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The Perverted Cosmology of Richard Crashaw

Tomas Jajtner

University of South Bohemia

Abstract

The essay discusses the transformation of Pythagorean cosmology in the English poems of Richard
Crashaw. It argues that Crashaw's paradoxical musicality is not grounded in an orderly organiza-
tion of the universe (as was the case in the Pythagorean concept), but in its abundant excessiveness.
This theme is developed in relation to various cosmological allusions, the author’s christocentri-
cism and his specific use of emblems. The crucial point is the dynamic nature of Crashaw's concept
of harmony based on his sophisticated handling of language.

Keywords: Richard Crashaw, English metaphysical poetry, Pythagorean cosmology, mysticism,
concepts of harmony

1. Introduction

“In the development of Western philosophy as the Renaissance saw it, the sect of Pythago-
reans had played a definite and important role, a role much more important than is generally
conceded today,” says S. K. Heninger Jr. in his excellent book on Pythagorean cosmology
and Renaissance poetics'. Indeed, cosmological allusions are omnipresent in Renaissance
literature, and their significance surpasses mere contextual reference to an outdated system
of beliefs.

In the preface to the first and most important collection of Richard Crashaw’s poetry,
Steps to the Temple (first publ. 1646), the unknown editor explains the author’s poetic
aspiration to the “Learned Reader” with an allusion to the Pythagorean concept of musical
harmony:

The Author’s friend, will not usurp much upon thy eye: This is only for those whom
the name of our Divine Poet hath not yet seized into admiration. I dare undertake that
what Jamblicus (in vita Pythagore) affirmeth of his Master, at his contemplations,
these Poems can, viz. They shall lift thee, Reader, some yards above the ground:
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and, as in Pythagoras’ School, every temper was first tuned into a height by several
proportions of Music, and spiritualiz’d for one of his weighty lectures; so mayst thou
take a poem hence, and tune thy soul by it, into a heavenly pitch; and thus refined and
borne up upon the wings of meditation, in these Poems thou mayst talk freely of God,
and of that other state. (29)

The editor thus points out one of the most important characteristics of the Pythagorean
system, i.e. the doctrine of proportions; proportions — defined by number — accounted
for the “musical nature” of the cosmos®. However, Pythagorean cosmology primarily
addressed the order of the universe based on a clear opposition between the centre and
the spheres (i.e. rotating around one defined centre), and the poetics of correspondences;
i.e. microcosm reflecting macrocosm and vice versa, where complexity could always
be “reduced” to simplicity as in the famous Pythagorean numerical progressions®. If the
Renaissance constantly aspired “toward the condition of music™, it was to a large extent
due to the penetrating presence of Pythagorean harmonious thought that transformed this
aspiration into a truly spiritual quest: a quest for the final truth about the universe.

The work of Richard Crashaw is a peculiar phenomenon not only within 17® century
English poetry, but within the whole of the English literary tradition. There is something
deeply non-English about his verse, although the influences of Donne and Herbert are
substantial for his poetic development. The strict Classicist Alexander Pope praised his
“thoughts”, but found him more a “Versifier” than a poet (Pope 154). Nineteenth-century
critics, namely Hazzlit and Swinburne, emphasise his “fervors of fanaticism” and “fantas-
tic devotion” respectively, but also his ingeniousness®. In his famous essay, Seven Types
of Ambiguity, Empson alludes to Crashaw’s popular epigram “Blessed be the paps which
Thou hast sucked” and points out “a wide variety of sexual perversions which can be
included in the notion of sucking a long bloody teat which is also a wound” (221). More
positive appreciation came from Yvor Winters in his Primitivism and Decadence®, and,
indeed, from Austin Warren, the author of a famous monograph on Crashaw’. Negative
evaluation, however, seems to persist even later: e.g. W. Kerrigan’s essay on Donne’s reli-
gious poems sees Crashaw’s work as verbose and neurotic®.

The transformation of the traditional Pythagorean lore in the poetry of Richard
Crashaw is one of the most interesting aspects of his very specific poetic genius. In this
essay I want to argue that Crashaw’s predilection for the paradoxical aspects of the Chris-
tian faith perverts the Pythagorean universe. His universe is a contracted one, and it is
tuned from within. It is a dialogical cosmos based on an act of faith, decentring oneself
and subsequently also our perception of the “macrocosm”. As we saw in the short extract
from the Preface, one is asked to “tune” one’s soul “into a heavenly pitch” and experience
the music of “that other state”. The fixed Pythagorean definiteness yields to infiniteness
expressed — as we shall see later on — in the overabundance or the supposed “verbose”
excessiveness of his language.

The present article discusses the issue in relation to his cosmological allusions, his
christocentricism and his use of emblems.
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2. “Upwards thou dost weep” — the topsyturvyness of Crashaw’s universe

In the first poem of his Steps to the Temple®, “The Weeper”, Crashaw introduces his favour-
ite saint, St Mary Magdalene. The conceit of the poem is based on a perverted cosmology:
Mary’s tears are “ever-falling stars” falling from the heavens of her “fair Eyes”:

2 Heavens thy fair Eyes be ;.
Heavens of ever-falling stars.
Tis seed-time still with thee; .
And stars thou sow’st, whose harvest dares
Promise the Earth; to countershine
Whatever makes Heaven’s forehead fine.

3 But we are deceived all,
Stars indeed they are too true,
For they but seem to fall
As Heaven'’s other spangles do:
It is not for our Earth and us,
To shine in things so precious.

4 Upwards thou dost weep,
Heaven’s bosom drinks the gentle stream.
Where th’ milky rivers meet,
Thine Crawls above and is the Cream.
Heaven, of such fair floods as this,
Heaven the crystal Ocean is. (33)

The traditional opposition between heavens and earth (as between “below” and
“above”) is turned upside down: “we are deceived all”: in the contracted universe of
Mary’s eyes, tears fall “upwards” to heaven (“Upwards thou dost weep”). They create a
“Crystal Ocean” from which “a brisk Cherub something sips/ Whose soft influence/ Adds
sweetness to his sweetest lips.” This vertically perverted cosmology is, nevertheless, har-
moniously musical, as we see in the following stanza:

Then to his Music, and his song
tastes of this breakfast all day long. (34)

The conceit of the poem does not, however, end in a hon mot: Crashaw recreates his
cosmology very carefully and with a subtle intellectual discipline. Mary’s tears become
a “looking glass”, in which they are viewed in ever-new perspectives. The tears are thus
compared to “Jewels” (stanza 8), “Balsam” (stanza 12 and 13), or “rivers” (stanza 14).
They “melt the year/ Into a weeping motion” and make time “precious” (stanza 16). The
tears become a universal symbol of a contracted universe, and the simple theme of weep-
ing seems to exhaust the universe of reality. In stanza 22 Crashaw dramatises the question
of their falling:
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Whither away so fast?
O whither? for the sluttish Earth
Your sweetness cannot taste
Nor does the dust deserve your Birth.
Whither haste ye then? o say
Why ye trip so fast away? (36)

The answer in the following stanza is surprising: they do “fall down”, yet the object
of their falling transforms the nature of the movement itself. They fall — as expected — on
Christ’s feet. The imagination of the rest of the poem thus achieves its paradoxical unity:

We go not to seek
The darlings of Aurora’s bed,
The Rose’s modest cheek
Nor the Violet’s humble head.
No such thing; we go to meet
A worthier object, Our Lord s feet. (36)

The unity of the “fantastic” conceit is thus achieved in its perverted geocentricism:
indeed, the presence of Jesus makes the movement upwards and downwards one and the
same movement of adoration'’.

The third poem in the first collection, “The Tear”, develops the cosmological reference
of the first Magdalene piece''. The sacred nature of Mary’s tears — the object of typically
Baroque devotion — problematises the question of the actual substance of her “tear”: is it a
tear or not? The enigmatic, truly hieroglyphic nature of the object is recalled by a kind of
cosmological defining-and-redefining game:

1 What bright soft thing is this?
Sweet Mary thy fair Eyes’ expense?
A moist spark it is,
A wat’ry Diamond; from whence
The very Term, I think, was found
The water of a Diamond.

2 O ‘tis not a Tear,
“Tis a star about to drop
From thine eye its sphere;
The Sun will stoop and take it up.
Proud will his sister be to wear
This thine eyes’ Jewel in her Ear.

3 O ‘tis a tear
Too true a Tear; for no sad eyne.
How sad so e’er
Rain so true a Tear as thine;
Each Drop leaving a place so dear,
Weeps for itself, is its own Tear. (37)
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The tear again acquires a variety of meanings: “a pearl” and “a rose” (stanza 4), “a
maiden gem” (stanza 5), and “an eye of Heaven” (stanza 8). It is taken up to heaven — mark
the same movement as in “The Weeper” — to join the choirs of angels. However, the para-
dox of the substance does not seem to be solved: the cosmological reference to the outer
world is legitimised only as long as it is still the very same eye of Mary Magdalene. The
contracted and concentrated “Heaven of Mary s eye” is the centre from which the outer
world can be spotted, and the heavenly aspiration of her sainthood makes her tears objects
worthy of devotion. The question of cosmological hierarchy is thus transformed into the
question of the infinite centrality of God:

7 Thus carried up on high,
(For to Heaven thou must go)
Sweetly shalt thou lie,
And in soft slumbers bathe thy woe;
Till the singing Orbs awake thee,
And one of their bright Chorus make thee.

8 There thyself shalt be
An eye, but not a weeping one,
Yet I doubt of thee,
Whither thou’dst rather there have shone
An eye of Heaven; or still shine here
In th’ Heaven of Mary s eye, a Tear. (38)

The paradox of the ending is the final tautology: it is, indeed, a tear. However, there is
a crucial difference to be spotted here: the tear has been transformed; it has been filled with
the infinite presence of God. Its centre is nowhere and its circumference everywhere. It has
entered the theocentric world: its motion is dictated by the omniscient presence of God.

A similar movement —i.e. both concentric and vertical — can be seen in one of Crashaw’s
divine epigrams, “On the Blessed Virgin’s bashfulness”: Mary’s bashfulness is perfectly
acceptable as an act of devotion, because she does not need to “look up” to adore the living
God. The presence of God in her womb reshapes the hierarchy of the universe: she looks
down, since the centre is united with the sphere:

That on her lap she casts her humble Eye;

“Tis the sweet pride of her Humility.

The fair star is well fixt, for where, o where

Could she have fixt it on a fairer Sphere?

‘Tis Heav’n ‘tis Heaven she sees, Heaven’s God there lies
She can see heaven, and ne’er lift up her eyes:

This new Guest to her Eyes new Laws hath given,

‘“Twas once look up, ‘tis now look down to Heaven. (42)

In Crashaw’s rendering of the famous “Psalm 23”, the problem of decentering the

sphere acquires an identical connotation: the sphere of concentration is the presence of
God inside, which recreates the universe:
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About my Paths, so shall I find

The fair Center of my mind

Thy Temple, and those lovely walls
Bright ever with a beam that falls

Fresh from the pure glance of thine eye,
Lighting to Eternity. (55)

In “On a Prayer Book Sent to Mrs. M. R.”, the “temple of the heart” needs to be con-
stantly guarded against the attacks of the “beguiling” Enemy. The centre-sphere tension
is referred to the struggle between God and Satan. Prayer re-enlivens the power of God’s
presence in the soul of man. However, languishing in prayer causes the decentering of the
spiritual self:

But if the noble Bridegroom when he comes
Shall find the wand’ring heart from home,
Leaving her chaste abode,
To gad abroad:

Amongst the gay mates of the god of flies;
To take her pleasures, and to play
And to keep the devil’s holy day.
To dance in the Sunshine of some smiling
But beguiling
Sphere of sweet, and sugar’d lies,
Some slippery pair,
Of false perhaps as fair
Flattering but forswearing eyes

Doubtless some other heart
Will get the start,
And stepping in before,
Will take possession of the sacred store
Of hidden sweets, and holy joys,
Words which are not heard with ears,
(These tumultuous shops of noise)
Effectual whispers whose still voice,
The soul itself more feels than hears. (78)

The poem finishes in a paradoxical statement making the commonplace “accommoda-
tions” of God problematic. The pleasures of the soul in God’s hands go beyond the single
“heavens” of old:

Happy soul she shall discover,

What joy, what bliss,

How many heavens at once it is,
To have a God become her lover. (80)

12
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The paradox of joining unity (universe) and multiplicity thus has a clear cosmological
reference: having God as a lover is an experience beyond the proportion of the old divi-
sion between microcosm and macrocosm. It is “many heavens at once”, i.e. the goal is
thus achieved differently, as in the old Pythagorean cosmology looking for the final reduc-
tion into the monad. God’s conceit is not reduced back to its origin, but infinitely multi-
plied. The “other” language of God requires accommodation in an abundance of ever-new
similes'?.

3. The problem of Presence — Crashaw’s christocentricism

One of Crashaw’s most enigmatic poems, “To the Name above Every Name, The Name of
Jesus, A Hymn”, is a poem eminently concerned with the problem of language. The name
of Jesus cannot be uttered as any other name, since it is no “name” in the everyday sense
of the word:

I Sing the Name which None can say

But toucht with An interior Ray:

The Name of our New Peace; our Good:

Our Bliss: and Supernatural Blood:

The Name of All our Lives and Loves.
Hearken, And Help, ye holy Doves!

The high-born Brood of Day; you bright
Candidates of blissful Light,

The Heirs Elect of Love; whose Names belong
Unto The everlasting life of Song;

All ye wise Souls, who in the wealthy Breast
Of this unbounded Name build your warm Nest. (148)

Crashaw follows here a long tradition of avoiding inappropriate usage of God’s name,
such as we find in the Old Testament: the sanctity of the name does not allow it to be used
in vain'®, One may also see here a biographical reference to Crashaw’s Puritan father
William (1572-1626), and the specifically Puritan iconoclastic drive during this period'.
However, the conceit of the poem stresses primarily the “unbounded” nature of the name
of Jesus: the poem constantly strives to refer to it without actually uttering it. The result
of this aporia is a chain, or rather a “condensation” of expressions: the poem — in order to
stress the unutterability of the name in the order of commonplace reference — emphasises
the ontological aspect of its utterance, the aspect of adoration.

The act of adoration in the poem incorporates the whole of Creation, since the self of
the adorator cannot properly respond to the aspiration of the adoration: the multitude of
worlds has to unite to rise up in a harmonious act of adoration. Indeed, the act of adora-
tion — as the different etymologies of the original Latin and Greek words show — points
in two simultaneous directions. The Greek word proskynesis (mpooxovnoic) means submis-
sion, recognition of God as the norm; while the Latin word ad-oratio refers to an intimate
contact, a kiss or an embrace. Both these aspects are present in the poem: the incapacity
to utter the name recognizes the unbounded nature of God’s name, but it also strives to be
an act of love.

13
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Crashaw uses powerful images of Christ’s presence: the images of nest, bee-hive and
perfume. All these words refer to a centre of radiation, a centre which recreates the world
from within:

Leave All thy native Glories in their Gorgeous Nest,
And give Thyself a while The gracious Guest
Of humble Souls, that seek to find
The hidden Sweets
Which man’s heart meets
When Thou art Master of the Mind. (151)

The presence of the Name in the poem is thus “postponed”, as it is in the theology of
the Eucharist. The presence of Christ in traditional Catholic theology is explained as being
threefold — the historical presence, the presence in the Eucharist, and the presence-in-
-the-coming, the so-called “Second Coming of Christ” at the end of the ages. The poem
incorporates all the types of Christ’s presence in an act of rotating around the infinity.
Linguistically speaking, the old meaning of naming in the sense of “making present” is
here wonderfully retained and avoided at the same time. The “All-adored Name” of Jesus
enters the world in a paradox of an un-named substance®. As I have shown before, the
identity of the name and being — so, economy and ontology — has been accomplished in a
sophisticated logic of language. The multiplicity of reference and the dynamic of expres-
sion help to sharpen the sense of the impossible. The prime importance in bridging the
abyss acquires the medium of language.

“In the Glorious Epiphany of Our Lord God”, another of Crashaw’s longer poems
about Christ’s presence in the world, alludes to the problem of harmony. At the heart of this
“Hymn Sung as by the three Kings” — as the subtitle says — is a christocentric cosmology:

Cho. To Thee, thou Day of night! thou east of west!
Lo we at last have found the way.
To thee, the world’s great universal east.
The General and indifferent Day.
1. All-circling point. All cent’ring sphere.
The world’s one, round, Eternal year.
2. Whose full and all-unwrinkled face
Nor sinks nor swells with time or place;
3. But every where and every while
Is One Consistent solid smile;
Not vext and tost
“Twixt spring and frost,
Nor by alternate shreds of light
Sordidly shifting hands with shades and night.
Cho. O little all! in thy embrace
The world lies warm, and likes his place.
Nor does his full Globe fail to be
Kist on Both his cheeks by Thee.
Time is too narrow for thy Year
Nor makes the whole World thy half-sphere. (160-161)

W~
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In this short extract, we can see the basic concept of Crashaw’s christocentric cosmol-
ogy: the little babe in the crib is “a little all”: a microcosm holding the macrocosm from
within. At the same time it is an “All-circling point” and an ”All cent’ring sphere.” The
world rotates around Jesus as the eminent centre drawing all deviating spheres to himself.
As such it is a harmonious and musical cosmos: the only hindrance protecting us from
hearing the overwhelming cosmic harmony is sin:

Cho. Nor was’t our deafness, but our sins, that thus
Long made th’Harmonious orbs all mute to us. (161)

The “All-cent’ring sphere” thus transforms our perception of space, since the
unbounded nature of Christ’s presence, as a presence of the Logos incarnate revealed at
the Epiphany, marks its limits as un-limited'®. Since Christ’s Incarnation the orbs have
been tuned from within and — as in the hymn “To the Name of Jesus” — adoring Jesus is an
“unbounded All-embracing Song” (Crashaw 150). This “condensation” of expressions or
the abundance of similes pointing towards infinity defines the new order of grace. As A.
D. Cousins claims, “Crashaw again and again depicts heavenly beatitude, or anticipatory
sensation of it, as a spiritual union with Christ, the ecstasy of that oneness often being sug-
gested through images of incandescence or of musical harmony” (129). As the ecstasy par-
takes in God’s abundance of being (the theological concept of the superabundantia), the
recreated universe abounds with harmony. Indeed, the muteness of the world of sin shows
that the new cosmology of grace within a broken world must be revived: the paradoxical
epiphany of an unnamed God unites deitas and materia.

This seems to offer a solution to the problem of the logic of language: Crashavian
illogical language of paradox aspires to the ontological status, to the status of materia.
Just like a Baroque statue aspires to a state of movement, Crashaw seems to “tune” his
language to aspire to a status of an animated being, i.e. a living materia. The apparent fail-
ure of such an undertaking, however, shows its triumph: language, indeed, represents this
aspiration. “The presence of language” after all is primarily the presence of this struggle,
this longing for the ineffable, and this paradox at work. The abundance of meaning is thus
fully efficient.

4. Images and music — the measure of abundance

Crashaw’s sense of harmony and music is also eminently bound up with his use of emblems
(i.e. an image with a subsequent moral). The emblem allowed the creation of a more com-
plex symbolic structure, which could expand on the original meaning in many different
layers.

Crashaw uses two “typical” emblems: in “To the Noblest and best of Ladies, the Coun-
tess of Denbigh”!” and in “Saint Mary Magdalene or The Weeper”. Features of emblematic
technique are, however, detectable elsewhere: e.g. in “The Flaming Heart or To the Name
of Jesus”. All of these poems are commentaries on images, trying to recreate their “speak-
ing” quality, as in the Horatian maxim ut pictura poesis. Nevertheless, what Crashaw
writes is not just an explanatory commentary on the “true” meaning of the emblem, but a
stream of metaphors as if regenerated from the mysterious source of the object’s reference.
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Thus the “Tears series” concentrates fully on the “Diamond” of the tear; but it also pro-
duces a multitude of quite dissimilar images. It is interesting to note that the second edition
of “The Weeper”, called “Saint Mary Magdalene or The Weeper”, incorporated the two
earlier poems into one. Even though the order of stanzas is shuffled, there is only a mini-
mal change in the overall meaning of the piece. The unity of the picture and the text seems
to be granted by the unity of the centre.

If we now focus on the emblem itself — showing weeping Mary with a winged bleeding
heart in a circle of light — we read the following inscription:

Lo where a Wounded Heart with Bleeding Eyes conspire.
Is she a Flaming Fountain, or a Weeping fire! (196)

The commentary does not explain the picture, as classical Renaissance commentar-
ies did, nor is it just a witticism: it is a stream of paradoxes. Indeed, the second sentence
unexpectedly climaxes in an exclamation mark, although it is clearly a question. What the
emblem does is augment the mystery, the unspeakable. The stream of paradoxes seems to
be the mystery at work, the liberating power of language to aspire to new meanings and,
most importantly, to the unspeakable. The emblem retains its power as a picture, i.e. as an
expression sui generis, which can hardly be reduced to a language commentary. On the
other hand, the commentary shatters the certainty of the static medium of the picture: the
vision of a static depiction transforms into the motion of language and vice versa in infinite
circulation.

This, indeed, applies to the other “visual” emblem in “To the Noblest and Best of
Ladies, the Countess of Denbigh (Persuading her to Resolution in Religion and to render
herself without further delay into the Communion with the Catholic Church)”: the image
of a locked heart is accompanied by the following inscription:

‘Tis not the work of force but skill

To find the way into man's will.

‘Tis love alone can hearts unlock.

Who knows the Word, he needs not knock. (145)

The image responds to the inscription and vice versa: indeed, the mass of the object
presented and the abstract idea expressed in verse create a sense of tension. The simile is
thus based on the resistance of the material and the liberating force of the “word” unlock-
ing the locked heart without the need to come to terms with the materia of the object. The
focus of attention in the poem is matters of religion, or — more precisely — the resistance
of the heart to the grace of God mediated through the Catholic Church. The emblem stays
in the background of the poem as the indissoluble image of the difficulty. The meaning is
thus the tension created between the two; and this tension is not to be broken. This tension
abounds in metaphors and — in fact — creates the poem as such. The emblem — being a
similar structure to the conceit, as we have seen — becomes the centre of the poem’s focus.

Traditional Renaissance emblems aimed at reconciling the picture and the textual com-
mentary'®; Crashaw’s emblems, however, tend to show the abundant capacity to restruc-
ture our perception of the object. Since the “tear” enters ever-new contexts (whose identity

16
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is granted only in the identity of its focus, or — to follow our previous examination — the
“presence” of its reference), it simultaneously activates many different layers of the sub-
ject matter. The logic of emblem is here fully compatible with the logic of language: it is
the dynamism of expression, the overabundance of language reaching for the untouchable
mysterious centre. The conceited style thus draws our attention towards the very process
of language as exhibited in the eloquence of the author.

The question of harmony in Crashaw is therefore a question of the measure of abun-
dance. In fact, music in Crashaw appears exactly in this logic of abundance: it springs out
of the infinity of the object, inasmuch as it fulfils the same role as the pictorial commentary
to a particular emblem. This is, indeed, the case of the hymn “To the Name of Jesus™: the
emblematic and unutterable quality of Christ’s name is sung. Since the name cannot be
pronounced, unless one is “toucht with an interior Ray”, the implication is clear: the music
springs out of the christocentric heart. Thus the quality of its “music” is a quality of abun-
dance of its “unbounded” centre:

Awake, My glory. Soul, (if such thou be,
And That fair Word at all refer to Thee)
Awake and sing
And be All Wing;
Bring hither thy whole Self; and let me see
What of thy Parent Heav'n speaks in thee. (148)

The convocatio of Creation a few lines later has a similar role: the unbounded Name
of Jesus is to be sung by the whole of Creation. This produces an abundant sensation of
harmony:

Wake Lute and Harp
And every sweet-lipp’t Thing;
That talks with a tuneful string,
Start into life, And leap with me
Into a hasty Fit-tun’d Harmony.
Nor must you think it much
T’obey my bolder touch;
I have Authority in Love’s name to take you
And to the work of Love this morning wake you;
Wake; In the Name
Of Him who never sleeps, All Things that Are,
Or, what’s the same,
Are Musical;
Answer my Call
And come along;
Help me to meditate mine Immortal Song. (149)

“All Things that Are,/ Or, what’s the same,/ Are Musical”, i.e. its proportionate status
is to be measured by its unproportion (i.e. abundance and excessiveness), since the quality
of its music is an act of praise. The abundance of being, the pure “proportion” of its created
information, abounds with music.

17



LITERATURE AND CULTURE

In “Psalm 137”7, an interesting rendering of the Hebrew text in English, Crashaw uses
musical imagery for a powerful simile of gloom:

Sing? play? to whom (ah) shall we sing or play,
If not Jerusalem to thee?
Ah thee Jerusalem! ah sooner may
This hand forget the mastery
Of Music’s dainty touch, then I
The Music of thy memory. (56)

The association of music and abundance is clear here as well: it is both the emphasis on
the performative quality of music (i.e. its capacity for creating emotions), and its emphasis
on the abundance of emotions. The “Music of thy memory”, indeed, is the iubilatio, the
abundance of emotions which cannot be fully interpreted in the medium of words.

Thus it reenlivens the old maxim of St Augustine from his Ennerationes in Psalmos:
“Jubilum sonus quidam est significans cor parturire quod dicere not potest.” The emotions
of the weeping Israel “on the proud banks of great Euphrates’ flood”” abound in music.

In Psalm 23 the association of centre and music is made explicit expressis verbis: the
contended soul of the “psalmist” singing of the shepherding hand of God in the beginning
is juxtaposed with a clear presence of God in his heart:

At the whisper of thy Word

Crown’d abundance spreads my Board:
While I feast, my foes do feed

Their rank malice not their need,

So that with the selfsame bread

They are starv’d, and I am fed.

How my head in ointment swims!

How my cup o’erlooks her Brims!

So, even so still may I move

By the Line of thy dear Love;

Still may thy sweet mercy spread

A shady Arm above my head,

About my Paths, so shall I find

The fair Center of my mind

Thy Temple, and those lovely walls
Bright ever with a beam that falls
Fresh from the pure glance of thine eye,
Lighting to Eternity. (Crashaw 55)

Harmony becomes the quality of the centre, the measure of the presence of God the
unbounded. Therefore the sense of “proportion” becomes the measure of language.

The vision of the centre thus abounds in new and new joinings, since its harmony is
dynamic in the original sense of the word: indeed, the Greek word appovia is derived from
the verb appoletv, which originally had nothing to do with music or even cosmology. Its
meaning was simply “fitting together” or “joining”, and it was used as a term in carpentry:
“Both the Greeks and Indians have a carpenter god; the Christian God is a mason, but his
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son was a carpenter... The fact that wood is the primary life-stuff, ‘of which all things are
made’, shows it no historical accident but a mythical necessity that the God be referred
to as carpenter...” (Shipley 145). Crashaw joins words with images to create an ever-new
sensation of harmony. Harmony is thus not passively “translated” from the fixed order of
the cosmos as in the Pythagorean scheme; it is created and recreated in verbose images of
the world’s abundance.

5. Conclusion

One is tempted to say that what Crashaw achieved is the unity of the Pythagorean and Her-
aclitean concepts of harmony: the sense of proportion (the Pythagorean part) is eminently
bound with a sense of tension of two opposite centres, with the Heraclitean paradox. To
make this paradox work, there needs to be a language holding the opposites in constant
check. And the measure is: to keep the check. The surprising abundance of language,
which characterises the metaphysics, stems out of this prime condition: the concept of har-
mony must be a living one, and thus constantly in a state of paradox. Crashaw, arguably,
presents the most radical example of this approach within the metaphysical school.

The sensation of music — originally the quality of the ordered cosmos in the Pythago-
rean concept — becomes a function of this excessiveness, of this unproportion related to
the mysterious “unbounded” centre, which can be neither fully conceptualized, nor fixed
to a specific location in the universe. It is thus fully recreated: in the “new life” given by
faith'®, but also in terms of the poet’s “unelected vocation”. The conflicts over new cosmo-
logical concepts of Copernicus and Kepler — so painfully reflected in Donne’s “Anatomy
of the World” — reopened the scope of this vocation. Harmony is not just “received” and
“translated” by a sensitive poet as in the old Pythagorean concept of correspondences; har-
mony is a dynamic quality created, or rather recreated, by the poet himself in an infinitely
complex world.

Moreover, if the centre is everywhere (as in an infinite circle), the circumference is
nowhere. This is still a logical statement, although no reference can be found. The logical
relation between a simple circle and an infinite one is retained; however, we find ourselves
beyond any measurable proportion. The criticised “fantastic devotion” may, therefore, be
a fairly plausible solution of an implausible problem.

Notes

! Heninger, S.K., Jr.: Touches Of Sweet Harmony: Pythagorean Cosmology and Renaissance
Poetics (The Huntington Library: San Marino, 1974).

2 See Aristotle, Metaphysics (985b23-986a3)

“... the so-called Pythagoreans, who were the first to take up mathematics, not only advanced
this study, but also having been brought up in it they thought its principles were the principles of
all things. Since of these principles numbers are by nature the first, and in numbers they seemed to
see many resemblances to the things that exist and come into being — more than in fire and earth
and water (such and such a modification of numbers being justice, another being soul and reason,
another being opportunity — and similarly almost all other things being numerically expressible);
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since, again, they saw that the modifications and the ratios of the musical scales were expressible
in numbers; — since then, all other things seemed in their whole nature to be modelled on numbers,
and numbers seemed to be the first things in the whole of nature, they supposed the elements of
numbers to be the elements of all things and the whole heaven to be musical scale and a number.”

3 The core of the Pythagorean teaching is based on the idea of progression from the monad. The
numeral one — the monad (marking the beginning or the unity) dominates the scheme, which then
progresses in two lines in the shape of the Greek letter lambda A (see below). The left side shows
the progression of even numbers, the right side the progression of odd numbers.

1
2 3
4 9
8 27

The numerical progression marks the process of unfolding the universe from its source. The first
even number, 2, refers to a basic two-dimensional extension —i.e. a straight line, 4 to the four points
of a square; the next extension, i.e. 8, defines the cube. The progression of the odd numbers starts
with 3, the first real odd number, which enables an inner progression itself (i.c. has a beginning, a
middle (or a mean) and an end). As for the progression of the even numbers, number 9 signifies a
square, and 27 a cube.

*1 am referring here to W. Pater’s discussion of music in his classic book, The Renaissance: “All
art constantly aspires to the state of music” (Pater 111).

3 “Crashaw was a writer... whose imagination was rendered inflammable by the fervors of fanat-
icism, and having been converted from Protestantism to Popery (a weakness to which the “seething
brains” of the poets of this period were prone) by some visionary appearance of the Virgin Mary,
poured out his devout raptures and zealous enthusiasm in a torrent of poetical hyperboles. The cel-
ebrated Latin Epigram on the miracle of our Saviour, “The water blushed into wine,” is in his usual
hectic manner. His translation of the contest between the Musician and the Nightingale is the best
specimen of his powers” (Hazzlit 53).

“Theophile in France and Crashaw in England had many merits and faults in common. Crashaw
is a Christianized Theophile, steeped in Catholic sentiment and deformed by fantastic devotion;
he is afar smaller figure, a much weaker and perverser man; but in fancy and melody, in grace and
charm of exquisite words and notes, he may rank next him and near him. He is far more ingenious
and elaborate; if elaboration and ingenuity be qualities commendable in a poet. His studies are more
fleshless and formless...” (Swinburne 21-22).

¢ Winters, Yvor. Primitivism and Decadence: a study of American experimental poetry (New
York: Haskel House, 1969).

7 Warren, Austin. Richard Crashaw: A Study in Baroque Sensibility (Michigan: University of
Michigan Press, 1957).

§ ,,...the tactless exercises in accommodated devotion we find in Crashaw, daring with no sense
of danger, creating neither mystery nor wit, but leaving as aghast at the combination of great verbal
power, unquestioned faith, neurosis, and stupidity” (Kerrigan 47).

% In this essay I am using the GROVE edition of Crashaw’s verse (i.e. the 1646 text of Steps to
the Temple and The Delights of the Muses; the 1652 text of Carmen Deo Nostro; the 1653 text of
a letter from Mr. Crashaw to the Countess of Denbigh; and the poems from manuscript) based on
L.C. Martin’s edition of Crashaw’s poems Crashaw's Poetical Works (Oxford University Press:
Oxford, 1927). The 1646 edition of Steps to the Temple and The Delights of the Muses (and their
second edition in 1648) are the only edition published during Crashaw’s own lifetime, and as the
editors point out “more carefully printed and freer from obvious errors” (Crashaw 22). On textual
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problems regarding the variorum readings in the different editions I refer to the above-mentioned
classic edition of Prof. L.C. Martin.

10'We are going to re-introduce the topic in relation to Crashaw’s christocentricism.

"In Carmen Deo Nostro (first publ. 1652 in Paris), this poem is joined with the “The Tear” and
given a new title, “Saint Mary Magdalene or The Weeper”. See our discussion in section 4 of this
essay.

12 See Kerrigan'‘s discussion of this topic (Kerrigan 37f.).

13 “The Torah speaks of a requirement to take oaths in God’s Name (Deut. 6:13) — but prohibits
using the Name in vain (Ex. 20:7, Deut. 5:11). It also calls upon its adherents to destroy pagan idols
and not to treat God likewise (Deut.12:4). These laws thus lead us to enhance the Name through
its use, which means to use it properly and respectfully, and, in contrast, to avoid anything that
disgraces or defaces it (since it would be impossible to destroy God literally). But frequent use of
the Name increases the likelihood of its being used inappropriately, and these passages thus place
us between two competing forces, one that prescribes sanctifying the Name through its use and
another that proscribes its desecration through its abuse. Moving in any direction off the relatively
narrow path toward fulfilment of each commandment is likely to lead to violation. These concerns
deal, in essence, with treatment of the Name as written and as pronounced* (Levy 1).

1 Further on this see Spraggon, Julie. Puritan Iconoclasm during the English Civil War (Wood-
bridge: Boydell Press, 2003).

15 R. V. Young points out that “the hymn invokes not the signified behind the signifier but the
signifier itself, the NAME of Jesus” (Young 163). In that sense the Eucharistic presence of Christ
surpasses the critique posed by Derrida‘s notion of the differdnce. “Jesus is the name of the Logos
incarnate, the material presence of the Deity” (Young 165). This remark — as I attempt to show — has
a prime importance in understanding the genius of Crashaw’s poetry.

16 Young remarks that “Mysticism‘s definitive characteristic is not ecstatic passion, but rather
the apprehension through grace of God‘s timeless presence” (Young 67).

17 The full title continues as follows: “Persuading her to resolution in Religion and to render
herself without further delay into the Communion of the Catholic Church”.

18 Here I follow the discussion of emblem books in Hollander (47-50).

19 “Therefore if any man be in Christ, he is a new creature: old things are passed away; behold,
all things are become new” (2 Cor 5,17).
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The Gothic as a Cosmopolitan Literary Form:
The Case of C. R. Maturin’s Melmoth the Wanderer
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Abstract

Between the end of the eighteenth century and the first two decades of the nineteenth century, several
Irish, English and Scottish writers — such as Maria Edgeworth, Sydney Owenson, Susan Ferrier,

Sydney Morgan, John Galt and Charles Robert Maturin — focused their novels on the nationalistic/
cosmopolitan dichotomy. Tellingly, in my view, this dialectics is not simply thematic, but concerns

the formal organization of the text, the way a given novel is constructed. Thus, in those years, in the
process of definition of a national identity and, consequently, a national literature, certain kinds of
writing — variegated, encyclopaedic, non-linear — began to be stigmatized as dangerous projections

of antagonist axiologies, not conforming to those parameters of homogeneity, order and rationality
regarded as epitomizing the nation state and its symbolic forms. My essay discusses in particular
the formal aspects connected to the way in which nationalism and cosmopolitanism intersect and
yet are opposed in Charles Robert Maturin's masterpiece, Melmoth the Wanderer.

Keywords: Maturin, Melmoth, Wanderer, Gothic novel, historical novel, national tale, cosmopoli-
tanism, national literature

An earlier version of the present essay has already been presented at the International Conference “Le
figure del cosmopolitismo nelle letterature europee (1700—1830)”, organized by the Associazione
Sigismondo Malatesta and held in Rome on 28-29 January 2011.
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Introducing the Gothic novel, its origins, and the changes it underwent between the late
eighteenth and early nineteenth century, Terry Castle, in her essay on the subject in the
Cambridge History of English Literature, affirms that Jane Austen, Mary Shelley and the
Bronté sisters brought the Gothic horror, long confined into a remote and foreign time and
space, back home within the boundaries of the kingdom (704-706). The sense of menace
that characterizes the genre, she argues, thus invaded everyday life, in search of literary
metaphors capable, at the same time, of representing and concealing it. This is undoubt-
edly true. We should, however, add at least one other name, that of Charles Robert Maturin,
the author of a number of sermons, short poems and theatrical pieces, as well as several
novels, including the controversial Melmoth the Wanderer, conventionally regarded as the
text that concludes the first phase of the Gothic novel.

A significant part of Maturin’s work certainly reflects the European debate on cosmo-
politanism of the time. Two of his most popular novels, The Milesian Chief (1812) and
Women; or Pour et Contre (1818), for example, are influenced by Mme De Staél’s Corinne
(1807), in that they place at their centre female character exhibiting the distinctive traits
of the cosmopolitan heroine. The two female protagonists display a free spirit, curiosity,
the ability to adapt to and feel at ease in different situations and places, and, accordingly, a
propensity for travel. Their roles, however, are not the same. In The Milesian Chief, from
which Walter Scott declaredly drew inspiration for Waverly (1814), the young Armida
appears as a perturbing force, the ultimate cause of many of the tens1ons and conflicts
that will contribute to steer the course of events in a tragic direction.’ This confirms the
impossibility of harmonizing contiguous, but not convergent, historical, cultural and “sen-
timental” traditions, namely, continental cosmopolitism; Irish nationalism, pervaded with
a romantically revolutionary energy; and the levelling force, intolerant of diversity, of the
central power represented by the victorious English army.

In Women, on the other hand, set in Dublin in 1814 and written in the turmoil of post-
Napoleonic Europe, the cosmopolitan heroine, Zaira, though doomed to failure, acts as
a catalyst to a dynamic and educated ideal of society, as an alternative to the traditional
localistic model.

This dialectics between the idea of nation and cosmopolitan values informs the subject
matter and characterization of many other novels written between the end of the 18th cen-
tury and the first two decades of the 19th. Notable examples include Maria Edgeworth’s

“national tales” and the works of Sydney Owenson, Susan Ferrier, Sydney Morgan, John
Galt, and others But what is possibly more striking is that in some cases this dialectics
is also transposed to the formal level. Thus, in the long process of definition of a national
literature, from a certain moment onward certain kinds of writing — variegated, encyclo-
paedic, non-linear — began to be stigmatized as dangerous projections of antagonist axiolo-
gies not conforming to those parameters of homogeneity, order and rationality, regarded as
epitomizing the nation-state and the symbolic forms delegated to represent it.

In the present essay, I would like to look further into these aspects in the hght of an
analysis of Charles Robert Maturin’s masterpiece, Melmoth the Wanderer (1820).

The Wanderer as a demonic pilgrim: here is one of those literary metaphors of menace
I was referring to above, which can be ranked with others, possibly more common and bet-
ter known, such as the monster or the vampire. Melmoth tells the story of an Irish gentle-
man born in the 1600s who, being versed in magic and wishing to venture out in the open
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ocean of knowledge, makes a pact with the devil. What damns him, as he himself con-
fesses, is the angelic sin of intellectual presumption. Melmoth gives up his soul to appease
his thirst for knowledge of the forbidden in the course of a life extended by supernatural
means to one hundred and fifty years. A citizen of the world, which for him is a space with-
out boundaries, distances, or secrets, Melmoth — once he gains consciousness of the fate he
has doomed himself to — tries to retrace his steps by seeking somebody willing to take over
the pact and thus give him back his liberty and the hope for eternal salvation. However, in
his endless ramblings he cannot find anybody willing to accept the conditions of the pact,
although he seeks out and tries to tempt individuals whom human misadventures have cast
into the pit of desperation.

The recurring apparition of the Wanderer is the only slim trait d 'union in a text that
speaks little about him and much about other things. In fact, Melmoth is not written as a
single unified story, or even organized around a main narrative core; on the contrary, it
plays on the juxtaposition of a multiplicity of stories with no real centre or hierarchy. Here
we are beyond the structural organization of the eighteenth-century novel, which did often
feature interpolated stories, but woven into the fabric of a solid and well-organized plot, or
kept together by a structural, semantic or formal unifying element — even in such border-
line cases as Sterne’s Tristram Shandy, to which Melmoth has often been compared. We
are also beyond the Chinese-box structure of Mary Shelley’s Frankenstein, where the rela-
tionship between the different “first person” narrations appears motivated and binding. In
fact, the impression of fragmentation resulting from this episodic and digressive narration
is the most striking aspect of Maturin’s text and, significantly, one that was immediately
attacked by contemporary critics. John Wilson Croker, for example, in his review of the
novel in the Quarterly Review, after emphasizing its lack of verisimilitude and its attacks
on decency and religion, dwells at length on the “clumsy confusion” with which the sto-
ries follow one another, linked with extemporaneous and unconvincing narrative pretexts,
in the absence of a structure produced by “a nice workmanship”. A chaotic text, Croker
argues, whose disorder “disgraces the artist, and puzzles the observer” (304).

A more interesting comment can be found in the July 1821 issue of the Edinburgh
Review. In this review — anonymous, but probably by Hazlitt (Carver 392-93) — the pecu-
liar formal organization of Melmoth is interpreted in a broader perspective. The reviewer
highlights the dichotomy between local and continental models, between cosmopolitanism
and the idea of nation, going so far as to define Maturin’s novel as antipatriotic, antina-
tional, and Jacobin — according to the equation established by Edmund Burke some time
before —,4 a result, the reviewer argues, of the author’s provincial origins and his openness
to a variety of foreign influences. The work’s fragmentatSion thus becomes a figure of a
threatening and destabilizing peripheral cosmopolitanism.

Let us now look at the text itself and try to lay bare the literary mechanisms that pro-
duce this feeling. Melmoth the Wanderer spins out, intertwines and overlaps at least four
plot levels, intersected in turn by a number of secondary threads.

The novel opens on the young John Melmoth, who leaves Dublin in 1816 and travels
to County Wicklow, to the country estate of a dying uncle whose universal heir he has been
designated. There John is made privy to the existence of a “strange family story” regard-
ing an ancestor, also named John, who was born in the 1600s but is still alive. The secret
is concealed in a document which the uncle’s will requires his nephew to read, and in a
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picture labelled “J. Melmoth 1646, which, again according to the instructions of the will,
is to be removed from the wall where it hangs and burned. Young John Melmoth’s quest
as he attempts to unravel the mystery of the character portrayed in the picture forms the
first narrative plane. It provides a sort of general framework for the subsequent narrative
level, consisting of three independent tales that make up the bulk of the novel: the tale of
Stanton, which transports us to Spain in the second half of the seventeenth century, then to
England during the Restoration, and then to Ireland; the tale of the Spaniard Mongada, set
in Madrid in the early nineteenth century, and thus contemporaneous with the time of the
general narration; and, finally, old Melmoth’s short conclusive dream. To the subsequent
level, which we could define as that of the “tale within a tale”, can be ascribed the story of
Donna Ines de Cardoza, related by Stanton in his “memoirs”; and “The Tale of Indians”,
whose protagonist is the young Immalee, a solitary queen of an island in the Indian Ocean
who by a strange fate ends up in Spain — in Madrid, where she is adopted by the Aliaga
family under the name of Isidora. Her story, chronologically coeval with that of Stanton, is
entrusted to a parchment scroll which Mongada consults in the shelter of the Jew Adonia,
who is also privy to the mystery concerning the elder Melmoth. Finally, there is a fourth
level constituted by tales inserted in or generated within “The Tale of Indians”; that is,
within the third narrative level. These include “The Tale of Guzman’s Family”, told to
Aliaga by a stranger whose rash curiosity will cost him his life; and the “Lover’s Tale”,

centred on the destinies of the Mortimer family, also told to Allaga but this time by Mel-
moth the Wanderer himself.’

To lend authenticity to his story, Maturin uses the literary device of the found manu-
script: more precisely, several manuscripts kept in dark rooms, telling stories of segrega-
tion in cramped, oppressive places. A/l these documents are in a fragmentary state. They
lack words, sentences, or whole pages, which results in breaks and logical and temporal
leaps, signalled by asterisks. These gaps and ellipses in the narrative continuum occur both
at the general level of text structure and at the lower level of the sources that one after the
other trlgger the narratlon " There is a further aspect that is worth highlighting: Melmoth
is an “open work” with an uncertain ending, which leaves two of its stories unconcluded,
namely, that of the Spaniard Mong¢ada, who is far from having narrated all the vicissitudes
that led to his shipwreck on the coasts of Ireland; and that of the Wanderer himself, whose
death can only be surmised, given that his body was not found. Only a single trace is left
of him: his handkerchief caught on the rocks, which he had around his neck on the night
when his earthly life seemed about to come to an end and his eternal damnation to begin.
The novel concludes, significantly, with Mongada and the young John Melmoth, who, ter-
rified, go back into the house and into the living room, by definition a space for conversa-
tion and narration.

There is thus no unity of action in Melmoth, nor any unity of time or space. On a chron-
ological level, the novel covers two periods, the second half of the seventeenth century and
the early nineteenth century, but with no sequential continuity. The frequent intersections
force us to move back and forth from one page to another to reconstruct the linear progres-
sion of the plot. Both character and reader thus seem to share the same destiny: Just as
the young Melmoth strives to put back together the disseminated and dispersed pieces of
the story of his ancestor from 1646 to 1816, so must the reader strive to restore order to a
novel that is constantly bewildering him or her with its postponements, digressions, and

26



Paolo Pepe * The Gothic as a Cosmopolitan Literary Form. The Case of C. R. Maturin’s Melmoth the Wanderer

temporal and spatial dislocations. In its use of space, Melmoth is at once mobile and static,
fluid and dense. On the one hand, it expands across a vast geographical range, moving
from Ireland to Spain, Germany, England and India — the habitual geography of the Gothic
novel, we could say, with the addition, in this case, of some incursions in London and its
surroundings and, especially, the opening up to a rarefied, Edenic and literary Orient. On
the other hand, except for the many pages devoted to Immalee’s island, this geography is
neither narrated nor described. The narrative covers thousands of kilometres in a few lines,
to almost immediately shut itself up in closed rooms, within clearly delimited confines
such as those of a castle, a convent, a country house, or, more often, the damp and mouldy
walls of dungeons and crypts. In its alternation between open and closed spaces, the novel
decidedly gravitates towards the latter, sometimes reaching extremes of oppressive claus-
trophobia, as in the memorable pages recounting Stanton’s days in a lunatic asylum. The
world in a room.

The novel’s diversity extends even to the typographic form of the text, which incorpo-
rates a true encyclopaedia of languages and books, a library in 16mo of infinite quotations
(here I use the term in a broad sense), some graphically set off as such, others modified or
hidden. This complex play on intertextuality is amplified by the frequent intervention of
the narrator in the role of an editor. The literary references appearing in Maturin’s novel
range from the Bible to Latin and Greek authors, from Homer to Virgil, from Pliny the
Younger to Suetonius, from Zeno to Seneca, and from Cicero to Pindar and Juvenal; and,
especially, Shakespeare, whose corpus of works, is almost entirely quoted (particularly the
tragedies and histories). Then there are some other English classics, so to form an embry-
onic national canon: Beaumont and Fletcher, Ben Jonson, Milton, Dryden, the Restora-
tion Theatre, Fielding, Sterne, Gray, Pope, Boswell, Southerne, Garrick, and the Gothic
authors. Finally, there is some European continental literature: Dante, Metastasio, Cer-
vantes, Perrault, and Diderot.

Actually, the “quotes” are sometimes true rewritings. The “convent” pages of Mon-
cada’s biography, for example, are modelled so closely on Diderot’s Religieuse that they
border on plagiarism. One of the better known episodes in Lewis’ The Monk, the murder of
the Abbess, whose body is mangled and torn to pieces by the people of Madrid, provides
the inspiration for the riotous crowd who attacks the representatives of the Inquisition in
the imminence of a capital execution, also in Madrid. And the dialogue between Isidora
leaning out from her balcony and Melmoth reproduces even too explicitly — and perverts —
the balcony scene in Romeo and Juliet. The description of the Jew Adonia’s shelter is also
worth mentioning, as it translates certain well-known pictures into words. [ am referring in
particular to Vermeer’s Astronomer, certain Wunderkammer images, and some of Bosch’s
visions. The world in a page.

This discursive multiplicity is also manifested in the mixture of genres. The first of
these is, obviously, the Gothic tale itself. The settings of Stanton’s tale are Gothic, as are, in
particular, those of Mongada’s story, where we find the classic “dark” repertory of caves,
dungeons, tortured bodies, merciless monks, mysterious deaths, and the interrogatories of
the Inquisition, all in a virulently anti-Catholic key. But Gothic clichés abound throughout
the novel, which does not skimp on hermits, skeletons, weddings celebrated by demons,
crumbling deconsecrated churches, stormy nights, shipwrecks, persecuted maidens, or the
putrefying bodies of newborn babies.
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A significant place is also accorded to another genre, the historical tale, in its most
conservative version known as “King and Church”. This is the model for the tale of the
Mortimer family, which contains itself a number of references to authors and books wor-
thy of fame, another abbreviated canon of English literature, necessarily restricted to the
sixteenth- and seventeenth-century settings.

Maturin’s unusual and pleasant descriptions of evenings at the theatre in London in the
early years of the Restoration, conversely, have the cadence and tone of a London Gazette
article: the colourful characters crowding the hall, jealousy behind the scenes, clandestine
love affairs, and nighttime encounters in the park, where some fashionable dame leads the
actor Kynaston, celebrated for his extraordinary and ambiguous beauty, still wearing his
female stage clothes.

Finally, there is the exotic Oriental narrative, the story of Immalee, the only inhabitant
of an Edenic island reminiscent in many ways of Rasselas’s happy kingdom. The girl’s
primordial state of grace is shattered by her encounter with the Wanderer, which stirs in her
a desire, arising from curiosity for what is different. But, once again, a thirst for knowledge
and novelty is doomed to disillusionment, to the discovery that difference is illusory: in the
end all is reduced to one and the same miserable identity. The hope for full contentment is
hence projected into a fideistic Beyond.

Melmoth the Wanderer is thus a hybrid novel on the plane of language and on that of
genre. This hybridity is also reflected in its choice of characters, at least as regards two
of its protagonists, who can certainly be qualified as cosmopolitan, or rather, citizens of
the world. One is Immalee/Isidora, divided as she is between East and West, animism and
Catholicism, naturalness and culture; the other, obviously, Melmoth the Wanderer himself,
a kaleidoscopic figure, a summa of a series of founding archetypes of the Western cultural
and literary tradition. Melmoth displays aspects of Prometheus and Cain (he explicitly
states that he carries the mark of the outcast); but also of Marlowe and Goethe’s Faust, the
Wandering Jew, Milton’s Satan, Don Juan — the worldly libertine and great converser —, the
evil genies of Oriental tales, Vathek, and the list could go on (Kennedy 41).

This multiform and incoherent text, as [ mentioned above, was disparagingly branded
as “antinational” for its extemporaneous character, for certain features regarded as “for-
eign”. At first consideration this judgment appears surprising. First of all because Gothic
is, in many ways, the genre of Britishness. Secondly, because Melmoth is actually a summa
of the negative characterlstlcs associated with cosmopolitanism in satirical pamphlets as
well as elsewhere.’ Melmoth is an individual locked in himself, in his anxiety to succeed,
indifferent to all feeling for or bond with his neighbour or homeland; a man who does
not recognize either law or morality and acts exclusively for his own “utility”. His figure
acquires further negative connotations from being perceived and presented as a menace, a
diabolical emanation. Melmoth is a demonic pilgrim and, as such, a reverse image of the
Christian pilgrim hypostatized in the connoisseur of the Enlightenment. Maturin brings
this menace closer, away from its habitual remote settings into Great Britain itself, threat-
ening to destabilize an order which, by contrast, we must imagine as based on those very
principles which Melmoth denies and disdains.

However, these “conservative” traits, nationalist “by difference”, were not appreci-
ated, being overweighed by the perceived menace. A menace that did not lie, however, in
immoral words or violent images, however abundant these may be in the book; or in the
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“internationality” of the characters. The anonymous reviewer of the work in the Edinburgh
Review states the question in explicit terms. Writers like Maturin, he argues, by indulging
in rhetorical and formal excess, rouse the passions rather than exercising judgment. Such
writers, mostly Irish, with their “uncontrolled exuberance” (355), are representative of a
literature reflecting “a nation in one of the earliest stages of civilization and refinement”
(355). What drives them is an insatiable “thirst for novelty” (354), the same that possesses
Melmoth; a thirst that sets back the clock of civilization and history, conceived, in line
with Edmund Burke’s thought, as the fruit of a hnear process of constant progress and
improvement in unbroken continuity with the past By not embracing a specific genre,

but combining several, and by not employing an “unstudied and familiar” style (356), but
drawing on a variety of styles and mixing them, authors like Maturin, with their “unlinear”
writing, pose a serious threat. Thus, the formal organization, as well as subject matter, of
works such as Melmoth the Wanderer can turn them into true “tumor[s] of words” (354),
capable of infecting and corrupting, so that, “By degrees, the whole literature of a country
becomes changed and deteriorated” (355).

The reviewer thus sees the novel as a negative and potentially destructive model. So
what is the implicit counterpart to the fragmentary and reticular nature of Melmoth the
Wanderer? Probably, the novels of other contemporary authors, such as Jane Austen or
Walter Scott. Austen and Scott’s novels, as Moretti maintains (Moretti, “Romanzo” 14
ff), trace a convergent and complementary geography, with the singular coincidence that
Scott’s stories end, geographically, just where Austen’s begin. Austen’s novels are set in
the central part of England; Scott’s in a space far removed from the centre, close to the
border. In Scott’s novels movement in space reflects a movement in time, from a modern
centre to an archaic border, highlighting the variety of manners and customs, and the dif-
ferent degrees of development and civilization coexisting in a state: the “contemporaneity
of the non-contemporaneous” (die Gleichzeitigkeit des Ungleichzeitigen), to quote Bloch’s
celebrated formulation (104). Scott’s aim is to harmonize heterogeneity, in order to oblit-
erate any internal division, in favour of a single boundary line delimiting the Nation from
the outside. This process also requires, I would suggest, a single and well-ordered literary
space.

The world reflected in Melmoth is different: to use a seventeenth-century image, it
is traced with a broken compass. With his syncopated writing, proceeding by fragments
and imposing different reading levels, Maturin creates an opaque and disquieting text; a
text contradicting the fundamental assumption of the sentimental, historical, urban, and,
I would add, Victorian novel, according to which the world is an epistemologically stable
and, hence, knowable system, which can be measured, reproduced and deciphered. In
Maturin’s novel, the unified space of the nation-state is pulverized into a physical and
narrative multiplicity, a multiplicity also of languages and styles. Polyphony, or rather,
cacophony: a disorienting din. An encyclopaedia turned into Babel. The unitary, linear,
teleological novel, the symbolic form of the nation-state, is something very different from
Maturin’s novel which is heterogeneous, permeable and incomplete; in short, positively
cosmopolztan

Melmoth the Wanderer is composite and all inclusive. With its encyclopaedia — or
Babel — of genres and languages it is truly a novel of the whole world, and not just of its
educated, enlightened and advanced part. It is a singular mélange of words placing itself
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and its “hero” outside the boundaries ot} lwhat is encoded and prescribed. It represents not
order, but anxiety and indecipherability. This is why, possibly even beyond the intentions
of Maturin himself, Melmoth was a novel of an ideologically dangerous “type”, to be rel-
egated to the margins, to side paths, at least until a new menace appeared at the horizon,
in search of new blood.

Notes

' The main characters’ dramatic fate is narrated against the background of an almost contem-
porary historical event: the 1798 uprising in Ireland, inspired by Theobald Wolfe Tone’s Society of
United Irishmen and put down bloodily.

2 Cf. Trumpener (‘“National Character” 687-90). Her essay is important for the light it sheds on
the common characteristics of and differences between the so-called “national tale”, both Irish and
Scottish, and the historical novel.

* Many stimulating insights on the different facets of “cosmopolitanism” in Maturin’s works,
and specifically in Melmoth the Wanderer, can be found in Wohlgemut’s study Romantic Cosmo-
politanism, particularly in the chapter “Cosmopolitan Figures and Cosmopolitan Literary Forms”
(119-142).

* Burke first postulated a relationship between the cosmopolitanism of the Enlightenment, uni-
versalism, and the French Revolution —and, hence, Jacobinism — in his Reflections on the Revolution
in France (1790), and reaffirmed and elaborated on this relationship especially in his later essays
Thoughts on French Affairs (1791), Observations on the Conduct of the Minority (1793) — where he
stigmatizes the threat posed by English “Jacobins” —, and Letters on a Regicide Peace (1795-7). In
his perspective, cosmopolitanism, the inspiration of some fundamental “revolutionary” ideas, is a
destructive force, incompatible with national principles and bonds, and with the very idea of nation
and state; significantly, he called post-revolutionary France not a “state” but a “faction”.

’ Katie Trumpener, again, in another essay, at the conclusion of a broad discussion of connec-
tions between the various socio-cultural and literary components of Great Britain, confirms that
“cosmopolitan provincialism” is a distinctive and characterizing trait “of modern Scotland and
Ireland”. Hence, she argues, it is hardly surprising that, from the 1700s and until the 1900s, “in
both cultures the tradition of the national, and sometimes nationalist, novel takes on decidedly cos-
mopolitan forms” (“Cosmopolitismo periferico” 228; my translation). This is an aspect deserving
further investigation, especially as regards the subject of literary figures of cosmopolitanism.

¢ Interestingly, the novel also alternates between different narrative voices. While the narration
is prevalently conducted in the third person, both Stanton and Mongada’s “biographies” are in the
first person.

7 The device is especially to the fore here, but was already known to readers of sentimental
novels of the 1760s and 1770s; examples can be found in Sterne’s novels, and especially in Henry
Mackenzie’s The Man of Feeling (1771).

8 These characteristics are almost all already found, for example, in Le cosmopolite, ou le cit-
oyen du monde (1750), by Louis-Charles Fougeret de Montbron. In the absence of the limits set
by the norms and values that uphold national communities, the cosmopolitan’s world becomes
an undifferentiated international space which he or she roams at will to satisfy merely individual
interests and impulses.

? “We wished [...] and do now wish, to derive all we possess as an inheritance from our forefa-
thers. Upon that body and stock of inheritance we have taken care not to inoculate any cyon alien
to the nature of the original plant. All the reformations we have hitherto made, have proceeded
upon the principle of reference to antiquity; and I hope, nay I am persuaded, that all those which
possibly may be made hereafter, will be carefully formed upon analogical precedent, authority, and
example” (Burke 31).
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19 Melmoth the Wanderer shows some of the distinctive traits of what Moretti defines as “world-
works” of modern epic, although it does not match these works in stature and complexity, as Mel-
moth remains a genre novel, however lofty and manifold. I find especially significant the following
observation by Moretti, which elaborates on the antithesis made famous by Bakhtin between the
monologism of epic and the polyphony of the novel: “In sum, centripetal epic and centrifugal novel:
until the 1700s a persuasive contrast, but after that things change [...] the nineteenth-century novel,
for example, with its dialectics between province and capital, which places narrative at the centre of
the nation-state, acts in the opposite way to a centrifugal force. And the same is true for conversa-
tion in novels, or the impersonal voice of the narrator: instead of fueling polyphony, they reduce it
drastically, giving rise to a ‘verbal-ideological’ world that becomes more compact and homogene-
ous at every new generation. [...] in sum, the polyphonic form of the modern West is not the novel,
but rather epic itself, which becomes specialized in the heterogeneous space of the world-system,
and must hence learn to put on stage its myriad of different voices” (Moretti, Opere mondo 53; my
translation).

' In the climate of instability that followed the collapse of the Napoleonic empire in 1815, one
witnesses a vigorous revival and re-actualization of apocalyptic themes, both in painting and in
literature; we thus have, on the one hand, views of London, Berlin or Paris pictured as immense
expanses of ruins immersed in a ghastly emptiness; on the other, many literary texts (poems, novels
and dramas) centred on the end of the human race and civilization, from Byron’s Darkness (1816)
to Mary Shelley’s The Last Man (1826) (Steiner 19 ff.; Sterrenburg 325-327).
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Abstract

Jim Crace is a remarkable contemporary British novelist in the realistic tradition, who deliberately
avoids postmodernist experimentation or playfulness. The power of his writing rests in the combi-
nation of distinctive main characters and the sense of constructing unique fictional topographies.
The aim of this article is to demonstrate that his novel Signals of Distress (1994) can be read as
both a counterpart and a sequel to its more famous predecessor, Arcadia (1992), as it also explores,
through the form of the satirical parable, the position of an individual in the process of a commu-
nity s transition due to larger historical, social and economic circumstances.

Keywords: character, landscape, community, transition, parable, social satire

The power of Jim Crace’s writing stems from his extraordinary imagination, which ena-
bles his predominantly straightforward narrative style and plain language to convey mean-
ings that by far transcend the novels’ seemingly uncomplicated plots. He purposefully
avoids any self-conscious experimentation or playful postmodernist strategies, espousing
instead the tradition of realistic storytelling, perhaps with the small exception of Being
Dead (1999), in which death “is elevated to the principle of a metaphysics” (Gasiorek
42) as accounts of the life story of a middle-aged married couple take turns with detailed
and precise descriptions of their brutal murder and the subsequent decomposition of their
corpses. However, what distinguishes Crace from post-war realistic and naturalistic fiction
is the fact that his novels are set in distinct imaginary places and landscapes that allow their
author a thorough exploration of numerous other possible worlds, both physical and men-
tal, geographically specific as well as metaphorical. These are inhabited by protagonists
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whose positive character traits and troubled fates invite understanding and sympathy but
who are also treated by the author with a more or less apparent irony that makes any pro-
found identification with them almost impossible. It is through the interconnection and
coexistence of settings and characters that Crace touches on his favourite themes: “a cri-
sis of faith and meaning, the elusive quality of love, an interrogation of the essentials of
identity within a broader social context, a consideration of the crisis of modernity in terms
of its mercantile/capitalist instincts, and an awareness of the human narrative impulse”
(Tew 24).

Despite the above tendency towards diverse landscape construction, it is possible to
trace several idiosyncrasies of Crace’s fictional world that constitute a certain continuity
from one work to another, especially in his novels written during the 1990s. The imaginary
milieus he creates always appear familiar, yet simultaneously distant and unrecognisable
to the reader, be it the unnamed city in Arcadia (1992), the Judean desert in Quarantine
(1997), or the sandy Baritone Bay coast in Being Dead. This combination of the mundane,
the “immediacy of the everyday” (Tew 30), and the enchantingly other results in what
Adam Begley identifies as “Craceland”, claiming that Crace is “brilliant at exploiting the
tension between the highly specific and the generic, between an historical moment and
timelessness, between an imaginary topography and the invented landscape’s familiar fea-
tures, which feel as real as your backyard”, all of which mean that in his novels “nearly
everything is equivocal” (Begley). The characters of these worlds are caught in some
greater social, economic, or spiritual processes that in effect significantly transform the
customary paradigms of their everyday existence, making them part of “communities in
transition” caused by change that “comes suddenly, irrevocably, and the human response
to it is captured with wonderfully uncluttered intensity” (Begley). The wonder of Crace’s
novels rests in the immense variety of these transformations, from the transition between
the modern, urban, mercantile social patterns and their dehumanised, postmodern hyper-
consumer simulacra in Arcadia, to the very birth of Christianity through the enigmatic
miracle-making Galilean who dies after his forty days of fasting only to rise and be seen
in the end by those who have just begun their quest for hope and liberation in Quarantine.

Although these processes occur within wider communities, Crace always concentrates
on individuals and the ways in which they experience their development and its conse-
quences. As these people are exposed to changes far beyond their control, they are forced
to cope with often conflicting demands in order to survive or preserve the community.
The tension between adapting to such changes and preserving one’s beliefs, values and
personal integrity is inevitably accompanied by anxieties and fatal losses for these indi-
viduals. Moreover, it suddenly places them outside the social group, making them fully
responsible for the further course of their life. That is why Crace’s protagonists tend to be
loners and outsiders living on the edge of their community, partly out of necessity, partly
due to circumstances, but partly also because they somehow differ from the other mem-
bers. “These protagonists all suffer in a sense an ontological and epistemological displace-
ment from the world: they are in the world, but do not live according to its rules; they think
they understand the world, but they are using the wrong interpretative parameters” (Lane
27). It is precisely the combination of a rich imaginative landscape and the individual’s
irreversible fate and profound moral dilemma that invites readings and interpretations that
reach beyond the scope of the actual story. The aim of this article is to demonstrate how
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Crace renders these idiosyncrasies in his second novel of the decade, Signals of Distress
(1994), and how it can be read, in terms of ideas, narration and character construction, not
only as a sequel to its immediate predecessor, Arcadia, but also as a unique component of
its author’s fictional universe.

Of Words and Deeds: Aymer Smith

The cast of characters Crace creates to inhabit the world of Signals of Distress is rich and
miscellaneous in order to embody the different aspects of humanity the story needs to con-
front, from grave seriousness to obscure eccentricity. “Generally the characters represent
traditional (recognisably Shakespearean) archetypes: a radical male virginal puritan, an
unsympathetic ambitious brother, two young lovers brought together by fate, a Rabelai-
sian female innkeeper, and a grasping merchant” (Tew 95). However, stereotypical as they
might appear, the characters are brought to life and made vivid and plausible through the
various situations in which they find themselves and their encounters with one another.
What connects most of these characters is their feeling of or need for dislocation, either
willing and voluntary or not. As Crace notes, “most of the main players are out of place.
They’re either waiting to be dislocated entirely — they’re going to the New World as emi-
grants — or they are dislocated because they are washed up on the shores of this place
where their culture, and their attitudes and their responses don’t really gel” (quoted in Tew
97). It is this feeling of displacement and unbelonging that brings together individuals who
under normal circumstances are unlikely to ever meet, and which thus forms the backbone
of the novel’s captivating plot.

Aymer Smith, the protagonist of the novel, represents in many respects a reverse coun-
terpart to Victor from Arcadia, as the only thing that connects them is their isolation due to
their lack of basic social competences. However, even their isolation differs in nature and
cause: while Victor likes being left alone and spends most of his time fortified in his “Big
Vic” tower overlooking the city, Aymer wishes to be a respectable member of society and
so he keeps striving to socialise with everyone he encounters, yet these attempts might be
described as desperate or even disastrous since other people at best regard him as ridicu-
lously odd, at worst as arrogant. Compared to the cold, calculating, self-centered and busi-
nesslike Victor, Aymer is a humanist character with a sincere persuasion that his destiny is
to make the world a better place for those less fortunate than himself. Unlike Victor, who
as a child was forced to live in the city and eventually became a multimillionaire entre-
preneur but who is still at heart a country boy with a dream of leaving a mark on the city
by building a pastoral oasis in its very bustling centre, Aymer is a prototypical city person
with urban habits and manners who foolishly believes that he will be able to impress the
rural community of Wherrytown and even find himself a wife there.

Aymer Smith is one of Crace’s most vivid and tragicomic characters, an illustration that
high-quality ingredients do not automatically make a tasty meal, and that the best inten-
tions do not always achieve good results. Despite all his admirable character traits — he is
kind, helpful, charitable, generous, altruistic, well-mannered, educated and well-read — he
rarely makes the desired impression on those he would like to befriend. Because of his lack
of empathy, his naivety, inexperience and ultimate inability to communicate, to the ordi-
nary villagers from Wherrytown he appears detached, conceited, pompous, self-important
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and annoyingly verbose. They are especially put off by his rousing speeches in which he
contemplates and preaches on countless more or less serious issues, be it slavery, botany
or sea storms, and which he mistakes for evidence of his eloquence. “He liked to think of
himself as a plain man, plainly spoken. He didn’t care for adjectives, or anything that was
too ornamented. He liked the force of facts and objects, and he endeavoured to make his
conversation instructional” (25). Aymer is both a ludicrous and miserable character, one to
be mocked, pitied and liked at the same time, and Crace repeatedly treats him with a mix-
ture of irony and sympathy. On the one hand, he presents his “hero” as aware of his limita-
tions yet still eager to please and make a good companion: “[ Aymer] knew he would never
have a reputation for vivacity, and that he was more comfortable with documents than
company, but still he’d meant to be amusing and relaxed” (17). On the other hand, he ironi-
cally comments on almost all Aymer’s attempts to win respect and sympathy from the local
people, the sailors or fellow lodgers. When he is explaining to George why the only inn
in the village should still have a distinguished name, Crace interrupts his lecturing mono-
logue by calling it a “Comedy of Wisdoms” (15); the description of his failure to make a
decent impression on the innkeeper and the parlourman is concluded by the sentence that
“George the parlourman had seemed to find his conversation comic, except when [ Aymer]
attempted jokes” (17); and when he desperately seeks the Norrises’ company, which he
much enjoys, Crace readily compares him to the dog Whip chasing sea animals on the
seashore: “So while the dog played in the surf or made life difficult for crabs and sander-
lings, Aymer joined the Norrises and made life difficult for them” (196-7). Aymer seems
to be doomed to inhabit a social void outside any conceivable community, where he will
forever experience an inexplicable clash between his theoretical mastery of the principles
of humanism and the mockery, bullying and ostracising he is exposed to in reality.

The character Aymer is most comparable with is the eccentric preacher Phipps, the
spiritual leader of the local congregation. Although Aymer’s attitude of Radical Sceptic
Amender differs much from the religious view of the preacher, their personalities are
remarkably similar. Both the men are proud of being unorthodox, educated, well-spoken,
ambitious to be taken as a moral authority, with a strong tendency to patronise people
and tell them how they should behave while simultaneously being unable to put most of
their ideas into practice and remaining thus on the theoretical level of abstract ideas. Like
Aymer, Phipps is a “man who loved debate, who took his pleasures from a book — for
Mr Phipps was Aymer’s twin in many ways. Both were prisoners of priggishness, and
dogma, and vocabulary. Both had Latin. Both were smitten by Katie Norris. They were
two peas, except they disagreed on everything they had in common” (159). Despite their
being potential intellectual allies, Aymer and Phipps can hardly stand each other precisely
because they recognise in each other what they really are like, a mirror image too unbeara-
bly dissimilar to how they wish themselves to be seen. As the story proceeds, by letting the
reader know their dreams Crace discloses that the two men’s detachment, verbosity and
obstinate argumentation is a mere protective mechanism they employ in order to conceal
their unhappiness from being lonely. After his zealous sermon aimed at the Sabbath-break-
ers, Phipps is haunted by his fierce words, lacking any kindness and Christian charity, and
drowns his self-pity in secretly kept brandy, dreaming up “better times in Wherrytown”
(205), when he spends pleasant evenings in the friendly company of Aymer Smith and the
Norrises. Similarly, when the Belle of Wilmington eventually departs for America, the once
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again desolate Aymer daydreams about Miggy and Katie being happy in their new homes,
welcoming him warmly as a guest and showing him much gratitude for what he has done
for them, while in reality the first finds him disagreeable and the latter views him as a dif-
ficult yet vulnerable child. He even tries to dream Otto’s bright future, trying to “find a
happy ending for the African as well” (252). What the two men fail to see, however, is the
actual reason for their social isolation.

The inability to imagine or understand that other people need not necessarily share
his view of the world in effect makes Aymer a desperate solipsist whose declared altruism
and helpfulness easily transform into a self-centered obsession to prove his acts valid and
beneficial. With his mission a failure and his reputation tainted, Aymer finds himself the
only person in the village of no use during the catching and loading of the pilchards, realis-
ing that “even greeting enemies was better than the desolation of being the only person on
the beach without a job” (139). However, even though everything suggests that it would
be wiser for him to leave Wherrytown as soon as he can, Aymer decides to stay in order
to show the locals and the sailors how mistaken they have been in judging him a show-off
and nuisance. “He had to put the world to rights. His world, that is. He wanted to be liked.
He wanted to regain his dignity before he left” (157). His problem is that he persistently
strives to project his idealised world onto the real one around him, ignoring that these two
lack almost any overlapping areas, and that the rules and values of the first are incompre-
hensible or even unacceptable for those inhabiting the latter. Therefore, although he wants
to believe that his new Duty is to provide financial support to the Bowes, the fact that he
plans to do it “in public view” so that others “would see who was charitable and who was
not” (196) makes it rather an egotistical Duty to himself, one no longer motivated by a
sincere desire to help those in need.

“Words have power, George. Words are deeds. [...] words and deeds should be the
same. You make a promise, you should keep it. You hold a view, than you should stand by
it. You should say what you do: you should do what you say” (141), says Aymer explaining
why he revels in long speeches, to which George replies with his typical common sense
turn of phrase: “People in these parts in’t impressed by words. They don’t mean what they
say. They only mean what they do. And that, I think, makes better sense” (141). What
Aymer gradually reveals is that his flawless theory about words and deeds does not tally
with what he does in practice. However, long before he does, Crace provides the readers
with several, more or less ironic, examples of this discrepancy: as soon as Aymer decides
to travel to Wherrytown in order to perform what he sees as the moral Duty, he realises that
he has “no appetite for such a long and testing journey” and that he is not “suited to the
countryside” (22), and what helps him endure his unease is not so much the idea of ethical
responsibility for the fate of the poor kelpers as the prospect of finding himself “a loving
country wife” (22) there; he sets Otto free, “a greater duty to a greater Brotherhood” (41)
as he calls it in his letter to his brother Matthias, without thinking about the consequences
of his act, namely the immediate fate of the illiterate slave who cannot even speak Eng-
lish, thus spending much of his waking time searching for the African and daydreaming
foolishly about bringing him, “disguised in a dress and bonnet” (164), secretly home and
giving him a job at Hector Smith & Sons: “The plan was not preposterous. He’d dress him
well. He’d mould him into shape. Otto would learn to read, write, cipher, be a gentleman,
and enjoy the status of emancipation that otherwise could flourish only in his dreams”
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(164); when he makes up his mind to marry Miggy Bowes, he does not think about her as a
human being but as a project he has a moral duty to accomplish, similar to that concerning
Otto as in his visions Aymer plans to “/iberate the girl” and “break her chains of poverty”
(76), with the aim of turning her into a lady. Crace ironically makes his protagonist use
almost identical rhetoric as with the slave: “The thought was not preposterous. He’d dress
her well. He’d mould her into shape. She’d learn to read and write and cipher. She’d pick
up the proprieties of city life and adopt a more womanly demeanour” (73). Despite his
noble words, Aymer’s acts run contrary to the very essence of humanism as he is unable to
acknowledge other people’s desires, needs and wishes, imposing on them exclusively his
own, thus “revealed to be a pompous prig out of touch with the world he wants to save”
(Lane 27). The selfishness and pettiness behind his words and acts is only more clearly
demonstrated by Aymer’s looking forward to his brother’s jealousy of his new young wife.

Another example of the lack of concordance between words and deeds in Aymer’s life
can be seen in the book he is reading — Truismes by Emile dell’Ova, both the text and its
author invented by Crace, namely the passage about the benefits of solitude: “The solitary
Traveller has better company than those that voyage in the multitude, for he has Nature as
his best Companion and no man can be lonely in its Assemblies of sky and earth and water,
nor want of Friends” (159). Aymer likes to see himself as such a destined solitary travel-
ler, a “Radical, an aesthete and a bachelor” (160), whose noble mission is higher than an
ordinary person’s life and thus transcends and inevitably excludes most earthly pleasures.
However, having gone through all the troubles and injustice in Wherrytown, the book
offers little solace in Aymer’s loneliness as he comes to understand the naked truth of his
deprivation: “He couldn’t fool himself. He’d rather be some cheerful low-jack, welcome
at an inn, than the emperor of all this landscape” (160). This painful realisation of what
human needs actually are in everyday life, and of the fact that words alone offer little con-
solation if detached from reality, is the most useful lesson Aymer learns in Wherrytown,
one which makes him throw the book in the fire, watching as “[t]he fire grew strong on
aphorisms, epigrams and teasing ambiguities” (176), a mocking commentary on the con-
nection between his bookish erudition and genuine emotional warmth.

Therefore, ironically but understandably, the only instance when Aymer does some-
thing that another person finds beneficial or desirable occurs when he is not the initiator
and when he is actually not aware of its effect — the sexual intercourse with Rosie Bowe
during which her second child is conceived. The situation which precedes the act makes
Aymer very ill at ease, as none of his speeches or wisdoms prove helpful in handling it — he
is alone with a woman he has nothing in common with, and this woman is strong, inde-
pendent and self-sufficient, which makes him realise his uselessness:

Nothing that he valued in himself had any value there. His modest wealth, his man-
ners and his education — what did they count for? His charity? His Scepticism? His
love of conversation and debate? His unexpected sympathy for dogs? His democra-
tic spirit? His prodigious memory for Latin names? Which among these attributes
should Rosie Bowe admire? Which of his parts and virtues could she burn for candle
wax, and which would stew well with a turnip root? What use were manners for cat-
ching fish? Would Scepticism make a sauce? Would education batten down the roof
against a lifting wind? (233)
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It is only when he resigns from being useful in his terms and lets Rosie take the initiative
that Aymer is eventually depicted as a proper human being. Without words, without giving
soap or coins, he performs what he has been preaching about since he arrived in Wher-
rytown and makes someone’s life better. His late loss of virginity thus becomes symbolic
as, more than physically, it transforms him mentally by making him learn that in order to
help another person it is essential to get to know what he/she is like, wants and feels, even
though he might not fully understand or identify with it. This simple lesson in the necessity
of empathy for any humanistic project appears to be the central moral of Crace’s parable.

Symbolic Topography — Landscapes of Distress

Crace admits his keen concern with imaginative landscape construction: “I see myself
as a landscape writer. There are interesting landscapes to be explored both in and out
of the city, in books and in life” (quoted in Tew 6). In his novels, the landscape always
serves as a mediator between the characters and the happenings of the external world.
“Places lend themselves readily to symbolical extension because there is so little that is
inherently affective in their physical properties” (Lutwack 35). Aware of this attribute
of physical environments, Crace makes the setting a crucial component of the stories of
his novels, as in each he creates a distinctly unique landscape and implements it in the
novel’s symbolic meaning. It is so closely linked with the characters’ consciousness that it
forms a kind of a “mental space that is both cognitive and emotional [...], both free float-
ing and yet time-bound and situated, both inward-facing to the habits of pure thought yet
also compromised by the circumstances of the corporeal self” (Menigan 19). Moreover,
the very act of imaginative construction of a “verbal space endowed with psychological,
ideational, and aesthetic dimensions” and the “retreating to the neutral territory fashioned
by the imagination” gives the author a measure of freedom, as it liberates him or her from
the “constrictions of the ordinary time/space matrix of ‘reality’” (Malmgren 25). Place in
literature evokes numerous connotations — both positive, such as “security, stability and
meaningfulness”, and negative, for instance “oppression, repression and the related desire
to escape from the place in question” (Hardy 7). If place is rather fixed and limited, “space
is more suggestive of openness and freedom to move, but also of emptiness and lack of
meaning and orientation” (Hardy 7). It is therefore obvious that if the setting of a story is to
fit into its meaning framework, there must be a correlation between the place and the space
in the narrative. It is precisely the profound complex of geographic place with physical and
mental space that generates the unique atmosphere of Crace’s novels.

From the geographic point of view, Signals of Distress can be understood as a counter-
part to Arcadia, which is set almost exclusively in a city and deals with urban themes, such
as the implementation of rural elements into the texture of a modern city, the changing
role and form of the agora, and the effects of postmodern commercial architecture on the
understanding and exploitation of public space. The unnamed, imaginary city in the novel
thus becomes a scene that allows its creator to explore the various sociological, architec-
tural and city-planning issues characteristic for contemporary city life, while, at the same
time, he develops a parable on humanity and morality through Victor’s pitiable/admirable
life story. The prevailing generic framework of Arcadia is that of the social satire which,
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combined with psychological probes and sociological contemplations, reflects the very
complexity and ambiguity of the novel’s milieu.

The fictional landscape of Signals of Distress is substantially different: not only is it
that of a village, countryside and sea shore, but Wherrytown, the setting of a large part of
the story, was a genuinely existing small settlement in west Cornwall until it was destroyed
by a storm in 1962. However, although both the location and the time are precisely speci-
fied, the whole story, including the shipwreck of the Belle of Wilmington, is completely
made up, which renders its actual year and place subsidiary in terms of the novel’s meaning
structure and enables an interconnection between the plot, the characters and the landscape
in a way similar to its predecessor. What the two novels have in common is the relationship
of the protagonist to the environment in which he finds himself. Although Victor has spent
almost his entire life in the city, he has never become a proper “townie [...] through and
through” (4Arcadia 67) and has developed, due to his unfortunate fate, a rather detached,
indifferent and at times even hostile attitude to the place where he has grown rich, still
feeling like an unwanted stranger there. Aymer, on the contrary, is a townie born and bred,
without a notion of what life in the countryside is like, and so he is also a stranger and
loner in Wherrytown where “[t]here wasn’t any city etiquette” (151), and perplexed by the
realisation that the locals are not in the least “paralysed by such a visitor” (65). Both Vic-
tor and Aymer are determined to set things right by making their mark, thus showing other
people their worth and, consequently, winning deserved respect and gratitude. Yet, while
Victor employs the means natural to him, his money and managerial skills, and remains
safe in his wished-for isolation, Aymer treads on the unfamiliar grounds of socialising with
people whose values he can never fully comprehend and inevitably ends up in an isolation
that causes him only despair and confusion.

Crace’s construction of the landscape Aymer finds himself in reflects perfectly the
relationship between the place and its uninvited intruder. That he will not feel comfortable
there is already foreshadowed by the description of the inn, which becomes a metaphor
of the whole local community and its attitude to strangers — wary, reticent, distrustful and
suspicious. The effect is even intensified by the fact that the inn has no name, which Aymer
is not willing to accept as in his view all things must have names (which he is so proud of
being good at remembering), and which points to the irrelevance of words in this world.
“The inn was ideal for hide-and-seek. It was a warren, untouched by architects. [...] There
wasn’t any logic to the place nor, even, any regimental regularity to the shapes and sizes
of the building’s bricks and stones” (16). It is a place where the logic, rules and values
of Aymer’s life do not apply, a place where more is hidden than laid bare and which will
therefore forever remain a mystery to him, a place that will at best brush him away, but
also with the potential to destroy him. As with Aymer’s attempts at “liberating” Otto and
Miggy, Crace uses a doubling image when he describes the inn and the village: Wherry-
town, “just like the inn, was made for ambushes and hide and seek. It was a warren, with
perplexing levels [...] There weren’t streets or civic places, just a lattice of steep intersect-
ing alleyways and lanes, some no wider than a horse and none with any compass sense or
geometric logic” (89). The settlement symbolically lacks all the traditional properties of a
small town, suggesting no overlap with Aymer’s experience and he feels as if in a maze, a
“reckless labyrinth” (90) in which he soon loses his way and himself, and which toys with
him in a manner he neither likes nor is able to restrain and resist.
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Another landscape essential for the story is the coastal beach around Wherrytown,
namely the Cradle Rock, a massive boulder that can be swung on its pivotal stone like
a cradle or seesaw. The rock assumes a symbolic meaning in the novel: if the beach is a
busy, bustling and often chaotic workplace for the kelp gatherers and fishermen, the Cradle
Rock is a peaceful and calm place, the only solid point in the lives of the local people, a
natural monument whose remarkable quality gives it an aura of solemnity and a profound
spiritual, almost religious, dimension:

It was a perfect paradise of rocks, much loved, in summer, by watercolourists and
lizards. But in the winter, with so much grey about and so little light, the dull pinks
of the exposed stone were warm and beckoning. [...] If it was natural masonry, then
it had been weathered by a geometric wind and shaped by architectural frosts. This
topmost block — the shape and size of a small stone cottage — rested with solid poise
on the nipple of a flat but slightly rounded rock. If anyone sat [...] on the bench and
stared for long enough it could seem the block was hovering an inch above the world.
It had a tarred cross on its side. (81)

The swinging of the rock can be taken as a barometer of events and changes happening
in Wherrytown and its surroundings, an indicator of social equilibrium within the local
community. At the beginning of the novel, a storm makes it seesaw in the gale as the sea
is bringing two ships with people on board who are to affect the life of the small and quiet
port — Aymer, Otto and the crew of the Belle of Wilmington. Symptomatically, all of them
in the course of the story have something to do with the rock, which illustratively reflects
their position in the local community.

For Otto, the Cradle Rock becomes a hiding place, a refuge where he hopes to be at
least temporarily safe from those hunting him for a financial reward, the sacred place thus
ironically playing the role of sanctuary for the biggest conceivable outsider of the com-
munity. For Aymer, the rock becomes a source of momentary happiness when he and the
young sailor Ralph set it swinging on their way back from the Bowes to Wherrytown.
Excited that he managed to do something so astonishing, Aymer “had seldom felt such
unselfish pleasure” (82). Yet, when the short moment passes, they set out on an unpleasant
and tiresome journey to the village through the ice and snow, only to find the inn empty
and cold. Aymer thus soon forgets his elating experience with the rock as he first realises
that his clothes are gone and later even has to face an embarrassing and painful confron-
tation with Shipmaster Comstock. The scene shows how unwelcome Aymer is in Wher-
rytown and that it is only far away from the settlement and its inhabitants that he can do
something he would be satisfied with. At the same time, it suggests that even such an act
will be rather an irrational one, stemming from outside the realm of his manners and erudi-
tion, and therefore short-term and consequently accompanied with confusion and unease,
anticipating thus his lovemaking with Rosie Bowe.

The characters who most markedly change the life and events in Wherrytown are the
crew of the Belle of Wilmington. These sailors are typical representatives of their kind —
restless, mischievous, “becalmed and idle and, almost, bored” while ashore, unable to
amuse themselves and therefore looking for a “chin they’d like to punch, a silver time-
piece or a pair of boots they’d like to lift, a mouth they’d like to kiss” (46). However, they
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still manage to affect the lives of several people from the local community, such as Rosie
Bowe, Palmer Dolly, Walter Howells, Alice Yapp and Lotty Kyte. Because they feel stuck
in the dull village of hard work, sober mores and strict religious morality, they more than
appreciate the opportunity to leave Wherrytown for the coast in order to drive a herd of
cattle back to Howells, equipped moreover with bottles of spirits. As expected, they get
drunk and decide not only to swing the Cradle Rock but to “displace it from its pivot stone”
(217), and by doing so the massive rock loses its centre and falls from its platform into the
sea. Palmer Dolly, the only local person in the group, does not take part and only watches
the scene superstitiously, believing that destroying the rock will bring bad luck and when
at home he hears “the distant impact of the Rock™ he “trembled in his bed. The Rock was
down. The coast would never be the same” (218). The bringing down of the rock could
have several interpretations within the symbolic meaning of the story: it suggests that the
very core of the local community’s livelihood, kelping and catching pilchards, might soon
give way to other, possibly more industrial and mercantile, activities; it can also reflect the
transformation of the community as many of its young members are to leave it in hope of
finding a better future overseas; but it can also indicate the future fate of the ship, which
sinks on its voyage to Canada. The Cradle Rock, much like the simple rural community of
Wherrytown, which has survived all the blows of natural powers, thus symbolically suc-
cumbs to the social and economic pressures of the fast-developing capitalist world outside.

In order to complete the novel’s irony, in the last chapter Crace moves the story to the
city where Aymer lives. Although he seems to be a different person now, “less preacherly,
and more resigned” (258) as his brother points out, deep inside he has remained the same
self-deluded fool and idealist, which can be seen from the very first lines of the chapter:
“City air makes free? Well, yes. It was a liberation to be home again amongst the soft
civilities of city life, and free from the embarrassments of Wherrytown. But Aymer Smith
affected not to like the taste of city air that much. He was a travelled man now, amphibi-
ous between the country and the town” (256). Based solely on his short and, to a large
extent, unfortunate stay in Wherrytown, Aymer already considers himself a well-travelled
man with a newly acquired capacity to feel natural both in the country and the city, while
in reality he will always be a stranger in both, though in the latter it is easier for him to
sink into the anonymity and refined manners of the crowds. Therefore, although the city is
the milieu in which he should be happy and safe, the opposite is in fact the case. When in
search of adventure and education he decides to visit the poorest area of the city, dressed
“democratically” in plain clothes, because “[o]ne ought to know the city of one’s birth,
including those parts that were not well furbished” (264), so as to prove that “[i]t would
be wrong to regard as low and mean in character those people whose homes are low
and mean in built” (264), he gets terribly beaten, not only because Howells asked for it,
but also because his appearance enrages the rogues, especially the apparent discrepancy
between his shabby dress and “that bony, educated face, those soft and fussy hands, that
self-esteem” (265). Once again, his inability to empathise with other people turns his theo-
retical humanism into pompous conceitedness in the eyes of those who should supposedly
benefit from it. The fact that he is attacked in his city but on the order of a person from
Wherrytown symbolically demonstrates that he will never fit into either of these two envi-
ronments, as his truly natural milieu is that of his books and dreamt-up world, his “childish
landscape” where he can always “put the world to rights again” (276).
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Conclusion: the Old, the New and the Unchanging

In terms of genre, characterisation and plot construction, Arcadia and Signals of Distress
do share several features: they both feature a male protagonist, a loner with difficulties in
dealing with other people who, nevertheless, strives to win their respect and sympathy;
despite the serious issues they deal with they both bear distinctive elements of social sat-
ire, with surprisingly intense employment of irony directed at the fracturing between the
naivety of a character and the world that has always moved on (Lane 28). However, they
at the same time differ significantly in the setting and time of their stories, as well as in
their central thematic preoccupations. Signals of Distress should thus be rather understood
within the complex framework of the idiosyncrasies of Jim Crace’s fictional world. Like
his other novels, it portrays a community in transition, an establishment facing inevitable
transformations and losses due to external social and economic developments; its fictional
landscape becomes an inseparable component of the story; it explores the essential human
moral concerns through allegorical meanings. The novel also demonstrates its author’s
remarkable descriptive powers, an “uncanny talent for making invented places and events
feel here-and-now real” (Begley): the characters and settings are vivid, sharply observed,
convincing, authentic and agreeably unpredictable and through them he creates unique
imaginary microcosms, the “variously obsessed landscape and cultures” (Kermode 8), in
which his uncomplicated stories assume a larger symbolic or even mythic dimension.

Signals of Distress can be read, above all, as a parable of the passing of the old estab-
lishments, either antiquated, obstructive, or redundant, and their replacement by new,
dynamic and progressive social and economic forces. Set shortly before the beginning of
Queen Victoria’s reign, in the winter of 1836 and 1837, the novel depicts the community
of Wherrytown, enclosed, rural and self-sufficient, at the dawn of a new era in which it
will be forced to open to fresh impulses and become part of the surrounding industrial
and commercial world. Aymer realises this immediate progress when watching the coastal
steam packet Ha ‘porth of Tar passing the sailing boat the Belle of Wilmington: “It seemed
to Aymer that the tussling spirits of the age were passing on the sea; the old, the new, the
wind, the steam, the modest and the brash. The future would be driven by steam, he was
sure. It was a more compliant slave than wind” (228). Being an anachronism himself, he
sees the upcoming changes as dangerous if not downright shameful but, as in Arcadia with
the rainbow that symbolically connects the old and the new at the end of the story, pointing
to “urban renewal, and the human possibility of a city that retains its pastoral symbolism”
(Head 210), Signals of Distress is rather muted as far as some conclusive interpretation
of the scene is concerned. When read as a parable, the novel has a strong moral dimen-
sion, which, however, does not side with either party of the conflict; Walter Howells and
Matthias Smith, the two men who represent the spirit of the new era, are shown as incon-
siderate and immoral, while Aymer, an advocate of the good old days, is depicted as an
impractical and unfortunate dreamer. As is characteristic of Crace’s writing, the key moral
focus of Signals of Distress is put on the universal, unchanging and timeless human and
humanist values which constitute any functioning social paradigm, regardless of particular
historical circumstances, and whose implementation can never be achieved through self-
centered idealisation or plain theoreticising.
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Abstract

O’ Neill is the greatest American playwright, but traditional approaches to O’Neill criticism and
theatrical production require reappraisal in the 21% century. Traditional attitudes limit understand-
ing of the range of O Neill s plays and the possibilities for their productions. There is much more to
the understanding of O Neill s plays than reading them as the dramatist s personal psychoanalysis
or autobiographical expiation. So too must directors look beyond performance traditions mired in
mid-20" century psychological realism. They must see beyond the legacy of the famous productions
of the late masterpieces. O Neill's plays must not only be revered by audiences; they must ensoul
them.

Keywords: Eugene O’Neill, 20" century American theatre, James O’Neill, George Pierce Baker,
American drama criticism, Jose Quintero, Jason Robards, Al Pacino, Jonathan Miller, Kevin
Spacey, Long Day s Journey Into Night, The Iceman Cometh, “Hughie” George Jean Nathan

It is generally understood that serious American drama begins with Eugene O’Neill. None-
theless, more than a century after his birth, and more than half a century after his death,
America is still not ready for Eugene O’Neill. Admittedly, this is a broad-based accusation.
Certainly historians of the American theatre no longer universally accept that O’Neill sin-
gle-handedly created modern American drama, yet it is still the conventional wisdom that
before O’Neill there was no serious American drama. So my accusation is a response to
decades of criticism and commentary whose emphasis is on making connections between
O’Neill’s life and his plays. The outstanding text in this regard, a summa of this school,
is Stephen A. Black’s Fugene O’Neill: Beyond Mourning and Tragedy.' To counter the
assertion that O’Neill is primarily, if not exclusively, an autobiographical playwright it
is necessary not only to question the putative autobiography in his plays, but to also stop
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relying on the productions presented during O’Neill’s lifetime (and overseen by him) as
the benchmark for all subsequent ones.

Historically, we see that O’Neill emerges during the first quarter of the 20" century,
during a time of artistic and social ferment. The theatre of his father that O’Neill grew up
with—and in—was a mass medium; James O’Neill was one of the leading romantic actors
of his day and was also a great matinee idol. James O’Neill was even more popular though
than a conventional leading man in that both men and women flocked to his performances.
Thus though he was part of a soon-to-be-moribund style, the way that he managed his
career was much closer to that of a contemporary star. James O’Neill carefully manipu-
lated his public image and always had a press agent on his payroll. The tall tales and
“good copy” that O’Neill’s press agents provided were part of what kept the Monte Cristo
production a going concern for three decades. (Not to mention a source of frustration for
O’Neill’s early biographers who were frequently misled by the stories planted in late-19"
century newspapers by these press agents.)

Indeed, James O’Neill’s theatre was something like television and cinema today;
the theatre of the late-19th and early 20th century featured dramatic spectacles to thrill,
excite and entertain audiences by appealing to basic instincts and emotions. Sympathy was
evoked by situations such as an honest woodsman toiling in loneliness until one blessed
day in the forest a basket is discovered with an infant. The babe grows up to rose-cheeked,
heaving-bosomed womanhood and falls in love with a convenient handsome stranger who
turns out to the son of a logging tycoon who can settle papa into a soft job, but just before
the wedding the sweet innocent girl is abducted by the treacherous dancing master. She
resists his advances and is (here you must take your choice) either tied to the railroad
tracks to await an onrushing locomotive or tied down in a sawmill to bide a while until a
buzz saw cuts her in two. Needless to say, the Handsome Hero arrives in the nick of time
to save her and the play ends with a suitable wedding march. Nevertheless, in spite of such
scenarios, most plays featured activist heroines (Booth 2). This important conventional
characterization is exemplified by the first successful use of the rescuing-the-victim-tied-
to-the railroad-tracks. It occurs in the play Under the Gaslight in which a woman saves
a man tied to the tracks. O’Neill would draw on this convention and amplify it by cre-
ating numerous strong-willed female protagonists: Nina Leeds in Strange Interlude and
Lavinia Mannon in Mourning Becomes Electra, are but two of these. O’Neill’s amplifica-
tion of a staid melodramatic convention complicates his relationship with the “Broadway
showshop” style of industrialized theatre that O’Neill despised. Indeed though, the entire
dramaturgy of the popular American theatre is more complicated than the simple plot out-
lines detailed above would have one believe. The range of both plays performed and per-
formance styles was far more complex than conventional wisdom presumes. These heavily
plotted and usually spectacular plays are the foundation of conventional wisdom about the
“Broadway showshop” style of industrialized theatre that O’Neill despised. Even if one
considers only James O’Neill’s Count of Monte Cristo, one learns that he performed in
productions of this play ranging from first class Broadway extravaganzas with huge casts
and spectacular sets to vaudeville “tab” versions that cut the play down to minimal length,
relied on almost no scenery, and used as few actors as possible.

The career of James O’Neill had a tremendous impact on the playwright. Those who
take his son’s word for it believe that O’Neill’s father had “sold out” by exchanging the
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struggle of artistic striving for the security of guaranteed financial success via the peren-
nially popular “Monte Cristo.” The elder O’Neill is estimated to have performed this role
over 4,000 times. “That God-damned play,” says the father in O’Neill’s putatively auto-
biographical masterpiece Long Day s Journey Into Night, “I bought for a song... it ruined
me with its promise of an easy fortune” (809). Most accept as simple fact that because
he was able to earn a minimum of $45,000, tax-free, pre-inflation dollars a year, he “sold
out”, and by the end of his life was so embittered by the loss of his great gift through mind-
numbing repetition, that his last words to his son were “Glad to go boy—a better sort of
life—another sort—somewhere. This sort of life—froth rotten! — all of it—no good!” (Let-
ters of Eugene O Neill 132).

One must note that this is Eugene O’Neill’s projection of his father’s perspective.
None of James O’Neill’s contemporaries notes any such bitterness on James O’Neill’s
part. Benjamin McArthur’s Actors and American Culture, 1880-1920 is typical in that it
cites James Tyrone in Long Day s Journey Into Night as the authority for James O’Neill’s
assessment of his own career (47). In spite of these seeming contradictions between the
father and son’s approach to the theatre, one can extrapolate that Eugene was even better
at manipulating the media than his father ever dreamed of being, and he did so without
resorting to press agents.

In a letter of application to George Pierce Baker’s famous workshop at Harvard, O’ Neill
declared that he was determined to be an “artist or nothing” (O Neill Letters 26). This is a
frequently quoted statement, but what is not so often cited is O’Neill’s dropping the name
of then famous drama critic Clayton Hamilton as a reference (in the same letter). It may
seem odd that O’Neill who ultimately recoiled from George Pierce Baker’s embrace of the
commercial theatre, is not shy about mentioning his famous father and drawing on other
connections of his own from the commercial theater in order to secure a place in Baker’s
“47 Workshop” at Harvard. As we know, his gambit worked and Baker accepted him. Be
that as it may, this was probably the last time O’Neill put himself out in such a way.

In contrast to the aspiring student who readily traded on his Broadway connections,
O’Neill the playwright, would become one of the most intransigently uncompromising
artists in the history of the theatre. During rehearsals for The Iceman Cometh, director
Eddie Dowling despaired: “Mr. O’Neill, you repeat the word pipe-dream in one scene
18 times!” O’Neill slowly considered Dowling’s plaint, for he was as taciturn as he was
committed to his artistic vision. He replied, “Mr. Dowling, that’s right, ‘pipe-dream’ is
in that scene 18 times.” Later Dowling, backed by the Theatre Guild, the play’s produc-
ers, would demand that O’Neill cut 45 minutes out of the play. O’Neill agreed to cut two
minutes (Vena 4). Thus I would argue that O’Neill is more in harmony with late 19th/early
20th century dramaturgy than not. What is most “Wagnerian” about O’Neill’s approach
to the production of his plays is his insistence on total control over their production. Even
more significant than the grandiosity of his spectacle plays: Marco Millions and Lazarus
Laughed is O’Neill’s determination from the outset of his career to oversee the casting,
design, and staging of each of his plays. No matter who was ostensibly in charge of a given
production, O’Neill himself attended every rehearsal and was the final authority on any
production decision as long as he lived. Each of his plays was indeed a Gesamtkunstwerk.

Thus, it is important to link O’Neill to the conventions of his time—there is far too
much myth-making about O’Neill representing a complete break with his predecessors.
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Not to mention how and what he learned in Baker’s course at Harvard. Paul Voelker and
Travis Bogard have decidedly different views on O’Neill’s relationship with Baker. Going
over the chronology and reviewing the now available correspondence between O’Neill and
his then inamorata, Beatrice Ashe, it is clear that O’Neill bore no animosity towards Profes-
sor Baker, and indeed had respect for him, perhaps even affection. Voelker’s research reveals
a more complex understanding of O’Neill as a playwright struggling with his craft—one
who is in fact not absolutely clear about being “an artist or nothing.” Voelker determines
that O’Neill was uncertain as to the direction his playwriting ought to take and that in the
beginning he even considered comedy (211). This is not the O’Neill most readers imagine.
I would argue that the atmosphere of Baker’s class encouraged O’Neill to stop trying to
be a conventional playwright—or to even be a topical one like Baker’s star pupil Edward
Sheldon (whose great hit Salvation Nell had become a Broadway sensation starring Minnie
Maddern Fiske when he was barely more than an undergraduate). What is more, the contrar-
ian in O’Neill would have been inspired by the classmates who, no doubt, sought the same
kind of fame and fortune as Sheldon. O’Neill’s appreciative letter to Sheldon is frequently
quoted, if only to verify that he was dazzled by the touring Abbey Theatre and Mrs. Fiske’s
Hedda Gabler—the fact that he wrote the admiring letter zo Sheldon is overlooked.

Part of O’Neill’s supreme confidence about his work came from his lifetime in the the-
atre. O’Neill boasted that he was born into the theatre, and as he put it: he knew the theater
from the back wall to the box office. He saw the Broadway show shop product, such as that
described above, but he read the great modernist dramas of Shaw, Wilde, Ibsen, Brieux and
especially Strindberg. The Swedish playwright’s grim and tortured husbands and wives
had a lasting impact on O’Neill, and O’Neill would always credit Strindberg with exert-
ing the greatest influence on him. But another explanation proffered by O’Neill was that
if one wanted to understand his plays one only needed to know that he was born Irish and
raised a Catholic. This sense of otherness, this self-conscious Irishness is a telling factor
in O’Neill’s dramatic oeuvre. It is a sensibility that contrasts with the ideology behind the
popular plays of his day, and even the serious plays that were written during his first years
as a dramatist. For there were playwrights struggling to free the American stage from the
shackles of formula melodrama and cheap farces—such as Edna, The Pretty Typewriter,
from 1907, (at that time “typewriter” was a term for a professional typist, usually a woman)
or Up in Mabel'’s Room from 1919. As we have seen, in the ‘teens and ‘twenties, Edward
Sheldon created dramas of political and social relevance, yet even his “relevance” in treat-
ing racial and even sexual issues is tempered by a reliance on happy endings. As noted,
Sheldon’s most famous play Salvation Nell ends with joy all around as the title character,
whom we have observed transform herself from innocent to almost-prostitute to Salvation
Army soldier to contented helpmate of a reformed wastrel. O’Neill’s dramas are about the
impossibility of such integration into society. Once he determines his artistic vision, with
few exceptions, O’Neill writes about alienation, the despair of existential tragedy and the
“hopeless hope.” His characters thrive on pipe-dreams.

In a comment on his last project, a great cycle of plays about the development of the
United States, to which he gave the title: “A tale of possessors self-dispossessed,” O’Neill
said: “We are the greatest failure in history—no other country was given so much—and
look at what we have done with ourselves. I can’t help but think of the words what profit
it a man if he gain the whole world, but loses his own soul? We’ve lost our soul” (qtd. in
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Connolly 20). O’Neill refers to the drive for material possessions that had become the
“American dream.” And he does not ignore the consequences of occupying territories in
the Caribbean and Pacific, which transformed the United States into an imperial power.

As noted above, America is still not ready for Eugene O’Neill. The country of his
birth still cannot fully comprehend his monumental genius. Productions of O’Neill plays
are still “events” somehow—revivals seem to be undertaken almost from a sense of duty.?
While it is true that the Colossus O’Neillensis would seem to be the tallest statue in the
lobby of America’s metaphorical national theater, in fact O’Neill is still backstage waiting
to go on. How can this be? The literature anthology boiler-plate statements: “America’s
greatest playwright,” “America’s only Nobel-prize winning playwright,” “only American
playwright of world stature,” confirm his presumed status. Until most recently productions
of O’Neill have not been nearly frequent enough to satisfy O’Neill specialists who contrast
the relative lack of O’Neill with the abundance of Shakespeare. It must be admitted though
that at least on the East Coast of the United States, the theatrical season of 2011-2012 was
something of an antidote to this theatrical malaise. In New York there were two reviv-
als: The Irish Repertory presented Beyond the Horizon and The Pearl Theatre Company
offered A Moon for the Misbegotten (not to mention the parody production “The Complete
& Condensed Stage Directions of Eugene O’Neill Volume 1: Early Plays/Lost Plays”). In
Washington D.C. the Arena Stage produced Ak, Wilderness! and Long Day s Journey Into
Night; The Shakespeare Theatre company presented Strange Interlude. Even this flurry
of new productions of O’Neill does not dispel a legacy that haunts O’Neill studies almost
as deeply as his biography: the living legacy of the landmark productions of The Iceman
Cometh in 1956, Long Day s Journey Into Night in 1956 and A Moon for the Misbegotten
in 1973. The first two productions put on three years after O’Neill’s death, resuscitated his
reputation, largely due to the self-described mystical bond achieved by the director José
Quintero and the actor Jason Robards with the playwright. The productions that these art-
ists made returned O’Neill to the first rank of American dramatists.

No doubt, these productions will always live in the memories of those who saw them,
but a playwright sustained only by memories of past productions is a playwright without
a future. Unfortunately, O’Neill sometimes seems to be in danger of having his work bear
out the truth of Mary Tyrone’s fateful pronouncement “the past is the present and it is the
future too” (Long Day s Journey 761). It is hard to shake off the burden of the past, espe-
cially for O’Neillians who have made such visceral connections to the playwright himself,
the plays, and their performers. Nevertheless, if we do not shake off the past we risk rever-
ing O’Neill to death. Of course, O’Neill never intended that we accept Mary Tyrone’s line
about the past as a way of living life or making art. Nonetheless, there are those who insist
that all productions of O’Neill conform to standards set in the middle of the 20th century.
Such O’Neillians would dismiss any production of Long Day s Journey Into Night whose
staging exceeds the limits of the actual parlor of Monte Cristo Cottage in New London,
Connecticut.? No one disputes that O’Neill was an intensely autobiographical playwright,
but it is time to move beyond O’Neill’s life as the primary lens through which to gain per-
spective on his plays.

What is more, the life and times of O’Neill are now fully explicated in a soon to be pub-
lished three-volume biography by Arthur and Barbara Gelb. It is an historic event; never
before have biographers so thoroughly revised their own work. With the third volume’s
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publication, we will surely have all the pertinent facts needed to inspire coming genera-
tions to ponder the exigencies of the playwright’s life. Therefore, it is time to let the plays
live as works of art independent of their creator. O’Neill’s biographers have guaranteed
that his life will always excite interest in its own right.

The current state of O’Neill in the U.S.A. is a dichotomy between those who hold
him dear and those who begrudge him his preeminence with a shrug, a la Victor Hugo’s
reluctant French admirers (“O’Neill, #élas!”).* Rather than dwell upon the difficulties that
O’Neill continues to contend with, I should like to discuss an interesting phenomenon of
recent years: the advent of a “non-classical” approach to staging O’Neill that has only
recently been possible in the United States. By “non-classical” [ mean a production style
that deviates from O’Neill’s original stage directions and presumed intentions. As we have
seen, this development has not always been met with approval by American O’Neill schol-
ars and those O’Neill enthusiasts who can still recall the original productions of O’Neill’s
plays. Not a small point since we are really only talking about one or two generations—at
least in terms of memory—since those original productions.

The traditionalists are being to true to the spirit of O’Neill. O’Neill hated the slightest
deviation from his lines or stage directions. Perhaps it is stating the obvious to say that
unless new approaches are “allowed,” O’Neill’s plays will ossify. This can happen. The
D’Oyly Carte Company played the Gilbert and Sullivan operettas exactly the same way
for over a century in London and on tour. Eventually audiences grew bored and the com-
pany of performers so stale that the enterprise withered away. But other serious modernist
dramatists in the United States face similar problems: Shaw and Brecht for instance, not to
mention Ibsen. Reconsidering production styles is relevant to the study of American drama
because it offers us insight into the ways in which O’Neill’s plays are being viewed with
fresh perspectives. The production details presented for discussion here are not meant to
detail stage history, per se, but rather as an exploration of O’Neill’s larger theatrical “text”.
We must consider the discourse that theatrical productions have entered into if we are to
place O’Neill in the critical context of the present. In terms of production, only since the
late 20™ century have productions of O’Neill in America moved beyond the paradigm
of the “classical” canonical approach, and it is most significant that the influence of an
English production of Strange Interlude has been paramount. This production came to
New York in 1985. Glenda Jackson’s star turn as Nina Leeds punctuated an unabashedly
flamboyant production, which played out the raw emotions of the play in all their over-
wrought Freudian mania. Even the dry wit of Edward Petherbridge’s moving characteriza-
tion of Charles Marsden could not keep the play down to earth. Of particular note were the
howls of laughter that greeted the three attempts of Nina’s lover, Ned Darrell (played by
Brian Cox), to leave on the line “Got to go! Can’t go! Got to go!” The “can’t go” being of
course an internal “thought” vocalized. (A perfect example Roman Ingarden’s Nebentext.)
It was a remarkably successful production—{flirting with an irreverent approach that dis-
pleased many O’Neill stalwarts. And even though the New York Times was displeased by
the production’s irreverence, it printed so many stories about the production that the show
was one of the most talked about dramatic productions of the season and this combined
with good business at the box office generated enough attention to warrant a television
production—a rare occurrence indeed (See Kerr, Anderson, Gussow and Rich, February
and March 1985 New York Times articles).
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A year later in 1986, Jonathan Miller’s abridged production of Long Day s Journey
into Night, featuring Jack Lemmon in a rare foray from Hollywood, as Tyrone and Kate
Reid, the noted Arthur Miller actress, as Mary, was greeted with pleasure only by avowed
anti-O’Neillians. Miller cut an hour from the running time by trimming speeches; particu-
larly the poetry quotations in the fourth act, and by having the actors speak rapidly and “at”
each other so that their dialogue frequently overlapped one another’s. Miller elaborately
defended his choices on medical as well as dramaturgical grounds. Miller the physician
maintained that the alcoholic father, sons, and morphine-addicted mother would actually
have rattled away in such a way, oblivious to one another. And, Miller insisted, these
characterizations showed both the closeness and the isolation of the Tyrones (*“ Jonathan
Miller” 29). They take each other so much for granted that that they neither have to listen,
nor do they expect to be listened to. It sounds good on paper perhaps, but it was such a
glaring directorial intrusion that the play suffered. Moreover Lemmon’s performance was
at best a recreation of Fredric March’s original with its resort to an Irish brogue when
Tyrone was in despair.

To introduce such controversies is not to diminish Quintero’s accomplishments. He
directed three of the greatest productions in the history of the American theatre. In 1956 he
staged the revival of The Iceman Cometh (which virtually started the off-Broadway move-
ment at the Circle-in-the Square-Theatre) and the first New York production of Long Day s
Journey Into Night. In 1973 he directed the first successful production of 4 Moon for the
Misbegotten, which was a triumph winning many awards and was filmed for television in
1975 with the original cast. In 1996, one of his final efforts was a well-received staging of
two early O’Neill one-acts, “Ile” and “The Long Voyage Home” in Provincetown eighty
years after their original performances there. Quintero successfully evoked the subtleties
and extremities of both plays using a cast of unknown actors.

Yet Quintero’s productions with great actors have not always been unqualified suc-
cesses, as seen with the relative failure of the centennial year productions of The Iceman
Cometh, which Quintero directed and starred Robards. The proscenium staging and large
theater have been blamed (interestingly, the large playhouse used for the 1947 production
premiere was blamed at the time for that production’s failure). The first time Quintero
directed it was in an intimate theater-in-the-round, but nothing about the 1985 production
caught fire, perhaps expectations were too high. Robards’ recreation of his role as Hickey
was a disappointment for some. Many who saw it believed he was only walking through
the part, that he was somehow too tired for its rigors.’

So the close of the 20" century brought American O’Neillians a dilemma, one that
Europeans would never have to face, since O’Neill is not the problematic dramatist for
Europeans that he is in his homeland: is O’Neill in danger of being “revered” away from
the playhouse and on to a library shelf? A New York production from 1996 production
indicated otherwise, the “Hughie” directed by Al Pacino and starring Pacino as “Erie”
Smith and Paul Benedict as the Night Clerk proved to be an outstanding critical and box
office success. The casting was interesting on the superficially physical level. Pacino was
quite close to O’Neill’s description, a bantam rooster—as the stage directions indicate;
Benedict was a very large and imposing figure. This instantly created a unique chemistry
between the two on stage. It also pitched the dynamic in an interesting way for this play.
Erie Smith is constantly trying to impress the Clerk and there are moments when Pacino
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and Benedict take on a resonance from Steinbeck’s Of Mice and Men (of the two drifters
Lenny and George). I stress that O’Neill’s lines call for the gestures Pacino used. His “hey,
look at me, why don’t you look at me” attitude was effective at achieving a down-in-the-
mouth pathos (See Jacobson and Johnson; both are representative reviews).®

As with the Strange Interlude referenced above, laughs were found where none had
been perceived before. This production inspired comparisons in the popular press between
Smith and the Night Clerk to the Vladimir and Estragon of Beckett’s Waiting for Godot—a
point apparent to some O’Neill scholars eager to unite the playwright to the theatre of the
absurd, even if it was not a particularly fresh observation.” Samuel Beckett has set the stan-
dard for critics of the drama since the 1960s—when Jan Kott applied Beckett’s Weltan-
schauung to Shakespeare. Undoubtedly the play has much humor—Erie’s regaling the
Night Clerk with his visit to Hughie’s Brooklyn bower of domestic bliss for instance. But
in this production almost everything that Pacino did could be perceived as comic because
of the lumbering reactions of Benedict’s Night Clerk.

The raucous laughter that this production inspired demonstrated that audiences could
casily respond to O’Neill as a comic playwright. It was not only the night clerk that inspired
mirth. Pacino played Erie Smith as a sort of song-and-dance man—which given O’Neill’s
identification of Erie as a “teller of tales” is not altogether off the mark. Pacino’s Erie Smith
was a most self-conscious yarn-spinner. He was compelled 7o entertain; nevertheless this
was not so much a radical departure from O’Neill as it was a challenging re-interpretation.
This was a marked contrast to Jason Robards’ Erie. Robards inspired forty years of Eries
who were almost ghoulishly desperate for companionship, clearly one stop away from the
final terminus. So powerful was the memory of Robards’ performance (especially if one
recalls that the one-act play was originally intended to be part of a cycle entitled “By Way
of Obit”) that it caused some critical contortions. Describing the Pacino/Benedict partner-
ship, the writer in the Eugene O’Neill Review contradicted her previous descriptions by
concluding her essay with the assertion that Pacino and Benedict are “headed together
down a road toward impending doom”(Garvey 178). This comment negates the essay’s
earlier paragraphs describing the lighthearted atmosphere of the production; granted that
the reviewer was attempting to convey her impression of the entire production. Any sug-
gestion of lightheartedness was in sharp contrast to Robards’ performance, which inti-
mated that if his Erie failed to engage the Clerk with his Broadway banter he would have
climbed up the stairs and jumped out a window. Pacino’s Erie would be more likely to rush
upstairs and return with a juggling kit or wearing tap shoes for a dance routine. This is not
to diminish one performance in terms of another. Both characterizations reveal O’Neill’s
complexity.

It is imperative to revisit the roots of the mythology that has grown around O’Neill’s
dramaturgy, thus we must look back at the original production of Long Day s Journey Into
Night. Though more than half a century has passed since the Broadway premiere of Long
Day’s Journey Into Night, November 7, 1956 remains a signal date in American theatre
history. By the time the production closed, 390 performances later, it had already passed
into theatrical legend. Eugene O’Neill’s reputation was not only salvaged; it was forever
secured. For as long as he lived José Quintero would be identified as the O’Neill director,
and the cast, in particular Fredric March, and Jason Robards would be celebrated for the
roles they created. It is not only because of the performance per se that this is one of the
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most important Broadway productions of an American play in the 20" century. In addition
to being widely regarded as the greatest production of O’Neill’s greatest play, it cemented
the idea that O’Neill is primarily an autobiographical playwright, and this has become cen-
tral to both the study of O’Neill and the performance of his plays. The American premiere
also anointed José Quintero and Jason Robards as O’Neill’s foremost interpreters. (As
discussed earlier, both had established themselves in the landmark off-Broadway staging
of The Iceman Cometh in the previous season). Thus the influence of this production is
profound in two ways; it irrevocably connected O’Neill’s work to his life and limited the
production style of his plays to the psychological realism that prevailed in the middle of
the 20™ century. This has also affected the way almost all other American plays are studied
in English classes and performed on Broadway.

Ever since O’Neill turned his back on Broadway in 1934 there had been rumors that
he was working on his greatest play ever. No less a source than magisterial drama critic
and O’Neill confidant George Jean Nathan intimated that the playwright was holding back
a masterpiece from publication and performance because it was dangerously controversial
(Connolly, George Jean Nathan 43). Nevertheless, the failed first production of The Ice-
man Cometh in the 1946-1947 season stanched Broadway’s interest in O’Neill, even as
Nathan continued to suggest that O’Neill had written his greatest play, but would never
allow it to be sullied by Broadway producers. Nevertheless, by the time of his death in
1953, O’Neill was almost forgotten. Depending upon one’s sympathies, O’Neill’s widow
was either desperate to revive her husband’s reputation or provide for her old age when
she decided to assert her authority as literary executrix and offer Long Day s Journey to the
public. Carlotta Monterey O’Neill countermanded both Saxe Commins, O’Neill’s editor
and close friend, and O’Neill’s publisher, Bennett Cerf, the head of Random House, who
both insisted on sticking to their original agreement with O’Neill. This would have held
up publication of the play until 1978, and would have forever prohibited any performance.
Mrs. O’Neill had total control over all aspects of her late husband’s work so she was able
to make all decisions about publication and production. Cerf removed the manuscript from
his vault and handed it over. The Broadway failure of The Iceman Cometh still stung,
so Mrs. O’Neill charily decided that the play should first be performed abroad. Noting
O’Neill’s affinity for Strindberg and the regard the Swedes had for him, Mrs. O’Neill
opted for a Stockholm try-out. The triumphant February 1956 world premiere at the Royal
Dramaten sent transatlantic flashes of the play’s magnificence. When the play was pub-
lished by Yale University Press within days of the Stockholm opening, Broadway was
doubly overwhelmed with yearning. Relentless speculation about the inevitable Broadway
production began.

Fresh from the acclaim from his off-Broadway revival of The Iceman Cometh, the pre-
vious season, José Quintero was determined to direct Long Day s Journey, so he began a
deft campaign of wooing the widow, abetted by an equally intent Jason Robards, who had
starred in that revival. Over numerous cocktails, dinners and late night conversations—
sometimes with O’Neill’s ghost in attendance—according to the enraptured widow—
Quintero and Robards successfully courted her. Doubts about Quintero’s relative inexperi-
ence were assuaged by the casting of Hollywood star and respected actor Fredric March
as James Tyrone and his wife and frequent co-star Florence Eldridge as Mary. Each of
the performers received superlative reviews. Indeed, the finale provoked one of the most
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poignant curtain calls in American theatre history. Testimony from the actors and first-
nighters attests to the silence that descended after the play’s final words. Backstage, an
eternity went by as the cast waited in heart-stopped silence. Then suddenly, torrentially,
applause shook the walls, floor and ceiling, it seemed to push the curtain open with its
force. Overwhelming ovations, countless bows—the audience crowded the front of the
house trying to touch the actors, because, as Quintero recalled, they would not be parted
from the Tyrones (Gelbs 3-23).

Thus a legend was born and O’Neill transfigured. Never again would anyone dare
question his reputation—he is the colossus of the American theatre. Henceforth, O’Neill’s
late-blooming genius would eclipse all his other work, just as the Tyrones would the
O’Neills. Appropriately, since he was playing an actor, March’s performance attracted the
most description. Most frequently commented on was his choice to give Tyrone a brogue
as he slipped into abyssal despair in the later scenes. Less frequently commented on was
the costume he wore which defied O’Neill’s stage directions. March wore an ascot quite
different from the knotted handkerchief that O’Neill gives Tyrone. March transformed
the unassuming gardener in a threadbare suit “who doesn’t give a damn how he looks”
(as O’Neill describes him in the stage directions) to a bespoke-kitted-out gentleman of
leisure.® Theatre historians familiar with the diary of the Monte Cristo company actress
Elizabeth Robins are aware that Mr. and Mrs. O’Neill were quite different from Mr. and
Mrs. Tyrone (Matlaw 177 ff). What is more James O’Neill always had defenders among
his surviving contemporaries. Old troupers spoke out against Long Day s Journey in 1956,
but their voices were overwhelmed. The crushing burden of biography has not only limited
academic discussion of the play. As we have seen, it has virtually proscribed the play’s
performance unless its set conforms to the dimensions of that parlor in New London, Con-
necticut in the original “Monte Cristo Cottage” where the O’Neills summered.

The bellwether for this was Brooks Atkinson who declared that the play was “as per-
sonal and as literal as drama can be.” (Atkinson 47). And productions since have been
judged according to a bizarre standard of being true to the life of the O’Neills rather than
the Tyrones. Conversely, since the Tyrones of the original Broadway cast were the embodi-
ment of the O’Neills it is best to follow their example.

Note though that a central article of faith in our understanding of Ella O’Neill/Mary
Tyrone probably never existed: the glorious wedding gown provided by a munificent par-
ent. Ella’s father did not contribute anything to her wedding; he had died three years ear-
lier. O’Neill could not possibly have known the things about his parents that he seems to be
revealing in Long Day s Journey. Nonetheless these issues cannot detract from the play’s
essential greatness. The final scene is the most harrowing in American drama. The conclu-
sion of Walter Kerr’s opening night review sums up the place of O’Neill’s masterpiece in
American drama: “For anyone who cares about the American theater, Long Day s Journey
is, of course, an obligation. But it is more than that. It is a stunning theatrical experience”
(Kerr 125).

More important than individual performances in particular plays are entire produc-
tions that capture the public’s attention. Significantly, as we have seen, in the final decade
of the 20th century important stagings of “Hughie” and The Iceman Cometh extended
O’Neill’s reach toward the millennium. The productions were third and fourth Broadway
revivals, respectively, of these plays, and demonstrated that O’Neill is by no means a
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dated modernist cast adrift by postmodernist trends. They have shown that like Ibsen and
Chekhov, O’Neill ought not to be a playwright limited to the psychological realism that
prevailed in the first decades of the 20th century. As Otamar Krej¢a has said, no single
production of a play can reveal everything about it (qtd. by Burian). To keep O’Neill
alive, great productions from the past must be regarded as part of history not as theatrical
exegesis. Directors, critics, and scholars must find ways of staging, analyzing and studying
O’Neill irrespective of what are now stage conventions that are more than a century old.

Notes

! Dr. Black became a psychoanalyst in his pursuit of O’Neill’s family tragedy. The book argues
that all of O’Neill’s plays are a response to the deaths of his parents and brother and are a form of
O’Neill’s personal psychoanalysis.

2 A sign of changing times may be “The Complete & Condensed Stage Directions of Eugene
O’Neill Volume 1: Early Plays/Lost Plays” presented by the New York Neo-Futurists in September
and October of 2011. The Neo-Futurists cut all the dialogue and performed only O’Neill’s detailed
stage directions. Poking fun at O’Neill is all too rare, and this parodic tilt at O’Neill’s grandiosity
represents a new turn in O’Neill performance. Even the New York Times enjoyed the joke (See Ish-
erwood, “Long Day’s Journey Into Laughter”).

3 The Gogol Theatre of Moscow’s production of Long Day's Journey Into Night at the 1995
“O’Neill’s People” conference at Suffolk University in Boston was criticized by several O’Neillians
in attendance not only because the chrome and glass parlor furnishings were anachronistic but much
too big for the original Monte Cristo Cottage (O’Neill’s People).

4 David Savran cogently articulates this bifurcated attitude in his chapter “The Canonization of
Eugene O’Neill.”

3 Frederick C. Wilkins, the founder of both “The Eugene O’Neill Newlettter” and The Eugene
O’Neill Review averred as much in an interview with the author. In retrospect Wilkins was less
enthusiastic than he had been in his original review (See “Family Reunion at the Bottom of the
Sea”). Wilkins had also seen Robards in the earlier Quintero production.

6 1t is also possible to watch Pacino discuss his performance and give a reading of the role on
the Youtube website.

7 Steven F. Bloom wrote about Beckettian elements in “Hughie” in 1988.

8 Doris Alexander exhaustively details the flawed “autobiography” presented in Long Day's
Journey (67-156). One telling fact is that Mrs. O’Neill’s father died three years before her wedding,
making it impossible for him to have paid for her lavish nuptial accoutrements.
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Abstract

This essay examines the concept of community in six selected works by Gary Snyder. Living rooted
in a place in symbiosis with the non-human has been a model found in most indigenous cultures
and Eastern religious traditions. Snyders anthropological scholarship and a life-long involvement
with Zen Buddhism have shaped his vision of a sustainable model of living. In his work Snyder
convincingly shows that living in a place-based community has not diminished in importance in
the globalized world. The sense of community in Snyder s work will be scrutinized from multiple
perspectives. Those include Snyder s understanding of the concept of community and his own role
within it, his relation to nature and the non-human, his understanding of the food chain as the key
process of energy sharing within a community, and the importance of the sense of place for estab-
lishing a lasting community.

Keywords: Gary Snyder, community, sense of place, shamanism, Buddhism, ecology, food web,
nature, ecocentrism

1. Introduction

Besides being a renowned nature poet and activist, Gary Snyder was also elected the head
of the California Arts Council. Even in this prominent position, Snyder never gave up on
his values and ideals and supported small-scale projects that aimed at fostering a sense of
community and a sense of place. His active engagement in community life at the San Juan
Ridge has become his lifelong commitment, and a practical example of the famous motto
“think globally, act locally.”

Community is usually conceived of as a group of people who live in a particular area.
However, Snyder’s conception of community is much wider, as it includes the non-human
element. He synthesizes his anthropological knowledge of indigenous cultures and his
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long-lasting Zen apprenticeship. These traditions have influenced him mostly because in
both spiritual traditions the non-human element plays a vital role.

This essay will address the author’s definitions of community and his relationship to
nature and the non-human; it will probe into the sense of place as a necessary precondition
for establishing a lasting community; it will examine Snyder’s own place and the role of a
poet within a community; and it will also deal with the issue of the food chain, which is a
necessary process within a community that includes the non-human.

This analysis will limit itself to six selected works by Gary Snyder: Myths & Texts
(M&T), Earth House Hold (EHH), Turtle Island (TI), The Real Work (TRW), A Place in
Space (PIS), and The Practice of the Wild (POW). The selected works represent all the
author’s genres and at the same time cover the five decades of his writing from the 1950s
to the 1990s. Myths & Texts is Snyder’s second collection, originally published in 1960.
Although published after Riprap, Myths & Texts is regarded as Snyder’s first completed
work.! It gathers poems that originated between 1952 and 1956. Earth House Hold (1969)
represents the writer’s journal excerpts, notes, book reviews and essays covering a 16-year
period from 1952 to 1968. The Pulitzer Prize-winning Turtle Island (1974) is a collection
of poems written between 1969 and 1974. The Real Work (1980) gathers talks and inter-
views from 1964 to 1979. The Practice of the Wild (1990) is a highly acclaimed book of
essays. And A4 Place in Space (1995) is another, more recent, collection of essays that, as
the writer says in the opening Note, “draws on some forty years of thinking and writing”
(unpaged).

2. The nature of nature: Other, Another, or our Mother?

Gary Snyder is often referred to as a nature poet, or a poet of the wilderness. Since his early
years, nature and wilderness have been instrumental for Snyder because that is where he
has searched for spiritual values and his own identity. Yet Snyder does not limit his view
on nature as a mere vehicle for man’s spiritual growth. He goes beyond anthropocentrism,
with man standing at the center and determining the value of nature depending on whether
it serves man’s needs, be they material or spiritual.

The anthropocentric view implies the existence of man and nature as separate entities.
Snyder rejects such a duality in accordance with the Buddhist doctrine, which does not
discriminate between “self” and “other” simply because it denies the very existence of
the individual self. To illustrate that isolating one’s self from the whole is a mere illusion,
Snyder quotes the metaphor of a web of polished jewels where each individual self is like
a jewel that is defined by the reflections of all the other jewels:

... the universe is considered to be a vast web of many-sided and highly polished
jewels, each one acting as a multiple mirror. In one sense each jewel is a single entity.
But when we look at a jewel, we see nothing but the reflections of other jewels,
which themselves are reflections of other jewels, and so on in an endless system of
mirroring. Thus in each jewel is the image of the entire net. (qtd. in Snyder, PLS 67)

This metaphor is the basic image and definition of existence in the Hua-yen tradition

within Buddhism (or Avatamsaka in Sanskrit). It presents the mutual interconnectedness
and interpenetration of all things and beings. Snyder also encapsulated it in saying that
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“[a]ll are one and [at the same time] all are many” (PIS 51). The image of a mutually
linked web may be also considered the essential image of Snyder’s concept of community.

Snyder’s “no self” resonates with his call for “no nature,”? however paradoxical it may
sound. In other words, “he rejects the idea of nature as something outside humans which
might be either used for their needs (to be cultivated, exploited or destroyed), or even kept
under their protection, isolated from them and preserved for future generations” (Erban,
“Konec ptirody” 31, translation mine). Thus Snyder does not speak of going back to nature
because that would imply that people could possibly ever have turned themselves away
from it. Acknowledging that nothing exists in isolation and seeing ourselves as a part of
an interrelated web stands in juxtaposition to the self-centered consciousness, which, as
Snyder believes, is what “moved them [humans] further and further from a spontaneous
feeling of being part of the natural world” (PIS 47).

For a better understanding of Snyder’s approach to nature, it will be helpful to compare
his perspective with one from which it differs. Therefore, the analysis will draw on two
diametrically opposed ways of relating to something outside ourselves: either by referring
to it as “Other” or “Another.” These concepts of Otherness and Anotherness were devel-
oped by the Russian philosopher and literary critic Mikhail Bakhtin, who applied them in
the philosophy of language and culture.? The notion of Otherness has been central to recent
gender and cultural studies. That which is Other (e.g. foreign cultures, women, etc.) is sup-
posedly separate, inferior, and lacks a subject position as well as voice and value. Barnhill
argues that “[s]uch a view of culture and women has allowed for imperialism and sexism
to work so destructively” (“An Interwoven World” 125). It has worked in a similar way
for nature. The study of Otherness acquired another dimension when Patrick D. Murphy
and David L. Barnhill applied it in the field of ecocriticism and ecofeminism, examining
the reasons for and the consequences of placing nature and women into the category of
alienated Other.* The following lines will show how seemingly similar terms may imply
extremely different approaches toward nature.

Firstly, if nature is treated as Other, it means that there is a profound split between
nature and humans. However, if nature is Another, it ““is not hostile to the / but a necessary
component of it, a friendly other, a living factor in the attempts of the / toward self-defini-
tion” (Barnhill, “Great Earth Sangha” 202). This Anotherness rejects the strict dichotomy
of self and Other, and so does the Buddhist doctrine. Murphy confirms that Bakhtin’s
concept of Anotherness implies that self and Another are “interdependent, mutually deter-
minable, constructs” (Literature, Nature and Other 5), which faithfully represents Snyder’s
concept of nature as a community. Snyder encourages people to avoid thinking in terms
of Other since it is alienating: “One moves continually with the consciousness / Of that
other, totally alien, non-human: / Humming inside like a taut drum, / Carefully avoiding
any direct thought of it, / Attentive to the real-world flesh and stone” (M&T, “Burning 1:
second shaman song” 38).

Secondly, regarding nature as Other goes hand in hand with devaluing it. Nature as
Other is viewed as a mere commodity, a passive, silent object. By contrast, being Another
means being a voiced subject with its own integrity and value. This is why Snyder warns
against an objectifying consciousness: “At the root of the problem where our civilization
goes wrong is the mistaken belief that nature is something less than authentic, that nature
is not as alive as man is, or as intelligent, that in a sense it is dead, and that animals are of
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so low an order of intelligence and feeling, we need not take their feelings into account”
(71, “The Wilderness” 107). Snyder sees intrinsic value in nature regardless of whether it
serves people or not.

Last but not least, if nature is Other and as such separate and distinct from man, as a
consequence there is little if any sense of obligation to it. However, as soon as nature is
Another—a part of us and our community—then we have a natural obligation to preserve
it. “But even more: if nature is truly a community we belong to, then there is a responsi-
bility to participate in it as community” (Barnhill, “Great Earth Sangha” 187—-188). The
feeling of obligation toward nature will naturally arise from man’s commitment to place,
the concept that has been so much promoted by Snyder, and which will be discussed later.

Snyder’s view of nature as an interconnected web, as a community in other words,
opposes the traditional view of nature as Other, which is how Western culture has tended to
see nature. Anotherness, on the other hand, enables a dialogical interchange and reinforces
the interdependence and the natural necessity of diversity.

Moreover, Snyder goes beyond suggesting that nature is Another, our community: it is
a living organism, too. In his “Introductory Note” to Turtle Island, he writes: “[t]he land,
the planet itself, is also a living being—at another pace”(77). His reverence for the Earth
is personified in the deity of Mother Earth, Mother Gaia, who sustains life. He expresses
his humble servitude to Her: “in the service / of the wilderness / of life / of death / of the
Mother s breasts!” (T1, “Tomorrow’s Song” 77, italics in the original).

Such a relation to the Earth as to our mother can be found throughout indigenous
cultures as well as within Eastern philosophies: “Buddhist Tantrism is probably the fin-
est and most modern statement of this ancient shamanistic-yogic-gnostic-socioeconomic
view: that mankind’s mother is Nature and Nature should be tenderly respected” (Snyder,
EHH 105).

On other occasions, Snyder refers to the Earth by the term Gaia, which is derived
from Greek mythology and refers to the Goddess of Earth or Mother Nature. In ecologi-
cal terms it refers to the hypothesis that Earth is a single living organism.’ In compliance
with his philosophy that “we are one and at the same time we are many,” Snyder asserts
that humans are inseparable from the Earth, that humans, in fact, are the Earth: “This liv-
ing flowing land / is all there is, forever / We are it / it sings through us—" (71, “By Frazier
Creek” 41).

Taking into account Snyder’s rejection of the subject-object duality, one will under-
stand that his goal is not to reach harmony with nature, but rather to create harmony within
himself, in other words, to reach such a state within himself that would be equivalent with
that of nature.

3. Shaman-poet: the healer of a community

Snyder believes that for the sake of community, inter-species communication should be re-
established. It has already been proposed that, in Snyder’s view, nature and the non-human
is Another, and as such it has a voice. He thinks that people who have regained (or kept)
the ability to hear their voices, among whom he includes himself too, should take a politi-
cal stand and transmit this knowledge to the community. This is what Snyder has aspired
to become, a spokesman for nature: “The reason I am here is because 1 wish to bring a
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voice from the wilderness, my constituency. [ wish to be a spokesman for the realm that is
not usually represented either in intellectual chambers or in the chambers of government”
(T1, “The Wilderness” 106). He sees this trying to be “a voice for the non-human” as his
responsibility transmitting in this way the knowledge that “the humans are indeed children
of, sons and daughters of, and eternally in relationship with, the earth”(TRW 171-172).

Such a spiritual transmission of the knowledge from the non-human realm is, in fact,
what is accomplished by a shaman. Mircea Eliade, one of the most prominent scholars in
the field of shamanism, asserts that a shaman is a person who can link himself up with the
spirits, be it spirits of the dead, of demons or the spirits of Nature (26). Snyder explains in
his own words that “[t]he shaman speaks for wild animals, the spirits of plants, the spirits
of mountains, of watersheds. He or she sings for them. They sing through him” (PIS 50).
A shaman has an entrance to the world which is “behind the world we see that is the same
world but more open, more transparent, without blocks,” where it is “[1]ike inside a big
mind, the animals and humans all can talk, and those who pass through here get power to
help” (POW 164). Shamanism, then, is described by Snyder as a process, “which allows
some individuals to step totally out of their human roles to put on the mask, costume, and
mind of Bison, Bear, Squash, Corn, or Pleiades; to reenter the human circle in that form
and by song, mime and dance, convey a greeting from the other realm” (PIS 51).°

Such a communication of shamans can then serve various goals—they use it to heal, to
accompany the dead or otherwise. It can be stated that a shaman can fulfill various func-
tions—that of a magician, medicineman (healer), priest, mystic, prophet or even a poet
(Eliade 25). On this point Barnhill argues that Snyder identifies himself with a shaman
in three principal respects: “[Clommunication with the non-human (animals, spirits, and,
more broadly, life’s network), giving voice to that contact in one’s community, and heal-
ing” (“An Interwoven World” 120).

As for his communicating with the non-human, Snyder claims to have experienced an
animistic vision in which he could hear voices from the non-human realm. For instance, in
the poem “The Uses of Light” he informs readers what the trees and other beings say: “It
warms my bones / say the stones / I take it into me and grow / Say the trees” (77 39). The
poet functions here as a mediator of the feelings from the non-human realm. He seems not
to have lost the capacity to hear the songs of his brothers and sisters, the capacity that all
once had, as he believes: “There’s a sense of communication with all of life’s network that
somehow happens in the wilderness for some people, and I’m one of them” (TRW 154).
He compares this voice to what in the Western tradition is called the Muse: “You would
not think a poet would get involved in these things. But the voice that speaks to me as a
poet, that Westerners have called the Muse, is the voice of nature herself, whom the ancient
poets called the great goddess, the Magna Mater. I regard that voice as a very real entity”
(TI, “The Wilderness” 107).

The second aspect is giving voice to that contact in the community. Shamans can see
and hear what others cannot, so they provide the tribe with their visions in order to help
the whole community. Steuding argues that “[i]n a very real sense, the shaman is the
first poet; he expresses, through incantations he sings and the visions of his trance which
he reports, the anxieties of the group” (105). This corresponds quite well with Snyder’s
understanding of poetry: “A reading is a kind of communion. I think the poet articulates
the semi-known for the tribe. This is close to the ancient function of the shaman” (TRW
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5). Snyder considers the shaman-poet to be “the man whose mind reaches easily out into
all manners of shapes and other lives, and gives song to dreams” (EHH 122). And through
this “giving shape or form to the unconscious life of the people, giving it imagery—essen-
tially through the act of naming—the shaman exorcises mental disorder and heals psychic
wounds” (Steuding 105). Therefore Snyder emphasizes that shaman’s concern is “heal-
ing / not saving” (71, “Without” 6).

The etymological root of the term to heal, Snyder often asserts, is to make whole.
And this is the shaman’s task: to help others to reach wholeness, “like our oneness with
nature, the oneness of mind and body, the oneness of conscious and unconscious, our one-
ness in society with each other” (Snyder, TRW 156—157). Thus, poetry reading fulfills the
shaman’s healing function: “Poetry within the civilized area of history is the fragmented
attempt to recreate a ‘healing song’ aspect of the shaman’s practice” (Snyder, TRW 175,
see also FHH 121-122). Snyder’s focus, therefore, “is not on the shaman or monk as
individual practitioner but on the community as the context for interdependent religious
practice” (Barnhill, “Great Earth Sangha™ 205).

4. The sense of place: where a community starts

In socio-economic terms we have been witnessing an increasing resistance to globalization
in the form of a shift toward “localization.” The idea of localization is centered around a
smaller bioregion, a localized community as a model for living a more sustainable life.
Similarly, literature of place has begun to receive critical attention.” Gary Snyder is one of
its enthusiastic proponents. Kopecky asserts that Snyder “promoted small-scale projects
whose aim was the fostering of the sense of community and sense of place. He has always
seen the future of democracy in small, decentralized communities” (“Jazz” 86).

According to Snyder, a true community starts with people who share the place. Place
is one of the oldest ways in which people organize themselves into communities, which is
also a completely natural act because “[u]ltimately we can all lay claim to the term native
and the songs and dances, the beads and feathers, and the profound responsibilities that go
with it. We are all indigenous to this planet” (Snyder, PIS 250). Furthermore, becoming
a real native naturally makes people “act as gentle stewards of the earth’s community of
being” (PIS 32). He repeatedly states that this wise stewardship means that people should
“find [their] place on the planet, dig in, and take responsibility from there” (PIS 43). He
says so because becoming a native of a place assumes that when you live in a certain place
and you get to know it, then you develop a certain affection for it, so then, naturally, you
care about it and prevent it from being damaged.

However, apart from the obvious ecological and economic benefits of becoming a
native of a place, there is yet another, spiritual benefit: “Because by being in a place, we get
the largest sense of community. We learn that community is of spiritual benefit and health
for everyone, that ongoing working relationships and shared concerns, music, poetry, and
stories all evolve into the shared practice of a set values, visions, and quests. That’s what
the spiritual path really is” (Snyder, TRW 141). This passage reminds one of the words of
Dogen: “When you find your place, practice begins” (qtd. in Tan, 259). So for Snyder rein-
habition does not only refer to “the tiny number of persons who come out of the industrial
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societies . . . and then start to turn back to the land, back to place,” but he adds that “it is a
moral and spiritual choice as well” (P1S 190-191).

If one wants to become a native of a place, the first step required is to get to know the
place where one lives: “You know whether or not a person knows where he is by whether
or not he knows the plants. By whether or not he knows what the soils and waters can
do” (Snyder, TRW 69). Snyder acknowledges here that to know the plants is the basis for
knowing the place, since plants are at the very bottom of the food chain that supports all
other life-forms. Snyder gives the reader some accounts of his own journeys exploring
the land surrounding his house, such as in the poems “The Wild Mushroom” (77 46) or
“Ethnobotany” (77 51).

However, knowing the land intellectually is not enough; it should involve “one’s body,
commitment, time, labor, walking” (Snyder, TRW 23). And to give it a yet deeper dimen-
sion, one should not omit to “consult the Indian mythology and ritual and magic of the
area and try to understand why it was they saw certain figures as potent” (Snyder, TRW
16). To put it differently, one should try to listen to the spirits of the land. Anybody can do
that if they stay long enough. Snyder cites a Crow elder who said: “I think if people stay
somewhere long enough—even white people—the spirits will begin to speak to them. It’s
the power of the spirits coming up from the land. The spirits and the old powers aren’t lost,
they just need people to be around long enough and the spirits will influence them” (POW
39). Only then one can claim to be really educated: “To be well educated is to have learned
the songs, proverbs, stories, sayings, myths (and technologies) that come with this experi-
encing of the non-human members of the local ecological community” (Snyder, POW 18).

Snyder’s vision of a spiritual bond to the land stems from the Native Americans’
respect for and knowledge of their land: “There is something to be learned from the Native
American people about where we all are. It can’t be learned from anybody else” (Snyder,
PIS 156). He admires how “[t]he people of precivilized times or places knew their specific
watershed ecosystems and mastered those details with beautiful and empirical precision”
(Snyder, PIS 96). However, he is not so naive as to believe that we could return to the old
ways. Snyder’s idea is not to return to the primitive, but rather to search out some ways to
regain the consciousness of sharing, of being a partner rather than an exploiter: “Although
it’s clear that we cannot again have seamless primitive cultures, or the purity of the archaic,
we can have neighborhood and community” (Snyder, TRW 161).

5. Kitkitdizze: Snyder’s place in space

The use of the term ‘place’ as opposed to ‘space’ is not accidental here. They illustrate a
different degree of man’s intimate relationship to the land. Snyder brings this important
difference to our attention in the title of his book A Place in Space.

In his pursuit of leading a life spiritually bound to a particular place, Snyder settled
in the Sierra foothills. “Gradually, he began to concentrate more and more on the specific
needs of his home region and got involved in community-based projects aimed at the pres-
ervation of the natural environment” (Kopecky, California Crucible, 103). One of those
projects was building his house Kitkitdizze. The way of living in Kitkitdizze is an example
of living with an intimate understanding of the place. His self-built ecological house stands
on a piece of land that had previously been destroyed by extensive mining during the Gold
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Rush, but Snyder recovered it so that it would return to its original state. He employed
features of local Native American buildings and used local materials for the construction
so that it would be in symbiosis and interrelation with the place where it is located.

The philosophy of Kitkitdizze is in sharp contrast with those “ex acid-heads from the
cities / Converted to Guru or Swami”, who “Do penance with shiny / Dopey eyes, and quit
eating meat,” yet they fail to hear the song of the place (Snyder, 77, “The Call of the Wild”
21). Such people retreat from cities to live in the country, yet they fail to live where they
are: their “oil-heated / Geodesic domes” are “stuck like warts / In the woods”—and even
their dreams are displaced, dreams “of India, of / forever blissful sexless highs” (Snyder,
TI, “The Call of the Wild” 21).

Snyder’s use of the old Native American names such as Kitkitdizze for his house, and
Turtle Island to refer to the whole American continent, is also of significance. It clearly
indicates that he wants to lead a reinhabitory life, in symbiotic relationship to that place,
which also means taking into account its history, character and mythological significance.
In his works he refers to places with these indigenous names, for he wants the readers to
look at them from another perspective. For example, by calling the continent Turtle Island,
which draws on the indigenous creation myth, he then speaks about a continent which does
not have a 200-year nor a 500-year history, but a history covering hundreds of millions of
years. In this way he wants his readers to realize where they really are.

Accordingly, Snyder’s action supports what he has been putting forward in his works,
namely that it is man who should adapt to the place, not the other way round. Thus Kit-
kitdizze is a model of a life committed to a place that seeks a spiritual and ecological
harmony with the land. And it is this commitment to the place where, as Snyder believes,
a gradual path toward the revolution of the whole culture starts: “To restore the land one
must live and work in a place. To work in a place is to work with others. People who work
together in a place become a community, and a community, in time, grows a culture. To
work on behalf of the wild is to restore culture” (Snyder, PIS 250).

6. Sangha: the community of all beings

Sangha is a Buddhist term meaning a community of monks who are devoted to spiritual
practice, separated from normal society. However, Snyder has deliberately expanded the
original meaning of this term. He does not like the idea of a purely ‘intentional” commu-
nity, a community gathered around an idea, a single purpose, or—in Buddhist terms—a
community that only ‘sits’ together. A real community emerges when people realize that
they are going to live in a place “for a thousand years or more” (Snyder, 7TRW 117 and
140-141).

Snyder’s equivalent for sangha is “Village Council of All Beings” (PIS 74-84). For
him it means a community which “includes all living beings” (TRW 136) asserting in this
way that wholeness and health of human life can only be achieved in a community which
also includes the Earth’s non-human processes and entities (Elder 34). Snyder suggests a
new kind of society of “[m]en, women and children—all of whom together hope to fol-
low the timeless path of love and wisdom, in affectionate company with the sky, winds,
clouds, trees, waters, animals and grasses” (Snyder, EHH 116). He adds that this sense of
community is daily lived by indigenous cultures, whereas Christian and Buddhist monks
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have been trying to achieve this spiritual ascesis by leaving the world, which is artificial
and cannot be equalled to it (FHH 121).

The Buddhists as well as the Native Americans teach respect for all life and for wild
systems. They know that a lack of respect for growing, living things soon leads to the
lack of respect for humans too (Chief Standing Bear, qtd. in Yip 80). Snyder, being aware
of the fact that “a human life is totally dependent on an interpenetrating network of wild
systems” (PIS 54), suggests that “[1]Jove and compassion should extend to animals, rocks,
dirt” (TRW 4). In fact, there is nothing unnatural about it as “we are many selves looking
at each other, through the same eye” (Snyder, PIS 187).

Native Americans do not see human people as more important than anything else. In
their tradition, all beings must share the land equally. Such an attitude is opposed to the
Judeo-Christian tradition where God gave the man the dominion over land and other liv-
ing beings: “And God said, Let us make man in our image, after our likeness: and let them
have dominion over the fish of the sea, and over the fowl of the air, and over the cattle,
and over all the earth, and over every creeping thing that creepeth upon the earth” (King
James 1.26, italics added).® This passage from the Book of Genesis has become the subject
of heated debates between deep ecologists on one side and Christians on the other. Ecolo-
gists consider the dominion and feeling of supremacy to be the foundation of exploitative
consciousness and ecological crisis in the Western world. Christians, on the other hand,
argue that the passage was not meant to be a call to arms against nature but a plea for wise
stewardship.®

Following in the footsteps of Native Americans, Snyder does not see a human being
as higher than any other animate or inanimate thing. He does not exclude humans from
the animal realm; he claims that “[m]an is a beautiful animal” (EHH 120). By contrast,
he calls other non-human beings “people”, just like the indigenous people call them—as
people off on various trips: “Solidarity. The People. / Standing Tree People! / Flying Bird
People! / Swimming Sea People! / Four-legged two-legged, people!” (71, “Mother Earth:
Her Whales” 48).

Snyder provides other examples of how the ancient is reminiscent of people’s kinship
with animals, now from the realm of Eskimos: “The animal icons of Inupiaq people (‘Eski-
mos’) ... have a tiny human face sewn into the fur, or under feathers, or carved on the back
or breast or even inside the eye, peeping out . . . It is a way of saying that each creature is
a spirit with an intelligence as brilliant as our own” (POW 20). On the other hand, neither
do the Eastern philosophies exclude humanity from nature: “[t]he Buddhist iconographers
hide a little animal face in the hair of the human to remind us that we see with archetypal
wilderness eyes as well” (Snyder, POW 20).

In Zen tradition all beings, animate or inanimate, are considered to be endowed with
Buddha-nature so their lives must be equally respected. This corresponds closely with the
Native American basic notion of animism or the belief that everything is endowed with
spirit. In fact, Snyder admitted having experienced a kind of animistic vision: “I have had
a very moving, profound perception a few times that everything was alive . . . and that on
one level there is no hierarchy of qualities in life—that the life of a stone or a weed is as
completely beautiful and authentic, wise and valuable as the life, say, of an Einstein” (TRW
17).
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Snyder compares a community, where all the living entities are equally valuable, to
the Buddhist mandala—which in Sanskrit means circle—where all entities depicted are
equally important for the mandala as a whole. In terms of energy flow it is hierarchical, but
from the standpoint of the whole, all of its members are equal (PIS 76). “Any single thing
or complex of things / literally as great as the whole” (Snyder, EHH 31).

7. The magic of energy sharing: the food web

Snyder is well aware of the fact that community does not only mean sharing of place, but
also sharing of the food it provides. The key process of the system is energy exchange, or
the issue of maintenance of life. In fact, quite a significant part of Snyder’s work is dedi-
cated to answering the question, “Where am I in this food-chain?” (EHH 32). If one turns
to Buddhism to see how it relates to food, one will encounter the First Precept of ahimsa
or causing no unnecessary harm, which is against hurting and taking life.*® This precept is
commonly understood as an encouragement toward vegetarianism. However, the question
remains: what is the minimum harm to be caused in order to sustain life?

Snyder does not identify with vegetarianism in the fullest sense. He has grappled with
this question a lot because, as he argues, this precept was settled in an agrarian world,
whereas he has been living in an area without adequate water where eating fish or animals
is an economic necessity. Although he had been an on-and-off vegetarian, he realized that
the distinction ‘vegetarian/nonvegetarian’ is too simple. During his studies in Japan, Sny-
der saw that some Zen priests and monks ate fish outside a monastery, so he once asked
his master, a strict vegetarian, about it. The master then replied that it had been his own
way of practice and that each person had to take the First Precept as a deep challenge and
find his own way through life with it (Snyder, PIS 69). And so, it has proved to be one of
existential koans'! for Snyder to solve for himself.

Consequently, Snyder looked at the solutions of societies which have always had to
rely on much nonplant food, given their geographic latitude. What he found was that both
primitive societies as well as Buddhists teach gratitude toward food, acknowledging that
it represents a loss of life. “Primary people have had their own ways of trying to under-
stand the precept of nonharming. They knew that taking life required gratitude and care”
(Snyder, POW 183—184). They understand that “Other beings . . . do not mind being killed
and eaten as food, but they expect us to say please, and thank you, and they hate to see
themselves wasted” (Snyder, POW 20).

Such gratitude toward food is quite explicitly conveyed in Snyder’s work. He says
grace and does a little meditation on his food before meals: “We offered our respects and
gratitude to the fish and the Sea Gods daily, and ate them with real love, admiring their
extraordinarily beautiful, perfect little bodies” (EHH 139). He explains that “The grace
we say clears our hearts and guides the children and welcome the guest, all at the same
time” (POW 184). So in his house the family say a Buddhist grace: “We venerate the Three
Treasures [teachers, the wild, and friends] / And are thankful for this meal / The work of
many people / And the sharing of other forms of life” (POW 185).

Thus on the question of vegetarianism he takes the side of the primitive hunter who
believes that humility and gratitude expiate the blame for eating meat or taking furs,
although it seems that for Snyder both of the attitudes are compatible (the attitude of a Zen
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Buddhist as well as of a primitive hunter), and both are influences in his poems (Almon
85-86).

The issue of killing animals is further reflected in many of his poems, for example in
“One Should Not Talk to a Skilled Hunter about What is Forbidden by the Buddha” (77
66), or in “The Dead by the Side of the Road” (77 7-8). The Buddhist and Native American
visions in Snyder’s poems are more likely to reinforce than contradict each other. Both
traditions condemn thoughtless slaughtering and killing for comfort or sport, which is a
different matter than eating to sustain life. The poem “Steak” (77 10) rejects such killing
and criticizes the waste of animals practiced by modern agribusiness. A key statement in
this poem is “slowly thinking / with the rhythm of their / breathing,” which reminds read-
ers that all animals are sentient, as they are portrayed as thinking beings.

Another example of the author’s disapproval of people killing animals for mere gain or
comfort can be found in the poem “The Call of the Wild” (71 21). The poem presents a sad
portrayal of people who have coyotes trapped because they make noise, and who sell their
cedars because some logger tells them that “trees are full of bugs” (Almon 86). Peiffer
explains what drives such people to that deeds: “Such folks do not know themselves, nor
do they know much of the natural world around them . . . The logger’s appeal to the peo-
ple’s fear of the wild (including insects) succeeds because they had not explored or studied
or tarried in their woods long enough to know for themselves how beautiful the trees were.
So they lost what could have helped enlighten them” (151-152).

Snyder mentions two important reasons why people are willing to sacrifice their envi-
ronment: not knowing the place and the fear of the inner wilderness. His work reveals a
powerful link between the fear of the outer wilderness and our own inner wilderness area.
He believes that behind the destruction of the outer wilderness lies the fear of the wilder-
ness within, of the unconscious. As Erban puts it, “The devastation of the inner nature goes
hand in hand with the outer, ecological devastation. We cannot behave ecologically unless
we reconcile with our inner nature and make it part and parcel of our identity” (“Konec
ptirody” 31, translation mine). Peiffer confirms this suggestion in her explanation: “People
who fear the unknown in themselves also try to eliminate mystery in the world because it
reminds them of their own fearsome wildness” (153).

In Snyder’s view, being part of the food-chain “acknowledge[s] the simultaneous pain
and beauty of this complexly interrelated world” (PIS 70). He sees eating flesh as inevita-
ble and natural: “A key transaction in natural system is energy exchange, which includes
the food chain and the food webs, and this means that many living beings live by eating
other beings. Our bodies—or the energy they represent—are thus continually being passed
around. We are all guests at the feast, and we are also the meal!” (Snyder, PIS 76). Every-
thing that lives eats food and is food in return, and Snyder affirms that people should not
try to escape from it, but rather join in Indra’s net.*? Barnhill argues that Snyder ecologizes
the Buddhist notion of interpenetration of the Indra’s net and Buddhacizes the notion of
ecosystem: “The implication is that the ecological net of Indra is made not of jewels but of
flesh: that of plants, animals and our own (“Great Earth Sangha” 189).

Snyder acknowledges that biological desire and need drive everything in this world.
Thus living depends on eating each other: “Food chain: salts-diatoms-copepods-her-
ring-fishermen-us.eating” (Snyder, EHH 31). And for Snyder, this eating each other is
a sacramental act rather than a brutal necessity. His acknowledgement that we will all
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be eventually the meal “is not just being ‘realistic.’ It is allowing the sacred to enter and
accepting the sacramental aspect of our shaky temporary personal being” (Snyder, POW
19). It is, in fact, an act of joy, an act of loving: “the joy of all the beings / is in being / older
and tougher and eaten / up” (Snyder, 77, “Night Herons” 36). Snyder once even said that
after his death he hoped it would be by being eaten by a bear that he could reenter the food
chain (Laughlin 247).

Those who cannot accept this natural exchange of energy cut themselves from the very
life, from the real communion of beings:

If you think of eating and killing plants or animals to eat as an unfortunate quirk in the
nature of the universe, then you cut yourself from connecting with the sacramental
energy-exchange, evolutionary mutual-sharing aspect of life. And if we talk about
evolution of consciousness, we also have to talk about evolution of bodies, which
takes place by that sharing of energies, passing it back and forth, which is done by
literally eating each other. And that’s what communion is. (Snyder, TR 89)

Snyder believes that such an approach is one of the greatest contributions of the primitive
cultures because it solves the critical problems of life and death in relating to food. Snyder
encapsulated this approach in the formula: “You sing to it, you pray to it, and then you
enjoy it” (Snyder, TRW 89). Hence his following remark: “As Buddhists we have some-
thing yet to learn on that score” (PIS 70).

It must be pointed out that Snyder has been fascinated by the hunting tradition of the
indigenous people. For them it was not a mere question of food supply; the hunters took
part in a deep spiritual practice as they had to pray and become pure. They had to establish
a relationship with the hunted animal and ask it to sacrifice itself for the sake of people
(Freke 46). Steuding argues that if properly undertaken, hunting is holy and sacred to Sny-
der (80). The ancient forms of hunting therefore did not consist in man’s manifestation of
his lordship over other non-human beings, but rather it meant taking direct part in the life
of animals and being aware of his own dependance on them (Erban, “Kulturni pluralis-
mus” 34, compare Steuding 79).

Snyder describes that real hunting requires tuning up one’s consciousness with the
hunted animal, “like in love or hunting, you must become one with the other” (Snyder,
EHH 139). That is why Snyder states that “[t]hey didn’t hunt with tools, they hunted with
their minds” (TRW 107). Hunting is not thus portrayed as a brutal act but rather as a com-
passionate deal: “Hunting magic is designed to bring the game to you—the creature who
has heard your song, witnessed your sincerity, and out of compassion comes within your
range” (Snyder, EHH 120). Such a compassionate deal is portrayed in “This Poem Is for
Deer” where the author must undergo purification and penance before he is worthy of the
compassion of the deer: “Deer don’t want to die for me. / I’ll drink sea-water / Sleep on
beach pebbles in the rain / Until the deer come down to die / in pity for my pain” (M&T,
“Hunting 9” 28).

The act of hunting is even compared to the state of meditation, as they share common
features: “the necessities of identity, intuition, stillness, that go with hunting make it seem
as though shamanism and yoga and meditation may have their roots in the requirements
of the hunter” (Snyder, EHH 139). It is no wonder then that Snyder has been criticized,
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particularly by other Buddhists, for writing poems about eating meat and killing animals.
However, as Murphy points out, his poems do not promote hunting but rather they show
that if a person wants to eat meat, there is a right way to do it and there are wrong ways
(4 Place 115).

8. Conclusion

The essay has manifested the complexity and coherence of Snyder’s perception of commu-
nity. It has been mentioned that Snyder compares the nature of a community to the shape
of a circle because an important feature of a circle is that it connects. In the Far East, as
well as in Native American spirituality, the circle has always had a spiritual significance.
In the Native American view, all the vital processes of the Earth are believed to occur in
circles—Earth itself and other planets are round, birds make round nests, seasons come
and go in circles, even human life proceeds like a circle. In Hinduism as well as in Bud-
dhism the circles are to be found in the omnipresent mandalas that represent the oneness
in the universe. A community, too, is a circle that links the human with the non-human
world. Snyder argues that a community rooted in place and including all the living beings
is the secret of success if people want their children to be here. Despite its complexity, his
answer to the principal question of how to be in this world is simple enough: “stay together
/ learn the flowers / go light” (71, “For the Children” 86).

Notes

! See for example Bob Steuding: Gary Snyder (Boston: Twayne, 1976) p. 66.

2 No Nature (New York: New Directions, 1992) is also the title of one of Snyder’s books.

3 Bakhtin makes explicit the difference between relational and alienational otherness by employ-
ing the different Russian words for “Another” in Appendix II in Problems of Dostoevsky's Poetics
(Minneapolis: University of Minnesota Press, 1984). He also addresses the issue in Toward a Phi-
losophy of the Act (Austin: University of Texas Press, 1993).

4 See Patrick D. Murphy: Literature, Nature and Other: Ecofeminist Critiques (New York: State
University of New York Press, 1995), and David L. Barnhill: “An Interwoven World: Gary Sny-
der’s Cultural Ecosystem” (Worldviews 6.2, 2002) pp. 111-144. Barnhill recognizes ten main
points of difference when approaching nature as Other or Another, which is summarized in an
online article on <http://www.uwosh.edu/facstaff/barnhill/490/other>.

5 The so called Gaia hypothesis was first presented by James Lovelock in 1979, postulating that
the biosphere was a self-regulating entity. It did not receive serious attention from the scientists at
that time. It did receive closer attention, though, from ecologists. What was meant to be a scientific
hypothesis was gratefully interpreted as the romantic Mother Earth by some ecologists. For a more
comprehensive analysis see Erazim Kohak: The Green Halo: A Birds-Eye View of Ecological Eth-
ics (Chicago: Open Court, 1999), pp. 129-135.

6 Snyder’s interest in primitive cultures is visible in his work most obviously via his references
to shamanism and mythology. It should be noted that he is not a layman in this sphere due to the fact
that he graduated in anthropology. Therefore any possible deviations from established theories are
not due to his ignorance, but rather due to his own beliefs and approach to the issue.
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7 For more about the shift to localization see Reidar Almas, Geoffrey Lawrence, Ed. Globaliza-
tion, Localizaton And Sustainable Livelihoods (Aldershot: Ashgate, 2003), Colin Hines, Localiza-
tion: A Global Manifesto (London: Earthscan, 2000).

$ Bearing in mind the wide range of different versions of the Bible available, I have decided to
make use of the King James version as it is the most widely used English translation of the Bible.

° Lynn White in his influential study “The Historical Roots of Our Ecologic Crisis” (1967) was
the first to squarely blame Christianity for its exploitative approach to nature. Although there have
been green initiatives among Christians, associated with personalities such as Francis of Assisi,
Thomas Aquinas, Albert Schweitzer, Teilhard de Chardin or even Pope John Paul II, it cannot be
denied that the Bible is more anthropocentrically oriented in comparison with other spiritual tra-
ditions. Protestantism especially is regarded as a strongly anti-nature stream within Christianity,
in particular the Puritans and Quakers (Librova 30). The basis of their worldview was their work
ethic, which emphasized hard work that would transform nature into useful products. Having a rest,
observation of art or admiration of nature was regarded as a waste of time and even a sin. “This
negative approach to nature has been inherited in American society for a long time” (Librova 30).

10 “Ahimsa,” “Glossary of Buddhist Technical Terms,” Site created and designed by Buddha
Dharma Education Association Inc., 5 May 2010 <http://buddhanet.net/e-learning/history/b_gloss2.
htm>.

1 Kdan (Japanese) study is one of the three principal methods of Zen. It is a type of challenge
that prompts its students to step outside of traditional concepts of dualism, language and rational-
ism, and beyond conventional truths, to ultimate truth or awakening. The student is teased and frus-
trated into relinquishing his hold on logic. The most typical example of kdan is: “What is the sound
of one hand clapping?” Through repeated failure to solve it, the student gradually realizes that the
koan cannot be solved logically. It makes the student understand, to see in a different way. The first
koan given to Snyder—that took him a year and a half to solve—was to show what his face looked
like before his parents met.

12 Indra’s net refers to the Buddhist metaphor of a jeweled net.
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Fasismus, my a Ezra Pound:
Esej o jednom jazykovém hfichu

Jakub Guziur
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Abstrakt

Esej se zabyvad uzivanim terminu faSismus v soudobém obecném a akademickém diskursu. Tradic-
nim esejistickym pristupem, aniz by byly uzity jakékoliv lingvistické methody, zkouma esej riizné
zpiisoby znevazovani vyznamu tohoto slova. Znacnda pozornost je vénovana spolecenskemu rozméru
uzivani terminu; uziti slova fasismus nebo fasista je povazovano za vykon , komunitni moci* na
oznacovaném a adresatovi promluvy. Pripad Ezry Pounda doklada, jak byl vyznam terminu zaml-
Zen a jak by snad mohl byt znovu ustaven.

Abstract
This essay examines the usage of the term “fascism” in present-day academic and everyday dis-
course. Not using linguistic methods but instead applying a traditional essayistic approach, the
author outlines the ways in which the meaning of the word has been abused. The essay pays atten-
tion to the social dimension of the usage of the term, using ‘‘fascism” or “fascist” is considered an
exercise of the “community power” which is imposed both on the referent and the addressee. The
case of Ezra Pound is discussed in detail in order to exemplify how the meaning of the term has
been destructed and how it can possibly be reconstructed.

Klicova slova: fasismus, modernismus, Ezra Pound, Benito Mussolini, kulturni kritika, jazyk

Keywords: fascism, modernism, Ezra Pound, Benito Mussolini, cultural criticism, language
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musis napsat (fekla): och, musis napsat,ze
v Pompejich
vsichni pomreli;

Ze fasisti jsou zIi;
Ze ¢isla nikdy nekonci...

Edoardo Sanguineti (77ikratnik 102)

Urcit pfesné vyznam slova fasismus je dnes takika nemozné. Z ¢asti proto, Ze se zmenil
nas postoj k vyznamu, k vyznamovosti. To slovo se, jako tolik jinych, stalo v nasi feci
vyznamov¢ promiskuitnim: po vuli je kdekomu. Nepiesnym uzivanim, mnohdy zamér-
nym zneuzivanim, jsme ztratili pfedstavu o déjinach a hranicich jeho vyznamu: slovo se
stalo znackou, jeho vyznam je druhotny. Oznackovani je signalem ke konvencni reakci,
vzdy vice ¢i méné citoveé nabité. Z kolektivné stvrzované moci téch, kdo pravé maji slovo,
uplatiiujeme dohled nad minulym a soucasnym, zaroven proveéfujeme postoje svych bliz-
nich. Podobn¢ jako faSismus ztratil prdvo na pfesny vyznam, oznackovanému fasSistovi
odnimame pravo na osobitost. Konkrétni osud jedine¢né lidské bytosti v urcité dé&jinné
situaci je podruzny; je nam lhostejné, pro¢ véfila jistym myslenkam a zastavala urcité
postoje, nebo zda tyto myslenky a postoje skuteéné odpovidaly dané ideologii. Zajem
o individualnost oznackovaného povazujeme za obranu fasSisty, mnohdy i za obhajobu
fasismu. Nevime sice, kdo a co to je, jsme si ale jisti, Ze je to zlé. Takovy postoj k vyznamu
povazuji za jazykovy htich, jeho riznymi podobami se budu déle zabyvat.

I

Zneklidnén témito myslenkami, vzpomnél jsem si na Danta, ktery zdiraznoval nutnost
peclivého rozliSovani vyznama a byl piesvédcen, ze ,,znalost definovaného plyne z poznani
definovanych prvka“ (Dante 157). Presnost jazykového vyjadieni, jasnost definice a tté-
chu, kterou mohou poskytnout jen tyto kvality, jsem hledal ve slovnicich. Nehledal jsem
jednu jedinou urcujici definici, ale rizné zptsoby jasného a presného vyjadieni vyznamu
slova, ptipadné nastin d&jin jeho chapani. Ctenafe prosim o trp&livost; listovani slovniky
je sice zdlouhavé a mnohdy nepfili§ zajimavé, domnivam se ale, Ze je nutné, aby touto
cestou prosel se mnou.

Pavel Vasa a Frantisek Travnicek ve Slovniku jazyka ceského z roku 1937 rozumi
fasismem ,,politické hnuti v Italii a jeho napodobeniny v cizing*“. Vilém Pech ve Velkem
slovniku cizich slov (1948) chape fasismus jako ,,italské politické hnuti protidemokra-
tické a protisocialistické, zdlraziujici svrchovanost statu a viidcovsky princip; jeho napo-
dobeniny jinde, zvlaste v Némecku.* Podle prvniho svazku Slovniku spisovného jazyka
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roku 1960 fasismus definuje jako ,.krajné reakéni, Sovinistické a rasistické hnuti, které
vedlo v nékterych kapitalistickych zemich k nastoleni neobycejné brutalni diktatury vel-
koburzoasie, nejvyraznéji do konce 2. svétové valky v Italii a Némecku; krajni prostiedek
burzoasie v této imperialistické etapé kapitalismu k udrzeni tfidni nadvlady a k potlaceni
délnického hnuti; svou diktaturu vykonava nejen slozkami statniho aparatu, ale i pomoci
kontrarevolu¢nich masovych, namnoze polovojenskych organisaci. Podle masové pou-
zivaného Slovniku cizich slov Lumira Klimese je faSismus ,,za imperialismu oteviena
kapitalu; jeho zasady, poprvé systematicky vylozené Mussolinim, nasly v rozmanitych
obménach politické uplatnéni v Italii, v Némecku, ve Spanélsku a jinde.“! Slovnik cizich
slov, vydany roku 1993 Encyklopedickym domem, popisuje fasismus jako ,,nacionalné
Sovinistické a rasistické hnuti spojené s totalitni formou moci.” Akademicky slovnik cizich
slov nakladatelstvi Academia? vymezuje vyznam slova fasismus takto: ,,1. politicky rezim
puvodné nastoleny v Italii (B. Mussolinim v roce 1919 [sic!]), zaloZeny na diktatute jedné
strany, agresivnim nacionalizmu, potlacovani obcanskych svobod; totalitni protidemokra-
tické rezimy tohoto typu: hitlerovsky fasizmus. 2. ideologie tohoto rezimu obhajujici rasiz-
mus, $ovinizmus, nasili.“ Podle Ceského etymologického slovniku Jitiho Rejzka z roku
2001 je fagismus ,,ultrapravicova, Sovinisticka a rasisticka ideologie.* Ve Slovniku ceskych
synonym Karla Paly a Jana V§ianského, ktery nékolikrat vydalo Nakladatelstvi Lidové
noviny, se lze do¢ist, Ze synonymem fasisty je slovo nacista...>

Domnival jsem se, Ze po slovniku sahame ve chvili, kdy se naSe ptedstava o vyznamu
stietne s odliSnou predstavou, ktera si narokuje stejnou platnost. Duivéra, s niZ jsem tak
¢inil, nebyla odivodnéna: minéni o vyznamu ma i zde nad vyznamem jednozna¢nou pie-
vyznam: utvrdit nas v presvédceni, ze vyznam daného slova urcuje jeho soudobé uzivani
,,verejnosti‘.

Vymezit s urcitosti vyznam faSismu je obtizné i pro vzdélance, akademiky a kritiky,
ktefi jsou do znacné miry za tento stav odpovédni: dopustili, aby byl tento termin pou-
zivan, aniz by se shodli na jeho vyznamu, jak poznamenava Claudio Serge, autor hesla
,Fasismus* v Oxfordském slovniku svétové politiky (176). Podle Noéla O’Sullivana se
slovo faSismus ,,0d samého pocatku vyznacovalo tim, Ze bylo terminem velmi spornym
a nedefinovatelnym, a to jak v lidovém, tak i akademickém tzu. V akademickych kruzich
se dodnes nedospélo k jednotnému nézoru na podstatu vyznamu tohoto terminu, ackoli
mame za sebou jiz padesat let badani a uvah* (13). O’Sullivan se domniva, ze v pocho-
peni podstaty fasismu ndm brani ,,pevladajici intelektualni nalada nasi doby*, pfedevsim
,nhebezpecn¢ optimisticka predstava™ (7), Zze zlo vznika ve spoleenskych strukturach,
a proto muze byt jejich zménou navzdy odstranéno (13—14). ,,Pfedstava, ze by moderni
ideologie mohla byt zdmérné destruktivni,” piSe O’Sullivan, ,,naprosto zaskocila liberaly,
socialisty i konservativce* (7).

Fasismus k politickému mysleni ani praxi nepfispél ni¢im novym, jedine¢ny je pouze
jakozto svéraznd kombinace evropskych myslenek, postojt, ideologii a instituci. Ideolo-
gie faSismu nebyla vymezena piesné; Serge pise, ze mnohdy ,,bylo snazsi pochopit, proti
¢emu fasismus byl, nez za ¢im stal* (176). Robert Paxton se proto ve vlivné studii Anato-
mie fasismu zabyva prevazné jeho praxi; vymezit fasistickou ,,praxi* je ale stejné obtizné
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a problematické jako urcit fasistickou ,,theorii“. Co si pocit s riznymi podobami rasismu,
od vagné pocitované hrdosti na ethnicky ptivod az k biologickému rasismu, ktery vola po
nasilné ocisté rasy?* Jak pfistupovat k nacionalismu, od pocitu ptislusnosti k déjinné, kul-
turng a spoleCensky uréovanému statnimu ziizeni po apotheosu sobéstaéného, ale zaroven
vybojného a rozpinavého statu?

Je fasismus, pokousejici se skloubit nacionalismus se socialismem, skute¢né pravicové
hnuti? Fasisticky socialismus, ktery pranyfoval spekulativnost mezinarodniho finan¢nic-
tvi, respektoval soukromy majetek a do zna¢né miry branil z4jmy méstanstva (Paxton
15). Nepodnécoval tiidni nenavist, rozdily mezi tfidami nezdtraznoval ani neprohluboval,
snazil se je preklenout prostfednictvim korporaci, struktur, na nichz se méli podilet pii-
slusnici vSech spolecenskych tfid podle svych hospodatskych zajmi. Tato sdruzeni méla
vytvorit spole¢nou zakladnu pro Gispésny rozvoj daného hospodaiského useku (Serge 117).
Spekulovat, zda je fasismus odvozen od marxismu nebo zda je marxismus jednou z podob
fasismu, je jisté zavadejici. (O’Sullivan 10-11) Lze ale opravnéné tvrdit, ze — navzdory
udajné ideologické nesmititelnosti — byl vztah fasismu a komunismu piedevsim vzajem-
nou nevrazivosti konkurent.

Fasismus nelze vymezit libovolnou kombinaci hesel jako ,,systém jedné strany“,
»militaristicka diktatura®, ,totalitni forma moci®, ,antiracionalni svody®, ,potlaovani
obcanskych svobod®, ,,antidemokraticky rezim*, ,teatralni forma vladnuti“, ,policejni
stat, ,,vSemocny diktator nadany osobnim kouzlem®. Mnohé podoby fasismu byly mezi
svétovymi valkami vnimany jako radikalni reakce na krisi utilitirniho liberalniho pojeti
statu a takto pojimanych politickych instituci, jako urcity projev touhy po mravné soudrz-
ném, normativnim, ,,ethickém statu* (Serge 176, 177). Domnivam se, Ze takovyto piistup
k fasismu je myslenkové poctivéjsi a plodnéjsi nez povinné rozhoicené odsudky, které
Casto jen zastiraji nevédomost.® Chceme-li se skuteéné o faSismu néco dozveédét, je nutné
vnimat tuto ,,ideologii* jako dtilezitou soucast duchovnich dé¢jin Evropy, nikoli jako tra-
gicky omyl nékolika narodu.

Evropa se nikdy zcela nevyrovnala s modernosti. Konfrontace s modernosti ptedsta-
vovala piilezitost k obrodé hodnotovych struktur a vnitfnich kulturnich forem evropskych
spole¢nosti, pivodné vzeslych ze zemedélskych spolecenstvi. Vytvotit takovou Zivotnou
strukturu hodnot, ktera by umoznila se cti ¢elit ethickym a mravnim dilematim ,,moderni*
doby, se v Evropé nepodatilo.® Na konci 19. a po¢atku 20. stoleti v Evropé doslo k hodno-
tové stagnaci, ktera vyustila ve v§eobecné pocitovanou krisi hodnot. Fasismus Ize v téchto
souvislostech chapat jako urcity radikalni moderni postoj k evropské hodnotové krisi.
Takovy ptistup by snad mohl ptedstavovat vhodny pocatek uvah nad podstatou a vyzna-
mem fasismu, ktery v souc¢asné dobé oc¢ividne znovu ziskava na ptitazlivosti.
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I1.

Jedna ze soucasnych italskych neofasistickych organisaci se nazyva Casa Pound. ,,Poun-
diiv dim* o sobé& dal poprvé diirazné védét v Rimé, nejde ale o spolek mistniho vyznamu,
jak doklada nasledujici fotografie, pofizena v srpnu roku 2011 v historickém centru Flo-
rencie na Via Ricasoli, nékolik krokt od Piazza del Duomo.”

Rizna neofasistickd sdruzeni se snazi privlastnit si Pounda, oznackovaného fasistu,
jako ikonu od pocatku padesatych let. Behem Poundova pohibu na podzim roku 1972
vtrhla do benatského kostela San Giorgio Maggiore skupina neofasSistli, provolavali
fasisticka hesla a kticeli, ze Pound byl ,,jejich* basnik. Neofasisty, stejn¢ jako mnohé jeho
samozvan¢ soudce, nezajimaji Poundovy ekonomické a politické theorie ani jejich dobové
souvislosti, jeho basnické dilo povazuji za propagaci fasistickych myslenek a postoji —
osobitost dila neni podstatna, jde o jméno, povést a znacku.

Pound mél k italskému fasismu blizko, zaroven mu ale byl vzdy velmi vzdaleny.® Byl
kosmopolita potirajici provin¢nost prostorovou i ¢asovou’; jeho pojeti kultury rozhodné
nebylo evropocentrické nebo rasové podminéné. Zduraznoval potiebnost estetického
a spolecenského tadu'® a jejich souladnosti; model takového fadu piedstavuji Poundova
Cantos — struktura oteviena basnicky a do zna¢né miry i hodnotové, rozvrh fadu, ktery mél
byt schopen dynamicky reagovat na promény kulturni, spolecenské a politické situace.
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Poundovo dilo z tiicatych a prvni poloviny Ctyficatych let 20. stoleti sice sympatie
k Mussoliniho rezimu neskryva, rozhodné je ale nelze povazovat za propagaci italského
fasismu. Pound vzdy hajil své nazory a postoje, k jejich prosazovani vsak ¢asto vyuzival
jinych osobnosti a jejich dila. Ackoli se rozsahly esej Antheil and the Treatise on Har-
mony (Antheil a pojednani o harmonii, 1924) zabyva prevazné dilem amerického skla-
datele, Pound zde predevsim piedstavuje vlastni pojeti ,,horisontalni* hudby, svérazné
rozvijejici odkaz J. S. Bacha. Antheil ke svému ,,obrazu* v Poundov¢ knize poznamenal:
,»Nikdo nemohl byt ani z desetiny tak dobry, jak mé Ezra vyli¢il* (120). Podobn¢ pfistu-
poval Pound k Mussolinimu, navzdory zcela ziejmym rozporim shledaval cetné analogie
s Thomasem Jeffersonem (1743—1826) a Sigismundem Malatestou (1417—-1468).!"" Pise-li
Pound o Mussolinim, neodkazuje ke skute¢né osobé¢ italského diktatora, ale k idealnimu
zosobnéni svych predstav a nadé€ji — nikoli déjinny Mussolini, ale Poundtv ,,Ben®, pomy-
slny yankeesky Malatesta obeznameny s konfucianstvim.'? Pound byl mythotvirce, kon-
krétni skute¢nost vzdy pietvarel ve vzor."

Mussoliniho smrt Pound v tvodni sekvenci prvniho z Pisan Cantos (Pisanska Cantos,
1948) zobrazuje jako udalost mythickych rozmért:

Nesmirna tragedie snu v ohnutych zddech rolnika
Mani! Méniho opalili a vycpali,
Tak Ben a la Clara a Milano
za kotniky v Milané
Aby mrtvého byka sezrali Cervi
DIGONOS, Atyovog, ale dvakrat ukfizovany
kde v d¢&jinach to najdes?

(,LXXIV. 3; ineditni pfeklad Anny Kareninové)

Tragicky konec snu, nikoli Mussoliniho snu o fasistické Italii, konec Poundova snu.

Na italském fasismu pfitahovala Pounda — mimo zdanlivé porozuméni avantgardnimu
uméni, dlraz na ¢iny, vyrazné posileni regulacnich funkci statu a zminénou nenavist k pro-
spécharstvi nadnarodnich financnikli — pfedevsim kritika utilitarniho liberalismu. Ve dva-
catych, tficatych a Ctyficatych letech 20. stoleti Pound napsal desitky popularisacnich a
odbornych ¢lankt, v nichz se zabyval alternativami k liberalnimu pojeti ekonomie jako
hodnotové neutralni védy. Ekonomii a hospodaistvim by se mél zabyvat kazdy, zacit je
nutno zakladnimi otdzkami: na pt. ,,Co jsou penize?* Je tfeba piekonat hodnotové odcizeni
— jednotlivec by mél ve spolecenskych a politickych institucich i v hospodatstvi byt ¢in-
nym podmétem, nikoli trpnym pfedmétem.' Pounduv ,,fasismus* je nedilné spjat s jeho
uvahami o spravedlivéj$im a zaroven lids§téjsim spolecenském uspotadani.

Podobu italského fagismu i Poundova ,,fasismu‘ zdsadnim zptisobem urcila prvni své-
tova valka. ,,Armageddon®, jak Pound nazyval Velkou valku (,,Henry James* 300), smrtel-
nou kte¢ evropského fadu, preckal americky basnik v zdzemi. Jeho ptatelé a spolupracov-
nici, na ptiklad vlivny myslitel a basnik T. E. Hulme (1883-1917) a Poundovi velmi blizky
vorticisticky sochai Herni Gaudier-Brzeska (1891-1915), kteti pro néj piedstavovali pfi-
slib hodnotové obrody evropské kultury a civilisace, zatim umirali na bojistich. V prvni
svétové valce, slovy George Steinera, zahynula budoucnost Evropy (In Bluebeard’s Castle
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33). Zamyslime-li se nad divody Poundova vytrvalého odmitani — dokonce popirani —
druhé svétové valky, je tfeba vzit v itvahu moznosti a prilezitosti, které prvni svétova valka
zmafila, jeji dopad na Zivot evropskych spole¢nosti a jejich kulturni identitu a kontinuitu.'®
Pound byl presvédcen, ze Velka valka odvedla pozornost od zasadnich hodnotovych pro-
blémii, jez ji zapiicinily, Ze syndrom zaméiujeme za nemoc. Resit celoevropskou hodno-
tovou krisi dalsim globalnim vale¢nym konfliktem povazoval Pound za velmi nestastné.
S traumatickou zkuSenosti prvni svétové valky se nikdy nevyrovnal; esejistické prace
o0 obecné¢ kulturnich, ekonomickych, spolec¢enskych a politickych problémech, které zacal
Pound po vélce psat, svéd¢i o noveé nabytém pocitu ,,svétoobcanské* odpovédnosti. ,,Sym-
bolistickd posice, uméleckd povznesenost nad zalezitosti tohoto svéta, je ted’ k nicemu,*
napsal Pound roku 1921 (Cit. in Redman, “Pound’s Politics* 252). Odmitl postoj prokle-
tého basnika, ktery se v ,,moderni* spole¢nosti spokojuje s zivotem na jejim okraji, pokou-
Sel se ptreklenout ,,moderni* rozpor mezi ethikou a estetikou a znovu umélctim vydobyt
misto v jejim stfedu.

Na Mussolinim Poundovi jist¢ imponovalo, ze byl literat, ktery se rozhodl své mys-
lenky uskute¢nit — napiel svou vili, chopil se moci a zacal spolecnost pietvaiet podle svych
predstav. Pound politické ambice nemél. Své uvahy o ekonomii povazoval za pokusy pie-
myslet jinak: v d&jinnych a kulturnich souvislostech, s ohledem na jednotlivce i celek
spole¢nosti. Pound nebyl ptivodni myslitel, dobové ,alternativni® ekonomické myslenky,
pristupy a modely promyslel a snazil se je kombinovat; pfiliSnou dogmati¢nost Poun-
dovi vycitat nemtzeme, béhem tficatych let 20. stoleti mnohé své ekonomické nazory
a postoje vyrazné¢ zménil. Za spasitele se Pound nepovazoval, chtél ale slouzit, nalézt
vladu, ktera by byla ochotna ,,alternativni® ekonomické modely vyzkouset v celospole-
¢enském méfitku.'® Na jate roku 1939 se Pound, po osmadvacetiletém pobytu v Evrop¢,
vratil do Spojenych statt, aby presvédcil americké politiky, ze by méli zménit svij pii-
stup k ekonomii a vyzkouset né¢ktery z jim doporuc¢enych hospodarskych modelt (Tytell
251-253). President Roosevelt a vétsina ¢lent kongresu Pounda vyslechnout odmitli, na
rozdil od Mussoliniho, ktery Pounda pfijal roku 1933, pfevzal souhrn jeho ekonomickych
theorii a pochvalil mu Cantos.'” Pti navratu do Italie zdvihl Pound pravici ve fasistickém
pozdravu.'

Za zasadni ptispévek Mussoliniho rezimu povazoval Pound své pieklady Konfucia do
italstiny — preklad Velkého uceni (Ta Sué) vysel roku 1942, Uceni o stiedu (Cung jung)
v roce 1945." V¢til, ze model spravedlivéjsiho, piimétengjsiho a piirozengjsiho spole-
¢enského usporadani musi byt — na zaklad€ své vnitini hodnoty — okamzité vlivny. Pii-
kladnost pfirozen¢ podnécuje uskutecnéni: Kdo by dal ptednost horSimu feseni? Pound
byl presvédéen, ze vztah mezi ethikou a estetikou je osmoticky — vytvofi-li z Mussoliniho
estetickymi prostiedky vzor hodny nasledovani, promitnou se jeho rysy i do realné existu-
jiciho Mussoliniho. B&hem roku 1942 se Poundovy pofady vysilané Rimskym rozhlasem
(Radio Roma), vyzdvihujici urcité umélecké, obecné kulturni, spolecenské a politické hod-
noty a postoje a svérazné pojeti ekonomie, které se jinak nijak podstatné nelisily od jeho
eseju, zmeénily v zufivou obhajobu Mussoliniho rezimu, Poundova chapani tohoto rezimu.
Pted kritikou pfatel hajil Pound italsky fasismus uz pted valkou; William Carlos Williams
(1883-1963), americky modernisticky basnik a jeden z jeho nejstarSich pratel, pfed nimz
Pound obhajoval na pfiklad italsky vpad do Habese a Mussoliniho pomoc Francovi ve
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$panélské obcanské valce, s nim proto zcela pterusil styky (Selected Letters 172).%° Sle-
potu ke skute¢né podobé¢ italského fasismu si Pound zvolil dobrovoln¢ a snad i umysIné¢.

III.

Mravni rozhofceni nad ,,padlymi‘ autory mozna roznécuje predev§im zklamana touha po
souladnosti dila a osobnosti, ktera je v ,,moderni* kultufe dosazitelna jen tézce. Pobutuje
nas, ze velci umélci lidsky selhdvaji stejn€ jako my. Mame pocit, Ze zrazuji nikoli sebe, ale
nas, ze nas pripravuji o dokonalé vzory.

Poundovo dilo byva zavrhovano na zaklad¢ presvédCeni, Ze pokud autor mravné
selhal, musi nutné byt mravné zavadné i jeho dilo. Pound byl pfesvédcen, ze umélec je
jako umélec mravné odpovédny pouze vici svému dilu. Dilo je umélecky poctivé, prav-
divé a mravné, pokud funkéné presné ztvariiuje sviyj predmeét. V knizni eseji ABC of Rea-
ding (ABC cetby, 1934) napsal:

Literatura neexistuje ve vzduchoprazdnu. Spisovatelé maji jako spisovatelé uréitou
spole¢enskou ulohu, ktera je piimo timéra jejich SPISOVATELSKEMU nadéni.
Tim jsou nejvice prospésni. VSechen ostatni uzitek je relativni a doCasny a lze jej
posoudit jen ve vztahu k ndzorim toho, kdo je posuzuje. [...] Dobfi spisovatelé jsou
ti, ktefi s jazykem zachazeji uc¢inné. To znamena presné a jasné. Nezalezi na tom,
jestli dobry spisovatel chce byt prospésny nebo jestli Spatny spisovatel chce zpisobit
Skodu. (4BC cetby 29)

V kontextu téchto vyrokt bychom m¢li vnimat jeho tvrzeni, Ze ,,spisovatelé selhavaji spi$
z nedostatku charakteru nez z nedostatku inteligence* (4BC cetby 231). Z tohoto pohledu
jeho dilo — ptesto, Ze Poundiv Mussolini nema s italskym diktatorem mnoho spole¢ného —
bezpochyby je umélecky pravdivé, upfimné a mravné.

Pound za své mnohé htichy pykal do konce zivota, bez nadsazky lze fici, ze za nékteré
z nich plati dodnes. Nasleduje-li po kazdém provinéni trest — a doufejme, ze tomu tak sku-
teCné je — je na misté se zamyslet, jak a ¢im za své hiichy, jichz se dopoustime na jazyku,
platime my.

Poznamky

! Cituji 2. vydani z roku 1983. Pro ,,zasadné ptepracované vydani“ svého slovniku, které vyslo
roku 1998, Klime$ heslo fasismus upravil; nyni jde o ,,oteviené militaristické a Sovinistické hnuti
ideové i v praxi nahrazujici parlamentarismus diktaturou, navenek zaméfené proti levicovym
a socialistickym proudiim, ve skute¢nosti proti demokratickym tstavnim institucim a svobodam;
jeho zasady, poprvé systematicky vylozené Mussolinim, nasly v rozmanitych obménach politické
uplatnéni v Italii, v Némecku, kde bylo spojeno s agresivni a rasistickou ideologii, ve Spané&lsku
a jinde.” Vyznam faSismu podle profesora Klimese zfejmé urcuje jeho rozpornost s pravé piiji-
manou ideologii. Demokracie je, stejné jako fasismus, dnes znackou, konvencni reakce je ovsem
povinng kladna.
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2 Jde o jednu z inkarnaci souhrnu definic, pravidelné se na ¢eském trhu od devadesatych let
20. stoleti objevujiciho v riiznych obménach pod odlisnymi nazvy (na pt. Akademicky slovnik cizich
slov, Novy akademicky slovnik cizich slov, Slovnik spisovné cestiny pro Skolu a verejnost). Vyznamy
jednotlivych slov zde mnohdy nejsou rozliSovany, ale do zna¢né miry svévolné spojovany — srov.
na pf. hesla etika a moralka.

3 Ugel synonymickych slovnikii popisuji autofi nazorné: ,Kazdy, kdo se ve své kazdodenni
praci setkdva s Cestinou, citi jisté potiebu mit k dispozici slovnik, ve kterém by mohl najit potfebné
slovo ¢i vyraz, inspirovat se ptibuznym nebo podobnym vyrazem a tak ozivit svou — vzdy do jisté
miry omezenou — slovni zasobu® (Pfedmluva, str. 5). Pro¢ se snazit fici piesné to, co fici chceme?
Vzdyt stejné dobfe miizeme fici néco jiného.

4 Za jeden ze znaku fasistickych ,,ideologii* se zpravidla povazuje neduvéra vici racionalité.
Britsky spisovatel D. H. Lawrence (1885-1930) vyznaval ,,viru v krev a télo, v to, Ze jsou moud-
tejsi nez intelekt™ (cit. in Paxton 49). Budeme pro to povazovat Lawrence za faSistu, piipadné
protofasistu® nebo ,,raného fasistu*?

3 Jeden piiklad za vSechny: dilezitou soucasti argumentace Michaela Coylea v bezpochyby
ptinosné praci Ezra Pound, Popular Genres, and the Discourse of Culture (Ezra Pound, popularni
zanry a kulturni diskurs) je konstatovani obsahové neurcitosti pojmu kultura; nad bezobsaznosti
terminu fasismus se ovSem autor nepozastavuje, v ivodu své prace (6—7) ovSem povazuje za nutné
Ctenafe ujistit, Ze i on povazuje Pounda za fasistu.

¢ Timto thematem jsem se podrobné zabyval v praci Slepnouci Apollon, kastrovany Dionysos
(na pt. 18-27).

"Foto J. G.

8 Poundiv postoj (a jeho promény) k italskému fasismu dtkladné popsal Tim Redman v praci
Ezra Pound and Italian Fascism (Ezra Pound a italsky fasismus).

° Na tento ,,moderni* druh provinénosti upozoriioval T. S. Eliot: ,,Slovem ,provincialni‘ mys-
lim také zkreslovani hodnot, jejich potlacovani ¢i naopak povySovani, které neprameni z nedosta-
tecné Sirokého geografického rozhledu, ale z toho, ze méfitka ziskana ve velice omezené oblasti
aplikujeme na celou lidskou zkuSenost. V dtsledku toho pak dochazi k smésovani podruzného
a podstatného, pomijivého a stalého. V nasi dobé, kdy lidé ¢im dal tim Castéji fesi problémy zivota
prostiednictvim techniky, vznikd novy druh provincialismu, ktery si snad zaslouzi nového jména.
Je to provincialismus ne prostoru, ale ¢asu, provincialismus, v némz se lidské déjiny proménuji
v pouhou kroniku lidskych vynalezu, které jsou odepsany, jakmile splni sviij ucel, provincialismus,
podle n¢hoz svét je pouze vlastnictvim zivych, vlastnictvim, na némz mrtvi nemaji zadny podil.
Nebezpeci tohoto druhu provincialismu spoc¢iva v tom, ze pak vSichni, vSechny narody zemékoule,
mohou byt provincialni spolecné. A ti, kdo se nechtéji stat provincialnimi, maji jedinou volbu: stat
se poustevniky. Kdyby tento provincialismus vedl k vétsi toleranci ve smyslu shovivavosti, snad
by se dalo néco fict na jeho obranu. Daleko pravdépodobné;jsi vsak je, ze povede k nasi lhostejnosti
v téch zalezitostech, v nichz bychom si méli udrzet néjaké rozlisujici dogma nebo méfitko, a k nasi
netolerantnosti v zalezitostech, které by mohly zlstat otazkou lokalni ¢i osobni volby* (70-71).

10Na pt.: ,,Velikani jsou naplnéni velmi odlisnou vasni, vuli k /adu‘ (Jefferson and/or Mussolini
99; pielozil JG).

' Moznym analogiim ,,Mussoliniho“ a Jeffersona vénoval Pound kniZni esej Jefferson and/
or Mussolini (Jefferson a nebo Mussolini, 1933). Pound renesan¢niho kondotiéra Malatestu, ktery
vladl v Rimini od roku 1432 az do své smrti, povazoval za ptikladného viidce, jeho plisobeni véno-
val canta ,,VIIL.“—  XI.“

12 Dal§imi souvislostmi Poundova pfistupu k Mussolinimu se zabyvam v eseji Prilis tézké lyry
(srov. str. 100—101).

B Vymluvny ptiklad jeho pFistupu k Mussolinimu piedstavuje nasledujici uryvek z Poundova
ABC of Economics (ABC ekonomie, 1933): , Mussolini jako inteligentni ¢lovek je zajimavejsi nez
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Mussolini politicky predak. Duceho aforismy a postichy mohou byt studovany nezavisle na tom,
jakymi prosttedky je uvedl v ¢innost* (ABC of Economics 261; citovano z ineditniho piekladu
Anny Kareninove).

14 _Pfesto je povinnosti jednoho kazdého snazit se vymyslet rozumné hospodaistvi a snazit se ho
vnutit tim nejnasilnéj$im ze vSech moznych zplsobi: primét lidi myslet” (4BC of Economics 246;
citovano z ineditniho prekladu Anny Kareninové).

15V této souvislosti zni velmi vymluvné slova italského diplomata Carla Sforzy, ktera tento
predni odptirce fasismu napsal roku 1936: ,,Ze vSech pfiCin, které zptisobily duchovni a moralni
upadek evropského ovzdusi, zdd se mi hlavni tato: ze béhem ctyt let nejkrvavejsi z valek, padli
na obou stranach zakopt duchové nejvétsi a nejcistsi. Kdokoliv z nas, kdo prezil valku, nemize
necititi, ze to bylo na Krasu nebo Alpach, na francouzském bojisti, jako na mocalovitych planich
Makedonie, kde zemieli nejlepsi z nasich pratel, na které myslime v r. 1913 ¢i 1914 jako na nejkras-
néjsi a nejCistsi nadéje védeckého a moralniho zivota nasi zemé. Kolikrat, pokud jde o mne, jsem
pozdéji hledal marné jejich stiny, at’ jiz na lavicich italského parlamentu, ¢i v fadach diplomacie.
Tentyz dojem mne postihoval pozd¢ji jako vyslance v Pafizi, nebo ¢lena Nejvyssi rady v Londyné,
kdyz jsem sledoval s vyse diplomatické tribuny parlamentni debaty* (Evropa a Evropané 20-21).

16 Pound ve tiicatych a prvni poloving ¢tyticatych let 20. stoleti zive citil analogii mezi svymi
snahami a Konfuciovym zivotem — jeho vyhnanstvim, bloudénim po svété, hledanim vladare,
ktery by mu naslouchal a uskutec¢nil jeho myslenky; ,,Pravil Mistr: Kdyby jen nékdo chtél mne
uzit, tiebas jen na jediny rok, dovedl bych vykonat mnoho; a za tfi 1éta bych mohl dokondit celé
dilo.“,,Pravil C’-kung: Dejme tomu, Ze nékdo ma krasny drahokam, ma jej zabalit, dat do krabice a
uschovat, nebo by se mél pokusit dostat za n¢j dobrou cenu? Pravil Mistr: Prodej jej! Zcela urcité jej
prode;j! I ja &ekam na nabidku“ (Rozpravy 140, 120). Zivoty Konfucia a Pounda byly prostoupeny
stejnym pocitem obecné obcanské odpoveédnosti.

17 Mussolini tehdy prohlasil, ze Cantos jsou ,,divertente®, zabavna, coz Pound povazoval za
doklad diktatorovych kritickych schopnosti a umélecké citlivosti (Tytell 229).

18 Fasisticky pozdrav — jako vyraz sympatii k Mussoliniho rezimu — Pound pouzival uz dfive.
Srov. na pt. fotografii z roku 1938 reprodukovanou na ptedsadce knihy The Salo Cantos.

19 Ve tficatych letech vydal Pound dvé popularisa¢ni studie: ,,Okamzita potieba Konfucia“
(1937) a,,Meng-c’* (1938). Prvni vysla v indickém theosofickém casopisu The Aryan Path (Arijska
cesta); druhou vydal britsky literarni ¢asopis The Criterion.

20 Pound Williamse ve svych vale¢nych rozhlasovych potadech nékolikrat zminil; poté, co ame-
rické Ministerstvo spravedlnosti (Department of Justice) vydalo pokyn k pfipravé obvinéni z vlas-
tizrady, vySetfovala Williamse FBI (Williams 316-318).
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Podstatné zkracena podoba eseje byla roku 2011 publikovana jako soucast bloku textii ,, Ezra
Pound — jeho vztah k Italii a Mussoliniho fasismu v letech 1922—1945 a jeho tehdejsi postaveni viici
Spojenym statiim “ v 83. Cisle Revolver revue (s. 173—178).

Pravopis eseje neni ,,jednotny *; na rozdil od bezné ceské edicni praxe povazuji samotné tvary
slov za vyznamuplné. Redakci casopisu dekuji, Ze respektovala pravo autora urcéovat podobu své
prace.
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Snad maji pravdu basnici — hlavni je laska.
Aneb partnerské a milostné vztahy
v dile Woodyho Allena

Andrea HoleSova

University of Ostrava

Abstrakt

Jednim z typickych rysu dila Woodyho Allena je touha jeho postav po lasce a intimité. Tento ¢lanek
predstavuje Allenova typickeho muzského protagonistu jako cloveka, ktery kromé naplnéni svych
fyzickych potreb touzi po idedlni Zene a hleda dokonalost, zdaroven vsak pochybuje o moznosti
harmonického partnerského souziti, citi se ohrozen dominantnimi Zenami a navazuje vztahy, které
Jjsou predurceny k zaniku. Pozornost je vénovana schématu Galatea-Pygmalion, v souladu s nimz
Allen prezentuje vztahy mezi mladymi Zenami a starsimi muzi, kteri funguji jako autorita a utvareji
osobnost a nazory svych partnerek. V neposledni rade se tento clanek zaméruje na Allenitv pristup
k manzelstvi a jeho zdjem o dynamiku vztahii mezi zakonnymi partnery.

Abstract

The need for love and intimacy shared by the characters created by Woody Allen is one of the typi-
cal features of Allen’s work. This article presents the typical male protagonist as a man who, apart
from satisfying his physical needs, longs for an ideal woman and wants relationships to be perfect,
but at the same time doubts the possibility of a harmonious love affair, feels threatened by dominant
women and seeks relationships which are predestined to fail. Attention is paid to the Galatea-
Pygmalion model applied by Allen when presenting relationships between young women and older
men, who act as authorities insisting on the right to influence the personality and opinions of their
partners. The article also focuses on Allen’s portrayal of marriage and on his interest in relation-
ships between husbands and wives.

Klicova slova: Woody Allen, Allenova persona, partnerské vztahy, sex, manzelstvi, nevéra, Pygma-
lion a Galatea, Annie Hallova, idealni Zena
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Keywords: Woody Allen, Allen persona, relationships, sex, marriage, infidelity, Pygmalion and
Galatea, Annie Hall, ideal woman

Jiz ptes ctyticet let stoji milostny zivot a uskali vztahi mezi muzi a Zenami v popfedi
zajmu amerického herce, reziséra, spisovatele, scénaristy, komika a hudebnika Woodyho
Allena. Od sedesatych let 20. stoleti prosel typicky protagonista Allenovych dél (az do
konce 20. stoleti az na vyjimky ztélesnovany samotnym autorem) v lasce nékolika fazemi
— od nesmélého smolare, ¢asto marn¢ usilujiciho o ptizen krasnych zen, az po sebevédo-
mého profesiondla, ktery sice vétSinou nema problém vztahy navazat, presto vSak musi
celit celé fad¢ komplikaci, které mu zivot se Zenami piinasi.

Neni neobvyklé, ze pfedevsim Allenovy muzské postavy jsou Casto rozvedené nebo
fesi partnerskou krizi v disledku nevéry ¢i stereotypu spojeného se vztahem. Pocatecni
okouzleni partnerkou zahy vyprcha a postavy si za¢inaji uvédomovat nedostatky a ome-
zeni, ktera pro n¢ trvaly vztah znamena. Allenovi protagonisté jako by méli strach ze
zavazkll — znovu a znovu se zaplétaji se Zenami, které jsou mladsi a poddajné, ¢i na druhou
stranu pocit'uji neodolatelnou pfitazlivost k takzvanym zenam ,,kamikadze®, s nimiz vztah
predstavuje neodvratitelnou katastrofu.

V Allenové tvorbé se muzi mnohdy snazi udrzet si svou nezédvislost a nechat si ve
vztahu oteviena zadni vratka; zachranny kruh pro né€ asto pfedstavuje samostatné bydleni.
Alvy Singer z Oscary ovéncen¢ho filmu Annie Hallova (Annie Hall, 1977) tak naptiklad
sice neochotn¢ souhlasi s tim, aby se k nému jeho ptitelkyné Annie prestchovala, trva vSak
na tom, aby si zaroven ponechala také sviij vlastni byt, zatimco Ike Davis z filmu Manha-
ttan (Manhattan, 1979) se vehementné brani pokustim své vyrazné mladsi partnerky Tracy
stravit u néj noc. Od spole¢né noci je jen kriicek ke spolecnému zivotu, ktery pro Allenova
protagonistu mnohdy pfedstavuje ztratu osobni svobody a hrozbu trvalého monogamniho
vztahu, jehoz moznosti si neni zcela jisty.

Allenovy postavy hledaji sviij ideal, dokonalou Zenu, spojujici inteligenci a télesnou
krasu, a skvéle fungujici vztah. Slovy Allenova Sandyho Batese z mnoha kritiky i divaky
nedocenéného ¢i rovnou zatracovaného filmu Vzpominky na hveézdny prach (Stardust
Memories, 1980), idedlni kombinaci je zena, ktera je ,,mimo postel zakfiknuta, v posteli
pravy opak® (Stardust Memories). Za celou fadu jinych postav hovofi také Sileny doktor
z téhoz filmu, kdyZ o svych vztazich se Zenami tvrdi: ,,Nikdy jsem se nezamiloval, nenasel
dokonalou zenu. Vzdycky néco neklape® (Stardust Memories). Na ¢em tedy zavisi doko-
naly vztah? Odpoveéd’ na tuto otazku dava opét Sandy Bates, ktery na dotaz, zda existuje
dokonaly partner a zda vztahy nestoji na kompromisu, odpovida: ,,Ani na kompromisu,
ani na zralosti ¢i dokonalosti. Musite mit Stésti. To se lidem nelibi, protoze tak ztraceji
kontrolu® (Stardust Memories).

Stejné jako v jinych oblastech svych zivotl, také v roving partnerskych vztaht Alle-
novi protagonisté cely zZivot podvédomeé touzi po nevinnosti a usiluji o ni. Idealem je tedy
zena, kterd je pfirozena a jejiz city a mysleni nemuze zkorumpovat ani moderni odlid-
$t'ujici spolecnost. Teprve v momenté, kdy o takovou zenu ptichazeji, si Allenovy postavy
uvédomuji, jak mnoho pro né tato Zena znamenala, a idealizuji si ji. Byvala pfitelkyné se
tak mnohdy stava vzorem, s nimz Allenovi protagonisté podvédomé srovnavaji vsechny
dalsi potencialni partnerky. Neni vSak prekvapenim, Zze zadny dalsi vztah nesnese srovnani
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s tim byvalym, ktery vSak jiz z n€jakych pficin nelze vratit zpét. Prave tato skutec¢nost
poskytuje Allenovym muzskym postavam jeden z diivodi, pro¢ se neusadit a pokracovat
v hledani té pravé.

Prestoze je typicky Allentiv protagonista obvykle posedly dokonalosti, je patmné, Ze
v moment¢, kdy ji alespon zdanlivé dosahne, Casto ztraci zajem, dokonalost jej omrzi a on
se vydava vstric dal$sim milostnym dobrodruzstvim. Stejné jako jiz zminény sileny doktor
z filmu Vzpominky na hvézdny prach, ktery operativn€ spoji dvé Zeny, aby touto cestou
ziskal jednu dokonalou partnerku a nasledné podlehl té druhé, nedokonalé, i dalsi Alle-
novy postavy jsou odsouzeny touzit po néfem, co je jen iluzi a ldkavym snem.!

Allenovy postavy se vyznacuji neutuchajici sexualni zadostivosti, v nefunkénich vzta-
zich vSak brzy ztraceji zajem o intimitu a instinktivné si hledaji zaminky pro své odmitavé
chovani. V takovych ptipadech se Allentv typicky protagonista obvykle pokousi vyhnout
sexu a divody jeho odtazitého chovani byvaji zcela irelevantni a pruhledné. Alvy Singer
z filmu Annie Hallova tak s jednou ze svych partnerek naptiklad namisto sexu rozebira
konspira¢ni teorii o atentatu na prezidenta Kennedyho. Je ziejmé, Ze aCkoliv sex hraje
v zivot¢ Allenovy persony dulezitou roli, ve vztahu se nespokoji pouze s jeho télesnou
strankou, nybrz nutné potebuje také lasku a pocit sdileni. V moment¢, kdy se Allenovym
protagonistim nedostava kyzené lasky, mnohdy zvazuji moznost sebevrazdy ¢i se k ni
dokonce rovnou uchyli.

Jak jiz bylo feceno, Allenovi protagonisté mnohdy vyhledavaji také vztahy s vyrazné
mlads$imi zenami, jejichz vék slibuje onu kyZzenou nevinnost a ochotu nechat se svym part-
nerem formovat. Tyto vztahy vSak obvykle funguji pouze do té¢ doby, nez si Zeny uvédomi
své vlastni ja, ambice a nedostatky muzl, k nimz do té doby vzhlizely. Partnerky Alleno-
vych postav po jejich boku vyzravaji a vydavaji se vlastni cestou, ¢imz obvykle jesté vice
podlomi duvéru Allenovych muzskych protagonistl v moznost harmonického trvalého
vztahu a ptispé&ji k jejich zivotni skepsi.

V otazkach partnerskych vztahti jsou Allenovy postavy ¢asto smolati bojujici s poci-
tem vlastni ménécennosti a sexudlni frustrace, nebo naopak stfidaji zeny a své komplexy
skryvaji pod maskou sviidcti. Snad nejvétsi potupu a pocit naprostého partnerského selhani
predstavuje pro typického Allenova protagonistu moznost, ze by jeho partnerka mohla dat
prednost lesbickému vztahu pred zivotem s nim.

Tento motiv ohrozeni muzského protagonisty jinou zZenou, kterd by mohla zaujmout
jeho misto, se opakované objevuje piedevsim v Allenové filmové tvorbé. Zatimco nékdy
se nejhorsi nocni mlry naplni (jako v pfipadé byvalé zeny hlavni postavy filmu Manha-
ttan, ktera jej opustila kvtli jiné zen¢ a nasledné ve své knize nevahala barvité vylicit svou
zku$enost s nim, ¢i v ptipadé protagonisty snimku Vzpominky na hvézdny prach, Sandyho
Batese, ktery nahodou vyslechne, jak se objekt jeho zajmu pfiznava ke vztahu s jinou
zenou), jindy nebezpeci lesbického vztahu zlstava pouze v teoretické roviné — béhem
psychoterapie Annie Hallova napiiklad projevi nazor, Ze zivot se zenou by byl mnohem
jednodussi.

Allentv typicky muzsky protagonista je ve své podstaté Sovinista, ktery od Zeny oce-
kava péci a oddanost a jen Spatné se smifuje s jeji nezavislosti ¢i dokonce dominanci.
Napitiklad Alvy Singer z filmu Annie Hallova tak bojkotuje intelektualné nadiazenou
spole¢nost obklopujici jeho ambicidzni manzelku Robin a ne ndhodou se i dalsi postavy
citi nedocenéné po boku silnych zen. Stejn¢ jako manzel protagonistky filmu Hana a jeji
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sestry (Hannah and Her Sisters, 1986), Elliot, ktery ptiznava: ,,Chci Zenu, které na mné
zélezi!...Jen davas a tak malo potiebujes* (Hannah and Her Sisters), jiny manzel, Frede-
rick z filmu Interiéry (Interiors, 1978), v sob¢ dusi frustraci z manzel¢ina Gspéchu: ,,Chci
se milovat s n¢kym, pfed kym nemam komplex!* (Interiors) Jelikoz mé Allenova typicka
persona ve své podstaté ze zen a vztahtl s nimi strach, pokousi se za kazdou cenu piisobit
sebevédome a svou partnerku ovladat. Pocit vlastni dominance tak Allenovym muzskym
postavam poskytuje obranu proti nastraham lasky a odmitnuti.

Ptrestoze jsou vztahy vcetné jejich fyzické stranky jednim ze stézejnich témat Woo-
dyho Allena, jehoz persona se od pocatku Allenovy kariéry, reprezentované piredevsim
zénrem jevistnich skecil, neboji oteviené ptiznat sva selhani v sexu a neuspéchy u zen,
sex v Allenove podani neptisobi nijak odpudivym dojmem a nevzbuzuje pohorseni. Jak se
domniva také Vittorio Hosle, némecky filozof a autor knihy Woody Allen: An Essay on the
Nature of the Comical,

Woodyho postava dava bezostys$né najevo své problémy s erekci. Komicka sila Woo-
dyho sexualnich vtipti obvykle neprameni z toho, Ze by obchazel potlacované sexu-
alni pudy ve stylu Freuda, protoze v takovychto vtipech se sexualni vyznam obvykle
objevuje na konci nahle a maskovany. Naproti tomu Allen, ktery se zabyva bohem
dvacatého stoleti, tedy sexem, ¢asto pouziva strategii snizeni jeho hodnoty...za¢ne
s néCim sexualnim a odebere sexualni napéti. Jeho efekt je tudiz antipornograficky.
Allan Felix hovoii o svych libankéach s Nancy, kterd jej praveé opustila -“stravil jsem
celé dva tydny v posteli. M¢l jsem tplavici.*“ A Cliff Stern fika své zen€, ze si vzpo-
miné na ptresny den, kdy méli naposledy sex, ackoliv je to uz davno — protoze to
byly Hitlerovy narozeniny. Kdyz Ike, vyprovokovany Maryinou poznamkou, ze jeji
jezevceik je nahrada za penis, odpovida, Ze by v jejim ptipadé ocekaval dogu, neni to
on, kdo je obscénni; déla si legraci z jeji obscénnosti, pficemz dokazuje pozoruhodny
psychologicky duvtip. (50-51)

Ptiklady, které Hosle uvadi, mimo jiné odkazuji na tradici zidovského humoru, z néhoz
Woody Allen ve svém dile velmi ¢asto vychazi. Allen i zde vyuziva svou oblibenou jux-
tapozici dvou protichidnych pojmu, kdyZ nejprve evokuje sexualni vyznam, ktery vsak
vzapéti vyvrati né¢im tak asexualnim, jako je naptiklad tplavice.

Néktefi autofi, mezi nimi napiiklad Richard Blake ¢i Ronald D. LeBlanc (in Silet
100-111), vidi v Allenové dile také spojitost mezi intimitou a jidlem. Podle nich se jidlo
v pojeti Woodyho Allena stdva metaforou pro lasku Ci sex. Postavy se setkdvaji v restau-
racich, jejichz druh obvykle odrazi charakter téchto postav — modni hollywoodska vege-
tarianska restaurace v pfipadé uvolnéné mladé zpévacky Annie Hallové, cukrarna, kam
Isaac Davis z filmu Manhattan vezme svou mladickou skolou povinnou pfitelkyni, ¢i tra-
di¢ni Carnegieho lahtdkatstvi, v némz zaslouzili komici vzpominaji na svého neuspes-
ného kolegu, zidovského uméleckého agenta Dannyho, ve filmu Danny Rose z Broadwaye
(Broadway Danny Rose, 1984).

Jidlo provazi také vyznamné okamziky zivota Allenovych protagonistti — rodiny se
setkavaji u vecete (v ptipadé filmu Hana a jeji sestry tvoii opakované vecetfe u prilezi-
tosti Dne dikuvzdani ramec celého ptibchu) a postavy spolu pii jidle prozivaji intimni
chvile. Jidlo a vztah Allenovych postav k nému také odrazeji povahu partnerskych vztaha.
Zatimco pro protagonistu filmové povidky Oidipus dnes (Oidipus Wrecks),?> Sheldona
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Millse, se tak naptiklad symbolem néznych citli stdva rosolem obalené kureci stehno, které
mu na cestu zabalila jeho nova zidovska pfitelkyné Treva, v jinych ptipadech nevydatrena
vecefe symbolizuje dysfunkéni vztah — Sonja z Allenova filmu Ldska a smrt (Love and
Death, 1975) vaii svému nemilovanému muzi beztvaré¢ a nechutné pokrmy ze snéhu stejné
chladné jako jejich vztah (Blake 63), a Spatné kuchatské schopnosti manzelky protago-
nisty filmu Seber prachy a zmiz (Take the Money and Run, 1969) vypovidaji o vztahovych
potizich.

Jako i v mnoha dalsich ohledech, také symbolika jidla odkazuje na zidovskou tradici,
z niz Allen do zna¢né miry Cerpa. Pro zidovské etnikum, které v minulosti muselo pie-
zit obdobi, kdy v ptivodni vlasti ¢i nacistickych koncentracnich tdborech mnohdy trpélo
nedostatkem potravy, predstavuje jidlo lasku a pohostinnost. Jak ve své knize Yiddishe
Mamas: The Truth About the Jewish Mother pise Marnie Winston-Macauleyova, prostied-
nictvim jidla zidé vyjadiuji lasku svym nejblizsim a zidovské Zena jednoduse povazuje za
dulezité nékoho nakrmit (19).

Jak jiz bylo feceno, ptistup Woodyho Allena k otazce vztaht a sexu se v ramci jeho
dila li8i, a to pfedevsim v zavislosti na fazi a také na zanrech jeho tvorby. Na poc¢atku vseho
byl Woody-komik. V $edesatych letech 20. stoleti se na podiich predev§im newyorskych
bart a klubti zacal objevovat maly, zrzavy muz s typickou dikci a druhem humoru, ktery se
lisil od vétSiny ostatnich popularnich komikt své doby. Postava, kterou pfijal na scéné za
svou, brzy oslovila celou fadu lidi, ktefi se do jisté¢ miry identifikovali s pocity a obavami,
které Woody-komik ztélesnoval. V tomto obdobi jesté Woody Allen netesi otazku trvalosti
vztaht, ale zaméfuje se predevs§im na jejich fyzickou stranku. Téma sexu se stalo typickym
rysem klubovych vystoupeni a nasledné také Allenovy pfedevsim rané filmové tvorby.

V Sedesatych letech, kdy Ameriku ovladla sexualni revoluce, Woody Allen zosobiio-
val to, po ¢em publikum prahlo. Jen malokdo by v malém, nejistém chlapikovi spatfoval
sexualni Selmu a uspésného sviidce zen. Ackoliv se na podiu tvaril blazeované a sam sebe
oznacoval za ,,hiebce*, na prvni pohled odporoval vzité predstavé muzného hrdiny. Kaz-
dodenni prohry v lasce této nové vznikajici postavy pak byly vlastni celé fad¢ lidi.

Oteviena zpoveéd' Allenovy postavy o vlastni sexualni neschopnosti vysilala jasny sig-
nal — kdyz ja mohu pfiznat vlastni prohry a nesetkat se s posméchem okoli, mtizete to ude-
lat i vy. Ve svém ¢lanku nazvaném “The Outsider” se spisovatel, esejista a novinar pisici
pro ¢asopis The New Yorker Adam Gopnik zamysli nad pfi¢inou vzestupu a padu Woo-
dyho Allena. Okolnosti Allenovy poc¢ate¢ni popularity vidi nasledovné: ,,Vytvoftil nejlepsi
komedii tim, Ze si uvédomil, ze sexualni revoluce oteviela Siroky prostor mezi abstraktnim
presvédcenim a skute¢nym zivotem — mezi tim, co nas padesata 1éta ucila fikat, a tim, co
nam Sedesata a sedmdesata 1éta dovolila délat (86—93). Allen skutecné spravné pochopil,
po ¢em jeho publikum touzi, vyuzil atmosféry ve spolecnosti, kterd odmitala tabuizovat
sexualitu, a ve svych skecich zminoval sex velmi Casto.

Jakkoliv se vSak Woody na podiu stylizoval do role vykonného milence, jeho Ciny
odhalovaly pravy opak — smolafe, ktery se neustale pokousel piekonat vlastni sexualni
handicap. Allenova postava z jeviStnich skec¢t® je podle vlastnich slov milenec, jehoz
vykonu béhem svatebni noci manzelka tleskala ve stoje (ske¢ Vylet do Evropy — European
Trip), a velmi citlivy ¢lovek, ktery kdyz vidi krdsnou zenu, chce ,,brecet, napsat basen,
vrhnout se na ni* (ske¢ Druhé manzelstvi — Second Marriage).
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Zdrojem humoru v Allenovych jevistnich skecich je tedy rozpor mezi jeho image
sexualniho pfebornika a realitou v podob¢ usmeévnych milostnych proher. Ac¢koliv Woody
prezentuje svou postavu jako milacka Zen a skvélého milence, mnohdy nema Sanci své
schopnosti ani prokazat — jako spravny smolaf svadi zenu, aby nasledné zjistil, Ze je
v pokoji sam a diva se na vlastni obraz v zrcadle (ske¢ Vegas), ¢i namisto o¢ekavaného
milostného dobrodruzstvi stravi nevydatfenou schiizku naslepo s jeptiSkou, s niZ misto
télesnych pozitkli debatuje o Bohu (ske¢ Druhé manzelstvi).

Jindy sice k intimnimu styku dojde, vysledek vsak nijak nepotvrzuje Woodyho povest
zkusené¢ho milovnika — jeho postava tak naptiklad pro oddaleni momentu extaze pii sexu
mysli na hrace baseballu, zatimco jeho partnerka se jiz davno sprchuje (ske¢ Vylet do
Evropy). Ve svétle vSech téchto netspéchii proto neni prekvapenim, ze zatimco ve skeci
Oralni antikoncepce (Oral Contraception) je Allenliv milostny navrh odmitnut jedinym
raznym ,,ne”, ve ske¢i Los (The Moose) i zvite slavi vice uspéchu, kdyz se losovi podafi
na vecirku ,,skorovat*.

DalSim tématem, k némuz se Allen ve svych skecich pravidelné vracel, byla kromé
sexualnich vztahti se zenami predevSim zkuSenost s manzelstvim. V té dobé jiz byl
skute¢ny Woody Allen rozvedeny a manzelstvi se pro néj stalo bohatym zdrojem inspirace.
Jeden clovek vsak, zda se, nesdilel nadSeni z jeho bfitkého humoru — byvala Zena Harlene
Rosenova na n¢j dokonce podala Zalobu pro opakované urazky na cti. Vrcholem pro ni
bylo vefejné zesméShovani ji a jeji rodiny ze strany byvalého manzela.*

Ackoliv nikdy nepadne jeji skuteéné jméno, v Allenovych jevistnich skecich je byvala
manzelka nepfili§ lichotivé ozna¢ovana jako strasliva pani Allenova ¢i Quasimodo a byva
licena jako nezrala zena, kterd pii koupeli svévolné potapi manzelovy lodicky, vaii své
nacistické recepty jako ,.kufe Himmler a jejiz znasilnéni vyvol4 misto soucitu posméch.’
V duchu Allenova humoru ma postava dvoji moznost jak vyfesit svou neuspokojivou
rodinnou situaci — jet na dovolenou na Bermudy, nebo se dat rozvést. Nakonec zvitézi
druha varianta, protoze ,,dovolena je za ¢trnact dni pry¢, ale rozvod je néco, co ma ¢lovek
nadosmrti“ (Zantovsky 10).°

V Sedesatych letech 20. stoleti se Woody Allen kromé své kariéry sélového komika
zacind vénovat také literatufe a predevsim povidkové tvorbé. Téma svadéni a sexualnich
vztahl se zenami, tak typické pro postavu z jevistnich skect, vSak v Allenové literarni
tvorb¢ ustupuje do pozadi — zminky o milostném zivoté postav se v povidkach Woodyho
Allena vyskytuji jen ojedinéle, vztahy hraji pouze epizodni roli. Takova absence jednoho
motivu je dana skutecnosti, ze jelikoz povidky vétSinou neprezentuji tradicniho Allenova
protagonistu, chybi také typické rysy, které tuto postavu definuji.

Byt okrajové, 1 v povidkach se setkdvame s prototypem smolafe, pro néjz zeny
predstavuji spiSe hrozbu — postava z povidky ,,Zadny kaddish za Weinsteina“ (No Kaddish
for Weinstein) je napiiklad ,,impotentni s kazdou vysokoskolackou, kterd méla vysledky
lepsi nez chvalitebné. Nejlépe se citil s absolventkami sekretarskych kurzt, ovsem jakmile
doty¢na zena vytukala Sedesat slov za minutu, zpanikatil a nedokazal podat zadny vykon*
(Allen, Bez peri 82). V ptipad¢ Weinsteina se tak komplikovany vztah k opa¢nému pohlavi
jesté umocnuje obavou a nechuti k intelektudltim, coz je dalsi z typickych ryst Allenovy
persony.

Také v povidkach se vyskytuje postava manzelky, ktera se stava cilem Allenova
ironického humoru. V povidce ,,Zhrzen osudem* (By Destiny Denied) tak napiiklad
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vystupuje zena, s niz jedind sexudlni zkuSenost pfiméje manzela k pokusu podiezat si
zapesti (Allen, Vedlejsi ucinky 18), a protagonista povidky ,,Vzpominky na Needlemana“
(Remembering Needleman) fika: ,,Davam mnohem vétsi prednost kremaci pied ulozenim
v zemi, a obojimu pied vikendem s manzelkou* (Allen, Vedlejsi ucinky 7).

Ani ve své povidkové tvorbé tedy Woody Allen nenahlizi na manzelstvi nijak
optimisticky — neni proto ptekvapenim, ze také v povidce ,,Na kvarkovou strunu‘ (Strung
Out) z jeho zatim posledni sbirky Cird anarchie (Mere Anarchy, 2007) jediné, co hrdina
vi o fyzice je, Ze ,,muzi stojicimu na bfehu utika ¢as rychleji nez muzi ve ¢lunu — obzvlast
je-li ten ve ¢lunu s manzelkou® (136).

Vyjimku oproti zbytku povidkové tvorby tvoii dvé Allenovy povidky, ,,Postava
Kugelmasse* (The Kugelmass Episode)’ a ,,Odplata® (Retribution) z jeho v poiadi tieti
sbirky Vedlejsi ucinky (Side Effects, 1986), v nichz vztahy se Zenami stojl' ve stfedu autorova
zajmu. Ob¢é povidky Vypravejl prlbeh muze, ktery hleda idealni zenu a je hnan svymi
sexualnimi touhami a va$némi. Ani v jedné z téchto povidek vSak milostna dobrodruzstvi
nekonci velkym uspéchem.

Protagonista prvni z povidek, postarsi profesor humanitnich véd Kugelmass, Zije jiz ve
druhém nespokojeném manzelstvi a touzi po novém vztahu, vzruseni a exotice. Kugelmass
je ¢lovek, ktery sam o sobé¢ tvrdi, Ze 1 v pokro¢ilém véku potfebuje romantiku, lasku a néhu
(Allen, Vedlejsi ucinky 31). Jak je pro Allenovy postavy typické, také Kugelmass touzi po
dokonalé zené. Jediné vychodisko z neutésené vztahoveé reality vidi v zazraku ztélesnéném
postavou kouzelnika Perskyho, jenz slibuje, Zze pomoci kouzelnické bedny pienese
Kugelmasse do libovolného literarniho dila. Hlavni protagonista nakonec zvoli Emmu
Bovaryovou, jejiz postava slibuje francouzskou vasen a otevienost viici mimomanzelskym
vztahlim.

K profesorové roz¢arovani se vsak jeho milenka ze svéta kouzel a predstav brzy zac¢ina
podobat v§em skute¢nym zenam, které zna, vcetné té vlastni. To, co zacalo jako idealni
vztah a splnéni vS§ech Kugelmassovych predstav, se postupné méni v no¢ni muiru. Stejné,
jako kdysi nechal Emmu zhmotnit, necha ji Kugelmass tedy nakonec navzdy zmizet zpét
ve Flaubertové romanu. Diky svému milostnému dobrodruzstvi Kugelmass zjistuje, Ze
idealni Zena neexistuje ani ve snech, a zklaman¢ se smifuje s realitou. Ne vSak na dlouho —
touha po vzruseni a vasni je natolik silna, ze jej znovu zene vstiic Perskyho kouzlim.
Nanestésti vSak dojde k potizim a misto dalsiho romanku je Kugelmass odsouzen stravit
zbytek Zivota ve staré ucebnici Spanélstiny, kde je pronasledovan hrozivé vypadajicim
nepravidelnym slovesem tener (mit). Touha po intimité a idealni zené typicka pro vétSinu
Allenovych muzskych postav se tak stala Kugelmassovi osudnou.

Druhou z povidek zabyvajicich se vyhradné vztahy mezi muzi a Zenami je ,,Odplata®.
Jeji protagonista, Harold Cohen, zdaleka neni idedlem muzské krasy, ktery by ptitahoval
atraktivni a zajimavé zeny. Allen se zde znovu vraci k postavé vyfeéného a sympatického
outsidera z jeviStnich ske¢i a jeho prvotnich situacnich komedii, ktery tvaii v tvar objektu
svého sexualniho zajmu nemotorné taktizuje a rudne. Hlavni postava v§ak nakonec musi
necekané volit mezi dvéma zenami — svou vasnivou a krasnou partnerkou Connie a jeji
atraktivni a oduSevnélou matkou Emily. V momenté, kdy se rozhodne pro stabilitu svého
dlouhodobého vztahu, dojde k ndhlému ochladnuti ze strany jeho pritelkyné a sexualnim
problémum. Connie se mu odcizuje, odmita s nim jakykoliv sexualni styk a zdivodiuje to
tim, Ze ji pfipomina jejiho bratra.® Na rozdil od jinych Allenovych dél neni v pfipadé vztahu
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Harolda a Connie tim, kdo pocituje potfebu nenechat se spoutat fungujicim vztahem a jit
dal v momenté¢, kdy dosahne svého cile, muz, nybrz jeho partnerka.

Kdyz Harold nakonec skon¢i v naru¢i mnohem stars$i Emily, tento nerovny vztah
vzbudi zna¢ny odpor u jeho rodi¢l. V souladu se zplsobem, jakym Allen obvykle
prezentuje zidovské rodice, otec i matka se jako reakci na toto sdéleni pokouseji spachat
sebevrazdu skokem z okna svého bytu v desatém patie. Je ironii osudu, ze ve chvili, kdy se
ozeni s Emily a teoreticky se stane pro Connie nevlastnim otcem, za¢ina byt pro ni znovu
sexualn¢ pritazlivy. Jako i jini Allenovi protagonisté, také Harold tedy musi znovu celit
dilematu, zda odolat svodiim a ztistat vérny, ¢i zda podlehnout své touze.

V obou citovanych povidkdch Woody Allen znovu demonstruje, jak neptfedvidatelné
jsou lidské vztahy. Hledani idedlnich partnert se zda byt celozivotnim ukolem, ktery je
malokdy korunovan tspéchem, manzelstvi je instituce svazujici dva ¢asto velmi rozdilné
jedince a partnerska veérnost je pouze relativni. Ackoliv Allenovym postavam rozum
mnohdy radi drzet se zpatky a nevrhat se do milostnych dobrodruzstvi, vasen a potieba
intimity obvykle vitézi.

Vedle povidkovych sbirek, spadajicich pfedev§im do prvniho obdobi jeho tvorby, je
Woody Allen také autorem nékolika divadelnich her. Jiz v jeho prvoting nazvané Nepijte tu
vodu (Don’t Drink the Water, 1966) odehravajici se v Sedesatych letech v nespecifikované
zemi za zeleznou oponou se objevuje postava velvyslancova syna Axela Mageeho. Magee
ma vsechny rysy, které charakterizuji prvotni Allenovu personu — je to smolaf, nesika,
naprosto nezapada do své profese, pro kterou mu chybi patiicné vlohy, a v otazce lasky
a vztahl projevuje pfiznacnou nezkusSenost a plachost.

Hra Nepijte tu vodu vypravi pribéh rodiny neurotického dodavatele jidla z New Jersey,
Waltera Hollandera, kterd je diky nedorozumeéni pronasledovana komunistickou tajnou
policii. Hollanderovi vyhledaji utocisté na americké ambasadé¢, ktera je docasné v rukou
velvyslancova syna Axela, jehoZ plsobeni piedstavuje sérii zmatkll a nepiijemnosti.
Soucasné se snahami nenapadné vyvést Hollanderovy z budovy ambasady a dostat je
zpét do vlasti se Axel postupné sblizuje s jejich dcerou Susan. Zatimco Susan Axel od
pocatku ptitahuje a pomalu se s nim pokousi navazat blizsi kontakt, Axel je spiSe nesmely
a potiebuje provést uskalimi rodiciho se vztahu. Je jasné, Zze v tomto paru je Susan ta
teprve jejim prostiednictvim schlemiel® Axel ztraci néco ze své neSikovnosti a nasledng,
v disledku zmény zaméstnani, najde své misto v zivoté a skryty talent pro aranzovani
jidla.
divadelni hra Zahraj to znovu, Same (Play It Again, Sam) poprvé uvedena na Broadwayi
v roce 1969 a nasledné zfilmovana v roce 1972 v hlavnich rolich s Woody Allenem, ktery
tentokrat vyjimecné sam nereziroval, a Diane Keatonovou.

Hlavni postavou hry je spisovatel a filmovy kritik Allan Felix, ktery prochazi
emocionalni krizi po rozvodu s Nancy, podle vlastnich slov jedinou Zenou, kterou se
mu ,,podaftilo obelstit, aby jej milovala®“ (Allen, Play It Again, Sam 12) a na niZ snazi
se zapomenout prostiednictvim novych vztaht. Allan si ve svych vzpominkach vybavuje
vsechna obvinéni z Ust své byvalé Zeny a znovu proziva okolnosti jejich rozchodu, ktery
vyrazné podkopal jeho sebedivéru a schopnost sblizit se se Zenami. Nancy byla natolik
nespokojena se svym manzelstvim, ze Allanovi oznamila své rozhodnuti opustit jej slovy:
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,»Nemizu to manzelstvi vystat. Neni s tebou zabava. Dusim se s tebou. Nemam s tebou
74dny kontakt a jsi mi protivny fyzicky. Proboha, neber si to osobné!“ (Zantovsky 24)

Allan Felix se pokousi pfekonat minulost a na radu svych nejlepsich pratel, manzela
Lindy a Dicka Christieovych, podniké fadu domluvenych schiizek. Vétsina z téchto schiizek
naslepo vSak konci neslavné, jelikoz Allan ze strachu z odmitnuti neumi byt sdm sebou,
predstira a svym pfilis chlapackym chovanim nebo naopak nulovym sebevédomim zeny
odpuzuje. Allan pfipousti, Ze ani pfed rozvodem nebyl prili§ Gispésny milenec: ,,Nepodival
jsem se na jinou Zenu uz dva roky. Jsem z formy. Byl jsem z formy, uz kdyz jsem byl
ve formé* (Allen, Play It Again, Sam 17). Dési jej také samotna piedstava svadéni: ,,Do
postele! S mym §téstim bych nebyl schopen ji dostat ani na zidli* (Allen, Play It Again,
Sam 19). Po zkuSenosti s byvalou manzelkou mé odpor k intelektudlnim Zenam.

Marion Meadova, autorka knihy The Unruly Life of Woody Allen, vidi spojitost mezi
Allenovou prvni zenou Harlene Rosenovou a postavami byvalych zen v jeho dile, poc¢inaje
Nancy Felixovou:

Woody nikdy nezapomnél, ani Harlene neodpustil. Ona je pravdépodobné vzorem
pro archetyp zeny zbavujici muze muznosti v§ude v jeho filmech: byvala Zena Allana
Felixe Nancy v Zahraj to znovu, Same; byvalé manzelky Alvyho Singera, politicka
aktivistka Alison Portschnickova a ucena intelektualni kariéristka Robin v Annie
Halloveé; ex-manzelka Isaaca Davise, lesbicka autorka paméti, ve filmu Manhattan;
a byvala zena Harryho Blocka, ktera se podoba Sampidnovi v t€zké vaze z nacistic-
kého Némecka, Maxi Schmelingovi, ve filmu Pozor na Harryho. (76)

Pro Allenovu ptedevsim filmovou tvorbu od dob Zahraj to znovu, Same je typické, ze
v okamziku, kdy nam Allen své protagonisty predstavuje, maji za sebou mnohdy jiZ jedno
netspésné manzelstvi, s jehoz krachem se obvykle jen tézce smifuji. Zkrachovalé vztahy
zanechavaji v Allenovych postavach hoikou pachut’ a byvalé manzelky jsou pak casto
pric¢inou neschopnosti Allenova typického protagonisty intimné se sblizit s jinou zenou ¢i
sexualnich potizi.

Dutlezitouroli v celém ptibehu filmu Zahraj to znovu, Same hraje duchovni radce hlavni
postavy, zhmotnély herec Humphrey Bogart, ktery pro Allana Felixe pfedstavuje vse, ¢im
by chtél ve vztahu k Zzendm byt. Milovnik filmt a snilek Allan k bozskému Bogartovi,
jehoz filmova postava je drsny svétak, kterému lezi zeny u nohou, zvlada kazdou situaci
a s néznym pohlavim jedna s pfehledem i mirnou pteziravosti, bezmezn¢ vzhlizi. Allan se
snazi Bogarta kopirovat a schovava své skutecné ja za filmovymi klisé.

Zména nastane, kdyz Allan Felix postupné odhali své city k manzelce svého nejlepsiho
pritele, Lind¢. Linda je zenskou obdobou Allana, s nimz ma mnoho spole¢ného: sdileji
stejné neurdzy a oba jsou beznadéjni hypochondti. Allan si sice uvédomuje, ze vztah s
Lindou by znamenal zradit svého pfitele, na druhou stranu k ni vSak citi silné pouto a v jeji
spolecnosti se citi uvolnény. Védomi, Ze je jejich vztah pouze platonicky, je pro né¢j velmi
osvobozujici.

Navzdory vSem snaham vzajemné city si nepfipoustét Linda s Allanem nakonec
podlehnou kouzlu okamziku a proziji spolu vasnivou noc. Nesmély Allan tak diky Lind¢
ztrati zabrany a podaii se mu také piekonat svij strach ze sexudlniho selhani: ,,Minulou
noc jsem byl skvély! Ani jednou jsem se nemusel posadit a podivat se do manualu® (Allen,
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Play It Again, Sam 87). Podvédom¢ vsak oba milenci tusi, ze jejich dal§imu vztahu stoji
v cest¢ Lindin manzel, kterému nechtéji ublizit. Allan také nabada Lindu, aby si nevy¢itala
svou nevéru: ,,Poslouche;j, stalo se to —nic s tim neud¢las. Stalo se to. Neni to moje chyba.
Neni to tvoje chyba. Fakt je, ze ses citila jako Zena a ja jsem se citil jako muz, a ti tohle
delaji* (Allen, Play It Again, Sam 80).

V konecném dusledku tento roméanek nikomu neublizil, pravé naopak. Linda
si uvédomi, co skute¢né citi ke svému muzi, a Allan se z nesmélého smolafe stane
sebevédomym muzem, ktery jiz nadale nepotiebuje rady svého filmového idolu, aby
dokazal bez zbytené pretvarky jednat se zenami. Bogart je najednou zbytecny; Allan
jej svym jednanim piekonal. Zavér této hry je parodii na slavnou letiStni scénu z filmu
Casablanca z roku 1942. Novy, sebevédoméjsi Allan, ktery jiz nepotiebuje unikat pred
realitou vztahti do svéta filmovych klisé, jesté naposledy odkazuje na svij idol a ukoncuje
vztah s Lindou v duchu Bogartovych hrdint:

Allan: Uvnitf oba vime, ze patiis k Dickovi. Jsi soucasti jeho prace, ktera ho udrzuje
v pohybu. Jestlize tohle letadlo odstartuje a ty nebudes s nim, budes toho lito-
vat. Mozna ne dnes, mozna ne zitra, ale brzy a po zbytek svého zivota.

Linda: To je krasné.

Allan: Je to z Casablancy. Cely Zivot jsem ¢ekal, aZ tohle feknu. (93)

Woody Allen se k tematice vztahli mezi muzi a Zenami a zejména jejich negativnich
aspektd znovu vratil v osmdesatych a devadesatych letech ve tfech jednoaktovkéach nazva-
nych Central Park West (1982), Riverside Drive (1995) a Old Saybrook (1995), pticemz
ob¢ hry z roku 1995 jsou soucasti celku nazvaného Tviirci blok (Writer’s Block). VSechny
tii hry jsou mistné propojené méstem New York a jejich spolenym tématem je nevéra,
kterou Allen ukazuje z riznych pohledu. Jelikoz vsak v té€chto hrach chybi typicky Allentv
protagonista, 1isi se jednoaktovky od predeslych dramatickych pocintit Woodyho Allena
svou formou i pojetim.

Usttednimi postavami hry Central Park West jsou dva manzelské pary stiedniho
veku, jejichz ¢lenové se navzajem podvadéji. V této hife Woody Allen ukazuje nevéru
coby dusledek nespokojenosti a nudy v dlouhodobém dysfunkénim vztahu, kdy spolu
manzelé jiz nejsou schopni komunikovat. Je ironii, Ze jedna z manzelek, psychiatricka
Phyllis, jejiz profesi je naslouchat problémm druhych, pfipousti, ze v jejim manzelstvi
byli ,,dva mluvici lidé, ale zadni posluchaci (Allen, Three One-Act Plays 142). Jako jiz
mnohokrat predtim, i zde Allen pfedstavuje motiv Zeny zbavujici muze jejich muznosti
a jeho Phyllis je pfikladem silné, uspésné a emancipované Zeny, v jejiz spolecnosti se
muzi citi nedocenéni a podtizeni. Stejné jako diive Nancy v Zahraj to znovu, Same, 1 jedna
z postav hry Central Park West ma pocit, Ze jej manzelstvi dusi, Ze se topi, manzelka ni¢i
veskeré jeho nadéje a ze vztahu se ztratila spontannost.

Ve hie Central Park West nevéra nezlstane neprozrazena a ani jeden z cizoloznych
partnerd nakonec nenajde Stésti a novou lasku, kvtili nimz se rozhodl zatratit dosavadni
manzelstvi. Navzdory Sokujicim odhalenim a otevienym citovym vyleviim postav nakonec
vSe zlistava pfi starém a protagonisté nakonec voli jistotu svych ptivodnich vztahti a kajicné
se vraceji ke svym zakonnym partnertim.
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Druhé z uvedenych jednoaktovek fesi otazku, jak se zbavit nepohodIné pritelkyné
a neohrozit své dosavadni manzelstvi. Hlavni protagonista, spisovatel Jim, se citil ve
vztahu zanedbavany a hledal utéchu v naruci jiné zeny, ktera vSak odmita prechodny vztah
ukon¢it. Jim se tak ocita v zoufalé situaci a uvédomuje si, ze at’ uz fekne své zené o svém
milostném dobrodruzstvi saim, nebo se 0 ném dozvi z Ust jeho zhrzené milenky, bude to
znamenat konec jeho manZelstvi. ReSeni nabizi tajemny tulak, ktery navrhuje zbavit se
milenky nasilnou cestou. Jim takovy navrh striktné¢ odmita jako amoralni a protizakonny,
avsak Fred vezme situaci do svych rukou a jedna za Jima.

V této hfe se Woody Allen znovu vraci k motivu dopadu prozrazené nevéry na
manzelstvi, které hlavni postava nema v umyslu opustit. Stejné jako jiz diive jedna
z postav Allenova filmu Zloc¢iny a poklesky (Crimes and Misdemeanors, 1989) Judah
Rosenthal, i Jim Swain musi pfijmout zodpovédnost za sviij poklesek. V obou ptipadech
situaci komplikuje zrazena milenka, ktera nehodla nechat hlavniho protagonistu beztrestné
vyklouznout. Rozdil mezi obéma muzi vsak spociva ve skutecnosti, ze zatimco Judah
dobrovolné zvoli zlo¢in a najme si na svou milenku vraha, Jim takové feSeni resolutné
zavrhne. V kone¢ném dusledku se vSak osud obou muzi pfilis nelisi, jelikoz jak Jim, tak
Judah jsou schopni ptenést se pres tragické dusledky svych mimomanzelskych pomért
a podafi se jim jejich manzelstvi zachréanit.'

Tteti hra, Old Saybrook, jako by svym namétem kopirovala Central Park West a znovu
rozehrava Saradu nevér a jejich vetejného odhaleni. Protagonisty jsou opét manzelské pary,
jejichz ¢lenové spolu udrzuji sexualni vztah. I v posledni ze tfi zminénych jednoaktovek
si Allen prostiednictvim svych postav klade otazku, pro¢ dochazi k nevéram, a dochazi
k zavéru, ze divodem je povétsinou nuda. Slovy jedné z postav: ,,Pro¢ za¢ne manzela
nudit jeho Zena? Protoze se ¢asem velmi dobfe znaji. Vzruseni vyprcha — jsou spolu porad
v jednom domé¢, vidi se navzajem nazi, uz neexistuje zadné tajemstvi, dokonce i jeho
sekretaika nebo sousedka odvedle jsou ted’ pro ngj vice sexy* (Allen, Three One-Act
Plays 111).

Muzi vsak zda se nejsou jedini, kterym v dlouhodobém vztahu néco chybi. Zatimco
manzelovi se zena okouka a zevSedni, manzelka ma Casto pocit, Ze ze vztahu vyprchala
veskera romantika: ,,Co jestlize byl manzel kdysi romanticky, ale postupné zac¢ne brat svou
zenu jako samoziejmost? Vztah, ktery byval plny napaditych, roztomilych ptekvapeni je
nyni pouze spole¢ny zivot, v némz ti dva provozuji sex, ale nemiluji se” (Allen, Three
One-Act Plays 111).

Na rozdil od jeho prvni velmi Gspé$né hry Zahraj to znovu, Same, kde nevéra dvou
hlavnich protagonisti piisobi az romanticky a vyzniva ptiznivé pro vSechny zucastnéné,
Allenovy dalsi hry zabyvajici se vztahy mezi muzi a Zenami nestavi mimomanzelské vztahy
do nikterak pozitivniho svétla. ,,Hfesici” manzelé a manzelky nesou nasledky svych ¢inli
a odhaleni jejich pokleski nici jejich dosavadni vztahy. Allen vSak v tomto pfipadé neni
moralista, ktery by poukazoval na neetické chovani svych postav a kritizoval je za jejich
poklesky, nybrz jej ve skutecnosti zajima dynamika partnerskych vztaht a pficiny, které
vedou k jejich ochladnuti a k nevére.

Paralelné s Allenovou dramatickou tvorbou se motiv nevéry spolu s dal$imi aspekty
partnerskych vztahl objevuje také v jeho rozsahlé filmové tvorbé. Allenovy filmové scénare
se vSak do urcité miry 1isi od jinych jeho dél. Adam Gopnik vnima rozdil mezi Allenovou
Cisté literarni tvorbou a jeho filmy co do vyznamu a zptuisobu zpracovani sexualnich témat
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nasledovné: ,,Ve Woodyho psani mize byt konflikt mezi tim, co fikaji o zivoté knihy a co
o ném fika zivot, ztvarnény pouze jako kritika, hra napadt. Ve filmech byl Allen tento
konflikt schopen ukazat jasnéji jako hru lidi a vasni. Nefest a sexualni touha jsou v jeho
psani kulisou. V jeho filmech se z nich mtze stat hlavni udalost (89—90).

Zatimco v Allenové literarni tvorbé jsou vztahy vesmés pouze implicitni a Casto
predstavuji pouze pozadi pro fabuli ptibehu, v jeho filmové tvorbé se téma vztahti a intimity
skute¢n¢ stava alfou a omegou a postavy se netaji svym zajmem o opacné pohlavi a tim,
jaky vyznam pro n¢ laska a sex maji. [ v otazce zpracovani milostného Zivota Allenovych
filmovych postav plati rozdéleni na jednotlivé faze tvorby, pfiCemz pfistup prvotniho
Allenova protagonisty k sexu i charakter jeho milostnych vztaht se li§i od toho pozdéjsiho.

V prvni polovin¢ sedmdesatych let Woody Allen ztélestioval postavu outsidera, ktery
se marn¢ pokousi v¢lenit do spolecnosti a jehoz milostny zivot se sklada z fady zklamani
a neuspéchl. Alleniv protagonista, posedly touhou po Zené svych snt, se pokousi
nesikovné svadét Zeny, které o néj Casto nejevi sebemensi zajem. Allenovy postavy sice
témét vzdy nakonec dosahnou kyzenych sexualnich uspéchi, ne vsak v disledku svého
Sarmu ¢i povésti sviideti nebo idealnich partnerd; postavam mnohdy nezbyva nez zenu
ziskat trpélivosti ¢i ji presvédcit zaplavou slov.

Jiz v prvni komedii, kterou Woody Allen sam napsal, reziroval a v niz také hral hlavni
roli, Seber prachy a zmiz, ma protagonista Virgil Starkwell potize s laskou. Virgil je prvni
z celé fady Woodyho neuspésnych bezvyznamnych smolaiti; je to mladik od détstvi
predurceny k prohram a nasledn¢ osudem odsouzeny k neslavné draze bankovniho lupice.

Woody Allen zvolil v tomto snimku pseudodokumentarni ptistup, kdy se divak dozvida
o Virgilové Zivot¢ prostifednictvim vypovéedi lidi, kteti jej znali — od byvalé ucitelky, ucitele
hry na cello a rodi¢ti aZ po sousedy nic netusici o jeho skute¢ném povolani. Z nenapadného
mladika Sikanovaného svym okolim se postupné stava v oCich okoli zatvrzely lupi¢, coz
z n¢j paradoxné ¢ini v jistém smyslu celebritu.

Virgil jenesikanejen ve své , kariéie lupice, ale stejné nemotorné ptisobi i jeho milostné
pokusy. V duchu velikan némé grotesky se Virgil pfipravuje na svou schiizku s divkou,
roztrzité pobiha po byté a vytahuje ¢asti obleCeni z téch nejnepravdépodobnéjsich mist,
jako je napiiklad lednice. Vrcholem romantiky a ryzich citdl je pro ,,zavilého zloCince™
Virgila fakt, Ze se v pfitomnosti zeny svych sntt vzdal myslenky ukrast jeji kabelku. Pies
svou pon¢kud drsnou poveést zlo¢ince je Virgil ve své podstaté nesmeély a nezkuseny ¢lovek
pusobici natolik konzervativné, Ze se jej psychiatr pta, zda povazuje sex za obscénni, aby
si sam odpovedél, Ze ,,je, kdyz ho délate spravne (Take the Money and Run).

V duchu snimku Seber prachy a zmiz nasledovalo v prvni poloviné sedmdesatych let
jesté nékolik filma s typoveé pribuznymi protagonisty — Bandni (Bananas, 1971), Spac
(Sleeper, 1973) a Ldska a smrt (Love and Death, 1975). Ve vSech téchto snimcich se Allen
zameértuje predevsim na télesnou stranku vztahti mezi muzi a zenami a piedstavuje sex jako
nedilnou soucast zivota svych postav, ktera v zadném ptripadé nema byt spoleCenskym
tabu, nybrz se naopak v jeho pojeti stava témert véci vefejnou.

Allen jde dokonce tak daleko, ze milostny akt stavi na uroven frasky a Casto také
¢ehosi zcela mechanického. Napiiklad hlavni postava filmu Bandni, Fielding Mellish, je
typicky nenapadny ¢lovek, smolaf a neSika a jediny muz ve firmé, jehoz milostné navrhy
odmitne i ta nejsvolnéjsi kolegyné. Souhrou nahod se Mellish dostava do viru revoluce
ve fiktivni jihoamerické zemi¢ce San Marcos a teprve nove ziskana politicka moc a zdani
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uspéchu a rebelstvi mu dodaji na sexappealu a pomohou mu dobyt srdce jeho vytouzené,
politicky angazované Nancy, kterd nakonec svoli ke siatku s nim, ackoliv ji ve vztahu
stale ,,néco chybi” (Bananas). V piipad¢ protagonistii tohoto snimku Ize tedy jen stézi
hovotit o skute¢né lasce, nybrz se zde jedna spiSe o kompromis.

Vrcholem odosobnéni sexu je zavérecnd scéna ,naplnéni® manzelstvi, kdy maji
divaci moznost v pifimém pienosu shlédnout svatebni noc novomanzeli Fieldinga
a Nancy Mellishovych véetné profesionalniho komentatre v podani zndmého sportovniho
komentatora Howarda Cosella. Intimni zazitek je zde ptirovnan k zapasu v boxu, kdy oba
partnefi prochazeji ptipravou, soustiedi se na samotny vykon a vzapéti poskytuji rozhovor
o pribéhu vzajemného ,,utkani* na poli sexu.

Podobné abstraktni sex jako Fielding Mellish proziva také protagonista filmu Spdac,
Miles Monroe, ktery se po banalni operaci probudi z umélého spanku v daleké budoucnosti.
Jako mnoho dalsich Allenovych postav, také on véti v zivoté v ,,[s]ex a smrt. Ty jsou
jednou za zivot. Ale po smrti ti aspon neni nevolno® (Sleeper).

Miles ke svému piekvapeni zjistuje, Ze moderni totalitni spolecnost zije v souladu
s mnoha pravidly a sex provozuje vefejné prostfednictvim pfistroje zvaného orgasmitron.
Tento vynalez, ktery je soucasti vybaveni mnoha domacnosti, predstavuje kabinu, v niz
Cloveék béhem nékolika vtefin dosdhne uspokojeni, aniz by doslo ke skute¢nému sexualnimu
styku. Sex jiz tedy nema charakter jedine¢ného spontanniho intimniho fyzického prozitku,
ktery vyzaduje partnera, nybrz ¢ehosi planovaného a technicky dokonalého.

Neni ptekvapenim, ze Milestv zensky protéjsek, autorka blahoptejnych textti a radoby
intelektualka s titulem z kosmetiky, sexualni techniky a poezie a doktoratem z oralniho
sexu, Luna, lituje, Ze na vecirku nedoslo na sex, jelikoz ptislo malo lidi. Jakkoliv podivna
se tato situace muze zdat, ve svété budoucnosti neni misto pro vztahy ¢i skutecny intimni
kontakt. Ostatné, vétsina populace fyzicky sex s partnerem ke svému Zivotu ani nepotiebuje,
protoze je az na vyjimky frigidni. Pesimisticky vyzniva také Lunino piesvédceni, Ze
,»[1]idské vztahy nevydrzi, jak dokazala véda. Chemikalie zptisobuji, Ze si jdeme na nervy*
(Sleeper).

Tieti ze snimki tfadici se do prvni faze Allenovy filmové tvorby, Ldska a smrt, sice
podle nazvu slibuje city a vztahy, avsak i zde se jedna spiSe o jejich fyzickou stranku
nez o skutecné emocionalni prozitky. Fabule filmu je zasazena do carského Ruska, kde
na pozadi napoleonskych valek mladik Boris marné touzi po své krasné a filozofujici
sestfenici Sonje. Ackoliv se Sonja povazuje za romantickou dusi a neustale prohlasuje, ze
touzi po muzi, ktery by byl zosobnénim jejich piedstav a spojoval tii dulezité tvare lasky —
intelektualni, duchovni i smyslnou (Love and Death), nic ji nebrani opakované zrazovat
svij ideal, provdat se bez lasky a vrhat se do fady sexualnich dobrodruzstvi.

Ackoliv Sonja Borise nemiluje a netaji se svou slabosti pro jeho muzného, ale
prostoduchého bratra Ivana (ten vSak jiz na prvni pohled odporuje idealu lasky, ktery Sonja
tak vasnivé deklarovala), nakonec ptfece jen souhlasi se snatkem, jelikoz nevéii v jeho
dlouhé trvani. Borise totiz ¢eka souboj s mnohem zkuseng¢jsim soupetem. Kdyz vsak Boris
oproti v§eobecnému o¢ekavani zvitézi, Sonje nezbyva, nez splnit svijj slib a provdat se za
n¢j. [ v tomto piipadé je tedy snatek kompromisem a chybi v ném hlubsi city.

Jejich vztah je zprvu jednostranny a Sonja se k Borisovi chova chladné a odmitavé.
Teprve postupem ¢asu zméni svilj postoj, opétuje Borisovy city a umi si predstavit $st’astny
rodinny Zivot po jeho boku. Jako i jiné Allenovy postavy, v momenté, kdy dosahne splnéni
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svych snil, propada Boris depresi a rozhodne se pro sebevrazdu. S pomoci Sonji se vSak
podafi krizi zazehnat a mladi manzelé k sob¢ najdou cestu. Allentiv Boris je dalsi z postayv,
které ziskaji zenu svého srdce nikoliv hrdinstvim a sex-appealem, nybrz vytrvalosti,
odhodlanim a vyfecnosti. Boris je sympaticky smolaf a zbabélec, ktery nakonec uspéje
alespon v lasce.

Do prvni poloviny sedmdesatych let spada také film, v némz sex a jeho nejriznéjsi
podoby hraji hlavni roli. V roce 1972 nato¢il Woody Allen snimek Vsechno, co jste kdy
chteli vedet o sexu, ale bali jste se zeptat (Everything You Always Wanted to Know
about Sex ...but were afraid to ask), ktery paroduje popularni knihu dr. Davida Reubena
sestavenou z otazek a odpovédi na téma sex a sexualni uchylky. Reuben vyuzil zdjmu
vefejnosti o sexuologii a vytvofil popularné-nau¢nou ptirucku o sexu a jeho riznych
podobach. Allen se drzel nazvi jednotlivych kapitol a vytvotil vlastni, nevédeckou verzi
toho, pro¢ k danym jeviim dochazi. Film je tvoien sedmi povidkami, z nichz kazda se
zameétuje na jeden konkrétni aspekt sexu, pficemz ve vétsiné piipadl se jedna o patologické
jevy. Allenova typicka persona se objevuje predevsim ve tiech povidkach, v nichz Woody
Allen také hraje hlavni roli.

V prvni povidce nazvané ,,Funguji afrodiziaka?“ (Do Aphrodisiacs Work?) je Allen
vérny charakterovému typu, ktery predstavoval ve svych klubovych vystoupenich.
Allenova postava je zde Sasek na stfedovékém kralovském dvote, ktery vasnive touzi
po kralovné. Jako spravny smolaf musi Sasek pii nemotorném dobyvani Zeny svych snil
a uspokojeni svych potieb celit fadé prekazek, aby byl nakonec odhalen samotnym kralem
a ke své prislovecné smiile popraven za zneucténi kralovny, k némuz ve skutecnosti viibec
nedoslo.

Druhy z ptibéhi v hlavni roli s Woody Allenem je reakci na vinu italské kinematografie
Sedesatych let 20. stoleti reprezentovanou tvirci jako Fellini ¢i Antonioni. Woodyho
postava je tentokrat ponékud netypicky blazeovany Ital, muz, ktery nema problémy ziskat
sympatie zen a povazuje se za dobrého milence. Tento ,hiebec” nesnese prohru a za
kazdou cenu se pokousi sexualné uspokojit svou ptitelkyni, coz se mu nedaii ani s pomoci
dobfe minénych rad jeho okoli. Svou roli hraje v této povidce také jazyk, kterym postavy
hovoii a ktery jesté dokresluje Allenovu image sviidce a milacka zen.

Pravdépodobné nejznaméjsi z Allenovych postav obsazenych ve snimku Vsechno, co
Jste chteli vedet o sexu, ale badli jste se zeptat je jeho spermie prozivajici napéti i izkost
predchazejici ejakulaci. Spermie zde zosobnuje lidské vlastnosti, pochybuje o ucelu
a zdaru své ,,mise‘ a zabyva se otdzkou zivota a smrti tvari v tvai sexualnimu aktu. Povidka
pfiznacné nazvana ,,Co se dé€je pti ejakulaci?* (What Happens During Ejaculation?) tak
ukazuje sex jako mechanicky a slozité fizeny proces, v némz kazda buiika ma svou pfesnou
funkci a uspéch celé akce zavisi na dokonalé spolupraci vSech ¢asti lidského organismu.

V pasazi vénované tomuto snimku Maurice Yacowar ve své knize tvrdi, Ze ,,¢lovéku je
prostiednictvim spole¢ensky vnuceného pocitu hanby branéno uzivat si pozitki animalni
sexuality a jeho instinktivni zivot je omezovan nesmélosti, jiz jsou zvifata nastésti prosta“
(137). Allenovo Vsechno, co jste chteli védet o sexu, ale bali jste se zeptat v tomto ohledu
boii veskera tabu a dotyka se témat, kterd nejsou bézné povazovana za spoleCensky
prijatelna. Allen prezentuje jednotlivé tabuizované stranky lidské sexuality s nadhledem
a jejich ztvarnéni zbavuje filmové situace sexualniho napéti.
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V souvislosti s timto povidkovym filmem vSak byl Allen také casto obviiovan
z nedostatku vkusu, ktery se projevil ve zptisobu zpracovani nékterych prezentovanych
sexualnich uchylek. Kritici se také mnohdy shodli na tom, ze v nékterych castech
tohoto filmu zcela chybi kvalitni Allenttv humor. Michael Zantovsky, piekladatel celé
fady Allenovych povidek, tak naptiklad vidi nedostatky tohoto filmu ve skutecnosti, ze
,paroduje ne vaznou véc, nybrz anachronicky plsobici pfirucku, kterd je sama o sobé
smesnd* (57).

Vsechny predchozi snimky spojuje absence skutecnych citii. Postavy se vétSinou
omezuji na uspokojeni svym potieb, sex pro né neni vyrazem intimity a vzajemné
naklonnosti. Na poc¢atku své filmové tvorby se Allen jesté nepokousi hloub¢ji analyzovat
psychologii vztahli mezi dvéma pohlavimi, av§ak jde mu predevsim o dosazeni komickych
efektd, k cemuz ptispiva také povaha milostného snazeni jeho postav.

Druha polovina sedmdesatych let vSak odstartovala novou etapu Allenovy tvorby —
film Annie Hallova z roku 1977 znamenal vyraznou zménu Allenova dosavadniho
charakteristického autorského rukopisu a predstavil novy druh protagonisty, ktery jiz
v pfitomnosti Zeny jen zmatené nekokta a jehoz milostny Zivot nepfedstavuje pouze sérii
trapast. Tato nova persona fesi zavazné otazky své existence, problémy vztahu k opacnému
pohlavi a v lasce hleda dokonalost.

Hlavnim protagonistou filmu Annie Hallova je Ctyticatnik Alvy Singer, jehoZ Zivotni
filozofii a postoj ke vztahiim se Zenami vystizn¢ shrnuji dva vtipy, které Alvy vypravi.
Prvni z nich vychazi ze slavného vyroku Allenova idolu, Groucha Marxe: ,,Nechci patfit
do klubu, kam by mé vzali“ (4dnnie Hall). Jak Alvy sam tvrdi, tento vtip vystihuje jeho
vztah k Zenam, pfiemz zaroven demonstruje, ze Alvy podvédomé bojkotuje vztahy se
zenami, které by o n¢j mély zajem a s nimiz by hrozilo nebezpeci dlouhodobéjsiho zavazku,
a naopak se pokousi o nemozné tam, kde je jen mala $ance na uspéch. Alvyho vztahy
jsou zcela v souladu s jeho Zivotnim pesimismem, fascinaci pocitem marnosti a strachem
ze smrti. Alvy je typicky anhedonik'!, citi se vykofenény a netaji se svou slabosti pro
nevhodné Zeny: ,,Vzdycky jsem letél na nevhodné Zeny. Na Snéhurce jsem se zabouchl do
kralovny* (Annie Hall).

Druhy vtip dokazuje, ze jakkoliv zoufalé a nepochopitelné partnerské vztahy mohou
byt, neda se beznich zit: ,,Pan si sté¢zuje 1€kati: ,Bratr véri, ze je slepice.” — ,Dejte ho zaviit.”—
,Ale ja potiebuju vejce.” Takové jsou lidské vztahy. Iraciondlni, blaznivé a absurdni. Ale
poustime se do nich. Potfebujeme ta vejce* (Annie Hall).

Alvy Singer je dvakrat rozvedeny newyorsky komik, ktery vypravi historii svého
vztahu s Annie a s litosti si uvédomuje, Ze se nic z jeho vzpominek nemtize vratit. Alvy je
komplikovany ¢lovek, ktery na jednu stranu odmita prilis intelektudlni svét reprezentovany
naptiklad byvalou zenou Robin a jejimi sofistikovanymi piateli, na druhou stranu vSak sam
sebe rad stavi do pozice Cloveka, ktery miize ovliviiovat vkus a nazory druhych. Od Zeny
ocekava naplnéni svych potreb véetné pravidelného vasnivého sexu, jehoz prostrednictvim,
podle slov byvalé zeny Robin, vyjadiuje své neptatelstvi.

V ur¢itém bod¢ vztahu s osudovou zenou svého zivota Annie i Alvy citi, Ze néco
neni v potradku, ze se mezi nimi prohlubuje propast a dochazi ke stale vétSim rozporim
a sexualnim potizim. Annie obviiiuje Alvyho ze sobectvi, kviili némuz si nedokaze ptipustit
vlastni chyby a uznat sviij podil na partnerskych neshodach, zatimco on jen tézce nese jeji
sexualni odtazitost a nove ziskanou nazorovou nezavislost. Ani jeden z nich vSak nema
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odvahu jejich pomér oficialné ukoncit ze strachu, jak to ten druhy ptijme. Woody Allen
v tomto filmu opakované pouziva metodu vnitinich monologl a rozdéleny zabér, které
jesté vice prohloubi a zdirazni rozdily a odcizeni obou partnerti:

Annie (v duchu): Zboziiuju Alvyho, ale nas vztah je k nicemu.

Alvy (v duchu): Vecer se zase bude cukat. Mam to zapotiebi?

Annie (v duchu): Rozesla bych se s nim, ale zranila bych ho.

Alvy (v duchu): Af se odstéhuje! Reknu ji to rovnou.

Annie (nahlas): Nas vztah za moc nestoji.

Alvy (nahlas):  Vztah je jako zralok. Nehybe-li se, zahyne. A ndm zralok posel.
(Annie Hall)

Ve filmu Annie Hallovad se také poprvé objevuje schéma, které se mélo na dlouhou
dobu stat typickym pro Allenovy muzské postavy — variace na téma antické povésti o
sochaii Pygmalionovi, ktery se zamiloval do vlastniho vytvoru ptedstavujiciho idealni
zenu. V Allenové pojeti postavy navazuji vztahy, v nichzZ je Zena intelektudln€ i emoc¢né
zé&visla na svém partnerovi, je jakymsi jeho vytvorem. Americky profesor filozofie Sander
Lee se domniva, Ze ,,v tom nejhanlivéjSim smyslu jsou tyto vztahy formou prostituce,
jelikoz kazdy z partnerd vyméni cokoliv, co mize nabidnout, za néco jiného. Muz obvykle
poskytuje zené vzdelani a emocionalni podporu, za coz dostava spolecnost, péci a sex...
(190). Zatimco v ptipade prostituce se vsak jedna Cist¢ o vidinu zisku, vétSina zenskych
protagonistek nevstupuje do vztahu se svymi star§imi a zkuSenéj$imi partnery pouze ze
sobeckych divoda.

Prototypem novodobého Pygmaliona je bezpochyby Alvy Singer, ktery se pokousi
vymodelovat svou idealni Galateu z Annie Hallové. Jako v celé fad¢ nasledujicich filmu
jeiv tomto piipadé muz, tedy Alvy, star$i nez jeho partnerka, povazuje se za intelektualné
nadfazeného a vyhrazuje si pravo mladsi a nezkusené zen¢ (Annie) diktovat, co je spravné
a co ne. Alvy se pokousi svou partnerku formovat prosttednictvim peclivé zvolenych knih,
z nichz vSechny néjak souviseji s tématem hledani smyslu Zivota a hrozbou smrti, navstév
filmovych ptredstaveni i podporou napadu zacit navstévovat vecerni kursy na univerzite.

Jako spravna Galatea, Annie vstupuje do vztahu s Alvym jako nevyhranéna osobnost
bez vétsich intelektudlnich ambici a je oteviena novym podnétim a zkuSenostem. Alvy
si je pln€¢ védom moci, kterou nad svou partnerkou ma, a proto tézce nese jeji postupné
ziskanou samostatnost. Jeho piistup se také nahle dramaticky zméni: zacCne zarlit na
vSechny, kteti ohrozuji jeho vyhradni pozici pevné autority, radce a ucitele, a nechce, aby
Annie pokracovala ve svém vzdélavani.

Je pouze otazkou cCasu, kdy se Annie stane natolik sebevédomou, aby si uvédomila,
ze ji stavajici vztah nadale nevyhovuje, dusi ji a Alvyho mentorsky piistup ji omezuje.
V momente, kdy si to pfipusti, je Galatea-Annie pfipravena odpoutat se od svého
»stvoritele* a posunout se v zivoté dale. Jeji odmitnuti dosavadniho zplisobu zivota je navic
korunovano rozhodnutim odstéhovat se z Alvyho temné intelektudlniho New Yorku do
pozitkaiského Los Angeles. Tento krok predstavuje definitivni tecku za vztahem s Alvym
a Annie se jeho prostfednictvim ziika v§eho, co ji k nému poutalo.

Alvy naopak zjist'uje, Ze zivot bez Annie je prazdny, Ze s ni odesla i ¢ast jeho samotného
a jiné Zeny se ji nemohou vyrovnat Ve své snaze ziskat svou Galateu zpét Alvy dokonce
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podnikne zoufalou cestu do Los Angeles, aby na vlastni o¢i vidél, ze nova Annie jiz davno
piekonala svého ucitele, stala se nezavislou, uspésnou a na rozdil od n¢j také psychicky
vyrovnanou a uvolnénou. V tuto chvili Alvy Annie definitivné ztraci a zbyvaji mu pouze
vzpominky a konstatovani, ze Annie ,,je skvéla a jsem rad, ze ji znam* (Annie Hall).

Alvy vsak muze citit jakési uspokojeni, kdyZ je po né¢jakém case svédkem toho, jak
Annie (v tu dobu jiz opét natrvalo zpét v New Yorku) doslova vlece svého nového pfitele
na promitani snimku, ktery byl kdysi Alvyho oblibeny. Annie se pfece jen Uiplné nezbavila
jeho vlivu a hrou osudu je nyni v pozici té, ktera vychovava, poucuje a diktuje vkus svého
partnera, pro né€jz se stava zenskym Pygmalionem.

Jak jiz bylo feceno, téma vztahl mezi dvéma lidmi, v némz je Zena zavisla na svém
partnerovi, ktery ji intelektualné vede a poskytuje ji emocionalni jistotu, se od vzniku
Annie Hallové objevilo v Allenovych filmech jesté mnohokrat. V dalSich snimcich sice
tento pygmalionovsky model nestoji natolik v centru pozornosti a nehraje tak dulezitou
roli pro charakter vztahl jako v pripadé Alvyho a Annie, pfesto vSak ovliviiuje chovani
postav a svym zpisobem determinuje jejich milostny zivot.

Dvaroky pouvedeni Annie Hallové nato¢il Woody Allen dal$i snimek, vnémz hlavniroli
hraji partnerské vztahy, Manhattan. Protagonistou tohoto pfibéhu je newyorsky spisovatel
Isaac (Ike) Davis, ktery proziva vztah s mladi¢kou Tracy. Isaac je opét Ctyficatnik, ktery
se ve skutecnosti boji hlubsich citli a zavazkd a pouziva velky vékovy rozdil mezi nim
a Tracy jako vymluvu a zdivodnéni, pro¢ by takovy vztah nemohl dlouhodobé fungovat.

Ani Isaactiv milostny zivot pied Tracy nebyl nijak triumfalni, coz potvrzuji jeho
sebehodnoceni jako ¢loveéka, ktery ,,nikdy nemél delsi vztah nez Hitler s Evou Braunovou*
(Manhattan),'* a v otazce partnerského souziti vitéze ceny Augusta Strindberga.'® Silnou
ranu jeho muzstvi navic zasadila jeho byvala bisexualni manzelka, ktera jej opustila
kvili jiné zen¢ a ke vSemu se rozhodla vydat knihu o svém manzelstvi s nim a o jeho
vystiednostech. O to piekvapivéjsi je skutecnost, ze ackoliv mu vztah s Tracy poskytuje
v§e, co by si mohl ptat, Ike si nepfipousti, Ze by pro néj jeho pritelkyné mohla predstavovat
stalé partnerské souziti a ne pouze kratkodobou aférku, ktera brzy skon¢i jejim odchodem.

Ike se schovava za patetické feCi a vlastni nejistotu a obavy maskuje jako starost
o dobro Tracy: ,,Neunahluj se! Je to sice bajecny... Mame se bezvadné, ale jsi moc mlada.
Ty jesté potkas muzi. Uzij si mého humoru, uizasné sexualni techniky, ale pamatuj, ze Zivot
mas pred sebou...Pfece se neupnes na jednoho. Ma to sice kouzlo, erotiku, ale s ni¢im
nepocitej. Ja jsem jen odbocka na dalnici zivota® (Manhattan). Ackoliv je lke s Tracy
spokojeny a miize s ni byt sdm sebou, ohlizi se navic také na minéni okoli, jez se na jeho
vztah s divkou, kterd jeste stale déla domaci ukoly, diva Casto s despektem ¢i posméchem.

Podle Sandera Leeho je ,,ustfednim moralnim konfliktem filmu: Je lepsi d¢€lat to, co
je spravné, at’ se to druhym jevi jakkoliv, nebo je lepsi dé€lat to, co vypada dobte, ale je
nakonec pokrytecké?* (87) Isaac je ve své podstaté pokrytec, ktery nakonec pod tlakem
minéni svého okoli nepfili$ §tastné zvoli druhou z moznosti a dobrovolné se tak zbavuje
uptimnych citl ve prospéch hektického avSak veékoveé vyvazeného a tudiz pro spolecnost
zdanlive ptijatelnéjSiho erotického dobrodruzstvi.

Na rozdil od n¢j je Isaacova ptivodni pritelkyné, ackoliv teprve sedmnéctileta, v jejich
vztahu ta zralejsi a piipravenéjsi pro partnerstvi. Netfesi budoucnost a ned¢€la si starosti
s reakci okoli na svilj v€koveé nevyvazeny pomér. Odmita Isaacova tvrzeni, ze se v jejim
pripadé jedna pouze o poblaznéni, a vidi vse jasné€ a jednoduse: ,,Ja t¢ miluju...Bavi nas to
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spolu. Sdilim tvé zajmy. V posteli nam to jde* (Manhattan). Pro Tracy neexistuji divody,
pro¢ pochybovat o svych citech a neuzivat si veho, co ji pomér s Ikem nabizi.

Vztah s Tracy je ohrozen v okamziku, kdy Isaac poznava radoby intelektualskou
»takovou nervozni, nervni...* (Manhattan) novinarku Mary, milenku svého nejlepsiho
pritele Yalea. Ackoliv Mary Isaaca zprvu spise odpuzuje, ptipada mu afektovand a neupiimna
a jeji postiehy jej irituji, postupné se s ni sblizuje a podléha jejimu neurotickému chovani.
V momente, kdy se citové zanedbavana Mary rozejde se svym Zenatym milencem, nic
nebrani jejimu vztahu s Ikem, ktery se nevaha kvuli ni rozejit s Tracy.

Allen vytvoftil postavu Mary jako ptimy protiklad mladé Tracy, ktera pedstavuje Cistotu
a nezatizenost minulosti ¢i vnimanim sebe sama ze strany okoli. Tracy je zosobnénim
nevinnosti, po niz Allenova persona ve vztahu k zenam prahne. Isaac Davis si vSak
nanes$tésti neuvédomuje, Ze ve své mladé pritelkyni nalezl vSe, co u Zen hleda. Zatimco
Tracy jedna instinktivng, nijak nekalkuluje a do vztahu s Ikem vklada celé své srdce, Mary
predstira, Ze je uspésna a vzdélana. Pod slupkou vyrovnané intelektualky se vSak skryva
neuroticka zena, zijici ve vzpominkach na nedostizného byvalého manzela, ktery ji, stejné
jako naptiklad Alvy Annie, ,,stvofil“. V jejich o€ich je byvaly manzel Jeremiah téméf bih,
arbitr dobrého vkusu, génius a nepiekonatelny milenec, v jehoz stinu Zila a bez néjz se citi
ztracena.

Zda se, ze Mary ma celkové slabost pro ty nespravné muze, jelikoz ani jeji prevazné
sexualni vztah s Isaacovym pfitelem Yalem nikam nevedl: ,,Nesta¢i obéti? Musi to byt
sex? Co vielost a duchovno?“ (Manhattan) Mary od svého milence o¢ekavala vice, nez
ji on mohl a chté¢l dat, propadala pocitim ménécennosti a potiebovala nékoho, kdo by se
ji vénoval. Tim nékym se mél stat Isaac: ,,JJsem krasna a chytra! Tohle si nezaslouzim...
Jsem krasna, mlada, inteligentni... Akorat jsem Uplné rozesrana. K ¢emu mi tohle je?*
(Manhattan)

Jelikoz se Ike od poc¢atku vyhybal jakymkoliv zavazktim a slibiim vici Tracy, necini
mu potize vymenit ji za star$i a zkuSenéj$i Mary, ktera by se k nému méla teoreticky
vice hodit. I v okamziku rozchodu se Tracy chovd mnohem dospéleji, neztropi scénu,
nevyhrozuje, pouze tiSe place a ujistuje Isaaca o upfimnosti svych citll, coz se vSak mine
ucinkem.

Isaaciv novy vztah s Mary se vyrazné li§i od toho s Tracy — ackoliv si zpoc¢atku
rozuméji a prozivaji spokojené okamziky, Mary ma daleko do klidné a vérné Tracy. Ke
svému piekvapeni Ike brzy zjisti, Ze byl pouze pfechodnou epizodou a jeho nova pfitelkyné
se za jeho zady opét potaji schazi se svym byvalym milencem, jehoZ sexualnimu naléhani
zjevné nedokaze odolat. Mary je z t€ch Zen, které potfebuji byt vyuzivany silngjsimi muzi,
potfebuje byt zavisla a citit nadfazenost svého partnera — predstavuje Galateu, kterou
opustil jeji Pygmalion a nechal ji na pospas jejim vlastnim neur6zam a obavam.

Teprve kdyz Ike odhali Maryinu zradu, vraci se pokorné¢ zpét k Tracy, ktera vsak
mezitim (Caste¢n¢ také v disledku své zkuSenosti ze vztahu s nim) jesté vice dospéla
arozhodla se jit vlastni cestou. Az nyni si Ike také uvédomuje, co pro n¢j Tracy znamenala.
Kdyz se pokousi sestavit seznam véci, které davaji zivotu smysl, vedle Allenova idolu,
Groucha Marxe, baseballového mistra Williecho Mayse, druhé véty Jupiterovy symfonie,
nahravky Potatohead Blues Louise Armstronga, Svédskych filmu, Flaubertovy Citové
vychovy, Marlona Branda, Franka Sinatry, uzasnych jablek a hrusek od Cézanna a krabt
u Sama Wo se mu vybavi také Tracyin oblice;j.
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I'vtomto vztahu star§iho muze a velmi mladé Zeny se objevuji motivy pygmalionovského
modelu, pfesto vSak Tracy neni typickou Galateou. Pies sviij nizky vék neni zcela zavisla
na svém zkuseng¢jSim pfiteli, ma vlastni emocionalni zivot, postoje a nazory. Neni to ona,
kdo vyuzije svého partnera a v ptihodnou chvili jde za svym cilem v podobé¢ dal$iho vztahu.
Navzdory rozchodu s Ikem a Tracyiné rozhodnuti studovat v cizing, k némuz ji sam Isaac
kdysi premlouval, aby si uvolnil ruce ke vztahu s Mary, zlstava Sance, Ze se oba milenci
jednou znovu daji dohromady, protoze, jak Tracy uklidhuje Isaaca ,,co to [Sest mésict] je,
kdyz se mame radi? ...Kazdy se nezkazi. Musi$ lidem trochu vétit* (Manhattan).

Ve snimku Manhattan Woody Allen stavi do kontrastu Cisty a upiimny vztah a pomér
zalozeny na fyzické pfitazlivosti a vasni, ktery nakonec konci zradou. Clanek ,,Woody
Allen dospél“ (Woody Allen Comes of Age) uvetejnény v roce 1979 v Casopise Time
charakterizuje tuto Allenovu love-story nasledovné: ,,Isaac Davis ma své potize se Zenami,
ale sam sebe prezentuje jako muze, ktery ,nikdy nemél problém najit si zenu.” Ustfednim
bodem tohoto filmu je jeho vztah s dospivajici divkou, ktery je odvazné prezentovan
idealisticky...Tytam jsou také jeho [Allenovy] vtipy o zanedbaném détstvi v Brooklynu.
Jak se zda, Isaac Davis vstiebal sviij diivéjsi zivot; soucasnost je dostate¢né deprimujici,
aby se s ni snazil vyrovnat“ (,, Woody Allen Comes of Age®).

Allentiv pistup ke vztahtim se ve filmu Manhattan 1i$i — na rozdil od svého slavného
ptedchidce Alvyho Singera z filmu Annie Hallovd, kterému nezbyva nez nostalgicky
vzpominat na piijemné okamziky s Annie, pfipomenout si klicové momenty svého tak
dualezitého vztahu a najit souvislosti mezi svym milostnym zZivotem a vlastni minulosti,
se Isaac Davis pokousi vyrovnat se svou soucasnou situaci. Zatimco pro Alvyho vsak jiz
neexistuje moznost cokoliv vratit zpét, Isaac, ktery si nakonec piece jen uvédomil své
priority, dostal ve vztahu druhou Sanci.

Dal$im vyznamnym snimkem, v némz se objevuje schéma muz-mentor a jeho
pritelkyné-dychtiva zakyné, je ptibéh mapujici vztahy clent jedné rodiny nazvany Hana
a jeji sestry. V tomto piipadé se jedna o dvojici malif Frederick a jeho partnerka Lee.
Zatimco anhedonik Frederick, podobné jako Alvy Singer, neni schopen se naplno radovat
ze zivota a neustale se zabyva svymi chmurnymi myslenkami, Lee se podoba Annie v tom
ohledu, ze ani ona neni vyhranénou osobnosti. Byvala alkoholicka Lee teprve hleda své
misto v zivoté, potiebuje podporu a pocit, Ze se ubira spravnym smérem.

Také v tomto ptibehu nastane partnerska krize, v jejimz dusledku jsou ohrozeny
zajmy Pygmaliona-Fredericka. Ke svému ¢astecnému uspokojeni Lee zjistuje, Ze je ji
zcela fascinovan manzel jeji sestry Hany, Elliot, ktery pfi jejim svadéni postupuje podobné
jako kdysi Frederick. I on ma touhu stat se jejim mentorem a zahrnuje ji poezii a hudbou
podle svého vkusu. Lee se vlivu a touze svého nového obdivovatele piilis nebrani a je jen
otazkou cCasu, kdy zradi svou nic netus$ici sestru a da souhlas k vasnivému romanku se
svym Svagrem.

V Elliotové piipadé opét funguje komplex muze zijicitho ve stinu Gspé$né a vSemi
obdivované zeny. Jeho manzelka Hana je skvéla matka, ktera zaroven triumfuje i na
poli kariéry, kdyz se ji po letech stravenych péci o rodinu a domacnost podaii navrat na
divadelni prkna. Elliot ma vedle své Zeny pocit, Ze jej nepotiebuje, a hleda obdiv a zajem
u bezbranné pisobici a snadno ovlivnitelné Lee, k niz jej poutd predevsim silna télesna
pritazlivost. Elliot chce byt potfebovan, zatimco jeho Zena pouze nesobecky dava, aniz by
ocekavala cokoliv na oplatku.
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Jesté diive nez Lee si uvédomuje, co se mezi ni a Elliotem dé&je, sam Frederick,
jenz prohlédne Elliotovy snahy pievzit jeho roli: ,,Byvalas se mnou §tastna. Chtéla ses
ode mne ucit. To uz jsem t¢ naucil vSechno?* (Hannah and Her Sisters) To, co Lee
kdysi na Frederickovi imponovalo, ji najednou ptipada omezujici a chce se vymanit ze
svého dosavadniho zplsobu Zzivota. Nasledujici konverzace ptesné vystihuje podstatu
a nevyhnutelny osud vétsiny pygmalionovskych vztahd, jak je Woody Allen ve svém dile
prezentuje:

Lee: UZ to nesnesu.

Frederick: Chci dokoncit tvé vzdélani.

Lee: UZ nejsem tva zacka.

Frederick: Jednou ve svété obstojis.

Lee: Tohle se musi zménit.

Frederick: Co?

Lee: Vis, ze se dusim!...

Frederick: Ve&dél jsem, ze odejdes. Musi to byt ted™?

Lee: Mozna jen na ¢as. Musim to zkusit.

Frederick: Jsi cely muj svét! ... Spojujes me se svétem.

Lee: To je moc velka zodpovédnost! Chei jednodussi zivot. Rodinu, nez bude
pozdé. Ani nevim, co chci. Co ze mé viibec mas? O sex uz nejde. A ve
vSem jsi lepsi. ..

Frederick: Véde¢l jsem, ze odejdes s nékym mladSim. (Hannah and Her Sisters)

Lee neni zdaleka prvni z Allenovych Zenskych postav, kterd v souvislosti se svym
vztahem pouziva vyrazy jako ,,uz to nesnesu‘ ¢i ,,dusim se.“ Pod vlivem svého nového
romanku se rozhodne ukoncit svlij dosavadni vztah a vzdat se role Frederickovy Galatey.
Ani nové $tésti s Elliotem vSak nema trvat dlouho, jelikoZ i jeho Lee na své cesté za samo-
statnosti opusti. Neni ndhodou, Ze ani jeji novy a snad na dlouhou dobu posledni partner,
ucitel z kursa, které (podobn¢ jako Annie Hallova) navstévovala, pfedstavuje urcitou inte-
lektualni autoritu. Stejné jako zenské protagonistky jinych Allenovych d¢l, i Lee potiebuje
vedle sebe partnera, k némuz muze vzhlizet a ptizplisobovat se mu.

Netypickou partnerskou dvojici predstavil Woody Allen v roce 1995, kdy ve filmu
Mocna Afroditée (Mighty Aphrodite) svedl dohromady sportovniho manazera Lennyho
a prostitutku Lindu. Lenny a jeho zena Amanda se rozhodnou adoptovat dité, ¢imz se vSak
jejich vztah zméni. Stejn€ jako cela fada Allenovych zenatych postav, také Lenny zacne
mit postupné pocit, ze mu v manzelstvi néco schazi. Je hnan zvédavosti a doslova se upne
na myslenku najit skute¢nou matku svého adoptivniho syna Maxe, ktera podle n¢j musi
byt nesmirn¢ inteligentni a uslechtila zena. Ke svému piekvapeni zjistuje, ze Maxova
biologicka matka je primitivni pornoherecka a prostitutka pouzivajici umélecké jméno
Linda Ashova. Linda je zcela nekultivovana, animalni a bezprostfedni a svou neobvyklou
profesi bere jako néco zcela prirozeného.

Allen na postavach Lindy a Lennyho znovu aplikuje vzorec muz-tvlirce a zena-jeho
vytvor. Na rozdil od jinych partnerek Allenovych postav, které predstavuji jakysi potencial
pro vzdélavani, se Linda zcela vymyka piedstavé Galatey, postupné se menici v obraz
sveho tvlirce. Lenny se nemlze smifit se skutecnosti, ze matka jeho ditéte zdaleka neni
idealni, ziskava si jeji diveéru a stava se jejim mentorem, jehoz hlavnim cilem je pfemluvit

106



Andrea HoleSova « Snad maji pravdu basnici — hlavni je laska

ji, aby zmeénila svtij dosavadni zplsob zivota. Tato dvojice se od klasického Allenova
schématu Pygmalion-Galatea lisi i v tom ohledu, ze Lennyho zajem o Lindu neni sexualni,
ani nema vyustit v hlubsi partnersky vztah.

V tomto ptipad€ Allen nenechava svou postavu kupovat Lindé¢ filozofické knihy (jak
by to zcela jisté ucinil Alvy Singer), ani ji nenuti znovu navstévovat skolu. Misto toho
se snazi ude¢lat z ni poCestnou zenu a najit pro ni vyhovujiciho partnera. Ackoliv se tak
nestane Lennyho pfi¢inénim, Linda nakonec piece jen nalezne svého prince na bilém koni
(v jejim ptipade¢ pilota, ktery se svym vrtulnikem nouzoveé pfistane tésné vedle ni).

Allen v tomto snimku nejen ptedstavuje pro néj ne zcela typické postavy, nybrz také
voli originalni formu zpracovani. Jeho ptib¢h je ve skutecnosti komedie zasazena do
ramce klasické antické tragédie. V souladu s timto zamérem Allen pouziva tfecky chor,
ktery komentuje déni a Lennyho neustale varuje, aby si nezahraval a nepokousel osud.

Woody Allen se pii zpracovani motivu vztahu mladsi zeny a starSiho a intelektualné
nadfazeného muze neomezil pouze na zanr komedie. Také v jednom z jeho psychologickych
dramat, Jina Zena (Another Woman, 1988), ma hlavni protagonistka Marion Postova
podobnou zkuSenost. Piestoze se s Marion setkavame teprve v momenté, kdy dovrsi véku
padesati let a nahoda ji ptiméje zacit rekapitulovat jeji dosavadni zdanlivé spokojeny zivot,
postupné se dozvidame, ze v mladi byla provdana za svého profesora filozofie — mnohem
starSiho muze, ktery ji nahrazoval otcovskou autoritu a mél uspokojit jeji hlad po védéni.
Ackoliv je Marion dal$i netypickou Galeteou v tom ohledu, Ze se inteligenci miize rovnat
svému uciteli a ma mnohem jasngjsi predstavu o tom, co od zivota chce, i ona zpocatku
pottebovala spravné nasmeérovat a do jisté miry intelektualné vést. Marion védomé plnymi
dousky nasava vse, co ji mize jeji partner nabidnout.

Oproti jinym snimkiim na podobné téma ma vztah Marion a jejiho byvalého manzela
matefstvim, aniZ by povazovala za nutné vzit v potaz také ndzor a pfani svého muze.
V disledku jejiho rozhodnuti uméle ukoncit téhotenstvi spéje manzelstvi k neodvratitelnému
konci. Ani po rozvodu se vSak byvaly manzel nedokaze smifit s jeji zradou a nakonec voli
sebevrazdu.

Marion snad ze vSech Allenovych protagonistek nejvice napliuje predstavu Galatey,
ktera jde tvrdé za svym cilem. Jako mlada vyuzila vztahu se svym profesorem, ktery
byl pfipraven ji dat vSe. Naproti tomu Marion nebyla ochotna na oplatku poskytnout nic
ze sebe, jak by se dalo ve fungujicim vztahu ocekavat. Zplsob, jakym jednala se svym
muzem, naznacuje absenci hlubsich citii. Byvaly manzel Marion je pak nejsmutnéj$im ze
vSech Allenovych Pygmalioni, jelikoz bez ni nebyl schopen dale existovat a zapomenout
a dobrovolné si vzal Zivot.

Po sérii filmi, v nichz podstatnou roli hraje spise partnerské souziti postav a problémy
s nim spojené, se Woody Allen v roce 1982 znovu zaméfil na télesnou stranku vztaht.
Stejné jako u filmu Vsechno, co jste chtéli védet o sexu 1 v ptipadé Erotické komedie
noci svatojanské (A Midsummer Night’s Sex Comedy) jiz samotny ndzev naznacuje, co
muze divak ocekavat. Allen zde rozehrava ptibéh tii pard — jednoho manzelského a dvou
mileneckych — v némz neni nouze o vasng, télesnou pfitazlivost a nevéru. Allenova
partnerska Sarada nakonec mimo jiné kon¢i zjisténim, ze nejlepsi piilezitosti nastanou
v zivoté pouze jednou a ani v lasce nelze nic vratit zpatky. Ackoliv jedna z postav, postarsi
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profesor, nakonec umird, jeho smrt je odlehena skutecnosti, ze zemiel $tastny pfi
vasnivém sexu s mladou svobodomyslnou Zenou.

Prestoze se tematika partnerskych vztahii v riznych podobach a rozsahu objevuje
prakticky ve vSech jeho snimcich, v roce 1992 natocil Woody Allen dalsi film, kde toto
téma opét tvori zaklad celého ptibehu. Jak opét prozrazuje samotny nazev, snimek Manzelé
a manzelky (Husbands and Wives) se znovu vraci k tematice zdkonnych partnerskych
svazkl a predstavuje dva manzelské pary, které fesi svou partnerskou krizi a pokouseji se
vyrovnat s instituci manzelstvi a v§im, co spole¢ny Zivot ptinasi. Allentv film piedstavuje
sondu do hotké reality dvou vztaht, kterymi otiese nevéra a vzajemné odcizeni partnerd.
V rozhovorech s blize nespecifikovanym reportérem se vSichni zi¢astnéni vyznavaji ze
svych pocitll, frustraci a skrytych tuzeb ve vztahu ke svym partneriim a milostnému Zivotu.

V tUvodu piibéhu manzelé Sally a Jack oznamuji pratelim Gabovi a Judy své
rozhodnuti rozvést se. V dasledku této Sokujici informace zacne také Judy premyslet nad
svym manzelstvim a zji$t'uje, ze ve skutenosti ani ona neni ve svém svazku spokojena.
Jeji témet zutiva reakce na rozchod pratel svédci o tom, Ze myslenka na zivot bez manzela
a znovu ziskanou svobodu ji také jiz napadla.

Manzelstvi Sally a Jacka je dals$im z fady Allenovych dysfunkénich vztahti, z nichz
se jiz davno vytratila vasen a v nichz vedle sebe Ziji dva prakticky cizi lidé. Ackoliv oba
manzelé zpocatku plisobi vyrovnané a tvrdi, Ze rozchod byl spolenym rozhodnutim
obou, brzy vychazi najevo, ze pfedevsim chladna Sally za maskou klidu skryva bouflivé
emoce a hysterické reakce. Je ziejmé, ze se Sally nesmitila s Jackovym rozhodnutim
opustit ji kvili mladsi Zené. Uvédomuje si také, ze dosp€la do véku pro Zenu kritického,
a ackoliv se na jedné strané nebrani své nové nabyté osobni svobod¢ a moznostem, které
jeji nova situace prinasi, jeji city a hrdost jsou zranéné a ona nedokaze Jackovi odpustit
jeho zradu: ,,Kdyz zenska zestarne, tak uz neni zajimava...Neobhajuj své pohlavi, je to
pravda. Jsi skvéla, dokud neza¢nes starnout, a pak chtéji novéjsi model...Mockrat jsem si
predstavovala, Ze jsem volna. Vite, neni lehké vést klidné manzelstvi, pti vSech frustracich
a pritézich. Vazné neni* (Manzelé a manzelky).

Jackova nova partnerka je naprostym opakem jeho racionalni, schopné, intelektualni
a sexualné chladné Zeny — zajima se o zdravou stravu, cvi¢i aerobik, naplno projevuje
své emoce a neopovrhuje neintelektualni zabavou jako Sally. Jack s ni proziva vasnivy
romanek a po letech stravenych ve sterilnim manzelském prostiedi se citi uvolnény, aniz
by byl nékym ,,opravovan, kritizovan* (Manzelé a manzelky). Jackovo opojeni novym
zivotnim stylem vSak netrva dlouho a brzy si uvédomi, Ze si nechce jen uzivat zivota po
boku povrchni Zeny, jejiz nazory a impulsivni chovani jej postupné zacnou obtéZzovat.
Pravé v tomto okamziku Jack voli navrat ke své Zen¢, ktera vSak mezitim navazala jiny
vztah.

Také ve svém novém vztahu s ptizpisobivym Michaelem neni Sally schopna se oprostit
od myslenek, které se ji neustale honi hlavou a brani ji naplno se oddat svym pocitim
a jednat spontanng. Sally je svym partnertim intelektualné nadfazena, je dominantni a stavi
sama sebe do pozice mentora. Nasledujici rozhovor demonstruje jeji neustalou potiebu
opravovat své okoli a prezentovat své odlisné nazory:
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Michael: Dnesni vecer se nam vydafil, ze?

Sally:  Ano, bylo to dobré.

Michael: A ta hudba byla fantasticka.

Sally: ~ Obvykle Mahlera nesndsim, ale tohle bylo dobré. Posledni véta byla prilis
dlouha. Ta druha byla dobra. Dobfe to zacalo a pak to bylo sentimentalni,
nemyslis? Ale dirigent se snazil. Veéefe byla baje¢na. I kdyz toho kuchate
bych méla naucit, jak se déla Alfredova omacka. Moc se mu to nepovedlo.

(Manzelé a manzelky)

Skute¢nost, ze se Michael v prub¢hu Sallyina takika monologu nezmohl na vic, nez
jen tiSe souhlasit ¢i maximalné pfitakat, jen dokazuje, jak vyraznou a nekompromisni
osobnosti Sally je. Sally je tedy dal§im piikladem Zeny zbavujici muze muznosti, jejiz
intelektualni pfevaha a racionalni mysleni mohou predstavovat piekazku v partnerském
souZiti.

Manzelska krize Sally a Jacka nezlstala bez nasledkd, nybrz rozpoutala vinu emoci
a pochyb také v do té doby zdanlivé spokojeném vztahu Judy s Gabem. Judy do jisté miry
zavidi Sally krach jejiho manzelstvi, jelikoz sama ve skrytu duse touzi po zméné. Také
v tomto vztahu to jiz davno mezi partnery nejiskii.

Ackoliv spisovatel a ucitel tvirciho psani Gabe Zije ve svazku s prvni normalni zenou
v jeho zivoté (alespon dle minéni pratel), ve skutecnosti ma slabost pro beznadéjné typy,
takzvané zeny kamikadze, které ,,vzdycky havaruji letadlo, jsou prosté sebedestruktivni,
narazi do vas a vy zemiete spoleéné¢ s nima“ (Manzele a manzelky). Gabe na adresu svych
beznad¢jnych vztahti se Zenami dodava: ,,A kdyz se objevi vyzva, velmi mala nad¢je, ze
to vyjde, vyskytnou se prekazky a zatarasy, néco mi v hlavé preskoci. Mozna je to proto,
ze jsem spisovatel, ale n¢jaka dramaticka nebo esteticka soucastka si prosadi svou a ja uz
tu osobu nepustim. A zde je urcitd dramati¢nost prostiedi, ktera se objevi ve stejnou dobu,
kdy se ja zamiluju do urcité osoby nebo situace samoziejmée, Ze to pro mé dobte neskonci‘
(Manzelé a manzelky).

Jako cela fada Allenovych muzskych postav i Gabe navic citi uspokojeni ze zajmu mladé
studentky Rain o jeho osobu i tvorbu. Na rozdil od jinych Allenovych postav vsak Gabe
dokéze odolat jejim svodim a nestane se dal$im z fady jejich mnohem starSich milenci-
mentord. Ani v tomto snimku se Allen nevyhyba svému oblibenému pygmalionovskému
motivu a stavi Rain do role mlad¢ a cilevédomé Zeny pfitahujici star$i muze, ktefi touzi ji
chréanit a formovat az do chvile, nez jsou nahrazeni nékym jinym.

Gabeova Zena Judy neni spokojend se svym zivotem a manzelstvim a pokousi se
ziskat ptizen Michaela, jehoZ predtim sama seznamila s opusténou Sally. Slovy byvalého
manzela je Judy ,,pasivn¢ agresivni. Na vSechno zna jen: Ja chudédk, nech mé byt...
Vzdycky dostane to, co chce. Chtéla me, chtéla Gabea, chtéla praci v Casopise, skoncit
manzelstvi, ted’ chce Michaela™ (Manzelé a manzelky).

Navzdory jeho pocatecnimu odporu se Judy nakonec v duchu jeji pasivné agresivni
strategie piece jen podaii ziskat Michaela, kterého Sally opustila v zajmu obnoveni vztahu
s manzelem Jackem. Zda se, ze byvaly manzel mél pravdu, jelikoz Judy znovu dokaze, ze
je mistryni v umeéni pfimét muze, aby nakonec vzdy vyhovéli jejim pranim. Neda se ni¢im
odradit a jeji nejnovéjsi obét’, Michael, od poc¢atku nema Sanci a jeho vzdor nikam nevede:
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Michael: Judy, nech mé byt. Nechci stravit nedéli spole¢né. Potfebuju byt sam.

Judy: Tak si bud’, ja t€¢ do ni¢eho nenutim!

Michael: Jo, to vis, Ze jo. Tim svym tichym, vytrvalym zpisobem. Vzdycky jsi mi
nablizku. Podporujici, chapajici. Boze, ptestan byt tak zatracené chapajici.

Judy: Diky za vsechno.

Michael: Promin, pofad myslim na Sally...Judy, promin.

Judy: Nechci té nikdy ani vidét, rozumis mi?

Michael: To netikej, ja t€ potfebuju, potfebuju té...Ale ja to tak necitim. Jen jsem

vvvvv

byl jsem zmateny, rozéileny...Nezaslouzim si t&, promin.
(Manzelé a manzelky)

Triumf Judy je jesté veétsi, jelikoz svého nového pritele nejen ziska, ale dokonce se ji
podafi jej nenapadné presveédcit, ze usiloval on o ni, a ne naopak, jak tomu ve skute¢nosti
bylo.

Pres vSechny neshody a aférky je Gabe jediny, kdo ve skute¢nosti prohral. Sally
a Jack nakonec voli stereotyp a stabilitu svého dosavadniho manzelstvi pfed zménou
a dobrodruzstvim s novymi partnery. Sally ovSem pfiznala:

Libi se mi ta volnost...Kdyz se uklidnis, tak si uvédomis, ze to neni tak Spatné, jak
se ti zdalo. Je to, jako kdyz ti vytahnou $patny zub. VSechny ty hnisavé rany tvého
manzelstvi, zklamani, zast, vSechno s jednim skubnutim zmizi a ty jsi volna...To
si nedovedes predstavit, po téch letech shromazd’ovani problémt a polykani néciho
zla mas§ $anci zagit znovu...Zené to utika rychleji. Musis to udélat, dokud mas jesté
né&jaké kouzlo. Vyhoda je, Ze jsi trochu star$i, mas hodn¢ zkusenosti...Mam mnohem
vétsi Sanci, ze to bude klapat, jestli nékoho poznam. (Manzelé a manzelky)

Sallyina zkuSenost s manzelstvim je spiSe negativni, pfesto vSak nema odvahu posu-
nout se v zivot¢ dal a fidit se tim, co prohlasuje. Naproti tomu Judy vyuzije situace a jde
za svym cilem v podob¢ vztahu s poddajnym Michaelem, ktery ma potfebu nechat se vést

Ze vsech zacastnénych je Gabe Roth nakonec také jediny, kdo v manzelstvi nezradil,
neprovinil se proti svému pifesvédceni, ani nesdhl po kompromisu. Na zaklad¢é svych
cerstvych zkusenosti s manzelstvim Gabe tika: ,,Ted’ nikoho nemam. Nechci se s nikym
zaplést a nechci nikoho ranit a nechci byt ranén. Nevadi mi, Ze ziju a pracuju sam. Je
to docasné. Ty pocity piejdou a pak budu mit potfebu vratit se zpét do viru udalosti
(Manzelé a manzelky).

Jakkoliv negativni se mtize zdat Allentv pohled na manzelstvi a zptisob, jakym méni lidi
a jejich vzajemné vztahy, Gabelv zaveére¢ny monolog do jisté miry dokazuje, ze Allenova
persona dokaze sva zklamani a netspeéchy prekonat a nevzdava se ve svém usili najit
lasku, idealni vztah a partnerku pro zivot. Viru Allenovych postav v silu lasky vystihuje
také Cinsky lidovy lécitel Dr.Yang z filmu Alice (Alice, 1990), jehoz sluzby vyhleda
hlavni protagonistka filmu, Alice Tateova. Podle Yanga je ,,[1]aska velmi slozity cit. Lidé
jsou nepiedvidatelni. City nemaji logiku. Bez logiky neni racionalita. Bez racionality je
zamilovanost, ale i trapeni® (4lice).
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Zajem o vztahy mezi muzi a Zzenami je jednim z typickych rysu tvorby Woodyho
Allena a provazi jej od pocatku jeho kariéry v Sedesatych letech 20. stoleti. At uz je
Allentiv typicky protagonista svobodny muz Celici nastraham svadéni, svym sexudlnim
touham a problémim spojenym s rodicim se vztahem, nebo proziva neshody v manzelstvi,
laska a sex jsou pro n¢j nezbytnou soucasti zivota. Zatimco na pocatku své kariéry se
Allen vénoval spise fyzické strance vztahti a jeho postava z jevistnich skeci se, stejné jako
pozdgji protagonisté prvotnich situacnich komedii, zoufale pokousela uspokojit své touhy
a prekonat svij handicap v podobé¢ vlastni vizaze a smuly, ktera ji provazela takika na
kazdém kroku, poc¢inaje druhou polovinou sedmdesatych let se v Allenové tvorbé€ objevuje
muzsky protagonista, ktery neni v otazce lasky a sexu outsiderem, presto mu vsak ve
vztazich stale néco chybi. Tento novy typ protagonisty hleda dokonalost a touzi po idealni
zené, zaroven vSak ma strach ze zavazki a podléhéd svému zivotnimu pesimismu.

Woody Allen se neomezuje pouze na kratkodobé milostné vztahy, nybrz prezentuje také
manzelské souziti, které by mélo predstavovat trvaly zavazek. Cela fada jeho muzskych
postav ma vSak s manzelstvim spiSe negativni zkuSenost a jejich zdkonné svazky konci
rozvodem v dusledku nevéry ¢i nudy a stereotypu.

Stale znovu se v Allenové dile objevuje také postava mladsi a nevyhranéné Zeny, kterou
se ke svému obrazu pokousi pfetvofit starsi, zkuSenéjsi a intelektualn€é nadiazeny muz.
Ackoliv tyto nevyrovnané vztahy s Zeleznou pravidelnosti kon¢i partner¢inym odchodem,
Allentiv muzsky protagonista se nevzdava a az na vyjimky stale véti v lasku, bez niz si
svij zivot dokéze jen tézko predstavit.

Pozniamky

! Pi{b&h chirurga rozpolceného mezi milou a hodnou Doris, kterd jej v8ak fyzicky nepfitahuje,
a animalni, komplikovanou a destruktivni Ritou pfedstavuje fabuli filmu, ktery nato¢il hlavni pro-
tagonista Allenova snimku Vzpominky na hvezdny prach, rezisér Sandy Bates. Stejné téma zpraco-
vava Woody Allen v povidce ,,Silenctiv piib&h* zahrnuté do sbirky Vedlejsi uicinky (Side Effects,
1986). I zde je protagonistou uznavany a oblibeny 1ékat, ktery postrada lasku a touzi po dokonalé
zené. Touhy vSak této postavé nepiinesou $tésti — diive Gspésny muz opousti sviij domov i praci
a dobrovolné se stava clovékem Zzijicim na okraji spolecnosti.

2 Tato povidka je soucasti spoleéného projektu téi vyznamnych americkych rezisérti (Martina
Scorseseho, Francise Forda Coppoly a Woodyho Allena) nazvaného Povidky z New Yorku (New
York Stories, 1989).

3 Nize citované jevistni ske¢e vychazeji ze zvukového zdznamu Allenovych vystoupeni z let
1964-1968, jak byly zachyceny na jediném v souc¢asné dobé dostupném CD nazvaném Standup
Comic.

* Allen zakomponoval své utoky proti byvalé zené také do svého filmu Ldska a smrt, kdy ukaza-
tel sméru informuje divaky, ze zarovei s popravou Borise Gruscenka probiha také svatba Rosenové
(Rosen Wedding).

3 Ve ske¢i Druhé manzelstvi (Second Marriage) je Woodyho postava pozadana, aby reagovala na
zpravu o znasilnéni byvalé zeny. Woody na adresu byvalé manzelky fika, Ze podle jeho zkuSenosti
se v jejim piipad¢ zcela jisté nejednalo o ,,moving violation“. Jeho komentaf je ve skute¢nosti dvoj-
smyslny — vyraz ,,moving violation lze chapat jednak jako dojemné znasilnéni, ¢i americky vyraz
pro poruseni zakona fidi¢em vozidla béhem jizdy.

111



LITERATURE AND CULTURE

¢ Replika ze ske¢e Moje manzelstvi (My Marriage).

7 Za tuto povidku, kterd poprvé vysla v roce 1977 v Casopise The New Yorker, ziskal Woody
Allen v roce 1978 O.Henryho cenu.

8 Podobné schéma dysfunkéniho vztahu, kdy Zena neni schopna sexu s vlastnim partnerem,
zatimco stfida jiné milence, a nabada svého partnera k nevéie, Allen rozviji ve svém filmu Anything
Else (Cokoliv) z roku 2003.

? Jeden z typu Zidovskych smolait a nesika.

10" Riverside Drive neni poslednim z Allenovych dé€l, v nichZ se objevuje hrozba prozrazené
nevéry a zoufala snaha za kazdou cenu zabranit jejim nasledkim. V roce 2005 nato¢il Woody Allen
snimek Hra osudu (Match Point), v némz pouzil motiv ukladné vrazdy milenky, ktera je nakonec
pfipsdna na vrub jinému ¢loveéku, pfi¢emz skutecny vrah zlistane nepotrestan.

' Anhedonie je psychologicky termin oznacujici neschopnost myslet pozitivné, zazivat kladné
emoce a radovat se.

12 Je otazkou, co Ike Davis povazuje za dlouhodoby vztah, jelikoz pomér mezi Hitlerem a Evou
Braunovou ve skute¢nosti zdaleka nemél charakter kratkého romanku, nybrz trval 16 let a vyvrcho-
lil manzelstvim.

13 Johan August Strindberg (22. 1. 1849 — 14. 5. 1912) byl §védsky spisovatel a dramatik, ktery
se ve svém dile zabyval vztahy mezi muzi a Zenami a realisticky zobrazoval postaveni Zen ve spo-
lecnosti a problémy spojené se sexem a spolecenskou moralkou. V osobnim zivoté byl Strindberg
tiikrat rozvedeny a jeho vztah k zenam byl casto oznacovan jako nepfili§ pratelsky. Kvuli svym
nekonformnim nazortm na manzelstvi prezentovanym také v jeho dile Strindberg dokonce stanul
pred soudem.
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Abstract

Drawing upon the Hallidayan functional approach to language and current methodology used in
genre analysis, the paper focuses on the relatively newly established web genre of Frequently Asked
Questions (FAQs). The study traces the position and function of the genre within the genre colony
of university website presentations and attempts to define its core generic properties. The genre of
FAQs tends to be shaped by the interplay of conventional and variable features, with the conven-
tionality stemming primarily from the genres recurrent pattern and the regular use of its name,
and with the inner variability captured by four tentative scales spanning between interactivity and
monologic character, continuity and discontinuity, script-like organization and random composi-
tion, and between the field-dominated and tenor-dominated genre profile.

Keywords: functional systemic linguistics,; genre analysis; FAQs; university website presentations,
field-dominated discourse; tenor-dominated-discourse

This article was written as part of the Student Grant Competition grant, project no. SGS8/FF/2012,
University of Ostrava, ‘Forms and transformations of the interpersonal function of language in vari-
ous discourse types II’.

1 Introduction

Providing an insight into the characteristics of Frequently Asked Questions as a specific
genre, the present study aims to contribute to research exploring the distinctive features
of genres in the vast and internally variable area of communication on the internet. The
goals and scope of the study are closely related to a larger research project aimed at explor-
ing the generic properties of university websites, particularly university presentations
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targeting prospective students (Tomaskova). Within the genre colony of university web-
sites, especially the hypertext paths targeting prospective or current students, FAQs cannot
be neglected as they form a regular (though not obligatory) section.

The analysis focuses primarily on two aspects of this genre: on the one hand the generic
features of the FAQ section in general — in other words the significant features of its recur-
rent pattern — and on the other hand the extent to which the explicitly dialogical form of
FAQs contributes to the interpersonal component of university web sites as a whole.

2 Methodological framework
2.1 Systemic Functional Linguistics and genre analysis

The methodology of the research is grounded in Halliday’s Systemic Functional Linguis-
tics (SFL), and genre analysis, represented here mainly by Martin, Swales, and Bhatia.

Language is thus viewed as a socially and culturally grounded tool of communication,
which is in principle multifunctional and fulfils simultaneously three metafunctions — or in
other words, realizes three semantic components: the ideational component, as language
reflects and represents reality; the interpersonal component, as language reflects but also
shapes interpersonal, social relationships; and the textual component, as language repre-
sents an organized, structured, and cohesive form that enables it to fluently realize idea-
tional and interpersonal meanings. The metafunctions correspond with three sets of con-
textual factors labelled by Halliday as the field, tenor and mode of discourse respectively.
The interplay of all three components results in a contextualized choice and combination
of linguistic devices termed register.

The concept of genre, similarly to the concept of register, is firmly embedded into the
social context, which in SFL is viewed as a stratified system consisting of a hierarchy of
levels: “Genre ... is set up above and beyond metafunctions (at a higher level of abstrac-
tion) to account for relations among social processes in more holistic terms, with a special
focus on the stages through which most texts unfold. The relation of genre to register
as complementary perspectives on the social ‘content’ of language (i.e. context) is thus
comparable in some respects to the relation of discourse semantics to lexicogrammar as
complementary perspectives on language’s own content plane” (Martin 6).

Martin then defines genre as representing “the system of staged goal-oriented social
processes through which social subjects in a given culture live their lives” (13). Besides
the phases of unfolding mentioned above, the definition also emphasizes the fact that gen-
res are always addressed to a certain audience and are closely tied to the producers’ and
receivers’ culture.

Martin’s approach towards genre within the framework of SFL corresponds in prin-
ciple with the way in which genre is characterized by Swales and Bhatia: “Genre is a
recognizable communicative event characterized by a set of communicative purpose(s)
identified and mutually understood by the members of the professional or academic com-
munity in which it regularly occurs. Most often it is highly structured and conventional-
ized with constraints on allowable contributions in terms of their intent, positioning, form
and functional value” (Bhatia, Analysing Genre. Language Use in Professional Settings
13). The only limit to the accord between these two accounts of genre could be found in
Swales’s and Bhatia’s focus on genres in professional or academic settings, on genres seen
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exclusively as reflections of organizational cultures and institutional practices (Bhatia,
Worlds of Written Discourse. A Genre-Based View 23).

In his recent study on discourse and genre, Bax presents a multi-faceted overview of a
range of approaches towards genre, attaining an ultimate synthesis of generic components
when defining the concept within the cognitive theory of mental schemas. He sees genres
as mental structures, mental representations which we apply when producing and inter-
preting discourse, mental constructs which are shared by members of a particular com-
munity. In harmony with other researchers (e.g. Martin, Giltrow and Stein), he considers
genres to be abstractions that find their realization in a range of instantiations, and further
specifies his view by describing genres — with reference to Rosch’s Prototype Theory — as
fuzzy mental concepts revolving around a limited number of clear-cut examples (Bax 39).
Fuzziness, as he argues, is indispensable in facilitating the flexibility of genre realization
and use.

A fairly similar focus on the cognitive nature of the concept of genre can be found
in Santini, Mehler and Sharoff’s methodological treatise introducing a series of studies
exploring specifically web genres (4): “[genre] reduces the cognitive load by triggering
expectations through a number of conventions. Put in another way, genres can be seen as
sets of conventions that transcend individual texts, and create frames of recognition gov-
erning document production, recognition and use. Conventions are regularities that affect
information processing in a repeatable manner”. The authors emphasize that, by identify-
ing a text as belonging to a certain genre, the receiver is given the power and advantage of
predictivity of the communicative purpose and the context, which thus helps us to under-
stand the text.

2.2 Genres in evolution and the genre continuum on the web

Although all the definitions discussed above mention the recurrence of communicative
events as a feature crucial to the existence of genre and cite conventionalized features as an
important prerequisite for genre identification, none of the researchers deny the dynamic
nature of the genre system. Genres can never be characterized as static; on the contrary,
they continually develop and change — they are in constant evolution (Santini, Interpreting
Genre Evolution on the Web).

As genres are anchored in social context and culture, their existence is to a large extent
dependent on their compliance with the current communicative needs of users and their
institutions. Thus genres appear on the scene when they are needed, and expire when the
situation is not relevant any more (Giltrow and Stein). Even genres that inhabit the scene
for long periods are susceptible to changes and adjustments. As early as 1995 Bhatia com-
mented on a growing tendency towards genre mixing, and distinguished this phenomenon
from genre embedding (Bhatia, Genre mixing in professional communication — The case
of private intentions v. socially recognized purposes 191). Genre mixing refers to the pen-
etration of features typically associated with one genre into a different genre, in which they
were not previously expected. Genre embedding means the insertion of one generic form
into another, conventionally distinct generic form, as for example when a letter or a poem
is used within an advertisement. Both genre mixing and genre embedding are examples of
genre hybridization (Bhatia, Worlds of Written Discourse. A Genre-Based View 10).
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The general fluidity and pragmatic openness of the genre system is even greater in the
case of web genres or cybergenres (Giltrow and Stein 9). The hypertext net of the world
wide web has brought unprecedented opportunities and substantially shaped situational
factors — such as time and space restrictions and channel/medium specifications — and has
therefore multiplied the opportunities for realizing one’s communicative purposes, thus
multiplying the range of genres.

Santini (Interpreting Genre Evolution on the Web, Characterizing Genres of Web
Pages: Genre Hybridism and Individualization) presents the synchronic genre repertoire
as a continuum, in which there are three forces interacting together: traditional genres
brought from the past as they were (reproduced genres), new genres and traditional genres
adapted to the new environment (novel genres and adapted genres), and forms that are
going to emerge but are not yet fully formed (emerging genres).

Drawing upon her long-term research mapping the proliferation of new genre can-
didates on the internet by testing the ability of web users to identify them and choose a
proper label to name them, she suggests that “we might suspect an emerging genre when
there is a recurrent textual pattern without an acknowledged name” (Santini, Character-
izing Genres of Web Pages: Genre Hybridism and Individualization 6). It should be added,
however, that — as indicated by the use of the present participle as a pre-modifier — the
emergence of new genres is to be viewed as a process, which does not develop abruptly
but continuously. Considering the vast space of the world wide web, it can be expected that
both the recurrence of an identical or similar pattern and the acknowledgement of its name
will spread gradually, and the speed and nature of the process may be domain-specific or
culture-dependent. The process of emergence may not proceed in parallel stages in differ-
ent cultures, but is often highly asymmetrical.

Within the fluid environment of the internet, the inherent fuzziness of the concept of
genre becomes even more exploited: “Genres are not mutually exclusive and different
genres can be merged into a single document, generating hybrid forms”, and on the other
hand, ... genres allow a certain freedom of variation, and consequently can be individual-
ized” (6). These convergent and divergent tendencies are particularly powerful in emerging
genres that are not yet acknowledged and that often show hybrid (mixing several genres)
or highly individualized (with high authorial variation, high inner variability) forms and
indistinct functions (6). Considering Santini’s research results, relatively recently emerged
genres include e.g. home pages, blogs, and also FAQs.

2.3 Hypertext and the specificity of web genres

Considering the sophisticated technological background internet text producers may take
advantage of and the emergence of genres that did not exist in pre-internet times, the ques-
tion arises whether genre analysis methods rooted in non-electronic communication can be
effectively applied to the system of web genres.

On the one hand, the answers suggested by researchers surveying the current genre
repertoire on the web are positive. The methodology of their analyses is grounded in
Swales’s and Bhatia’s definition of genre (Roberts, Askehave and Nielsen, Santini, Gil-
trow and Stein) and their research results show that the principles on which this definition
is based are valid even within the electronic space. The rationale for this finding may lie
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in the fact that the internet to a large extent encompasses electronic versions of traditional
written genres, which preserve both their communicative purpose and formal structuring
(electronic versions of research articles, magazine articles, course books, and other publi-
cations), and also in the fact that even many of the ‘novel’ genres are not completely new
but could be associated with possible written or oral pre-electronic ancestors. Askehave
and Nielsen trace the communicative purpose and structure of a home page back to the
Aristotelian exordium or to a contemporary genre — the newspaper front page; Santini
characterizes the web genre of Frequently Asked Questions as having “a very close ante-
cedent in the paper world in the Troubleshooting section of technical manuals ... or FAQS
can be seen as a written form of a help desk or information desk” (Santini, Automatic
Identification of Genre in Web Pages 235).

On the other hand, though, traditional steps of genre analysis seem to fail to account
for those generic features of web genres whose genuine novelty stems from exploiting the
unique capabilities of the electronic medium. Ignoring these would deprive the web gen-
res of their chief distinctive features. Rather than by their linguistic form, i.e. by a certain
ritualized and expected store of linguistic markers, web genres are recognized and distin-
guished by the function they fulfil and by their hypertext form and organization.

Askehave and Nielsen attempt to benefit from the valid principles of traditional genre
analysis and at the same time to compensate for the absence of consideration given by
those traditional approaches to the specific features of the web medium. The model of
analysis they propose respects the character of hypertext as “a system of non-hierarchical
text blocks where the textual elements (nodes) are connected by links” (Askehave and
Nielsen 14) by developing a two-dimensional approach, which reflects the generic prop-
erties of the text blocks (the reading mode) as well as the generic properties of the links
between them (the navigating mode). The modal shifts between reading continuous texts
and zooming out of them to follow a link, which readers need to do when negotiating their
way through websites, are thus seen here as the key difference between traditional genres
and electronic hypertext genres (17). Askehave and Nielsen distinguish two types of links
according to the function they fulfil: structural links, which organize the information on
the website into a hierarchy, and associative links, which reflect readers’ potential inter-
ests and chain the texts on the web in an associative manner. Secondly, considering the
realization of links, they define generic links based on a general expression referring to a
global topic, and specific links, providing thematically contextualized ‘appetizers’ for the
destination texts.

3 Material

The corpus for analysis consists of the websites of 13 universities including 6 British uni-
versities (University of Bristol, University of Edinburgh, University of Oxford, University
of Brighton, University of Sheffield, and Leeds Metropolitan University), 3 North Ameri-
can universities (University of California, Los Angeles; University of Central Oklahoma;
University of West Alabama), and 4 Czech universities (Charles University, Masaryk Uni-
versity, Palacky University, and University of Ostrava). The corpus as a whole provides
347 adjacency pairs published in FAQ sections.
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All the data from the university websites surveyed within this research project were
downloaded between January and July 2011.

Whereas eleven of the university websites analyzed employ the genre of FAQs, albeit
in different locations and of different structures, two of them do not include such a sec-
tion, not even in a modified form. As not only the presence of a genre but also its absence
within a corpus represents a significant research result, the two universities have not been
excluded from the corpus presented here.

The institutional websites of universities are part of the world wide web, which means
that they are part of, and at the same time they themselves build, a hypertext net consist-
ing of a hierarchy of hypertexts, which in turn consist of sets of e-texts, i.e. electronic
texts. The classification used here comes from Jucker, who develops the typology sug-
gested by Storrer (Storrer in Jucker). University websites represent a discourse colony, as
defined by Hoey, and a genre colony, as defined by Bhatia (Worlds of Written Discourse.
A Genre-Based View): in other words, the website could be seen on the one hand as a
set of independent but related textual components framed for their interpretation by the
university as the home institution, while on the other hand the website could be viewed
as a complex of closely related genres and sub-genres working towards a common com-
municative purpose.

As the hypertext net of university websites comprises an array of hypertexts and elec-
tronic texts unified by a common communicative goal yet shaped by a variety of fields and
target readers, the corpus compiled for the current study is inevitably selective and — to
preserve its consistency — consists of electronic texts chained along the hypertext paths
aimed at prospective and current students of the universities included.

4 FAQs: the position of the genre within university website hypertext

The genre of FAQs is unique among genres in general due to its dependence on or relat-
edness to other genres, mostly genre colonies (Bhatia, Worlds of Written Discourse. A
Genre-Based View). A genre colony, as defined by Bhatia, stands in principle very close
to the notion of discourse/text colony as defined by Hoey, and represents a set of genres,
distinct and independent in themselves, but working in a joint venture for one common
communicative purpose, which — together with lexico-semantic cohesive devices — gives
the colony its sense of unity.

FAQs thus do not appear on the web as an independent website, but instead play the
role of a discrete unit, a sub-genre, within a larger genre set.

FAQs typically form a regular component of institutional websites, but their position
and location in the hypertext hierarchy is highly variable. The FAQ section is signalled
either by a generic link in the upper or lower bar of the homepage, i.e. a link having a
general, topical status, like a library catalogue entry (Askehave and Nielsen), or it can
be found along the line of different specialized paths through the web: as a generic link
compiling various queries addressed to the institution, or as a specific link, i.e. themati-
cally contextualized and often introduced by a specifying leading paragraph, related to a
specialized e-text in the lower parts of the hypertext.

The introduction of the FAQs link in the upper or lower bar of the homepage is rare;
the majority of the universities in the corpus prefer to encourage direct, authentic contact
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with visitors through a “Contact (us)” link, whereas FAQs are effectively used within spe-
cialized paths chaining e-texts on related topics (see example 1 below).

Example 1:

— a generic link in the upper/lower bar of the homepage:

FAQ Kontakty Budovy Mapa stranek
(FAQ Contact Buildings Site map)

(University of Ostrava)
— a direct, authentic contact with the visitors through the “Contact (us)” link:

Home | Accessibility | Help | Site map | Contact us

(University of Brighton)
— a specific link down the path to e-texts:

bristol.ac.uk — prospectus — undergraduate — 2012 — moneymatters —
Tuition fees and funding FAQs

(University of Bristol)

5 The generic features of FAQs: recurrent pattern versus inner variability

The genre of Frequently Asked Questions is characterized by the contrast between the
firmly established and easily recognizable surface structure built of question-answer adja-
cency pairs and the substantial variability of their semantic macrostructure and microstruc-
ture and lexico-semantic realization.

The analysis of the corpus surveyed has revealed four significant qualities, which
could be viewed as scalar in nature and which contribute considerably to the dynamic and
variable character of the genre. The variables can be presented by means of four tentatively
defined scales.

5.1 Scale I: interactive FAQs versus non-interactive FAQs

Firstly, we can place the individual FAQ sections on a scale ranging between interactive
and non-interactive Frequently Asked Questions series, by which I mean the distinction
between genuine adjacency pairs — where the question and its answer are closely related
not only semantically but also by means of grammatical cohesive devices such as ellipsis
or reference in Halliday and Hasan’s terminology (Halliday and Hasan). which makes the
answer dependent on the question for the interpretation of its meaning — and pairs in which
the answer is both formally and semantically independent of the question.

Whereas in the former adjacency pairs the answer is inseparable from the question
and the dialogue thus effectively simulates the interactivity of authentic exchanges (see
example 2), the answers in the latter could easily stand alone — they actually remind the
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reader of paragraphs from a continuous text, in which the questions may either serve as
sub-headlines or can be seen as dispensable (see example 3).

Example 2:

What do I need to bring when I see an advisor? (Academic Advisement, UCO)
Copies of any transfer transcripts, your current schedule, and a list of questions you
have
for your advisor...

(University of Central Oklahoma)

Example 3:

Can I study on a part-time basis?
Studying for a degree is a big commitment and we understand that you may not
have time to study full time. Part-time study enables you to study on a more
flexible basis...
(University of Bristol)

There are of course cases which fall in between the two poles of the scale: the inter-
mediate positions are occupied by exchanges in which the question and answer are inter-
related not by grammatical cohesive devices but by the thematic development realized
in the adjacency pair. The question here introduces a topic which is further developed in
the answer: the question and answer are tied together by the linear thematic development.
The answer is not dependent on the question for the primary meaning interpretation, but
it would sound inappropriate if isolated due to the impaired informative structure (see
example 4).

Example 4:

What is Clearing and can I apply?
Clearing is a service run by UCAS highlighting any places still left on programmes
after August ...

(University of Bristol)

More than 50% of the adjacency pairs analyzed in this study lie towards the right end
of the scale, i.e. between the intermediate pairs and non-interactive pairs. This finding
indicates that the question-answer pattern serves here as a structuring principle shaping
the genre into a text colony framed by the interpersonal, dialogical form and facilitating
quick and easy scanning by the readers, rather than as a tool for the imitation of authentic
dialogical communication.

5.2 Scale II: continuous dialogue versus discontinuous string

Secondly, attention could be paid not only to the relations within the individual adjacency
pairs but also to (possible) relations between them; in other words, we can draw a distinc-
tion between FAQs whose adjacency pairs form a continuous dialogue and FAQs that are
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built of a series of adjacency pairs which form a discontinuous discourse colony, i.e. the
meaning of the individual pairs does not stem from their position within the string, and
thus they could be read in a more or less arbitrary order.

Understandably, most of the FAQs belong to discourse colonies, which facilitate
quick and easy reading — or more precisely, quick and easy scanning for the information
required, moving forwards and backwards according to the reader’s needs. Strictly ordered
stretches of dialogue, as illustrated here by example 6 below, are rare and do not exceed the
sequence of two or three exchanges.

Example 6:

Q1: What documents do I need to send you in order to obtain an I-20 form from
UCLA?

Al: The I-20 is the “Certificate of Eligibility” form that schools issue to admitted
students who have accepted an offer of admission so they can apply for their F-1 Stu-
dent Visa. In order to process the [-20, please access our I-20 request site and follow
the instructions there. You may also need to release your SEVIS record and send us
official records (transcripts, exam results). Please review the page for admitted inter-
national students carefully, and contact us if you have any questions.

Q2: When do I need to do this?

A2: We strongly recommend that you send your documents as soon as possible.
Here, to be able to understand question 2 as well as answer 2 we need to read question
1 plus answer 1 first.

(University of Central Oklahoma)
(highlighting added)

The reliance of the referential expressions and general lexical items underlined in the
Q2-A2 exchange on their antecedents in the Q1-A1 exchange for interpretation lends the
sequence of the two exchanges the ordering of a continuous dialogical text.

5.3 Scale III: script-determined organization and general—specific organization vs.
random collection of questions in a random order

Even though the discontinuous structure of FAQ colonies is obviously desirable and should
not be challenged by unnecessary formal links, there is apparently an effort to support the
coherence of the colony as a whole and to endow the string of question-answer adjacency
pairs with an underlying logical structure, in an effort to build a macrostructure.

The FAQ structures vary from highly organized chains reflecting the scripts of typical
situations (see example 7), through a simple structuring following the line from general
information to more specific items (example 8), to random collections of queries presented
in a haphazard order, framed only by their location within the hypertext, e.g. as part of
the prospective students section, which includes questions regularly asked by applicants
(example 9).

Example 7 below presents a series of questions from an Open Day FAQ section at
the University of Sheffield website. The choice of the queries as well as their ordering
mirror the structure and the chronology of an Open Day programme as it is introduced at
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the above-mentioned website and as it is generally realized at universities in Britain and
elsewhere.

Example 7:
Open Day FAQs

Do I need to book?
What time does the day start and finish?
Where can I park?
Can I attend more than one departmental talk?
How long do the departmental talks last?
I’ve booked a place on a departmental talk. Can I change my booking?
How long do the general talks last?
(University of Sheffield)

When the Frequently Asked Questions relate to a variety of aspects of a particular
issue rather than to an event or process, the underlying script is replaced by the general-
specific ordering principle.

Example 8:

What is the Leeds Met Bursary?

Do I have to repay the Bursary?

Will the bursary have any affect on other financial support I might receive?
How much is the Bursary?

What are the criteria for eligibility?

How is my Bursary paid?
When will the payment be made?

I am repeating a year of study, am I still eligible for the bursary scheme?
(Leeds Metropolitan University)

Generally, the way in which FAQ sets are ordered tends to be influenced considerably
by their position and location within the website. Whereas FAQs tied with the more spe-
cific and specified sections or e-texts in the deeper parts of the hypertext often manifest
sophisticated organizational patterns, FAQ sections accessible directly from the principle
gateways — the university home page or the prospective students home page — exhibit
a rather random ordering, within which the questions are recognizably unified only by
the target audience of the home page in which they are anchored. The following extract
(example 9) shows sample questions from the prospective students home page of the Uni-
versity of Sheffield.
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Example 9:

Will I be eligible for a bursary?
I don’t yet have a formal English language qualification. Can I still apply for a post-
graduate course?
When will I receive my Open Day pack?
I have been made a conditional offer of a study place on a postgraduate course. What
are the conditions of my offer?
What are the living costs in Sheffield?
(University of Sheffield)

It may be the case that the order in which the questions are published is based on their
relative frequency within the corpus of questions the university needs to deal with; how-
ever, this is an assumption that cannot be proved from the audience’s point of view.

5.4 Scale IV: field-dominated, official register vs. tenor-dominated register of part-
nership and advertising

The final distinction suggested by the present research results reflects the variability in
the tenor, i.e. the extent to which the genre includes and manifests interpersonal mean-
ings. The scale here spans between the field-dominated, official register of administration,
focused on mediating the essential factual information or sometimes only the necessary
minimum of information guiding the visitor to a relevant source, and the tenor-dominated
register in FAQs, seen as an opportunity to come into contact with the target audience and
complement the institution’s enquiries service through an effort to develop a relationship
between the website visitors and the university.

The interplay of field-dominated and tenor-dominated discourse within the institu-
tional discourse of university website presentations may be also viewed as a reflection of
the aspects of shouldness and enablement as defined by ledema (73): “institutional dis-
courses can be typified as concerned with the realization of constraint, or ‘shouldness’, on
the one hand, and with the construal of levels of institutional enablement and power on the
other”. The co-presence of the shouldness elements (requirements and duties) and the ena-
blement elements (offers and partnership), bringing a certain tension as well as harmony
into the discourse of university presentations, appears to be a highly significant feature of
current university website presentations.

The following examples illustrate the inner variability of the genre registers, demon-
strating brevity and matter-of-factness (example 10), the development of a more personal
relationship of familiarity within the academic community (example 11), and compliance
with the advertising goals of attracting prospective students (example 12).
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Example 10:

I am a part time student, am I eligible for the Bursary?
No. The Bursary is only payable to students on full time courses who meet all the
criteria.

[ am an international student, am I eligible for the Bursary?
No. The Bursary is only payable to UK students who meet all the criteria.
(Leeds Metropolitan University)

Example 11:

Mohu zadat o d€kansky termin?
...Pravo na druhy opravny termin neznamena, ze Vam ho vyucujici vypise, kdykoli
budete potiebovat...musite se do nabidky “vejit” i s druhym opravnym terminem...
(Can I apply to the Dean for an extra examination retake?
... The right to the second retake does not mean the teacher will offer you an exam
date just according to your wish...you are supposed to “fit” the second retake into the
standard offer of dates...)

(Masaryk University, my own English translation)

When will I hear a decision on my application?
We want to tell you of our decision as soon as we can. ...
(University of Bristol)

Example 12:

Do you do courses in journalism?
Oxford is a great place to pursue an interest in student journalism, with two well-
regarded student newspapers — Cherwell and Oxford Student. Many leading journal-
ists began their careers at Oxford. The Faculty encourages the widest possible range
of writing experience.
Whilst there aren’t specific courses or papers on journalism, the Faculty runs a pres-
tigious series of lectures by the News International Visiting Professor of Broadcast
Media. The Faculty also has strong links with News International and runs a yearly
work experience programme, offering students the opportunity to spend three weeks
working on a News International publication.

(University of Oxford)

As the examples show, there is very little tenor-related variability in the register of the
questions. They are neutral, usually simple in structure and modestly polite: they mostly
avoid ‘you’ as a means of address (example 12 represents a rare example), instead opting
for an impersonal structure (see e.g. example 8) or the first person singular pronoun (see
examples 2 —7 and 9 — 11).

It is the answers that exhibit a certain variation along the field-dominated — tenor-
dominated scale. Whereas the exchange in example 10 is firmly anchored in the regis-
ter of administration with strict impersonality in the answer, the answer in example 11
builds a more informal, personal relationship between the administration and the students,
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enhancing the contact by using the pronominal form of address (second person pronoun)
and by colloquial features in both the lexis and the structure. In the case of the Masaryk
University example the use of the verb ‘vejit se’ (‘fit in’, or ‘squeeze in’) attracts attention,
as it lends the text a flavour of oral rather than written discourse production. The inverted
commas framing the verb reveal that the authors are aware of the marked character of this
stylistic inconsistency. These features of familiarity, however, do not suspend the status
difference between the university administration and the students: on the contrary, the
informality of the answer in combination with the strictness of the deontic modality used
(‘musite’ — “you are supposed to’) reinforces the power of the institution.

A different stylistic effect of informality features can be traced in the Bristol sample
(example 11 again), where the choice of ‘want’ rather than e.g. ‘would like/wish’ and the
repetition of ‘we’ build a closer and a more equal producer-receiver relationship of rapport
based on shared interests and shared needs.

Finally, the Oxford example (12) provides an illustration of yet another strategy in
the choice and combination of lexico-grammatical and discursive means. While the text
preserves impersonality of expression and avoids addressing the reader, it is still highly
persuasive. A series of verifiable credentials supported by a selection of positively evaluat-
ing adjectives effectively background the answer to the question asked (which is actually
negative — “there aren’t specific courses or papers on journalism™) and attracts attention to
the University’s offer. Here the genre of Frequently Asked Questions serves a promotional

purpose.

6 The variable conventionality of the genre and beyond: final remarks

The four tentatively sketched scales attempt to provide a framework within which the
inner variation of the FAQ genre can be possibly viewed. The tokens of the genre sur-
veyed, occupying different positions on each of the scales, bear witness to the fact that in
spite of the obviously recurrent textual pattern, the genre of FAQs is still subject to indi-
vidualization and authorial creativity. It is important to note that the position of individual
samples of FAQs on each of the scales may differ even when the samples in question
belong to different parts of the same hypertext — the same university website.

Nevertheless, the FAQs in nine out of the eleven university websites analyzed can
be clearly recognized as tokens of the same genre presented under the same name — Fre-
quently Asked Questions. If there is a different link used (e.g. Questions and Answers, Ask
Sheffield), the name FAQ appears later in the introduction to the question-answer string.

Two university websites represent an exception, with a realization of FAQs that does
not meet the expectations generally related to the genre — namely Charles University and
the University of Ostrava, where the FAQs are accessible through a generic link directly
from a home page (targeted at prospective students) and their function is confused with the
‘contact us’ link; the e-text presents all personal questions sent ad hoc to the administrator,
at one occasion even including the authentic names as found as signatures in the e-mail
enquiries.

The use of the genre in the Czech environment has obviously been inspired by the
English versions found on foreign websites. In the present corpus the level of the gen-
re’s domestication and of the functionality of its employment within Czech university
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websites is eloquently reflected in the translations of the genre’s name, which accompany
the regularly used English abbreviation ‘FAQ’. Whereas the Charles University and the
University of Ostrava stick to a word-for-word translation (Casto kladené otazky/dotazy),
the Masaryk University website offers a more communicative, idiomatic Czech version:
Na co se nas nejcastéji ptate (literally: What you most frequently ask us about — my own
working translation).

Out of the four Czech university websites surveyed, only one — Masaryk University —
can be said to use the genre of FAQs appropriately and effectively.

7 Conclusions

Frequently Asked Questions represent a specific sub-genre of the university website genre
colony, and in spite of the inner variability they manifest — individualization and authorial
creativity — they are recognized as a genre used under a conventional name.

The nature of the discursive and lexico-grammatical features of the genre oscillates
between interactivity and a monologic character, continuity and discontinuity, script-like
organization and a random collection, and between a field-dominated and tenor-dominated
genre profile.

Whilst relatively standardized within British and American university websites, FAQs
still belong among the emerging web genres in the domain of Czech university websites,
where the acceptance of the genre is at a different stage.
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Abstract

This paper offers some partial results from a long-term project aimed at an inquiry into the field
of medical consulting. The primary goal of the project is to search for communicative strategies of
doctors and patients that can convey empathy and trust. Via an interdisciplinary analysis, based
on data excerpted from the most recent edition of the British National Corpus (2007), the author
brings quantitative and qualitative evidence that doctor—patient interaction has undergone signifi-
cant modifications, resulting in a social redefinition of the originally asymmetrical roles of the main
protagonists. The present paper draws attention to those communicative practices of doctors and
patients that are related to the manifestation of positive politeness.

Keywords: medical consultation, British National Corpus, positive politeness

1 Introduction

The present paper reports on an interdisciplinary investigation within the field of medical
consulting, with the aim of discussing communicative practices of doctors and patients
that are related to the manifestation of positive politeness. With respect to the primary
goal of the long-term research, that being a search for discourse strategies of doctors and
patients that are capable of conveying empathy' and trust, it focuses on a selected num-
ber of strategies, most of which can be characterized as patient-centred and/or expressing
equality, mutuality, and symmetry in the doctor—patient relationship.

For the purposes of the analysis | have taken advantage of the spoken component of the
British National Corpus (BNC XML, ed. 2007) and its collection of transcribed and anno-
tated medical interviews. I have selected 50 medical interactions, all of them dyads, with
the total extent of the text amounting to 34,376 words. Regarding methodology, I have
combined the statistical perspective? of medical science with the qualitative viewpoints
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of conversation and discourse analysis (cf. Wynn 1995). My findings are compared and
contrasted with findings resulting from previous studies on the principle of politeness in
doctor—patient interaction, conducted in the 1980s and early 1990s.

2 Politeness: Theory and Practice

Much has been written in recent years on the theory of politeness or the politeness princi-
ple, and many definitions of politeness have been advanced. The following four delinea-
tions are just random choices from the endless number of relevant sources.

“Politeness is a system of interpersonal relations designed to facilitate interaction by
minimizing the potential for conflict and confrontation inherent in all human interchange”
(Lakoft 34). “Normal human interaction is governed by a set of culturally determined
conventions, (...) often very properly moderated by politeness” (Lyons 300). “Politeness
is not only connected with constantly recurring linguistic formulae but in particular with
recurrent behaviour patterns, which regulate social interaction and gain their function and
significance from the specific constellations for which they are obligatory” (Held in Watts
et al. 148). “Politeness is a matter of what is said, and not a matter of what is thought or
believed” (Cruse 362).

Despite all of the studies devoted to politeness — and maybe because of their large
number —, no agreement has been reached on the concept as such, and we should rather
speak of a number of diverse conceptions (for a summary see Wilamova 2005). Probably
the most influential and respected work on politeness was written by Brown & Levinson
(1987). They distinguish between negative politeness and positive politeness, presenting
negative politeness as “the heart of respect behaviour, just as positive politeness is the
kernel of ‘familiar’ and ‘joking’ behaviour” (Brown & Levinson: 129). In their view, the
system of negative politeness consists of five supra-strategies, namely (i) be direct, (ii)
don 't presume/assume, (iii) don 't coerce H, (iv) communicate S's want to not impinge on
H, and (v) redress other wants of Hs. The system of positive politeness consists of three
supra-strategies (see below).

Brown & Levinson’s approach has not escaped criticism. Meier (1995), for example,
criticizes the distinction between negative and positive politeness as fuzzy, and rejects
“equating politeness with specific speech acts, lexical items, or syntactic constructions”
(Meier 381). According to Urbanova (18), the “distinction between formal and informal
politeness is functionally more relevant than the above-mentioned distinction between
negative and positive politeness”. Nevertheless, Brown & Levinson offer quite a delicate
system of politeness mechanisms, which I find useful for the purposes of my investigation.
Moreover, as the following two examples illustrate, it is possible to distinguish between
negative (Example 1) and positive politeness (Example 2). For that reason I label positive
politeness strategies in accord with Brown & Levinson as (i) claim common ground, (ii)
convey that S and H are cooperators, and (iii) fulfil H's want.
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(1) P: Idon'tknow why I think maybe the tablets helped, but erm [ was saying I was
kind of having second thoughts whether I was wanting to go on the HRT? [or
: No.J
No.
: No chance. No chance. Not, not with your blood pressure like that.
No er well she didn t say much, but she
. Well, no chance can tell you now.
Whenever er
. Just get yourself [down.
And I thought] er and I had wee tablets that you gave me a while ago,
Brusdeximit.
: Mhm.
And I was wondering maybe if I'd be better going back on them.

TOTOTOTO

vOo

(BNC/H5V/18-28)
(2) D: Cos these are the things that cause.
Yeah I thought it was soap.
Mhm.
And I started see now they 've brought out that Dove, the moisturizer, rubbish.
. (ha-ha)
Crap. Right.
. (ha-ha)
Good. I've been buying bars and bars of that see.
. ((ha-ha)) No it’s er
Rubbish. I said maybe that’ll sort it.

TOUTOYUTO T

(BNC/G43/36-45)

As is evident from the above examples, the first illustration (the negatively polite
behaviour) takes place during the information-gathering phase, whereas the second illus-
tration (the positively polite behaviour) occurs during the phase of diagnosis. It will be
interesting to see if there really is a significant correspondence between the number of
politeness strategies (positively polite in particular) and the interview sections or the inter-
view participants, and to seek a qualitative explanation for the data. No less important
will be to compare and contrast some of the findings related to the manifestation of the
politeness principle arrived at in the 1980s and early 1990s (see Chart 1) with the research
results I have obtained at the beginning of the 21* century, based on the electronic version
of the British National Corpus (2007). Such findings can be relevant when considering to
what degree the present-day style of doctor—patient communication reflects ongoing social
transformations (cf. Furst 1998).
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Chart 1: Findings resulting from previous studies on politeness strategies

in doctor—patient interaction

Study Research results

Paget (1983) Politeness forms are almost entirely absent from the speaking practices
of doctors.

Fisher (1983) Patients very rarely carry out face threatening acts.

Cicourel (1983) Doctors ignore symptoms presented by patients.

Raffler-Engel (1989) The use of medical jargon when a doctor talks to his patient makes the
doctor appear to be discourteous.

Henzl (1989) The substitution of the address pronoun you by the first person plural
pronoun we perpetuates social distance between doctors and patients
during their communication.

Roter & Hall (1992) Both positive and negative talk are quite rare and make up a smaller
share of doctors’ contributions.

Roter & Hall (1992) Both positive and negative talk are quite common and make up a large
share of patients’ contributions.

Maynard (1992) It is possible for doctors to build an interactional environment in which
the delivery of medical expertise will not conflict with the lay perspec-
tive of their patients.

Heritage & Sefi (1992) Advice-giving threatens both the positive and negative face of the
advice recipient.

Heath (1992) Patients do offer their version of postdiagnostic accounts, but without

challenging doctors’ assessments.

(cf. Wynn 1999: 64—-68)

3 Quantitative Perspective: Distributions of Positive Politeness Strategies

The distributional summary of positive politeness strategies realized in the material under
investigation is as follows (Table 1 & 2). Out of 50 medical consultations, comprising
5525 turns (34,376 words), it was possible to excerpt 178 cases. 133 (75%) of them are
due to the initiation of doctors, 45 (25%) are due to the initiation of patients. 67 (39%)
come to pass during the information-gathering section, 4 (2%) come to pass during the
diagnosis section, and 105 (59%) during the treatment section. 120 (67%) instances can be
classified as belonging to the supra-strategy ‘claim common ground’, 32 (18%) of them as
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belonging to the supra-strategy ‘convey that S and H are cooperators’, and 26 (15%) to the
supra-strategy ‘fulfil H’s want’.

Table 1: Absolute frequency of positive politeness strategies
in doctor—patient interaction

Participant Phase
Abs. Doctor Patient | Information | Diagnosis | Treatment | Total
Common ground 84 36 62 4 52 120
Cooperator 30 2 2 0 30 32
Fulfil want 19 7 3 0 23 26
Total 133 45 67 4 105 178
Table 2: Relative frequency of positive politeness strategies
in doctor—patient interaction
Participant Phase
% Doctor Patient | Information | Diagnosis | Treatment | Total
Common ground 63 80 92 100 49 67
Cooperator 23 4 0 29 18
Fulfil want 14 16 22 15
Total 75 25 39 59 100

As Chart 1 suggests, the previous investigation into politeness (both positive and
negative) manifested in doctor—patient interaction was either vague or rather fragmented,
definitely not anchored in statistical data. For this reason, the above distributional analysis
cannot reveal much information of a comparative character; the only exception is a ‘cut
and dried’ rebuttal of Paget’s (1983) opinion that politeness forms are almost entirely
absent from the speaking practices of medical professionals. It is obvious that doctors (and
patients) employ positive politeness strategies quite frequently, throughout the medical
interview, and of all selected types (Example 3: claim common ground, Example 4: convey
that S & H are cooperators, Example 5: fulfil Hs wants). As my previous research (see
Cerny 2008) pointed out, not only positively polite, but also negatively polite behaviour is
embedded in the communication of doctors and their patients.

(3) D:
P:

D:

o

Mhm.

I'm not getting to sleep. It's taking me oh quite a while to get to sleep and,
and I'm not hearing [too good.

Right.] Let’s have a look in and see if your brains are expanding or what'’s
happening in here. () No wonder you're not hearing so good. No wonder
you 're getting a buzzing in your ears there's a big lump of concrete in there.
Is there?

: Let’s have another look at this. Oh my. For goodness sake. (ha-ha) There's a

wee man with a pick and shovel in [(unclear)
(unclear)]
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D: Oh aye. Its solid.
P: Isit?
D: Absolutely solid.

(BNC/H4U/8-16)

(4) D: Er nineteen (.) four, (.) ninety three. (.) Er so that gives you another five or
ten years before the dry rot sets in.
1 hope so, hope so. (ha-ha)
: Oh that’s good. Oh that's
1 sometimes think it s nature s (unclear) wear and tear.
. Ah! You'’ve got years and years and years to catch up yet.
(ha-ha)

: Years and years and years.

OrPoOTOF

(BNC/G44/41-47)

Well what really set my mind was when I lost my sister and my brother.

Mm.

Cathy and Hughie like, [in two

: Yeah.]

months smoking.

: That's vight. That s right. I mean we we 've got a friend and she used to smoke
sixty a day, [and she never
(unclear)]

. even talked about stopping, till her pal, into hospital, a dif a bypass opera-
tion. And that was it.

P: Enough.

D: Tt! That was it. No chance.

)

vl il Nwied

o7

(BNC/H53/28-37)

The calculation of the F-test (see the Appendix) and the Pearson correlation give more
straightforward data: (i) the F-test indicates that, statistically, there is a significant distinc-
tion between the distribution of politeness strategies ‘claim common ground’ and ‘convey
that S & H are cooperators’ with regard to the category of participants, which suggests that
it is worth examining which strategy is employed more frequently; (ii) it shows that there
is also a significant distinction in the distribution of politeness strategies ‘convey that S &
H are cooperators’ and ‘fulfil some of H’s wants’ with respect to the participants, which
again suggests that this fact is worth studying; (iii) the F-test demonstrates a significant
distinction between the politeness strategies ‘claim common ground’ and ‘convey that S &
H are cooperators’ with respect to the category of dialogue phases; (iv) it shows that there
is also a significant distinction between the strategies ‘claim common ground’ and ‘fulfil
H’s want’ with respect to the phases. Moreover, the correlation (r=0.3896) also gives evi-
dence that there is a significant correspondence between the variables ‘dialogue section’
and ‘type of positive politeness strategy’.
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With respect to points i, iii, and iv, it can be said that both participants prefer positive
politeness strategies involving ‘claiming common ground between speakers and hearers’
to strategies involving ‘cooperation of S & H’ and/or ‘fulfilling H’s wants’. The explana-
tion appears to be closely connected with the number of substrategies embraced by each
category and with the dialogue phases in which it is natural for the particular strategy to
take place. As the former category comprises more than half of the total number of sub-
strategies involved (8 out of 15: for details see Brown & Levinson?), it could be presumed
that it is this variability and richness that supports the language choices. In a way, this is
true. Nonetheless, as neither doctors nor patients are familiar with the categories produced
by linguists, it must be added that unlike the latter two strategies, which occur almost
exclusively in the treatment section, the former strategy is distributed throughout the inter-
view. This is due to the character of the particular strategy. Whilst in ‘claiming common
ground’ the speaker emphasizes that both S & H belong to the same group of persons
(Brown & Levinson 103), which may be conveyed during any period of the encounter,
the claim that ‘S & H are cooperators’ and, in particular, ‘fulfilments of H’s wants’ are
perspectivized towards the end of the encounter.

Referring to point ii, it can be explained by the unbalanced distribution of instances
between doctors and patients within the category ‘convey that S & H are cooperators’
(doctors 30 : patients 2) and a more balanced distribution of instances within the category
“fulfil some of H’s wants’ (doctors 19 : patients 7).

4 Qualitative Perspective: Positive Politeness Strategies Manifested by Doctors

Having outlined the statistical perspective of the analysis, I will now continue with its
qualitative interpretation. What may be stressed as the most significant point, if compared
with available research results from the 1980s and early 1990s, is that medical profession-
als are willing to contribute to a trustful and sharing atmosphere in a medical consulta-
tion. By employing a variety of positive politeness strategies throughout the interview,
they support courteous and tactful manners, and thus achieve smooth relations with their
patients. The fact that medical professionals show empathy and understanding, attention
and interest, encouragement and cooperation when interacting with their clients results in
social closeness during the act of communication.

More specifically, qualitative interpretations have, for instance, indicated that doctors
frequently choose a style of language that patients are familiar with (cf. Raffler-Engel
1989). Usually they switch from medical jargon to more colloquial expressions (Example
6—7). In other words, they try to build an interactional environment in which the delivery
of medical expertise does not conflict with the lay perspective of their patients (Maynard
1992). To put it yet more differently, using terminology which is typical of pragmatic
discourse, doctors tend to “choose such expressions which minimally belittle the hearer’s
status”, or “cause the minimum loss of face to the hearer” (Cruse 362).
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6) P:

o

oOwoO®

P:

Is it alright to put that on, you know, when it’s broken. The skin

. Yes, you've got, youve got to be a bit careful with broken skin because if you

put things directly on it, they tend to irritate. It won 't do the skin any harm
particularly, but it can smart. [And
Mhm.]

. that might be one good reason for using the er the soaks. The other think I'd

recommend, is, using a fine pair scissors, is take off the scaly bits, the bits
that stick out, cos they 're the bits [that catch
Mm.]

. and hurt [and

Yeah.]

. pull the skin apart. And once they 're all sticking out, dead and scaly, they re

redundant anyway, so you may as well trim it all down. Neaten it up. And
you re less likely to catch your hands then. Okay?
Okay.

(BNC/GYE/54-62)

(7) D:

It it'’s a funny little drug it's related to sodium, old sodium, you 've got loads
of sodium. You take it it everyday as with salt. Er but I I it can replace
sodium in certain systems of the body. In fact that s how it seems to work. But
because of that you’ve got to watch its effects on the kidneys, on the body
biochemistry.

(BNC/G5X/91-91)

The positive talk of practitioners is further enhanced by the frequent use of laughter
(Example 8), by showing solidarity (Example 9) and approval (Example 10), by tension
release (Example 11), by displaying optimism and involving a high percentage of com-
munication with positive content (Example 12), by giving reassurance (Example 13) and
offering support (Example 14), by calming patients and promoting trust (Example 15), by
initiating safe topics (Example 16) and by informal address forms (Example 17). Although
merely enumerative in character, this information alters Roter & Hall’s (1992) standpoint
on doctor—patient interaction (see Chart 1).

(8) D:

v

OO UTOT Y
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Turn you into a human being.
(unclear)

. (ha-ha)

((ha-ha)) You’re not kidding.

. (ha-ha)

That s what it feels like [(unclear)
Well]
especially with the wee one being

: [well,

ill,] [1 mean

s well]



Miroslav Cemny « The Manifestation of Positive Politeness in Medical Consulting Revisited

P: she’s up all night, (unclear).
D: Turn you into a human being.

(BNC/G47/112-124)

) And I don t want to go. I'm not one for [holidays.
: No, no.]

1 like being in 1 it it’s it’s your nature, [if if
: That s right.]

your if your nature s for gadding about,
. [ think that's [(unclear)

okey-dokey,] but if it isn 't I mean I like me home. I’'m a home bird.
: That’s right. [That’s

Er]
: right, I must admit, ’m inclined the same way.

Yeah, yeah.
. (ha-ha)

OP0I0OTIOTOTOT

(BNC/G5P/18-29)

(10) D: Yeah, you’re okay, you can go swimming, it shouldn’t do you any harm.
I mean in things like swimming baths are chlorinated so they've got a low
bug count anyway, so, so you’ll be at low risk of getting anything there.

(BNC/GYE/79-79)

(11) P: It not doing very good.
D: Is it not?
P: No, itis not. (.) She that er that cream, and I couldn t doing any good.
D: Is it not?
P: No. No.
D: Right. Oh I’ll get that sorted out for you. No problem.

(BNC/H5P/10-15)

(12) P: Ifit helps my blood pressure I could live with the cold
D: [Yes. Oh yes.
P: fingers.] [(ha-ha)
D: Oh aye.] Oh it’s doing really nice. And we’ll see you in four weeks again.
P: Thats fine.
D: And get it checked again June.
P: Okay.
D: Okay.

(BNC/H4P/67-74)

141



LINGUISTICS AND TRANSLATION STUDIES

142

(13) D: Yes. Things from er data whenever can take ages and ages and ages to and
you know doctors get sued every now and again, perish the thought, (ha-ha).
Oh [(unclear)

P: Perish the thought but when]

D: you when you keep hearing reports in the medical journals about doctors
being sued, and it can be several years after the event that the case comes
to court. Now it won’t be that long in your case, but just goes to show how
lengthy the whole thing can be.

P: Yea yeah yeah.

(BNC/G5M/176-179)

(14) D: Er and I hope everything goes as smoothly as possible. If there are any
medical reports to do, we’ll get them done as soon as possible.

(BNC/G5M/146-146)

(15) D: What I want you to do is, just with you sitting just now, just lift your leg up

like that, just hold it with your two hands. And just (.) do that. About twenty
times a day. (.) Now your knee’ll be sore, when you start doing it, because
you, this muscle has to get strengthened up again. (.) And let the scar joined
up. But as you keep doing that every day, it’ll get less and less and less pain-
ful. And after about a week, there’ll be no pain in it, and you’ll be (.) doing
it no bother at all. And that muscle’ll grow over the top of that scar, and it’ll
get rid of all that for you Jim.

P: Okay.

D: Well that’s so as you're, you're going to win after all. You’re going to win.

(BNC/G46/23-25)

(16) P: I mean its quite serious.

. Yes. Oh, yes. It is. Oh, aye, [(ha-ha).
(ha-ha)]

. [(ha-ha)
off her head.]

. Families are strange. Families are
[(unclear)

. strange.]
Doctor.

. (ha-ha)

O3P03TORTOTO

(BNC/H4W/174-183)

(17) D: Now a teaspoonful in the morning. Teaspoonful at tea time. And two tea-
spoonful before you go to your bed. And that’ll get the inside of that sorted
out for a wee while again young William.

(BNC/H4N/23-23)
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Expectedly enough, these communicative practices do not occur in isolation; they
overlap and combine with each other. In the following illustration (Example 18), after the
diagnosis is revealed (thyroid gland), the doctor conveys his social closeness to the patient
by a combination of informal expressions (e.g. zombie) with utterances calming the patient
down and assuring her that everything will turn out well (we’ll get you sorted out, we’ll
keep things right for you). All this is performed in a humorous and sharing ambience.

(18) D: We’ll get sorted out, but we’ll check this first to make sure there isn't any-
thing else, Ann. But it looks a fairly straightforward thing.

: We'll keep things right for you. Okay Ann?
(unclear). Thanks.

. Right. Okay now.
Cheerio.

: Cheerio just now.

P: Mhm.

D: We’ll get you sorted out, turn you into a human being again.

P: (ha-ha) (unclear) a zombie.

D: (unclear) instead of, instead of walking about like a zombie.

P: Aye, [a heavy

D: Buter]

P: zombie. (ha-ha)

D: And right, er if you give me a phone about twelve on Thursday morning,
P: Mhm.

D: we should have that result back, be able to tell you what s happening. Okay?
P: Mhm.

D

P:

D

P:

D

(BNC/G4B/99-115)

As is evident from Example 18, such instances often take place at the end of the con-
sultation. Doctors seem to be fully aware of the importance of their patients feeling com-
fortable, and leaving the doctor’s surgery without a bad taste in their mouth, with a glow
of satisfaction, with a sense of security and a feeling of fellowship. These circumstances
support positive treatment outcomes because patients are more likely to comply with their
doctors’ instructions (cf. Pendleton 38-39).

By contrast, it seems that during the diagnosis phase doctors tend to retain a certain
degree of distance, and their verbal behavior can be characterized as off-hand and curt
(Examples 19 & 20). They are reserved and formal, possibly with the aim of supporting
their professional authority — which can, however, be face-threatening for patients.

(19) D: Okay. You've got a nasty chest infection. (unclear) down here, the whole of
the left side on the back.

(BNC/GYC/46-46)
(20) D: But the way things look to me, it looks as though your thyroid gland's begin-

ning to slow down. (.) And this is why youre whole lot s
P: Mm.
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. all beginning to puff up.
Mhm.

. And you 're your particular just under here. I see the difference in you under
there.

P: Mm.

D: And your, your whole face is a bit puffed, but mostly round about there.

ovd

(BNC/G4B/87-93)

In addition, giving advice (Example 21), usually following the revelation of diagnosis,
can also be assessed as a face-threatening act (cf. Heritage & Sefi 1992); it imposes the
doctor’s expertise on the client, and does not allow the patient to arrive at her own conclu-
sions.’ In the information-gathering phase, the patient is also exposed to a number of face-
threatening acts. For example, the doctor may ask the patient to do something which could
be embarrassing and/or uncomfortable for her (Example 22).

(21) D: Okay. And what I suggest we do is seeing Georgina’s here we send you
through to see Georgina and she can, if she s got time, we briefly run through
one or two types. See which suits you best.

(BNC/G5W/81-81)
(22) D: Okay, can you slip your shoe and sock off?

(BNC/G5R/26-26)

In order to save both the positive and negative face of the patient, the doctor can
employ a variety of techniques and mitigating devices. A large part of the present study
demonstrates how the positive face of the patient can be saved, supported or maintained.
(For some of the communicative strategies related to the way in which the negative face
of the patient can be preserved, see Cerny 2008.) The two examples above (22 & 23) illus-
trate just two such techniques: (i) the use of inclusive ‘we’ (cf. Henzl 1989), and (ii) the
use of the modal verb ‘can’ to soften the impact of the directive.

5 Qualitative Perspective: Positive Politeness Strategies Manifested by Patients

Compared to the relative distribution of doctor-initiated positive politeness strategies, the
figures for patient-initiated positive politeness strategies signal both similarities and dif-
ferences (see Table 2).

As far as the classification of strategies is concerned, both participants give significant
preference to a communicative mechanism labelled ‘claim common ground’, with even
stronger stress placed on the part of the patient (D — 63% : P — 80%). A discrepancy can
be seen in the use of the other two mechanisms: ‘convey that S and H are cooperators’ and
“fulfil H’s want’. Whereas doctors prefer the former, patients give preference to the latter.
According to Brown & Levinson (1987), this strategy (‘fulfil H’s want’) is reflected in
situations in which the S wants to satisfy the H’s positive-face want by actually satisfying
some of H’s wants. “Hence we have the classic positive-politeness action of gift-giving,
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not only tangible gifts (...), but human-relations wants such as those illustrated in many
of the outputs considered above — the wants to be liked, admired, cared about, understood,
listened to, and so on” (Brown & Levinson 129). Transferred into a more specific medical
environment, patients not only do what their doctors want them to do, but often express
respect, admiration, etc. (Example 23).

(23) P: I've got the post from the hospital to get
D: [(unclear)
P: and medication from them, Doctor.] Ah, God, I don’t know how you take
your job.°

(BNC/H4W/18-20)

Regarding the distribution throughout the medical interview, the doctor and the patient
follow the same order of ‘phase productivity’: the most numerous section is the treatment
phase, followed by the information-gathering phase, while the least numerous is the phase
of diagnosis. The most interesting finding is that the relative number of strategies initiated
in the treatment phase is identical for doctors and patients (60%). This confirms that the
end of the consultation is the most positively polite section of the medical encounter. It is
a section of reciprocity, intimacy, and empathy (Example 24).

(24) D: Nothing to worry about with that. (unclear) (.), there we are now.
P: Ishall survive again then.
: You are going to live for a wee while yet, going to live for a wee while yet.
Yes. Oh aye oh.
((ha-ha))
: If you’ve got anything funny like that, you get it checked.
Aye, right away.
: Dont, don t ignore it.
Well I think you can go home now cos I was the last.
: Och. You think so? I would, I wouldn t bet on it. [ wouldn t bet on it.
(ha-ha)
. [Right,
Thanks.]
: okay Cathy, cheerio now.

w)

OO PO TFTOTOT

(BNC/G4E/45-57)

The positive talk of patients takes a range of forms. Patients ask their doctors quite
personal questions concerning their families (Example 25) or the way they feel (Example
26 & 27). Sometimes they tease doctors, thus showing friendliness (Example 28). They
may initiate a joking atmosphere, resulting in laughter (Example 29), or make social (non-
medical) and informal remarks (Example 30 & 31).

(25) P: What about your own family? You still got them?

D: Yeah. Oh well. Yeah, they re still
P: Still keeping you
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D: still keeping me out of mischief.
P: [Still keeping
D: Still keeping me out of mischief.] (ha-ha)

(BNC/H5V/132-137)

(26) P: How are you keeping yourself, Doctor?
D: Me? Fine.

(BNC/H5A/128-129)

(27) P: Okay then.
. Right. Okay Alison.
Thanks a lot.
. Right. Cheerio now.
Bye. Are you alright yourself?
: Yeah. Yeah. It'’s no no problem.
(ha-ha) (unclear) it’s just typical isn't it?
: That’s it.

OO0 TOTO

(BNC/H59/83-90)

(28) D: Good evening
P: Hello.
D: Mary.
P: She said when I came in, there’s only two in front of you. And you know
D’ve been sitting an hour.
D: (ha-ha)

(BNC/H4F/1-5)

(29) D: This is old age coming.
: Old age doesn't come itself so they say.
. ((ha-ha))
Och well.
. (ha-ha)
Och well, thats it.
. ((ha-ha)) If that'’s all, if that’s all we get for getting old, w w we’ll do
(unclear).
Thats it. Well that's fine, we’ll do.

s

whsRwis-lw)

i

(BNC/G4D/134-141)

(30) D: (ha-ha)
P: Cos when you smoke you kept your money for your fags, but if you don’t
smoke you don’t need to keep it.
D: (ha-ha)
P: [(ha-ha)
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D:

P:

((ha-ha))] I thought you'd have been buying an oil well or something like
that.
I know, I didn 't realize, (unclear). My two brothers are off on holiday now

for ten days.

D: Aye.

(BNC/H53/11-17)

(31) P:
D:

It was bloody painful. If you excuse the French.
That’s it.

(BNC/H50/52-53)

Similarly to doctors, also the patient-initiated positive politeness strategies form a
number of varied combinations. In Example 32, first the doctor and the patient give infor-
mation regarding the treatment. Then the patient proceeds with a humorous remark (well
1 didn 't have to wait too long for you today), resulting in mutual laughter and elaboration
of the remark. After that the doctor plans to close down the interview (away and look after
yourself), but the patient continues with a series of social complaints which draw the doc-
tor back into the discussion, sharing his own perspective. Only then does the active patient
shift the topic of the interview back to treatment issues (so, four weeks?), and the doctor
finally closes the encounter.

(32) D:

v

OFO®TO

TOTOT®

TOUTUO

orFg

Now I want to see you in four weeks again.
Oh you want to see me in four weeks?

. Mhm.

How long did you give me my certificate for?

. Thirteen weeks.

Thirteen weeks? But er you want to see me in four weeks to see about that?

: Thirteen weeks. But I want you to come back in four weeks. Mhm. (.) I want

you back in four weeks.
Well I didn 't have to wait too long for you today.

. (ha-ha) It'’s a change.

((ha-ha)) Is it? I know I keep saying to

. [It’s a change.

myself, you know] er cos I'm saying I said, how many’s that thats been
into that doctor? And a new doctor I was talking to, I says, three went in
(unclear) I says, ((ha-ha)) Hope they 're all going into (unclear), doctor.

: [(ha-ha)

((ha-ha))]

: Away and look after yourself.

1 think it’s, I think it’s er I'm just getting old, it doesn 't happen (unclear). See,
I'm used to doing everything myself.

Mhm.

I've always had to do everything.

Aye.
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P: And wheelbarrow, (unclear), you know and see now. I keep saying, (unclear)
You used to (unclear) your children, but they don 't do nothing for you now,
don t they

. [Not much.
not?]

: I'wouldn 't hold (unclear) your breath waiting for them nowadays.

So, four weeks?

. Right, see you four weeks.
Erright, aye.

. Right Agnes.

Right. Thanks.
. Cheerio now.

el ivis vt lvls v

(BNC/G45/128-156)

Under certain circumstances the communicative behaviour of the above patient could
be considered not face-addressing but face-threatening, as it imposes on the doctor the
patient’s ideas about how the consultation should proceed. However, the doctor does not
seem to be offended; he empathizes with the patient, and lets her disclose what she wants
to share. In general, patients very rarely carry out face-threatening acts (cf. Fisher 1983).
In spite of this, there are a few instances of FTAs in the material under scrutiny. Usually
they take place during a follow-up when the patient complains that her health condition is
not better, thus questioning the doctor’s professional reputation (Example 33), or she even
offers her own version of post-diagnostic accounts (Example 34), and in this way she chal-
lenges the doctor’s treatment assessments and recommendations (cf. Heath 1992).

(33) D: Well now. What can I do for you today?
P: Oh it’s just it’s not getting any better.
D: You 're still having trouble?

(BNC/HA4E/7-9)

(34) P: See these tablets you gave me. They’re no use. I prefer to keep

. [Are they not?

with the (unclear)]

[Mhm.

that I've got.]

. Right.

Because you gave me ten milligrams and the five’s not very strong. But I’'m
not very well with them and I just think they’re terrible.

YOO TO

(BNC/H51/51-57)

The last point which I would like to mention here and which is, naturally, related
to the phenomenon of politeness as manifested in doctor—patient communication con-
cerns the participants’ orientations to conversation and politeness maxims. In Adegbite
& Odebunmi’s view: “The maxim of quality is almost always obeyed in doctor—patient
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interaction because participants recognize the need for truth in the resolution of medical
problems. However, the other maxims of quantity, relation and manner are sometimes
flouted in the course of expression of sentiments and emotional feelings and avoidance of
unpleasant consequences” (510). Politeness maxims are parallelly adhered to for salutary
purposes (Adegbite & Odebunmi 511-513). Since this is exactly what can be found in my
material, I shall merely refer to this source, without adding any detailed comments.

6 Concluding Remarks

Taking into consideration what has been said in the last paragraph of the preceding section,
it could be argued that so much that is relevant and related to the topic of politeness is not
given direct attention within the scope of the present paper. This is obviously true, but in
my view, to provide a complete examination of such a complex and multivalent phenom-
enon would be impossible anyway. Despite all of these acknowledged deficiencies, I hope
that my research has shed light on several (albeit limited) aspects of doctor—patient interac-
tion with respect to the politeness principle.

The findings indicate that both dialogue participants (the doctor and the patient) employ
positive politeness mechanisms quite frequently, throughout the medical interview, and
of all selected types. The quantitative analysis, supplemented with qualitative interpreta-
tion, shows that the most productive category of positive politeness is ‘claiming common
ground’ and the phase which witnesses the most frequent utilization of these strategies is
the treatment phase. In addition, it can be stated that to address the positive face wants of
their patients, doctors initiate a series of varied positively polite strategies, enabling them
to convey, among other things, social closeness, empathy and understanding to their cli-
ents. The positive talk of patients also takes a range of diverse forms. Patients often mani-
fest friendliness, tease their doctors, joke, laugh, and initiate social talk. Individual strate-
gies are combined, and contribute to a trustful and sharing atmosphere between the doctor
and the patient. At the same time, however, it needs to be remarked that both interactants
initiate face-threatening acts, though patients do so only rarely. On the other hand, they
also use a variety of techniques and mitigating devices employed in order to save ‘face’. In
addition, both participants orient themselves towards conversation and politeness maxims,
usually following the maxim of quality, from time to time flouting the remaining conver-
sation maxim, and parallelly adhering to politeness maxims for salutary purposes. Impor-
tantly, the section of diagnosis, compared to the final part of the consultation, is much more
formal, with the participants rather reserved and keeping their distance.

Clearly, the medical consultation is a dynamic discourse type which defies absolute
and exhaustive conclusions. It is especially for this reason that I do not rely exclusively
on my own findings, but often refer to other sources. On the other hand, I believe | have
brought enough evidence to support the standpoint that recent social changes have modi-
fied the traditional model of the doctor—patient relationship and prepared ground for reduc-
tion of hierarchies and redefinition of roles in favour of the patient.
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Notes

! In general, I understand empathy as an “emotional experience between an observer and a sub-
ject in which the observer, based on visual and auditory cues, identifies and transiently experiences
the subject’s emotional state. To be perceived as empathic, the observer must convey this under-
standing back to the subject” (Hirsch 2009).

2 Besides calculating absolute and relative numbers, I also use more sophisticated approaches,
namely correlation and the F-test. Correlation is a measure of the relation between two or more
variables. Correlation coefficients (I employ Pearson) can range from -1.00 to +1.00. The value of
the former one represents a perfect negative correlation, the value of the latter represents a perfect
positive correlation. The F-test calculates statistical evidence whether two samples have the same
standard deviation with specified confidence level. Samples may be of different sizes. In lay terms,
it proves whether two samples differ to such an extent that this differentiation is worth studying.

SHRT = hormone replacement therapy.

4Brown & Levinson (1987) distinguish the following fifteen positive politeness sub-strategies:
within ‘claim common ground’: (i) notice, attend to H, (ii) exaggerate, (iii) intensify interest to H,
(iv) use in-group identity markers, (v) seek agreement, (vi) avoid disagreement, (vii) presuppose/
raise/assert common ground, (viii) joke; within ‘convey that S and H are cooperators’ we have
(ix) assert or presuppose S’s knowledge of and concern for H’s wants, (x) offer, promise, (xi) be
optimistic, (xii) include both S and H in the activity, (xiii) give (or ask for) reasons, (xiv) assume or
assert reciprocity; within ‘fulfil H’s want for some X’ (xv) give gifts to H.

3 On face-threatening acts in nursing discourse, see Valdmanova (2008), in which she proposes
similar findings for nurse—patient interaction.

®This instance could be assessed as a face-flattering act (see Kerbrat—Orecchioni 1997).

Appendix

Below are results of the F-test, containing calculations relevant for the quantitative section
of the present study. The asterisk indicates when the results are of particular significance.

F / Participant Cooperator Fulfil want
Common ground | 0.0002* 0.9668
Cooperator 0.0016*

F / Phase Cooperator Fulfil want
Common ground | 3E-05* 0.0191*
Cooperator 0.1375
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a new lingua franca in Georgia?
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Abstract

The paper reports on current language policy in the Caucasian country of Georgia with a focus
on reforms concerning the use of the English language. It describes the historical and social con-
text of the present governmental language policy and then discusses the role of English in distinct
fields, such as the economy, tourism and education. The author also presents the results of original
ethnographic research, based on semi-structured expert and other interviews, aiming to investigate
the linguistic situation in the village of Duisi, inhabited by the Kists, one of Georgia's national and
linguistic minorities.

Keywords: Georgia, Kists, lingua franca, Russian, language policy, government

1 Introduction

The present paper reports on current language policy in Georgia with a focus on policy
concerning the English language. It is divided into four parts. The first part reports on
the broad historical context including the political events in Georgia leading to the cur-
rent governmental language policy. The second part focuses on the role played by the
English language in present-day Georgian society. It outlines the government’s reforms
concerning the English language, and then attempts to capture the process of their imple-
mentation, including its challenges. The third part of the paper presents the details of the
interviews and the results of the ethnographic research which was carried out in Georgia
in the summer of 2011. The research aimed to investigate the language situation of the
Kists — the Georgian Chechens — and their attitudes to the language policy of the state
involving the promotion of the English language. The fourth part summarizes the results
in a short conclusion.
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2 History and political background

In order to understand the present political course taken by the Georgian government, the
history of Georgia will be outlined briefly. The present lingua franca roles of languages
will be placed into the historical context.

The present-day country of Georgia claims to be the successor to the united kingdom
of Kartli and Kakheti (the endonym for Georgia is Sakartvelo, and the Georgian people
call themselves Kartveli, hence part of the former name of the kingdom). The Christian
Kartli and Kakheti kingdoms suffered numerous attacks by the Muslim Persians, but also
by Arabs, Mongols and Turks. The key event leading to the Russification of the country
occurred when the Kartli-Kakheti king Erekle II signed the Treaty of Georgievsk in 1783,
seeking the protection of Christian Russia against another imminent Persian invasion
(Baddeley 19-20, 45; Silogava and Shengelia 165—166). According to this treaty, “Russian
soldiers were to be stationed in Georgia, and the king was to conduct his foreign policy in
conformity with Russian preferences” (Suny 58). In other words, the Georgian kingdom
was to be internally independent, while its foreign policy was to be in the hands of the Rus-
sian tsar. Russia, however, violated the Treaty when it failed to help Kartli-Kakheti against
the Iranian shah Agha Mohammed Khan, who invaded the country and set fire to Thbilisi
in 1795 (Baddeley 19). Georgia had thus not benefited from the Russian protectorate, nor
had it regained its independence. The Georgians lived under Russian rule for almost two
hundred years, with a short break, from 1801, when Tsar Alexander I decided to abolish
the kingdom of Kartli-Kakheti — which had been annexed to the Russian empire the year
before (Suny 59). Soon afterwards, Kartli and Kakheti were followed by other regions of
present-day Georgia. The Russian Protectorate brought an end to the following principali-
ties: in 1803 Mingrelia (Samegrelo), in 1804 Imereti, in 1809 Abkhazeti, in 1811 Guria,
in 1833 Svaneti, and in 1828 southern Georgia (Baddeley 66; Suny 64). During the 19"
century the protectorates were abolished one by one in all these areas and replaced with
direct Russian rule.

Georgia underwent Russification under Russian rule. Suny writes that in 1840 “Geor-
gian was eliminated as an official language for state business, though the majority of the
people of the area did not understand Russian.” (Suny 72). Russian culture was promoted
in the Caucasus, and the Russian language was to be spread (Suny 93). The colonial
empire founded institutions in Georgia which provided education in the Russian language
(Silogava and Shengelia 177). Some of the Georgian intelligentsia became gradually
attracted by their rulers’ language and culture, and received an education in Russian, often
in Moscow or St Petersburg. To illustrate the situation in Georgia in the second half of the
19" century, we will quote Suny describing the process of Russification in education:

From 1868 Georgian was clearly inferior to Russian, not only in popular attitudes or
the views of officials, but in the law as well. The teaching of Russian was required in
all schools in the empire, and Georgian was no longer a required subject. Beginning
in the 1870s only private schools taught courses in Georgian, usually on the primary
level, with Russian given as a special course. When a student reached middle school
the courses were taught in Russian, with Georgian given as a separate course. As the
result of state policy and legal discriminations, the percentage of schools that taught
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a local Caucasian language steadily declined and those that taught all subjects in Rus-
sian increased. (Suny 128)

However, some of the Georgian intelligentsia opposed the Russification policy
imposed on them from abroad. The opposition was mainly connected with the revival of
the Georgian language, and it is not surprising that it had a nationalist character. One of the
most significant promoters of the Georgian language protection was Ilia Chavchavadze,
who contributed to the establishment of the Society for the Spreading of Literacy among
the Georgians in 1879, thus helping to revive national awareness (Silogava and Shengelia
187).

In May, 1918 Georgia declared its independence, which was to last until 1921, when
the country became a part of the Soviet Republic (Silogava and Shengelia 208-216; Suny
192-208). In the 1930s the official Soviet policy significantly changed under Joseph Sta-
lin’s influence. The promotion of Georgian culture took place as part of the ‘Korenizatsiia’
policy (Stalin 1946), which aimed to reinforce national elements in governmental institu-
tions in the various Soviet republics, thus appeasing local opposition and stabilizing Soviet
rule in Georgia and other regions of the Caucasus. Stalin’s “exasperating policy of divide
et impera” (Baddeley 41) thus “gave Georgians the dominant role in a republic that still
possessed significant non-Georgian minorities” (Suny 281).

At the same time, some sources state that ‘national schools’ were established in Geor-
gia, providing instruction in minority languages, i.e. Georgian, Abkhazian, Russian, Osse-
tian, Azeri and Armenian (Suny 233). Other sources speak about a massive process of
Georgianization in 1944 and 1945, only a few years later (“Summary of historical events”).
In spite of these pro-minority reforms, a sudden reversal in Soviet policy stance soon fol-
lowed, when in 1938 the Russian language became a compulsory subject in all Soviet
schools, and “as a lingua franca for the whole Soviet Union was encouraged” (Suny 258).

Alongside the strengthening of Russification and the Soviet opposition to Georgian
nationalism, the Georgians still seemed to show a considerable resistance to learning the
Russian language after WWII and through the 1970s (Suny 300). This resistance finally
resulted in openly expressed opinions in the 1970s, e.g. in 1975, when a petition was
signed by the prominent members of the Georgian intelligentsia protesting against the
implementation of bilingualism, or in 1976, when Revaz Japaridze, a Georgian writer,
angrily spoke against “an order from Moscow that all textbooks for higher educational
institutions be published in Russian and that dissertations and their defenses be translated
into Russian....” (Suny 309-310).

Eduard Shevardnadze, who was then pursuing his career as the First Secretary of the
Georgian Communist Party, “tried to allay fears of Russification” (Suny 309), and two
years later, when Russian and other minority languages were to gain legal official status
in Georgia, he was the one who “stressed the importance of learning Russian and improv-
ing the instruction of Russian in Georgia in order to broaden the horizons of the Georgian
people.” (Suny 310). He obviously acknowledged the role of Russian as the lingua franca
for the Georgians and the necessity of its knowledge for the integration into the Soviet
Union when he stated that ... the sun rises for Georgia, not in the east, but in the north, in
Russia— ... the sun of Lenin’s ideas” (Suny 310). However, for many an educated Georgian
and member of the Georgian intelligentsia, this was not the case even then — or at least
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Russia was only regarded as a means of coming closer to the West: “The benefits of Euro-
pean civilization were greatly desired by a thin layer of Georgian society, and the road to
the West lay through Russia. Generations of Georgian students trekked northward to Rus-
sian centres of learning to discover the latest intellectual advances of European thinkers.”
(Suny 122). The opponents of Russification persevered in their resistance.

Since the breakup of the Soviet Union and Georgia’s declaration of independence in
1991, the country has undergone many changes. These have included the wars in Abkha-
zia, where “the war ended in the so-called Moscow ceasefire agreement in April 1994”
(Hoch 83), and South Ossetia, where the war lasted from 1991 to 1992. After Zviad Gam-
sakhurdia’s exclusionary nationalism exacerbated the Ossetian and Abkhazian conflicts,
and “proved to be more divisive than integrating” (Suny 326), Eduard Shevardnadze, a
skilful diplomat and experienced negotiator, became the crucial political representative
of Georgia. After serving as the de facto head of the country between 1992 and 1995, he
was the President of the Republic of Georgia between 1995 and 2003, adopting “friendly
relations with the Western World” (Silogava and Shengelia 247), leading Georgia to mem-
bership of the United Nations and the Council of Europe, and cultivating cooperation with
NATO. At the same time, Georgia, which was “strategically situated between the Black
and Caspian Seas, became focus of interest and conflict between the great powers, Russia
and America” (Silogava and Shengelia 248), and a choice had to be made between the two
directions.

After the apparently fraudulent (Silogava and Shengelia 248) elections of 2003, the
Georgian people decided that the sun rises for Georgia neither in the east, nor in the north,
but in the west. They turned towards the pro-Western reformist party, and conducted the
‘Rose Revolution’. The leaders of the new government were Mikhail Saakashvili, Zurab
Zhvania and Nino Burjanadze, who belonged to the new generation of politicians, some of
whom had already held important government posts previously, and who came to power in
Georgia after 2003. Most of them were under forty years old and some of them were West-
ern-educated. They became the ministers in one of the youngest governments in the world.
They neither look back nostalgically at the former Georgian Soviet republic, nor do they
have a “Soviet mentality” (Saakashvili “President”). The President of Georgia, Mikheil
Saakashvili, is a typical politician of this generation. In his speeches both on a national and
international stage he frequently refers to Georgia as belonging historically to the Western,
mainly European, tradition (Saakashvili “President”; Saakashvili Speeches). His political
aim is to lead Georgia to NATO membership and closer to the European Union: “Georgia
is forever yoked to Europe. We are joined by a common and unbreakable bond — one based
on culture — on our shared history and identity and on a common set of values that has at
its heart, the celebration of peace, and the establishment of fair and prosperous societies.”
(Saakashvili “Inaugural”).

Since 1999 Georgia has been part of the European Neighbourhood Policy. It has
already achieved unprecedented success in the reform of the criminal justice sector and the
fight against corruption, and its economic growth has considerably increased since then,
with the EU being its main trading partner (“European Neighbourhood Policy — Georgia™).

Why has the Rose Revolution, with its pro-Western orientation, attracted any sup-
porters at all? This question can be answered easily if we take into consideration Hugh
Richardson’s statement: “The EU has reaped tremendous rewards from its soft power, the
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result of which is an enlarged union of 27 Member States and unprecedented peace and
prosperity on the European continent”. If we consider that the Georgian citizens were able
to choose between geographically close Russia, with Putin’s colonial policy and intensive
attempts at Russification (Georgia had been a subject of Russia for almost two centuries,
after which it became an economically damaged region), and the European Union with its
soft power and prosperous single market (Richardson; Nye), Europe and its values must
have represented a more attractive option for them.

3 The English language reforms

In Shevardnadze’s era it was Russian that was the most frequently learned foreign lan-
guage at schools in Georgia (Formal semi-structured expert interviews with two Kist
women). However, the strong pro-Western orientation of the new government has been
reflected in the country’s language policy, which logically began to turn towards English.
Knowledge of the English language has been one of the factors which is intended to bring
Georgia nearer to Europe as well as to the whole of the Western international community.
The new language policy is mainly aimed at individual Georgian young people. The main
body responsible for the implementation of the language reforms is the Ministry of Educa-
tion and Science of Georgia [hereafter MES]. Since 2009 the MES has been running the
English Language Learning Strengthening Programme, which aims at “raising the com-
petitiveness of graduates of Georgian schools and their integration within the international
market.” (“English Language”).

The programme is thus aimed not only at young people, but also at teachers of Eng-
lish and their professional development. It involves three different sub-projects: “Eng-
lish-language summer schools in Georgia” (“English Language™) (enabling more than
one thousand secondary school students to attend a summer English course in Georgia
including classes conducted by native speakers), “English-language summer schools in the
United Kingdom” (the best 100 students will go to the United Kingdom for two weeks to
study English), and “Georgian High School Exchange Students’ Programme in the United
States” (about 100 scholarships for Georgian students to study in the USA, funded 50% by
the Georgian and 50% by the US Government) (ibid).

Moreover, since the school year 2010-11 English has been a compulsory subject at
Georgian schools, taught to children from the 1% grade, whereas previously they might
have started learning it from the fifth or sixth grade. This significant reform to the general
education curriculum was initiated by the Georgian President in April 2010, who him-
self can speak English fluently, having received a university education in the USA. He
explained that the reason behind this reform was the desire to enhance the competitiveness
of the country’s young people. In his TV interview in Kutaisi on 6 April, 2010 Saakashvili
also encouraged Georgian television stations to broadcast English-language movies with
subtitles (Saakashvili, “Saakashvili Speaks™).

It must be added that the implementation of the English language into general edu-
cation has also faced significant challenges. Firstly there is a shortage of English lan-
guage teachers in the country, and secondly there is English teachers’ poor knowledge of
English (Informal interview with NGO worker). Both problems are being tackled through
the programme 7each and Learn with Georgia [hereafter referred to as 7LG], which was
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launched in Georgia in 2010. This programme resembles other programmes which were
conducted in other countries in the past — including the Czech Republic in the 1990s. The
main goal of the project is to recruit English-speaking volunteer teachers to teach Eng-
lish at Georgian public schools from 2010-2011. The commercial recruiting video placed
on Georgian government websites emphasizes three dimensions of the project: it should
“open doors” (“Teaching in Georgia video”) for young English learners, who will be able
to communicate in English, plus they will be able to “...find a job easily...” (ibid) and use
the internet. Further, there will be benefits for Georgian teachers of English, who will
improve their knowledge of the language and enhance their application of teaching meth-
odologies used in Europe and the USA. The volunteer teachers will gain “life-changing
experience” (ibid), as well as being offered the opportunity to learn the Georgian language.
The volunteer teachers, either native speakers of English or qualified or even unqualified
(Informal interview with NGO worker) English teachers, are to participate in English lan-
guage teaching with local teachers, and will be accommodated in their households, which
will enable Georgian teachers of English to improve their English communication skills,
as well as sharing “Western values and culture” (Teach and Learn).

Secondly, the cost of foreign English textbooks published by publishing houses in
Europe was an insurmountable problem for many parents of children from socially vul-
nerable families from the very outset. The MES have been dealing with this problem in
two ways. Macmillan Publishers Ltd has been selected in a public competition as the sole
provider of English textbooks for Georgian children, as they are able to offer a textbook
at 10 GEL [approx. €5], which is an acceptable price for a Georgian child (Barabadze;
“Macmillan Education signs agreement with Georgia). Moreover, the publishing house
has funded training for teachers as a bonus to the deal (Barabadze).

This solution of the expensive textbook issue is a very innovative one, even by West-
ern standards. In 2010 the MES introduced a reform which enables pupils from socially
vulnerable families to download electronic textbooks from the Buki — Learn with Joy
(Buki) websites. All the first grade pupils have been granted laptops for free by the MES
since 2011, which should replace textbooks for them, thus saving their parents’ money
(Samadashvili; Paichadze).

The implementation of the English language into general education in Georgia has
also been facing harsh criticism. It is mainly the Georgian Labour Party that criticizes its
anti-national character. In addition to the fact that the socialist Labourites claim to be pro-
Western and pro-European, and their programme includes the country’s integration into
the NATO and European Union structures, they also struggle to maintain good relations
with Russia, and moreover, they appear to be nationalist (“Shalva’), which forms part of
their highly populist policy (Georgian Labour Party).

In September 2011 the Georgian Labour Party addressed the United Nations commit-
tee on discrimination with the aim of eliciting a resolution “against the Anglo-American
colonization of Georgia” (“Labourites urge”). This address seems to appeal to the voters
inclined towards nationalism. It views the English language reforms being carried out in
Georgia as part of the “destructive process of Anglicanisation of the future generation”
(“Labourites urge”), involving the “expulsion of the Georgian language, history, religion
and fundamental education away from schools” (“Labourites urge”). It even seems to
display the Labour Party’s nationalist paranoia about the “oppression from the United
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States and their companions of the Georgian language, education and culture” (“Labour-
ites urge”). Giorgi Gugava, the Georgian Labour Party’s secretary, goes to absurd lengths
when he says that the USA are “aiming at establishing slave colony of Georgia” (“Giorgi
Gugava”), and the Rose Revolution policy funded by the Americans is part of this (ibid).

It is therefore obvious that the issue of implementing English language teaching has
a political aspect, as a nationalist party is using populist arguments to gain votes. There is
one more critical argument of the above-mentioned reform — which, however, has not been
put forward by the opposition. It seems to have remained in the background of the discus-
sion of the reform, in spite of the fact that it suggests the existence of grave difficulties
with successful learning among children belonging to linguistic minorities. As Georgia
is a multi-ethnic country with between 20-30% of its population speaking other native
languages than its official language — Georgian (Sedlafova 293), the Georgian language
is regarded as a uniting and integrating element for the citizens of Georgia in the present
governmental language policy, one of whose crucial aims is to contribute to restoring the
country’s integration. By law, Georgian is the only language of general education (with the
exception of Abkhazian in Abkhazia), and it is in the process of attaining this status even in
some of the regions inhabited by national minorities who attended ‘national schools’ in the
past, receiving an education either in their mother tongues or in Russian (Kilasonia). So
far they have had compulsory classes of Georgian as a foreign language at schools, but the
lack of emphasis on communicative aims and inappropriate teaching methodology have
not contributed to a good acquisition of speaking and listening skills. As the Armenians in
Akhalkalaki commented on this issue: “We can only read the Georgian mkhedruli script
without being able to understand the meanings of words...” (translated from Russian by
Kopeckova, Informal interviews with the Georgian Armenians in Akhalkalaki).

The insufficient knowledge of the Georgian language has been compensated for by
the use of minority native languages or Russian as the lingua franca in the regions (Pop-
janevski 39). For this reason, in the past, the communities of linguistic minorities often
lacked motivation for learning Georgian. Therefore teaching the Georgian language as a
second language has been a difficult job for the Georgian language teachers at schools
attended by children belonging to linguistic minorities — both in the past (e.g. in case of
the Kists), or in the present (e.g. the Armenians or Azeris) — trying to comply with the
new reforms which require it as a language of general education (Kilasonia; Formal semi-
structured expert interviews with two Kist women). Such children often enter school with-
out any previous knowledge of Georgian. They first have to learn the language, and it usu-
ally takes them between six to seven years to start thinking in it (Formal semi-structured
expert interviews with two Kist women). Learning a foreign language such as English with
a different script from the first grade is thus another obstacle to their successful learning,
which is generally best achieved in the native language (Dutcher 1-2).

Knowledge of the English language not only enhances the personal potential of young
Georgian people and their competitiveness in the labour market. It might also lead to
friendly relations with Western investors or business partners. After the Russian Federation
started blocking imports of Georgian wines and mineral waters into Russia in 2006, and
supported the recognition of Abkhazia and South Ossetia as independent states (Sywenkyj;
“Russia bans”), the European Union became the main trading partner for Georgia. New
European investors are often attracted to invest in Georgia by the following results of a
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survey carried out for the World Bank. In June 2011, eight years after the Rose Revolution,
after the period of social and economic reforms in Georgia linked also to the European
Neighbourhood Policy Action Plan, the World Bank ranked Georgia as the number 1 coun-
try among the Eastern European and Central Asian countries (apart from Organization for
Economic Co-operation and Development [OECD] high income countries) for Ease of
Doing Business (“Economy Rankings”). If new Western investors are welcomed in the
English language in Georgia by Georgian business partners capable of direct communi-
cation in English, such a factor might also contribute to doing business smoothly there
and bringing money to the country. A Western businessman considering his investment in
Georgia will probably launch cooperation more easily if he is directly spoken to in English
than if having to communicate via an interpreter.

In addition to encouraging investment from abroad, the post-revolutionary govern-
ments and President Saakashvili resolved to achieve the reconstruction of the Georgian
economy through the development of tourism: “Tourism gives us the chance in the shortest
possible timescale to revitalise the economies of those parts of Georgia which are currently
ruled by unemployment and depression” (Vardiashvili). Georgia does not possess natural
resources which could be exported, nor does not have enough investments in production
which could boost the economy. However, it offers outstanding natural beauty, including
the sea, mountains on which skiing slopes can be built, caves, and rivers suitable for white-
water rafting, but also plenty of very old and unique historical sights.

Languages also play a certain role in developing tourism. After arriving in Georgia,
every English-speaking tourist will be pleasantly surprised to find that most of the notices
with information one would like to read and understand — such as those giving instructions
at the airport, street names and traffic signs — are provided bilingually, in Georgian and in
English. Use of the English language might be one of the strategies to make the speakers
of Latin alphabet languages welcome in a country where the Georgian mkhedruli script
is unintelligible for most foreign tourists, unless they learn it. However, the replacement
of the Russian notices from the Soviet times with English ones rather seems to be part of
the Georgian pro-Western policy (as the analysis of the official statistics below will show)
than a reflection of a change in the numbers of incoming tourists.

The information centres in Georgian cities and towns such as Tbilisi, Tkibuli, Sig-
naghi, Batumi and Mestia, frequently visited by Western tourists, provide their services
in the English language, but their employees are often able to communicate in other lan-
guages too, or at least they provide visitors with brochures in other languages, such as
Spanish, French, Russian, Italian, Polish, Japanese, Chinese or Turkish.

As has been stated above, it is the Georgian government’s goal to prioritize tourism
as an industry that will rescue the country’s economy and provide income and jobs in a
country with high unemployment. The statistics of the “Arrivals of non-resident visitors at
national borders of Georgia by country of citizenship” in 2000-2011 show that the highest
number of visitors, including tourists on holidays but also businessmen, and people pass-
ing through, still arrive in Georgia from the countries whose citizens are more likely to
communicate in Russian because of their shared communist history. Their numbers have
been increasing proportionately alongside the numbers of the tourists from other parts of
the world since 2000.
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In 2011 Georgia was visited by almost 3 million tourists, out of whom 63% arrived
in Georgia from the Commonwealth of Independent States (hereafter referred to as CIS),
whose citizens are more likely to know Russian, and 32% from Europe (non-CIS), who are
likely to prefer English for communication, including 1.5% who came from Central and
Eastern Europe (non-CIS), while the remaining 5% arrived from the Americas, Africa and
Asia (“Arrivals of non-resident visitors at national borders of Georgia by country of citi-
zenship”). The estimate of the numbers of potential speakers of the respective languages
presented here is a rough one; it does not take into account that some of the non-resident
visitors might be Georgians from diasporas abroad, how long the visitors stay in Georgia,
the fact that some Russians or other CIS citizens might communicate with Georgians in
English, or that some of the visitors merely travel through Georgia in transit to another
country. The estimate is only included to illustrate the fact that in reality, Russian still
probably prevails as the lingua franca between non-resident visitors and Georgian citizens.

The practicality of replacing the Russian traffic and information notices with the Eng-
lish ones can be thus seen as some sort of marketing strategy which aims to attract Western
visitors to the country; visitors from the post-Soviet countries are already familiar with the
fact that they can often communicate in Russian with the local citizens. Obviously, it also
works as a visible demonstration of the state policy.

Finally, the following lines will mention the role of the English language in everyday
communication by Georgian citizens. Thousands of Western tourists have been an incen-
tive for people who run small businesses to learn the English language at a basic commu-
nicative level. The businesspeople running guest houses, hostels, hotels, shops, cafes and
restaurants in the regions frequently visited by the Western tourists — such as the Black
Sea resorts, the historical town of Signaghi and the vineyards in its surroundings, Mestia
in Svaneti, or the capital Tbilisi — prefer to communicate in English, even if you offer them
the chance to speak in Russian. The use of English instead of Russian may sometimes be
a necessity for them, when e.g. meeting numerous Israeli tourists — or it may be symbolic,
openly demonstrating the change for the better in their lives. Alternatively, it may simply
signal that they want to develop their English-speaking skills. Naturally, there are regions
rarely visited by tourists, where generally only educated people speak English, while oth-
ers still prefer Russian as the lingua franca.

Moreover, there are regions in Georgia where Russian notices can still be found too,
as well as Armenian ones; for example in Javakheti street names are provided in three lan-
guages — Georgian, Armenian and Russian. The language issue and the national minority
question seem to be sensitive topics in the region of Samtskhe-Javakheti (Formal semi-
structured expert interviews with two Kist women and Informal interviews with the Geor-
gian Armenians in Akhalkalaki); the English language is thus being introduced there more
slowly both into general education and into infrastructure, and the English native speakers
from abroad recruited via Teach and Learn with Georgia have not arrived at all schools in
the region yet. However, the local people seem to be eagerly expecting their arrival in the
future (Informal interviews with the Georgian Armenians in Akhalkalaki). They also seem
to associate English with a better future for themselves, availability of employment, and
Western investment — after the two Russian military bases providing employment to over
1,000 people, which represented the mainstay of the local economy, were handed over to
the Georgians in June 2007 (Kakachia 200).
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4 The Kists, their language situation and attitudes

The Kists, the Vainakh (Chechen) people, are one of the numerous ethnic minorities in
Georgia, most of whose 7,000 people (“Ethnic groups”) live in relatively compact settle-
ments in the Pankisi Gorge, Akhmeta District, Kakheti Region. They settled in this eastern
region of Georgia two hundred years ago after being invited there by local dukes to protect
the border area against the numerous Dagestani attacks from the Northern Caucasus (/nfor-
mal interviews with the Kist villagers in Pankisi). But as Kopecek claims, “it was prob-
ably combination of more factors” (Kopecek 158). The reasons for their settlement also
involved the Russian conquest of the Caucasus, and its economic and social consequences,
such as the radicalization of the northern Caucasus under the rule of Imam Shamil, as well
as the highlanders’ customary law of adat (blood feud) practised in Chechnya (Kurtsikidze
and Chikovani, Ethnography 235-236).

In recent history, the Pankisi Gorge became famous after it was invaded by thou-
sands of Chechen refugees during the Second Chechen War between 1999 and 2000, who
included “militants and Islamic radicals, allegedly connected with Al-Qaeda,” and “the
valley was effectively taken out from the government control” (Kopecek 159). The region
was then bombed by the Russian air forces “claiming they conducted an anti-terrorist
operation” (Kopecek 159). Most of the refugees left the valley at the beginning of the Sec-
ond Chechen War, after the militants had been expelled by the Georgian army (Sanikidze
278). According to Tamaz Bagakashvili, a state official of the Ministry of IDPs in Duisi,
“in 2010 only a few hundreds of the refugees stayed in the valley.” (Kopecek 159).

Culturally, the Kist community consists of two Sufi orders, the Nagshabandi Tarigat
and the Kunta Hajji Tarigat, sometimes called the Quadiri movement, which was only
established at the beginning of the 20" century in the region, and whose members place the
adat above sharia law (Kurtsikidze and Chikovani, Ethnography 251-252) — but also of
the Wahhabis, which is a derogative word for radical Muslims often belonging to the gen-
eration of young men who have studied in Arabic countries and have become influenced
by the Saudi Arabian type of Islam. These young men built the so-called New Mosque in
Duisi with the help of Arab money (Formal semi-structured expert interviews with two
Kist women). There is also the so-called Old Mosque in Duisi, which was completed in
1902 (Kurtsikidze and Chikovani, Ethnography 250). In this mosque, the Chechen ‘zikr’,
dancing accompanied by chanting of religious words, is practised by the older genera-
tion of Sufi Muslims. The members of the local order pray for peace in the world and in
the Caucasus at zikr every Friday, as has been confirmed to me by Badi, the leader of the
Kunta Hajji order in Duisi (Informal interviews with the Kist villagers in Pankisi).

The economic situation in Pankisi has not been satisfactory since the closure of the
local felt-producing plant at the end of the 20™ century. The local Kist population has been
growing old as the young people have started moving away to find employment outside
the valley (Formal semi-structured expert interviews with two Kist women). Therefore
the leading representative of the local NGO Marshua Kavkaz (Peace for the Caucasus),
which was founded in 1999, seized an opportunity offered by the Polish NGO Fundacja
Edukacji Miedzykulturowej and the Georgian Biological Farming Association Elkana, and
together with other local volunteers established an agro-tourism project (Pankisi), which
was to start a business bringing foreign tourists and their money to the poverty-stricken
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region. Since then about fourteen families have been offering accommodation to the West-
ern tourists (Kopecek 160), who are attracted to the region by means of the offer to attend
and watch zikr, go tyre-rafting on the Alazani river, go hiking in the mountains, and spend
time on local farms and eat their delicious home-made food (for more information on agro-
tourism in Pankisi see Kopecek).

Agro-tourism in Pankisi has been gradually developing. Dozens of tourists now come
to the valley every year, bringing extra income to some families. In addition to relatively
modest profits, there seems to be another, spiritual effect of tourism on the Kists. When
asked what she regarded as the greatest benefit of the agro-tourism project to herself and
the community, one of the interviewees said: “I had started doubting our conservative tra-
ditions and their role in the modern society. But after speaking to tourists I realized that our
traditions are interesting for other people, and I began to value them again more.” (trans-
lated from Russian by Kopeckova, Formal semi-structured expert interviews with two Kist
women). This was confirmed to me when [ saw Sufi Muslims in the village of Duisi being
very proud of their zikr tradition. Their leader literally forced us to video their rite in the
mosque, encouraging us all the time with the words: “Snimayte! Snimayte!”. She was also
very happy that we had arrived one day before their neighbour’s funeral, and she could
proudly offer us the opportunity to attend it. Therefore tourism in Pankisi has probably
contributed to a strengthening of the Kist people’s identity too.

The research conducted in the village of Duisi, which the author of the present arti-
cle visited in the summer of 2010 and again in the summer of 2011, was based on eth-
nographic methods involving several interviews (see Hendl 189-190; Tulmets and
Stritecky). Two expert semi-structured interviews were held by the author of this paper
in Russian and partly in English, with a local Georgian language teacher and organizer of
agro-tourism and a young postgraduate student helping to run an agro-tourism business.
The setting of the interviews was the interviewees’ household. The interviews took about
three hours, approximately ninety minutes each, and were transcribed by the author of the
paper. The interviewees had been asked about their language preference for the interview.
The teacher-interviewee opted for Russian, as her knowledge of English was basic. The
student-interviewee decided to speak Russian most of the time, including some English
passages, which seemed to have the function of expressing a liking for the interviewer.
Several informal interviews were also held with local villagers in the village of Duisi, such
as the leader of the Marshua Kavkaz NGO, her son and others, all of them in Russian, in
people’s households or in the village. All the interviewees will remain anonymous in the
present article. The aim of the expert semi-structured interviews was to investigate the
local linguistic situation and people’s attitudes towards the governmental language policy
with a focus on English. The results of the interviews have been summarized in the fol-
lowing paragraphs.

The local Kist population lives in Pankisi in a situation of diglossia, which is defined as
the existence of two distinct varieties, formal and informal, within one community, which
fulfil different social functions in different social contexts. The lower variety spoken by
the Kists is Nakh, or the Kist dialect of the Chechen language. The interviewees confirmed
that the Kist people in Pankisi only use this language when they speak to their family
members, neighbours, but also to the guests and relatives who frequently come to visit
them from Chechnya particularly in summer. The Kist dialect, or Kistinski, as they call it
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in Russian, contains some vocabulary of Georgian origin, which has been the result of the
impact of living in Georgian society, and it seems to have several sub-dialects. The sub-
dialects are distinguished by distinct intonation patterns used by inhabitants of different
Pankisi villages (there are six of them). Most of the local Kists cannot write or read in the
Chechen language, unless they have studied in Chechnya in the Soviet past, or have taken
the opportunity to learn it at university in Tbilisi, as the younger interviewee has done.

The high variety spoken by the Kists is the Georgian language, which is genetically
unrelated to Kist Chechen. The Kist children start learning the language as soon as they
enter primary school, and they simultaneously receive their general education in the lan-
guage. The Georgian language teacher interviewee complained about the difficulty of
teaching children in Georgian, as they can hardly learn anything before they manage to
think in Georgian — which takes a few years (as has been mentioned in the paragraphs
above). The Kists then use the Georgian language to communicate with the other peoples
in Pankisi, both Ossetians and Georgians, who are settled behind the dam on the Alazani
river, as well as to those outside Pankisi. The interviewees were very aware of the neces-
sity to be proficient in Georgian as this language is the language of their integration into
Georgian society, and a door to a possible university education as well as employment
outside their valley. It is also the language of the television programmes they often watch.

The foreign languages Kist children are currently learning at several local primary
schools are Russian and English. Knowledge of the Russian language is regarded as highly
useful. It is used as the lingua franca to communicate with peoples of other countries in the
Caucasus, to talk to most of the tourists coming to the valley, and to watch Russian televi-
sion channels and the Georgian PIK channel (Perviy Informatsionniy Kavkazskiy) based
in Thilisi, providing “...the best of Caucasian culture and unbiased, critical and independ-
ent journalism.” (Kanal PIK Podcasts). The younger interviewee also stated that Russian
might improve the prospects of finding a job in Georgia as most job advertisements require
knowledge of the language optionally as an advantageous skill. There is still a Russian
section in the local school, which was opened recently for the children of the Chechen
refugees, but it will apparently be closed soon because of the current governmental policy
supporting learning in the Georgian language (see the paragraphs in the section “English
language reforms”).

English language classes have been taught at Pankisi schools of general education
since September 2011. The interviewee claimed that they were expecting a teacher from
abroad who was to come on the Teach and Learn with Georgia [TLG] programme. The
teacher was to stay in their household, and the family, particularly the grandmother, were
looking forward to “her” (not taking into account at all that it might be a male teacher). In
addition to English classes taught at schools of general education, the Roddy Scott Educa-
tion Centre in Duisi provides after-school English courses, organizing them for six local
schools. The Centre is supported by the Roddy Scott Foundation (Roddy Scott Founda-
tion), which was established in 2008 by Roddy Scott’s parents in memory of their son, who
was a British freelance journalist and lived in Pankisi during the Second Chechen War,
making a documentary film about the thousands of Chechen refugees in the valley. He was
shot dead in the Russian Republic of Ingushetia in 2002 (“Killed Reporter’s”). In addition
to organizing after-school English classes and computer skills courses for children, the
foundation also provides training for local Kist teachers of English, and runs a nursery.
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The local people seem to be grateful for their children’s opportunity to attend classes at the
Roddy Scott Education Centre, and most of the children use it (Zuzajan).

Both the interviewees have been learning English. The Georgian language teacher does
so with the prospect of using it in communication with tourists, particularly with those
from Israel. The younger interviewee was going to take an exam in English when study-
ing at university in Tbilisi. They consider knowledge of English necessary if one wants to
find a good job, as most of the advertisements for qualified jobs require a knowledge of
English. They have positive attitudes to learning it, and are proud that the Kist children can
learn it at school. Moreover, the student-interviewee claimed that English might be useful
for one’s university studies; she can use materials in English too, as well as the internet
websites in English. In everyday life English is useful as a lot of products from Europe are
imported to Georgia which only have instructions or information labels in English.

When evaluating the interviewees’ reasons for learning the English language, it seemed
to me that the women were managing very well without English in real life in most social
situations at the moment, which is not the case of the Russian language. The student-
interviewee needed Russian to study at university, as her field of study has been offered
to students from all over the Caucasus, and a Russian Section has been opened after the
MES had given special permission to the university to do so. She mainly connects the use
of English with future prospects.

The interviewed representatives of the Kists seem to fully accept the present govern-
mental language reforms concerning the introduction of the English language; they seem
to associate English with a better future, improving their own income and finding qualified
employment. However, they also have their own demands of the government. As the Kist
Chechen language only functions as a low variety in the region, the Kists are concerned
with its future prospects. The teacher-interviewee literally said: “I am afraid the Kistinski
language will stop developing if children do not learn to write and read in it at schools.”
(translated from Russian by Kopeckova, Formal semi-structured expert interviews with
two Kist women). The children can only learn it now in optional classes, which are very
limited within the general education curricula. The representatives of the local community
therefore recently decided to send an official letter to Thbilisi asking for the introduction
of compulsory lessons in the Chechen language at local schools. To their disappointment,
their demand has been rejected with the argument that there are optional lessons at pri-
mary schools which can be used for similar subjects. The interviewee explained that the
government does not regard the Kists as a national minority, and therefore it does not
acknowledge their right to learn the Chechen language at schools within the curriculum.
She also added that she could understand the government, even though she disagreed with
it, as the issues connected with national minorities were a very sensitive topic in Georgia,
connected with attempts at the re-integration of the separatist regions and the integration
of the regions possibly threatening irredentism.

It will be useful to conclude by taking a brief look at the legal framework of minority
rights protection in Georgia. The crucial legal tool for minority languages protection in
Europe, the European Charter for Regional or Minority Languages, has not been ratified
by Georgia although the Georgian political representatives promised to do so more than
ten years ago. The Kist interviewee’s point of view is in agreement with Johanna Pop-
janevski, a specialist in minority protection and security issues in Georgia, who claims
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that “Governments [Georgian and Azerbaijani| have remained reluctant to ratifying instru-
ments at all, as they are believed to be counter-productive to integration of national minor-
ity groups” (Popjanevski 8). It seems that unless the integration of the country is achieved,
the protection of language minority rights will not improve.

5 Conclusion

In conclusion, at the moment the state’s integration policies seem to outweigh language
minority rights protection, and this approach is also reflected in governmental language
policy. The first key goal is the integration of the acknowledged national minorities, such
as the Armenians or Azeris, into Georgia. They should be enabled, by developing com-
munication skills in Georgian, to participate in political life actively, to become educated
in the Georgian language at Georgian universities, and to find employment in Georgia. All
this should be achieved by strengthening Georgian language education. However, when
promoting these goals, the Georgian government does not seem to realize that the loyalty
or integration of national or unacknowledged national minorities are often also a matter of
maintaining their identity. Therefore in addition to supporting their integration by means
of integrating the Georgian language into the curricula within general education, often
leading to their assimilation rather than integration, some disintegrating elements might
be best appeased by allowing them to maintain their own cultures and learn (in) their
respective national languages. The Kists seem to be very aware of the integrating role of
the Georgian language, but they also aim to enhance their Kist Chechen language skills, a
goal which is not currently supported by the government.

The second key goal is the integration of Georgian young people and other citizens
into the Western English-speaking community, finding a better alternative for the state’s
model than the Russian one. It is European soft power that is attractive for the Western-
oriented Georgian politicians, involving Europe’s prosperous society and the peaceful
relations among the EU member states. The introduction of the English language into
Georgian society often symbolizes a better future for the people from poverty-stricken
regions, such as Pankisi, while in other parts of the country, such as Signaghi in Kakheti
or the capital Tbilisi, it is a matter of earning considerable income. People of any ages run-
ning small businesses offering services for tourists, such as guest houses, restaurants, cafes
or shops, often prefer and are proud to speak in English to tourists, rather than Russian, as
their customer base has been changing in recent times. If future governments manage to
persevere this direction of policy, a new generation of Georgian citizens will grow up com-
municating in English fluently, which will make them part of the European and Western
community, thus bringing certain benefits with it.
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Marguerite Rigoglioso.
The Cult of Divine Birth in Ancient Greece.
Basingstoke: Palgrave Macmillan, 2011.

The claim that “this is the first scholarly book to explore the theme of divine birth in
ancient Greece in an in-depth and comprehensive fashion” (5) might sound rather bold, but
can a feminist critic such as Marguerite Rigoglioso state otherwise?

Based on archaeological, historical and literary records, she describes prehistoric
Mother goddesses as parthenogenetic creatrices who were worshipped in order to give birth
to divine progeny. In various rituals, their priestesses probably achieved a similar concep-
tion themselves and often delivered offspring in the form of an oracle at various locations,
for example at Delphi or Dodona, after inhaling divine emanations in the form of vapours
through their vaginas. Another effective means was a trance induced by entheogens!,
which were widely used to invoke “profound non-ordinary states of consciousness” (16).

The phenomenon of such a birth is described as the consequence of “autoerotic desire.”
“The process is one whereby the woman must become as one with the generative power
of the universe [...], she must ‘become androgynous’” (26). This actually excludes hieros
gamos, a sexual act between a godhead and a mortal that frequently appears in the later
patriarchal mythology. For this reason, we might presume that the mythic figures of The-
seus, Heracles or Perseus’s stature were not the by-products of rape but the offspring of a
Mother Goddess.

The author reconstructs the history of divinities through various techniques of reading:
feminist hermeneutics of suspicion, neo-euhemerism? and esotericism. These approaches
help to see selected phenomena from various perspectives. In many regards, her con-
clusions are questionable and even outrageous. However, the main issue is not resolved
straightforwardly: Is parthenogenetic birth possible on the human plane?

The phenomenon is not quite uncommon in the contemporary world. As a reminder,
the author speaks about dermoid cysts or benign teratomas, which are “jumbled masses
of embryonic tissue that contain teeth, bones, hair, skin, and other recognizable human
features. These strange interior growths in women are indeed the result of the spontane-
ous parthenogenetic division of the egg within the ovary” (38). Furthermore, she gives
examples of certain animal species which can reproduce in a similar fashion and give birth
parthenogenetically. Among many others, for example, is the queen bee. “The queen bee
produces males — drones — spontaneously out of her own body without the need for ferti-
lization by sperm” (193). There is only one case when she concedes to copulate with male
drones, and this is the union out of which worker bees are produced.

The author’s main research focuses on Athena, Artemis, Hera, and priestesses from
Dodona and Delphi who belonged to “pre-Greek antiquity” (118). These pythons, she
assumes, were mortals who later became apotheosised in various myths. The term nymph
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or heroine, which was later conferred upon them, “was a posthumous cultic marker for the
priestess who was believed to have borne the child of a god” (19).

Another interesting piece of knowledge M. Rigoglioso shares is the origin of the
Olympic Games, which might have had divine birth origins as the priestesses of Hera
took part in diverse kinds of foot races. “The memory of this may well be preserved in the
ritual of the opening of the games. For Greek women, now ‘playing’ the role of the Elean
priestesses, still light the sacred torch at the altar to Hera at Olympia in front of her temple
during this event” (138).

The author is very apt at linking mythology with astrotheology, astrology, asterism and
cult practices. For instance, she traces the connection of Dodona priestesses with doves
and Pleiades. The priestesses were, in the author’s view, communicating with the star clus-
ter. The stars were conferring upon them “divinity and immortality” (157). The received
power, which they afterwards transmitted, has often been described as speaking in tongues.
According to the critic, this sound was not so dissimilar to humming, and it symbolizes
“an entry point to the knowledge of the cosmos by means of a specific sound frequency
accessed on the subtle realms” (201).

Besides the aforementioned issues, M. Rigoglioso hints at the possibility of receiving
goddess-like power and spiritualizing contemporary humanity. By doing this, she wants
to establish the link with the tradition that was cut off its origins and almost obliterated by
patriarchy. It is to be acknowledged that some findings are surprising, but early unsettle-
ment disappears before the end of the work, which reads delightfully well. We can accept,
at least for a while, that it is really “the first scholarly book to explore the theme of divine
birth in ancient Greece in an in-depth and comprehensive fashion” and value its contribu-
tion to women studies and interpretation of Ancient Mythology generally.

Jiti Mésic
undergraduate student
University of Ostrava

Notes

! The word entheogen, a neologism, was derived from the Ancient Greek words entheos (€v0eoc)
meaning “G-d within“ and genesthai (yevéoBar) “to generate.” We can translate it as a means that
generates G-d or godly inspiration within a person. Entheogens commonly refer to psychotropic
substances.

% In the author’s own words: “The term neo-euhemerism derives from the name of the fourth
century B.C.E. writer Euhemerus, who, by investigating the actions and places of birth and burial of
the divinities of popular religion, claimed the gods were simply deified human beings, great heroes
who were revered because they had benefited mankind in some important way” (8).

The review is the outcome of the Student Grant Competition: SGS2/FF/2012 — Song in Cultural
Contexts / Pisen v kulturnich kontextech.
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Conference Report

The Changes in Epochal Paradigms
and the Opportunities They Offer for English Studies

3" International Conference
of the Slovene Association for the Study of English

University of Ljubljana, Slovenia, 10-12 May 2012

The host institution of the conference was the Department of English at the Faculty of Arts,
University of Ljubljana, in close cooperation with the Slovene Association for the Study
of English (in Slovene SDAS), a member of the European Society for the Study of English
(ESSE), a federation of 33 national associations of English studies. The event brought
together 102 speakers and over 150 scholars in total, from fields including linguistics, lit-
erature, translation, methodology, gender and cultural studies. The event was highly inter-
national, with participants representing 26 countries covering Europe (especially countries
from the former Yugoslavia), but also including India, Iran, Japan, Kazakhstan, Saudi Ara-
bia and the USA.

The conference was opened by the President of SDAS, Professor Smiljana Komar, a
member of the host department. She was followed by ESSE President Professor Fernando
Galvan, who welcomed the participants on behalf of ESSE, briefly outlined the Society’s
activities, informed the audience that SDAS is among the low-membership ESSE subsidi-
aries with around 70 members (though such a number is perhaps not that low taking into
consideration that Slovenia has a population of just 2.5 million), and reminded participants
of the 11" ESSE Conference to be held in Istanbul on 4-8 September 2012. The opening
session proceeded with three plenary lectures by Professor David Crystal (University of
Wales, Bangor) on ‘Language and the Internet’, Professor David Staines (University of
Ottawa) on ‘Contemporary Canada: Fiction at the Multicultural Crossroads’, and Ray-
mond Kerr (The British Council, Istanbul) on ‘The British Council’s Continuing Profes-
sional Development Framework’. After the opening, the participants split into four parallel
sections chaired mostly by scholars representing the host department.
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The title of the conference itself opens up space for a number of interpretations. As
the organisers claimed in the conference call, and as Professor Komar reminded us in the
introductory speech, the aim was to question the traditional role of English studies as well
as those traditional critical theoretical tools which emerged from a context of static print
media and which were developed before the rise of TV and the internet. Thus the unifying
themes of the conference may be summed up as follows: whether books and texts are an
obsolete concept in the era of hypertext, what role the traditional canon plays in a context
where reading is losing its primacy, and what lies ahead for the English language and Eng-
lish studies in an online environment. Naturally, the title of the conference invited much
speculation and a range of readings: while some decided to focus on phonetic, morpho-
logical, semantic and many other aspects of well-established genres, others zoomed in on
the ‘changes’ associated with emerging genres with unstable and ‘elastic’ generic conven-
tions, such as blogs, web pages, social networks or e-books, all of which have arisen due
to modern communication technologies. Probably due to the wide thematic scope which
attracted a host of varied contributions, some sections lacked organic coherence (a poten-
tial weak point of any conference on a large scale) and many conference attendees might
have found themselves section-hopping.

Speaking personally, the high point of the conference was the opportunity to see the
famous ‘spokesperson’ for the English language, David Crystal, in the flesh. Professor
Crystal was, as many eminent personages tend to be, very approachable — and the confer-
ence participants enjoyed
communicating with him
both on a professional and
a personal level during the
breaks and informal din-
ners. Professor Crystal’s
plenary speech offered
a wider perspective on
internet linguistics, an area
which he sees as an indi-
cation of future trends and
which is covered in his
recent books — Language
and the Internet, Inter-
net Linguistics: A Student
Guide, Language Play, prom the left: dr. Adam (PAF MU), prof. D. Crystal, dr. Zapletalové and
and Txtng: the Gr8 DbS8. dr. Tomaskova (FF OU)

He views electronically/

digitally mediated com-

munication (E/DMC) as a new paradigm which is still emerging as a routine form of elec-
tronic interaction. As a result, ‘electronic language’ is a new phenomenon that is breaking
and also complementing the traditional spoken/written paradigm: for people born before
1990 books are central and the screen marginal, while for those born after 1990 there has
never been a world without the internet and it has become part of their lives — for them,
the screen is central and books marginal. That is, according to Crystal, the nature of this
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paradigm shift — this complete reversal of traditional expectations in relation in literacy —
and our task (as teachers) is to understand the nature of the new medium so as to anticipate
what it is doing to our students and all of us and to examine the impact of those new com-
munication opportunities on individual languages.

Basically, the talk centred on two questions: what new communicative possibilities
does the internet allow, and has it affected English in any particular way? With respect
to the first question, Crystal discussed phenomena such as the lack of simultaneous feed-
back in electronic language in favour of multiple simultaneous conversations, the lack of
permanence/stability versus the possibility of ‘refreshing the page’, hypertext links versus
traditional footnotes, or ‘framing’ in emails as an expression of so-called ‘cutting lin-
guistics’. Crystal sees internet language as a curious amalgam of the spoken and written
medium, a property which can be sensed in the terminology — chatroom, email conversa-
tion, web page — in which the terminology of speech and the terminology of writing are
mixed together.

The internet has radically altered our conception of some of the most widespread
notions in linguistic and literary research, as the traditional notion of text — in a sense
determinate, having a beginning, middle and end, carrying an assumed identity in terms
of a stylistic homogeneity of spoken/written medium — is disappearing. The text is now
being extended into a forum with no end, constantly ongoing, repeatedly edited, unfinish-
able. These texts are no longer synchronic/diachronic in Saussure’s sense, because the
internet, as Crystal admits, blows this distinction out of the water. Some texts are now
‘panachronic’, for example those in Wikipedia. Another important quality of these ‘new’
texts is their stylistic heterogeneity; in a wiki-world anyone can enter the text, edit it, add
comments or reflections, all of which is possible due to the internet’s anonymity: we have
no idea about authorship.

Certainly, the internet has a fundamental impact on communication resembling a
revolution; new communicative issues are being raised, while old familiar, comfortable
concepts of language have to be revised. However, Professor Crystal maintains that with
respect to the second question, the idea that languages are going to be rapidly reformulated
by the internet is one of the big myths of the present day. To support this argument, analysis
of electronic language does not offer evidence of profound changes; only in orthography
is there a certain amount of innovation, such as trends towards punctuation maxi/minimal-
ism. In summary, David Crystal concludes that the internet is a revolution in the sense that
it is an epoch-changing paradigm as far as communicative function is concerned, yet not
very much has changed as far as specific, individual linguistic means are concerned. Inevi-
tably, the internet offers enormous scope for research because so little of this information
has yet been given the kind of analysis it deserves.

Overall, the Ljubljana conference was a memorable experience; presenting and shar-
ing one’s own research, meeting some colleagues and making new friends all took place
in a highly inspiring setting, in a historic university city with an unexpected Salzburg-like
charm. The next occasion where (not only) the Ljubljana conference participants can meet
again will surely be, apart from Istanbul this year, the 12" ESSE Conference to be held in
Kosice in September 2014.

Gabriela Zapletalova
University of Ostrava
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Q

UNIVERSITAS
OSTRAVIENSIS
Facultas Philosophica

The Department of English and American Studies,
Faculty of Arts, University of Ostrava

invites postgraduate students in doctoral study programmes,
and their tutors/supervisors/teachers, to take part in the conference

The Interpersonal Function of Language in the Genres
of Academic, Institutional and Media Discourse,

to be held on November 8-9, 2012

We welcome papers presenting research results related to any of the wide range of means realizing
the interpersonal metafunction in a variety of genres representing academic, institutional and media
discourse.

Keynote speakers:

Hon. Prof. Dr. Dr. h.c. H. G.Widdowson, University of Vienna, University of London
Prof. PhDr. Jarmila Térnyikova, CSc., Univerzita Palackého v Olomouci

Doc. PhDr. Milan Ferencik, M.A., PhD., PreSovska univerzita v PreSové

Important dates

If you wish to present a paper, please submit the abstract by electronic mail by August 31;
e-mail notifications of acceptance will be sent by September 15;

registration forms should be sent by September 30, 2012.

Contact address for abstract submission and registration:
gabriela.zapletalova@osu.cz

A selection of papers will be published in a conference monograph and in the Ostrava Journal of
English Philology (http:/ff.osu.cz/kaa).
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Conference committee:

Mgr. Renata Tomaskova, Dr. (renata.tomaskova@osu.cz)

Mgr. Gabriela Zapletalova, Ph.D. (gabriela.zapletalova@osu.cz)
Mgr. Christopher Hopkinson, Ph.D. (christopher.hopkinson@osu.cz)

The conference fee, 1 000 K& /40 €, includes participation in conference sessions, conference mate-
rials, coffee break refreshments and the conference dinner on November 8. The fee does not include
travel and accommodation costs.

http://ff.osu.cz/kaa/
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