaluated. Phelan’s terminology - “estranging” and “bonding” unreliability — is helpful
to understand this: “estranging unreliability [which means] unreliable narration that
underlines or increases the distance between the narrator and the authorial audience”
and“bonding unreliability [which means] unreliable narration that reduces the distance
between the narrator and the authorial audience” (2007, p. 223-4). Betteredge’s narrating
has the influence of bonding on his audience as it is impossible to turn over his
communication despite his manifest fallibility. The relationship between him and his
reader is in tune with the description of Phelan (2007): “In bonding unreliability, the
discrepancies between the narrator’s reports, interpretations, or evaluations and the
inferences of the authorial audience have the paradoxical result of reducing the
interpretive, affective, or ethical distance between the narrator and the authorial audience”
(p. 225). His occasionally ironical and comical remarks make the implied audience
sympathise with him. He may be untrustworthy as a story-teller but actually popular
with most characters, including Lady Verinder, Franklin Blake and Sergeant Cuff. He is
the only character who tries to help isolated and crippled Rosanna Spearman; he even
adopts the role of detective Cuff’s assistant during his investigations. Due to his amiable
character, he attempts at communicating and even establishing a close relationship
with the authorial audience. The choice of such a narrator on the part of the implied
author seems not to be coincidental; this narrator is capable of bonding with the authorial
reader as regards their worldview. To put it another way, the bonding unreliability serves
for the consolidation of dominant Western ideology reflected in the novel.

Conclusion

It must be noted that the closure of the narrative contributes to the centralization
and consolidation of the British imperialism.“The demonization of the Indian not only
changed the way the British defined nationality, but also allowed them to justify their
imperial aims and consolidate their authority” (Cozzi, 2010, p. 108). In the end, British
rationalization and empiricism are at work in the discovery of the truth: a scientific
experiment proves Blake's innocence with regard to the crime he has committed under
the influence of the opium. Besides, all criminal acts of murder, theft and forgery are
attributed to the Indians while white British protagonists — Blake and Rachel- are
acquitted of the accusations. In the end, the peacefulness is retrieved back into the
country house as soon as the wicked gem is returned to its place and all the evils and
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mysteries are nullified. However, ironically this return to the state of peace is mainly
guaranteed with the contribution of two characters/narrators of mixed origins. Ezra
Jennings, Dr Candy's assistant, solves the mystery of opium’s influence on Blake, who
is triggered to commit the crime, and successfully carries out the experiment to prove
the latter’s innocence. What is implicit here is that a mixed origin character, Ezra Jennings
is depicted as an opium addict himself just like Betteredge, who is also addicted to
tobacco. The implication is that such unreasonable addictive habits are attached to
the Oriental characters while their white counterparts seem to commit such crimes
just by accident or by force. Likewise, without Murthwaite’s knowledge and guidance,
the conduct of the three Indians would remain inexplicable. However, despite their
invaluable contribution, they both remain outcast due to their ethnic backgrounds.
Their secondary position in the narrative is explained by Cozzi (2010):“The other knows
things the English must learn; however, once that knowledge is acquired and
appropriated, one will be permanently silenced and the other banished from the sacred
space of the nation” (p. 122). The first one is Jennings, who suffers from an irrecoverable
illness, and his death is implied in the final; the second foreigner is Murthwaite, who
reports in the Indian temple in the last narrative where he observes the moonstone
being returned to where it belongs.

To sum up, this postcolonial narratological analysis of the novel has been an attempt
that complies with Said (1994)’s concept of contrapuntal reading which is “an effort to
draw out, extend, give emphasis and voice to what is silent or marginally present or
ideologically represented” (p. 66). Obviously, not only the delineation of places and
characters but also alignment of authorial audience as well as multiple narrators all
collaboratively encapsulate the imperial subject matter in The Moonstone. What remains
in the fringes is ultimately marginalized in the narrative discourse, as well. For this
reason, the drive for exploring what lies beneath the implied author’s principles brings
a critical reader to the point of a“symptomatic reading’, a reading that is not predicated
on the interpretation of the implied author, but one’s own (Abbott, 2008, p. 104).
Considering all these narratological clues attests to the idea that narration is always a
rhetorical act involving selecting, organizing, including, excluding and silencing.
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ABSTRACT

Daniel Defoe’s Robinson Crusoe (1719) has been insistently adapted to both the big
screen and TV throughout the 20t century and well into the 21%, the earliest version
dating back to 1902 and the most recent to 2016. Although a full list of all versions
would be elusive and also redundant, almost 50 adaptations are readily available for
viewing and/or for analysis. Moving away from the ‘fidelity’ criticism in the earlier vein
of adaptation studies and proceeding from the argument that all adaptations are
essentially rewritings, alternative ways in which the source text may be reconstructed
in an ultimately intertextual framework, this paper scrutinizes American screen
adaptations of Robinson Crusoe, namely Robinson Crusoe on Mars (Dir. Byron Haskin,
1964), Lt. Robinson Crusoe, U.S.N. (Dir. Byron Paul, 1966), and Cast Away (Dir. Robert
Zemeckis, 2000). Far from shedding new light on an almost-exhausted source text,
these rewritings reflect more about their own discourses, relating to the historical
and social contexts of their own making. In so doing, they ‘Americanize’ Robinson
Crusoe. As such, three centuries after its publication, Robinson Crusoe is still being
repeatedly reinvented and reconstructed in film, and this analysis investigates the
dialogical relations among these adaptations while, at the same time, emphasizing
how every new adapted version of a work of literature aids and abets the survival of
its source text.
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Introduction

Film studies, adaptation studies, or any form of study rooted in film analysis, whatever
the context may be, are fast-moving, rapidly-consumed fields of study. So much so
that the urgeis to critically analyze and/or review a film as soon as it comes out before
it is swiftly consumed both by audiences and by scholars, then taking its place in the
archives. Nevertheless, films are also invaluable objects for study in retrospect, and as
Adrienne Rich points out, “[r]e-vision — the act of looking back, of seeing with fresh
eyes, of entering an old text from a new critical direction —is for us more than a chapter
in cultural history:itis an act of survival” (1972, p. 18). Hence, viewed through alternative
critical approaches, adaptations provide fruitful analyses whereby‘old texts'reverberate
in their revised, rewritten, and recontextualized versions, depicting the survival process.

Evolving out of innumerable investigations of novel-to-film adaptations, adaptation
studies have, for a long time, been overshadowed by the ‘fidelity’ debate, according to
which the adapted versions would always be weighed against their source texts,
gradually leading to the conclusion that‘the book was better’ - a cliché in and of itself.
As Deborah Cartmell and Imelda Whelehan assert, “[aldaptation as a pale copy of the
real thing is an entrenched belief prevalent in popular press reviews of film adaptations,
where the final paragraphs almost always contain an obligatory return to the inevitable
‘not as good as the book’ conclusion” (2007, p. 3). The same reactionary process applies
also to textual rewritings of literary works, and in the perspective of Tisha Turk, “[w]hen
we read a novel whose intertext we know, our expectations are activated, completed,
reversed, or frustrated not only by the narrative and discursive events within the novel
we are currently reading but also by events within the intertext and by points of
congruence and difference between the texts” (2011, p. 297). Therefore, whether the
rewriting appears in the form of a novel or a film, the preconditioning remains at work.
To put it differently, a rewriting/adaptation almost always starts off on the wrong foot,
as it were, since it is interpreted in relation to its predecessor, therefore conditionally
and never autonomously. As such, “popular adaptations” are “put down as secondary,
derivative” (Hutcheon, 2013, p. 2), “culturally inferior” (Naremore, 2000, p. 6), as“tampering”
or“violating” (McFarlane, 1996, p. 12), and, therefore “haunted at all times” (Hutcheon,
2013, p. 6) by their source texts, thereby demonstrating cases of “bastardization” (Stam,
2005b, p. 3). Whether utilized or criticized, these attitudes depict the tendency towards
name-calling and value judgments which adaptations end up having to fight against
to secure their legitimacy.
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In many cases, as Linda Hutcheon argues, “if an adaptation is perceived as‘lowering’
a story (according to some imagined hierarchy of medium or genre), response is likely
to be negative” (2013, p. 3), yet“to be second is not to be secondary or inferior” (Hutcheon,
2013, p. xv). Fidelity to the intertext should not be the first and foremost condition to
be fulfilled by an adaptation; the intertext, taken to be the original, should not be
regarded as superior to the adaptation, claimed to be the replica. Rather, they should
be judged as separate and individual works of representation. In “Adaptation and
Intertextuality, or What isn’t an Adaptation, and What Does it Matter,’ Thomas Leitch
approaches the debate from a different perspective, though arriving at a similar
conclusion, as he begins “with the axiom that adaptation is a subset of intertextuality”
(2012, p. 89). Reviewing “nine different accounts of the relation between adaptation
and intertextuality” (2012, p. 89), Leitch discusses the paradigm that “adaptations are
quintessential examples of intertextual practice” (2012, p. 100). Nevertheless, the
question remains:“If a given audience misses the intertextual reference of a particular
adaptation, does it still count as an adaptation?” (2012, p. 95). Leitch argues that this
perspective, at least, builds on “the near-unanimous rejection of fidelity discourse, the
bad object of adaptation studies” (2012, p. 103). To this end, adaptation studies can be
claimed to thrive, at present, through different objectives, moving beyond the urge
based on fidelity. It is undeniable, as Rachel Carroll fervently claims, that

[a]ll adaptations express or address a desire to return to an‘original’ textual
encounter; as such, adaptations are perhaps symptomatic of a cultural
compulsion to repeat. The motivations informing the production and
consumption of adaptations may seem intent on replication but, [...],
every ‘return’ is inevitably transformative of its object [...]. A film [...]
adaptation of a prior cultural text - no matter how ‘faithful’in intention
or aesthetic - is inevitably an interpretation of that text: to this extent,
every adaptation is an instance of textual infidelity. (2009, p. 1)

Hence, stepping beyond the fidelity criticism in the earlier vein of adaptation studies
and proceeding from the argument that all adaptations are essentially rewritings,
alternative ways in which the source text may be reconstructed and recontextualized
in an ultimately intertextual framework, this paper scrutinizes American screen
adaptations of Robinson Crusoe, namely Robinson Crusoe on Mars (Dir. Byron Haskin,
1964), Lt. Robin Crusoe, U.S.N. (Dir. Byron Paul, 1966), and Cast Away (Dir. Robert Zemeckis,
2000). Far from shedding new light on an almost-exhausted source text, these rewritings
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reflect more about their own discourses, relating to the historical and social contexts
of their own making. In so doing, they ‘Americanize’ Robinson Crusoe. As such, three
centuries after its publication, Robinson Crusoe is still being repeatedly reinvented and
reconstructed in film, and this analysis investigates the dialogical relations among its
Americanized adaptations while, at the same time, emphasizing how every new adapted
version of a work of literature aids and abets the survival of its source text.

Rewriting Robinson Crusoe

In his “Introduction”to Literature and Film: A Guide to the Theory and Practice of Film
Adaptation, Robert Stam argues that

centuries or even millennia can elapse between the publication of the
source novel and production of the adaptation. [...] The adaptations of
novels like [...] Robinson Crusoe are necessarily filmed centuries after the
original. As a result, the adapter enjoys more freedom to update and
reinterpret the novel. The existence of so many prior adaptations relieves
the pressure for “fidelity,” while also stimulating the need for innovation.
At times the adapter innovates by actualizing the adaptation, making it
more “in synch” with contemporary discourses. (2005a, p. 41-2)

Itis precisely with this‘freedom’and relief from fidelity’ that the adaptations at hand
have been constructed ‘in synch’ with their contexts of production and consumption.
To begin with, the 1964 film Robinson Crusoe on Mars narrates the story of Commander
Christopher Draper of the United States Navy, former co-pilot of the Mars Gravity Project
spacecraft. While, at first, he is accompanied by Colonel Dan McReady, the pilot, and
Mona, the monkey, Draper’s probe is shortly later ejected as part of an emergency
procedure since they are trying to avoid collision with a meteor, and he lands on Mars.
Afterwards, discovering Colonel McReady'’s crash site, with the Colonel dead but Mona
alive, Draper sets out on his quest with the monkey in his company. Hence begins his
arduous efforts to survive although the total amount of time he spends on Mars is not
disclosed.

Similarly, Lt. Robin Crusoe U.S.N., from 1966, has a naval officer as its protagonist.

During a routine mission in the Pacific, the lieutenant’s plane is about to crash and he,
too, follows the emergency procedure, is ejected, and ends up in a minuscule inflatable
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boat in the middle of the ocean. It takes four days for him to get washed ashore and
to end up on an Edenic tropical island, which he assumes at first to be Hawaii, from
where he will be saved in about a year. While the former film is a work of science-fiction,
independently made but distributed by Paramount Pictures, the latter is designed as
a comedy, if not a children’s film, by Walt Disney and filmed with the cooperation of
the United States Navy.

Cast Away, from 2000, on the other hand, shifts the setting closer to the present
day, and its protagonist Chuck Noland represents not the American aeronautical or
military forces but the commercial business life. An extremely successful manager of
the FedEx company, Noland travels constantly to ensure branch offices abroad operate
efficiently. During Christmas dinner with his fiancé and family, he is told to leave on
the FedEx jet right away, and due to a thunderstorm, the plane crashes somewhere
over the ocean, leaving Noland as the only survivor. This adaptation, categorized as a
survival drama, narrates Noland’s 1500-day challenge.

In A Theory of Adaptation, Linda Hutcheon argues that “adaptations have an overt
and defining relationship to prior texts,” and that they “usually openly announce this
relationship” (2013, p. 3). The first two of the three films under scrutiny clearly mark
their relations with the source text in their very titles, thereby also conditioning audience
expectations. Interestingly, Robinson Crusoe on Mars includes end credits that state the
film is“Based on a Story by Daniel Defoe,”while Lt. Robin Crusoe, U.S.N. opens by stating,
quite mockingly, that it is “Based on a Story by Retlaw Yensid,” which, when read
backwards, is Walter Disney. Despite the allusions to the source text within the film,
this statement suggests it does not owe anything to Daniel Defoe’s Robinson Crusoe.
Cast Away includes neither opening or end credits nor does it allude to the source text
in its title. Instead, it reconstructs the castaway archetype, albeit in new ways.

Moreover, in all of the three films, there are Fridays, though in varying forms. In
Robinson Crusoe on Mars, an interplanetary vehicle lands at a distance, followed by
numerous UFOs attacking it. It is revealed that aliens have their slaves mine precious
rocks on Mars, and a runaway slave — with undoubtedly the appearance of an Egyptian
but who is from the center star of the belt of Orion, therefore an alien himself — joins
Draper who, from the onset of their interaction, states “Me, I'm the boss; remember
that!”(01:10:34). Upset that they cannot communicate, except in sign language, Draper
starts by naming him: “Come on Joe or whatever your name is. Friday! That's it. With
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apologies to Robinson Crusoe” (01:18:04). The fates of the two thereafter intertwined,
along with Mona, the monkey, the remaining part of the film depicts their efforts to
get rid of the slave bracelets on Friday’s wrists, through which the UFOs constantly
locate them, and to go over valleys and hills while volcanoes erupt and snowstorms
occur. The master and servant relationship between the two menis subtly implied, and
Friday saves Draper’s life at least twice. It could be assumed that Friday is paying back
Draper for rescuing him from enslavement, and by saving Friday, Draper becomes the
abolitionist rather than the enslaver of the source text. The film comes to a rather abrupt
ending when a spacecraft arrives to save them, suggesting that they will be taken back
to Earth, without any implications as to how Friday would survive there.

The Crusoe of Lt. Robin Crusoe, U.S.N., on the other hand, first befriends a chimpanzee,
the Astro-Chimp Floyd, that he meets in the stranded submarine on the beach. When
dazzled by what he calls a“Japanese Supermarket”(00:30:12), the submarine’s treasures,
Crusoe openly says:“Let’s do it the way Robinson Crusoe did it hundreds of years ago”
(00:30:37) and prioritizes what to take with him. Trying to further explore the island
with Floyd, Crusoe finds a native totem, Kabuna, and runs into a young woman carrying
out aritual. Afraid, the woman attacks and tries to kill him, and for his‘own protection,
Crusoe takes her hostage. At the hut, the two communicate through sign language
but after a few minutes, she starts talking in English and claims she kept the sign
language up as a game of charades. Then, Crusoe fulfills the naming process and states:
“Robinson Crusoe met his man Friday, except she was a girl. | named her Wednesday!”
(01:03:07). In Cast Away, there are no monkeys or human Fridays; instead, Noland makes
himself a Friday out of a Wilson-brand volleyball washed ashore after the crash. He
paints a face on the ball with his own blood and talks to Wilson, without which he is
likely to go insane. All in all, with one alien, one female, and one inanimate Friday per
film, the three films pay homage to Defoe’s Robinson Crusoe. In other words, through
these aspects, the adaptations ‘repeat’ certain elements of the ‘original.

As Hutcheon argues, “adaptation is repetition,” as has thus far been depicted, “but
repetition without replication” (2013, p. 7). “For the reader, spectator, or listener,
adaptation [...] is unavoidably a kind of intertextuality if the receiver is acquainted
with the adapted text. It is an ongoing dialogical process, as Mikhail Bakhtin would
have said, in which we compare the work we already know with the one we are
experiencing” (Hutcheon, 2013, p. 21). However, every adaptation is, at the same time,
the product of and conditioned by the cultural context that creates it, keeping it alive
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in that very context. As Bakhtin suggests, “every age reaccentuates in its own way the
works of [the] past” (1981, p. 421). From another perspective, adaptations can also be
seen as “mutations” that help their “source novel ‘survive™ (Stam, 2005a, p. 3). “Stories
do get retold in different ways in new material and cultural environments; [...] they
adapt to those environments by virtue of mutation - [...] in their adaptations. And the
fittest do more than survive; they flourish” (Hutcheon, 2013, p. 32). In the case at hand,
there are Americanized Crusoes, and in their Americanization lies the very act of aiding
and abetting survival. Consequently, interpreting them requires both “textual and
contextual analysis” (Geraghty, 2008, p. 4).

In her chapter entitled “Adaptation as Connection — Transmediality Reconsidered,”
Regina Schober claims that“to discuss adaptations means to acknowledge their complex
textual environment, their cultural implications and their multi-layered process of
signification,” thereby recognizing their “intertextual embeddedness” (2013, p. 92). In
the light of this claim, the signification that functions towards the Americanization
process gains significance. In Robinson Crusoe on Mars, Draper states he feels “like
Columbus, in a strange new land, full of new wonders, new discoveries; it's a challenge
alright, a challenge to my training” (00:19:04). Thus, in fact, it is not a coincidence that
his name is Christopher. In the view of Heike Paul,

[tlhe story of Christopher Columbus [...] and his arrival in the Americas
holds a pivotal place in an American foundational mythology that stages
the ‘discovery’ and the subsequent settlement and colonization of the
‘new world'in prophetic ways as an inevitable step forward in the course
of human progress that eventually would lead to the founding of the
USA and to US-American westward expansion, its ‘manifest destiny.
(2014, p. 43)

Furthermore, the film is clearly preconditioned by the context of its period as it is
the time of experiments in outer space, to be followed by the moon landing at the end
of the decade. When Draper is watching recordings on surviving and finding water on
another planet, the professor in the video emphasizes how “since no one has landed
on another planet yet”(00:42:50), “we will have to proceed with hypothetical knowledge
(00:42:53). If, as such, the film is taken to signify the space race of its decade, the US
victory is, then, foreseen, and it might not necessarily be far-fetched to presume that
the aliens represent the Soviets of the Cold War period. To put it differently, the

”
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protagonist of this film demonstrates multiple roles, functioning both like Christopher
Columbus, credited for the continental ‘discovery’ that paved the way for the making
of America, and like Neil Armstrong and/or Edwin Aldrin, credited for the planetary
‘discovery’ that paved the way for the show of American force in the Cold War era.

In Lt. Robin Crusoe, U.S.N., on the other hand, Crusoe is not at all dismayed or even
surprised about his situation. In fact, he blames it on his father and the name his father
gave him. A frustrated streetcar motorman from Kansas City, his father had always
dreamt of running away to sea, and when he could not, he named his son Robinson,
thereby sealing his fate. Crusoe asks rhetorically: “Why couldn’t dad have named me
Dwight or Lyndon?” (00:20:47). Clearly the assumption is that he would, then, have
become an American president, a Dwight Eisenhower or a Lyndon Johnson, rather
than a castaway. It is also intriguing that the two examples cited are of Cold War
presidents. While exploring the island, Crusoe sights a submarine run aground many
years ago. Even before he reaches it, the audience realizes it is a Japanese submarine
by means of the music playing in the background, confirmed afterwards by the flag.
Inside the rusty vessel is where Crusoe finds not only tools and gadgets he could use
but also Floyd, the Astro-Chimp from Project Mercury, wearing shorts with the print
“Property of U.S. Navy;” to Crusoe, Floyd is “a fellow American” (00:28:55).

Later on, with the introduction of Wednesday, the female Friday, into the film, there
are two new overtones initiated. Firstly, Wednesday is the daughter of the native chief
Tanamashu, and because she refused to marry the man her father had lined up for her,
she was taken to theisland and left there to die. When she meets Crusoe, she is attracted,
and for most of the time, she flirts with him though Crusoe tries hard not to reciprocate
as he s still thinking of his‘intended, Jane, back home. However, the incident is strongly
reminiscent of the story of Pocahontas and Captain John Smith, a distinctly American
narrative. According to Heike Paul, “[t]he romanticization of Pocahontas and her
encounter with the English settlers has become one of the most enduring narratives
of American culture” (2014, p. 89). In her argument, Paul emphasizes how Pocahontas’s
story has almost always been narrated by/through others; as there are no letters or
diaries written by Pocahontas, she has been “appropriated by contemporaries [...] as
well as by historians,” with “many scholars [dwelling] upon the voicelessness of this
American heroine” (2014, p. 89). This argument makes it all the more interesting that,
in Lt. Robin Crusoe, U.S.N., Wednesday first appears almost as a mute figure, speaking
only in sign language, but becomes so talkative afterwards that she is stereotyped as
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a nagging female figure. Nevertheless, the structuring of the film’s Wednesday may,
then, be regarded as an attempt to rewrite the silent Pocahontas into a figure with
voice, although the ending of the film diverts from the original story in a different way,
as the Lieutenant does not take her with him when he is rescued and heads home like
Captain John Smith had done.

Secondly, in many scenes, the interaction between Wednesday and Crusoe has serious
repercussions of the typical Adam and Eve story, with all the exotic elements strengthening
the depiction. What the film’s Eve introduces to the storyline, nevertheless, is “Women’s
Rights,” initiated by her desire to resist her father and supported by Crusoe. Four boats
full of women arrive at the island, and they are Wednesday's sisters and cousins, all running
away from the patriarchy that suppresses them. When Tanamashu and his men arrive,
these women, trained in military discipline by Crusoe in the meantime, march with signs
in hand, emphasizing “Women are People”and “Women Got Rights!”(01:48:21). It could,
therefore, be argued that Lt. Robin Crusoe U.S.N. first echoes the rivalry between the United
States and Japan at the beginning of World War lI, then refers to the space race of the
Cold War, and eventually centers around women’s liberation, thereby articulating the
concerns of second wave feminism, inspired for the most part by the Civil Rights Movement
of the 1960s. Tying back in with the idea of the film’s Wednesday echoing Pocahontas,
the feminist vein is not too surprising or out of context, given that“Pocahontas has been
cast as an early American feminist. [...] [H]er story has been offered as a narrative of
empowerment for women, investing her with a specifically female agency in a patriarchal
context of male saber-rattling” (Paul, 2014, p. 112). Likewise, in the film, when Crusoe and
the group of women outsmart Tanamashu and his men, peace is restored, women’s rights
are accepted, a feast is held, and everyone sings and dances happily. What Crusoe fails
to realize is that it is the native marriage dance, and Wednesday is out to get him. Just
then, a helicopter is circling above, and, as if by the bell, Crusoe is saved; going back
briefly to get Floyd, he saves the Astro-Chimp, too. When they make it back to the aircraft
carrier, a military service is held, not for the lieutenant but for Floyd, the “nation’s first hero
of outer space” (01:52:15).

Cast Away moves from the context of the 1960s to the commercialism of the new
millennium. The film opens with Chuck Noland training the FedEx employees at the
Moscow branch, complaining about how they should get used to working with a
countdown clock to speed the shipping procedures and following the American
principles of business. A brief overview of the Moscow streets depicts, not coincidentally,
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Lenin’s pictures on the wall being taken down (00:03:32). As such, Cast Away can be
claimed to celebrate both the dissolution of the Soviet Union and the victory of capitalism
as the rest of the film also manifests. The tools Noland survives by on the island — a pair
of ice skates, VHS cassettes, a party dress, a volleyball — are all salvaged from the FedEx
parcels washing ashore. According to Robert Stam, the “pre-industrial mercantilist
Crusoe here becomes the post-Fordist Noland,” also signifying “globalization” as
represented by the FedEx company itself (2005b, p. 98). Stam further suggests that the
film applies “product placement,” the contemporary tool of advertising (2005b, p. 98).
Itis interesting to remember that the plane crash had occurred during Christmas, and
the FedEx cargo contains presents. Hence, the subtle criticism is directed at consumerism,
excessively practiced during the holidays as manipulated by capitalism and the
advertising industry.

What is more, Noland has neither a monkey, or any other animal for that matter,
nor a Friday, a human companion. He does not meet any natives, either. Completely
alone and frequently on the verge of losing his mind, Noland has only himself to rely
on.To put it differently, his sense of individualism and self-reliance is heightened when
compared to the original Crusoe, as he displays rugged individualism, the kind witnessed
during the period of the western expansion in the United States. After all, Crusoe is the
ultimate “symbol of self-sufficiency and survival in solitary and strange situations” (Kraft,
2007, p. 37). Like the pioneers who had to become inventive in the process, Noland
transforms the blades of the ice skates into a knife and a dental instrument to cure his
tooth problem, the VHS cassette tapes into rope, the lace of the party dress into a
fishing net, and, more significantly, the volleyball into Wilson, his very own self-made
Friday. From another viewpoint, Noland may as well be regarded as a representation
of the self-made man, a cultural type that John Cawelti considers an“American invention”
and “a unique national product” (1965, p. 1). Moreover, unlike the Crusoes of the first
two films, who are saved by others, Noland saves himself. In other words, at the end of
1500 days of suffering and having built a raft from scratch, Noland takes off from the
island and is later sighted by a cargo ship in the middle of the ocean. For all these
reasons, Noland could also be regarded as depicting the can-do spirit, also a legacy of
the American frontier. Although he does succeed in escaping the island, Noland returns
home to find his fiancé married and with a kid. His refuge from such heartbreak is, once
again, the commercial business life, as he gets his job back and continues from where
he left off.
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Conclusion

All in all, these adaptations “come to form part of the Crusoe textual diaspora,
reverberating with distant echoes of the Defoe text and its basic story of castaways on
an island” (Stam, 2005b, p. 98). They depict “a form of intertextuality,” experienced “as
palimpsests through our memory of other works that resonate through repetition with
variation” (Hutcheon, 2013, p. 8). Whether directly or indirectly, Robinson Crusoe on
Mars, Lt. Robin Crusoe, U.S.N., and Cast Away mark their relations with the source text
—in their titles, opening or end credits, and archetypes. They all have Fridays — though
one is alien, one is female, and the other inanimate. Thus far, they ‘repeat’ the ‘original’
Robinson Crusoe and openly credit doing so. However, Robinson Crusoe on Mars partially
rewrites the Columbus myth and the theme of discovery while also allegorizing the
dynamics of the Cold War period from an American stand point. Lt. Robin Crusoe, U.S.N.
touches upon the US-Japan rivalry of the mid-20%" century, reconstructs the Captain
John Smith-Pocahontas narrative, and resonates the Adam-Eve story to shift to the
women'’s liberation movement from there on. Moving closer to the present day, Cast
Away provides the post-Cold War context, highlighting capitalism and globalization
while also accentuating the heightened sense of individualism and self-reliance, again
from an American viewpoint. In short, despite resonating through repetition, these
adaptations become marked by variation — a variation that has transformed them into
something‘new’and American. In the perspective of Linda Costanzo Cahir, the adaptation
process results sometimes in “modification,”at other times in “radical mutation;”yet, in
either case, the changes made enable the “entity” to become “better fitted to survive
and to multiply in its new environment” (2006, p. 14). In like manner, adaptations help
their source texts to remain alive and to survive. Hence, the films Robinson Crusoe on
Mars (1964), Lt. Robin Crusoe, U.S.N. (1966), and Cast Away (2000) are both ‘re'writings
and’new’writings, echoing the original Robinson Crusoe (1719) but retaining their own
authenticity in not being the same as Robinson Crusoe. Evaluated from the lens of
intertextuality, they invite the viewers to treat them“not as self-contained systems but
as differential and historical, as traces and tracings of otherness, since they are shaped
by the repetition and transformation of other textual structures” (Alfaro, 1996, p. 268).
By means of such“intertextual dialogism,”in turn, “the aporias of ‘fidelity” are transcended
(Stam 2005b, p. 4), and, in the point of view of Albrecht-Crane and Cutchins, studies
on adaptation can now look forward to adopting “a poststructuralist lens”based on “a
richer notion of intertextuality,’ so as to concede that “adaptations are intertextual by
definition, multivocal by necessity, and adaptive by their nature” (2010, p. 19).

Litera Volume: 32, Number: 2, 2022 583



Aiding and Abetting Survival: Americanizing Robinson Crusoe through Adaptation

Peer-review: Externally peer-reviewed.
Conflict of Interest: The author has no conflict of interest to declare.
Grant Support: The author declared that this study has received no financial support.

References

Albrecht-Crane, C. and Cutchins, D. R. (2010). Introduction: New beginnings for adaptation studies. In C.
Albrecht-Crane and D. R. Cutchins (Eds.), Adaptation studies: New approaches (pp. 11-22). Madison, NJ:
Fairleigh Dickinson UP.

Alfaro, M. J. M. (1996). Intertextuality: Origins and development of the concept. Atlantis, 18 (1/2), 268-285. JSTOR,
www.jstor.org/stable/41054827.

Bakhtin, M. M. (1981). The dialogical imagination. (C. Emerson and M. Holquist, Trans.). Austin: U of Texas P.

Cahir, L. C. (2006). Literature into film: Theory and practical applications. Jefferson, NC: McFarland.

Carroll, R. (2009). Introduction: Textual infidelities. In R. Carroll (Ed.), Adaptation in contemporary culture (pp.1-7).
London: Continuum.

Cartmell, D. and Whelehan, I. (2007). Introduction - Literature on screen: A synoptic view. In D. Cartmell and I.
Whelehan (Eds.), The Cambridge companion to literature on screen (pp. 1-12). Cambridge: Cambridge UP.
Cawelti, J. (1965). Apostles of the self-made man: Changing concepts of success in America. Chicago: U of Chicago P.

Defoe, D. (2001). The life and adventures of Robinson Crusoe. London: Penguin. (Original work published 1719)

Geraghty, C. (2008). Now a major motion picture: Film adaptations of literature and drama. Lanham, MD: Rowman
and Littlefield.

Haskin, B. (Director) (1964). Robinson Crusoe on Mars. Schenck-Zabel.

Hutcheon, L. (2013). A theory of adaptation. 2™ ed. New York: Routledge.

Kraft, E. (2007). The revaluation of literary character: The case of Crusoe. South Atlantic Review, 72 (4), 37-58.
JSTOR, www.jstor.org/stable/27784739.

Leitch, T. (2012). Adaptation and intertextuality, or what isn't an adaptation, and what does it matter. In D.
Cartmell (Ed.), A companion to literature, film and adaptation (pp. 87-104). West Sussex: Wiley-Blackwell.

McFarlane, B. (1996). Novel to film: An introduction to the theory of adaptation. Oxford: Clarendon.

Naremore, J. (2000). Introduction: Film and the reign of adaptation. In J. Naremore (Ed.), Film adaptation (pp.
1-18). New Brunswick, NJ: Rutgers UP.

Paul, B. (Director) (1996). Lt. Robin Crusoe, U.S.N. Walt Disney.

Paul, H. (2014). The myths that made America: An introduction to American studies. Bielefeld: Clausen & Bosse,
Leck.

Rich, A. (1972). When we dead awaken: Writing as re-vision. College English. 34 (1), 18-30. National Council of
Teachers of English. JSTOR, www.jstor.org/stable/375215.

584 Litera Volume: 32, Number: 2, 2022


http://www.jstor.org/stable/41054827
http://www.jstor.org/stable/27784739
http://www.jstor.org/stable/375215

Ersin Tutan, D.

Schober, R. (2013). Adaptation as connection - transmediality reconsidered. In J. Bruhn, A. Gjelsvik, and E. F.
Hanssen (Eds.), Adaptation studies: New challenges, new directions (pp. 89-112). London: Bloomsbury.

Stam, R. (2005a). Introduction: The theory and practice of adaptation. In R. Stam and A. Raengo (Eds.), Literature
and film: A guide to the theory and practice of film adaptation (pp. 1-52). Malden, MA: Blackwell.

Stam, R. (2005b). Literature through film: Realism, magic, and the art of adaptation. Malden, MA: Blackwell.

Turk, T. (2011). Intertextuality and the collaborative construction of narrative: J. M. Coetzee’s Foe. Narrative, 19
(3), 295-310. JSTOR, www.jstor.org/stable/ 41289306.

Zemeckis, R. (Director) (2000). Cast away. 20™ Century Fox.

Litera Volume: 32, Number: 2, 2022 585


http://www.jstor.org/stable/%2041289306




nr d
==

Litera 2022; 32(2): 587-600

DOI: 10.26650/LITERA2021-998084

N | Litera: Dil, Edebiyat ve Kiiltiir Aragtirmalar Dergisi
)

Litera: Journal of Language, Literature and Culture Studies

\STay,

515 [STANBUL
< UNIVERSITY
— PRESS

Research Article

A Criticism of the British Left in Trevor
Griffiths’s The Party in Light of 68 Paris

Student Riots

Ozlem OZMEN AKDOGAN'

"Assoc. Prof., Mugla Sitki Kogman
University, Faculty of Letters, Department
of English Translation and Interpretation,
Mugla, Turkiye

ORCID: 0.0.A. 0000-0003-3432-8621

Corresponding author:

Ozlem OZMEN AKDOGAN,

Mugla Sitki Kogman Universitesi, Edebiyat
Fakiiltesi, ingilizce Mitercim Terciimanlik
Anabilim Dali, Mugla, Turkiye

E-mail: ozlemozmen@mu.edu.tr

Submitted: 20.09.2021

Revision Requested: 17.11.2021
Last Revision Received: 26.11.2021
Accepted: 21.12.2021

Citation: Ozmen Akdogan, O. (2022).

A criticism of the british left in trevor
griffiths’s the party in light of '68 paris
student riots. Litera, 32(2), 587-600.
https://doi.org/10.26650/LITERA2021-998084

ABSTRACT

Among the political playwrights of the post-war British drama, Trevor Griffiths is
known for his commitment to socialist ideals and his continuous search for an ideal
social(ist) structure in his works. Coming from a working-class background and having
met many notable intellectual socialists prior to his dramatic career, Trevor Griffiths
dedicated his playwriting to debate about the present and future of socialism in
Britain and elsewhere. Despite Griffiths's loyal attachment to socialism, his works
provide a criticism of the left, left-wing parties, lack of unity among the proletariat,
and lack of support and cooperation of the leftist parties in his country. The Party
(1973) is one of those plays in which he provides a dialectical approach to an ideal
understanding of socialism that is based on unity between the workers, the party as
an organisation and the intelligentsia. Griffiths's main concern is to lay out some of
the reasons for the failure of the left and claim that a true socialist revolution can
never be possible unless a commitment is achieved by all involved parties. This paper
discusses socialist Trevor Griffiths's play The Party as a criticism of the left in relation
to prevalent concerns of Britain in the 1970s. While evaluating the reasons for Griffiths’s
criticism, the discussion of the play is also related to the Paris student riots as a case-
in-point failed socialist revolution attempt due to similar problems Griffiths observes
in his country.

Keywords: Trevor Griffiths, Socialism, Left-wing, The Party, Paris student riots
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A Criticism of the British Left in Trevor Griffiths’s The Party in Light of ‘68 Paris Student Riots

Introduction

Trevor Griffiths is one of the second-wave British political dramatists who were
closely interested and involved in the political events of their day. In the words of Jenny
S. Spencer (2001), “Trevor Griffiths was actively involved in the New Left movement of
the early sixties and an articulate presence during the alternative theater movement
of the seventies” (p. 469). Griffiths comes from a working-class family and he is a
supporter of socialism, and in many of his plays, his main motive is to question ideologies
of socialism on the stage. Stanton B. Garner observes a correlation between the
playwright’s background and his career:“Griffiths's working-class background, and the
‘educations’ provided by a decade of social activism in Britain, influenced Griffiths's
choice of form and subject matter, including his intense personal engagement with
the history, politics, and psychology of the Left” (qtd. in Spencer, 2001, p. 469). As
Michael Billington (2006) further elaborates on the background of the playwright:“He
had...worked as a teacher and a further education officer for the BBC, and also spent
a lot of time in the New Left movement of the Fifties and Sixties, which brought him
into contact with left-wing intellectuals such as Raymond Williams . .. [and] Stuart Hall”
(p. 210).

Griffiths's dedication to socialism and the left movement in his country is quite
evident. However, this dedication does not make him a dramatist who always supports
the left-wing without scrutiny. On the contrary, he isamong the most critical dramatists
of the left despite his own leftist background, and he voices the disillusionment of the
leftists in the country with the not-so-socialist practices of 1970s politics. Christopher
Innes (2002) compares Griffiths to his contemporary political dramatists like Howard
Brenton, David Edgar, and David Hare, and observes a much more radical self-criticism
on part of the Left in Britain in his works (p. 351). A profound example of this is seen in
his 1973 play, The Party, in which Griffiths criticises the futility of the left-wing struggle
in Britain and the Labour party’s lack of commitment to socialist ideals. The criticism
of the left-wing in the play is so obvious that in some reviews from the leftist press, the
play was attacked as “anti-socialist propaganda” (Billington, 2007, p. 212).

British political dramatists mainly consist of those who describe themselves as
socialist. This would suggest that their works mostly pose a criticism of the right-wing
and they act as proponents of leftism. However, when the works of British political
dramatists in the Seventies are observed, most of them are written by leftist writers
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such as John McGrath, David Hare, Howard Brenton, and David Edgar and some of their
plays seriously criticise the left-wing. In the words of Michael Billington, “the political
dreams of the late Sixties had not been fulfilled and . . . the failure of the hoped-for
revolution of 1968 had led to the entrenchment of established authority,’ which caused
the British theatre of the Seventies to be“intensely political; but the voluminous product
was based on disappointment, disillusion and a pervasive sense of despair” (2007, p.
210). Correspondingly, the fast-flourishing movement known as political drama started
with the leftists and paradoxically it turned into an attempt to criticise the failed promises
of the leftist leaders and their lack of establishing a socialist order in the country.

Trevor Griffiths also voices his concern with the current situation of his country and
expresses the frustration of the many leftists in the 1970s whose demands were not
met by the dominant leftist establishment of the period. Drawing on the dilemma in
Griffiths's political ideology and the ideas he deals with in his works, Innes (2002)
observes that“Griffiths’approach was self-critical and objective from the start” (p. 351).
The most important reason for his criticism of the left is the lack of commitment and
unity among the members of the party and socialists in the country. Benedict Nightingale
(1982) explains Griffiths's concern about this issue as follows:“The problem with talented
people on the British Left . . . is lack of genuine commitment: they will bite the hand
that feeds them ... It is, he thinks, a moral imperative to resist being bought off by, or
absorbed into, a capitalist society he persists in believing unjust and exploitative” (p.
448). As it can be seen in The Party, Griffiths makes a critique of the lack of solidarity in
the socialist groups, which is exemplified in the contradictory remarks of the socialists
in the play. In line with these ideas, this paper analyses Griffiths's play, The Party, as a
criticism of the left-wing with references to socio-political problems of Britain in the
Seventies, and discusses the critical statements of the socialists about the left in relation
to the 1968 Paris student riots Griffiths designates as the background of the play.

The Party in a Socio-Political Context

As seen in Howard Brenton’s Magnificence (1973), David Hare’s Fanshen (1975), and
another play by Trevor Griffiths, Occupations (1970), political dramatists are inclined to
portray a criticism or evaluation of the real historical events of their time in their works.
Trevor Griffiths is no exception in that sense as he is also dedicated to commenting
upon the political standing of his country in his works. In The Party, for instance, Griffiths
deals with the student riots in 1968 in Paris (Les événements) as an issue, and basing
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his work on this background, he criticises the lack of action of the British left by presenting
their failure.

On May 10™ of 1968, the date which is also referred to in Griffiths's play, as a result
of the conflicts between the police and the students, and as it was prohibited for the
students to protest in their campus at Nanterre University and Sorbonne University, a
riot broke out among students with leftist opinions“demanding the fall of the government
under Charles de Gaulle” (“1968: Workers’, 1968, par. 2). As the main objective of the
students in Paris is reported in the news, “[l]left-wing students - no doubt inspired by
similar protests in the United States and the spring pro-democracy riots in Prague -
want reform of the‘bourgeois’university system and an end to the‘police state " (“1968:
Workers’, 2013, par. 7). To reach their target, they executed violent demonstrations on
the streets outside the university campuses. Peter Steinfels (2008) from the New York
Times expresses the violent nature of the struggle between the police and the students
at the time as such:

By May 10, the number of student demonstrators was estimated at 20,000.
At every street leading to the Sorbonne, they found their way blocked by
vans and ranks of riot police. This time, the students did not disperse. As
darkness fell, they began prying up cobblestones, ransacking building
sites and turning over parked cars to construct their own barricades facing
the police . (p. 1)

This event is used in Griffiths's play in the background as the characters debate
about the current state of socialism and offer their ideas in terms of achieving a successful
socialist revolution. In the “Prologue” part of The Party, a film that shows Paris students
marching and demonstrating, and a display of a clenched fist on the screen both
indicate the play’s direct affiliation with this event. Similarly, the Newsreader in the play,
representative of a news broadcast, also gives actual information about the last-minute
details in Paris:“Some 15.000 demonstrators have already begun their anti-government
march, and informed sources claim double or even treble that number will be in action
before midnight” (Griffiths, 1996, p. 111).

The use of projections and audio-visual material that illustrates Griffiths's direct

allusions to the Paris student riots are also exemplary of his use of Brechtian epic devices
in his work, which is also characteristic of the 1970s'British political drama. It is known
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that Brecht’s influence on British drama is immensely felt since the first tour of Berliner
Ensemble to London in 1956 (Patterson, 2003, p. 44). As the forerunner of political
drama together with Erwin Piscator, Brecht’s proposal to use epic devices and the
alienation effect to enable critical engagement of the audience have shaped and
defined political drama not only in Germany. British political dramatists were also
influenced by the methods introduced by Brecht as they provided the ground for a
theatre designed for and targeted the working class and distribution of socialist ideology.
As Michael Patterson sums up the contribution of Brecht’s epic theatre in terms of
activating the intellectual involvement of the audience in a play: “In Brecht’s non-
Aristotelian theatre the spectators are encouraged to judge and make choices, so that
they enter into a critical dialogue with the stage action” (2003, p. 19). Amelia Howe
Kritzer also underlines the role played by Brecht’s epic theatre in the development of
political drama:“Brecht sought to create a theatre that rejects a static dramatization of
political arguments, and instead solicits audience interpretation of the situations
presented” (2008, p. 17). Brecht's use of epic devices, his principal target audience being
the working class and his aspiration to activate intellectual perception rather than
emotional response influenced the playwrights of later generations and countries who
also attempted to realise social and political change with their art. Griffiths’s use of
projection in The Party, therefore, also illustrates an example of Brecht's impact on
British political drama.

In a similar manner, the prologue part of the play displays pictures of several real
historical figures related to socialism. Before the beginning of the play, a character
named Groucho Marx, an American comedian appears commenting upon Marx, Trotsky,
and Lenin by showing their pictures and reading from their writings to create “a sense
of political consciousness” (Bozer, 2011, p. 13). The projection of such historical figures’
pictures makes it evident that the play is going to be based on the ideologies of socialism
propounded by these people. Groucho Marx reads certain quotations that belong to
these characters all of which target criticism of capitalism and the bourgeoisie that
increasingly gained momentum at that moment in history. An example of these
statements reads: “The bourgeoisie cannot exist without constantly revolutionizing
the instruments of production, and with them the whole relations of society” (Griffiths,
1996, p. 98). Another quotation poses a criticism of materialism: “Money, since it has
the property of purchasing everything, of appropriating objects to itself, is therefore
the object par excellence” (Griffiths, 1996, p. 99). Similarly, after Marx finishes his reading,
another man comes and comments on the power of gold and talks about its potential
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to change everything:“[M]uch of this will make black white; foul fair; wrong right; base
noble; old young; coward valiant” (Griffiths, 1996, p. 99). From the beginning of the
play, the words of socialist philosophers and thinkers are employed to comment on
the power of capitalism and materialism in the face of socialist struggle.

When the 1970s'Britain in which this play was composed is analysed closely, economic
problems, rising inflation, unemployment, and increased violence with The Troubles
that mark the armed conflict between England and Ireland stand out. Michael Billington
(2006) describes the early 1970s led by the Conservative Edward Heath as characterised
by a “continuing crisis marked by industrial chaos, social division and international
instability” (p. 206). In this decade, the economic condition of the country was worse
than before since the Second World War and this led the working class to strike
continuously, which put the nation on a“three-day week” (Billington, 2006, p. 206). The
working-class struggle was mostly left unnoticed by the leading party members, and
their problems remained unsolved to a large extent. This unrest caused some political
dramatists to reflect on these economic struggles of society in their works. In the words
of Chris Megson (2012), “[tlowards the middle of the decade, with inflation nearing 30
per cent, trade unions compliant with the Labour government’s pay policy and socialists
defeated in the referendum on Britain’s entry into Europe, there was disillusionment
and increasing bitterness on the left” (p. 58). Accordingly, Griffiths's work, The Party,
poses an example of the tendency to use drama as a medium to criticise the left bitterly
in this period.

Discussion of the play and its dialectics

The Party takes place in the house of Joe Shawcross who is a member of the left-
wing party but cannot live as a socialist, that is, he “struggles between the tension of
his working-class background and his upper-class lifestyle as a television producer”
(Bozer, 2011, p. 15). He organises a meeting in his house for the members of the leftist
Revolutionary Party to talk about the problems in Paris and to find a solution to the
increasing unrest among the British working class. In this group, there is John Tagg
as the National Organiser of Revolutionary Socialist Party and Executive Council
Member of the Fourth International; Andrew Ford, a lecturer in sociology at LSE; Jeremy
Hayes, Susie, Kate, and Richard Maine, socialist students; Kara, a journalist and also
Joe's ex-wife; Grease Ball, an anarchist; Louis Preece, a black activist; and lastly Malcolm
Sloman who is a playwright. As it appears, these characters are out of harmony, and
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each character is preoccupied with something else other than politics except for John
Tagg and Malcolm Sloman. As a result, the party organised by Joe turns out to be
rather fruitless in terms of finding any solution to the ongoing problems. Although it
is suggested by Joe at the beginning of the party that he aims to show “what the left
in Britain needs now more than ever is a united and coherent focus for its efforts”
(Griffiths, 1996, p. 131), even the members of his own party lack a common agenda.
Concerning this scene, Deniz Bozer (2011) observes that“[t]he diversity of the guests
at the party reflect the fragmented nature of the Left” (p. 14). A common criticism of
the left-wing in Britain in the Seventies provided in the play is the lack of unity.
Therefore, the characters’ varied interests and views at Joe's meeting are suggestive
of the discrepancy observed in the actual leftist movement in Britain in these years
on a microcosmic level.

Throughout this organisation, John Tagg and Andrew Ford debate about the nature
and application of socialism, which leads the meeting to turn into a dialectics on
socialism with the characters’ alternating views. First, Andrew Ford, a New Leftist,
elaborates on communism, which he sees as the ideal form of socialism:

Communism is the definitive resolution of the antagonism between man
and nature, and between man and man. It is the true solution of the
conflict between existence and essence, between objectification and
self-affirmation, between freedom and necessity, between individual and
species. (Griffiths, 1996, p. 134)

In this speech, Ford offers communism as an encompassing solution to all kinds of
atrocities around the world as he believes “[llogic, insight, courage and clarity .. . are
the social qualities that would-be liberating classes must possess if they are to realize
their full historical potential” (Griffiths, 1996, p. 135). Ford proposes communism as the
ideal socio-economic structure for a future where workers constitute the leading class.
Apparently, the current socialist climate is not adequate for him as he observes that
the working class, in general, is slowly assimilated by capitalism, a process which he
sums up as“the gradual absorption, the slow assimilation of European proletariats into
the institutions of the reformed and super adaptive bourgeois state” (Griffiths, 1996,
p. 135). For that reason, he does not see any western working-class revolution sufficient
for a true reform:“[N]Jo German revolution; no French revolution; no Italian revolution;
no British revolution” (Griffiths, 1996, p. 135). Instead, he points to the more rooted

Litera Volume: 32, Number: 2, 2022 593



A Criticism of the British Left in Trevor Griffiths’s The Party in Light of ‘68 Paris Student Riots

socialist states for inspiration: “China, Cuba, Vietnam: these are the new centres of the
world of revolutionary struggle” (Griffiths, 1996, p. 138). Michael Billington (2006)
interprets these words as Ford’s complaint of the Western world that has failed to accept
and realise Marx’s proletarian revolution. Therefore, according to him, centres of
revolutionary struggle are only to be found in the Third World (p. 212).

In contrast to Marxist Ford’s ideas, John Tagg, a Trotskyite, is regarded as “the only
genuine Socialist in the play” (Bozer, 2011, p. 17). Contrary to Ford, Tagg believes that
communism is still much more powerful than capitalism as he says, “we’re entering a
new phase in the revolutionary struggle against the forces and the structures of
capitalism” (Griffiths, 1996, p. 149). Additionally, different from Ford, Tagg supports the
attitude and struggle of the European proletariat: “The disaffection is widespread: in
London, in Paris, in Berlin, in the American cities; wherever you care to look, bourgeois
institutions are under sustained and often violent attack” (Griffiths, 1996, pp. 149-50).
To prove his point, he shows examples of the revolutions that took place in Germany,
Italy, Hungary and Bulgaria in 1919-20; in Spain and France in 1936; and Greece in 1944,
which were all organised and led by the proletariat. As a response to Ford’s pessimism
regarding the efficacy of the working class, Tagg believes that“[t]he absence of revolution
is not final evidence of the elimination of revolutionary potential” (Griffiths, 1996, p.
152). Evidently, he believes that the proletariat only needs encouragement to fulfil its
potential. What it lacks, according to him, is a “new Revolutionary Party based on
discipline, criticism and self-scrutiny” (Billington, 2006, p. 212).

Tagg seems to be the spokesperson of Trevor Griffiths in the play as he voices his
concern for the lack of unity among the members of the leftist group. He believes they
are far from having real socialist opinions, and he accuses them of not displaying an
active resistance against capitalism. He clearly does not see a possibly successful
Revolutionary Party led by British intellectuals (Billington, 2006, p. 212). As other
intelligentsia members in the group use their writings as a manifesto, Tagg criticises
them for showing passive resistance:

You're intellectuals. You're frustrated by the ineffectual character of your
opposition to the things you loathe. Your main weapon is the word . ... [F]
or a protest to be effective, it must be rooted in the realities of social life
... (Griffiths, 1996, p. 150)
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By talking about the proletariat as real socialists, he criticises the intellectuals’lack
of action, and he compares this inaction to the real socialist workers’struggles like the
London dockers’strike in 1919:“What can you do? You can't strike and refuse to handle
American cargoes until they get out of Vietnam. You're outside the productive process.
You have only the word” (Griffiths, 1996, p. 150). This shows that Tagg believes in and
supports the potential of the workers and suggests his ideas relating to the necessity
of having new “vital and revolutionary” (Griffiths, 1996, p. 154) leaders who will not
betray the working class. Drawing on Tagg’s criticism of the intellectuals’lack of potential
to bring about a revolution, Bozer (2011) states, “the play problematizes the direction
the Labour Party should take and the chasm between wanting a revolution and actually
making one” (p. 15). This indicates that the intellectuals in the group are criticised by
Tagg for only stressing the need for a revolution; however, they are, indeed, unable to
realise one. Tagg’s criticism of an inactive intelligentsia also echoes Griffiths's views on
the inadequacy of passive revolution:“l can’t accept that those who stay in the working
class are stupid, idle or useless ... because | have had it all around me, | know how lively
and vibrant it can be. There’s skill, there's talent, there’s enormous energy. It's a resource,
and at the moment it’s simply going to waste” (qtd. in Nightingale, 1982, p. 450).
Griffiths's words point to an urgent need for the establishment of a union between the
proletariat and the intelligentsia of the left.

When compared to other characters, Tagg is more idealist in his conception of what
a leftist party should be like, for that reason, Garner (1999) suggests that“[iln its vision
of commitment and involvement and its grounding in Tagg’s working-class background,
Tagg’'s speech asserts a powerful moral authority in The Party” (p. 88). For Tagg, “[t]he
party means discipline. It means self-scrutiny, criticism, responsibility, it means a great
many things that run counter to the traditions and values of Western bourgeois
intellectuals” (Griffiths, 1996, p. 155). This indicates that his conception of the left-wing
party is frustrated by the actual practices of the Labour party. A point where Tagg agrees
with his opponent Ford is the inefficacy of the Left party in terms of collaborating with
workers. He sees the lack of revolution in western states as a result of the failure of the
western socialist parties to negotiate with the proletariat:“The European and American
proletariats appear to have settled for the status quo, in my opinion, because they have
been consistently and systematically betrayed by their leaders; and particularly by the
Communist parties of the various European countries” (Griffiths, 1996, p. 154). For the
same reason, he does not believe in the power of the students rioting in Paris either.
Although it would be expected of Tagg to support the students in Paris as a socialist
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individual, he sees the student riots as fruitless because he believes that the youth is
unaware of real socialism, and he foresees that“those brave and foolish youths in Paris
now will hold their heads out for the baton and shout their crazy slogans for the night.
But it won't stop them from graduating and taking up their positions in the centres of
ruling class power and privilege later on” (Griffiths, 1996, p. 155). According to Tagg,
the students’ violent revolution is like the silent revolution of the intelligent class in
that both are ineffective as neither truly represents real ideals of socialism. However,
what lies behind Tagg's lack of belief in the students’ riot is the absence of a correct
party to organise them. He calls their riot “folie de grandeur of a handful of petty bourgeois
anarchists” (Griffiths, 1996, p. 164), which is interpreted by Janelle G. Reinelt (1994) as
a “denunciation of the student rebellion as hopelessly bourgeois” (p. 155). Actually,
Tagg's lack of belief in the Paris riots echoes Griffiths's own views following the finale
of the uprising. As Griffiths voices his disillusionment with the initially promising riots
after a while:“l was deeply involved with and deeply affected by the student unrest of
the Sixties. The detonations set off then put revolutionary transformation back on the
agenda of the society. But by 1970 one could see that it was all a failure, it was gone .
."(gtd. in Billington, 2006, p. 211). Apparently, Griffiths was quite enthusiastic about
the changes that might be brought about as a result of such an uprising, but they were
not powerful enough to incite any remarkable change. In line with Griffiths's statements
on this matter, Tagg suggests that without a unified socialist party, the revolution is
impossible. To reinforce this argument, he suggests that “[w]hen the workers replace
the students, and when the revolutionary party leads the workers, we will have a
revolution” (Griffiths, 1996, p. 165). At this point in the play, Griffiths uses Tagg’s words
as a reference to the actual context in Paris 1968. It is noted that “[t]he students were
joined by 10 million workers, half the French labor force, who shut down the economic
machinery of France for several weeks” (“Paris Student Riots’, 1998, par. 2). As Bruno
Queysanne, an instructor at Ecole des Beaux-Arts in Paris, noted the impact of this
uprising on a larger scale, “[iln the history of France it was a remarkable movement
because it was truly a mass movement that concerned Paris but also the provinces,
that concerned intellectuals but also manual workers” (qtd. in Rubin, 2018, par. 3). The
wide influence of this event matches with Griffiths’s point in the play as he supports
the union of all forces, students, workers, parties, and intellectuals to fight fora common
goal. However, it should be noted that the workers left their support of the students
after a while by ending their occupation of factories and students were made to leave
the colleges they had seized (Wegs, 1984, p. 229). In light of this event, there is a
reference to the fact that the students could not struggle alone as the French Communist
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Party and the workers withdrew their support. In Tagg’s words, such a revolution is not
possible in circumstances where the youth is not guided by an organised party. He
even sees a revolution attempt as equal to suicide when it is not accompanied by an
organised structure: “Unless there is a party with the correct line to organize and lead
it [revolution], insurrection is simply another term for suicide” (Griffiths, 1996, p. 164).

The need to fight against capitalism together is also voiced by another character,
Sloman, who is regarded as “the most discordant” character in the play (Garner, 1999,
p. 89). Although he does not share the same ideas with Tagg, he is a devout supporter
of communism, and he believes the only way towards a successful revolution is through
union and organisation:

The party in the last analysis is always right, because the party is the sole
historical instrument given to the proletariat for the solution of its basic
problems. | know that one cannot be right against the party. It is only
possible to be right with the party and through the party . . . (Griffiths,
1996, p. 179)

Sloman claims that the biggest enemy of socialism is the party itself. He considers
the leaders of the left as viral and asserts, “however many generations of workers are
pumped full of antibiotics or the pink placebos of late capitalism, it will persist, the
virus, under the skin, waiting” (Griffiths, 1996, p. 179). Sloman'’s ideas shed light on
Tagg’s observation as both characters emphasise the need to get the support and
cooperation of the leftist party in the way towards a socialist revolution. To realise this,
the first and utmost thing to do, according to Sloman, is to get rid of the dangerous,
capitalist-leaning leaders of the left.

The criticism of leftism with a focus on the leaders of the movement is observed
through the representation of the character, Joe as a member of the Revolutionary
Socialist Party. Although Joe is introduced as a leftist party supporter, it is seen that he
betrays his socialist ideals as he helps his brother, Eddie set up his enterprise, hence
contributing to the development of a capitalist social structure. Joe is represented to be
in a dilemma in this regard for a while as he knows that Marxist ideology does not allow
one to set up a business as it will lead to exploitation of others: “Communism ... . is the
positive abolition of private property” (Griffiths, 1996, p. 134). Based on his ideological
background, he confesses,“[ilt seemsiillogical to use my surpluses to help set up a capitalist
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enterprise ... Our kid being the boss doesn't make it different or special. There'll be people
working for him and he’ll be making a profit on their labour, just as in any other capitalist
enterprise” (Griffiths, 1996, p. 120). His words illustrate that he wants to act like a real
socialist thinking that even if it is his brother to set up such an enterprise, this will in turn
benefit the capitalist structure. However, although Joe is reluctant to lend Eddie the
money, he consents at the end of the play and becomes a victim of capitalist ideology.
With this example, the play shows that no matter how much one seems to be in favour
of socialism in principle, it does not necessarily mean that they act like a socialist in
practice. In such circumstances where party members betray their ideals and do not
support one another, the reliability of the leftist movement is problematic.

Conclusion

By portraying these party members who all lack idealism and commitment to a
common goal, “Griffiths savagely satirizes the parlor politics of the educated,
establishment leftists” (Sternlicht, 2004, p. 181). Apparently, except for Tagg, other
characters are not working-class themselves, and they only approach the issue of
socialism as an ideological principle. Therefore, their idealism fails, and they cannot act
in harmony, which is presented to be essential for the realisation of socialist ideals in
the play. From the contradictory opinions voiced by the characters in the party, it is
seen that there is no dialectics between socialism and capitalism. Each character is
somehow socialist; however, their approaches to the subject differ from each other. In
this sense, the dialectics of the play is related to finding a synthesis regarding an ideal
approach and practice of socialism. However, there is not a clear solution to this in the
play as the party members cannot agree on a common point. It becomes, rather, a
dialectic between socialism and communism. Their debate, in a way, mirrors Griffiths's
ideas concerning the conflict between socialism and capitalism:

... my plays are never about the battle between socialism and capitalism.
| take that as being decisively won by socialism. What I'm really seeking
is a way forward. How do we transform the husk of capitalist meaning
into the reality of socialist enterprise? The socialist future. (qtd. in Itzin
and Trussler, 1976, p. 45)

Accordingly, Griffiths believes in socialism, yet he does not see the attempts of the
left as adequate to have a successful socialist revolution. He asserts that the left is full
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of talented, intelligent people that would lead the theoretical base of the revolution.
However, the party which consists of these individuals need to work in collaboration
with the proletariat, those who actually suffer the consequences of a capitalist structure,
to ensure the success of the revolution in practice.

In conclusion, Trevor Griffiths, as a politically-charged playwright, deals with the
dialectics of communism and socialism by portraying different characters in his play
who discuss the means to make a socialist revolution possible. Coming from a working-
class family, and having adapted socialist political views, Griffiths uses drama as a
medium to express his ideas relating to the events happening in his day. His advocacy
of socialism does not necessarily make him a supporter of the left, rather, he displays
the problematic aspects of the left more radically by pointing out the lack of unity
and commitment of the party members, and lack of collaboration between the
proletariat and the intelligentsia of/in the left. His play, The Party, illustrates Griffiths’s
main criticism of the left with characters like Ford and Tagg who have discrepant
opinions concerning leftism, and with those who fall prey to the sinister advancement
of capitalism like the host Joe. With this play, Griffiths shows, in a way, how a socialist
party should not be like. Socialism was an important matter of the 1970s in which
Griffiths composed his play. Therefore, his criticism in this play also sheds light on the
concerns and issues of and relating to the left in this period. Especially the failure of
the Labour party to find a solution to the problems of the working class that repeatedly
rioted for their rights makes the play’s contextual relevance more evident. In addition
to this, by using Paris student riots as the backdrop of his play, Griffiths attempts to
illustrate the wrong practices of socialism through characters with failed idealism and
blind attachment.
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ABSTRACT

Peter Shaffer’s Equus (1973) is a distinctive play in its representation of complex
psychological/psychiatric issues on the theatre stage. As such, the play is one of the
most notable theatrical works of psychological realism in English theatre. Peter Shaffer
achieves this especially through his characterization of the mentally unstable Alan
Strang. Since his childhood, Alan has developed an extraordinary attachment to and
obsession with horses, and this eventually results in his blinding six horses and his
entrustment to the treatment of the psychiatrist Martin Dysart. Accordingly, Equus
has been, so far, studied through various — mainly psychological and psychiatric -
perspectives. In this sense, the aim of this article is to shed a new light and contribute
to these studies by examining the close relations between Peter Shaffer’s Equus and
equine-assisted psychotherapy (EAP) — an acknowledged method of psychiatric
treatment by means of horses that psychiatrist Dysart of the play neglects (or is
unaware of) while planning his therapies for Alan, who, due to his intimacy with
horses, also as a stable-boy, might benefit from the methods of equine-assisted
psychotherapy. For this purpose, this article analyses and reveals the ties between
the play and equine-assisted psychotherapy mainly through related studies on the
therapy, Shaffer’s characterization of Alan, and relevant incidents in the play.
Keywords: Equus, Peter Shaffer, equine-assisted psychotherapy, equine therapy,
psychology and drama
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Peter Shaffer’s Equus and Equine-assisted Psychotherapy (EAP)

Introduction

Mental instability, generally known and dubbed as madness, has been of great
concern in literature particularly because people with any kind of mental disorder
deviate from socially, culturally, and generally accepted normal behavioral patterns.
Classical works like Crime and Punishment by Fyodor Dostoevsky and Don Quixote by
Miguel de Cervantes confirm to what extent insanity in any of its forms has been valued,
problematized, and characterized in fiction. Nevertheless, through drama the lunatics
receive greater attention since the genre primarily focuses on human action and displays
it more directly and more emphatically, making the representation of characters with
mental instabilities a more significant issue of artistic and aesthetic attraction for
playwrights. Considering the idea that the western theater initially emerged out of
festivals that were held to honor Dionysus — the god of insanity — the ties between
madness and drama are formed and secured even more strongly. From Shakespeare’s
Hamlet and King Lear to Anthony Neilson’s Normal and Sarah Kane’s 4.48 Psychosis, a
good number of very significant plays affirm that madness, in its myriad forms, is one
of the most primary notions and problematics of drama, and that it is what renders a
harmonious union of psychology and drama.

Peter Shaffer’s Equus (1973) is one of the most significant works of psychological
drama. As Ashley Woodward notes, “...Equus is a rich text that is amenable to various
psychological interpretations” (2015, p. 232). Theodore D. George observes that “[iln
Equus, the effects of psychiatric discourse are written all over the face of a disturbed,
young teenager, a fact which reminds us that the human beings subjected to the mental
health care profession are all real, precariously delicate, suffering individuals” (1999, p.
245). As such, Equus contributes considerably to the mingling of psychological and
psychiatric issues and theories with dramatic works. Among other issues, the play
primarily concentrates on the line between madness (mental instability) and sanity,
just like Anthony Neilson’s Normal, and calls into question the professional dynamics
of the psychiatric treatment through the character of Dysart the psychiatrist.

A brief literature review shows that Equus has received considerable critical attention
from literature as well as from psychology and psychiatry scholars. Barry B. Witham in
his“The Anger in Equus” compares the play with Look Back in Anger, claiming that “[in]
its subject matter, its dramatic tradition, Equus is still infused with the same philosophical
outlook which was so popular and controversial in 1956” (2013, p. 62). Another study
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titled“Equus and the Psychopathology of Passion” primarily concentrates on the concept
of passion as experienced by the major characters of the play (Slutzky, 1976). While
Ashley Woodward, in her“Becoming-animal in Shaffer’s Equus” defends the play against
negative criticisms “by drawing on the conceptual resources of some of the most
currently influential philosophy, that of Gilles Deleuze and Félix Guattari, and in particular
on the concept of ‘becoming-animal” (2015, p. 232), Leonard Mustazza, in his“A Jealous
God: Ritual and Judgment in Shaffer’s Equus,” highlights the theological motives behind
Alan’s actions, asserting that“[for] Alan, the horse-god Equus starts out as a Christ figure
rather than a Dionysian one” (1992, p. 175). However, there is no work that proposes
to view the central object of the play — the horse — as a possible agent for the psychiatric
treatment of the mentally disturbed character of the play, Alan Strang. In this sense,
the aim of this article is to shed a new light and contribute to the studies on this play
by examining the close relations between Equus and equine-assisted psychotherapy
(EAP) — an acknowledged method of psychiatric treatment by means of horses that
psychiatrist Dysart of the play neglects (or is unaware of) while planning his therapies
for Alan.

A Synopsis of Equus (1973) by Peter Shaffer

Equusis a play about a psychologically disturbed boy, Alan Strang, who is eventually
entrusted to the treatment of the psychiatrist Martin Dysart. The play starts and continues
with Dysart’s retrospective narration of the significant happenings in his patient Alan’s
life and his professional experience with him. Alan is a seventeen-year-old stableboy,
whom Dysart meets after the boy blinded six horses and was tried for this crime in
court." It all began after the magistrate Hesther Salomon visited Dysart a month earlier
and referred to Alan’s trial as “the most shocking case [she] ever tried” (Shaffer, 1977,
p. 19). After beginning his therapy sessions with Alan and hospitalizing him, Dysart has
anightmare, in which he is a priest in Ancient Greece, executing a series of gory rituals
of violence over boys and girls, and is caught by the other priests when his mask falls

1 Atthis point, it is useful to know Peter Shaffer’s anecdote about the original story that inspired him to write
Equus:“The tale told to me by my friend James Mossman of the BBC (now, alas, dead) was not remotely the
one | told the audience. In the version which he briefly referred to as we drove through a bleak English
landscape composed of stables, the boy was the son of very repressive and religious eccentrics; he had
been seduced by a girl on the floor of the stable; he had blinded the animals in a panic to erase the memory
of his sin and to prevent them from bearing witness to it before his parents. This climax, allegedly told to
Mossman by a magistrate, | found absolutely impossible to write. There was no way in which a boy’s first
satisfactory sexual encounter could lead on stage to such horrific violence - unless it had not been
satisfactory at all. Unless, that is, the presence of the horses had directly prevented that satisfaction” (1982,
p. Xiv).
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off and his annoyance with the action is revealed. It is understood that not only does
Dysart have nightmares but so does Alan. During his sessions, Dysart discovers that
Alan’s father Frank is a socialist while his mother Dora is a religious person. Dysart visits
the family and learns that Dora tried to give Alan a religious personality by depicting
his favorite horse character — Prince - from a book as a symbol of faith. However, Frank,
as an atheist, does not approve of the theological teachings Dora gives Alan. Dora also
gave Alan a rather metaphysical conceptualization of sex.

After a while, Dysart is finally able to establish a question-and-answer session with
Alan, which helps him to slightly open up to talking about his memories such as his
first recollection of a horse and horse-riding on a beach when he was six. The memory
turnsinto an unpleasant one as his parents ruined the excitement of this first experience
with a horse. Later, as one part of further treatment, Dysart gives Alan a tape recorder,
which Alan accepts reluctantly. Soon after, when Dora visits, she reveals how Alan, at
the age of twelve, cried for days when Frank tore off the Christ picture on his bedroom
wall and threw it away, and the boy only stopped when he was given the picture of a
white horse. Then, the owner of the stable, Dalton, visits Dysart and tells him about his
experiences with Alan, including his peculiar suspicion that Alan might have been
riding the horses during the night. In the next scene, Alan narrates openly via the tape
recorder his experience with the horse when he was six as well as all his ideas about
his attachment to horses.

After a while, Frank unexpectedly visits Dysart and tells him how he once saw
Alan chanting or having a ritual before the white horse picture. Then comes the scene
when Alan meets Jill, a girl in her twenties, who works at the stable and who had
arranged the weekend job for Alan. Later, Dysart ends up questioning normality
through his conversation with Hesther about his marital problems. Through a hypnosis
session, Dysart learns the truth about Alan’s previous experiences and his secret night
rituals with the horses. In act two, having first quarreled with Alan at the hospital,
Dora tells Dysart that neither she nor her husband have anything to do with Alan’s
mental instability, and that Dysart cannot treat them as criminals, and that Alan’s
condition is all due to his own nature which leans towards the ways of the devil.

Using another therapy method, Dysart makes Alan agree to have a placebo truth

drug. Under its effect, Alan tells Dysart how Jill convinced him to go to a pornographic
movie as a first-time experience for them both. There, Alan saw his father, who came
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and loudly insisted that Alan leave the cinema with him - followed by Jill. Thus, Alan
learned the truth about his father’s private life. Then, Jill convinced Alan to have sexual
intercourse and took him to the stable, where, much distressed by the presence of the
horses, Alan eventually blinded six of them. The play ends with Alan confessing the
details of the crime and Dysart questioning himself and his profession, and his expression
of his doubts about normality and the attempts of healing madness into the ways of
the normal.

Equine-assisted Psychotherapy (EAP)

Animal-assisted therapy is defined as “the therapeutic use of pets to enhance
individuals’ physical, social, emotional, or cognitive functioning. Animal-assisted
therapy may be used, for example, to help people receive and give affection, especially
in developing communication and social skills” (“Animal-assisted therapy,” 2021).
Equine-assisted psychotherapy (EAP), or equine therapy, on the other hand, is
described as

a form of animal-assisted therapy in which a licensed mental health
professional, in conjunction with an equine specialist, uses handling,
grooming, and other activities with specially trained horses as part of
psychological treatment for those with emotional and behavioral
problems...The goal is to help clients, through attentive interactions with
horses, to achieve self-esteem, self-awareness, confidence, trust, and
empathy; to gain a sense of responsibility; and to develop better
communication, teamwork, leadership, and social skills... the technique
has been applied to both children and adults, individually and in groups,
and to a variety of conditions, including behavioral problems, relationship
issues, grief, anxiety, anger, depression, posttraumatic stress disorder,
attention-deficit/hyperactivity disorder, substance dependence, adjustment
disorders, and eating disorders. (“Equine-assisted-psychotherapy,” 2021)

Géza Kovacs, Annemiek van Dijke, and Marie-Jose Enders-Slegers define EAP as
a form of therapy “in which the horse serves as a supporter of psychotherapeutic
interventions and as a mediator between psychotherapist and patient. The horse
could be introduced in the psychotherapy as a non-verbal reciprocal transference-
and transnational object in order to find corrective emotional experiences for the
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patient” (2020, p. 2). Furthermore, calling the method Equine Facilitated Psychotherapy
(EFP), Naomi Scott lists the conditions in which the method can be used:

EFP may be used for people with psychosocial issues and mental health
needs that result in any significant variation in cognition, mood, judgment,
insight, anxiety level, perception, social skills, communication, behavior,
or learning. Examples of this are anxiety, attention deficit hyperactivity
disorder, autism, behavioral difficulties, depression, language (receptive
or expressive) disorders, major life changes (such as environmental trauma,
divorce, grief and loss), mood disorders, personality disorders, post traumatic
stress disorder, psychotic disorders, and schizophrenia. (2005, p. 7)

Writing about the history of the medicinal relationships between animals and
humans, Michele L. Morrison reports that “[alnimals and humans have existed in
therapeutic relationships with each other for more than 12,000 years” (2007, p. 51).
Naomi Scott elaborates the subject by referring to “[aln ancient Greek sage’s
observation, ‘The outside of a horse is the best thing for the inside of a man,” as well
as quoting from “Hippocrates”who “spoke of riding’s healing rhythm™ (2005, pp. 3-4).
Scott also reports that the use of equine therapy dates to World War | and Il (2005, p.
17), and that the Windsor Association of Riding for the Handicapped was formed in
1973 (2005, p. 18), the year Equus premiered (“Equus,”2022). Hannah Burgon, on the
other hand, writing about the history of equine-assisted therapy and learning by
referring to the related studies, shows how horses were believed to have magical
powers and that horse riding was used as a healing method in different cultures
(ancient Greeks, North American Indians, ancient Celts) (2014, pp. 16-17). At this
point, we see that Shaffer’s preference of the use of the Latin word “equus” as the
title of his play as well as his emphasis on classical and mythological concepts,
especially through Dysart, parallel and befit the ancient, historical roots of this
therapeutic relationship between horses and humans.

Equus, Alan Strang, and Equine-assisted Psychotherapy
Considering the definitions of EAP above, Alan Strang of Equus had already been
engaged with the activities (such as handling, grooming, and the like) referred to in

the definitions although he lacked any guidance on how to make use of these activities
to produce positive, healing results for his psychology and well-being. Alan carries all
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the features of a patient for whom EAP, as defined above, could be instrumental. He
surely needs‘self-esteem; which he lacks due to the different forms of parental oppression
he has endured; he has been in search of ‘self-awareness’since his childhood; he craves
the ‘confidence’ he has never fully had; he desires the ‘trust’ he has been deprived of
due to several shocking experiences such as seeing his father in the porn-movies cinema
(Shaffer, 1977, p. 92); and he calls for ‘empathy’ which he tries hard to feel through an
animal. Moreover, as an introvert whose life finds outlet only through horses, he is also
suffering from the lack of ‘better communication’ and ‘social skills’ as proved by the
almost absurd expressions he makes use of in his first meeting with Dr. Dysart? (Shaffer,
1977, pp. 22-23) and his intolerably rude attitude toward Nurse (Shaffer, 1977, p. 24).
Additionally, Alan’s screams, his blinding of the horses, his failing relationship with Jill,
and the physical scuffle with his mother (Shaffer, 1977, pp. 76-77) help reveal his poor
psychological condition that matches the above APA dictionary’s definition of “...
behavioral problems, relationship issues... anger...” (“Equine-assisted-psychotherapy,’
2021). Hence, even by considering the EAP definitions, one can realize that mentally
unstable Alan Strang is trying to fulfil his needs through the means that are suggested
by equine-assisted psychotherapy.

Deborah Simkin et al. write, “evidence suggests that EAP may improve engagement
in therapy for children and youths who reject or who are unlikely to benefit from
traditional office-based therapies” (2017, p. 27). Vallerie E. Coleman states that“[t]hrough
interaction with horses, clients learn to trust themselves and are empowered in ways
that can’t be accomplished solely through talking” (2012, p. 27). These explanations
are other indications that EAP could have produced positive results with Alan, who is
obstinate about not communicating properly with Dysart and rejects Dysart’s therapy
methods in general.

To be able to analyze the ties between Equus, particularly Alan Strang, and equine-
assisted psychotherapy, we need to first see Shaffer’s characterization of Alan and
realize the peculiarities his actions are based on. Among all Alan’s actions, the most
striking one, which also puts him at the center of the play right at the beginning, is his

2 The following observation can be helpful to understand Alan’s rejection of being involved in a regular
communication with Dysart: “Relationships can be terrifying for children who have lacked early secure
attachments with care givers. For many of the children and young people we see at the centre, the basic
building blocks of relationship are just not there. Insecurely attached young people are highly suspicious of
a world that is experienced as hostile, invasive yet unreachable. For many such young people face-to-face
encounters with a stranger (the therapist) provoke high anxiety and necessitates activation of psychological
defences” (Burgon, Gammage, & Hebden, 2018, p. 8).
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blinding six horses with a metal spike, which is the crime for which he is tried at court,
where he just sang instead of saying anything (Shaffer, 1977, p. 20). Because of this, he
is considered mentally unstable and sent to a psychiatric hospital for diagnosis and
treatment where he also just sings when he meets Dr. Dysart (Shaffer, 1977, p. 22) and
continues singing commercial rolls for two more days (Shaffer, 1977, p. 26). In general,
he seems to be very talented in letters, sounds, music, and rhymes. Even as a child, he
was very keen on letters and sounds as when Dora taught him the Latin word equus
for horse. He was so fascinated with it probably because of the double u’s in the word
(Shaffer, 1977, p. 32). In the hospital, he generally stares accusingly, mutes himself,
rejects speech, gets angry with Nurse, and even swears at her when she tries to help
him with advice for his own good (Shaffer, 1977, p. 24). He frequently screams, and
during a nightmare he screams the word Ek! and when woken up by Nurse, he grabs
her arm as if to be protected (Shaffer, 1977, p. 35). He is interested in history as he knows
the history of the kings of England, King John being his favorite (Shaffer, 1977, p. 28).
He gives and repeats indirect answers to questions whose answers he knows, like“mind
your own beeswax” referring to his father’s words when he means‘father’as an answer
(Shaffer, 1977, p. 29). He also responds to a question with a counter-question as when
Dysart asks him if he often dreams, to which he responds, “Do you?” (Shaffer, 1977, p.
36). At times he yells at the person that asks pressuring questions as he does with
Dysart’s questions to him about dating Jill (Shaffer, 1977, p. 58). Since his childhood he
has loved imagining animals talking (Shaffer, 1977, p. 30), showing his wish to
communicate with them. He can be quite a reasonable person when he feels no pressure
or when someone stops being intrusive to his existence such as when Dysart suddenly
ends the session after a very short time, he protests and wants it to be continued
(Shaffer, 1977, p. 37). On the other hand, he can easily be violently enraged and
threatening when he thinks that something is not fair (Shaffer, 1977, p. 37). When he
was twelve, he cried without stopping when his father tore off the picture of Jesus
Christ on his wall and threw it away, and only stopped crying when he was given the
white horse picture, which he hung exactly on the same spot in his bedroom (Shaffer,
1977, pp. 44-45). Alan can also act quite normally as he did when Dalton, the owner of
the stable, first met him and saw his good work afterwards (Shaffer, 1977, p. 46). He
can also become sarcastic when he wishes to be, as seen in his conversation with Dysart
about the electrical items shop he used to work at (Shaffer, 1977, p. 53). He can also be
a strategic arguer, as is evident when he asks provocative questions to Dysart about
his private life (Shaffer, 1977, pp. 59-60).
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All these personality traits relating to Alan reveal the depth of his complex
characterization as a mentally unstable person for whom“[ilt only seems natural that
he expects no answer different than disruption, and as such, it is possible that in his
subconscious, the two factors of pleasure and chastisement have come to be associated
with each other” (Taebi & Razavi, 2020, p. 5). James R. Stacy, too, expresses the
psychological complexity of Alan when he writes, “[iln addition to the eroticism of
Alan’s midnight rides on Equus, Shaffer presents the boy at a moment of sexual crisis,
torn by his devotion to Equus, his mother’s strict morals, his discovery about his
father’s sexual needs, and his own adolescent longing for intercourse with Jill" (1976,
p. 333). It is this psychologically labyrinthine character that Dysart tries to heal by
applying various treatment methods. He first tries to establish a line of conversation
with Alan by talking to him and asking him questions (Shaffer, 1977, pp. 21-23). He
places himin a single room instead of on the ward (Shaffer, 1977, p. 23). He gives him
one or two sedatives when Alan sees nightmares (Shaffer, 1977, p. 26). Generally, he
applies one-on-one question-and-answer sessions to learn of Alan’s memories.
Moreover, he gives Alan a tape recorder so that he can record himself freely when
alone (Shaffer, 1977, p. 43). He also administers hypnosis on Alan with the game of
Blink, which people play by fixing their eyes on something and then, with the tapping
sound of a pen, opening and closing their eyes consecutively until the therapist says
stop (Shaffer, 1977, p. 64). Accordingly, Dysart makes Alan sit down and start watching
the stain on the wall while putting his hands by his sides and opening his fingers
wide to enable him to feel relaxed and comfortable, and to empty his mind as much
as possible (Shaffer, 1977, p. 64). Then, he starts tapping the pen in an even rhythm
(Shaffer, 1977, p. 64). Finally, he decides to give Alan a placebo drug like an aspirin
to act as a truth drug, thinking that it will lead him to abreaction (Shaffer, 1977, p.
80). However, Dysart neglects administering EAP methods, which might have worked
well for Alan. Considering the above-stated methods Dysart applies, Jules Glenn
notes that“[t]he treatment that Dr. Dysart carries out is one in which the cure depends
on abreaction or catharsis, on the remembering, with an intense emotional
counterpoint, a traumatic precipitating event and trauma from childhood or later...
the treatment in Equus is not psychoanalysis” (1976, p. 482).

It is confusing to realize that Dysart, as an experienced child psychiatrist, never
mentions equine-assisted psychotherapy as a part of his treatment processes for an
adolescent like Alan, who has always had such a strong attachment to horses. This
might be partly because Dysart has difficulties in reaching clear judgments, having
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second thoughts throughout the play. Anthony V. Corello’s observations are illuminating
about Dysart’s character:

From an egological point of view, the doctor seems seriously fragmented.
His intellectual, professional, and “adult” functions are highly developed
(perhaps counterphobically, warding off a confrontation with more
underdeveloped parts). Yet in many areas both cognitive and affective
processes seem arrested at a quite early stage of evolution. He frequently
fails to discriminate his internal and external environment; functions of
memory, attention, anticipation, judgment, and evaluation are faulty or
missing altogether. Fantasy and reality, self and other, past present and
future often condense into amorphous, undifferentiated amalgams.
Elements which in reality are clearly distinct are at times experienced as
fused; organic totalities are perceived as composed of separate bits pasted
together. To mention but one instance, he worries whether curing Alan
is like pasting Band Aids on him. (1986, p. 196)

Hannah Burgon, writing of the studies on equine-assisted therapy and learning by
referring to related research, shows to what extent healing or treatment methods with
horses can be helpful for prisoners, children with certain disadvantages and problems,
and adults with psychological problems (2014, pp. 19-24). Besides, one particular method
that could be applied by means of horses — animals with which Alan feels safe and content
—would be the utilization of mythological/hero stories, with which Dysart is intellectually
much engaged, for bettering Alan’s situation. The method seems to be tailored exactly
for Alan and Dysart. Stanton, McKissock, and Dailey explain this method in detail in their
work (2012, pp. 201-218), but it is helpful to quote the following excerpt to see how it
could fitinto the context of horse-lover Alan and mythology-lover Dysart:“Usually, clients
engaged in this therapy are prompted to begin due to a call to action, not unlike a tragedy,
unpleasant situation, or moment of reckoning. By answering this call and thus embarking
on the journey of treatment, clients will tend to follow the same behavioral or experiential
pattern as the hero does during the mythological journey brought to life in many works
of fiction” (Stanton et al., 2012, p. 202). As these studies show, the EAP methods which
Dr. Dysart neglects could potentially have been helpful for Alan Strang.

Negligence starts in Alan’s family, as a matter of fact. John Bowlby states that “[c]
hildren who have parents who are sensitive and responsive are enabled to develop
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along a healthy pathway. Those who have insensitive, unresponsive, neglectful, or
rejecting parents are likely to develop a deviant pathway which is in some degree
incompatible with mental health” (1988, p. 136). This comes true in the case of Alan
and his parents. Alan had always needed special care since his childhood, but he had
received none, neither from his parents nor from anybody else in the society in which
he lived, until he was taken to Dysart. While there is no account about his having any
friends that he could spend time with, there is also the fact that his parents, who seem
to be a perfect mismatch in opposing each other seriously in terms of worldviews,
philosophies and beliefs, isolated Alan even more from regular interaction with the
world. The TV problem illustrates this point. His father Frank forbids Alan to watch TV,
distancing him from popular culture, fictional works, and documentaries, but suggests
reading instead (Shaffer, 1977, p. 27). He, as a printer, wants Alan to be mentally engaged
in knowledge rather than passively staring at a screen (Shaffer, 1977, p. 27). However,
the TV issue is actually about a bigger problem between the parents that causes the
lack of special care which Alan needed. Frank wants the TV gone from the house while
Dora opposes this idea (Shaffer, 1977, p. 28). Frank, being an “Old-type Socialist” sees
the TV as an agent of “Mindless violence! Mindless jokes” and as a means of selling
things to people — capitalism (Shaffer, 1977, p. 28). Moreover, Frank, probably to provoke
religious Dora, indoctrinates Alan by telling him of Marx's idea that religion is the opium
of the people (Shaffer, 1977, p. 29), while Dora does the opposite through her religious
teachings. Among such parental disagreements, Alan has been neglected, ignored,
not cured, and in the face of such parental polarizations and ignorance about his
unhealthy mental development as a boy, Alan himself might be subconsciously leaning
towards the help of horses for a possible cure. In this sense, the following words seem
to entirely match Alan’s case and his search for safety and comfort with horses as animals
which can detect danger/threat and get away from it:

As prey animals, horses lack an ability to develop ambiguity. For their
survival they need to see the world in stark good or bad, or rather, “safe”
or“dangerous”terms. Despite their domestication, horses remain especially
adept as [sic] recognising danger. At times, they will react as if there is a
threat where no threat exists. It could be said then that horses operate
by default from this splitting defence mechanism. Fear will be the default
position for a horse that has experienced harm. Many children, particularly
those who have experienced neglect, abuse and fractured attachments,

operate largely from this “fight-or-flight” position. They are hyper alert,
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looking for the signs of danger (whether or not they actually exist in
external reality), because they have learned that the world is a dangerous
place and survival is key. (Burgon et al., 2018, p. 8)

Alan’s attachment to horses is another point to further the analysis of the relation
between Equus and equine-assisted psychotherapy. There is certainly close connection,
intimacy and a strong bond between Alan and horses. The play opens with a scene of
attachment between Alan and a horse (Nugget), where “[Alan’s] head is pressed against
the shoulder of the horse, his hands stretching up to fondle its head. The horse in turn
nuzzles his neck” (Shaffer, 1977, p. 17). Then, Dysart, who speaks the first words in the
play, gives the details of the close connection between the horse and the boy: “The
animal digs its sweaty brow into his cheek, and they stand in the dark for an hour - like
anecking couple” (Shaffer, 1977, p. 17). What is striking here is that Dysart's initial focus
is not on Alan’s feelings but on those of the horse, which he reveals with the following
expressions: “And of all nonsensical things - | keep thinking about the horse! Not the
boy: the horse, and what it may be trying to do” (Shaffer, 1977, p. 17). These expressions
indicate that Dysart is trying to concentrate on establishing empathy with the horse
rather than with the boy. His empathy, combined with his further questionings about
the existence of the horse, “What desire could that be? Not to stay a horse any longer?
Not to remain reined up forever in those particular genetic strings? (Shaffer, 1977, p.
17), may be further interpreted as a reflection of Dysart’s own professional/identity
crisis as a psychiatrist and as a husband who wishes to get rid of the bonds of his
currently unsatisfying professional and marital life. He is also curious to see if a horse
can transform the physical loads and chores of its daily life into a feeling of grief (Shaffer,
1977, p. 17). He calls all he sees about the intimacy between the boy and the horse
“nonsensical” (Shaffer, 1977, p. 17), not understanding the depth of the interaction and
attachment going on between the two. Thus, the play starts with an ontological
questioning of the existence of a horse within the context of its attachment to a human-
being, and more particularly, with Alan’s need to establish connection with horses to
sooth his feelings. In relation to this, Burgon et al. write that “horses are social beings
by nature and finely tuned to body language. Horses are therefore highly sensitive and
responsive to the behavior of others which includes humans. This innate responsiveness
means they are able to provide feedback which facilitates the therapeutic process of
EAT/L" (2018, pp.4-5). Yet, Dysart does not apply EAP treatment on Alan, who has strong
ties with horses. What Dysart neglects in the play is practiced by Molly DePrekel and
Kay Neznik, who as experts “working with clients who are survivors of trauma” report
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their experiences, when they write,”...in the process of developing a relationship with
an equine partner, an adolescent is often better able to move beyond initial discomfort
and build trusting relationships. Clients grow in confidence and gain a more positive
sense of power in a world where they have historically felt powerless” (2012, p. 41).
Alan, who “.. lifts his palm to his face and smells it deeply, closing his eyes” (Shaffer,
1977, p. 57) after caressing Nugget’s shoulder for the first time, certainly displays his
experience of the sense of confidence and power stated in these observations.

Alan’s intimacy, or his obsession, with horses started when he was a child. Perhaps
it was because he was searching for a way to communicate well with others as “[c]
hildren who have trouble relating to humans often learn through interactions with
horses how to communicate with peers” (Dingman, 2008, p. 13). His mother Dora tells
Dysart that when Alan was just seven or eight, she would read him the same book “over
and over, all about a horse” called “Prince” that “no one could ride” (Shaffer, 1977, p. 30).
Alan also hung on the wall of his bedroom a picture of a white horse (which took the
place of the Jesus Christ-in-chains portrayal on his wall) that his father had given him
a few years previously, and never took it down from there (Shaffer, 1977, pp. 44-45).
Dora combined Alan’s love of animals, especially of horses, with her religious doctrines
and used it to train him to be a religious person. Prince, who became Alan’s favorite
character, used to say, (Dora impersonating it with a proud voice):“Because | am faithful”
(Shaffer, 1977, p. 30). Moreover, Dora strengthened Alan’s connection to horses and
her use of horses for her religious indoctrination of her son by telling him “a funny
thing” that happened “when Christian cavalry first appeared in the New World, the
pagans thought horse and rider was one person /... Actually, they thought it must be
agod/... It was only when one rider fell off, they realized the truth” (Shaffer, 1977, p.
31). Dora continued her religious indoctrination of Alan through horses by teaching
him passages about horses from the Bible (Shaffer, 1977, p. 31), where the horse is
shown as a mighty animal. More, she, without the knowledge and consent of his father,
took Alan to one of the neighbors so that he could watch Westerns on TV (Shaffer, 1977,
p.31).In addition, Dora expresses that they had “always been a horsey family”; that her
grandfather would practice “equitation,” and tells Dysart that she “always wanted the
boy to ride himself. He'd have so enjoyed it” (Shaffer, 1977, p. 32). Frank, on the other
hand, tells Dysart that “[Alan’s] always been a weird lad”, thinking that “his mother
indulged him” (Shaffer, 1977, p. 33). He is so critical of Dora as well. For example, he
says“[s]he doesn't care if he can hardly write his own name”as a school teacher (Shaffer,
1977, p. 33). Frank also admits that Alan and Dora have always been closer to each
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other, and that Dora would read him the Bible for long hours in his room (Shaffer, 1977,
p. 33). By contrast, he admits that he is an atheist, and thinks that the Biblical stories
are responsible for the crime Alan committed when he blinded the six horses because
the Bible is about narratives of “an innocent man tortured to death - thorns driven into
his head - nails into his hands — a spear jammed through his ribs” (Shaffer, 1977, p. 34).
Furthermore, it was also Dora who tried to give Alan some sex education, showing sex
as“the mostimportant happening of his life” for which he must prepare himself (Shaffer,
1977, p. 35).

All these complexities and disagreements about child-raising might have been the
cause of Alan’s obsessionally intimate relationship with horses. Dora’s teachings and
indoctrination of Alan as well as Frank’s attitudes may have created a problem of trust,
putting a high pressure of responsibility on Alan, who, later in his life, has difficulties
in forming emotional and physical relationships with people, and who finds a sort of
solace in horses. In relation to this, Julian Stamm observes a link between Alan’s obsession
with horses and his relationship with his parents: “Concomitantly with his passion for
horses, Alan retreated from life and from people. In fact, with the final discharge of his
murderous rage culminating in the emotional blinding of the horses, his sense of reality
and reality testing are lost, and he sinks into a transient psychotic state, thus achieving
revenge against the mother and father” (1976, p. 458). Hannah Burgon, on the other
hand, referring to a related study about attachment and trust between horses and
participants, writes:“...the horses seemed to enable some of the young people who
found it difficult to show affection to humans - due to the dysfunctional ways in which
they may have experienced affection and physical contact previously - to show affection
and empathy towards the horses” (2014, p. 57). Alan is certainly in need of a person or
animal with whom he can form a relationship based on trust, which is also evident in
Dysart's following observation, through the end of the play, after all his therapy methods:
“Under all that glowering, he trusts me” (Shaffer, 1977, p. 80).

During one of his therapy sessions, Dysart finally manages to get a few words from
Alan’s mouth about his first memory of a horse:“On a beach...” (Shaffer, 1977, p. 38). It
was a horse called Trojan, ridden by someone that looked like a college boy who gave
Alan a chance to ride with him on the horse (Shaffer, 1977, p. 39). The first words he
ever told a horse was“Bear me away!”for a faster ride (Shaffer, 1977, p. 40). At this point,
in one of the most euphoric moments of Alan’s life, his parents become an obstacle for
such happening to reach a satisfactory conclusion, and stop the horseman and grab
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Alan forcefully down from the shoulders of the horse, turning the whole event into a
very bad memory to be remembered in the future (Shaffer, 1977, pp. 40-41), probably
unwillingly causing a traumatic event to be occasionally remembered in negative
feelings by Alan. EAP also has the potential of helping with such cases like Alan’s here
as

The horse also responds to the here and now, thus helping PTSD patients
concentrate on the present. Feedback from the horse isimmediate, direct
and honest, and enables learning of behaviors required to achieve the
desired outcome. This is an essential aspect in building relationships for
those suffering from PTSD who might have trouble in interpersonal
relationships because of impatience and nervousness. (Shelef etal., 2019,
p. 395)

What is more, Dora the religious and Frank the atheist polarization also saw another
fight that had a huge effect on Alan’s psychology and his later obsessive attachment
to horses: Frank tore off the Christ picture and threw it away, which caused Alan to go
hysterical and cry for days only to find a consolation when he was given the photo of
the white horse (Shaffer, 1977, pp. 44-45).This happened when Alan was twelve (Shaffer,
1977, p. 45). The peculiar thing with the white horse picture is that the horse stares
directly at the person who looks at it (Shaffer, 1977, pp. 45-46). This is the reason why
Alan blinds those six horses. He does not want to be seen by the questioning gazes of
the horse that he putin place of the god for himself. He confirms this when he confesses
his true feelings into the tape recorder: “No one ever says to cowboys ‘Receive my
meaning'l... Or‘God’all the time. [Mimicking his mother.]'God sees you, Alan. God’s got
eyes everywhere —" (Shaffer, 1977, p. 49). Again, with the help of the tape recorder, Alan
reveals his true experience and feelings when he met a horse for the first time at the
age of six: “All that power going in any way you wanted” (Shaffer, 1977, p. 48). He also
reveals his imagining a conversation with the horse as he asked it“’Does it hurt?” And
he said — the horse said - said =" (Shaffer, 1977, p. 48). Alan will later deny that horses
can talk when Dysart asks a question about this (Shaffer, 1977, p. 53). Then, Alan narrates
the history of his intimacy, or rather his obsession, with the horses after his first experience
with them:

It was always the same, after that. Every time | heard one clop by, | had to
run and see. Up a country lane or anywhere. They sort of pulled me. |
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couldn’t take my eyes off them. Just to watch their skins. The way their
necks twist, and sweat shines in the folds... | can’t remember when it
started. Mum reading to me about Prince who no one could ride, except
one boy. Or the white horse in Revelations... Words lie reins. Stirrup.
Flanks... Even the words made me feel - Years, | never told anyone. Mom
wouldn't understand. She likes ‘Equitation’. Bowler hats and jodhpurs!"My
grandfather dressed for the horse,” she says. What does that mean? The
horse isn't dressed. It's the most naked thing you ever saw! ... Even the
most broken down old nag has got its /ife! To put a bowler on it is filthy...
Putting them through their paces! Bloody gymkhanas!... No one
understands!... Except cowboys. They do. | wish | was a cowboy. They're
free... I bet all cowboys are orphansl... (Shaffer, 1977, p. 49)

In time, more events furthered Alan’s intimacy and obsession with horses. Frank
reveals that he once (eighteen months previously) saw Alan chanting, having a ritual
before the white horse picture (Shaffer, 1977, p. 50). He was chanting the genealogy
of horses, which was followed by his putting a noose into his mouth and bridling himself
and beating himself harshly with a wooden coat hanger (Shaffer, 1977, p. 51). Here,
Alan mimics being a horse. When Alan starts to work at the stable, he finds a kind of
haven“in this glowing world of horses”where®”...he starts almost involuntarily to kneel...
in reverence” (Shaffer, 1977, p. 56). As Jill shows Alan how to groom a horse, Alan
“watches in fascination as she brushes... scraping the dirt and hair off...” (Shaffer, 1977,
p. 57). The first instance when we see a sort of politeness, kindness, elated behavioral
pattern of action from Alan is when he starts grooming the horse himself for the first
time in his life: “Gingerly he rises and approaches NUGGET. Embarrassed and excited,
he copies...” (Shaffer, 1977, p. 57). This is a clear indication that Alan can be a gentle,
careful, cautious boy when he interacts with a horse. If so, one might argue that through
a dedicated, disciplined EAP, he could have learned how to get rid of his traumas and
behave more normally, had Dysart given him a chance. Accordingly, Shelef et al. in
their study find out that equine assisted therapy helps with the amelioration of PTSD
cases, and write

Riding skills, grooming and working with the horse at ground level, face-
to-face, enable the acquisition of effective learning and coping strategies.
These skills directly affect one’s emotional state and contribute to raising
one’s sense of self-worth, self-efficacy and control of the horse and body
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during riding. EAT helps to increase the capacity to control anger, anxiety,
and relationships. This principle of restoring control is a guiding principle
in the treatment of PTSD sufferers and a significant factor in the therapeutic
process. (2019, p. 395)

Alan’s first experience of equitation (with the help of the rider of Trojan), when he
was just six, ended disappointingly as he was forcefully taken down from the shoulders
of the horse (Shaffer, 1977, pp. 38-43). This may have caused a trauma that may have
later caused his mental instability and evolved into PTSD. That his first desire to experience
the power or whatever a horse meant symbolically for him was not met may have
opened a huge abyss in his mind. Alan affirms Dysart’s question “Do you think of that
scene often?” (Shaffer, 1977, p. 43), revealing the impact of that traumatic memory on
his present life.

Alan’s connection with horses has even deeper levels. Dysart, through hypnosis as
one of his therapy methods, manages to learn the truth about Alan’s past experiences:
Alan equates horses, which are chained like Jesus was, with Jesus the God, and he
believes that his name is Equus and that he lives in all horses (Shaffer, 1977, pp. 65-66).
He further reveals that horse and rider shall be united and be one person, and that the
stable is Equus’s shrine, that he instructed him to ride him but did not show him how
to do it because, according to his Straw Law, it is either ride or fall (Shaffer, 1977, p. 67).
Alan also reveals that he first administers some rituals before starting to ride the horse
without a saddle and then shows himself fully naked to his god and bows before him
(Shaffer, 1977, pp. 69-70). He also speaks of how he uses a sacred stick he calls Manbit
to bite on while carrying out his rituals and mentions that he offers sugar to the horse
to take his sins and eat them for his sake (Shaffer, 1977, pp. 71-72). Alan further reveals
that Equus is his Godslave who as a mighty being obeys what he wishes to do with it,
that they have enemies, that he wants to be the horse forever, and that he finally
expresses his love to it (Shaffer, 1977, pp. 72-74). The whole scene ends with the end
of Alan’s rituals and with amen from his mouth (Shaffer, 1977, p. 74). Alan’s obsession
with and belief in Equus eventually prevents him from having sexual intercourse with
Jill, making him beg for pardon from the animal with an oath not to do it again: “I'll
never do it again...l swearl.." (Shaffer, 1977, p. 105). After the hypnosis session, Dysart
comes to the conclusion that Alan is someone whose core action, feeling, and objective
in life is worship as he is deprived of his own readings, knowledge of physics or
engineering, artistic taste of painting or music, history save for tales from his mother,
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and friends to socialize with (Shaffer, 1977, p. 81). Dysart, in a sense, understands the
motivation of Alan’s obsession with horses.

Conclusion

One of the significant points this article detects is psychiatrist Dysart’s avoidance
orignorance of equine-assisted psychotherapy. Its lack within Dysart’s therapy list, and
hence in the play, might even be a deliberate choice by the playwright Peter Shaffer.
Close contact with horses helps clients like Alan. Yet, in contrast to this, Peter Shaffer,
while depicting how the acting of the horses should be on the stage, asks for an
emotional distance to the animals, when he writes:"Any literalism which could suggest
the cozy familiarity of a domestic animal — or worse a pantomime horse - should be
avoided” (Shaffer, 1977, p. 15). He wants the representation of the horses to be as
unrealistic and incongruous as possible, which is evident in the directions:“The actors
should never crouch on all fours, or even bend forward. They must always ... stand
upright, as if the body of the horse extended invisibly behind them. Animal effect must
be created entirely mimetically...” (Shaffer, 1977, p.15). In this sense, we can conclude
that the playwright might be against the idea of including equine-assisted psychotherapy
in his play.

In the light of all the above stated arguments and observations, this article discovers
aclose relationship between Peter Shaffer’s play Equus and equine-assisted psychotherapy
(EAP). Alan Strang, who is strongly attached to or obsessed with horses, either as just
“a sensitive boy” (Shaffer, 1977, p. 33), as his mother says, or as one of those “advanced
neurotics” (Shaffer, 1977, p. 60), as Dysart observes, or“...was at least borderline and
probably psychotic” (Glenn, 1976, p. 479), befits the type of client/patient that could
potentially benefit from EAP methods. The study shows the ties between the play and
EAP especially through related studies on EAP, Shaffer’s characterization of Alan, and
related happenings in the play. Alan’s poor communication with his parents, religious
and perspectival polarizations between Frank and Dora, and hence their dysfunctional
marriage and negligence of their child’s healthy development, Alan’s eventual strong
intimacy with horses and his inability to form regular emotional and physical relationships
are primary dynamics in the play that pave the way for the ties with EAP. Furthermore,
the mythological/hero story technique, EAP as a helpful therapy for those patients who
reject regular conversational therapy methods (such as Alan), Alan’s probable empathy
with horses as animals that are alert to the dangers and threats around, horses as
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sensitive and responsive beings that may give Alan what he needs and that can alleviate
PTSD cases strengthen the relation. All in all, the interdisciplinary perspective between
drama and psychiatry/psychology that this study has worked through while analyzing
the relations between Equus and EAP may lead to other, richer analyses of the play.?
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ABSTRACT

Food in literature is always part of a symbolic act, as the characters within do not eat
to stay alive as humans do, but rather, this depiction of eating is always a symbolic
process. Food, especially in science fiction and fantasy fiction, works on an even
grander scale by being an integral part of the world-building process. It operates on
a two-fold scale by serving as a familiar anchor in futuristic and fantastical settings,
while also functioning as a defamiliarizing agent that adds to the strangeness of the
story world. Food is an incredibly complex motif to be explored in literature, but what
will be concentrated on here is the aspect of commensality that is related to food
and food practices. Commensality, often seen as related to conviviality, is the practice
of sharing a table and consuming food together. This practice has connotations of
the deeper meanings vested within food practices in a communal and social sense.
These practices promote harmony and feelings of belongingness and togetherness.
This paper looks at The Long Way to a Small, Angry Planet (2015) by Becky Chambers
through the lens of food to explore how commensality works to create a home and
promote the feeling of togetherness amongst an inter-galactic space crew that
consists of multiple alien species from radically different cultures and communities.
Keywords: Commensality, community, food, family, science fiction
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Introduction

Food studies has taken a cultural turn in recent years, where it has imbibed various
flavours from an interdisciplinary as well as a multidisciplinary background. Food has
become a crucial field of interest for anthropologists, historians, psychologists,
sociologists, and many such academicians. The initial exploration of the field was a
structuralist one, with Claude Levi-Strauss examining the meanings behind eating
customs and cooking styles in“The Culinary Triangle," thereby relating food with culture
(1966/2013). Roland Barthes, in “Toward a Psychosociology of Contemporary
Consumption” (1961/2013), approached food and culture through the perspective of
semiotics that gave rise to the idea that food is “a system of communication, a body of
images, a protocol of usages, situations and behavior” (p. 24).

By regarding food as a communication system—as a language that conveys
meaning—further opportunities arise for the world of food and culture to be explored.
Mary Douglas remains a prominent name in the field with her numerous works, which
are recognised as significant contributions to further thought and ideas. Her explorations
of food have resulted in the notion of food restrictions and taboos functioning as social
codes that create social groups based on inclusion and exclusion (Douglas 1972;
1966/1984b). This notion of collective identity was also explored in the individual realm
when Claude Fischler presented his article“Food, Self and Identity” (1988) as a“speculative
survey” of the relation between food and identity (p. 275). He asserted that food, and
its associated properties, become a part of the consumer when ingested and hence,
argued that food signifies more than mere sustenance. Here, Jean Anthelme Brillat-
Savarin's much known—and often considered clichéd—aphorism “tell me what you
eat, and | shall tell you what you are” (p. 25) from The Physiology of Taste (1885/2009) is
built upon by Fischler to present a mutual relationship of identification between food
and the consumer.

David B. Goldstein (2018) opines that though what we eat is quite important in the
nutritional sense of sustenance and appropriate nourishment, he asserts that“how or
with whom we consume each food is just as important” (emphasis in original, p. 40); a
notion that was introduced by Jordan Rosenblum (2010) as well. Food is not something
that is merely consumed, but is eaten in a social setting, even when one eats alone.
Food is “relational,” asserts Goldstein (2018), for it circulates through ecological
transformations and is further influenced by processes associated with the relationships
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among people. The social aspects and interactions with food are broadly grouped
under the term“commensality,”which is, in turn, derived from the Latin word commensalis,
which refers to the practice of eating together at the same table (p. 40). While
commensality finds itself an area of academic inquiry in the social sciences, it has only
recently gained academic interest from the literary world. Goldstein (2018) affirms that
commensality would be an appropriate lens through which food relations in literary
works could be looked at to understand how language and imagination plays an
intrinsically important role in the creation and maintenance of the relationships between
people and also between people and the world around them (p. 42).

Food in Science Fiction

Science fiction“inhabits the realm of imagination, offering us glimpses of the world
as it might be—whether in an alternate present or a possible future, on earth, in space,
or on a distant planet” (Retzinger, 2008, pp. 369-370). A work of science fiction is
governed by the premise that it “requires material, physical rationalisation, rather than
a supernatural or arbitrary one. This grounding of ... [science fiction] in the material
rather than the supernatural becomes one of its key features,” writes Adam Roberts in
Science Fiction (2000, p. 5). Jean P. Retzinger (2008) finds that it is this insistence of the
materiality that leads science fiction “to address the humans'biological as well as social
and psychological needs” (p. 370).

Food and its consumption are basic necessities that have a place in almost all realms
of life. George Slusser (1996) even goes so far as to argue that “[hJumanity is defined
by what it eats, and how and when it eats it” (p. 2). While it is possible to map out a
timeline from the past to the present of how human beings ate, Slusser notes that
science fiction “projects this same food-driven history into the future” with the wild
possibilities of the comestibles that will form a part of our diets in the future. Mentions
of food and eating in science fiction and other alternative modes such as fantasy and
horror also provide a space to explore the unasked and challenge the existing notions
of “the civilised tables of mainstream fiction” (p. 2).

Barthes (1961/2013) argues that “an entire ‘world’ (social environment) is present
in and signified by food” (p. 26). This signifying aspect is especially relevant because
science fiction authors often use food as a medium to exhibit the extra-terrestrial and
futuristic nature of the worlds that they create for the stories. Mervyn Nicholson (1987)
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asserts that even though eating is a necessity that is part of a daily routine for humans,
thatis not the case for characters in literature. He finds that “in literature eating is always
a symbolic act”as the characters do not eat for sustenance to stay alive, but rather, they
eat for a symbolic purpose (p. 38).

Food in science fiction works on a two-fold scale, writes Retzinger (2008), with
familiar foods functioning as an “anchor” to these alternate worlds, while unfamiliar
ones serve as a defamiliarizing agent that makes these constructed worlds even more
removed from the present reality. By presenting familiar food imagery in these novels,
the future is seen as a reassuring thought wherein at least some of the usual customs
remain the same. Conversely, “strange foods help emphasise the strangeness of the
future,"thereby forewarning the readers of what remains in store for the future. He also
points to how food suggests the interplay between nature and science, as recent
innovations in technology have greatly influenced how food—nature’s bounty—is
grown and processed (pp. 370-377).

Food in science fiction also functions as a prop that aids in the believability of the
illusion of the imaginary worlds (Forster, 2004, p. 252). David Seed (1999) observes that
science fiction novels and films“are not producing arbitrary fantasy but rather reworking
key metaphors and narratives already circulating in the culture” (p. 2). Therefore, food
functions to lend relatability to the context of the science fiction work and to anchor
the reader to the make-believe reality presented.

The Building of Togetherness

The novel The Long Way to a Small, Angry Planet (2015) by Becky Chambers—which
later went on to become the first novel of the Wayfarers series—begins with the premise
of a motley crew of multi-species beings aboard a spaceship called Wayfarer accepting
an inter-galactic mission to travel to a distant planet as part of peace-treaty negotiations.
During the plot, the narrative shifts to offer glimpses of each crew member and their
backstories while elaborating on their relationships and their perception of being part
of a found family. The readers are offered introductions to the members of the crew
on their long journey to the planet. The work does not posit any one character as the
protagonist and instead offers shifting perspectives wherein each character takes turns
to play the central role in moving the plot and the sub-plots along.
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Rosemary, a human and a new addition to the crew, is the first character who makes
an appearance, and it is through her, that the readers are introduced to the other
members of the crew. Ashby Santoso, another human, is the captain of the ship. The
ship’s pilot is part of an alien race called the Aandrisks and is named Sissix. The two
human mechanics aboard the ship are Kizzy and Jenks. Dr. Chef is the Grum alien
referred to as such due to the roles that he takes on as the ship’s onboard medic and
cook. The navigator, Ohan, is part of an alien species known as the Sianat pair where
their bodies serve as hosts to a virus that takes over their higher thinking capacities,
and hence they prefer the pronoun of “they” so that the virus is also given the
consideration of existence. The human Corbin is a fuel scientist. The ship’s final member
is Lovey, an artificial intelligence-based configuration that controls the ship’s workings
while also serving as the pan-ship communication system.

This article seeks to explore Chambers’world in the novel through the lens of food
to explore how commensality works to create a home and promote the feeling of
togetherness amongst a space crew that consists of multiple alien species from radically
different cultures and communities Food is always at the peripheries in the novel. It
never takes a centre-stage position, but its mentions are interspersed throughout—
either as snacks scattered all over the ship by Kizzy, as the fruits and vegetables
painstakingly grown and doted upon by Dr. Chef, meals as time markers which convey
the progression of the days, and as corporeal necessities to be performed even at the
times of crises. Food events and interactions from this book will be looked at from these
vantage points: how each crew member’s individual relations are with food, how the
crew comes together over food and the dining table to partake in commensality, and
eventually, how the crew as a unit interacts with other communities through food
relations. This analysis is to understand how their personal relations work to create a
found family within the crew and how they present and identify themselves as such
in the presence of other social groups.

Individual to the Found Family

Rosemary’s primary concern on boarding the ship is to satiate her hunger. Her
nervousness at the prospect of her new job, the fear of her new crew alien members,
and the anxiety of hiding her past are all pushed down her list of priorities to satisfy
her human need. Dr. Chef links her name with the herb called rosemary and waxes
eloquent about how herbs combine “both the medicinal and the gastronomical,”which
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he finds to the essence of himself as well, owing to his dual role as the cook and the
medic (Chambers, 2015, p. 37). The herb is of significance later, when Dr. Chef orders
“a few starters of rosemary plants”to honour Rosemary’s acceptance into the crew (p.
155).

An indicator of Rosemary’s class is seen when she remarks about never having eaten
bugs before. This marks her status as higher than most humans in the story world, for
the destruction of the earth and the scattering of humankind over the various other
planets and asteroids led to humans having to look for alternative food sources.“Insects
were cheap, rich in protein, and easy to cultivate in cramped rooms, which made them
an ideal food for spacers” (p. 38). Rosemary would have belonged to an immensely
affluent family to have eaten conventionally human food by real world standards. This
small admission opens to a larger insight by the author into the ideas of food politics
and the cultural notions built on class, accessibility, and wealth. Rosemary’s privileged
ancestry is a matter of shame for her, and she seeks to hide it from the rest of the crew.
Sissix and Dr. Chef seem to understand her hesitation and do not remark on it any
further. Jenks states that he had eaten beef before, to which the rest express their
disgust at the idea. The notion of food in science fiction being simultaneously familiarised
and defamiliarized is seen here with the consumption of beef touted as unnatural
instead of the commonplace consumption of insects, which is quite different from the
world outside the book.

On behalf of everyone on the ship, the ship’s captain Ashby assures Rosemary that
she will fit right in with the crew to fill the gaps in their functioning as a team. While
this explicit mention of belonging is taking place, Sissix helps herself to the food from
Rosemary’s plate, thereby adding in the implicit element of companionship, which
shows that the crew has already started to see Rosemary as one of their own (p. 39).

Rosemary’s observation of the dining table already set for dinner creates the ambience
of the kitchen and dining space where her introduction to most of the members of the
crew occurs:

The chairs surrounding the table were mismatched, and about a third of
them designed to fit non-Human posteriors. Soft lights hung from long
wires over the table, capped with shades of different colors. It was far from
the fanciest table Rosemary had ever seen — the napkins were faded, a
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few plates had dents, the condiments were all cheap brands — but it felt
inviting nonetheless. (Chambers, 2015, pp. 33-34)

The warmth of the space and how it emanated the feelings of being lived in made
her feel like she could find a place for herself among the rest of the crew. She is cognizant
of the dining table as a space to build connections and not to burn bridges, for she
thinks to herself that bragging about her knowledge was not something to be “said to
new colleagues over dinner” (p. 41).

The way the others sit at the table also shows the intra-relations among the crew.
Ashby, as the captain, sits at the head of the table, and Dr. Chef sits right across from
him. Sissix, Jenks, and Kizzy choose to sit at the same side of the table while Corbin sits
across from them, indicating the strained relationships that he has with the rest of
them. Rosemary is invited to sit near Ashby with an empty seat between her and Corbin.
Dr. Chef explains that the empty one is meant for Ohan, although they never occupy
it as they prefer not to eat with the others for fear of harming the virus they carry. Ohan,
although only symbolically, is granted a place at the dining table, and in turn, a place
of their own within the crew and the ship. “l want them to know that they’re always
welcome,” says Dr. Chef, even “if they can't eat with us” (p. 44).

Sissix later mentions that she does not need to eat dinner at all, for her kind consumes
smaller bites of food throughout the day. She only indulges in the dining experience
because she likes “sitting down with everybody in the evening,” as it is one of her
“favorite Human customs” (p. 45), a notion Dr. Chef agrees with as he feels the same.
Food preferences, notes Retzinger (2008), and the ability to eat are often used to
“distinguish human from alien or human from cyborg” (p. 380). Considering this notion,
the crew sees dinnertime as one where they can get together at the end of the day,
indulge in the familiar movements of passing over plates laden with food, ensure that
everyone has enough to eat and drink while talking about what occurred during their
jobs. Even though they eat in different ways or, in the case of Lovey, not eat at all, the
dining table functions as a central gathering spot wherein these conversations are
welcome and help their relationships flourish as they recharge with the necessary
sustenance. This finds a reiteration in Susanne Kerner and Cynthia Chou's (2015) assertion
that “commensality is the essence of food” (p. 1). As Goldstein (2018) observes that
“while literary commensality takes place...in particular social contexts, literary scenes
of meals and metaphors of food and drink are usually constructed in order to point
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beyond and beneath the particular to the symbolic and material foundations of human
relations” (p. 43), or in this particular case, inter-species relations.

Commensality “serves as a medium for shared cognitive taboos in boundary-
maintaining mechanisms” (Kerner & Chou, 2015, p. 2). Rosemary finds that commensality
also broadens her conception of alimentary restrictions to include things that were
once taboos for her, such as the insects that she now takes great relish in eating once
she overcame her initial inhibitions regarding the alien food. Sissix helps Rosemary eat
the unfamiliar food, thereby leading them to bond with each other while appreciating
the differences in their life experiences—ones that mark the differences between them
while still adding to the collective experiences of the crew.

Kizzy's fire shrimp snacks are a ubiquitous sight on the ship, as she brings them with
her everywhere. It is even a part of her list of emergency items, ranking at a priority
level equivalent to her tools (Chambers, 2015, p. 229). These snacks, even when
denounced by others as a“cheap snack,” are defended by Kizzy when she replies with,
“[a] cheap snack you can only get from my colony, which makes them a rare delicacy”
(p. 45). Deborah Lupton’s (1994) ruminations on the symbiotic relationship between
food and memory, wherein she affirms that food memories and preferences are part
of“a shared cultural experience”and are a result of “socialisation from earliest childhood”
(p. 668), show that more than the taste, it is the nostalgia and the cultural associations
that Kizzy has with these snacks that make these so dear to her. The crew members
further associate these generic snacks with Kizzy, especially after they see that the care

packages from her parents contain these same snacks.

Food memories also serve as triggers that remind people of bad experiences and
things they wish to leave behind. When the dining table conversation shifts to the topic
of desserts, the mention of “real milk”ice creams at once brings in a bout of homesickness
for Rosemary as well as the aftertaste of the life that she had chosen to forget. Dr. Chef’s
“spring cakes” serves as the perfect dish with which to overwrite her memories of the
ice cream, or at least, to serve as a new memory of a much-loved dessert that she creates
with her crew (Chambers, 2015, p. 47).

Dr. Chef’s relationship with food is quite nuanced. His journey from his tumultuous

past as a military doctor to his tranquil present as a medic and cook was facilitated by
food. He was offered a place on the ship while managing a soup stall— a venture of
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adopting the culinary sphere that he had undertaken to forget his past as a war medic.
Perhaps through his life experience, he chooses to be cognizant of personal rituals of
mindfulness, self-care and attention and taking the time to indulge in the practices
that he finds a place for in the kitchen. He takes pleasure in his ritual of preparing his
tea, for a“solitary cup of tea required more care, a blend carefully chosen to match his
day. He found the ritual of it quite calming” (p. 205).

Implicitly understood routines and procedures, especially those involving food,
forms a crucial part of the smooth functioning of the crew. Dr. Chef reiterates them for
Rosemary on her first official workday on the ship: “Breakfast here is a help-yourself
affair, as is lunch. Snacks are available throughout the day, so stop by whenever you're
peckish....there's always tea. You can get yourself a cup anytime you like” (p. 62). Jenks
and Kizzy introduce Rosemary to mek, an alcoholic drink. Claude Grignon (2001) finds
that socially “approved food and drugs” such as alcohol “enhances communicative
exaltation, allowing a lowering of censure and reserve” (p. 29). This practice could also
be seen as a ritual of commensality and a rite of passage as an initiation into life on the
ship while simultaneously functioning to lower inhibitions and communicative barriers,
thereby creating, and strengthening bonds.

The mek drink makes its appearance at multiple places in the novel. Jenks’ friend
Pepper offers to buy him the drink when he visits at her shop. It is also offered to the
crew by Kizzy’s friends after they all have become comfortable with each other. This
shows the universal notion of partaking in food and drink as a social activity to forge
connections.

Furthermore, the business transaction between the friends is not seen as an economic
venture. Pepper asks Jenks to compensate her labour by getting her a meal instead of
fixing a monetary price. Additionally, Kizzy also offers to buy Rosemary a meal to seek
forgiveness after a momentary tiff between them, something she had also done in the
past to placate Sissix. Hence, food also serves to mend existing social connections while
also serving as a means of compensation.

“It is disingenuous,” writes Douglas (1984a), “to pretend that food is not one of the
media of social exclusion” (p. 36). By keeping people out, the boundaries between the
in-group and the out-group are clearly demarcated, leading to the exclusivity and the
sense of privilege granted when one is invited to dine with a group. Commensality
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functions as both an inclusive and exclusive process (Fischler, 2011, p. 533). The implicit
acceptance of an outsider makes them part of the in-group, as in the case of Rosemary
when she is welcomed as part of the Wayfarer crew. Commensality also produces
bonding (p. 533), to an extent where consuming the same food is thought to make
people more like each other. Moreover, sharing food is also thought to create intimacy
and relations. These relationships could be sensual and lust-driven or even platonic
with associations of kinship. “Consubstantiation, or the sharing of touched food, i.e.,
food ‘contaminated’ by contact with another person, indicates greater closeness in
personal relationships” (p. 533). The mention of food also comes up when Ashby offers
to get a meal for himself and for his partner Pei, who he just had sexual intercourse
with. The meal here is seen as a way to extend the created intimacy from the lustful to
the social setting, while tapping into the universal idea of replenishment after intercourse,
even among alien species.

Ohan, who prefers their space and stays away from the crew, eventually starts
seeking their company after the realisation that they do not have much time left to
live. The notion of food functioning as medicine is seen here when Dr. Chef prepares
“a variety of homemade tinctures and teas, made from herbs recommended for easing
the pain”for Ohan, as they refuse to take medicinal drugs (Chambers, 2015, p. 139). Dr.
Chef’s consideration seems to have touched Ohan, as they now begin to spend the
time that they have left in the presence of the crew.

Food and its associations within a domestic setting are articulated when Sissix
grumbles about Dr. Chef being too “parental” He responds by saying, “I feed you and
heal you, how else am | supposed to be,” thereby associating the role of the parent with
the one who cares to satisfy the needs—physical and social—of everyone (p. 145). On
being robbed and attacked by inter-space thieving aliens, the crew is visibly disturbed,
and Ashby is injured. After the initial damage control steps, Dr. Chef invites everyone
to the kitchen to“throw together some comfort food” (p. 170). This functions to distract
everyone from the memories of the attack while assuring them of safety through the
notion of comfort food.

The Family as an Inclusive Unit

The crew stops later on an asteroid to replenish their supplies after the robbery and
repair the ship. Kizzy’s friends from the asteroid extend the offer of drinks to the crew.

630 Litera Volume: 32, Number: 2, 2022



George, N.

Douglas (1971), analysing the categories of food events in her own home, asserts that
“drinks are for strangers, acquaintances, workmen, and family. Meals are for family,
close friends, honoured guests. The grand operator of the system is the line between
intimacy and distance” (p. 66). This line from intimate to distant can easily be aligned
with one from the private to the public (Fischler, 2011, p. 535). The invitation for drinks
soon extends to meals and mek when the crew interacts with Kizzy’s friends. The
friendship develops from being seen as an extension of Kizzy’s social circle to
interconnected links wherein the groups interact and grow close, thereby enclosing
them in a warm circle of friendship.

When Pei and her crew find themselves aboard the Wayfarer due to an attack on their
cargo ship, the opportunity to extend hospitality is in the hands of the Wayfarer crew.
Dr. Chef graciously welcomes them to help themselves to the kitchen supplies, and soon,
“lelverybody was swapping stories and chowing down,” thereby extending the warmth
of their communal circle to their captain’s partner and her crew (Chambers, 2015, p. 246).

Aninstance of exclusion is observed at the reception for the peace-treaty negotiations.
Most of the crew keep to themselves and their side of the table, occupied in eating
and conversing among themselves. They are wary of the Toremi, the alien species
forming the opposing sector of the negotiations. The Toremi do not consume any
edibles from the event spread as well, and the mutual exclusion is starkly visible.

Conclusion

The point of a family, he'd always thought, was to enjoy the experience
of bringing something new into the universe, passing on your knowledge,
and seeing part of yourself live on. He had come to realise that his life in
the sky filled that need. He had a crew that relied on him, and a ship that
continued to grow, and tunnels that would last for generations. To him,
that was enough. (Chambers, 2015, p. 50)

The above lines from Ashby’s perspective articulate his feelings towards his crew.
He sees them as his family, and this is a notion that is shared and propagated by the
other members of the crew as well. The motley crew finds themselves identifying as a
found family through various practices, especially ones where food qualifies as an
integral aspect.
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The crew aboard the Wayfarer finds themselves experiencing various situations
through the novel that engages them in working as a team, where the new members
step into their new responsibilities, the old ones cement their spaces, and some even
discover new roles that they wish to occupy. They come across new beings and strengthen
existing connections, thereby creating a network where an individual is part of a unit
and the unit, in turn, has links with other teams. This formation results in a society,
albeit in this case, a multi-species one set in a futuristic world.

Food and food settings as discussed in this scenario work at an implicit level to
provide a sphere for the exercise of commensality wherein “commensal bonds, like the
foods one eats, emerge, transform, and vanish, to recombine later, both as substance
and memory” (Goldstein, 2018, p. 50), thereby forging new social connections,
strengthening favourable existing ones, and severing rotten ones. Hence, society’s
integration is sustained through commensal acts (Kerner & Chou, 2015).
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ABSTRACT

Disability studies, in the beginning, focused on the visibility of impairments, and
autistic characters, who do not show any visible symptoms, were disregarded. A
multidisciplinary approach has recently resulted in integrating autism into humanities.
Autism needs to be studied extensively in literary works since unjust representation
is a major factor that causes neurotypicals to have fixed and prejudiced ideas about
autistic individuals. Scientific studies, in the past, shaped and redefined people’s
perceptions of autism. The term ‘refrigerator mother, popularized by Bruno Bettelheim,
was mentioned in Leo Kanner’s account of autism in 1943. The lack of motherliness
was considered to be the cause of autism, which formed damaging clichés about
autistic children’s mothers. Guilt-ridden mothers blamed themselves for their children’s
autism. Autism, an inseparable identity, was treated as a negative effect of bad
parenthood. Literary works, especially novels, may maintain or eradicate unjust
perceptions of autistic children and their parents. This unfounded hypothesis called
‘refrigerator mother theory’is not sustained today; however, in the past, it damaged
the relationships between autistic children and their mothers. Popular opinion was
convinced that mothers were to be blamed for autism. This study aims to discuss the
relationship between an autistic child and his mother in the novel Here| Am! by Pauline
Holdstock, a British-Canadian writer. It is clear that this unfounded hypothesis is not
supported and reflected in the selected novel since the author offers the reader an
intimate mother and son relationship in the novel which is in contrast with the typical
cold and aloof mother with high intelligence and a needy child.

Keywords: Autism, Pauline Holdstock, disability studies, Here | Am!, refrigerator mother
theory

0z

Engellilik calismalari, baslangicta engelliligin gérintirligiine odaklanmis ve herhangi
bir gortinir belirti gostermeyen otistik karakterler g6z ardi edilmistir. Cok disiplinli
bir yaklasim, son zamanlarda otizmin beseri bilimlerle bitiinlesmesiyle sonuglanmistir.
Haksiz temsil, nrotipiklerin otistik bireyler hakkinda sabit ve 6nyargili fikirlere sahip
olmasina neden olan biiyiik bir etken oldugundan otizmin edebi eserlerde kapsamli
bir sekilde incelenmesi gerekmektedir. Gegmiste yuritilen bilimsel arastirmalar,
insanlarin otizm algilarini sekillendirmis ve yeniden tanimlamistir. Bruno Bettelheim
tarafindan popdiler hale getirilen ‘buzdolabi anne’ terimi, Leo Kanner'in 1943'teki
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otizmi inceledigi calismasinda ilk defa ortaya konulmustur. Annelik duygusunun eksikligi, otizmin nedeni olarak goértlmus
ve bu bakis agisi, otistik cocuklarin anneleri hakkinda zarar veren kliseler olusturmustur. Kendilerini suclu hisseden anneler,
cocuklarinin otizmi icin kendilerini suglamislardir. Ayrilmaz bir kimlik olan otizm, kétil ebeveynligin olumsuz bir etkisi olarak
ele alinmistir. Edebi eserler, 6zellikle romanlar, otistik cocuklarin ve ebeveynlerinin haksiz temsillerini stirdtrebilir veya ortadan
kaldirabilir. ‘Buzdolabi anne teorisi’ olarak adlandirilan bu temelsiz hipotez bugin surdirtilemez bir durumdadir; ancak
gecmiste otistik cocuklar ile anneleri arasindaki iliskilere buyik zarar vermistir. Yaygin goris, annelerin otizmin sebebi olarak
suclanmasi gerekliligi olmustur. Bu ¢alismada, ingiliz-Kanadali yazar Pauline Holdstock tarafindan yazilan Here | Am! romaninda,
otistik cocuk ve annesi arasindaki iliskinin incelenmesi amaglanmaktadir. Segilen romanda, bu temelsiz hipotezin desteklenmedigi
ve yansitilmadigi agiktir; clinkii yazar, zeki fakat soguk ve ilgisiz anne tiplemesine zit olarak sicak bir anne-cocuk iliskisiokuyucuya
sunmaktadir.

Anahtar Kelimeler: Otizm, Pauline Holdstock, engellilik calismalari, Here | Am!, buzdolabi anne teorisi
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Introduction

Autism has always been a controversial subject on the public’s agenda. Various
causes have been associated with autism although some have never been based on
concrete scientific findings. Other than genetics and environmental factors, unfounded
hypotheses such as MMR (measles-mumps-rubella) vaccinations and bad parenthood
have been blamed as the causes of autism. Autism is the focus of public attention since
it is considered to be on the rise. It should also be noted that associating autism with
bad parenthood or vaccinations is not entirely based on fabrications. Various scientific
studies fortified these claims at a time when little was known about the origins of
autism. Bruno Bettelheim's refrigerator mother theory was in fact first implied in Leo
Kanner’s study, then theorized and popularized by Bettelheim. Although these scientific
studies have been proved unfounded, maintaining the allegations in fiction will have
detrimental effects on both autistic individuals and on their parents and also on the
readers.

The aim is to analyse how a character with autism is defined and represented in
Herel Am!(2019), how society sees a six-year-old autistic boy, and his level of exclusion.
The relationship with Frankie and his mother can only be witnessed in Frankie’s
retrospective narrations, and it is obvious that Frankie and his mother had a caring
relationship. She was not aloof, emotionally distant, or strict, which are key personality
features that cause mothers to be defined as “refrigerator mothers."This does not mean
that being a cold and strict mother deserves to be labelled and blamed. In the novel,
it is ascertained that Frankie had a better relationship with his mother than his father.
While his father was generally on business trips, Frankie and his mother spent time
together.

Disability studies, in the beginning, focused on solely the visibility of impairments,
and autistic characters, who do not show any visible symptoms, were disregarded. A
multidisciplinary approach was needed, and it has recently resulted in integrating
autism into humanities. The medical model of disability studies focuses on the impairment
of the body, which means that the disabled individual is in such a condition because
of the impairment. The social model, on the other hand, stresses the social conditions
which create a disability. If perfect conditions are ensured, disability is out of question,
which means a disability can be eradicated (Shakespeare, 2006).
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Autism is a neuro-developmental disorder that was first described by Leo Kanner
in his article called “Autistic Disturbances of Affective Contact”(1943), and Hans Asperger,
at the same time, described this syndrome unaware of Kanner’s studies. In The Diagnostic
and Statistical Manual of Mental Disorders (4" ed.), a mild form of autism was called
Asperger’s syndrome to describe people with milder symptoms, and they were referred
as people with high-functioning autism (American Psychiatric Association, 1994).
However, in the last edition of the DSM, ‘Asperger’s syndrome’is no longer a different
and separate classification. In the DSM-V, it is also stated that individuals who were
once diagnosed with Asperger’s syndrome should now be diagnosed with autism
spectrum disorder. It should be noted that these people do not have any challenges
verbally or intellectually (American Psychiatric Association, 2013, p. 32). These autistic
individuals have limited interest in certain subjects, and some difficulties associated
with pragmatic competence (American Psychiatric Association, 2013, p. 50). Autism
spectrum disorder is now an inclusive category, and it is “diagnosed only when the
characteristic deficits of social communication are combined with excessively repetitive
behaviours, restricted interests, and insistence on sameness” (American Psychiatric
Association, 2013, p. 31). Therefore,‘Asperger’s disorder’is no longer a separate condition.
People who were diagnosed with ‘Asperger’s syndrome’ before are now on the autism
spectrum. The artificial dichotomy between autistic people and people with Asperger’s
syndrome has thus been eradicated. Dividing people into“low-functioning”and “high-
functioning” categories only serves the purpose to make judgements on people with
severe symptoms. The autism spectrum is so vastly broad that generalization is not
probable; however, there are some common symptoms that the majority show. The
DSM-V lists the deficits in communicative behaviours such as understanding body
movements and facial expressions such as gestures. Maintaining eye contactis also a
challenge for autistic individuals (p. 50). Two main features of autism are thus challenges
in communication and excessive behaviours.

Refrigerator Mother Theory

Leo Kanner was the first to diagnose some children with autism. He listed the
common autistic features and made a clear classification. However, Kanner led the way
to blame mothers for autism. He concludes his study by implying that mothers might
be one of the reasons. Kanner and Bettelheim ended up creating a major and hurtful
cliché.Kanner, as a pioneer in the field, tends to blame autism on parents:“It is not easy
to evaluate the fact that all of our patients have come of highly intelligent parents. This
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much is certain, that there is a great deal of obsessiveness in the family background”
(1943, p. 250). Kanner continues to say that “there are very few really warm-hearted
fathers and mothers. For the most part, the parents, grandparents, and collaterals are
persons strongly preoccupied with abstractions of a scientific, literary, or artistic nature,
and limited in genuine interest in people” (1943, p. 250). Kanner's search of the source
of autism in psychoanalytical explanations is understandable because he lived in an
era when psychoanalysis was a breakthrough. Both the popularity of psychoanalysis
and Kanner's status as a pioneer contributed to the spread of this hypothesis among
common people. Kanner, in 1949, once again stresses the education level of the mothers
(420-421). Thus, intelligent but cold mothers were targeted, and they were assumed
to be responsible for their autistic children:

Some time ago, | went to see an autistic child, the son of a brilliant lawyer.
| spent an evening with the family. Donald, the patient, sat down next to
his mother on the sofa. She kept moving away from him as though she
could not bear the physical proximity. When Donald moved along with
her, she finally told him coldly to go and sit on a chair. (Kanner, 1949, p.
422)

Kanner, based on his observations as a psychiatrist, surmised that autistic children
had disciplined and cold mothers. In 1949, however, Kanner focused more on the
biological causes rather than psychological ones (Grandin & Panek, 2013, May 01).
Explaining autism through psychological factors was a mistake. This mistake was
supported and popularized immensely by Bruno Bettelheim. He asserted that autism
was probably biological, like an inclination, and had to be combined with bad parenthood
to demonstrate itself. This unfounded deduction created guilt-ridden parents, especially
mothers who were considered to be the primary individuals responsible for bringing
up their autistic children. People thought that if it had not been their inadequate
parenthood, those children would not have been autistic. Bettelheim states his opinions
that are not grounded on any scientific explanations. By simply basing the cause of
autism on bad parenthood, Bettelheim leaves no room for further insight because
people in that period openly embraced the idea that a child’s relative normality was
disrupted by an inadequate parent. The child’s sudden withdrawal is thus explained
by psychoanalytic reasoning. Bettelheim accepts the fact that autism is a biological
reality but advocates that it is triggered by the mother’s negative feelings. Bennett et
al. conclude that the popularity of the Freudian theory was the cause of such a quick
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judgement and accusation. They also state that although the refrigerator mother theory
is a scientifically disproven one, it continues to have detrimental effects on parents
(2018).

Bruno Bettelheim’s book titled The Empty Fortress: Infantile Autism and the Birth of
the Self (1967) created controversy since the author deduced that emotionally distant
mothers could be the cause of autism, and he also gave a name for these mothers as
‘refrigerator mothers' This is a highly problematic cause and effect relationship. This
unfounded hypothesis created great suffering among parents for decades as they
accused themselves of their children’s autism. Later, Bettelheim’s false credentials were
proved. This false and hurtful hypothesis is no longer taken seriously; however, a
common view was established. It should be underlined here that medical writings
immeasurably affect the social life of autistic individuals by establishing an unjust
stereotype. In this example, not only do autistic individuals suffer, but their parents are
also subjected to unfair prejudice.

Bettelheim clearly states that the mother’s unwillingness to have an autistic child
may trigger the onset of autism. He undoubtedly accuses mothers of their children’s
autism.This is a devastating remark made by a then-popular scientist, Bettelheim. There
were various factors that caused Bettelheim to popularize such a hurtful theory that
maintained its popularity for a long time. Harry Harlow’s experiments, for example,
clearly affected Bettelheim’s views (van Rosmalen et al., 2020). Harlow left some monkeys
socially isolated to see the effects of social deprivation. Baby monkeys were fed by wire
monkeys, and they were deprived of maternal care. Bettelheim used this experiment
as a justification and strengthened his views on the connection between autism and
the absence of maternal care. Kanner stated, for example, that“genuine lack of maternal
warmth” (1949, p. 422) was a common trigger that causes autism. It was the main remark
that supported Bettelheim. Bettelheim’s popularity as a psychiatrist contributed greatly
to the ‘refrigerator mother’ theory (Chown & Hughes, 2016). According to this theory,
“[tlhe autism was latent—until poor parenting came along and breathed life into it”
(Grandin & Panek, 2013, May 01). This latent condition was considered to turn into
autism because of bad parenthood. The bad parenthood was regarded to stem from
cold mothers rather than fathers, and thus“[a] cold, distant, and career-oriented mother,
known as the refrigerator mother, was the prevailing explanation as to why some children
develop severe emotional and behavioural problems” (Davidson, 2017, p. 404). The
attempt to find a psychological reason for autism leads to disregard the biological
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reality of it, so this makes people tend to psychoanalytical explanations. In this study,
the somatic reality of autism is stressed.

Mother and Son Relationship in Pauline Holdstock’s Here | Am!

Autism has recently been highly popular in the USA and in other countries, and one
of the most persistent metaphors is to show autistic people as strangers (Broderick &
Ne'eman, 2008). It is evident that before the diagnosis of autism, there were autistic
people that were depicted in literary texts (Brown, 2010). In media, there is a frequent
misrepresentation as beating autism. It is generally depicted as an illness that needs
to be overcome (Aylott, 2003, p. 11). Disability is also regarded to be a kind of personal
tragedy that needs to be prevailed against (Barnes, 2012, p. 12). People with extraordinary
bodies are expected to explain their conditions and also comfort others (Couser, 2005,
p.604). It should be kept in mind that rather than aniillness or tragedy, autism is a form
of identity. Loftis stresses this feature:“[d]econstructing cultural stereotypes of people
on the spectrum and exploring autism’s incredibly flexible alterity as a signifier of social
and cognitive difference...” (2015, p. 2).

Social support is considered to be a crucial means of enabling autistic individuals
to feel comfortable with others. While providing the support needed, the attempt to
classify people according to their needs is unfair. Thus, defining the value of autistic
people based on their abilities, with terms such as high-functioning, is regarded to be
damaging (Murray, 2010). However, it is evident that Frankie has less severe symptoms.

Frankie’s logic to go to France is problematic because it is based on an old promise
made by his parents. As a family, they were supposed to travel to France, but this
promise did not become reality due to his mother’s sudden and unexpected death.
Frankie has a sharp memory, which may be stereotypical, but his retentive memory is
not the focus of the novel. In this study, Frankie’s relationship with his mother is of
primary importance since the novel clearly does not reflect the prejudice that autism
can be caused by emotionally distant mothers. Frankie cannot cope with stressful
situations. He rocks his body and tries not to think of it. Her mother’s death is too much
to deal with for him. Frankie is depicted as a child with extraordinary power of memory,
which is still a stereotype. However, the scope of this study is limited to Frankie's
relationship with his mother. Although as a reader we can observe their relationship
only retrospectively from Frankie’s recollections, we can sense that his mother had an
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essential role in Frankie’s life. The protagonist cannot cope with his mother’s death,
and in order to forget, he gets on a ship and travels to France. As revealed in my
dissertation titled Representation of Autism in Contemporary English Novel, fathers are
mostly depicted as aloof characters who cannot sustain healthy relationships with their
autistic children. On the other hand, mothers are reflected to be caring, responsible,
and loving (Tulgar, 2020, p. 60). However, in the late 1940s, a damaging cliché was put
forward to allude that mothers should be held responsible. This is also worrying in
terms of feminist studies because although fathers are equally responsible for bringing
up children, they are not held accountable.

The story is told through alternating points of view but mainly Frankie’s. His mother’s
death is narrated by several witnesses like his grandmother, his father Len, and his
teacher Miss Kenney. Frankie's recollections are written in a childish manner, from the
perspective of a six-year-old. Thus, they contain grammatical and spelling mistakes.
Frankie is a clever child with acute observation skills. However, his pragmatic competence
is not adequate to interact with other people without difficulty. His relationship with
his mother is only understood through a retrospective narrative. Frankie narrates the
events in detail, which makes the passages long and boring. He has a photographic
memory that helps him memorize any visual input, which makes his memoir lengthy
and elaborate. Even at the age of six, Frankie grasps the fact that normalcy is praised
and appreciated in society. Thus, he tries to find ways to look ‘normal’ even when he is
a fully grown-up person. He imitates the behaviours of others to look‘normal’:“It made
me feel funny too because | don't like touching strangers but | did it because that is
what you're supposed to do if you're normal” (Holdstock, 2019, p. 4)'. Touching and
being touched invade his personal space, and this is the main reason he avoids this
act. Other than that, most symptoms are invisible. Murray (2006) stresses that the
autistic person cannot show that they are disabled due to the invisible disabled status
of autism (p. 29). Another problem arises from the fact that disabled bodies’ perspectives
are absent in a way that able-bodied individuals try to reflect their own perspectives
which are not likely to be in parallel with the experiences of the disabled (Linton, 1998,
p.526).This is especially true for autistic people since those with severe symptoms are
unable to reflect how they see the world. As a result, one-sided retelling of experiences
by neurotypicals who have autistic children increases, which creates the construction
of identity in terms of their subjectivity. Murray underlines the fact that there have
been numerous representations of autism on TV and media; however, those are limited

1 From now on, only page numbers will be given for the citations from Here | Am!, by Holdstock 2019.
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to certain issues. These representations are regarded to empower various stereotypes
about autism, the most important of which is exceptionality related to superior
intelligence (2008a, p. 246). Osteen criticizes the inconsistencies within the disability
studies such as the lack of a theoretical framework and its stress on the visible impairments
rather than the invisibility (2008, p. 3). Autism, in this respect, is frequently ignored due
to the lack of any visible symptoms, and thus this makes disability an “extraordinarily
unstable category” (Davis, 1995, p. xv). In movies, the vast majority of characters have
savant skills (Draaisma, 2009, p. 1477). Since the public has no direct contact with
autistic individuals, representations in literary texts help construct a definition (Baker,
2008, p. 229).

Guilt-ridden mothers blamed themselves for their children’s autism for decades
before it was finally revealed that mothers could not have been the cause. Autism,
which is an inseparable identity, was treated as a negative effect of bad parenthood
arising from failed marriages. Bettelheim (1967) states that while some biological factors
may come into light in the future, mothers’ discouragement stemming from the fact
that their hopes were not satisfied, since they did not have neurotypical children, might
have been the primary cause of autism:

Throughout this book | state my belief that the precipitating factor in
infantile autism is the parent’s wish that his child should not exist. While
the same wish may not cause the same disturbance in other children, and
while at some future time we may learn that some organic factor is a
precondition of autism, the fact is that almost all organic conditions that
have so far been linked to this disease are also present in nonautistic
children. (p. 125)

Maintaining this unfounded hypothesis called “refrigerator mother theory”is today
not possible thanks to new findings; however, in the past, it was a damaging cliché
that affected mothers in their communities. In the novel, this damaging stereotype is
not supported with further examples.

Various features of autism are reflected throughout the novel. Frankie is, for example,
sensitive to too much noise and light, which is one of the core features of autism.
According to Uta Frith, there are three core features of autism, and these are difficulties
in socializing, communication, and imagination (1991, p. 2). She also stresses that
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people experience these difficulties in different levels. Social interaction, language
development, and imagination, together with repetitive behaviours form “the triad of
impairments” (Wing & Gould, 1979, p. 13); after Lorna Wing's studies, autism is usually
defined in terms of these three core symptoms. Frankie demonstrates these core
features of autism; what is more, he also wants to be accepted by his peers, and that
is why he tries to be like everyone else. He uses the word “normal” when he speaks of
other nonautistic people. He is not ready to accept his true identity. Normalcy is praised
by society, and Frankie is aware of this fact:“l learned very quickly that the trick to fitting
in is to fake affect” (p. 238). He uses upsetting words such as “disorder”, “abnormal’,
“normalize” (p. 238) to point out that he has always been ostracized by people around
him. People anticipate that the result of being alienated by society is to become more
courageous. This unfair expectation is criticized by the author. Frankie writes in his
memoir: “| thought brave was only when you have to get a splinter out or rescue
someone from a fire. | didn't think you had to be brave all the time” (p. 138). According
to neurotypicals, being autistic inevitably requires the autistic person to be brave.
However, this notion is defied in the novel in view of the fact that autism is an identity
rather than being an obstacle that makes them brave. Frankie clearly asserts that being
autistic and being brave are completely different.

Dealing with excessive stress causes certain repetitive behaviours such as rocking,
clapping and flapping. Frankie cannot focus on his surroundings under great stress.
As a coping mechanism, he blocks all sensory input, resulting in him being assumed
to be aloof and pretentious. Bright lights, colours, loud noises create distress that causes
him to lose his attention. “The playroom was nearly as noisy as the cocktails and all
bright colours” (p. 13). Hypersensitivity to certain stimuli is evident in autistic individuals.
In a study, of the 46 subjects, 23.9% of them were diagnosed as highly sensitive to
sound and two of them were uncomfortable with intense sounds (Gomes et al., 2004,
p. 797). Gomes et al. state that 90% of autistic individuals respond to sensory stimuli
abnormally (Gomes et al., 2008, p. 280). The auditory abnormalities in autism are
primarily comprised of auditory hyposensitivity, auditory hypersensitivity, phonophobia,
and peculiar interests in certain sounds (Tan et al., 2012, p. 33). Autistic individuals may
have low tolerance for sensory perceptions, and amplified pain may be one of these
core features of autism (Clarke, 2015, p. 2). Unexpected and sudden sounds are highly
disturbing for him, and what’s more, as a hypertactile, the fear of being touched is
overwhelming for him.
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Frankie narrates to the reader how he found his mother dead in the armchair. It is
obvious, from the nicknames her mother gives to Frankie, that they had an intimate
relationship:“So when | went in the sitting room | saw MyMum in the big armchair. She
didn’t turn round and say Good morning Sunshine! She didn’t even move. | said Mum!
I'm up! And she still didn’t turn round” (p. 16). However, Frankie’s calm nature while
coping with his mother’s death alludes to his lack of empathy. He is portrayed as a fairly
cold character devoid of feelings. Nevertheless, it should be stressed that neurotypical’s
reactions to tragic events may dominate people’s behaviours. An autistic person’s
reaction to death cannot be criticized or undermined by comparing it to a neurotypical’s.

Anyway | was exhausted. | was exhausted for what had happened to
MyMum and exhausted for trying to make people understand and
exhausted of being mad with them and their stupid faces and all of the
stupid lies you can hear in their stupid voices when they say things they
don't really mean and you know they don't understand and they think
you are lying anyway when you are not. (p. 6)

Frankie's mother had diabetes and drinking problems. The mother figure is portrayed
as a character who is overwhelmed with the responsibilities and duties. She is the one
who is mainly responsible for Frankie whereas her husband is frequently away on
business. The father is a character with fewer responsibilities, and he prefers staying
away from the daily problems to being a part of the family life. The father, Len, is
portrayed as aloof, insensitive, and selfish. At the end of the novel, it is implied that the
reason behind the mother’s death might have been suicide. It should be asserted that
the autistic child is depicted as the main reason for the couple’s failing marriage in the
novel. The mother and father figures, on the other hand, are merely reflection characters.
In novels featuring autistic children, the enduring mother and irresponsible father
figures have so far been stereotypical. The mother’s comments on her husband show
that the father figure is stereotypical in the novel as well: “l know he loves me even if
he's a bit useless like My Mum says. Said” (p. 211). Frankie knows that his father is
confined to a rather passive role in the family: “Gran wasn't as fiery as my mother but
she was nowhere near as passive as Dad” (p. 231). Len’s mother describes her daughter-
in-law and criticises her son: “Tantrums, panics, silly behaviour, screaming — none of
it mattered when push come to shove. She put up with it all. And more. Seven days a
week. Unlike Len” (pp. 20-21). Len alienates himself from his family. His mother is aware
of the fact that Patti suffers psychologically and physically. “Bloody Len. He was never
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there, for God’s sake! Always some excuse why he had to add another day” (p. 21). Itis
surprising that Frankie does not even consider his father a part of his family. Len, as a
father, cannot be compromising because his need to be alone away from responsibilities
now predominates. Although it may be the case, it is unfair in terms of true representation.
It has been found that marriages of those who have autistic children are not necessarily
doomed to end. Establishing a relationship between failing marriages and autism is
clearly a damaging approach that could produce devastating effects on the autism
community. Those problems arising in Patti, the mother, and Len’s marriage cannot be
linked to Frankie. These unfair attributions made to determine the cause of a situation
create false expositions. For example, Kanner stresses that spouses are rather cold to
each other, but they rarely get divorced. The mutual respect they have for each other
continues the marriage:

Matrimonial life is a rather cold and formal affair. There is no glamor of
romance in premarital courtship, no impetuousness in postnuptial mating.
On the other hand, there are no major animosities. There has been only
one separation or divorce of any of the 55 couples. The parents treat each
other with faultless respect, talk things over calmly and earnestly, and
give to outsiders the impression of mutual loyalty. (Kanner, 1949, p. 421)

In literary texts, the marriages of those with autistic children seem to suffer from
the lack of communication and lack of equal share of responsibilities. While the father
figure is evasive, the mother figure is portrayed as strong and responsible.

Patti lost a baby before Frankie's birth, and this loss as well may be a trigger for
Patti's psychological distress. The stressors in her life are difficult to cope with; however,
linking the cause of a possible suicide attempt to autism is both worrying and damaging.
Her loneliness, combined with overwhelming responsibilities, alludes to a possible
suicide. Frankie feels that her mother needs a friend in her life since she is usually alone
in her thoughts. She is in a relationship that is unsettling and disturbing. She may not
have found the strength and support to continue her life. Frankie describes his mother
as“someone who might be lonely, who might like a friend” (p. 238). He also knows that
his mother loves him the way he is. Remembering the past reveals some disturbing
facts about Frankie’s mother. She may have used a number of pills that led to an
overdose. Frank, as an adult, interprets her mother’s past and concludes that she might
have commited suicide: “Too many pills, taken in a haze of grief after Uncle Jack — or
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a too-sudden withdrawal, under pressure from Dad” (p. 233). Frankie’s mother appears
to be a tragic character, and what is more worrying is that society perceives her to be
a failure and a mother without warm feelings.

The author narrates Frankie’s behaviours after his initial discovery of his mother’s
death:“I said You're dead aren’t you. That’s when | knew. She didn't burst out laughing
like she would if it was a trick” (p. 16). His daily routine is not disrupted by his mother’s
death. This scene has the potential to be disturbing since Frankie is reflected as an
unfeeling and cold-hearted character. He completes his morning routine:

but it was time to eat my cereal so | got down and ate it. | sat beside her
on the floor with my shoulder next to her leg. When | had finished it was
time to go to the toilet and brush my teeth and comb my hair. (pp. 16-17)

He makes a cup of tea, and then he goes to school like he does on a normal day.
Before leaving for school, he waits for his grandmother, but she does not show up.
He tries to find a priest since he knows that a priest can bury people. He washes his
hands thirteen times. The grave difference in Frankie’s reaction to his mother’s death
from the one of a neurotypical’s may be disturbing for people who are not familiar
with autistic individuals. To the layman, this different way of responding to a tragic
event can mean that autistic individuals lack empathy and any real emotions. Frankie’s
teacher, Miss Kenney, who is also one of the narrators in the novel does not believe
Frankie and dismisses the possibility of his mother’s death. Although she later regrets
and feels ashamed, she is one of the main reasons for Frankie’s escape from home.
Miss Kenney feels ashamed of herself for not believing Frankie. She does not sleep
for three days. She tries to justify herself by saying that Frankie generally likes
exaggerating:“He was just exaggerating to get attention. Or making it up. Like when
he told me there’s a bird that can fly backwards” (p. 105). While Miss Kenney does not
think much of Frankie, he criticizes his teacher’s actions and manners that are not
appropriate to her profession. As a teacher, she lacks the empathy and knowledge
that are necessary to know an autistic person. Miss Kenney chooses to ignore Frankie:
“She likes ignoring. Ignoring is probably her favourite thing” (p. 146). Her ignorance
results in Frankie's escape from home. Although he does not disclose the death of
his mother to his grandmother or father, he believes that he will not be understood
properly by the people around him.
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Losing his mother, as his sole supporter and a person who understands him better
than anyone else, affects him gravely because he is now like an orphan:“l am like a
whole orphan. Like a baby orangutan. Everyone was deciding where | should be and
what I should do” (p. 211). His escape from home is the result of his mother’s death
since he does not want to live in a home where his mother does not exist: “l did not
want to go home to my house where MyMum used to be. | did not want her to be
missing” (p. 94). From the excerpt, it is clear that Frankie has a loving mother who is
the only person that truly understands him. He is clearly treated differently by his
peers, and his father is not usually around. His mom is the only person who spends
most of the day with him.They have respect for each other, and his mom never implies
that she does not want an autistic child as a son. Bettelheim'’s refrigerator mother
theory is certainly not applicable, and it should be disregarded. The fact that he lost
the most precious person in his life has devastating effects on Frankie. The cold
mother stereotype is not sustained by the author, and a mutual loving relationship
between a mother and a son is thus reflected in the novel. Frankie is also withdrawn
for fear that he might offend his mother’s legacy or reflect his mother’s personality
unrightfully. He writes: “Now | feel bad | wrote about MyMum because you will think
she is not a nice person. But she is. Was. | know she was. That's why | don't have to
cry”(p. 74). Itis clear in the novel that the refrigerator mother theory is not maintained
and supported.

Reflections of an Autistic Adult

At the end of the novel, it is revealed that Frankie is now in his sixties and conducts
neurological research at Cambridge. His once-written memoir is a reminiscent of his
autistic self which is naive and unconfident. He remembers his adventure as a little
boy. His retrospective interpretation of his past is revealing since he now has the ability
to evaluate the circumstances clearly and maturely. He accepts his autistic identity and
cherishes it. He is now aware of some psychological challenges he has. Frank may have
self-diagnosed himself with avoidant personality disorder (p. 233), or he may have
been officially diagnosed with it. Although he does not give details about the diagnosis,
heis willing to accept and defy those challenges. His memory lane also unveils various
unanswered questions about his parents. Frank questions whether his father was
unfaithful or not, and whether his mother had suicidal ideas or not. His past may be
more bleak than reflected in his memoir.
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The main reason behind his escape from home was people’s lack of understanding
of what constitutes the autistic identity. Frankie’s emotions were not in accordance
with the societal values; and thus, he was considered to be a boy without empathy.
People around Frankie did not regard it possible that there might be an unconventional
way of coping with a traumatic situation. He was judged by neurotypicals on the
grounds that he did not show his feelings appropriately. Appropriateness is seemingly
determined by the dominant group, and Frankie’s reactions to his mother’s death were
not accepted by society. In the novel, Frankie was clearly in mourning for his mother;
nevertheless, neurotypicals’ attitudes forced him to flee. He, as an adult now, is aware
of neurotypicals’ prejudices:

Looking back, | can see — | think — why people had difficulty believing
me. If my story were true, they reasoned, why wasn't | in floods of tears,
sobbing with fear and grief? They couldn’t understand it. And what people
still find disturbing is the thought that | was devoid of “real” emotion. They
regard my six-year-old self as quietly horrific, some unnerving Stephen
King creation. (p. 238)

The disturbing comparison set up between Frank’s old self and a horrific creation
without real emotions shows that autistic children are misrepresented. It is deemed
unlikely that they can show their emotions in a different way than neurotypicals. Frank
asserts that he loved his mother in his own way:“In the short time | knew her, | loved
my mother. | know what | know. | loved her in my own way, not the ‘normal’ way, and
she understood” (p. 238). Complying with social norms for autistic individuals is not
comprehensible since they fail to understand the point. The damaging stereotype that
autistic people lack empathy and the ability to love and build intimate relationships is
worrying, and Frank clearly suffers from this cliché. Kissing or touching is not a way of
showing affection for Frankie to even his parents:“l never like kisses. They are too close
to my head where all my mind is. | like it to be private there” (p. 116).

Conclusion
In the past, some unfounded hypotheses affected societies gravely. The refrigerator
mother theory;, which was first introduced by Leon Kanner and later popularized by

Bruno Bettelheim, implied that children had autism due to the cold manners of their
mothers. The novel Here | Am! by Pauline Holdstock depicts a six-year-old's adventures

Litera Volume: 32, Number: 2, 2022 649



Autism and Refrigerator Mother Theory in Fiction: Pauline Holdstock’s Here | Am!

on a ship after finding out his mother’s death. In the novel, the mother figure is
represented as a caring and loving one while the father is depicted as an aloof character
who does not wish to assume responsibilities. Frankie and his mother have an intimate
relationship. It is clear that in the novel‘the refrigerator mother theory'is not supported.
Frankie's mother is a tragic character who may have attempted suicide in the past. It
is a cliché to assume that Frankie had a cold mother with little empathy because she
was a caring mother with a sense of responsibility based on Frankie’s recollections. In
literary texts, maintaining such a damaging stereotype is highly dangerous because it
can affect the public opinion in an adverse way, and cause neurotypicals to have biased
ideas that are reflected as facts. It should be asserted that with the help of literary texts
which address not only to the challenges autistic individuals suffer from but also to
the richness of their worlds surely with objectivity and unbiased statements to promote
the autistic identity as unique and validated as those of neurotypicals;, autistic people
can be portrayed impartially in other literary texts, too.
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ABSTRACT

The depiction of space in literature is crucial to every story as it guides the reader’s
imagination regarding the story’s location and the characters’ surroundings. This
paper studies the relationship between architecture, interiors, and literary spaces by
using a methodology that draws on architectural literary analysis, a methodology
that uses literature as a medium to define and analyze architectural spaces and cues.
Specifically, it investigates the connections between architectural and spatial references
and their influences on societal concerns in literature — the literary space within The
Ladies’ Paradise (1883), a novel by Emile Zola (1840-1902). The retail space portrayed
within the novel dominates the narrative. Thus, the architectural spaces are described
to support the storyline. These spatial cues indicate a specific overall theme, namely
capitalism —an importantissue to discuss within architectural discourse. Zola reveals
anew perspective on the social and architectural impacts on society under capitalism
through the public interior space of Ladies’ Paradise. The research also indicates the
correlation between architecture, public space, and retailing culture through the
birth of the “department store," thus forever altering society’s ideology on retail culture.
Although the novel is categorized as fictitious, the representation of 19®-century
retailing culture, women’s role within society, and the significance of architecture are
shown to be realistic to that time. In conclusion, this paper reveals the dialogue
between architecture, societal gender issues, and the evolvement of retail culture
through the medium of literature and derives lessons from this dialogue.
Keywords: Architecture and literature, capitalism, Emile Zola, literary space, The
Ladies’ Paradise
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Architectural References within Emile Zola's Novel, The Ladies’ Paradise

Introduction

Novelists often create a physical environment for the main characters by constructing
a scene, an ambiance, and a literary space for the reader to imagine and sometimes
almost feel and smell the characters’surroundings. In addition, they argue that literature
and architecture are correlated: the former represents a fictional or nonfictional city, a
building, or an interior space through the form of words; the latter represents these
spaces physically (Grafe et al., 2006). While one cannot often translate writings into
physical architectural forms, it is possible to translate architecture into literature.
Furthermore, one of the fascinating aspects of literature is that it allows readers to revisit
and, in a sense, reminisce about a certain time or place. It also allows readers to imagine
fictional places that the reader has never experienced before, which is perhaps its
strongest feature. According to Havik (2006), the reflection of the environment within
literature allows readers to analyze and conceptualize the experience of places. That is,
literature serves as a channel to humanize a space or a place; by situating people along
with their stories and fictitious or non-fictitious histories, it allows the reader to experience
and empathize with the space described. However, rather than describing all the features
of a building, which might be overwhelming, the novelist makes the space more relatable
to the reader by incorporating the human element into architectural descriptions.

This paper explores the connections between architecture and interiors, and between
social and economic issues through literary fiction. The main objective is to investigate
spatial references and their influences on societal concerns within Emile Zola's 1883
novel, Au Bonheur des Dames (The Ladies’ Paradise). Zola (1840-1902) was a Parisian
novelist, poet, dramatist, and essayist, and active member of the literary world, who
contributed to literature and literary theory, which shaped many of his literary works.

Zola, being the founder and pioneer of naturalism, with his literature of analysis
based on solid documents and scientific observation, documents everyday life in the
city of Paris in the 19t century with objectivity and avoids slipping into idealism (Caglar
&Tuna Ultav, 2004). Spatial problems are important for Zola, who is aware that people’s
daily life practices have a spatial dimension. Zola, therefore, presents the reader with
a spatial-temporal picture of the elements of daily life by transforming problems into
spatial relations. Zola’s literary practice is based on a realistic view of the relationship
between the individual and society within the framework of modernization in Paris at
atime when the bourgeoisie was growing. Zola captured the theme of transformation
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during the modernization of urban life in Paris and injected his dynamism by attributing
mythical and epic qualities to the city (Knapp, 1980). According to Berg (1992), Zola
likens Paris to an ocean as Balzac does. Zola only conveys what he sees and reflects the
apparent qualities of a particular place, whose metaphor arises from Paris itself. When
Paris was being transformed by Haussmann between 1853 and 70 (Knapp, 1980), Zola
aimed to expose the sterility of bourgeois life, people’s reckless individualism, and the
collapse of a dissolved society due to unorganized human energy (Nelson, 1986).

Zola's novel, The Ladies’ Paradise, is the eleventh in his twenty-book The Rougon-
Macquart Series: Natural and social history of a family under the Second Empire (1871-
1893). Set in late 19t century Paris, it focuses on a large, successful department store
in the heart of Paris called Ladies’ Paradise. A romance develops within this store between
the two main characters, Denise Baudu (employee) and Octave Mouret (store owner).
According to Ramazani, Zola intended his novel to be“the poem of modern-day activity”
(Ramazani, 2007, p. 126). The first department store in Paris was established to succeed
the Parisian arcades, which were first built in the first half of the nineteenth century
(Benjamin, 1982/2002). Zola expands his social perspective to embrace all socio-
economic realities.”[...] Zola is known for conducting extensive on-site research, cutting
and pasting newspaper articles, and making formal studies with eyewitness testimony
and his own first-hand accounts, his novels are thus much more than the literary
equivalent of a film documentary” (Kew, 2006, p. 6). He writes about new forms and
capitalist private enterprise. Although the department store destroys the small old
shops around it, it is seen as an inevitable product of progress and economic
modernization (Caglar & Tuna Ultav, 2004). According to Zola, the development in
large-scale companies was an important factor that created the essence of late 19t
century France. The development of trade at this level is seen as a phenomenon that
causes changes in social values and traditions (Bozbeyodglu, 2002). Zola questions the
cross-section of modernity with the department stores that emerged with the
development of the clothing industry at the intersection of modernity and (Caglar &
Tuna Ultav, 2004). Nelson argues that The Ladies’ Paradise is an important text because
it marks Zola's desire to broaden his social perspective and embrace the whole of
socioeconomic reality through his description of the establishment of the first great
Parisian department store (Nelson, 1986).

The depiction of space in literature is crucial to every story as it guides the reader’s
imagination of the story’s location and [the] characters’ surroundings. Glaser (2014)
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defines literary interpretations of space as“architectural description in prose fiction as
a privileged narrative space ... the unfolding of architecture, and its capacity to create
powerful thematic resonances” (p. 11). The retail space, Ladies’ Paradise, portrayed
within the novel dominates the narrative; descriptions of its architectural spaces support
the storyline. Emile Zola creates an almost divine version of a retail store, thereby
establishing a utopian architectural adaptation of the regular retail space that was
popular at that time. While utopia can be described simply as the perfect form of a
scenario or space, Coleman (2007) suggests it is “a concept (even a force) with both a
positive and a negative dimension, each counter-balanced by ideology, which itself
has positive and negative dimensions counter-balanced by utopia” (p. 10). Additionally,
the spatial cues in Zola’s novel indicate a specific overall theme, namely capitalism —an
important issue to discuss within architectural discourse. The novel was written during
a crucial part of retail space history when consumerism was being boosted by the shift
from small retail spaces to larger department stores. As Tamilia (2007) notes, “the
evolution of the department store is intimately related with the processes of urbanization,
transportation, and industrialization. The department store was marketing’s contribution
to the Industrial Revolution” (p. 229).

Zola's novel, The Ladies’ Paradise, was chosen as the subject of this paper due to his
elaborate illustrations of social and economic issues during the late 1800s through
spatial representations, as well as his firm criticism of capitalism through literary fiction.
Kamm (1983) states that in Zola's work the department store is a symbol and an embryo
“of vast working societies of twentieth century, unveiling and even eclipsing new
activity, a new city, a new life” (p. 325). The main discussion focuses on the new utopian
retailing typology and its social and economic dominance in the novel as well as the
spatial representations of the architectural and urban environment surrounding the
storyline. The research methodology used within this paper draws on architectural
literary analysis, a methodology that uses literature as a medium to define and analyze
architectural spaces and cues (Tuna Ultav, Caglar & Durmaz Drinkwater, 2015). While
The Ladies’ Paradise explores the role of capitalism within a society, it is not limited to
the social and economic issues surrounding this matter but also evaluates capitalism’s
effects on architectural spaces surrounding the storyline. This paper, therefore, looks
into Zola's novel in terms of capitalism and the parameters encircling it, as well as the
novel's exterior and interior environments. Zola’s subtle criticisms of social and economic
issues have been comprehensively studied within the literature as he created an
extravagant utopian haven in The Ladies’ Paradise. This paper evaluates the importance
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of architecture within Zola’s literary fictional text and assesses how the physical
architecture affects the book’s characters. It also explains how the author successfully
provided such detailed descriptions of the department store and surrounding buildings.

Capitalism and Retail Culture

As a new type of retailing, department stores created a new culture during the 19t
century, starting in Paris. Au Bon Marché, builtin 1838 and catering to Paris’s emerging
middle class, was arguably the world’s first department store and the first specifically
designed for this function (Carlson, 2006). In a letter dated 1882, Zola describes the
story as “the creation of one of those big department stores, like the Bon Marché or
the Louvre, that have stirred up and revolutionized commerce in France”. As with all
his novels, he makes observations about The Ladies’ Paradise before writing it. He wrote
64 pages of his 100-page novel in the time he spent in Le Bon Marché and 34 pages in
Le Louvre (Bozbeyoglu, 2002). He also mentions that “[he] shows it at war with small
commerce, which little by little is devoured by it” (Ramazani, 2007, p. 129). The store
created a new wave of consumer behavior amongst women, as described by Miller
(2014):“1t was the world of leisurely women celebrating a new rite of consumption” (p.
3). Miller also describes this new form of retailing as the“bourgeoisie’s world” - connoting
the middle class, regarding their materialistic values. According to Carlson (2006):“There
is little wonder why the department store was‘one of the sights of Paris; as it encompassed
all the novel spectacles of the 19™ century under one roof: the crowd, electrical lighting,
wall-length mirrors, modern architecture, wax mannequins, and perhaps the most
sensational, the frequent public arrest of a shoplifter” (pp. 151-152).

Nelson (1993) describes the store as“a model of the new capitalism, of an economic
system based on the principle of circulation, movement, turnover, the constant and
increasingly rapid renewal of capital in the form of commodities” (p. 233). The department
store not only aimed to sell merchandise, it also sold its own invented culture of modern
retailing. This new culture served as the epitome of modernity as it not only promised
material consumerism but also provided a space that curated cultural events for the
public (Kaiser, 2012). That is, it was an enclosed public space where people could spend
their leisure time. However, that is not to say that nothing like it had existed previously,
as the department store was a product of evolution. Merchants often owned stores
selling specific merchandise, acting as niche markets, with similar stores habitually
found in the same area. Since this increased competition, some merchants decided to

Litera Volume: 32, Number: 2, 2022 657



Architectural References within Emile Zola's Novel, The Ladies’ Paradise

scatter throughout the city with various specialty shops forming a shopping arcade, a
constellation of retail stores selling different products that went together, thus utilizing
cross-selling methods (Clausen, 1985).

These shopping arcades also encouraged more consumption, mainly because it
was effortless, as consumers only needed to visit one area to purchase a variety of
goods. Clausen (1985) also mentions that the evolution of retail stores was not the only
factor encouraging the emergence of department stores. In addition, production was
also evolving, specifically booming mass-production, which made large quantities of
products available at significantly reduced prices, thereby promoting consumerism
while feeding the needs of the bourgeoisie world (Clausen, 1985; Miller, 1981).

Consumer capitalism can be loosely defined as a manipulative tool to mold the
needs and wants of consumers in a way that benefits the product or service distributor
(Silla, 2018). This is important for this paper since the strategy of consumer capitalism
accelerated with the birth of the grand magasin (Hennessy, 2008) at the time when
Zola was writing his novel and criticizing the conditioning techniques throughout The
Ladies’ Paradise:

New choices about consumption are not made at random. They conform
to norms [that] guide behavior in every society. When the individual is
uncertain about what choices are appropriate, he or she will look for
guidance. [..] The real problem, therefore, is to explain the emergence,
development, and elaboration of the various norms of consumption in
society. (Sartroi, 1991, as cited in Trumbull, 2018)

In the novel, Zola addresses the social and economic issues of capitalism and criticizes
the evolution of retail spaces. Zola's point of view on the rise of capitalism that emerged
in France in those years and the reputation of department stores in the business field
is twofold: on the one hand, he is disappointed by the situation of small shops, on the
other hand, he is happy with the future promises of department stores (Bozbeyoglu,
2002). He illustrates this through the literary spaces of the narrative. That is, the
architectural spaces depicted in the novel support the storyline, and architecture and
literature rely on one another to provide a realistic approach (Nakai, 2000). This realistic
approach was also important to Zola in his plays. He bases his Theatrical Naturalism
on three principles: faire vrai (make it real), faire grand (make it big), and faire simple
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(make it simple) (Madsen, 1973). While these three principles were mainly adopted in
his plays, they can also be used to analyze his style of writing in The Ladies’ Paradise.
Zola’s first principle, faire vrai, is seen in the novel in his thorough study of human
behavior and his realistic approach to people’s reactions and consumer behavior. His
depiction of how women react to the department store can be everywhere, as people
are attracted to larger stores offering a wider variety of goods for a lower price:“[Denise]
saw more people in an hour than she had seen at Cornaille’s [a drapers store] in six
months” (Zola, 1883/1895, p. 56). Since the overarching theme of The Ladies’ Paradise
is capitalism, it can also be associated with the Darwinian approach that only the most
successful survive (Claeys, 2000). In the novel, Zola increasingly defines the department
store as a machine that grows larger and more powerful. This forces neighboring
business owners to shut down:“In the old days, when trade was trade, drapery meant
materials and nothing else. Nowadays their only aim is to expand their business at the
expense of their neighbors and to eat everything up” (Zola, 1883/1895, p. 75). The
second principle, faire grand, refers to conflicts in the storyline (Madsen, 1973). In the
case of The Ladies’ Paradise, Zola addresses the issue of capitalism, particularly how
larger corporations drive local companies out of business. This occurred frequently in
the late 19t century as capitalism and monopolies became dominant. As Ramazani
(2007) notes, the main idea of Zola’s novel is to describe the department store as
something which crushes or absorbs small businesses around it (p. 126). The third
principle, faire simple, meaning the content should be easy to follow (Madsen, 1973),
is also evident throughout the novel, as it is a simple and relatable read that takes you
gradually through the storyline. Zola’s writing also allows the reader to easily imagine
the surroundings.

Zola mostly presents his viewpoint through the eyes of Denise. It is as if she is the
judging character, the one that views and, in her thoughts, criticizes her uncle’s shop.
It made her feel“ill at ease; she felt an unreasonable disdain, an instinctive repugnance
for this cold, icy place, the home of old-fashioned trading” (Zola, 1883/1895, p. 56). As
Denise enters her uncle’s shop/house, she criticizes the interiors: “the open door seemed
to lead into the darkness and dampness of a cellar” (Zola, 1883/1895, p. 35). After
experiencing the department store, these features of her uncle’s shop, The Old Elbeuf,
became apparent to Denise: “The Old Elbeuf, with its rusty front and lifeless windows,
appeared to her so ugly, so miserable, seen thus from amidst the luxury and life of her
present standpoint”(Zola, 1883/1895, p. 136). Thus, Zola emphasizes the shiftin consumer
ideology under capitalism and the new retail culture through his literary comparison
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of the “old and outdated” with the “new”. As Ballantyne (2011) remarks, “the signs of
poverty and neglect [...] become more pronounced as the novel progresses, and it is
hardly a surprise to learn that the business does not thrive” (p. 178). He also notes how
Denise is embarrassed to find that her family loyalties oblige her to affiliate herself with
this failing enterprise when she can see that it is doomed - as can everyone except the
long-established shopkeepers, who feel that because they have been there for a long
time, they have aright to continue to be there into the future. They have aniill-founded
conviction that their loyal customers will keep them afloat, even if they can buy goods
more cheaply and in more pleasant surroundings across the road (Ballantyne, 2011, p.
178).

Likewise, Zola elaborately illustrates Denise’s thoughts when she experiences the
department store. He adopts a different literary tone, almost a different sense of writing
that adds much more color, passion, and excitement. By explaining through Denise’s
eyes, he allows the reader to fully comprehend both the retail space itself and its effects
on the consumer:

[The shop] detained her there, interested, impressed, forgetful of everything
else. The lofty plate-glass door in a corner facing the Place Gaillon reached
the first storey amidst a medley of ornaments covered with gilding. Two
allegorical female figures, with laughing faces and bare bosoms unrolled
a scroll bearing the inscription “The Ladies’ Paradise”. (Zola, 1883/1895,
pp. 26-27)

Although historians of gender in the 1970s and 1980s regarded domestic spaces
as more feminine spheres, they later claimed that department stores, as the earliest
manifestation of modernity, were feminine public spaces. Nelson (1993) also points
out that the department store “shows women emerging more and more into the public
spaces of the city” (pp. 236-237). Thus, they confused the traditional understandings
of gender in public and private spheres (Kaiser, 2012, p. 52). As Carlson (2006) notes,
“this ‘temple to woman'’ greatly influenced Zola’s interpretation of the department
store, as indicated by its title, Au Bonheur des Dames, which translates to‘the pleasure,
or the paradise, of women™ (p. 155). Denise’s curiosity and excitement about The Ladies’
Paradise is Zola's interpretation of not just Denise but women in general. Her thoughts
represent other women'’s views about the department store. The display of merchandise
throughout the interior was also something new to consumers. Zola highlights this by

"
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noting how Denise experiences the array of silks: “In the middle of the department, an
exhibition of summer silks illumined the hall with an aurora-like brilliancy, like the rising
of a planet amidst the most delicate tints” (Zola, 1883/1895, p. 580).

Consumer capitalism encouraged new forms of marketing tools that led to a new
wave of retail culture. Alongside the birth of the department stores was the birth of a
new business model that the new retailing style created and implemented to thrive in
the business world. Zola elaborates on these methods throughout the novel by showing
how Mouret, the store owner, uses them in The Ladies’Paradise. The commercial business
model employed by Mouret uses six methods: “price-fixing and price list, the consumers’
free entrance to the stores, the creation of different departments with varied products,
return policy, price reduction united with sales increase and investment in advertising”
(Verheyde, 2012, as cited in Rocha et al., 2014, pp. 56-57). Zola describes this new
marketing approach and its effects on women like Denise through her eyes: she “was
absorbed by the display at the principal entrance. There she saw, in the open street,
on the very pavement, a mountain of cheap goods - bargains, placed there to tempt
the passers-by, and attract attention” (Zola, 1883/1895, p. 28).

Zola displays Mouret’s marketing tactics ingeniously and horrifyingly. The store
owner claims that his new pricing tactics both attract female consumers and give him
control over them within his department store. He believes that female psychology is
easily manipulated because women cannot resist the bargains he offers:

We shall lose a few sous on the stuff, very likely. But what can that matter,
if in return we attract all the women here, and keep them at our mercy,
fascinated, maddened by the sight of our goods, emptying their purses
without thinking? The principal thing, my dear fellow, is to inflame them,
and for that purpose you must have an article which will flatter them and
cause a sensation. Afterwards, you can sell the other articles as dear as they
are sold anywhere else, they'll still think yours the cheapest. For instance,
our Golden Grain, that taffetas at seven francs and a half, sold everywhere
at the same price, will go down as an extraordinary bargain, and suffice to
make up for the loss on the Paris Delight. (Zola, 1883/1895, p. 109)

Another of the store’s persuasive tactics discussed within the novel, the returns
policy, was a new idea then. Zola approaches this through Mouret’s thoughts on the
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reasoning behind it. He explains that it is the answer to hesitant female consumers,
who are not sure whether they want to buy something or not:“Take whatever you like,
madame; you can return it if you find you don't like it” (Zola, 1883/1895, p. 542). Thus,
the store creates a solution, which was revolutionary to retail culture:

He claimed that a woman [was] powerless against advertising, that she
was bound to be attracted by [the] uproar. Analyzing her more ... Thus,
he had discovered that she could not resist a bargain ... And he had
penetrated still further into the heart of woman, and had just planned
the system of ‘returns, a masterpiece of Jesuitical seduction. (Zola,
1883/1895, pp. 541-542)

Since this department store was the first of its kind, the building’s architecture also
affected the general public portrayed within the novel. Other stores operated in niche
markets whereas Ladies’ Paradise offered everything under one roof much more cheaply.
This encouraged consumer capitalism, monopolized the clothing industry, and stole
customers from neighboring stores through Mouret’s marketing tactics.

His creation was a sort of new religion; the churches, gradually deserted
by a wavering faith, were replaced by this bazaar, in the minds of the idle
women of Paris. Women now came and spent their leisure time in his
establishment, the shivering and anxious hours they formerly passed in
churches: a necessary consumption of nervous passion, a growing struggle
of the god of [the] dress against the husband, the incessantly renewed
religion of the body with the divine future of beauty. (Zola, 1883/1895,
pp. 960-961)

Zola's novel provides a significant discussion of the very first examples of department
stores by considering their social and architectural impacts on society under capitalism.
His novel reveals a new perspective while focusing on consumerist society by taking
into consideration gender roles and the contribution of architecture. Zola presents
retailing culture through the lens of women as a crucial target for the new department
stores. These can also be considered as interior public spaces for socializing in a patriarchal
society. They also demonstrate the effects of architecture on capitalism while serving
as a public space.
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Architecture, Public Space, and Retailing Culture

A prologue to the novel of The Ladies'Paradise, it is essential to put forward the amount
of research Zola commenced before writing his novel. Conferring to Bibliothéque
Nationale de France (BnF), as well as Zola's preparatory files, which included his personal
notetaking and sketches as part of his own personal take of department stores, he
would visit establishments such as the Bon Marché and the Louvre day after day to
study the exterior and interior architecture of these establishments in order to fully
capture the essence of the architecture within his novel. He would also study other
details within the stores, such as the positioning of products, the way people would
move within the establishment, as well as their social interactions. As for the exterior
environment of the establishments, Zola would also study the facade and the environment
populating the surroundings of the two establishments. He would also make note and
study the way the people looking into the establishment from the outside would
interact and react to these establishments.

His remarks and studies were translated into notes, which were a part of his preparatory
notes, which were later translated into drafting the initial novel of The Ladies’ Paradise.
His notes aided the creation of his fictitious building, as well as his characters that
inhabit the novel in such a way that it dictated the characters’social interactions within
the novelitself. In order for Zola to create such a realistic approach for a novel, he even
chose a real-life location for the ladies paradise within the heart of Paris, France (Figure
1) that was situated “at the corner of the Rue de la Michodiére and the Rue Neuve-
Saint-Augustin”(Zola, 1883/1895, p. 25). With this, the readers would be able to physically
imagine where the store would be and made it somewhat relatable to them.
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\

Figure 1. Zola's sketch of the location of The Ladies’ Paradise in Paris (Zola, 1881)

Additionally, Zola's preparatory notes included sketches of The Ladies’ Paradise’s
store: location within the city, floorplans, and shelving system, meaning how the
merchandise would be on display within the store (Figure 2). Whilst reading Zola’s
preparatory files, one can argue that his substantially detailed research ultimately led
to the writing of the novel. The reasons for writing such a successfully naturalistic novel
and the writing elements that aided in this success were his attention to architectural
details within his novel, such as the railings that surrounded the interior staircases or
the metal beams that would support the ceiling. These details ultimately allowed
readers during his time and decades later to abundantly experience a nineteenth
century Parisian department store.
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Figure 2. Zola’s sketch of The Ladies’ Paradise Floorplans (Zola, 1881)

For Bishop (2011), the novel - as is typical of Zola's writing - “is crafted with precision,
attaining a perfect marriage of architecture and plot: the novel infuses the department
store with life, whilst the building invests the plot with a sense of concrete reality” (p.
5). The architecture of Paradise is notable because it demonstrates how the retail
dynamic shifted from niche stores to department stores. Nava explains this new retail

and consumer culture as follows:

The new stores modernized retailing not only by offering a wide range
of cheaper, mass-produced fashionable clothes or other commodities,
but also by rationalizing the use of space, making economies of scale,
introducing clear pricing systems and displaying goods in a safe and
pleasant environment so that customers could look and compare without
obligation to buy." (Nava, 1996, as cited in Koch, 2007, p. 40)

According to Hobsbawm (2010), department stores are the product of an era in
which “with the growth of population, urbanization and real incomes, the mass
market, hitherto more or less confined to foodstuffs and clothing, i.e. to basic
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subsistence needs, began to dominate the industries producing consumer goods”
(p.53).Thus, Zola’s Ladies’ Paradise store can be seen as a step up from the limitations
of item-specific stores that required the customers to move from store to store and
area to area.

Zola also successfully adopted architectural realism in his writing. To depict such a
detailed atmosphere, he worked closely with French architect and writer Frantz Jourdain,
who designed the fictional department store with Zola through drawings and literature
(Nakai, 2000). Zola writes through the eyes of one of the novel's female characters to
exaggerate the grandness of the space:

It was like a railway span, surrounded by the balustrades of the two storeys,
intersected by hanging stairways and crossed by flying bridges. The iron
staircases developed bold curves, which multiplied the landings; the
bridges suspended in space, ran straight along at a great height; and in
the white light from the windows all this ironwork formed an excessively
delicate architecture, an intricate lace-work through which the daylight
penetrated, the modern realization of a dreamland palace, of a Babel with
storeys piled one above the other, and spacious halls affording glimpses
of other floors and other halls ad infinitum. (Zola, 1883/1895, p. 468)

Zola provides such great detail to allow the reader to fully imagine the store’s interior
architecture, particularly the grandeur of the structure itself. By enlightening his readers
with these architectural descriptions, Zola engages in an architectural analysis through
literature. He also depicts his creation through another character, Madame Desforges.
His descriptions of the store’s interior architecture are always elaborate and offer much
detail, with a consistently positive and lively writing tone:

Then as the metallic work ascended, the capitals of the columns became
richer, the rivets formed ornaments, the shoulder-pieces and corbels were
covered with sculptured work; and at last, up above, glistened painting,
green and red, amidst a prodigality of gold, floods of gold, heaps of gold,
even to the glazed-work, whose panes were enameled and inlaid with
gold. In the galleries, the bare brickwork of the arches was also decorated
in bright colors. Mosaics and faience likewise formed part of the decoration,
enlivening the friezes, and lighting up the severe ensemble with their
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fresh tints; whilst the stairs, with red-velvet covered hand-rails, were edged
with bands of polished iron, which shone like the steel of armor. (Zola,
1883/1895, p. 469)

In complete contrast, Zola portrays the other businesses around Ladies’ Paradise
grimly. The surrounding buildings are mostly described in a limiting sense, meaning
that the architecture lacks something. He exaggerates this by using words like “only”
and “nudity’, emphasizing the shortcomings of the architecture of the other shops as
juxtaposed with Ladies’ Paradise:

The house, coated with an ancient rusty white-wash, quite flat and
unadorned, amidst the mansions in the Louis XIV style which surrounded
it, had only three front windows, and these windows, square, without
shutters, were simply ornamented by a handrail and two iron bars in the
form of a cross. But amidst all this nudity, what struck Denise the most,
her eyes full of the light airy windows at The Ladies’ Paradise, was the
ground-floor shop, crushed by the ceiling, surmounted by a very low
storey with half-moon windows, of a prison-like appearance. (Zola,
1883/1895, pp. 34-35)

The department store created a new form of space and architecture: “It was the
cathedral of modern commerce, light but strong, the very thing for a nation of
customers” (Zola, 1883/1895, p. 539). It also offered a new form of public space,
specifically to women, as most women then could only be seen in public with their
families or a male relative (Nava, 1996, as cited in Koch, 2007, p. 63). This new form
of architecture created a public private space within the city of Paris. It was public in
the sense that everyone was welcome to the store regardless of whether they were
there to buy something there or just to spend their leisure time within the establishment.
It allowed people, specifically women, to leave their homes and be within the city of
Paris in a respectable manner. This form of architecture was not available for women
before the start of the department store as women were not to be seen without a
male chaperone. Yet, it was private in a sense that it was not a public square or a park
that was available all times during the day, it had opening and closing hours which
limited the visitations of the public to those specific hours of the day. With that, the
department store evidently represents consumer capitalism in the novel and shows
how such an establishment became a place for both shopping and entertainment.
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Rather than being a necessity, these stores became a medium for socializing for
families and friends (Tauber, 1972). As emphasized in the novel, 19"-century
department stores were places for social interaction as well as commerce. According
to Rappaport (2000), the lack of material history of women and consumption in 19t
century London is a significant gap in commodity culture theory. She argues that
the identities of women and public space were co-constituted. In this case, department
stores are one element forming the desires and identities of women, which mostly
relate to commodification instead of freedom on the streets. According to Beaumont
(2006), department stores “described an urban space in which middle-class women,
in particular, could circulate safely and pleasurably, as independent individuals that
were at the same time the components of a distinctively modern kind of community”
(p. 195). Similarly, Sewell (2011) views department stores as “privatized feminine
public spaces, a feminine island within the more masculine city” (p. 599) while their
ideological purpose was to constrain women by keeping them off the streets. Thus,
Ladies’ Paradise was not just a typical retail department store offering goods. Rather,
it also served the leisure needs of its visitors. Zola created a form of public space
within the department store, where Mouret offered his customers a reading room
where the public could spend their time in for free:

A few gentlemen, lolling back in armchairs, were reading the newspapers.
But a great many people sat there doing nothing: these were husbands
waiting for their wives, who were roaming through the various departments,
young women on the watch for their lovers, and old relations left there
as in a cloak-room, to be taken away when it was time to leave. And all
these people lounged and rested whilst glancing through the open bays
into the depths of the galleries and the halls, whence a distant murmur
ascended amidst the scratching of pens and the rustling of newspapers.
(Zola, 1883/1895, p. 464)

Zola describes the store as a machine of many components, including the people
who work and shop. From Denise’s perspective, Zola mentions the idea of being “inside
the machine” several times (Zola, 1883/1895, pp. 49, 155) while the women working
there are“cogs, caught up in the workings of the machine, surrendering their personalities
(Zola, 1883/1895, p. 134). Thus, this department store is Mouret’s machine, which works
perfectly with its all cogs, including women. As Ballantyne (2011) notes, “the whole
operation is portrayed programmatically as a machinic production of desire, which is

d
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well understood by Mouret, and less consciously assimilated by his customers, who
know that they want to buy the products but are not altogether clear why they would
need them” (p. 183).

Thus, Zola uses detailed architectural elements and interiors to strengthen his
machine-like environments. For example, the staircases are constructed“in the manner
of the grand staircase of the stately home, thereby imparting to the customer both a
sense of occasion and an uninterrupted vista of goods on display at all levels” (Bishop,
2011, p. 4). According to Bishop (2011), climbing the stairs rewards the customer for
her effort in going up by considering the vantage points for the goods (p. 4). Benjamin
(1982/2002) notes the “specifics of [a] department store: the customers perceive
themselves as a mass; they are confronted with an assortment of goods; they take in
all the floors at a single glance; they pay fixed prices; they can make exchanges” (p. 60).
The Ladies’ Paradise reflects the 19" century understanding of department stores by
revealing the existing details in reality.

Parker (2003) points out that early department stores in the 19" century also included
exotic signs, such as items from the Orient, Japanese gardens, and Byzantine bazaars
(p. 364). He remarks on how consumers in the novel are impressed by “the exotic sign-
values of the rugs in their symbolically charged environment, the oriental hall of the
Bonheur des Dames”. These are significant additions to attract customers’ attention
(Parker, 2003, p. 364). According to Parker (2003), the 19*-century department store
customers “engaged in an activity now referred to in the sociology of consumption as

"

‘lifestyle consumption™ (p. 367) the traces of this description can be found in Zola’s

novel.

Zola repeatedly emphasized the power of Ladies’ Paradise on its customers, describing
it as a comforting and secure space for the women who visited. As Mouret explains,
“These ladies are not in my house, they are at home here” (Zola, 1883/1895, p. 467).
Additionally, this form of architecture offered people a place of leisure and community
because the visitors were not forced to buy anything. They were not visiting The Ladies
Paradise for the sole purpose of purchasing; rather, it was a place to be rather than
home. Older stores were the complete opposite. For instance, a person would go to
the carpet store merely to buy carpets; that ideology was changed by the department

7

store.
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Concluding Remarks

In this paper, we investigated Zola’s social and economic views through his writings
while drawing on different disciplines, including architecture, interior architecture, and
consumer capitalism. Zola’s interpretations of the characters and their social interactions,
as well as the spatial representations in The Ladies’ Paradise, were important factors to
understand the social and economic issues highlighted by Zola.

Zola describes neighboring stores within a negative, grey, and dim overall setting,
which can be felt and imagined by the reader. In contrast, one imagines Ladies’ Paradise
as a kind of heaven, with an airy feel and beautifully orchestrated window displays,
and which is warm and inviting to the general public. The store has a duality: on the
one hand, it is a public space for women to socialize. On the other hand, it depicts a
consumeristic prison in which women are encouraged to buy more things and become
social in a “safe place” In that era, these enclosed spaces provided practical public
interiors, which scholars have described as a second home with security and sociability,
as if this was the only suitable environment for women in that society. The society’s
ideology creates a false consciousness that affects women who want to be both safe
and social within these consumeristic prisons. Thus, architecture is an important figure
in the novel that highlights the link between consumerism, retail culture, and gender
issues at that time and the general conditions of the 19* century.

Many studies have investigated architecture, public space, and capitalism through
retail culture. However, this study discussed these issues through the perspective of
Zola in terms of the relationship between literature and architecture. Literary analysis
can be used for understanding such subjects through their depiction in novels. The
Ladies’ Paradise is a valuable example of a clear and realistic representation of the 19t-
century retailing culture, the roles of women in society, and the importance of
architecture. In Zola's novel, spatial representations play a significant role in fully
comprehending how Parisian department stores affected society regarding these
issues. Zola's novel helps the reader to construe these issues in connection with each
other while this study reveals these connections through literary analysis. The study
aimed to reveal the triangular relationship between architecture, gender issues in
society, and retail culture under capitalism, so further studies could investigate other
subjects in Zola’s novel from the same interdisciplinary perspective.
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ABSTRACT

This paper investigates the poetic reality in Primer exilio by Ernestina de Champourcin,
an understudied and forgotten female poet of the Generation of ‘27, also known as
the Silver Period in 20™" Century Spanish Poetry. Most of the 1927 Generation poets
were exiled to Europe or Latin America during the Spanish Civil War or in its aftermath,
and they were only able to return to Spain after the death of General Franco. Upon
their return, they had difficulty in adjusting to their homeland. The female poets
shared the journey of their male counterparts in their social struggle and experienced
the same tragedies. Although their intellectual and artistic identities were known,
these female poets, among whom were important thinkers, artists, writers, and
translators, did not receive the due attention they deserved as their works were not
included in the poetry anthologies of the period and were disregarded by literary
critics, which delayed their rightful recognition and acknowledgement in Spanish
literary history. By considering the social and cultural climate of its era, this paper
explores the poetic realism in Primer exilio by Ernestina de Champourcin, who was
born in Vitoria in 1905. After a discussion of the historical, social, and cultural
circumstances of the period in which the poet lived, which was a critical moment in
Spanish history, her poetic inclinations and the influences on her poetica are evaluated
and the poetic realism created in her work Primer exilio is exemplified by poems
translated from Spanish into Turkish. As a topic that has only very recently received
attention, this paper references articles by Spanish poetry scholars and critics as well
as the poet’s own thoughts and poetry.

Keywords: Women'’s Literature, Spanish Poetry, Ernestina de Champourcin, Primer
exilio, Poetic Reality
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Poetic Reality in Primer exilio by Ernestina de Champourcin, an Exiled Female Poet of the Generation of 27

This paper offers an approach to the poetic reality in Primer exilio by Ernestina de
Champourcin, one of the understudied female poets of the Generation of ‘27, also
known as the “Silver Age” in 20* Century Spanish Poetry. The majority of the 1927
Generation poets, among whom are world renowned literary names such as Pedro
Salinas, Luis Cernuda, Jorge Guillén Rafael Alberti, Manuel Altolaguirre, were exiled
either to Europe or America during the Spanish Civil War. While some died before they
were able to return to Spain, others were only able to return many years later either
towards the end of the Franco regime or after the death of General Franco. Upon their
return, they had difficulty in adjusting to their homeland. The female poets, who were
either friends, relatives, or spouses of the male poets, shared the same fate as these
male members of the 1927 Generation. They accompanied their male counterparts in
their social struggle and experienced the same tragedies. Although their intellectual
and artistic identities were known, these female poets, among whom were important
thinkers, artists, writers, and translators, did not receive the due attention that they
deserved as their works were not included in the poetry anthologies of the period and
were disregarded by literary critics, which delayed their rightful recognition and
acknowledgement in Spanish literary history. This negatively impacted the cultural
development of Spanish society along with the lives and inner lives of these female
poets. By considering the social and cultural climate of its era, this paper offers an
approach to the poetic reality in Primer exilio by Ernestina de Champourcin, who was
bornin Vitoriain 1905. After a discussion of the historical, social, and cultural circumstances
of the period in which the poet lived, being a critical moment in Spanish history, her
poetic inclinations, and the influences on her poetica are evaluated and the poetic
reality created in her work Primer exilio is exemplified by poems translated from Spanish
into Turkish. As a topic that has only recently received attention, this paper references
articles by Spanish poetry scholars and critics as well as the poet’s own thoughts and
poetry.

Each member of the Generation of ‘27 influenced the succeeding generations with
their poetry as well as with their lives and thoughts. The group takes its name from the
300" Anniversary of Luis de Géngora’s death (d. 1627), to revive the neo-romantic
spirit. These poets are the most important poets of modern Spanish poetry. Right before
the Spanish Civil War that erupted between 1936 and 1939 they succeeded in reconciling
the poetry heritage that they had received from the Generation of ‘98, who were mostly
their teachers, with pioneering movements in keeping with a’pure poetry’understanding
of the Generation of ‘14. In this sense, while a leap in the avant-garde style can be
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observed in the poetry of the Generation of ‘27 until the Civil War period, during and
after this war, a more social, yet at the same time a subjective and people-oriented
approach, is employed. This generation had very strong relations with European poetry,
and with the cultural formations they established among themselves, they revealed
the modern face of Spanish society. The group included artists like Salvador Dali and
Luis Bufiuel, who resided in a student dormitory at the time, and female intellectuals,
artists, poets, such as Ernestina de Champourcin, Maruja Mallo, Josefina de la Torre,
Maria Zambrano, Marga Gil Rosselt, Angeles Santos, Concha Méndez, Maria Teresa
Ledn, Rosa Chacel.

At that time, these women pioneers would gather at the Lyceum Club Femenino,
which had been established in 1926. In a conservative Spanish society, where the
women'’s sole place was considered to be the home, Lyceum was transformed into a
center for pioneering women members who fought for getting women out of the
home, demanding their rightful place in cultural and social life and helping each other
grow. The members of this center, who aimed to promote a spirit of female solidarity,
worked in a variety of fields such as literature, arts, sciences, social sciences, and they
organized courses, conferences, and artistic programs with an aim to develop their
own intellectual capacities and talents. These members included the invisible poets of
the Generation of 27 such as Ernestina de Champourcin, Rosa Chacel, Josefina de la
Torre, Concha Méndez and Maruja Mallo. The women members of the center, who
mostly came from aristocratic families, were powerful, cultivated personalities, who
had social sensibilities and a strong stance on life. Ernestina de Champourcin was the
daughter of an aristocratic family, and like many others, spoke English and French.

While talking about herself, the only factual information she gave in her biography
was that she was born in Vitoria on July 10, 1905, and that the rest of her life consisted
of literature. She emphasized that her childhood and adolescence were literally her
intellectual heaven, that her understanding of poetry was not conceptual, that life
erased the concepts that she had previously formed, and that she neither had the time
nor the desire to design new ones (Checa, 1998).

This little statement was made by Ernestina de Champourcin when she was asked
to summarize her background and her understanding of poetry after being accepted,
along with another female poet Josefina de la Torre, to the Anthology of Contemporary
Spanish Poetry prepared by Gerardo Diego in 1932, one of the leading representatives
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of the Generation of '27. It is a statement which, in fact, summarises her whole life and
poetry. Such a statement, however unassertive and sincere, was made at a time when
only two women including herself were accepted for the first time in an anthology. It
was in fact an ambitious statement. On the one hand, she elevated poetry with her
statement that there was only literature in her life from the moment she was born, and
on the other, she elevated life by pointing out that life cannot be reduced to mere
concepts. Indeed, this statement brings the temporality of poetry in the understanding
of the Generation of ‘98 in line with the conceptuality of poetry as defended by the
Generation of ‘14. Bringing together the temporal with the conceptual, in other words
removing the conceptual from the temporary, is one of the major features of her and
the other poets of the Generation of ‘27, especially in their second and final periods.

As Spain was on the threshold of a cultural transformation that had been accelerating
since the beginning of the 20™ century, the poets of the Generation of 27 were pioneers
not only in regard to their writing but also in their thought and lifestyle. Intellectuals,
poets, and authors of the period also supported the Club, which made a great impact
on society with a rapid and significant increase in the number of its members. Regular
speakers included Garcia Morente and poets of the Generation of '27 such as Garcia
Lorca and Rafael Alberti (Walliser, p. 424). However, those who were against the Club,
particularly because of the modern image of women that it represented, were more
in number than its supporters, and they did not hesitate to express their reactions
which at times reached insult level. The ‘hatless’ protest that took place during that
time further reinforced these reactions.

The painters Maruja Mallo and Margarita Manso, who were the members of the
Lyceum, initiated the social movement known as the’hatless’ in Spanish cultural history.
The literary identities of these women were ignored for many years; hence they did
not become known by a wide audience. However, with her book Sin Sombrero, published
in 1977, Tania Ballé Colell exposed the social struggle of that period in a much more
powerful manner by discussing the female intellectuals of the Generation of '27 who
later became famous in the fields of poetry, art, and philosophy (Ball6, 2016).

This movement of walking without wearing a hat, which was a symbol of obedience
and belonging to high class, took place in the Sol Square in Madrid, and was perceived
by the conservative circles of the period to be an example of unacceptable behavior.
These women came be known as’hatless’in Spanish cultural history. In that regard, the
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‘hatless’movement should be perceived as Spain’s concern to reach European standards
as it had felt itself lagging behind culturally since the beginning of the 20" century. It
could also be perceived as an extension of the effort to create a new Spain that had
started with members of the Generation of ‘98 spreading to the entire Iberian Peninsula.
In addition, ‘hatless’became a metaphor for the social change experienced in the twenties.

However, the acknowledgement of women’s existence in the cultural sphere took
along time even by the very men who were building the new society, and this belated
acknowledgement delayed the female poets'taking their deserved place in the history
of literature, as in the case of Ernestina de Champourcin. As Tania Ballé Colell states,
Ernestina de Champourcin expressed her concern very clearly in 1928 in a letter written
to her friend, author Carmen Conde, one of the most modern representatives of group:
“Why can't we just be ourselves, just as we simply are without anything more? Without
a name, without a land, not belonging to anything and anyone, be ourselves, like the
whites in poems or the blues in lilies! (Ballo, p. 17) Champourcin would remain faithful
to those sentences written at a young age in that letter to her friend, and she would
devote her whole life to writing freely, despite the prejudiced attitudes against female
poets.

In her study entitled La recuperacion de la memoria histdrica. Las mujeres olvidadas
de la Generacién del 27, Sara Saz points to school textbooks as the simplest indicator
of this prejudice. She points out that the existence of a poetry anthology with only two
female poets cannot compensate for the absence of female poets in poetry anthologies
that were edited after the end of the Spanish Civil War in 1939. On the other hand, any
Spanish student can count at least half a dozen male names such as Federico Garcia
Lorca, Rafael Alberti, Jorge Guillén, Vicente Aleixandre, Pedro Salinas, Luis Cernuda,
Manuel Altolaguirre, Damaso Alonso, who are always listed under the heading of the
“Generation of 27" in school textbooks (Saz, pp. 301-302).

As Sara Saz explains, this one action would not ensure the female poets’taking their
rightful place in the history of literature. Similarly, Inmaculada de la Fuente, in her work
entitled Mujeres de la Postguerra, states that the names of Ernestina de Champourcin
and Concha Méndez were not put in a place of priority alongside the names of male
poets, but they are only seen in photographs together with the great figures of the 1927
Generation and thus pushed to the margins somewhere between being forgotten and
erased. In this way she underlines the same prejudiced point of view (Fuente, p. 463).
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Along the same lines, Felipe Diaz Pardo in his book Breve historia de la Generacion
del 27 points out different issues of La Gaceta Literaria magazine to demonstrate the
existence of women authors in the twenties and states that in the 3rd issue of the same
magazine dated February 1, 1927, the name of Ernestina de Champourcin is included
under the heading of “Map of Poets”. He points out that the ideas of Ernestina de
Champourcin regarding the genderlessness of poetry are featured again in the 38"
issue of July 15, 1928, under the heading “The Secret of the Poets”. Champourcin here
states that authentic poetry does not make a distinction between a male or female
poet, but only refers to the concept of ‘poet’. While maintaining that exaggerated female
sensitivity does not actually serve poetry and that men can be as sensitive as women,
she also opposes the attempt to associate the poetic spirit with the feminine (Diaz
Pardo, p. 208).

Meanwhile the repositioning of women as active agents in the public sphere became
fully visible in the twenties and was legitimized in Spain to the extent that, in the
Constitution of 1931, women got the right to vote and the right to get divorced.
Undoubtedly, this situation was the result of a historical struggle and developed in
parallel to the emergence of a new model of European woman.

AsTania Ballé Colell states, the emergence of a new model of womanhood in Europe
coincided with feminist movements originating in Europe. However, as far back as the
industrial revolution in the second half of the 19* century women had been in the
business world, especially in England and in the United States of America. This movement
gained momentum with the start of World War |, as women took the initiative in the
family, in society and in business life in place of men who went to the front. At the end
of this period, the new model of woman, which was shaped at the end of the war in
1918, was autonomous, stronger than ever, aware of her own intellectual capacity and
determined not to return to her previous role as an obedient woman (Ballé, p. 14).

The Spanish Second Republic encouraged the creation of a new woman'’s conception,
whose role in society was more active and autonomous. This struggle is also seen on
the same scale in the cultural sphere of the period. As Felipe Diaz Pardo emphasises,
while the male members of the Generation of '27 displayed their avant-garde stance
in art and life, the female members demonstrated an effort to be visible (Diaz Pardo,
pp. 191-192).
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In other words, while the visibility of female poets alongside their male counterparts
was a great innovation in the cultural sphere of the period, female poets still had
difficulty in bringing their intellectual identity to the forefront, and they were merely
left to be satisfied with their companion status. In this respect, the ideas which
Champourcin developed on the genderlessness of the poet are right, and they still
remain valid arguments that aim to prevent attempts to cluster women under the
‘female poet’heading hinting at a gender-based, second-class poet, a view that doesn’t
totally ignore but still doesn’t take women seriously.

However, the battle women won in the social and cultural spheres entered a dark
period in the mid-thirties. The civil war was started by conservative forces who staged
a coup against the Republic. When the coup failed across the country, war broke out
which caused the country to be ruled by a dictatorship from 1939 to 1975, and a new
era began in which inmigration, death and exile prevailed. Like many members of the
Generation of 27, Ernestina de Champourcin lived in exile, away from her country,
feeling lonely and in economic difficulty.

Her first poems were published before she left her country through the influence
of Juan Ramon Jiménez during the period when the Lyceum Club was active. During
the same period, she wrote poetry criticism in various newspapers. By 1936, she had
published four poetry books titled En silencio (1926), Ahora (1928), La voz en el viento
(1931), Cdntico inutil (1936) and had become a well-known poet in her close circle.

Garcia Mendoza draws attention to the modernist and romantic features in Ernestina
Champourcin’s first book, En silencio (p. 189). However, Mendoza points out that in
Champourcin’s book titled Ahora, the literary tendencies that influenced the poet had
changed. The renovation realized in the language of poetry at that time also affected
Champourcin as she moved away from the modernist and romantic lines in her first
book and discovered the nuances of pure poetry under the influence of Juan Ramoén.
Thus she began to be influenced by avant-garde movements. During this period,
together with Juan Ramén Jiménez, Ramdén Gémez de la Serra also became the master
of Ernestina Champourcin, thanks to the technique of“la gregueria” which was a literary
genre he invented. Ernestina Champourcin recreates external reality in her poetry: she
does not sing to the rose, but creates it in poetry, following Vicente Huidobro’s advice
in his poem“Poetic Art”. She creates a new reality from the observation and decomposition
of the experienced into forms and sounds, which are reassembled like a letter puzzle
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to present literary reality (p. 190). Lazaro and Tusén summarized the “gregueria” as a
genre that contains an unusual metaphor and is almost always expressed in just one
sentence. They pointed out that gregueria’s counterpart in painting is Cubism which
is a movement that aims to deform and distort reality (Ldzaro and Tusén, 1981, p. 57).
In this direction, the metaphor, which was used to create a new poetic reality, unlike
external reality, became indispensable not only in Ernestina Champourcin’s poems but
also for all the poets of the Generation of '27. While poetic reality moved away from
objective reality, the language of poetry was separated from that of daily language, so
poetry began to be written not for the public but for the minority. Undoubtedly, Ortega
y Gasset’s article La deshumanizacion del arte, published in 1925, was very influential
in this approach. However, with her third book, a new vision of feelings and sensations
accompanied Champourcin’s poems, and the internal reality overlaps with the external
reality. Accordingly, we can say that her understanding of poetry, as seen in many other
members of the 1927 Generation, is moving towards a much more subjective direction,
in which the‘poetic self’manifests itself more. Undoubtedly, the historical process had
a great impact on this transformation. Since the early thirties, the tendency towards
rehumanization of poetry began, and this trend accelerated in the following years
thanks to the social realism movement. Along these lines, during an interview with
Edith Checa in 1998, by defending that poetry is “the most subjective art that exists’,
Champourcin emphasized that the love she deals with in her poems, especially from
her last period, is beyond human love, it is a more universal mystical love (Checa, 1998).

In 1936, Champourcin married the poet Juan José Domenchina, who was also a
member of the Generation of ‘27. Once in exile, they first went to France and then to
Mexico in 1939. Champourcin worked as a translator in Mexico, and the economic
difficulties she faced to make a living slowed down her poetic production. Her first
book in exile was published in 1952, under the title of Presencia a oscuras. As Garcia
Mendoza has pointed out, there was a noticeable change in Ernestina Champourcin’s
poetry in this book. Love was the protagonist of her poetry in this new period, as it was
in her previous periods, but this time it was divine love. (Garcia Mendoza, 2006, p. 193).
Martinez Calvo stated that Ascunce Arrieta evaluated the book titled Presencia a oscuras
under the period of “Poetry of Divine Love”. This distinction reflects Arrieta’s classification
in the preface to Ernestina Champourcin’s poetry anthology, published in 1991 under
the title Poesia a través del tiempo. Arrieta divided Ernestina Champourcin’s poems into
four periods:“The first poetic exercises”till 1928;“The poetry of human love”from 1928
to 1940; “The Poetry of Divine Love” from 1940 to 1972; and “The Poetry of Love in
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Desire and Association”between 1972 and 1991. (Martinez, Calvo, 2015, p. 4) According
to Martinez Calvo, this book is the poet’s first attempt at religious poetry; it means a
first look into mysticism (Martinez, Calvo, 2015:5).

In 1972, a few years before General Franco’s death, Ernestina de Champourcin
decided to return to her birth country. The Franco Regime had decided to open its
arms to those intellectuals who had proved their love to Spain, despite their political
opposition. Champourcin had been left alone in Mexico after the death of her husband
and she was not young anymore. Since her family was close to the Franco regime, she
had broken away from them as well. But after years of exile, her family asked her to
return, and she accepted this offer. Iker Gonzalez-Allende underlined that after the
death of her husband, the poet lived in an existential exile: the support she had for
many years no longer existed, and stamp of loneliness was placed on her future. But
later, when she returned to Madrid, the existential exile did not disappear, and Ernestina’s
sense of loneliness deepened again (Gonzalez Allende, 2004, p. 167). However, like
many intellectuals who spent the majority of their lives in exile, she had difficulty in
adapting to her homeland, and this time she experienced another aspect of exile,
internal exile. During this period, she projected the whole painful period that she had
experienced during her long stay in Mexico into her books. When she returned to Spain,
she re-lived her exile through the writing of her work titled Primer exilio, reconstructing
itand moving it to the artistic sphere. In this book published in 1978, as she projected
the majority of her life into her poetry, she transformed the external reality into a poetic
reality. While the cities, situations, sensations, moments that she experienced for all
those years are gathered in the book in fragments, life experiences are transformed
into poetic reality, and a bitter taste of exile remains in her poetry as well as in her life.

The first poem in the book is about Madrid, the city that she had to leave in 1936
and to which she returned to live until her death. The title of the poem, like the other
titles that consist of place names throughout the book, is written in capital letters and
placed in parentheses: (MADRID). While capital letters strengthen the associations of
the city, they also revive the individual and collective history. Madrid after the Civil War
is a lost city, it is a city whose name hurts. But that city and that pain are still there (in
brackets). Thus, the parentheses also give readers clues to awaken the collective memory
while the cities mentioned in the titles of the poems almost constitute the diary of an
exile showing the departure of Ernestina de Champourcin from her country. By bringing
together the past of the city with the present, historical reality is made to overlap with
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poetic reality. The parenthesis sign may reflect a turn into a metaphor (like other poems
of this book) of a multi-layered, very painful process. The city where the poet first
experienced youth, followed by war, struggle, and defeat, is also the home that she
was forced to leave. Exile begins the moment she leaves Madrid. However, it does not
end the moment she returns to Madrid: it is diluted by writing because thinking about
what has happened only begins after everything happens.

Accordingly, the first poem takes us to the hidden pain of Madrid in that parenthesis.
The poem projects the sound of the rebel troops who pass through the streets hitting
the ground with their guns and spreading terror in the middle of the night, and the
terror of the people who watch them secretly behind their windows, transforming into
shadows because of fear.

Fear is so intense that any action that can create the slightest suspicion is enough
for them to be visible, recognized and taken away:

(...)
Kimse kapilari agmasin
Kapamasin da.

Bir jest oltimctil
ve geri dénlissliz olabilir.

Hic¢ kimse bir sey yapmasin! (14)
Kimse bir sey yapmasin! (15)
(Arizmendi, 2004, p. 151)"

Madrid fell in 1939, and along with General Franco's troops, fear also took over the
city. The desperation of the people is like the messenger of exile. However, the lyrical
subject has not yet appeared in this poem. The feelings of the terrified people in that
moment are deeply conveyed to the reader. In this sense, we realize that the possibility
of exile is not just the exile of the poet but the exile of us all, as mentioned in the 14
and 15" verse “a gesture can be fatal / and irreversible’, and this can happen to any of
us at any moment. Again, the individual history that we catch the clue of in the title, is

1 Que nadie abra las puertas/ni las cierre tampoco.//Un gesto puede ser/fatal e irrevocable.//Que nadie haga
nada!/Que nada haga nadie!
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transferred to the collective history, hence a new reality is created that is now more
apparent and takes us in as readers from its very first page.

The 5% poem titled (MEMORY OF ANTONIO MACHADO) is a salute to Antonio
Machado, the great master of the Generation of ‘98, who was the teacher of many of
the poets of the Generation of '27: The electric train brings ‘a piece of scenery' This
‘piece of scenery’is a reference to the few lines written on a piece of paper found in
the pocket of the poet who was forced to leave the country because of the Civil War
and who died at the age of 63 in 1939, shortly after crossing the French border:“These
blue days / and this sun of childhood". In the poem that ends with the following lines,
Ernestina de Champourcin seems to create an internal dialogue between herself and
the poet Antonio Machado:

Sézler ne icin?

Onlarla yasamak

ve bir an unutmak icin mi
bizi arayan 6llimii.
(Arizmendi, 2004, p.154)?

Here, in the first poem, exile that can happen to anyone happened to another poet
and a prototype of a poet emerged. That is why the first-person plural is used as the
lyrical subject: “death that seeks us”. When she wrote in her youth the war hadn't yet
taken place. But now, like Antonio Machado, she had seen the war and had experienced
it. She had not died but feared death, and could no longer ignore it: only when she
confronts this fear of death, only when she expresses it, can she do justice to the choices
she made in the past and the years she spent in exile, and get rid of their weight. She
can only do this through poetry because “words are to live with". Words give the poet
stamina, moreover, writing is the destiny of the poet.

Accordingly, the intertextuality Champourcin established in this poem by referring
to another poem within the poem, and her dealing with poetry writing within the
poem can be considered as meta-poetic elements.

As Isabel Gomez Sobrino points out, the theme of freedom in Ernestina de
Champourcin's poems is the pursuit of creative freedom, both personally and aesthetically;

2 Para qué las palabras? / Para vivir con ellas / y olvidar un momento / la muerte que nos busca.
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she also talks about the meta-poetic elements in her early poems; and indicates that
the word ‘sound’ in her book La voz en el viento (Sound in the Wind) expresses poetic
sound (Gémez Sobrino, 447). Accordingly, this poem is a good example of the period
when the poet wrote with an avant-garde understanding of poetry where she brought
together the technique she had developed and the experience she had gathered in
life. For Antonio Machado, poetry is the essential word in time (Machado, 1989: 1900)
Time here is as individual as it is historical: it includes the life of the reader as well as
the poet. The poet and the reader meet in the same process and share a common
destiny. The autobiographical references that Machado points to in his poems gain a
universal dimension thanks to the ‘lyric subject’ that turns into the prototype of the
reader. In this direction, while Machado’s poetry brings together individual and historical
time, it also brings together the poet and the reader, the subjective and the universal.
Accordingly for Machado, poetry is not just a mental effort and cannot be explained
only in terms of concepts, because the conceptual is timeless, whereas the poet/human
is mortal. In this sense, the effort of writing poetry is the effort to immortalize the
moment by carrying it to infinity. Ernestina de Champourcin’s poetry also overlaps with
Antonio Machado’s understanding of poetry in this sense: words are for defeating
death. So, is the result successful? This is debatable. Antonio Machado’s words remain
immortal, but Machado is dead. Being a republican, he had to leave his country and
died as soon as he crossed the French border. Like Ernestina Champourcin, he had left
Spain via Valencia, and their communication continued during this painful escape.
Antonio Machado sent letters to Ernestina Champourcin’s husband and some of them
were his poemes. In this sense, this poem of Ernestina Champourcin can be evaluated
as an example of metapoetry that can be read in multiple layers, with a respectful
farewell to the exiled Antonio Machado and a reference to his poetic understanding.

In the 7™ poem titled (VALENCIA), the use of the plural subject becomes more
evident, transformed to “everyone” or “nobody” This is because here everybody has a
common destiny. Valencia is the city Champourcin and her husband went to after
Madrid before they left Spain. In this poem, via the metaphor of sea, the external reality
coincides with the inner reality: against the immense blue, the consciousness of mortality
is deepened in the reader, and the human despair is emphasized in the face of the
uncertainty of fate and the future. The poet and other poets who went into exile like
her, are faced with an uncertain life, and no one could predict where and how it would
end. At the same time, the sea, in modern poetry, metaphorically expresses the common
space where all lives intersect, all’l's transcendently meet in a common consciousness:
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(...)

Birkac kisi biliyordu, digerleri
bilmiyormus gibi yapiyordu.
Amadeniz...

(...)

Kaybolmak istedi biri
dalgalarin icinde sonsuza dek
Ama deniz ..

(...)

Bunu asla kimse bilmedi.
Sadece deniz ..,

(Arizmendi, 2004, p. 155)*

Thus, the individual voice of the lyrical subject passes from‘l'to another. This approach
explores the sphere of common consciousness that Unamuno and Antonio Machado
perceive as the “world of other ‘I's". In this sphere, the subjective meets the universal
and opposites can be observed. According to poetic humanization as in this poem, the
subjective with the social, the individual with the historical, the historical and the
universal, the human with the divine, and the infinite with the momentary overlap. On
the other hand, the semantic gaps left by the poet were still waiting to be perceived,
and in the 1930s, especially with the Republic, during the Civil War and after, poetic
humanization was again experienced through the poets of the Generation of ‘27, who
moved away from Ortega y Gasset’s art dehumanization approach. As Felipe Diaz Pardo
explains, in the second half of the 1920’s, Antonio Machado was very important to
them. (Diaz Pardo, 2018, p. 133). In this direction, parallels are observed in Ernestina
Champourcin’s poetry, as well as in Machado’s understanding of poetry and that of
other poets of the Generation of ‘27, where the avant-garde elements of the poem are
completed by the reader. In this sense, the story of the exile weaved throughout the
book is based not only on description, but also on the effect of events and situations
created in external reality on the mind, senses, and emotions. And to complete the
fiction, the text demands the mental, sensory, and emotional participation of the reader.
In this regard, while Ernestina de Champourcin’s poetry contains avant-garde elements,
it does not deny the poetic legacy of Modernism, following Ruben Dario, Emilio Carrere,
and other members of this aesthetic cultural movement. Perhaps in her youth, when

3 Unos sabian, otros / fingian no saber ./ Pero el mar...// Alguien quiso perderse / para siempre en las olas / Pero el
mar...//// Nadie lo supo nunca / Sélo el mar..
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asked about her understanding of poetry for the poetry anthology that Gerardo Diego
had edited, due to her poetry situation being within a clearly defined framework, she
succeeded in creating a poetic reality where all the elements that seem to be opposed
to each other could breathe without threatening each other. She was not only known
as a modernist poet by writing within the aesthetic rules of Modernism, but she was a
modern poet who was aware of the evolving aesthetic tastes that changed throughout
her life, and she knew how to synthesize it in her poetry. Nobody could deny that the
lyrical subject in her poems has an individual voice, but no one can limit her poetry as
being autobiographical or anecdotal. What is read is not just the exile, but the poetry
of the exile: preserving the external reality and poetic reality in their spheres, she
deepens each other and creates different layers of reading.

Accordingly, while the 10" poem (BARCELONA) appears as a bloody and dark arena
of conflict, the 12t poem (LA JUNQUERA) metaphorically points to the boundary:

(...)

Orada, sinirda

Karanlik bir ¢izgi ylikseliyor
(Arizmendi, 2004, p. 158)*

In the 13" poem (LE BOULU), the theme of boundary continues. At first, we feel the
crossing of the border, getting rid of the uncanny of the ‘inside; the comfort of going
out:

(...)

Ve nihayet bir kahve
Telassiz, korkusuz

Ama bir fincan yeterli degil
(Arizmendi, 2004, p. 159)°

As lker Gonzélez-Allende mentions, after the Civil War broke out, Ernestina moved
to Valencia, then to Barcelona and on to Toulouse in France where she and her husband
lived for three months due to her husband Domenchina’s relationship with the Republican
Left. Finally, they decided to move to Mexico where they dedicated themselves to

4 Alld en la frontera / se alza una linea oscura
5 Yporfinun cafe/Sin prisas y sin miedo, pero una taza es poco
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translation (Gonzalez, 2004:149). The poems in the book also follow the two most
common routes for all exiles: some of those who were exiled went first to Valencia or
La Junquerain order to cross the French border, taking a boat in order to leave Spanish
territory, while others went to a safer place by starting their journeys from Madrid or
elsewhere in Spain. As we mentioned, Ernestina Champourcin was one of those who
went to Valencia. Despite this, the fact that she mentioned the other exile route, which
was not included in the poems, is a clear indication that the book exceeded the
autobiographical dimension and exile is handled as a human condition.

One cup is not enough to quench a person’s thirst and soothe him/her. Likewise,
with the confidence of getting out of the country, while the comfort of survival replaced
the fear of death, it was painful to leave everything one possessed behind and to face
hardship and the unknown struggles of life as well as economic challenges. The comfort
observed in the first lines of this poem is replaced by anxiety at the end of the poem.

(...)
Ve simdi ne? Ne ybne?
(Arizmendi, 2004, p.159)8

After the uneasiness caused by the unknown is dealt with in a few poem:s, in the
17" poem (ALTA MAR), the mystical voice of the poet becomes more audible in her
dialogue with nature and this penetrates our souls as readers: the individual destinies
of the poet and her husband turn into a human condition, which coincides with the
essence of being human.

Bir an 6nce varmak istiyorum

¢linkli deniz bizi uzaklastiriyor.
Birlikte ¢iktigimiz bu deniz yolculugu
ikimizin arasina

inanilmaz bir mesafe koyuyor.

Ve béyle yol aliyoruz

Omuz omuza ayriliyoruz

¢linkii deniz yakin:

deniz her zamankinden daha fazla deniz!

6  Yahora qué hacia donde?
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Birbirimize bakamiyoruz
eskiden oldugu gibi
(...)

Ve deniz bizi ayiriyor
diismanca ama ¢ok glizel ...
(Arizmendi, 2004, pp. 161-162)’

In this poem, the sea is the symbol of crossing, physically and spiritually, crossing
to the other shore. The sea is the sea she looked at in Valencia, but she still does not
know her destiny because “only the sea knows” this. The open sea, while creating an
open border between Spain and them, also creates a spiritual boundary between the
two exiled poets, Ernestina and her husband, Juan José Domenchina. Their life before
the Civil War, their avant-garde stance, their search for a new Spain and a new society,
their intellectual concerns, their writing efforts, their ideals were suddenly replaced by
an anxiety of survival and by the need to make a living. While the Civil War disrupted
Spanish cultural history in every sense and made all the social and cultural achievements
accomplished until that day look empty, it also distanced people from themselves and
created a sense of deprivation spiritually. Furthermore, her husband, who was a poet
like herself, could not adapt to a life in exile, and the burden of the struggle for life was
left to Ernestina de Champourcin. Therefore, Sara Isabel Garcia Mendoza, in her work
entitled “Los exilios de Ernestina de Champourcin®, interprets that Ernestina’s fear was
not on her behalf or because of the things she had left behind on the road and lost,
but that her husband could not handle the exile spiritually, that he had left himself
back in his country, and that he was not the same person in exile (Garcia Mendoza,
2006: 195). Milagros Arizmendi draws attention to the mystical tone that testifies to
everyone’s pain in Ernestina de Champourcin’s poem. According to Arizmendi, “the
poet perceives life as an eternal exile in a tireless search, whose only refuge is God."
(Arizmendi, 2004, p. 28).

For this reason, in exile Champourcin exhibits a much more resilient and vital attitude
than her husband; and writing functions as a release from pain for the poet, moreover,
it becomes an alternative to the lost homeland, building a space independent of time

7 Quisiera llegar pronto / porque el mar nos aleja. / Este navegar junto / extiende entre los dos / una enorme
distancia. //Y asi, hombro con hombro / nos vamos separando // porque el mar estd cerca: el mar mds mar que
nunca! // No podemos mirarnos / ya lo mismo que antes (...) // Y nos separa el mar / hostil pero tan bello...
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and space through the word alleviating the absence of the distant land (Arizmendi,
2004, p. 28). In the same vein, Rafael Narbona who evaluates Ernestina de Champourcin
as a rebellious spirit, recalls Champourcin’s statement in a letter she wrote to her poet
friend Carmen Conte, “l only believe in God and beauty, | have no place for more,”and
interprets her poetry as an endless dialogue with God, drawing attention to the moral
and aesthetic quest that coexists with a belief in God in her mystic poetry (Narbona,
2019).

Ernestina de Champourcin, after her book Primer exilio, remained committed to
writing until her death. She was awarded several prizes, most notably the Euskadi Prize
for Literature Written in Spanish (Poetry modality) in 1989, and Progressist Women Prize
also in 1989. On March 27, 1999, she departed this life in Madrid, but her poetry is still
alive.

In this study, we saw how Ernestina de Champourcin, one of the Generation of 27
poets, skillfully combined rational reality with poetic reality in her book Primer exilio.
In doing so, we determined how several poetic tendencies, most of which sprouted in
opposition to each other at different periods in Spanish poetry, could coexist harmoniously
in the same poem. In Ernestina de Champourcin’s poetry, we observed how masterfully
the heritage of the Generation of '98, of modernism’s temporal poetry, and of avant-
garde poetry meet. Thus, we determined the cornerstones of the poetic reality that
the poet built based on anecdotal elements in her book Primer exilio. At the same time,
we witnessed how the poet wrote with the pain of inner exile which she experienced
when she returned to the city in which she had been born, and how she transformed
the pain of exile of the past into a field of creation by taking refuge in poetry. In this
sense, we concluded that the poet is above all exiled to writing. Although this situation,
which determined her fate from the very beginning, caused the poet to live a tragic
life, we found that the occupation of writing in which she transformed the tragic reality
into the poetic reality is the real breathing ground of the poet, therefore her life
corresponded exactly to her poetry. Moreoever, we saw how negative developments
in 20" century Spanish poetry, culture and political history affected women poets
negatively. We witnessed the lifelong individual and social trauma of the Civil War. Let
us conclude with the hope and belief that Ernestina de Champourcin and women poets
in general will take their deserved place in anthologies, literary history books, and
world literature.
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RESUMEN

En este trabajo estudiamos el cuento, “La esfinge de oro” (1988) de Carlos Raul
Sepulveda, unaimportante figura de la literatura fantastica y de ciencia ficcion chilena.
En primer lugar, realizamos un andlisis de esta obra desde la perspectiva durandiana
del imaginario a partir de los esquemas, los arquetipos y los simbolos que presenta
el relato. En cuanto a la imaginacion simbodlica, el cuento esté caracterizado por una
polarizacion de imagenes que esta reflejada de forma mas clara e intensa en dos
espacios decisivos para el protagonista, es decir, Nuble, su patria chica y la capital
chilena. La primera de estas dos corresponde a la isotopia de imdgenes que Gilbert
Durand denomina el Régimen Nocturno del imaginario. Y desde este punto de vista,
las imagenes urbanas, entre otras, que se reflejan de forma negativa, se asocian al
Régimen Diurno. En el estudio de imagenes y conceptos, también asumimos la
perspectiva complementaria de otros autores como Mircea Eliade y Northrop Frye.
Este estudio en general nos sirve como punto de partida para el anlisis de las relaciones
sincrénicas y diacronicas del relato. A través de los mitemas redundantes determinados
en el presente analisis, legamos al mito heroico inherente a la obra, que queda de
manifiesto a través del método de Lévi Strauss, tal y como se emplea en la mitocritica
durandiana.

Palabras clave: Carlos Raul Sepulveda, ciencia ficcion, mitocritica, estructuras del
imaginario, Gilbert Durand

ABSTRACT

In this work we study“La esfinge de oro”(1988) by Carlos Raul Sepulveda, an important
figure in Chilean fantastic and science fiction literature. Firstly, we carry out an analysis
of the story from Gilbert Durand’s perspective of the imaginary based on the schemes,
archetypes, and symbols that the story presents. In terms of symbolic imagination,
the story is characterized by a polarization of images that is reflected more clearly
and intensely in two crucial spaces for the protagonist, Nuble: his hometown, and
the Chilean capital. The first of these two coincides with the isotopy of images that
the French thinker calls the Nocturnal Regime of the imaginary. And from this point
of view, urban images, among others, that are reflected in a negative way, are associated
with the Diurnal Regime. In the study of images and concepts, we also assume the
complementary perspectives of other authors such as Mircea Eliade and Northrop
Frye. This study in general provides the basis for the analysis of the synchronic and
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diachronic relationships of the story. Through the redundant mythemes determined in the present analysis, we arrive at the
heroic myth inherent in the short story, which is revealed through Lévi Strauss’s method, as used in Durand’s myth criticism.
Keywords: Carlos Raul Sepulveda, science fiction, myth criticism, structures of the imaginary, Gilbert Durand

EXTENDED ABSTRACT

This work is an analysis of the short story “La esfinge de oro” (1988) by Carlos Raul
Sepulveda, a prominent figure in Chilean fantastic and science fiction literature. In the
first place, we carried out an analysis of the story from Gilbert Durand’s perspective of
theimaginary based on the schemes, archetypes, and symbols that the story presents.
From this point of view, we have determined that most of the spaces and objects that
appear in the story take part in a polarization of images. The variety of symbols and
archetypes related to the town that is surrounded by nature belong to the nocturnal
regime and can be grouped into the categories of land and sea. In coherence with the
polarity of the imaginary to which they belong, these images return the protagonist
to his childhood and distance him from the burden caused by linear urban time. As
central motifs, the well and the terracotta statue are also part of this isotopy of containing
and protective images. The well can be considered as the image that most representatively
reflects the return to the origin and the past. On the other hand, the descent of the
protagonist into the well is characteristically related to mystical structures and depicts
certain aspects of initiation. In many traditional and contemporary narratives, similar
descents typically lead to self-fulfillment, development, regeneration, and are also
linked to regression, from the perspective of Jung’s analytical psychology.

The set of images related to the hometown contrasts with those that represent
Santiago and all the negative aspects that this city implies in the story. This group of
images corresponds to the diurnal regime and is represented from the pejorative
perspective of mystical structures. The opposition between Santiago and Nuble is
characterised by the following contrary characteristics: contemporary against primordial,
urban against natural, ordinary against incredible, offensive against delightful, and
unbearable against pleasant. These characteristics are reflected in the story with
symbolic associations that are basically related to the anguish of human beings in the
face of death.

In summary, we can affirm that the story presents numerous images that coincide
with great accuracy with the symbols and archetypes categorized by the theory of the
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imaginary. Likewise, certain processes that play a fundamental role in the context of
symbolic imagination stand out in the story, such as the ways in which time as destruction
is processed by different polarities and structures of the imaginary. In this sense, reasons
related to the return to the hometown, in terms of seeking refuge from the frustration
caused by urban life, are related to euphemism. This concept refers, in very general
terms, to the way in which mystical structures alleviate the negative effect that mortal
time produces in the psyche. On the other hand, we have emphasized the significant
phenomenon of the radical change of the predominant regime of the imaginary that
occurs in the denouement. The self-understanding of the protagonist as a cosmic being
invalidates the mystical structures, which have been active and decisive in the story
up to this point and gives prominence to the diurnal polarity. Time continues to be a
central theme and this supernatural final event leads to emergence of the diurnal
images of confrontation with time.

The study that we have carried out in the article and was summarized here constitutes
the basis of the analysis of the synchronic and diachronic relationships of the story.
Through the redundant mythemes determined in the present analysis, we arrive at the
heroic myth inherent in the short story, which is revealed through Lévi Strauss's method,
as used in Durand’s myth criticism. The peculiar aspects of the heroic myth in the story
are the recovery of the hero of his true identity and the diurnal overcoming of his former
self.
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Introduccion

Carlos Raul Sepulveda (1943 - 2007) es una figura prominente de la literatura
fantastica y de ciencia ficcion chilena y autor de las novelas, E/ Dios de los Hielos (1986),
Orién. El Mensaje de los Dioses (1999), y Vagamundos (2002) y de, entre otros, los libros
de cuentos, En el Barrio Bellavista (1997), En el Pais de los lotéfagos (2005) y La Puerta
Negra (2006). Su relato “La esfinge de oro’, que pertenece al género fantastico, fue
elegido para formar parte de la Antologia de Cuentos Chilenos de Ciencia Ficcion y Fantasia
(1988), publicada por la editorial Andrés Bello. También fue director honorario de la
SOCHIF (Sociedad Chilena de Fantasia y Ciencia Ficcion) y editor de la revista Quantor
y el sitio web, eltdbano.cl. Sepulveda fue ganador del Premio Nova con su novela, E/
Dios de los Hielos. (Novoa Sepulveda, 2006, p. 219)

Antes de realizar el estudio del discurso mitico inherente a“La esfinge de oro”, vamos
a analizar el panorama arquetipico del cuento en cuestién a partir de la teoria del
imaginario de Gilbert Durand, expuesta en Las estructuras antropoldgicas del imaginario
(1960). En el imaginario, Durand distingue una polaridad en la que una cantidad infinita
de imagenes de la psique del ser humano se relacionan con uno de los dos regimenes,
nombrados diurno y nocturno. El nocturno estd constituido de dos categorias de
estructuras’, la sintética y la mistica® La polaridad diurna y los dos conjuntos estructurales
nocturnos corresponden a tres reflejos dominantes® que son considerados como los
origenes bioldgicos que desencadenan la aparicidon de varios tipos de imagenes del
régimen diurno y las de las dos categorias estructurales nocturnas. Por otra parte, las
categorias de las imagenes son: esquemas, arquetipos y simbolos pertenecientes al
régimen en cuestién y a los dos conjuntos estructurales nocturnos. Los simbolos de la
polaridad diurna y de las estructuras sintéticas y misticas se originan, a su vez, en tres
formas de arquetipos: verbales*, epitetos y sustantivos. Evidentemente, los arquetipos
en cuestion, que tienen una naturaleza linglistica son, en gran medida, universales para

1 En Las estructuras antropoldgicas del imaginario, Gilbert Durand define la estructura como “una forma
transformable, que juega el papel de protocolo motivador para toda una agrupacion de imagenes y susceptible
a su vez de agrupacion en una estructura mas general que nosotros llamaremos Régimen” (1979, p. 57).

2 Durand expone que, en este contexto, el término en cuestion no se refiere al sentido religioso de la palabra,
sino que redne “una voluntad de unién” con un “cierto gusto por la intimidad secreta” (p. 256) de la misma
forma en que fue utilizado por los antropdlogos Lucien Lévy-Bruhl y Jean Przyluski.

3 Los reflejos dominantes se distinguen por su capacidad de inhibir los demds reflejos. Estos tres reflejos
fueron descubiertos por el psiquiatra ruso Vladimir Bechterev a través de sus observaciones experimentales.
Véase Vladimir Betcherev, La psychologie objective. Paris: Alcan, 1933, 221.

4 Los esquemas verbales también se pueden considerar como arquetipos.
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el ser humano. Cada simbolo redne diversas cualidades de ciertos arquetipos que
pertenecen a la misma isotopia. A diferencia de los arquetipos, los simbolos son
polivalentes, varian de una época a otray son propios de la cultura a la que pertenecen.
El régimen diurno tiene su origen en el reflejo dominante postural y su aparicién se
remonta a la de Homo erectus. El género humano empieza a desarrollar este régimen
del imaginario en el plano mental como un resultado de su nueva postura erguida. De
esta forma surgen las oposiciones de arriba-abajo, alto-bajo y otras similares con sentidos
metaféricos, como puro-mancillado, la luz-las tinieblas, el héroe-el monstruo, el jefe-el
inferior. Estos arquetipos se reflejan en simbolos diurnos en los que se repite de varias
formas esta nocion de contrastes. Por otra parte, las estructuras sintéticas y las misticas
del régimen nocturno, que precede el diurno, se originan, respectivamente, en dos
reflejos dominantes: digestivo y copulativo. Las estructuras misticas se originan del
primero y estan caracterizadas por los esquemas verbales como descender, poseer,
penetrar; arquetipos epitetos como profundo, calmo, caliente, intimo y oculto; sustantivos
de casa, centro, madre, recipiente, alimento, sustancia. Existe una oposicién esencial
entre las estructuras misticas y la polaridad diurna. Al contrario del régimen diurno,
caracterizado por las tendencias de separar, distinguir o formar contradicciones, las
estructuras misticas tienen propension a confundir y carecen de precisiéon y claridad.
Ademads, numerosos elementos que sobresalen por su caracter positivo en un régimen
adoptan en el otro una naturaleza negativa. Por ejemplo, en la polaridad diurna, la luz
y lo grande destacan como imagenes positivas y sus opuestos se admiten como negativos.
Contrariamente, en las estructuras misticas, la oscuridad y lo pequefio son imagenes
positivas, lo cual se asocia al concepto denominado eufemismo que se explicara mas
adelante. En cuanto a las estructuras sintéticas, el impulso del reflejo dominante copulativo
serefleja en gran parte de las imagenes asociadas a la coincidentia oppositorum, es decir,
ala unién de los contrarios. Estas estructuras de la polaridad nocturna se caracterizan
basicamente por las nociones de tiempo ciclico, progreso y sistematizacién, reflejados
por sus arquetipos y simbolos (ilgirel, 2019, pp. 17-18; Durand 1979).

Conviene mencionar también que después de exponer el panorama general de los
arquetipos y simbolos del relato, tomando como base el acercamiento tedrico expuesto
seguimos con el andlisis de estas imadgenes como un todo; en otras palabras, en forma
de un discurso mitico. Con este fin, tomamos como punto de partida el método planteado
por Claude Lévi-Strauss en Antropologia estructural (1958) de la forma en que fue
adoptado por Durand. Se trata del método que nos sirve para descomponer un mito
en sus mitemas, es decir, “unidades semanticas mas pequenas” (Durand, 2013, p. 36) y
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presentarlos en una tabla de forma que nos permita ver tanto las isotopias de los
mitemas redundantes® como el desarrollo de la historia narrada. Este método de andlisis
de narraciones nos permite exponer al mismo tiempo los sistemas sincrénico y diacrénico
de sus mitemas. Con ayuda de este método podemos revelar el mito inherente a la
obra que se puede definir como:

[...Junrelato (discurso mitico) que pone en escena unos personajes, unos
decorados, unos objetos simbdlicamente valorizados, que se puede
segmentar en secuencias o unidades semdnticas mas pequenas (los
mitemas) y en el que se invierte necesariamente una creencia
(contrariamente a lo que sucede con la fabula o el cuento) llamada
«pregnancia simbdlica». (Durand, 2013, p. 36)

En los apartados dedicados al andlisis del cuento, tratamos algunas nociones que
no hemos abordado en este panorama general de la teoria del imaginario. Creemos
que, al ser presentados asi, junto a los casos que se dan en el relato, se puede facilitar
en gran medida su comprensién.

Resumen

El cuento comienza con el viaje en autobus del narrador-protagonista® desde Santiago
hacia Nuble, su patria chica. Los paisajes de los territorios rurales por los que pasay del
mar le parecen bonitos y le afectan profundamente, ya que la vida urbana lo ha dejado
desconectado de la naturaleza. Como lleva mas de treinta afios viviendo en la capital,
todo lo que ve le da laimpresion de haber llegado a un pais desconocido. Sus observaciones
le traen a la mente recuerdos de su infancia, en los que destacan imagenes hermosas de
la vida rural y de la naturaleza. La mayoria de sus memorias se relacionan con la fauna'y
la agricultura. Estos reflejan la abundancia, la fertilidad y auin cierto erotismo de forma
indirecta. Algunas reminiscencias acogedoras de Nuble también le recuerdan ciertos
saboresy aromas. Ademads, compara la vida rural con la urbana que al final le desilusiona.

5 Durand asocia el mitema a su propia nocién del imaginario y afirma que en él “el dinamismo «verbal»
domina a la sustantividad” (2012, p. 114). Partiendo de esta postura que caracteriza el mitema basandose
fundamentalmente en su naturaleza esquematica y arquetipica, empleamos una forma de la clasificacién
de mitemas en la que no se buscan exclusivamente las redundancias de los mitemas clasicos. En nuestro
andlisis también tenemos en cuenta las repeticiones que son directamente asociables a los estructuras,
esquemas y arquetipos establecidos por el pensador francés.

6 Elnombre del protagonista no se especifica en el cuento.
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Lamenta su desconexién con la naturaleza y todo lo que lo une a su infancia, y ademas
le entristece especialmente el tiempo lineal urbano, que le causa frustracién.

El motivo de su viaje es presentar una demanda contra los Osorio, unos vecinos
que han ocupado una parte de sus tierras. Al llegar, se encuentra con Auristela Chandia,
una mujer de aspecto matriarcal, cuya familia se llevaba bien con la del protagonista,
es decir, con los Cataldn. Auristela, que ocupa un lugar importante en sus recuerdos
de infancia, es la que le avisé de la ocupacion de sus tierras.

Siente remordimiento por no haber regresado al Molino, la mansién de su familia
en Nuble. Por eso, antes de volver a Santiago, decide visitar la mansién abandonada a
la que se refiere como “nuestro cordén umbilical con la tierra” (Sepulveda, 1988, p. 143).
Se describe detalladamente el deterioro provocado por el aire salino y la vegetacion
salvaje en el jardin y en la casa debido al descuido de décadas. Entra en la mansion,
también envejecida por dentro, donde se pone a imaginar la alegre e interesante vida
de su acomodada familia reviviendo la emocién de sus fantasias infantiles.

Hace un recorrido por la gran mansion, que fue dafiada en un terremoto ocurrido
en 1938, posterior a la partida de la familia. Posiblemente a causa de este desastre,
también se encuentra desencajada la muela de piedra del molino que forma parte de
la mansiény le da sunombre. Descubre que la base de la muela expuso”...al desplazarse
de sus soportes, un agujero de no mas de un metro y medio por un metro” (Sepulveda,
1988, p. 147). Observa el agujero con la ayuda de una cerillay al entrever unos estrechos
escalones labrados en la roca, decide meterse. Empieza a descender y a unos doce
metros aproximadamente descubre una estructura que es el brocal de un pozo. Se
pregunta qué hay al fondo y se sirve de la manivela para subir un pesado objeto sujeto
ala cadena. Aparece una masa chorreando barro y al palparla con las manos, se entera
de que es una esfinge. Al abrazarla para colocarla en el suelo, experimenta“una curiosa
sensacion de respuesta, una especie de reconocimiento que manaba desde su superficie
en una oleada célida, magnética, como si se tratase de una sima, atrayente y repulsiva
alavez"(1988, p. 149). Se marcha y vuelve al dia siguiente con ldamparas, pala y cuerdas
para examinar mejor su hallazgo. Como el barro ha desaparecido y gracias a una mejor
iluminacion, ve que se trata de una figura humana en cuclillas.

Le atribuye a la estatua una“cualidad suplementaria indefinible’, (Sepulveda, 1988,
p. 151) relacionada con el movimiento, el tiempo y el espacio, sugiriendo que el objeto
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descubierto es mucho mdas que una mera escultura. A continuacién, vive una experiencia
sobrenatural, una visidon que le revela la destruccién inacabable de la naturaleza.
Experimenta otra forma de ser, esta vez cosmica, que le hace sentir en la cara las“arideces
desérticas producidas por la exposicién a la luz de innumerables coronas solares” (1988,
p. 151). Al darse cuenta de que le ha crecido la barba, entiende que esta experiencia
le ha sometido a otro tiempo que transcurre mucho mas lento, propio de seres césmicos.
Luego, el narrador protagonista se refiere a la relatividad del tiempo en funcién del ser
que lo percibe y describe este hecho a través de una analogia que lleva a un extremo’.
Al parecer, de esta forma se insinta la inmortalidad y la existencia astral que pronto
alcanzara. Al volver en si, su sed le sugiere que han pasado al menos un par de dias.
Recuerda que aparte de su existencia como ser humano, es también dos seres césmicos
a la vez. Afirma que el primero de los dos permanece en él, pero se extiende mas alla
del Sistema Solar, mientras que el otro, como la esencia de la vida y del tiempo, se
representa como un ser mas universal cuya gigantez se relata a través de su presencia,
que abarcala galaxia de Andrémeday las estrellas de Canopus y Betelgeuse. La siguiente
frase lo describe de forma mas precisa: “El dios durmiente, el remoto desconocido que
me comparte con la suma total de la materia organizada y también con el otro” (p. 152).
Califica su aspecto humano de efimero e insignificante y lo asemeja a un“ente petrificado,
una cascara’, (p. 153) una expresién que también se refiere a la estatua.

Durante un rato esta indeciso acerca del valor e importancia de la estatua. Al principio,
la rechaza en su totalidad, pero después considera los aspectos positivos y apetecibles
de su vida. Sin embargo, al final destruye con su pala la escultura, que es de terracota
y no de piedra como creia. Al romperla en pedazos, descubre dentro una imagen de
oro que representa, aparentemente, su versidon césmica y divina: “Algo hermoso,
resplandeciente, con vida” (Sepulveda, 1988, p. 154). La imagen, que califica de su
verdadero yo, se pone de pie y le extiende sus brazos acogiéndolo.

Analisis de imagenes
Con respecto a la imaginacién simbdlica, este hallazgo y el incidente maravilloso

que provoca son una compensacion de toda la angustia originada en su distanciamiento
del lugar de origen. Tan pronto como se alude por primera vez a Santiago, empieza a

7 Esta analogia también representa una forma de existencia infinita: “Que el lapso transcurrido desde el
momento que uno despega el pie del suelo y lo desplaza para depositar frente a si el talén puede ser tan
largo que el mundo, la tierra, todo aquello que se va a pisar ahora puede desaparecer y el acto que se
realiza jamas serd consumado” (Sepulveda, 1988, pp. 151-152).

700 Litera Volume: 32, Number: 2, 2022



ilgiirel, M.

manifestarse una polarizacion entre la capital de Chile y Nuble. Este antagonismo de
espacios es un aspecto constitutivo del relato que determina en gran parte las isotopias
de las imagenes importantes. En el contexto de esta polarizacién, Santiago y Nuble
destacan con cualidades contrarias tales como contemporaneo y primitivo, urbano y
natural, ordinario e inverosimil?, severo y ameno, inaguantable y placentero. La forma
en que representa a su acogedor pueblo demuestra que para el protagonista tiene un
valor profundo y arquetipico. Las imagenes que caracterizan Nuble comprueban que
se trata de un espacio correspondiente sobre todo a las estructuras misticas de la
polaridad nocturna con respecto al reposo y a la intimidad. Cabe resaltar que el uso
del narrador protagonista es uno de los factores que refuerzan el efecto de la intimidad.
En este espacio que asume una cualidad maternal, también nos encontramos con una
figura patriarcal, sin embargo, se trata de una representacion positiva que no contradice
el caracter de Nuble:“El padre, a caballo, mascando gallardo una sonrisa bajo el bigote
claro” (Sepulveda, 1988, p. 142). En este contexto, el retorno del protagonista a su lugar
de origen, y a El Molino en especial, se puede considerar como regressus ad uterum.

El relato presenta dos categorias generales de imagenes relativas a Nuble, asociadas
con las estructuras misticas. Se trata de motivos relacionados con la tierra, a saber,
propios de la flora, la agricultura y los productos agricolas.Y el otro grupo de imagenes
isotépicas son las que se relacionan con el mar. Ambos tipos de motivos aluden a la
relacion profunday al sentido de pertenencia del protagonista con Nuble. La presencia
arraigada de las estructuras misticas en la representacion de su lugar de origen esta
reflejada también en laimportancia del olfato y el gusto, sentidos relacionados con las
estructuras en cuestion: “Mi infancia era un cesto de uva dulce, moscatel con abejas
extraviadas entre las redomas de arrope violaceo’, (Sepulveda, 1988, p. 142) “Mi olfato
presentia el viento fresco, el aire oceanico, mas alla del blanco camino polvoriento”
(1988, p. 141).

Del mismo modo que las demds imagenes asociadas a la tierra, el trigo se relaciona
con el régimen nocturno del imaginario. Como es bien sabido, es el ingrediente del
pan, alimento principal que garantiza la subsistencia. En este sentido, se relaciona con
las estructuras misticas del régimen nocturno con respecto a la dominante digestiva
y el arquetipo sustantivo, el alimento. Por otra parte, la referencia del narrador

8 Los sentimientos que su pueblo despierta en el protagonista revelan este contraste: “El mismo vehiculo con
su inverosimil carga de sacos, bultos y animales vivos, la gente de piel recocida por el sol, terracota velada a
la sombra de las chupallas, todo lo que podia percibir, me parecia distinto y hermoso” (Sepulveda, 1988, p.
141).
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protagonista al “hermético circulo de la trilla” (Sepulveda, 1988, p. 142) resalta su valor
simbdlico que rebasa el simple acto de la separacion del grano de la paja. El movimiento
circular, que refleja el esquema verbal, volver, es un aspecto arquetipico de esta actividad.
El tiempo ciclico, al que vamos a referirnos en el siguiente apartado, también se asocia
con este esquema. En sintesis, podemos decir que el trigo y la trilla adquieren un papel
importante como parte de las numerosas imagenes que dotan a Nuble de un aspecto
simbdlico nocturno.

La siguiente cita es otro ejemplo que relne, desde una perspectiva primitiva,
nociones como la fecundidad, la nutricién y el erotismo en el motivo de la tierra. Con
su fuerte matiz de la intimidad, estas representaciones expresan el concepto del regreso
al seno maternal.

Auristela Chandia y los albos zarcillos creciendo en el tallo de la vid,
duraznos perfumados a la sombra de las hojas, tan timidos en su prefiada
redondez como el seno de una adolescente y una sonrisa roja en el trozo
de sandia con harina tostada. (Sepulveda, 1988, pp. 142-143)

Aunque en el cuento no aparece de forma tan diversa como en el caso de las
imagenes relativas a la tierra, el mar tiene una presencia igual de importante. Su
significado simbélico coincide, ademas, con el hecho que concluye el relato:“Todo sale
del mar y todo vuelve a él: lugar de los nacimientos, de las transformaciones y de los
renacimientos” (Chevalier, 1986, p. 689). De la misma manera que Nuble, este arquetipo
maternal ejerce una profunda influencia en el protagonista. Por lo tanto, su representacion
en el relatoy laimpresion que deja en él estan vinculadas con el retorno al seno materno.
Gilbert Durand enfatiza el aspecto de la vuelta al origen de esta imagen de forma
coherente a su funcion en el cuento: “Es el abismo feminizado y maternal el que, para
numerosas culturas, es el arquetipo del descenso y de retorno a las fuentes originales
de la felicidad” (1979, p. 214). Citamos dos casos en que se refiere a esta imagen,
destacando sus aspectos de intimidad e inclusién asociados a las estructuras misticas
del imaginario:

No, aquello no habia sido olvidado; el Pacifico, que como una gran bestia
verdosa se removia inquieto en mi recuerdo, allende los acantilados
interminables y los escarpados muros de arena himeda. (Sepulveda, 1988,
p. 141)
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Era un viento marino entre los cabellos y la espuma sin fin trayendo sus
obsequios; maderos pulimentados por las olas, caracoles de marmol
estructurando collares sobre la seda gris. (Sepulveda, 1988, p. 142)

Imagenes relacionadas con el tiempo

Antes del milagroso evento final que lo convierte en un ser diurno en extremo, el
protagonista expresa de varias formas su afan por trasladarse a Nuble. Este deseo suyo
sugiere que, en primer lugar, predominan en él las estructuras misticas, especialmente
con respecto a las nociones de reposo e intimidad. Asi que, mantiene una actitud
adversa hacia lasimagenes pertenecientes al régimen diurno, particularmente referentes
a la nocion temporal lineal, propia de esta polaridad. Por este motivo, adopta la
perspectiva peyorativa de las estructuras misticas en la representacién de Santiago
con relacion a la separacion y a severidad diurnas.

Nuble y los primeros afios de mi vida, cuando no sospechaba que existieran
oficinas fiscales, esperas sin término, estampillas y horarios como rejas
cuadriculando el tiempo.[...] Cuando dinero, éxito o futuro, no eran mas
que palabras carentes de sentido y mi corazén no sabia de terrores, de
dudas angustiosas, de tedio o desamor. (Sepulveda, 1988, p. 142)

La capital le impone un orden no deseado y le priva de la libertad, la satisfaccion y
la felicidad que le daba el Nuble de su infancia. En esta polarizacion de imagenes, el
tiempo tiene un lugar importante y la expresion “cuadriculando el tiempo” (Sepulveda,
1988, p. 142) refleja explicitamente la actitud nocturna. Este punto de vista enfatiza la
compartimentacion del tiempo que resulta en la pérdida del contacto con los ritmos
y ciclos de la naturaleza, propios de las estructuras sintéticas. Por otra parte, estas
palabras también reflejan la proteccién del tiempo destructor que Nuble proporcionaba
al nifo protagonista, hecho asociado a las estructuras misticas. Ademas, la indiferencia
hacia el futuro expresada en la cita mencionada es un caso que refleja caracteristicamente
la postura mistica frente al tiempo. En términos generales, se representa una oposicion
entre las nociones nocturnas del tiempo relacionadas con el lugar de origen y el tiempo
linear diurno, propio de la ciudad.

La nocién temporal de las estructuras sintéticas también figura con relaciéon al trigo.
En primer lugar, su siembra y cosecha sirven como una expresion del tiempo ciclico
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que rechaza la idea de la muerte reemplazandola con la de la continuidad de la vida.
Por otra parte, tal como se representa en el relato, debido al movimiento circular, la
trilla se relaciona con el esquema verbal sintético, volver.

El nombre me estremecio el pensamiento en una rafaga amarilla de paja
aventada por horquetas obscuras, por cascos herrados corriendo en el
hermético circulo de la trilla y visiones de grandes copos de sudor
congelandose sobre los vientres hinchados de las yeguas. (Sepulveda,
1988, p. 142)

Las siguientes citas que describen la presente situacion de la antigua mansién
relacionandola con un cadaver se relacionan con el tiempo mortal. La fuerte sensacién
de la muerte que se pretende dar al lector justifica nuestro acercamiento al relato, ya
que el tiempo destructor es el factor fundamental que desencadena la imaginacion
simbdlica.

Desde lo alto de una loma, alla abajo, la casa me parecié al principio un
extenso esqueleto, una pila de estructuras fosiles varadas junto a un cauce
que serpenteaba hacia el océano.

Las pilastras de la galeria exterior, labradas en una sola pieza de eucalipto,
aparecian corroidas por el aire salino, en tanto las tablas que entarimaban
el porche, desclavadas unas, otras retorcidas, lucian sus huecos obscuros
como dientes saltados.

[...]

También los cristales de las ventanas aparecian velados y opacos como
los ojos de un pez muerto. (Sepulveda, 1988, pp. 145-146)

El contacto del protagonista con la estatua de terracota que lo representa a si
mismo?, lo conduce al conocimiento de que él es un ser cosmico y eterno. Este
acontecimiento marca un cambio radical en cuanto al régimen del imaginario adoptado
por el protagonista que pasa a asumir la polaridad diurna. En este contexto, se lidia
con el problema de la mortalidad a través de“luchas” con lasimagenes que la representan.
Después de su primera experiencia maravillosa con la escultura, como un acto tipico
dela polaridad diurna delimaginario, el protagonista destruye este objeto y encuentra
dentro otra, esta vez de oro. Trataremos mas a fondo este hecho, pero en lo concerniente

9  “Faccion por faccion, pliegue a pliegue, tristeza por tristeza, era yo” (Sepulveda, 1988, p. 153).
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a este apartado podemos precisar que es un triunfo contra el tiempo mortal. Con
respecto a la imaginacién simbdlica, el aspecto mas importante de este milagroso
evento sumamente diurno es, sin duda, la superacion de la muerte.

Pozo e iniciacion

El pozo, como el espacio simbdlico donde tiene lugar el suceso milagroso del final
del cuento, es un integrante importante del panorama arquetipico del relato. A partir
de la perspectiva tedrica que presentamos, el espacio subterrdneo mencionado es una
isotopia de Nuble y El Molino, que también pertenecen a las estructuras misticas. Asi
las cosas, el pozo es un espacio primordial, por ende, profundizarse en él equivale aun
retorno a su pasadoy a su origen. Por otro lado, este tipo de descensos que posibilitan
la autorrealizacién, el desarrollo y la regeneracién, también se vinculan con la regresion',
en cuanto a la psicologia analitica de Jung.

En el contexto del relato, el pozo se relaciona con la mayoria de los arquetipos de
las estructuras misticas, como el esquema verbal, descender, y todos los arquetipos
epitetos, i.e., profundo, calmo, caliente, intimo, oculto. Estas estructuras del imaginario
invierten los valores negativos que la polaridad diurna atribuye a conceptos como la
profundidad, la oscuridad y el encierro. De esta forma, desde la perspectiva en cuestion,
las nociones como la muerte y la descomposicién se reemplazan por el reposo y la
proteccion.

La ubicacién extrana del pozo también cobra sentido si tomamos en cuenta su
relacién con las estructuras misticas. Durand afirma que “en el Régimen Nocturno de
la imagen, gracias al juego de los encajamientos sucesivos, donde el valor se asimila
siempre al ultimo contenido, al mas pequeno, al mas concentrado de los elementos”
(1979, p. 263). En “La esfinge de oro”, se da el caso de Nuble donde se encuentra la
mansién y, dentro de ella, un pozo con una estatua de terracota en su fondo que, a su
vez, contiene una estatua de oro.

10 Segun Jung, las fantasias de vuelta a la infancia o a otros momentos en los que el individuo todavia no
habia sufrido los traumas y enfrentado diversos problemas pueden ser necesarias para lograr un auténtico
progreso. Esta fase de proteccion y regeneracion puede apoyar estos avances y hacerlos mas seguros. En
este sentido, el proceso por el que pasa el protagonista simula una regresion, ya que son las imagenes
isotépicas de su infancia e incluso las de retorno al seno materno las que le permiten la maravillosa
transformacion final. Véase: Andrew Samuels, Bani Shorter y Fred Plaut, “Regression’, A Critical Dictionary of
Jungian Analysis. New York: Brunner-Routledge, 2003, 129-130.
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Por otra parte, el concepto que aporta la mayor claridad a lo que experimenta el
protagonista en el pozo es la de iniciacién™. La muerte simbdlica que la caracteriza se
refleja en el relato en la destruccidn de la estatua de terracota. De esta forma, logra
dejar atrds su personalidad frustrada e infeliz. Este resultado se obtiene por medio de
una integracion al universo como un ser césmico, diurno y no por el retorno definitivo
a su lugar de origen. Sin duda, desde la perspectiva de la imaginacion simbdlica, la
transformacién que sufre equivale a vencer el tiempo mortal a nivel del imaginario. O
sea, se trata esencialmente de la preocupacion profunda del ser humano por la
mortalidad que se refleja y que se resuelve en cada régimen del imaginario de forma
distinta.

El concepto de la iniciacion pertenece a las estructuras sintéticas de la polaridad
nocturna, sin embargo, también se relaciona con el régimen diurno. Su aspecto de la
muerte simbdlica es un fin de la forma antigua de ser del individuo, por lo tanto, se
relaciona con la polaridad en cuestién con respecto al esquema verbal, separar. Por
otra parte, generalmente el proceso de la iniciacidn tiene lugar en espacios que
representan el Utero materno, ya que se simula un nuevo nacimiento. Por eso, el espacio
subterraneo donde el protagonista experimenta el hecho sobrenatural también coincide
con este aspecto del concepto en cuestion.

Ademads de su estrecha relacion con la iniciacion, el simbolo del pozo también es
un punto de convergencia que representa el contacto del ser humano con el cosmos.
Esta funcién del pozo que figura en el cuento esta en concordancia con el caracter
general del simbolo en cuestion:

El pozo reviste un caracter sagrado en todas las tradiciones: realiza como
una sintesis de tres 6rdenes cosmicos: cielo, tierra, infiernos; de tres
elementos: el agua, la tierra y el aire; es una via vital de comunicacién. Es
también un microcosmos o «sintesis cosmica. Comunica con la estancia
de los muertos; el eco cavernoso que de él se eleva, los reflejos fugitivos
del agua removida espesan el misterio mas que lo aclaran. Considerado
de abajo a arriba, es un telescopio astronémico gigante apuntado desde
el fondo de las entrafas de la tierra hacia el polo celeste. Este complejo

11 Este concepto se refiere fundamentalmente a la superacién de la antigua forma de ser, a un desarrollo
profundo y a la renovacién. Se distingue por una muerte simbdlica y una resurrecciéon como un mas maduro
y superior. Véase: Andrew Samuels, Bani Shorter y Fred Plaut, “Iniciacion’, A Critical Dictionary of Jungian
Analysis. New York: Brunner-Routledge, 2003, 82-83.
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constituye una escala de salvaciéon que enlaza entre si los tres niveles del
mundo'2. (Chevalier, 1986, p. 850)

° Ve

Estatua de terracota y aparicion de imagenes diurnas

El descubrimiento de la estatua en el pozo es un motivo que también merece ser
analizado. En un principio el protagonista la califica de esfinge, pero el dia siguiente
se da cuenta de que se trata de una “figura humana en cuclillas” (Sepulveda, 1988, p.
150). En efecto, esta forma de la escultura se integra mejor con el panorama arquetipico
presentado por esta ultima parte del relato. Por eso, la tratamos como tal en nuestro
analisis.

Sin duda, el analisis de cualquierimagen debe partir del contexto en el que aparece.
En este caso, es muy significativo que la escultura se encuentre dentro de un espacio
que le es andlogo. De hecho, la inclusidon caracteristica de las estructuras misticas esta
reforzada por encajamientos sucesivos de una serie de imagenes simbodlicamente
equivalentes. La cita siguiente justifica la isotopia que existe entre varias imagenes
parecidas a las que abordamos: “La gruta esta considerada en el folklore como matriz
universal y estd emparentada con los grandes simbolos de la maduraciéon y de la
intimidad, tales como el huevo, la crisalida y la tumba” (Durand, 1979, p. 230).

En primer lugar, hay que tener presente que la estatua de terracota se asocia tipicamente
alas estructuras misticas por ejercer lafuncion de contenedor y por su postura en cuclillas.
Por otra parte, se relaciona con el simbolo del huevo, mencionado en la cita y su destruccion
desemboca en un cambio radical en cuanto al régimen del imaginario. Sin embargo, aun
antes de este concluyente hecho, aparecen ciertas imagenes como indicios que anuncian
la transicién al orden diurno. Nos referimos al arquetipo sustantivo, luz y el simbolo, sol:
“Conoci de pronto la tensién en mi estructura facial, la textura de mi piel; arideces desérticas
producidas por la exposicion a la luz de innumerables coronas solares” (Sepulveda, 1988,
p. 151). La perspectiva peyorativa propia de la polaridad diurna en la representacion de
la escultura también se deja entrever de varias formas. El uso del arquetipo sustantivo
negativo de la miasma,' propio del régimen diurno comprueba asimismo este

12 En la bibliografia del Diccionario de los simbolos, Chevalier identifica la siguiente obra como la fuente de la
cita que aparece entre comillas: Champeaux G. de, Sterckx S. dom, O.S.B., Introduction au monde des
symboles, Paris 1966.

13 “El aura de tristeza contaminaba su entorno como un miasma” (Sepulveda, 1988, p. 150).
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acercamiento. El rechazo del protagonista de la estatua, como un objeto que representa
a si mismo, también es propio de esta polaridad, en cuanto a su estructura denominada
diairetismo':"“jEres una mentira piedra sin ojos, un engano, apariencia. No eres yo!” (1988,
p. 153). De esta forma, con una actitud tipicamente diurna, afirma que estos rasgos
inferiores le son ajenos y se libera de ellos a través del acto simbdlico de la destruccion
de la escultura con una pala. A partir de este hecho, en el relato predomina obviamente
el régimen diurno.

El cambio de la polaridad del imaginario predominante esta reflejado en el relato
en varios aspectos: la estatua escondida se descubre, la de terracota deja su lugar a
otra de oro, la postura en cuclillas deja su lugar a la postura erguida. Esta posicion
corporal es especialmente importante por representar el dominante postural, i.e., el
de la polaridad diurna. Se trata del impulso que pone en marcha este régimen del
imaginario en el homo sapiens. Con el descubrimiento de la escultura de oro que
representa su version cosmica y perfecta, el protagonista se convierte en un ser césmico
y eterno. Este incidente también marca la desaparicion de la influencia del regressus
ad uterum, motivo que caracteriza al cuento hasta este punto. En sintesis, la preocupacion
por el tiempo mortal subyace como un motivo profundo bajo este incidente milagroso.
Se podria considerar, en general, que las fantasias de la manipulacion del tiempo se
pueden considerar, en general, como intentos velados de atenuar la conciencia de la
mortalidad. En nuestro caso, aparece bajo la forma de la diferencia temporal que hay
entre los dos modos de existencia:

Mis manos, palpando con delicadeza, acariciaron los poros asperos, los
vellos de mi barba naciente.

«jVamos! —pensé con incredulidad—. jNo es posible que me haya crecido
en un abriry cerrar de ojos, en un segundo de mareo!» (Sepulveda, 1988,
p.151)

A continuacion, esta diferencia temporal se lleva a un punto extremo que le ofrecera
al protagonista practicamente la vida eterna.

Sin embargo sabia que, en ocasiones, el tiempo se ablanda como una
goma de mascar recalentada. Que el lapso transcurrido desde el momento

14 Esta estructura diurna se refiere en las separaciones y oposiciones que también estan reflejadas en los
esquemas, arquetipos y simbolos de la polaridad en cuestion.
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gue uno despega el pie del suelo y lo desplaza para depositar frente a si
el talén puede ser tan largo que el mundo, la tierra, todo aquello que se
va a pisar ahora puede desaparecer y el acto que se realiza jamas sera
consumado. (Sepulveda, 1988, pp. 151-152)

Podemos ofrecer otro acercamiento a la transformacioén sufrida por el protagonista
sin alejarnos demasiado de nuestro contexto y de la terminologia que hemos empleado.
Alfinyal cabo, la tradicion alquimica abarca también el perfeccionamiento del individuo.
La apariciéon de la estatua de oro a partir de otra de un material “impuro”también parece
aludir a la transformacién alquimica. Ademas, esta tradicién se relaciona con varios
simbolos y conceptos que tienen un lugar importante y coherente en el cuento.

El huevo filosofico de la alquimia occidental y extremooriental se halla
naturalmente unido a este contexto de la intimidad uterina. La alquimia
es un regresus ad uterum. El orificio del huevo debe estar <herméticamente»
cerrado: este Ultimo simboliza el huevo césmico de la tradicién universal.
De este huevo debe salir el germen filosofal; de ahi sus variados nombres
que reflejan el isomorfismo de la intimidad: «casa del pollo», «<sepulcro»,
«camara nupcial». [...] Por ultimo se puede citar con Jung el notable
isomorfismo que en la Vil Iniciacién de las Noches Chymiques de Christian
Rosenkreuz, une al simbolismo del huevo la «cueva subterranea» en la
que el iniciado descubre «una tumba triangular que contiene un caldero
de cobre, y Venus dormida reposa en el fondo del sepulcro». Este huevo
nido que contiene el universo, microcentro de una geometria sagrada,
seria, segun ciertos polinesios, «el antepasado de todos los dioses... que
estan en su concha, en medio de las tinieblas, desde la eternidad». Este
huevo —por su calidad de germen protegido— estd ligado en casi todas
partes a los rituales temporales de la renovacién: de ahi los huevos de
arcilla encontrados en las tumbas prehistoéricas rusas y suecas; y el ritual
osirio del modelaje de un huevo de barro, de harina y de aromay la
veneracion ritual del escarabajo pelotero, fabricante de bolas que sirven
de nido a las larvas. (Durand, 1979, p. 241)

A partir de la cita de arriba, es de suponer varios paralelismos entre “La esfinge de

oro”y la tradicion alquimica, de los cuales vamos a referirnos a dos. En primer lugar,
cabe destacar la afinidad que Gilbert Durand establece entre la alquimia y el Regressus
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ad uterum, i.e., el factor que posibilita la transformacién relatada en el cuento. Ademas,
la estatua del relato, relacionada con el simbolo del huevo, contiene la estatua de oro.
Y esta, a su vez, es anadloga de la version cdsmica del protagonista. De una forma similar,
el huevo filosoéfico de la alquimia contiene el universo.

Por otro lado, vale la pena destacar que el concepto del universo como un ser vivo
que se expresa al final del cuento no es meramente una ficcion literaria. Esta nocién
coincide, en gran medida, con los valores proyectados por el hombre religioso al cosmos,
segun Mircea Eliade. De acuerdo con el historiador rumano de las religiones: “En su
conjunto, el Cosmos es a la vez un organismo real, vivo y sagrado: descubre a la vez las
modalidades del Ser y de la sacralidad. Ontofania y hierofania se retinen” (1973, pp.
101-102). Podemos mencionar bastantes tradiciones que suponen que el hombre
participa en la divinidad. Aun asi, el caso del protagonista, que es un ser humano y
también dos seres cosmicos a la vez, se origina en las ilimitadas posibilidades que
ofrece la literatura fantastica.

Teniendo en cuenta la evidente presencia de las imagenes y procesos propios de
los regimenes del imaginario, se nota que hay conscientemente o inconscientemente
cierta influencia de las narraciones mitolégicas, religiosas, alquimicas, esotéricas,
etcétera. Sin duda, las relaciones significativas entre los motivos que aparecen en“La
esfinge de oro"y la teoria de Gilbert Durand no se originan exclusivamente en influencias
similares. Ya que la imaginacion simbdlica se refleja en la obra de manera profunda 'y
de diversas formas, especialmente cuando el autor se permite expresarse libremente
sin seguir modelos preconcebidos como en el caso del relato en cuestion.

Mitocritica del relato y conclusion

La mayor parte de los espacios y objetos que aparecen en“La esfinge de oro”forman
parte de una polarizacién de imdagenes. Los simbolos y arquetipos relacionados con
el pueblo acogedor pertenecen al régimen nocturno y se pueden agrupar en las
categorias de la tierra y del mar. En coherencia con la polaridad del imaginario al que
pertenecen, estos vuelven al protagonista a su nifiez y lo alejan del agobio causado
por el tiempo lineal urbano. El pozo y la estatua de terracota también forman parte de
esta isotopia de motivos contenedores y protectores. El pozo refleja de forma mas
representativa el retorno al origeny al pasado. Por otra parte, el descenso inicidtico del
protagonista en el agujero se relaciona caracteristicamente con las estructuras misticas.
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En muchas narrativas tradicionales y contemporaneas, descensos similares suelen
conducir tipicamente a la autorrealizacién, al desarrollo, a la regeneracién y también
se vinculan con la regresion, desde el punto de vista de la psicologia analitica de Jung.

Frente al conjunto de motivos relativos al pueblo, se encuentran los que corresponden
a Santiago y a todo lo negativo que esta ciudad implica en el relato. Este grupo de
imagenes se relaciona con el régimen diurno y se plantea desde la perspectiva peyorativa
de las estructuras misticas. El contraste entre Santiago y Nuble se representa con los
siguientes rasgos contrarios: contemporaneo contra primordial, urbano contra natural,
corriente contra increible, severo contra ameno, inaguantable contra placentero. Estas
caracteristicas destacan en el relato con asociaciones simbdlicas vinculadas en el fondo
a la angustia del ser humano ante la muerte.

El evento final milagroso convierte al protagonista en un ser diurno en extremo.
Este acontecimiento marca asimismo la desaparicién de la influencia del régimen
nocturno y el predominio de la polaridad diurna en el relato en general. Este cambio
radical también se expresa en la transicion de un tono de la narracién inmanente a
otro marcadamente trascendente. Sin duda, el estado final de superacion de la muerte
manifiesta la perspectiva y la nocién propias del régimen diurno sobre ella. Dicho de
otro modo, el narrador obtiene una victoria sobre todo lo inferior que le obstaculiza
el camino. Por otro lado, este suceso milagroso coincide con el concepto de lainiciacion
ya que se trata de la superacién de la antigua forma de ser, del desarrollo profundo 'y
la renovacién. Ademas, la iniciacion se caracteriza por una muerte simbdlica, que en
el caso del cuento se refleja en la destruccion de la estatua de terracota por parte del
protagonista.

Aungque se nos presenta el hecho inconcebible de un hombre que se da cuenta de
que es un ser coésmico, desde la perspectiva de la imaginacién simbdlica, dicha
transformacion corresponde precisamente a la forma en que un ser humano se enfrenta
con la nocion de la muerte y la asimila. En otras palabras, se trata esencialmente de la
preocupaciéon humana por la mortalidad, que se refleja y se resuelve en cada régimen
del imaginario de formas distintas. Por otra parte, el motivo de la estatua de terracota
que deja su lugar a una de oro también alude al proceso de la transformacion alquimica.
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Clasificacion de los mitemas

Alienacion diurna

Retorno al hogar
| regressus ad uterum

Superacion diurna

Tiempo destructor

El orden diacronico

Mudanza a Santiago

Frustracion causada por
la vida urbana

Los vecinos ocupan
una parte de sus
tierras en Nuble

Sistema sincrénico de mitemas

Lo acogedor de su
pueblo impresiona
profundamente al
protagonista y lo
devuelve a su infancia.

Va a visitar la antigua
mansién abandonada de
su familia.

El aspecto ruinoso
de la mansién

la asemeja a un
cadaver.

En la mansion, revive los
momentos felices de su
infancia.

Descubre la estatua de
terracota. Se establece
una extrafa conexion
entre el protagonista lay
escultura.

Contempla desde fuera
la destruccion sin fin de
la naturaleza.

Se da cuenta del
tiempo transcurrido
durante su
experiencia
sobrenatural.

Se da cuenta de que no
solo es un ser humano,
sino también dos seres
divinos y cosmicos.

Califica su aspecto
humano de efimero
e insignificante y lo
asemeja a un“ente
petrificado, una
cascara”. (Sepulveda,
1988, p. 153)

Destruye la estatua de
terracota con su pala
y encuentra laimagen
de oro.
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El cuadro de clasificacion de los mitemas nos ofrece estas “unidades semanticas
mas pequenas” (Durand, 2013, p. 36) del discurso mitico del cuento, agrupadas de
acuerdo con su pertenencia a las estructuras del imaginario. Esta forma de categorizacién
posibilita exponer en la misma tabla el significado mitico expresado en la sincronia de
los mitemas y el relato narrado en su orden diacrénico.

Cabe tener presente que los mitemas que encontramos en el relato no son patentes,
es decir, no se repiten bajo formas equivalentes. Los acontecimientos que los incorporan
estan vinculados, mas bien, a esquemas verbales como separar, unir y subiry, por lo
tanto, se pueden categorizar como latentes. Durand afirma que en los mitemas destaca
caracteristicamente el dinamismo verbal por encima de la sustantividad (2013, p. 344).
En este contexto, la relacién significativa entre los esquemas verbales y los motivos
que hemos identificado confirma que estos se pueden categorizar como mitemas.
Obviamente, en este andlisis no buscamos exclusivamente las redundancias de los
mitemas propios de los mitos clasicos, sino que nos enfocamos en las repeticiones
directamente relacionadas con los esquemas y arquetipos.

Aunque en el espectacular final de “La esfinge de oro”, el protagonista supera su
condiciéon humanay sigue existiendo como un ser césmico, el aspecto mitico se relaciona
sencillamente con la preocupacion por el tiempo mortal. En el relato predominan, en
primer lugar, las estructuras misticas y después sobresale el régimen diurno. En estas
dos partes también figuran las propias formas en que ambos hacen frente al tiempo
destructor. Desde la perspectiva de la imaginacién simbdlica, el motivo del regressus
ad uterum, encarnado en el relato por la vuelta al pueblo, no es nada mas que una
forma de refugio contra el tiempo mortal. Al prevalecer el régimen diurno, el protagonista
adopta la actitud que corresponde a esta polaridad y supera tanto su condicién humana
como el tiempo. La presencia tan significativa de esta nocion temporal sugiere que el
mitologema que presenta el discurso mitico esta relacionado con el tiempo destructor.
El evidente e inevitable fin de la vida humana no descarta esta gran pregunta existencial,
es decir, mitologema, que subyace a numerosos mitos. En este caso, destaca la pregunta
inmemorial sobre una supuesta vida posterior que le permita al ser humano seguir
existiendo después de la muerte.

En cuanto al tipo del mito inherente al relato, podemos afirmar claramente que se

trata del mito heroico. Sus aspectos mas destacados en el cuento son la recuperacién
del héroe de su verdadera identidad y la superacién diurna de todo lo inferior que lo
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limita. Northrop Frye otorga una importancia central al aspecto de la recuperacién de
la identidad de los mitos heroicos:

The central myth of mankind is the myth of lost identity: the goal of all
reason, courage and vision is the regaining of identity. The recovery of
identity is not the feeling that | am myself and not another, but the
realization that there is only one man, one mind, and one world, and that
all walls of partition have been broken down forever. (1965, p. 143)

La prueba del protagonista, como el héroe mitico, consiste en el sacrificio de dejar
atras su vida humana en su totalidad, tanto con sus frustraciones como con todo lo
deseable. Este progreso iniciatico, anadlogo a la destruccion de la estatua de terracota,
le lleva al descubrimiento de la estatua de oro que equivale a seguir existiendo como
un ser diurno, divino y césmico.

Cabe senalar también el dilema que se evidencia en cualquier discurso mitico en el
orden sincrénico de los mitemas™. De acuerdo con el mitologema ya explicado, este
aspecto caracteristico del mito inherente al cuento se revela en el cuadro, en la oposicién
entre la muertey la continuidad de la vida. La muerte estd encarnada en la cuarta unidad
mitica, es decir, el tiempo destructor, mientras que su anulacién y su derrota corresponden
respectivamente al sequndo y tercer mitemas. La lectura sincrénica de las unidades
miticas nos revela las dos versiones presentes que coexisten sin anularse mutuamente.
Esta aparente contradiccion refleja el intento de resolver, en el contexto mitico, la cuestion
existencial acerca de la mortalidad y lainmortalidad del alma. Sin embargo, este dilema
se resuelve cuando tenemos en cuenta el orden diacrénico, ya que la respuesta que la
diacronia del relato da al mitologema es indiscutiblemente favorable.

Revision externa por pares: Externamente revisada por pares.
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Subvenciones: El autor declara que este trabajo no ha recibido un apoyo financiero.
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Grant Support: The author declared that this study has received no financial support.

15 “Si tuviéramos que relatar el mito, no tendriamos en cuenta esta disposicion en columnas y leeriamos las
lineas de izquierda a derecha y de arriba abajo. Pero cuando se trata de comprender el mito, una mitad del
orden diacrénico (de arriba abajo) pierde su valor funcional y la lectura se hace de izquierda a derecha, una
columna tras otra, tratando a cada columna como un todo” (Lévi-Strauss, 1974, p. 237).
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ispanya tarihinde yiizyillar éncesine dayanan bir gelenek olan boga giiresi, zaman
icinde onur, gurur ve basari olgulariyla 6zdeslesmis ve arenadaki basari, XX. ylizyilda
cogu genc Ispanyol icin tine ve zenginlige acilan bir kapi olarak kabul edilmistir. Bu
basarinin canl 6rneklerinden biri ise Manuel Benitez, nam-i diger El Cordobés'dir.
Benitez, i¢ savas sonrasinda, azmi ve cesaretiyle kendi basari dykiistiinii yazmis ve pek
cok yoksul gence 6rnek olmustur. 60'li yillarda tinli diinyada Francisco Franco'nunkiyle
yarisan bu boga gurescisi, sira disi yasam oykusuyle Fransiz ve Amerikali gazeteciler
Dominique Lapierre ve Larry Collins'in Yasimi Tutacaksin adli romanina konu olmustur.
Belgesel tekniginin kullanildigi bu romanda sadece El Cordobés’in basariya uzanan
yolculuguna degil, ispanya’nin i¢ savastan 60'li yillarin sonuna dek uzanan tarihine,
toplumsal yapisina ve boga giiresi gelenegine de detayli bir bicimde deginilmektedir.
Bu calismada boga gliresi diinyasi ve bu gelenegin ispanyollar icin anlami irdelenirken,
ic savas sonrasl ispanyol toplumunu farkli siniflar araciligiyla yansitan Yasimi Tutacaksin
adli roman toplumsal gergekgilik Slgutleri 1siginda incelenmektedir. Marksist edebiyat
elestirmeni ve kuramci Lucien Goldmann'in savundugu toplumsal gercekgilik olctitleri
inceleme nesnesi olan eserde aranmis olup, sonug olarak esere toplumun kolektif
bilincinin yansimasi, istisnai bireylerin anlatidaki varligi ve yalin bir anlati dil kullanimi
gibi daha pek ¢ok l¢itiin adi gecen romanda yerine getirildigi tespit edilmis ve ilgili
6rneklerle sunulmustur. Roman, kurgusu ve anlatici tercihleriyle ddnemin ispanyasini
farkli sosyal siniflarin degerleri, kiiltiirel yapisi ve olaylara yaklagimlariyla birlikte nesnel
bir bicimde yansitmaktadir. Konu aldigi tarihsel dénemi toplumsal gercekgi bir tslupla
betimlemektedir.

Anahtar Kelimeler: El Cordobés, toplumsal gercekgilik, Lucien Goldmann, boga
glresi

ABSTRACT

Bullfighting as a tradition that dates back many centuries in Spanish history and
during this time it has been identified with honour, pride and success - indeed, success
in the arena was regarded as a gateway to fame and wealth by many young Spaniards
in 20" century. One of the embodiments of this success is Manuel Benitez, better
known as “El Cordobés". This bullfighter, whose reputation rivalled that of Francisco
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Franco in the 60s, was the subject of the novel Or I'll dress you in mourning by French and American journalists Dominique
Lapierre and Larry Collins with his extraordinary life story. In this novel, in which the documentary technique is utilized, not
only the journey of El Cordobés to success, but also the history, social structure and bullfighting tradition of Spain from the
civil war to the end of the 60s are described in detail. In this study, the world of bullfighting and the meaning of this tradition
for Spaniards are investigated, while the novel, Or I'll dress you in mourning, which reflects the post-civil war Spanish society
through classes, is examined in the light of the norms of social realism. The social realism criteria defended by the Marxist
literary critic and theorist Lucien Goldmann have been examined in this literary work, which is also the object of study, and
as a result, it has been determined that many criteria such as the reflection of the collective consciousness of the society in
the work, the presence of exceptional individuals in the narrative and the use of a plain narrative language are found in the
novel and they are also presented by relevant examples. The novel, which favours fiction and narration elements, objectively
reflects the Spain of that period with the values, cultural structure and approaches of different social classes. It also portrays
the historical period it is subject to in a social realist style.

Keywords: El Cordobés, social realism, Lucien Goldmann, bullfighting

EXTENDED ABSTRACT

The existence of the bull as a symbol of power in the Iberian Peninsula goes back
ten thousand years. Although the history of bullfighting is much more recent in the
history of the peninsula, this tradition is identified with the honour, fame, and success
by Spaniards. This life-or-death fight against the bull became a career goal for many
young Spaniards in the 20th century and a gateway to fame and wealth. One of the
embodiments of this success is Manuel Benitez, better known as“El Cordobés". He set
an example to all young Spaniards who were involved in bullfighting in Spain through
his life story and succeeded in reaching the top in this field. El Cordobés, as a representative
of the lower social class, was the subject of French and American journalists Dominique
Lapierre and Larry Collins' Or I'll dress you in mourning, with his exciting life and the
narratives of those who surround him. Translated into many languages to date, this
novel, although built on the documentary technique, takes the reader on a journey
that sheds light on the recent history of Spain among different classes of society through
fictional features. The selection of the narrators by the authors and their subjective
comments that make up most of the chapters allow the readers to witness the post-
civil war Spain through their own eyes. The narrators reflect the views of the classes
they belong to, and convey their thoughts on society, war and post-war through their
common past with El Cordobés. Those thoughts reflect the ideologies of the social
classes they represent. The inclusion of all these different perspectives strengthened
the social realist style of the narrative. The selection and witnessing of people such as
a clergyman, a war opportunist businessman, the son of a rich Andalusian landlord
and some lower social class people also allow a dialectic to be established between
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different classes of society. The main purpose of the study is to reveal what bullfighting
has meant to Spanish society throughout history, and then to indicate which classes
of Spanish society are depicted in the novel. While doing this, the narrator and narrative
features in the novel are also revealed. In this study, we focus on how the ideologies
of the classes seen in Spanish society during and after the civil war are reflected in the
novel.The literary theory to be used for this purpose is the social realism criteria, which
is defended by the Marxist literary theorist Lucien Goldmann. Goldmann is one of the
most well-known and respected Marxist literary theorists and the principles that he
defends determine the realistic approach in literary works. It can be observed that the
principle of “reflection of collective consciousness’, which is among the social realist
narrative principles defended by Goldmann, has been realized in the novel. It is seen
that the views of certain social classes and people who reflect their thoughts are
included in the narrative. For example, the approach of the manager nicknamed “El
Pipo’, who is a war opportunist, and Angelita, who makes sacrifices for her brothers,
are very different from each other. This difference offers the reader a variety of perspectives
and in this way increases the realism of the narrative. Furthermore, it is observed that
the novel reflected the “exceptional individuals”, other criteria of social realism defended
by Goldmann. The journeys of the exceptional individuals in the narrative are conveyed
to the readers through their own voices. One of these individuals is El Cordobés.
Structurally, we can conclude that experimental narrative features are not included in
the novel, and the narrative is conveyed in plain language. With this feature, the novel
also fulfils the condition of “having a plain narrative language”, which is one of the
principles of Goldmann'’s social realism theory. In summary, in Or I'll dress you in mourning,
it is focused on contemporary Spanish history, social class conflicts, facts about the
world of bullfighting, and social problems through El Cordobés'life. Dominique Lapierre
and Larry Collins have impressively told how the story of the particular is actually
intertwined with the social. This biographical novel, written as a result of a number of
interviews, has become a historical narrative and a social realist fiction due to its fictional
features. In all its aspects, the work also meets the principles of social realism put
forward by Lucien Goldmann, one of the leading figures of Marxist literary theory who
focused his studies on social classes.
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Giris

Fransiz ve Amerikali gazeteciler Dominique Lapierre ve Larry Collins’in Yasimi
Tutacaksin adli eseri, diinyaca inli boga guirescisi El Cordobés’in yani Manuel Benitez'in
hayat hikayesini anlatan yasam 6ykusel bir romandir. Yokluktan gelip basari basamaklarini
azmi ve cesareti sayesinde tirmanan bu gencin éykiisiiniin anlatildigi romanda, ispanyol
ic Savasi'ndan 1960l yillarin sonuna kadar modern ispanya’nin tarihine, toplumsal
yapisina ve tiim bunlari etkileyen boga giiresi gelenegine 1sik tutulmaktadir. 1970’'lerden
buyana sayisiz dile cevrilen bu eser, hem Ispanya’nin savas sonrasi dénemini betimlemekte
hem de ispanyol toplumunda boga giiresine verilen degeri gézler éniine sermektedir.
Belgesel tekniginin kullanildidi, olaylarin farkli siniflara ait kisilerin géziinden farkli bakis
acilaryla yansitildigi bu eserde gercek olaylara yer verilmekle birlikte, kurgusal 6zellikler
de ustaca kullanilmistir. Eserleri boyunca gelisen olaylarin kimlerin g6ziinden aktarilacagi
yoninde secim yapan Lapierre ve Collins, gériismelerden elde edilen bilgileri
detaylandirarak ve kurgusal bir anlati araciligiyla kendi tercihlerini de ortaya koymuslardir.
Tum bu ozellikler, belgesel nitelikli bu anlatiyr kurgu ile bulusturmakta, adi gecen
yazarlarin anlati tercihlerini ve 6znel yorumlarini sergilemelerine de olanak tanimaktadir.
Boylelikle Yasimi Tutacaksin bicem yoniinden belgesel nitelige sahip olsa da, yine de
kurgusal bir eser olarak tanimlanabilir.

Bu calismanin amaci; s6z konusu romanda ispanyol gencleri acisindan boga giiresi
geleneginin ve arena tecrlibesinin ne anlama geldigini arastirirken, yazarlarin boga
guresi gercegini okurlara kurgusal yonden nasil sunduklarinin saptanmasidir. S6z
konusu gelenegin, eserde gercekgi 6zelliklerle aktarilma yontemlerinden birisi de
toplumsal gercekci unsurlarin okura sunulmasidir. ispanyol toplumunu betimleyen bu
anlatida ise hangi toplumsal siniflara yer verildigi ve onlara ait ideolojilerin ne 6lglide
yansitildigi anlatinin gercekgi goriintistini arttirmaktadir. Bu baglamda, inceleme
nesnemiz olan Yasimi Tutacaksin adli roman, edebiyat elestirisi alaninda 6nemli bir yere
sahip olan Marksist kuramci Lucien Goldmann’in savundugu ve yazinsal yapitlarda
gercekgi yaklasimi belirleyen olcltler 1siginda ele alinacaktir.

Marksist elestiri, toplumsal olaylari agiklamakta ekonomik kosullari ve toplumdaki
sinif catismalarini temel alan bir edebiyat elestirisidir. Bir icerik elestirisi olan bu elestiri
tlirt sosyal yapi, sinif farklari ve catisan guiclere odaklanir ve belirli yonleriyle gercekgilik
akimina baglanir. Edebiyat elestirisinin bu alaninda 6nde gelen isimlerden olan Marksist
felsefeci ve edebiyat sosyologu Lucien Goldmann'in (1913-1970) yaklasimlari, sonradan
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bu alanda ¢alismalar yiiriiten dnemli diistinirlere de 1sik tutmustur. Goldmann, gercegin
romana yansima stireclerine odaklanmis ve yazinsal yapitin toplumun bitlnind yansitip
yansitmadigini sorgulamistir. Bunu yaparken izinden gittigi bir diger Marksist kuramci
olan Georg Lukécs'a gore daha sosyolojik temelli bir yaklasim sergiledigi goriiliir (Forgacs,
1984, s. 155). Arastirmalarina dncelikle toplumdaki gruplari inceleyerek baslayan
Goldmann, ardindan sosyal sinif kavrami tizerinden toplumun esere yansimasini ele
almistir.

Kuramci, edebiyat ve Ustyapi (felsefe, siyaset, edebiyat, din, vb.) arasinda yakin bir
bag kuruldugunu savunur. Ona gore sanat yapiti, belirli toplumsal siniflarin tarihteki
deneyimleri sonucunda sekillenir. Dolayisiyla eserler bu gruplarin distincelerini,
degerlerini, varolus kosullarini kendi iclerinde tasirlar. Goldmann’a gore toplumsal
kosullardan dogan dustinceler, toplumsal gruplar tarafindan Uretilen ortak eserler
olarak belirirler. Kendisi bu diistincelerin belirli tarihsel kosullar altinda bir araya gelerek,
belirli bir “dlinya goriisi”ne donlstigini de belirtmistir (Goldmann, 1969, s. 103).

Marksist kuramcinin toplumun edebiyata yansimasina yonelik yaklasimlari goz
oniline alindiginda, bu ¢alismanin inceleme nesnesi olan Yasimi Tutacaksin adli romanda
inceleme Ol¢litl olarak Lucien Goldmann'in toplumsal gercekgilik yaklasimlarinin
uygulanmasinin uygun oldugu gorilmektedir.

Yasimi Tutacaksin romani hakkinda alan yazinda bugtiine kadar yapilmis incelemeler
ele alindiginda az sayida calismanin bulundugu gézlemlenir. Bu calismalar kapsamli
bir icerige sahip olmayip, roman hakkinda kisa ya da genisletilmis 6zet niteligi
tasimaktadir. Aktas, Yabanci Dilden Tiirkceye Cevrilen Savasla ilgili Romanlara Bir Bakis
baslikll makalesinde bu eseri farkli Avrupa edebiyati 6rnekleriyle birlikte ele almistir.
Calismasinda ispanya ic Savasi’'na ayrilan bdliimde bu roman, Canlar Kimin icin Caliyor
ve Umut adli eserlerle birlikte degerlendirilmistir (2013, s. 57-58). Bu calismasinda Aktas,
Yasimi Tutacaksin romanina ispanya i¢ Savasi’'ni anlatan en iyi romanlardan biri olarak
deginir. Yine Aktas'in kaleme aldigi bir baska makale, ispanya ic Savasi’nin sanat ve
edebi eserlere yansimasini incelerken, ilgili romani savasi anlatan yénlerine ve Manuel
Benitez'in yasamina deginerek ele alir. Yine bu eserde bogda gliresinin toplum icinde
sahip oldugu éneme ve degere de yer verilir (2014, s. 308-309). Yener Géksenli, ispanyol
Edebiyatinda Boga Gliresi bashkli kitabinda yer yer bu romana deginmis ve i¢ savas
yillarinda bu gelenegin ispanya'da tasidigi dneme ve halkin El Cordobés'i arenada
izlemek icin son derece yiksek meblaglar 6dedigine dedinmistir (2016, s.146). Adi
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gecen calismalarin yani sira Moreno-Luzén ve NUfez Seixas, Metaphors of Spain baslikli
kitapta boga giiresinin ispanyol halki icin énemine deginmis ve “ulusal senlik” olarak
tanimlanan bu gelenegin ilgiliromanda detayli bir bicimde ele alindigina dikkat cekmistir
(2017,5.195). Ramé ise (2003) boga giiresleri hakkinda yaptigi incelemede, tinlii ispanyol
bogda gurescilerinin yasamlarina, bunlari konu alan eserler araciligiyla deginmistir. El
Cordobés’in yasam oykiisiinden s6z ederken Ramé, Yasimi Tutacaksin romaninda
matadorun geceleri hayati pahasina ciftliklerde bogalarla nasil guirestigini anlatir (s.207).

Romana farkli acidan yoneltilen bir diger yaklasim ise Ramos Espejo’ya aittir. Espejo,
Endullsla kadinlarin yasamoykdlerine yer verdigi kitabinda, EI Cordobés’in ablasi
Angelita Benitez'e de deginmistir. Angelite Benitez'e ayrilan bolimde Yasimi Tutacaksin
romanina yer verilmis ve bu eserin i¢ Savas Sonrasi ispanyasinin gerceklerini biyografik
bir anlatim aracihgiyla yansittigi belirtilmistir (2010, s. 245-246). Romana kimi ¢alismada
sadece kaynak géstermek amaciyla deginilmistir. Bu makaleyle amaclanan ise ispanyanin
ilgili tarihi donemini ele almak ve Lucien Goldmann’in yaklasimlari araciligiyla eseri
bltunlikli olarak ¢6ztimlemektir. Calisma bu niteligiyle, Yasimi Tutacaksin adli romani
farkh bir bakis acisiyla incelemekte ve alan yazina bu yonde bir katki saglamaktadir.
Romanin inceleme asamasina gecmeden énce, boga giiresinin ispanyol geleneklerindeki
yerine ve gencler icin boga giirescisi olmanin neler ifade ettigine deginmek konumuz
baglaminda aciklayici nitelikte olacaktir.

ispanyol Halkinin Onemli Geleneklerinden Biri: Boga Giiresi

Ispanya acisindan boganin bir sembol olarak tarihini boga giireslerinin baglamasindan
on bin yil dncesinde izlemek miimkiindiir. ispanya’daki Altamira ve Mayorca'da bulunan
Costig magaralarindaki boga cizimleri, insanlarin bu canlya duydugu ilgi ve merakin, cogu
zaman da sayginin gostergeleridir (Yener Goksenli, 2016, s. 12). Zaman icinde bu canlinin
olaganisti gliciine meydan okuyan insan bogayla gliresmeyi se¢cmis ve bu miicadeleyi
yiizyillarca stirdiirmistiir. Bu gelenek ¢cogu ispanyol icin bir tutku halini almigtir.

Bu tutkunun en yogun ortaya ciktigi anlardan biri de 20 Mayis 1964 guintdiir. O glin
Unll boga gurescisi El Cordobés’in Las Ventas arenasinda gerceklestirilecek boga
giiresini izlemek icin sadece giiresin yapilacagi Madrid'de degil tiim ispanya'da hayatin
durdugu belirtilir. Kimi elestirmen El Cordobés’in bu biiyiik basarisinda o donemde
televizyon yayininin yayginlasmasinin etkili oldugunu belirtmistir. Ornegin De Haro De
San Mateo, dider kitle iletisim araglarinda genis yer bulsa da, televizyon yayini olmaksizin
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El Cordobés’in efsanevi bir figlir olamamasinin miimkiin olabilecegi goriisiindedir
(2016, 5. 73). Yasimi Tutacaksin romaninda aktarildigi tizere El Cordobés'in boga gliresinin
oldugu giin boga guresi biletlerinin satildigi Calle de la Victoria'da korkung bir kalabalik
bulunmaktadir ve sokaktaki tiim diikkanlarin duvarlari boga giiresi resimleriyle kaplhdir.
Sabah kalan biletleri alabilmek icin binlerce Madridli sokaklarda gecelemis, ylizlercesi
sirf bu gosteriicin ilk kez televizyon almis ve hatta fabrikalar bile o glin erken kapatiimistir.
Anlatici, Franco’nun bu gliresi izlemesini ise soyle anlatir:

Devletin hicbir isi General Francisco Franco’yu bugtin ulusun geri kalanina
katilip Angelita’nin kiicuk kardesini seyretmekten alikoyamazdi. Ellerini
kiclk gobeginin lzerine kovusturup, tim dikkatini okuma yazmasi
olmayan bu gencin zaferine, muhtemelen sohreti kendisininkiyle
yarisabilecek yasayan tek ispanyol’a vermeye hazirlandi. (Collins ve Lapierre,
2017,s.62)

Boga giireslerinin sonuclarini hizli bir sekilde 6grenmek de ispanyollarin tutkusunu
gosteren bir 6gedir. Ornedin romanda Pedro Charneca boga giiresine dylesine bir
tutkuyla baglhidir ki, glires sezonu boyunca sonuclari hizla 6grenebilmek icin telefon
hatti baglatmistir ve sonuclari ispanya’daki hicbir gazetenin kendisinden hizli ilan
edemeyecek olmasi onun 6viing kaynagidir (s. 228).

Lapierre ve Collins'in belgesel teknigi kullanarak ele aldiklari tinlii boga gtirescisi El
Cordobés’in macera dolu yasami, ispanyol halkinin en 8nemli geleneklerinden biri olan
boga giiresinin farkh yonleriyle yansitiimasina olanak tanimistir'. Boga gliresinin
kokeninden bu guresin nasil icra edildigine dek bircok detay romanda karsimiza
¢ikmaktadir. Matadorun toplumdaki konumu da romandaki 6nemli izleklerden biridir.
“Boga giirescisinin halkla olan iliskisi her zaman sikintilidir. Eger bir figura® olma noktasina
ulasabilirse, halkin ondan hayatini bile riske atacak seyleri talep etmesi muhtemeldir”

1 Boga gliresi tutkusu, ispanyol edebiyatinda yizyillar boyunca farkli iceriklerle okurlarla bulusmustur.
ispanyol edebiyatinin ilk roman drneklerinden biri olan Tirant lo Blanch'ta, ya da Modern romanin ilk 6rnegi
olarak kabul edilen EI Quijote'de bogalarin izine rastlanir. El Quijote’de &zellikle “Bogalarin kapatiima
macerasi” bashkl bolimde vahsi bogalarin saldirisi dikkat ¢eker. Modern romanin bu 6ncii eserinde Don
Kisot, saray erkaninin arenaya cikanlarla ilgilendigini bildirirken, boga gtirescilerini kahraman 6zellikleriyle
tanimlamaktadir (Aktaran Cossio, 2007, 5.203). Boga giresleri, kutlamalarda da 6nemli bir kolektif kutlama
araci olmustur. Yine Cervantes'in Novelas ejemplares adli eserinde yer alan La gitanilla baslikli romanda
(1613) gerceklesen duglinde, bu mutlu giini kutlamak icin boga gtiresi diizenlendigi gorulir. Digun soyle
tanimlanir: “Sehirde senlik yapildi: diigiin gliniinde isiklar, bogalar ve kadehler vardi” (Olmedo Ramos, 2007,
s.18).

2 Figura kelimesi Turkcede “onemli kisi” anlamina gelmektedir.
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(McCormick, 2017, s. 6). Bu bakis acisinin eserde yansitildigi goriiltrken, halkin begenisini
kazanmak icin hayatini riske atan El Cordobés’in nasil bir psikolojiyle arenaya ¢iktigi da
okurlara siklikla aktarilir.

Romanda hem boga gurescisi El Cordobés'in hem de Madrid'deki San Isidro Senligi'nde
karsisina ¢ikan rakibi boda Impulsivo'nin 6ykisu anlatilir. Clinkd ikisinin arasinda bir
bag oldugu gozlemlenir. Ne de olsa her ikisi de bir takim ortak 6zellikler tasimaktadir:
“Boganin ve matadorun cesareti birbirine benzemektedir. Boga, insana olan korkusunu
cesaretiyle yener. Matador da cesurca miicadele ederek boga korkusunu hafifletir”
(Yener Goksenli, 2015, s. 175). Anlatimda ayrica sadece biiyiik sehirlerde yapilan ve
Unli matadorlarin katildigi boga giresleri anlatilmaz. Endiliis’iin en licra kdylerinde
gerceklestirilen boga gtiresinin ilkel formlari ve tinli bir matador olmak icin her seyini

ortaya koyan yoksul ispanyol gencleri de romanin ana izlegini olusturur.

El Cordobés de bu genclerden biridir. Arenalarin dev ismi Manolete’nin® 6limiinden
on yedi yil sonra, boda giiresi kurallarini ve denge yasalarini hice sayarak arenaya
yepyeni bir déviis tarzi getirir. El Cordobés, televizyon yayininin da baslamasiyla birlikte,
o gline dek hi¢cbir matadorun géremedigi bir kalabaligin arena giselerine akin etmesini
saglamistir. Boylece diinya ¢apinda tine kavusmus olur (Collins ve Lapierre, 2017, s. 16).

Matador Adaylari icin Arenanin Anlami

Romanda 0zellikle i¢ savas sonrasi donemde, aclik hissetmeyecekleri bir hayat
yasayabilmek icin boga glirescisi olmak isteyen ve “esyalarini koyup omuzlarinda
tasidiklari torbalar ylziinden” (s. 242) onlara maletilla®* denilen genclerin hikayesi
anlatilir. Bu genclere “arena tecriibesi” ve boga giiresinin nasil bir anlam ifade ettigini
ortaya koyabilmek icin arenaya ¢citkmadan dnce hangi yollardan gectiklerine bakmak
gerekir. Savas sonrasi toplumunda ciddi bir aclik ve yoksullukla karsi karsiya kalan pek

3 ispanya’nin unutulmaz boga giirescilerinden biri olan ve genc yasta bir boynuz darbesi sonucunda yasamini
yitiren Manolete'nin adi, Cordoba sehrinin diger en 6nemli matadorlariyla birlikte (Lagartijo, Guerrita ve
Bombita) bu sehirdeki Santa Maria Kilisesi'nin ¢an kulesindeki tasa yazilmistir. “Dort Kordoba Azizi” diye
anilan bu isimler dyle sevilmislerdir ki, Endiilis onlari aziz seviyesine ¢ikarmistir (Collins ve Lapierre, 2017, s.
31).

4 Kelime anlami “kiictk valiz"dir. Boga gurescisi olmak isteyen genclerin boyle tanimlanmalarinin sebebi,
yollardayken tiim esyalarini ¢ikinlarinda tasimalaridir.

5 Bucalismada yer alan boga guresiyle ilgili terimlerin anlam aciklamalari eser incelememiz boyunca romanin
su baskisindan alintilanmistir: Ayrintih bilgi icin bkz. Collins, L., & Lapierre, D. (1969). Or I'll dress you in
mourning. New York: Signet Books.

724 Litera Volume: 32, Number: 2, 2022



Kabatas Keskin, F., Yener Goksenli, E.

¢ok geng, Sevilla'nin varoslarindan ¢ikan ve “boga guresi sanatini izleyerek yoksulluktan
kagan, cesaretini halkin 6niinde sergileyerek achktan kurtulan fakir” (s. 191) bir cocuk
olan Currito de la Cruz gibi olmak ister. Bu gelenek onlar icin hem mak(s kaderlerini
degistirebilecekleri hem de cesaretlerini sergileyerek begeni toplayabilecekleri bir
firsata donustr. Ozellikle ic savas sonrasi ispanya’sinda yiyecek lokmayi zar zor bulan
cogu yoksul cocuk cani pahasina boga giirescisi olmayi istemistir.

Boga giirescisi olma tutkusu ispanya'da neredeyse her genc ve ac erkegin sahip
oldugu bir duygu olarak belirir. Baska ¢ocuklar futbol ya da basketbol oynarken
ispanya’nin bu yoksul cocuklari corrida® oynayarak boga giiresinin inceliklerini dgrenirler.
Bu cocuklar icin matador olmak yiyecek bulmakla ilgilidir, 6rnegin Yasimi Tutacaksin
romaninda Currito de la Cruz filmini izleyen Manuel arkadasi Juan'a“Gorirsin, [...] bir
gun benim karnim da onunki gibi dolu olacak.” (s. 194) der. Ancak gercek bir matador
olmak, “arena tecrlibesi” yasama sansini elde etmek, fakirlikten baska bir seyi olmayan
bu cocuklar icin ¢cok uzun ugraslar gerektirir. E§er soylu bir aileden gelmiyorsaniz ya
da bir boga giirescisinin akrabasi degilseniz ispanya'da tienta”ya girmek icin gerekli
olan bir tavsiye mektubunu almaniz cok kolay olmaz. Bu yiizden bircok ispanyol cocugu
corrida tecriibesi icin boga yetistiricilerinin hayvanlarini otlattiklar cayirlara gizlice
girerek bir ciraklk egitimi almaya calisirlar.

Bu cayirlarda ciraklik egitimini gerceklestirenler arasinda Manolo® ve arkadasi Juan
da bulunmaktadir. Bu durum romanda da belirtildigi gibi “corrida ile ilgisi olan herkes
tarafindan” (s. 210) kinanmaktadir, ¢clinkii bu sekilde boga “masumiyetini kaybeder” ve
arenaya ciktiginda kumas yerine matadoru hedef olarak gorerek ona dogru gidebilir.
Arastirmaci Carry B. Douglass boga giiresi ve onur konusunu ele aldigi makalesinde Yasimi
Tutacaksin romaninda El Cordobés'in gizli cayir egitimlerine de deginerek sunlar ekler:
«Ciftlik sahipleri kelimenin tam anlamiyla boganin“bekaretinin” garantéridurler ve eger
sorumluluklarini yerine getiremezlerse ceza almalart muhtemeldir” (1984, s. 250).

Hem yasadisi hem de tehlikeli olan bu ydntemi tercih eden cesur ve bicare genglerin
hayatlarini bu ugurda kaybettiklerine de rastlanir. Yasimi Tutacaksin'da Manolo ve Juan
gercek bir bogayla karsilasabilmek icin Guadalquivir nehrinin soguk sularinda yiizerler,

6 “Boga guresi kosusu” Geleneksel corrida (i¢ matador tarafindan alti boganin éldirilmesini icerir, bas
matador ilkini ve dordiinciisting, ikinci matador ikinci ve besincisini ve daha kidemsiz matador tglincl ve
altinci bogay éldurdr.

7  Bodga yetistiricilerin ciftliklerinde buzagilarin cesaretlerini dlctukleri bir test.

Manuel adi romanda ¢ogu zaman Manolo olarak anilmaktadir.
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Guardia Civil* muhafizlarindan kacarlar ve hicbir glivenlik dnleminin olmadigi cayirlarda
oluimle ylz yiize gelirler.

Bu zavalli Endiillsli cocuklarin boga giirescisi olmak icin ¢ektikleri zorluklar bunlarla
da sinirh degildir. Juan'in da romanda anlattigi gibi kendi bolgelerindeki cayirlari
tUkettiklerinde yeni cayirlar bulmak ve kendilerince egitimlerini tamamlamak icin bes
kurussuz, ag, yaya yollara diiserler ve kdy meydanlarinda dilenirler (s. 241). Uzun ugraslar
sonucu tienta'larda olma firsatini bulan gencler icinse isler her zaman umduklari gibi
gitmez. Clinkii bu genc¢ yetenekleri kesfedip, onlari Ginlii yapacak menajerlere ihtiyaclari
vardir. Ancak bazi ispanyol gencleri heniiz tam bir boga giirescisi olmasalar bile boga
guireslerine katilmak onlar icin bazi olumlu sonuclar getirir. Ornegin romanda Palma del
Rio’nun rahibi Don Carlos Sanchez'in diizenledigi patrona boda guresinde —ki bir corrida’nin
torenselligine sahip degildir- matador olarak yer alan Manolo'ya, boga gtirescilerine
verilen sosyal ayricalik taninir; boylelikle geng adam asik oldugu Anita Sanchez'in
babasindan kiziyla birlikte sinemaya gitme iznini alabilir. Ancak bu gercek bir matador
olmak icin yeterli degildir. Memleketin her yerinden Madrid’e gelen gencler Plaza de
Toros'da bir glires sansi yakalamanin hayalini kurmaktadir. Manolo da Madrid'e gittiklerinde
bir oportunidad' yakalamak icin kaldinmlarda bekleyen gencleri soyle tarif eder:

Plaza'nin etrafindaki kaldirimlara vardigimizda feci bir sey gordiik. O zaman
polislerin neden bizi dévmekle ugrasmadigini anladim. Orada bizim gibi
dizinelerce aficionado' vardi. Her yerdeydiler. Diinyanin her yerinden;
Barcelona'dan, San Sebastian'dan, Cadiz'den, Bilbao'dan, her yerden, hatta
ismini bile duymadigim sehirlerden gelmislerdi. Onlar da bizimle ayni seyi
aryordu: Bir oportunidad. (s. 303)

“Firsat” anlamina gelen oportunidad, boga glirescisi olma yolundaki genclerin
baskaldirilarina kosut olarak aradiklari bir basari imkanidir. Ancak inceleme nesnemiz
olan romanda da goruldiigl lizere cogu bogda glrescisinin baskaldirisi bir sosyal
degisimin gerceklesmesiicin degil, kendi bireysel degisimlerinin gerceklesmesi icindir.
Sosyolog Arauiz de Robles de bugiine kadar toplumsal bir lider kisiligi tasiyan boga
glrescisi belirmemis olduguna dikkat cekmistir (1978, s. 96). Boga glirescisi bu yonuyle
bir reformcu 6zelligi tasimaz, ancak kendisini bireysel olarak gelistirir.

9  Guardia Civil, “polis memuru” anlamina gelmektedir.
10 “Firsat”anlamina gelir.
11 “Boga glresi tutkunu” anlaminda kullaniimaktadir.
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Arenada edinilen tiim basarilara karsin yine de kendini gosterme sansini yakalayan
cogu genc icin isler istenildigi gibi gitmeyebilir. Ornegin Manuel Benitez yani El Cordobés,
resmi olarak ¢iktigi ilk arenada sobresaliente' olarak yer aldidi icin bogayla hicbir gecis
sansina yani kendini gosterme sansina sahip olmaz. Ancak menajeri Luis Lopez ona
Ozel bir arena kiraladiginda kendini gésterme firsati bulur. Anlatici Manolo’nun arenadaki
ilk anlarini su sekilde aktarir:

[...] bu tarihi arenaya ¢cok uzun yoldan gelmisti. Bu kumlari taninmadan
ve fark edilmeden terk etmeyecekti. Boga giirescisi olarak basarili olmayi
ve onunla birlikte gelecek zenginligi, iyi beslenmeyi, iyi arabalar kullanmayi,
iyi evlerde yasamayi, uzun siredir 6zlemini ¢ektigi bu diinyada saygi
gormeyi, cilginca istiyordu. (s. 342)

“Arena tecriibesi” edinmek, ister matador olsun ister picador, bir gencin hayatini
olumlu ya da olumsuz anlamda sonsuza dek degistirmektedir. El Cordobés’in tecriibeli
picador'u™ Jose Siglienza’'nin ilk kez arenaya ¢ikma ani, Unli matadorun “genclik
hayallerinin doruk noktasini, hayattaki tek amacinin gerceklesmesini temsil” etmektedir.
(s. 272). Ote yandan matador olarak dért yil geciren ve El Cordobés'in banderillo de
confianza'si™* olan Paco Ruiz icinse arenada matador olarak bulunma tecriibesi utang
dolu bir anidir. Arenada bogayi 6ldiirememesinin ardindan yuhalanarak arenadan
kovalanmasiyla birlikte matadorluk kariyeri biter ve bundan boyle arenada banderillo™
olarak gorev alir. Ancak El Cordobés gibi arenada halk tarafindan kabul edilmek, matador
olma hayalini kuran bu gencin hayati boyunca istedigi her seyi ifade eder, yedigi tim
dayaklar telafi eder, tim aclik agrilarina merhem olur (s. 414). Arenadaki basarisi ise
zamaninda kovuldugu memlekette Manolo'ya cevrilen tim olumsuz bakislari silmistir.

12 Corrida'da guresecek iki matador belirlendiginde, her iki matadorun yaralanma ya da giirese devam edecek
durumda olmamalar ihtimaline karsin bir sobresaliente yani “yedek matador” tutulur. Genellikle gegis
asamasinda matadorlarin yaninda olan ve peleriniyle bogayla gliresmesine izin verilen, novillero denilen
“yeni matador“dur.

13 Boga giresinde elindeki sirgi boganin boynuna saplayan atli stivariye verilen isimdir.

14 Matadorun bas banderillosudur. Geleneksel olarak matadorun ti¢ banderillosundan biridir ama ona daha
yakindir. Genellikle yash bir adamdir, arenada matadora tavsiye veren kisidir ve genellikle ona ¢ok yakin bir
arkadashidi bulunmaktadir. Kural olarak giires sabahinda cekilen kurada matadoru temsil eder