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HAMSUN AS RECENT HISTORY
(INVITATIONS, PROGRAM)

Universitatea

ROYAL NORWEGIAN EMBASSY BABES-BOLYAI

The Royal Norwegian Embassy in Bucharest and Babeg-Bolyal University in Cluj-Napoca (Faculty of Letters, Department of Scandinavian
Languages and Literature) have the pleasure to invite you to the event:

HAMSUN 2009, 27-28 October in Cluj-Napoca

Inthe  Aufa” of the Faculty of European Studies {1, Em. de Martonne 5t.)
which marks the 150 year-anniversary of Knut Hamsun’s {1859-1952) birth.

Aiming at preserving the literary legacy of the Morwegian author, winner of the Nobel Prize in literature in 1920, the anniversary year - Hamsun
2003 - is celebrated both in Norway and internationally.

In Romanla, the commemorative project "Hamsun 2009* consists of a cycle of conferences, with interventions from Norwegian and Romanlan
Hamsun- specialists, as well as a poster and a book exhibition. Old and new films inspired by Hamsun's life and work will also be screened.

You will find the whole programme for the 2-days event balow.

@ystein Hovdkinn, Prof. univ. dr. Andrei Marga
Ambassador Rector

R.5.V.P. by October 23" by email: emb.bucharest@mfa.no; idranca@staff.ubbcluj.ro or by phone at: 021/210 02 74; 0264/429762,




HAMSUN AS RECENT HISTORY (INVITATIONS, PROGRAM)

Programme Hamsun 2009
Cluj Napoca, ,Aula”of the Faculty of European Studies (1, Em. de Martonne 5t.)

Tuesday, October 27"

* 10.00-10.30 - Arrival of guests and visiting
the Knut Hamsun poster and book exhibitions

* 10.30-11.00 - Opening remarks by:

Prof.dr. Andrei Marga, Rector of Babes-Bolyai University
H.E. Pystein Hovdkinn, Ambassador of Norway to Romania

Prof. dr. Corin Braga, Dean of the School of Letters

* 11.00-11.30 - Mr. Jan Erik Holst (Norwegian Film Institute)
* 11.30-12.00 - Coffee break
* 12.00-12.30 = Mr. Nils Magne Knutsen (Tromsg University)

* 12.30-13.00 - Mrs. Sanda Tomescu Baciu (Babes-Bolyai
University)

* 13.00-13.30 - Snack buffet (Piramida Restaurant)

* 14.00-20.00 - Films. Free entrance

Films schedule:

Tuesday, October 27"

e 14.00 Hamsun 2009 in Norway
(documentary made by TVR Cultural)

* 14.30 The Telegrafist

e 16.30 Hunger

* 1830 Homsun

Wednesday, October 28"
. 14.00 Growth of the Soil
s 16.00 Pan

*  19.00 Wayfarers

Free entrance.
The films have English subtitles.




STUDIA UNIVERSITATIS BABES-BOLYAI, PHILOLOGIA, LV, 1, 2010

OPENING STATEMENT OF PROFESSOR ANDREI MARGA,
RECTOR OF THE “BABE $-BOLYAI” UNIVERSITY,
AT THE “ HAMSUN 2009” CONFERENCE IN ROMANIA

Ladies and gentlemen,

We are celebrating today Knut Hamsun.

First of all we are honored to greet His Excelle@iystein Hovdkinn, the Ambassador
of the Kingdom of Norway and his colleagues who@reperating with him.

We are also proud to celebrate a great writeralareéerence point in world literature,
Knut Hamsun. Then we are also proud to notice atip@rfact that this university has taken
some steps towards developing programs devotedhdo Scandinavian languages and
Scandinavian literatures, to the Norwegian languagkeNorwegian literature in particular.

As we mentioned earlier, on different occasionshawe at this university the oldest
program devoted to a Nordic language. The progfaamaish language and literature from the
Faculty of Letters is probably the oldest in thévarsity, dating back to the T'&entury.

Besides that we are privileged to have such a patigram devoted to the Norwegian
language and literature. And this program remainket to Professor Sanda Tomescu
Baciu, who studied — as we know — in Oslo and afterreturned back home she worked hard
to create first of all a program devoted to the Wagian language and literature, and then
we worked together at the Rectorate to organizefcient Department of Scandinavian
language and literature studies; this departmantest its activity in 2001. Now we proudly
notice the fact that almost five hundred studeatgetbeen trained in Norwegian and they are
already, to some extent, skilled in discussing Ngjian literature and/or the realities of Norway.

We are talking a lot about the languages whichiraportant and we agree with this
maxim saying that there will be two kinds of “dliates” in the future: the people who don't speak
English and the people who speak only English.detime this fact because the so called small
languages are becoming more and more importamo@se it is impossible to say which are the
small languages. Languages are languages. Foraithgates it is more and more an advantage to
be competent in languages like English, GermamchreSpanish, Russian, Chinese etc., but also
in the so called small languages like Romanianywigian, Danish and so on.

Against this background we invite our studentsTeansylvanians also, to learn
many international languages, but also small lagemial hese small languages create advantages
on the labor market for the students and in thisssewve have an excellent experience at
this university. The fact that 80% of our graduatasceeded in getting jobs last year is a
very good indicator of the success our programeyeand | think that this indicator also
includes the lingual competences acquired by tingesits.

Mr. Ambassador | greet you again and express disfagdion to have you as guest. |
reassure you that we, as university, will contitusupport the section of Norwegian language
and literature studies and we reconfirm that weyrasersity, are interested to have such a
component in our academic program, and of coursareery interested in seeing more and
more investors from Norway taking a flight from ®@sk Trondheim to Cluj.

Cluj-Napoca, October 372009
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OPENING STATEMENT OF HIS EXCELLENCY @YSTEIN HOVDKIN N,
AMBASSADOR OF NORWAY,
AT THE “ HAMSUN 2009” CONFERENCE IN ROMANIA

It is a great honour and pleasure for me to begmtdsere today at this celebration
of the Norwegian author Knut Hamsun .

It is no coincidence that this event takes plac€lij. Thanks to the unstoppable
enthusiasm and tireless efforts of Professor Sand#scu Baciu, Cluj has become what | have
begun to call the secret Norwegian capital of Ram&ince 1991 Norwegian culture has been
high-profiled in Cluj first and foremost due to tBepartment of Scandinavian Languages
and Literatures within the School of Letters. Hetaedents have the possibility to study
Norwegian on a bachelor’s level and where an argamimber of young Romanians have used
and are still using this possibility.

This is why the university in Cluj feels like a n&dl place to celebrate Hamsun in
Romania. We are happy we came back in your citypat university, to do exactly that.

| would therefore like to take this opportunity tttank Professor Sanda Tomescu
Baciu, as well as the Rector of the Babes-Bolyaivehsity, Professor Andrei Marga, the
Dean of the Faculty of Letters, Professor Coringdrand the Dean of the Faculty of
European Studies, Professor Ladislau Gyémant feingaput their premises at disposal
and for their cooperation with the Embassy on ¢kigbration.

Why do we celebrate Knut Hamsun and why do webecate him in Romania?

First of all because he is a great author, oné®freatest in world literature. The
international, formal recognition of his greatneame in 1920 when he received the Nobel
prize in literature. By then of course his positema literary genius was well established.
Isac Singer once called him the father of modeemdiure. His books continue to be read in
Norwegian and other languages around the worldevy generations.

On a personal note | would like to add that helieen one of my favourite authors
since | was a teenager - and not only becausedamin the same valley in the Norwegian
highlands as Hamsun was.

It was once said that one of the comparative ddgas of being a Norwegian is that
you can read Hamsun in his native language. B&aasla Tomescu has proven: You do not
have to be born a Norwegian to be able to read Bgiamn.

There are good reasons for celebrating Hamsun imaRia. Outside Norway he was
from an early stage especially popular in Germd&uyssia as well as Central and Eastern
Europe. It was in these countries he had his iatienmal breakthrough. A number of his books
were translated to Romanian in the 1920ies and. ldis popularity was on the increase in
Romania but this came to a temporary end with conisnucoming to power in this country.
No further translations of Hamsun appeared unéili60Oies.



HIS EXCELLENCY @YSTEIN HOVDKINN, AMBASSADOR OF NORWY IN ROMANIA

Hamsun was politically a controversial man wherived and he has remained so
until this day, almost 60 years after his deathh#l life he was pro-German and anti-English,
anti-American and anti-Soviet. He supported Germiariyoth World Wars. Especially his
taking side with national-socialist Germany in t8econd World War and during the
German occupation of Norway came to cost him dearly

His political role has again triggered passiortiseussions in connection with this
year's 150 anniversary of his birth. The question has bekadawhether we should celebrate
somebody who sided with the Third Reich. Hamsuneosaid that “in hundred years
everything will be forgotten.” That saying certgimloes not apply to himself. Today his great
literature but also his radical political incorneess remain unforgotten. But today we are
here to celebrate the author, not the politiciad, lasuspect that also Hamsun himself - in spite
of all his well-known stubbornness - would havefgned it this way.

In addition to this event | would also mention ttitlae Norwegian Embassy in
Bucharest has supported a trip to Norway of a jalishteam from the cultural channel
TVR Cultural in connection with the™national Hamsun commemorative event — the one
in Grimstad — mid September this year. The conayateome was a live transmission from
Grimstad and a report film that was broadcast oflRT®ultural and which you also have
the chance to see today, starting 2 pm.

As mentioned earlier, each Hamsun celebration imislp has been based on a novel.
The one in Grimstad, where Hamsun died, has natusaken connected to his last work:
On Overgrown Paths, a title of both a metaphoric and a concrete nasjpin. A walk in
Hamsun’s footsteps, as describe®imOvergrown Paths, proved to be a real challenge for
Mr. Gabriel Rusu, the journalist who visited Norwag unfortunately he almost broke his
leg on the rather uneven ground Hamsun used tdalith no problem at the age of 86.
Apparently it is a challenge to keep up with Hameuan now at his 150 year-anniversary.

| wish you interesting and enjoyable days with Khl#msun in Cluj, the secret
Norwegian capital of Romania.

Cluj-Napoca, October 372009
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OPENING STATEMENT OF PROFESSOR CORIN BRAGA,
DEAN OF THE FACULTY OF LETTERS
OF THE BABES-BOLYAI UNIVERSITY,
AT THE “HAMSUN 2009” CONFERENCE IN ROMANIA

Your Excellency, Ambassador Qystein Hovdkinn,
Mr. Rector,
Distinguished guests, distinguished audience.

The Faculty of Letters of the Babes-Bolyai University is deeply honoured by your
visit. We would like to take advantage of this occasion in order to express our gratitude for the
support offered by the Royal Norwegian Embassy and Norway for the construction of our
Programme and of our Department of Scandinavian Languages.

Let me briefly present the Faculty of Letters. The Faculty has a turnover of about 3000
students and one of the most complex structures in our country. The configuration of our Faculty
reflects the multi-ethnic nature of Transylvania in general. Departments of the Faculty ensure
the teaching of the traditional mother tongues in our region: Romanian, Hungarian, and German.
In addition, a group of departments offer studies in languages and literatures of the world:
English, French, Italian, Spanish, and Russian. The Faculty also offers courses in languages less
commonly spoken in Romania: Ukrainian, Finnish, Japanese, Chinese, Korean, and of course
Norwegian, whose Department is headed by Professor Sanda Tomescu. Students also have the
opportunity to study basic Irish, Portuguese, Danish, Swedish, and Polish. It must also be
mentioned that the Faculty includes a Department of Classical Languages: Greek and Latin,
as well as Hebrew. Other departments provide studies in Applied Modern Languages, Ethnology,
Comparative Literature, the study of Romanian for foreign students, and of foreign languages
for the students of the non-philological faculties within Babes-Bolyai University.

Having integrated the European system of education, or the Bologna system, our
Faculty offers 3 year undergraduate degrees, complemented by 13 separate 2-year Master’s
programmes, and by doctoral studies organized in 3 doctoral schools (Linguistics, Literature,
and Hungarian studies), as well as by other forms of study (distance and lifelong learning).

Besides the teaching activity deployed in its 17 departments, the Faculty of Letters
boasts a prestigious research tradition, with 4 research institutes and 16 recently founded
research centres. The institutes and centres function alongside the departments, and publish
8 reviews and yearbooks, as well as cooperating with numerous universities in Europe and
the rest of the world. An important network of libraries and Romanian and foreign cultural
centres complete the facilities offered by the Faculty.

We may, therefore, say that through the diversity of its educational programmes our
Faculty, alongside the Faculty of Letters in Bucharest, is one of the most complex, poly-
dimensional, and dynamic in the country. Finally, let me thank you once again for supporting
one of our youngest and most dynamic departments, the Chair of Scandinavian Languages
and Literatures.

Cluj, October 27, 2009
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Universitatea
BABES-BOLYAI ROYAL NORWEGIAN EMBASSY

Catedra de Limbi 3l Literaturl Scandinave
Biblioteca Centralé Universitard ,Lucian Blaga®

Programul HAMSUN 2009

Aula Facultatii de Studii Europene
Str. Em. de Martonne nr. 1
Marti, 27 octombrie
+ 10.00-10.30 - Vernisajul expozitiei de afig 5i carte Knut Hamsun
* 10.30-11.00 - Deschiderea lucririlor
Cuvintul Rectorului Universitipi Babes-Bolyal, prof. dr. Andrei Marga
Cuvdntul Ambasadorulul Norvegiei la Bucuresti, E.S. @ystein Hovdkinn
Cuvlntul Decanului Facultitii de Litere, prol. dr. Corin Braga
= 11.00-11.30 - Jan Erik Holst (Institutul Norvegian de Film)

« 12,00 -12.30 - Nils Magne Knutsen (Universitatea din Tromsa)

+ 12.30 -13.00 - Sanda Tomescu Baciu (Universitatea Babes-Bolyal)
* 14.00-20.00 Vizrionare filme (detalii aliturat)

Miercuri, 28 octombrie
+ 10.30 - 12.00 Werkshop* Knut Hamsun (in limba norvegiand;

participd studentii specializdrii Limba gi literatura norvegiand)
« 14.00-20.00 Vizionare filme

* Workihop-ul va avea loc la Facultatea de Litere, Sala de Studii Nordice

www.hamsun.no
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&%/ BABES-BOLYAI

ROYAL NORWEGIAN EMBASSY
S

Programul HAMSUN 2009

Aula Facultitii de Studii Europene
Str. Em. de Martonnenr. 1

Proiectie de filme artistice

Marti, 27 octombrie

14.00 Hamsun 2009 - Norvegia
(flm documentar realizat de TVR Cultural)

14.30 Telegrafistul
16.30 Foamea

18.30 Hamsun
Miercuri, 28 octombrie
14.00 Rodul padmantului
16.00 Pan
18.00 Hoinarii

Filmele sunt subtitrate
in limba engleza

www.hams U
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HAMSUN ON THE SCREEN

JAN ERIK HOLST !

ABSTRACT. At the end of the 1®century and the beginning of the™€entury, Knut
Hamsun ranks among Europe’s leading novelistswhigs have been adapted for film and
television in many countries. A total of over 2nE have been produced, in addition to
several short films, teleplays, 5 documentary figmd 2 biographical films about the author
himself. The periods in which his novels were agldgbr film are: the Scandinavian
National Romantic era in the silent film decadé¢hef20's, the German National Romantic
era in the 30's, various independent works in @& &d 70's, and a new Nordic period in
the 90's. Hamsun was filmed also in Russia befét& land in the Czech Republic, but the
films are considered lost. Hamsun was associatiddtiré Nationalistic Party in Norway
during World War Il and was accused of being adravhen peace came to Norway in
May 1945. But none of his political ideas can ledd in his writings.

Key Words: modern novelist, Nobel Prize, film

In the first period we will, besidgSrowth of The Saqilfind the first version oPan
filmed in Melbu in Northern Norway and in Algeridarald Schwenzen was the director and the
film was produced by the new municipal company Kamernes Filmscentral A/S, who had
been operating as distributor since 1919, staftingproduction some years later. The film
premiered in 1922 and music by Edvard Grieg wad asea score. The third silent film from
this area wastrong willsbased on the short stoBreamers The film was made in Sweden,
directed by John W. Brunius and produced by Sveitskndustri AB. Besides being shot in the
company'’s studio in Stockholm the film crew alsow® Branngysund in Northern Norway.

The second period counts two German filvitoria (1935) shot in Bergen and
surroundings, anéan (1937) which premiered in Norway in a dubbed \@rsiLeading
Norwegian actors gave their voices to the story.

The independent films from the '60ies counts an@ version offhe Last Chapter
from 1961, shot in Geiranger, Lom and Gudbrandsdaled a new version d?an (1962)
starring the Scandinavian stars Jarl Kulle, Bibbdérsson and Liv Ullmann. This film was shot
at Kjerringgy, close to Bodg, a place that lateukhbecome a frequent place to make Hamsun
adaptions. In 1966 camtdunger, directed by Henning Carlsen, probably the best randt
famous Hamsun adaption ever. The '70ies includeutttDFrench production d¥flysteries
(1978) and Bo Widerberg'gictoria from 1979, also with locations from Northern Noywa

1 JAN ERIK HOLSTis Executive Editor and Deputy Director Generalhat Norwegian Film Institute
(NFI) and responsible for Major Film Cultural Eveim Norway and abroad, as well as Film Historical
publications and lectures. He has been DirecttinealNFI since 1988, and led the work of Archives,
Production and International Promotions since ther2006 he published a Film Political Essay
called "The Little Circus”, dealing with Norwegiarilfd Policy and Film History since 1945. He
was also the Editor of the Norwegian Filmograph9518 1995 and is now developing volume Il of
this publication, dealing with the period 1995 -1 20E-mail:JanErik.Holst@nfi.no



JAN ERIK HOLST

The new "Hamsun on the screen wave” in the Scani@inacountries started with
Wanderersin 1989, continued witiThe Telegraphis{1993), the fourth version d?an
(1995) and the two biographical filntdéamsun(1995) andThe Enigma Of Knut Hamsun
(1996). Three short films namddirst were also produced, by Norsk film A/S, based on
the short storie€rimes of the Futurevhich you can see the protagonistiimgeris writing.

Why are film directors so fascinated when readimgnisun? From a literary point of
view his writings are challenging to translatehte screen. Behind the stories lies a psychological
landscape with no beginning or end, containingpgadl or "normal” behavior. The novetsinger
and Pan made him famous, at first in Scandinavia, latelGermany and Russia. But only
Hungerturned out to be a master piece on film, althoBgh has been filmed four times
andVictoria three. His irrational and double-focused stofiresin often existential framework,
require a particular technique of storytellingHanger, the director Henning Carlsen used a
personal storyteller; the protagonist himself, alyefrom the novel. But he also provided
Hungerwith the artistic strength of a modern film, with almost expressionistic film language.
Hungerturned out to be a genuine film classic. Per Gscarreceived the best male role Award
at The Cannes Film Festival, and the film has lseeeened at numerous festivals and sold to
many countries. In style and aesthetic consequéhaeger belongs to the modernist period
of European film, along with Antonioni and the Rbliand French new waves. The film
was important to the new Norwegian film developmastwell, with Erik Borge, newly
appointed General Manager at Norsk Film A/S, agproolucer, with Anja Breien as
responsible for the continuity of the shooting avith several Norwegian actors and film
workers.Hungerhas been compared deanne D’Arg a silent classic directed by another
Danish master, Carl Theodor Dreyer, in 1927.

Not many writers have been considered great mastenediately after their revival
novel, like Knut Hamsun was after presenttiigngerin 1890. This was also when modern
society, industry and urban life started developimg a psychological, sociological and
humanistic challenge. Literature ventured from raitsm into expressionism. The anonymous
protagonist oHungeris a lonely young writer in Kristiania, the formeame for Oslo. His
hunger and despair shatters the normal and logro#ctive wall surrounding every decent,
respectable citizen. The protagonist (Knut Hamsumsdif) evolves from a state of ecstatic
happiness to utmost despair, alone in the city. itnel was soon translated into many
languages and published in many countries. Whdaurching the novel in the US in the
late seventies, Isaac B. Singer stated in his peeflaat:"Hamsun is the founder of modern
literature. Readingdungeris not only interesting, it is hypnotizing.” Ancall Auster, who is
also shown in conversation with Henning CarlseritenDVD of the film, regardslunger
as a “starving piece of art,” an existential joyrimo nothingness, into the 20th century.

From the final period of Hamsun’s noveld)e Growth of the Sofiroved to be an
excellent representative of silent film, produced1i921, only one year after Hamsun
received the Nobel Prize of Literature. The filmsahe first literary prestige production in
the national romantic film area. The landscape dsmatic tool was widely utilized in this
film, as inWanderersdrom 1989. Also the filnThe Telegraphistbased on the short story
Dreamersfrom 1904, should be mentioned in this connectibhis film obtained great
success both domestically and internationally aftgng selected for the main competition
at the International Film Festival in Berlin in Z%owever, many literates and academics
claim this is not exactly an authentic Hamsun filihe film is more the creation of screenwriter
Lars Saabye Christensen, a famous Norwegian wwites, worked closely with director Erik
14



HAMSUN ON THE SCREEN

Gustavson and developed Hamsun's discreet loveadm# into a rather erotic film
unfolding in the course of the mysterious Northidorwegian midsummer nights. Nature and
natural scenery was also highly present in theyeaeliod, especially iPan, which is
available in no less than four film versions. Imgel most of the Hamsun adaptions have had
great importance for the use of nature and lanésaaa dramatic tool in Norwegian cinema.

Knut Hamsun was, according to the biographer dydReittem, very satisfied with
the results (Knut Hamsun - a filmography, Norskfitstitutt, Oslo 1995). But according to
the film historian Trond Olav Svendsen in the s@uiglication, the film was not a big sucsess.
It was shown in the US, and Variety noted thatrisie unfolded in dull, disoriented style”.
Luckily a not complete print was kept until 1971endn it was discovered at a University. The
restoration process began 20 years later, whenra smmplete print was found at the
Dutch Film Archive.

All films based on Hamsun’s novels are challenggdtte author’s irrational and
complex storytelling, his dreams and his yearnimgahn existential focus on life. These are
fascinating love stories, but never logical onbsytare developed through various layers of
time, they are subjective, and thus not extremelly suited for the language of a feature film, a
language which frequently requires a logical awodystiriven form.

Hamsun on the screen includes five documentarg:snanbiographical films, depicting
the life and work of the author himsetfamsun a film from 1995 directed by Jan Troell, is the
most internationally recognized among them. Knuinidan, born in Lom in 1859, grew up
on a small farm at Hamargy in Northern Norway, engwnity which now hosts a Hamsun
Centre as well as an annual festival. The beauwifdl magic nature in and around Hamargy,
clearly had an influence on him which is refleatednany of his novels. Troell's film does not
relate the complete story of his life, as seenhin NRK teleplayThe Enigmadirected by
Bentein Baardson, based on a script by Robert Bernga well known Hamsun biograph. In
the Troell film, as well as in the book by Torkitansen,The Process against Hamsithe
focus is on the problematic years around World Wadamsun sympathized with Germany
and the Norwegian National Unity Party of Vidkuni€dug, and this was exploited by the
German propaganda system in order to facilitateatioeptance of the occupation among good
Norwegians. Hamsun was never a member of the gattaditional farmer’s party fascinated
by old Norwegian history and romantic, nationatistiral life. Both the party and the German
Occupation Authorities needed him. They approadtiedvife Marie in order to get him
more involved, and to persuade him to travel ton@aty to meet Der Fihrer.

To obtain an understanding of Hamsun’s politic@ferences, one may regard his
behavior as typical of many insecure and irratidvatwegian intellectuals at the end of the
'30ies and during the occupation. They were yegrfiin German culture, and resented the
Soviet Union and Great Britain and theese couritiesldwide imperialism. They also
believed that the National Unity Party was the adiution which could save Norway from
an even worse German occupation, and that a newadyocould exist within the Great
German Reich. But Hamsun's sympathy for “Reichskaarh Terboven and for Hitler
himself was not that strong. He even opposed Hitiehe case of mass deportation of the
Jews. When Norway was liberated Hamsun was arrestddater declared having severe
damages on his soul, probably the worst diagnasiscopuld apply to one of the world’s
greatest novelists. His entire fortune was confestdy the State.
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Already during the trial, Hamsun started writingaioobservations which eventually
grew into a book. It was published in 1949 undertitie On Overgrown PathsThe book
turned out to be a sensation. The famous auther 9fibyears old, had once again written a
story brimming with charm and poetry, with selfsigoand humor. The book was written in
self defence, but first and foremost this book isoael about a lonely human being, with
no friends or family, somewhat like his first noudlunger. On Overgrown Pathwas
filmed as a German-Norwegian co-production in 1By#eter Zadek, based on a stage play
by Tancred Dorst.
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KNUT HAMSUN, A POPULAR PROGRESSIVE REACTIONARY

NILSM. KNUTSEN!?

ABSTRACT. Starting with Knut Hamsun'’s first novetunger (1890) this paper tries to
explore the reasons why Hamsun even today, 156 ydtr he was born, has such strong
impact on his readers.

A number of reasons for his popularity is mentionedg. his unique and poetic style of
writing, his humour, his intense and tragic lowaiss, his renewal of European poetry of nature.
Special emphasis is put on his complex and modedriradependent female characters, for
instance Edvarda Mack in the nowdn (1894).In several ways the young and left-wing
radical Knut Hamsun developed into a more conseasome would say reactionary,
author. But even in his more conservative novelsetiage many progressive tendencies to
be found. In spite of his sympathy for Germany ngrivorld War 1l, Knut Hamsun is
today one of the most widely read authors in Norveend some of the reasons for this seem
to be his youthful and modern mixture of humour dedperation, of pain and happiness.

Key Words: humour,Hunger, modernity,Pan, style of writing.

Knut Hamsun is considered to be one of the greatastrs in world literature,
andHunger(1890) is one of his most celebrated novels. Witinger, Hamsun gained an
undisputed place among the most gifted writershefday. When the author turned 70, in
1929, a Festschrift to his honour was published, iarthis publication we find greetings
from some of the leading European writers of thraet- Thomas Mann from Germany,
André Gide from France, Maxim Gorki from Russia;. €for these writersflunger was
Hamsun’s greatest artistic effort. So, if some ofi yhere today have not read anything by
Hamsun before, | think th&tungeris a perfect start.

So, why isHungerso interesting and so fascinating?

In short, it is a story about a young author'sgffle against hunger and death. The
struggling artist lives in Kristiania (Oslo) in the890s where he tries to survive as a
freelance writer. He is not very successful, int,fachen we meet him in the beginning of
the book, he has not eaten for a couple of daysvédess up in a cold and empty room, he
is afraid to meet the landlady because he hasaidtthe rent. He walks aimlessly around
in the streets of Kristiania, finding rest on beeglthroughout the city where he is trying to
write something he can sell to a newspaper. Bus eingry and he is weak and he is not
able to concentrate. All kinds of details distraist mind and the result is that he becomes a
victim of strange and irrational impulses. He iling stories to people he meets, he is
fantasising about food and he is applying for uaifbs without getting them. All along we

1 NILS M. KNUTSEN: associate professor of Norwegiéterature at the University of Tromsg.
Knutsen has published several essays and bookeroamg the authorship of Knut Hamsun and
concerning the cultural history of Northern Norwé#nutsen has received a number of honorary
prizes for his authorship and for his work as ahea at the University of Tromsg. From 1988 to
2000 he was President of the Hamsun Society of Bipr&-mail: nils.magne.knutsen@hum.uit.no
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hear his voice talking to us, his stream of conseiess, or even: his stream of unconsciousness,
reporting his movements, his emotions, and we liéeldesperation; feel how madness is
starting to invade his mind. But we also get a \v&rgng impression of his mental energy,
and most of all: we get a strong impression ofthisnour. In many ways it is a painful
story about a desperate man in a desperate sityati at the same time it is a story about
the richness and the creativity of the human mind.

The book is divided into four parts and at the ehdvery part the hero manages to
find some food so that he can survive for a fewerdmys. The city is depicted as a hostile
environment and the alienation of man in an unétigiworld is the leitmotif of the novel.

In the end the hero is forced to leave the cityaahip bound for England and we understand
that he will survive — although the city has “matkéis soul in fundamental ways.

Even for readers todayiungeris a very intense novel, and for readers in Europe
in the 1890s, it came as a shock. But it was dipesshock. Hunger represented a new and
intriguing way of writing. It was both painful ardbsperate and entertaining and funny at
the same time, and the critics loved it. A new Pgian star - Knut Hamsun - was born.

Who was K nut Hamsun?

We might call Knut Hamsun thenfant terrible— (the black sheep) of Norwegian
literature. He was born in 1859, and he grew u@ emall farm in Hamargy in the Northern
part of Norway.

From the age of 15 he had to support himself. Head@round from job to job,
daydreaming about becoming an author. 17 yearsi®Igdublished his first book, a rather
naive story of only some 30 pages about a youngwhanincidentally is called Knut, and
who is successful both with business and love.

In real life things were more difficult. When hes20 years old, in 1879, he brought
his new manuscript to a publishing house in Copgeha- at that time the cultural capital
of the Scandinavian countries. But the manuscris vefused, and that was the beginning
of 10 very difficult years for Knut Hamsun. He spanwinter starving in Kristiania (Oslo),
the capital of Norway. Then he borrowed money tat@ohe US, where he worked as a
farmhand in the Mid-West. After two years in the b&returned to Norway again. He had
no success there either, so he returned to thegdii,aspent another two years there before
he went back to Norway again. He then spent anathi@er almost starving to death until
he in 1888 published one chapterthiinge, which became a sensation among the critics.
When he completed the novel and published it in0188 made him famous all over
Scandinavia, and in a few years famous all oveofir

Hunger marked the start of Hamsun’s long and fabulougearaas a writer - his
last book was published 69 years later, when he9@agears oldHungeris considered to
be such an important work because it marked theaftavhat we usually cathodernismin
European literature.

In the two previous decades — the 1870s and th@sl8&uropean literature was
dominated by realism or naturalism. This literatuvas strongly influenced by natural
sciences and social sciences. This was a literaéihatewanted to play a political role and
that wanted to discuss social and political issudige female emancipation, prostitution,
marriage, business morale, etc. Today, August &igrg from Sweden and Henrik lbsen
from Norway are probably the two most famous awghoym the period. Their naturalistic
dramas from the 1880s are still being performedadr the world. Hamsun and Ibsen were
thus contemporaries and in many ways Hamsun clyatethe tenets of naturalism.
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As already mentioned, Hamsurtiinger portrays a young man who slowly and
painfully almost starves to death. The intentiorthef novel is not, however, to argue that
there should be more scholarships for young wrierthat freelance writers should get higher
salaries for their work. The aim is "just” to daber a human being caught in an extreme
existential crisis, or rather: to describe withremte subjectivity the mixture of rational actions
and irrational impulses rushing through the mindhef protagonist.

And there is another very important quality witls young man, typical for modernism:
He is all alone. There is no security net of peapleund him, no family, no relatives, no
friends - well, there are a few so-called friendst they all withdraw when they see his
poverty, his hunger, and his lack of success.

As he keeps walking around in the streets of kanéti for a few weeks, the city is
depicted as a kind of labyrinth, there is no watyafit, no escape. This situation is also typical
for the existential situation in many modernistelsyand the American writer Jack Kerouac 50
years later put it this way: You cannot go homedragéou cannot go home again, because there
is no home anymore, no security net. You are afiealn a cold and unfriendly and unfair world
and that is something you have to understand aaddept and to cope with. And one way to
cope with it is to use your imagination and to rlizbiblack humour and self-irony, that is - to
lift yourself over your destiny, lift yourself ovére misery and the poverty that holds you down.

And there is no help and no comfort in religion. the protagonist is roaming
through the streets he constantly addresses Guithghsome sort of dialogue with a divine
power. But as there is no help to find, he denosi@®d in a scene that is strongly blasphemic,
crying out that God, who has created him, shoulolkihat a man like him is so stubborn
that he would rather break than bend. In his laterks Hamsun sometimes describes people
who bend to the difficulties in life, but the prgtaist inHungeris of a different kind, and so
was Hamsun himself.

Many of Hamsun'’s later novels have been very infiaéand have inspired writers in
many countries to write similar books in a simigyle. But nobody has ever copiednger,
probably because writers, who have had such pagdpériences with extreme hunger and
need, simply did not survive. And if they survivéltey have not been able to combine the pain
and the desperation with such glittering, playfulmiour and creativity as Knut Hamsun
managed to do.

Let us have a quick glance at Hamsun’s productitar Hunger.

During the 1890 Hamsun published five more noubige volumes of short stories
and three dramas. In most of these works we medahourite figure, a lonely, young man,
talented, but not very successful, because thedwdags not really understand and appreciate
him. And he is always involved in some tragic Istery: Her can seduce any woman, but not
the one he is in love with, and he can solve aolyiem, but not the problems invading his own life.

Among these novels from the 1890s, the nd®ah from 1894 is internationally
best known. It is an intense and tragic love sfooyn the area in Northern Norway where
Hamsun lived in his youth. It is a story about aiyg man, Thomas Glahn, who spends a
summer up North as a hunter, and who falls in leith the young daughter of the local
merchant. Their love affair starts beautifully, iusoon deteriorates into painful jealousy
and struggle, and in the end the young man consmitile. He cannot live with the woman he
loves, but he cannot live without her either, socheoses to die. In that respect he is a
relative of the protagonist iHunger He would rather break than bend.
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In Panwe can find some of the most ecstatic and beautfure poetry in European
literature. Here Hamsun’s worship of nature and’snafationship to it finds a clear and artistic
voice. Although there are modernist aspects inrtbigel, we usually seéan mainly as a neo-
romantic work, far from the political problems aswtial issues in naturalism.

After 1900 Knut Hamsun kept publishing novel aftevel, along with one volume of
poetry, two volumes of short stories and a couptiramas. Gradually the modernistic and neo-
romantic aspects disappeared and what we calleedism started to influence his writing.

In 1917 Hamsun published the novel that probakiysigreatest international success,
Growth of the Sajla seemingly quite simple story about a simplenéat Isak, who in the
beginning of the book comes from nowhere and staatking into the forest, looking for a
suitable place to establish a farm. And then we Heastory of his life - how he builds up
the farm, gets a wife, raise children, and take cdranimals. They live a simple but secure
and meaningful life, described with wonderfully gilistic poetry.

One important reason for the enthusiastic recemifadhe book was that the novel
about Isak life was published during the First WdNar — at a time when hundred thousands
of men and women were killed — in contrast to Isgieéaceful life.

This novel was the main reason why Hamsun in 1928 vewarded with the
Nobel Prize in literature, and this prize officiatonfirmed his status as one of the leading
writers in his time.

We can't talk about Hamsun without mentioning tieedhd World War, although this
aspect of Hamsun'’s life should not be overemphdsigegeen we speak about his literature.
Hamsun sympathised with Germany from an early &igefelt that the country had been
treated unfairly after the First World War. He ewwmpathised with Germany after Hitler
had seized power and continued to do so after Germoacupied Norway in 1940. After
the war he was charged with treason and heavigdfiflis support of Germany was a great
disappointment for the Norwegian public and it bassed an intense debate about how this
could have happened. Was he really a Nazi? Diddtaunderstand what Nazism was all
about? Can we find traces of Nazism in his bookis€ eneral opinion is that we cannot,
but his support of Germany still provokes debateldarway today.

Despite Hamsun’s support for Germany during the keais probably the most popular
and widely read author in Norway today. Moreoveridierery influential in Norwegian
cultural life. Many film directors have chosen t@ke films based on his novels. So far,
about 20 movies and television series have beerenidst of these are Norwegian, but
some are from other European countries. Contempamnposers are writing music to his
poetry, his novels are dramatised and put on st&gis,constantly debated in the newspapers, a
new Hamsun-centre has just been built, and Hamestivéls are arranged every year, one
in the North of Norway, near the place where heavgup, and one in the South of Norway,
where he lived the last part of his life.

What are the reasons for his popularity?

First of all he writes good, exciting and engagstaries. His novels often present
interesting love themes that captivate and absedple.

Secondly, many readers find his humour charmingeandrtaining. Even his dark
and pessimistic stories are filled with humour.

Thirdly, his poetic and special style of writingsisigled out as one of the reasons why
people like his novels so much. In fact, he is ohéhe great renewers of the Norwegian
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language. Some of his best books are more thandréd years old, but his style of writing
is still perceived to be youthful and modern. (Bbth humour and his poetic language have
been a challenge for translators all over the wprld

Fourthly Hamsun'’s portrayal of nature is uniquerridan renewed the ways in which
nature was represented in European literatureidnvork, nature is not only there as a
beautiful backdrop, it also reflects the psycholofi}he characters involved.

So, how is Knut Hamsun perceived today?

In his youth Hamsun was a left-wing radical. Whenskarted his literary career, he
constantly criticised other authors for their misiafy tendencies. Henrik Ibsen was a prime
target. Gradually Hamsun became more and more @tise, and it can be argued that he
later in life became a moralist himself. This istigalarly evident in his critique of modern life,
which he considered to be superficial and matsti@liThe general view today both nationally
and internationally is thus that Hamsun'’s laterei®\are reactionary and conventional. This
view was frequently repeated in the media duriegcimtenary of Hamsun's birth in 2009.

The Growth of the Soihas, for instance, generally been perceived amsetvative
novel. The protagonist, Isak, is not concerned wittking money. He is hard working and he
enlarges his house and grows his land in accordaitbehis growing family’s needs. Isak is
sceptical about modern technology and the valuat rttodernity represents. For him it is
important to be self-sufficient and to avoid thd#atlis of economic dependency. In contrast to
his neighbours, who is supporting modern advarisak,then represents traditional views and
values. Industrialism saw nature almost as an enamgomething that should be conquered,
whereas Isak lives in harmony with his natural emrment. Hamsun’s clear sympathy with
Isak has been read as a proof of his reactionavysvi

This novel can, however, be read differently.

In the light of contemporary discussions abougtmdronmentGrowth of the Soitan
be read as progressivenovel. An ecological reading of the story will ehgsise the ways
in which the characters listen to and have resfmgchature. In many ways Isak can be
perceived as a man who supports the values ofisabta farming.

Another thing | would like to say something absutiamsun’s representation of women.

In the 1890s sex and gender roles in Europe wenegity drastically. Feminists were
battling for female emancipation from oppressivenmand regulations. Feminists all over
Europe demanded greater personal and politicabragid more freedom. Traditionally Hamsun
has been perceived as a reactionary male chauvinistauthor who actively fought against
the new ideas about women'’s liberation that wepressed during this time. Hamsun does
express some conservative views and he is certagglgtical about the demand for female
suffrage and what he perceived to be the emandipaiman’s desire to become more like men.

On closer scrutiny, however, it is clear that mahlamsun’s women are progressive
and empowered individuals. Pan Edvarda challenges society’s views about how et
class woman should behave. At the time it was aehtd acceptable for a woman to express
her sexual desire. Edvarda nonetheless takesitia¢iva and instigates amorous action with
lieutenant Glahn, and there is no modesty, unogytai reticence in her behaviour. Edvarda is
thus embodying characteristics that traditionaljwédn been associated with masculinity
such as sexual assertiveness and initiative.

This year it is 120 years since Hamsun widtenger, but it continues to affect us
in profound ways. It is 116 years since he wieds but we still find new ways to interpret
this masterpiece. In other words, Hamsun’s wotksgieaks to us today, not only in Norway,
but all over the world.
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KNUT HAMSUN: THE ARTIST AND THE WANDERER

SANDA TOMESCU BACIU*

ABSTRACT. Redefining the concept of the novel not only in Norwegian literature
but also in world literature, Knut Hamsun - whose literary mastery is celebrated
internationally in 2009 on his 150 anniversary — is a forerunner of the stream of
consciousness technique with his novel Hunger. This article presents a brief
description of the main elements connecting this novel to Hamsun’s theoretical
views on literature, but also to his later literary work, with accent on the model of
the wanderer.

Key Words: modernism, stream of consciousness, hunger, unconsciousness, wanderer

Outline

Kristiania 1891. The town was astounded by an almost unknown young man, who,
in a public lecture, attacked the most prominent Norwegian author of the time, Henrik Ibsen,
who was personally attending the conference hall, on a bench, that surprisingly became the
bench of the “accusation™".

The major theme of the lecture was the psychological literature, at the time, according
to the great Russian novels, an innovation in the literary Europe.

”hvad det fortrinsvis interesserer ham (Ibsen) er Spergsmaal, individuelle og sosiale Spergsmaal.
Men legg Marke til, at naarsomhelst Ibsen behandler individuelle Spergsmaal, som altsa da

skulle vaere psykologiske, saa er det kun forsaavidt, som de staar i Forbindelse med de sociale™.

The young man that sustained these allegations, on his real name, Knud Pedersen,
became later famous under the name of Knut Hamsun and received the recognition of his
literary genius by being awarded in 1920 the Nobel Prize for literature for the novel The
Growth of the Soil [Markens Grode.

Hunger/Sult’, the first novel that drew the attention on the literary personality of
the Norwegian author represents an original experiment whose importance for the history
of the modern novel consists in the negation of the poetics of naturalism and of a social type

* SANDA TOMESCU BACIU, Professor at the Faculty of Letters of “Babes-Bolyai” University of Cluj-
Napoca, is founder of the Norwegian Program (1991), and of the Department of Scandinavian
Languages and Literatures (2001) at the same university. She published books and articles on Nordic
literature and translated Norwegian literature into Romanian. E-mail: sanda.tomescu@yahoo.com

' R.N.Nettum: ”Generasjonen fra 1890-arene”, in Norges Litteraturhistorie,. Ed. Edvard Beyer. Cappelen,
Oslo, 1975 vol. 4, p.130.

2 Knut Hamsun: “Norsk Literatur” in Paa Turné, Gyldendal Norsk Forlag, Oslo, 1971, p. 32.

...what it preferably interests him (Ibsen) are questions, individual and social questions. But notice
that anytime Ibsen treats individual questions, which in other words should be psychological, it is
only in so far as they are related to the social. (our transl.)

* A fragment of Hunger was anonymously published in the Danish journal Ny Jord in November 1888,
R.N.Nettum: op.cit; Oslo, pp.140-141.
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of realism, being in favor of a poetics of an entirely psychological character and a realism of the
individual soul, thus creating a poetry of the unconsciousness - “det ubevisstes poesi” - as
Jorgen Haugan points out.* Hamsun’s explicit goal is to create a new literature that should
be true in terms of Sjeelemaleri”™.

Atle Kittang places Hunger in the tradition of the psychological naturalism, but

still, he point out that

“...the motif of starvation goes far beyond the mere ‘Naturalistic’ or physiological level of meaning.
In Hamsun’s book hunger is also a metaphor, signifying a more fundamental lack or emptiness,
which is a central aspect of the psychological deep structures investigated by the writer” ©

The character of the novel is not a “character”, he is not a “typology” as it is the
case of Balzac’s realism, he is an “individuality”.

The Becoming of a Novel

The first fragment of what became Sult (Hunger) was published as early as 1888 in the
Danish literary periodical Ny Jord. It drew the attention of the critics for both the theme and
the unexpected form.

It is only later that Hamsun formulated the poetics of the individual’s psychology in a
programmatic essay entitled Fra det ubevidste Sjeeleliv’ published in the journal Samtiden
in 1890. The literary program, explicitly formulated, came after he had put it into practice
in Hunger, his gesture being dictated by the imperative to defend his novel, and to attack, at
the same time, also due to the fact that even the great Danish literary critic Georg Brandes
blamed Hunger for monotony.

As one can notice from the very title of Hamsun’s literary program, Fra det ubevidste
Sjceleliv®, the Norwegian author did not write about the life of the unconsciousness, but from
within the life of the unconsciousness. The expression from within indicates a direction, a
continuous movement whose poetic representation is the novel Hunger.’

When Hamsun pleads in his essay in favor of the description of the individuality in
his deepest irrational pulsations, he does it not with the intention to merely investigate the
unconsciousness, but with the intention to create the poetry of the unconsciousness that
should have an artistic impact on the reader.

For this reason Hamsun is not interested in the social aspect of hunger but in the
irrational state of mind that hunger engenders. The end of the 19" century was dominated
by the natural sciences, and he does not leave this approach, pleading in his poetics for a
scientific approach to the unconsciousness, respectively for a scientific analysis of the human
soul under the loupe (“under luppen” as he says in Norwegian). He rejects the biologic
determinism promoted by naturalism in favor for a psychic determinism, leaving aside the
biological and the social perspective.

* Jorgen Haugan: “Knut Hamsun. Det ubevisstes poesi”, i Nordisk Tidskrift, 1973, p.49.

> Knut Hamsun: “Psykologisk Literatur”, i Paa Turné, op. cit., p.62.

¢ Atle Kittang: “Knut Hamsun’s Sult: Psychological Deep Structures and Metapoetic Plot” in Facets
of European Modernism. Essays in honour of James McFarlane presented to him on his 65" birthday,
Ed. Janet Garton, University East Anglia, Norwich, 1985, p.295.

7 Knut Hamsun: “Fra det ubevidste Sjeleliv”. Samtiden Vol. 1, 325-334. 1890 (“From within the Life
of the Unconsciousness™, in our translation).

8 «“From within the Life of the Unconsciousness”, in our translation.

? Jorgen Haugan: op.cit., p.49.
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In his attempt to analyze - under the magnifying glass — the psychic consciousness
starting from within the unconsciousness, Hamsun becomes both in theory and practice,
one of the forerunners of the stream of consciousness technique, forecasting modernism in
literature.'” Contemporary to Hamsun, William James used for the first time, in 1890 in
Principles of Psychology, the phrase “stream of consciousness” characterizing the modern
novel, and giving a definition close to Hamsun’s theoretical views.

The novel Hunger, that Hamsun regarded as a series of analyses without an epic,
represents, at the same time, a process of unintended remembrance, with Kristiania harbour
playing the role of Proust’s “madelaine”. Tore Hamsun, the son of the famous Norwegian
author, claimed that the first pages of Hunger were written in 1888 when Knut Hamsun was on
board of “Thingvala”, anchored shortly in the Kristiania Harbour, on its way from America
to Copenhagen.''

The view of the city in the distance might have awakened memories from the two
hunger winters (between 1879-1880 and 1885-1886) that Hamsun experienced in:

“Kristiania, denne forunderlige by som ingen forlater for han har fit meerker av den.” 2

“Christiania, this singular city, from which no man departs without carrying away the traces of
his sojourn there.” (George Egerton’s translation) '*

The Wanderer and the Plot

It is commonly asserted that the novel consists of a succession of four analyses of
four different critical periods of a first person narrator, short of means of living, a succession
without any apparent logical chronology. From this reason the novel obviously neglects the
periods of “normality” of the wanderer’s life, considered unimportant from a literary point
of view by the author.

In spite of his theoretical program that rejects any element of realism in the novel,
Hunger does not give only a psychological insight, but it reveals - indirectly - a social context.
The four parts of the novel become connected not merely by the character himself and the
geography of Kristiania, but also by a connection between cause and result that builds the
plot, thus giving Hunger the structure of a novel: the character does not find work, suffers
from hunger and, in order to save himself, leaves Kristiania on board of a ship.

“Ute i fjorden rettet jeg mig op engang, vat av feber og matthet, s& ind mot land og sa farvel
for denne gang til byen, til Kristiania hvor vinduerne lyste s& blankt fra alle hjem.”"

“Out in the fjord I dragged myself up once, wet with fever and exhaustion, and gazed landwards,
and bade farewell for the present to the town -- to Christiania, where the windows gleamed so
brightly in all the homes.” (Translated from the Norwegian of Knut Hamsun by George Egerton) °

1 See James McFarlane: Ibsen and the Temper of Norwegian Literature, London Oxford University
Press, Toronto, 1960.
"' R N.Nettum: "Generasjonen fra 1890-arene”, in Norges Litteraturhistorie, op. cit., p.140.
12 Knut Hamsun: Sult, in Samlede verker, 1, Gyldendal Norsk Forlag, Oslo, 1976, p.7.
B http:/twww.gutenberg.org/dirs/etext05/8hngr10h. htm
' Knut Hamsun: Sult, op.cit., p 140.
5 http:/twww.gutenberg.org/dirs/etext05/8hngr10h. htm
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The character fights and survives. Although the horizontal social axis seems to have
faded away, in favor of a vertical psychological one, it is still present in the background.

In Hunger there are all the germs of Hamsun’s future psychological novels in which
the social axis would become, to a greater extent, the preoccupation of the writer. The following
novels are mostly centered on the wanderer who is deeply rooted in the emblematic first person
narrator of Hunger, namely the Kristiania-wanderer escaping on board of a ship from the

confined geography of the city “where the windows gleamed so brightly in all the homes”.'®

From Hunger to the Growth of the Soil

Hamsun’s work, as a whole, expresses the tension between nature and civilization,
between nature and society. This dichotomy nature-civilization prevails in Hamsun’s work
through the wanderer-perspective. The Norwegian word “vandrer” has often been translated
into English and Romanian with “vagabond”/ (“vagabond”), a sort of outcast in contradiction
with the society. In the progress of his novels this perspective is subdued to several metamorphoses.

In Pan and Mysteries, the wanderer appears in an archaic world and lacks in many
ways any connection to the social life, seeking a refuge in nature. In the following novels, Under
the Autumn Star (Under hostsjernen) and A Wanderer Plays on Muted Strings (En vandrer
spiller med sordin), and Seafarers/Vagabonds, August, The Road Leads on, (Landstrykere ,
August, Men livet lever), Children of the Age and Segelfoss Town (Born av Tiden and Segelfoss
By), the wanderer appears in a completely new position: the wanderer seems to integrate in the
social life, and even more, the wanderer transforms the social life.

The dichotomy nature/civilization reaches its mastery in the standpoint of Isak from 7he
Growth of the Soil (Markens Grode) and August in the Vagabonds’ or Seafarers’ trilogy: Isak is
the metaphor of the traditional values, and August is the symbol of the modern values. Isak himself
is a growth of the Soil, the telluric essence of the human being, while August embodies the essence
of the artificial life, lacking the mythical horizon of the former. The seafarer August comes from
the sea, for ever changing and moving. He is a growth of the Sea, like Isak is a growth of the Soil.
Between Isak and August, these opposite poles that do not own a self consciousness; there is the
fascinating and probably the most complex character Edevart, the seafarer friend of August.

Edevart is the hero aware of his tragic destiny; he is a hypostasis of an Isak, who lost
his roots and became a wanderer/seafarer, but without reaching the lack of consistency and the
instability of the utmost wanderer, August. Edevart is a complex character aware of his tragic
emigrant destiny, giving the reader the impression that he might be a projection of Hamsun’s
emigrant experience in America, of Knut Hamsun the wanderer.

Hamsun 2009

The artist and the wanderer are both represented by the Norwegian stamp edition
marking the 150-aniversary of Knut Hamsun’s birth. The portrait represents Knut Hamsun
in the period he was awarded the Nobel Prize for The Growth of the Soil, and it is engraved
by artist Sverre Morken. A fragment from Mysteries, published in 1892, can be seen in the
background. The Hamsun-stamp itself will wander through the world, reaching remote
places on the planet: from Hamarey in the North of Norway to Copenhagen, from Oslo (the
former Christiania) to Chicago, from Lom to Turkey, from Bode to Paris ... And, on the
occasion of the Hamsun-2009 events in Romania, from Nerholm — Hamsun’s last residence
in Norway — to Cluj-Napoca, in Romania.

1 1bid.
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FORHOLDET MELLOM MENNESKE OG NATUR, NATUR OG
KULTUR | ROMANEN PAN

CRISTINA VISOVAN!

ABSTRACT. The Rdationship between Man and Nature, Nature and Culturein the Nove Pan.

Pan*, one of Knut Hamsun’s most famous novels, is angfe story about the love between
lieutenant Glahn and a young woman, Edvarda. Theniog article is an attempt to answer to
several questions such as: What is the relatiofshipeen Glahn and the nature that surrounds
him and what is his relationship to the societyfiund? Is Glahn a true son of nature? How
does he feel when he'’s close to people and whalaisn’s attitude towards women and love?
Last but not least, how far can we go and assar@lahn is actually a mirror image of Hamsun
himself in the novePan? Conclusions: Lieutenant Glahn seems to be a gadsentative

of Hamsun's splitting between nature and culturéhé end, he chooses nature over culture and
love. Even though Glahn falls in love with Edvarlla,seems to love his feelings more than he
loves the woman these feelings are directed towatds article was presented at tHamsun
2009Conference during a workshop organized for yowsgarchers.

Key Words: nature, culture, love, splitting

Pan er en roman som forteller en merkelig historie &j@erligheten mellom
lgytnant Glahn og den unge Edvarda. Romanen etédtrtijitHamsuns opphold i Paris, fra
april 1893 til mai/juni 1894. | denne artikkelen j@g gjerne preve a finne ut hva forholdet
mellom Glahn og naturen som omgir ham er og hviadidiet mellom Glahn og samfunnet
i Sirilund er. Er Glahn naturens sgnn? Hvordanrfabn seg i naerheten av mennesker og
hva er Glahns holdning til kvinner og til kjeerligReHvor mye kan vi si at Glahn er et
speilbilde av Hamsun selv i romanean?

Det ser ut aPaner resultatet av selve situasjonen som Hamsun, vdtdris. Der
var han som i et slags eksil, i hjertet av den peiske sivilisasjonen, i en by som for
Hamsun selv var innebegrepet av last, korrupsijanshet og kraft Han fglte seg som en
outsider, det marginale mennesket i Paris, pd saméte som Glahn fgler seg mens han
ikke er i skogen.Uansett, for & kunne skape singteneerk, hadde Hamsun alltid behov for
a veere andre steder enn hjemme; hans kreativéeti&rdet.

! "Baba-Bolyai” University, Cluj-Napoca. Master degreettag University of Oslo.

. E-mail: cristinas8@yahoo.com.

Paner ett av Knut Hamsuns mest kjente verk, en roroam avspeiler pa en mate forfatterens liv, hans
dyrkelse av naturen og forakt for samfunnet ogstréhliseringen. Knut Hamsun (1859 — 1952) er en av
Norges mest kjente forfattere. Mange kritikkerefatsy ham som nazist pa grunn av at Hamsun var pa
Tysklands side under krigen; men, selv om han gjdet, kan vi ikke forminske hans betydning som
forfatter. Hamsun var Norges farste modernist, inafiarte i litteraturen splittede personer med et
kompleks indreliv. Han var opptatt av grunnleggerdisistensielle problemer som Livet, Dgden,
Kjeerligheten. Hamsun selv pastod at han var mestragert i 'nervernes poesi, tankernes brgk,
falelsernes vage mimoser — i et ord: sindsbevaegelgse Harald S. Neess, 'Knut Hamsuns brev 1879-
1859’, Gyldendal Norsk Forlag, Oslo, 1994, brev 44)

2 Se Rottem, @ystein 'Hamsun og fantasiens triuByfidendal Norsk Forlag, Trondheim AS, 2002, ss.91



CRISTINA VISOVAN

Narasjonen i romane®aner en skrivehandling som foregar to ar etter atliagen i
Nordland (det vil si historien om Glahn og Edvareajvsluttet, altsd i 1857. Vi kan da snakke
om to tidsrom som eksponeres samtidig — skrivetidén Glahn faler seg deprimert etter den
ulykkelige kjeerlighetshistorien med Edvarda ogidért, eller skriverens tid, som eksponeres
b&de i innledningen og sporadisk i tekstjEy husker endnieller’jeg tenker ikke mere pa dét

Romanen forteller om en fremmed mann som kommedagntil Sirilund men
ingen vet hvorfor eller hvorfra kommer han. Layth&lahn lever et isolert liv i skogen,
sammen med hunden Asop. Han framstiller seg sommigdagrende i natur-sfaeren. Glahn
slar seg ned som jeger i en liten hytte ved kaateskogen med utsyn bade over sjgen og
handelsstedet Sirilundita min hytte kunne jeg se.. litt av sjgen...hasstedets store hvite
bygninger, Sirilunds brygger, kramboden hvor jegpitg mit brad.’?. | skogen og i hytten,
kjenner Glahn seg fri og hjemme, som en del avreatselv og dens rytmiske vekslinger.
Her er alt i ham i stillhet og sjelen hans bégal og fuld av magt

| begynnelsen lever Glahn et tilbaketrukket livaturen, uten selskap. De eneste
ganger han kommer i kontakt med omverden er nanf&akjape brgd i kramboden. Han er
en eneboer som tilbringer dagene med & rusle omkrékogen sa godt som uten mal og
mening: "..jeg drev bare omkring i min frihet, og lot tiden.§&Glahn eier ikke stort mer
enn det han star og gar i, samt en bgrse som hderbior & besarge de basale livsbehov.
Han viser heller ingen tegn til kjgnnsdrift og leveen nesten ekstatisk harmoni med
naturen som omgir ham. Glahn opplever dypt slektskad tre, steiner og fuglefFra min
hytte kunne jeg se et virvar av ger og holmer gagiskitt av sjgen, noen bldnende fjzeldtinder,
og bak hytten 1a skogen, en uhyre skog. Jeg bleafugleede og tak ved duften av ratter
og lgv, av den fete os av furen, som minder oneuiy marv...Jeg gikk dag etter dag i
&serne...og gnsket intet heller end & f& vedbh 8ler dag efter dag’’.

Naturen er en del av Glahn og Glahn er en del awea; han elsker alt omkring
seg, alt som er natur og har ingenting a gjgre medneskene:Jeg kjender de steder jeg
passerer, traer og stener star der som far i ensoenhdzvet rasler under mine fgtter. Det
monotone sus og de kjendte traer og stener er fgetrfet mig, jeg blir fuld av en saelsom
tanknemlighet, alt indlater sig med mig, blandey sied mig, jeg elsker aft.

Glahn erkjenner at skogen kanskje er hans eneste ¥ein eneste venn var
skogen og den store ensomhérdi han liker & vaere alene i skogen, der hvonmeskene
ikke kan se pa ham eller snakke med ham. | samfublzat mennesker, blir Glahn utrygg,
usikker, men i skogen, i naturen, er han rolig myks P& samme tid er naturen hans mor
som skal alltid elske ham og akseptere ham slik $@m er. Naturen er da et slags
tilflyktssted hvor Glahn gjemmer seg fra de kultierdorholdene mellom mennesker. Det
er bare naturen som ikke krever noe fra ham menisme gir ham alt — hytta, skogen og
frineten: De har ret i at jeg kan ikke videre omgas folkg.ber helst i skogen, det er min

3 Se Pan. Av Igitnant Thomas Glahns papir@Byldendal Norsk Forlag ASA 1954, AIT Trondheim
As, 1999, ss. 24

4ibidem kap. I, ss. 6

Sidem

®ibidem kap. IV, ss. 11

" ibidem kap. I, ss. 6

8ibidem kap. VI, ss. 15

%ibidem kap. VIII, ss. 19
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glede. Her i min ensomhet skader det ikke noeagakej som jeg er; men nar jeg kommer
sammen med andre mé jeg bruke al min flid for &vsem jeg bet'°

Handlingene i Glahns liv er sterkt beslektet metinems rytme, denne Naturen som
vakner til liv om varen og som svulmer og blgmsfgiEmnom de korte sommermanedene
nar natten ikke lenger finnes. | samband med natuteikles Glahns liv: det er var da han
forelsker seg i Edvarda og sommer da de er forlevédket begyndte a bli ingen nat, solen
dukket savidt skiven ned i havet og sa op igjed, fernyet, somom den hadde veeret nede
og drukket™. "Véren var vel ogsa kommet til mig og mit blod bétkeier Glahn; med varen
begynner hans falelser & komme til liv slik somunam. Om sommeren mgter Glahn den
unge og villige gjeterjenta Henriette og elsker redne i skogen; nar han mgter henne etter at
den fgrste sngen har falt, merker han at hgstenntgren har grepet henne, allerede sov
hendes sanser. Allerede var solen gat i i&Wlt gar i opplgsning med hgst og med vinteren
slutter alt'alt grees og alle insekter dgd& og Glahn bestemmer seg & forlate Sirilund og
prgve & glemme sin ulykkelige kjeerlighet.

| begynnelsen forsterker kjeerligheten Glahns fathtl naturen. Han forteller
Edvarda at han ikke kan sove om natta fordi haketep&d henne og Edvarda ogsa sier at:
'Det er lgitnant Glahn jeg vil ha. Jeg gidder ikié efter nogen andéft.De elsker hverandre
men dessverre er det kun et fantasibilde som deretsy p& grunn av det, gar alt galt til
slutt. Begge to gnsker & se i den andre en priesah naturkvinne, men denne dreammen
kan aldri oppfylles. Glahn skal alltid veere skogegasn, mens Edvarda skal alltid veere en
del av det samfunnet som Glahn hater.

Naturen gir Glahn muligheten til & fantasere omid=alkvinne som kompenserer
for den kaprisigse kvinne som han forelsker sddan dikter opp sin egen myte om den
kvinnelige Eros, Iselin. Han fantaserer om henngatioger i lgpet av romanen. Fgrste gang
rett etter at kjaerligheten til Edvarda har vakndeg sov ikke i tre nzetter, jeg tenkte pa
Diderik og Iselin’*® Den andre gang nér Edvarda er i ferd med & fisempdefinitivt fra
myten om den erotiske Naturkvinnedeg faler ophidset og endnu svak at nogen kyssgomi
kysset ligger p& mine laeber. Jeg ser mig om, dietgem synlig tilstede. Iselin! sier j&y.

Glahn er en del av altet, av naturen som han elg&esamme mate som Hamsun selv
var en del av naturen. Han hatet massesivilisajogetiemokratiet og var i konflikt med alt
som hadde a gjgre med det nye type samfunnet geta industrialiseringen). | seg selv
illustrerer Hamsuns liv splittelsen mellom natur kagtur; han mente at mennesket matte
vende tilbake til naturen og gi opp sivilisajongdkkurat som Hamsun er ogsa Glahn splittet
mellom kropp og sjel, mellom hans enskap med natagedragningen til samfunnet. Glahn
er et moderne menneske, et kompleks menneske ylaulgagisk liv og mangfold instinkter.

Fra romanens tittel fremgar at Glahn er lgytnanhgger til det urbane livet, til
byen. Han er en ung offiser som ble utdannet i biyéam far ikke vite hvorfor han velger a
etablere seg i naturen men, hvis vi tenker pa lagethe i romanen, kunne vi kanskje

ibidem kap. XXIV, ss. 70
Yibidem kap. VII, ss. 19
2ibidem kap. V, ss. 12
Bibidem kap. XXXV, ss. 92
Midem
5ibidem kap. X, ss. 27
8ibidem kap. VIII, ss. 20
7ibidem kap. XX, ss. 55
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foresla at han gjer det fordi han ikke fagler sely & del av dette samfunnet som han
vokste opp i. Glahn fremstiller seg selv som ubekjég og fremmed i sosiale situasjoner:
han velter glass over de malte gulvene pa Sirilbmdner ikke hvordan man oppfarer seg
overfor kvinner: !..i baten tenkte jeg pa hvor alle disse unge nekamevar kommet ifra...jeg
hadde ikke sett dem far, de va fremmede for migjlikgvel sa tillitsfulde som om vi hadde
kiendt hverandre i lang tid. Jeg begik noen feifj yar blit uvant med & omgaes mennesker og
sa ofte du til de unge damer...Jeg sa engang: Kgee min kjaere;.!'®. For Edvarda praver
Glahn & bli Igytnant igjen og veksler skinndraktetd uniformen en gang til; han faler at
Edvarda ikke gnsker seg et dyrmenneske slik somvhamens han levde i skogen, men et
samfunnsmenneske, noen som visste hvordan & opef@ialet sosiale livet; og da sender han
etter sin uniform:Jeg skrev et brev og forlangte min uniform tilsefdit

Glahn er splittet mellom natur og kultur, han eteanjeger eller lgytnant, men vi
kan ogsa snakke om en kamp mellom hans kropp (sagtdr etter kjaerlighet og til det
sosiale liv) og sjel (som fgler at han aldri skadre en del av samfunnet). Glahn fgler seg
skogens sgnn og han vet at han er fra jorden neediak rgtter. Det er kroppen som Glahn
har til felles med dyrene, kroppen og sitt blikkeiMdet er ogsa kroppen som lengter etter
Edvardas kjeerlighet og som drar ham ut av skogersmejelen faler seg bra i naturen. | sitt
indre vet Glahn at han ikke skal bli akseptert sbkn han er, en Tarzanfigtir.

Glahn kan ikke godta samfunnsnormer og han gjerstielige ting (f. eks. han
kaster Edvardas sko i vannet) som fijerner hamdrardire. Han er redd for de som ikke kan
forstd hans natur fordi disse mennesker har makténdemme ham og avslare ham. De
viktigste menneskene som representerer samfunoigiainen og som bryter Glahns opplevelse
i naturen er hr. Mack, den halte doktoren og Edxva@&lahn kommer i konflikt med hr. Mack
(Edvardas far) da han velger Eva som kompensattigak for Edvardas kjeerlighet, mens
den halte doktoren oppstar som rival til Glahn.sBito gjgr Glahn til & hate samfunnet enda
sterkere mens den tredje representant, Edvarday kiea ta ham ut av naturen ved hennes
kjzerlighet. Hvis Edvarda betyr & ga tilbake tilisbasjonen er Glahn villig til & glemme sin
forakt og pregve igjen & integrere sefdvarda sd pa mig og jeg s pa hende. Jeg falte i
dette gieblik noget rare ved mit hjaerte en litggtfy venlighilsen?

Ifalge Rolf Vige er forholdet mellom Glahn og Edgaren psykologisk kamp der
hver p& sitt vis forsgker & vinne makten over demeas sini’ Bade Edvarda og Glahn
projiserer sine hgyspente forventninger og sittliiéde av en kjeerlighetspartner over pa
den annen. Disse forventninger er sa store at ikelige realiseringen av kjeerligheten ma
alltid forbli en blek kopi. Mens Edvarda teeres gseighet til sin 'Drgmmeprins’, har
Glahn en ’Kjeerlighetsdrgm’ om en narcisistisk samh@ng med naturen, derfor kan ikke
deres kjeerlighet lykkes.

Det er den halte doktoren som forklarer til Glakorfor Edvarda ikke er interessert i
ham lenger: Hun venter pa sin prins, han er ikke kommet, hurateer og atter feil, hun
trodde ogsa at De var prinsen iseer da De hadde ldlile ha ha...Hvorfor skulde ikke
nogen kunde vinde hende? Jeg har sett hende vamelérne efter den som kunde komme

8ibidem kap. X, ss. 24

%ibidem kap. XX, ss. 54

20 5e Rottem, op. cit., ss. 96

2L Se Pan. Av lgitnant Thomas Glahns papir@yldendal Norsk Forlag ASA 1954, AIT Trondheins A
1999, kap. V, ss. 13

22 Se @ystein Rottem, op. cit., ss. 97
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op og ta hende, fare hende bort, herkse over hekibgp og sjeel. Men han ma komme
utenfra, dukke op en dag som et litt aparte va&Sen.

Ogséa Glahn drgmmer om en kvinne som kan leve meditskogen, en kvinne
som fgler seg en del av altet og det er derforfantaserer om Iselin to ganger. Han gnsker
for seg selv en kvinne som kan fgle at hun er éradeturen, av dens rytme, en kvinne
som er like klosset i samfunnet som han er. DesseerEdvarda en helt annen type kvinne;for
a fa henne ma Glahn forlate naturen og skogennidagi opp a veere jeger for a bli lgytnant
igien. Uansett er han ikke den prinsen som Edvdrdenmer onf'Tvert imot, er Glahn mer
interessert i & skjule kjeerlighetshistorien med &dws siden han er redd for & bli avslert.
Han liker ikke sosiale forpliktelser og selskapkéten vekker hans sjalusi og skuffelse.

Glahns historie er en historie om en person sotdrykjaerligheten sa lenge den
betyr & omgé&es med andre mennesker, en historngmerson som vil bygge sitt liv p& en
drgm og ikke pa et virkelig forhold til en kvinrBa Glahn endelig far Edvarda fastslar han
at hun ikke neermer seg til det idealbildet som bkapte i sin fantasi; pa den grunnen
avviser han Edvarda og prgver & glemme hennerd&stfor det, fortsetter Glahn & tenke
pa Edvarda og prever & kompensere hennes mangél estke seg med Eva. Men heller
ikke Eva, som tilsvarer den naturkvinnen som lgytea fantaserer om, er god nok for
Glahn. Eva gir seg til Glahn uten komplikasjonerkamskje det er akkurat dette som er
problemet. Glahn kan ikke tilfredstilles nar degldgr kjzerlighet; det er kun fantasien som
kan hjelpe ham med & f& den kvinnen som han drgromeHan elsker sine egne falelser
hgyere enn den kvinnen disse fglelsene er rettet mo

Til slutt vender Glahn seg tilbake til det primégivtil naturen. Epilogen forteller
om en mann som kan ikke glemme en kjeerlighet sggeti to ar tilbake i tiden; det er
derfor han velger & dg. Glahn der fordi han ikkereairealisere sin drgm i livet; han vil
ikke fortsette & leve et liv hvor sine kjeerlighetsaimer ikke kan oppfylles. For Glahn er
dremmene hgyere enn virkeligheten og det er karmggd grunnen for at han ikke klarte &
ha et kjeerlighetsforhold til en reell kvinne. Meaniskje har Glahn rett ved & velge dgden
som en utlgsning av problemene som han hadde t. Idgden kan sees som en ny
begynnelse hvis vi tenker pd menneskenes trorliedte Skal dette livet veere bedre enn livet
som vi lever her pa jorden? Skal det gi Glahn gart & realisere sin kjeerlighetsdram?
Det spars — hvis vi tenker pA Romantismen, detlaan tradisjon for heltene & fa hverandre i
dgden. Men sa lenge ingenting tyder pa at Edvailtka falge samme vei, er det veldig
usikkert om denne var tankegangen pa slutten aamenPan.

Glahn ser ut til & veere en veldig god represerfamHamsus splittelse mellom
natur og kultur. Begge to var redde for det sodist mens de ogsa gnsket & veere en del
av det. Hamsun selv nglte mellom natur og kultde isét liv. Akkurat som Glahn forelsket
han seg i en samfunnskvinne og etter en tid forkend at hun ikke var den kvinnen som
han gnsket for seg selv. Da Hamsun giftet seg p&dtok han kvinnen med seg, borte fra
samfunnet og inn i naturen. Desverre far Glahn i#tkane sjansen. Han pendler mellom
kultur og natur, natur og kultur og velger natutiéslutt.

% Se Pan. Av lgitnant Thomas Glahns papir@yldendal Norsk Forlag ASA 1954, AIT Trondheins A
1999, kap. XVIII, ss. 52

24 Nettum polemiserer med Viges syn i dette tilfelldan mener at Edvarda er en vanlig kvinne som
vil underkaste seg en mann i ydmykhet, ikke somirstee, men som elskede.

Se @ystein Rottem, op. cit., ss.98. Hennes dremropries er da en drgm som alle kvinnene
har; de alle gnsker, da de er barn og leser evehtyzere slik som prinsessen i historien, denne
prinsessen som forelsker seg i en prins som egektlnmer for & redde henne. Men problemet er
at Glahn kun elseker kjeerlighetsdremmen og ikke Etia
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ABSTRACT. Knut Hamsun and Modernism. The purpose of this written paper is to present the
conclusions | reached after investigating in théodang topic: the Norwegian author Knut
Hamsun as the first modernist novelist in Norwais insisted upon the new type of literature he
theorised upon in his programmatic artidiée Life of the Subconsciod$he work required a
practical accomplishment, meaning an analysismoesof his novels.

Hunger,his breakthrough novel, is the one that is givenrtiost attentive analysis in
this particular case. Modernist characteristichsag solitude, estrangement, revolt against
the society and against the divinity are concepmds Ibest support its positioning as the first
modernist novel in Norway. The analysis on the fitade after the book presents it in a
different perspective.

In order to come with a contribution to an inteireginvestigation of Hamsun’s world,
| have chosen to analy&an, another captivating work. The key-conflict of theval, the one
between nature and culture has pretty attentiveBntdescribed. A comparison between two
distinct writings, on the one hand, and moderrtherother hand, pertaining to the same author
was the most compressed part of my written papés. réfers tdHungerand to whaPanhas in
common with it until a certain point of the anatysi

The conclusion encompasses a reinforcement of mloaternity signifies within the
hamsunian universe, together with the sincere lizgtean attentive reading will be useful for
those interested in Knut Hamsun'’s misleading sfifgs article was presented at themsun
2009Conference during a workshop organized for yowsgarchers.

Key Words: modernist, modernity, modern, loneliness, uncoaosdess, enstrangement, nature,
culture, industrialitzation.

Dette innlegget har som mal & fremstille konklusjom av diplomoppgaven med
tittelenKnut Hamsun, Norges farste moderrit er viktig & nevne at disse konklusjonene ble
presentert under et verksted organisert av Det histiske fakultet ved BalkeBolyai
Universitetet i Cluj-Napoca/erkstedet som hadde deltakelse av kulturelle pégbeter, mange
studenter og andre med interesse for Hamsunstéoskap, var en del av konferansétaimsun
2009, som ble arrangert i Cluj-Napoca i perioden 27eR8&ber 2009.

Diplomoppgaven, avsluttet i juni 2009 hadde til $ikha fremstille Knut Hamsun
som den fgrste modernist i Norge og som en av kiggste representanter av stramningen i
europeisk sammenheng. Dette ved en orienteringanast hans bergmte verk fra ungdomsarene,
Sultog Pan.Romanen jeg valgte & fokusere pa 8ait, medPangav jeg bare en oversikt
over et mesterverk. Bkompleks beskrivelse av emnet nadde jeg ved badeké kritikernes
synsvinkel, dvs. en kobling av flere kritiske deilk og ved & gi min egen forklaring av
problemstillingen. Altsa, mitt skriftlige arbeid dde den fglgende oppbygning, som belyste
hovedidéen, det at Knut Hamsun var Norges farsigenmist.

Farst og fremst orienterte jeg oppmerksomhetenhiamhsuns forhold til sin tid,
fordi han er én av de fagrste norske forfatterne dearetiserte modernismen i aret da

! Babes-Bolyai” University, Cluj-Napoca. E-mail: dianalatug@ail.com
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strgmningen begynte. En analyse av hans kjent&kaltFra det Ubevidste Sjeelelbte det
altsa ikke bare spennende, men ogsa ngdvendigeH&ke bare Norges fgrste modernist,
men ogsa en betydelig representant for stramningaropeisk sammenheng.

Nar det gjelder modernitet i en generell sammenhekiljer Peter Lutherssons
(1986: s. 16-17) mellom modernisme som strgmningnodernisme som periode. Sett fra
et sentraleuropeisk perspektiv, kan man dermedrdelternismen inn i tre faser: perioden
1850-1910 betegnes samgmodernismeerioden 1910-1930 sonwymodernismeg perioden
etter 1930 sorsenmodernisme.Norden star tingene litt forskjellig. Hamsu®altfra 1890
er blitt kalt Norges fagrste modernistiske romanifatekan man si at modernismen som
strgmning begynte omkring 1890.

Pa dette punket av analysen, synes jeg ngdventhgkiare forskjellen mellom
begreper sormoderne, modernisnogy modernitetFor dette, skal jeg beskrive Mateiliescus
definisjon fra hans teoretiske bok om emhate Faces of Modernitpltsa, modern, modernity,
modernism,som han kaller dem, og andre slike begreper, ektlfor & vise historiens
relativitet. De har & gjare med en kritikk av tigdinen i den forstand at tradisjonen mister
autoriteten, i.e. kunstneren ma skape en persdmitgl, fordi han ikke lenger finner noe
inspirasjonskilder. Derfor oppstar begrepesthetic modernitgt krisebegrep i tredimensjonal
forstand. Den star som en motsetning til tradisjptieborgerskapet, og til selve moderniteten.
Endelig definerer han begrepeiodernesom det & veere ny, up-to-datepdernitetener
egenskapen av a veere moderne, rettere sagt traglisgpm vender seg mot seg selv, og
modernismer stremningen som har med sgkningen etter moetemi& gjere, i.e. en rommelig
bevegelse av estetisk fornyeld®et nyeer med andre ord bade en estetisk kategori og en
historisk kategori.

Na at forskjellen mellom slike beslektete begrémerfatt den ngdvendige forklaring,
bestar den mest betydelige delen i det skriftligeidet mitt av en analyse av moderniteten i
Sult. Malet var & gi en detaljert beskrivelse av romaf@na fa en beriket forstdelse av dens
modernitet. Altsd begynte jeg med en oversikt oxakets oppfatning og handling, for &
fortsette med & belyse de modernistiske trekkehéindeholder. Jeg analyserte dette aspektet
fra forskjellige synsvinkler, med vekt pa fremmeatgjgen, ensomheten og hva slike falelser
leder til — isolasjon, motlgshet, opprar mot omeerdg guddommeligheten. Jeg gjorde dette
ved & kommentere talende sitater fra boka, vedofeKitere kritiske og nyttige synsvinkler
i dette enkelte tilfellet, og komme fram til perfige konklusjoner.

En analyse av verkets filmatisering fant jeg ogsé@ivendig, for & vise hvilke
fordeler litteraturen har, sammenliknet med filmaren ogsa forskjellen mellom en leser
og en tilskuer. | oppsummering prgvde jeg & saiele fspennende sitater som snakket om
verkets verdi, og pa den mate, om Hamsuns origétali

Fortsettelsen kom med roman@an. Jegvalgte den sonet alternativ tilSult, som
en oversikt over et mesterverk. M&ahn hadde jeg til hensikt & forsterke forfatterens
stilling som Norges fgrste modernist. Dette medty®ken sammenlikning med romanen
jeg valgte som hovedemne, d®ult. For & kunne sette en slik kobling i praksis, var de
nadvendig & fokusere ferst og fremst pa forklannge romanens hovedlinje i lesningen,
nemlig konflikten mellom natur og kultur. Nar dgelgler denne splittelse mellom livet i
naturen og livet i sivilisasjonen, hadde jeg sonutketning at den, uten tvil, fgrer til verkets
modernitet, nemlig til begreper som likner pa deSult.

Delen som jeg synes mest krevende var en sammamgiknellom Sult og Pan,
med vekt pa hva den siste roman har i slekt mexd ethotsetning til den farste. Altsa, jeg
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understrekte en del modernistiske karakteristikkem fremmedgjgringen, ensomheten
eller fraveeret av faste familieforhold. Fellestrekk og forskjellene ble skjematisert hver
for seg i det siste kapittelet.

Jeg brukte sitater for & stgtte oppgavens strukiér. det gjelder den bergmte
programmatiske artikkel ville han skrive osktidtlase, sporlgse rejser med hjeernen og hjeertet,
seelsomme nervevirksomheder, blodets hvisken, leengipban, hele det ubevidste sjeefeliv
Programerklaeringen hamret han ned varen 1890. d8n@re karakteriserte han i hvert fall
artikkelen som tevet& (Kolloen, 2005: 188-189). Hamsusailtfra juni 1890 er blitt kalt
Norges fagrste modernistiske roman, derfor kan @t snodernismen som strgmning begynte
omkring 1890. Ifalge Jahn Tohn er Hamsun rBetthelt i front nar det gjelder & skildre den
moderne tid " [...] hvis moderniteten defineres sorsé; opplgsning og sammenbrudd.”
(forelesningen fra 03. 04. 2009, Cluj-Napoca).

Jeg fortsatte med et relativt spgrsmal: hva beggrédveere ensom, og hvorfor nar
man en slik tilstand? Ensomhetsfglelsen og fremipaethgen iSuls urbane miljg fikk en
neeranalyse. Opprgret mot guddommeligheten vaetssitn et annet kjiennetegn ved modernismen.
Alts3, fra setninger som: "Det er Gud! det er Guafite jeg til mig selv” (s. 29) som befinner
seg i begynnelsen av romanen, kommer man til emgawg midt i det andre stykke, med
utrop som: "Jeg skal si dig ett, min kjeere herrelGlu er en noksagt!” Som nevnt, den siste
del av undersgkelsen i romanens modernitet bedbaetysningen av forskjellige ulemper og
fordeler litteraturen og filmatiseringen av ei bakn besta av. ,[...] mine damer og herrer, jeg
er fortapt!” var setningen jeg valgte for & preseatskiftet fra ord til film.Verket kom ut i
juni 1890, filmen er en norsk film fra 1966 av d#amske regissgr, Henning Carlsen. Endelig,
er min mening at ingen anmeldelse av en film, utirseor strdlende den er, kan vaere pa
talefot med boka filmen er basert pa.

Konklusjonen etter denne analyse var at modernitetenoe som ligger inne i seg
selv, uten & ha noe med omverden & gjagre. Pastdedentil ngkkelkonflikten iPan -
skrevet i 1894 — noe som forlettet sammenlikningetom to sdpass forskjellige verk.

Spgrsmalet som oppstod pa dette punket av analpgsehvordan blir det mulig at
ei bok som har handlingen pa det meste plassedtemav naturen er likevel modernistisk?
Svaret var temmelig enkelt! Det er bare denne Kdnfhellom natur og kultur som er
viktigst i verket og som bidrar til dens modernisrier finner leseren den sterke konflikt
mellom natur og kultur, fordi handlingen ikke bdiener sted i naturen, men ogsa i
sivilisasjonen. Boka begynner ved den retrospektikaikken. Etterpd, bidrar den subjektive
teknikken til en naerming mellom forfatter og lesay,star som et kiennetegn for den direkte og
frie formen i modernismen. Romanen er preget aurbaskrivelser, som havet, skogen,
som alltid personifiseres til en slik grad at duiféntrykket hovedpersonen er helt integrert
i utsikten. Men det er helt ikke sann. Glahn eeilét naturmenneske.

"Glahn har ikke bondens eller den primitive jegdmuksforhold til naturen - men
kulturmeneskets og hobby-jegerens nytelsesforh@khtitsen, 1975: 32).

For det fgrste er det navnet som viser at han bymenneske - han er faktisk en
lgytnant som kommer til skogs for & fa reddes ivdisasjonen. For det andre, prgver han

2 Hamsun i artikkelefrra det Ubevidste SjeelelivSGamtiden juni 1890; forfatterens ord for & besri
den nye type litteratur som skal beskjeftige segosykologiske undersgkelser.
3 Hamsun til Grieg 11.6.39; i brevet som han setiti€@rieg i 1939, dvs. etter 49 ar fra artikkelens
publisering, peker han pa at ideene teoretiseigdomsarene blir na for ham mindre betydningsfylle.
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en total identifikasjon med naturen, men han kléke & sette en slik ting i praksis, bare
fordi han lever ved utkanten av en skog, med utdikie hvite bygningene pa Sirilund, pa
grensen til sivilisasjonen. Plasseringen er karatisk: Glahn lever i grenselandet mellom
skog og samfunn, mellom natur og kultur, mellomefegg lgytnant. En viktig rolle i
romanen spiller ogsa vinduet fordi det star sorgremse mellom Glahn og omverden.

"Nar jeg da sa ut av vinduet kunde jeg skimte migdelsstedets store hvite bygninger,
Sirilunds brygger, kramboden hvor jeg kjgpte migdir og jeg blev liggende en stund
forundret over at jeg befandt mig her i en hyttéordland, i kanten av en skog” (P, 6).

/Esop har den samme rolle. Hunden virker som envetiglvs. at den star ved siden
av Glahn nar han er ensom og gar pa jakt.

Andre situasjoner nar grensen mellom natur og katiremstilt i romanen er for
eksempel i kapittel XXIIl, nar selv om han er i gem, rayker han. Noe annet det er a
bemerke er personenes forhold til tingene de dlier far. Edvarda far i gave to ting som er
typiske for sivilisasjonen og for naturen. Fra lvemo far hun ei nal, og hun vil kaste det; fra
jegeren far hun to grenne fuglefjeer. Hver gang draimvitert i selskap, far han en muntlig
invitasjon fra Edvarda, som om han hadde en spes#ls, som om han var en utlending.
Likevel, velger han & kle seg i en drakt, og hasr glette i hytta si, som er i skogen. Man
kan ikke betrakte ham som et naturmenneske — h@niieressert i samfunnets utvikling.

En siste ting som en ma klargjere ifglge Bjgrn Hemmg som star som et
kjennetegn for forfatterens misledende teknikkter a

"Han skriver ikke for sin forngyelses skyld, sliarhpastar, heller ikke bare for a fa tiden til & ga
Drivkraften er behovet for & fa hendelsene pa austi& oversikt over dem og forstd dem. Han
gripertil det & skrive som en strategi for & mestrdigittnederlag” (Hemmer, 1999: 311).

Etter & ha drgftet tingene som karakteriserer detgste forhold i romanen, ma
man ta i betraktning at den farer til hovedperssrfeemmedgjaring, ensomhet, og ogsa til
hans forpurring over de andre. Disse har fatt ermese analysering i den neste delen av
forskningsarbeidet mitt, mer presis i sammenlikeimgnellomPanog Sult.

Hvorfor erPanfaktisk modernist i seg selv? Takket veere det tesk®m grunnlaget,
som kobler p& en vellykket mate to sdpas forskjellverk. P4 den ene side star det
fremmedgjgringen, ensomheten, folelsen at du eedleerden, at du ikke lenger har noen
faste familieforhold, og at du mé klare deg sefvdBn annen oppdager leseren at hovedpersonene
er alene, at de har den hele frineten de trengedevhiteten er ikke noe som ma veere
absolutt knyttet til urbaniteten, men viktigst btlet holdningen som gir deg adgang til
modernitet. Farst og fremst, var det sagt at bégger moderniste, men pa en forskjellig
mate. Det beste argumentet for & stgtte detteraratiingen finner sted pa ulike omrader: i
Pan falger man hovedpersonen i midten av naturen. degrfHamsun leseren for farste
gang inn i sin nordlandske eventyrverden, som bkalandskapet for de fleste av hans
baker, mens Sulter det et urbanisert samfunn, Kristiania, hvomsinge ubehagelige ting
kan skje pa sa kort tid.

Ett av de viktigste fellestrekk er at i begge tinis det subjektivitet i beskrivelser,
gjennom den fgrste person narrasjonen. For ekse@pddan bare kaste et naermere blikk
pa den farste setningen fra de to verkene.

"Det var i den tid jeg gikk omkring og sultet i kstiania, denne forunderlige by
som ingen forlatter fgr han har fatt merker av gefi. Slik begynnerSult.

"I de siste dager, har jeg taenkt og teenkt pa Naddsommerens evige dag.” Slik
begynnePan.
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Forholdet mellom verk og leser blir pd den matere rsterkere, altsa leseren feler
seg implisert i handlingen, gjennom en forskjehigidning. Leseren fgler at han\hun kan
bedre forstd maten hovedpersonen oppfarer segangkan sympatisere med den. Nar det
gjelder formen, er begge to korte romaner, mednkéle spradk, og med ganske korte og
komplekse setninger. Roman8ualthar ingen handling i tradisjonell forstand; detrettige
emnet er hovedpersonens indre liv. Den andem, er et mesterverk, intenst og bevegende,
med flere personer som spiller en viktig rolle htlingens forlgp.

Ballsalens metafor er et annet hgydepunkt somemggmanene. BadeSult "Disse
mennesker jeg mgte, hvor let og lystig vugget des ikine lyse hoder og svinget sig
gjennem livet som gjennem en ballsal! Og jeg gik lde ved siden av disse mennesker,
ung og nys utsprungen, og jeg hadde allerede diemmtdan lykken sa ut!”"§ 16) og i
Pan ”[...] midt i en ballsal kan man sitte sikker, likddig og updvirket. For det er ens eget
indre som er sorgens eller glaedens kilde, 7). Hva kunne den egentlig best& av? Med dette
skildrer Hamsun livet som en scene, slik som Schbaeer mente. Det som forfatteren
legger til er at livet gar veldig fort, og de flesnenneskene lever bare for presens, for & nyte
ayeblikket, uten & sympatisere eller & bekymréfaegndre medmennesker, ved siden av dem.

Kjeerligheten og kvinnestillingen er ogsa nadvenbiggreper a analysere. Det viktigste
fellestrekket er at begge hovedpersonene er faigat dram om kjeerlighet. Dessuten er
kvinnene vel enigmatiske.

Hvis det er & ta i betraktning forskjellene mellde to verkene, star tida som et
viktig elementMan ma ta sikte pa at, selv om begge to hovedpensorenderer mot & gjengi
presis tidsangivelser, gjer de det ut av forskjellgrunner. Bultvar det forklart at gjennom &
vite hvor mye klokka er, beviser helten at han leret. |1 Sultbruker han ei klokke, den fra
sentrum. IPanorienterer Glahn seg etter signalene utenfra éarkéinkrete tidsangivelser. Han
er forngyd med at han kan innse tida etter solagksempel. Ved & vise oppmerksomhet
mot den, og ved a prgve a gjengi den, overbevisershg at han er et naturmenneske, at han
kan leve i slekt med naturen.

Handlingen og maten den er strukturert pa er earating som skiller de to verkene.
RomanerSulthar ingen handling i tradisjonell forstand; detrétige emnet er hovedpersonens
indre liv. Den andrelan,harmed flere personer som spiller en viktig rolle mtlingens forlap.

Forholdet til Gud er ogsa et viktig element, menhedditt forskjellig: i Sultfinns det
0gsa oppstand og blasfemi i kritiske situasjon®arn er det bare takknemlighet for Den som
skapte naturen hovedpersonen trives i. "Tak min,@rdhver lyngblomst jeg har set; de har
vaeret som sma roser pa min vei og jeg grater avlidgdest til dem.” @, 31) Spennende er det at
ogsa iPanfar Gud rollen av en stille iakttaker som bareEehovedpersonen, denne gangen
ikke for a straffe ham: "Gud stér et sted i neeretgser pa mig'R, 77).

Noe annet jeg hadde til hensikt & presentere pi& qeinktet av analysen var
hovedpersonenes forhold til tingene. Einar Egeregentlig den som i 1966 skrev en
artikkel intitulert Mennesket og tingenbyor han er opptatt av Hamsussltog ,,den nye
roman”. Altsa, eiendommene virkeBultsom et vapen mot personens nedergangRagi
virker forholdet litt annerledes: "[...] gikk min hig forbi, ned til Sirilund, med Asop og
veesken og bgrsen, med hele mit tilbehar mdd.’16)

Den impulsive oppfarselen er en annen forskjell soaver en riktig forstaelse.
Mens lgytnanten kaster Edvardas sko i vannet wnatilsynelatende impulsiv holdning,
som kunne ha veert vel overveid, griper jeggulitii masse slike ukontrollerende handlinger.
Hans fantasirikdom bruker han for & holde den &gt virkeligheten p& avstand.
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Sist av alt, krever slutten en objektiv fremstitji BadePan og Sultavslutter med

at hovedpersonene ikke lenger kan bli pd samme sted reiser bort for & sgke noe nytt,
nye horisonter. Ifglge Jahn Tohn, star kunstnekidheren, observataren alen8ilt mens
verdenen utenfor han eksisterer ngyaktig skildRetmanenPan ender med at Glahn dar,
mens kunstneren lever videre. Altsa, illusjoneneseimens realiteten ligger nederlagt.

Jeg vil gjerne konkludere med det at Knut Hamskke bare har en stilling som

Norges farste modernist, men ogsa som en av dgstéfforlaperne i europeisk sammenheng.
Fremstillingen av modernistiske trekk i de to roewaa jeg valgte for undersgkelsen min
var en klargjgring angdende malet for det skriétligbeidet mitt.
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ABSTRACT. Reasons for Introducing Literature in the Teaching Process. This article
describes some guidelines for teaching literatara means of enhancing the students' level
of acquisition in a foreign language. There are tmaed some arguments referring to the
importance of integrating this subject when teaghoreign languages. By being a part of the
category of authentic texts, literature works pilevio a teacher a certain kind of openness that
graded coursebooks do not offer. There are varieashing techniques available for this
subject and in my opinion the best outcome is thatlearner is encouraged to have an
active role in the learning process and thus ggamler autonomy.

It is also depicted the usefulness of teachingditee but this time from the students’
perspective. | have included some feedback recdieea students who have been studying
Norwegian for six semesters. There will be placedemphasis on the skills acquired by
students as a result of integrating literaturéngirtlearning process.

The article consists of three sections: the firet enumerates some solid reasons for
using literature as a means of acquiring knowledge foreign language, the second presents
some techniques for tackling literature in the slaem and the last part contains some
suggestions and activities that can be appliedestfiglty in the teaching process. This article
was presented at thdamsun 2009Conference during a workshop organized for young
researchers.

Key Words: learner autonomy, cultural responsive teaching,speal development, creative,
skills, interpretative skills, reading skills, vimigy skills, listening skills, authentic
texts, reader, response, reader-implication.

Hensikten med denne studien er & nevne noen 1ginjegpa litteraturundervisningens
omrade. Falgende skal vi analysere hva betyr skj@naturen for studentene som lzerer norsk
som fremmed sprék her i Romania. Fra en didakyiskunkel representerer skjgnnlitteraturen
et kompleks emne og det finnes mange begrunnadserkan bekrefte dette. Studien skal
fremstille ulike metoder som kan hjelpe leererea fitnfgre skjgnnlitteraturen i klasserommet
0g jeg skal ogsa beskrive hvilke ferdigheter dantenne undervisningen fokusert pa
skjgnnlitteraturen. Studien inneholder tre delen farste beskriver forskjellige grunner for
& undervise skjgnnlitteraturen, den andre hvilkéeuvisningsmetoder er brukt og den siste
del skal foresla noen aktiviteter som kan gjeres&uae livligere.

1 Teaching assistant at the Faculty of PhilosopltlyEeducation Sciences of the Babes-Bolyai Universit
with two years’ experience in teaching seminarse Thdactics of the English Language and The
Didactics of the Norwegian Language. She publigmtidles in the field, as for exampG&reative
Writing and Cultural Awarenesand The Use of the Problem-Solving Method in Teachhmg t
Didactics of the Norwegian Languade&-mail: raluca.petrus@yahoo.com
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Hvorfor litteraturundervisning?

Farst og fremst skal jeg begynne med en kort imitgdom hva betyr fremmedsprak
tilegnelse og hvilken er den mest passende sammgahefor a leere et fremmedsprak i.
Forskeren Stephen Krashen mener at tilegnelsenoasnmélet skjer pa en ubevisst mate fordi
denne er en medfedt prosess, mens leeringen, sembewisst prosess, legger vekt pa hvordan &
tilegne bedre uttrykksformer og grammatiske redbrmed forsgker studentene som laerer
norsk som fremmedsprak & bruke sine morsmalskupeskavs. syntaks, bgyningsformer,
grammatiske regler osv) for & gjere tilegningetelet Selv om begreper som "intelligens",
"personlighet”, "motivasjon”, "leeringsform”, "aldehar en stor betydning for & definere
tilegnelse omradet, skal denne studie ikke leggepded beskrive disse. Malet med studien er &
foresl& noen aktiviteter som kan forbedre sprajiisen ved bruk av skjgnnlitteratur.

Nar det gjelder den mest passende sammenhengénidene et fremmedsprak er
"de fleste mennesker enige med at a lzere et frespnékli en naturlig sammenheng eller i
gata er mer effektiv enn & laere spraket i klassarent'. (Lightbown, Spada, 1993:69)
Idéen som falger er at studentene som leerer spratasserommet har som mal bare &
besta en eksamen og ikke & bruke spraket for & koisene. Undervisningen av skjgnnlitteratur
gnsker 4 vise at denne idéen med at sprakkunnskapresenterer bare en karakter er ikke
korrekt og at aktivitetene som foregar i klasser@nhjelper studentene til 8 forbedre deres
kommunikative ferdigheter. Det er sant at i en fEfsammenheng er studenten utsatt til et
ekte sprak, men laereren kan ogsa innfgre autertidleter (aviser, lytteforstaelse gvinger,
musikk osv.) i kurset for & skape denne virkeliggmsienhengen i klasserommet.

A tilegne seg et nytt sprék innebeerer ogsé at ftegner seg det nye samfunnets
kulturelle koder. Pa en slik mate apner skjgnmiitigren, i vare tilfelle norsklitteraturen, et
vindu mot Norges kultur ved & gi leseren mulighateéd oppdage nordmennenes dagligtale.
Nar studentene leerer om litteratur de samtidigrlesreseg selv fordi "mgtet med og opplevelsen
av litteraturen, der leseren blir bergrt bade aifftlog kognitivt, gir erfaringer som kan
styrke utviklingen av innlevelse i andre menneskesverden. Litteraturen utfordrer." (Nesse,
2007: 7)Vi kan legge til at skjennlitteraturen apner noemed som har & gjgre med hvordan
man forstar verden og, hvorfor ikke, seg selv.

| lgpet av kurset kan leereren dra nytte av studweisteneninger og organisere en
drgftelse, om emnet tillater dette. Litteraturemiker en person i en stor grad. Fgrst og
fremst "det finnes ingen korrekt fortolkning av &kst. (...) Ulike lesere vil bringe deres
egne erfaringer i teksten; og det finnes ingentidke lesere, sa det finnes ingen identiske
lesninger". (Simpson 1997: eseren er gitt muligheten til & forstd seg seldrbeog
klassekameratene sine men ogsa ta kontakt medtéorfas tanker, meninger og drgmmer.
«Ingen mann er en gy», skrev den britiske poetln Dmnne og pa samme mate sgker vi
alltid i bgkene vi leser nye meninger omkring oéer e de andre.

"Litteraturen representerer en autentisk tekst&her at de fleste litteraere verkene er
ikke tilpasset til den spesifikke malet av & unidenet fremmedsprak.”(Collie, Slater, 1991: 3)
Men dette er ikke en ulempe. Laereren kan dra myttdisse autentiske tekster fordi disse
inneholder komplekse setninger som utvikler stueless leseferdigheter men ogsa deres
grammatiske kompetanser. Noen ganger viser bgkkeeitid et ekte sprak og maten hvordan
nordmennene snakker. Til tross for dette innehoktelitteraert verk "mange kulturelle
informasjoner (...) som utvider studentenes innidéahdets kultur”. (Collie, Slater, 1991: 4)
Om vi undersgker litt bakene som er brukt for Zelatr fremmedsprak skal vi se at disse
inneholder en begrenset eller et spesifikt ordfyridbegynnelsen, som kan brukes bare i
noen sammenhenger og at gvingene tilbyr en koattgiraksis som har som mal & gjenta
kanskje nye grammatiske strukturer. Dette represenselvfglgelig en god grunnleggende
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metode for & leere noe nytt men nar leereren gnslstudentene tilegner seg et sprak som
brukes i virkelige situasjoner representerer skit@raturen og alle andre autentiske tekster en
god start. | hva som angar de rumenske studentandasrer seg norsk, tiloyr litteraturen
en viktig mulighet for & forstd Norges kultur pafalistendig mate.

Litteraturen ogsa hjelper studentene til & forst@menhengen som det littersere
verket hgrer til. Elaine Showalter (2003: 26) nevioeskjellige fordeler: litteraturen statter
studentene til & syntetisere idéer som tilhgrditemeer periode, a bruke litteraere modeller
som kulturelle referanser, 8 kommunisere med aelizefor & klargjare egne idéer, & tenke
kreativt om problemer ved & bruke litteraturen semutvidelse av ens egen erfaring, &
forstd egenskapene som beskriver en figurativ ngeognmetaforiske betydninger, & kunne
selv opprette litteraere tekster.

Vi skal fokusere videre pa tre kategorier som Jeabollie og Stephen Slater (1997: 4,
5) har definert for & vise litteraturens betydnimgéremmedsprakundervisningen: kulturell
berikelse, spraklig berikelse og personlig engasjgmEn kort beskrivelse av hver er
fremstilt nedenfor ved & fokusere pa fordelene ditteraturen tilbyr til studentene som
lzerer seg norsk som fremmedsprak.

Kulturell berikelse

Selv om verden avbildet av forfatteren i en bokskgnikke er ekte, finnes det enna
detaljer, for eksempel hvordan hovedpersonene,léseker, det omkringliggende miljget,
som gir leseren noen retningslinjer om landets samfog mennesker. Dessuten, nar en
leser en bok. forventer man seg & ga inn i fonfatte verden og likeledes & forsta bedre
hvordan folk fra dette landet tenker og lever.

Nar en person leerer sprék pa nytt, kan man ikkeg&irkontakten med kulturen
som finnes i dette landet, fordi disse to ikke kaitles. Spraket baerer med seg en kulturell
arv. | tilleggs til dette er fremmedspraket bestimflert i sammenheng, og litteraere verk
tilbyr denne sammenhengen, enten den er sosidtispotller kulturell. Nar det gjelder
studentene som laerer seg norsk som andresprakseepeeer disse innsikter i Norges
kultur et verdifullt trinn som kommer til & hjelgtudentene til & forstd og & tilegne seg
spraket p& en enklere mate. William Littlewood (@fit, Carter, 1996: 182) hevder at det
ikke er mulig & verdsette den skapte verden i &aldwis den daglige kulturelle bakgrunn
ikke er kjent av leseren. Dette viser en gangttii deere et fremmedsprak er pavirket av
skjgnnlitteraturen som finnes i dette landet ogewersa. Nar man lzerer et fremmedsprak
"mgter man bade et spraklig og et kulturelt brugdnoen ganger (man) kan ikke veere i
stand til & identifisere seg med teksten eller dge" (Collie, Slater 1997: 6).

Men vi ma ikke glemme at skjgnnlitteraturen freftetinoen ganger rare eller
fantastiske situasjoner, morsomme handlinger, éstante hovedpersoner, fengslende plott
som ikke avspeiler virkeligheten. | dette tilfeled leereren veere oppmerksom pa disse
detaljene og virke som en ressurs. Laereren ma titienfigrst og fremst detaljer om hvordan
fiksjonslitteraturen og autentiske tekster er sktesg hva de inneholder. Ved a vite disse
forskjellene kunne studentene dra nytte av hvaseerlpa ulike mater.

Guy Cook (Carter, McRae, 1996: 151) hevder at ‘#ndé fiksjonslitteratur og
autentiske tekster i et kurs har som mal & stoggeri at litteraturen ikke er pavirket av den
store mengden av tekniske endringer som har pagpkéket'. P& denne méten er litteraturen
fremstilt som en levende tekst, som gjennomgariegedr om situasjonen krever dette.
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Sprékets berikelse

Nar det gjelder sprakanskaffelse i lgpet av erplesess er det ingen tvil om at lesere
tilegner seg ikke bare nye ord men ogsa de forbeiire leseferdigheter. Studentene som leerer
seg norsk som fremmedsprak har leerebgker som dergrahenhold til deres niva og
forstaelse. Disse laerebgkene inneholder leksjmmarfekuserer pa verb, adjektiv eller adverb
og leksjoner som understreker maten hvordan semngr bygd opp. Hvis leerebgker tilbyr et
spor som bgr falges av studentene, gir et littereekt et bredere perspektiv hvor det bare finnes
en retningslinje: & se teksten som en helhet agséfdens mening. Dermed utsetter et litteraert
verk studentene til leksikalske eller syntaktiskarfer som overskrider deres forstaelsesniva.
Hvis elevene kanskje leerer nye ord i en bestemtm®arheng, tilbyr skjgnnlitteraturen
muligheten til & bli kient med et ekte skriftsprakontekst.

Mens studentene leser en tekst, vil de lsere nygdbiglger av et ord siden i
litteraturen star figurative og ekte betydningearidet. En ulempe for & undervise ved a bruke
skjgnnlitteratur er at - som Joanne Collie og Stepblater merker til (Collie, Slater, 1997: 4) -
"noen ganger litteraturen ikke gir elevene det typ&abularet de virkelig trenger". Noen
littersere verker inneholder sprakstrukturer og swoh ikke er typiske for dagligtalen. Men
studentene har allerede kunnskaper og de er klar lova de blir utsatt for fordi de vet
forskjellene og egenskapene som preger de littevegkene og andre autentiske tekster.

Personlig engasjement

Skjgnnlitteraturen fortryller sine lesere ved afélle uventede situasjoner, komplekse
hovedpersoner men ogsa fordi man finner seg knytteksten. Leserne begynner a fale at
de tar del i utviklingen av plottet, de begynndiké noen hovedpersoner eller handlinger
og & mislike andre. Alle disse danner et sterkbmalig engasjement. Til tross at leerere
alltid ma tenke pa studentenes niva, ferdighetekugets pensum, ma de aldri glemme at a
velge en intressant tekst gker motivasjonen.

Leserne er ivrige etter a finne ut hvilke bgkeleaigerer deres egne ideer om
verden. Det er ikke bare tenaringar men ogsa falkriennhet som gjenfinner seg i en stadig
kamp for & finne nye meninger og nye fortolkningierkjente situasjoner og falelser. |
denne forbindelse tilbyr litteraturen en sammenHharay betydningene er forhandlet og hvor
leseren legger til sine egne falelser og tankepeskéikesa historier som star naermere til
hjertet. Dette personlige engasjementet er ogsat skadi "litteraturen gir studentene
muligheten til & skifte deres oppmerksomhet utdeemekaniske aspektene av fremmedsprakets
systemet" (Collie, Slater, 1997: 5). Trinn for trifinner studentene i lesing en ren glede og
ingenting annet.

Men litteraturundervisningen skaper ogsa ferdighiétertolkning, kreative ferdigheter
og elevautonomi.

Utvikling av studentenes fortolkningsferdigheter

Nar studentene utfarer lesning aktiviteter behaleed uttrykke sine meninger om
tekstene som ble lest. Hvis studentene har kunrakdfiteraere genrer og kan plassere tekster i
henhold til sosiale og historiske sammenhengeradale forbedre sine fortolkningsferdigheter.
Studentene bar alltid bli oppmuntret til & uttryldiee meninger og felelser om hva de har
lest for & skape en personlig forbindelse med ¢ekstivis studentene uttrykker sine meninger
representerer dette ikke bare en nyttig tilbakeimglidr lseereren men ogsa for klassekameratene.
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Disse fortolkninger tilneermer studentene og darerervennlig og hyggelig stemning.
Motsetninger kan oppsta i lepet av draftelsen dilgtusjonen, men disse farer til en forbedring
av studentenes forstaelse og fortolkende ferdighete

Utvikling av studentenes kreative ferdigheter

En litterser tekst kan alltid brukes som en oppfaigsvelse bade i skriftlig eller
muntlig form. Laereren ma alltid finne andre akgttr for a fremstille en idé eller for &
undervise noe. Kursene ma ikke vaere kjedelige fetrtientene mister slik interessen veldig
snart. For & gke motivasjonen ma leereren finnegewing aktiviteter som oppfyller studentenes
behov. Studentenes kreative ferdigheter er fortiathie de er bedt om a skrive sine egne
historier, & fortsette en gitt tekst eller til &igk kritikk for bakene de har lest. Slik fgler de
at de deltar p& en aktiv mate i kurset, at deresimger er verdifulle. Litteraturkursene
tilbyr studentene muligheten til & mestre spraletrb fordi en tekst kan bli utnyttet ved &
bruke ulike aktiviteter. Mer varierte sammenherdgmner mer kreative lgsninger.

Elevautonomi

Ferst og fremst nar man leser noe foregar denneitaken individuelt og leseren
er bedt til & sgke svar mellom tekstens linjer. Néan leser er hovedvekten lagt bade pa
tekst og pa den som leser. | dette tilfellet maiesr serge for at studenten som leser oppdager
seg selv som person med fglelser og egne menibgéorskjellige aktivitetene som kan brukes
i lapet av et litteraturkurs kan motivere studestéor & veere mer ansvarlige pa hva angar
tilegning av nye kunnskaper.

Jeg vil integrere her noen tilbakemeldinger fradehiene som allerede har tatt
kontakt i en stor grad med norsk skjgnnlitteratuirepet av studiearene. De matte svare pa
sparsmal som: hva betyr norsklitteraturen for deeb@ilken grad hjalp litteraturen deg til
en bedre og enklere tillegging av spraket? Hvikkaligheter ble forbedret pa grunn av du
har lest autentiske tekster?

Student 1:

Jeg har ikke lest s& veldig mye litteratur pa nofskdi teksten pa et nytt sprak er
noen ganger vanskelig a felge. Til tross merkteajelgvis jeg oftere leste, husket jeg lettere
ordene og andre grammatiske strukturer og uttriygkeg begynte ogsa a finne synonymer. Jeg
synes at i tillegg til et studieopphold i Norge lesning av norsk skjgnnlitteratur den sikreste
maten & forbedre ens norskkunnskaper pa. Jeg gogiste & lese en bok pa& nynorsk pa
relativt kort tid. Jeg er enig at om man lesertigke tekster, kan man bedre oppfatte stemningen
og man kan ta kontakt med forfatterens stil, selvimen ganger er det slitsomt & lese.

Student 2:

Norsk litteratur hjalp meg til & utvide vokabulaneitt fordi i lapet av seminaret matte
vi lese et utdrag og fortolke det etterpd. Jeg fmleg involvert og det var en fin mulighet for &
uttrykke mine idéer. Dette har veert en velkommesats for min forbedring av spraket.

Student 3:

Jeg har lzert mange nye ord og utrykk. Pa grunneéte daler jeg at det er lettere
na for meg & snakke og uttrykke meg pa norsk.

Student 4:

| begynnelsen av farste aret fglte jeg at norskeavanskelig for meg for & kunne
forstd noe. Jeg gnsket a fa raskt et grunnlag fkurde flytte til et annet trinn, nemlig
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flytende leser. Jeg kan hevde at etter jeg hamlesh autentiske verker (bgker eller aviser
fra Internettet), har jeg beriket mitt ordforradjeg har mer tillitt i & uttrykke meg muntlig.
Norsk litteratur ogsa hjalp meg til & forstd nopesifiske kulturelle detaljer knyttet til det
norske samfunnet og mennesker generelt.

Undervisningsmetoder

Man ma ogsa huske pa at en modell eller en didaktiging ikke inneholder alle
svarene. En undervisningsmetode er lzererens tiltakramstille leerestoffet for elevene og
til & involvere dem i en aktiv leeringsvirksomheéristudentene lzerer seg et fremmed sprak ma
leereren tenke pé ulike metoder som kan hjelpe deéleghe seg nye kunnskaper pa en mer
effektiv mate. Et sprak betyr ikke bare grammasikk om mange lzerere legger vekt pa denne
type undervisning. | dag er tendensen orientervesiolvere studentene i undervisningprosessen
giennom & bruke en kommunikativ metode som gir eslevmuligheten til & lzere ved &
oppdage selv de nye informasjonene. Hvis den josdite didaktikken betrakter eleven som
en ren mottaker av informasjonen som leereren hadtsélbyr den moderne didaktikken
eleven mange muligheter for & kommunisere sin sgkel; for & utfordre kreativiteten og
for & utvikle en produktiv tenkning. Leereren ma emstieke den viktige rollen som de
autentiske tekstene og den norske kulturen sgillegringsprosessen. Gjennom disse tar
studentene kontakt med Norges verdier og identitepd denne mate far studentene en
omfattende informasjon som letter sprakets tillaggi

Leereren kan velge mellom tre ulike teknikker fandfare en skjennlitterzer tekst:
sprakorientert, "tekstorientert og leserorient@réizar, 2005: 23, 24).

Disse tilneerminger analyseres fra et bestemt pktispehvordan undervises
norsklitteratur for studenter som har rumensk samsmal. Hensikten med denne diskusjonen
er & forstd bedre fordelene og ulempene for hveewisningsmetode og forhapentligvis
fra tilbakemeldingene innhentet skal vi f& noemirggslinjer om hva et organisert, kreativ
og interessant litteraturkurs betyr.

Den viktigste karakteristisk av et litteraturkucsvsfokuserer pa sprak er at det legger
vekt p& ordene som finnes i den fremstilte teksted. & bruke denne metoden legger leereren
vekt pa vokabularet som finnes i det littersere gerlg lager forbindelser til tidligere
leksikalske kategorier eller grammatiske struktui@r & gi studentene muligheten til &
forsta betydningen av teksten. Ingen benekterranaa leser pa et fremmed sprak det er viktig
a forstd ordene som finnes i teksten, men pa asidenkan det bli stressende og vanskelig
for studentene & stoppe ved hvert eneste ord,dodeslopp i ordboken. En oversettelse av
de ukjente ordene er ikke alltid den beste lgsminygorsmalet kan bli brukt noen ganger
for & forklare bedre for eksempel et uttrykk, meneningsfylt avelser. Vi ma ikke glemme
at det finnes ingen perfekt oversettelse mellonélspog derfor, snarere enn a oversette
teksten kan man tilby studentene en forklaring @&k

Et annet alternativ til & forklare nye ord p& ewenne studentene med a forsta
betydningen av teksten fra konteksten som erMih kan sjekke om studentene har eller ikke
har forstatt sammenhengen i teksten ved & stiiesgpdl knyttet til teksten. Dersom hensikten
med kurset er a berike studentenes ordforrad,aagrén gjgre dette ved a velge tekster uten et
litteraert grunnlag men tekster som inneholder ardeam ma erverves. Et litteraturkurs med
fokus pa spraket bruker kunnskap om ord for & ésgtgtiske meninger om teksten.

| lzpet av et litteraturkurs har lzereren kanskje itid til & forklare alle ord som dukker
opp fordi kurset har en annen hensikt, nemlig atdobetydningen av en gitt kontekst. For &
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bedre studentenes vokabular kan leereren gjgre giglging aktivitet som representerer en
viderefgring av den som ble framstilt i klasserorhn& denne maten oppfordrer lzereren
elevene til & sl& opp de ukjente ordene hjemmendiekes oppfatter noen forskere denne
tilneermingen til litteraturen som "reduktiv, sidspraklige aktiviteter er helt frakoblet fra de
litteraere aspektene fra utdraget (R. Carter og dglsitert i P. Sanchez 2009: 29). Dessuten er
denne metoden antatt & vaere mer involverende ferdeeenn for elevene. Studenten blir en
passiv deltaker som far kunnskap om nye ord Isamimenheng.

Et litteraturkurs fokusert pa innhold innebzerer "eimyttelse av teksten fra et
litterzert synspunkt, med stgrre fokus pa menigghthez, 2009: 29). Denne metoden, ofte
kalt den tradisjonelle, har til hensikt & gi stuger® et generelt perspektiv pa littereere
sjangrer og bevegelser, og plassere dem i de ibigdkontekster de tilhgrer. Studentene kan
bidra til utvikling av leksjonen siden de har fonkskaper av ulike littersere sjangrer som
ble leert. Leereren kan presentere elevene en sdikippekst som de kan arbeide med og oppdage
de viktigste egenskapene ved den nye sjangerete Betden mest utbredte metoden for
undervisning av litteraere sjangrer, og den kanésignten ved & introdusere induktivt eller
deduktivt nye konsepter.

Den tredje undervisningsmetoden er leserorientgroppfordrer studenter til a
uttrykke sine meninger og personlige falelser latyit teksten. P& denne maten blir studentene
mer involverte i leeringsprosessen og tar en akilvi den, mens de praver a forstd bade den
litteraere sjangrer og spraket som er brukt. "Telkstam er brukt m& velges i henhold til deres
relevans for studentenes interesser og bare tsge dkaper et sterkt, personlig engasjement"
(Lazar 2005: 24). Dessuten gir litteraturen tildeen muligheten til & involvere og utvikle en
elev i sin helhet. Malet er ikke bare & tilegne mgg ord, men ogsa a forbedre studentenes
ytringsfrihet. Undervisningen og leeringen er beliggee og mer meningsfylt hvis vi lokker
fram svar som krever personlig engasjement. Fdligkjaliskusjoner og uenighet kan oppsta
dersom elevene uttrykker sine personlige meninger en tekst. Siden forméalet med
undervisningen er & skape kritisk tenkning i klemsenet, er drgftelser velkommen. Laereren
bar fremstille et annet perspektiv for studenterejlig at konklusjonen som man kommer fram
til faktisk ikke er sa viktig som selve prosessamsgjennomgas for & na dit. Hvis
undervisningen er sett fra dette perspektivet Hatwilentene ikke lenger veere redde for at de
ikke finner den riktige lasningen men bli glacititlelta i laeringsprosessen.

Undervisningsaktiviteter

For & ha et vellykket litteraturkurs ma leerereegnere bade produktive ferdigheter
(muntlige og skriftlige) og reseptive ferdighettte, lesning) i undervisningsprosessen. Vi
kan dele undervisningen av et litteraturkurs tieker som er forbundet og pavirker hverandre:

Far-lesning strategien

Leereren forsgker & skape i begynnelsen av kurdgtggelig og spennende stemning
for & forberede studentene for undervisningsaktigite som falger. En positiv stemning
blandet med motivasjon og spenning ville hjelpéeatitene til & "overvinne med entusiasme de
spraklige hindringer" (Collie, Slate, 1997: 7) séomne oppsta. Far-lesning strategien virker
som en oppvarming aktivitet som har som mal a sheemntenes motivasjon i henhold til
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texten som skal bli lest. Laereren har faktisk egréeset undervisningstid i klasserommet
men hvis denne far-lesning fasen er klokelig bwiktdenne skape en solid bro mellom
studentenes interesser og det littersere verket esommalysert. Studentene kan arbeide i
grupper eller i par mens de lgser oppgaven sidenedmetoden samler forskjellige tanker og
interesser og venner studentene med & samarbaldané far-lesning fasen skaper leereren
stemningen i klasserommet, gir noen stikkord ditezlen pa boka og ber studentene til &
forutsi hva som skal skje i dette littereere verketr & gke interessen og studentenes
nysgjerrighet kan leereren fremstille bokens innkedriidr & lokke fram andre detaljer og for
& starte interessante spekulasjoner om boka. Leeraée forsgke & snakke mindre og
mindre og la studentene gve deres muntlige ferttighketillegg bar leereren gi i denne fasen
tydelige forklaringer til sine studenter slik ateaket hvilke er forventningene for denne
aktiviteten. Hvis vi underviser mellomtrinnet ellengdomstrinnet denne far-lesning fasen
representerer den viktigste innledning studenténdolr & gke deres interesse i kurset. De
kanskje er ikke sd vant med lesestrategier og tgen avkodingsferdigheter men deres
engasjement representerer en viktig utgangspumktete ma forsta at selv om studentene
star pa samme trinn er deres forstaelsesnivaekjétiige. Derfor bar klasserommet ikke
betraktes som en kompakt helhet men som som etmedchenestdende personer som har
deres egne behov og forstaelsesnivaer.

Under-lesning strategien

| lgpet av denne fasen stiller laereren dpne spérema involvere studentene i
undervisningsprosessen og for & veere sikker p& had forstatt verket som blir diskutert.
Studentene har muligheten til & uttrykke sine egyrmspunkter ved & bruke norsk og de
forbedrer sitt ordforrdd og sine kommunikasjonseviMens studentene tolker et littersert
verk bruker disse sine bakgrunnskunnskaper fonrgefriktige meninger. Laereren ma ikke
sperre generelle spgrsmal sdrar dere forstatt tekstenfordi de fleste skal svare Ja, bare
for & gi en rask tilbakemelding til laereren. Foradre sikker pa at studentene har egentlig
forstatt teksten, ma leereren velge mer personpgessnal: Hvilken falelse gir teksten deg?
Velg en setning som beskriver best din folelser ella mening. Hvorfor liker du denne
hovedpersonen? Kan du sammenlikne temaet i denkee thed andre bgker du har lest?
Kan du tenke p& en annen avslutning pa denne Ho&afle type aktivitet skaper samarbeid
og studentene tar kontakt med andre meninger ¢glainger.

| under-lesning strategien kan laereren bestemma nodre mal: & fokusere pa
grammatikk og & studere spraket, a leere & lagess@b om teksten eller & ga dypp i
skjgnnlitteratur og snakke om personkarakterisgékkr handlingen. For & sette i praksis
disse mal kan lzereren lage noen quiz eller tankekar idédugnad, en tabell som
inneholder personlige meninger om hva studentendonstatt, hva gnsker de a finne ut i
teksten eller a lage ordlister med ukjente ord @gdke a finne meningene sammen med
klassekameratene sine. Hvis man har studentenditbmtrinnet da kan man hente bilder
tilknyttet til teksten for a forklare ukjente orétan man tegne handlingen i teksten og
kanske blande lesing aktiviteten med en lytte dktivhvor leereren leser hagyt eller bare
forteller historien. Laerere ma ikke glemme at shieiee bruker forskjellene intelligenser
for & forstd nye informasjoner: spraklig, logisksuell, musikalsk, kroppslig, sosial, intuitiv
intelligens og at det er veldig viktig & integreliese i undervisningsprosessen.
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Etter-lesning strategien

Laereren kan spgrre mer komplekse spgrsmal knytteekisten for a sjekke
studentenes forstaelsenivd og meninger. Det fiflees stimuleringstiltak til & bruke de
andre produktive og reseptive ferdighetene: stietenkan skrive et sammendrag eller en
kritikk av den leste bok, lsereren kan planleggedesftelse om temaet passer for denne
type diskusjonen, studentene kan skrive en annath & boka eller en fortsettelse til
denne, studentene kan iscenesette et utdrag/kdpittaoka, de kan lytte til noen intervjuer
som har boka som tema, de kan lage en tegnserieitgadgspunkt i boka osv.

Avsluttende betraktninger

Denne artikkelen forsgkte & vise ulike tilneermingktitteraturundervisningen i
hgyere utdanning for studentene som leerer seg remsk fremmedsprak. Detaljer om
hvordan skjgnnlitteraturen kan bidra til fremmeddpitegnelsen er ogsa gitt. Artikkelen
inneholder ogsd noen didaktiske metoder som kakebri klasserommet for & innfgre
skjgnnlitteraturen i leeringsprosessen.

LITTERATUR

Christopher Brumfit, Ronald Cartéiterature and Language Teachir{@996), UK: Oxford University Press

Joanne Collie, Stephen Slateiterature in the Language Classroom. A resourcekbfmo ideas and
activities, (1997)UK: Cambridge University Press

Gillian Lazar, Teaching Training and Development. A guide for s and trainers(2005), UK:
Cambridge University Press

Patsy M. Lightbown, Nina Spaddpw Languages are Learngf993), UK: Oxford University Press

Purificacion SancheZBalancing Act"fra English Teaching Professional 6(2009):29 UK: Oxford
University Press.

Elaine ShowaltefTeaching Literature(2003), UK: Blackwell Publishing

Paul Simpson,.anguage Through Literature. An Introduction (199%ndon: Routledge

Nettsider

http://en.wikipedia.org/wiki/Second_language_acijias
http://academics.tjhsst.edu/psych/oldPsych/langlegensky.html
http://www.sk.com.br/sk-krash.html

http://www.ordnett.no
http://www.nla.no/.../Litteraturdidaktikk_i_kriste perspektiv.__ oktober 2007.doc%20
(Stig Nesse, Litteraturdidaktikk i kristent perspekNLA Leererhggskolen - oktober 2007 )
http://no.wikipedia.org/wiki/De_mange_intelligenser

49






STUDIA UNIVERSITATIS BABES-BOLYAI, PHILOLOGIA, LV, 1, 2010

WAR AND LITERATURE: A GENEALOGY OF SHAME
IN POSTWAR NORWAY

ADRIANA MARGARETA DANCUS!

ABSTRACT. This paper elaborates a genealogy of shame invap®orway through the
analysis of three literary works: Sigurd Hoelkste ved milepele(Meeting at the Milestone,
1947), Knut Hamsun'’Paa gjengrodde stigfOn Overgrown Pathd,949), and Per Petterson’s
Ut og stjeele hestgiOut Stealing Horse2003). Understanding the ways in which collective
shame has shaped the Norwegian national psychgi@riant not only because it allows us
to qualify the ethical niche currently employed ldgrway in the international arena, but
also because it shows how the politics and aesthefishame are inherently related to both
the nation and social justice.

Key Words: war, literature, shame, Norway, state emotionalism

The Second World War (WWII) is a formative eventtire Norwegian national
psyche and a well-established theme in Norwegianand literature since 1945. The majority
of war fictions and memoirs archive the heroic adftthe Norwegian Resistance for future
generations. Some, however, work towards elicitinlective shame. In this paper, | will
investigate the role of three seminal works in Negian literature in the economy of national
shame in Norway: Sigurd Hoel®lgte ved milepeleMeeting at the Milestonel947),
Knut Hamsun'sPaa gjengrodde stiefOn Overgrown Pathsl949), and Per Pettersord
og stjeele hestgiOut Stealing Horse2003).Meeting at the MilestonandOn Overgrown
Pathscame out immediately after the war at a time wierwegians were zealously involved
in rebuilding their country and punishing those wbollaborated with the Gestapo.
Shaming the Norwegian nation, each in its own wlagse two novels are also symptomatic
of the selective amnesia and emotional numbnessctesistic of postwar Norway.

The international community celebrates Norway asaeid supporter of human
rights and equality whose commitment to peace asmogracy increased exponentially
after WWII. Norway’s clean reputation, however,disturbed by a number of unsettling
facts about the way in which the Norwegian autiesiand public opinion dealt with those
who betrayed the nation during the occupationfrath overt collaborators to children of war.
Undermining Norway'’s ethnical niche in the inteinaal arena, these past (mis)treatments
have been pushed into the dark corners of natimesthory from where they occasionally
return to haunt and shame the nation. An exampthisfis the renewed controversy about
Hamsun'sOn Overgrown Pathsand his dubious reputation as Norway celebrated th
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Hamsun jubilee in 2009. The third book | will armdyOut Stealing Horsesvon Per Petterson
several prestigious international awards andNbe York Times Reviewncluded it in its
top-ten best books of 2007. My analysis will denti@ts that Petterson’s contemporary novel
reworks Norwegian postwar shame in ways that iggramnesia and numbness. In order to
understand how experiences of war deform and refeerlorwegian national psyche, | therefore
propose conducting a genealogy of shame in Norvaydh the above-mentioned literary works.
In The Cultural Politics of Emotion&ara Ahmed (2004) demonstrates that utterances
of shame play an important role in bringing theiaratogether. By uttering national shame
at the wrongs committed by their political ancestagainst the Aborigines, the Australian
public and political elites celebrate the nationtle present through invoking national
ideals that their ancestors failed to live up thisTnhot only leads to an idealization of the
nation in the present, but also to the glossing oferesent injustices. In other words, in
Ahmed’s example, utterances of shame allow theonat feel better, while structures of
power that have allowed atrocities and discrimoratn the past continue to proliferate.
Central to Ahmed’s discussion of what utteranceshaime do to the nation is the
definition of shame itself. Drawing on critics worl within psychoanalysis, ego psychology,
and phenomenology, Ahmed thrusts her argument givrauconceptualization of shame in
relation to guilt and love. Following Donald L. Nahson, she suggests that guilt is about
sanctioning, punishment for wrongdoing, and actmre feels guilty for what one has done.
Shame, on the other hand, is about a quality ofetfeone feels shame for what one is (Ahmed
105). Yet, according to Ahmed, shame is never @lpuregative emotion. Rather it is a
confirmation of love through negation: in orderewperience shame before another, one
must share an interest in that other, a prior fovehat other or a desire to be like the other
(Ahmed 105-6). Shame, then, is a proof of one’sroitment to ideals, a proof of love:

If we feel shamewe feel shame because we have failed to approxirmaat&léal’ that has
been given to us through the practices of IdMhat is exposed in shame is the failure of
love, as a failure that in turn exposes or showdaue. (Ahmed 106)

By emphasizing the intimate relation between shantelove, Ahmed underlines the
sociability of shame: through shame, we both ackedge our failure to live up to the ideals
that we share with others and uphold our desireetmne with the others, to be part of the
family, the community or the nation. Ahmed is rfat first one to identify the important role of
shame in constructing and maintaining a colledtieal. Writing about guilt and shame in the
feminist movement, Berenice Fisher (1984) recdsime as a positive collective emotion that
feminist intellectuals can and should mobilize idev to reassess their community’s ability to
live up to feminist ideals. By wearing shame togethnd reassessing their goals, feminists
create a social bond that includes those other womwigm their activism has traditionally
failed, e.g. black women or women in the Global tBoln the Australian case, however,
the ambivalence of shame, simultaneously a conibmand negation of love, implies that
shame is conditional. Shame allows only white Aalistrto stick together by blaming their
political ancestors for failing the national ideAt. the same time, it continues to exclude the
other colored bodies such as Aborigines by exdualpawhite Australian contemporaries of
individual guilt for continuing injustices and disuoination. Consequently, in Ahmed’s account,
shame as a shared affective state puts conditiongho can rightfully inhabit the nation and
who cannot. It is this conditional dimension of ledlive shame that interests me in the
Norwegian case. Who does shame put limits on? Hmsg the Norwegian national body take
shape through shame? Who is left out and whotigléfirough this shared affective state?
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In postwar Norway, national shame is not healing, debilitating, confusing,
traumatic, chronic, entrapping, and intergeneratidn this way, it shares characteristics with
what Kathleen Woodward (2009) has called raciahmghaDiscussing the racial structure of
shame, Woodward demonstrates that racial shametdammeadily transformed into knowledge
like feminist or queer shame. Feminist epistemolbgyg reclaimed shame as a self-reflexive
psychological emotion that can be brought into cimsness through anger (Woodward 83-5).
To feminists, the succession of shame by angesyidkcause anger is what allows women to
recognize the oppression they have been part ab 4seer shame, Woodward, following Eve
Kosofsky Sedgwick, contends that it is transforriméol pride through a supportive community
and a politicized movement (85-7). In both of thesamples, shame works as a positive force
through the succeeding emotion: anger and prigeecéigely. In contrast, those who experience
racial shame are not in the position of being &bkenalyze their own shame, like the feminists
do; nor can they mobilize a community of their olike in the case of queer activism. Instead,
black shame in white America is traumatic and cletoleading to lacerating violence and
debilitating depression (Woodward 88).

Just like racial shame, national shame in Norgaghronic and traumatic, this time
leading to emotional numbness and selective amriggianany Norwegians, WWII remains a
taboo topic and utterances of national shame tyaiathd authorities to issue an apology for
unjust war settlements are few and far betweenh&haic stories of the Norwegian Resistance
are constantly pushed to the front, while the stodf the Norwegian collaborators with the
Gestapo systematically silenced and forgotten.

A particularly sensitive topic is the fate of chidch born to a Norwegian parent,
commonly a mother, and a Nazi occupier. To datemae Norwegian war children, now
adults in their late sixties, continue to fight fedemption and compensation for the injustice
and discrimination they have experienced since 1946 Norwegian authorities have been
responsive to the similar plea of indigenous Samdi mational minorities such as the Kvens
and the Romani, who have been subject to forcibsindlation and discrimination. In the
case of war children, however, the Norwegian skete several times dismissed the war
children’s claims for compensation as outdated gfedder 2010). The only official apology
was issued in 2000 by Kjell Magne Bondevik, Norv@al?rime Minister at the time. In his
New Year's address, Bondevik briefly expressedragrets on behalf of the Norwegian
state for the unjust treatment of war children.

At the end of the war, there was an estimate @fQ0{o 12,000 German Norwegian
war children whose mothers were vilified by bothhauities and public opinion as “loose”
women who had betrayed Norway by sleeping with éghemy (Ericsson and Simonsen
2008; Lenz 2009; Mochmann 2008). Offspring of “Gamiarts” and Nazis, these children
were seen as hereditarily deficient and politicdiyngerous. Some went as far as to propose
mass deportations of “Nazi brats” “back” to GermaAithough no war child act was ever
passed in Norway and mass deportations of childrer@ not conducted, the fate of these
children was highly affected by the stigmatizingesph at the time. Many were put in
orphanages and foster homes to get a “proper” Ngismeupbringing, while others later
reported harassment, abuse, and social isolatiogir mothers were publicly ostracized by
having their hair shorn and being fired, sexuabysed, and socially harassed. Even worse,
some of these women were interned in special caamgsthose who had married a German
during the war were stripped of their Norwegiatizeiship and deported to Germany.
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The treatment of war children illustrates the camrphays in which shame forges a
national bond in postwar Norway. First, the Nonaegmajority publicly shames their mothers
as “loose women” and dooms them as unworthy ofhitihg the Norwegian national body.
While deportation was not always a solution tothd nation of all traitors, in the case of
children of war, the Norwegian authorities emplogéter “corrective” measures such as forced
adoption, social exclusion, and forcible assinolatiSecond, shame entails not only an exposure
of shameful traitors, but also a redemption of mather Norwegians who collaborated by
default, such as farmers and fishermen who soldgheduce to German troops. Consequently,
shame involves an attempt to hide the failure ef Korwegian community to live up to its
patriotic ideals. Third, fearing exposure and esidn, the majority cannot resist the desire to
hide and instead chooses to forget, deny, andgfidre built-in critique of ideals and the
potential for social transformation that Fisherrigs to shame is not realized in the Norwegian
case, for shame unifies the nation by inducing mesb and amnesia. This is particularly evident
if one examinedeeting at the Milestonby Sigurd Hoel and Knut HamsurG®n Overgrown
Paths two narratives that have played an importantirothke economy of national shame.

Meeting at the Milestoneas a bestseller for several years after its gafbin in 1947,
and critics acclaimed the novel's psychologicaltdegnd narrative style. Unlike many of his
compatriots, who frantically sought to exonerat timajority of Norwegians by scapegoating
the overt traitors, Hoel advocated an understarafimgtional betrayal and war atrocities as the
result of poor child-rearing, emotional coldnesgsponsibility and provincial prejudice. In the
novel, Hoel shames the Norwegian collective forimgfailed certain individuals and thus
indirectly pushed them into the arms of the Naziupation. The narrator-protagonist is a hero
of the Norwegian Resistance who chooses anonymitiie novel and goes by the nickname
den plettfrie (the blameless). The blameless, however, is nttowi blame. After having
impregnated a young woman, he abandoned her andiguoneither emotional nor material
support to his son. During the war, the son jothedenemy in an attempt to gain self-worth and
retribution. Although the blameless admits thavas his personal failure that ultimately made
his son a traitor, he feels numb and acknowledigembility to change. He therefore remains
torn between the shame of having fostered a “tobRlazism and his public acclaim as a hero
in the Norwegian Resistance. Hoel attempts to vestlis schizophrenia at the metanarrative
level by shaming the national collective for itderan the war. He also encourages each
individual to reassess her personal weaknessdsettrayals of the past in order to build a better
future. This process of shaming induces a sensptiofiism and underlines the role of individual
agency in the process of reconstruction: good Ngiams should start rebuilding Norway by
working on themselves. As a result, war is no loramut circumstance and systemic power,
but it is conceived as a product of a chain ofvialdial failures that can be corrected.

If Hoel used shame to numb the nation’s wounds pralide incentives for
reconstruction, Hamsun®n Overgrown Pathsecured Norwegians a posttraumatic shock that
put them to shame and induced a complex processlaftive amnesia whereby Hamsun the
Nazi sympathizer was to be separated from Hamsaifitéhary genius, with the former to be
outcast from national memory. Written during thegeeHamsun was awaiting trial for treason,
On Overgrown Pathss Hamsun'’s testament of thoughts, experiencesyr@mories. Because
he stubbornly refused to apologize for his politaetivities during the war, the Norwegian
authorities saw fit to declare the former hero mnimpaired and ruin him economically
rather than put him into jail. Annoyed by the auties’ treatment, Hamsun writ€3n Overgrown
Pathsin order to prove his sanity to future generatidktsthe same time, he initiates his own

54



WAR AND LITERATURE: A GENEALOGY OF SHAME IN POSTWARNORWAY

redemption by explaining his collaboration with N&ermany as an act of patriotism. Pointing
out the cultural affinity Norway has always hadhw@&ermany, Hamsun explains that the reason
he supported the Nazis is because he firmly beli¢hrat Norway could occupy a prominent
position in the new Germanic order. He admits fgaigen wrong for showing support to the Nazi
regime. However, he insists that he has alwaysuraattthe deepest feelings for his country.
ConsequentlyOn Overgrown Pathsloes not offer an apology. On the contrary, as $dgm
scholars have pointed out, the memoir demonsthaesshrewdly Hamsun continued to assert
his political views acting as an individual whoextisely decided how to act, write, and create
(Sabo 1999, Zagar 2009).

Hamsun’s memoir elicits a conflicted emotional mesge from the reader. On the one
hand, the reader feels compassion for Hamsun, éndaaf, and senile man who was
disconnected from the realities of the war andvietim to his own idealism. On the other hand,
the reader cannot help being disgusted and anbgrelmsun’s overt collaboration as well as
his literary trick to exonerate himself for futugenerations. Yet, this disgust and anger cannot
be upheld and they quickly fall back into compassi®he repeated feedback loops of
compassion and anger result into a debilitatingnghdn line with those experiencing racial
shame and who cannot transform their shame intavlkedge, the public opinion in Norway
fails to resolve its affective dilemma and is faevaught in the Hamsun case.

Intimately related to Hamsun'’s problematic collaition with the Nazi<On Overgrown
Pathsis seldom read as a novel that contributed toyimgifthe Norwegian nation after WWII.
This is because critics focus on what the liteigon proudly includes rather than what it
shamefully excludes. Benedict Anderson (1991), hewehas successfully demonstrated that
nations come into being not only by remembering, dso by excluding and forgetting.
Haunting the Norwegian national canon, Hamsun'’s niemay have been excluded, but it
cannot be forgotten. It lives as embodied knowledpaming the nation, entrapping it, and,
paradoxically, reproducing it. Shame in this casedmes a way of sticking together, not
by exposing the failure of the nation to live ugttoideals, as in the Australian case, but by
forever casting the nation into confusion.

The most recent dramatization of this came duitiegHamsun jubilee in 2009 when
the Norwegian government was criticized by therirggonal Jewish community for financing
the ceremonies marking 150 years since Hamsurtls. hiternational organizations such as
Raoul Wallenberg Foundation, and most recentlyel'sr&oreign Minister Avigdor Lieberman,
condemned the public funding of the ceremoniesfabracated and ultimately failed attempt to
separate Hamsun’s literary work from his sympatiigshe Nazi regimé.The Norwegian
Foreign Minister Jonas Gahr Stare insisted thajuthiiee was meant to contribute to a nuanced
and critical debate on Hamsun, not to celebratdNhis sympathied.Meeting his Norwegian
homologue in Jerusalem in order to discuss theteredationship between Norway and Israel
following Norway’s criticism of the Israeli settlemts in the Gaza Strip, Lieberman used the
occasion to remind Stgre that Israel could notifergNorway’s celebration of Hamsun. 150
years after his birth Hamsun's problematic pagrfates with political talks and once again

2“Ingen Hamsun tilgivelse,” The Norwegian News AgeiNTB), 17 January 2010,
http://iwww.nrk.no/nyheter/distrikt/nordland/1.69500) Lars Erlend @ymo, “Forraederisk av Norge,”
The Norwegian Broadcasting Corporation (NRK), 9 JWQ2
http://www.nrk.no/nyheter/distrikt/nordland/1.66 8%

3 “Ny jedisk kritikk av Hamsun-fest,” NTB, 5 AuguB09, hitp:/Avww.nrk.no/nyheter/distrikt/nordiand/1.6 B35,
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forces the Norwegian authorities to take a deferstand. Internationally, Hamsun’s simultaneous
invisibility and hypervisibility in the Norwegiarosial imaginary stirs political sensibilities. At
home, it continues to precipitate in debilitatimgusie. This proves that the national structure of
shame in Norway is intergenerational, inheritedeasodied knowledge from Hamsun’s
contemporaries, who had to deal with the politiadires of their literary genius, to those who
witnessed and/or celebrated the Hamsun jubile608.2

Another commentary on shame as intergeneratiomaipic and debilitating, this time
playing out in the family setting, is Per Pettetsdbut Stealing Horsedn the economy of
shame, Petterson’s novel is particularly intergstia it both draws on the national structure of
shame described above and interrupts the numbndssetective amnesia symptomatic of the
Norwegian context. Born in 1952, Petterson diffemsn other Norwegian authors in his
generation such as Dag Solstad or Kjartan Flggstaal have their roots in the 1970s and 1980s
and are explicitly political in their works. Whatr@erns Petterson is the local, the everyday life,
and the personal. Published in Norwegian in 2008, Stealing Horsewas later translated into
several languages and won Petterson importaninattenal prizes such as the prestigious
Dublin IMPAC Award in 2007.

The novel's action is structured on two temporaéle the summer and fall of 1948
and the late fall of 1999. There are also flashbaalevents prior to 1948, such as the marching
of German troops into Oslo on April 9, 1940, a datimepisode in the winter of 1943, and the
return of the Norwegian Resistance heroes at etiokofvar in 1945. The narrator-protagonist,
Trond Sander, is a 67-year old widower who, thregry after he loses his wife and sister in a
car accident, decides to move out of Oslo to liveniremote forest community in Eastern
Norway. Accompanied by his dog Lyra and withouifgioty his two daughters, Trond plunges
into the solitary, simple life in the woods where liopes to cure his loneliness and defy the
occasional aches plaguing men his age. In thismsplised solitude, however, memories of
family and several failed relationships begin tartehim. In particular, Trond recalls his father
and the unforgettable summer of 1948 when theytsiien vacation together in a forest
community close to the Swedish border. Through iplelflashbacks, Trond clarifies that his
father had used this place as a cover for his eoadtivities for the Norwegian Resistance until
the winter of 1943, when the Nazis discovered Hiogether with another woman collaborator,
Trond's father was forced to flee to Sweden to saeelife. Once the war was over, he
systematically returned to this isolated place, texter accompanied by his family in Oslo.
During the summer of 1948, however, the fatherdietio take his 15-year old son with him.

Trond’s admiration for his father increased consilly as father and son bonded in
the proximity of nature. A city boy, Trond carefutbbserved his father and learned from him
how to cut down grass with a scythe, log, and bale In his spare time, he roamed forest
paths, explored the woods, and tested his own laoigsq often together with his neighbor
friend Jon, whose mother, as we later find out, tvasvoman who had fled with Trond'’s father
in the winter of 1943.

One of the first learning experiences Trond ditffnecalls from the summer of 1948
is when his father asked him to cut the grass bethieir cabin. While handling the scythe for
the first time proved to be less challenging thgpeeted, Trond was intimidated by this task
situated in a thick, tall patch of stinging nettles response to the son’s hesitation, the father
taught his son a lesson the latter would remendoehé rest of his life:

56



WAR AND LITERATURE: A GENEALOGY OF SHAME IN POSTWARNORWAY

‘You decide for yourself when it will hurt,’” he shisuddenly getting serious. He walked
over to the nettles and took hold of the smartifanis with his bare hands and began to
pull them up with perfect calm, one after the othlerowing them into a heap, and he did
not stop before he had pulled them all up. Nothimgis face indicated that it hurt, and |
felt a bit ashamed as | walked along the path dfter and | straightened up and caught gait
and walked as | normally would, and after only & feps | could not think why | had not
done so at once. (Petterson 27)

Joining his more experienced companion Jon in &sbgyank to ride the neighbor’s
horses, Trond plummets from the back of his handeharts himself. Momentarily overwhelmed
by the pain, young Trond finds inner strength tooig his bodily aches by recalling his
father's words and the nettles which he may hawesiphlly avoided, but whose burning
needles he nevertheless felt as his father took aweé performed the task himself. Trond
mobilizes the same burning memory, this time to bdhe pain caused by his unsuccessful
attempt to “steal horses.” Pain here is pushed diotenthe body to a place from where it
cannot reemerge, for what Trond fears is exposiuhésdack of ability and knowledge as a
city boy, or shame before others. The father’'s wdrdve an anesthetic effect on the son,
and hereafter Trond decides to deploy the sam&egiraach time he faces a physical and
emotional challenge. He uses it throughout adofese& overcome difficult physical tasks
and emotional turmoil caused by his father’s decisiever to return home to Oslo after the
summer of 1948. As an adult, Trond does the sante a&truggles in several relationships.
In his late sixties, his father’'s words stay wiilntwhen his wife and sister perish in a car
accident. Seemingly liberated from all commitmemts|uding his two daughters whom he
avoids, Trond moves into a rustic cabin in a renfiotest community similar to the one in
which he and his father spent the summer of 1948.

His readiness to defy death in solitude and pupts behind is however disturbed,
first by the presence of his neighbor, Lars Haulyp woincidentally turns out to be Jon’s
younger brother, and later on, by his daughterasxpected visit from Oslo. Lars’s tragic
story exacerbates the recollection process andt®dunnd’s self-assumed tranquility and
self-imposed estrangement from his family. A yolnoy of 10 in 1948, Lars accidentally
shot his twin brother dead with Jon’s unsecurekb.riffterwards, the Haug family fell
apart: Jon left to sea and the father left his wifiel Lars. As years passed, Lars became
diligently involved in the farm until one day Jagturned from the sea and claimed the farm
through the law of primogeniture. With no propedyd in disarray, Lars left his home
never to see his mother and brother again.

Unlike Lars, whose family lost track of him, Tromehlks home from one of his
early morning strolls with Lyra only to see his dater Ellen waiting for him in front of his
cabin. After several weeks of detective work, Elfiexally found her father and drove from
Oslo to pay him a visit. At first, Trond does noeleome her intrusion, but once Ellen
overtly asks whether he would have preferred thattg|ad not come, Trond comes to the
sudden realization that she might never returrs phispective strikes him with horror and he
spontaneously begs her not to leave. This is angimoint in Trond’s life: Ellen’s genuine
concern for her old father creates an emotionatespehere Trond can reconcile with his
own past and interrupt the numbness and selectiveesia inherited from his own father.
Once Ellen leaves for Oslo, the cabin seems entbéyyard is different, and Trond no
longer feels obliged to conceive of the past ase&idn country all together. On the contrary, as
memory is healing, Trond is ready to recognizefdloishness of his father’'s advice. Deployed
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as a survival strategy by a man in crisis, thigaiosold Trond the illusion that he was in
control of his life, that pulling nettles with bahands does not burn, that numbing pain is
the same as healing, that forgetting the pasbgkther is possible, that the ghosts pushed
into the darkest corners of memory shall neverrret8ecretly in love with Jon’s mother
and unable to confess his adulterous relationshipig wife and children, Trond’s father
passes on to his son a hard legacy: laceratinggtdiring abandoned by a father whom he
adored and burning shame that numbs that veryip@airemotional sterility. For the first time,
Trond is ready to face loss, betrayal, lonelinessent, guilt, and shame not as personal failures,
but as emotional consequences of the war circuoegtahat first pulled Trond'’s father and Jon’s
mother together, and then procured an isolationegmaotional sterility in their children.

Critics have compared Petterson’s novel with Knaimidun’sPan Like the early
Hamsun, Petterson is an intensely physical wiiigréngages his reader with all the senses. Alf
Walgermo (2008) points out th@ut Stealing Horses a book that the reader does not simply
read, but can smell and taste. At the same timégéffao also reveals that “... where Hamsun
investigates the irrational comers of the mindtdPsbn is more attuned with the rational ways
of the body.” While these comparisons with Hams@aidy works are undoubtedly poignant, |
suggest thaDut Stealing Horsess intimately related to botkleeting at the Milestonand
On Overgrown PathsAll three works deal with events during the wad garticipate in the
economy of national shame in Norway. Lieeting at the Mileston®©ut Stealing Horses
is a reluctant memoir about the relationship betweee abandoned son and a heroic father.
In Hoel's novel, it is the blameless who narrathe story of how his own emotional
coldness and irresponsibility made his son sidé wie enemy during the war. Although
the blameless eventually admits his personal fagldo the reader, he cannot come out and
instead chooses to rest on the laurel of his fjzation in the Norwegian Resistance.Ouit
Stealing Horsesthe story is told by the son’s voice. In conttasHoel, who explains wrong
political choices by personal psychology, Pettergoplies that external circumstances
such as the exigencies of war are formative forfétieer's psychology and which the son
inherits. Now a man of age, Trond escapes in thmttgside and hopes to live the rest of
his life in solitude and stay true to his fathdrard legacy: “You decide for yourself when it
will hurt.” Yet, the ghosts of the past give himpeace and return to haunt him. The chain of
emotional sterility is only broken by his daughsewarmth and concern. Just as Trond’s
father passed on to his son a desperate surviratkgy that involved numbed pain and
burning shame, so did Hoel fabricate a similar atoépr Norway by implying that it was
up to each Norwegian to eradicate the evil by waglan themselves. This gave Norwegians
the necessary optimism to get over their traumdstant reconstructing their country. Ironically,
it also impeded the national community to carefodigssess their ideals and bring shame into
public discourse.

More than fifty years after the war, Petterson meguto the ghosts in the system
and implies it is time to wear shame differentlgt m numbness and amnesia, but in pain
and together with others. As Norway strives to rsamits ethical niche in the international
arena, this is important both in order to addressctly the Hamsun dilemma and, equally
important, to recognize the failures of the natwith regard to those children of war for
whom, as Bjgrn Lengfelder (2010) from the Assooiatof Children of War Lebensborn
pointed out, the war is not entirely over.
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BODY AND PERCEPTIONS AS KEY ELEMENTS IN KNUT
HAMSUN’'S NOVEL HUNGER

ANNAMARIA STAN *

ABSTRACT. The purpose of the present article is to analggedascribe the way in which the
hero’'s body acts as a representation of the voirint Hamsun's workHunger Modern
literature uses images of the body as an embodiofidme époque’s ideas and artistic ideals. The
body becomes a carrier of symbols. The alienatédise contrasts between the real world and
the characters’ expectations, and the paradox#teeahodern age are all thoroughly described
and included in the image of the body. Being a msiewriter, one of the forefathers of modern
literature in Norway, Hamsun sees the body astati@atool meant to approach and to show the
literary tendencies at the end of th& ¢@ntury and the beginning of thé"gentury.

Key Words: alienation, body, Hamsun, hunger, modernism, psyche

The role of the body in modern literature will ee\be thoroughly described and
one of the main reasons is that its symbolism iemely rich and the implications numerous.
However, the present article’s purpose is to makm@oduction into Knut Hamsun’s work
and literary views on the matter by approachingrtteel Hunger The novel’s role in the
author’s literary creation cannot be denied. tinig of his first novels acknowledged by the
public opinion and it bears the characteristics tedperspectives of the age, bringing fame
and recognition to the author. The main reasonshferare obvious: the novel fascinates with
its detailed descriptions and its analytical teries) being capable of making even such
writers as Balzac or Zola envious of its literargstery. It is a combination of romantic,
realistic, and modern features, all interwoven ire anasterpiece: “Oppdagelsen av den
rolle de underbevisste fenomener spiller, fikk Hamsil & tro at enkelte mennesker har et
seerlig forfinnet sjeleliv og utgjer en andel i psiggist forstand

| have chosen this particular novel from Hamsuitsrdry creation because it
represents best the theme of the void seen fromelspective of the body. Thus, the body
becomes a symbol of decay, alienation, and emptifs/sical hunger cannot be perceived
only at the body’s level, but also in the main elwéer's mental life). Starvation empties his
brain of logical thoughts to the degree that hévasrto nothingness. His hunger does not
cause only a state of illness, fever, and nausaaalbo mental disability, lack of artistic
impulse, and incapacity to cope with and to integfamself into the real world. In the
article entitledReligigsitet i Knut Hamsuns S¢Religion in Knut Hamsun’s Hungeauthor’s
translation) R. H. Ystad states thaBuifthelten er plassert i det som har blitt innbegreyet
fremmedgjgring, selve modernitetens miljg, den eokie storbyen, og heltens idéverden er

1 Assistant lecturer, Ph. D. student, “Babes-Bolyaiivérsity, E-mail: annamaria.stan@yahoo.com

2 Beyer, EdvardNorges Litteraturhistorig=ra Hamsun til Falkbergetvolume 4, Cappelen, Oslo,
1991, p.131: “The discovery of the role played gy tinconscious phenomena made Hamsun believe
that ordinary people have an extremely refined ritifie and that they play an important role from
a psychological point of view”-author’s translation
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preget av en symptomatisk splittelse med rot i ddremmedgjgringen. Dette gir seg utslag i
mange fantastiske ideer, et vanskelig temperamgrtveikende handlingef Due to the
state of hunger, the hero’s body seems to be indz#tly connected to the environment he
lives in. Perceptions become so strong that theyngtilate not only the character’s artistic
impulses but also his state of normality.

The main character becomes a mad man under theitk of the fast and what is
natural and normal for others becomes a burderinito Rules are no longer obeyed. He
starts shouting at people with no apparent redsmand invents silly stories boasting rich
acquaintances and famous writings. His perceptimt®me so strong and clear that they
start to hurt him and the surroundings (the rooths, streets, the churchyard, and even
time) are perceived as a prolongation of the hdvodly. As L. B. Sgnderby states: “Centralt i
Knut Hamsuns forfatterskab er beskrivelserne apem, der indgar i en konstellation med
tiden og rummet. En situativ, fysiologisk krop, deteragerer og befinder sig i et utvidet
felt, hvor blikke, perceptioner samt ikke minstetidspiller en stor rolle. (...) det ubevidste
sjeeleliv beskrives via en fysiologisk topogrdfirhus, under the circumstances of the modern
age, the body becomethélast man standing®

Hungeris the novel of a young man, a wanderer on theetstrof Christiania whose
desire to write is continuously interrupted by tiesessive thought of hunger making him
lose himself in the labyrinth of other thoughts qudigments. The sufferings caused by lack
of money and food could be compensated for by Xédtagion with literature and writing.
However, the role of his intellectual preoccupatia not to save him from decay and death
through starvation. He will not succeed in any ©f éndeavours to write something or to
make use of his talent. The extraordinary psycholdcacuity adds to the novel's special
20" century flavour: hunger becomes a state of mirdiapeculiamodus vivendinaking
the hero indulge in a play, passing from one fgdiinanother, from subjective interpretations
to lack of enthusiasm, and from rage and the désifight his condition to renouncement.

Even though the plot of the novel is a rather senphe, the reader has to pay
attention to all the changes in the hero’s attibugled reactions. The character’s psychological
changes could be misleading. Thus, the plot (widgsts more or less in the novel being reduced
to very few dialogues and repetitive actions) bezoeliterary excuse for psychological insight.

The first image the reader comes into contact isithat of the hero’s room where he
lies without doing anything. The room becomes al®jim space as it is the setting where the
hero feels somewhat protected. If we continue eading, we realize that his lying in the bed is

w

Ystad, Ragnhild HagerReligigsitet i Knut Hamsuns <<Sult>>ih Edda-Norsdisk tidsskrift for
litteraturforskning editors: Langas, Unni, Lombnzes, Andreas G., THamn H., no. 3/2004,
Universitetsforlaget, Oslo, p. 203: ““The hero hretnovelHungeris a representative of what has
been called as alienation, the very essence of mzde the growing city and the hero’s ideas are
influenced by a symptomatic split with roots instifiéeling of alienation. This can be seen in many
fantastic ideas, a difficult temperament, and d#ff events.”-author’s translation.

Sgnderby, Lone BirgitteBlodets hvisken og benpibernes bimnEdda-Norsdisk tidsskrift for
litteraturforskning editors: Mose, Gitte, Steinfeld, Torill, Univeetisforlaget, no.3/1999, Oslo, pg.
222: “In the centre of Hamsun'’s literary creatigrthie description of the body in connection with
time and space. A situational, physiological bodyere the inner self finds its essence, where
senses, perceptions and last but not least tinyegolamportant role. (...) the unknown inner life is
described by means of physiological topographythads translation.

®ldem., pg. 222.
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a sign that the day probably is not worth livingis“soon as | was wide awake, | took to
thinking, as | always did, if | had anything to tieeerful about today’"According to what
he says, the reader can now draw the conclusidrutifartunately, for some reason this day
will not be a happy one. The explanation comeskjui¢Things had been a bit tight for me
lately; one after the other of my possessions legh baken to my "uncle" at the pawnshop; |
was becoming more and more nervous and irritabl saveral mornings lately | had been so
dizzy | had had to stay in bed all day. Occasignalien my luck was good | took in five kroner
or so from one of the newspapers for an articleittle by little, symbols of decay and death
appear: Miss Andersen’s announcement advertisidgrtaking services, the ruins of a smithy
burnt down, the autumn which was slowly taking odestroying the last remains of summer;
the signs of decay and loss appear slowly in tlekbo

As the purpose of the article is to describe intwiey the body acts as a symbol of
emptiness and confusion, | will refer to the hersénsations, perceptions, and thoughts.
Hamsun uses the technique of the stream of corssees. The hero’'s permanent wanderings
on the streets of Christiania and among his illaigicoughts and inconstant feelings remind us
of the modernist character’s perception of lifeagsathetic and useless existence carried out
due to inertia. The outcome is death (mental,tepiiand even physical in some cases). Due to
these realities, the body is the only constant efgnm the modern hero’s life and it is the
only reality the character can hold on to.

Outside stimuli affect his behaviour and influertbe way he relates to the outer
world. He suffers from unstable changes of mood hisdattitudes denote lack of well
articulated actions: “The traffic noise on all Sdsheered me up immediately, and | began
to feel more content and at peace. | had much twod® of course than merely to take a
morning stroll in the fresh air. What did my lunggre for fresh air? | was powerful as a
giant and could stop a wagon with my shouldersare rand delicate mood, a feeling of
wonderful light-heartedness had taken hold of meedan examining the people | met or
passed, | read the posters on walls, noticed aglthirown at me from a streetcar, let every
trivial occurrence influence me, every tiny dethit crossed my eyes and vanish&d.”

Time is another indefinable element in the noVéle character cannot perceive
time anymore. Sometimes this causes panic or madnésllogical actions. As hunger interrupts
a normal connection with the world and the rediteitside, the character withdraws in his
inner self and fails to establish any relationshigh the surroundings and other human
beings. When invited by Ylayali to leave, he haspaid suspicions: “She came swiftly to
me and reached out her hand. | looked very mistilystat her. Was she really doing that
spontaneously? Or was she doing it just to gedfiche? She put her arms around my neck,
there were tears in her eyes. | just stood lookinher. She reached up her lips to me; |
couldn't believe her, this was only a sacrificeyay to get it all over with?

Hunger triggers madness. Neurasthenia and tiredeese him devoid of any
possibility to feel fulfiled and happy. Sounds, edls, hunger, cold, or feverish outbursts
make his body the main actor in the play. Them direct physical connection between the

® Hamsun, KnutHunger, translated by Robert Bly, The Noonday Press Fagtaus and Giroux,
New York, 1998, p. 11.
"Idem., p. 11.
8ldem., 12.
%ldem., p. 98-99.
63



ANNAMARIA STAN

body and the surroundings (feeling the smell ohtdreoming from the bakery, the coldness
of the ground he has to sleep on or longing foingethe young lady’s face covered by a
veil) but also an indirect one (all these sensestera network of perceptions leading to
desire and inability, to excitement and depressidhp “anatomy” of his feelings can be

recognized in the signs of his body. As Paul Austdmits, “In the end, the art of hunger

can be described as an existential art. It is aafdgoking death in the face, and by death |
mean death as we live it today: without God, withlmape of salvation. Death as the abrupt
and absurd end of life. (...) Hamsun's characteresyatically unburdens himself of every

belief in every system, and in the end, by meanshefhunger he has inflicted upon

himself, he arrives at nothing. There is nothingkéep him going—and yet he keeps on
going. He walks straight into the twentieth centify

When the character, in a final state of hungeddisome money and orders steak
or manages to get some cakes from a woman onriet ity being aggressive, he almost
instantaneously starts throwing up. His state afgeu and decay is so deep that his body
cannot accept food anymore; his mind is emptiedhofights. His situation is without
escape. In an act of despair, he embarks on aandagails into the unknown, seemingly to
British shores. The uncertain outcome of the joyraeross the sea glides over the final
scene, but hopes of change and a new beginning thrand of the novel.

The town functions as a map. The labyrinth of ¢&red the lights left behind
when the boat departs form the landscape of thelnfwl of significances and symbols. It
is the reader’s task to decipher the numerous mganiFor example, the objects the
character possesses (very few actually) are symifolgs survival: as a writer and as a
human being. For him, objects are not any kindlgécts: they ar@he Objects the Pencil,
the Blanket,the Shoes), the ones that could offer protection ad @are part of his being:
“(...) a strange and fantastic mood came over me lwhitad never felt before—a delicate
and wonderful shock ran through all of my nerveshasigh a stream of light had flowed
through them. As | stared at my shoes, | felt dhdid met an old friend, or got back some
part of me that had been torn off: a feeling ofoggution went through me, tears came to
my eyes, and | experienced my shoes as a soft afiigpsound coming up toward me.
"Getting weak!" | said fiercely to myself and | skd my fists and said, "Getting weak." |
was furious with myself for these ridiculous seisat, which had overpowered me even
though | was fully conscious of them. | spoke haasd sensible phrases, and | closed my
eyes tightly to get rid of the tears. Then | begarthough | had never seen my shoes before, to
study their expression, their mimelike movementenvhmoved my toes, their shape, and the
worn-out leather they had; and | discovered thair tvrinkles and their white seams gave
them an expression, provided them with a face. $uinge of my own being had gone over
into these shoes, they struck me as being a ghasy 81," a breathing part of myself. .**”

He very often thinks of the way in which objectailcbhelp him if he had more
than he actually does. A beautiful new suit woutdabnecessity especially in his work: he
would like to look more elegant and fit in ordem@ke a good impression on chief-editors.
This could facilitate his success. Things are retessary only for his survival; they are

10 Auster, Pauljntroduction-The Art of Hungef1970) in Hamsun, Knutiunger, translated by Robert
Bly, The Noonday Press Farrar, Straus and Girouwy Xerk, 1998, p. 10.

1 Hamsun, KnutHunger, translated by Robert Bly, The Noonday Press FaBimaus and Giroux,
New York, 1998, p. 21.
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also a symbol of social status. When sitting togethith Ylayali he feels ashamed with his
physical appearance and thinks that the young wonikhioe disgusted to see him in that
condition: extremely thin, dressed up in an old and some old boots, without a vest or a
coat on him (although the weather is already caldi &inter is on its way), with a yellowish
face and no hair on his head. His body is theftastess and the loss of hair the ultimate
humiliation and sign of decay. The character exgrees a feeling of final despair: things
(situations) have to change for him. The need ftisngic but, however, action is delayed.
Indulging in his hopelessness, he offers himselpaspectives: neither as a writer nor as a
human being. Moving around Christiania his feeldeyohe notices the peculiarity of his
perceptions and the fear of his disillusionmenty“8od, what weird things you get into! |
said angrily to myself—running like a madman on ste¢ets when it is black as pitch! The
pains of hunger were unbearable and never let oreeal swallowed spit over and over to
take the edge off, and | felt it did some good. (My) back and my shoulders bothered me
most; the small ache in my chest | could stop fenament by coughing hard or walking
carefully bent over, but my back and shouldersuldo't do anything with**

He lies about a piece of cloth he has and thetfatthe has to contact a tailor to
make him a suit. He fantasises about how his p&egiled him write a world famous treaty
making him known to the entire world. They are mare objects which he can easily give
up on. The character's connection to things is obsi Being deprived of money and a
house to live in, he starts wandering with his k&grunder his arm at a certain moment in
the novel. But the blanket is not really his eithieis borrowed from somebody.

Things become obsessive and threatening. The lisdly acts as a thing and is
subject to the same transformations and necesagiesy other object. “Kroppen truer med
a fere ham selv ned pa tingenes plan, gjgre hantisen ting. Derfor bar det ikke undre
oss at han ofte ser pa sin egen kropp som et ugighersen, at han ofte opplever den
samme fremmedhet ved sin egen kropp som ved tingakeing. Som tingene blir hans
egen kropp et autonomt vesen, en ubearbeideligvifkelighet som p& samme tide er fiern
og altfor naer, et stoff som slutter seg om hamyrepdiam inne, truer med a kvele hans
egentlige jeg. Redselen for & bli helt oppsluktdenne ytre virkelighet besetter ham
stadig...” The character becomes a prisoner of his body @nthind is blocked inside it.
This is one of the reasons why he cannot writeooradise with people.

Clocks and time are obsessive elements in the nAvelonologue and a confession
written as a T person narrative, the novel guides the readewtfira labyrinth of time
connected only by the sensation of hunger and liaeacter’'s attempts to obtain money.
“Sulthelten famler seg ofte fram gjennom gateneisti@nia-labyrinten uten & synes & bry seg
om tiden. Det skyldes bade sultens konsekvensgtdimed naturlig dagsrytme, hallusinasjoner,
0.l.) og hovedskikkelsens personlighet som et Wsmaivid (som far ham til & la seg styre

21dem., p. 43.

13 Eggen, EingrMennesket og tingenia Norsk Litterser Arbok, editor: Maehle, Leif, Detohéke
Samlaget, Oslo, 1966, p. 88: “His body threatems Wwith reducing his self to an object. Thus, it
should not surprise us that he often looks at his body as if it were an independent creature and
that he experiences the same unfamiliarity towdidsbody as towards other objects. As things
make his own body become an independent beingnanought outer reality (close and remote in
the same time), and a substance which comes onahunblocks him inside, threatens with
destroying his own self. The fear of being totagnquered by this outer reality overwhelms him
steadily...”-author’s translation.
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av umiddelbare innfall og handle spontant utentdetasyn til tiden). Imidlertid pleier han &
merke seg hva klokka er, og nar han senere giigeerinen for a beskrive sitt sultar, angir
han ofte presise klokkeslett!”

We can notice a difference betweral time and personal time The character
feels as an outcast and cannot integrate intodbiety due to his poverty. He continuously
feels humiliated because he doesn't have moneylobks tired and shabby and his
appearance and oddness cause rejection. He cheatewn time, separate from real time.
He lives in his own world in which he tries to sajgpearances. His reactions are odd and
abnormal and this makes him live in a strangesidit Hunger causes a mental split. “1 sitt
krav pa dybdepsykologi gjgr Hamsun seg til tallsnfian en menneskeoppfatning som
legger sterk vekt pa instinktlivet. Det betyr ikikehan i farste omgang sverger til sjelelivets
mystikk. Han forlanger intelligens i all kunst. Eid er dominert av naturvitenskapen, og
Hamsun bryter ikke med den. Han utvider naturalissneirkelighetsbegrep til ogsa a
omfatte jeg-ets fantasiliv. Sjelen under lupen! (A.)legge vekt pa nytteverdien av et verk
er & vende kunsten ryggen. Moralen er ‘det minstrmaskelige i mennesket’-mennesket da
underforstatt som et irrasjonelt vesén.”

Hamsun'’s novel contains vivid descriptions of tleeieds of starvation. The short
periods in which he has money to survive and caueg pay the rent are described in very
few words. The reason is obvious: the focus isqiagn the character’'s tournaments and
struggles. L.B. Sgnderby called Hamsuns descriptainthe body as “stream-of-bodyness:”
“(...) sulten bliver fx least som udtryk for en ekeistiel mangelsituation, en metafysisk
hunger eller et begeer efter selvverkendelse ochsalritf With its experiences and sensations,
the body is the one to establish a connection keivtiee inner self and the outer world. The
author creates a work which transposes dynamigdnnd mental processes which cannot be
explained logically. “...HamsunSultdyrker frem en ny art poesi, en psykofysisk poesi,
kroppens, sansenes og nervenes kunst. Innenfer mgttestetiske uttryk er det ikke lenger

14 Humpal, Martin Hamsuns merkverdige klokkesletNorsk Litteraer Arbok, editors: Skei, Hans H.,
Vannebo, Einar, Det Norske Samlaget, Gjavik, 1994,25-126: “The novel’s hero often wanders
about the labyrinth of Christiania without caringtomuch about time. This includes both the
consequences triggered by hunger (a loss of caoneetith the normal everyday rhythm,
hallucinations, etc.) and the description of thém@haracter as an exceptional individual (which
makes him act under the influence of immediate vghémd to react spontaneously without taking
into consideration time). However, he is used ttcmy what time it is and when he resorts to
writing to describe his starvation, he mentionsgtecise time."”-author’s translation.

15 Beyer, EdvardNorges Litteraturhistorie-Fra Hamsun til Falkbergeiolume 4, Cappelen, Oslo,
1991, p.132: “In his search for deep psychologigaight, Hamsun makes himself the
representative of a new approach: the human bearg the point of view of instincts. This does
not mean that he relies on the mysticism of the drusoul. He promotes intelligence in any form
of art. Time is dominated by science and Hamsurs doé contradict that. He enriches naturalism’s
notion of reality by embracing the inner self's sy life. The soul under the loupe! (...) To
emphasise the usefulness of a work is to turn tio& back. The morale is ‘the least human
characteristic in a human being’-people undersemitrational beings.”-author’s translation.

16 Sgnderby, Lone BirgitteBlodets hvisken og benpibernes bienEdda-Norsdisk tidsskrift for
litteraturforskning editors: Mose, Gitte, Steinfeld, Torill, Univaetisforlaget, n0.3/1999, Oslo, pg.
222: "Hunger becomes an expression of existentedna metaphysical hunger or a craving for
accomplishment and truth.”-author’s translation.
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handen, skriften, pennen, blekket og papiret somdeeprimaere produksjonsredskaper.
Viktigere er det i denne sammenheng hva gret loyeyet ser®

Hunger creates both a physical and a mental Matdeover, the character is devoid of
identity as well. There is not even one mentiohthe hero’s name in the novel. The name is
not important. The name is simpgtunger The short periods of happiness and contentment ar
only meant to bring a harsher perspective on th@gw® of starvation. Hunger is a self-
consuming state functioning on all levels; thubgitomes a character itself.
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ABSTRACT. On Orthophony and the Orthophony Principle in the Scandinavian
Languages. This paper is concerned with the orthophony in $Sltandinavian languages.
The theoretician of the orthophony was the Dane Radrask, but Danish is today one of
the least orthophonic languages in Europe. The HMgiam Knud Knudsen succeded to
apply Rask’s views on the Dano-Norwegian Bokmaialy on the Norwegianized Danish.
There will be examined how (far) the orthophonygigle could assert itself in the Scandinavian
languages, especially in Norwegian.

Key Words: orthophony, orthophony principle, spelling reforspoken and written language,
pronunciation, hard consonants

Da den danske sprakforskeren Rasmus Rask la fraspsinsipper om ortofonien
i artikkelen 'Forsgg til en videnskabelig Retskiivgslaere’ (1826), kunne han neppe ane at
et halvannet &rhundre senere skulle nettopp hamsmdd, dansk, regnes som et av de
minst ortofone sprak i Europa.

Rasks artikkel ble mye omtalt og drgtftet i deridettersom dens forfatter allerede
hadde tiltrukket seg lingvistenes oppmerksomhet sied tidligere vitenskapelige verker
som f.eks. 'Undersggelse om det gamle Nordiske klandske Sprogs Oprindelse’ (1818)
og isaer med sine syn om lingvistiske endringektsfapsforhold og vekselvirkninger i og
blant germanske sprak.

Rask var grammatikker og fglgelig for det meste taftpav sammenliknende
morfologi og fonologi, allikevel tok han seg ogséspraknormering. Rask gnsket en ortofonisk
tilnaerming for & normere dansken som siden dedrhindre hadde opplevd en stadig gkning av
avstanden mellom skriftsprak og talemal, bedre szajtom talemalet og dens gjengivelse i
skrift. Rask gav en videnskapelig begrunnelseif@ seformforslag, og krevde at uttalen skulle
danne grunnlaget for rettskrivningen. S& skullstdenme bokstavene fiernes, dobbeltskrevne
vokaler oppgisj slayfes ettek og g. Han skilte mellom aper /6/ og lukketa /@/ ogsa i
skriften, mente videre a, g, x og z var overflgdige i dansk og krevde at fremmedordene
matte fordanskes (Han foreslo f.eBgampanjeog Uvertyre.

Talespraket er dynamisk og forandrer seg mye &etberfortere enn skriftspraket
som er mer statisk. Derfor kan skriftspraket ikleere en ren etterligning av talemalet, og
heller ikke en tro avspeiling av talen.

Rasmus Rask utviklet sin teori om ortofonien, ogwde ogsa han som laget ordet
'ortofoni’ og syntagmet ’'ortofonisk princip’. Ortofien betyr lydrett skriveméte, med
andre ord hgyst mulig overenstemmelse mellom spiftk og talemal (faktisk uttalen av
spréket). Det finnes ulike grader av samsvar metidenog skrift i verdens sprak, og graden av
samsvar varierer fra sprak til sprak.

1 ATTILA KELEMEN, Ph.D, is a lecturer at the ‘BapBolyai’ University in Cluj, where he teaches
Danish and Norwegian. E-mail: akelemen20@yahoo.no
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Rask gikk inn altsd for en uttalenaer rettskrivningansk og dette skulle bety i
hans syn at hver bokstav skulle gjengi en lyd, b&tsvis hver spraklyd skulle gjengis bare
med ett tegn eller én bokstav. For dansk syntesadeere en veldig vanskelig oppgave,
tenker vi bare pa vokalrikdommen som dansken haratpf.eks. lyden /a/ finnes i fire
forskjellige kvaliteter, nemlig /@/ sonsg /6/ som ihgne // som ismgrog 4/ som igrgnne
(ifglge Lund, 1982:116)

| dag kan vi se at, selv om hovedprinsippet i danslet ortofoniske, har gjennomfarelsen
av det ortofoniske prinsippet i dansk i lyktes naie grad, og det ble til virkelighet snarere
i andre skandinaviske sprak (f.eks. i nabosprakesky og det takket veere ferst og fremst
Knud Knudsen). Skjebnens ironi, at blant sprdkeReariopa, s& sier mange, er dansk det
minst ortofone.

Ortofone er f.eks. sprak som finsk, samisk, seroatlsk eller tyrkisk som fikk sitt
skriftsprak relativt sent. Tyrkerne hadde brukks.eopp til 1920-arene arabiske skrifttegn,
og da de gikk over til bruk av det latinske alfabeigte de & anvende ortofoniprinsippet og en
ortofonisk normering. Det motsatte av ortofoniskriwmate er den etymologiske
skriftnormering. Den slags normering betjente sefieks. V.U. Hammershaimb, da han skapte
i midten av det 19. &rhundre det feergyske skriftsgr idet han tok opp ordenes gamle (faktisk
de norrgne) former.

Graden av samsvar mellom tale og skrift, dvs. IKevi grad et sprak er ortofont,
endrer seg med tiden. Et neerliggende eksempeiremsk, som forresten regnes for et ortofont
sprék, gikk et skritt tilbake p& ortofoniens lea thyndighetene bestemte at lyden /i/ skulle
giengis med to bokstaver [4] og [i] istedenfor dielfigere [i]-bokstaven. Denne endringen
brakte egentlig to bokstaver for én lyd. Argumeniat ikke seerlig vel begrunnet, det var
etymologisk, nemlig at i ord hvor lyden /i/ stamnfier den opprinnelige latinske /a/, skulle
lyden staves med [4]. Dette fordi det fantes ekaeakd hvor natidens lyd stammer fra en latin
[a] og i tidligere rettskrivning ogsa ble skreveedwa/. Denne normeringen skapte egentlig
forvirring, sa ble det bestemt at [i] kunne skrikes initialt og finalt, dvs. i begynnelsen og
slutten av ordene. Medialt kan /i/ opptre bare teisgjelder en sammensatt ord.

Hvilke fordeler og ulemper har en ortofon rettskiy, kunne vi sa spgrre. Farst og
fremst er det lettere for enhver & leere 4 lesekagesdet vedkommende sprak. Det er uten
tvil en stor fordel hvis det er en god tilsvarighaellom fonemrekker i talespraket og
grafemrekker i skriftspraket. Som ulempe kan mamaedet at endringene i talemalet ikke
kan handteres skikkelig, og uunngaelig oppstaretter hvert et behov for at skriftspraket
skulle endres p& grunn av manglende samsvar mexd tal

Ellers blir spréket mindre ortofont. Det skjedderttig med dansk hvor en konsekvent
konservativ sprakholdning hindret innfgringen aitsigivningsreformer, skjgnt talemalet,
uttalen av spraket, fiernet seg riktig mye fra fsgpiraket. Videre, hvor det finnes mange
dialekter, er det ogsé vanskelig & finne en falésfon skrivemate, det er tilfelle med f.eks.
arabisk, og vi kan bare tenke pa hvilke vansketighéasen hadde med utforming av
landsmalet som han ville bygge pa flere dialekter.

N& skal vi se neermere pa ortofonien i norsk. Ners&t temmelig ortofont sprak,
mye mer ortofont enn f.eks. dansk. Men ogsa hemntaar tilfeller som f.eks. gjengivelsen
av f/-lyden p& mange mater, [rs], [sj], [sk())], s& [gremmede ord, til og med, skjgnt i
enkelte tilfeller, [ch], [sch], [sc].

Det at norsk er sapass ortofont skyldes i stor rkonml Knudsens sprakreformatoriske
virksomhet. Knudsen startet i 1840-arene kamperioortofon rettskrivning parallelt med
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sin kamp om fornorsking, noe som skulle vare halesHiv. | Norge radde da en helt spesiell
spraksituasjon, siden man skrev dansk, en del flkningen ogsa snakket dansk, men for
det meste med norsk uttale og tonefall (overklasseetsmennen, de dannede), mens andre
snakket sin egen norske dialekt. Fgr Knudsen viaiHderik Wergeland, og det var egentlig
han som startet fornorskingen av det eksisterendska skriftspraket, men han var opptatt
nesten utelukkende av ordforrddet, mens av grarkknatier rettskrivning bare i mindre
grad. (forresten noe forstaelig, ettersom han ikdedfarst og fremst, og ikke sprakmann).
Aasen som tilbgd alternativet til fornorskingen, lggde opp et helt norsk skriftsprak,
landsmalet, p& grunnlag av dialektene, betjenteoffegav det etymologiske prinsippet i den
normative fasen i sitt liv(sverk). For sin landsem@rmal hadde Aasen en del prinsipper for
sine gyne: normalen skulle vaere sa samlende soi, inglen dialekt skulle ha overvekt i den,
men hvis forskjellen mellom dialektformene var &or, da skulle gammelnorsken hjelpe.

Knud Knudsen var en elev av Rasmus Rask og var insbnn tiltrukket av Rasks
og N.M. Pedersens tanker om ortofonien. Fgr Knudsemlet to andre nordmenn som gikk
inn for en lydrett rettskrivning, nemlig Ludvig Ktensen Daa og Mauritz Hansen, den siste
prevde til og med & skrive leerebgker i dansk ogebam ortofon rettskrivning i 1830-arene.

Knudsen ble altsa veldig tidlig ivrig tilhenger axtofonien. Han hadde sans for det
praktiske, og glemte ikke & fremlegge en pedagogiskivering for sine ideer. Ettersom
han var leerer i morsmalet, kunne han legge mdrlk thange rettskrivningsfeil som elevene
gjorde, skyldtes manglende samsvar mellom skritateg Til det kom ogsa erfaringene fra hans
egen skoletid, sa han ble tidlig klar over atkettsingen skulle endres og svare bedre til nomsd t

Sa skrev han artikkelen som hadde sa stor innflgtpB norsk sprakutvikling og
som han senere i livet var sa stolt av. Den het I§dene, Lydtegnene og Retskrivningen i
det norske Sprog’ (1845). Han krevde at sprakedt fibrske Bogmaal” burde "bygges pa
den norske Tale” liksom "norske Ord [burde] skrigesn norsk Tale lyder”. Han fordret "de
Dannedes Tale”, den dannede dagligtale, senere dtrimdeligste Udtale af Ordene i de
Dannedes Mund”, med andre ord han ville bygge péndeske uttalen av dansk. Denne uttalen
var vanlig blant overklassen, hadde samme mgngtezgler over hele landet, og den skulle
ogsa gjengis i skrift, mente Knudsen, og muligensfonisk. Dermed la han fram sitt
sprakprogram.

Senere, i 1876, skrev han 'Den landsgyldige notgtade’ for & unng& kritikk og
bebreidelser av typen at uttalen var knyttet tiledtemt sosialt lag og ikke var representativ for
hele landet. Kirkedepartementet bestemte ellesei@ere, dvs. i 1887, at denne landsgyldige
norske uttalen skulle veere grunnlaget for uttalgmlen skulle fungere videre som norm for
skriftspraket. Det var noe som Rask bare dregmtefandet danske spraket, seksti ar for
dette vedtaket.

P4 samme mate regnes som hans store fortjenesteogjéaringen av en del
reformer i 1862. Knudsen formulerte jo sitt reforamhlegg tidligere, men det var farst i
1862, da Kirkedepartementet vedtok noen av hastafpom endringer i skolerettskrivningen,
nemlig at stumme vokaler skulle avskaffes (f.eks.for troe) og ungdvendige bokstaver
(fordobling ave, i, ogu) som man brukte til betegnelse av stavelsens Ergdille fijernes
(Mil, Hus for Miil, Huug, at fremmeord skulle forenkles vedcath ogq skulle avskaffes
som tegn fok, liksomph som tegn fof (sa ble f.eksPhilosophtil Filosof).

Men som Lundeby (1995:2) sier: "Ortofoni anvendt m@rsk matte fare til et
annerledes skriftsprak enn det danske fordi talemannerledes.” Men utformingen av det
norske skriftspraket tok tid. Mange mener at tigdgiet man kan regne 'Bogsproget’ (dvs.
riksmal / bokmal) som et norsk skriftsprak, var @86a dansken Andreas Listov fant det
nadvendig a gi ut en bok som het “Ordsamling fra derske gesthetiske Literatur siden
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Aaret 1842", hvor han forklarte seernorske ord #hske lesere av norske bgker, mens
andre oppgir som tidspunkt for total fornorskingskrivningsreformen i 1917.

Et viktig moment for det ortofoniske prinsippetsvandelse i de skandinaviske
sprékene var Stockholm-mgtet i 1869. Det var ikkeffisielt mate, s& det kunne bare foresla
og tilrdde endringer.

Reformprogrammet om ortofonien som Rasmus Rasleitdet for dansk, hadde
ivrige tilhengere i to nordmenn, Ludvig Kristian &ag Knud Knudsen, som begge deltok i
Stockholm-mgtet.

Knudsen kom med sitt forslag om "harde medlydot, kake tape istedenfor
skrivematerrod, kage tabe deretterg for v i skog mage gagn duge ordeneblase grate,
nakenog sjg (for bleese greede nggen sg. Blandt andre reformatoriske forslag var ogsa
erstatning avld’ og ‘nd med I’ og ‘nn’, hvor det ikke var historisk riktig, og i samsvar
med utbredt norsk uttale, noe som Knudsen tok eppre i artikkelen '"Hvem skal vinne?’
(1886). Disse forslagene kunne sld igjennom fomstese, faktisk ved de ferste
rettskrivningsreformene i det 20. &rhundre (19077)9

Knudsen skrev ogsa en artikkel ’Om tilnszermelse emellNorsk, Svensk og
Dansk’, et framlegg om en del reformer som han mekulle gjennomfgres i norsk "om
end de Danske ikke kan eller ikke vil fglge med”.

Det norske vedtaket om slgyfing av vokaldoblingaxg”understattendet som
tegn pa lang vokal farte til skilnad mellom dangknmrsk. Men dets gjennomfgrelse hadde
som resultat en rekke homografer, og dermed oppsteterkere gnske og behov for &
utmerke lang konsonant etter kort vokal, liksom dat vanlig i svensk og som Aasens
gjorde i sitt landsmal.

lbsen, som hadde blitt pavirket av Knudsen, meid digrog til at Knudsens forslag
etter hvert skulle aksepteres, ble etter Stockhuolatet tilbakeholden med fornorskingen
fordi han ville unnga en innskrenking av sin lesetk bare p& Norge.

Skrivematery eller gj henholdsvik eller kj forane, zeog @ skulle ta i betraktning
norsk-dansk tradisjon, mey k forani,y, henholdsvis bruk agj, kj foranae e og g avspeilet
bedre norsk uttale. Ibsen bestemte seg for & s|ggferalt i disse sammenhenger (liksom
danskene gjorde det i 1889) med hensyn til darederd, men i offisiell norsk rettskrivning
ble det aldri gjennomfart.

Stockholm-mgtet foreslo ogsa en forsiktig nasjsesilig av skriveméaten av fremmede
ord som ble allment brukt, et prinsipp som de sksmdske sprakene siden har fulgt. | dag
kan vi si at hverken svensk eller dansk har gakhsgt med nasjonalisering av fremmedord
som norsk, som man ser i eksemplga, teip, skvasjogsarvis

| 1892 kom det ut den farste lesebok pa det “aleligd Bogmaal”, laget av Nordahl
Rolfsen, som brukte norske ordformer (f.eksp¥,’ blaase istedenfor de danskedabe,
'blzesd. Rolfsens formal var at barna skulle treffe @ismlemalsneere former og ikke
ngdvendigvis bruke dem i skrift. Aret etter ble ietfiart en del valgfrie former (hvor den ene
var tradisjonell og den andre talemélsnaer, norskrimgon), “harde” eller “blate” konsonanter i
navn pa hjemlige dyr, planter og frukter, bgyninglegene ‘-ed’ eller ‘-ede’ i preteritum
av svake verb, kort eller lang fornblive’/’ bli’,’ fader/’ far’). De ortofone formene, del av
Knudsens reformforslag, kunne sla igjennom, dvs.ggldige enefomer, farst senere,
nemlig ved rettskrivningsreformene i 1907 (her hllgis) og i 1917 (denne gangen fullstendig).

Bokstavend (istedenforaa) ble innfgrt ved rettskrivningsreformen i 1917gbl
obligatorisk ved reformen i 1938, noe som i darigkdxde ferst ti ar senere, i 1948.
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Ingen rettskrivningsreform i norsk har tatt s& rhgasyn til nordisk sprakfellesskap
som den i 1959 ('leereboknormalen’), og hensikteth dlen var & stoppe en videre utvikling
i retning av a slgyfe stumme konsonanter.

Dansken har alltid vist en ortografisk konservasstih tross for at “den lydlige
udvikling [foregar] i dag usaedvanlig hurtigt seforhold til de @vrige nordiske sprog”
(Cramer,1993:24). Skjgnt hovedprinsippet i danskegrortofoniske, er “dansk ortografi i
det 19. og 20. arhundre ... steerkt konservatike. blot konservativ, den er ogsa inkonsekvent.”
(Cramer,1993:22-23). | 1889 ble allikevel sterag dobbeltskrivning av vokaler avskaffet,
ogj ble kastet bort i ord som had#g og gj- i forlyd (keer, skan gennemgare. |1 1948
kom innfgringen av sma forbokstaver i substantistedenfor aa, og dobbeltkonsonaktinne
skulle ville istedenfokunde skulde vilde, delvis ut fra nordiske hensyn. 1 1985 fulgte mnifigen
av dansk skrivemate i en del fremmed&rdm majoneeseremulade resurse rostbgfble
valgfire former ved siden asreme mayonnaisgremouladeressourceng roastbeef

Svensk skriftsprak fikk en fast form i 1801 takkeere Svenska Akademien, og
siden har det opplevd bare noen sma endringerviRgste rettskrivningsreform var i 1906,
en antinordisk reform, men totalt pro-ortofoni,tidean avskaffet en del stumme konsonanter
(h ble slayfet og det ble obligatorisk & skrixam vad vit istedenfolhvem hvad hvit, sat og tt
istedenfor dt, s& atblindt, godt rodt ble til blint, gott, rott) til skade for nordisk
sprakfellesskap. Videre bfeog fv erstattet med nar uttalen vand (gifva, haf ble til giva,
hay). Det som minsker graden av ortofoni i svensk, famesten ogsa regnes for et temmelig
ortofont sprék, er gjengivelsen di ('sj-ljudet’) og fi/-lyden ('tj-ljudet’), fastholdelsen ved
stumme lyder i skrift i bokstavkombinasjonemg],[[gj], [hj], [lj] (alle disse uttaleg/j av
etymologisk grunn og stavematen i en rekke fremma@hisch choch.

Feergysk fikk eget skriftsprak forst i 1850-arena.@esten V.U. Hammershaimb
utformet det faergyske skriftmalet, foretrakk hanetymologisk normering istedenfor en
ortofon skrivemate, hvor det gamle norrgne skiiétkgt skulle spille en viktig rolle. S& kom
faergysk til & likne mye pa islandsk, og skilte fegalemalet ganske mye. Noen eksempler
pa klgften mellom skrift og taleeuttales /eafi /ui/ oga /aal.

Islandsk er et veldig konservativt sprak, hvor @gtmologiske prinsippet har
primat, bruker i skrift lange vokaler soé& é som uttales diftongert /ao/ henholdsvis /4o/
(f.eks.ja fjaol, sol /sdol/), videreé som /je/,ae som /ail. | dag er det ikke noen forskjell i
uttalen avi ogy, i ogy, ei ogey. Bokstaverf uttales som /v/ nar den er mellom vokaler og i
udlyd haf, hafa /hav/, /hava/). Det etymologiske normeringspripsipgjgr seg gjeldende
f.eks. nar man skrivemlitur medy hvis det kommer fraljota 'lyte’, men medi hvis det
kommer awhlita 'lite’ (ifelge Vikar,1977:94)

Norsk regnes som et temmelig ortofont sprék, og sei det finnes en del unntak
hvor det ortofoniske prinsippet blir brutt (f.eks:- og hj-), kan vi si at blant de skandinaviske
sprakene er norsk det mest ortofone.
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ENTRE IMITATION, SUBSTITUTION ET DISPARITION : PORT RAITS
DE LA MERE CHEZ J.M.G. LE CLEZIO ET GORAN TUNSTROM

ROXANA-EMA DREVE *

ABSTRACT. Between Imitation, Substitution and Disappearance: raits of the
Mother at J.M.G. Le Clezio And Goéran Tunstrérithis article focuses on the mother-child
relationship as presented in the novels of J.M&Clézio and Goran Tunstrom. The absence
or the death of the father transforms the inneughds of the characters, leading to the
impossibility to connect to the parent that is aliv

It is important to analyze how the image of the hmpttransforms itself from a loving,
caring person to a marginalized human being. Tigiesformation can change the moral
development of the children, leading to eitherasioh or integration in the community.
Trying to fill in the gaps left by the missing faih the characters will imitate, substitute or
abandon their mothers in order to find their ingelf.

Key Words: mother-child relationship, identity, fatherhood namunication, intergenerational
conflict

La relation mére-enfant, bien que moins analyséeume une place centrale a
l'intérieur du micro-univers familial de J.M.G. l@ézio et de Goran Tunstrom. Il n'existe
presque aucune narration dans laquelle les deweumune fassent 'usage du rapport
complexe entre les héros et leurs parents. L'olsesécurrente de la perte traumatisante
du pére introduit au lecteur une figure maternpliessante, qui détiendra le role essentiel
dans la formation identitaire de I'enfant. Cettégance moins visible, parfois ignorée, se
crée par rapport a la figure idéalisée du pére présent, a l'aide du dédoublement, de
l'imitation ou bien de la substitution.

Portrait de la mére : entre pouvoir et culpabilité

L'entrée dans I'age adulte, qui se veut une sogtérahsition vers la vieillesse, se
réalise, pour I'enfant J.M.G. Le Clézio, par lagentre du pére, jusque-la inconnu, suite a
un « long voyage » vers I'Afrique. Ce chemin id&ite que la mére de l'auteur, Simone,
attendait depuis des années, ne se voulait pasnsent un voyagpour la redécouverte de
quelqu’un d’aimé, mais aussi un voyagentre les années passés sous silence, années de
difficultés financieres et de chagrins. Notons qul®43 Nice est occupée par les troupes
allemandes et que la mére de I'écrivain doit segiéf dans un petit village, Roquebilliére,
pour protéger la vie de ses deux fils. Notons agis'glle est toute seule a entreprendre ce
voyage, alors que son mari, Raoul le Clézio, exéecmétier de médecin, trés loin, en
Afrique. Suite aux histoires racontées par la mérdes grands-parents, cachant une
fascination du continent africain, le jeune J.ML@. Clézio a «longtemps révé que (s)a

! Roxana-Ema Dreve, assistant professor at the Swandn Languages and Literatures Department
(teaching Norwegian and Swedish), Faculty of Lettdabg-Bolyai University, Cluj Napoca,
Member of CELBLF (Center of Belgian Studies. E-maikweroxana@yahoo.com
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meére était noire Difficile fut donc la découverte de la réalité ¢ui montrait qu’en effet,
« c'était lui I'Africain »°, le pére absent, le pére qu'il ne connaissait pas.

Voila ol commence, peut-étre, le besoin de re¢iderge du pére et de la multiplier
pour étre sOr qu'elle ne va pas s’effacer, qu'eleva pas disparaitre. L'écriture se veut
ainsi une catharsis, alors que I'auteur comprerdiegiévénements mis sur le dos de ses héros
représentent, en fait, « la mémoire du temps quiéaédé ma naissance, lorsque ma meére et
mon pére marchaient ensemble sur les routes dyplgst dans les royaumes de I'ouest du
Cameroun %

Dans une interview avec Margareta Garpe de 3 98mstrom avoue que I'image
de son pere se trouve derriere sa création romaeezqgjue I'intérét pour la lecture et pour
I'écriture lui furent transmises dés I'enfance.rétier d’écrivain qu'il embrase trés tot fut
indirectement influencé par le rituel magide feuilleter le catalogue de Bjork et Borjesson e
de discuter sur la valeur littéraire d'un certaund.

Si Le Clézio ne connait son pere gu'a huit angesiiun voyage identitaire vers
I'Afrique, Tunstrom perd la figure paternelle gudimait tant, a I'dge de douze ans, a cause
d'une grave maladie. La mort d’'Hugo n’a jamais éeds revenir obsessivement dans la
création romanesque de Tunstrom, de marquer leéseptations des personnages enfants,
ancrés pour toujours dans la réalité utopique elgfdnce. « C'est alors qu’on a commencé,
paradoxalement, un dialogue » f.tdéclare 'auteur suédois, un dialogue qui dépisse
frontieres physiques de la mort et qui se veutssaiede recréer I'atmosphére unique des
premiéres années de vie.

Dans ce contexte, dominé par I'absence ou la digpadu pere, se crée, parfois
involontairement, la relation avec la mére, encarante. Marqué par un sentiment de
culpabilité, le rapport avec la mére ne réussit geasemplir les trous laissés libres par la
non présence du pére et institue, occasionnellerdestpositions concurrentielles entre la
figure maternelle et ses enfants. Ainsi apparatfidge paradoxale de la mére, amie et idéal
de I'enfant ou bien personnage dominateur, suffoetggoiste. Dans'Oratorio de NoéJ
par exemple, la mort de Solveig apporte l'idéaiisade la figure materneflealors que
dansLe chercheur d’orMam n’arrive plus a dépasser la mort de son etaréste ancrée
dans un univers perdu, utopique:

Mam ne parle plus, ne bouge plus, ne s’alimergequre plus. [...] Je lui ai parlé de tout ce
qui était autrefois, qui était plus réel, plus yigie cette terre ruinée. Je lui ai parlé de ce
gu’'elle aimait le plus, le jardin plein d’hibiscuges poinsettias, les arums, et ses orchidées

iJ.M.G. Le Cléziol 'africain, Mercure de France, Paris, 2004, p. 11.
ibid.

“ibid., p. 122-123.

5 Margareta Garpe, « Vara kroppar &r méarkliga kaledrEn intervju med Géran Tunstrém »QOnd
och bild no. 2, 1983, p. 6.

® Rituel que pére et fils eurent I'habitude de pratig

" “D& pabérjade vi paradoxalt nog en dialog”. CrisEmander, « Forfattaren som gick i Den stora
tystnaden », iTidningen Bokemr. 5/6, argang 10, 1996, p. 20.

8 Sidner, le fils de Solveig est obsédé par la fenBkch, & cause de la passion que sa mére montrait
pour I'Oratorio de Noél. « Son langage ne se détiait qu'avec ¢a. Nulle part ailleurs il ne
trouvait un point de départ a son bonheur et airpagination. Il existait tant de mots et de récits.
Solveig lui en avait tant raconté ». Gran Tunstr@nvres romanesque®me 1, Actes Sud, coll.

« Thesaurus », Paris, 1999, p. 196-197.
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blanches. [...] Chaque jour je lui raconte la mémstdiie, celle du Boucan, ou tout est
éternellement jeune et beau. [2.]

Le voleur de Bibleprésente Ida qui essaye de protéger ses entarite ¢&a violence
de Fredrik, tandis que dam3nitshg Fintin part avec sa mere, Maou, pour renconger |
parent jusque-la absent : « C'était la fin du diohen14 mars 1948, Fintin n'oublierait jamais
cette date ¥,

Nous observons, de cette maniére, que la relatios'établit entre la mére et I'enfant
est parfois associée a la responsabilité de gadefe refaire I'univers perdu de I'enfance.
Prendre en charge le rble du parent absent s'&treune mission difficile, parfois méme
impossible pour Maou, Ida, Fanny, Mam, etc. Vaodaaison pour laquelle perdre le pere
signifie pour Le Clézio ou pour Tunstrom perdréda avec la réalité, perdre le contact avec la
mere. Il s'agit d'une « altération » des relatiotiergénérationnelles qui explique I'éloignement
de I'enfant par rapport a ses parents, ainsi quenteémoration du pere par l'intermédiaire de la
multiplication et la duplication, qui trouvent ldégitimité dans I'absence.

Nous remarguons, sans doute, que le pouvoir dolaéare apres la disparition ou la
mort du pére est implicitement lié & l'idée de ebifité"’. Aux yeux de l'adolescent, la non
présence du pere est d'autant plus évidente quéracontinue de vivre. Indirectement, la mere
s’avere le bourreau du pére, car elle occupe s@&ngente vouloir, la place laissée libre par le
parent absent. Le désir de liberté de I'enfantdssis ce contexte, tout & fait compréhensible.
C’est pourquoi dans les récits de Géran Tunstromies pas seulement le pére, mais, a la fois,
la mere celle qui s'absente : « L'enfant n'a pasobrequ’elle reste avec lui tout le temps. Cela
lui donne la liberté » n'. L'écrivain suédois I'explique dans une interviewMais si ma mére
n'existe presque pas dans mes livres, c’est pareiavit encore » n. Il n'a pas besoin de la
recréer, de la raconter aux autres. Le pére, pdare;oncarne tout ce qu'il y a de merveilleux
dans la société, dans I'ame et dans la vie deafgnTandis que la mére est condamnée a vivre
seule avec le fardeau d’'avoir des enfants sans [gefds s'éloigne d'elle pour essayer de
s’approprier un pére qui n'existe plus, par lidgetion. La brisure intérieure au cadre de la
famille se fonde sur le poids inégal accordé ae pér rapport a la mére qui reste fidéle a son
enfant et qui est mise de c6té pour le simpledféfte toujours en vie.

Le geste de I'enfant nous fait penser a l'idée djhemme tunstrémien ou
leclézien se sent « menacé par la libération dertane » n.t’. Car, la non présence du
pére suppose la destruction de la famille traditedie dont 'homme était le centre et se
dirige vers une revalorisation des relations faatek ou la mere reprend ses droits.

Il ne s’agit pas d’avoir peur de perdre le pouvoigis plutdt d’'une crainte d’étre
abandonné par la mére tout comme il I'a été pamsan. L'enfant risque d'étre isolé dans

9 J.M.G. Le CléziolLe chercheur d’orGallimard, Paris, 1985, p. 345, 356, 358.

9id., Onitsha,Gallimard, Paris, 1991, p. 14.

1« All makt och darmed skuld tilldéms modern »n&tHammarPuets torg. Géran Tunstrém och
tankekallorna Akademitryck AB, Stockholm, 1999, p. 77.

12 « Aven i Goran Tunstrdms beréttelse & modernvérdm Barnet behover inte ha henne intill sig
varje stund »ibid., p. 41.

13 « Men n&r min mor naesten ikke eksisterer i mineebed er det naturligvis ogsé fordi hun stadig
vaek lever », Doris Ottese®m keaertegn. Det guddomelige i Goran Tunstréms terfsitap ANIS,
Frederiksberg, 1989, p. 83.

14 « Manlighet hotas av kvinnans frigérelseCs. Rolf Alsing, Prastunge och maskrosboll. En bok om
Goran TunstromAlbert Bonnier, Stockholm, 2003.
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un univers utopique et il préfére se soustraieevilonté maternelle par la disparition. La crainte
de perdre ses parents pour la deuxiéme fois lelémic quitter le monde de I'enfarice

La meére —source de déséquilibre

Le développement identitaire de I'enfant procédemme nous I'avons remarqué,
d’'une non présence obsessive (celle du pére) e axistence qu'il ignore souvent (la mere).
Le rapport qui s'instaure entre les adolesceritsretre se concentre autour du besoin de refaire
la famille initiale et de regagner I'amour du pékesent. Parcimonieuse en ce qui concerne les
manifestations de tendresse envers ses fils efillsss suite a la difficulté d'opérer auprés
I'enfant le double réle familial (celui de méreds pére), la figure maternéfes’avére étre
parfois involontairement un agent de déséquilirette rivalité se concrétise dans I'absence
d'une communication efficace entre les membresdarille, ainsi que dans la non existence
des gestes affectifs spontanés. Une fois le péréddéou disparu, la méere n'arrive plus
a maitriser son affection et décide, finalementseldermer en elle et de vivre & travers les
souvenirs. Ida Pripp, personnage du rotbarvoleur de Bibled'ailleurs intéressée au sort de
ses progénitures, ne réussit plus a dissimuleésegpoir financier dans lequel se trouve la
famille et envisage, pour un moment, la possibditdbandonner quelques uns de ses enfants
pour sauver les autres. Condamnés a l'exil posginple motif d’étre nés, les enfants d’lda
deviennent ainsi abusifs, méchants, violents @ontme leur pére):

lls s’évaluaient et se jugeaient, distinguaientrdepropres avantages et les défauts des
autres et, issus des couches les plus obscuregude Vies, montaient des souhaits
menacants : « 30i tu te noyais, et doi tu étais écrasé par une voiture. Si un ou deux ou
trois ». Mais méme peu nombreux ils seraient entoge nombreux. Et les plus grands se
réjouissaient des cris effrénés que les petitsimamient de pousser tout ce qu'ils pouvaient
faire, la moindre querelle qu’ils démarraient raeda plus sOrs d’eux les ainés qui les
considéraient déja comme candidats a [*éxil

L'exclusion du pere de la relation mere fils estsaun moyen d'installer un déséquilibre
émotionnel a l'intérieur des relations intergénératelles. Obsédée par la différence d’age qui
existe entre elle et Sidner, menacée par I'appardu parent, vrai rival a I'amour de son fils,
Fanny exerce son autorité tout en niant a Sidngr dontact avec Victor jusqu’a sa mort
(« L’enfant est le mien, Sidner, tant que je resten vie. Ensuite, il sera a toi, si tu le ved.»
Expulsé de l'univers familial par une femme dépvesst fragile de point de vue émotionnelle,
abandonné par sa mére, décédée lorsqu'il n'aveitdguze ans et par son pere, Aron, qui se
suicide quelques années plus tard, Sidner Nordenssmamunique avec son fils par
I'intermédiaire d'un journal intitulé « Des caresse

La paternité refusée est, a la fois, un des tesitentiels de la relation qui existe
entre Torin et Carina Zetterberg. Gary, I'enfarspdité par les deux, est, en réalité, le fils de
Torsten Bodlund. Cela n’empéche pas Torin de réwam nouveau rdle, celui de pére et de

15 «Méannen, sbnerna upplever detta forhallandevifidorna/modern som ett hot. De lever standigt med
risken att lamnas ensamma och bli domda till IZmgtéer att fA del av den utvidgade verkligheten
som kvinnorna genom sin unika formaga kan skapgat.sSvante Weyler, « Hur manga alskande
ser du? Goran Tunstroms romarioratoriet», in Ord och bild no. 2, 1983, p. 27.

16 Nous nous référons ici surtout a Ida, ElizabetanMFanny, etc.

17 Géran Tunstrémpp.cit, p.538.

Bibid., p. 369.
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comprendre qu'il est « devenu quelqu’url grace a cet enfant. Le désespoir et le malheur
marquent son existence, Torin étant ridiculisé@earina, lors du procés de paternité intenté
pour lui prendre 'argent. Une fois le verdict dénmorin est « condamné a vivre » sans Gary.

Conflit intergénérationnel et voyage identitaire

La négation de la paternité, la rivalité pour I'amdu pére, I'essai de refaire I'image
perdue de l'enfance, ainsi que la difficulté de ommiquer avec le parent survivant,
introduisent une distanciation qui s’opére au cadrenicro univers familial. Une des causes de
ce malentendu entre les meres et les enfants @éseatée par la maniére dont les femmes
apercoivent le passage vers I'age adulte. Fralechime entre I'adolescence et I'enfance est un
mal nécessaire pour le héros leclézien ou tunstriiribandonner la famille, dans ce cas la
mere, met en scéne un voyage identitaire, qui geanfenfant de se découvrir. Les meres,
cependant, de par leur structure, refusent le ehemitiatiqgue de I'enfant qui signifierait la perte
définitive du fils ou de la fille. Restée seuleraonde, avec unique intérét le parcourt existentiel
de son enfant, la mére ne réussit pas a comprepdrda disparition ou I'absence du pere
apporte la nécessite d'un voyage identitaire deatd de I'enfant. Cette inadvertance entre le
temps intérieur du parent et celui du protagors&eplique par la nécessité de protéger la
famille. Les méres de J.M.G. Le Clézio vivent, fidtaavec la certitude qu’elles perdront tout
lien avec le mari mort ou absent dés que leur blleleur fils seront conscients de cet
éloignement. Par la narratfSnles femmes peuvent intégrer les personnagesutansivers
fantastique, limité, ou I'imagination peut rempla&manque. L'auteur mauricien reconnait la
méme structure identitaire chez sa mere, car ol@mmaternel dans mon cas, mais aussi sans
doute comme chez la plupart des autres enfantsinestonde qui vous dispose a rester un
enfant. Les méres ne sont jamais prétes a voidigienr enfant 3.

La mére essaie, par conséquent, de protéger santgudr le tenir prisonnier dans
un monde imaginaire, tout comme I'enfant protégensae en choisissant de disparaitre a
son tour. Identification au pére, mais a la foisdie de donner a la mere la liberté du réve,
la volonté de vivre. Car, tout comme l'affirmaiMIG. Le Clézio, « imaginer qu’on vivait
quelque chose d’intense et de brilant était en plis simple que de tenter de le vivié »

Le réve acquiert, dans ce cas, une connotationleloétant le seul domaine ou la relation
pére / mére / fils / fille peut encore exister.

L’enfant part donc a la recherche de sa famillé @us’éloignant de ses parents.
La quéte gu'il entreprend suppose une déconstruatio passé, tantdt désespérée, tantot
pleine de confiance, car, comme le déclare Le Glézila famille génétique, biologique
[...] est trés différente de la famille que vous pemwvous choisir. [...] On peut aussi aller
chercher sa famille en dehors de sa famille. @esjue j'ai fait $°.

DansL'Oratorio de Nog| I'idée du voyage identitaire réalisé en dehorsadiamille
est, sans doute, essentielle pour la compréheds®igestes de Sidner. Celui-ci a « beaucoup

Yibid., p.327.

20 « Dans les textes choisis, ce sont majoritairerfesifemmes qui racontent ». Isabelle Roussel-
Gillet, «Envisagerl'autre : les re-sources d'un héritidre proces-verbalHai, Révolutions et
L’Africain », in J.M.G. Le Clézio. Ailleurs et origines : parcoursétique Actes du Colloque
dirigé par Bernadette Rey Mimoso-Ruiz, coll. « étuitsraires », Editions Universitaires du Sud,
Institut Catholique de Toulouse, 2004, p. 24.

21 Gérard de Cortanzée nomade immobij&ditions du Chéne, Paris, 1999, p. 32.

2 jean-Louis Ezinel.M.G. Le Clézio-Ailleursariéa, Paris, 199%. 28.

23 Gérard de Cortanzep.cit, p. 98.
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voyagé pour revenir chez séf'»le chemin vers uau-delautopique menant a la fois vers les
profondeurs d’'un univers oublié, marqué par la nderia mere. Solveig est piétinée par un
troupeau de vaches, quelques mois avant la repaisarde I'Oratorio de Noél, de Bach. La
mort absurde de cette femme apporte progressivelmel@struction des relations familiales.
Seul avec deux enfants, Aron doit trouver & I'ietdér de soi-méme la force de continuer la lutte
existentielle pour Sidner et Eva-Liisa. Trop jeymur garder dans la mémoire la mort de
Solveig, Eva-Liisa, &gée de sept ans, « s'étaranieé dans son fauteuil sous la bache : pouvoir
oublier, comme il savait qu’elle était en trainleléaire ! Solveig n'allait-elle donc pasisterdu
tout en elle ?33. Il ne reste finalement que pére et fils, AroiSielner, face au désespoir causé
par la disparition de Solveig. Mais Aron décidesdesuicider pour la rejoindre, alors que Sidner
est jeté, par cette double mort, dans le passé dtosve, cachée, la réalité : « Mon pére,
c’est ma mére » nf.

Dédoublement, imitation et substitution des parents

Les enfants, dans la plupart des cas, vivent isclfistifs dans un univers ou le
pére existe en tant que potentialité. L'utopie ps@®e par Goéran Tunstrdm et par J.M.G. Le
Clézio c’est I'essai d’incarner cette potentiatitus la figure d’un étre humain, réel.

C’est ici gu'intervient la mére en tant que liertrenle monde adulte ou vit son
enfant et le monde de I'enfance ou se trouve sori. rha prépondérance des figures
féminines dans I'ceuvre littéraire de J.M.G. Le @é# de Goran Tunstrém souligne le role
de transition joué par ces figures emblématiqudss. par exemple, est I'élément qui unie la
famille, en dépit des problémes créés par son rreedrik. Elle est celle qui accepte la
présence de Johan, alors que Fredrik et les enfiaris leur majorité ne veulent pas établir
des relations avec lui. Maou, a son tour, essatrddluire Fintin a son pére, parti en Afrique.
Elle a un role de transition, étant a la fois, famde son fils, et l'alliée de son mari en ce qui
concerne les questions administratives.

Le dédoublement du parent devient dans le cont@etéunivers matriarcal un
élément d’extréme importance. Ddri®ratorio de Noé| par exemple, I'éloignement de la
famille devient synonyme du malheur, de la crisenidaire. Lorsque Solveig est morte,
Sidner, son enfant, est condamné a la remémordtiqpassé et a vivre a jamais la douleur.
Il sera tenté de multiplier la figure de la méraipoontinuer la relation intergénérationnelle
qui lui donne I'équilibre de la vie. Ainsi, nousans la réinvention de Solveig a travers
Tessa, mais aussi a travers Beryl. Tessa reprer@dale femme auprés Aron, alors que
Beryl devient une seconde mére pour les enfanspéatialement pour la jeune Eva-Liisa.

DansLe voleur de Biblgpar contre, Johan ne veut entretenir une relatiamitié
gu'avec sa meére de substitut, Ida, et sa sceur,igiddans cette optique, la construction du
personnage implique la destruction de la figurepetle, exprimée ici par I'intermédiaire
de Fredrik.

Le dédoublement du parent impose, parfois, l'inotat élément qui assure
I'appartenance émotionnelle d'un personnage a amdlé, d’habitude, adoptive. Occupant
provisoirement le réle du pere ou de la mére, lehduitte aussitbt I'univers de I'enfance
et se distingue par l'appropriation des gestestaslulLa reprise des gestes parentales

24 « Han reste bort ocksa for att komma hem ». Ralfndy, op.cit.,p. 8.
%5 Géran Tunstrémpp.cit, p. 182.

%6 « Far &r min mor ». Stina Hammap.cit, p. 94.
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permet a I'enfant de s’intégrer dans la communatitd’avancer vers I'adolescence pour
construire sa propre personnalité. Les « gouffrgai>séparent I'avant et I'aprées de la perte
du parent ne peuvent étre remplis que par la rétiore de la figure parentale disparue, ce
qui insiste sur I'identification du héros a l'adutju’il imite. La répétition gestuelle devient
essentielle pour la continuation du dialogue aesglarents absents et pour I'effacement de
la distance temporelle qui s'est instaurée entre Eenfant réussit de mélanger son identité
aux connaissances qu'il conserve sur les persainges, pour se forger une image de soi
différente, mais réelle.

Le pére dédoublé apparait, ainsi, comme un élésmentjua nome l'identité enfantine.
Oscillant entre une figure paternelle fantasméoet réelle, I'enfant établit un lien inconscient
avec le parent absent ou disparu, pour ressussiteétait encore besoin, une image de soi
oubliée. Le besoin de réinventer le parent, decteéer a l'aide des souvenirs, des gestes
imitatifs, s'exprime par des ruptures au niveauatéir Prenons le cas de Sidner, protagoniste du
romanL'Oratorio de Noél Nous observons qu'ici le pére apparait dans subld rble de
parent génétique (Aron) et de parent de substitoh§ieur Werner, le professeur Stalberg).

Si la mére reste le fil rouge de I'histoire, legoaccablé par la douleur devient, le long
du roman sujet d'imitation, de substitution. Sajvest, doncremplacéepar d’autres figures
féminines liées plus ou moins a I'Oratorio de Nedrs qu’Aron disparait, étastibstituépar
son fils. Le texte laisse voir clairement la r@attd’amour entre Tessa et Sidner, alors que cette
histoire devrait, normalement, étre vécue entred esAron. Leur fructueuse correspondance, a
travers les années, instaure la nécessité de tezrciarfemme pour laquelle le pere du héros est
capable de tout sacrifier. Cependant, a la fin dyage entrepris vers la Nouvelle-Zélande,
Sidner réalise qu'il devient progressivement sapg pére, que son destin est, en quelque
sorte, décidé et que la liaison sentimentale gsent pour Tessa, est, au fond, un désir au-dela
de sa propre volonté, car « Si nous faisions I'apmmiserait peut-étre quand méme avec lui que
je le ferais. Je n'ai jamais voulu d’autre homre »

La relation avec la mére acquiert dans I'ceuvre masgue de J.M.G. Le Clézio et
Goran Tunstrdm un double réle : celui de refairpdssé féerique de I'enfance et en méme
temps celui de rendre possible la dissolution deassé utopique, tout en favorisant la libération
de I'enfant et la création de sa propre identiténiant prend conscience de sa finitude et surtout
de la finitude de ses parents et éprouve, par quasé le désir de garder I'enfance au centre de
son existence, par le dédoublement, I'imitatiorecsubstitution des parents.
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HENRIK IBSEN AND HIS SELF-EXILE IN GERMANY

CRINA LEON !

Today Ibsen belongs to the stage, to the
literature, and to the culture of Germany.
W. Henri Eller

ABSTRACT. Henrik Ibsenthe playwright who had a decisive contributiontte tlevelopment
of Norwegian literature, chose the exile at theetiwhen his plays were not well received in
his native country. He found his freedom, diffictdtachieve in Norway, on German soil, in
Dresden and Munich. There he came into contactthétauthentic culture and his plays won a
resounding success. This facilitated the way tosv#éind recognition of his artistic value in
Scandinavia as well. However, fame did not bring lihe happiness he had hoped for,
because the fjords and the sea continued to ahimactalthough he did not feel Norway as
his homeland even after 27 years of exile.

Key Words: Norwegian literature, German theatre," 8entury drama, exile

Introduction

Henrik Ibsen is nowadays a symbol of Norwegianrditere. However, neither
Norway'’s social and political development nor iitguistic evolution supported his flourishing
personality: «Né dans un pays qui n'accéderaindépendance qu’un an avant sa mort, se
servant d'une langue qui n'était pas établie, ifid@dne oeuvre qui, en dépit de ces handicaps et
en quelques années, devint I'une des plus retantiss au monde.» (De Decker 9) The
driving force of his writing seemed to be the exidich Ibsen himself chose as a sine qua
non condition for the fulfilment of his own destinVhe fact that his plays were received
with hostility in his native country led to 27 ysaspent far away from Norway, in Italy
(1864-1868 and 1878-1885) and Germany (roughlykipgal868-1878 and 1885-1891), a
period which brought him literary fame. Throughthis article we use the generic nhame of
Germany, although this country was properly forroaty in 1871.

The exile meant for Ibsen the great opportunithisflife, the one of reaching a
climax; it meant the reception of his work to higectations and his recognition by the
Norwegian audiencél.he League of Youl1869),Emperor and Galilear{1873),Pillars of
Society(1877),Rosmersholnf1886), The Lady from the Sg4888),Hedda Gablen1890)
were the plays written during his self-imposed exil Germany. When |bsen left Germany
in 1891 the press speculated either that he wasdabiéng his disciples as they were
claiming consideration for themselves, or thatdebate on naturalism had offended him.

All Ibsen’s important plays except féteer Gynthad been staged in the German-
speaking world by 1901 and everything he had writted already been translated. Moreover,
in 1898 S. Fischer Publishing House in Berlin mh@dHenrik Ibsens séammtliche Werke in
deutscher Sprachegvised and introduced by Georg Brandes, JuliesEind Paul Schlenther.

! “Babes-Bolyai” University, Cluj-Napoca. E-mail: crina_launéu@yahoo.no
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Premises of Ibsen’s self-imposed exile

Among the premises which made Ibsen leave his aawuntry, the Nordic spirit
occupies an important place, the spirit that ppaes to go far away so as to reach one’s
goals. Another aspect is Ibsen’s preference foellnass, for a voluntary solitude in the
Norwegian society. A third premise is representgtiis character combining a meticulous,
scrupulous side with a shy, common-sense one, radiea typical rather of the Germans.

Although German political and cultural influencesdhalways been more or less
objected to in Norway, one of the moments of hiatlionvhich influenced him in choosing
Germany as an adoptive country was his study ofsit852 to theatres from Copenhagen,
Berlin, Dresden, and Hamburg at the time when he evaployed at the Norwegian Theatre
in Bergen. On this occasion, Ibsen came into comtiéh the German literary historian and
writer Hermann Hettner anBas moderne Dramawhich would constantly influence his
activity as a playwright. Hettner’s idea that higtal dramas had to be based on psychological
conflicts perfectly fitted Ibsen’s approach. Undee influence of the German theoretician
Ibsen wrotd_ady Inger of Oestradfl854), considered the most remarkable play ofdigh.

Ibsen decided to leave Norway because of theigadlitnd social humiliations and
dissatisfactions. According to Jacques De Decker self-imposed exile was a necessary evil
for him to reconsider his country critically, withicany direct influence: «Manifestement, Ibsen
avait eu besoin de cet éloignement de sa terréeratar mieux la réinvestir, la saisir par la
mémoire et la fantaisie et, surtout, la considéhen oeil critique.» (De Decker 84) He had got
involved in several polemics and conflicts. Onetludse polemics was between Ibsen and
Richard Petersen together with other Danish supmomvho refused to stage the plalye
Vikings at HelgelandThis polemic strengthened his belief that he m@ghe right man in the
right place since Norway refused the opening to nfwdern world. Another conflict was
between lbsen, appointed artistic director at theldvigate Theatre in Christiania (now Oslo),
and the members of its council, who accused hilaofof interest for the institution.

Ibsen did not cease to love his native land butitienot love its people. More than
once did those around him notice his longing foriy. However, lbsen was a proud-
spirited man and he refused to live by the sidtho$e who did not appreciate him and did
not want to keep up with the modern times.

Facets of Ibsen’s self-exile

Taking the decision to leave ltaly in 1868, Ibselt Eompelled to avoid Norway
because of its leaders’ lack of any patriotic eathsm. The Conservatives and the Liberals
pettily disputed their power and thus a nationdiura could not take shape. It was natural
that under these circumstances the writers hadek imispiration elsewhere.

The exile meant on the one hand the possibilitivioig in true freedomgetting rid of
the constraints of the society in which he was poamstraints related to traditionalism and
symbols. Ibsen was not a Liberal, but sided wigediom of expression and freedom of thought
above everything: “For mig er friheden den hgjestéarste livsbetingelsé.(Ibsen XVII: 449)
or “Det heder jo at Norge er et frit og selvsteendige; men jeg saetter ikke stor pris pa denne

2“To me freedom is the highest and first conditiftife.” Henrik Ibsen, letter to Georg Brandes, 3
January 1882. The translations from the Dano-Noiave@nguage are my own.
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frihed og selvstaendighed, slaenge jeg ved at detivee hverken er fri eller selvsteendide.”
(Ibsen XVII: 355) The Norway that Ibsen could newat ties with spiritually, could not serve
for the moment as a home to the man in searckeedl@ém, a fact stressed by him also in a later
letter: “Norge er et frit land befolket af ufrie meesker.* (Ibsen XVII: 454) Ibsen was a patriot,
but not a nationalist. He felt that he was a woilizen, and that is why he looked for a home
where he could manifest his personality. Ibsenhisftnative fjords, as his ancestors had done,
and considered that Germany could be a place fatusp fulfilment. Even when the war
between Germany and France broke up in 1870, kseld not ‘give up his freedom’ and go
back to Norway. He had to fight for the freedonmisfwriting.

The playwright accepted the exile also for the sHlaiccessA former bohemian, in
conflict with his fellow countrymen, not once re@asby them with a view to the support of
his work, he changed significantly. Ibsen becamarawhat the exile could bring him the
appreciation of others, including the Scandinaviamso noticed his transformation: «On
S'attendait & voir en l'auteur d&rand un vieil ascéte austére et sérieux, et on décounri
homme encore jeune, élégant dans sa veste de siethstingué, aimable et plein de vie.»
(Dietrichson apud De Decker 102-103)

Although not a German, Ibsen was Germanic by higcgtre: “German is his
great and single-minded love of truth and the cgeit® confess to it [...] Ibsen means for
Germany ‘a moment of self-reflection’: the affinitgtween Ibsen and the German drama is
seen as their common concern with using litereagra means of social criticism.” (George 61)
Moreover, also in Norway he came into contact \epects of German culture: Bergen, the
town in which Ibsen spent several years of histyouplus qu'aucune autre ville scandinave,
conserve dans sa race des vertiges de la liguédtznse» (Vincent 48). The first dramatic
models that he studied and staged were the workSesfman romantics. Although his
background is Norwegian, «sa psychologie est valgdur toute la race germanique»
(Vincent 49). Ibsen remained a portraitist of hégive country, with mountains, fjords, and
small towns, but felt attracted to the German pegotol the bourgeois society of the German
towns, to powerful politicians, and to genuinesdidirichness. In this respect, he saw the exile
as the materialization of his attractionaathentic culturewhich allowed the individual to
develop according to one’s own will. This was imgibe in his native country: «la vie en
Norvége, telle que je la vois en ce moment, a queetthose d'indiciblement médiocre, elle
mine I'étre en assommant la volonté» (De Decker 94)

Besides its positive side, the exile also mefaprivationto Ibsen, especially in its
first period. The first years spent among foreigneeere marked by poverty, sacrifices,
loneliness, even separation from his family. Ibstan felt the lack of financial reward, but
perhaps this was precisely the reason for whickdpd writing and pursuing his art. In the
first months spent in Dresden the Ibsens were qata. His family lived isolated and in
simplicity. “Fra 1881 til 1890 utgav haengangergEn folkefiendgVildanden Rosmersholim
Fruen fra Havetog Hedda Gabler men i alle disse arene tjente han bare 130 006l kr
sammen — betydelig mindre enn hva langt ringeresillforfattere i de stgrre land som

3 “They say that Norway is a free and independealmebut | do not appreciate this freedom and
independence as long as the individuals are neithernor independent.” Henrik Ibsen, letter to
Bjgrnstjerne Bjgrnson, 12 July 1879.

4 “Norway is a free land inhabited by unfree pedptenrik Ibsen, letter to Olaf Skavlan, 24 JanubBB2.
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Scribe, W. S. Gilbert og Pinero, tjente pr. (NMeyer 477) Moreover, the nostalgia of the
paradise lost with its fjords, sea and nature viways present. During his exile, Ibsen went
back to Norway only twice: in 1874 and 1885. In laiter visit, he confessed to the workers
gathered in Trondheim: “Det er efter 11 Aars Fralser at jeg for en 8 Dages Tid siden kom
hjem igjen til Norge./ | disse 8 Dage i Hjemmet fey falt mere Livsglaede end i alle de 11
Aar udenlands®(Ibsen XV: 407) It was a reassessment of the netif home and abroad,

the relationship between the two and the joy oihfiv Homesickness is specific to any
individual as the physical geography of one’s rafilace is impregnated into his/her mind.

German cities relevant to Ibsen’s exile

Ibsen’s presence in Germany included three impoudities: Dresden (1868-1875),
Munich (roughly speaking 1875-1878 and 1885-1891) Berlin, with an important role in
promoting his plays.

‘The Florence on the Elbe’, as Dresden is callegk well-known by the Norwegian
artists. It was a place of modern life, where tiikvay, the bus or the steam ship were at hand
and which had become one of the cheapest in thetrgoun spite of these advantages, he
felt lonely: “Kjender De ingen Danske, som agteogholde sig i Dresden ivinter? Jeg laenges
meget efter Skandinaver; muligens findes her alkeraogle [...] Dresden er et meget
behageligt og et meget billigt Levestedlbsen XVI: 220)

When Ibsen moved here in 1868, the plByand andPeer Gyntwhich had been
written in Italy and had given their author an itiignas a playwright, had already appeared
in Scandinavia, but had not been translated foiGbeman audience. The German readers
became acquainted with Ibsen through his critiegresented especially by Georg Brandes
and Leo Berg. Brandes, an influential critic, welspected within German literary circles,
depicted Ibsen’s personality as being “aggressivepmlemical, an enemy of all groupings,
be they state, family or marriage” (George 60), kmdrby a mixture of pessimism and
optimism. In his opinion Ibsen wagrundgermanisch(George 60).

The German readers first came into contact witkerlss poems, some of them
translated in 1868, then wiBrandin 1869. As the German language was accessiblenp h
Ibsen would supervise the translations. He wratenvairks in his native language, and knew that
he depended on the quality of these translationgpromotion and just understanding: «ll
écrivait dans cette forme singuliere de danoisméadiexpressions et d'accents typiquement
norvégiens que peu de professionnels de l'art diqueanon scandinaves possedent assez pour
pouvoir le fréquenter intimement.» (De Decker 19-lbsen was claiming a new
Weltanschauunga profound revolution regarding practical or abeglationships of mankind.

5 “From 1881 to 1890 he publish&hosts An Enemy of the Peopl&he Wild DuckRosmersholm
The Lady from the SeandHedda Gabler but in all these years he earned only a totadrime of
130,000 kr — considerably less than playwrightaofinferior importance in larger countries such
as Scribe, W. S. Gilbert and Pinero earned per’year

®“It is after an absence of 11 years that | canuk ba Norway 8 days ago./ In these 8 days at home |
have experienced more joy of living than in all th# years abroad.” Henrik lbsen, speech
delivered in Trondheim, 14 June 1885.

"“Don’t you know any Danes to want to settle dowrDiresden in winter? | miss Scandinavians very
much; possibly there are already some here [.eg@&n is a very pleasant and a very cheap place
to live.” Henrik Ibsen, letter to Frederik Hegel, @ctober 1868.
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He was the author who always asked questions, @tphis readers and audience to find
answers. During the Dresden exile, Ibsen becamentbst read Norwegian writer in

Northern Europe. His dream of being known and pdii®f coming back liberated to his
country, began to take shape.

In 1874 the Duke of Saxe-Meiningen’s prestigiousathe company started on a
tour with a modern staging and modern performamdgslays by Shakespeare, Schiller,
Bjgrnson or lbsen. The troupe was famous for theatgresources used, the mastery of
realistic scenery and lights, the psychology of émebodied characters. The same year,
Ibsen decided to visit Christiania, where he wasnusg welcomed: “Jeg er her bleven
modtagen med overordentlig velvilje af alle menmesknhver tidligere misstemning er nu
forbi.” (Ibsen XVII: 139§ Love’s ComedgndThe League of Youthere staged in his honour.

In 1875, Ibsen changed the town of adoption, prigigrMunich to Dresden. The
capital of Bavaria was characterized by a much naorienated cultural environment in
which the literary groufhe Crocodileoccupied a privileged place. Unlike in Dresden, in
Munich there were many Norwegian artists, includiiff Petersen, Erik Werenskiold,
Gerhard Munthe, Christian Skredsvig.

His stay in Munich is associated with Ibsen's reaglainst the poetic style of his
previous works and the courage to render realrlifieis creations. It is the time &fillars of
Society Ibsen began to present the deficiencies of cqmiesny society, covering four areas of
concern: the religious conflict, the conflict betmegenerations, the social conflict and the one
related to sex. By making reference to these sepoeblems of humanity, Ibsen challenged the
public, and hoped to find solutions. Ibsen’s wotkhas time proved German strength of
character and magnitude. Unlike in the 1870s, Ibgesnow seriously taken into consideration
by both the German and the Scandinavian audierezen&s were so excited about the realism
pushed to its extreme that an Ibsenian school was Hhe Norwegian became the mentor of
many writers including Gerhart Hauptmann, HermaodeBmann, Hermann Bahr, Wolfgang
Kirchbach, Arno Holz or Johannes Schlaf.

Ibsen first received an impulse from the above impetl Meiningen Theater, which
introduced him to Berlin witiThe PretendersThen his first contemporary dran®illars of
Society(1877) meant the starting point of his fame asagvpgight. The success was reached
especially through Otto Brahm, an influential crith the late 1880s in Berlin, involved in
furthering the Naturalist movement, director ofi€rBihne, and later Deutsches Theater and
Lessingtheater. He became Ibsen’s supporter a&fgéng a performance &fllars of Societya
play which in 1878 had been played on 5 differ¢enjess in Berlin within 2 weeks. If this play
opened his way to Germarf,Doll's Houseand Ghostslater consecrated him in the European
vanguard. “Mit besgg i Berlin, og alt, hvad dernsédt i forbindelse, betragter jeg som en sand
og stor lykke for mig. Det har virket vidunderligrfriskende og foryngende pa mit sind og vil
ogsé ganske sikkert afseette sine maerker i minittigatdigtning.® (Ibsen XVIII: 127) wrote
Ibsen after a performance @hostsat Residenztheater in Berlin.

84 have been received here with extraordinary kiess by everyone. Any previous dissatisfaction is
now gone.” Henrik Ibsen, letter to Frederik Hedd,September 1874.

9 “My visit to Berlin and everything connected tdl itonsider as a true and great fortune for me. It
has had a wonderfully refreshing and rejuvenatiifeceon my mind, and will also quite certainly
leave traces on my future writings.” Henrik Ibskstter to Julius Hoffory, 4 February 1887.
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The pessimistic idealism of the Scandinavian wriggresented the right message
at the right time. Idealism derives from the dedoe freedom, honesty, happiness and
confidence in the possibility of reaching them iGarman environment. Pessimism comes
from the subtle bonds of the playwright with theritegian space: “All his dramas bear the
impress of a NorwegiaufklarungstendenzThe psychological element, in which his
talent is rooted, lends to his characters, - bexdwasis far more the thinker than the poet,
that characteristic which makes them so incomprebénto the naive observer [...] The
pessimistic elements in the poet have their origily to a small degree in the perception of
universal misery; it is the misery of Norway thggeavates and pains him. The name of his
illness is not Existence, but Norway.” (Eller 62}63

The exile, the distance in space and time, allotiredNorwegian playwright to
become a mature personality. Ibsen remained aesssind ambivalent soul, longing for
freedom but also for Norway. “I Norge vilde det esenig rent umuligt at sla mig ned for
alvor. Intet steds vilde jeg fale mig mere hjendad deroppe. For et nogenlunde andsudviklet
menneske straekker ikke nutildags det gamle feedisbegreb til X (Ibsen XVIII: 182) When
coming back from the exile, the Norwegian sociepswot fully prepared to receive him.
The Scandinavians opened the theatre gates fon'tbeasterpieces as soon as they had
enjoyed the European success, but the politigaidiNorway had not yet reached the degree of
nobility Ibsen had hoped for. When coming back friva exile Ibsen still did not feel at
home and continued his quest for identity throughtée remained a solitary man until the
end of his life. Unable to live any longer far awfaym the sea, but unwilling to live with
the Norwegians, Ibsen came up with a compromisgtisn| which he confessed to Brandes:
“Kan De geette hvad jeg gar og dreammer om og plagigegg udmaler mig som sa dejligt?
Det er: at sl& mig ned ved @resund, mellem KgbemioayvHelsinger, pa et frit Abent sted,
hvor jeg kan sé alle havsejlerne komme langvejo@raa langvejs. Det kan jeg ikker.

[..] A keere Brandes, man lever ikke virkningsl@gtar ude i de store fri og frigarende
kulturforhold. Her inde eller, rettere sagt, heipepved fjordene har jeg jo nfigddand.
Men — men - men: hvor finder jeg ntiferand? Havet edet som drager mig mest”
(Ibsen XVIII: 397). It seems that even in 1897 wiadmeady being in his native country, he
would rather go back to Germany or Italy: “I Minaohear jeg boet laenge nok til at kunne
lade mig naturalisere i Bayern, hvor jeg er siki&rat blive godt modtaget. | Italien ligesa.
Og jeg ma sige at Norge er et vanskeligt land a¢ hi feedreland * (Ibsen XVIII: 398)

194In Norway it would be simply impossible for me settle down seriously. In no other place would
| feel more homeless than up there. For a somesyidtually developed human being nowadays
the concept of native country does not do.” Hetlsden, letter to Georg Brandes, 30 October 1888.

1 «“Can you guess what | hope and dream about andapla picture to myself so delightfully? That &: t
settle down by @resund, between Copenhagen ambfglsbn a free, open place, where | can seeaall se
racers coming from afar and going a long way. hotwdo thahere [...] Oh, dear Brandes, one does not
live unaffectedly for 27 years in the great, fig@d liberating cultural conditions. In here or &esaid up
here, near the fjords is nmativeland. But — but — but: where do | find mgméand? The sea ishat
attracts me most.” Henrik Ibsen, letter to GeorariBies, 3 June 1897.

12 have lived long enough in Munich to let me malise in Bavaria, where | am sure to be well
received. Likewise in Italy. And | must say that rtNay is a difficult country to have as
fatherland.” Henrik Ibsen, letter to Bjgrnstjerne mjgon, 15 June 1897.
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Effects of Ibsen’s exile

The exile that Ibsen imposed on himself, considetirat it would save him and his
family, worked both synchronically and diachrorligallhe first to mention are the changes
determined by the cultural, economic and politealironment on the Norwegian writer's
personality. But the effects of Ibsen’s presenc&énmany on the German culture and audience
appeared as well. His exile was also beneficiahieiNorwegian culture. Diachronically speaking,
the effects may be felt up to nowadays, since wi@isrong the beneficiaries of his artistic creation.

The literary and intellectual climate of the 18706880’s in Germany was under
the auspices of naturalism and of individualismaasindamental driving force. The class
struggle and the feminist movement in the Germamabarea influenced Ibsen’s attitude in
front of the audience. The increasing voice of thimority drew his attention because
“minoriteten har altid ret. Selvfglgelig taenker jige pa den minoritet af stagnationsmaend,
som er agterudsejlet af det store mellempartihdsros kaldes de liberale; men jeg mener den
minoritet, som gar foran der, hvor flertallet endkke er ndet hen'® (Ibsen XVII: 448)
The individualistic Germans loved visions, theyained of a neWReich and Ibsen managed to
positively ‘manipulate’ them, using the trends &f time to anticipate the events that were
to come. Thus, the Norwegian playwright depicteddhnflict between the individual's duty to
oneself and the individuals’ role in society.

From an immigrant in search of freedom, Ibsen becartiberator of the Germans
in a short period of time. The Germans graduallgameto feel attracted to his personality
as his great art represented the expression afothgcience of the age. “It was in Ibsen more
than in anyone else that youthful Germany discavéhe truth and the art of its time, and
the method of their attainment [...] Like Brand lee the way up the mountain height,
revealing new scenes, other views of life, of meeaid art.” (Eller 100)

When Ibsen appeared on the German artistic sdemdyourgeoisie had not become
aware of the conflicts it had to cope with. It neéd researcher to discover and describe its
problems, but also a visionary and a prophet capabfjuide it. All these qualities were to be
found in Ibsen who fully understood what Eugene ff\ttdted inDie Moderne, zur Revolution
und Reform der Literatunamely “all creative literature ought to clargigetically the spirit of
contemporary life [...] The subject matter of oterature must be modern; it must consider
the growing interest in social questions.” (Ell&56)

Although the native language he wrote in was ndelyiused, the force of his genius
could break the language barrier and take Gerntarature to the level of self-realization.
He saw the fellow-man as a superman and the stagensoral institution. And fortunately
for him the theatres staged his plays even simedtasly and spread his message. In this
way he became “an integral and significant parthef modern German drama [...] He
assisted youthful Germany, by liberating it, to gs itself.” (Eller 130)

13 “the minority is always right. Of course, | do ribink of that minority of men in stagnation, whe &eft

behind in the big center party, who among us dtecchberals; but | mean that minority going ahead
where the majority has not yet reached.” Henriktthéetter to Georg Brandes, 3 January 1882.
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Conclusions

Henrik Ibsen, the father of modern drama, undenaespectacular evolution, due,
in part, to his courage to step into the unknowefearing the exile abroad to feeling exiled
in his own country. Germany had a beneficial raleHim as it ensured his way to success.
Even if it was often accompanied by nostalgia, ékite contributed to the transformation
of the little known Norwegian playwright into andemiable personality of world literature.
The fact that he was the right man in the rightelat the right time led to a revolution
within the European theatre and a revolution ofdheety’s way of thinking.
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REDEFINING THE CONCEPT OF DEITY IN JAPANESE MYTHOLO GY
FROM THE PERSPECTIVE OF NORSE
GODS AND GODDESSES

RENATA MARIA RUSU ®

ABSTRACT. This article presents a brief description of tlmmaept of ‘god’ —kami in
Japanese mythology andakterin Norse mythology, in an attempt to understand an
explain the Japanese concept from the perspecfiwghat makter represent in the Old
Norse context. We briefly present the conceptenfiand the difficulties it poses to researchers
using a language other than the Japanese, anty brighlight similarities with the Norse
concept oimakter

Key Words: kami, god, goddess, deity

“Translating Cultures” *

Einer Haugen once noticed:

“For small countries, like those of Scandinavig tmportance of translation is far greater
than for the larger ones. Their literary image abrs established, if at all, by translations,
since few will take the trouble to learn their laage.®

This statement could not apply any better to tygadese language, the difficulty
of which places its literature in the same positainrelying heavily on translations for
international recognition.

Part of this literature is of course the mytholegparticularly theKojiki and the
Nihonshoki on which we mainly base our research — with itsdance of culturally-specific
terms and concepts. As we started the study ofnémgamythology a few years ago, we
soon discovered that one of the many difficultisshsresearch posed was the translation
and interpretation of culture-specific words andaapts, such as, to give just one example,
the names of the deities. But we soon discoveratithwas more difficult to understand
and then to explain the concept of “deity”kaini’ — itself.

There is, of course, a long and complicated coetr®ysurrounding the translation
of the Japanese workdmi’ into English and other foreign languages, and dgeaeral
consensus seems to be that it is impossible, besttdifficult, to translate the woidami
from the Japanese, and that translations suchodsdg ‘deity’ are incorrect and incomplete.
However, having had the chance to study Norse nigtiyobefore we started our research

U Babes-Bolyai University, Cluj-Napoca, Romania. kasn Comparative Literature: Shinshu University,
Japan. E - mail: renatarusu125@hotmail.co.jp

1 We hereby allow ourselves to borrow part of tiie tif a book entitledranslating Cultures. Perspectives
on Translation and Anthropologdited by Paula G. Rubel and Abraham Rosman, Ox20@f3.

2 Einer Haugen©On Translating from the Scandinaviam Old Norse Literature and Mythology. A
Symposium(ed. Edgar C. Polomé), p. 4
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of Japanese myths, we soon noticed a series ahldarces between the concepkami
in Japanese context and thatdkterin Norse context.

In this paper, we shall try to show that 2000 yeays, both the Japanese and the
Scandinavians (or the Indo-Europeans in general)shailar views on natural phenomena,
certain objects, plants, or animals — namely, faiseé were seen as “forces” and religion
meant surviving in the presence of these forcesath sides of Eurasia.

‘Kami’ in Japanese Mythology

Simply put,kamiis a concept that can include anything from ropkants, animals,
fabulous creatures, to people. In Shinto, whiclirss of all a cult of the ancestors, everybody
becomekamiafter death, and initially festivals were orgaxiz® each family to welcome
thekami- that is, their ancestors.

Explaining about the religion of the early Japariedais preface to the translation
of theKaojiki, Basil Hall Chamberlain says:

“Heaven, or rather the Sky, was an actual plac®tmore ethereal than earth, not thought
of as the abode of the blessed after death — tlgia “high plain” situated above Japan
and communicating with Japan by a bridge or a Igdated forming the residence of some
of those powerful personages callkami - a word which we must make shift to translate
by “god” or “goddess”, or “deity”®

W. G. Aston alsouses the words ‘god’ or ‘deity’ in his translatiohthe Nihonshoki
and explains that the Japanese wa&aini’ has a variety of meanings:

“It [kami means primarily upper, and hence nobles, thersgy® gods, and generally any
wonderful or mysterious thing. The leopard and wwdf are Kami, the peach with which
Izanagi put to flight the thunders which pursueu i the land of Yomi, etc®

W. G. Aston also explains the meaning of the auxiliary numassd for counting
gods, hashira, with its phonetic transformatiobashirg which is also the way to count
pillars. He says that this use of the wdrakshira

“...suggests a time when the gods of Japan were wopdsts carved at the top into a rude
semblance of the human countenance, such as aratsiiés day in many savage lands.”

The Japanese wokamiis often translated into English as ‘god’. Bufaat, these
two concepts are extremely different. The stronddftrence comes of course from the fact
that they are used in very different cultures. Thdaeo-Christian culture has a monotheistic
structure, whereas Shinto has a polytheistic ome. doncept okamiis very difficult to
understand also because it underwent various @ranafions through time. With a very long
history, this concept was gradually influencedditby little by ideas and concepts coming
to Japan from China, Korea, India, and later oene@hristian concepfs-However, for this
paper, we shall only refer to thamiconcept as it is presentkojiki andNihonshoki.

When we refer to the character of #@mij the two mythological chronicles comprise
what is known as concretamiand abstradtami The concretkamiare mainly — as their name

% Basil Hall Chamberlain (transJhe Kojiki, Records of Ancient Mattegs Ixiii.

4W. G. Aston (trans.\Nihongi. Chronicles of Japan from the Earliest Tire#. D. 697p. 3.
®W. G. Aston (trans.)pc. cit.

6 #xx Kami, translated by Norman Havens, p. 1
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suggests — concrete objects: the sun, the momtoes which are often endowed wkdmi
like powers. Weather phenomena are seen as thti@etcarried out by thkamj and trees,
rocks, and mountains are seen as the places wiegrive. Some animals also becokaeni’
Researchers say that tkeemiconcept — as it must have been understood bkfiild
andNihonshoki were written down — must have something to do ®aitimistic representations
of gods in South Asia. The most important researoh¢his conceptMotoori Norinaga, is
often quoted for saying “I don't know what kami.islis best explanation was thamican be
animals, plants, sacred objects, and people. Tiperamof Japan is of cours&kamitoo, as he
is related toAmaterasu — o — mikami(The Sun Goddess) — whom the Japanese see as a
historical figure. People live in the proximity kémiand can becomkami So, asMotoori
Norinaga explains, anything that has superlative powellaisi They can be both bad and
good, and the general principal that applies tkaattiis that all objects/beings which are called
kamihave some kind of power, which can influence pzopl

‘Makter’ in Norse Mythology
According toE. O. G Turville-Petre,

“

... [...] the worship of inanimate objects was conentrwith the worship of personal gods. Such
revered objects as trees, rocks, and rapids noghe ¢o be associated with one god or another. The
god might be thought to live in them, to guard thjeatously. If this is true of inanimate objects,
how much more likely it is to be true of animalen®& animals might be worshiped in their own
right, others because they were sacred to the ljafs: stories illustrate this.”

Just like the Japanese, the Vikings saw living §giim the sun and the moon and
in concepts such as night and day. They saw lifégnoenatural phenomena such as storms,
lightning, and wind. They felt themselves surrouhtg makter— forces which they perceived
as good, kind forces and bad, malicious ones. Astlike the Japanese, the Vikings felt that
everything in the world has some kind of power. fgtléng that is related to these forces
was part of the Vikings’ lifé.

By seeing things as presented above, we couldtredy'religion” can be defined
as a way for people to live together with thesedsr As we can see, these forces — be they
the Vikings’ makteror the Japanedeami— were everywhere. People were in contact with
them all the time, and there were many such faftatspeople had to relate to.

Thousands of years ago, people on both sides oEtine-Asian continent must
have lived their life always paying attention notupset these forces. They did not see
themselves in opposition with nature; they did mgtto conquer and control it, but rather
live in harmony with it and its forces. Both Vikingaganism and Japanese Shinto can thus
be classified as ethnic religions.

We therefore assume that maybe the Norse concephwest corresponds to the
kamiconcept and which we can use is tin@kterconcept — a force that exists in nature and
in people’s lives and influences it. Also, theakter concept replaces very well the god
concept too, because in the Old Norse warldkt(er)was used to refer to gods and goddesses,
giants, norns, valkyries, elves, etc.

7 .
Op. cit., p. 2
8 E. 0. G. Turville-PetreFertility of Beast and Sailin Old Norse Literature and Mythology: A
Symposiunfed. Edgar C. Polomé), p. 262
9 Gro Steinsland and Preben Meulengracht Sgreiemeske og makter i vikingenes vergdpn46
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Conclusions

To conclude, we have to say that the Japanese keomnidoes not mean ‘god’.
The concept okamican include the concept of ‘god’, bkamiis much wider in meaning
than ‘god’. However, we have seen that the conoépdamiis not so different from the
concept of ‘god’ — or rather the conceptmékter— in the Norse context. For the people
who lived in Japan and in Scandinavia 2000 — 108y ago, life was a mystery. They
expanded the realm of the living to include notygmbople, animals, and plants, but also a
sort of power they found to be present in lifelebgects, such as stones, trees, rivers, the
sea, etc. They lived their life believing that soieg “lived” in these object¥
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(IM)MORALITY IN HENRIK IBSEN'S GHOSTSAND CATS’ BRIDGE BY
HERMANN SUDERMANN

CRINA LEON !

ABSTRACT. The individuals’ confrontation with conventional rabideals, their revolt against
the morality of the 19 century, the ambiguous difference between morality immorality, the
discovery and annihilation of the causes of imnityréhereditary and social flaws) are problems
which drew the attention of both the Norwegian Henbsen and the German Hermann
Sudermann. In this paper, a comparative analysithgen’'sGhostsand Sudermann’€ats’
Bridgeis performed in order to show the conflict betwappearance and essence.

Key Words: Norwegian theatre, German novel, (im)morality, appeae, essence

Introduction

Both Henrik Ibsen'sGhosts(1881) and Hermann Sudermanfats’ Bridge (1890)
focus on the burden of family inheritance, eithereditary or social. A play and a novel are in
the centre of the following analysis and they mayiewed in comparison due to their authors’
common interest in the individuals’ relationshiptiwihe social and family environment in
which they develop. Sudermann borrowed from historeitbsen, the way of approaching
the relationship between good and evil, betweereaggmce and essence, the same vision
upon the changes in the system of values.

In the two literary works good, outlined in a pemaat confrontation with evil, is
most often the winner. The only problem is représgy the interpretable values because
of constantly changing positions in the balanceusTthe value system is ambiguous. What
would apparently suggest good is essentially decasf negative values and vice versa, what
society considers to be flawed is in fact full pfrgual purity, generosity, thus generating
the confusion of moral values.

Appearance in constant tandem with essence

GhostsandCats’ Bridgehost a permanent confrontation between appea@amte
essence, shocking more than once by the truth disbevered. Family and social environment,
meant to shape one’s emerging personality by treapal example, appear to be governed by an
inverted system of values.

For Pastor Manders, the spokesman of Christian lityoia Ibsen’s case, home
means a family in which a man lives together withwife and children, even if this home
hides suffering and immorality. Osvald, a represtve of the new generation, considers
that wild, illegitimate marriages, in which mands/together with his children and the mother

! “Babes-Bolyai” University, Cluj-Napoca, Faculty of LetterShe has published Bomanian-
Norwegian Phrase Bodknd aNorwegian-Romanian/Romanian-Norwegian Pocket Dictionary
E-mail: crina_laurentiu@yahoo.no.
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of his children are the moral ones. So what ig/trabral? A document with no interpersonal
relationships (appearance) or its replacement gé&huine warmth within a relationship
(essence)? Apparent immorality may actually berg&dly moral.

In Cats’ BridgeBoleslav has to face the immoral and unfair cormityaf Schranden,
apparently famous for its patriotism in fightinga@igst Napoleon. This society he had once
been a member of was not able to distinguish batwee son who had heroically fought to
defend his homeland and the father acting onljénrtame of revenge.

Appearance and essence are also to be found imahaer in which some literary
characters were built. Thus, women that appear &ag. Alving in Ghost3 or immoral
(Regina inCats’ Bridgg, despised and sometimes harassed by societye poolve strong
characters, bearing the mark of intelligence, ltyyaensitivity, values totally lacking in the
community they live in. They become thus the hexsiaf the works in question.

Apparently, Mrs. Alving is a sinful woman in theesyof the society speaking through
its moral representative, the pastor. In fact,ugtmut her entire life, Mrs. Alving has protected
her family with dignity and perseverance from thene eyes of the society. She has done her
best so that nobody should find out what kind ofirhar child’s father was. When she could
stand no more, the humiliated wife, making use efihtelligence and strength of character,
turned suffering into a weapon, and became a ssfat@sanager of her family’s affairs. This is
the essence of the heroine who wants to build aument for the one who has destroyed her
life, arguing by the power of conscience, just HBaeslav inCats’ Bridge

In her turn, Regina, the heroine in Sudermann’shar symbol of the humiliated
woman transformed into a man’s tool-toy, an unhagpy abused being, apparently worthy
of contempt, does not lose her inner beauty, fidaljratitude, ability to love, characteristics
related to her essence. Her words are representeais. When appreciated, but also when
being afraid, she cries.

Another character of the novel, Helene, the pastdaughter, is also the result of
the struggle between appearance and essence.tRneBeleslav’'s memory as a being shining
like a star, associated to the image of the icatm@Virgin in the Cathedral of Cologne, she
proves insensitive, unfaithful, inclined towardpdwity, immorality, and sacrifices Boleslav’s
love, changing it with Felix Merkel. This was theoman he had compared with Virgin
Mary for years, the embodiment of kindness andtpimihis eyes.

The clergy and the community’s administrative leadeapparently legitimate
supporters of the morals of the epoch, render athegimpression by their lack of interest
and inability to reach the soul of the simple peopho appeal to them and ask for support.

Pastor Manders ibhosts apparently the person assisting in one’s hatilast of
life and the one who should know the people’s decreo as to give them advice, is
completely unaware of Mrs. Alving’s suffering, oneeyood friend of his and very close to
his heart. Unwittingly, he has a role in the chaafjattitude of Mrs. Alving, who, rejected
by her best friend in one difficult moment of hié,|Ibecomes a leader from a previous victim.

The father of the Christian church in Sudermanase¢ Pastor Gotz turns out to be
ruthless, immoral and incorrect, refusing to bl treacherous Baron von Schranden, otherwise
his lifelong friend, drawing up a false documentbafrial, with the date of treason on it.
The priest who should preach mercy and forgivehe$smves as if he were a God entitled
to punish the sin, be it also high treason.
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Marriage, traditionally one of the pillars of sagietogether with the Church and
administration, also loses its value. In both wdhes idea of concubinage as an alternative
to classical marriage is developed. Considered irahiry the religious and social classics,
concubinage becomes an option for the younger gtmer Helene-Merkel irCats’ Bridge,
Osvald-Regine inGhosts Morality and immorality change places alterndtiyevhat is
immoral becomes moral, while what is moral getsstjopeable. Is the basis of marriage
represented by obeying the legal order or is itesgnted by communication, understanding,
love and respect? The answer to this questionasnte certify the moral value of marriage.

Ideals, illusions haunt the individuals just likkogts do, one cannot avoid them, one
cannot get rid of them, and that is why light, niegutruth, reality or life itself, is scary. Ghosts
haunt Mrs. Alving also when reading a newspap@stgtaunt Boleslav in the form of memories.
The place of Boleslav’s childhood, a witness ofitksls, becomes threatening on his returning
home. The cruel reality of Schranden, his fathe€ason, is opposed to the ideal he had almost
reached, that of becoming a national hero. Nowg bevered in shame and contempt. lllusion and
reality, appearance and essence permanently striugghe two literary works, and invite
the readers, and the audience respectively to drawnclusion, to gradually discover
hypocrisy and notice the paradoxes.

Ibsen’s influence in formulating the moral conflict

Morality is not immutable. “Morality is not an abate, but a relative term. Since
moral ideas shift with the age that conceived thib jindividual is not immoral if his ideas
are ahead of his time; and he is therefore underbtigation to remain within its restricted
limits.” (Coar 75) The moral conflict may arise Ween traditional and modern, with
opening towards the future. In Ibsen’s play theepehdent woman (Mrs. Alving), now
head of the family, a less subjugated being witltimpersonality, does not follow the old
moral beliefs in which the wife is her husband'stivh, always dependent on him.

The free relationship between sexes was considemexral at the time, although
nowadays it is a socially accepted option. In gmeafCats’ Bridgethe ancestors’ morality or
immorality is borne like a stamp by the successbhe social right to demonstrate one’s
good faith does not exist. Thus, Boleslav is blafwchis father’s treason, being rejected
by the community, although he acted as a heroéndr. Regina is accused by the society
for ‘prostitution’ although it was her father whad sacrificed her. On the other hand, the
angelic Helene, so much idolized by Boleslav, esjeyerybody’s respect, despite her
immorality, thanks to her father’s prestige. Bdbsén and Sudermann fight for the right of
every individual to be judged for what he/she is.

Causes of decadence

Decadence and reassessment of values are a coimstapt works of Ibsen and
Sudermann. It is important to make a distinctiotween decadence as a family and social
environment harmful to the individual (alcoholigongstitution, incest, betrayal, discrimination)
and a reassessment of the morals necessary asexjgence of the social development on a
historical scale.

Decadence, decline, moral decay, libertinism aftegrlap. One of the main causes of
decadence is alcoholism, present with both authidris abuse was in fact a reality of the
age, accompanying the development of the workiagsclA customary environment of the
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two works is the tavern, the inn, where German ge@sor Norwegian sailors spend their
time and often get drunk. Alcohol becomes the rgnodcll problems: inGhoststhe carpenter
Engstrand is often forced to drink because of b, ffor Osvald, liquor represents a good
remedy against moisture, @ats’ Bridgethe villagers of Schranden drink at the Black Eagl
from morning until midnight in the name of anythjmgcluding patriotism.

Decadence accompanies the disintegration of atyamieof an individual who, in
certain moments of history or of his/her own lifeeg from prosperity to ruin (physical,
social or spiritual). On the one hand, it is theeoaf Prussia and its people during the Napoleonic
Wars and on the other hand, it is Osvald’s sitnatifter finding out about his terrible disease
inherited from his father, namely syphilis.

In the 19" century, decadence becomes a lifestyle synonymts rudeness,
immorality and laziness, paradoxically promotedretsy the development of science and
culture, but also by the troubled times. Decaderidbsen’s and Prussian society also leads
to a painful effect of alienation and uprooting.eThistorical times marked by wars and
social movements that come with the desire for esimen and capitalist development
accompanied by the rise of the working class, retiteindividual a sense of alienation.

GhostsversusCats’ Bridge— a common message of the titles

The presence of past in the characters’ livesyémiting their development, even
against their will, is a reality, concentrated i @ssence in the titles. The memories, places
and facts, faithfully go along with the individualsroughout their lives, haunt them, put
obstacles in their struggle for freedom.

Both titles,GhostsandCats’ Bridgeremind of the parents’ immoral deeds (family
betrayal in Mr. Alving’s case and community bettaifave refer to the Baron von Schranden),
sins which unfortunately fall on the children. lb®e Osvald, a victim of his father's
depravity is gnawed by some ‘worms’ ever since hbifghosts, remorse, confusing
memories), which have destroyed his health, hisdiid future. Sudermann’s Boleslav is a
victim of the Baron von Schranden’s high treasondfinis love for Poland.

Memories are part of the individuals, faithful teet, in the same way in which
ghosts are loyal to the haunted houses, and tBeacataccompanying pets which are close
connected with their owners. In the same time, lgtbsts and cats embody past flaws,
such as immorality, hypocrisy, prejudices, conwardithat can destroy one’s personality
and degrade one’s life.

Conclusions

“What Ibsen depicts is the struggle between the enodspirit and the past”
(Schmidt 117-118), between evil and its causesdiror a crippling personal and social
experience. This situation is assumed and thedutiabsent from the equation. What the
German writer offers, on the other hand, “oftenamsciously - is the struggle between the
modern spirit and the spirit of the future” (Schinld 8), the confrontation between a present
reprehended as a possible effect of some negatperiences that are not assumed and the
individual's desperate attempt to look to the fatur

Sudermann trusts the power of the human naturggrame evil, to reach freedom
by one’s own abilities (Boleslav’s fight to get rad the shadow of his father’s mistakes).
Ibsen does not protest against existing princighés;main character observes, suffers and
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withdraws. Osvald mostly experiences a spirituabhation which does not lead to a social
one, preferring to withdraw to death. “I'd rathekait’s not my job to answer” wrote Ibsen
in the poenA Verse Lette(1875), while Sudermann is the one looking for Sohs.

Ghostsand Cats’ Bridgerepresent two social dramas in their essence, rBuaha’'s
choice clearly illustrating lbsen’s influence in i@@ny. Sudermann, following lbsen’s
model, is “concerned with a dual purpose, - rudelghake the decaying structure of social
morality now resting largely on hollow conventicsarsd compromises, but at the same time
to stay the total collapse of society and invigeratwith his own sustaining aspirations.”
(Heller 12) Both Henrik lbsen’s play and Hermanrmd&umann's novel remind us of the
Greek tragedy, marked by fate. However, in the aafsenodern works, fatality is not
transcendental, but acts from the moral and sgpia¢res.
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Romania, Cluj - Babes-Bolyai University

The Royal Norwegian Embassy in Bucharest and the sBablgai University in
Cluj are organising a joint cultural event in Cluj on the 27 and the 28th October to celebrate
Knut Hamsun and his works. The University, as the largest place of study in Romania
where students have the possibility to study Norwegian on a bachelor’s level, feels as a
natural place to celebrate Hamsun here in Romania.

There will be a poster exhibition, a mini-film festival on Hamsun’s novels, and
interesting lectures conducted by specialists on Knut Hamsun. Among the Norwegian and
Romanian lectures one will find:

* Nils Magne Knutsen, associate professor at the University in Tromsg and expert
on Hamsun'’s authorship.

* Jan Erik Holst from the Norwegian Film Institute will approach Hamsun's
writings portrayed on the movie screen.

* Sanda Tomescu Baciu, professor at the University in Cluj will speak about
Hamsun in Romanian translations.

Ambassador @ystein Hovdkinn an&ector Andrei Marga will have the opening remarks.

from www.nb.no
http://www.nb.no/hamsun_arr/arr.php?id=454
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DU PARADIS TERRESTRE A L'UTOPIE.
AVATARS MIGRANTS DU THEME DU « LIEU PARFAIT »

CORIN BRAGA?

ABSTRACT. From Earthly Paradise to Utopia. Migrant Avatars of the " Perfect Place"
Theme. The cultural archetype of the “perfect place” hasated a wide range of religious and
literary avatars in the European tradition. Theppse of my article is to re-create the cultural
“biography” of this trans-generic topic. My goalt@sapproach the seriestopoi (or loci) which
have provided a rich figurative substance for s#veultures: the Golden Age, the Islands of
Blissfulness, the Garden of Eden, the Promised Latitlennium, Mag Mell, or the Celtic
Avalon, the magical paradises of the Renaissarazadbe, Arcadia, and Utopia. This succession
reveals the fact that a strong continuity can kewdr between the ancient and Christian
Terrestrial Paradise and the Renaissance utodtheudh opposite, as the City of God vs. the
City of Man, as God'’s creation vs. a human artjféeet Paradise and the Utopia are nevertheless
two variants (religious vs. laic) of the questdarideal place.

Key Words: Comparative Literature, Terrestrial Paradise, Uimpthe Golden Age, Avalon, the
Land of Cocagne, Arcadia.

L’Utopie? représente une mutation des variantes religiaisétiennes de I'archétype
du lieu idéal, a savoir du jardin d’'Eden, du Paraelirestre et du Millénium. Au méme titre, elle
peut étre rapprochée d'autres invariants thématigomme I'Age d'Or, les lles des bienheureux,
le Mag Mell ou I'Avalon celtique, les paradis maggg, le Pays de Cocagne, I'Arcadie, etc. Une
distinction générale dans ce domaine a été faiteymaan Tower Sargent, qui, prenant le terme
utopie dans un sens thématique trés large, différeles « utopies instaurées sans effort
humain » (Age d'Or, Eden, société « primitive »¢cddie, Cocagne) des « utopies instaurées par
l'effort humain » (la République platonicienne, coonautés retirées comme les Esséniens,
ordres monacaux, utopies et communautés parfatie§, Nous allons comparer briévement
I'Utopie, en tant quéopos avec chacun de ces themes et « isotopies »udpditait.

L'Utopie partage avec 'Age d’Orles lles des Bienheureulngulee Fortunateet
autres Champs Elysées I'élément d’harmonie et d&ntement pacifique. Dans ces espaces,

! Université Babes-Bolyai, Cluj-Napoca, Roumanie, E-m@ibrinBraga@yahoo.com

2 Pour différencier entre 'utopie comme genrerttie et l'utopie comme théme littéraire (royaurneciié
imaginaire), nous allons écrire la premiére avenustule (utopie) et la deuxieme avec majuscule
(Utopie).

8 Lyman Tower SARGENT, « Utopian Traditions: Thensesl Variations”,in Roland SCHAER,
Gregory CLAEYS & Lyman Tower SARGENT (édYtopia. The Search for the Ideal Society in the
Western Worldpp. 8-17.

4 Voir Marina SCRIABINE, « Age d'or et création artiglie »,in Maurice de GANDILLAC &
Catherine PIRON (éd.),e discours utopiquepp. 421-437.
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tout un chacun est en paix avec soi-méme, avetrliaet avec la nature environnaht€es
paradis paiens sont des espaces compensatoirs)tquublier les adversités et les malheurs de
I'Age de fer présent, de méme que les utopies iesait, dans les termes de Lewis Mumford,
une fonction d'évasion, de fuite de I'histéir€ependant, cette recherche d’un ailleurs libéré d
mal et de I'angoisse comporte d'orientations diffées. Si 'Age d’Or suppose un retour en
arriere (dans le sens jungien deegressus ad uterus) vers I'«illud tempus» d’'une enfance
utérine de I'’humanité, I'Utopie est dirigée versfildgur, vers une maturité consciente et
responsable, qui permet une approche rationnadleatdlits et des problémes de la’vie

On retrouve ainsi la bifurcation du vecteur tempopa sépare I'Eden biblique et
I'Utopie. Et de fait, en tant que places eschafqlags paiennes, les lles des Bienheureux, les
Champs Elysées ou les lles de Chronos partageotl@avearadis toutes les caractéristiques
religieuses qui distinguent celui-ci de I'utopacreé / profane ; espace surnaturel / espace Inature
transcendance de la condition commune / persist@damte 'immanence ; intervention divine /
activité humaine ; fatalité / volontarisme ; nathulture, etc. Pierre-Francois Moreau résume
les différences entre 'Age d’'Or et I'Utopie en lécrivant comme « réve de paysan » contre
« réve de technicierf»Evidement, « paysan » et « technicien » ne désigpas des classes
sociales (a I'Antiquité comme a la Renaissancenythe de I'Age d’Or ou I'Arcadie étaient
plutdt des constructions de théologiens et de pate du grand peuple), mais des typologies
individuelles, a savoir la propension « naturist@oestalgique et élégiaque, et la propension
« civilisatrice », dynamique et enthousiaste.

Jean-Jacques Wunenburger rehausse la distinctiorplus haut degré d’abstraction,
affirmant que dans les deu@poi sont opposés I'état de nature et I'état de culturde
mythe de I'’Age d’Or désigne donc une époque olnfamité était censée vivre sans artifices,
sans inventions techniques, mais aussi sans imstig) sans médiation des lois, une sorte
d'état de nature opposé a la culture. L'Age d'@cpde donc le moment ou 'lhomme est devenu
un étre historique en accédant a un développermelnt, dit de civilisation % On comprend
alors pourquoi le Nouveau Monde et le « primitivismont pu susciter, a c6té du mythe
édénique, les fantasmes ambigus d’'un Age mirifigubeureux, certes, mais duquel toute
une évolution historique et civilisatrice, aveadjoeil correspondant, séparait les Européens.

Aux imaginaires classique et chrétien du lieu pgaiaglue, les mythologies celtique et
nordique ont apporté leurs propres contributioggiritives. Infusées dans la littérature
médiévale par les moines, les érudits et lesdit&s insulaires, la « matiere d'Irlande » puis
celle de Bretagne ont enrichi la « pensée enchantiel’Europe avec les images du Mag
Mell, de I'lle des éternels jeunes, de I'lle demifiees, de O'Brasil, de I'’Avalon, du Royaume de
Féerie. Bien que christianisés (I'lle des vivantsté adaptée comme I'lle promise ou I'lle
du Paradis terrestre d’Hénoch et Elie), s n'ont pas cessé de hanter la fantaisie des
explorateurs de la RenaissatfcAutant les millénarismes religieux que les utspseciales
expérimentés en Amériques se sont nourris et degsefiés sur les fantasmes suscités par
le Nouveau Monde.

5 Krishan KUMAR, Utopianism p. 18.

® Se basant sur la distinction freudienne entrerilecipe de plaisir et le principe de réalité, Lewis
MUMFORD, The Story of Utopias. Ideal Commonwealths and Sbtyjths p. 21, partage les utopies
en «utopias of escape et «utopias of reconstruction.

" Raymond TROUSSON/oyages aux Pays de nulle past 20.

8 Pierre-Frangois MOREALULe récit utopique. Droit naturel et roman de I'Etap. 32-33.

® Jean-Jacques WUNENBURGERne utopie de la raisqmp. 28.

10 Corin BRAGA, La quéte manquée de I'Avalon occidentaleap. 4.
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A la Renaissance, les traditions paiennes redédmsyeautant gréco-latines et
orientales que celtiques et germaniques, ont néairtieme du « paradis magique ». Les
romans d'aventures et les gestes fantastiques ef@gjiDannoys et de Huon de Bordeaux
avaient réussi a amalgamer I'Avalon celtique ala®iarterrestre dans I'image du Pays de
Féerie ou Pays des merveiffes_es grands textes renaissants et baroquesCulardo
furieuxde I'Arioste a laFairie Queeneale Spenser, désisiadesde Camdes a l&rusalem
libéréede Tasso, pullulent d'lles de sorciéres et d’enthas. En contraste avec 'utopie,
ces iles enchantées se rangent toujours dansifeotae destopoi religieux, comme le
Paradis terrestre, mais ne sont pas subordonnéew &héologie stricte, comme celle
chrétienne, sinon a I'imaginaire grouillant deHadrie magique des correspondances.

Cependant, a la différence du jardin d’'Eden et di€Mum, dans le paradis magique,
comme en Utopie, c’est 'homme qui dispose de [zacaé démiurgique de modifier et de
controler la nature selon ses propres désirs. @eopoconstructif est de nature merveilleuse,
surnaturelle, dans le cas du paradis magiqueti@malle et technique, dans celui de I'Utopie.
De plus, les ambitions du mage sont toujours daenaidividuelle, alors que celles de 'utopiste
sont collectives, impliquées dans le sdgial

Deux variantes laiques des paradis mythiques sdPays de Cocaghieet I'Arcadie.
Apparue a la fin du Moyen Age, la vision du PaysCdeagne compensait fantasmatiquement
les grandes privations d’'une époque de pauvretélisdttes et d’épidémies dévastatrices,
de conditions de travail trés dures, ainsi que e’'morale sexuelle exigeafite« Pays ol
coulent le lait et le miel »Schlaraffenlandou Pays de fainéants, Cocagne a été analysé
comme un réve matérialiste, grossier, touchantraarques du corps, en opposition avec
les réveries spiritualisées sur le bonheur, I'harimol’éternelle jeunesse promises par les
paradis classiques. Arthur Leslie Morton, par exempbserve que I'Eden chrétien, situé a
I'Est dans une nature plutét arcadienne, suggerdéaal de constriction, de suppression des
besoins physiques, alors que le Pays de Cocagné, &il'Ouest, dans une nature plutét
exubérante, implique une expansion gigantesqueddess et leur assouvissement non
moins pantagruéliqd2

Une lecture psychanalytique verrait dans Cocagree rémerie de régression au
sein maternel. « En effet », commente Frédéricktdmi, « le theme du pays de Cocagne est
intimement lié & celui de I'avalement. Les pers@asaqui ont acces a ces lieux privilégiés
vont pouvoir manger et boire tout leur sodl, ea&Ens exercer le moindre effort puisque la
nourriture leur arrive droit dans la bouche. D&iilts, des qu'ils ont fini de se repaitre, ils
ont tout loisir de s’endormir aussitét. lls sontndorevenus a I'état foetal. Le pays de
cocagne est I'image du ventre maternel, c'est-@-tbr réve que I'homme jeté dans le
monde caresse de revenir & la paix profonde destatipn 3°. Ceci dit, il serait peut-étre
plus approprié de voir dans Cocagne non une intteaénerie infantile, mais le symptdome
névrotique de toute une société harcelée par lméam

1 |bidem chap. 3.
12 Raymond TROUSSON/oyages aux Pays de nulle pat 21.
13 Pour un survol général du théme, voir Giovanni CAEGNO, « Storia e geografia del Paese di
Cuccagna »n G. Barberi SQUAROTTI, (éd.),mondi impossibili : 'utopiapp. 31-47.
14 Jean DELUMEAU (éd.)l.a mort des Pays de Cocagmpp. 13-14.
15 Arthur Leslie MORTON;The English Utopiap. 18.
16 Frédérick TRISTANLe monde a I'enverp. 40.
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Cependant on n’'a pas assez insisté sur les élémemsntinuité qui lient le Pays
de Cocagne au Paradis terrestre médiéval. Un pdatiem anonyme du XVlisiécle met
clairement en relief cette filiation. Appelant araginaire des explorations, le poéte décrit
« un nouveau monde découvert dans la Mer Océ€dn@®s; cette lle de Cocagne emprunte
beaucoup aux descriptions du Paradis terrestréegueaditions irlandaises et britanniques,
comme par exemple Ranthéonde Gottfried de Vitertd avaient resitué dans les brumes
de I'Océan. Beau, immense, « bien égal » (c’estedédjuilibré en relief), parfaitement tempéré
(« a nul moment il ne fait ni chaud ni froid »)eawne nature en permanente efflorescence,
ne connaissant ni chagrin, ni mélancolie, ni arggmisi mal, ni maladie, ni mort, cette fle-
montagne rappelle immanquablement les Edens mesitite la littérature celto chrétienhe
C’est ce cadre édénique que le poéme commencepirewec les éléments d'un paradis
culinaire implanté dans la géographie : une morgadm fromage rapé avec un chaudron
d’'un mille de diamétre au sommet, duquel se démedes macaronis chauds, un fleuve de
lait entre des berges dieotta, des arbrisseaux portant perdrix et chapons ayisint, des
rameaux pour lits et feuilles pour draps, maisansrepur, etc.

Avec I'Utopie, le Pays de Cocagne partage un gotlcemtrisme antichrétien et le rejet de
l'au-dela en faveur de l'immanence et de la mditéiaussi que quelques traits secondaires comme
la communauté des biens. Toutefois, les solutimaginaires que les deux donnent aux besoins et
aux désirs humains sont en général antipodiquagveede Cocagne implique un fantasme de toute-
puissance magique : 'lhomme n'a qu'a formuler desrsl pour que ceux-ci sS'accomplissent par la
participation mystique d’'une nature complaisanteorinme se pose en un Dieu de la matiere, qui
dispose du pouvoir de concrétiser ses moindrelepsiist appétits. Il serait mieux de dire un Dieu d
linconscient, car son logos créateur est ce gerdrappelle le « principe de plaisir ». En revanche
I'Utopie est un réve éveillé, un projet lucide, sisoumet au « principe de réalité » et auxatms
contingentes. C’est pourquoi I'Utopie implique fiet constructif et le travail collectif, qui chaerg
la nature par l'industrie et non par la magie.

Comme l'observe Raymond Trousson, le Pays de Cecagh matérialiste et
anarchique, alors que I'Utopie est ascétique efripéte, méme totalitaifé L'imagination
épicurienne du premier est libre de toute congadhise situe dans le présent immédiat du désir ;
I'effort constructif de la deuxiéme est obligé desoumettre aux lois de la plausibilité, et
c’est pourquoi I'Utopie est d’habitude repousséesdan futur nécessaire a I'accomplissent
des projets. Cocagne est un pays de la gratuité et de I'ateida jouissance sans effort,
tandis que I'Utopie a une sobriété monastique etulte religieux du travail. C'est, selon
Alexandre Cioranescu, I'opposition entre « I'indivel et crapuleux et le collectif et ascétique :
d’'un coté les abeilles qui ramassent et ne prdfites, de I'autre les bourdons qui profitent
et ne ramassent jamais.»Ces distinctions suffisent pour distribuer le Msigre de Théléme,
gouverné par la devise « Fais ce que vouldrasns Baclasse des Pays de Cocagne, bien
gue l'invocation par Rabelais de I'Utopie de Morduit en erreur maints théoriciens, les
obligeant de créer po@argantua et Pantagrueine rubrique a part dans le genre utopique.

7 Poésie en tercets décrivant un Nouveau Monde dédodans la Mer Océanén Adelin Charles
FIORATO (éd.)La cité heureuse. L'utopie italienne de la Renaissa I'Age baroquepp. 302-305.

18 Gottfried de VITERBEPantheonin Joannes PISTORIUSermanicorum scriptorum

19voir Corin BRAGA, La quéte manquée de I'Avalon occident&liapitre 2.

20 Raymond TROUSSON/oyages aux Pays de nulle pat 21.

2L Ruth LEVITAS, The Concept of Utopja. 193.

22 Alexandre CIORANESCUL 'avenir du passé. Utopie et littératungp. 58-59.
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L'Arcadie représente un lieu idéal plus raffinéusgplspiritualisé que le Pays de
Cocagne. Elle en est la « version aristocratiqlmwesgondant aux besoins fantasmatiques
des gens situés a l'autre extrémité de I'écheltsases®. Si en Cocagne la nature est une
matérialisation des désirs corporels, en Arcadie est un milieu ambiant qui permet
I'épanouissement complet de I'étre humain, physigusychique, moral et spirituel. Entre
I'homme et la nature régne une harmonie calme, sao&$’, méme une correspondance
biunivoque, chacun veillant et participant au bétre de 'autre.

L’Arcadie est une relecture renaissante et baralyumythe antique de I'Age d’Or,
une sorte de mise a jour de ce dernier a traveparadigme médiéval docus amoenus
En méme temps, elle est une alternative classteisdreuropéaniste aux « paradis sauvages »
fraichement découverts dans le Nouveau Monde. @rrgibvoir en elle une premiére forme
d’assimilation, dans les cadres d’'une figuratiadiionnelle et donc rassurante, du choc
culturel provoqué par le contact avec des sociéfg@smitives » et leurs pratiques sociales,
sexuelles ou vestimentaires apparemment prélapsdirgin, elle annonce et prépare en
quelque sorte, dans une forme modérée, tempéréangaethique chrétienne liminale,
I'imaginaire des libertins des siécles suivants.

De méme que les paires formées par le jardin d'Ed&Millénium ou 'Age d’'Or et
I'Utopie, I'Arcadie et I'Utopie sont, elles ausgiplarisées par la fleche du temps. Si I'Utopie
exprime un fantasme d'’identification a I'image dugopar I'auto-projection de I'utopiste dans la
posture de démiurge et de patriarche de toute amenanauté d'élus, donc de maturation
forcée et de fuite en avant, I'Arcadie manifeste«udésir régressif de retour au sein maternel,
symbolisé par les concepts féminins de terre onatfere $°. Si on reprend, avec Winfried
Schleiner, les termes de la psychologie de la Besmace, on pourrait dire qu'autant I'utopiste
gue l'arcadien sont des avatars du mélancoliques Easens de t}/é)e biliaire enthousiaste, qui
résout son mal de vivre par une inspiration séitrnéiste soit évasi

A cette différence d’orientation entre I'Arcadiel&itopie s’ajoutent autres traits
divergents. Northrop Frye en signale deux. Premiérd, si I'Arcadie met I'accent sur
l'intégration de 'homme et de la nature, I'Utopéxprime I'ambition de I'homme de
dominer la nature. Deuxiemement, si I’Arcadie seppise de satisfaire, mais sans exageérer,
les besoins pléniers de l'individu, I'Utopie impodeses habitants une contrainte et méme
une ascése volontaire, dans un sens monastigueC. Davis ajoute que, si les deux genres
sont une critique des institutions sociales extswncelui pastoral rejette toute forme de
civilisation et d’organisation collective, alors eqlfutopien propose un systeme global
perfectionné®. C’est la dimension civilisatrice et culturelle l&ictivisme rationaliste et
technologique qui séparent I'Utopie des paradis$ faits, préexistants, comme le Pays de
Cocagne et I’Arcadie, qui ne demandent que de mauaux souhaits humains. En un mot,
si le Paradis, I'Age d'or, le Pays de Cocagne Atdadie sont des « espaces heureux » ou
I’'homme vit en harmonie avec la nature, « le dissaopique, en revanche, se fonde sur la
dissociation de 'homme avec son espace environsarit’Utopie est une anti-nature.

2% Roberto BERTINETTI, Angelo DEIDDA & Mario DOMENICHELLIL'infondazione di Babele :
I'antiutopia, p. 111.

24 3. C. DAVIS,Utopia and the Ideal Societp. 22.

%5 Claude-Gilbert DUBOISProblémes de I'utopje. 6sqqg

26 Winfried SCHLEINER Melancholy, Genius, and Utopia in the Renaissapc€04.

27 Northrop FRYE, « Varieties of Literary Utopiasim Frank E. MANUEL (éd.),Utopias and
Utopian Thoughtp. 36.

28 3. C. DAVIS,Utopia and the Ideal Societp. 24.

2 Fernando AINSALa reconstruction de I'utopjep. 47.

109



CORIN BRAGA

Enfin, on pourrait discerner dans l'archipel depoi qui ceinturent l'utopie un
théme qui s’est gagné une incontestable autonoveie las explorations de la Renaissance.
Il s’agit de ce que les analystes traitent sousa@gorie d'« exotisme américaiff >et
encore de « primitivisme », plus exactement dedldm que les Européens s’étaient fait de
I'organisation sociale des « bons sauvadgédsimpact de la découverte du Nouveau Monde et
les changements que celui-ci a provoqué dans laafiténde I'ancien continent a modifié
les projets utopiques au¥si_a figure du bon sauvage, avec ses péripétiesihises (premiére
période de gloire a la Renaissance de Colomb adigmet, éclipse a I'’Age baroque et classique,
deuxiéme période de gloire aux Lumieres, etc.yop@sé un mode de vie différent de celui
européen, naturiste, sain, sage, adanifque

Le dispositif spéculaire mis en place par le dissauprimitiviste » est similaire a
celui utopique : une société meilleure située danau-dela géographique, offerte comme
un modéle contrastant pour la société européennimporaineles Dialogues avec un
sauvagg1703) du Baron de La Hontan olSepplément au Voyage de Bougain\illé72)de
Diderot mettent en scéne des confrontations diglegudes faux dialogues cependant,
comme le montre Jean-Michel Rac&{jlentre le « sauvage » et le « civilisé » qui serve
de miroir pour renvoyer une série de critiques évdisation européenne et pour proposer
une maniére différente de vivre.

Les différences entre la « société primitive »\étdpie concernent évidemment le
type de civilisation préconisé par le « bon sauvagé I'utopiste. Rejetant les complications
sociales et psychologiques de I'urbanisme, de Hiéoue technologique et de la science,
des institutions politiques et administratives, d&sarchies compliquées et de la morale
sophistiquée de I'européen, la « société primitivest plus proche de I'Age d'Or et de
I'Arcadie. Elle trouvera, certes, un écho dansuiepies physiocrates des siécles suivants.
Mais les dissemblances restent tout aussi évideatesommencer par les orientations
temporelles divergentes : régressive et passéistdg« primitif », progressiste et évolutionniste
pour I'utopieri®. Dans son livre sudtopie et primitivismeChristian Marouby a pu méme
voir dans I'utopie une réaction a la découvertdlduveau Monde et a la menace impliquée par
la confrontation avec les cultures autochtonesptaget de I'utopie serait un symptéme
paranoiaque de protection, par inflation ratioredtice a la peur de I'autre, du primitif, de
la personnalité d’ombre que le « civilisé » maintieefoulée en lui-ménie

Peut-on pousser plus loin encore les distinctiom® aitopie et genres apparentés ? A
la Renaissance et a I'Age classique, par exempf&rehts théoriciens ont pu isoler
I'Utopie de More des « cités heureuses » de la tradiierine ou desideal commonwealths
anglaises. Les premiéres prennent souvent I'exem@leépubliques et d’états existants,
comme Venise, Genéve, Hollande ou San Marino, demtéduisent des modéles idéaux.

%0 v/oir les livres, assez vétustes idéologiquemeatGibert CHINARD, L exotisme américain dans
la littérature francaise au XVisiécle d’aprés Rabelais, Ronsard, Montaigne, ett'Amérique et
le réve exotique dans la littérature francaise atilXet au XVIIf siécle

31 Voir Geoffroy ATKINSON, Les Relations de voyages du X\iécle et I'évolution des idées
Chap. IV « Le bon sauvage ».

32 voir William BRANDON, New Worlds for Oldpp. I1X sqq

33 \/oir Henri BAUDET, Paradise on Earth

34 Jean-Michel RACAULTNulle part et ses environpp. 243-257.

35 Henri BAUDET, Paradise on Earthp. 35.

36 Christian MAROUBY ,Utopie et primitivismepp. 41-55.
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Autant dans ces cas que dans ceux deerfect moral commonwealtbs la différence face
aux « pays de nulle part » est donnée par la dioerde véridicité et d’applicabilité. Si
I'utopie suppose un rejet et une reconstructiodadsociété européenne, les deux autres
typologies acceptent I'ordre social et politiquéstant et proposent seulement des réformes
morales et des améliorations institutionnéfies

A partir du XVII® siécle, des nouvelles espéces et variétés utapiguiefait leur
apparition. Les plus célébres sont les « pansophig®pies du savoir universel ou I'éducation
joue le role essentiel pour une réforme moralelgvéma celle sociale, inspirées autant de la
Nouvelle Atlantidede Bacon que de la société secréete des Rosicsudiena utopistes de la
Révolution anglaise proposent desommonwealths, qui sont trés proches des programmes
législatifs et sociaux des sectes protestantesilénanistes. Avec la création de la Société
Royale commencent & pulluler les projets dpsojecteurs», que Swift prendra un peu plus
tard en dérisiofi. Les Lumiéres imposent des utopies réformisteévelutionnaires et, avec
lidée de progrés, apparaissent lashronies Situées dans le futur ou dans des histoires
alternatives, sous la terre, sous la mer ou darnsdeétes, les utopies ne cessent de proliférer.

Néanmoins de telles catégories semblent plutbidésesubdivisions et des tropismes
de l'utopie, et non des genres autonomes. La rigduetdétique de I'utopie comme genre
littéraire peut donc s'arréter ici. Les cités heses de la Renaissance, les « commonwealths »
et les pansophies anglaises, les propositionsmiéfims anticipant la Révolution francaise, les
utopies souterraines ou astrales, les uchroneg)esont que des variétés du genre utopique.

Sur la base d’une telle déduction descendantegxausion et délimitation des
genres connexes, plusieurs théoriciens ont propesd&éfinitions restrictives pour I'utopie en
tant que genre littéraire. Pour Glenn Negley, Ritoest « une ceuvre de fiction (distincte
donc des traités et des dissertations politiqueBg ;décrit en détail une communauté ou un
état, indifféeremment si celui-ci se limite a unipgroupe ou s’amplifie au monde et a
l'univers entier (ce qui fait qu'une déclaration piencipes ou une proposition de réformes
procédurales n'est pas une utopie) ; son themdaestructure politique de cet état ou
communauté fictive (ce qui fait que la simple rabimade, le récit d'aventures ou la fantaisie
scientifique ne peuvent étre qualifiés d’utopie¥) »

Jean-Michel Racault avance une définition plusyditple. Dans sa formulation,
« I'utopie narrative implique le recours au récé Qui exclut les exposés purement didactiques
des utopies-programmes). Représentation d'un mbcitife I'utopie cherche a susciter par
I'écriture le tableau détaillé et concret (ce quplique le recours a la description) d’'un
monde imaginaire complet (ce qui exclut les desomg portant seulement sur des points
particuliers), plausible (ce qui implique la reattes d’'uneffet de régl autonome (cette
autonomie étant manifestée par la cléture spatialautarcie d’'un univers autosuffisant),
cohérent (ce qui exclut la fantaisie pure) et ssusix lois physiques du réel (ce qui exclut
la féerie et le merveilleux). Le monde utopiquelestité par une collectivité (ce qui exclut
la robinsonnade purement individuelle) nettemedividualisée et particularisée (ce qui
exclut les tableaux d’'une humanité abstraite eég@a), formée d’'étres raisonnables. Cette
collectivité est régie par une organisation exfgiaétaillée (ce qui exclut la pastorale),
saisie dans son fonctionnement concret (ce quitehesl codes législatifs et les projets politiques,
dont l'organisation est seulement programmatiqueat@nnellement justifiée par le bonheur

7. C. DAVIS,Utopia and the Ideal Societpp. 27-31.
38 Keith THOMAS, « The Utopian Impulse in Seventee@émtury England »in Dominic BAKER-
SMITH & C. C. BARFOOT (éd.)Between Dream and Nature : Essays on Utopia anddpigst
%9 Glenn NEGLEY Utopian Literature p. XII.
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gu’'elle apporte aux citoyens, la puissance quasigure a I'Etat, ou encore par sa conformité a
guelgues grandes valeurs fondatrices : Nature,oRaiustice. La justification rationnelle
de I'organisation permet de différencier I'utopie miythe, dans lequel la justification est de
nature transcendanté®»

Enfin, Raymond Trousson entreprend une démarchiaiseénau terme de laquelle il
conclut gu'on peut parler d'utopie lorsque, « dinsadre d’un récit (ce qui exclut les traités
politiques), se trouve décrite une communauté (texglut la robinsonnade), organisée selon
certains principes politiques, économiques, éthiguestituant la complexité de I'existence
sociale (ce qui exclut le monde a I'envers, 'Adg@rl Cocagne ou I'Arcadie), qu’elle soit
présentée comme idéal a réaliser (utopie positoze)comme la prévision d'un enfer
(antiutopie), gu’elle soit située dans un espa&el, imaginaire ou encore dans le temps,
qu'elle soit enfin décrite au terme d’un voyage ginaire vraisemblable ou noi'»
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LE FRANCAIS ET L'ITALIEN : DEUX DESTINS LINGUISTIQU ESET
DEUX REALITES CULTURELLES DIFFERENTES. ELEMENTS POU R
UNE APPROCHE COMPARATIVE.

LOUIS BEGIONI !

ABSTRACT. French and lItalian: Two Linguistic Destinies and Two ifferent Cultural
Realities. Elements for a Comparative Approachhe objective of my article is to reflect
upon the linguistic situation of French and Italidihe research would like to establish some
elements of comparison starting from the most itaporsectors of linguistics : synchrony,
diachrony, and sociolinguistics. The article conegathese two situations not only by
considering the history of the two languages aedwlo countries but also by insisting on the
differences of structuring on diatopic and diagtrégvels. The main differences that result are
the following : due to political, cultural, lingtiis and administrative centralism French has cdeate
a standard French based on the linguistic modefighed by Paris while Italian, which is at its
origins the Toscan language, forms itself with acammom vivacity from different regional
variants. The present development of Italy revealsigns of standardisation, on the contrary...

Key Words: diachrony, synchrony, Romance dialectology, siogjalstics, language politics,
geolinguistics, comparative linguistics of Romalaguages

Introduction

Lorsque I'on observe aujourd’hui la situation lirgligue de la France et de [l'ltalie, on est
frappé par la différence des références. En Frdactancais parisien constitue un modéle
linguistique incontesté qui a acquis, au courstdgtdire un statut de langue standard, méme si
de trés nombreuses variations diatopiques et di@gtes existent, il n’en va pas de méme en
Italie ou le toscan littéraire choisi comme langagionale a I'Unité du pays n'a jamais pu étre
considéré comme un modéle de référence. Seule at@ntes régionales d'italien ont une
existence attestée face aux trés nombreux dialgtessde 2500 d’apres la derniére enquéte de
I'lstat coordonnée par Tullio De Mauro). Cette aitan est trés originale en Europe et les
locuteurs italiens sont au moins bilingues (sasft@scans). Dans notre présentation, nous
préciserons quelques caractéristiques de la situlitiguistique de la France d'aujourd’hui
et nous analyserons avec plus de précision latisitugalienne qui nous semble bien plus
complexe et présente des éléments extralinguisti(grre autres, culturels et politiques qui
peuvent nous donner de précieuses indication&senir linguistique de ce pays.

Les principales caractéristiques de la situation figuistique de la France

Un modele linguistique pour la France : le francajgarisien, langue standard ?

On peut affirmer aujourd’hui que le frangais pans« moyen » - sur le plan
sociolinguistique — peut étre considéré commedechiis standard. Ce sont des critéeres d’ordre

1 Professeur, Université de Roma Tor Vergata, E-rhaifionilo@voila.fr
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historique, sociologique et culturel. Paris, cdpitde la France, a toujours représenté le
centre d’'une nation qui s’est construite a tralesssiecles. Avant d’'étre la capitale, Paris a
d’'abord été la capitale de I'lle-de-France et saylee (variété régionale de langue écrite) a
acquis un grand prestige avec I'extension du powaitique des rois de France. Le francais
devient langue nationale sous Frang6isitec le décret de Villers-Cotterets (1539). Taitef
I'hégémonie du francais de Paris date surtoutégmtjue de Louis XIV au cours de laquelle la
centralisation administrative commence a se mettrelace. A la Révolution de 1789, ce
processus s'accélére. Le francais devient en gqeealqre la langue du peuple. Au XIXéme
siécle, Paris croit rapidement. Toutes les voiesalemunication, routiéres et ferroviaires,
vont y converger. La capitale devient le siegegileades administrations, le centre de toute vie
politique, culturelle et artistique. Sa suprématiurelle et linguistique va s’affirmer jusqu’a
nos jours.

Le francais et les langues régionales.

Cette situation de centralisme culturel et lintgige ne signifie pas que les langues
régionales, dialectes et patois aient disparu lemm@ant. Bien au contraire, le bilinguisme
généralisé va caractériser la France jusqu’au diibbatXéme siecle. A partir de la Premiére
Guerre Mondial& I'usage des patois commence & diminuer. « Le mmewt s'est ensuite
accélérer par I'effet de la multiplication des mayele communication de masse, instruments
puissants de diffusion du francais Malgré ce déclin, les patois n'ont pas dispatusepuis
1996, la délégation générale a la langue frangetisrix langues de France a été chargée,
entre autres, de valoriser le patrimoine cultungd gonstituent les langues régionales et
minoritaires en France (http://www.culture.gouw@iture/dglf}.

Peut-on parler de francais régional ?

Le fait que, dans de nombreuses régions de Framcparle la langue francaise
avec une prononciation particuliére, un lexique remig aux patois et parfois des structures
morphosyntaxique propres, nous conduit & acceptéalité durancais régional Toutefois, il
ne constitue pas une langue différente du fraeqgiss a I'école mais une variante qui posséde
donc des caractéristiques linguistiques propresearégion donnée. Plus on s’éloigne de la
région parisienne, plus ses variations s'accent@&ast surtout le cas dans le domaine d’oc,
dans le sud de la France.

La variation diastratique.

La standardisation du frangais peut étre égalen@riestée lorsque I'on examine la
stratification sociolinguistique, en particulierndales zones trés urbanisées. Les phénomenes
linguistiques liés a la « ghettisation » des baekesont de plus en plus importants. Le francais
standard tend a concerner le code écrit alorsepiédhanges oraux subissent de plein fouet
les différences sociales de la société francaiger Ee type d’analyse, nous renvoyons aux
travaux de Claire Blanche-Benveniste et de Frarg@adet (voir en bibliographie).

2 Walter, Henriette (1997):e francais dans tous les sefaris: Robert Laffont; 114 - 119.
3 Walter, Henriette (1997):e francgais d'ici, de la, de la-ba®aris: JC Lattes: 107.
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La situation linguistique de I'ltalie.

Lorsque que I'on compare la situation linguistigled'ltalie a celle des autres langues
européennes, on peut constater que le contexteidtigue italien présente une complexité
due en grande partie a I'histoire de la constractle I'Etat italien. Les changements de la
société italienne au cours des 150 derniéres arome=u d'importantes conséquences sur
le plan des pratiques langagiéres.

Notamment depuis 50 ans, le développement éconengigiextension de la radio
et de la télévision ont contribué a une plus gratiffasion de la langue italienne dans la
plupart des situations communicatives. Pourtastdiglectes n'ont pas disparu et de nouveaux
équilibres se sont constitués entre les dialecEmuk, les dialectes régionaux et ce que nous
appellerons l'italien parlé dans les régions, ezslire I'italien régional. Il faut souligner le
fait que les locuteurs italiens sont encore largegnbdingues voire trilingues — lorsqu’ils
parlent plusieurs dialectes ou des langues étrasgeu minoritaires présentes sur le
territoire italien — et la derniére enquéte detditslont nous avons parlé dans l'introduction
a montré qu'il existait encore plus de 2500 diaean ltalie et que les locuteurs italiens,
certes, parlent de plus en plus italien, mais avegsage alterné italien/dialecte.

Face a la complexité de cette situation, nous essa de définir la structure
linguistique du territoire en examinant les nivedes plus importants de son articulation
linguistique :

l'italien national (standard ou néo-standard),

I'italien régional,

le dialecte régional,

le dialecte local.

Pour ce faire, nous prendrons en considératiomdetdreuses interactions qui existent
entre ces différents niveaux, ainsi que les compesaextralinguistiques pouvant aider a
comprendre le fonctionnement du systéme linguistitplien dans un équilibre, par définition,
instable.

Comment pourrait-on définir I'italien standard ou éo-standard?

Se confond-il avec ce qu'on appelle l'italien coommet l'italien national? En régle
générale, dans un pays donné, la langue standandeeforme linguistique normalisée qui ne
prend pas en considération les variations localemoiales et qui est employée couramment par
les gens de ce pays. Puisgu'elle est répanduepanddias, I'école, les institutions officielles,
cette langue tend a réduire les différences litiquiss régionales et locales. La langue écrite
aussi peut certainement entrer dans cette définfiitest le cas de la situation linguistique de la
France, ou, comme nous I'avons précisé plus haftahcais standard existe aussi bien a l'oral
gu'a I'écrit. Apres la construction d’'un Etat naid centralisé et, surtout, apres l'institution de
I'école obligatoire en 1880-1882, on a interditilisation des dialectes, des langues régionales
ou étrangéres parlées sur le territoire natior&afrancais standard est identifiable avec la langue
qui est parlée a Paris, c'est-a-dire au centreadwvqir politique, économique et culturel. En
Grande-Bretagne, méme si, au niveau régional,dgations linguistiques restent importantes,
I'existence de I'anglais standard est indéniabkechs de I'Allemagne aussi est particulier
puisque la langue standard y a été définie graaal#fusion de la Bible de Martin Luther,
notamment dans le systéme éducatif. Si, par contres prenons la définition de F. de
Saussure de languecomme un systeme de relations ou, plus préciséo@nine un systeme
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de systémes reliés les uns aux autres et commbgisseamble des locuteurs d’une langue
donnée, nous sommes sans doute plus proches diéudéios linguistique de ['ltalie
d’aujourd’hui. La langue serait une sorte de sup@&tire commune a tous alors que les
réalisations régionales, locales ou personnellesidat Etre associées a la notiorpdeole En
effet, & partir de l'unification politique de I'lia en 1860, l'italien littéraire qui a été proposé
comme modéle pour la langue nationale s’est largémépandu aussi bien a I'écrit qu’'a
I'oral, et ses réalisations régionales possedestlides structuraux communs, parfois méme
forts, alors que nombre de leurs caractéristigestemt liées a des structures linguistiques qui
sont influencées par les dialectes régionaux atikc

Un peu d’histoire linguistique de I'ltalie

L’histoire linguistique de I'ltalie depuis son €ination politique présente beaucoup
d’analogies avec celle du monde romain. Le latifépse répand dans les provinces conquises
par Rome et, au contact de réalités linguistiqueslés, ce latin donne vie aux variétés
régionales et locales, qui, au fil du temps, senedues ces langues régionales, appelées, dans
I'ltalie unifiée, dialectes. Avec la réalisation Henité politique du pays, la langue littéraire
modelée sur le toscan archaique et imposée slariengtional entre en contact avec les réalités
linguistiques régionales. Aprés 150 années d'intienas, il en résulte déliens régionauou
variétés régionales d'italieaux caractéristiques qui changent d'une aire istigue a I'autre.

La diffusion de la langue de I'école et le dévelmpent massif demass media répandu
I'utilisation de l'italien également dans des diimas de communication trés courantes.

Dans ce contexte, les locuteurs qui avaient ungule régionale trés proche de la
langue littéraire — pour des raisons historiqudmgtistiques évidentes, c’est surtout le cas
de I'ltalie du centre — ont fait moins d’efforts ypocapprendrd’italien en gardant ainsi des
caractéristiques phonologiques, mais aussi morgiples et lexicales, qui sont parfois
plus marquées que celles des autres variétés edgiore phénoméne dit dedargia du
toscan actuel constitue I'un des exemples les plaijuants (prononciation du son [k] en
[h]; ainsi casa ‘maison’ se prononcera [‘hasa]), mais le toscasspde aussi d’autres
caractéristiques phonologigues qui le distinguesdt adutres italiens régionaux. La variété
d'italien parlée a Rome et dans une grande patti€atium constitue également un cas
intéressant puisqu'il s'agit d’'une sorte de calges variétés des dialectes de cette région,
qui a été transféré en italien. Il s’agit la d’uaradoxe tout a fait italien. Apparemment, plus
une langue régionale est proche du toscan lit&ramoins ses locuteurs s'efforcent
d’apprendrel’italien, et ses caractéristiques linguistiques, surtoumnplogiques, restent
plus marquées. Au contraire, mais toujours a ueauisuperficiel, plus une langue régionale
est linguistiquement éloignée du toscan, plus itaporest l'effort que doivent faire ses
locuteurs pour apprendre l'italien; parfois, caréas variétés parmi les plus éloignées du
toscan pourraient étre considérées comme linguestigntmeilleures Par exemple, c’est
ce que l'on pense habituellement de litalien réglosarde. Pourtant, il faut étre trés
prudent puisque c'est justement dans cette variitélien, notamment dans laire
linguistique campidanienne (région de Cagliarisad de la Sardaigne), que nous trouvons
des constructions morphosyntaxiques, qui, commea tewerrons plus tard avec le cas du
gérondif, ont un sens si différent de celui desnfes toscanes qu’elles peuvent engendrer
des situations d’incompréhension sur le plan comeatif. Le toscan actuel ne constitue
donc plus le modele de l'italien standard qui $emaitrain de se standardiser. Il occupe une
position linguistique et géographique centraleresté nord et le sud, que nous retrouvons
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surtout dans la représentation mentale des locuttaliens pour ce qui est de la notion de
langue italienne nationale ou standard, mais quianeespond plus a la réalité linguistique
italienne d'aujourd’hui. Pendant des siécles, lescam a joué le rble de langue
supranationale pour l'intercompréhension entreclasses dirigeantes et les intellectuels;
aujourd’hui il a perdu ce statut et, a cause deimpsrtantes variations phonologiques, il
est relégué au niveau d'un italien régional, cedalturellement prestigieux et avec une
connotation puriste, mais ancré dans une régionnipst assurément pas le moteur du
pouvoir. Nous sommes d'accord avec Nora Galli (398fsqu’elle déclare que «come si
detto l'italiano € di origine toscana e deriva filatentino, ma non ¢ il fiorentino di oggi, né
ha mai coinciso pienamente col fiorentino neppuepassato’ C'était surtout une langue
écrite, appartenant a un registre littéraire, daratique de la haute société, présente dans les
centres urbains, qui employait de nombreux latiesmet qui subissait également
l'influence des autres villes toscanes ainsi queutles régions de la péninsule. L'italien
standard ou néo-standard (éventuellement en voistaledardisation) pourrait étre défini
comme l'extension aux autres régions de la vamétdte du toscan littéraire, avec une
adaptation régionale qui dépend du contact avestlestures linguistiques des dialectes
régionaux. Ainsi que nous venons de le dire, itréstdifficile de décrire de maniére exhaustive
cette languepseudo-standardOn peut pourtant en identifier, sans trop deidaliffés, les
structures syntaxiques et morphologiques mémes sidgations régionales ne manquent pas.
Au niveau phonologique, une description rigouraeste trés complexe notamment en ce qui
concerne le systeme vocalique. Il est possibleraigvér une solution capable de rendre
compte de ce systeme en adoptant la notion d’d@rohgme pour les voyelles d’ouverture
moyenne, ce qui permettrait de mettre en évidencgystéme vocalique tonique simplifié:

Une autre idée recue trop généralement répandtadieh standard correspondrait
au soi-disant italien du nord, c'est-a-dire a celeiMilan. Il n'y a aucun doute que, pour
des raisons extralinguistiques liées a I'histoira des formes de concentration du pouvoir,
l'italien parlé a Milan a acquis un prestige évidéviilan en tant que capitale économique
et capitale culturelle de la modernité constitugaigement sur le plan linguistique un modéle
de référence et exerce une importante force cétdrgur toute I'ltalie. Aujourd’hui, le pouvoir
économique représente un pble d'attraction extiaain® dans le monde entier et nous
pouvons le comparer au pouvoir politique et adnaig d’autrefois. Pourtant, la notion
d'italien du nord ne résiste pas a I'analyse listigiie. Les variétés d'italien que I'on parle a

4 Galli de’ Paratesi, Nora (1983)ingua toscana in bocca ambrosiargologna: Il Mulino.
Notre traduction : Comme nous l'avons dit, l'italigient du toscan et dérive du florentin, mais’estrpas
le florentin d’aujourd’hui, dailleurs, il na janmtotalement confondu avec le toscan, méme jpaskse.
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Venise, a Bologne, a Génes ou a Turin sont tré&geliftes entre elles et les formes linguistiques
qui les caractérisent sont liées au substrat didlet régional. Il est donc difficile d’accepter
I'existence d'un italien du nord homogene a I'asalyinguistique méme si de nombreuses
formes linguistiques présentent des similitudesecelles puisqu’elles appartiennent a des
aires géographiques proches.

L'italien parlé a Milan a acquis un prestige sé#fit pour qu'on puisse le confondre
avec un italien standard potentiel, mais celaast aucun doute d( a une italianisation précoce
du nord industriel, qui a donné lieu & une stargatidn également précoce de l'italien régional
de la région milanaise. De plus, ce phénoméne aestmpagné d'une volonté et d'une
conscience linguistique fortes. En d'autres terre@s,aire linguistique est la plus italianisée car
c'est la ou la nouvelle langue nationale s'estratfe le plus rapidement. Cette italianisation des
régions industrielles du nord est assurément dudesa paramétres socioéconomiques et
extralinguistiques. Ce phénomeéne est égalementtéeraa relation avec le désir de la petite et
moyenne bourgeoisie du nord industrialisé de Eliteder notamment par idéal d'identification
linguistique. L'émigration des populations du sedsve nord de I'ltalie dans les années 1950 et
1960 constitue une autre composante favorable déueloppement de litalien en tant que
lingua franca de communication dans les régions industrialiséééme si les médias,
notamment la RAI, ont contribué a la diffusion é¢te variété d'italien régional, on ne peut pas
affirmer qu'il corresponde a l'italien standard @ae que I'on pourrait appeler l'italien du nord.
La situation de cette région reste, d’un point de nguistique, trés diversifiée. Ainsi, d’'ouest
en est, les variétés régionales du Piémont et dééleétie gardent des caractéristiques
linguistiques trés différentes. Nombreux ont étéxcgui ont pensé que cette affirmation de
I'talianisation pouvait avoir pour conséquence uggression des dialectes — ce sur quoi il faut
étre trés prudent. Il est vrai que les dialectes swins employés surtout dans les situations de
communication officielles, administratives ou pesiennelles; toutefois, ce phénoméne ne peut
étre interprété comme une régression de fond, platét comme une redistribution des
situations de communication. Bien au contrairgyrlae de conscience culturelle, politique et
aussi linguistique des populations de I'ltalie durchest le signe de la vitalité des dialectes
régionaux et locaux, aujourd’hui pergus commeitiadtion d’une identité culturelle forte.

En revanche, comme nous l'avons déja dit, I'itatie Milan n’est qu'une des variétés
régionales qui s'est standardisée de maniére @éaoparticulier sur le plan phonologique. Il
indéniable que les systemes linguistiques du natato une influence considérable dans le
domaine de la terminologie spécialisée (indusé@®nomie, technologie, etc.); mais, comme
nous le savons, les influences lexicales ne santeaplus significatives dans le domaine de la
langue. Cela n’enléve rien au fait que la standatdin précoce de la variété milanaise lui a
conféré un grand prestige, notamment dans la @ffud’'un modele pour I'enseignement
de litalien a I'étranger. Méme si beaucoup d’egisents étrangers croient encore supériorité
et a lapuretélinguistique du toscan, le modeéle de référencdaegariété de type milanais
aussi bien sur le plan phonologique que morphosignte. Il n'est plus imaginable d’'insérer
dans les méthodologies d’enseignement de l'itdaegue étrangére des prononciations de
type toscan, romain ou napolitain. Cela non pas @esl raisons discriminatoires d'un point de
vue culturel, mais, plutdt, pour des raisons dedsan linguistique qui tiennent au niveau
de standardisation de l'italien de Milan, a songmat a des variables extralinguistiques
liées au pouvoir économique et au rayonnement tte udle en Italie et dans le monde
entier. Une solution linguistiquement et méthodimjugment plus acceptable serait de proposer
aux éleves d'italien langue étrangére un modeleréférence de type milanais pour
I'apprentissage phonologigue et morphosyntaxiques raussi de leur procurer du matériel
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écrit et audiovisuel, de leur donner acces awetésirégionales, par exemple a celles de
Toscane, de Rome, de Naples, etc. lls pourraiest piendre conscience du fait que chaque
locuteur italien parle un italien différent, c'esdire la variété linguistique de sa région.

Une autre remarque sur les idées recues conesrivdllences de litalien du nord sur
les autres variétés du centre et du sud. Nous presdieux exemples bien connus, I'un
morphologique, I'autre phonologique.

Le premier exemple est celui de la diffusion deggacomposé a la place du passé
simple pour exprimer un temps du passé avec lanvakpectuelle d’accompli. Dans ce cas,
l'opposition entre le nord et le centre ou le ssdévidente. Dans le nord, on emploie presque
exclusivement le passé composeé, alors que, dasentee et le sud, le passé simple tend a
étre conservé avec une valeur aspectuelle tresudamjaccompli (avec en toscan la regle
bien connue des 24 heures qui distingue plus nettefes deux emplois). C'est un fait,
dans les variétés méridionales aussi, on emploputeen plus le passé composé.

S'agit-il d’'une influence septentrionale? La potigé de conclure & une telle influence
doit étre traitée avec beaucoup de prudence. iestplus probable qu'il s'agit d'un phénoméne
de restructuration du systeme verbal présent déwsluition du latin vulgaire aux langues
et aux dialectes romans: I'opposition aspectuett®mpli/inaccompli exprimée par des formes
verbales synthétiques est remplacée par I'oppasftianes simples/formes composées ou
l'aspect passe au second plan. Dans cette nosuelidure, le passé simple devient une forme
verbale a valeur d’accompli qui est ressentie conmmiile puisqu’elle est synthétique.
D’ou la tendance a sa marginalisation.

Le second exemple est celui du passage du fs/dosdique sourd, typique du toscan et
des variétés du centre et du sud, au /z/ sonansi, An opposera [kasa] a [kaza]. Ce changement
aussi correspond moins a une influence des palleroord qu'a la tendance naturelle de cette
consonne a se sonoriser dans un contexte inteinpaesadui était déja présente en latin.

Cela dit, nous pouvons nous poser la questidati¢n standard existe-t-il vraiment?
Puisque, dans chaque région, le seul italien guepiarle est une variété régionale, personne ne
parle I'italien standard.

Ainsi que nous I'avons envisagé plus haut, l@alnational ou standard n’est qu'un
modele de référence s'appuyant sur la diffusiotodcan littéraire qui, au contact de différentes
réalités linguistiques, a donné naissance auxteariégionales d'italien. Pour sa part, I'italien
régional de Milan est celui qui, pour des raisorigaénguistiques, s'est standardisé le premier,
bien que d’autres aires industrielles du nord-oaiestt également connu ce phénoméne. Parmi
les causes que I'on peut souligner, nous souligisele développement économique, une vie
culturelle importante et, surtout a partir des asn&950, une immigration a partir d'autres
régions qui a contribué a la diffusion d’un italipartagé par tout le monde. Les variétés de
Florence et de Rome sont moins standardisées pomnoans deux raisons. La premiére, que
nous venons de rappeler, est la proximité linguistiau modéle national de référence — le
toscan — raison pour lagquelle les locuteurs dedeas régions font peu d’efforts linguistiques.
La deuxiéme concerne le prestige que ces deuxtésmoat eu dans le passé.

La situation italienne, trés particuliére et arae dans I'espace linguistique européen,
implique que la plupart des Italiens sont bilinguesire trilingues, puisqu’ils parlent
I'italien régional, le dialecte régional et, darssmbmbreux cas, également un dialecte local.
Les interactions linguistiques entre ces troisauxesont nombreuses et expliquent la variabilité
méme du phénomene. Ces influences ne sont paseaatidnnelles: I'italien régional agit
sur les dialectes autant que ceux-ci influencétatien régional.
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[talien —_— Dhalecte — Dialecte
reglonal - — regional — local

La situation linguistique italienne au niveau régnal

L'italien régional

Ainsi que nous l'avons déja expliqué, les locigelarsqu'ils choisissent de s’exprimer
en italien, utilisent leur variété régionale. Gatien prend les caractéristiques linguistiques
du substrat linguistique de la région.

Les variations phonologiques sont les plus fadlebserver lorsqu’on étudie I'une
de ces variétés. Comme nous l'avons déja rematgsié&systémes vocaliques comportent
les plus fortes fluctuations en particulier pows W@yelles ouvertes et fermées, pouvant étre
transcrites avec les archiphonémes /E/ et /O&<ellse réalisent ouvertes ou fermées selon les
régions et selon les influences dialectales. Peuqui est des consonnes, les variations sont
également importantes. Parmi les plus évidentass oiterons une fois encore les variétés
toscanes: le phénoméne deglargia, la prononciation deio (oncle) en [‘tsijo] au lieu de
[‘dzijo], cette derniere étant la caractéristiques diariétés septentrionales, et de nombreux
phénomenes de sonorisation intervocalique dansiices localités méridionales, par
exemple, on peut avoir [ammad’'dzare] au lieu denpat'tsare] (tuer).

Sur le plan morphosyntaxique, ces variations seoins nombreuses, mais elles
peuvent parfois déterminer des situations de conwation équivoques.

Voici quelques exemples:

— La généralisation du passé composé a la plagaské simple, que nous avons
déja évoquée.

— L'utilisation de deux verbesvoir 'un fonctionnant comme un auxiliaivere
l'autre, averci prenant le sens plein du verbessédecomme c’est le cas dans la plupart des
dialectes septentrionaux ainsi qu’en espagnol kegedeux verbelaberettener

— Dans la variété régionale de litalien sarde ddempen, la périphrase aspectuelle
utilisant le gérondif prend une signification diféte de celle des autres variétés régionales;
ainsisto venend@e suis en train d’arriverjenendmu venendo venendexpriment une action
dans un futur proche ou différé et I'action d’aenpeut se produire apres plusieurs heures,
ce qui peut engendrer de grandes difficultés damerprétation du message linguistique
avec des locuteurs d’autres régions.

— Un autre exemple observé au cours de nos redwesrr la variété de l'italien
de la région de Parme: il s’agit des formes vembatamposées d’'un verbe de mouvement
suivi d’'une particule post verbale — adverbe de.l@ans la plupart des variétés régionales
nous avons des structures telles godar via(s’en aller) buttar git(démolir, jeter vers le bas),
metter symettre en place) : par exempigtter su un negozi@uvrir un magasin), etc.

Dans litalien régional d’Emilie et en particulide Parme, nous avons des structures
analogues qui proviennent du substrat dialebiatar giupour buttar giu la pastgmettre
les pates a cuire dans I'ealgyar giu pourlavar giu i piatti (faire la vaisselle)cavarsi giu
(se déshabiller)star dietro a(étre en train de faire quelque chose), etc. Geststes trés
nombreuses dans les dialectes émiliens et plusrtagt dans le nord de I'ltalie influencent
largement ['italien régional, qui, & son tour, pauavoir des incidences sur les autres variétés
régionales; c'est par exemple le cashdétar giuqui est également employé en Toscane et
dans le Latium avec la méme signification.
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Dans un sens opposé, nous pouvons observer iiengds de ['italien régional sur les
dialectes, en particulier dans le domaine lexiailit le lexique lié au progrés socioéconomique,
technologique et scientifique est massivement etdnds les dialectes a travers [l'italien
régional:computer(ordinateur) television(télévision), etc.

Existe-t-il plusieurs variétés d'italien dans unéme région?

Au cours de nos recherches en Emilie, nous awoobsgerver dimportantes variations
linguistiques entre les différents départememioyincede Parme, de Reggio Emilia, de
Modéne, de Bologne). En effet, les interactionseeles dialectes de chaque département et
l'italien toscan peuvent donner lieu & des variantépartementales. Dans I'aire émilienne,
les différences linguistiques observées conceswettut le niveau phonologique, le lexique et,
beaucoup plus rarement, le niveau morphosyntaxique.

Le dialecte régional et ou départemental La sitmates dialectes dans les différentes
régions italiennes est complexe et trés diversifitalie des dialectes est certainement un
domaine d'études infini puisqu'on assiste a destdations, des influences et des changements
continuels liés a des paramétres extralinguistimstables. L'affirmation de ['italien régional et
départemental face a la grande variété des dislémtaux constitue la nouveauté majeure de
I'ltalie linguistique de l'aprés-guerre. Les intetians entre les dialectes régionaux /
départementaux et les dialectes locaux mettentidarie des forces centripetes vers les chefs-
lieux régionaux et départementaux, qui influeneenprofondeur les structures linguistiques des
dialectes locaux. Ces phénomenes, provoqués pachdegiements sociologiques, culturels,
administratifs, sont renforcés par la mobilité gepulations autrefois plus ancrées dans la
réalité locale. Le dialecte régional/départemesfeialent le point de repére.

Les dialectes sont-ils en train de disparaitrei?p@ue encore dialecte?

On parle souvent dans la presse italienne dejediion des dialectes. Méme dans ce
cas, il faut pourtant étre prudent et examiner @miére attentive la situation linguistique
de chaque région. S'il est vrai que I'utilisatioa Htalien régional se répand de plus en
plus, il est également vrai qu’il existe une revalation culturelle et linguistique des
dialectes. A ce sujet, la situation depl@vincede Parme est trés éclairante. L'intérét pour
la culture locale sous tous ses aspects (théétiecthl, musées ethnographiques, fétes, etc.)
a redonné une nouvelle vigueur aux dialectes, sanse plus aux dialectes régionaux/
départementaux qu'aux dialectes locaux. Dans lleees enquétes sur les dialectes, I'ISTAT
(Institut national italien de statistique) fait tetriple observationSi consolida l'italiano,
diminuisce l'uso esclusivo del dialetto, aumentesd alternatqIstat 2002). Cette tendance
indique pourtant que la diffusion de l'italien maegle pas, elle régresse méme entre 1988
et 1995 alors que la population italienne deviénetiou trilingue. En effet, ce phénoméne
peut s’expliquer par le fait que les enfants sapbeé deés leurs plus jeune age a:

— l'italien des médias télévisuels,

— l'italien régional et/ou départemental,

— le dialecte régional,

— et, parfois, le dialecte local.

L'enquéte de I'lstat ainsi que nos recherches 'sinelémilienne confirment cette
tendance, et cette situation linguistique et celieiapparemment complexe s’affermit et met en
évidence la grande flexibilité linguistique dediédias et I'attitude non normative, plurilingue et
multiculturelle qui a toujours caractérisé les pgafions italiennes. D'aprés I'lstat, 44,1% de la
population agée de plus de six ans parle en famileipalement litalien contre 19,1% le
dialecte. L'utilisation alternée de l'italien et dialecte en famille, avec les amis et avec d'autre
interlocuteurs atteint 92,3%. Ces données offasethontrent bien la restructuration en cours
des rapports existant entre l'italien et le diaeet non la mort des dialectes.
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La situation sociolinguistique de I'ltalie

Les modéles proposés dans ce domaine doiverrétisés en fonction des rapports
existant entre l'italien national, l'italien régalnle dialecte régional et le dialecte local. Sis
admettons qu'il nexiste pas d'italien nationahstardisé, nous nous apercevons que I'application
a I'ltalie des modéles sociolinguistiques habituystse de nombreux problémes. Dans la
langue écrite (ainsi que dans certaines situatiensommunication orales telles, par exemple,
les situations officielles et universitaires),st eossible de repérer des registres linguistigees
type soutenu ou littéraire. Le niveau standard oyen se réalise dans l'italien régional. De
leur coté, les registres linguistiques du typegydamilier et, surtout, populaire se réalisenhbie
souvent dans l'italien régional en incluant de noenla dialectalismes, ou directement dans
le dialecte régional ou local. Il est donc absutdeparler dtalien populaire de langue des
jeunes, comme certains linguistes I'affirment. Demslernier cas, les caractéristiques lexicales
communes a cette classe d’'age ne sont pas suéfsspour que I'on puisse parler d'une
langue des jeunes.

Ceux-ci continuent d'utiliser, et ce, de maniéteraée, I'italien de leur région ou
leur dialecte.

Cette situation, encore une fois complexe et nomdgéne, peut entrainer des
difficultés, par exemple, dans le domaine de lducdion. Comment traduire une insulte de
jeunes frangais d'une banlieue citadine qui diespéce de salaitlQue proposer igliacca?
ouli mortacci tuaainsi qu'on le dirait & Rome ? Si Paris et Romdentéme statut politique et
administratif de capitale, elles n'ont pas le métagut socioculturel, et faire un choix devient
alors tres difficile.

Cet exemple montre encore une fois que la sitdiiguistique de I'ltalie est le
résultat d’un équilibre linguistiquastablequi reflete la grande variété socioculturelle dyays
qui, heureusement, n'a pas connu et ne connaitsademite jamais l'uniformisation linguistique
qui a été réalisée en France. Nous avons affaire &ariété dans I'équilibre, dans le respect et
dans la tolérance qui fait aujourd’hui la forcé@tginalité de la situation italienne.

Nous nous proposons de définir un nouveau coneegiblinguistique qui nous
semble parfaitement adapté a la réalité italiecelej detolérance linguistiqueEn effet, depuis
l'antiquité, les locuteurs de la péninsule italiqoiet eu I'habitude de cétoyer différents
codes linguistiques: sous I'empire romain, les la@ggitaliques régionales et les variétés
régionales du latin, aujourd’hui, le dialecte Igdaldialecte régional/départemental (plutot
citadin), l'italien régional et I'italiemational néostandargexistant surtout a I'écrit et dans
les médias). Dans une telle situation, le locuitalien est naturellement bilingue voire
trilingue. Il est habitué a la variation linguisiig et n'est nullement choqué lorsqu'un
locuteur d’une autre région utilise une variétdéatién avec des différences phonologiques,
morphologiques, syntaxiques ou lexicales — d’ol grende tolérance au niveau de la
communication. Cette tolérance n’est pas simplermanthénoméne linguistique, mais un
phénomene plus vaste qui rend compte des diffésecgkurelles, sociales et donc aussi
linguistiques de I'ensemble des régions italienn@stte tolérance signifie également
respect sans renoncer a ses propres particularisanggis un Romain ou un Napolitain ne
se mettra a parler I'italien avec I'accent de Milan de Turin
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TRADUIRE LES CULTURES A TRAVERS LES TEXTES
LITTERAIRES

ARDIANA HYSO KASTRATI, ELDINA NASUFT'

ABSTRACT. Translating Cultures through Literary Texts. In this article, we seek to underline
the importance of cultural characteristics of a community, and to identify and explore the
multitude of cases in which the translator uses literal translation, thus showing double loyalty to
the original text. Even though in principle, the literal translation is considered “shameful”,
there are cases in which the translator conditioned by author’s insistence to emphasize the
cultural characteristics, decides to use literal translation in order to minimize the loss of
cultural nuances. The cases under investigation in the present article are “Broken April”,
“The Successor”, and “Chronicle in stone ” by Ismail Kadare.

Key Words: translation, cultural characteristics, literal translation

La communication étant une réalité quotidienne, présuppose une connaissance profonde
et sincére de la culture que nous allons croiser. Elle passe, avant tout, & travers 1’exercice de la
traduction et de la diffusion des ceuvres d’une certaine culture dans une autre. La traduction
constitue ainsi, I'un des moyens pour transmettre les discours culturels, en permettant la rencontre
des réalités culturelles différentes, tout en soulignant le réle considérable du traducteur dans
la culture d’arrivée.

Dans cet article nous avons I’intention de souligner 1’importance des traits culturels
d’une communauté et de montrer la multitude des cas ou le traducteur en restant doublement
fidéle a I’auteur, a recours a maintes fois a une traduction littérale. Méme si en principe la
traduction littérale est considérée comme « la honte » du traducteur, il y a des cas ou le traducteur
conditionné par I’insistance de I’auteur sur les traits culturels, garde la traduction littérale
avec le minimum de pertes de nuances culturelles.

Si nous nous référons a des considérations générales sur les problémes de la
traduction, nous pouvons citer Mounin, auteur qui met en évidence le fait que la traduction ne
peut pas étre réduite a des problémes de conversions algébriques, qui d ailleurs deviennent
utilisables seulement dans un monde de significations. « En effet la linguistique descriptive
moderne obtient des formules vides, morphologiques et syntaxiques de ce méme type, mais
elles ne deviennent signifiantes que lorsqu’on leur adjoint des valeurs concrétes qui les
rattachent au monde de 1’expérience non- linguistiques ».>

Au cas ou l'on congoit que traduire, c’est ’activité d’introduire un texte dans un autre
contexte linguistique, idéologique et culturel, on doit entre autres admettre que le texte-
source, malgré la volonté du traducteur de I’incorporer dans la production de la langue-
cible, tient a présenter quelques marques d’étrangeté. En effet, le traducteur s’affronte a

! Université de Tirana. Faculté des Langues Etrangéres, Département de Frangais.
Email : eldina_n@yahoo.com
2 Voir, Mounin G., Les problémes théoriques de la traduction, Tel Gallimard, Paris, 1963, p. 227-230
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deux problémes : celui de la fidélité envers le texte et la liberté d’adaptation et de changement,
ce qui fait que le texte traduit, ne peut en aucun cas étre ni le méme au texte-source ni tout a
fait différent, en devenant ainsi une sorte d’intertexte. La traduction peut étre congue
comme 1’expression d’une différence entre deux cultures, comme une deuxiéme lecture du
texte-source qui peut orienter le lecteur vers des sens nouveaux, vers de nouveaux éléments
culturels, sur la mentalité et le monde de I’ Autre et sur sa propre culture aussi.

L’importance des phénoménes ou des ¢éléments culturels accentue la présence
interdisciplinaire de la traduction et de 1’ethnologie ou bien de I’ethnographie, qui nous amene a
supposer que, si I’ethnographie constitue la description compléete de la culture totale d’une
communauté donnée, et si les cultures se voient comme 1’ensemble des activités et des
institutions par ou cette communauté se manifeste, on peut s’arréter a cette définition que
Trager a donné de sa « métalinguistique » : « Les relations entre le langage et chacun des
autres systémes culturels contiendront toutes les significations des formes linguistiques et
constitueront la métalinguistique de cette culture »°.

L’idée de la linguistique américaine que le contenu de la sémantique d’une langue,
c’est I’ethnographie de la communauté qui parle cette langue, s’affirme parfaitement par la
conception d’Edmond Cary sur la traduction qui n’est pas une opération seulement linguistique,
mais qu’elle est une opération sur des faits a la fois liés a tout un contexte culturel. Le traducteur
se sert sans cesse de la ressource ethnographique : lectures géographiques, économiques,
sociologiques, historiques, les récits de voyage, des mémoires, des romans exotiques etc., ce qui
explique que pour traduire une langue étrangere il faut remplir deux conditions, indispensables
pour ’'une I’autre : étudier la langue étrangére et étudier 1’ethnographie de la communauté
dont cette langue est I’expression. Nulle traduction n‘est totalement adéquate si cette double
condition n’est pas satisfaite®. Nier le fait que grice a I’ethnographie on peut accéder aux
significations, ¢’est nier qu’aucune langue n’a jamais été apprise, ni comprise, ce qui nous
ameéne a affirmer que I’ethnographie se réveéle comme un instrument de pénétrer les « mentalités»
ou les ¢léments culturels des communautés différentes de la notre.

Les phénoménes ou les notions culturelles appartenant a une culture donnée sont
tres difficiles d’étre transmis par les correspondances lexicales dans le monde culturel d’accueil.
Si le traducteur croit avoir réussi sa traduction, il appartient au lecteur de la traduction de
connaitre avec précision la nature des objets appartenant & une culture donnée. 11 s’agit de
voir comment faire transmettre le coté implicite que cache le langage de ’autre culture.
Concernant les textes littéraires étrangers, tout lecteur doit étre capable et apte de les comprendre.
Mais s’agissant des meceurs, des traditions traitées dans ces textes littéraires, le lecteur étranger
n’en possede que rarement une connaissance suffisante pour accéder a I’intégralité des faits
culturels étrangers a travers une traduction littérale. Et, il est au traducteur de donner au
lecteur étranger des connaissances supplémentaires pour entre-ouvrir la porte qui méne a la
connaissance de ’autre’.

Travailler sur la traduction des cultures, c’est aussi s’interroger sur 1’intraduisible, le
phénomeéne de non-dits, de silences, d’absence de mots, le phénoméne de ’'incompatible de la
traduction, de la trahison, ou d’une double fidélité envers la langue de départ en transmettant le
mieux possible a ’aide des emprunts et d'autres instruments, les traits culturels.

3 Voir, Trager, The field of linguistics, S.I. L., Occasional papers, nr 1, 1949

4 Voir, Mounin G., Les problémes théoriques de la traduction, Tel Gallimard, Paris, 1963, p. 236
3Voir, Lederer M., La traduction aujourd’hui, Hachette, 1994, p. 123
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Tout d’abord. partant de la fameuse formule « Traduttore, tradittore », on peut affirmer
que rien ne peut étre fidéle si on le traduit d’une langue a une autre, parce que le texte traduit est
porteur d’éléments étrangers. Cette intraduisibilité attire notre attention dans ce cas, étant
donné qu’il y a plusieurs mots étrangers qui ne trouvent pas leurs équivalents dans la langue du
départ, ce qui nous rappelle que du point de vue de la langue source, la traduction peut étre
lue comme perte, mais au point de vue de la langue cible, la traduction peut étre présentée
comme une autre lecture qui apporte au texte original de nouvelles dimensions. Selon Paul
Riceeur, « le traducteur trouve sa récompense dans la reconnaissance du statut indépassable
de dialogicité de 1’acte de traduire comme 1’horizon raisonnable du désir de traduire », -ce
qui fait penser & la formule « Pas de gain sans perte ».°

Dans une vraie traduction de texte littéraire qui nous concerne, le traducteur ne
s’inquicte pas de la fidélité envers le texte d’origine, mais de sa capacité a réinterpréter et a
reformuler dans la langue d’arrivée. Ca veut dire, introduire le texte littéraire dans un autre
contexte linguistique, historique et culturel ou plutot réaliser sa réinterprétation a un autre
systéme linguistique qui ne répond pas a sa syntaxe, a ses sonorités, a son sens non plus.
Etant donné que la traduction est un excellent exemple ou le transfert des valeurs interculturelles
se réalise de la fagon la plus tangible et qu’elle constitue le terrain ou les Mondes se croisent
parfaitement, il peut étre suggéré au traducteur de déguster le texte pour reconnaitre sa
spécificité littéraire, une certaine sensibilité a la littérarité du texte (ou toute une compétence
linguistique se met en jeu) que de traduire le sens littéral de celui-ci. Nous sommes persuadés
que le traducteur procéde par la déconstruction du langage pour accéder a une langue
étrangere, au monde culturel de I’ Autre, et au-dela des langues, a I'intérieur des contextes, la
vraie traduction exige un travail persistant dans 1’histoire, dans le subconscient et 1’imaginaire
collectif et individuel de la communauté en question.

Notre article consistera dans des traductions d’éléments et de phénoménes culturels
dans les textes littéraires plus précisément des romans qui sont déja des artefacts culturels,
dont les traductions transmettent une vision du monde propre d’une culture, d’une civilisation,
un assemblage du bagage cognitif de I’auteur et de la culture traditionnelle de la société ou il vit.

La difficulté de 1’activité du traducteur éprouve lors de son travail de traduction,
une résistance a plusieurs stades : premi¢rement avant de commencer, sous la forme de la
présomption de non-traduisibilité, qui I’engloutit avant méme d’initier le texte littéraire, mais
une fois que le travail de traduction commence, la résistance et la peur du début commencent a
s’oublier. « Des plages d’intraduisibilité sont parsemées dans le texte, qui font de la traduction
un drame, et du souhait de bonne traduction un pari »’. De 1’expérience des traducteurs, il
existe bien des textes qui révelent des caprices et qui essayent de se montrer lointains et
difficiles a gérer par les traducteurs, comme par exemple traduire des poésies ou le traducteur
découvre la difficulté de mettre ensemble le sens et la sonorité, le signifiant et le signifié ou
des ceuvres philosophiques qui révélent des difficultés en un sens aussi intraitables dans la
mesure ou elle surgit au plan méme du découpage des champs sémantiques qui s’avérent
non exactement superposables d’une langue a 1’autre.®

Se référant a cette difficulté lors du processus de la traduction, Franz Rosenzweig
s’exprime : « Traduire, ¢’est servir deux maitres : 1’étranger dans son ceuvre, le lecteur dans

® Riceeur Paul, Sur la traduction, Bayard, Paris, 2004, p. 19
"TIdem, p.11
8 Voir, Idem, p- 12
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son désir d’appropriation *». Auteur étranger, lecteur habitant la méme langue que le traducteur,
nous rappelle la problématique des veeux de fidélité et du soupgon de la trahison, tout en ne
cessant pas d’étre dans le texte et hors du texte, de languir, de souffrir, de se donner, afin
d’accorder sa voix a celle de I’ Autre.

Pour De Launay, « I’intraduisible n’est qu’une impossibilit¢ momentanée de la
réécriture, ou structurelle de telle langue, mais pas de la traduction; il est toujours possible,
en effet, de donner une sorte d’équivalent, étayé par des explications. L’intraduisible véritable
est simplement ce qu’on ne peut véritablement pas réécrire, ce qui ne signifie pas non plus
qu’il interdit toute forme de traduction, mais cette derniére se réduirait par une gigantesque
note explicative qui finalement se substituerait a la traduction, elle méme désormais inutile »'°.
Méme assurés d’avoir cerné la singularité du texte a traduire jusque dans ses détails, les
traducteurs n’en disposent pas pour autant d’instruments linguistiques qui permettraient une
réécriture identiquement « équivalente » ; ils sont donc voués aux « comparables », aux
béquilles inévitables de la note explicative'', de cette construction des comparables que
souligne P. Ricceur en définissant la traduction comme une trahison créatrice de 1’original,
appropriation également créatrice par la langue d’accueil'>. Ainsi, avec le sens, le traducteur
veut refléter avec une grande précision, I’image profonde, le reflet des mceurs, le subconscient,
I’imaginaire et les visions du monde culturel qui font du pays traité dans le roman une
culture particuliére parmi les autres. Le secret consiste dans la présentation des mots représentant
des traits typiques culturels d’une région ou pays donné, dont le traducteur qui a étudié bel
et bien l’intention et I’attention de I’auteur sur les phénoménes en question, décide de
procéder par I’emprunt des mots typiques de la culture qui va étre traduite dans le roman et
de les vétir des regles d’orthographe de la langue vers laquelle il traduit en utilisant ou non,
selon les besoins 1’explication en bas de page. Et, c’est sur ces types de « trucs » de traducteurs,
que portera notre analyse des traductions de la littérature albanaise. Cette derniére, est déja
partie prenante du marché international, en marquant ainsi son existence dans [’univers
culturel mondial. Le traducteur littéraire joue le méme role « d’orfévre » que I’auteur dans
la transmission du sens, le choix des mots, les tournures stylistiques des phrases, le rythme
et la musicalité des fragments, afin de provoquer les effets voulus chez le public.

Pour bien illustrer ce panorama théorique, il est nécessaire de mentionner les marques
d’authenticité dans les traductions de la littérature albanaise, bien évidemment les ceuvres qui
portent la signature d’Ismail Kadaré traduits en frangais et anglais. On verra comment le traducteur
choisit de rester fidéle a I’auteur du texte, vu que ce dernier (Ismail Kadaré) avec le souci
d’observateur scientifique et d’un ethnographe, revisite sur le plan littéraire les grandes étapes
historiques, le folklore et les mythes de son pays natal dans une prose dramatico-bouffonne, d’une
ironie mordante, tout en veillant sur le déploiement des traits culturels albanais.

Le roman « Avril Brisé »13 de Kadaré traduit en anglais et frangais, est porteur de
ce phénoméne d’emprunts de mots albanais dans la traduction pour montrer a travers
I’intraduisible le caractére original des coutumes dans la région du Nord de 1’ Albanie.

°Idem ,p-9

¥ De Launay M., Qu’est-ce que traduire? Vrin, Paris, 2006, p. 46

"1dem, p.51

12 Voir, Ricceur P., Sur la traduction, Bayard, Paris, 2004, p.66

" Deux intrigues s’y croisent : L’écrivain Bessian Vorpsi emméne sa jeune épouse Diane en voyage de
Noces sur le Plateau du Nord, le Rrafsh,, afin de lui faire découvrir la rude montagne encore soumise a
la loi de Kanun, qu’il décrit dans son ceuvre ; Gjorg, un montagnard qui vient de tuer le meurtrier de son
frere, ce qui constitue le quarante- quatrieme meurtre d 'une vendetta qui dure depuis soixante-dix ans.
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Le traducteur Jusuf Vrioni a voulu garder le mot « Kanun », tel quel pour montrer
la force puissante, ainsi que la spécificité et la particularité de ce droit coutumier qui existe
seulement dans le nord de I’Albanie. On verra que pendant la traduction, I’auteur essaye de
substituer ce mot avec le mot latin « Code » ou le « Coutumier », pour ne pas créer de
confusion ou de malentendu pendant la lecture.

- « Te souviens-tu de la définition de la maison telle quelle figure dans le « Kanun » '*

~(......) « On ne plaisante pas avec le Coutumier »

Le traducteur préfére utiliser le mot albanais « Krouchks » qui signifient les
proches de la jeune mariée ou du mari, qui sont invités pendant le mariage ou qui
accompagnent la mariée dans la maison de son mari, pour montrer I’importance de ces
personnes et le respect qui accorde le Kanun a eux. :

- « Diane, le visage collé a la vitre, émerveillée, ne pouvait détacher son regard des costumes
féminins. Comme ils sont beaux. Mon Dieu comme ils sont beaux —se répétait —elle sans cesse,
cependant appuyé contre elle, il lui citait d'une voix caressante les paragraphes du Code
consacrés aux Krouchks : Le jour du mariage ne peut jamais étre renvoyé » *°.

Un autre mot que le traducteur désire mettre en évidence en ne la traduisant pas,
est « Besa », un mot qui évoque ou sous-entend la parole donnée pour quelque chose de trés
important, voire sacrée dans le « Kanun », une promesse faite volontairement et sire d’étre
réalisée, parole d’honneur sur I’accomplissement d’un devoir entrepris avant : par exemple
« Besa » albanaise.

-« As-tu jamais pensé, quand nous étudiions cette balade a I’école, que la Besa qui y était
évoquée est une des premiéres pierres des fondements de cette édifice aussi majestueux

qu’effrayant »."7

Toujours dans le contexte du Kanun, ce droit coutumier au nom duquel, par
honneur, les gens du Nord étaient obligés de pratiquer le phénomeéne de vendetta, le traducteur
croise un autre ¢élément présent dans le vocabulaire albanais « mourana » qui évoque un
amas de pierres sur le lieu ou a été tué ou enterré quelqu’un (conséquence de la vendetta).
Le mot « Kulla» est aussi gardé dans la traduction en frangais, non seulement pour montrer
I’architecture particuliére en pierre au Nord de 1’Albanie, mais aussi la fonction -refuge de
ces « chateaux » particuliers sans fenétres et ouvertures pour la protection des personnes qui
attendent la vengeance. Pour le traducteur, il est clair que la présence du mot « mourana » et du
mot « kulla» en francais transmettent le sens tragique que contenaient ces phénomenes
culturels au Nord de I’ Albanie.

-« Les « mouranes » comme on les appelle, sont tristes-dit-il (......) C’est vrai dit-elle, ils en
émanent quelque chose du tragique et le nom aussi, sous lequel on les désigne, mourane, est
bien tel, dépouillé, cruel, n’évoquant que la douleur, sans que rien ne vienne [’adoucir P&

Ou

. . i
-« Tiens voila les « Kullasy des montagnes ».

9

'4Kadare I, Avril Brisé, Livre de Poche, Fayard, Paris, 2003, p. 77
B1dem ,p- 77
16 Kadare 1., Avril Brisé, Livre de Poche, Fayard, Paris, 2003, 76
"1dem, p. 74
18 Kadare I, Avril Brisé, Livre de Poche, Fayard, Paris, 2003, p. 72
®I1dem, p. 76
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Dans le roman d'Ismail Kadaré « The successor » traduit en anglais, on essaye de
répondre a la question : que s'est-il passé au cours de la nuit du 13 décembre, dans la chambre a
coucher du " successeur désigné”, dont le cadavre a été découvert au petit jour avec une
balle en plein cceur ? Le roman est inspiré de la plus ténébreuse énigme de I'histoire de 1'Albanie
contemporaine : la mort mystérieuse du dauphin du dictateur communiste albanais Enver
Hoxha. Encore aujourd'hui, le secret reste entier.

Méme dans la traduction en anglais, on arrivera a trouver des traces de la langue et
bien évidemment de la « vision du monde albanais», mais cette fois politique. Le traducteur
choisit de garder le mot « Bllok » en albanais, qui nous révele déja beaucoup de son étymologie
« étre bloqué » ou « isolé » des autres pour montrer la force et la puissance résidentielle de la
dictature d’Enver Hoxha. La force de cette dictature puissante, partie prenante dans I’ceuvre
conditionne le traducteur de la langue anglaise dans ’utilisation du terme « Albanian Sigurimi
qui se voit étre traduit en anglais quelquefois par « Albanian Security ».

Exemple 1:

“And that was pretty much all the information that emanated, or seemed to emanate, from
the house of the deceased. But other stories seeped out from the gated compound -the Bllok-
where state officials lived .

Exemple 2:

“ A transatlantic intelligence agency was the first to realize not only that its espionage operation
in Albania was completely Outdated, but that a significant number of its agents, most of whom
were getting on in years, had gone over the Albanian Sigurimi. That was presumably Why the

news from the country following the death of the Successor was so disconcerting®'”

Un autre exemple qui vient a ’appui du phénomeéne de I’intraduisible est le fragment
qui contient les termes « prijs » et « pasardhes » ou le premier ayant comme correspondant
en anglais le terme « the guide » contient une valeur ajoutée, celle d’un guide ou leader
spirituel dans un sens plus littéraire, mais aussi évocateur d’un passé¢ glorifiant, tandis que le
deuxiéme souligne I’importance cruciale, parce qu’il ne s’agissait pas tout simplement d’assurer
la continuité du pouvoir, mais d’un anneau incontournable de la chaine de la dictature.

Exemple 1 :

“And by so doing he had shown the obedience to the Party and to the Prijs-the Guide-ruled
his heart. That showed you what sort of fellow he was! You don't get to be Successor for
nothing, now do you? "%

Exemple 2:

“I was the Pasardhés. He who comes next. But the nextness was not a question of distance, such
as the two paces I had to leave between us when standing behind the Guide as we paraded onto
the platform or stood on the rostrum. Nor was it a chronological nextness, referring to the years
I could reign after him. No, it was a much more complicated business ™.

20 Kadare ., The Successor, Canongate, Edinburgh-New Y ork-Melbourne, 2006, p. 4
21
Idem, p.9
21dem,p. 16
Z1dem, p. 196
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Dans I’ceuvre « Chronique de la ville en pierre », une vraie chronique épique et
fantasmagorique d'une ville albanaise (Gjirokastra) au milieu du vingtiéme siécle, Kadaré
nous présente une ville bizarre, terriblement penchée. Si I'on glisse sur le c6té d'une rue, on
risque de se retrouver sur un toit. Sous sa dure carapace de pierre se cache pourtant la chair
tendre de la vie du sud de I’ Albanie avec ses propres traits culturels.

L’auteur nous propose, derriére les murs de sa ville de pierres, un panel de
personnages hauts en couleurs et caractéristiques de la culture albanaise. La plongée dans la
vie quotidienne de ces personnages nous révele une culture méditerranéenne, ou les femmes
vivent entre elles par communauté d’age ou d’origine (les « grandes vieilles » et les «
vieilles katendjikas ») pendant que les hommes travaillent. Notre traducteur bilingue est
aussi un traducteur bi- culturel, capable de voir le monde désigné par des textes écrits en
deux langues différentes, grace a ses connaissances linguistiques, mais aussi grice a ses
connaissances de ce « monde »**. Donc capable de voir le monde étranger, capable de 1”exprimer,
le traducteur sait le transmettre a ceux qui 1’ignorent a travers I’emprunt, en restant strictement
fidéle a I’auteur, lequel a eu ’intention d’insister sur ces personnages particuliers dans cette
zone du sud de I’ Albanie, mis déja en italique dans le texte original.

« A cette époque, les visites des vieilles katendjikas devinrent plus fréquentes, ce qui était
preévisible. A la différence des grandes vieilles, les katendjikas sortaient souvent de chez
elles, surtout dans les périodes de troubles. Elles différaient sur bien des points des grandes
vieilles. Les katenxhikas continuaient de se plaindre de leurs brus, en un temps ou celles des
grandes vieilles avaient depuis longtemps quitté ce monde. Elles se plaignaient aussi des
rhumatismes, de la goutte et d’autres maladies qui les tourmentaient, alors que les grandes
vieilles ne connaissaient que le noble mal de la cécité, dont elles ne se lamentaient jamais.
Les katendjikas ne pouvaient étre comparées en rien avec les grandes vieilles »25

Vu le caractére authentique que I’auteur porte ou consacre aux situations, phénomenes
et traits typiques de la culture du sud de 1’Albanie, le traducteur décide volontairement de
préter la plume a I’auteur, pour mieux faire immerger et impliquer le lecteur dans la vision
du monde et la civilisation culturelle du pays en question. Il se fait complice avec ’auteur
dans la traduction des expressions figées qui sont connues comme porteuses de situations
propres au pays concerné. Les solutions comme on 1’a dit plus haut vont de I’emprunt a
I’explication au cours du texte en passant par la note du traducteur en bas de page. Dans
notre cas ci-dessous, le traducteur transmet le sens de ces expressions typiques du sud de
1’ Albanie par une traduction « littérale » de la situation de la langue source, pour mettre en
évidence les formules fréquentes (dans la bouche des habitants du sud) de souhait ou de
malédiction tourmentant 1’esprit d’un enfant curieux de déchiffrer le sens comme le lecteur
de la traduction. En effet, ’auteur a amené le traducteur vers ce choix, parce que comme on
voit plus en bas, I’auteur explique les situations concretes culturelles en utilisant les mots
présents dans les expressions figées comme par exemple : « mé zien koka » se traduit
littéralement par «j’ai la téte qui bout » pour dire je ne peux plus ou «j’ai la téte comme
une citrouille » ou « héngérsh kokén » par « Puisses-tu te manger la téte » pour maudire
quelqu’un « que tu créves ou que tu meurs»

2 Lederer M., La traduction aujourd’hui, Hachette, 1994, p. 123
% Kadare 1., Chronique de la ville en pierre, Hachette, Paris, 1973, p. 98
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“Fjalét filluan té ¢liroheshin nga kuptimi i tyre i pérditshém. Shprehjet e krijuara nga dy-tri
fialé filluan té zbértheheshin né njé ményré torturuese. Né qofté se do té dégjoja qé dikush
thoshte *“ mé zien koka”, mendja ime, kundér vullnetit tim aty pér aty pérfytyronte njé koké qé
ziente si vorbé me fasule””".

“ Les paroles se défaisaient brusquement du sens qu’on leur accordait d’habitude. Les
expressions de deux ou trois se fragmentaient douloureusement. Si j'entendais quelqu’un dire
« j ai la téte qui bout », mon esprit, malgré moi, imaginait une téte qui bouillait comme une

; ; 27
marmite de haricots »*'.

Ou

(ceoen )Né kokén time po krijohej njé kaos i vérteté, ku fjalét hidhnin njé valle té frikshme,
Jjashté cdo arsyeje. Vecanérisht mé mundonin shprehje té tilla si « héngérsh kokén »*

« Dans ma téte se créait un véritable chaos, ou les mots se livraient a une danse macabre,
hors des confins de la logique et de la réalité. En particulier des expressions comme
« Puisses tu te manger la téte » que I’on employait chez nous comme une malédiction, me
tourmentaient. A I’horreur que suscitait en moi la vision d’un homme tenant sa téte entre
ses mains et la dévorant, s ajoutait le mal que j’avais a comprendre comment un homme
peut manger sa propre téte, quand on sait bien que tout se mange a l’aide des dents et que
celles-ci se trouvaient dans la téte, méme maudite »2

En guise de conclusion nous tenons a mettre en exergue que 1’abondance des modeles
de traduction ou I’on a recours a I’intraduisible, ne gache rien a la qualité du texte littéraire.
Méme si on sait d’aprés Umberto Eco (« Dire quasi la stessa cosa »), que la fidélité dans la
traduction n'est pas la reprise du mot a mot, mais du monde a monde et que le traducteur doit
ouvrir le méme monde que celui que l'auteur a ouvert, mais avec des mots différents qui touche
a la culture aussi, il existe bien des cas dans le travail difficile du traducteur ou il experimente
dans la recherche d’une vraie traduction. En effet, il est clair, comme Nida le souligne que :
« Les mots ne peuvent pas étre compris correctement, séparés des phénomeénes culturels
localisés, dont ils sont les symboles »*°.

Mais, dans notre étude sur I’intraduisible, la complicité de I’auteur avec le traducteur
crée un climat de curiosité et d’intérét pour le lecteur qui s’immerge avec plaisir dans un autre
monde culturel a travers les emprunts. Ainsi, les éléments qui ne sont pas traduits colorent
d’avantage le contexte culturel d’une communauté, ce qui la rend d’ailleurs différente des autres.
Donc, I’intraduisible malgré les pertes de nuances culturelles, donne une nouvelle dimension a la
traduction du texte littéraire.

%6 Kadare 1., Kronike ne gur, Onufri, Tirane, 2000,p. 96

¥ Kadare L., Chronique de la ville en pierre, Hachette, Paris, 1973,p. 98
28 Kadare L., Kronike ne gur, Onufti, Tirane, 2000, p. 96

P Kadare 1., Chronique de la ville en pierre, Hachette, Paris, 1973, p. 99
ONida, E. A., Linguistics and ethnology, Word, 1945, nr 2 p. 207
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SOCIAL REPRESENTATIONS AND DISTANCES FROM THE SELF
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ABSTRACT. In presidential debates, the individual floor geftis conditioned by what the
participants assume about each other’s cognitigeresnce, emotional involvement. During the
public political confrontation, the participanteugpeated attempts to destabilize the opponent’s
position, on the one hand, and restore one’s owiticabpower, on the othein what follows

we will try to show that the effectiveness of Ob&rspeech lies in the coherence of his
representations and the preservation of argumentupporting his standpoints. Obama
establishes his authority by categorizing his taegalience, i.e. the middle class, placing
them first in the order of priorities and on théethand, by resorting to modal verbs with
their deontic value for the audience to take higeshents as right and reliable pointing, at
the same time, to his realistic views.

Key Words: critical discourse analysis, confrontation, functiisation, backgrounding

1. Analytical Framework

The force of argumentation lies on the one harllérspeaker’s ability to structure his
discourse so that he should convinced a reasoralhiteof the acceptability of his claims
and standpoints (van Eemeren, 2004) and on thelwdhd, in the linguistic choices the speaker
makes in order to represent the participants int and to express their motivations,
intentions, social distance and their identitieslevimteracting.

The general framework of the present study is angeribed to Critical Discourse
Analysis as both theory and method of textual aislyFollowing Fairclough (2000) our
approach will involve the study of ‘discourse’ asay of representing the world, focusing on the
presidential debate, namely the 2008 American dresal debates, as the most representative
genre of the social practice of elections.

We further on add to this framework a number ohitdgst and functionalist categories:
argument structures, thematic roles, sociosemagpicesentations of actors, deictic centre
and periphery. In particular, drawing upon Fillmerél968) theoretical approach to thematic
roles (detailed introduction in Neagu, 2009: 60-6§2h Leeuwen’s (1996) network of linguistic
means available for representing social actorpfasented in Neagu, 2008: 172-173) and
Chilton’s (2004) centre-periphery three dimensioasls of deixis, the paper attempts to
identify the real Agent, Patients, Goals and Sauared the way they conceal the relations
of power lying behind the speakers’ words.
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2. Social Actors in 2008 American Presidential Delias

The analysis is based on excerpts from the threersan Presidential Debates
organized in 2008, as they were transcribed ositthef the Commission on Presidential Debates.

The purpose of the research is to identify theuiistic means and strategies by which
the two candidates, John McCain and Barack Obaspagsent their nation, their allies and
enemies, and even themselves. The recurrent topits scrutiny throughout the three debates
were related to domestic and foreign policy andt fh@act upon America’s national security.
The global financial crisis was one of the coreiéss along with the USA’s involvement in
military conflicts in Iraq and Afghanistan.

In Obama’s view, the Americans axege, the Wall Street andhose of you on Main
Street, taxpayers, homeowner$olks, ‘ ordinary American's ‘ the nurse, the teacher, the police
officer, 95 percent of working families your employer ‘ everybody ‘our childrer, ‘every
young personetc. Obama’s target audience is clearly detezthitde makes specific reference
to certain categories of people, depicted mainBexgeficiaries of his recovery plan, the Goal of
his economic policies. Table 2.1 below illustratesample analysis of the linguistic construction
of reality in Obama’s speech characterized by emsonfigurations of participants and events.

Table 2.1.
Propositional structure in a portion of Obama’s spech
Argument 1| Predicate Argument 2 Other arguments| urajconjunct
we invest in a serious energy policy
SOURCE GOAL
that will save the amount of money
INSTR. BENEFACTIVE
we are borrowing [the money] from China
GOAL THEME SOURCE
[we] to send [the money] to Saudi Arabia
SOURCE THEME GOAL
we _ in our young people
invest GOAL
SOURCE in their ability
the to college
,[O\Glg\lT togo GOAL
that will allow ~ |them
AGENT BENEFACTIVE
[they] to drive this economy into the 2% century
AGENT THEME GOAL

Linguistically speaking, contrary to what Bas Aaf2008: 94) states, one can notice
that adjuncts acquire meaning and are assigneeta-tble in spite of the fact that they are
not arguments and do not refer to a participant.

Whereas Obama’s speech evinces instances of faatisation as he refers to
social actors in terms of their occupation or rdfeCain’s target audience is generically
outlined by means of noun phrases suchaakt of Americans ‘the American worker
‘people ‘a business persqgrtevery family ‘ every agency of governmeand they are seen
just as Patients or Experiencers of the crisierathan Beneficiaries of his future policies.
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Table 2.2.
Propositional structure in a portion of McCain’s speech
Argument 1 Predicateg Argument 2 Other arguments urajconjunc
a terribly painful .
It is situation for Americans
STIMULUS EXPERIENCER
They _ the!r premiums
EXPER Are seeindtheir co-pays
) PERCEPT
[their premiums
their co-pays] go up
THEME
Forty-_seven million without health _ _
Americans are insurance in America today
EXPER.
The escalating costs 0f . on working families and
AGENT 9 PATIENT
[working families and across the
people] country
THEME LOCATION

On the other hand, he would rather nominate andegoertain authorities in the
field than express his own opinion. Thus, wheneliscussion focuses on military conflicts,
one of his favourite, trustworthy Agents is Gen@wtraeus, whose strategies and initiatives are
praised as being the right things to do. He alsatimes Sarah Palin, identifying her as an
Agent (She cut the size of governmént Stimulus ‘She has ignited our party and people
all over America) and a Cogniser $he understands that autism is on the’yiSehese are
legitimising strategies (Chilton, 2004: 46) thatph®cCain appear as truthful and morally
right. At the same time, he presents ‘the othegatigely, blaming and accusing Obama all
the time, delegitimising all his claimed authoisti€Joe Biden has been wrong on many
foreign policy and national security issues, whiglupposed to be his strength

The personal pronoun (‘they’) designates sevetagoaies of actors: enemies, allies,
the American army. When talking about conflictshwather countries (the external policy) the
main social actors are, on the one hand, WE (& spsolidarity among all Americans) and on
the other hand, THEY (the opponents, the enenlig®y quadrupled their nuclear capacity
‘they are operating themseljéshey’ve reconstituted themselyétheir illegal behaviout

The enemy countries are represented as groupsratiass. They usually appear
together, a sense of association and cooperatiamy deghly suggested:We cannot
separate Afghanistan from IrddThey've (the Pakistanis) intermarried with Al Qaidiad
the Taliban: When politicians refer to these countries, theyndt mean the entire nation,
only rebel organizations such as Al Qaida, Hezholta Hamas. These are all examples of
nominations, i.e. individualization by proper namés distinction is sometimes made
between the terrorist organization from a certauntry and the government of that country.
So, the speaker is not overgeneralising.
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On the other hand, ‘we’ is synonymous with Amerialso0 mentioned as ‘home’
as in the following example:Americans here at honieThe plural form denotes the idea
of collectivization. It is a sense of belongingnéss certain culture — in this case to the
American one. Thus, we assist to a permanent asoill between ‘here’ and ‘there’,
between ‘we’ and ‘they’ and to a change of perspestfrom ‘home’ to ‘abroad’.

“we are still spending $10 billion a month, when tieye a $79 billion surplus.”

“our efforts of isolatiorhave actually accelerated thefforts to get nuclear weapons”

SOURCE

The third person plural personal pronoun alsorsefe the American troops. The
following examples allow the reader to recreateithege of the army.

688 brave young Americans (collectivization; catézation by identification and
appraisement)

| was honoured to speak to those troops.

Theysaid, let us win.

AGENT
(...) more U.S. troopshould be sent to Afghanistan
THEME [PASS] GOAL

(...) allow our troopgo (...)

Our troopshave performed brilliantly.

AGENT

Transposing the image of the troops into thematies we identify a switch from
the subject position — AGENT — to the Patient posieind also Theme if we consider the
troops as the entity which moves from Iraq to Afgistan.

‘They’ also refers to the allied countries, totthlaague of democracies” that the
speakers mention several times. An important refgrding this issue is played by NATO,
an organization whose aim is “respecting intermatidooundaries and the norms of internal
behavior” (identification with other countries, kdness — the same form of government,
sharing the same values). The nations which betotids organization must protect each other:

“be supportive and in solidarity with themtheir efforts. Theyare members of NATO”

“they are free to join NATO (...) start bringirtgem_in”

“we, the U.S., will support the inclusiafi Georgia and Ukraine in the natural process,
inclusion into NATO.”

In the last two examples we can notice that NABQriewed as a container, an
enclosed area. The allies are mainly represent@at&Ents or Instruments as in the following
example: “We have to work more closely with oureall

Last but not least, social actors can also be isgralized, that is represented by
expressions which do not denote human participdots,instance by replacing them
metonymically with names of parts of the body @mstes of somatisation), or by means of
abstract nouns, leading to conceptual metaphark,asIENEMIES ARE LIVING BODIES:

“the handf Al Qaida”

“some of that money ends up_in the haafigerrorist organizations”

“stinking corpsé— referring to Israel

“But we have to have a president who is clear ybatdon't deal with Russia based
on staring into his eyesnd seeing his so@Putin’s).”

‘The fledging democracies’ include countries astoBia, Lithuania, Latvia, Poland,
the Czech Republic, Georgia. They are treated #$esrthat need protection, linguistically
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represented as Patients. Instances of impersoti@atiséf any, mainly result either into
backgrounding the identity of the actors that mayhbld responsible for an activity, or into
complete denial of responsibility.

3. The Deictic Centre and Periphery.

Following Chilton’s approach to representation (2086-59) as a three-dimensional
axis of deixis — time, space, modality - we attetopgraphically project various statements
made by Senator McCain or by Senator Obama witlew to account for the linguistic
choices the speakers make in representing ‘theasethe right authority and ‘the other’ as
departing from the norms of morality and truthfldeeThe examples are taken from the
transcript of the first American presidential deb¢008).

(1) we can act with our friends and allies and reglthat threat as quickly as possible (...)

S
that threat
m
our friends
t past and allies
can
(deontic; ability)

Deictic centre
now, we (Americans)

as quickly as
possible
tfuture

If we are to provide an interpretation of thisestta, we can say that on the space axis
swe encounter the entities indexed by the noun phrasr friends and allies, that threathe
deictic centre is marked by the use of inclusive’ that denotes generic reference to the speaker
and all the other Americans. As space builderptssessive pronoun ‘our’ and the anaphoric
demonstrative ‘that’ depict the proximate forceat fbin the speaker against distant entities.

On the time axi¢ the origin is the time of speaking. There is nienence to the past
moment, all the activities denoted by the verbsamserted as taking place at the present
moment — ‘now’ — or in the near futureas quickly as possible suggesting the necessity of
taking action. Finally, on the modality axiswe may say that the speaker is not dr@dyeand
now, but it also represents the origin of the dearigiat in our case. The modehnis used with
its deontic value, expressing ability of doing stimey (in this situation of reducing the threat).
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(2) Our nation is involved in two wars, and we are gpthrough the worst financial
crisis since the Great Depression.

Great
Depression s

the crisis
two wars m
our
tpast natlo

smce '

Deictic centre tfuture
we/now

Translating this schema into words, we would sat tin the space axis we have
represented four distinct entities according tdr twximity from the centre. The main ‘actor’
here isour nation which is contained by all the other entitiéao wars, the crisis, the
Great DepressionAs regards the time axis, we observe the pasterafe §ince the Great
Depressiopand the relation with the present moment (now Acadeing involved in two wars
and also dealing with a financial crisis). In terofisnodality, there is no explicit reference, but
the statement is assumed to be true and right ifie¢arers have contextual knowledge.

(3) Now, what I've said is we should end this war rexsloly.

tpast

this war
should

(deontic; advice)

Deictic centre
I/we/now

tfuture
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This representation shows a single spatial deetjaression —this war’ — which
is located very closed to treelf (the speaker) due to the use of the demonstrétiis.
There is no past or future reference, the only @gpat matters being the present moment —
now. On the modality axis we deal with the deontigh expressed by means of the modal
shoulddenoting advice.

(4) We have to have energy independence so I've puifdra plan to make sure that,
in 10 years’ time, we have freed ourselves fromeddpnce on Middle Eastern Oil by
increasing production at home, but most importahtlystarting to invest in alternative energy,
solar, wind, biodiesel, making sure that we're digpieg the fuel-efficient cars of the future
right here in the United States, in Ohio and Mielmginstead of Japan and South Korea.

production at S
home (GOA)
Ny
1 a plan
m
energy/
independence
tpast
have to
d (obligation)
Deictic centre I~
we/now
v
put forward
10 years’ time " tfuture

Analyzing the representation from above, we saedh the space axis the closest
entities to the speaker a@aergy independen@ndthe production at hom@vhich represents
the goal to be achieved in 10 years’ time), whderdries like Japan and South Korea are
remote from the speaker. Referring to the axisiraét we observe the projection in the
future of all the actions. A plan concerning wittetenergy independence is adopted,
so thatin 10 years’ timehe production at home will increase. It is a Idagnm plan. At the
level of modality, we encounter the modal ‘have ghbwing obligation, responsibility and
necessity at the same time. It stands for the é@eoght.
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(5) But we have no doubt that the Iranians continu¢henpath to the acquisition of
a nuclear weapon as we speak tonight.

a nuclear
weapon

have no doubt
(certainty)

tpast

Deictic centre

wef _non tfuture
(tonight’ .
continue on the path

(progressive

In this example we face two opposite entitiestlom one side, the speaker (‘we’)
and on the other side, at the remote end of theespais, the Iranians with their nuclear
weapon. On the time axis, there is this specifieremce to the present momentenight’

— and the idea of continuity in future related be tranians and their actions. Thus, the
value of the speaker’s actions is anchored in tesgnt, whereas the others are connected
to the future. Last but not least, even thoughehsrno modal used, we may infer the
rightness of the utterance from the speaker’s eixgiertainty.

(6) We could allow our troops to just be on the defenand absorb those blows again
and again if Pakistan is unwilling to cooperate vee have to start making some decisions.

S

Pakista / m

have to (necessit

those blow

not willing
tpast our troops (lack of \olition)

Could
\ (epistemic; possibility)
Deictic centre 3
we/now again and again \

(repetitive tfuture
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The last schema reveals three entities situatatieospace axigiur troops(closer
to the speakerjhose blowsandPakistan(situated farther from the deictic centre). Timeeti
reference is present with a slight projection ie flature realized by means of adverb
repetition ‘again and again’. Modal verbs evincBedéent values. Those related gelf i.e.
couldandhave tq sustain the rightness of the actions, while tleglahnot willing pointing
to the Pakistan denotes the wrongness of the action

4. Conclusions

In presidential debates, the individual floor gaitiis conditioned by what the
participants assume about each other’s cognitigerence, emotional involvement. During the
public political confrontation, the participantseusepeated attempts to destabilize the
opponent’s position, on the one hand, and restoeés@wn political power, on the other.

The effectiveness of Obama’s speech lies in thereoice of his representations and
the preservation of arguments in supporting hisdgtaints. Obama establishes his authority by
categorizing his target audience, i.e. the mididles; placing them first in the order of priorities
and on the other hand, by resorting to modal veisitis their deontic value for the audience
to take his statements as right and reliable paintit the same time, to his realistic views.

The war is seen from two different points of vieag a benefic mechanism (the
heroic view) or having a negative connotation peegkas the Source of many crimes and
loss of innocent lives. Irrespective of the twowse the war is understood as a consumer,
as a direction in which one needs to invest momelylaiman resources. In spite of the fact
that Obama did not have McCain’s experience inifprgolicy, he managed to resolve
most of their differences of opinion providing thight arguments that forced McCain to
retract his standpoints.

McCain is especially prone to making evaluativeesteents that are not grounded
in rational arguments, but subjective and relatiwgoarticular, he tries to prove the legitimacy
of Iraq war no matter the price paid by the Amarigeeople. His statements are relative to
individual life-styles. He mainly addresses thedgais and the veterans whom he places on
a pedestal in his attempt to represent the warightstrategy in leading a country.

Further analysis of conceptual metaphors createtthdojinguistic choices of the two
candidates, along with their argumentative condilteventually emphasise the role played by
different entities in building, supporting, reshagpor de-mythologising American identity.

BIBLIOGRAPHY

AARTS, Bas (2008English Syntax and Argumentatidrondon: Macmillan

CHILTON, Paul (2004 Analysing Political Discourse. Theory and Practit®@ndon and New York:
Routledge

EEMEREN, F. H. van & R. GROOTENDORST (2004) Systematic Theory of Argumentation. The
pragma-dialectical approaghCambridge: Cambridge University Press.

FAIRCLOUGH, Norman (2000lNew Labour, New Languageondon: Routledge

145



MIHAI ZDRENGHEA, MARIA-IONELA NEAGU

FILLMORE, C.J. (1968) “The Case for Case”, in Bach &tatms (eds)Universals in Language,
New York: Holt, Rinehart

NEAGU, Maria lonela (2008) “Language and IdeologyFamous Presidential Speechdllletin of
Petroleum-Gas University of Ploiesti, Philologyiesr no 2/2008

NEAGU, Maria lonela(2009) English Syntax. Basic Concepts. The Syntax of ithpl& Sentenge
Ploiesti: Editura Universitatii Petrol-Gaze

van LEEUWEN, Theo (1996) ‘The Representation of 8loAictors’ in C.K.Caldas (ed $tudies in
Critical Discourse Analysid.ondon: Routledge

146



STUDIA UNIVERSITATIS BABES-BOLYAI, PHILOLOGIA, LV, 1, 2010

LIFE (AND DEATH) NARRATIVES IN JOAN DIDION’S
THE YEAR OF MAGICAL THINKING

MARIA STEFANESCU"

ABSTRACT. Joan Didion’s 2005 booKhe Year of Magical Thinking, recounts the author’s
experience of grief subsequent to her husband'spected death, as well as being an illness
narrative. Based on recent work done in autobiodcapistudies and narratology, | shall
attempt to analyséhe Year of Magical Thinking in terms of the identity narratives it deploys in
an effort to reestablish life coherence and coiitymushall also focus on the book’s formal
construction and the various reader responsesyitrigger.

Key Words: illness narrative, autobiography, mourning literature, reader response.

Joan Didion’s autobiographical bookpe Year of Magical Thinking (2005), would
hardly fit in the tradition of memoir writing whicproposes a balanced account of, and
reflection on, the whole span of one’s lifetimenfrthe perspective of mature age. However, as
scholars working within the field of autobiograpdlicstudies have amply demonstrated,
“autobiography is not a single genre but an “unibfébrm for widely diverse kinds of life
narrative [...] that engage historically situated gties of self-representation” (Smith &
Watson, 2005/2008: 357). As such, | believe thaesgploration ofThe Year of Magical
Thinking in the light of recent work done on identity ndifra and illness narrative would
help illuminate the various aspects in which Didsobook relates to both, as well as
problematizing readerly expectations regarding mimgr literature.

Although not unchallenged (see Strawson, 2004 ;uhently mainstream conception
of how people understand and represent their lighss on the “narrative identity” thesis,
whose core argument — expressed by philosopheodRi, 1990[1992]), psychologists
(Bruner, 1997) and narratologists (Rimmon-Kenar@2&like — is that the sense we have
of our own identity is substantially shaped by ¢heries we tell about ourselves which, in
turn, may be influenced and mediated by the “caltgenres” (Bruner, 1997: 147) prevalent in
our community (e.g. the rebel, the dreamer, thiensatle person, the victim of society etc.).
Rather than coming ‘ready-made’, the facts andimistances of our lives are “fashioned to fit
our growing conceptions of our Selves, even filteaé the entry point by our perception of
the world” (Bruner, 1997: 147). In the influenti@rrative model of self-construction that
he has defended, J. Bruner argues that the imgetugxtending/reconsidering one’s
conception of the self, as well as the mechanisat thiggers (life) narratives, is the
experience of trouble. “When Self is no longer abldunction in a fashion that relates us
to others and, indeed, to our prior conceptionswéelves [...] we turn to renewed self-
construction” (Bruner, 1997: 158) in the hope dfiacing a new coherence, often subsequent
to a traumatic event that has brought major dismagb our previously stable lives.

! University of Alba lulia. E-mail: mariastefanescg@ail.com
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While the experience of personal or collective stisais certainly not the sole impulse
for autobiographical writing, a considerable numbérlife narratives do originate in an
encounter with misfortune, and they have recerglgnbgiven extensive scholarly attention in
the form of studies on illness narratives, accowft®ss and survival, trauma and witness
narratives. Shlomith Rimmon-Kenan’s current woid;, &xample, has resulted in insightful
analyses of how illness narratives can illuminate/ar call into question some tenets of
contemporary narratology. In her 2002 study oredgrand narrative identity, Rimmon-Kenan
examines “the interplay in illness narratives betveontinuity, its disruption, and the various
ways of coping with the latter” (Rimmon-Kenan, 2000) and concludes that, more often than
not, such coping involves an effort to restrucpast memories and future expectations in order
to reconcile them with the present and establisevasense of coherence and continuity. In this
article | shall propose an analysis of Joan Didianitobiographical booRhe Year of Magical
Thinking, as a life narrative which, while thematizing bifittess and the response to the loss of
a spouse, invites but also resists descriptioerimg of the types and categories put forth by
Rimmon-Kenan. Narrative continuity ifihe Year of Magical Thinking is achieved mostly
through the process of discursively “realigningserg and past” (Rimmon-Kenan, 2002: 15),
often by narrating the latter in the light of treerhier. However, Rimmon-Kenan’'s contention
(based on the corpus of illness narratives sheahatysed) that “these narrators tend to
emphasize elements of their past history that thidynot stress before [...], to create new
connections between the events, to change thedealz@tween foreground and background”
(Rimmon-Kenan, 2002: 156) appears to have onlydunvalidity for the case of Joan Didion’s
autobiographical accouniThe Year of Magical Thinking does not result in any radical
reinterpretation of the past. Instead, of the twerarching narratives the protagonist regards as
having always been central to her understandinifeobne is given higher prominence and
further emphasized as capable of rendering somainge® the experience of loss and death.

The appointment in Samarra

Married for almost forty years to John Gregory Dejnfoan Didion writeShe Year of

Magical Thinking one year after a massive heart attack causesubbatd’'s sudden death. A
parallel account follows Quintana Roo Dunne, thepteis only child, through a series of
illnesses whose major complications result in lterga hospitalisation and, after what appears
to be a positive outcome in the book, eventualig I her death (Quintana Roo Dunne dies in
August 2005, prior to the publication Bfie Year of Magical Thinking, but Joan Didion decides
not to alter the ending). A professional writeryihg published both fiction and journalistic
prose, Joan Didion turns to autobiography in aarefb comprehend and come to terms with
her deeply traumatic experience: “[t]his is my @iie to make sense of the period that followed,
weeks and then months that cut loose any fixed lide& ever had about death, about illness,
about probability and luck [...] about the shallowses sanity, about life itself’ (Didion, 2005:
7). As she painfully learns that “[g]rief, whencitmes, is nothing we expect it to be” (Didion,
2005: 26), Didion seeks to grapple with it by lielgtto other people’s possibly similar
experiences but finds the literature of grief “rekaaly spare” (Didion, 2005:44), the practical
and/or inspirational guides mostly useless and pladessional studies too self-assuredly
technical and impersonal for any empathetic resdvisreover, unlike Emily Post — author of
an 1922 etiquette book which “spoke to [her] diygg¢Didion, 2005: 59) —, Didion is grieving,
and writing, in a world which no longer recognizesurning nor allows it room for public
expression. She quotes Philippe Ariés and thelsoiaropologist Geoffrey Gorer on the recent
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change in Western attitudes towards death anccigiten how the novel ethical imperative to
“enjoy oneself’, and not disturb the enjoyment thfeos, has led to the treatment (and rejection)
of public mourning as morbid anti-social self-irgkemce.

In the privacy of her own “grief observed”, Joardidn meanders between present
and past, juxtaposing a devastating sense of laks memories from an exceptionally
happy marriage. After having seen herself for fotyars through her husband’'s eyes — in
what had felt like a “denial of time” (Didion, 200%97) —, Didion finds herself rendered
invisible, incorporeal in her vulnerability: “I se®d to have crossed one of those legendary
rivers that divide the living from the dead, emegra place in which I could be seen only by
those who were themselves recently bereaved” (Bidi605: 75). Present thoughts unfailingly
trigger past memories in what is described as tiieex effect” (Didion, 2005: 107); the
discipline of keeping herself “on the correct trgthe narrow track, the track on which there
was no going back)” (Didion, 2005: 53) constantiyl§ to work. Instead, Didion registers
throughout what retrospectively she regards asyeear of magical thinking” the hidden but
pervasive belief that “what had happened remaimersible” (Didion, 2005: 32) and,
given the right circumstances, a magic trick coogdperformed so that her thoughts and
wishes would have the power to reverse the nagativ

While on a certain level of consciousness Didionjsing strategy is the unacknowledged
expectation that her husband could still come bdok, simultaneous awareness of the
finality of death triggers another set of conflitiresponses — guilt, anger, self-pity. A sense of
responsibility for not having been able to aved #itcident, as well as culpability for every
instance of what are now regarded as past faibfrgsatitude and appreciation (“a persistent
theme by that stage of whatever | was going thrb@Didion, 2005: 154)), uneasily alloy
with anger at having been left behind (it is oné@&f dreams that brings to Didion’s conscious
attention the fact that on a however irrationaleleshe held her husband responsible for
having abandoned her). A recurrent theme througheudiook, which Didion engages differently
at different stages, is the question of self-pityl @ne’s appropriate response to it. The
concluding section ofhe Year of Magical Thinking pursues an implicitly polemical line of
reflection, as Didion relates abhorrence of selj-pp avoidance of visible mourning. Both
are currently construed as “a failure to managesitio@tion” (Didion, 2005: 192) but Didion’s
experience-based contention is, rather, that ssfifip inherent to the process of grieving
itself. Part of the normal response of any persho,after years of having projected his/her
focus on a significant other, finds that targetnpemently removed by death, self-pity
merely confirms, no guilt attached, that “[w]e amgperfect mortal beings, aware of that
mortality even as we push it away, failed by outywveomplication, so wired that when we
mourn our losses we also mourn, for better or forse, ourselves. As we were. As we no
longer are. As we will one day not be at all” (@idj 2005: 198).

Full assimilation of the thought of “the permanémipassability of the divide”
(Didion, 2005: 195) caused by death gradually rpebdidion’s account and steers it away
from provisional self-constructing narratives. Tyear of magical thinking comes to an end,
and so does the identity story informed by thedagfipopular songs. As she unobtrusively
discards her picturing herself in terms of somewhe “looked for the silver lining” and
“walked on through the storms” (Didion, 2005: 17)dion returns to the more fundamental
narratives that used to be central to her undetstgrof life. Having confronted what she
feared to be the meaninglessness of existencayaywang Didion eventually found sense
and coherence in geology: the scientific accourthefconstant changing of the earth and
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the inexorable shifting of geological structuressviigterpreted as evidence of order in the
great universal frame. At the same time she canasdame a relative insignificance of the
individual human destiny, whose possible destractimight be a personal regret but remained,
in the larger picture | had come to recognize, dtenaf abiding indifference” (Didion,
2005: 190). Years later, her marriage enables Did® find “equal meaning” (Didion,
2005: 190) in the rituals of domestic life whiletrabandoning the earlier narrative: “the
two systems existed for me on parallel tracks tatasionally converged [...]. In my
unexamined mind there was always a point, Johrdsnayn death, at which the tracks would
converge for a final time” (Didion, 2005: 191).

When, subsequent to her husband’s death, Didioariexges absence and grief as
“the very opposite of meaning” (Didion, 2005: 18&jile no longer being able to shelter herself
against meaninglessness in the stability of doméfg]j she intuitively incorporates the new life
events into the geological narrative. The last tdrapf The Year of Magical Thinking is
saturated with references to it, even as non-abéntally opening up the possibility of
acceptance and recovery. On Christmas Eve, Diditertains guests, as a pledge that she will
not lead the rest of her life as “someone who cowldfunction on her own” (Didion, 2005:
222). At the same time that she resents the emditite year, since it triggers the guilt-ridden
contemplation of the inevitability of a gradual dEase in her focus on her husband and their
past life together, Didion professes to have camed¢ognize “that if we are to live ourselves
there comes a point at which we must relinquishdead, let them go, keep them dead”
(Didion, 2005: 226). This acknowledgement, howeigeframed by a larger argument hinted at
in the opening section of the last chapter — aatiaot fromDemocracy (Didion’s 1984 novel),
which recounts the protagonist, grandchild of daggst, having learned “early to anticipate the
absolute mutability of hills and waterfalls and ewvslands [...]. A hill is a transitional
accommodation to stress, and ego may be a simtananodation” (Didion, 2005: 220). With
obvious symmetry, the words on the last pag&hefYear of Magical Thinking reinforce the
argument: “Leis go brown, tectonic plates shifemleurrents move, islands vanish, rooms get
forgotten [...]. You had to go with the change” (idj 2005: 227). At this particular existential
juncture, Didion’s enduring identity narrative isag@ more called to aid; while perhaps grim and
providing little personal comfort in its trans-imitlual scientific generality, it is nevertheless
deployed to lend some measure of coherence anthaibnto a life otherwise threatened by
dissolution and loss of sanity.

Encountering illness

“[D]oes mastery over the story become mastery ade?”. In its original context,
the question (posed by Shlomith Rimmon-Kenan (22083: 402)) addresses some of the
complex ethical implications of the decisions terally ill patients may need to confront. |
believe, however, that the same question can ilatai significant aspects of illness
narratives recounted not by the patients themsdduesy a close family member and/or
caregiver. It is the case of Joan Didion, who ugdes her process of mourning while also
sharing in the experience of her daughter, QuinRow@Dunne, whose repeated hospitalisations
for life-threatening issues become the other migous of The Year of Magical Thinking.
Throughout the book, Didion’s reflections on illseand the medical system are related on
several levels to the question of whether “inforiorais control” (Didion, 2005: 44, 94) so
that mastery over one’s own (or somebody elsefg) tiarrative translates indeed into
controlling (i.e. safeguarding) that life itselfsAshe reflects on the absolute trust many of
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her acquaintances had in their personal manageskéist Didion recognizes the thinking
as her own while at the same time registering peekevel at which, being “born fearful”,
she has always apprehended “that some eventeimvtiild remain beyond my ability to
control or manage them” (Didion, 2005: 98). Bothit@ana’s pneumonia, which results in
septic shock and induced coma, and her emergengpswgery belong to this category,
forcing on Didion the struggle between the irrepilele need to find answers, learn why,
redress (“I recall pressing the surgeon on thisipanyself trying (one more time) to
manage the situation” (Didion, 2005: 100)) and adenstanding that no explanation would, in
actual fact, undo the damage ("I realized thatath@wer to the question made no difference. It
had happened. It was the new fact on the grouni@fi¢B, 2005: 100)).

Dealing with the new facts on the ground, howeweagthe uncertainty about
their outcome, involves engagement with the medigatem as well as the medical jargon.
With reference to the latter, Rimmon-Kenan hasaeatithat “[p]atients often try to adopt
the language of medicine, perhaps because it tiees the feeling of control and the illusion
of being able to discuss their condition with theédrctors as peers. At the same time, this
language is completely dissociated from embodigoeggnce, and it may inadvertently
reinforce the appropriation of the patient by thedimal establishment” (Rimmon-Kenan,
2006: 246). If there is any apprehension of theéesgystaking over’ the patient imhe Year
of Magical Thinking, it remains mostly muted although on several docasDidion does
attempt to influence the course of treatment andiedical investigations, efforts which
make her feel “less helpless” but do not “endear][to the young men and women who
made up the [UCLA] house staff’ (Didion, 2005: 128he medical language, however, rings
distinctly clear in long sections of the book, adibn learns “the names of many tests and
scales” whose meaning “remained obscure” (Didi@952 128) as well as other specialized
jargon which she comprehends more fully. Unlike theess narratives Rimmon-Kenan
refers to, the appropriation of the language of inied in The Year of Magical Thinking is
never unambiguous, nor is it performed withoutrctemareness of its ‘alien-ness’. Prominently
marked as ‘other’, the medical jargon may contehihie appearance of precision and control
but Didion does not entirely give in to the illusioThere is bitter irony in her seemingly
taking comfort in the language of drug advertisitibhis seemed in some way a positive
prism through which to view the situation: Quintamas not the child who had been a
deliriously happy bride five months before and wabance of surviving the next day or
two could now be calibrated at a point betweenrgbG® percent, she was “the sepsis market”,
suggesting that there was still a consumer chaideetmade” (Didion, 2005: 65). However
skillfully and effectively deployed to shift perggieres on any given situation, language
only offers Didion cold comfort: mastery over amagive does not become mastery over a life.

The rhetoric of grief

Still, it is to language that Didion turns whenaditer strikes. Not unlike many other
life narratives which recount traumatic everiise Year of Magical Thinking begins with a
statement to the effect that language as previdisbyvn and trusted no longer suffices to
give adequate expression to this particular expeeie“l have been a writer my entire life
[...], I developed a sense that meaning itself wasdest in the rhythms of words and
sentences and paragraphs [...]. The way | write is wim, or have become, yet this is a
case in which | wish | had instead of words andr ttie/thms a cutting room, equipped with
an Avid, a digital editing system on which | cotitdich a key and collapse the sequence of
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time, show you simultaneously all the frames of mgnthat come to me now, let you pick
the takes, the marginally different expressions,lriant readings of the same lines. This
is a case in which | need more than words to fiednheaning” (Didion, 2005: 7-8). Just as she
professes reluctance to rely on the sequentidityriting and preference for the concomitant
unedited rendering of all the facets of her expee Didion embarks on writing a life
narrative whose most striking formal features arecigely conspicuous structuring and
effective rhetoric. In what have otherwise beerhlyigavourable reviews of the book, critics
have pointed out as a “significant problem withe Year of Magical Thinking” (Skloot,
2006: 256) the understated emotion and well-wrougiaity of its prose. While deploring
the circumstance that “Didion could not shed olHitsaof language and tone as she sought to
write in a new genre and about the rattled newstedfhad become [...] cold, dispassionate
distance remains what she does” (Skloot, 2006:,288yd Skloot finds himself moved
instead by the book’s “repetitions and disjointesfriavhich he regards as more powerfully
and authentically suggesting “what it is like todtmttered by grief” (Skloot, 2006: 256).

Indeed, there seems to be a level at which peofdect that the most genuine
expression of grief should be the spontaneousosgshort of that, the disconnected fragmented
narrative. Although she accounts for the coheramckestructuring encountered in most illness
narratives in terms of both external circumstarjeas writing invites tighter organization than
oral narratives) and inner needs (writing “is a wtaking control, creating order, thus keeping
chaos at bay” (Rimmon-Kenan, 2002: 23)), ShlomithrRon-Kenan grounds her own stronger
interest in fragmentation in the assumption thatIdtiter more genuinely “lay[s] bare the ill
subject’s vulnerability, thereby suggesting thethtions, perhaps even thabris, of the better-
structured narratives” (Rimmon-Kenan, 2002: 22).ile&vhndoubtedly the raw expression of
feeling or the disjointed segmented narrative ranaaiailable writing options, |1 would argue
that Didion’s The Year of Magical Thinking brilliantly indicates that focus on form and
authenticity of emotion are not incompatible. Noes the former necessarily imply an act of
hubris, on the contrary, the cultivation of a carefullyowght prose may as well testify to an
effort at effacement, to the discretion of placiagv feelings behind a screen of polished
language. As one will not find it surprising fronfcamer contributor to Tom Wolfe$he New
Journalism, Didion writes autobiography with the tools oéliature, as well as blending into her
memoir fictional excerpts from both her own and hasband’'s novels. The long series of
analepse3he Year of Magical Thinking consists of are only occasionally triggered bydcan
associations; frequently there is, instead, a sehskeliberate structuring and purposeful
insertion of a particular episode at a particularative juncture (each of the book’s twenty-two
chapters is divided into several sub-chapters,higally marked by blank spaces and more or
less immediately interconnected by semantic lirikBg repetitions and leitmotifs — perhaps the
most prominent formal feature of the text — bean&gs to recurrent points of reflection and
obsessive personal concerns while at the samediateng the narrative to the Western literary
tradition that thematizes death and mourning. Realdlike any other published work) from
the lived experience of its author, Didion’s autgaphic narrative may unwittingly prompt
some readers to withhold empathy on account dadrity of formal devices possibly being
construed as artificiality. However, these samenédrdevices may equally be regarded as the
accomplished and rhetorically effective handlindasfguage in order to convey, with dignity
and distinction — “a work of much majesty” (Keh8p3: 1) has been one reviewer’s felicitously
phrased assessment —, an experience which, bgrigsmature, hovers on the threshold of
incommunicability.
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Conclusions

“Were you watchingrenko with me and “the lost one” in Brentwood Park, gal
go to dinner with us at Morton’s?"— thus comes/year the book (Didion, 2005: 56), the
abrupt interrogation mentally addressed to a drDVVolkan, whose self-assured self-
congratulatory description of his “re-grief therapyggers Didion’s “irrational anger” (Didion,
2005: 57). Indeed, neither dr. Volkan nor the resdéThe Year of Magical Thinking were
there. Like other life narratives of major trauntaldoss, Didion’s account further divides
its audience between those who have undergoneaWeiexperience(s) of mourning for an
especially close person and those who have notHichever category one finds oneself
belonging, a related question may be felt to tagetideavour to approach such autobiographical
writing in a scholarly manner. Is it ethically apt&ble to dissect a book likene Year of
Magical Thinking in search of the identity narratives it is shapgdand those it discards,
then neatly compartimentalize it in analytical slthhe better to meet the demands of an
academic paper? The positive answer which | woildel fo believe one can give to this
guestion is grounded in a sense of (already extisteaventually-to-be) shared experience.
Didion’s book recounts the story of her own loss sorrow, which she appears to comprehend,
at length, in the light of her ever-trusted sciéntharrative of mutability and perpetual
transformation. While some readers (myself inclyaeti not join Didion in this understanding
of bereavement and death, the appointment in Sarrsathe appointment all of us have,
which lends to any reading @he Year of Magical Thinking, be it scholarly in its intention
and unfolding, the underlying quality of an intelyspersonal reflection on suffering and
death. For, as one of the book’s leitmotifs rediteseminder,

“Elena’s dreams were about dying.

Elena’s dreams were about getting old.

Nobody here has not had (will not have) Elena’sl[doan Didion’s] dreams”.
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THE TRADITION OF POETIC PROSE IN JAPANESE LITERATURE.
HYPOTHESES, CONTINUATIONS, CHARACTERISTICS

ADRIANA STANY

ABSTRACT. Thetradition of poetic prosein Japanese literature. Hypotheses, continuations,
characteristics. The present study disscusses typical structuref@nts of the Japanese
traditional literature, trying to dwell from a symtical point of view upon the specific
poetic dimension of the Nippon prose, and bringghfoin support of its hypotheses,
analytical insights into several works confinedte area mentioned.

Key Words: poetic, narrative, style, fragmentarism, haiku

In cultural theories, Japan was generally seemdalastract civilization”, Roland
Barthes being one of the most recent thinkers ®the famous formula of "empire of
signs” (Barthes, 1982: 5). Traditionalist and cawatve, Nippon society has been always
preserving its (attempted) order through well-eighbd codes, pervasive in all domains of
life. The propension towards the stability of thgnsis also reflected by the Japanese
Apollinian aesthetics. Althougklono no awarethe melancholy feeling of passage of time,
represents the general vision underlying Japandgisgiaforms, most of them could be
characterized metaphoricaly as attempts to "fre@zdi%ed structures momentary, ephemeral
splendors. As illustrated by one of the paradigrgeires of Japanese art,llaéku,a discernible
tension between individual and universal lies & tiore of any aesthetic configuration,
which plays, in this respect, for the culture aghale, the same function of symbolic ordering
and cosmic equilibrium as the political organizataf thedemoswould play, for instance,
in ancient Greece. Society maintains its life ah@meostatic organism relying upon symbols
of temporary beauty rendered in formal frames efréty. Such symbols circulate among
several spheres of culture, from pure art to papatans or elements of everyday decorum:
cherry flowers, the flowing silk, the fan, sparkigows, reddish maple flowers, the ceremonial
tea, the sign-gestures of tkebukitheatre.

Considering the propension towards abstractizadiominant in Japanese culture
and art, the literary theorist could easily explatmy Nippon literature is in the least concerned
with mimesisan enduring and long canonic notion in WesternepiBather than expanding on
social or psychological realms in order to betiabeace the real, Japanese modern writing
shrinks in a bidimensional epic. Instead of a fullgveloped story with flesh-and-blood
characters, living at the utmost tremolo of therlings and sensations, we witness in often
uncompleted succesion clusters of anecdote momeet®latory, yet never entirely
revealed. We took several novels of the famouswrisunari Kawabata in support of these
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observations. We also believe it necessary to deame hypotheses concerning the maintenance
of the so-called "poetic prose”, by bringing intisalission two of the literary milestones that
helped shaping this specific sensibility: Matsual®é works and Sei Sihagon’s diary.

Chronologically the first one, having lived and tth around the turn of the first
and second milleniums, "Lady-in-Waiting” Sei @tagon brought the Japanese manner of
perception towards the realms of literature, by posing an authentic and sparkly account
of everyday actions, gestures, habitke Pillow Book The historical context was that of a
mannerist age treasuring high, refined taste. Famele, imperial attendants were supposed to
display rich poetic culture, at all times and olnoakcasions, which led to a literary overload
of even the commonest of conversations, stylizetiranalized as such.

Although sometimes vigorously bookish in usual tats, Sei Sénagon is nevertheless
personal in her laconic, elliptic, abrupt style hier concise descriptions underlining subtle
perceptive qualities and great sensibility. Shdesrinot only an intrinsicly lyrical journal,
but also aravant la lettrediary. Fresh candid highlights of daily gesturgghms of nature
or seasons discretely intertwine (although somehoa gossip-like manner) with poignant
moral observations concerning human nature. Althcygparently not in the least concerned
with the evolution of her inner self, she showsekp insight for alterity, notices idyosincrasies
in the behavior of others, accounting for a ceidontagnean characteristic of her writing. On
doing so, she takes full liberty in lucidity andticism, an aspect which still makes her book
modern and, in a revolutionary way regarding the, ayen feminist. Miss $hagon is an
intelligent, cultivated woman, quick at temper avith a keen spirit of observation.

What is relevant for the purpose of this papethis fact that, even among strict
cultural codes, dictating social behavior, speeauth\ariting, the author does in reaction to
the outer world much more than simply repeatingliti@nal formulas of discourse. Her
expression is lively, bright and spontaneously jsoétctually, it seems that several of the
images thus created were even incorporated bytitnadcanonized in the aestheticshafiku
(see Chance, 1997:29). A beautiful translation lenty Mittwer
(see _home.infionline.net/~ddisse/shonagon.hipaiints out the natural manner in which
initially prosaic observations float within the stince of pure lyricism:

Summer is best in the evening

on a moonlit night ...

Even if it is dark without moon, it is lovely
when the fireflies dart all over,

or even one or two fly by here and there
with cool lights.

It is also wonderful when it rains.

Sei Slkonagon alternates prose and poetry often withoutgoaware of the artistic
juxtaposition. On the other hand, at the ancierstendiatsuo Bagh the alternation is already
a conscious rhetoric device, although the inevitdbsion of the two genres becomes even
more obvious. Basis Narrow Road to the Interias anikki, or a travel journal, written as
haibun;in other words, it intertwineaikus andhaiku-like descriptions of landscapes. The
proper prosodic part is close to prose througtptieeeding explanatory text, which helps it
to further disseminate into the narrative textilitee haibunevolves asymptotically as a kind of
movement back and forth from prose-like descriptigerative bridges into shorter "poem”-
like lines. Spare, tight rethoric enhances in brdkes an acute awareness of time, of the
moment in time, to be more specific. A light flofwsensibility fills both prose artshikusections.
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The prose resonates with the poetry, but does not repeat or explain it. A concise
delineation of the matter is offered in the following quotatitiha haikuis an insight into a
moment of experience haibunis a story or narrative of how one came to have that experience”
(Ross, 2002: 34). Prose and poetry no longer function as distinctly featured discoursive modes,
but share substance like communication vessels: "h#iku, haibunbegins in the everyday
events of the author’s life. These events occur as minute particulars of object, person, place,
action. The author recognizes that these events conect with others in the fabric of time and
literature, and waves a pattern demonstrating this connection. And if this writing is to be truly
haibun, the author does this with a striking economy of language, without any unnecessary
grammar, so that each word carries rich layers of meaning.” (Higginson, 1989: 46).

With Basld we witness the qualitative mutation of tm@iku This can no longer be
regarded as mere aphorism, but has to be defined in terms of atmosphere and emotion. Its
secret lies in the point of impact: the interaction between invariable and fluctuating, ephemeral
and eternal. An extremely tight structure, with no deviations whatsoever, manages to comprise
impressive vivid immediacy and sensory iradiance. The unbearable lightness of being, we
could infer, becomes bearable only through its aesthetic mutation. For Western literature,
the notion closest to the Japanese structure is believed to be that of the &pycleany a
concept related to the artist’'s search to circumscribe the object in its full-of-significance-
concreteness. In this respdtaibunhas been defined as "narrative of an epiphany” (Bruce
Ross inThe World Haiku Reviewpl. 1, no. 2, 2002).

In order to illustrate the previous conclusions, we quote an excerptBfasii’s
Narrow Road. Spring and Autumn Passagestranslated to English by Hiroaki Sato:

"After many days of solitary wandering, | came at last to the barrier-gate of Shirakawa,
which marks the entrance to the northern regions. Here, for the first time, my mind was able to
gain a certain balance and composure, no longer victim to pestering anxiety, so it was with a
mild sense of detachment that | thought about the ancient traveller who had passed through this
gate with a burning desire to write home. (...) | walked through trees laden with thick foliage
with the distant sound of autumn wind in my ears and a vision of autumn tints before my eyes.
There were hundreds and thousands of pure white blossoms of unohana in full bloom on either
side of the road, in addition to the equally white blossoms of brambles, so that the ground, at a
glance, seemed to be covered with early snow. (...)

Decorating my hair
With white blossoms of unohana,
| walked through the gate,
My only gala dress.
(Baslo, 1996: 42).

A few lines pondering upon the master’s literary credo will help us understand the
continuity between an artist like Bashnd Japanese modern literature. In both instances, a
poignantly visual narrative puts in improbable balance the concreteness of perception and
the generality of vision: "In matters of art, one should follow into the steps of creative nature
and consort with the four seasons. From what we see, there’s nothing to not be flower, from
what we feel, there’s nothing to not be moon” (Bast998: 47)

! The translation belongs to us.
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Based on a narrative line of utter simplicity, witiinimal rhetorical devices, vague
causality and blurred denouements, Kawabata’s sawgke much, as literary criticism has
already pointed out, to the aesthetics of the Heig®, to the descriptivism and discrete
sensitivity of the ancienhonogatari(Keene, 1998: 776)Their lack of clearly-cut structural
guidelines, typically assigned to a common devetognof plot, ressembles a lot the fragmentary,
hazardous, diary-like flowing of the above mentidrteadition, another representant of
which was, of course, Sei &tmagon. On the other hand, these formal charadtariatso
account for the deep intimacy between prose antlyp@mecdote and lyricism in Kawabata's
novels, up to the point where their distinction Wb, practically, impossible.

Whereas in Western literature, the modernist atisthieiggered off the expansion of
narrative prose in the realm of poetry only asdarthe 20 century (Albérés, 1968: 221),
Japanese literature was from its very beginninggistic and lyrical in nature. Virginia Woolf,
James Joyce or Joseph Conrad resorted to thedalchdhievements of Symbolism in order to
enlarge the areas of narrative realism and on emfwatheir prose with musicality, mystery,
indeterminacy, they tried to suggest the world gredhuman mind are larger than rational and
analytical categories of discourse could ever cenfl herefore, in subsidiary, Western poetical
prose also developed as a philosophical stancedeweality, tightly connected to the general
trend of irrationalism pervading the thinking o thd" and 20' centuries.

Unlike the ideological reasons of this formal timiNestern literature, the Japanese
poetical narrative evolves from an old lineageraflition, it is therefore conservative and
by no means subversive. Within this economy ofalisge, prose and poetry are not elements
of an incongruous mixture of genres, but form sam$ally, in balanced proportions, a
single organic genre, rather atypical and diffic¢alapproach by Western concepts.

In fact, the first work of Japanese pro$esa nikki,compiled by Ki no Tsurayuki
around 935, belongs to a genre known to modernlachas the poetic diaryta nikki.The
poetic diaries of classical Japanese literatureea@thologies of poems strung together by
narrative prose sections. However, these so-caliades were written not only as mere
records of daily events, but also included remigmi®es, remembrances of the past.

On placing modern Japanese novels in continuatiothe first poetic forms
disscussed above, one should keep in mind an @lenbn-Western characteristic of the
Nippon diary. Opposed to a whole tradition of casfen which could be traced in Europe
back to the works of St. Augustine, the Japanemey @ rather objective than subjective. Its
focus on recording significant details of life aslivas that of collecting sensitive reminiscences
does not function for the sole profit of subjedjivithe purpose of self-construction, of finding
the perennial moral truths of the psyche - as Wegtaurnals do. In fact, Japanese diary
concentrates maximum efforts of imagination to obsein all its striking concreteness, a
situation, a state of spirit, an object, a landsaayiside the psychological being of the observer.

A dominant psychological discretion, responsibte & certain impression of
elementarity, has been preserved in Kawabata'switbe strongly melodramatic plots. The
characters take part in intricate stories of Imeem to be experiencing despair, desolation
or passion, yet very little of their suggested imtemoil perfuses the surface of the stylized
writing. The vane romance of Komako and Shimamuar&now Countrythe remorseful
nostalgia and utopian desires of Kikuji Tlhousand Craneghe spiritual vertigo on the
verge of failure and death of Shingotie Sound of the Mountaioan only be accessed by
the reader through presuppositions, suggestiosyrmabols. Contrary to the evolution of a
paradigmatically Western writer as Thomas Mann, ifstance, the dyonisian nature of
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such heroes remains delicately drafted behind an allusive curtain. The tea ceremony in
Thousand Craneshe mountain landscapes or the spectacular change of seasonal colors in
Snow Countrythe oniric straniety and the web of impression$tie Sound of the Mountain

even elements of vestimentation and decorum provide the symbolic backround against
which human dramas whirl in partially phantomatic tension. Highly significant in this
respect is the fact that the thick lines of description contrast with the sketchy, abbreviated
structure of dialogue. The inner monologue — a turning point in the development of Western
prose — is missing in Japanese prose, being replaced by utter contemplation. More than
often, fragmentary views of nature or spectacular landscapes, rich in full colouring, work as
substitutes for the characters’ thoughts or torments. Nature, as sum of compressed energies,
supports the play of meanings. The descriptive touches may be minute, yet they evoke
rather in a vague characters’ particular feelings. The puzzle of emotional landscapes solves
the riddle of the soul.

Not even Mr. Shingo’s intensely disturbing experimentation of nocturnal dreams
does offer insight into subconscious realms. The sense of loss and old age shipwreck, the
nightmarish closeness of death, the unbearable feeling of broken ideals have famous
counterparts in Malcolm Lowry’sinder the VolcanolHHemingway’sOld Man and the Sea
or even Melville’'sMoby Dick.Allienated in his wasted family life, regretting past choices,
illicitly attracted by his daughter in law, Shingo floats passively between states of anxiety
and serenity, as echoed by imaginary voices of nature, disquieting premonitory images of
dream or impressions of tenderness that Kikuko's gestures spread around her. The entire
desolation of personal failure and the tragic futility of human actions — metaphysical
intrigues which are vaguely traced and get no solution within the proper narrative — remain
ultimately comprised and sublimated, as a Buddhist lamento, in the impersonal, yet full of
pathos "sound of the mountain”.

With a similarly dramatic family plot deals the novélousand CranesTrapped
between the trivial and superficial side of life embodied by Chikako and the candour and
verticality that Fumako, on the other hand, represents, young Kikuiji is left pondering upon
reconciliation with an intricate past that estranged him from his dearly beloved father. The
latter resorted to extramarital affairs, one of which seemed even to conclude in true love.
With a kind of torn nostalgia, Kikuii falls for Mré)ta, his parent’s former mistress, grasping in
her joyful warmth a hint of the father's soul that he has never previously known. He
succeeds in coming to terms with his own past, somehow reversely, and becomes able
again to encounter moral purity in the person of Fumako, ®t='s daughter, herself an
affectionate companion of his late father. The poetic straniety of the book does not reside in
the intricate plot, out of which a Western writer would have simply made a common-day
(melo)drama. Most of the past history and of the present web of emotions is covered by a
secretive veil and comes to surface only through accidental gestures, half-uttered phrases,
intermittent scenes. Morals is not studied through direct discourse, but by means of allusive
imagery. This narrative device bears certain resemblance to Henry James’ novels, although
his overloaded flurid style, meant to drill in the depth of psychologies, is the farthest
possible from Kawabata’s minimal, elliptical writing.

Thousand Cranesterplays powerful, sometimes contrasting, moral overtones —
Chikako’s petty vulgarity, MrsOta passionate openness, Fumako’s tender devotion — and,
by positing young Kikujo as observer at their conjunction, can also be regarded as a
nuanced study of feminity. Consequently, character levelling can actually be noticed in the
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fact that one single feature, as mentioned ab@ems to expand until absorbing the heroines’
personalities, to the extent that they become emisads of moral/spiritual values (different,
thus, from the notion of socitfpeexploited in Western literature).

In a movement generally characteristic to traddlodapanese literature, much of
the human particulars, concerning their desiregjvaiions, pleasures etc., is confined to a
dim background, embellished as it is with delicemagery. On the other hand however,
foregrounded in the narrative is a recurrent simdmotive around which all eventual
significations revolve; the rhythmical display afck a central symbol accounts for the
haikulike concentration of Kawabata's prose. Whethas ithe tea ceremony ithousand
Cranesor the change of mountainous vegetatiositow Countrythe symbolic core of the
narrative reflects human thoughts or emotions dwedis various lights upon them. In spite
of their icy frailty, the delicate china involvad the tea ceremony are prone to transcend
time, fluctuations and even bear the specific impof human touch (the precious ancient
cup of tea Fumako eventually breaks displays ayshemiembrance of Mrta’s lipstick).

Iradiating layered meanings, objects often takestteme as characters in their own.
Much sensory care is assigned to their descripgonthe more as people simultaneously
become rather abstruse and enigmatical. Womenisthefar instance, appears as ellusive
and cold. Even the incandescent aura of geishes,hthzy eroticism could never collapse
into lurid carnality. Totally opposed to Westerraitter counterparts, the feminine mystery as
such is ever far from being exhausted, consumbteddh senses. On the contrary, it remains
partially floating in imponderable realms of spidlization. As subtly shown &now Country,
romance is, in these terms, less palpable chemtisény superpersonal negotiation of the
yin-yangprinciples: "The heamp thread could be spun andemoanly in the chilly and
dark season, so as to be worn after during hotumdser, to freshen and cool the skin.
Likewise was Komako: she surrounded Shimamura kéthwarm love, yet one could grasp a
pale of cold within the core of her beifig”

Instead of complex theoretical concepts, traditiaiepanese literature requires
very few prejudices and a lot of patience to relishArguably unique among the world
literatures, the type of visual poetic narrativeas preserved through centuries can be truly
considered an enduring form of art, refined insitsted simplicity, yet sophisticated in its
multiprismatic texture of meanings.
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