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Mangle 3. [figurative] Now chiefly: to render (words) alsto
unrecognizable by mispronunciation, or to spoilgogss blundering or
falsification (a quotation, the text of an authdfprmerly often (now
rarely): to mutilate, deprive of essential partgbject to cruel injury.
(Oxford English Dictionary)

Conflict (where there are two or more views) isviteble in the
workplace. It is how it is managed that determittes likelihood of a
positive or negative outcome. (‘Managing Conflictiniversity of
Glasgow Staff Development Service prospectus)

We should learn to step back, to disentangle owselfrom the
fascinating lure of [...] directly visible ‘subjeceV violence, violence
performed by a clearly identifiable agent. [...] Sedijve violence is just
the most visible portion of a triumvirate that mdés two objective
kinds of violence. First there is a ‘symbolic’ eoice embodied in
language and its forms, what Heidegger would oalllmuse of being'.
[...] Second, there is what | call ‘systemic violehcer the often
catastrophic consequences of the smooth functioofngur economic
and political systems. (Slavoj Zize¥jolence: Six Sideways Reflections
Big Ideas (London: Profile, 2008), p. 1)






Introduction:
Culture Mangling

EILIDH M ACDONALD AND JAMES SIMPSON

If the choice of terms in our title seems odd, thers perhaps
useful to begin with some account of their meanthg,tracing of
which forms a curious peregrination through andveen cultures
and languages. A ‘mangle’ can be the ruin of presitorm, cut,
hacked and disfigured (see OED). We speak of a ledng
imitation, especially in language. Yet at the samme, the mangle
Is the thing that, through the laborious applicatixd crushing and
distorting weight and pressure, removes irregylarit form and
condenses together to produce the smoothnesseohtid tidiness
of form and identity associated with finely presdedn. This
appearance of unity can be deceptive, however ceslyein the
field of cultural studies, a discipline famouslytrame, but rather,
as David Forgacs and Robert Lumley term it, a teds]...]
which has come to include ‘literature, social higfomedia
studies, human geography, cultural anthropology ahe
sociology of deviance’. However, although seemingly
comprehensive in its intellectual scope, such apeative does
not invariably resonate in the culture under stual/Forgacs and
Lumley also point out, ‘in Italy the terstudi culturaliis not used
except as a rendering of the English term whichemasred Italian
academic debate by a side door through translatipdsscussions
of some influential British work on popular musgxncial rituals
and subcultureg.In short, if the field of cultural studies is the
product of a disciplinary mangle, then its receptim other
(geographical) terrains can seem to partake aindasly arbitrary

! David Forgacs and Robert Lumley, ‘Introduction: pipaches to Culture in ltaly’, in
Italian Cultural Studies: An Introductigned. by Forgacs and Lumley (Oxford: Oxford
University Press, 1996), p. 1.

2 Forgacs and Lumley, pp. 1-2.
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operation in which this tatterdaticolageis further traduced into
the appearance of a cohesive warp and weft. A airBidbel-Fish
game can be played with regard to our title. It #wmnse, the idea
of a manglehere seems to have more in common with the French
term for it,une essoreus¢he etymology of which ties it back to a
drying machine or any device that exposes whaampmlor heavy
to the air,essorer This term is first attested in the twelfth cemtur
where it not only has the sense of exposing toathéo dry but
also either ‘to take wing’ or ‘to launch’ of a bjrgarticularly birds
of prey — (Essorezfu ses esperviers, / Qu’'a une alGete ot failli’,
Chrétien de Troye<Cligés Il. 6440-41). The flight of Chrétien’s
hawk takes as both cue and target the emblematic dscending’
of courtly love lyric. From here it comes into MiddEnglish ago
soalr, as in Pandarus’s disingenuous denial that heytasds for
vaunting hope in his enterprise of seduction (‘Véao cause, |
wote wele,to sore as doth an hawk’, Chaucefroilus and
Criseyde I, |. 670). Clearly, in a convenient coincidenessorer

Is related to the noumin essoythe rise, spread or taking wing of
cultures and movements, among which one mightl'essor des
études culturelles Thus an apparently leaden and soggy-
bottomed conceit can take flight in unexpected walyen brought
into a cross-cultural context, revealing pressiognections where
perspectives had previously seemed earthbound eir thwn
particular corners.

The product of its own ‘culture mangle’, this volanbrings
together a series of essays which started theis las presentations
at a graduate conference in the University of Glasgponsored
by and organised under the aegis of an AHRC-speds@search
training network in Modern Language Studies. Althouthey
range widely, covering different cultures, periodasedia and
genres from across the field, we were struck bystiered themes
and preoccupations that underpinned them. In aesetisof the
essays here deal with tidiness and messiness of &oid genre,
history and reception. Listening to those papersth@at day, it
seemed to us that such a mangle might just ‘wing it

Conflict and violence appear as two subjects vemychm
connected and yet, at the same time, often cayefillided. A
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host of studies have been devoted to illuminatheg distinctions
and relations between the various terms involvedhim field:
violence, conflict, aggressionYet they are at the same time often
linked in titles and calls for papers or other sigsmons. While
violence is a subject of particular social and aghiurgency,
conflict in particular seems the one most likelyetggage us. After
all, conflict is officially part of the working lies of academics and
graduate students. Approaches in various fieldstdaast policy
documents relating to university working conditiehsire careful
to distinguish ‘violence’ from ‘conflict’. Thus, wie the former is
exceptional to the normal order, the latter, as @mun lords and
masters are concerned to make clear, is an inéwitaart of
working in a publicly funded Higher Education sectwhere
balancing resources and demands is often diffenudt very rarely
a ground for anything approaching entire consen&igh a
position reminds us however of the inescapabilftyiolence and
the simultaneous occlusion of what Zizek refers ae its
‘symbolic’, and perhaps more crucially, ‘system@dimensions
(see above). What Zizek does not suggest is tteaetis no
connection between subjective and objective ingsiof violence,
but that rather the relations may be more obliduentwe had
perhaps thought — hence the ‘sideways reflectiohsiis subtitle.
That the ‘subjective’ dimension of violence stamdsome kind of
relation — whether mimetic, causal or, indeed, ldisgd — to its
‘objective’ domestications such as ‘conflict’ seemsparticular
instantiation of a more general and inevitable d@sted by culture
to its founding violences, a thesis most promineddveloped by
Jacques Derridaln that regard, while conflict appears distinct
from violence, it is at the same time dependent anthe manner
of some sort of supplement as a guarantor of itseauticity and
reality, as supplying the energy of its ‘SOS’. limi8ey Kubrick’s
Dr Strangelove(1964), the embattled President Muffley, on the

3 See Bernard Beck, ‘Talking Violence Blues’Miolence ed. by George Estey and Doris
Hunter (Waltham, MA and Toronto, 1971), pp. 5-14l,ain the same volume, Harold I.
Lief, ‘Contemporary Forms of Violence’, at pp. 19-3

4 On which see notably Christopher JohnsBystem and Writing in the Philosophy of
Jacques DerridgCambridge: Cambridge University Press, 1993).
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brink of unwittingly starting a nuclear war, pleaddth his
fractious generals ‘Gentlemen, you can't fight ardl This is the
War Room!, inadvertently exposing the repressedlewt
supplement to the decorous officialdom of confhtdnagement.
‘Conflict’ extends not merely to the subjective tarsces of
academic endeavour, but also is apparent in theadies between
different areas and approaches, the war for theurall and
symbolic capital that derives from marking out aviteged
standpoint, a monopoly on the intellectual or miigh ground in
a given subject area. The complexities of thesatiogls and
histories are the subject of the essays contam#ds book.

‘Forward and Forget Nothing'’:
Conflicts Haunting the Curriculum

Remember not that we were freed: remember thabught.

If postunification debates about the German pasteweeither
historically unprecedented nor unique in comparisn other
European nations, then how should one characténeehistory of
German memory? Is it a story of a uniquely ‘unmadike past’ with
regard to the history of Nazism, the Holocaust #redwar? Or is it a
story of one nation’s recurrent and consistent gegent with
history?

It is often said that, with the exception of itsliGan ‘Celtic fringe’,
Spain has no tradition of ghost stories. Such & \depends on what
one means by ‘ghosts’. | should like here to dram @errida’s
historico-materialist reading of ghosts 8pecters of MarX...] in
order to argue that the whole of modern Spanistuil- its study
and its practice — can be read as one big ghast%to

5 Rudy KosharFrom Monuments to Traces: Artifacts of German Mgma870-1990
Weimar and Now: German Cultural Criticism, 24 (Bsedy and London: University of
California Press, 2000), p. 6.

6 Jo Labanyi, ‘Introduction: Engaging with Ghosts; ®heorising Culture in Modern
Spain’, inConstructing Identity in Contemporary Spain: Theimwa Debates and Cultural
Practice ed. by Labanyi (Oxford: Oxford University Pre2602), pp. 1-14, p. 1.
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The different fields within modern languages at edavel derive
their distinctive textures from contingent pullsdafiows not
merely of the national histories and cultures tacltthey refer,
but also from the re-thinkings of key questions egimg through
encounters with other subjects fields and throughdhanges in
the disciplinary environment in which research &paching take
place. The various disciplines in the field of Modd.anguage
Studies have their own distinct stories to tell @baolence and
conflict, indeed often multiple and fractured sésrthat seem little
amenable to resolution or synthesis. Obviouslyselae bound up
with the specific national histories that undergive separate
language areas, emphasis moving in relation ondensith the
visions of national identity emanating from incriegsy embattled
and fragmented national centres. The question ladirah memory
here is paradigmatic of more general disciplinargbfems, the
specificities of national situations both a sountelistinction and
providing perspectives to reflect on core issuss.this context,
the questions of responsibility and denial attemdam colonial
history have become a central problem. In partstems from the
glaringly self-evident ethical and political urggnof such
examination (especially in a context in which gliedesgtion offers
new and perhaps more insidiously occluded formscabnial
exploitation). However, there is also another ngereral sense in
which the task of ‘narrating the nation’, to useniiodBhabha’s
title-phrase, becomes perhaps the most immedigbedssing
version of the wider problem of ‘telling it all’,fgoroducing a
totalising history of the culture as subject ofdsté

In this context, the shifts and tensions in theiowes nation-
based cultural historiographies have their own ysttr tell.
France’s principal narratives spring from the Ratioh, the
Terror and then from the equally problematic questi of the
tension between narratives of resistance, colldalooraand
deportation in the Second World War through to diavowed

7 See, for example, Alessandro Portellihe Order Has Been Carried Out: History,
Memory and Meaning of a Nazi Massacre in R¢Besingstoke and New York: Palgrave
Macmillan, 2003).

8 Homi K. Bhabha (ed.Nation and Narration(London and New York: Routledge, 1990).
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and occluded violences of Indochina and the Algen&ar?
Indeed, the place (or non-place) of colonial engaagds in French
collective memory has been a particularly prodwtiv fraught,
area of discussion with massive implications fa& wider study of
French postwar culture. As Kristin Ross’s highlyluential Fast
Cars, Clean Bodiesighlights, the smooth, distinctly unmangled
forms of French consumer modernity appear as amatt to
forget the mess associated with France’s highlyighed record in
its withdrawal from colonial power in North Afric8.A recent
chapter in this debate is then the place of Francelonial past in
the national history and collective identity, arsgecially attempts
to produce an ‘official’ school history that paysoper’ attention
to the place of that history in the Republiossion civilisatrice
As commentators have emphasised, one of the cewetnalons
here is that France’s image of itself as resistiagon, the focus of
a historiography of memory, is one of the mythst thiands in
sharpest tension with the rather murkier historytre colonial
engagement and which teases most uncomfortably with
unfinished business of exploring France’s comptdg m the war
and the question of collaboration. This is exenmgdifin new
curriculum staples as Didier Daeninckx’'s detectimevel,
Meurtres pour mémoirg1984), in which the murder of an
academic investigating the role of the French adstration in the
deportation of Jews during the Occupation is hidohethe chaos
of the Paris riots of 1962, or more generally inrkgoby Georges
Perec such dses Chose§l965),La Disparition(1969) oW ou le
souvenir d’enfancg1975). One key problem highlighted with
regard to Daeninckx’s novel is that it runs thé& ia$ reducing the
Algerian war to a subsection of a ‘bigger’ question French
identity, and so addresses the question of outsidelvement
only for the national history to then turn backoim itself. Yet this
Is precisely the problem of violence: the moresidisplaced, the
more it returns in a spectral form, all the morevpsive and

9 See among others Jim House and Alan MacMaB#ais 1961: Algerians, State Terror
and Memory(Oxford: Oxford University Press, 2006).

10 kristin Ross,Fast Cars, Clean Bodies: Decolonisation and therBeong of French
Culture October (Cambridge MA and London: MIT Press, 1996
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insidious for its apparent lack of solidity. Thusdiael Haneke’s
film Caché(2005) presents the seeming banality of moderarurb
life haunted from an impossible point of view by tQuestion of
the Franco-Algerian confliét The paradox here is then that the
greatest violence leaving no trace, but rather afgpas a silent
reorganisation and sanitisation of pre-existingemnat.

Such preoccupations with memory and history appsgrart of
the lingua francaof contemporary European cultural studies. As
various studies have made clear, Germany’s talene of the
legacy of the Second World War, the separationast Bnd West
and then the uneasy reconciliation of the p/stadeperiod with
its own revisiting of the various closets of notralg the war and
the Holocaust but also the archives of the Stsis(Leben der
Anderen and more generally the question of incorporatihg
memory of Socialism into a conception of Germanyeraf
reunification Goodbye Leniror Daniela Dahn’s novalVestwarts
und nicht vergessgf? As Rudy Koshar comments, the slogan
adopted by some demonstrators in the last daysh@fGDR,
‘Forward but forgetting nothing’ (taken from BeitoBrecht's
‘Song of Solidarity’, written for the filmKuhle Wampgwas a
source of pain and confli¢t. However, denial and forgetting are
not limited to former ‘colonial superpowers’, astRuBen-Ghiat
and Mia Fuller comment:

The collapse of Italian colonialism in the contekiwider military and
political defeat, and the fact that Italian colendid not undergo any
real process of decolonisation, had long-term @pm=ions for how

1 oncaché see notably Max Silverman, ‘The Empire StrikesIBaScreen48.2 (2007),
245-49. In that sense, Haneke’s films frame thdystf visual and libidinal dis-ease in
the form of anti-national epics, whether the Austf The Piano Teachef2001) or his
more recent examination of exclusion and disavowbkWhite Ribbor{2009). In this
context, one of the critical ‘master texts’ exammiwhat one might term the history the
rot at the heart of the national thing is of couEséc L. SantnerMy Own Private
Germany: Daniel Paul Schreber's Secret History obddrnity (Princeton: Princeton
University Press, 1996).

12 gee, among others, John McCarthy and others (g8tig),Many Faces of Germany
(2004). Also Koshar and Alon Confin@ermany as a Culture of Remembrance: Promises
and Limits of Writing HistoryChapel Hill: University of North Carolina Pre2€06).

13Koshar, p. 1.
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Italian colonial history has been written and rerbhered. Presumably
as a result of such anticlimactic ending to Italyialf-century of

colonial rule, the end of Italian imperialism occaed little public

reflection. Instead, political elites and colontcles generated a
culture of ‘myths, suppressions and denials’ thahaged the image
of the still-desired lost object — Italy’'s empire by suppressing
knowledge of Italian atrocities and fostering stsaiof popular

memory that perpetrated images of Italian colosisesrbenign?

No simpler picture of Italy itself emerges in tkkambridge
Companion to Modern Italian CultureZygmunt Baranski's
introduction paying deference to the overwhelmingiplexity of
the subject, and indeed advocating that the raadet against any
temptation to be seduced by the volume’s compartalisation by
approaching it in an ‘open and flexible mannerh particular,
they should consider the ways in which chapters as@fully
interact’, a move which positions the ideal readsra ‘critical
friend’ of Italian Studied® In Hispanic Studies, one of the central
focuses is the dominance of Franco in the post-paniod,
Guillermo del Toro'sPan’s Labyrinth(2006) seems tailor-made to
exemplify Jo Labanyi’'s description (cited above) wiodern
Spanish culture as ‘one big ghost story’, serviagaaconvenient
illustration of how the unfinished business of Bpanish Civil
War lingered on after the end of the seemingly darglobal
struggle against Nazi GermatfyDel Toro’s old gods — not just
fauno himself but also the nightmarish child-devouringt8n,

14 Ruth Ben-Ghiat and Mia Fuller, ‘Introduction’ italian Colonialism ed. by Ben-Ghiat
and Fuller, Italian and American Studies (New Yoakd Basingstoke: Palgrave
Macmillan, 2005), p. 2. The reference is to Ange& Boca, ‘Myths, Suppressions and
Denials’, in A Place in the Sun: Africa in Italian Colonial Litgure from Post-
Unification to the Presented. by A. Palumbo (Berkeley and London: Universif
California Press, 2003), pp. 17-36.

15 Zygmunt Baranski, ‘Introducing Modern Italian Qui¢’, in The Cambridge Companion
to Modern Italian Cultureed. by Baranski and Rachel J. West, Cambridgep@aions to
Culture (Cambridge: Cambridge University Prespp),1-15, p. 2.

16 The political and social underpinnings of Sparisbdernity’ are the central focus of
collections such as Helen Graham and Jo Labang),(8panish Cultural Studies — An
Introduction: The Struggle for Modernit§Oxford: Oxford University Press, 1995) or
Barry Jordan and Rikki Morgan-Tamosunas (e@sptemporary Spanish Cultural Studies
(London: Arnold, 2000).
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along with the ironically recuperated anti-Triniof the dying
daughter’s final vision — speak of a complex hegérssic archive
resisting attempts to impose a narrowly paternalsion of
national identity. Indeed, this vision finds otHertile grounds in
visions of pre-Reconquista Spain, as is apparemh fithe essays
contained in Stacy Beckwith’€Charting Memory: Recalling
Medieval Spaina volume which sketches a rich ghostly counter-
history, mapping the traces of Jewish and Arabituces in the
relation of modern Spain to its medieval otheBut then again,
Hispanic Studies is also centrally bound up witd tjuestion of
the conquest of the Americas, a source of furtlaentings, not to
mention livelier contestations. As a distant mifibis argued that
the ‘war’ between the ‘ancients’ — focused on th@ldén Age —
and the ‘moderns’ — focused on gender theory, canend
postcolonialism — that split departments on bottesi of the
Atlantic often along generational fault-lin€sin the context of
East European and Slavonic Studies we have seestaayhof a
discipline continuing to manufacture more histohart it can
readily consume at home. In this context, the confbetween
different versions of the past becomes particulatgar. Dovile
Budryte’s study of the independent Baltic stateslawiines the
difficulties inherent to reconciling individual anttollective’
memories of the Soviet era and ‘[making] the tramsi from
collective victimhood to a de-politicized commentaa, [...] an
attribute of a mature, tolerant political commuhiyThe solution,
Budryte suggests, must involve a balance of diseeirpower
between the official ‘guardians of memory’ and themoirs and

17 Stacy N. Beckwith (ed.;harting Memory: Recalling Medieval Spalispanic Issues,
21 (New York and London: Garland, 2000).

8 Eor an autobiographical account of the emergesttipline of Chicana/o studies in US
Hispanic studies departments, see Yvonne YarbrasBap, ‘Reflections on Thirty Years
of Critical Practice in Chicana/o Cultural Studieisi A Companion to Latina/o Studies
ed. by Juan Flores and Renato Rosaldo, Blackwethgamions in Cultural Studies
(Oxford and Malden MA: Blackwell, 2007), pp. 397540

19 povile Budryte,Taming Nationalism? Political Community Buildingtime Post-Soviet
Baltic StategAldershot and Burlington VT: Ashgate, 2005), 91
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family histories popularly preferred — especiallythe young — as
sources of information about the Stalinist depates?°

More often than not, these different tendenciesianulilses can
find themselves diametrically in tension as différenational
perspectives and agendas on what is politicallyGiadlg or
culturally urgent — conservative assertions ofyag opposed to
greater accommodation of diversity; the embracerafesistance
to ‘globalisation’ — impinge on one another in thenner of
shifting gravitational fields centring on changingaster
narratives. This tension is in part a product oflegree of latency
in the dialogue between observer and object in kvthe question
of the relation between university curricula in theited Kingdom
and the United States and the evolving historiesnafional
identity in a global area has often been far fraraa. This sprang
in part from a sense that curricula were out op stath the
‘modern nation’ and the problems facing it, althbugcreasingly
the distance from the object is critical. If in Rod studies the
traditional conception of the timeless pantheoncatg seemed to
reflect the complexities and changes of postwaméga then
recent approaches, chiefly springing from withinstgolonial
studies seem no more interested in offering baclservile
reflection of the image of a modern France unifsad whole and
keen to advertise its attempts to come to termb ust history or
taking at face value recent reiterations of thalsief Republican
Universalisn?! ‘Remember not that we were freed; remember that
we fought’ has been appropriated as a rallyingioryecent re-
evaluations of the involvement of European cultunethe slavery
trade and for the attempts of various bodies to ana@lise that
implication and the guilt associated with it. Theltgres in
guestion profit then in the past from the actuablar and in the
present from the symbolic capital accruing to thams they
mythologise themselves as generous and enlightened
emancipators, making the industry of commemoradilso one of

20 Budryte, pp. 188-92.

21 On which see Marie-Pierre le Hir and Dana Straedk), French Cultural Studies:
Criticism at the Crossroad@lbany: State University of New York Press, 2000)
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domestication, the attempt to hold a decorous dtateral for
such live issues as racism, deportation or theof gnoving more
likely to waken ghosts than allay théfiMiore widely still, this in
turn sparks an energising resistance from not méhnelse areas of
French studies specifically engaged with those idiate
guestions but also other areas where Republicagrnadism is
perceived as a ‘colonial’ position, any reassertbwhich is to be
contested with regard to questions of regionalityernal order
and gender. To write about syphilis and prostitutim the
nineteenth-century novel is still to cock a snodk Nicolas
Sarkozy’s Napoleonic stylings, not to mention hasvninfamous
sneer at the utility of Early Modern literary stesi#®

If all of these different areas have seen their ensions of the
conflict over the subject matter of their fieldseh to some extent,
that history is part of an evolving higher educatsector in the
United Kingdom, from expansion in the Sixties andrle
Seventies to the broadening of scope that wasrge lpart driven
by the distinctive intellectual agendas emergimgifithe then new
polytechnics. In addition to the challenge to taaan provided by
social and cinema studies, all of these areas ls@em their
versions of the ‘theory war’, with attempts to ingorate the
challenge of avant-garde inspired postwar thougitb ithe
programme, and indeed to reflect the contributioenEh thought
has made to debate internationdfiylhis process has continued
over the past two decades, in which conceptiona odirriculum
centring on a traditional canon of literary ancellgctual classics

22 On funeral processions as part of the Republiatthestate and as performances of
collective identity and memorialisation see AvneenBAmos, Funerals, Politics and
Memory in Modern France, 1789-199®xford: Oxford University Press, 2000). Of
course a key figure here in recent times has bkerHaitian revolutionary, Toussaint
Louverture, on whom see especially Charles Forsdidkiti and Departmentalization:
The Spectral Presence of Toussaint Louverturggrnational Journal of Francophone
Studies 11:3 (2008), 327-44.

23 On French fiction in the nineteenth century asféection on questions of sexuality and
policing in France see in particular Jean E. Pexer&Nana and the Nation: French
Cultural Studies and Interdisciplinary Work’, Fimench Cultural Studiesed. by le Hir and
Strand, pp. 29-48.

24 See Max Silvermarkacing Postmodernity:Contemporary French ThoughiQuiture
and SocietfNew York and London: Routledge, 1999).
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have been decisively challenged by the emergemiptiise of
‘cultural studies?® The conflicts then continue as departments try
to square the circle of fitting this more than duarenriched and
amplified conceptions of culture and cultural higtalong with
vastly expanded geographical domains into the asingly
cramped pint-pot of a university curriculum.

Russian Ark: ‘My European’ in the Culture Mangle

TheGuardian Tell us a secret.
Slavoj Zizek: Communism will wir®

If a sense of constraint has been seen as one dbiites that has
most hampered and mangled our understandings dftiraul
studies, the pressures brought to bear on the ptane of
university curricula can at the same time draw orast diversity
of culture mangles, serving as allegories of thdseiplinary
concerns and conflicts. A case in point is Aleksan8okurov’s
Russian Ark(2002), in which a Russian narrator suddenly finds
himself in the Hermitage Museum, St Petersburghendompany
of a French diplomat, Custine (played by Sergeyidam®), who
claims to have found himself inexplicably transpdrthere and no
less astonished to find how well he speaks Rugsida.in one of
its cinematic modeld,’Année derniére a Marienbadhe museum
is transformed into a temporal and historical |afyx, a screen for
the confused dreams of the newly dead. Howevegxdoration
of the relation between identity, dream and los®o dias clear
parallels with one of Sokurov's major influences Russian

25 gee for example Frank Trommler, ‘Is LiteraturellS@ientral to German Studies?’,
German Quarterly80:1 (2007), 97-105.

26 Slavoj Zizek, Interview by Rosanna Greenstr&éag Guardian9 August 2008.

27 For brief but illuminating account of and comment Sokurov’s labyrinthine narrative,
see William Johnsorkilm Quarterly, 57:2 (2003), pp. 48-51.



Introduction 13

cinema, Andrei Tarkovskidf. Although cast emphatically as a
single point of view (indeed, the film consists af single
continuous steadicam shot, the longest of its kimdcinema
history), its narrative and the interaction of tleharacters
emphasises bewilderment, fracture and dissonaroe.museum
itself is not neutral terrain: rather, as the fénpresent moment
lurches backwards and forwards through history,sipece of the
Hermitage gradually resumes its function as parthef winter
palace complex of the Russian royal family, withcess
increasingly controlled by hostile, albeit extrasatly costumed,
court officials and military personnel. However,angiddy dance
reaching back from the present as far as Pete(Gtkat (1672—
1725) and Catherine the Great (1729-1796), therswieep
forward to the great ball of 1913, the central elstgrs remain
disoriented and uncertain as to what version dfspace they are
occupying at any given poiftln that sense, the central feature of
Russian Arkthe camera’s restless movement among the pasting
objects and interlocutors in the Hermitage museapeaks of
what Stephanie Sandler sees as a preoccupyingtyanmgieealed
through the dialogue between motion and fixity edgeabout the
terrifying void at the heart of subjectivity, an xagty notably
explored in films such as Tarkovsky3olaris®* Similarly, while
the diplomat is quite happy for the most to walkhe company of
the Russian narrator, like some sort of second@racter in

28 On this, see in particular Stephanie Sandler, ‘Ahsent Father, the Stillness of Film:
Tarkovsky, Sokurov and Loss’, ifiarkovsky ed. by Nathan Dunne (London: Black Dog,
2008), pp. 126-47.

29 Indeed, as Johnson point out, the same charaei@ppear in different scenes and thus
in different periods: ‘Curiously, the eighteentmtgy guests who enter the Hermitage at
the beginning of the film include several who resguopat the 1913 ball and also in a
smaller group about halfway through the film, incleacase too prominently to be
explained by a random shuffling of more than 1,8@6rs and extras. It's possible that
Sokurov is pointing to the static condition of Rasssociety under the rule of the tsars. Or
he may simply be following his assertion that “&é no past or future in history, just as
there no past or future in art, only the preserfichnson, p. 49).

30 sandler's principle reference here is Joan Cogjkhough the theme of the subject as
either void or night is also extensively exploredZizek’s work, often in relation to
Deleuzian treatments of the cinematic image (onclwlsee notablyOrgans Without
Bodies pp. 60-74).
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Tolstoy's War and Peace he also manifests an obdurate
independence and, in conformity to national steq@smt at one
point disappears to follow an attractive woman iatside-gallery.
Finally, at one point he refuses definitively tocampany the
narrator any further. Why would | bother beyaur European?

It is at this point that the film can be seen asamplex
reflection on the ambivalences and conflicts thaterpin the
process through which Russian cultural and hisabraentity has
been shaped by dialogue with other cultures. Algmocentred on
a certain unity of perspective and voice that ispleatically,
poetically Russian in its language and heritageghatsame time
the desire to show this heritage to another retwimsessively.
Indeed, not merely national identity itself, butsal cultural
exchange appear as objects of nostalgia. As thiatoatravels on,
he finds himself speaking longingly both of andtlie figure he
refers to as ‘my European’, a designation thatpaating Custine
as a ‘lost father’ places in question any settleshnological
construction of Russian cultural paternity or patny. Through
this relation the film asks questions of the natofeRussian
culture, history and identity. Obviously, the ouesetting of the
film speaks of Russia as waking up and findinglfittging after’
a particular moment that it now only can recoveaasixture of
museum archive of artefacts that seem mostly iadpioy or
brought from elsewhere (the Second Empire vaseglifhiemat
comments on in the early part of the film — thewssglthe pretext
for an excursus on French and Russian perspediivdg¢apoleon
— are a particular example) is an allegory of acewain post-
Soviet present. Moreover, the film’s central redaship highlights
the question of borrowing and imitation, the ‘cdbdism’ of
social mores that shaped Russia’s French-influenoad society,
and with it the whole question of the nature andnidy of
Russian history as either native or internatiohatisomed to find
itself unable to settle into the easy sleep ohglsi consciousness.
Indeed, the narrator’'s recurring phrase ‘eternappe’ seems
profoundly in conflict with the nightmarish, amnasistyle of the
film’s narration, asking precisely in what ‘etegiithe dream of
community and nation can be said to exist. Crugiathe
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withdrawal of the French diplomat can be read pedgias an
assertion of singular identity, as the withdrawatlinto the self
of a foreign element that finds its own identityasneptably and
traumatically troubled by thdateau ivre drift of the central
narrative3! Through the persona of the diplomat, the Freneh ar
implicitly given to see something of what it is be ‘European’
from another nation’s point of view and, seemingtydecide that
they don't like it.

In this regard, Russian Ark bears comparison with other
documents that explore and foreground the confltetssions and
dissonances between pre-colonial, colonial andcptistial time,

a case in point being the engraving of Amerigo Vesps
encounter with the indigenous population of Amepcaduced by
Jan van der Straet, Theodor Galle and Philippe eGail the
1580s% Although the drawing ostensibly shows the arrivfathe
master conqueror bearing sword, astrolabe and pérnartefacts
that have been termed variously by Michel de Cartédhe
weapons of European meaning’ and by Anne McClinttble
fetish instruments of imperial mastery’ — commeyptan the
engraving has drawn out its more subversive andstopeng
aspects? Crucially, Amerigo seems far less assured in taace
than the female native, and indeed seems to guaihat Michelle
Warren describes as the danger of ‘sexual and yodil
dismemberment’, at cannibalism’s ‘corporeal cordusi of
differences®* In similar wise, the film stages an arrival of a

31 On which, see Roland Barthes, ‘Nautilus et bafesai, in Mythologies Points (Paris:
Seuil, 1957), pp. 80-82. The interesting point hetdat the narrator appears in a sense as
a version of Captain Nemo who is both comfortabl¢hie ‘enfermement chéri’ (Barthes,
p. 82) of museum history and, towards the end, itgplbeyond it to a dissolution of
identity and history reminiscent of Andrei Tarkoysk Stalker (1979). The question
therefore remains as to whether the Frenchmanngibtg more impatient of the libidinal
attachments framed in the space, actually leaves.

32 our discussion here also draws on Michelle R. @rdsr reading inHistory on the
Edge: Excalibur and the Borders of Britain, 1100803 Medieval Cultures, 22
(Minneapolis and London: University of Minnesota$s, 2000), pp. 248-51.

33 Michel de CerteatThe Writing of Historytrans. by Tom Conley (New York: Columbia
University Press, 1988), p. xxv; Anne McClintodkyperial Leather(London and New
York: Routledge, 1995), p. 26.

34 Warren, p. 249.
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coloniser in a terrain that is and is not already, and indeed
which he ultimately refuses presumably becausewts narrative,
set in a place in which French cultural and pditipower has
been so evidently and voraciously cannibalised asglmilated,
threatens to devour his own sense of identity aiifitrdnce.
Indeed the question of eternity’s devouring mawmesadarge in
both documents: Theodor Galle’s rubric to the ahitlrawing
‘Americen Americus retexit et semel vocavit indenper excitam'’
(‘Amerigo repeats “America” and, once he spoke,deéorth was
[it / she] always ready.’) highlights the desireboth coloniser and
colonised. His naming of America inaugurates amnde (‘inde
semper’) in which the desire of the woman as theaatiment of
the land is the major driver. In the same way, ‘#ternal people’
of Russian Arkfind themselves absorbed by a desiring narration
that speaks more troublingly still. The French dipat's
astonishment that he is able to speak Russian #asneut the
first sign that his subjective self-mastery is unitheeat®®> And yet
precisely at the same time the film is able to opespace in order
to avert a crisis of cultural desire and ident#hgeit at the price of
loss and nostalgia. The cinematic intertexts are likiminating:
what Russian Arkseems to both explore and refuse is the
possibility of a fusion that manifests itself inrehateningly
incestuous form irMarienbad®® Certainly, the constant presence
of the mellifluously voiced narrator, endlessly gs®g the other
characters with both anxious instruction and cooergreaty,
appears as a masculine version of the use of Doay’s
disembodied voice singing ‘Che sara saral'ime Man Who Knew
Too Much a scene that has been read by Michel Chion aanbflI
Zizek as giving cinematic form to the spectre aheeateningly

35 An obvious comparison here is the scene from Antlaekovsky's Solaris (1972) in
which the central character’s revenant wife, logkat herself in the mirror, reasons that
she must be a figment of his imagination, unablshesis to remember what she has been
doing when he is not present.

36 On Marienbad as an incestuously masochistic narrative, seehKgader, ‘Another
Deleuzian Resnaist’Année derniére a Marienbads conflict between sadism and
masochism’ Studies in French Cinem8&:2 (2008), 149-58.
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incestuous desiré.By contrast, inRussian Arkthe presence of
the narrator's voice is constantly countered anerrapted by
sudden shifts in the acoustic field and environnanthe visitors
move from one room to another, the surrounding ents
changing dramatically as they move from small rdorgreat hall,
from wooden to marble floor, from their close-whaspd conclave
to the more distant but more sharply interrogasirguts of other
figures. One reading here is then to reverse the gathe manner
of Zizek’s rereading of Freud's account of the tfda’ game: the
point may not be for the child to come to termdwiite absence of
the mother, but rather for him to assert his sulgttus and open
the space of desire in the face of the mother’srvalvelming
presencé® Accordingly, an alternative reading of the clo$ehe
film would see it as casting the coloniser asidethes Russian
narrator looks out through the door of the palace an
unimaginable beyond. In that sense, the film baweals and
conceals, affirms and undermines any seemingly aoaiv
assertions of identity and subjectivity, centren@rgin, coloniser
or colonised. Yet, this should not be seen as antyf benign
resolution: one of the principal models for the tcainconceit of
Sokurov’s film is Dante’®ivine Comedyand at that level, we are
left uncertain as to what we have seen or indeedt \ids beyond
is heaven, purgatory or indeed hell. Nonethelekg, film’s
emphasis on identity and area, on difference, dractand
alienation, on the singularity of performance idatien to its
putative models, all of these have challenged aumceptions of
identity, whether gendered, historical or cultunal,the field of
modern languages. Different communities inhabit morely
different places but different ‘timespaces’ (as MfLopéz has
argued with regard to Chicano poetry), sometimes,Dgesh
Chakrabarty puts it, ‘several centuries at ofite€ldne element

37 see ZizekEnjoy Your Symptom! Jacques Lacan In and Out ofykobd (London and
New York: Routledge, 1992), pp. 118-19.

38 On which, see ZizeKThe Puppet and the Dwarf: The Perverse Core of sTiariity,
Short Circuits (Cambridge MA and London: MIT, 2008p. 55-61

390n timespaces see Miguel R. LopEhjcano TimespacgCollege Station: Texas A and
M University Press, 2001). Dipesh ChakrabaRyovincializing Europe: Postcolonial



18 Macdonald and Simpson

conspicuously sidelined in perhaps one of the nmgaificant

violences the film does to history is Communismiemed to

laughingly merely as an ‘unfortunate episode’. Thm®ment
positions the Communist period rather ambiguouslyterms of
the dream narrative, ostensibly excluded from ut, &t the same
time hovering as the violent event that hangs aesrything,

especially the final dispersal of the guests frova 1913 ball, a
scene pregnant with the suggestion that, for Ts&ssia, the
party is over. Thus, as the missing other of thenitage dream, it
appears as a sort of repressed element, an ewatns thither then
identifiable with the surrounding sea of eternity r@fuses to
encompass it. This uncertainty in terms of thecstme of the film
seems to reflect an ambivalence in Sokurov’s ovwawsi while

not opposed to Communism, his emphasis on aesthatid love
of nineteenth century art and literature set hinodds with the
authorities — apparentlymalgré [ui*® But does this imply
Communism wakes Russia from the baroque delusidnthe
imperial dream or does Sokurov present it as a Istigally

mangling slice through the multi-layered complesstof historical
processes and national identity? As Slavoj Zizeknroents
somewhere, reality is for those who cannot bealivi® in the

dream.

Thought and Historical DifferencéPrinceton and Oxford: Princeton University Press,
2000), p. 49. See also Jeffrey Cohen, ‘Introductilidcolonial’, in The Postcolonial
Middle Agesed. by Cohen, The New Middle Ages (Basingstoke ldaw York: Palgrave
MacMillan, 2000), pp. 1-17.

40 As Johnson comments: ‘It's not easy to assessrBokupolitical views, but he has said
of his early experience as a filmmaker: “The praidethe government film institutions
had with me — they had no political grounds. Beedusad no questions about the political
system, | had, let's say, less or no interestwas$ always driven by visual aesthetics,
aesthetics which connected to the spirituality @hmand set certain morals.... On the one
hand, the films that | made were forbidden to b@ashpublicly [under the Soviet system],
on the other, my new ideas were always approvéddhnson, p. 50).
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Overview of Chapters

The essays that make up this volume cover a divemsge of
subjects from the Middle Ages to contemporary ciagrfmom
Europe to the New World, as well as a range of gerand
discourses. However, looking across them reveatetevork of
shared themes and preoccupations.

For one, all the essays have some focus on thdraotisn and
contestation of models of national and communattitie as well
as anxieties about the purity and preservationutitial artefacts
and patrimony. In that sense, a central focus efesays is the
extent to which form or genre becomes a site o§isigity, or in
which, mutatis mutandisthe formal framing of a particular subject
matter might itself stand as cultural provocatidhus, in Baker’'s
study of the cultural context of early Mexican bartions, the
novel is appropriated as a frame in which to expldhe
complexity of border troubles and boundary pressuas well as
to validate mestizajeor miscegenation. By contrast, Simpson’s
essay explores Arthurian narratives as both ndtimrmance and
national B-movie, locating apparent impulses towalbltural
bastardisation in the suturing and mangling prastiof the
medieval texts on which modern adaptations drawsiilar
concern informs Serravalle de S&’s treatment okiBaa horror
film, where the profanation of social and religioualues is
politicised and given energy by the material casts impinging
on the process of production. All the chapters ctam an
intriguing relation to Peacock’s study of the pladeMoliére’s
plays in the national canon. In that regard, the lué the culture
mangle is perhaps the UK’s own dark angel of hyst@r Who,
the question being here one of imagining the comsnemd
reactions of Ignacio Manuel Altamirano, GeoffreyllHMilan
Kundera, José Mojica Marins and, indeed, ChrétienTdoyes
could one bring them together for breakfast — insRaf course —
to discuss their reactions to the issues raisedeinews of
productions ot.’Ecole des femmes

‘In Paris, of course’.:.inevitably, the location and language of
conflict and violence are central preoccupationg heid’s piece,
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although focused on Gide and his perception ofeHitleminds us
of a long-standing connection between violence emidivation

notably expressed in Burgundy’s discourse on thedega of

France in Shakespeareldenry V (V. 2). In kindred manner,
Baker, Macdonald, Simpson and Whiteley all explogtations

between exile, identity and outlawry, examining theent to
which that violence is ‘off the map’, in the seneé being

disavowed in the context of national narrative.|&gfons on the
uneasy place of torture and brutality in nationgthologies and
histories can be seen in Serravalle de Sa’'s workBazilian

horror film, Simpson’s examination of scarring améssacre of
the innocents in Arthurian fiction, or Whiteley’sudy of the

formation of medieval and modern military idenstieIn

Serravalle de Sa and Pollard’s work, we see a congih artists
who refuse to see artistic production as a quastiepal or bucolic
site for the easy disavowal of ‘real-life’ conflieind take it as
subject matter for both avant-garde and populististar

production. In a larger frame, Palladino aSdéda show the
stresses and strains underlying Kundera’'s attemptltivate the
garden of Central Europe in an essay that just dragyb to first
appear in French. The appropriative nature of @ictemembrance
and preservation are explored in Palladino 8wéda’s appraisal
of Milan Kundera in the context of political nataism, as they
also are in Peacock’s assessment of Moliere’s pladerance’s
cultural heritage. However, all of the authors awarks studied
here seem to fight on at least two cultural froflsthat regard, in
Serravalle de Sa’s account, Mojica seems as ready violence
to Hollywood convention as to Brazilian sensibagj while
Pollard and Simpson both deal with material lookivagk to the
politicised oratory and poetics of Virgil's Rome.

Genre and generic characteristics are anotherresguheme as
the various studies show different forms asserthrgr place in
different cultural and historical contexts, as tmeyrate, compose
or perform collective or individual identity. An ample here is the
concern with drama and the conflicted genesis disan both
Macdonald and Peacock’s studies, which exploregtiestion of
staging, whether in the form of the performativenensions of



Introduction 21

hagiographical narrative or the role of productioriransforming
interpretative community. In this regard, Alexisdafé do Caixao
are revealed as mutually illuminating uncanny despthe latter
appearing as an ‘ethical hero’ in the mode of Daové@nni even
as he casts light on the trouble and indeed fundtatig
provocatory ‘monstrosity’ of sainthood’s mission pooduce the
coming community. Likewise, Pollard’s concern witlgric
expression echoes with the focus on the distinchietween the
Aristotelian categories aposandmelosthat underpins Sveda and
Palladino’s account of central Europe’s ‘way’. The concern in
both essays with authorial status has clear coimesctto
Peacock’s treatment of Moliére and his afterlivé®wever,
Pollard’s essay opens a key space in the collebtiothe place of
poetry, all the essays raising in their own waysdhestion of the
function of poetic language in imagining histori@sd speaking
with communities.

These, and many other, cross-cultural and crosergen
resonances and parallels will come to light asatit@ors turn their
attention to the material caught in the folds amrdases of
‘mangled culture.’ Time to turn the handle...






Bandits in Mexican Literature

PASCALE BAKER

This paper examines the representation of bandit§lexican
literature from the nineteenth century, the soechlGolden Age’
of Mexican banditry. | will also touch briefly on other
representations, such as bandit balladsaridos, along with
nineteenth-century travellers’ tales, exploring hthese interact
with literary depictions.

The nineteenth-century historical romance was didaand
sought to provide an answer to Mexico's bandit feois by
encouraging its readers to be law-abiding, indossi and
patriotic. It tended to provide strategies for tregion to rid itself
of the epidemic of banditry, often by reflecting the mistakes of
the past. Bandits in the nineteenth-century Mexiqaovel
inevitably therefore had to reform or die, to fietconventions of
the genre which demanded a neat ending, where oncer
restored. Nineteenth-century Mexican novelists asoight in
these novels to reject the dictum so popular amaungteenth-
century European travellers, and hitherto residigdMexican
novelists, that Mexico was and remained ‘a natibbamdits’?

Before embarking upon a discussion of bandit nowessuseful
to outline the historical milieu which produced riineNineteenth-
century post-independence Mexico, in disarray aftears of
fighting, was facing an ever increasing wave of dimp. This
chimes with Eric Hobsbawm’s much-discussed assegsthat
manifestations of lawlessness such as banditrgase in times of
economic, social and political change, notably mrcivil war?

1 p.J. Vanderwood, ‘Nineteenth-Century Mexico’s fleering Bandits’, inBandidos,
The Varieties of Latin American Banditrgd. by R.W. Slatta (New York: Greenwood,
1987), pp. 11-31, here at p. 18.

2 C. FrazerBandit Nation, A History of Outlaws and Culturah&jgle in Mexico, 1810—
1920(Lincoln NA and London: University of Nebraska 8s£2006), p. 56.

SE.H. HobsbawmBandits(London: Weidenfeld and Nicolson, 1969), p. 17.
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Critics such as Chris Frazer and Paul Vanderwowe Haveloped
Hobsbawm’s argument further, by stating that bapndind
guerrilla warfare coalesced during the Mexican wark
independence, and that it was often impossible isbinduish
between the two. But after the wars bandits did stop being
bandits. Frazer comments that:

In the 1820s the rates of vagrancy and petty ceominued to rise,
and so did banditry [...] For many, banditry was a/wélife to which

they had become accustomed during the war. Sonditlgangs had
been auxiliaries to insurgent or royalist forcesd &hey continued to
ply their trade after the war. Other bands were qwmers,

demobilised soldiers or non-combatants who had ligsocated by
the conflict?

Vanderwood adds that, after the Mexican indeperslenars,
some bandits became retainers for lazahdillos and terrorised
merchants andhacendadosinto cooperating with them, even
gaining control of some trade roufe$n an unstable political
situation and without a formal police force, baaditere able to
prosper. International conflicts such as the Maxiéanerican
War (1846-1848), and internal conflicts such as Ydar of
Reform (1858-1861) and the War of the French |atetion
(1862-1867), between Mexican liberals and conseest
conspired to keep the country in a state of turndgoiting the
nineteenth century, meaning that banditry was ateon and very
real threat. It is well known that the liberals ged bandits to
fight on their side during the War of the Frenchemention®
When the liberals finally gained control of the otwy, in 1867,
President Benito Juarez was forced to negotiath hig former
brigand allies and recruited many of them into tlesv national
police force, known as theurales. He also overhauled Mexico’s

4 Frazer, p. 29.
S Vanderwood, p. 15 and p. 18

6 Frazer, p. 50; Vanderwood, p. 16, and also D. Semfoundational Fictions: The
National Romances of Latin Ameri¢Berkeley: University of California Press, 1991),
pp. 223-24.
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obsolete penal code and introduced more severelpuents for
convicted bandits.

Porfirio Diaz's long period in power from 1876-19%4w an
increase in repressive measures against banditny &
suppression. Diaz was concerned to remedy negaliveh
American and European views about Mexico being unty of
bandits, and he was keen to encourage foreign timezg® For
this, he had to persuade foreigners that he wasr@pE-friendly,
stabilising influence on Mexico. The most famousgsin which
accompanied his reign in power, ‘orden y progre@&sder and
progress) emphasises Diaz’s civilising mission aat@n-builder.
Meanwhile, another slogan, ‘pan o palo’ (bread loe tlub)
highlights his willingness to reward those who suped his
regime, whist threatening those who did not, sicchandits.

For nineteenth-century Mexican novelists, banditwas
growing problem and one which they wanted to tackie
literature. But the proliferation of bandit novefsthe period did
not arise simply to describe and resolve this nafialisorder, or
to focus on individual bandits. Rather, it aros¢ olia broader
need to understand and define the recently indegrerahd still
evolving nation-state of Mexico. As Chris Frazertes:

Bandits were so commonplace at a time when the ddexnation-
state and evelo mexicanidada sense of Mexican national identity]
were being forged. Bandit narratives were part d¢arger effort to
grasp, interpret, give meaning to, and shape thigy®f postcolonial
Mexico °

In this context, the bandit was appropriated agiesaly device
though which to debate the future of the natione Huthors of
such novels, often politicians and diplomats in¢hses of Manuel
Payno and Ignacio Manuel Altamirano, felt that asatheir duty

7 Frazer, p. 52.

8 Frazer, p.56; W. Fowler. atin America 1800-2000: Modern History for Modern
LanguagesOxford: Hodder Arnold, 2002), p. 72.

9 Fowler, p. 72.
0 Frazer, p. 7.
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to create a national literature which would embedease of
responsible citizenship. As one critic has notetthe Mexican
historical romance, the novel style of choice foreteenth-century
Mexican authors, ‘was severely righteous’ and sgiteemoralise
as much as to entertaihln nearly all such novels, the author
came to ‘bury the bandit? The stance of these writers was that
outlawry must be eradicated if Mexico was to becanstable,
prosperous, and above all ‘modern’ nation. Attagnso-called
‘modernity’ was particularly important in an era e&vh the
civilisaciénversusharbariedebate was raging.

Foreign travellers to Mexico in the nineteenth oent
particularly from the Anglo-Saxon world, often ditrted what
they perceived as Mexico’s inherent barbarism twatanestizaje
or miscegenatiarrhe description of Mexicans as a ‘priest-ridden,
mongrel, ignorantdwarfed and semi-savage population’ from the
New York Tribunen 1860 is typical of Anglo-Saxon sentiment of
the era® Such views were informed by ingrained racial pi@ja,
coloured by a sense of the authors’ European/ NArtterican
superiority** In fact, evidence suggests that most foreign thenge
to the country in the nineteenth century did ndk paey to the
depredations of bandits.Rather, these travellers were intrigued
by the possibility of meeting bandits, as ‘they tesmhstories to tell
on arrival’1®

Nineteenth-century Mexican novelists sought in rtiveork to
counteract the view that banditry was an ineradecdexican
defect which could simply be ascribed to race nmetuTheir

1. Lloyd Read,The Mexican Historical Novel 1826-1910Qnpublished doctoral
dissertation (New York: Instituto de las EspafiasoerEstados Unidos, 1939), p. 57.

12 Frazer, p. 98.
13 Frazer, p.62.

14 some examples of nineteenth-century foreign ttaxgeto visit Mexico, who wrote and
published about their time there were: U.S Congness Joel Poinsett in 1823; British
scientist and soldier, Mark Beaufoy who travelladMexico in 1825-1826; and Fanny
Calderén de la Barca, the wife of the Spanish erwdvlexico, Don Angel Calderén de la
Barca. Sefiora Calderén de la Barca published leuat of their residency in Mexico in
the early 1840s (see Fraser, pp. 61-65).

15 Frazer, p. 77.
16 anderwood, p. 11.
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bandit novels tended to provide routes of redempfior the
bandit and for Mexico, and often feature@stizaheroes, as in the
case of three of the major works to be analysetiicia(1865) by
Luis Gonzaga Inclan, Ignacio Manuel Altamirand$ Zarco
(1888) and Manuel Payno’kos Bandidos de Rio Fridgfirst
published in serial form between 1888 and 1891These
novelists did not deny the seriousness of the prolbf banditry
in Mexico, but they ascribed its persistence tadiescunconnected
with racial degeneracy. These included the failinfgshe corrupt
Spanish colonial regime, and the betrayal of inddpace by
incompetent postcolonial regimes, both of whiclowa#d banditry
and disorder to flourish. By the late nineteentintgey, novels
such a<El ZarcoandLos Bandidos de Rio Friwere referring to
banditry as a phenomenon of the past and can deaeattempts
to shore up support for the Porfirian regime andrdweeal the
extent to which Mexico had progressed along thed roa
civilisation and good governmetitThis seems all the more likely
when we discover that the authors of these nods\uel Payno
and Ignacio Manuel Altamirano, both serving membefsthe
Diaz government, were also ‘key figures in organgsMexico’s
participation at the 1889 Paris ExpositiéhThis was a world fair
and the ideal event for the writers to promote Riamew,
enlightened Mexico on an international stage. Hawetowards
the end of the Porfirian era, when discontent il regime was
growing, a shift can be perceived in the literaprtrayal of the
bandit. In the repressive atmosphere of the Patdiriit is perhaps
unsurprising that the noveGhucho el Roto, o la nobleza de un
bandido mexicangcirca 1900), was published anonymolfly.
The text establishes support for the titular bar@itucho, whilst
critiquing the inequalities of the Porfirian regime&hich drove
people like the noble Chucho into banditry.

17 For edition, see M. Paynbos Bandidos de Rio FrifMéxico D.F: Editorial Porrua,
1964).

18 Frazer, p. 124.
19 Frazer, p. 60.

20 For edition, see€Chucho el roto, o la nobleza de un bandido mexic@viéxico D.F:
Editora Nacional, 1969).
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Returning to the early nineteenth-century we ses tihe first
notable literary portrayal of the bandit occurgha first published
Spanish American noveEl Periquillo sarniento(1816), by a
liberal criollo, José Joaquin Fernandez de LizardiThe
publication and distribution of novels in Latin A was
officially prohibited by the Spanish colonial authies, though in
practice some fiction was smuggled in from abr&ath the
fervour of the Mexican independence conflicts, tazavas able to
circumvent this rule.El Periquillo sarniento stands as an
indictment of such censorship and of the generaluption and
injustice of the entire colonial system. In the ebvthe
protagonist, Pedro Sarmiento, @iollo, is ill-served by his
education and indulged by his parents. He becoft@s, vicioso
y desperdiciado’ and flits from profession to pssen, including
the priesthood and the civil service, before sigkinto banditry
(p. 229). This enables the novelist to describe amague the
institutions of the colonial establishment suchttes Church, the
judiciary and the government. Lizardi, like manyertcriollos,
resented the way in which colonial New Spain pegédd
peninsular Spaniards, allowing only these membédrsouiety
access to the highest ecclesiastical and governmasitions>
Thus, in the novel, when his picaresque protagoRistlro, enters
the bandit den at Rio Frio, the outlaw society, h®onour and
loyalty to the brotherhood is valued above all glsecontrasted
favourably with the corrupt dealings of ‘respecebsociety.
Pedro, scornfully mocked as ‘el periquillo sarnerthe itching
parrot), eventually realises the error of his wagd converts from
an outlaw into a hardworking citizen. The didastimoiof the novel
is made clear from the outset, as Pedro explaiasrative for
writing the tale: to encourage his children to sele temptations
of their corrupting society and follow a lawful patHe says, ‘mi
deseo es instruiros y alejaros de los escollos eltanatas veces se

21 For edition, see J.J. Fernandez de Lizd&tReriquillo Sarniento, 2 vols (México D.F:
Universidad Auténoma de México, 1982).

22 \illiamson, p. 149.

23 Benedict Andersorimagined Communities: Reflections on the Origind &pread of
Nationalism rev. edn (London: Verso, 1991), p. 58.
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estrell6 mi juventud, y a cuyo mismo peligro os dpis
expuestos’ (p. 43). In Lizardi's analysis, banditsysymptomatic
of a ‘broader colonial malaise’, which can onlydeercome with
the overthrow of that system and the re-educatfats @itizens?
The next bandit novel of note wastucia (1865) by Luis
Gonzaga Inclan, subtitle&] Jefe de los hermanos de la hoja 6 los
charros contrabandistas de IRama.Inclan was amestizowho
belonged to the middle-class ranching communityaiAgusing
the genre of the historical romance, he employsfithee of the
bandit to indict the governments of General Antohiipez de
Santa Anna, who ruled Mexico intermittently betwek383 and
1855. The novel is set in rural Michoacan sometimig-century,
and finds the hopes of independence thwarted bgvaergment
that has scant regard for country dwellers. Theeguwent has
levied taxes on crops and has a monopoly on tobdtater the
heroic Astucia and his merry band of contrabatithrros/
cowboys. These men appear as Robin Hoods writ ,lasge
brotherhood of gentlemen who right wrongs inflictedth by
corrupt government officials and by government-saned police
bandits. It is the government and the police whe @esented as
the real villains, while our heroes merely resigbleitation rather
than rob and pillag®. Popular justice is their guiding principle
and their rallying cry is ‘one for all and all fmne’, a motto
immediately reminiscent of Alexandre DumasBnhe Three
Musketeers(1844)?° Inclan was no doubt, like other Mexican
novelists of the era, somewhat influenced by Euaopemantic
novels, but he and other novelists were keen tptatiat genre to
the Spanish American contéxtiHence Astuciaincorporates vivid
costumbrista sketches of rural life which romanticise the
Michoacan countryside and its inhabitants. Howevameérico
Paredes finds thafstucia contains as many parallels with the

24 Frazer, p. 106.
25 Frazer, pp. 110-11.

26 A. Paredes, ‘Luis Inclan: First of the Cowboy Wrd’, American Quarterly 12:1
(1960), 55-70, p. 63.

21 Lloyd Read, p. ix.
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cowboy romances of the American West, in its dethportrayal
of ranch life, as it does with the European histriromancé®
Inclan’s version ofmexicanidadin Astuciais rural and localised,
and the focus is on themestizoas the ideal embodiment of the
nation rather than theriollo of El Periquillo sarniento Despite
continued European prejudice towardsstizajethe latter half of
the nineteenth century was a period in which Me>started to
take pride in her indigenous amndestizopast, constructing a
nationalist rhetoric around it, to which bandit ets/like Astucia
contributed?® The novel ends with Astucia, tineestizosaviour of
the narrative, becoming the governor of Michocand an
overthrowing the corrupt government and its baweditorts who
had so terrorised the countryside. Order is rediotke ‘real’
bandits are defeated and the country people neddnger resort
to contraband to survive.

President Santa Anna, that ‘obliging veteran ofaslers’, is
again indicted for running a bandit government arhndit nation
in Los Bandidos de Rio Fridfirst published in monthly
instalments between 1888 and 18%1l.ike Inclan, the author,
Manuel Payno, employs theostumbristatechnique to add local
colour to his sketches of Mexican life. The Mexlu® portrays at
the start of the narrative is definitively a banddtion where
corruption and outlawry have penetrated every lefekociety
from the top down. The novel focuses on a scandalue story
from the Santa Anna era. In 1839, Colonel Juan YaSanta
Anna’s chief military aide, was uncovered as thadéz of a
country-wide criminal network, which implicated nyaprominent
figures from the elite and extended into all sectfrsociety. After
a public outcry, Yafez and the other ringleadensevgentenced to
death, but from that moment on, Santa Anna’s gawent would
be tainted by the stain of corruption, and the howdicts his
administration for creating conditions where méue l¥afez could
prosper. However, Payno is somewhat less damningisn

28 paredes, p. 67.
29 5ee Lloyd Read, p. x and Fraser, p. 90.
30 E. williamson,The Penguin History of Latin Ameri¢hondon: Penguin, 1992), p. 264.
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treatment of bandits than Ignacio Manuel Altamiravauld be in
El Zarca While the Mexico ofLos Bandidos de Rio Fris a
bandit nation, Payno, a liberatiollo, is concerned to provide a
more balanced assessment of the situation, disgagome
sympathy for the poorest sectors of societyL&is Bandidos de
Rio Frig such people have been driven into banditry byeptyv
and desperation, and have been exploited by mdn & afez,
who use their political power for personal enricimtneather than
for the benefit of societ§t To highlight the distinction between
bandits of circumstance, who are basically good, purely evil
outlaws, Payno offers us two prototypical charactdtvaristo
Lecuona, the bandit chief of Rio Frio, and his ¢erpoint, Juan
Robrefio, amestizowho fits the Robin Hood mould. Lecuona is
the bad bandit, cruel and venal, who serves Relamka fictional
representation of Colonel Yafez in the novel. BtarLecuona
displays a kind of debased masculinity in his b&hay especially
towards women. This was often associated with Maxibandits
by Anglo-Saxon observefsLecuona murders his sweetheart and
later his wife with impunity, and we are told ‘nogia tener sino
todo negro en su alma’. Interestingly, Lecuonahisllenged by a
woman, Cecilia, a successful market trader whompla@as to
marry, for her wealth, before murdering her too.aWrevaristo
secretly enters her room, Cecilia responds angpiig, of the only
characters to dare to denounce the bandit in thay. \8he
exclaims:

“Atrevido, indecente, fuera de aqui! ¢ Con qué nuos® viene a meter
hasta mi recamera? Hoy mismo lo voy a denunci&@refecto como
ladron y como un arrastrado jFuera!” (p. 264).

Cecilia then forcibly ejects the bandit from theemises, with
the aid of her two loyal indigenous maids, Las Marias. That
one of the most lively and colourful charactershea novel should
be a woman, was indeed unusual for the period, witamen in

31 Foster, p. 125.
32 Frazer, p. 58.
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bandit novels usually played bit-part supportinigsdo the mef?
However, Evaristo’s noble bandit counterpoint isman, Juan
Robrefio. Juan, whose true name is Pedro Catafimestzo He
assumes a new identity and becomes a fugitive faflerg foul of
a wealthycriollo, whose daughter is in love with him. Relumbron,
the fictional Yafez, blackmails Juan and recruita Bs a bandit
leader of the Plateados, the infamous bandits afeMe, who in
reality rampaged through the region up until tmeetiof Porfirio
Diaz. However, Juan is the quintessential noblalibawho robs
the rich to give to the poor, rather than to sehesevil designs of
Relumbron. At the end of the novel, Relumbron’smarnal
network is exposed, the villains are executed arah Js able to
leave the bandit life to be reunited with his Idogt love and their
son. Chris Fraser describes this ending as a thufmp the
‘passing of the old and bankrupt social order’ lvé Santa Anna
era and a defence of the superior Porfirian Stattowever,Los
Bandidos de Rio Friocan also be read as a triumph of mhestizo
hero and thenestizonation of Mexico. At the end of the narrative,
the country is seen to arrive at civilisation imei with the
nationalist rhetoric of the era, and in contravamtiof the
Eurocentric discourse of prejudice agamsistizaje.

A similar triumphalist national rhetoric, which pnotes racial
mestizaje can be observed in another bandit novel of tlagEr
Zarco, Episodio de la vida mexicana en 1861-1&§3lgnacio
Manuel Altamirano. This novel was written in 1883t only
published in 190% El Zarco is set in Morelos in 1861, at the
point when Juarez and the liberals were attempiiingnaintain
control of Mexico. It recounts the government’'suggle to
overcome the Plateados, the Morelian bandits, vetbgreviously
supported Juarez in his battle against the conteega The
Plateados were so named because of their silveusied charro
outfits and cut a dashing spectacle, but Altamiraesists the

33 Frazer, p. 127.
34 Frazer, p. 129.

35 Frazer, p. 118. For edition, see I. M. Altamirar), Zarco: Episodio de la vida
mexicana en 1861-186Buenos Aires: Espasa Calpe, 1943).
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temptation to glamorise bandits in this novel. @a tontraryEl
Zarco is an indictment of banditry in all its incarnaig and a
rallying cry for Mexicans to support good governtnand to be
progressive, virtuous and hardworking in their taties.
Altamirano, more than any other novelist of the soaight to
inculcate notions of responsibfeexicanidadnto his readers. He
came from a humble indigenous background, but hadked his
way up the social and political hierarchy to becoadeading
member of Mexico’s liberaliterati. As well as becoming a
Professor of Law and Philosophy, Altamirano foundedious
political and literary journals, the most notablewhich wasEl
Renacimientpfounded in 1869 Through this journal and other
literary works, Altamirano hoped to accomplish atiorzal
regeneration, believing that education and leagnimgich had
served him so well, were the key to creating ptatriondustrious
and civilised Mexicans. His political and literargmbitions
merged when he became a member of the Diaz govatnarad
Chris Fraser believes that the novel ‘confirms Hupposedly
“progressive” nature of the Porfiriato by criticigi the failures of
earlier regimes®’ However, in its inversion of traditionally
acceptable racial norms through the pairing of eoler female
heroine with an indigenous male hero, the noveleapp to
contradict the Europeanised, whitened version okibtethat the
Porfiriato sought to promote.

In the novel, notions of good and evil are cong&dcalong
racial lines, with the chief villain and banditaiollo and the
heroes an indigenous Indian andnastizo El Zarco, the blond,
blue-eyed bandit of the title, and his Plateadooctshoperate with
impunity in an atmosphere of official corruptiomrrorising the
law-abiding citizens. As Altamirano writes:

Los bandidos reinaban en paz, pero, en cambio,trtgsas del
gobierno, en caso de matar, mataban a los homere®d, lo cual era
muy facil y no corrian peligro por ello, estandgels de tal manera

36 Lloyd Read, p. 148.
37 Frazer, p. 123.
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revuelto y las nociones de orden y moralidad dentado trastornadas.
(p. 78).

However, the naive Manuela, the daughter of a meidtdss
creole family, is seduced by the dashing outlaw amts away
with him. She rejects her other suitor, the hor@st noble
blacksmith, Nicolas, for being an ‘jIndio horrible(p. 23).
However, Manuela lives to regret her decision basecdkxternal
appearances, as el Zarco is revealed to be a dlgstague, with
no redeeming qualities. Meantime, Nicolas, protgstofficial
corruption, is imprisoned andmaestizorancher, Martin Chagollan
Sanchez takes up the cause of fighting the bahgitgppealing to
President Juarez, no less, for help. Juarez ghamtsveapons and
supports his appeal. Compared to el Zarco, Sarnshspposed to
be the embodiment of law-abiding, admirable masdayli He is
described as ‘el representante del pueblo honradEsgmparado,
una especie de juez Lynch, rastico y feroz tamliémplacable’
(p. 141). Sanchez defeats the bandits and el Zardaly killed.
Manuela dies from shock at the sight, in one of ynan
melodramatic episodes of the novel. Nicolas marhes sister,
Pilar, the embodiment of female virtue, and ordeestored.

As Doris Sommer comments, Bl Zarcg Altamirano, in the
tradition of the Spanish American romance, collapgbe
distinctions between ‘ethical politics and erot@&spion, between
epic nationalism and intimate sensibili&’.In Altamirano’s
novelistic vision of Mexican banditry, personal éoxelationships
and nation-building were, necessarily, closely emted.
However, the most striking feature Bf Zarcois its inversion of
standardised racial norms, with the heroic paiohgn indigenous
male and a creole female. Here, Altamirano appdarsbe
affirming the ‘positive value of racial mixture’, Mist warning
against the all-white pairing of Manuela and el coarwhich
results in banditry and barbarisfiThis concept not only opposed
Eurocentric discourse on the subject, which tendedlink

38 Sommer, p. 21.
39 Frazer, p. 120.
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barbarism with raciainestizaje but also opposed President Diaz’s
own racial recasting of Mexico as a European imfagsl society.
Doris Sommer therefore views the novel as a csiticiof
Mexico’s ‘prostitution to foreign influences andpdaiters’ under
Diaz, with el Zarco representing the exploitativerégpean and
even, tracing history further back, the rampagingquistador®
Amy Robinson also viewsl Zarco as a challenge to the
Porfiriato’s ‘official legitimacy’. This is becaug@e good citizens
of Morelos have to take matters into their own lsatadtackle the
bandits, as the corrupt establishment does notegrahent!
However, the problem with this theory is thl&tZarcowas set in
the Juérez era, not during the Porfiriato, whegdascale banditry
had largely been brought under control. Furthermior&l Zarcq
President Judarez, is seen to actively support thi-bandit
brigade, and their crusade against the banditsiveceofficial
government backing, direct from the Mexican presidemself. It
would appear that, rather than critiquing the goweent which he
himself served, Altamirano was seeking to providealiernative
racial model for Mexico, albeit a model which inaligy, late
nineteenth-century Mexico, characterised by vastat@nd racial
inequalities, was far from achieving.

Chris Frazer also believes that Zarco was written partly to
counteract the positive portrayals of bandits ingamtcorridos*?
Corridos were ballads which were widely circulated amortgst
lower classes, and which often centred on banexgloits, real or
imagined. The bandit was most often celebrateth@sdcorridos
as was the case with the real-life bandit, Salora&dncia, on
whom the fictional bandit, el Zarco, is said to édeen based.
The popular legend of Salomé Placencia, laudedRwsben Hood
hero incorridos, is securely debunked H Zarco.However, with
illiteracy standing at an estimated eighty percantPorfirian

40 Sommer, p. 226.

41 A. Robinson, ‘Imagining Latin American Bandits: dhiterary Construction of Late
Nineteenth-Century Criminality’, unpublished papedivered at March 2003 meeting of
Latin American Studies Association, Dallas, Texad,5.

42 Frazer, pp. 146-47.
43 See Sommer, p. 228; Robinson, p. 10.
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Mexico, it is unlikely that Altamirano’s anti-baridnarrative
would have reached many of its intended lower-chagiencée? It
was thecorrido which remained the de facto method for learning
about bandits for many of the lower classes, wti& novel was
the preserve of the middle and upper classes.

One nineteenth-century bandit who was able to ssfaly
make the crossover from being a lower-class hera toiddle-
class one, waShucho el RotoChucho el Roto, o la nobleza de un
bandido mexicanowas published anonymously around 1900,
though the exploits of the outlaw had already beeported
favourably in various Mexico City newspapers in i1880s, when
Chucho, real-name Jesus Arriaga, was active asditbaChucho
was a poommestizocabinet-maker, who, legend has it, fell victim
to class and race prejudice when he fell in loven i girl from a
wealthy criollo family. According to myth, Chucho was
persecuted by society and was forced to becomayitivier He
acquired the namRotobecause of his manner of affecting wealth
with the proceeds of banditry. Dubbed ‘el bandideneyoso’
because of his habit of supposedly never usingra# during his
robberies, Chucho, soon passed into legend as @ngeRobin
Hood?* Though the facts of his life are at best sketdhyis
believed that Chucho was born around 1858 and edgajson on
various occasions, before being apprehended fad go®884. He
died in the impenetrable fortress-like prison oh Saan de Ulua
in Veracruz in 1885’ In the novel, Chucho dies in prison, though
not before being reunited with his beloved daugh&yme of
Chucho’s dying words in the novel are, ‘hiya mia][Sé buena,
sé caritativa, sé honrada como yo lo he sido Ya]luché por
todos los desheredados de la fortuna [...] Ten esmp para los

44 Frazer, p. 118.

45 see Vanderwood, pp. 19-20. The newspapers e@orreo de Lunesvhich named
Chucho as a ‘civilised bandit’ and wanted to nortenaim for Congress in 1884, aid
Monitor Republicanovhich defended Chucho against some of the crimesvhich he
stood accused in June 1884 (Vanderwood, p. 20).

46 Costancio Bernaldo de Quirég] Bandolerismo en Espa y en México(Mexico:
Juridica Mexicana, 1959), p. 343.

47 Bernaldo de Quirds, p. 356; Vanderwood, p. 20.
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gue sufren’ (p. 160). Chucho dies counselling hasighter to
uphold his moral values of protecting the poor disdvantaged,
even though he has had to resort to banditry teeaelthis. Like
other nineteenth-century literary bandits, Chucies at the end of
the narrative, but unlike most of them, he doesrratly repent.
So why was Chucho el Roto celebrated in literatora way that
most other literary bandits were not, surely ayripkoposition in
the anti-bandit atmosphere of the Porfiriato? AngbiRson and
Chris Frazer believe that public dissatisfactiothwhe Porfirian
regime was growing, and, by the beginning of theertieth
century, this disenchantment had spread from thernalasses to
the middle-classes, who were aware of the injustafehe regime
and frustrated by their own inabilities to advaroethe higher
echelons of power and influenteThis discontent eventually
fostered rebellions which initiated the Mexican Blemon of
1910. These finally unseated Diaz and led to adi=o#civil war.

Chucho el Rotstands apart from the other bandit narratives of
that era in its celebration of the brigand. Howetbe Mexican
nineteenth-century bandit novels viewed collectivelre
significant, as they stand as contestatory naesatiof nation-
building. They were Mexico’s ‘foundational fictionsthat is
fictions which aimed to establish how the recentligependent
Mexican nation should view itself and to provideattgies for the
future®® As the nineteenth century progressed, the baralieln
racially recast the Mexican hero asnastizorather than ariollo.
Nonetheless, whatever his race, the Mexican bamehtriably had
to reform or die, both for the good of the natiard&o finally
dispel foreigners’ image of Mexico as a nation ahdits.

48 Frazer, p. 184; Robinson, p. 24.
49 Sommer, p. 227.






Resetting the Bones:
Body and Community in version L of the
Old FrenchVie de Saint Alexis

EILIDH M ACDONALD

Broken bones, torn flesh, spilt entrails and copiamount of gore
are all found in abundance and across a varietyeafes in Old
French literature, from accounts of war to the pmasss of the
saints. Indeed, the frequency and intensity ofa@hrepresentations
of physical brutality may appear to confirm thewief the Middle
Ages as a period obsessed with extreme and mingleknce;
though as recent studies, most notably that of I@arDinshaw,
have observed, the uses of violence in medievas t@xd society
are more calculating, purposeful and deliberaten ttias might
suggest. Rather than focusing on direct physical violenoaealto
the bodies of martyrs, however, this paper is corex® with
potential violence arising from the relationshigvieen the early
ascetic saint Alexis and the community from whiah dmerges
and into which he is subsequently re-assimilatétie image of
fractured bones being realigned is, | would argeeatirely
appropriate to the evolution of social relationglied in the life
of Saint Alexis; it suggests the ‘correction’, amiiog to the
expectation of the genre, of the skeleton of theaddody as vital
to preserving the ordered existence of the organidme survival
of community in spite of traumatic loss or damagaynbe
represented the bones of a living creature, sineg are capable
of fusing after being broken. Above all, the imaxfehe city as a

1 Carolyn Dinshaw, Getting Medieval: Sexualities and Communities Prnd
Postmodern(Durham NC and London: Duke University Press, 19%e also Richard
W. Kaeuper, ‘Chivalry and the “Civilizing Processih Violence in Medieval Societgd.
by Kaeuper (Woodbridge: Boydell, 2000), pp. 21-35.

2 Al guotations in French are taken frdm Vie de saint Alexjsed. by Maurizio Perugi,
Textes Littéraires Francais (Geneva: Droz, 2008pligh translations are my own.
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body calls to the forefront the physical being loé saint in both
life and death, following which bodily suffering ieplaced by
spiritual perfection. This paper will examine thdeant to which
the saint may be read as embodying a transitiondsst different
types of communities, and considers the naturbefrietaphorical
break and the means by which it is healed. | wijua that it is
possible to read théie de Saint Alexias an exploration of how to
accommodate and promote religious devotion withwicclife
while eliminating the threat of here3y.

The Vie de Saint Alexisearly date of composition (mid-
eleventh century) would appear to place it in teequ of ‘epic’
literature. However, the representation of comnyuaitd public
life emerging fromAlexis is marked by both pagan antique and
medieval romance motifs and themeEhe concern of the saint’s
father to secure his line and inheritance is afy eadication that
anxiety over filiation is to be an important themehile his
prayers for the intervention of God establish dewoas a means
to a secular entdAlexis, the only son of Eufemien, a Christian
Roman nobleman, runs away from his wife and fangity his
wedding night in order to live a life of povertydapious devotion
in Edessa. After seventeen years there Alexismstior both Rome
and the family home incognito, having shunned mutdcognition
of him as a holy man by an image of the Virgin.dpends the last
seventeen years of his life in anonymous penummndi — and
eventually dying — under the stairs of the homechked and

3n adopting this approach | am not taking issuthwfitics who discuss the tensions and
contradictions of the text; these studies focusarily on the figure of Alexis and his
personal theology, particularly as it relates tamage, and as such | do not believe that
my study of the saint’s body in its social conteantradicts them. See Sarah K&purtly
Contradictions: The Emergence of the Literary Objecthe Twelfth CenturyFigurae:
Reading Medieval Cultures (Stanford: Stanford Ursitg Press, 2001)pp.72-76,
pp. 105-108 and Neil Cartlidgéedieval Marriage: Literary Approache$000-1300
(Cambridge: D. S. Brewer, 1997), pp. 91-99.

4 Cartlidge, pp. 89-91. On issues of genre in hagigny more generally, see Alison
Goddard Elliott,Roads to Paradise: Reading the Lives of the EaaintS (Hanover and
London: University Press of New England, 1987).

5 On the significance of genealogical concerns irdim&l literature see R. Howard
Bloch, Etymologies and Genealogies: A Literary Anthropglofithe French Middle Ages
(Chicago and London: University of Chicago Pre&86).
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abused by his father’s servants. In his final mamene writes a
letter revealing his true identity. At the samedjnanother icon
tells the people of Rome to seek ‘'ume Deu’ (thamof God,
l. 297) in Eufemien’s house, and, fearing the inenirdestruction
of the city, they besiege Alexis’s father, who ast discovered
that the pauper is dead. The letter is only relbdsan Alexis’s
hands when it is taken by the pope, and on reaiding public
there is a mass outpouring of both grief and joyni miracles
occur around the saint’s body, and he is buriet full ceremony.
It may be tempting to read Alexis’s trajectory asciecular
journey, at the end of which he returns to his hamye and is —
albeit after his death — publicly acclaimed for fagour shown
him by God. However, this return is markedly diéet from the
return in disguise and eventual social redempteendater with
romance figures such as Chrétien’s Yvaifhere is no notion of
disgrace in Alexis’ departure as there is in Yvajmor is there
any sense in which he would willingly return; it @od’s will
rather than his own which brings Alexis back to Rorkle has
utterly renounced all symbols and relationships ciwhivould
determine his place in the environment he has beftind. In
particular, he rejects the honours embodied in@assed on from
his father — nobility, wealth, status derived frpmoximity to the
emperor — by choosing the religious life over thhacc When he
parts from his wife, telling her of the frailty ofiortal life and the
need for salvation through God, he gives her a amgj his sword
belt. This gesture symbolizes his absenting hinfseth the world
of public and private obligation, and through itleaves himself,
in terms of the social networks which previouslhyfimed him,
naked and isolated. The renunciation of propertgken further in
his redistribution of the alms he receives in Edeggior to his
being declared a saint, he is already a transnafteavour. Emma
Campbell regards this gesture as a form of contisuo
renunciation which ‘[performs] simultaneously agi#t and as a
refusal of human exchange’, a ‘triangulation oft giélations’

6 The typology of romance does, however, become maminent in later versions of the
Alexis legend in French and English, notably initimeore conciliatory representations of
Alexis’ relationships with his wife and parents.
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through which the saint may please Gadrthis refusal of exchange
is potentially one of the most troubling aspectdha$ text, as it
places divinity beyond the realm of what may beddusold or
traded. In other words, the ascetic’'s total disgegzent from
economic activity is antithetical to urban life. &nmore positive
light it may be read as an example of the posthwmmenefits
earned by the poor through patient endurance afshgv, and in
that respect Alexis’ renunciation of the considé&alealth and
power to which he was entitled by birth only amphf his
exceptional piet§. Nevertheless, the spectre of a destabilized
social order arises from the clamour of the peopleome around
the body of the saint. The search for the ‘*holy inprompted by
the voice of God heard throughout the city — ‘“Vimte voiz treis
feiz en la citét / Hors del sacrarie’ (ll. 292—-93jriggers fears of
an imminent attack on Rome:

A l'altre feiz lur dist altra summunse,

Que I'ume Deu quergent ki est an Rome,
Si lui depreient que la citét ne fundet

Ne ne perissent la gent ki enz fregundent :
Ki 'un oid, remainent en grant dute.

Sainz Innocenz ert idunc apostolie,

A lui repairent e li rice e li povre,

Si li requerent conseil d’icele cose

Qu'il unt oit, ki mult les desconfortet:

Ne guardent I'ure que terre nes encloe. (Il. 296)-30

At the same time they [‘'ses fedeilz’, his faithfife given another
command, to seek out the man of God in Rome; tin@yepl to him to
save the city and the people in it. All who hearevére struck with
fear. Saint Innocent was pope at that time, and aicd poor alike

’ See Emma CampbeNedieval Saints’ Lives: The Gift, Kinship and Comityin Old
French HagiographyCambridge: D.S. Brewer, 2008), pp. 30-31. ‘ithis saint’s fidelity

to this paradoxical logic that ultimately enablé® o establish a posthumous relationship
with his family in which, rather than being a raeit of the gift, he offers them the gift of
salvation.’ (p. 31).

8 On which see Kay, pp. 72—76, pp. 105-108. For reeige survey of the sanctity of
poverty, see also Paul Freedmamages of the Medieval Peasarmiigurae: Reading
Medieval Cultures (Stanford: Stanford Universite$s, 1999).
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went to seek his counsel on what they have heantshmhad greatly
disturbed them. They thought the earth would swaltbem at any
moment.

Noting in the previous quotation that while the ceicomes
from the ‘sacrarie’ (sanctuary), it is heard evengre, it is clear
that the location of the populace outside the w@fiplaces of
worship draws an internal distinction between sh@ed secular
spaces within the city. The experience of anxistyared across
different social classes, would appear to undetimemessage of
the potential for universal acceptance into theistian church.
The fear of death and destruction may also reieftine notion of
Alexis as Christ-like, since, as Jesus’ death makssible eternal
life, so Alexis will both save the city and becomepermanent
reminder of the legacy of the resurrection. As ypidal in
hagiographic writing, the final lines of the poene a call for the
audience to seek the saint’s intercession with @odheir behalf
(‘Si li preiuns que de toz mals nos tolget’ |. 62Bpwever, their
immediate recourse to a religious figure whose @utth is
legitimized by his public office makes plain thetarchy to which
the citizens defer; when the pauper under Eufersiestair is
finally identified as the man of God, his writtegstament can only
be removed from his hands by the pope: ‘Li apostt@nt sa main
a la cartre, / Sainz Alexis la sue li alascet, ¥ leuconsent ki de
Rome ert pape’ (Il. 371-73: ‘The pope reaches aihand for the
letter, Saint Alexis lets it fall from his own hande surrenders it
to the one who is pope of Rome.’). In spite of As¢exown
renunciation of wealth and office, the circumstansarrounding
his recognition as a saint seem to reclaim hintHerelite class to
which his parents belorfgHe may embody a radical mendicant
piety, but his rejection of the social norms of hislogical family
does not entirely undermine the structure througitivEufemien

9 Paul Strohm identifies a similar strategy in higdy of coronation as legible practice:
‘Analysis of coronation, not as an abstract patteat as a practice unfolding in time,
reveals the orchestration of these and other tegitig effects, and also highlights those
moments when the process breaks down, when the gadrwheels of the ritual's smooth
euphemizations are revealed for all to se@lieory and the Premodern TeXledieval
Cultures (Minneapolis and London: University of Mesota Press, 2000), p. 38).
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— who is, after all, a Christian, living and exsmg power in a
Christian empire — defines himself. The complamthe opening
lines of the poem that the virtues of the age ef@id Testament
have not been maintained into the present impliesala for
renewal rather than revolution. Through close &thento the
treatment of the body of the saint we will now assie methods
and motivations for the incorporation of this radielement back
into the mainstream of orthodox practice.

The tension between the old and (supposedly) nemmamities
reaches its climax in the scenes where Alexis’ badgarried
through the streets of Rome. Given that the grouifexdelz’
comprises both rich and poor, and also since tvadely held
belief is that the discovery of Alexis has averdecatastrophe, it is
unsurprising that the people of the city shouldhtauten masse
when the holy body is brought out into the str@éteir adoration
of the saint is only intensified by intervention tbe nobles who
attempt to buy them off:

Trestuz li prenent ki pourent avenir,
Cantant enportent le cors saint Alexis
E co li preient que d’els aiet mercit;
N’estot somondre icels ki I'unt oit,
Tuit i acorent, nes li enfant petit.

Si s’en commourent tota la gent de Rome,
Plus tost i vint ki plus tost i pout curre,

Par mi les rues an venent si granz turbes,
Ne reis ne quons n’i poet faire entrarote
Ne le saint cors ne pourent passer ultra.

Entr'els an prennent cil seinor a parler:
‘Granz est la presse, nus n’i poduns passet,
Pur cest saint cors que Deus nus ad donét
Liez est li poples ki tant I'a desirrét,

Tuit i acorent, nuls ne s’en volt turner.’

Cil an repondent ki 'ampirie bailissent:
‘Mercit seniurs, nus an querreuns mecine,
De noz aveirs feruns granz depatrties,

La main menude ki 'almosne desiret,
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S’ils nus funt presse, ui an ermes delivres.’

De lur tresors prenent I'or e I'argent,
Sil funt jeter devant la povre gent,
Par ico quident aver discumbrement:
Ed els que valt? Cil n’en rovent nient,
A cel saint hume trestut est lur talent.

Ad une voiz crient la gent menude:

‘De cest aveir certes nen avum cure,

Si grant ledece nus est aparelde

D’icest saint cors, n"avum soin d’altre mune,

Car par cestui averum nus bone aiude.’ (Il. 506-35)

Everyone who was able took him up, singing as tteeyied the body
of Saint Alexis, and praying for his mercy on thehere was no need
to call out those who heard them, for all ran authim, even little
children. Then all the people of Rome rushed outasas their legs
would carry them. The crowds in the streets werkasye that no king
or lord could find a way through them, nor coulé toly body pass
through. These lords began to talk among themseiVas crowd is
SO great that we cannot pass through it. The pesrpleso happy God
has given us this holy body that they have all coue None of them
wants to miss it.” The imperial governors repliédorgive us, our
lords, we are trying to put things right. We willivg away our
possessions to the simple folk looking for almghdy crowd us, and
then we will be free to move.” They took gold anlyes from their
funds and threw them in front of the poor peoghnking this would
clear their way. But what does this achieve? Thigyrbt want the
money — all they wanted was this holy man. With vokee the crowd
cried: ‘We have no wish for this treasure, for sgeceat joy has been
revealed to us in this holy body that we have n@ ¢ar any other
thing, and we will have good succour through it.’

This gesture on the part of the lords of the cHyai self-
interested economic strategy masquerading as a lgiftan
optimistic light, throwing their money to the poonight be
interpreted as an imitation of the saint’s redmttion of his alms,
a view supported by the reference to ‘lalmosne!5d4).
However, if we compare this with the triangulateddal of gift-
giving proposed by Campbell, the rationale of tbblas is clearly
different to that of Alexis. Where the saint conatly gives away
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his money and possessions for the glory of Godedehal reward
after death, the lords give away their wealth i@ &xpectation of
immediate benefit. In this sense, and in spite lwdirt being
Christian and desiring proximity to a Christianrdathey may be
analogous to the pagans of the martyr lives whouaiéormly
baffled at the notion of rewards for faithful wornshleferred to the
afterlifel® Their attempts to move Alexis’ body away from the
streets where its progress has been halted casadeas a desire to
privatize the veneration of the saint by bringinghho an interior
space which, by virtue of its being enclosed, isia¥ato police-!
For the ‘povre gent’ Alexis is a means to aid awdnfort; this
reverses the sequence of transmission in Alexmsgiving, since
by indirectly honouring God through their charity his servant
they are also to be the recipients of God’s favauthe form of
miracles performed at the saint’'s tomb. These astitrg models
of gift relations draw a distinction between theedt and the
mediated relationships between the saint and, céspl, the
general public and the nobility. The narrator’s e criticism of
the nobles and championing of the ‘povre gent’ his tscene
seems to enact the shift from a social order omgahiaround
inherited wealth and status to one in which altipgrants in the
cult of Alexis are, theoretically at least, equehe death — and
Life — of Alexis has, it would appear, ‘broken thene’ of the
previous order by breaking off Eufemien’s aristdicrdynasty and
transforming his family’s conception of eternal\gual from one

10 1n this parallel, we may see the work of containtmeere as comparable to Slavoj
Zizek’s description of pagan cosmology: ‘The vewye of pagan Wisdom lies in its
insight into this cosmic balance of hierarchicallgered Principles — more precisely, into
the eternal circuit of the cosmic catastrophe (thaemt) and the restoration of Order
through just punishment.’ (ZiZzeRhe Fragile Absolute, or Why is the Christian Legac
Worth Fighting For? Wo Es War (London and New York: Verso, 2008)110). In this
respect, the truly revolutionary nature of Chrisiia (involving total rejection of the
notion of this ‘cosmic balance’) has not been fulalized by the Christians ilexis:
‘Christianity asserts as the highest act preciseiyat pagan wisdom condemns as the
source of Evil: the gesture of separation, of drapthe line, of clinging to an element that
disturbs the balance of All.’ (Zizek, p. 112).

1 As has previously been seen in Il. 292-93, theevaif God is heard coming from a
specific sanctified place, implying the connectim@iween builders of institutions and the
deity honoured through such materialist acts dhfai
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based in the continuous production of heirs whao assume their
father’s place (ensuring in effect that there aiWays be a father)
to one in which paternal power attributed to Godders all
believers sons, equal in their potential accessh& riches of
heaven'?

In examining the treatment of Alexis’ body, howeviebelieve
that we may conclude that the revitalization of i€an worship
desired by the narrator is more conservative them Technically,
as the poet insists in the epilogue, the sainteraessory power is
available to all through prayer, which appears daatc enough.
But in spite of the popular devotion to Alexis demtrated in the
lines above, it is clear that the official machwef the Church is
the determining factor in directing the form of tlelt and
containing the threat of revolutionary violeriéés | have argued
above, the singling out of the pope as the firsipient of Alexis’
letter privileges institutional hierarchy. It is henough for the
letter to be given to any Christian, even if hehis saint’s father.
Similarly, the reaction of the nobles to the praolig miracles
occurring around Alexis’ body betrays the desire @ificial

control of it:
Cil dui seniur ki 'empirie guvernent,

12 Alain Badiou’s study of the role of Saint Paulthme early church characterizes the
revolutionary nature of Christ's life on earth, wfiis comparable to the potential
outcome of the discovery of Alexis: ‘For Paul, graergence of the instance of the son is
essentially tied to the conviction that “Christidiscourse” is absolutely new. The formula
according to which God sent us his Son signifiégsarily an intervention within History,
one through which it is, as Nietzsche will put‘lioken in two,” rather than governed by
a transcendent reckoning in conformity with thedast an epoch. The sending (birth) of
the son names this rupture. That it is the sonthfather, who is exemplary, enjoins us
not to put our trust any longer in any discoursgnig claim to the form of mastery.Sgint
Paul: The Foundation of Universalisnrans. by Ray Brassier, Cultural Memory in the
Present (Stanford: Stanford University Press, 20818)42-43).

Bwe might even identify a mirroring of the eleveriid twelfth centuries’ increasingly
standardized procedures for canonization in thit gfethe poem. While the production of
a vita and evidence of miracles had already been requoedenturies (though with
varying degrees of rigour) in appeals for canomrgtthe later Middle Ages sees an ever
greater reliance on papal authorization of saiotifts. In Alexis we see a speeded-up
version of this process, and although the pope doesfficially approve Alexis’ sanctity
in the text, his involvement in the process of teten heavily implies the rapid
completion of the process. Here, see André Vau®ainthood in the Later Middle Ages
trans. by Jean Birrell (Cambridge: Cambridge UrsitgrPress, 1997), pp. 22-32.
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Quant il i veient les vertuz si apertes,

Il le receivent, sil portent e sil servent:
Alques par pri, e le plus par podeste,
Vunt en avant, si derumpent la presse.

Sainz Boneface, cui 'um martir apelet,
Aveit an Rome une eglise mult bele,
lloec an portent danz Alexis a certes,
Aaptement le posent a la terre:

Felix le liu u sun saint cors herberget.

Le gent de Rome ki tant I'unt desirrét

Seat jurz le tenent sor terre a podestét;

Grant est la presse, ne I'estuet demander:

De tute parz si I'unt avirunét,

C’est avis unches hom n'’i poet habiter. (Il. 5621}-75

When two of the imperial governors saw such impvessiracles
they took him up and pledged themselves to him.pEBading, but
mostly by force, they pushed their way forward tigio the crowd.
There was a very beautiful church in Rome dedicatethe martyr
Saint Boniface, and they swiftly carried lord Algxthere, gently
placing him on the ground. Happy is the place wheseholy body
lies. The people of Rome, who so dearly wished @onkar him,
forcibly ensured that his body remained there feves days. The
crowd was enormous, it goes without saying. They firrounded it
so completely that it's plain no man could approéch

Again, we see the tension between the ruling dasisthe wider
population forming an almost impenetrably densesnaasund the
source of miracles; having failed to reassert thdminance
through bribery and pleading, the governors arep=iied to use
force to achieve their ends. The transportatiorAlaikis’ body,
still directed by imperial officials, sees it beibgpught to a church
which already has an association with a saint. Tiass the effect
of further legitimizing Alexis’ saintliness, firgif all by bringing
him to rest in a consecrated space, and secomaighithe implied
incorporation into a community of saints. It is Wonoting at this
point that in the period between his return to R@nd his death
Alexis continues to participate in the life of tbleurch: ‘En sainte
eglise converset volenters, / Cascune feste seataimunier, /
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Sainte escriture ¢o ert ses conseilers’ (‘He spanth time in the
holy church, he took communion on every holidaylyhseripture
was his guide.’ Il. 256-68). If the martyr repretsethe dramatic
break from previous religious tradition, the asceiits alongside
him as a reminder of the need to maintain the nawh.f
Nevertheless, Alexis’ nascent cult must not bevadid to flourish
in spaces outwith the control of the church, ane throng of
believers, who bring the process of institutionalizthe saint to a
halt, cannot be tolerated for long. We might suentisat one of
the principal reasons for this need to break upctbevd is that the
life of the metropolis, so recently threatened bgstduction
through an act of God, is once again at risk frbe ¢essation of
economically productive activity. The stasis of thwd is a
harbinger of the stagnation of urban life. Thisaisarrative in
which the identification and preservation of thertect’ forms of
civic and religious life is of paramount importance

The ongoing conflict between the public’s desire fpysical
closeness to the body and the church officials’eagliice to form
and legitimization reaches a climax in the accoahtAlexis’
funeral:

Al sedme jurn fu faite la herberge

A cel saint cors, a la gemme celeste;

En sus s’en traient, si alascet la presse,
Voillent o nun sil laissent metra an terre:
Co peiset els, mais altre ne puet estra.

Ad ancensers, ad oriés candelabres
Clers revestuz an albes ed an capes
Metent le cors enz un sarqueu de marbre:
Alquant i cantent, li pluisur jetent lairmes,
Ja le lur voil de lui ne desevrassent.

D’or e de gemmes fut li sarqueus parez
Pur cel saint cors qu'il i deivent poser:
Metent I'en terre par vive poestét,
Pluret li seigles de Rome la citét,

Ne fu nuls om kis puisset akeser.
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Or n’estot dire del pedra e de la medra

E de la spuse, cum il s’en doloserent,
Quer tuit en unt lor voiz si atempredes
Que tuit le plainstrent e tuit le regreteirent:
Cel jurn i out cent mil lairmes pluredes.

Desure terre nel pourent mais tenir,

Voilent o non, sil laissent enfodir,

Prenent congét al cors saint Alexis:

‘E! sire, pere, de nos aies mercit,

Al tun seignur nos seies boens plaidiz.’ (Il. 576806

On the seventh day the home for this holy body k@avenly jewel,
was ready. They lifted [the body] up, and the crdetdt go, whether
they wished it or not it will be placed in the éarlt saddened them,
but it cannot be any other way. With censers aridegocandelabra,
and dressed in white ceremonial robes and cloa&scg placed the
body in a marble coffin. Some sang, most wept, theshed never to
be parted from him. The coffin where they must {ni$ holy body
was decorated with gold and jewels. It took gréfmreto put it in the
ground, the people of the city of Rome wept, theas no comforting
them. Now there is no need to tell of the sorrovhisffather, mother
and wife, for they had a single voice in weeping amourning him:
that day, a hundred thousand tears were shed. dindg no longer
keep him above the ground, and willingly or othesavihey let him be
buried, they take their leave of the body of S&exis: ‘Ah! Lord,
father, have mercy on us, and speak well to yaur dm our behalf.’

This tearful moment of severance recalls the eastene where
the people of Rome are driven to find Alexis ina@rtb save their

city in the insistent dread of burial (‘Ne guardénte que terre
nes encloe’, I. 305). While the previous scene ménk beginning
of the public sanctification of Alexis, the buriad his body seals
this process, effectively restoring normality te tlife of the city.
The removal of this miraculous body from publicwjeagainst the

wishes of the people, is a means for bringing bloghsaint and his
followers under control, and the call to the sawvhich
accompanies their departure from the scene ins$it@ more

appropriate (i.e. conducive to civic life) form wforship. In the

treatment of his body following his death, the sairoriginal
journey into obscurity has been reversed. The laglescoration of
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his tomb and elaborate funeral ceremony have senae, restored
to him the material wealth he rejected in life, amé&o doing they
justify the powers and privileges of those who |&ael ceremony.
Donald Maddox reads the account of Alexis’ burial ‘@ngible
evidence to buttress the people’s faith in the tsaimew
intercessory role’; | would go further than thisidasuggest that,
viewed in the context of the preceding scenes opujsr
devotional frenzy, it not only supports but prelses the image of
Alexis as an intercessor to be reached througheprather than
physical contact! In his comparison of the L-version with the
shorter A-version, Maddox suggests that while #gtef privileges
the textual basis of the cult (i.e. Alexis’ testimmal letter), the
former privileges the corporeal relic, but thikelieve, downplays
the extent to which the relic is brought under esstical control.
There are no further references or allusions tacies once the
body has been brought into the church, and theigdiylarriers
put in place by the coffin and burial of the bodsing this
charismatic cult form to an early and much resertlede. The
characterization of the holy body as ‘gemme celg$t®&76) is
matched by the adornment of the coffin, making #gaent
synonymous with containment and barriers, and $anabusly
acting as conduit and shield between the mortal thedeternal.
The spectacle of the funeral, traumatic as it afgpoemabe to those
who witness it, enacts a burial of the impulseotaltabandonment
of worldly matters.

If this reading is valid, then the representatibthe community
of faith in the final stanzas must also be reassksalexis’
family’s loss of the means for biological reprodant is
compensated with the gift of eternal life, but tgbuheir grief is
shared with the other Christians at the burial5@811-95) they
appear to leave the scene on their own:

Vait s’en li pople, e le pere e la medra
E la pulcela unches ne desevrerent,

14 bonald L. Maddox, ‘Pilgrimage Narrative and Meanin Manuscripts L and A of the
Vie de saint AlexisRomance Philology27:2 (1973), 143-57, p. 156.
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Ansemble furent, jusqu’a Deu s’en ralerent:
Lur cumpainie fut bone ed honorethe,
Par cel saint cors sunt lur anames salvedesOQ--@5)

The people went away, and the father and mothernaaden were
never separated, they remained together until teayned to God:
their company was good and honoured, through tbig body their
souls were saved.

The family with whom the narrative began are fipall
inseparable, and their salvation through their tiencto the saint
means that their newly devout ‘cumpainie’, thougimidd any
means of reproduction, is assured of a place imdrealhis would
appear to be the ultimate comment on the sociattsire implied
by the saint’s retreat from the world, as they ao& joined by
shared faith as much as they were previously cdadetrough
their shared loss. Nevertheless, we might infeivasidn between
the ‘pople’, characterized as being in motion, #mefamily, who
appear to be static and whose only movement irsthisza is their
journey towards God. Following their week-long Vigiround
Alexis’ body as it lay in the church, the people Rdme once
again become mobile, and leave the newly enshisaetd behind
them. In spite of the unflattering portraits of tgevernors who
offer bribes and use force to gain access to thelbualy, the final
image of patrician Rome is Eufemien and his famipo have
finally grasped the significance of their gift fraGod. While they
do not experience anything like the miraculous suoé those
afflicted with blindness, paralysis, leprosy or exthcomplaints
(Il. 551-55), the prize for their faith in the sais eternal life; they
embody the transfer of reward from this life to thext, bringing
them closer to the saint and to God than any ofutifertunates
healed in the street. What this seems to implytisatier model
of devotional engagement within the Christian comityu The
named representatives of the social stratum Alksfisbehind in
his decoupling from the world are finally able twase in his view
of this life as transient and insignificant, bute thpopulace,
awestruck by the miracles and disappointed by fhreited access
to the saint, can only conceive of Alexis’ poweos dpeak for
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them. Ultimately, the certainty of salvation attadho the ascetic
life is not available to all, since, while ascesaints like Alexis

have their uses in the practice of faith, the catgpdissociation
from social networks implied in imitation of thierin of devotion

Is incompatible with secular urban life. The redaghip between
the believer and the divine must be mediated irota mirror the

relationship between this life and the next.

In conclusion, theVie de Saint Alexiseems to advocate a
renewal of the virtues of the ‘tens ancienour’, lisitdepiction of
the society coalescing around the body of the sauggests
something more complex and potentially troublindpe Tauthor-
narrator affirms a form of community with his reaslen his
acknowledgement of the ubiquity of sin (‘De noshEsumes si
ancumbrez, / La dreite vide nus funt tresobliePaf cest saint
home doussum ralumer.’ ‘We are so weighed down withsins
that they make us forget the righteous life, thiotigs holy man
we should have our eyes reopened.’ ll. 618-20),thaccommon
experiences of fallibility and remembrance bindtldse who call
upon the saint in the shared hope of peace anahjtyis life and
everlasting glory in the next (ll. 623-24). As Ivieaattempted to
demonstrate, however, we can discern clear divssbiween the
‘haves’ and the ‘have-nots’ in the episodes of thfe which are
concerned with the treatment of the saint's bodjo¥ang his
death. The resistance of the people to the interofethe body of
the saint accentuates the distinction between dpeahd official
cults; where those who have experienced miracubowmss crave
physical contact with Alexis’ bodily remains, thebiers of
political and religious conduct insist upon a modestant
relationship characterized by prayer and deferral rewvard.
Having reminded the Christians of Rome that thepirations
should be directed towards the afterlife, the cgsiof the
ceremony once again places a barrier between theintlzeir
connection to the divine. The unflattering portlaghthe nobles
in the crowd scene might in isolation be taken\adence of the
elevated spiritual status of the abject, but inrteirn to Alexis’
family in the aftermath of the funeral we see a titming
endorsement of the special piety of the governiagsc While the
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period of open display of the body of the saint at
accompanying thaumaturgical spectacle performsahnale in re-
establishing the link between the people and Gaod, ‘fracture’
must not be allowed to break the skin and beconfestering
heretical wound, threatening the structure of thaat body.



Central Europe’s ‘War-Cry’

M ARIANGELA PALLADINO AND JOSEE SVEDA

As Europe gradually enlarges its boundaries, dsbatgarding the
historical, cultural and political dimensions ofcassion policies
become all the more frequent and urgent. HoweveGh s
contemporary concerns are elaborated in a contdwravthe
Eastern borders of Europe have always been bluaredssue that
has not been resolved by recent enlargements téasie Thus, the
notion of ‘Europe’ seems to acquire greater urgendihe context
of current territorial negotiations. This paper kexps aspects of
the old quarrel about European borders, both gebgral and
cultural, through a reading of Milan Kundera's endgly
influential and provocative 1984 essay, ‘The Trageél Central
Europe’

‘The iron curtain is gone’, as Larry Wolff reminds, and yet its
shadow persists, its effects still reverberating HEuropean
consciousness. The dissection demarcated by the Yalta
conference epitomizes a longstanding metaphoridaisidn
between Eastern and Western Europe. Before andthédall of
the Berlin Wall, a powerful and persuasive ideavad Europes
has existed and still persists. Western discurfavmations and
modes of representation produced the idea of ‘Basfarope’, a
set of mythical concepts that has inevitably forgedceptions of
East and what is doomed to be ‘Eastern’. The Wastfabricated
a mythical East, an Orientalist imaginary, as Ediv&aid puts it,

! Milan Kundera, ‘The Tragedy of Central Europe’,From Stalinism to Pluralism: A
Documentary History of Eastern Europe Since 1%¢b by Gale Stokes, rev. edn (Oxford:
Oxford University Press, 1996), pp. 217-24. Theagsariginally appeared in French
under the title ‘L’Occident kidnappé ou la tragédie I'Europe centrale’'l.e Débat 27
(November 1983), pp. 1-22.

2 Larry Wolff, Inventing Eastern Europe: The Map of Civilization the Mind of the
Enlightenmen{Stanford: Stanford University Press, 1994), p. 3.
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whose tropes organise its experience of ‘othertucas® As Zizek

observes, this ‘is an exemplary case of ‘Balkanjgarictioning in

a similar way to Edward Said’s “Orientalism”: thalBans as the
timeless space on to which the West projects itanfgsmic
content’? This essentialist and mythical construction of tEas

culture is also explored by Richard Esbenshade egmoments as
follows:

In the West there is a temptation to view histond anemory in
Eastern Europe as ‘out of control’, with tribal pass, blood feuds,
and ‘primitive’ ethnic strife ‘threatening stabjliln Europe™

However, such presentations of the East as a sairagvistic
violence are doubled in comic mode by the likesSatha Baron
Cohen’s caricature, Borat, a popular archetypéefiastern man,
an epitome of the constructed traits often atteduto Eastern
European$. Ebenshade and Zizek's comments are thus
symptomatic of Regrettably, such perspectives amtained and
validated in academic, scholars institutionalizitige notion of
‘East’ from discursive construct to an all-pervasivnescapable
concept.

Challenges to such misconceptions of the ‘Eastenal of the
‘old continent’ have appeared in waves, albeit domes from
guestionable sources, after all, it was Nazi Geymwalmo sought to
affirm the position ofMitteleuropg although the affirmation of
‘centrality’ rather than oriental marginality hasafeatured in the
discourses of figures such as Milan Hodza and Edv@&enes.
However, the question seems fated to recur as dietpby
Kundera’'s denunciation of the labelling, ‘Easterrurdpe’.
Drawing on a polemical tradition, his essay ‘Theagedy of

3 Edward W. SaidQrientalism.(London: Penguin, 1995).
4 Slavoj Zizek,The Plague of Fantasie¥/o Es WarLondon: Verso, 1997), p. 62.

S Richard S. Esbenshade, ‘Remembering to Forget: dgnidistory, National Identity in
Postwar East-Central Europe’,Representationgl9, Special Issue: Identifying Histories:
Eastern Europe Before and After 1982-96, here at p. 72.

6 Borat: Cultural Learnings of America for Make Beh&lorious Nation of Kazakhstan
dir. Sacha Baron Cohen (2006).
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Central Europe’ addresses the problematic positain the
countries of the former Eastern Bloc as perceivatl labelled by
the West.

This paper explores the context and strategies wid€ra’s
response, seeking in particular to investigateftsctiveness as a
counter-discourse. Drawing on Roland Barthes’'s wahk
mythologies, on earlier and more recent studie€®@miral Europe,
as well as on current explorations of identity d¢omgion, this
study aims to deconstruct aspects of Kundera’smcland
highlight some of its crucial fallacies. In ‘Theafedy of Central
Europe’ Kundera claims that various countries idext as
‘Eastern’ (Poland, Czechoslovakia, Hungary) areuadeniable
part of the West and of Western culture and histdig evocation
of the term ‘Central Europe’ thus seeks to remiest from what
he argues to be an unjust ‘Eastern’ connotatiomdeua here
draws on existing concepts of Central Europe waeblved in
Czech contexts in the nineteenth century, ideasigypally
initiated by Josef Palacky and then T. G. Masdrighrmulated in
political and geographical terms, this initial ception of Central
Europe was borrowed, re-appropriated and revisitest time in
light of new and diverse paradigms and agendass,T@entral
Europe has come to signify an amalgam of diffeceminotations,
from mythical to geopolitical. Kundera’'s champiogirof this
cause is apparent elsewhere in an interview wittipPRoth in
1980, where Kundera made similar claims regading@ th
Westerness of Central Europe:

Bohemia, Poland, Hungary, just like Austria, haeear been part of
Eastern Europe. From the very beginning they hakert part in the
great adventure of Western civilization, with itsotic, its

” As Taku Shinohara comments, ‘from Palacky’s fametter to Masaryk’sNova Europa
(New Europe), Central Europe has always been amegith a unique plurality where
small nations could be guaranteed equal rightsii and develop their own identity. [...]
So, Central European discourse appeared to givegermgenations a framework of
existence and even legitimize their existence.'e(iCal European Discourses from
Historical Perspective’, inThe Emerging NewvRegional Order in Central and Eastern
Europe ed. by Tadayuki Hayashi (Sapporo: Slavic Rese@safitre, Hokkaido University,
1997), pp. 29-46, here at pp. 31-33).
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Renaissance, its Reformation — a movement which itsagradle
precisely in this regiof.

Kundera refers to cultural movements which typifyestérn
Europe such as the Renaissance, the Lutheran Refomand the
Gothic, insisting on the idea that the Eastern toesin question
also embraced and developed such trends, thus bdegjtimate
part of the West. What he calls ‘Central Europah ‘uncertain
zone of small nations between Russia and Germanyhus not
merely a part of but indeed a source of Westertufl As he
comments in an interview elsewhere:

It was here, in Central Europe, that modern culfotend its greatest
impulse: psychoanalysis, structuralism, dodecaphBaytok’s music,
Kafka’s and Musil's new aesthetics of the novel.eThost-war
annexation of Central Europe (or at least its majant) by Russian
civilization caused Western culture to lose itaientre of gravity?

Kundera’'s analysis convincingly shapes his argumbnmpt
mentioning Kafka, a pillar of Western literaturedéed, Kafka
represents an exquisite example to synthesizedahplexity and
fallacy of labelling: as a German, a Bohemian andew, he is
often associated with German literature and raneti the realm
of the Eastern cultural context. Kundera suppants jgropels his
argument by referencing Kafka, Musil, Freudian p®analysis
and structuralism, all crucial elements in ‘WesteEuropean
cultural consciousness. He reiterates this conicepn interview
as follows:

My country is not capitalist, nor | think it wants become so again.
And yet, it is an old Western European country snwvdshes to retain

8 Ladislav Matejka, ‘Milan Kundera’s Central Europe’Cross Currents. A Yearbook of
Central European Cultured (1990), 27-134, p. 131.

9 Kundera, p. 221.

10 Matejka, p. 131. For a more recent examinatiorthef broader context of East-West
definitions of which this discourse is a part, sfecourse Norman Daviegurope: A
History (London: Pimlico, 1997).
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this identity. The West constitutes a common hist@ common
culture!!

Yet, rather than challenging labels and essemntialions,
Kundera’s discourse pushes the boundary of ‘Edsteunope
further ‘East’. Drawing upon Masaryk and Palackg,dims that
‘Eastern Europe is Russia, with its quite spediigtory anchored
in the Byzantine world? Kundera’s study redefines the borders
of Europe by adopting the same set of discursigetfmes through
which the West structured the imagined East palitfc socially,
militarily, ideologically, scientifically and artically. Of course,
‘The Tragedy of Central Europe’ omits to address llegemonic
discursive formations epitomized politically, metapically (and
geographically) by the Iron Curtain. By positingelf between
two distinct labels, ‘East’ and ‘West', the formul&entral
Europe’, acknowledges these discursive formatiorts fanctions
according to similar structures.

Said’sOrientalismsheds light on the construction of hegemonic
discourses as pervasive modes of representatiotheirness’: the
‘Orient was almost a European invention, and hadnbsince
antiquity a place of romance, exotic beings, hagntnemories
and landscapes, remarkable experientesSaid’s discourse
conceptualizes in complex terms the relations betwes’ and
‘them’, self and other. The East is defined asédtver centuries
in Western colonialism: an interminable series dkerary,
ethnographic, anthropological, scientific discosrsthat have
shaped the non-European, or the non-Western asr’othdeed,
as Romanova Todorova argues, in the phenomenoneofral
Europeanism, Russia ‘was becoming Central Euragmistituting
other’: ‘everyone has had one’s own Orient, pemgno space
and time, most often of botk.As Michal Buchowski points out,

11 Alain Finkielkraut, ‘Milan Kundera Interviewy trans. by Susan Husto@ross Currents:
A Yearbook of Central European Cultug9 (1982), 15-29, p. 18.

12 Matejka, p. 131.
13 said, p. 1.

14 Maria Todorova,lmagining the BalkangOxford and New York: Oxford University
Press, 1997), p. 12 and p. 147.
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in the ‘Cold War period from a Western perspectitie Iron
Curtain set a clear-cut division into “us” and ‘tive which was
reduced in fact to geography; [...] the civilized *uand the
exotic, often “uncivilized” others®

Interestingly, Kundera himself reminds us of Jos&pmrad
who was always irritated by the label ‘Slavic sotliat people
loved to slap on him and his books because of bisHhPorigins.
Indeed, Kundera comments that ‘nothing could beenalien to
what is called in the literary world the Slavic sipithan the Polish
temperament with its chivalric devotion to morahstraints and
its exaggerated respect for individual rights’Kundera here
appears determined to resist essentialist, romaatistructions of
the Slav as a label and a categorization that nlaglgpplied to his
vision of Central Europe. Such a deconstructiorthef myth of
Slav-ness seems of course entirely laudable, ajtihaucomes at
the price of reifying ‘Polish spirit’. However, Albugh Kundera’s
strategy appears ostensibly as an attempt to affezounter-
discourse to the West, it ironically serves to raifiWestern
hegemonic discourses. Thus, while deconstructiegnttion of a
‘Slavic soul’, he inadvertently imposes similar stmctions by
justifying Russian Eastern-ness through appedi¢drystery’ of
the Russian soul.

It can be argued that Kundera’s mystery of the Rnssoul is a
key flaw in his discourse: although he re-adopéstédrm ‘Central
Europe’, he fails to deconstruct the attendantamstiof East and
West that serve to buttress it. Thus, as Timothiz Aemments,
‘we are to understand that what was truly “Cenatopean” was
always Western, rational, humanistic, democrataepscal and
tolerant. The rest was “Eastern European”, Russiarpossibly
German''” As Ash highlights, while ‘The Tragedy of Central
Europe’ re-figures the post-Yalta order, it opesagecording to a
similarly reductive dichotomy. Kundera pushes aaltuand

15 Michal Buchowski, ‘The Specter of Orientalism irurBpe: From Exotic Other to
Stigmatized Brother’Anthropological Quarterly79:3 (2006), 463-82, p. 478.

18 Kundera, p. 219.

17 Timothy Ash, ‘Does Central Europe Exist?’, lim Search of Central Europed. by
George Schopflin and Nancy Wood (Cambridge: Poligg89), p. 195.
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geographical boundaries of the East to Russia asidts on the
Westerness of ‘Central Europe’. His attack on thghnof the
‘East’ and on the Orientalist view of what he tern@entral
Europe’ is undermined when he adopts a similargseatialist’
and Orientalist perspective with regard to Rus#ia. Matejka
remarks:

[Kundera] uncovered in [Dostoevsky] the personifma of a strange,
non-European mentality which lacks the Western rizadabetween
rationality and sentiment. ‘In this other balan@e {mbalance) —
Kundera insists — ‘we find the famous mystery & Russian soul (its
profundity as well as its brutality}®

Here Kundera articulates a rather ‘othering’ digseuon Russia,
drawing a line between two distinct, opposite reaklnd basing
his analysis on a mythical appeal. Indeed, myth hatwRoland
Barthes defines as a ‘mode of signification’ — seemlie at the
root of Kundera’s discourse where Western discerfirmations
find self definition in imposing sentimentality andationality on
the neighbouring Eastern countries. Thus, the raf/the ‘Russian
Soul' that buttresses Kundera's (ostensible) caudhigrourse,
functions to reinforce the myth of the rationalldmeed, (Western)
Europe.

Kundera’s use of Russia as a key other reincarnatestern
power relations. His argument regarding ‘Centratdpe’ as a
vital part of the West develops as follows:

In effect, totalitarian Russian civilization is thedical negation of the
modern West, the West created four centuries agloeatiawn of the
modern era: the era founded on the authority othivking, doubting
individual, and on an artistic creation that expesk his uniqueness.
The Russian invasion has thrown Czechoslovakiaanmostcultural’
era and left it defenceless and naked before tlssiRu army and the
omnipresent state televisioh.

18 Matejka, p. 132.
19 kundera, p. 222.
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The numerous hostages to fortune in Kundera’'s camsneere
will serve as the focus of this study as we seekdémtify the
modes of signification inscribed in such discourse.

A celebration of the West, and a portrayal of d6#ist and West
in mythical terms, Kundera’s comments also evokaeviously
absent and equally problematic vision of the WEkis. praise of
the ‘modern West’ and insistence on its culturathatty and
legitimacy epitomizes dominant modes of represantat
However, leaving the geographical dimension of sgebpolitical
constructions aside for a moment, the notion of enoitly itself
raises numerous questions, Bruno Latour likewiseinding us
that ‘we have never been modeftyAlthough associated with
science, rationality and progress in Kundera’'s amtir such
positive and empowering connotations of ‘Modernigjoss over
the underpinning power relations, significationsl appositions
the term implies.

Kundera develops his arguments about the placeocafemity
by incorporating notions of cultural authority. Higocation of the
modern West ‘created four centuries ago at the daiWvirihe
modern era’ restates myths based on establishetirfdat)
cultural traditions. Indeed, in Kundera’s termse thodern era is
‘founded on the authority of the thinking, doubtimglividual’;
yet this celebration of the Cartesian cogito pé&ssia positing
reason on a higher level and fails to acknowleduge totalizing
nature of its discourse. Indeed, Kundera’s ‘othggrof Russia has
attracted some comment, the ‘absurd exclusion afsiRufrom
Europe’, as Ash has it, serving as means to glaifyvVest in
relation to which and ‘Central Europe’ can be ledt

Kundera’s intervention on the map is realized tigloa set of
arguments grounded on mythical perceptions of Hfdist and
West. His recurrent referral to Western culturabition finds its
climax in a crucial appeal to Enlightenment as itlsgsis of the
cultural authority of the West. Kundera’'s remappifigds

20 Bruno Latour,We Have Never Been Modetnans by Catherine Porter. (Cambridge
MA: Harvard University Press, 1993).

21 Ash, p. 195.
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legitimacy in the ‘Central European’ contributioo tultural
movement such as the Renaissance, Reformation haed t
formation of the ‘modern’ era. The Enlightenmenthwits focus
on the ‘thinking and doubting individual' seems f&undera
automatically associated with Western cultural atiti. Hence,
his cultural cartography is based on reverentiaiceptions of
Western cultural traditions. It is in the Enlighteent, the dawn of
modernity, that Wolff identifies the birth of a aal cultural,
geographical and discursive division between East WWest. In
‘inventing Eastern Europe’ Wolff traces the birtnda the
formation of the polarization of Europe between teanceptual
and cultural creations.

It was Western Europe that invented Eastern Eurage its
complementary other half in the eighteenth-centuhe age of
Enlightenment. It was also the Enlightenment, with intellectual
centres in Western Europe, that cultivated and gppated to itself
the new notion of ‘civilization,” an eighteenth-¢ery neologism, and
civilization discovered its complement, within tkame continent, in
shadowed lands of backwardness, even barbarismh @as the
invention of Eastern Europgé.

Here Wolff challenges Kundera’s celebration of Véestcultural
traditions and his re-figuration of the culturalpnaf Europe. The
Enlightenment established a ‘developmental divisioh the
continent’: it ‘had to invent the Western EuropedaBastern
Europe together as complementary concepts defieaah other
by opposition and adjacency'.

What Kundera praises as the dawn of modernity,aditton
based on critical thinking, is its affirmation oba@ary conceptual
system: the division between the ‘civilized us’ ah& ‘barbaric
other’. The ‘invention’ of Eastern Europe impliespaocess of
exclusion from whatever is deemed Western (geodggralin
culturally and politically). Thus, the discursiveamdrawn by the
Enlightenment excludes what Kundera calls ‘Cerfitalope’. The

22 \Wolff, p. 4.
23 \Wolff, p. 6 and p. 5.
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‘Enlightened’ conceptualization of Europe, ratherhart
acknowledging central European countries as it&l'\aentre of
gravity’, discursively polarizes Europe. As Wolfa$it, ‘Eastern
Europe was located not at the antipode of civikimgtnot down in
the depths of barbarism, but rather on the devebopah scale that
measured the distance between civilization andavesn’ 24

The dominant Western discourse produced struchanahdaries
both on the map and conceptually. A peculiar yettlge
illustrative example outlined by Wolff is Mozartt®rrespondence
with a friend while travelling to and from BohemiAs Said
suggests, travel narrative is a mode of signifoegta contribution
to the stream of structuring discourses. Here, Mtzdetters
synthesize the mythical and ‘othering’ notion ofe thEast.
Fascinated by the city of Prague and swept up bgt\wb sees as
its exoticism, Mozart offers a celebratory andaletnated account
of his visit to the city. As Wolff points out, Modarepresents the
‘imaginative eighteenth century traveller to East&urope [...]
not at home in Slavic Bohemi# Although Prague is to be found
north of Vienna and ‘slightly to the West’, Wolfbtes:

[For Mozart] as for us in the twentieth centurywias a voyage into
Eastern Europe nevertheless, into Slavic Bohemm.ntdrked the
border crossing in the Mozartian mode, by adoptiey identities for
himself, his family, and his friends, expressedpseudo-Oriental
nonsense names: ‘I am Punkitititi. My wife is SclaaBumfa. Hofer is
Rozka Pumpa. Stadler is Notschibikitschibi.’ Thertain between
Vienna and Prague went up on this frivolous operatimedy long
before it descended in its iron incarnatfén.

This extract presents an extravagant, yet cruciahmple of an
‘Enlightened’ representation of Eastern Europe diaed by
alienation, exoticism, imagination and fantasy. Is@rientalist
views of Bohemia highlight the existence of struatuand
conceptual divisions long before the Yalta confeeen

24 \Wolff, p. 13.
25 Wolff, p. 107.
26 \Wolff, p. 8.
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As Wolff comments, ‘the idea of Eastern Europe ischmolder
than the Cold War! However, Kundera's essay fails to
acknowledge that such a division was established lwefore the
iron curtain. By claiming that the countries of @ah Europe
‘have vanished from the map of the West’ he seenssiggest that
they were once part of it, included in construcsicguch as the
Holy Roman Empiré® Interestingly though, he remarks that these
countries have never been ‘entirely integrated intoe
consciousness of Europe, they have remained tkekaawn and
the most fragile part of the West'. It could be wd, that this
reference to the liminality of ‘Central Europe’ itigs a tacit and
inevitable acknowledgement of certain establishdédictural
boundaries endemic to the conceptualization of geir@alongue
durée figured by earlier oppositions such as those betwe
Christian and non-Christian, between Catholic anith@lox.

Kundera’s mode of re-mapping Europe shows striking
similarities with the cartographic upheaval assedavith descent
of the Iron Curtain. Churchills speech, given in9486,
dramatically shaped the destiny of the Europeartimemt. By
drawing an Iron Curtain from Stettin to Trieste, reaffirms what
Wolff calls ‘a crucial structural boundary in thend and on the
map’2® Churchill’'s geographical determinism intervenes the
map of Europe to politically sanctify a pre-exististructural and
conceptual order. Granted that such polarizatioppbaed long
before the Cold War and was a product of the Wsslfj it is
interesting to examine the rhetoric of power evidarChurchill's
Fulton, Missouri. Here, both the polarization ofr&pe and the
modes to realize it are a product of the Enlightentn The
geopolitical resolutions of the Yalta conferencepresent a
significant cultural re-mapping. Removing Greeaarirthe Soviet
sphere, Churchill insists on a Renaissance andjlielhment view
of Greek ‘immortal glories’ as a crucial part of ®¥#ern cultural
heritage. There could be no mention of Byzantiume, @rthodox

2T \Wolff, p. 3.
28 Wolff, pp. 218-19
29 \Wolff, p. 1.
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sphere or théranslatio imperiithat bound Greece to Russia. His
discourse operates according to politics of exoludictated by
the vested interests of an established structurdéroin what
appears as a conceptual rather than a geograpmagalthe ‘East-
West’ is part of a mythical province not alwayselbd map the
entire terrain, as can be seen from the ‘neithen fior fowl’
position of Austria, an ‘Eastern Kingdom’ in namalyo As
Todorova puts it, ‘it is not symbolic geography tthaeates
politics, but rather the revers® Greece, perceived as the cradle
of Western culture, could not possibly be placedttms Eastern
side of the Iron Curtain, under the aegis of Sopater.
Kundera’s discourse is realized according to sinpEradigms:
his argument for the cultural authority of the Wedsingerously
shifts to politics as directly and fundamentallyated to culture.
Such a shift represents a fertile ground for réfbec Claiming
that ‘totalitarian Russian civilization is the radi negation of the
modern West’, Kundera associates Russia with opmesand
despotic politics and the West with culture, thigrh@aps
unsurprisingly given Kundera’s own journey from Iiam to
Reform Communism. Such a chiastic construction tesedwo
divergent discursive entities, Russia and the Vmihding for
totalitarianism and culture respectively. Yet tblaim overlooks
the West's own history as a producer of totalitan@gimes and as
an oppressor. In his rose-tinted panegyric of thest\there is no
guestion of the latter’'s responsibility for the BHchust or its role
in other earlier pogroms and massacres: only Rus$iandera’s
East, and the negation of all forms of enlighteaelture — having
a demonic side. Likewise, in terms of cultural antkllectual
history, Kundera’s account clearly neglects kegnnéntions and
guestionings in Western traditions of thought. Ra&ternism
identifies the Enlightenment as the origin of theojgct of
modernity, what Adorno and Horkheimer describeragavitable
‘reversion of enlightened civilization to barbarism reality’ 3!

30 Todorova, p. 160.

31 Theodor W. Adorno and Max Horkheimdialectic of Enlightenmentrans. by John
Cumming (London: Verso, 1997), p. Xix.
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Indeed ‘the dialectic of enlightenment is objedyveulminating
in madness’, it is in itself a ‘negation of modeyhirather than its
embodiment?

Kundera fails to acknowledge the West as the predand
origin of hegemonic political structures (includingarxism,
Nazism and nationalism), of their related cultunadations and of
the ideological self-promotion that supported theévian Dijk
articulates such a dynamic as follows:

Positive self-representation and negative othesgntation seems to
be a fundamental property of ideologies. Associatéth such

polarized representations about Us and Them, gmesentations of
social arrangements, that is, the kinds of things fmmd better

(equality, a clean environment, a free market).tths very abstract
level these social arrangements are specificat@nmore general
values®3

The overall discourse of ‘The Tragedy of Centrafdpe’ seems
to be infused with propaganda. According to Rold&atthes,
myths are the dominant ideologies of our time: icgtion
produces ideologies. Kundera’s thus uses claimsitaldentity to
support his mythology and its ideological underpugs. He
justifies the idea of ‘Central Europe’ for its ‘Wemness’. He
claims that Central European countries wish ‘tospree their
identity — or, to put it another way, to preservkeit
Westernness™ Kundera further develops this concept by referring
to Czechoslovakia (at the time) as follows: ‘My nay is [...] an
old Western European country and it wishes to metdiis
identity’.3® However, since his essay originally appeared @né,
the question of whether he meandrod (‘country’) or vlast
(‘nation’), whether what was most important was aliban,
language, ethnicity or some other concern, is anceidost in
translation. These passages thus hint at the najthmgport of a

32 pAdorno and Horkheimer, p. 169.

33T, van Dijk, Ideology: A Multidisciplinary Approach(London: Sage, 1998), p. 69.
34 Kundera, p. 218.

35 Kundera, p. 18.
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discourse in which identity is a key concept, anSittuting
element of myth’, the product of construction aniifiae.3® In this
regard, George Schopflin comments on Central Ewopaentity
as follows:

Evidently, all identities are to an extent constiedc but an entirely
invented Identity, one without any kind of rootsadl, incapable of
eliciting resonance from those whom it is supposediefine and
serving no positive function, will hardly be a greaccess’

Schopflin reminds us that identity in itself is ‘@mwented’ idea;
though while refuting Kundera’'s creation of ‘Cemtra
Europeanness’, he insists on the absence of aaly foaindation.
Yet what seems to be an attack on the mythicalstohé&undera’s
discourse, Schopflin’'s evocation of potentially mm@uccessful
and authentic models of identity formation ultintatialls into a
similar myth of its own. Against this and as pafrtnwore radical
deconstructions of identity, one might cite Zygmuduman’s
comments:

[A] war-cry of individuals, or of the communitieh&t wish to be
imagined by them. [...] a war-cry useddefensivaevar; an individual
against the assault of a group, a smaller and we@a for this
reason threatened) group against a bigger and rasoairceful (and
for that reason threatening) totality [...] a simokaus struggle
against dissolution and fragmentation; an intentiordevour and at
the same time a stout refusal to be edten.

Bauman conceives identity per se as a problematio,tsince it
necessarily entails a quest for affirmation of vdiials who find
themselves inadequate, yet the term retains a valuts local
‘tactical’ deployments as a rallying-call in strugg against larger,
strategic, hegemonic tendencies.

36 Roland Barthedylythologies 1993: 121.

87 George Schopflin and Nancy Wodd, Search of Central Europ@Cambridge: Polity,
1989), p. 18.

38 Zygmunt Baumanldentity: Conversations with Benedetto Vec@@ambridge: Polity,
2004), pp. 76-77.
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Bauman’s comments bring us back to Kundera. Forthadl
problems inherent in his account, it is this gdesidentity — for a
Western identity — that provides the driving fonaénis discourse.
It is the fear of dissolution from the European ntlagt compels
him to devour his neighbour. Indeed, in this diateof power,
Russia is portrayed as the ‘other’, a threat to ititegrity of
Central European Westernness. As Robert Pynsest\a@ss ‘new
myths or new variants of old myths may always beated™°
Kundera’s evocation of the myth of Russia is pdrhis need to
reprise and forge for himself the myth of Easterordpe.
Subtracting ‘Central’ European countries from thapnof the
East, he stamps his own iteration of a geographyaltdrity
certainly not of his original coining, but which hieels it
necessary to affirm. This is not without its prabte of course. In
evoking a politics of exclusion, Kundera embraceesW#rn
deterministic structures: the blindness to hisarand ideological
baggage inherent in his glorification of the Entgyiment and
celebration of cultural authority inevitably comprises his
arguments. Yet, at the same time, ‘The Tragedyewit@l Europe’
stems out of a refusal to be eaten, it is a mytretjgdwar-cry’.

39 Robert B. PynsenQuestions of Identity: Czech and Slovak Ideas dfoNality and
Personality(Budapest, London and New York: Central Europeaivélsity Press, 1994),
p. 44.






Moliere and his Manglers: The Cultural
Politics ofle patrimoine theatre?

NOEL PEACOCK

The title of this article highlights a controversurrounding
Moliére’s plays which has existed from their figggrformances
until today. The mangle originally conceived as a laundry
appliance, operated by hand crank and more recently
electronically, was used to express excess waten finen and
clothing. In its figurative usage, the term has opajve
connotations, denoting not merely ‘flattening’, batso the
distortion beyond recognition of the object pladeeheath its
rollers. This distortion can lead to the creatioham entirely
different object, and in itself make a contributiomhe
metaphorical rollers between which Moliére’s workvh been
placed are multifarious. However, the ones which sall
examine are those of reviewers and producers wbosenents
are informed by, or set against, a cultural benchmahe
patrimoine théatral the theatrical heritage transmitted from one
generation to the next. The terpatrimoine goes back to the
medieval latin ‘patrimonium’, with the dual root gbater’ and
‘monere’ (what belongs to the father), and has cdamenean
inheritance or legacy. While examples of uses & thrm in
connection with religious or feudal rights are @iewnt in most
dictionaries, the Littré lists a generic applicatioom La Bruyere,
VI, ‘Moins appliqués a dissiper ou a grosser Ipatrimoine qu’a
le maintenir, ils [nos ancétres] le laissaientemdi leurs héritiers’.
The term may therefore be considered to denoteuteral legacy
inherited from past generations, preserved fobteefit of future
generations.

Our hybrid approach will draw particularly on theer@an
reception-oriented theories dRezeptionsgeschichtéhistory of
reception) and Rezeptionsasthetik(aesthetics of reception),
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theories which have been applied mainly to thehadist of effect
and reader-response in literature rather thanddtbader canvas
of reception including audiences and theatre resisw The
method is particularly appropriate, given not otiig participation
by spectators in some of the performances (sontkeobest seats
were on the stage itself, a practice which continuetil 1759) but
also in view of Moliere’s incorporating into hisxstesome of their
adverse comments.

While the termpatrimoinewas not used specifically with regard to
drama in the seventeenth century, the equivaletibmanay be
seen in the form of theatricphtreshanding down to successive
generations of dramatists their guide to good practvith quasi-
pontifical censure of any deviations. The guiddiveere drawn
up specifically for tragedy with the Greek philokep Aristotle
enjoying a privileged status. Thepatres were not necessarily
members of the Académie, set up by Richelieu irbl&3arbiters
of good taste and custodians of good usage in &gegbut more
frequently ambitious rival dramatists and journaliseeking to
make a name for themselves. From 1658, Moliére déinmad the
protection of the King’s brother and later the Kinget, these
conservative critics provided a hostile backclogaiast which
Moliére’s early plays were composed. In fact, Modis first
acclaimed full-length play,’Ecole des femme@d 662), provoked
a Guerre comiquewhich was almost as significant as (eerelle
du Cid a heated polemic in 1636 over the challenge laethdy
Pierre Corneille regarding the prevailing norms dramatic
practice. The custodians of the comic traditiormpasing mainly
jealous dramatists and rival actors from the Hd&IBourgogne,
castigated Moliere for plagiarism, immorality, afat his failure
to respect the rules of dramaturgy. Moliére’s pEpawned a
corpus of pamphlets and theatricglostes Donneau de Visé, in
pages from hidNouvelles Nouvellescriticised the play as ‘un
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monstre’ with ‘une infinité de faute$’ln his Zélinde de Visé
sought to stir up all whom he thought Moliere hathpooned in
his Ecole women, nobility, rival actors and dramatiststicsi and
religious people, whose characters, he alleged, baéen
inadequately transcribédMoliere had prudentially in December
1662 dedicated the play to Madame, Henriette d’Ategle, wife
of the King’s brother. Moliere’sleffense et illustratignphowever,
took the form of a theatrical entertainmdr, Critique de L’Ecole
des femmegl663), in which he announced a new form of comedy
which, even if it departed from the rules of presk=sors,
conformed to the greatest rule of all comedy, tifapleasing its
audience. These verbal scuffles were taken furthyerEdme
Boursault, who took up a suggestion in de Visédindeof an
apologetical parody dfa Critique in which the roles of defenders
and opponents were reverselfloliere’s answer to Boursault, in
the form of another one-act play’Impromtu de Versailles
(1663), was a counter-attack on the actors of tlelHde
Bourgogne, in particular, on the acting styles airitfleury, Mlle
Beauchasteau, Beauchasteau, Hauteroche and Villieesattack
is personalised with Moliere and other members isfdompany
appearing no longer under the mask of a theatpeatonabut
under their own names. Other pamphlets which suedaithe
conflict included Charles Robinet’s mock encomiufrivimliere’s
defence and a restatement of the fundamental guoédel
underpinning successful comic art in previous gatnens:

Je pourrais ajouter que ceEeole est non seulement contre toutes les
regles du dramatique, mais contre celles du comigueau lieu que

! Donneau de Visé\ouvelles NouvellefParis: Bienfaict, 1663), reproducedNoliere,
CEuvres completeed. by Georges Couton (Paris: Gallimard, 1971, 1021. We would
like to record our gratitude to the Comédie-Frapgaand to the staff of its library,
particularly the then head conservateur, Monsiegét Bluthwhol, for access to invaluable
archival material.

2 Donneau de Vis&élinde, ou la véritable Critique de 'Ecole desnfaes et la Crtitique
de la Critique(Paris: de Luyne, 1663).

3 Edme BoursaultlL.e Portrait du peintre ou la Contre-Critique de t&le des femmes
(Paris: Charles de Sercy, 1663).
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la comédie doit finir par quelque chose de gaileedl finit par le
désespoir d’'un amant qui se retire avec un‘ouf!

Though Moliere’s theatricalised defence of his laett
effectively ended th&uerelle® the animosity on the part of the
Hotel de Bourgogne persisted. In fact, it was redias late as
1670 in a scurrilous four-act play by Le BoulangerChalussay
(Elomire hypocondre ou les médecins vehgékich contained a
separate text calletle Divorce comiqueinserted between the
fourth and fifth acts. The author accuses Molidrarmincestuous
marriage with Armande Béjart, of revolt within hi®upe, and
imputes Moliére’s career as a dramatist and aaoprevious
failure in legal and commercial enterprises. Howg¥eom the
literary standpoint, Moliere’s success with Pansiaudiences
deterred further detractors. Moreover, de Vise, sehdélinde
created enmity between himself and Moliere, wrgigravingly of
Le Misanthropein 1666, and even imitated Moliere’s comic
techniques, and Robinet turned parody on its heater
succeeding Loret as ‘gazetier’, eulogising each m@ay and
writing a moving epitaph on the dramatist’s défath.

The battle against’Ecole des femmewas waged on literary
territory as Moliére sought to challenge the essaleld values and
principles of the prevailingatrimoine While there were charges
of obscenity levelled at Arnolphe’s discourse andsame of
Agnes’s naive responses, Moliere®artuffe and Dom Juan
attracted an even more violent response from thealmand
religious establishment. The ‘mangling’ here fordddliére to
rewrite and excise parts of the play which had pdowoo
subversive. The cultural patrimony was insepar&iole its moral
and religious origins. The five-year interdictioh Bartuffe from
1664 to 1669 was due to moral censorship frd@votswith
influence at the highest levels of Court, governtneand

4 Charles RobineRanégyrique de L'Ecole des femmes, ou conversatiotes ceuvres de
Mr de Moliere(Paris: Charles de Sercy, 1664).

5 See Abby Zanger, ‘Acting as Counteracting in Maie The Impromptu of Versaillgs
Theatre Journgl38 (1986), 180-95.

6 See Jean-Pierre Collingectures de Molier¢Paris: Armand Colin, 1974), p. 28.



Moliére and his Manglers 75

ecclesiastical authorities. Already, in April 166%embers of a
secret, militant religious group, the Compagnie @aint-
Sacrément, were manoeuvring at Court to supprespldy. The
Compagnie included Moliere’s former patron, thenBei de Conti,
the Archbishop of Paris, Hardouin de Beaumont deéfixeé,
Vincent de Paul, and Guillaume de Lamoignon, thenfer
Président du Parlement, with among its sympathigbes Queen
Mother, Anne of Austria. Less than a week after first
performance on 12 May 166%artuffe was banned by the King,
following lobbying from the powerful triumvirate dhe Queen
Mother, Péréfixe and Lamoignon. The play provokeshe of the
most vitriolic comments in the history of Frenchedkre, with
Moliére pilloried as a demon and a libertine whowdd be burned
at the stake in anticipation of his future infertmiment:

Un homme ou plutdét un démon vétu de chair et haleii homme, et
le plus signalé impie et libertin qui fut jamaisnddes siecles passés
[...] I méritoit par cet attentat sacrileg@édrtuffd et impie un dernier
supplice exemplaire et public, et le feu méme acanteur de celui
de I'enfer’

Moliere’s initial defence, which emphasised the rective
function of comedy in @lacet au Rqino doubt an expedient
rather an expression of his professional and agstheactice, did
not stem the opposition. Furthermore, Bem Juan ou le Festin
de Pierre which, first performed on 15 February 1665, was
rapidly composed to fill the gap left by the bamiof Tartuffe
unleashed new opprobrium from Moliére’s critics wdansidered
the play an offence to religion and to the King. lMiee was
ordered to delete a number of lines including thérescéne du
Pauvre which were thought to undermine the faith of &edirs
and to be a mockery of the fundamental tenets efQGhristian
religion. The play was removed from Moliére’s repey after
only fifteen performances, and reappeared onlyniredulcorated
version undertaken by Thomas Corneille in 1677.i8fels text

' Pierre RoulléLe Roi glorieux au monde ou Louis XIV le plus gax de tous les rois du
monde Moliére, CEuvres complétek p. 1143.
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was not published until 1682, eleven years afterdaath in the
(Euvres completesand even then, in a version which seems, from
the publication of an Amsterdam edition in 1683b&unreliable.
Moliére did not reply to the attacks @om Juan no doubt in an
attempt to revive higartuffe However, his rewritten version in
1667, entitledL’Imposteur failed to lift the interdiction, despite
Moliere’s intercession with the King, who had namdliere’s
company ‘Troupe du Roi’ in 1665. During Louis’s ahse
Lamoignon banned the play, and Péréfixe pronouneed
Ordonnance forbidding all in his diocese, under pain of
excommunication, to perform, read, or attend reg&liof the play.
Moliere’s defence in 1667 was undertaken in thegtre sur la
comédie de L’'Imposteura work published anonymously but
which has since been thought to have been writjfehabMothe
Le Vayer in collaboration with Molieré Hostility was sustained
until, through the good offices of the King, theayl was
performed on 6 February 1669. Even after the Kimgfsrvention
the critical voice of ecclesiastics could not dersied. The decree
excommunicating actors was not rescinded beforedvids death,
resulting in Moliere’s widow having to get speciérmission
from the King for a sanctified burial, and, everrih one which
was held at night without the customary ceremonye Tigorist
religious climate in the latter part of the seventh century had
singled out the theatre for special condemnatidine political
establishment, buttressed by the Church, recognisedisruptive
power of the theatre.

In addition to the rival dramatists and literargdineticians and
the cabalisticdévots a third, largely unrecognised, cohort of
manglers formed part of the cultunaatres During his lifetime

8 See the edition by Robert McBrideettre sur la comédie de I'lmposte@burham:
Durham Modern Language Studies, 1994), which it gfaa trilogy of studies ofartuffe
Moliere, ‘L'Imposteut de 1667, prédecesseur dliartuffé (Durham: Durham Modern
Language Studies, 1999)oliere et son premier Tartuffgenése et évolution d'une
piéce a scandal@Durham: Durham Modern Language Studies, 2005).

9 See, for example, the treatise by Moliere’s formeatector (Prince de Confiraité de

la comédie selon la tradition de I'EgligParis: Louis Billaine, 1666), who having brought
together the writings against the theatre of thar€i Fathers, was particularly censorious
with regard tdDom Juan
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Moliere had many altercations with his publishesose main
imperative was commercial and not aesth@étide experienced the
difficulty of being an independent author in thecdaof the
publishing cartel. Moliere’s unfulfilled aspiratioilm publish his
complete works contributed to the cooling of hiatiens with the
King and with the Court, particularly after Lullyad been granted
a monopoly in musical entertainment in 1672. Aftdoliere’s
death, editorial licence bordered on ‘mangling’. particular
illustration is the first pirated edition dfe Malade imaginairge
published by Daniel Elzevir at Amsterdam in 1674eik the
names of the major characters are inaccurate: Aiggianscribed
as Orgon, Purgon as Turbon, Béralde as Oronte. raage and
Vivot in 1682 indicated that their version had remd the errors
from previous editions in which ‘des scénes ensicagaient été
faussement ajoutées et supposéest. would appear that the
edition of Le Maladehad been compiled by someone who had
committed to memory what he had seen several tonestage. A
more insidious theory, advanced in tA@ lecteurof editions
published in Amsterdam in 1683 and in Brussels684] posits
deliberate falsification of the text by a friendtbe doctors whom
Moliere had caricatured:

Ces vénérables Messieurs [de la Faculté], voyamt det aboli et

devenu infructueux par leur ignorance, et leurs er@s tournées en
dérision, et que leur science n’était devenue que phimere, eurent
recours a sa Majesté pour en empécher l'imprespioum;, qu’elle ne

par(t en public et principalement en France...: cdesfjui fit qu’un

de leurs amis en mit une au jour ce méme titre,ayant ni rime ni

raison...1?

While there is insufficient evidence to supportstigolemic, it
illustrates that the mangling of the text was nonfted to
Moliere’s declared enemies.

10see C.E. J. Caldicotta Carriere de Moliére entre protecteurs et édigUfaux Titre,
140 (Amsterdam and Atlanta: Rodopi, 1998).

11 see caldicott.

12 Notice toLe Malade imaginairen the Grands Ecrivains de la France series (Paris:
Hachette, 1925), IX, p. 253.
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So far, we have seen the complex nature of theigolof the
cultural patrimony in Moliere’s day. On the one Hathere is an
attempt by three groups with significant influerooe the cultural
life of Paris to prohibit or reshape Moliere’s ptayAt the same
time by virtue of the social success attained thhothe command
performances at Versailles and in other royal msaand the
acclaim of Parisian audiences, Moliere himself hadome during
his lifetime part of that cultural patrimony. Withe founding of
the Comédie-Francaisein August 1680, seven years after
Moliere’'s death, when the King brought togethertire same
theatrical space the actors from the Guénégaudréhéahich
included Moliére’s troupe) and those of the rivalmpany the
Hoétel de Bourgogne, Moliere’s plays became parthef cultural
heritage which future generations would presentee Tomédie-
Francaise is frequently called anachronisticallya ‘Maison de
Moliére’ on account of the frequency with which has featured
since 1680. The ranking of numbers of performaméesorks by
all dramatists from the theatre’s foundation in @68ntil 31
December 1997 given below in the appendix are owelming
testimony to his monopoly of the repertéfy:

Moliere’s pre-eminence from the outset, which mayébeen
due to some extent to the administrative inputisfwidow and of
his faithful friend and actor, La Grange, was sngta until 1750.
In 1710, for example, twenty of his plays and ommdred and
twenty-six performances are recordéddowever, the cult of
Moliére is forged largely in the nineteenth centand particularly
in the Ecole républicaindrom 1870, which raised Moliére to the
status of national icon, renaming streets after, leiracting statues,
selling various memorabilia. The major edition af IEuvres
completesundertaken by Eugene Despois and Paul Mesnatd, an
the launch in 1879 dfe Moliéristegave academic support to the
new mythology.

13 This list of plays attracting more than 230 pariances has been taken from Salomé
Broussky,La Comédie-Francais@Paris: Le Cavalier bleu, 2001), p. 80.

14 See André Blandistoire de la Comédie-FrancaigParis: Perrin, 2007), p. 163.
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Moliére’s popularity at the Comedie-Francaise hame at a
price which the dramatist himself might not havestvad to pay.
The state control of the theatre, which gives asslybof two-
thirds of the cost of productions, has restricteckaorial and
actorly inventiveness, at times censuring some ofidvke’s lines.
The political control was most evident during thevBlution,
leading to significant textual mangling, particlyaof anything
evocative of théncien RégimeUnder the conservative leadership
of citizen René Molé, references lie Misanthropeto monarchy
were replaced with lexis denoting a more impersguoalernance.
For instance, Philinte’s ‘Et je crois qu’a la Cale méme qu’a la
ville’ (1. 1) was recast as ‘[..du dehorsde méme qu’a la ville’,
while Alceste’s ‘Si le Roi m’avait donnéf.(2) became ‘Sion me
voulait donnet. ‘Honneur’ was replaced by ‘humeur’ and ‘Paris’
by ‘I'Etat’. In Tartuffe ‘un prince ennemi de la fraude’ was
recontextualised as ‘lls sont passés, ces jounguglice et de
fraude’, and ‘le Roi’ under the new régime was s$fegured as a
new democratic authority called ‘la LdP.

State control of both the actors and the runnintheftheatre as
well as the appointment of administrateurs have bé&en thought
to be constricting. In 1968, Jack Lang, who wentmbe Minister
of Culture and Minister of Education, highlighteaettheatrical
stasis, which threatened to turn one of the womdést celebrated
theatres into a museum:

Aussi longtemps que I'Etat persistera a choisir m@rmadministrateur un
sociétaire, un ambassadeur ou un responsable dhaitistration des Arts
et Lettres le théatre restera un vieux musée astl devenu. Seul un
metteur en scéne de grande valeur aura l'autotitéa ecapacité pour
modifier radicalement les maeurs et les traditionispgralysent tout effort
de transformations [...°

The famous dictum ‘ton Comédie-Francaise’, evoeatdf a
‘patrimoine poussiéreux’, has been consistentlyelled at the

15 See Maurice Descoteses Grands Roles du théatre de Moligifearis: Presses
Universitaires de France, 1960), pp. 10-11.

16 Cited by Broussky, p. 73.
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theatre’s adoption until recently of period costuare seeming
lack of creativity in comparison with interpretat®of Moliére in
other Parisian theatres. While each age had itdicpkar
interpretations, the Comédie-Francaise has bearsedof stifling
enterprise in its establishing a house style, mhdg scenography
and acting. The sets were constructed after froieiies from
early print editions of the plays in the beliefttti@ese represented
the nearest the theatre could get to seventeentige
performances. Sets would be used for more than mag.
Sometimes this was not a question of fidelity bubaportunity to
display the munificence of the national theatrethe form of
ornate stage sets. Moreover, the reliability of fleatispieces has
of late been questioned; not only did engravingsalyeartistic
licence but these were also designed to captiviaeereader’s
attention. One of the most notorious illustratiorf this
unreliability is the one from Racine’dndromaquein which
Andromague’s son, Astyanax, who never appearsagesis seen
in the arms of Phoenix (the engraver recognisiag ttine child was
the key to the dynastic problem, and to the compésxin the
plot).l” Actorly styles were also handed down from genenato
generation, as is indicated in several editi§ns.

Yet within these traditions there was a great digrof style,
from the archicomic readings up until the mid-eegrith century
to the darker interpretations, culminating in thenfntics
weeping over the plight of Arnolphe or Alceste. Trhajor divide
in the ‘ton Comédie-Francaise’ derives from the Af96ollowing

Y For a study of Moliére’s frontispieces see: ClaistDelmas, ‘Sur un décor deom
Juan(ll. 5)’, Roger Herzel, ‘The Décor of Moliere’'s&tfe: the Testimony of Brissart and
Chauveau’,Publications of the Modern Language Associati® (1978), 925-54; G.
Donald Jackson, ‘Les Frontispices des éditions daidve parues au XVlle siécle:
stéreotypes et expressivitdPapers on French Seventeenth Century Literatdde 26
(1987), 37-59; Frangoise Siguret, ‘L'lmage ou liogpure: analyse d'une gravure
illustrant Le Tartuffé, Revue d’histoire du théatr&6 (1984), 362—70; Abby E. Zanger,
‘Betwixt and Between Print and Performance: A Neppfoach to Studying Moliére’s
Body at/of Work’, French ‘Classical’ Theatre Today: Teaching, Resbafeerformance
ed. by Philip Tomlinson (Amsterdam and Atlanta: Bpid 2001), pp. 117-38; Michael
Hawcroft, ‘Seventeenth-Century French Theatre absdlllustrations: Five Types of
Discontinuity’, Seventeenth-Century French Stud% (2002), 87-105.

18 See the examples listed by Descotes, p. $asdim
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Maurice Escande’s appointment as administrator@28670) and
his policy to open the theatre to new actors amd dieectors from
outside, a policy continued by Pierre Dux (1970J dacques Toja
(1978-1983), which reached its apogee in the apmeints of
Jean-Pierre Vincent (1983-1986), Antoine Vitez @9B890) and
Jacques Lassalle (1990-1993). There is not scopersider the
history of Dom Juanand Tartuffe on the stage of the Théatre
National. However, examination of the reception fuafur
twentieth-century productions afEcole des femmaesill indicate
the extent to which the polemic was sustained baydoliere’s
times.

The Querelle provoked byL’Ecole des femmefollowing its
first performances was revived in 1924 by a productt the
Théatre Edouard VII, with Lucien Guitry as Arnolphehose
previous productions ofartuffeandLe Misanthropehad been in
marked contrast to the interpretations of the CaeiEdancaise.
The debate generated by Guitry’s challenge to tregioNal
Theatre has escaped the attention of scholarsapern account
of the inaccessibility of material in newspaperiegs of the
period? Guitry’s Ecole des femmgsmuch acclaimed by
audiences, departed from the traditional comic rpgal of
Arnolphe, which productions at the Comédie-Frarehiad based
on early reception, not least on Loret's unambigudascription
of the comic tone set by the performance on 6 JgriLG63:

On joua L'Ecole des Femmes
Qui fit rire leurs Majestés
Jusqu’a s’en tenir les cotes;
Piece aucunement instructive,
Et tout & fait récréative [. 2]

Guitry’s dark interpretation, which turned the playto a high
drama in which Arnolphe invited as much sympathyaagihter,
was no doubt influenced by his performance of Akebased on
his reading of autobiographical comments regardihgiiere’s

19 Apart from a brief discussion of Guitry's portrayd Arnolphe by Descotes, pp. 33-35.
20| etter of January 13.
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suffering in his relationship with Armande. The driext with
Alceste, while interesting, would provide an anacihstic reading
given that the reputed problems in the marriagediétiom 1664
and not from the honeymoon days of 1662. Guitrgading might
well have passed without significant comment. Hosveva
vitriolic debate was unleashed by a prefatory ‘ea@s on 2
October 1924 by André Antoine, whose naturalistmdpiction of
L’Ecole des femmest the Odéon in 1908 had come under attack
from thesociétaires Antoine condemned the Maison de Moliere
for its servile adherence to outdated traditioh® kack of time
spent in rehearsal, its failure to move with thmeets and with the
spirit of modernisation, its lack of expenditure dvoliere
productions, in comparison with the lavish sumsnsme more
modern plays, and its fixation with regard to thaities,
particularly that of place:

Comment peut-on encore joukiEcole des femmedans un décor
unique, alors que le texte de Moliere y contréddici un homme qui
séquestre Agnes, et, au troisieme acte, quandaill’antretenir de
choses importantes, il ne trouve pas mieux queadaite descendre
dans la ruet

In eulogising Guitry’s innovative approach Antoimedermined
his plaidoyer against the Théatre National: Guitry himself
employed a single set; Antoine’s claim regarding itgis
superiority over Moliere himself was specious, dr lzest,
paradoxical: ‘Aussi, M. Antoine n’a peut-étre pas & paradoxal
en affirmant que Moliere n’avait pas dd jouer Aptat aussi bien
que Lucien Guitry??

Antoine’s invective received much support. Noziatéacked
the cultural patrimony of the Maison de Moliere,o8b weakness
he considered emerged paradoxically from its strengt one
level, its talismanic contribution was notable:

21 Cited inL’Homme libre 5 October 1924.
22| ucien Besnard,e Quotidien 7 October 1924.
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Il est vrai que les artistes de la Comédie-Fraecgessede le
talisman: la tradition. En vivant dans I'atmosphédeela Maison, en
contemplant les images du passé, en applaudissard &inés, les
jeunes peuvent et doivent acquérir certaines @saliqui sont
nécessaires a l'interprétation de roles classigdesi, sans effort, se
transmet de génération en génération un flambeiafugallumé a un
feu mystérieux et qui, sans doute, est depuis éangs éteint. Il serait
absurde de tenir en mépris certains documents mssege la
Maison?®

At another level, however, adherence to traditiaas whought to
stifle effort and originality:

Ainsi, nous sommes amenés a estimer que le redpdattradition est
un indice de paresse et que tout effort origindt biiser la chaine de
souvenirs

The strength of Guitry’s production was its modappeal, which,
for Noziere, was more reflective of Moliere thane tiself-
reproductivity of the Comédie-Francaise:

N’est-il plus simple, plus pieux, d’étudier un clateuvre classique
comme s’il avait été écrit hier, de chercher a be@mprendre la
pensée de l'auteur, d'imaginer une mise en scéndégage le sens
de la piéce? [.].[M. Lucien Guitry] a offert un Arnolphe que nons
saurions oublier et qui me parait bien étre I'Apha de Moliere?

Antoine and Guitry found wide support from leadirgics and
writers, even to the point of their condoning Ans bellicose
language:

M. Antoine, avec l'ardeur sincere et généreux quigrsait, a fait en
qguelques mots le proces de la tradition [...] Lesesgd§u’il défend
semblent presque toujours excellentes. Il pouss@nfiation jusqu’a
se montrer violent [...] Il molesta dans son discolarsComédie-
Francaise. Il lui fit reproche de son inertie, e don manque

23 Noziere,L'Avenir, 5 October 1924.
24 Noziere.
25 Noziére.
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d’entreprise [...] ‘Guerre a la routine!’ tel est som de ralliement. On
ne peut qu’y applaudf

André Antoine a célébré I'événement en faisantguiéc cette prise de
possession dé’Ecole des femmepar une conférence, disons une
causerie a batons rompus. Ces batons, oui, il teelmue peu rompus
sur le dos de la Comédie-Francaise; il a alléguéngy ‘expédiait le
répertoire’ et, que sauf a lI'occasion du tricentende Moliere, on y
mettait a mal le patron de la Maison. Laissons aoie la
responsabilité du proces qu'il vient d’intentemddomédie-Francaise.
Que certaines pieces classiques aient besoin el@nisgement dans la
mise en scéne ou le décor, personne ne le coraéstér’

[Les acteurs de Paris] sauront du moins commefauil le [Moliere]
jouer. Lucien Guitry le leur a fait voir, et la Cédie-Francaise peut
en prendre de la graine. Quelle admirable |e€on!

Reviewers sitting on the critical fence nevertheldsetrayed
sympathy for the substance of Antoine’s outburftnot its
formulation:

M. Antoine [..] est parti en guerre, avec sa viguetisa franchise
habituelles, contre la Comédie-Francaise et larfaipmt elle ‘sabote’
les ceuvres du ‘patron’ [...] Nous n’'avons pas a ¢rerparti. M.
Antoine a raison de protester contre l'abondance cdeaines
‘traditions’ qui encombrent et alourdissent inutilent le texte [...}°

M. Antoine a montré une certaine rudesse enversCdanédie-
Francaise [...] Si le reproche est parfois juste emqai regarde ces
dernieres années, la sévérité semble excessivel quase reporte au

passé’

Other reviewers recognised in Guitry’s interpretatia new

authentic tradition, reflective even of Moliere’srfprmance of the

text:

26 pierre Brissonl.es Annales12 October 1924.

27 ouis Schneidel,.e Gaulois 3 October 1924.

28| ucien Descaved,'Intransigeant 3 October 1924.
29 Etienne ReyDpinion, 10 October 1924,

30 A.de Bersaucourt,e Figarg 25 October 1924.



Moliére and his Manglers 85

M. Lucien Guitry joue Arnolphe d’'une facon qu’apié&ssoir vu I'on
n‘admet pas que ce role pat étre joué autrerttent.

Il faut admirer et méme avec gratitude, cette prietation de Guitry,
également chair et pensée, et qui plonge au phfsqt de 'humain
[...] C’est la perfection d’un art depuis longtempsigerain®?

I me semble que Guitry est revenu a la véritatadition de Moliere.
Et puis ¢ca m’est égal, aprés tout, car son Arnokgienerveilleuxs

The backlash from the Comédie-Francaise and itp@tgrs
was immediate. Some gave a facile challenge insesasg,
without particular evidence, the supremacy of them€&die-
Francaise:

Certes, la tradition qui n’est pas du tout le mamtde I'exécution

scénique d’'un ouvrage, mais le pieux respect gemsée créatrice, la
tradition, qui n’a rien de commun avec la routine,redoute pas plus
les coups de pied de M. Lucien Guitry que les tiasr de M. Antoine.

L'un et l'autre seront depuis longtemps oubliée® da Comédie-

Francaise, toujours vivante, toujours jeune, cofesar sur ses
planches une interprétation des classiques ouriteaptant que le

texte des auteurs anciens resplendira d’une ékejrahessé?

Quoi qu’en ait dit M. Antoine en une causerie avaneprésentation,
la tradition a du bon...aprés l'intéressante expéged’hier, nous
retournerons avec plaisir entendi€Ecole des femmes a la
Comédie-Francais®.

The actress, Béatrix Dussane, defended the Corkédiezaise’s

special relationship with Moliére as one which leaglved from

the deferential respect shown to a parent (in respdo Gaston de
Pawlowski portrayal of their Moliére as a ‘paremiupre’) to the

liberty of friendship:

31 André BleauEcho de Pariscited inBonsoir, 4 October 1924.
32 Georges Piocltire Nouvellecited inBonsoir, ibid

33 pierre Veberl.e Petit Journalcited inBonsoir, ibid.

34 Emile Mas,Le Petit Bley 2 October 1924.

35 Madeline L’Eclair, 2 October 1924.
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Pendant des années on a reproché a la Comédienge psa lenteur,
le respect excessif qu’elle apportait, disait-orsed interprétations.
Nous avons réagi. Nous avons essayé d’aborder resdg chefs
d’ceuvres comiques avec plus de liberté, de trételiere non en

pontife mais en ani®

The majorriposte however, came in the form of a hastily
revived matinee on Sunday 13 October of tB®médie-
Francaisés production of the play, with scenery dating bachts
1914 production. All the critics and reviewers wassued a
special invitation to a performance, which, notwmpsisingly, was
acclaimed with ten curtain calls at the end anahdsuof applause
throughout. The vendetta provoked by Guitry’s diradle to the
Maison’s proprietorial claim to the Moliere legaays sustained
in Emile Mas’s vituperative hyperboles:

Quelle magnifique journée! J'ai assisté a bien masifestations a la
Comédie-Francaise depuis quarante ans; j'en viemant d’'aussi
vibrantes! [...] Il fallait venger la Comédie desamahies que le plus
haineux de ses ennemis avait osé perfidement ferncointre elle, a
voix haute, sur les planches d’un autre thé3tre!

Gabriel Boissy, who had earlier dismissed Guitryoase of the
‘francs-tireurs du théatre’, ascribed the attadkdetractors of the
Comédie-Francaise, in his review, entitled withamsxrious irony,
‘La ‘représentation exceptionnelle’ déEcole des femmeésto a
lack of familiarity and prejudice:

Cette matinée-réponse de la Comédie-Francaisece @@’elle devait
étre, ce que nous savions, quand nous la demandjatedle serait:
brillante, péremptoire et surprenante pour nomierealix qui daubent
sur la Maison parce gu'’ils la connaissent mal. @wv&yait méme qui,
si impressionnés qu'ils fussent, s’efforcaient ssunscés de découvrir

la petite béte®

36 Une lettre de Mme Dussane sur I'esthétigue malopre Comoedia4 October 1924.
37 Emile Mas,Le Petit Bley 14 October 1924.
38 Gabriel BoissyComoedia 13 October 1924.
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While the theatrical enterprise was legitimisedaaslefence of
Moliére’s status as a comic dramatist, the trummate deceived
none of the reviewers:

C’était comme un plaidoygsro domo(pro domo Molier), et il était,
convenons-en, parfaitement légitiffe.

Moreover, the defenders of the Comédie-Francarsehsdoxy
were seemingly unaware of the tradition introducethe theatre
in the nineteenth century, initially by Provost 839 and
subsequently by Got, which gave a more melanchaien
morose depiction of ArnolpHe.

This secondQuerelle delL’Ecole des femme$iad engaged
Parisian literary circles. Even before the matipegormance, the
event was seen as a potentially defining momettierproduction
of ‘classical’ works:

Grosse affaire. On se bat autourldEcole des femmedMagnifique
époque celle qui permet a Antoine et a Lucien gmster en
présentant I'objet du litige [...] L'angle sous ledjule convient de
regarder et admirer les chefs d’'ceuvres classigeiatsghanget?

Hostilities were continued in theunter-ripostedvy Guitry’s son:

Je respecte toutes les opinions [...] Mais quand elitent dictées par
'incompétence et le parti pris, quand elles onirpguide la mauvaise
foi ou la méchanceté, quand elles ont pour mobifgerét ou la

vengeance, elles m’inspirent du meépris, parfoislalecolere — et
souvent du dégodt. Trente représentations consésuliel'Ecole des

femmessur un théatre du Boulevard. Je mets au défi lasdfaide

Moliére, elle-méme, d’en pouvoir faire autéft

The exchange continued with Lucien Guitry’s iropmaise of the
Comédie-Francaise’s restoral of the play to itdredmaxis, and his

39E, SéeBonsoir, October 1924,

40 see Descotes, pp. 28-31.

L paul Lombard, La Renaissance politique, littérarésitique, 11 October 1924.
42 sacha GuitryCandide 30 October 1924.
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dismissal of tradition as an actorly accretion,pgtnated by the
theatrically indolent:

Il parait, d’aprés certains dires, dont I'imprimeufait des écrits, que
jai désaxé la piece; ¢ca n'a aucune importancequ@sa l'instigation

de ces mémes personnes, une matinée purificatticgue fut
triomphale, a eu lieu douze jours plus tard darBdsiligue méme, et
que L'Ecole des femmegiésormais réaxée, connaitra sans doute de
nouveau et bientét des destinées éclatantes [...Jradgions, c’est ce
que les acteurs, individuellement et sans y étiespajoutent a leur
role [...[ Ces traditions, chose curieuse, ne sonfigg par personne
[...] Quant a la tradition, je vais vous dire toutaqe jen pense en
deux mots: c’est la déesse des pares$eux.

The crux of the debate, the question of authoyialivas
theorised in a penetrating reply to defendersaudition by a civil
servant, Jacques Arnavon, who had previously suiggor
Antoine’s naturalistic reading of the play, and wholater
publications would have significant influence oreggsis, both for
producers and for Moliéristes. The author’s intlil copyright,
for Arnavon, should not survive him. The intentibsiafallacy
was largely unquestioned in 1924, as Arnavon irdata

Se conformer, pour linterprétation, aux intentioths I'auteur, tant

gu’il est vivant, ou tant que son souvenir persbmse encore présent
dans les mémoires, rien de plus naturel et de Iplyisme; mais des
gu'une ceuvre, que le génie a marquée, sort, padusée, non

seulement du cadre d’'une vie humaine, mais mémeette forme

particuliere du souvenir qu'on pourrait appelerueite ou sensible,
elle échappe, par la force des choses, a celliequiéée®*

The real manglers, for Arnavon, are therefore hosé¢ who depart
from traditional interpretations but those who toyrecreate the
original staging:

Vouloir reconstituer I'Alceste de 1666 ou le Tafeutle 1669, c’est
d’abord rapetisser et presque mutiler ces mergeitiar on arrive a les
dépouiller de tout ce que les ages successifsngarné en eux. Un

43 Candide 26 November 1924.
44 Comoedial2 October 1924.
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papillon aux ailes brillantes ne saurait rentrensdia triste chrysalide
d'ou il est sorti [...] L'ceuvre dépasse, et souvergémm, éclipse

I'auteur®®

Long before Barthes and Foucault, Arnavon emphdsise

responsibility to the work and not to the authar.this regard,
Arnavon seeks to encourage respect for a new iwadihot the
material reproduction of stage business and modés
interpretation, but an indefinable, intense spaliteommunion
with the work and its beauty. Decrying any notidndefinitive

interpretation (‘les personages de Moliere sont parpetual
devenir’), Arnavon advocated what Barthes wouldrladentify as
the authentic audience response in ‘le plaisirektet, deploying
Moliére’s theoretical justification against thoséavwould claim
to be his cultural heirs and the legitimate inteters of his work:

Moliére dit dans laCritique (sc. VII): ‘Ne consultons dans une
comédie que l'effet qu’elle fait sur nous’. Il ant€ois raison. Tous

les débats du monde, y compris celui-ci, ne semt & coté d’'un grand
suffrage public, si celui-ci est vaste, durablessaplique'®

In the more recent, post '68 culture, the paraddxosition of
the Maison was perhaps best captured by Guy Dumi@72:

En ce qui me concerne, a chaque spectacle de l&diefRrancaise,
je me sens déchiré entre mon attirance pour ce de regret de ne
pas voir cette admirable machine au service d’tneuf?*’

However, Jean-Paul Roussillon’s revisting of Gu#rydark
interpretation of L'Ecole des femmesin 1973 provoked
appreciation of what earlier defenders of the trads of the
Maison would have condemned as ‘mangling’. RoussH
L’Avare had already provoked outrage in 1969 (‘C’est Melié

45 Comoedia
46 Comoedia
ar Comédie-FrancaiselO (June 1972), p. 21.

o
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gu'on assassine®. However, when reprised in 1989, it was
regarded as a model of its kind (‘cette représemtaest la
perfection méme, celle d’'un acteur, d’'une troupd’ehe mise en
scene’)® Roussillon’sGeorge Dandirin 1970 was generally well
received, though it has to be said that Roger Riams
iconoclastic production in 1968 at Villeurbanne habtteady
prepared the ground. The changed perception ofVvihison is
reflected in Jean-Jacques Gautier's defence adnerevisionism
which four years earlier he had deplored. The kttatL’Avare
made by a future member of the Académie Francaistl dhave
checked Roussillon’s innovative approach and séenMaison
revert to its traditional interpretations:

M. Jean-Paul Roussillon, responsable de ce massalae cet
assassinat, fait le plus grand tort a I'ouvragedenne l'idée la plus
fausse qui soit et gache avec volupté le talemdmee d'acteurs de
qualité [...] On ne devrait pas, dans cette Maisasskr faire
n’'importe quoi par le premier sociétaire vefiu.

Ironically, this upholder of the Maison’s traditiaism became,
with regard to Roussillon’d’Ecole des femmes 1973, the
defender of its theatrical experimentation, ingrs-emptive strike
to ward off the kind of attacks he had four yearsvmusly
levelled at Roussillon’s’Avare:

Ne croyez pas les gens qui dénigront le spect&anleplaignez-les.

C'est d'abord gu’ils ne s’y connaitront point enédltre [...] les

mécontents n’aiment sOrement pas Moliere autant mués, car,

comme dit l'autre ‘ce n’est pas pour me vanter snale ce texte

archiconnu, jai oui, grace a l'actuelle interptéateon, des passages
que je n'avais point jusqu’alors vraiment ententus.

The major innovation was the dual interpretatiorine play with
two actors on alternate nights playing Arnolphe &tatace. In

48 Jean Dutourdyrance-Soir 24 September 1969.

49 pierre Marcabru,e Figarg 19 June 1989.

50 Jean-Jacques Gautieg Figarg 24 September 1969.
5!\ e Figarg 14 May 1973.
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rehearsal the two actors playing Arnolphe saw ioheather’s
performance, as in a theatrical mirror, their akgo, an effect
created for audiences who attended on consecutredireggs.
Michel Aumont played Arnolphe as a sadistic, deraoal figure,
a despotic exploiter of women, a character Roussitbmpared to
Hitler:

J'imagine assez bien Hitler commencant a direnél faut plus de

Juifs; il faut les tuer!” Autour de lui, les genstal’abord dit ‘non’ et

puis petit a petit...c’est arrivé. Arnolphe a ditaiJeduqué une petite
fille pour la rendre idiote...je vous invite a soupeous allez voir ce

que cela donne!” On a dit, également, d’abord ‘ndtais supposez
que I'expérience dure un mois, un an, et gu’ellessésse. Dans toute
la ville, on l'imiterait, et il y aurait une autsglle, et le monde entier.
C'est en ce sens que la piéce est monstrueusee Rgie, pour

beaucoup d’hommes, la femme est un otjjet.

Pierre Dux’s portrayal, in marked contrast to hmirely comic
interpretation in his production some ten yearsviptsly,
captured pathos in the role, particularly in theniliating end to
which his animalistic passion for Agnes reduces;Amolphe’s
loss of dignity is symbolised sartorially by theogressive
divesting of costume culminating in his appearaatdéhe end,
wigless and ‘en chemise’. The doubling of Arnolphenatched by
the dual mirror held up to him by the doubling adreice: Aumont
is confronted by Raymond Aquaviva’s romantic, naéteurdi
while Dux faces the more libertine Michel Duchaysswhose
leather jacket clashes with the period costumehefrest of the
cast.

The addition to Moliére’s cast of three old menrpliing at the
beginning and in between each act drew attentiothéostreet
setting and to the culture of neighbours spyingooe another.
The symbolic décor of a circular fortress, enclosga low wall, a
mini-bastille comprising three towers, set agam$iackground of
trees full of buds, created a carceral atmospheredak as
anything depicted by Guitry. The revolving stagdick allowed
an interior and exterior perspective, went beyondtoike’s

521yn entretien avec Jean-Paul RoussilldriEducation 9 June 1973.
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naturalistic invention. There was some adverse cemiysuch as
Philippe Sénart’'s stricture of ‘forteresse rébaxeat Pierre

Marcabru’s failure to perceive the symbolism (‘Grad que I'on

a planté la prison de la Santé au milieu de laesdenla Comédie-
Francaise’), and Raymonde Temkine’s begrudging ssiom that
the production was saved by the acting of the deeanyear-old
Isabelle Adjani in the role of Agné&%.However, in the main,
reviews hailed the Comédie-Francaise’s departam@ the ‘régles
véetustes’ as one of the best renderings of the plage Louis
Jouvet'’s iconic production in 1936.

Roussillon’s psychoanalytical approach, which i&#d Charles
Mauron’s oedipal rereading of Moliere, was furtkleveloped by
Laszl6 Marton at the Helsinki National Theatre i@76>° The
décor, designed by Miklos Ferrer, gave the impogssdf a
concentration camp, with heavy black palings enctp#\gnes’s
house, which looked like a large black revolvingtfess. The
contrast between Ferrer's set and Chauveau’s eadyaving in
1663 shows the scenographical distance travell¢dree hundred
years. Arnolphe’s paranoic obsession with cuckoldiy
choreographed not with three old men as in the S&ibhois
production but with extras clad in body suits siating
engagement in a sex orgy. Temups de batoArnolphe threatens
in Moliere’s text are replaced by flagellation, baif the servants
and of himself. Thdaton symbol of thebarbon is replaced by a
whip, which becomes at the end an instrument afidej a noose
with which Arnolphe can hang himself. The dramaiisa of
Arnolphe’s internal conflict, caught between voysor and
demonic fantasising, between frenetic sexuality @amabtional
insecurity, is a far cry from the traditional béatclosure of most
of the Comédie-Francaise productions and indeeh ffouvet’s
comic apotheosis heralded by the introduction didns, brought
back by Enrigue and Oronte from the Americas. Wiilhe

53 Sénart irRevue des deux mongdéxtober 1973, 174-78 (p. 174); Marcabririance-
Soir, 12 May 1973; Temkine iBurope,533—-34 (September—October 1973), 215-16.

54 Guy Verdot,La Nouvelle République du Centre Oyd& May 1973.
% La Psychocritiguelu genre comiquéParis: Corti, 1954).
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performances in Finland, Romania, and later inUhded States,
attracted little French criticism, a review in aadéeng French
journal was indicative of a changed cultural patmyrx ‘une
performance et [...] un spectacle efficaces, modeehegli n'ont
rien de gratuit®®

However, such is the modish nature of the cultpattimony
that the backlash against productions informed day theoretical
perspectives is evident in the uneven receptioergito the last
production ofL’Ecole des femmeat the Théatre National by Eric
Vigner in 1999, steeped in Lacanian probing inte tepths of
Arnolphe’s psyche. Vigner considered this psychbaical
reading of the play a matrix for our understandaighe entire
corpus:

Les textes de Lacan autour d&cole comptent parmi les plus beaux
que jai pu lire. Il raconte que’Ecole est le manifeste de la comédie
classique, le sommet de la pyramide.

Violent headlines, such as Tesson's ‘C’est Moliega’on
assassine’, or Costaz’'s ‘uriecole des femmesatastrophique’,
signalled a reaction against the postmod&ismissals such as
Ferney’s ‘est-il nécessaire de se référer a Lacam pavoir que
“Famour est un ressort essentiellement comiqueiticipated a
return to the traditional interpretatiotfsNotably here, Jacques
Lassalle’s version in 2002 at the Athénée mythaedithe Jouvet
production, not least in its re-use of the same& setated for
Jouvet by Christian Bérard in the same theatre lnmesaventy
years previously.

56 Gérard Denis Farcy, ‘La “Scéne” d’Arnolphe et lasenen scene de’Ecole des
femmes Revue d’histoire du théatr@9 (1977), 53-56 (p. 56).

57 'Ecole des femmesst une matrice’, Entretien avec Eric Vigner (m®pecueillis par
Pierre Notte)La TerrasseOctober 1999.

58 Philippe TessonFigaro magazing 23 October 1999; Gilles CostaPolitis, 25
November 1999.

59 Fréderic Ferney,e Figarg 30 September 1999.



94 Peacock

We have seen then how Moliere, and, in particlles Ecole des
femmeshave been put through the ‘mangle’ of the cultpedres
of his time, and subsequently of theatrical prodsi@nd, indeed,
custodians of his heritage. Moliére established ddscer as a
dramatist and an actor by subverting existing caltand religious
traditions, as well as challenging the commercidliyen
distortions of his publishers. Yet, after his deattoliere became
himself the object of an unwritten cultural presgion order
limiting the scope of theatrical inventiveness dfielh he himself
would almost certainly have disapproved. As we hssen, what
one generation regarded as his cultural heritagebkan rejected
by the next generation, then subsequently reviyed succeeding
one.L’Ecole des femmebas not been subjected to the kind of
‘mangling’ that has been meted out to other plagsticularly to
some of the farces and @om Juan in which the boundary
between the ‘materiality’ of the text and the ‘taexity’ of
performance is very fluiéf. Most of the controversy with regard to
L’Ecole des femmedsas surrounded generic issues, particularly the
extent to which the play may be considered tragmwever, the
fact that those defenders of the Maison’s clairbédhe authentic
interpreter’s of the play failed to recognise ir24%hat they were
arguing against a tradition established in nindteeentury
productions at the Comédie-Francaise itself, bettagn ignorance
of historical perspective and a proprietorial atleé to the
dramatist’s work. Furthermore, the ‘flattening’ ett of many
productions may paradoxically render the Maisopahle of acts
of ‘mangling’ which it has been the first to condemvhen
perpetrated by other theatres. The would-be ‘masgtt L'Ecole
des femmesGuitry, Roussillon, and Vigner, have, in factehe
conservative in their respect of the text. Martsnshangling’,
which arguably might be said to have created a pky, fell
largely beyond the critical gaze of any French uwalt
custodianship. The jury is still out, then, on wiestthose who

%0 The so-called ‘mangling’ is particularly evidenttranslations which can be adaptations
of the play in which Moliére’s authorship is morpestral than visible. See our ‘La

Textualisation de la mise en scéne et la placéadéeur: mort barthésienne et / ou spectre
derridien?’, ed. by Gabriel Conesa and Jean Em@oaens: Pézenas, 2007), pp. 36-51.
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have adapted the play to the changing times mamdye guilty of
mangling than the countless number of directors idne merely
passed on, in a so-called fidelity to the authoiradition which
may not have actually emanated from Moliere himself
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Appendix: Ranking of Authors by Number of

Peacock

Performances at the Comédie-Francaise (to 1997)

Moliere

Racine

Corneille

Musset

Marivaux

Dancourt

Regnard

Voltaire

Emile Augier
Eugéne Scribe
Beaumarchais
Victor Hugo
Alexandre Dumas fils
Labiche
Shakespeare
Alexandre Dumas peére
Feydeau
Alexandre Duval
Courteline

Lesage

Casimir Delavigne
Octave Feuillet
Flers and Caillavet
Théodore de Banville
Meilhac and Halévy
Montherlant
Edmond Rostand
Henri Lavedan
Montfleury

Henry Becque
Jules Renard
Goldoni

Sedaine

Euripides
Erckmann-Chatrian

31844
9291
7032
6665
5945
5659
5372
3945
3304
3081
3023
3012
2121
1983
1853
1575
1562
1400
1320
1290
1229
1162
1161
1125
1046
1036
1035
972
941
914
870
806
770
721
675

Francois Coppée
Sophocle
Crébillon

Georges de Porto-Riche

Henry Bataille
Giraudoux

Paul Géraldy
Tristan Bernard
Victorien Sardou
Paul Scarron
Pirandello
Francois Mauriac
George Sand
Houdar de La Motte
Phillippe Quinault
Paul Claudel
Octave Mirbeau
Jean Sarment
Fabre d’Eglantine
Charles Collé
Pigault-Lebrun
Auguste Vacquerie
Jules Romains
Favart

Monvel

Sacha Guitry
Edouard Bourdet
Alfred de Vigny
Prosper Mérimée
Chamfort

Dorat

Rotrou

Diderot

Charles Vildrac
Anton Tchekhov

623
605
600
592
571
553
551
531
519
506
483
473
436
429
429
424
391
365
365
361
335
330
329
313
309
293
289
277
275
266
261
253
248
242
237



The Tongue’s Atrocities: Civil Violence,
Lyricism and Geoffrey Hill

NATALIE POLLARD

There is no document of civilisation which is nottle same time a
document of barbarist.

Ezra Pound wrote that the modern poet ‘must livectaft and
violence [...] Those artists, so called, whose wooksinot show
this strife, are uninteresting’Pound’s assertion was a crafted
rejoinder to the thesis that poetry is set aparage reflection, a
realm elevated above social conflict and strifettiGg himself in
opposition to those for whom the lyric mode offaasworld in
itself independent, complete, autonomouBound might be seen
as anticipating later critics, who accused lyricishpromulgating
a mere impression of self-sufficiency, of indulging false
reassurances that smoothed over deep cultural ‘efien at the
risk of depoliticising and dehistoricising the tekfThe notion of
lyricism as isolated autonomy, however, was angeisistent. Its
proponents argue that its ‘world in itself’ enabteader and poet
productively to dwell upon, and to balance differes Poetry is
said to achieve a verbal ‘reconciliation of oppesit a diminution
of troublesome tensions. Pound is not suggesting poems are

L walter Benjamin, ‘Theses on the Philosophy of éfigt in llluminations ed. by Hannah
Arendt, trans. by Harry Zohn (London: Fontana, 299p. 243-55, p. 248.

2 Pound, ‘The New Sculpture’, Bzra Pound’s Poetry and Prosed. by Lea Baechler, A.
Walton Litz and James Longenbach, 11 vols (New Yaml London: Garland, 1991), I,
pp. 221-22, p. 222; originally ifhe Egoist1:4 (16 February 1914), pp. 67—-68.

3A.C. Bradley Oxford Lectures on Poetif.ondon: Macmillan, 1909), p. 5.

4 paul de Man, ‘The Dead-End of Formalist CriticisBlindness and Insight: Essays in
the Rhetoric of Contemporary Criticisned. by Wlad Godzich, rev. edn, Theory and
History of Literature Series, 7 (Minneapolis: Mirsoga University Press, 1983), pp. 229—
45, at p. 245.

SSeel. A. Richards$?rinciples of Literary Criticism4th edn (London: Kegan Paul, 1930),
p. 252.
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incapable of beneficial action, but he thinks tlsénpuld achieve
social good through indicating their involvementtie conflicted

public sphere, not retreating from it to a saf@cspative distance,
or lapsing into poised elegance. His proposalite ‘by craft and
violence’ is moved by a high-minded purpose: hisetjps

proposes to keep its finger on the public pulseetpond to, and
justly reflect upon, civil strife.

Pound’s choice of the word ‘uninteresting’, howeveaises
guestions about the appropriateness of his inciiére action.
Indeed, questions of this kind have been posed hg t
contemporary British poet and critic, Geoffrey Hivhose lyrics
are the subject of this article. In his 1983 essayound and J.L.
Austin, ‘Our Word is Our Bond?, Hill finds himself bound to
offer a trenchant critique of Poundian delusionsvofidly power,
and cautions his audience to be wary of being staye readily
by persuasive poetical oratory. One should guaaihag“‘signing
on the dotted line” for the rulers of the darkne$shis world’
(p. 168), as Hill puts it, writing of Pound’s fadléstruggle not to
sign’ (p. 164) in his adherence to fascism. Thdteaence clearly
colours a phrase such as ‘live by craft and viaéendill's
criticism also colours Pound’s aesthetic impulséstow strife’,
which comes to look as though it should depend uppninciple
higher than the poet’'s desire to secure his audisrattention, or
his wish to be considered relevant or irrelevanteresting or
uninteresting to Pound’s own exacting tasteserestis a word
that works against Pound’s assertion of poetrghtrto operate in
the public space, indicating its potential selenaist in so doing.
Such lyricism is in danger of aestheticising canfby presenting
it as public spectacle, and also of a vain wispdrsuade others of
the centrality of its craft. Pound’'s quotation imegl that the
modern poem is out to construct for itself a sedtifying ground
of value. His pronouncement raises the questiowlddther lyric
language operates as a means of resolving conflict,of
perpetuating it to justify its own aesthetic detigh

6 SeeAgenda31:1 (1983), repr. imhe Lords of Limit: Essays on Literature and ldeas
(Oxford: Oxford University Press, 1984). Citatioase from Hill, Collected Critical
Writings, ed. by Kenneth Haynes (Oxford: Oxford Universitg$y, 2008), pp. 146—69.
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‘Not that it is not possible to have a poetry whadmsciously
seeks to promote cultural and political change gedcan still
manage to operate with the fullest artistic intggri Seamus
Heaney has more recently asserted. Heaney's pstdn
emphasises poetry’s capacity for integrity, evenlevit has that
virtue carefully hedged about with grammatical dications.
Heaney derives his argument from the work of theeAoan poet
Wallace Stevens, particularly from his essay, “Thable Rider
and the Sound of Words’. There Stevens arguedyngidm’s
defence, that the poet offers only a temporaryaismh from a
conflicted shared world, and that he does so peBcia order to
promulgate his audience’s better responses thig:function is to
make his imagination theirs [...] his role, in shastio help people
to live their lives’® By these lights, withdrawal into an inner, lyric
sphere need not be seen as an evasion of violeatnakty. It
takes place precisely so that the poet and hisersark-enter
dissonant quotidian life with improved understamgdiof the
intricacies of conflict. Nor is Stevens’s lyric wdra fantasy of
perfect autonomy: ‘[the poet] creates the worldMuch we turn
incessantly and without knowing it [...] without whiove are
unable to conceive it (p. 31). Lyric and publichspes are held to
work upon one another, so that lyricism is derifredn and also a
fundamental constituent of our understandings o€hanging
public world. Lastly, this lyricism is a force thigtneither inactive
nor calm, even in Poundian terms: ‘It is a violenaghin that
protects us from a violence without [...] the imadioa pressing
back against the pressure of reality’ (p. 36).

Stevens’s sense of poetry as a remote social operakealing
subjectively with conflicted civil action, sets up helpful
counterpoint to Pound’s view of poetic language] addresses
some of the objections that arise to it. One midjokyvever, ask
whether there are other ways to respond to chasggsnst
lyricism without appealing to an inner, private sph Does the

’ Seamus HeaneYhe Redress of Poetry: Oxford Lectufesndon: Faber, 1995), p. 6.

8 Wallace Stevens, ‘The Noble Rider and the Sounwofds’ in The Necessary Angel:
Essays on Reality and the Imaginatitondon: Faber, 1960), p. 29; essay originally in
The Language of Poetrgd. by Allen Tate (Princeton: Princeton Univers$ttess, 1942).
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self-interest at play in a socially-minded poetioecessarily
invalidate its capacity for public engagement? Gauts address
violence and strife without freezing them into ireagof terrible
beauty? Is a poet’s scrutiny of his civil functianother form of
detachment, more erudite navel-gazing?

For Christopher Ricks, the lyrics of Geoffrey Hilddress
precisely these issues:

A poem by Geoffrey Hill speaks of ‘the tongue’soaities’ (‘History

as Poetry’) compacting or colluding the atrocitésvhich the tongue
must speak, with the atrocities which — unlesssitgraced with
unusually creative vigilance — it is all too likelg commit when it
speaks of atrocities.

Ricks’s classic lecture on ‘Geoffrey Hill and “ThBongue’s
Atrocities” (1978), with which this article shargart of its title,
proposed that Hil's poems — in particular ‘SeptemtSong’
(1968) and ‘History as Poetry’ (1968) — insist ugopoet’'s need
for continual ‘vigilance’ in guarding against hisvo verbal
‘collusions’ with atrocity!® Ricks’s lecture focuses on the relation,
in what we would now call Hill's early poetry, beten a culture’s
impulse to remain silent in the face of atrocity,‘riecognition of
the morally, spiritually and politically unspeakab(p. 301), and
its struggle to find a language that can articuldge violent
predicament justly?

Hill's critics, following Ricks’s 1978 lecture, hawoften pointed
out Hill's attentiveness to the fraught role of dalage in

9 Ricks, ‘Geoffrey Hill and “The Tongue’s AtrocitiesW. D. Thomas Memorial Lecture,
(Swansea: University College of Swansea, 1978). iaprhe Times Literary Supplement
30 June 1978 and then The Force of PoetryOxford: Oxford University Press, 1984),
pp.285-318, at p. 285.

0Both in King Log(1968) inCollected Poem@armondsworth: Penguin, 1985), p. 67.

1 Hill has published eight volumes since the datRioks's lecture (1978), as well as the
1984 poem ‘Hymns to Our Lady of Chartres’,Tihe Mystery of the Charity of Charles
Péguy(London: André Deutsch, 1983}anaan(London: Penguin, 1996Jhe Triumph of
Love (New York: Mariner, 1998)Speech! SpeecliNew York: Counterpoint, 2000},he
Orchards of Syon(New York: Counterpoint, 2002)Scenes From Comu@.ondon:
Penguin, 2005)Without Title (London: Penguin, 2006) and Treatise of Civil Power
(Penguin, 2007).
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representing violent acts. Finding dissonance snuse of ‘in the
English language’ itself, Vincent Sherry writestthlil's flags up
the ‘anarchic aspect of language [...] abrasivesmess, ineloquent
pitch, abrupt difficulty confronting us [...] brinthe violence of
history directly into languagé® Writing of the pre-1987 work,
Sherry argues that Hill ingeniously ensures thas ‘ttongue’s
atrocities” match history’s’, avoiding the impressithat the lyric
space can be a private aesthetic realm immune tinenhistorical
violence it describe¥. For Henry Hart, not dissimilarly, verbal
violence is explored, not shirked, by Hill, whoseems occupy a
space not of set-apart lyricism, but of politicaditentive
engagement ‘in which “poetic” rhetoric incites alitees and
atrocious dictators silence poets’.

This essay takes the issue of violence in Hill'sstpp in a
somewhat different direction, at a later periodHitl's work.®®
Firstly, it focuses those volumes pd@&naan(1996) which have
repeatedly demonstrated the poet’'s fragmentedjdracstyle, and
particularly dwells on conflict in the 2007 volum#, Treatise of
Civil Power. Secondly, it argues that for Hill, violence isde
something that the poet labours to ‘bring into laexge’ (Sherry,
p. 28), or which he can triumph in making ‘matchstbrical
accounts of conflict. Rather, verbal violence, urcls work, is
treated as unavoidable, endemic: ‘past / reason raadsure’
(Canaan ‘childish / anger at the injustice of it/ [..l}& seductive /
pleasure of strange mouthingSpeech! Speech® As Hill's late
work often makes clear, violence cannot be effetyivguarded

12 Viincent Sherry,The Uncommon Tongue: The Poetry and Criticism obfféey Hill
(Ann Arbor: Michigan University Press, 1987), p. 28

13 Sherry, p. 29.

14 The Poetry of Geoffrey Hil{Carbondale: Southern lllinois University Pres8g88),
p. 116.

15 See more recent critical discussion of violencelilh and the link between conflict in
Hill's early and late work, in Tom Paulin, ‘Rhetorand Violence in Geoffrey Hill's
Mercian Hymnsand the Speeches of Enoch Powellhe Cambridge Quarteriy29:1
(2000), pp. 1-15; W. von Koppenfelg, Sad and Angry Consolatio¥iolence, Mourning
and Memory in the Late Poetry of Ted Hughes andff@goHill’, European Studies: A
Journal of European Culture, History and Politick6:1 (2001), 227-49; Stephen James,
‘Geoffrey Hill and the Rhetoric of ViolenceEssays in Criticisn®3:1 (2003), 33-53.

16 See respectively, Hill, ‘Cycle’, i€anaan p. 38 andSpeech! Speechp. 42.
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against’ (Ricks, p.285), or, strictly speaking cited’ (Hart,
p. 116), since it is something that, for Hill, iscaucial — and
crucially fraught — aspect of our being able tanfalate meaning
at all: ‘a monster / of exact foresigh®geech!43, p. 22), ‘a part /
of our conformable mystery, this / twinship of loaig and true
commonweal’ Hpeech! 95 p.48). As Hill himself insists,
dissonance is uncomfortably central to our undedsiays of, and
relations with, others, whether as historians, tpadins, citizens,
workers, readers, writers, or lovers: ‘Languagerruealing to the
elect / only’ Without Title 2006)}” ‘I'm speaking brutally; the
answer holds’\(Vithout Title p. 53). On this view, violence is not
something secondary to language that can be ‘btauagdi it, or
made to reflect ‘real’ historical violence. Nor verbal violence
possible entirely to avoid. But this is also nottguas negative as
it may initially appear, for it is also in conflithat action becomes
intelligible. As we will see, civil action and viehce are not at
opposite poles. Linguistic violations are part afr aneans of
debating the fraught relations between civil negiains and the
lyric sphere.

In his 2005 volumeScenes from Comulill writes:

Our duty is to find
consonance in the disparities

[...]
how to rise
to ceremonies of speech; when, why, to address

intrusive suffering®

Hill's lines raise, in lyric form, the question @frt's duty and
function, the why and when of its exploration oftrusive
suffering. Refusing to retreat from public involvemt, the poem
indicates lyricism’s involvement in, and its abjlitto judge
responses to, the disparities that cause suffefiihg. lyric holds
itself bound, with others, to address civil mattdtss neither a

17 Hill, without Title p. 26.

18 Hill, ‘A Description of the Antimasque’, irBcenes from Comu&ondon: Penguin,
2005), p. 57.
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mere whim, nor a crowd-pleasing tactic, but ‘outyduo find
consonance, to speak, to address suffering. Pdéithgrgues, is a
ceremony, an organised event designed to addrgmsblec, to
speak justly to its concerns. Simultaneously, hawrgthe lines do
not disguise their complicity in the acts of suitigrthey present.
Hinting that its ceremonial nature might betrayt nesolve, the
concerns it wishes to redress, the poem questiengdry duty it
promotes: ‘how?’ ‘when?’ ‘why?’. Hill's lyric is aare that the
artwork which sets out to ‘find consonance’ in opiion runs the
risk of elevating itself into a spectacle of suifhgr Such lyricism
addresses the question of whether it is perpetyabiy presenting
for aesthetic purposes, the very disparities & set to appease.

When W.H. Auden wrote that ‘poetry makes nothinggen’?!®
and Philip Sidney that the poet never lies becdwsénothing
affirms’,?° they emphasised lyricism’s removal from a public
world of change and action, stressing poetry gshare of words
rather than deeds. Hill’'s view of poetry as a pullct of duty, a
response to disparity that is itself implicatedimguistic violence,
and perhaps even furthering it, comes in contraststich
assertions. For Hill, as for Pound, poetic languiageot elevated
from change and political struggle, but is parthed public world
of violent negotiations. Hill's lines, however, alemphasise that
lyric language is neither innocent nor untaintedtly conflict it
addresses, but a tool wielded in it, for partic@ads. Reinforcing
both the ordinariness of our daily uses of languaged its
perilously pliable nature on the many tongues #psak it, Hill
observes, iTreatise(2007):

How certainly words are at one widf
corruptible things?*

Pw. H. Auden, ‘In Memory of W. B. Yeats’, i€ollected PoemgNew York: Random
House, 1976), p. 197

20 gy Philip SidneyAn Apology for Poetryed. by R. W. Maslen, rev. edn (Manchester:
Manchester University Press, 2002), p. 103.

2L Hill, *On Reading Milton and the English Revolutiop. 5.
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If language is one of the many mere things of tleeldy not
elevated above them, it is also ‘corruptible’, bashed. Words
can be used to express conflict and suffering they also can be
used to create and sustain them, to perform redhtions of
others. When Hill writes that ‘a simulacrum | o¥ilig speech
strikes the aggrieved earTreatisep. 5), he paints language as
peculiarly physical, a pitiless act of aggressimmtalising the ear
that receives it. Of course, this violence can dsoread more
benignly as simply metaphorical. To ‘strike’ istake an impact
on one’s interlocutors. But if Hill's lines suggdhbat listeners are
merely passive, innocently impressed by the poefiksng
speech’, they also imply that hearers portrayingntbelves as
passive recipients may do so for advantage. Listems active
engagement. In acts of grievous mishearing eardornper
interpretive violence upon speakers, and upon lagguitself:
interlocutors that already consider themselves iaggd distort
others’ words, reducing all they hear to ‘a simuac | of living
speech’. The implied anthropomorphism of languagelivang
suggests that speech is mortal, vulnerable as wetarinept
listening and brutal reception. Listeners and auzhs, just like
speakers, are engaged in interpretive acts, capdlperforming
brutalities upon language.

For Hill, then, the lyric mode is a space in whstlbtle forms of
intellectual violence are carried out. Although theem is a
ceremony, honed, precise, mindful of its publicreogonies
themselves can work as a polite cover for rogurgbrpretative
manoeuvres. It is often when Hill's speakers attetoplay bare
these linguistic dangers directly that the lines ba seen vying
for advantage:

The style seems to be made

with those like us, stranded and crying out

as brittle things in Virgil and Dante

that when you snag them flock the air with blgéd.

22 Hill, *Parallel Lives’, inTreatise p. 8.
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The lines suggest that word and person are bililegs, easily
fragmented; ‘snag’ indicating accidental inflictiobhe anguish of
‘crying out’, ‘flock the air with blood’ is causelly the lightest,
unintentional touch, hinting that violence is nog&cassarily
vindictive, and might better be seen as an undaistae

consequence of interaction, not an abusive offeMmanwhile,

the lines link ‘style’, the form of verbal expressiwe expect to
associate with reserved, erudite design, with spwdus cries of
isolation and violence, penetration and pain. Stgldhumbled,
‘made | with those like us’, as innocent and evayyas that
inclusive pronoun. It is style’s quotidian natuteat signifies
language’s potential to suffer as we do, ‘stranded crying out’.

And yet, to cry out in a Classical voice, ‘as teitthings in Virgil

and Dante’ is not to make an unthinking or spontasegesture of
pain. The lines’ elaborate criss-crossings of agsthdesign and
accidental violation, unintentional and deliberatentact are a
carefully crafted effect, and far from innocentlyaasually made.
Such semantic poise works against the poem’s pratlan of

brokenness and violation, so that one begins toonsider the
motivation behind its claim of ordinary sufferirgnd to ask what
might be at stake in such lyrical attempts to altgalf with ‘those

like us’.

‘Mankind’s [...] self-alienation has reached such a degree that it
can experience its own destruction as an aestpktasure of the
first order’, wrote Walter Benjamifi. Is Hill's poem guilty of
taking pleasure in its aesthetisation of destroctiof making a
mere spectacle out of social conflict? Hill's ceptof ‘style’ — so
close to stylised, stylish — may well be a disi@ctfrom the
‘blood’ and ‘cry’, an indication that these haveshdransformed,
obscenely, into inert aesthetic entertainment. [lines slide into
lambic pentameter, into allusions to Virgil and BarPerhaps the
poem is, after all, an erudite escape into the iypassof
contemplation, reluctant to address the reality emohediacy of
brutal acts. Though the lyric makes a verbal gestir social

23 Benjamin, ‘The Work of Art in the Age of Mechanideproduction’, inllluminations
pp. 210-42, here at p. 235.
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struggle, it may do so to distract readers fronurigillingness to
accomplish material change. Perhaps its art fostersaudience’s
illusion of public mobilisation for conservativeds) one is to feel
change takes place aesthetically, so as to prewart from
changing socially. The poem’s allusiveness surtiepBly refers
its audience away from the violence it describeading us into an
abstract intertextual web. Opening with an allusidrhne Quyete
of Myndewas a tough home assignment’, the lyric’s firstrago
refer readers to a text by the Greek philosopher l@ographer,
Plutarch, and then further, to the intricacies tibihas Wyatt's
1527 translation of it: ‘Quiet mind, | in Wyatt'snflish, is far
from slumber | or waking lassitud®@'Hill's lyric delights in its
elaborate referential game: a 2007 homage to a t&8@glation of
a first-century original. Meanwhile, Hill's titlechoes Plutarch’s
more well-known workParallel Lives a series of biographies of
famous Greek and Roman figures. Hill, one mightiarglemands
the reader's engagement with a broad span of fitengstory,
rather than with the implications of his own poetyisc violence.
On the other hand, as we will come to see, his gai@mselves
probe how far art can repudiate the lyric perspectf I.A.
Richards’s ‘reconciliation of opposites’, in theefusal to turn
away from the urgency of conflict, or into poisetegance,
reference and allusion.

In the Life of Alexander/ Life of Julius CaesaPlutarch
observed that ‘a small thing like a phrase or & ¢géien makes a
greater revelation of a character than battles e/blewusands die’.
Wyatt, too, translatingThe Quyete of Mynde the sixteenth-
century, concerned himself with language’s revegplpower, its
capacity to persuade, to change minds. For Wyas vierbal skill
was far from straightforwardly praiseworthy. In ¢@st to many
of his humanist contemporaries, Wyatt held thaglege was a
corrupt invention, and remained suspicious thantloee eloquent
the rhetoric, the greater the danger of one faldeting and
betraying one’s listeners. To Wyatt's mind, the imotthat a

24 Thomas Wyatt, ‘The Quyete of Mynde’, @ollected Poems of Sir Thomas Wyatl.
by Kenneth Muir and Patricia Thompson (Liverpooivdrpool University Press, 1969),
p.440-63.
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‘phrase or jest’ displays character more effecyivéhan real
action, than ‘battles where thousands die’, wowdgehsuggested
words’ ability to warp and manipulate lived expege. Hill's
texture of allusions, grounded in the specificities Wyatt's
contribution to the argument about how to wield rappiate
public and poetical language, brings to mind laggs operation
in the political sphere, its power on the tongueshetoricians and
its capacity to deceive the body politic, througbuse of that
power. The figure of Wyatt also leads Hill's poerack into a
debate about true and false representation, issustake in the
translation of others’ works, and also, given Rith& status as a
biographer, their lives.

Such scrupulous attentiveness to the history ofdwoand
intricate probing of their associations is comp&ab what Pound
termedlogopoeia language’s ‘habits of usage, of the context we
expect to find with the word® Hill's verbal scrutiny neither refers
one away from violence, nor distracts from one'sogmition of
the poem’s potential to wield words responsibly.tiea it
demands that we attend to the power of speecheircdntext of
civil action, and the function of art in such cotg It is an
unrelenting examination of violence. The poem iatBs that
modern misgivings about stylish academicism andha@sism,
and a suspicion of oratory as smooth-tongued méatipn have
their roots in Renaissance humanism’s concernstdhoguage as
public deception, a trajectory of thought that litean be traced
back to classical philosophy, particularly Platolwn arguments
against sophistic language, its capacity for ftgti@nd falsity, in
his dialogueg® It is against that negative Platonic thesis of
language that Petrarch@uyete of Myndargued, and it is also
from here that familiar contemporary arguments abeerbal

25 Ezra Pound, ‘How to Read’, interary Essayf EzraPound ed. by T.S. Eliot (New
York: New Directions, 1968), p. 25. The essay o)y appeared in thdew York Herald
Tribung 20 January 1929.

26 see PlatoGorgias especially Socrates’s comments on oratory astéfid, and his
comparison of it to ‘cosmetics’ and ‘sophistry’ ¢delato: Complete Worksd. by John
M. Cooper (Indianapolis: Hackett, 1997)).
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treachery, deceit and violation, wittingly or untvigly, have
taken their lead’

If Hill's sources scoured the language for signat tthetoric
might devalue truth, his own poetry calls for cati scrutiny of the
notion that style is a superficial smoothness calng a
hermeneutic violence. In so doing, Hill pays clasintion to the
uses and abuses of power that words can effect) wineithed by
public speakers. ‘Some | tyrants make great pdtigns7), he
reminds, in ‘On ReadingCrowds and Power(Treatise 2007),
Hil's own recent public, published lyric address the Nobel
Prize winning author Elias Canetti, who wro@rowds and
Power?® In a waspish response to Canetti, whose text exesni
how crowds of citizens are swayed by the oratorieatlers, Hill
writes: ‘Tread lightly | with personal dignity ammublic image’
(p. 47). For Hill, Canetti’'s concerns about anedditpropensity for
‘crowd manipulation’ are at once fair (crowds candwayed), and
flawed: ‘you [should] pay respect | to the intediige of the
citizen’. Publicising one’s concern that the pubicmanipulated
by leaders is a disrespectful gesture, Hill implider it
dangerously undermines public faith in the discesnimof the
body politic, and belittles the judgement of ‘themomon man’ in
the guise of protecting him. Canetti’s text progaga subtle form
of intellectual violence that strips power from thery citizens it
proclaims to defend and is at risk of making aejfitiously anti-
democratic move:

But think on: that which is difficult

preserves democracy; you pay respect

to the intelligence of the citizen.

Basics are not condescension. Some

tyrants make great patrons. Let us observe

this and proceed [...]

Safeguard the image of the common man. (p. 47)

27 Michael Billig makes this point lucidly inArguing and Thinking(Cambridge:
Cambridge University Press, 1996), p. 62.

28 Elias CanettiCrowds and Powertrans. by Carol Stewart (London: Victor Gollancz,
1962), p. 396.
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| have been arguing that, in Hill's poetics, viatenis not
separate from daily experience. Violence arisegnofthrough
commonplace, routine activities; a part of everydiéy, rather
than an exception to it. Simultaneously, ‘basice amot
condescension’: in witnessing the elaborate netwoirkHill's
references and allusions, his anchorage of violamspecificities
of name, place and published work, and his padtop in the
conflicted particularities of historical events, wiould note that
violence is neither random, unsophisticated actiar, a descent
into unstructured mob rule. When Hill comments thaaccept
now, we make history; it's not some | abysmal pawrhe
indicates the inclusivity of that making, of a cu#’s participation
in historical understandings. Power is not simpijigted from on
high. But Hill's pronouncement also implies citizén
responsibility for the understandings they forgéeif power to
act binds them to their creations. Hiseatiseoften asserts both
the power of the common man, and the public bodgjzacity for
intelligent communal action: ‘Letters to the editoan show
wisdom’ (p. 30), he observes. Later he insists uffencitizen’s
potential to act in a spirit of justice and felldws, ‘the equivalent
| communion of the just commonéP. Meanwhile, in ‘Coda’
(Treatise p. 50), the complex, stylised art of poesy i®h&d to
the working man’s physical labour, the ‘art’ of plidg:
‘Puddling’s a way of life | and deadly in its kingiit more an art |
than is some hammered threnos’ (p. 50). On firsidirgy, the
comparison between these labours flags up thetiogssof class-
conflict. Hill, it seems, aligns himself with aneth politically
charged, ‘image of the common man’, taking on augrmeo-
Marxism when he writes:

this is our last call, difficult coda [...]

withdrawing a Welsh iron-puddler’s portion, his

penny a week insurance cum burial fund,

cashing in pain itself, stark induration,

something saved for, brought home, stuck on the@hgm 49)

29 Hill, ‘A Précis or Memorandum of Civil Power’, ifireatise p. 29.
30 Hill, *on Reading Burke oempire, Liberty, and Reforpin Treatise p. 18.
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The suspicion becomes stronger when, two stanzes Hill
makes a move that lays bare his real relation:

| add — on oath (as prudent as you get) —
the Welsh puddler's my great-grandfather’

This, surely, aligns Hill with the hard labours ‘ttie common
man’, against the violent injustices perpetratec impwerful elect.
Yet if the lines are a laying bare of the authosvsrking class
origins, and of the impulse proudly to make therbligy they also
mark out the highly guarded nature of that dedanatHill’'s
statement remains hedged about with the gravitgwf oath, and
committal: ‘on oath (as prudent as you get)’, adedring the
consequences of his lyric declaration. Such hesitatn the
double parentheses emphasises the making of ansadguiedge
that resists sudden sentiment, a product of graweght. ‘Our
word is our bond’, Hill has written, in the essalythat title, on
Austinian and Poundian illocutionary acts, in whigustin’s
emphasis upon ‘ordinary language’ is bound to &Ghesmous’
verbal difficulty: ‘the complex and recalcitranttoee of things’,
the hard graft of speaking plainly, and the needdknowledge:
‘the innumerable and unforeseeable demands of thidwipon
language’ (p. 15131 If we consider that, for Hill, poetry is a kind
of promise, an oath one is held to, we might urtdecs better the
shrewd ambivalence of his former quotation, itarktinduration’.
When Hill writes of the labouring figure ‘cashing pain itself’,
he invests the likened arts of poetry and puddiwith greater
ambivalence than mere proud alignment would indicat
Impoverished craftsmen, like lyricists, may be padly in
suffering for their labours, but also, both poshespower to cash
in on suffering, calculatedly over-emphasising exuoit
exploitation as a way to gain power through symypath bend
empathetic ears to their cause. Hill's oath, thenpdints, is not

31 Hill, *Our Word Is Our Bond’, p. 168.
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innocent of such design, whatever declarationsuaiitity, and of
plain-speaking commonality it makes.

On the one hand, what is emphasised in each o #vemmples
from the Treatiseis the ordinariness, the unglamorous nature of
daily activity, and that such activity, even when it may be self-
interested, must negotiate with and anticipatecthenter-interests
of others. This involves intelligent, organised upbt with
complex, shared motivations and goaise make history; it's not
some | abysmal power’. Exploitation, manipulatiord aviolence
are neither random savagery, nor exceptional, ntynactions, but
the underside of daily life, the embattled by-praduof social
involvement. These are often presented as a testatoethe
admirable complexity of our capacity to think cadraty with
others, to participate and even thrive as part rofoaganised
system, despite conflict and physical discord. @a dther hand,
Hill's lyrics seem to retain righteous anger at thethinking
systematisation of cruelty and the crude conformatyich mass
participation can engender:

The strident high
civic trumpeting

of misrule. It is
what we stand fot?

These lines express bitter dismay at ‘standing flois kind of
civil society, a sarcastic criticism of the proudinhpeting and
public endorsing of misrule and conflict. But thefreaker remains
divided, full of contradictory, ambivalent impulseBoes the
rawness of his rage render him inconsistent, drissambivalence
a sign of his careful deliberation over opposedspectives?
Although the lyric protests the civic misrule tlodters citizens no
alternative except ‘standing for it’, the lines gaasively decry the
very display of civic power they complain they muypgtssively
assent to. Likewise, in arguing that the striderdcfamation of
high purpose conceals a quiet abuse of authoriat #tifles
dissent, the speaker elegantly manages to exposeoWwn

32 1, ‘Respublica’, inCanaan p. 29.
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resistance. That well-judged final line, ‘whate stand for’ is
highly measured, pronominally indicating the speake
participation as a member of the duped public bdml, it also
deliberately avoids any sense of its own conseftitédrumpeting
powers. The speaker is able to withhold approvéhévery act of
‘standing for it'. The lines are both an eloquewt af verbal
resistance, and a resigned act of enforced engagethat
manages to remain at the very minimum level of igigdtion
commanded by those rousing civic trumpets.

Hill's lyric resentment at the systematised violenaf civil
society, and at a culture’s capacity to deceive @mdnforce
participation, might put one in mind of the writigf social
philosophers such as Franz Fanon or Herbert Mareuse also
wrote against society’s systematised misrule. Comdieg ‘the
institutionalised violence of the existing systemMarcuse also
weighed up the possibility of engaging in tacti€sesistance and,
in his case, retaliation. Hill would not go as & recommending
‘the violence of resistance, which is necessaliggal in relation
to positive law’, but he, like Marcuse, observes a@eflates the
concept of misrule as a state of absolute disordercivic
trumpeting | of misrule’ involves the organisedtgration of a
community in a public ceremony, the blowing of tpets by
guards or army, national pride, the maintenancstmifcture and
civil spectacle beneath the semblance of carnigakeslisorder.
Misrule is not the absence of rule, it is rule gavey, perhaps
deliberately played with or exploited. Ceremony amdrule turn
out not to be opposing categories, since both werehgagement
with the organised structures of language, socie&tionhood.
‘Standing for’ misrule might mean gritting our teednd bearing
it, but it also involves an ovation, a public deplof support, as
well as, even more strongly, ‘standing up for &' rallying cry.
Hill is highly resistant to those brutalities untkingly carried out
by smooth-running institutionalised structures, fthrese are

33 Herbert Marcuse, ‘The Problem of Violence and Bedical Opposition’, inFive
Lectures: Psychoanalysis, Politics and Utgpieans. by Jeremy Shapiro and Shierry M.
Weber (London: Allen Lane, 1970), pp. 83—-108, p.M@st publishedn Psychoanalyse
und Politik lecture delivered at the Free University of Westlin, July 1967.
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capable of running calculated and highly organisgstems of
exploitation, whilst concealing their violations exwv from
themselves. But this is also an indication that reguage of
misrule is a highly structured response, sustaiiredpublic
ceremonies, and in rhetorical strategies, and ¢halk violence,
either in poems or out of them, is far from randamndless
brutality.

On this issue, Slavoj Zizek’s recent bookwaolence is helpful
and timely. He too argues against what he segb@apredominant
ideological approach to the topic of violence whistderstands it
as ‘spontaneous” or stupfd For Zizek, words are a manifestation
of the sophistication of human understandings: evioé takes
place within organised systems, and language doegassively
resolve differences, but makes it possible forauthink them. But
that very sophistication creates rather than resoleonflict:
language makes available the concepts over which ane
embattled. For Zizek, it is language itself, in itslever
symbolisation of things that is originally violentords are the
means by which daily realities become charged miganings that
bring us into opposition. He writes:

Verbal violence is not a secondary distortion, thetultimate resort of
every specifically human violence [...] When workgnotest their

exploitation, they do not protest a simple realdyt an experience of
their real predicament made meaningful through dagg. Reality in

itself, in its stupid existence, is never intoldeaht is language, its
symbolisation, which makes it such (p. 57).

For Zizek, as for Hill, one needs to contemplatelerice and
barbarism in a manner that is alert to the compfteri their
founding; one needs to appreciate them as phenorakaat upon
highly structured civil language, attending closahd intelligently
to the erudition which ‘sustains and justifies thacts'. It is
interesting, then, to note on the one hand theueregy of non-
highbrow references in Zizek’s texts, his deterrdinanti-
academicism and accessible, contemporary, refengoicgs, and

34 Slavoj ZizekViolence: Six Sideways Reflectidhsndon: Profile, 2008), p. 53.
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his insistence upon the erudition of common actinrthe othef®
Civil negotiation, social conflict, and our undenstlings of one
another, are dependent upon everyday dealingsaguée. Hill's
lyrics similarly make the case that it is not jpslitical discourse,
but literature, music, artworks, film and sculpturpublic
ceremonies, that are the means by which a peoptesrsense of
and negotiates its own significance. In the workboith, the
provision of an artistic space for considering lirggic power-play
is an acknowledgement of social responsibility. Agtnot an
indulgent fantasy of escape into an inert aesthetém, but the
ground over which civil power is tested out, shgpadated. We
should be careful not to violate the richness ahan endeavour,
our civil intelligence in both senses, in our arto make sense
of violence.

At times, however, Zizek’'s work is in danger of desy, or
misleading us, in that direction. In calling langea‘a violent
medium of raw confrontation’ (p. 51), his rhetooan be caught
working against the argument he espouses. Alththuglstatement
reinforces his thesis that the naive view of lagguas simple
reconciliation is wrong, in positing language asp@ontaneous
‘rawness’ of violence it sits uneasily alongsids pronouncement
that violence is complex, civil activity. Negotiati, of course,
does not have to be restrained, and friendly, tohbeed and
precise, as both Zizek’s and Hill's intricately aegl polemical
assassinations of artworks and philosophy, and theibattled
historico-textual astuteness repeatedly make clgie Zizek’s,
Hill's work struggles to sustain its tribute to tlehangeable
meanings we continually construct, even when ourd&/ceem to
have gone awry: ‘Partiality, | error, relative doses | pitching
things into shape GQomus p. 65), ‘| prophesy; | misguided,
misconceiving, misinspired’ Tgeatise p. 6). Such writing holds
competing tensions in place, working as both anisslon of
failure, misunderstanding, brokenness, and astanesit to the
continued power of prophesy and witness: ‘For saaese or

35 See Terry Eagleton, ‘Slavoj Zizek', imigures of Dissent: Critical Essays on Fish,
Spivak, Zizek and Othefsondon: Verso, 2003), pp.196—206, here at pp—282
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other the block stands [...] | material witness tetate of things’
(Comus p. 65).

‘One usually thinks of war, strife and violence #&wces
emerging from chaos. Violence is seen as ‘mearssglehe
violent act merely serving [...] as a pointer indiogt states of
dysfunction and anomaly in societ§’ Arguing that violence is
intelligent and verbal, rather than randomly, lshlly physical,
Hill's poetics examines the civil structures thalapge conflicted
guotidian life. Using language, for Hill, involvéging sensitive to
existing expectations built around shared artioohest, desiring
not to shut down, but to generate new, surprisegies; to work
with others’ hostilities. But this sensitivity isnperilled by the
thought that language is a medium that generatafliato that
words are conflict’s origin. One may move diredtlgm the naive
view that language is a tool for reconciliation ttee view that
language is the sole source of violence, manimnatinat words
carve up and categorise an originally innocent ocomnflicted
world. If language embattles us, if ‘words and ies@re part of
the political problem?® it might be tempting to think harmony is
achieved by transcending words, by negating thd f@equestion
and response, answer and reply. However, in regctivat
conclusion one violates the intelligent, linguisstructuring of
civil society itself, the understandings of a cutuand the daily
lives of readers, workers, citizens, poets, hiatwsi Hill's work, |
have argued, implies that a non-violent, non-lisgai world is
neither possible nor desirable, and promotes idsteaesilient
critical engagement with our changeably perpetraieténces of

36 Goran Aijmer, ‘The Idiom of Violence in Imagery dDiscourse’, inMeanings of
Violence: A Cross-Cultural Perspectjved. by Géran Aijmer and Jon Abbink (Oxford:
Berg, 2000), pp. 1-22, p. 1.

37 Edna Longley,The Bloodaxe Book of Twentieth-Century Poetry f®rtain and
Ireland (Tarset: Bloodaxe, 2000), p. 20.
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word and deed; a determined attempt to pay heedutoown
insufficiencies and susceptibilities in the publitstitution of
language.



André Gide’s Savage Gardens

VICTORIA REID

This contribution seeks to uncover violence in thaparently
most peaceable of spaces, the garden. The lifeagraf André
Gide on nature and gardens (autobiography, diacyiph as a
projection of the author’s phantasies) provides ihetter. The
time is the first half of the twentieth centuryesgically the high-
points of geopolitical violence marked by the WoMars;
phantasmatic violence, chronologically more diffusall also
feature.

A number of issues | shall develop in relation taléare
presented succinctly in Raymond Radiguet’s shadt-person
narrative,Le Diable au Corpg1923). Francois, aged 14 at the
outset of World War 1, delights in the ‘quatre afes grandes
vacances’ (four years of holidays) the war affohd®,! during
which he conducts an intense love affair with Maythvhose
husband is at the Front. Marthe is a mother-fignras much as
she is older, the object of Francois’s mother’doesy and her
name is suggestive of the maternal. The lovers hsase in
cornfields and in the garden of Marthe’'s childhoashich
Francois tends lovingly, indicating an identificati between the
woman and the gardénThis bucolic idyll on the banks of the
Marne ends with the Armistice: the husband returtise
protagonist is guilt-ridden and the woman dies,imggiven birth
to a boy, also called Francois. There is no mentibwiolence at
the Front; instead violence manifests itself thotigh adulterous
relationship, in biting, cedipal jealousy and a espntation of
pregnancy as a site of damage:

! Raymond Radiguet,e Diable au corps1923 (Paris: Gallimard, 1982), 45.

2 ‘Je ressentais le méme orgueil d’homme [...] adher la soif de la terre, des fleurs
suppliantes, qu'a satisfaire le désir d’'une femr(fet8, | felt the same manly pride
quenching the thirst of the earth and the begdmgdrs as satisfying a woman'’s desire).
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Dans mon délire, je la mordais aux endroits ouessupétait nue [...].
J'aurais voulu pouvoir y marquer mes initiales. Mauvagerie
d’enfant retrouvait le vieux sens des tatouaged. J.aurais voulu
pouvoir embrasser ses seins. (p. 86)

In my madness, | would bite her where here skin exgmsed. | would
have liked to have marked my initials on her. Myldieh savagery
discovered the ancient meaning of tattooing. | \woldve liked to
have been able to kiss her breasts.

A toute autre époque, souhaiter la mort de son, ro&iit été chimere
enfantine, mais ce voeu devenait presque aussingiiue si jeusse
tué. [...] J'espérais qul[e la guerre] servirait im@ne comme un
anonyme commet le crime a notre place. (p. 96)

At any other time, to wish for her husband’s deatiuld have been
but a childish chimera, but this wish became alnasstcriminal as
though | had actually killed him. | longed for thar to serve my
hatred, for an anonymous person to commit the cfanas.

Je voulais profiter de Marthe avant que I'abimatsaernité. (p. 147)

| wanted to take advantage of Marthe before sharheadamaged by
pregnancy.

D’avoir abimée la grace de Marthe, de voir son neesdillir, je me
considérais comme un vandale. (p. 153)

Having damaged Marthe’s grace, seeing her bellylsiihought of
myself as a vandal.

Je croyais la grossesse de Marthe ridicule, et gechais les yeux

baissés. (p. 165)

| considered Marthe’s pregnancy to be ridiculoud amvalked with
my head bowed.

In this work, an idyllic pastoral escape from warcharted, and
the older woman is identified with the garden ahd maternal.
The male protagonist initially desires to mark feenale’s body
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by biting her, but as his guilt increases, her b@increasingly
viewed as monstrously marked and damaged. The gmoist’s
wish for the death of the Marthe’'s husband (thepaddiather)
takes on dimensions of geopolitics, patriotism padlic morality
by dint of that man’s life being in grave dangetre Front. Thus
phantasmatic conflict inflects the protagonist'sgeption of the
real war?

My psychoanalytical exploration draws on Melanieills The
Psychoanalysis of Children(1932), a work which returns
repeatedly to the subject’'s often violent relatwith the mother
imago. For Klein, infants in their first year trase the paranoid-
schizoid position, which contains an oral-sadisttage: ‘the
pleasure the infant gets from biting’ is connected ‘clearly
marked destructive cravings which aim at the atadion of the
object’* The object in question is the mother imago (a
phantasmatic object based in the first instancéherreal mother)
or her part-objects (primarily the ‘good’ and thead’ breast,
modelled respectively on the bounteous breastgivas milk and
that the withheld breast that doesn’t), which areceived by the
infant in the image of his/her own emotions, soythan be good
(generous, loving) or bad (covetous, envious, greeadistic,
hateful). During this paranoid-schizoid positioraripobjects are
perceived in the most Manichaean of terms. Thraagijection,
identification and projection, the part-objectscilin the infant
reciprocal positive and negative emotions. For gdanthe infant,
aware of its dependence on the phantasmatic bnedistear its
being withheld and counter with ‘sadistic phantssi@. 128),
which, Klein argues ‘find their culmination in cabalism’
(p. 69). We glimpse this in the Radiguet quotatsovein which

3 Ziolo defines psychohistory broadly as the psyciabgically-based study of the sources
of human motivation in history (Michael Paul Ziol®sychohistory: Emergence, Theory,
Applications’ [unpublished doctoral thesis, Univigrof Liverpool, 2004]). The key text
by Freud on this is: ‘Civilization and Its Disconte’, 1930, inThe Standard Edition of the
Complete Works of Sigmund Frewtl. by James Strachey and others, 24 vols (Landon
The Hogarth Press and the Institute of Psychoaisali853—74), XXI (1961), pp. 59-145.

4 Klein, The Psychoanalysis of Childreh932, inThe Writings of Melanie Klejnl975,
1984, 4 vols (London: Vintage 1997), 130. For more on oral-sadistic tendencies, see
pp. 6267, p. 80, pp. 134-35.
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Francois describes his biting of Marthe as an adeleat
manifestation of his infantile savagery. Klein'srgaoid-schizoid
position is followed by the depressive positionyidg which the
subject gradually stops splitting his / her parfeots into good
and bad and comes to recognise the mother imago edegrated
whole complex object. The position is ‘depressibbecause the
subject comes to understand that he/she has antaty
previously inflicted harm on the mother imago (adamentally
loved whole object) and guilt ensues. In the Ragligtext,
Marthe’'s ‘damaged’ body inspires shame and guilFrancois,
mapping onto the mechanisms Klein describes indéq@essive
position.

| would like to suggest that in Gide’s work the dgm may at
times be identified with the mother imago and itstpobjects.
Gardens full of flowers and fruit may signify thgood’ breast
while gardens that are barren signify the ‘badalsteGardens that
are indelibly vandalised, or that contain tombstooeruins, may
stand as the damaged mother imago perceived duieg
depressive positioh. My intention is both to trace that
phantasmatic battle in Gide’s gardens more broadlg to see
how it operates in real war contexts.

Gide’s Gardens

Gardens feature large in Gidedsuvre domestic gardens of large
villas, public gardens in cities and botanical gmsl in North
Africa and Europe. Thelournal and the travel-writing charts
actual gardens he nurtured (notably Cuverville,e&dNormandy
chateau), visited (botanical gardens and publikg)aand to which
he contributed (in the Congo, Gide collects bedtetonate to the
Jardin des Plantes in Paris and brings back back 8enegal an
iguana for the same institution). Maurice Denisitet receiving a

5 During the depressive position, the mother imagy fme perceived as lost or ‘killed’.
See Robert Hinshelwood, Dictionary of Kleinian Though(London: Free Association,
1991), p. 138.
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lesson in horticulture from Gide in 1904n his critical essays and
other work on aesthetics, gardening and plant imyage used
extensively, most notably in Gide’s ‘A Propos dé&gfacinés” de
Maurice Barrés’ (1891), in which he valorises uptenl artists
over established ones. In search of literary idin, the writer
character in thesotie Paludes(1895) spends hours contemplating
varieties of pondweed in the Jardin des Plahtéamously, he
describes his characters as buds on the tree ofumgeing which
rather than prune he allows to flourfsiHe also compares the
work-in-progress novelLes Faux-Monneyeurs(1925) to a
developing plan.

Like Radiguet, Gide taps into the cultural traditiof allying
female characters to flowers and gardéns the fiction where
heterosexual desire is preponderant, females r@edito gardens
by name, characters ira Porte étroitg1909)andlsabelle(1911)
including Flora Ashburton (flowers and ash tre@gnte Plantier
(plant), Madame Palissiepdlisser = to trellis), Lucile Bucolin
(bucolic), Alissa kys= lily) and Olympe Verdure (vegetation/
green foliage). InLa Porte étroite the pure Alissa wastes away
once she leaves her garden at Fongueusemare feligious

6 Maurice Denis, ‘Ecrit au retour d’'un séjour a Cwile’, in Denis, Journal 2 vols
(Paris: La Colombe, 1957-59), I, pp. 222-23.

’ On Gide and gardening more broadly, see RogeridgastAndré Gide jardinier’ in
Anatomie d’André GidgParis: Presses universitaires de France, 19T2)1c Daniel
Moutote, Les Images végétales dans I'ceuvre d’André @Rbgis: Presses universitaires
de France, 1970); and Mic Chamblas-Ploton (authamy Jean-Baptiste Leroux
(photographer)l.es Jardins d’André GidéParis: Chéne, Hachette, 1998).

8 André Gide, ‘Letter to Scheffer’, in Gid&Euvres complétesed. by Louis Martin-
Chauffier, 15 vols (Paris: NRF, 1932-39), pp. 616-17 and Giddpurnal 1887-1925
ed. by Eric Marty (Paris: Gallimard, 1996), 17 Ju8€2 (hencefortdournall).

9 André Gide,Romans et récits. (Euvres lyriques et dramatigees by Pierre Masson, 2
vols (Paris: Gallimard, 2009), Il, p. 549.

10 Female characters are traditionally compared taleyes and vegetation. In Ovid's
Metamorphosesor example, Proserpine is gathering flowers thi® folds of her gown
when Pluto bares her off to Hades, Daphne is toamsfd into a laurel tree and Phaethon’s
sisters into poplars. Vaginas and flowers are likeweonflated in the erotic French fabliau,
‘La Demoiselle qui ne pouvait entendre parler deitdg. In Shakespeare'Jitus
Andronicus Lavinia’s uncle, on finding his niece with hemar cut off, mourns ‘her two
branches, those sweet ornaments’ and ‘those ligha..] like aspen leaves’ (Act Il, scene
4, 1. 18 and Il. 44-45), imagery Richard Griffin ks film version makes visual by having
branches forced into Lavinia’s arm stump#ys Andronicusdir. Richard Griffin (2000))
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retreat. InLa Tentative amoureus@893), once the lovers have
consummated their relation, the desired but inatlkesenchanted
garden morphs into a rotting abandoned ondsabelle the end
of the heroine’s desirability is marked by the ifel of the
garden’s trees; Pierre Masson has suggested ftisatréle-felling
be viewed as a retaliatory response by Gide tadas mother’s
decision to have the trees of their chateau ataguR felled when
Gide’s father died, an event Gide later chartsuitolaiography:!

John Phillips details how Klein’s paranoid-schizqdsition
uses the language of warfare:

Projection and introjection involve phantastic oe/es whereby the
object and the ego can each be entered, occumatiptted, repulsed

or withdrawn in a continuing struggle to define amghintain
boundaries. Strictly speaking, violence in its @ignand originating
state is, for Klein, a way of describing an exces$sforce which
invades or devoursViolence can thus be defined as a forceful entry
into the field of the other, the extension of oneldf into that of
another, or the consumption of an object by ano(iney emphasis?

We can see this warfare play out in Gide’s gardéirst, in line
with the oral-sadistic phase, there are repeatderemces to
chewing (nachej and biting (nordre. In Les Nourritures
terrestres(1897), in which the speaker lists the most bealtif
gardens he has ever se®oiand, pp. 374-77), speaker and his
friend sit upon an ancient tombstone in MontpéeHidrotanical
gardens and chew rose petals (p. 376); in a cdpgsenon trees in
Malta and ‘dans les cruelles Latomies’ in Syracuisey bite into
ripe lemons. The joyous sensuous pederastic relat@y be read
as the celebration of a triumph over the adverksar@her imago,
symbolised by the tombstone and the ‘cruel’ lat@naark holes
dug out by slaves.

The mother imago is marked out as a hostile aduemsaside’s
documenting of his sister-in-law’s still-birth, vdhi he witnessed

11 pierre Masson,Isabelle ou I'adieu au paradisBulletin des Amis d’André Gigd.8,
86—-87 (April 1990), 349-60, at p. 357.

12 30hn Phillips, ‘The Fissure of Authority: Violenead the Acquisition of Knowledge’
in L. Stonebridge and J. Phillips (edRgading Melanie KleiLondon: Routledge, 1998),
pp. 162—63 (my emphasis).
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in 1903. To Paul Valéry he wrote on 9 July thatlthéy had died
prior to the doctor’s intervention anyway, ‘tué pes vains efforts
de la mere’ (killed by the vain efforts of the meth®* This
resonates with Jean-Marie Jadin’s view that foreGith mére est
mortifiere’ (the mother is deadlyj.In the Journalin 1949, Gide
revisits that same episode and recalls having stgdethat the
gardener’s wife dispose of the dead baby. Had leae ladone and
able to respond to his first impulse, he claims,wald have
thrown ‘celd (that thing) (rectified as ‘ces chairs innocenf{ésat
innocent flesh]) onto the compost heap beside tteebarth1® In
Marc Allégret's documentarivec André Gidg1951), Gide is
filmed portentously reading aloud an excerpt of the
correspondence between himself and Paul Valéry fdamuary
1891: ‘La terre était maternelle et me faisait song (The earth
was mother-like and made me dream®..)The published
correspondence shows Valéry to have written thisagsh Gide
cherishes sixty years on, and its decadent com@licates the
maternal with death — Death’s friends smooth dosmitstones, a
beautiful winter's day fades out, maternal earthegirise to
reveries of ditches filled with souls.

The gardens in Gide’s’Immoraliste (1902) present on the
whole a depressed phase in the phantasmatic donflice
disabling torpor of the first-person narrator, Methsuggests that
he is contemplating the battlefield once the bdite ceased, and
the mother imago killed (= a crippling depressivasipon). He
cannot grasp how he ever found the wherewithaluib pmself
away from El Kantara, the Algerian oasis where bBe had his
wife, Marceline, buried Romansl, p. 690). Early on in the tale,
protagonist-Michel is well in the gardens of Biskralgeria,
where, accompanied by local boys, he convalescesn fr

13 André Gide, Correspondence avec Paul Valéry, 1890-19d@. by Peter Fawcett
(Paris: Gallimard, 2009), p. 634.

14 Jean-Marie Jadirndré Gide et sa Perversi@Raris: Arcanes, 1995), p. 124.

15 Gide,Journal 1926—1950ed. by Martine Sagaert (Paris: Gallimard, 199p),1073-74
(future references will be tdournalll).

16 Avec André Gidedir. Marc Allégret. Les Films de Jeudi. 1951,#5-35.42.
17 Correspondence Gide-Valéry. 49.
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tuberculosis; and in the gardens of his NormandyanalLa
Moriniére, where he is drawn towards his gamekégpsons,
poaches on his own land and voyeuristically seaks pople
having sex. But the menacing mother imago app@acsnnection
to Marceline: her nostrils, evoked twice as darknaweng holes,
threaten to pull Michel in (p. 675; pp.687-89); emh she
miscarries, Michel sees before him only a gapingtgrhole into
which he is liable to plummet (p. 659). Michel m#ihis devoutly
Catholic wife in unhallowed ground in the gardem€bKantara
because, he claims, the hideous French cemetérgugigourt is
‘a moitié dévoré par les sables’ (p. 689, half deed by the
sands)® Michel's fear of a hostile mother imago is suggddirst
by the word ‘dévoré’, which fits with the lexis #flein’s oral-
sadistic phase; and second by the perception af aamqmenacing
— elsewhere in Gide’'seuvresand can be read as a marker for the
hostile mother imag®. El Kantara, the site of the neglected wife’s
burial in the 1902 fiction, is used as an Edenittirsge for
pederastic joy in Gide’s 1926 autobiography: thehe, twenty-
five-year-old André strolls under palm trees hamdvand with his
guide Athman, with whose brother, Sadek, he hashad sex?
The ambivalence of this garden, which shelters rzestie joy but
harbours also guilt (for the dead neglected wifé&’Immoraliste

in Kleinian terms the damaged or dead mother image)
reinforced by reference to a quotation Gide corsc@ram Lessing
and Goethe in an essay of 1900: ‘Nul ne se pronmpaneément
sous les palmes’ (nobody wanders under palm tredsout
punishment}! This sentiment concords with that of Michel's
comment at the end a&fImmoraliste ‘Parfois j'ai peur que ce que
jai supprimé ne se vengeRpmansl, p. 690, ‘Sometimes | fear

18 The Journal entry of 7 April 1896 recording Gide's own visit fmuggourt has sand
slowly invading énvahi) the ‘misérable’ cemeterydgurnal I, 228). Compare this with
Phillipp’s *an excess of forcehich invades or devoursitied above.

19 5ee myAndré Gide and CuriositgAmsterdam: Rodopi, 2009), pp. 7677 and p. 124.
20 Gide, Souvenirs et Voyagesd. by Pierre Masson (Paris: Gallimard, 2001319®.

21 Gide, ‘De L'Influence en littérature’, 1900 iBssais critiquesed. by Pierre Masson
(Paris: Gallimard, 1999), p. 406 and note on p5110
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that what | repressed/murdered will avenge itséfA note of
foreboding suggests that a battle might recommence.

Gide’'s War-Time Gardens

The characteristics of the hostile mother imagdside we have
seen are devouring or invading sand (Touggourt teyjeand
cruel dark holes (the stone quarries of Syracusdery’s ditches,
Marceline’s terrifying nostrils, the existentiallok hole perceived
by Michel in response to Marceline’s miscarriage).the semi-
autobiography, Les Cahiers d’André Walter(1891), two
consecutive dream sequences feature sand and holes:

C’était affreux: je voyais toutes ses dents, estrelevres écartées par
des fossettes ridicules. — J'ai voulu la repousseis je I'ai trouée
avec ma main tendue; tout son corps était pleisatde. Romand,

p. 109)

It was horrific: | saw all her teeth, between higslspread open by
ridiculous dimples [terally: little ditches / graves]. | wanted to push
her away, but | punctured her with my stretched larid; her whole
body was full of sand. [...]

Elle m'est apparue, trés belle [...]. Et javaisupéle voir; je voulais
détourner les yeux, mais malgré moi, je regardais.

She appeared to me, very beautiful. And | was scaoelook; |
wanted to avert my eyes, but despite myself, | éabk

Sous la robe, il n’y avait rien; c’était noir, naiomme un trou; je

sanglotais de désespoir. (p. 110)

Under the dress, there was nothing; it was blat&ckbas a hole; |
sobbed with despair.

22 The object of Michel’s repression (or murder) ebbk his homosexuality or indeed his
wife. On which, see Naomi Segal, “Parfois jai pegue ce que j'ai supprimé ne se
venge”: Gide and WomenRaragraph 8 (Oct. 1986), 62—74.
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The hostile mother imago and tkiagina dentatavould seem to
be conflated in Gide’s imaginary. Gide himself wasrified by
the female genitals, as he told Léon Pierre-Qi@n 31 July
1914, two days before the outset of World War Onge(GGide
pronounces with dread: ‘L'on s’appréte a entrer sdam long
tunnel plein de sang et d’'ombreJournal I, p.821: We are
preparing to enter a long tunnel full of blood al@tkness). Gide’s
use ofvagina dentatamagery here to describe the Great War
bespeaks a crossover from the phantasmatic belktleb the real
one.

Gide was excused from military service in World \Wame on
health grounds, having nearly died from tubercslasi1894, and
by World War Two, he was too old for active servibeirring war-
time, in body at least, Gide uses gardens as gedfom violence.
On a break from his refugee work in October 19¥5rdturned to
his Normandy home to bask in the contemplation lahts and
animals; he wants, he states, to know nothing aiiem what is
natural Journall, p. 894). During World War Two, the recently
widowed Gide was always outside the Occupied Zaonainly
living in the villas of friends in Nice and its enans (September
1939—May 1942) and as a guest of acquaintancesimmsid and
Algeria (May 1942—May 1945); several of these hoinad fine
gardens to recommend them, and Gide would freqpeibtic
parks in the cities of Nice, Tunis or AlgiefsOn 6 May 1940, on
a visit to his friend Aline Mayrisch’s home La Megsiere in
Cabris, Gide extolls the grace and beauty of thenttgside in the
good weather, and remarks that the shadow of wamseout a
figment of the imagination. He recalls nostalgigadix months
prior, when he was a long-term guest of Mayrisch:

Ce long temps a coulé pour moi d’'un cours si égal,dépit des
évenements monstrueux qui font entrer ce temps ldaswire, qu'il

23 Léon Pierre-QuintAndré Gide: L'Homme, sa vie, son ceuyRaris: Stock, 1952),
pp. 457-58.

24 Examples from thdournal of Gide’s regular contemplation of plants and anéna the
first year of the Second War are 21 May 1940, 2%y 240, 3 July 1940 and 10 July 1940
(Journalll, pp. 695-96, p. 696, p. 706 and p. 711).
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me semble que je pourrais coudre directement roai@bre, tant ces
six mois de félicité calme auprés d’amis parfaisrfent un tout a part
et a I'abri de la tourmente. (p. 650)

That long period for me ran such a tranquil coudespite the
monstrous happenings that made the time part trigighat it seems
to me | could bind together May to October seanyessich was the
calm happiness of these six months amongst peffiecids, which
created a unity removed and sheltered from thedotsn

The excerpt’s tone corresponds to what Van Tuyhtifies in
other diary excerpts as Gide’s at times ‘shockmgpuciance’ (cf.
Radiguet’s representation of World War One as,nfiany young
boys, one long holiday®® Referring to theJournal entry of 13
May 1940, Van Tuyl observes:

Thus, just two days after Gide mentions the ‘dismgynews’ of
Germany’s invasion of the Low Countries, we findeantry describing
familiar Gidian pleasures: having hoisted a groficluldren into a
cherry tree so they could rob it of its fruit, Gidatched them play for
more than an hour, and reflected that his gregikstsure always
came in the company of young children. Then wittinge or irony,
Gide comments that France is experiencing the sdom®us weather
it had enjoyed during the summer of 1914: ‘How,pitesthe hideous
horror of the war, can one help feeling joyful thisrning?’ he ask$’

But, of course, as we may gauge from the presentabif
gardens in Gide’s fictional writing already disceds the
insouciant pleasure the subject enjoys in gardems anly be

25 The friends comprised: Aline Mayrisch; Catherinelés(Gide’s daughter); Elisabeth
van Rhysselberghe / Herbart (Catherine’s mothegridivVan Rhysselberghe (Elisabeth’s
mother and Gide’s close friend); and Pierre Herflisabeth’s husband). Gide may also
have been visited by his English translator andnflti Dorothy Bussy (linked to the
Bloomsbury Group), and her painter husband Simdrgse home in Nice Gide stayed at
subsequently. The Van Rhysselberghe—Herbart gieeg at the nearby Les Audides, a
working farm run by Elisabeth; the Bussys, in Nice.

26 Jocelyn Van TuylAndré Gide and the Second World War: A Novelisteupation
(Albany: State University of New York Press, 200%)28.

27 van Tuyl [p. xxx]. Gide’s reference in this 1940ty to 1914 must be to 14 August
1914, when, in theloural, he celebrates the weather, claims to be unabkhtiv out
thoughts extraneous to the War, and observes ttetwork he is undertaking with
refugees has only the semblance of usefulnkssgiall, p. 836).
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temporary; the hostile mother imago still lurks timee gardens,
waiting to inflict punishment. (Recall Gide’s diaty ‘Nul ne se
promene impunément sous les palmes’). On 21 May,l8#ter
extolling in theJournalthe countryside around Vence, he tells the
‘incurablement léger peuple de France’ (incuralifypbint people
of France) that they will pay dearly today for théack of
application, their insouciance, their complacenanguillity
(Journal Il, p. 696). He is no doubt also rounding on himseilf.
closer identification with the guilty is suggesteyl Gide’s use of
the first person plural pronoun in tl®urnal entry of 19 July
1940:

Jours splendides de plein été, ou je me redis sasse qu'il ne
tiendrait qu’a 'lhomme qu’elle soit si belle, cettéste terre ou nous
nous entre-dévorons! (p. 717)

Such splendid days of high summer, in which | kespinding myself
that it is completely up to humankind to make b#aluthis sad land
where we are devouring one another.

This mutual devouring resonates with Freud’'s imame
‘Civilization and its Discontents’oflomo homini lupugman is a
wolf to man]?® and with Klein’s oral-sadistic phase.

The Great Gardener of Europe

And | find Hitler in my heart
From the corpses flowers grow.

Gide’s vision of wartime gardens — or rather hie o gardening
imagery — becomes particularly chilling in one matar excerpt
of theJournal On 12 January 1941, Gide describes Adolf Hitler
as ‘le grand jardinier de I'Europe’ (the great gardr of Europe).

28 Freud, ‘Civilization and Its Discontents’, p. 111.
29 (Anthony Hegarty, ‘Hitler in my Heart’, iAnthony and the Johnsqri998).



André Gide’s Savage Gardens 129

30 This image can be linked to the violence elsewlesent in
Gide’s gardens, sometimes acknowledged but mostbvdwed,
through the notion of the voice as part-object.qldas Lacan
expands on Klein’s list of part-objects harbouraedthe mother
imago to include also the voiéeSlavoj Zizek takes this up to
show how human beings’ identities are threateneeivthey come
to be inhabited by foreign voices, as in Hitchcedksycho where
Norman Bates is ‘a son dominated by the motherisev®? In the
1941 Journal entry, Gide resolves to let Hitler's voice, desedb
as the voice of hell, surge up in his own throughiraaginary
dialogue*® This is one enactment of a project put forward in
Gide’s ‘ldentification du Deémon’ of 1927, in whictihe
interviewee plans a ‘Conversation avec le diabéduse the devil
inhabits his game and he considers transitory foelithe devil to
bring him lucid understanding of the inexplicaldark features of
his life (Romansll, p. 568). Some days, indeed, he feels within
himself ‘un tel envahissement du mal’ (such an sna of evil)
that it seems the Prince of Darkness is alreadgbbshing Hell
within him (p. 568).

The mainstay of the 1941 diary entry presents Gide'settling
identification with Hitler, as he underscores comaldies in their
thought. Through gardening imagery, Gide paralleés author’'s
hubris of creation to the Nazi's eugenic project wcial
engineering? He rhetorically questions himself:

30 The diary entry as a whole Van Tuyl reads as ¢sdlgnpresenting Gide’s anti-
nationalist thinking, although she does remark ttta¢ alternating condemnation and
identification [of/with Hitler in the passage] terid obscure the continuity of Gide’'s
political values’ (Van Tuyl, pp. 32-33).

81 Jacques Lacan, ‘Subversion du sujet et dialectilguéésir dans I'inconscient freudien’,
1960, inEcrits (Paris: Seuil, 1966), pp. 793—-827, here at p. 817.

32 Slavoj Zizek,Enjoy Your Symptom! Jacques Lacan in Hollywood @ud (London:
Routledge, 1992), p. 119.

33 Gide,Journalll , 12 January 1941, pp. 747-48.

34 For Segal, Gide’s fantasies of gender eugenicseszpd through the language of
horticulture have illogical, tendentious aspectadhi SegalAndré Gide: Pederasty and
Pedagogy(Oxford: Oxford University Press, 1998), pp. 208)}-=0When Roger Bastide
makes a political interpretation of Gide's expenta pruning, he links it to Gide’s
Communism rather than to Fascist eugenic projeRtsyér Bastide Anatomie d’André
Gide (Paris: Presses universitaires de France, 1973p)pFor Gide’s anti-Semitism, see
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N’as-tu pas, du temps que tu t'occupais de jarcinagmpris que le
seul moyen de préserver, protéger, sauvegardeguigxle meilleur,
c’était de supprimer le moins bon? Tu sais bien cgia ne va pas
sans apparence de cruauté, mais que cette cruastépoudence...’
(Journalll, pp. 747-48)

Did you not understand, when you were spending garedening, that
the sole way to preserve, protect and safeguardexogisite, the
better, was to kill the less good? You know onlg teell that that
does not happen without an appearance of crueltythlat that cruelty
is prudence...’

Gide in 1902 had already compared his own enterpas an
experimental writer to that of the gardener whas@and atrophies
certain buds in order that others might flourishtive name of
classical beautyop. cit), and he will go on to use the metaphor of
grafting for Nazi persecutions on 24 January 193duinal II,
750). Patrticularly chilling is the harmony of vaoscat the outset of
the diary entry of 12 January:

Pourquoi et contre quoi protesterais-tu? N'as-tg fdd toi-méme:
[...]? Ne considérais-tu pas [...]? Ne méprisaipds [...]? N'as-tu pas
méme écrit, [...]? [...] N'as-tu pas, du temps dquet’occupais de
jardinage, compris que le seul moyen de préserpeoteger,
sauvegarder I'exquis, le meilleur, c’était de super le moins bon?

Why and against what would you protest? Didn’'t yamurself say
[...]? Did you yourself not consider [...] Did yowt disdain [...]? Did
not you yourself write [...]? Did you not, when yeere spending
time gardening, understand that the sole way tegowe, protect and
safeguard the exquisite, the better, was to kéllédss good?

Gide’s questions here suggest identification witll &trojection
of Hitler's thought, resulting in an at least mor@y convergence

Jeffrey Mehlman,Legacies of Anti-Semitism in Frand®inneapolis: University of
Minnesota Press, 1983), pp. 64-82. Pierre Lachatsenpts without much success to
negotiate, explicate and moderate Gide's anti-Seméxpression in theJournal
(specifically Journal I, 24 January 1914, pp. 762—64) through contextatdiz and an
appendix of a short article by Gide on Blum wherbheame leader of the Front populaire
(André Gide — Léon Blum, Correspondance (1890-19&d.) by Pierre Lachasse (Lyon:
Presses Universitaires de Lyon, 2008), p. 12 and @p-68).
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of opinion on how the desirable and the undesirableuld be
understood. Some measure of his seduction by Nexight is
conveyed when the self-declared ‘rational’ Gide daslrto better
understanding in his own voice Hitler's voice thédwe heartfelt
voice of protest against Hitler to which it giveay®

This new voice marks the speaker’s projection qruésion of
Hitler's voice from his own:

Que parles-tu deneilleur? Le travail entrepris par celui qui se veut
grand jardinier de I'Europe, ce travail n'est pasitt surhumain
qu’inhumain®

Why talk ofbetter?The work undertaken by he who considers himself
the great gardener of Europe, that work isn’t seimsuperhuman as
inhuman.

The garden is presented here as a site of hubrishioman
experimentation on humans rather than a refugéertsitambition
is described by Gide in terms recalling the hostilgher imago’s
threat of destruction:

Sans doute, s'il le menait a bout, ne resterastil la terre non plus
une voix pour gémir, qu’une oreille pour conseaticore a I'entendre.
[...] Et [si le grand réve d'Hitler] échoue (carabt trop surhumain
pour réussir), qu’en restera-t-il sur la terre iendie compte, que deuil
et que dévastation?

Doubtless, were he to carry it through to its lagjiconclusion, there
would no longer be even a voice on earth to cryimainguish nor an
ear to hearken it. [...] And if Hitler's great dredails (since it is too
superhumario succeed), what will remain on earth in the estter
than mourning and devastation?

35 van Tuyl observes that Gide could espouse thes/igfwthe last person with whom he
talked (Van Tuyl, 28), while E. M. Forster wrote 1919 that Gide ‘cannot keep long to
the paths of other men, nor indeed to his own. Halways veering’ (Forster, ‘Kill Your
Eagle!’, inThe Prince’s Tale and Other Uncollected Writingd. by N. Furbank (London:
Andre Deutsch, 1998), pp. X—x, here at p. 22).

36 For a consideration of Gide’s more ‘inhuman’ aspesee Reid, pp. 214-19.
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In reaction to the voice of Hitler Gide invokedhmmself, Gide
conjures up a hypothetical unheard scream, whiglsga measure
of the pitch of his rejection of the hellish voicEnis absent yet
present scream is similar to two silent screamscrdesd in
Zizek’s discussion of the voice as part object. Sthare in the
scene in Eisentein’8attleship Potemki(1925) at the steps of
Odessa when the mother looks on impotently asdrerssgunned
down by soldiers, and the painting ‘The Scream9@)&y Edvard
Munch (discussed also by Lacan). In the first eXantpe camera
in a tracking shot ‘approaches the mother [...] ahdost enters
the black hole of her open mouth’; the scene’sifergffect is [...]
based on the fact that we do not hear her scr&anhé black hole
is both the existential hole of grief and thegina dentatabout to
consume the son (the real perpetrators being thdiessy the
phantasmatic one, the hostile mother imago). Tharethe Gide
guotation, absent from the scene but present thrdagguage
links to the anamorphotic ear in Munch’'s ‘The Sankathe
homunculus in that painting has no ears, yet the ‘egturn in the
Real of the anamorphotic stain’, the energy of timsounded
scream finding an outlet instead in visual form f@nalised sound
vibrations), visible in the ear-like shape of thegy's “unnatural”
serpentine windings’, the distortion of the coasd ¢he water, and
the spiral lines (pp. 116-17). In Gide’s passag#ers voice (the
hostile part-object) and the Gidian self heedinait identifying,
introjecting subject) vie with the unheard scream Wenign,
threatened part-object) and the Gidian self (ietbng subject)
heeding that — after a delay, that is. The imagéryardening and
gardens shows the conflict and its imagined afténrt@spill over
into the environment (just as the scream in Mungi@sting is
absorbed in the coast and water). In the precediagjon from
Gide’s 12 January 1941 diary entry, the phrase lauerre’ (on
[the] earth/land) appears twice, and an apocalypdicd of
mourning and devastation is suggested, recallimg:niother-like
earth/land terre) of Valéry’s letter where tombstones are tended to
and ditches harbour souls; the rotting abandonedega inLa

37 Zizek, Enjoy Your Symptomp. 117.



André Gide’s Savage Gardens 133

Tentative amoureuseand lIsabelle the tombstone inLes
Nourritures the compost heap in Cuverville where Gide woold f
a moment have liked to have disposed of the misggrand the
unhallowed oasis in El Kantara where Marceline isridd.
Apparent Edens have come undone and are shown niaico
hidden corpses.

As a coda, | should like to return to the El Kaatagasis, which
appeared earlier ib'Immoralisteas Marceline’s burial site and in
Si le grainas a pederastic paradise for André. The oasisaappe
again in Gide’s diary writing right at the close\Wbrld War Two.
Between 1 and 16 April 1945, Gide, accompanied layidVan
Rysselberghe, went on a motorcar tour to the sofitAlgeria,
taking in El Kantara, EI Oued, Touggourt, Biskral &@onstantine.
Of El Kantara, Gide notes in tl®urnal ‘arrét d’'une heure pour
initier Mme Théo aux charmes de I'oasis, et auciae,la suite,
ne put nous paraitre aussi belldd@rnalll, p. 1015, one hour stop
to introduce Mme Théo to the charms of the oasispther we
saw after struck us as so beautiful). The tonehafrm and beauty
is a quieter echo of the paradisiacal El Kantara toé
autobiography, and distant from the menacing EIl t&i@n of
L’Immoraliste where Marceline is buriet.

Gide’s subsequent diary and travel-writing makesnemtion of
the violence that was to ravage the Northern Cotisi& region
less than a month after the motorcar tour, andtighafter his
definitive departure from Algeria to Paris on 6 M&945. On 8
May (VE Day), one hundred white French were murdeneSétif
by Algerian nationalists, and from 8 May to 26 Jureprisals by
the authorities and individual French colonisersthe northern
Constantine towns of Sétif, Constantine and Gueliiked
between 20,000 and 30,000 Algeridhg.he omission of events

38 ‘Quelque chose en ma volonté s’est brisé, je e re@&me ou j'ai trouvé la force de
m’éloigner d’El Kantara. Parfois j'ai peur que ogeq’ai supprimé ne se vengd&kgmans
I, p. 690).

39 See Jean-Louis Planch®étif 1945: Histoire d’'un massacre annonE&ris: Perrin,
2006). | would like to thank Jim House and Charffessdick for directing me to the
literature on the Sétif massacre. Rachid Boucharélvh, Hors-la-loi, to be released in
France in September 2010, presents this neglepisdde.
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from Gide’s writing may be due to their heavy ceshp in
France. In exploitation of the patriotic fervourlléaving Nazi
defeat, Algerian nationalists held responsiblethar killing of the
white French were branded Nazi sympathisers. A comgué by
the Government-General (Socialist/ Parti Commenisigérien)
of Algeria of 9 May represented them as ‘des éléméamubles,
d’inspiration hitléerienne’ (troublesome elementsispired by
Hitler), a description that laid the ground forlanap-down by the
authorities® These events were of course lost to memory and onl
one book dealing with them was published duringeGidife-
time* In his ceuvre, Gide’s mostly Romantic representatiof
the region remain unsullied by violence. Howevdr,isi not
inconceivable that Gide, who had been visiting amiting about
the region since the 1890s, may have been in di@o$d pick up
on a climate of heightened tension toward the denkistay, as
demonstrations began the week preceding 8 May 4945.

40 Reported inLe Mondeon 10 May and reproduced in Maurice Rajsfl@53: un 14
juillet sanglant(Paris: Agnes Vienot, 2003), pp. 29-35, here &0pL'Humanitéhas the
perpetrators guilty of a Fascist attack, usingsittuch as: ‘A Sétif, attentat fasciste le jour
de la victoire’ (11 May 1945) and ‘En Algérie, étd¢ sieége et Cours martiales. Le
fascisme organise ouvertement la guerre civile’ K8y 1945). See Alain Ruscida
Question coloniale dans 'Humanite, 1904—-2(@4ris: La Dispute, 2005), pp. 495-96.

41 Namely Eugéne ValletUn drame algerien, la vérité sur les émeutes de LBd5
(1948), plate 11.

42 Email correspondence with Jim House of 19 Jand@ng. Further, readers of Gide’s
Retour de 'URS&ndRetouches a mon “Retour de 'UR851936 and 1937 will know
that Gide has a keen eye to identify dissentingipsiwhen he wants to.
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State of Horror: The Films of José
Mojica Marins and Brazilian Dictatorship

DANIEL SERRAVALLE DE SA

The inevitability and irrepressibility of the aggsson represented
in horror films has often led the genre to be rdgdras a
paradigmatic space for the investigation of soeialence. Film
critics working in a historical framework have exasd how
particular types of film allow comments on a hossacio-cultural
and political issues. In the case of horror filities approach has
been used by a number of scholars who associatexémple, the
American Depression era with the rise of classi@0kShorror and
its legendary monsters, or the way American 195soh cinema
offered a critique of scientific rationality and fécst society, or
how the Vietnam war is connected with the emergesfcBims
which display a fascination with gore and mutilati@nd make-up
techniques}.

The present article seeks to look at theoretical #rematic
features in the horror film production of Braziliairector José
Mojica Marins, stressing the correlation of thed@md with state-
sanctioned forms of violence. The analysis will rexee three
films which present the horror character Zé do @aiin English,
Coffin Joe): A meia-noite levarei sua alm@gt Midnight | will
Take your Soul1964),Esta noite encarnarei no teu cada\&his
Night | will Possess your Corpsd967) andRitual da besta
(Awakening of the Begst970)? What | will suggest is that the

! see for example, Carlos Clarekrror Movies: An lllustrated Survey.ondon: Panther,
1971), p. 62; Mark JancovicRational Fears: American Horror in the 1950danchester:
Manchester University Press, 1996); David Skak Monster Show: A Cultural History of
Horror (London: Plexus, 1993), pp. 307-33.

2 In this study | use the English titles from ther&hing Weird VHS subtitled releases in
the early 1990s. According to André Barcinski tharacter’s English name ‘Coffin Joe’ is
his and label owner Mike Vraney's translation. Sewré Barcinski and Ivan Finotti,
Maldito, a vida e o cinema de José Mojica Maringédo CaixaqSao Paulo: Editora 34,
1998), p. 376.
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escalating display of onscreen violence in thediltan be read as
an astute and subversive commentary on the bsutafitthe
political and social situation in which they weraae, namely the
Brazilian military dictatorship which seized powearl1964. These
horror films seem to resort to a displacement eaglas a way of
bringing to light concerns that could not be readipproached
otherwise or, rather, could be more effectivelycdssed if
transported into a world of fantasy. Although petoe critics
like Salvyano Cavalcanti de Paiva and Tati de Myrairiting at
the time of the release of the films, recognisedMimjica’s films
allusions to the military regime at the time ofitheelease, such
explorations have been rather brief and the issweed to be
readdressed more thorougRly.

The historical method of reading the ‘state-of-tiadton’ (so to
speak) from the evidence of films has been chadldnigy post-
structural approachésin spite of theoretical caveats, however, it
seems possible to glean some insight from workarbinto the
issues that were important at any given moment inagon’s
history? Indeed, it is clearly no less problematic to claimt a
work of art is unrelated to its historical timefrarand the social
context of its production. As Douglas Kellner wsitéfilms take
the raw material of social history and of sociatadiurses and
process them into products which are themselvderiual events

s Salvyano Cavalcanti de Paiva, ‘A meia-noite levate alma’, review irCorreio da
Manh§ Rio de Janeiro, 7 June 1966; Tati de Morais, drevsua alma’, review ibltima
Hora, Rio de Janeiro, 11 June 1966.

4 see for example: Barbara Creedhe Monstrous-Feminine: Film, Feminism,
PsychoanalysigLondon: Routledge, 1993) or Marvin Zuckerman,ri§aion Seeking and
the Taste for Vicarious Horror’, iHorror Films: Current Research on Audience
Preferences and Reactiqred. by J. B. Weaver and R. Tamborini (Mahwah INdvrence
Erlbaum, 1996), pp. 147-60.

5 See for example: Michel Walsh, ‘Jameson and “Gldkesthetics™, in Post-Theory,
Reconstructing Film Studieed. by D. Bordwell and N. Carroll (Madison: Unisgy of
Wisconsin Press), pp. 481-500; Vance Kepley Jrhd®é¢ Apparatus? Problems of Film
Exhibition and History’, inPost-Theory, Reconstructing Film Studied. by D. Bordwell
and N. Carroll (Madison: University of Wisconsin eBs), pp.533-52; and David
Bordwell, ‘Contemporary Film Studies and the Vidisdes of Grand Theory’, ifPost-
Theory, Reconstructing Film Studiesd. by D. Bordwell and N. Carroll (Madison:
University of Wisconsin Press), pp. 3—36.
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and social forceg .Kellner seems to be implicitly acknowledging
the generation of subtexts by means of ‘processgasetaphorical
substitutions. Such liaisons between real andofieti often find
expression in the rhetorical form of allegory.

Film scholar Ismail Xavier discusses some charmties of
historical allegory in film which help to explainhy it has been a
privileged mode of interpretation at particulartbigcal moments.
He notes that ‘recognizing an allegorical dimensiana text
requires the ability to perceive homologies, antiomal allegories
require the understanding of private lives as regm&ative of
public destinies’ (p. 335). Xavier goes on to argheg allegorical
expression is especially prevalent in times of tmall repression
and serves as a means of offering ‘disguised corhroenthe
present’ (p. 354). On a more textual level, théicsays that the
identification of national allegories requires @spondence
between specific circumstances both in the texttaedhistorical
context. Such connections are often created throlugluse of an
individual (a character) who stands for a largeciaoclass or
political group. Xavier affirms that allegorical sdourse is
comprehended within a framework of intention-uttee:
interpretation (p. 346). In other words, what canuibdertood here
Is that after the director’s ‘encoding’ and thews’s ‘decoding’,
to use Stuart Hall's seminal expressions, theravhsit can be
designated as an allegorical reading strategy, doase the
viewer's capacity to detect the collective in therkv of art®
Obviously not all films, or horror films, are allegcal, but that is
not to say that they are otherwise without an hisab aspect. The
Braziliancoup d’étatand subsequent dictatorship, which lasted 21
years, has deeply affected national film-makinghbiot terms of
production and themes. Such latent political dincers of the
story-telling process have led film scholars Rantl@inson and

6 Douglas Kellner, ‘Hollywood Film and Society’, ihhe Oxford Guide to Film Studies
ed. by J. Hill and P.C. Gibson (Oxford and New Y.otkford University Press, 1998),
pp. 354-64, here at p. 355.

7 Ismail Xavier, ‘Historical Allegory’, inA Companion to Film Theoned. by T. Miller
and R. Stam (Malden: Blackwell, 1986), pp. 333-62.

8 Stuart Hall, ‘The Television Discourse — Encodargl Decoding’, in Media Series, SP,
7, University of Birmingham, Centre for Contempgr@ultural Studies, 1973.
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Robert Stam to declare that ‘Brazilian film-makdrave never
enjoyed the luxury of regarding themselves as ‘iéipal’.’® The
political history of the country manifested in glteies has already
been celebrated in relation @nema Novand the ‘aesthetic of
hunger'!® These critically recognised films in fact sharenga
characteristics with Mojica’s marginal horror, awdre produced
in similar circumstances. Made at the same timaguthe same
historical material, the Zé do Caixao films seencadatain all the
necessary ingredients for a productive an allegbraading.

Zé do Caixao: A Gothic Villain in the Tropics?

Zé do Caixao makes his first appearance in Noverh®eéd, in the
film At Midnight | will Take your SoulThe character is played by
Mojica himself, who is also the writer, directordaproducer of
the film. Zé do Caixao is the cruel undertaker obaneless village
in the backlands of Brazil who terrorizes its @tiz with extreme
violent behaviour. Sporting nails like talons andhis distinctive
costume of top hat, black suit and billowing blac&pe, his
appearance is entirely out of keeping with his @land time. The
director’s appropriation of a costume typically asated both
with Expressionist cinema and classic Hollywood rborfilms
argues for a visual association between Zé do Gaax#&l some
iconic international horror characters, suggestnglynamic of
cross-cultural horror exchange. However, for al butlandish
attire, the Brazilian character remains firmly kak to local
traditions and national struggles (such as religiawedulity,
hunger, and poverty) by means of elements inntis&-en-scéne
Zé does not believe in Heaven or Hell: for him éssence of life
lies in the ‘immortality of the blood’. Thereforeshgoal is to find

9 Randal Johnson and Robert Stam (ed®)zilian Cinema (Columbia: Columbia
University Press, 1995), p. 56.

10 1smail Xavier Allegories of Underdevelopment: Aesthetics antitiP® in Modern
Brazilian CinemaMinneapolis: University of Minnesota Press, 1997)
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the ‘perfect woman’, someone with a similar mindsetbear him
a child and continue his lineage.

Having murdered his former wife, whom he considaresuited
to the task of giving him children, he becomes s#iydixated on
his best friend’s spouse, who becomes the repgsitbhis thirst
for perfection. After brutally killing his friendybdrowning him,
Zé proceeds to beat and rape his fiancée. Thengigs herself,
but not before she casts a curse on Zé do Caixé&anyg to return
from the dead and take his soul away. In the coofske film Zé
gouges out a man’'s eyes and amputates an adverdargers
using a broken bottle. The rampage continues almdtees one
opponent with a whip and savagely thrusts a crofsharns into
another man’s face. The film climaxes on All Sol&y with Zé
being chased by a procession of ghosts. Fleeingsaca very
atmospheric graveyard set-piece, he takes refugecnypt where
he has to face the decomposing, maggot-infestesdedanf the
couple he killed, a sight that drives him out of mind and leaves
him in a death-like state.

For a horror film, At Midnight is very down-to-earth, the
supernatural dimension only emerging in the firequseences as a
confirmation of the spiritual values Zé do Caixas ldespised and
profaned. The ‘uncanny’ element as a source of feabut a
fleeting aspect in the film, as we will see. In tast, the crimes
Zé commits in his belief that everything is possibt a lawless
universe were of unprecedented violence for Brazikudiences
in the 1960s. The connection between such shockoignce and
the political atmosphere is plain to see. Althougé ousting of
President Jodo Goulart happened in the same ydhe d8m was
released, the military junta had been planningrtbeup for years
as part of the ‘anti-left’ Vargas conspirafylndeed, Thomas
Skidmore traces the origins of theoup back to an earlier
presidential period, ‘given the many parallels kesw the fall of
Vargas in 1954 and the overthrow of Goulart a dedatér'?? The

1 paulo Evaristo ArnsBrasil Nunca Mais31* edn (Rio: Vozes, 2000).

12 Thomas SkidmoréeThe Politics of Military Rule in Brazil964-1985Oxford: Oxford
University Press, 1988), p. 5.
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Brazilian political sphere had been marked by maéstruggle and
was under an authoritarian regime long beforecthga When the
takeover actually took place, intimidation and wogtwere used by
the military as a means to consolidate their autdran state. Zé
do Caixao’s ruthlessness echoes precisely the enabdir the
military takeover in April 19642 Just as the village inhabitants
fail to stand up to Zé's overpowering force, thea#lian
legalislature and constitutionally-elected governteould not
resist the force of arms. The film-maker gives faomBrazilian
anxieties and produces a cinematic representation amm
overbearing power imposing itself by violent means.

At the time, state-sanctioned violence had notrgeched its
worst levels, which would later culminate in thedespread
disappearance, persecution and forced exile of nirayilians.
However, even during those initial stages of rexioes federal
government agencies were already deciding whethevias
should be released in their entirety, censored annkd
altogethei* Thus political violence enters the sphere of ciaem
through the determining material conditions of @@skip and
distribution. State censors not only prohibited sebout dissent
and social conflict and suppressed any informatelating to
abduction and torture by government agents, but stifled even
indirect protests in the artsAt Midnight escaped the SCDP
(Servico de Censura de Diversdes Publicas) boatdomiy a few
cuts, such as the scene of a woman being burnes alhich can
still be seen in the backdrop of the opening csedccused of
thematising political issues on screen, Mojica ddwdve defended
himself by saying that topics such as violencetuter and
tyrannical forces are constitutive of the horronige But as these
films address issues related to the Brazilian $acatext, in the

13 Retrospective evidence of the link between thdeesfand the dictatorship is hard to
find. The control of the dictatorship in itself acmts for a general absence of records in
the period, making audience and reception studstcplarly difficult to carry out in
Brazil, although the articles by de Paiva and dedoalso suggest such a connection.

14 Beatriz Kushnir,Cédes de Guarda: jornalistas e censores, do Al-5ocadfituicdo de
1988 (S&o Paulo: Boitempo, 2004); Archdiocese Sab Paulo, Torture in Brazil: A
Shocking Report of the Pervasive Use of TortureBbgzilian Military Governments,
1964-1979ed. by Joan Dassin, trans. by Jaime Wright (NerkYVintage, 1986).
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broad realm of horror films, it is curious to ndiew Mojica’'s
representation of social political struggle finds particular
expression in the gothic mode — that is to say,istodrse
encompassing national, social, and human degeoeyais well as
madness and violent behaviour, often associatel elitnates of
socio-political unrest and artistic suppressiorAlthough it is
possible to choose Brazilian films to serve as canaors, this
cross-cultural reading of the Brazilian charactan grovide a
fresh reading of Mojica’'s best known films and slypp new
perspective on Zé do Caixdo, as the expression Bfaailian
gothic villain®

At Midnight displays a level of graphic violence that is
analogous to iconic films which emerged in the X060atershed
films like Psycho(dir. Alfred Hitchcock, 1960)Blood Feastand
2000 Maniacg(dir. Hershell Gordon Lewis, 1963 and 1964), for
example, are said to have modernised the facerodtioy moving
away from the parsimony of the classic supernate@értoire and
introducing gory violence and serial killers to therror genré’
Comparativelyjn terms of its graphic representation of brutality
At Midnight surpasses the onscreen violence portrayed in most
American horror films produced at the same perat#ls bestiality

15 Direct connections between the gothic mode andstioéo-political sphere have been
extensively discussed. See for example: Fred Bpt@othic (London: Routledge, 1996),
p. 5; David Punter, ‘Terror’, ifhe Handbook to Gothic Literatu(®ew York: New York
University, 1998), p. 235; Victor Sag&he Gothick Nove{London: Macmillan, 1990),
p. 13; and Glennis Byroifhe GothigLondon: Blackwell, 2004).

16 The use of the word ‘gothic’ to describe filmsrfrdhis period is still a controversial
issue among scholars. Peter Hutchings, for exanggeies the influence of the gothic
novels over these films claiming ‘gothic’ is essally an eighteenth-century literary form.
See: Peter HutchingsThe Horror Film (Harlow: Longman, 2004). That said, some
nineteenth-century novels such Fmnkenstein The Picture of Dorian Gray, The Island
of Dr. Moreay Strange Case of Dr Jekyll and Mr Hydracula, and so forth clearly have
explicitly gothic aspects and have exerted conalder influence on a cinematic
vocabulary and compositional style of classic filfer a highly illuminating exploration
of the nature of gothic films, see Heidi Kaye, ‘Giot Films’, in A Companion to the
Gothic ed. by D. Punter (Oxford: Blackwell, 2001), pg0+92.

17 Arguably, Psychocan be thought of as the film which modernised hberor genre,
away from classic horror motifs (which tended tweist in psychological terror and
represented violence with reluctance), and intreduthe prototype serial killer, the
troubled Norman Bate®sychomade way for the ascension of a sub-genre withimnoin
film — the splatter-movie or slasher-mover — in @fhgory scenes of violence predominate.
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clearly ranks him among the nastiest villains &f ¢peneration. The
explicit sex and violence characteristic of hisfl differs from the
‘mind’s eye’ evocative shock effect preferred by sindNorth-
American horror directors. Zé’s list of offencegludes beating,
torturing, kidnapping, mutilating, raping and kig people. In
visual terms, the horror experience provided bydféeCaixao’s
crimes is arguably more explicit and overwhelmingigient than
the horror experience observed in many of the oitaric serial
killer films of the time. However, the ambienceAifMidnightand
the character’'s costume resemble the films of Hramg and the
early gothic horror films produced by Universal @as in the
1930s. In this sense, Zé is a transitional figtuectioning like the
1960s cinematic sociopaths but with the demeandwr gothic
villain. This contextual mangling can be noted e tvay Mojica
makes use of lighting schemes and props to creditstiactively
shadowymise-en-sceneshot in black-and-white stock and lit for
monochrome, the film's Expressionist period look figther
reinforced by the use of non-realistic sets, anthimfic and
representational objects, such as plaster skublystyrene rocks
and painted scenerie&t Midnight revisits the ghostly visual
tension of classic cinema but also reinvents tlgke diy making
innovative use of camera angles. For example,arsyimbolically
charged scene where Zé eats lamb on Good Fridaysdmera-
work shows a highly creative sense of compositaanZé devours
his blasphemous meal, a Catholic procession marblyesis
window. The shot encompasses the two differentdsaof action,
showing one frame within the other.

Another crucial gothic element in the film is Zé @aixao’s
Victorian iconography. At first sight the charat$epompous
garments seem to exceed the demands of a filnmsat isolated
Brazilian country town. However, as Sarah Stre@iars, film’'s
costumes are frequently employed to generate araadigement
of the body, and here they become a vital elemantthie
composition of the charactér. Rather than conforming to

18 Sarah StreeCostume and Cinema: Dress Codes in Popular Filondon: Wallflower,
2001), pp. 85-101.
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historical accuracy or social verisimilitude, M@is intention
seems to be the creation of a cinematic spectatie.costume
encompasses an attempt to align Zé do Caixado witthiqg
characters from classic horror movies. The stadéztence to such
an iconographical repertoire would cue the audiealoeut the
film's type and place it undoubtedly within the Inolaries of the
horror genre. Tierney suggests that Zé do Caix@wk takes its
inspiration from ‘Universal’s horror cycle (partiawly Dracula,
Tod Browning, 1931) andNosferatu (F.W. Murnau, 1922)*?
These cinematic references and others, such asrtRiean’s
Phantom of the Oper#1925) and James Whalesankenstein
(1931), are acknowledged by the film-maker in martgrviews.
However, his admiration is reserved, more precjsély the
actor’'s performancé. In terms of appearance, Zé do Caixao
resembles more the figure of Mr Hyde, especiallytha 1920s
silent version played by John BarryméteBarrymore’s Hyde is
not exactly a monster or vampire but a human chearaghose
sardonic behaviour is considered strange but aabkptuntil he
attacks a person. In a similar way, Zé appears sscel misfit
who rejects accepted norms of culture and creed.

Further links between Zé do Caixdo and the gotldition can
be seen in the question of progeny and blood-anayotal theme
in numerous gothic narrativésMoreover, through his fascination
with voodoo, mysticism and superstition, the figofezé offers a
provocative critique of Catholic culture. Figurektbe Catholic
imagination, such as the Inquisition, witchcrafte devil, and the
saving power of the cross and holy water are themieely
explored by the gothic repertoire. Donato Totarawdr attention

19 Dolores Tierney. ‘José Mojica Marins and the CualtuPolitics of Marginality in Third
World Film Criticism’, inJournal of Latin American Cultural Studiek3:1 (2004), 63-78,
p. 67.

20 Horacio Higuchj ‘José Mojica Marins: The Madness in his Method Monster!
International 3 (1993), [page refs xxx], p. 6.

21 This source is not acknowledged by Mojica, butilsirities include: the Victorian cape
and top hat; the grotesque hands-like-claws; apdcttaracter’'s sardonic behaviour, for
example.

22 See BottingGothic Punter, ‘Terror’, and Sag&he Gothick Novel
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to Mojica’'s social critique, highlighting ‘Zé's ftaant anti-
Catholicism’, without going into further detad%.However, on
closer inspection, it is not only the Catholic itexh that Zé do
Caixéao attacks. Throughout the film, the charaateo dismisses
Afro-Brazilian religions and spiritual seéances, @i are
represented by a gypsy clairvoyant in the film. Mokall, Zé is
an iconoclast who despises all forms of religiod @nomises of
an after-life, claiming that the continuation dtliies in the blood.
Such a focus on the plurality of religious beliéfslicates the
extent to which Mojica is in touch with Brazil's hiucultural
population composed of different ethnic groups anekeds. He
exposes and dismisses what he sees as the mositiigues side
of Brazilian culture which manifests itself in tfam of religious
beliefs. The twist lies in his ability to expose tlink between the
dogmatic aspects of these beliefs and issues ohisalveness. In
part, Zé do Caixdo can be seen as a rebel whasfagdinst what
he considers widespread ignorance. He combatsindidted
religious restraints which he seems to considerchlpm of the
Brazilian character. He also fights against theallocoronel
(landowner) and the corrupt police. Eric Hobsbawaneined
Brazilian cangaceiros(outlaws) as bringers of freedom against
state power and heroes by public opinion, albeltigaous one$'
Hobsbawn views the tradition of social banditrypastraying not
simple criminals, but champions of social justies, resistance
fighters or avengers. In this sense, Zé could b#ergtood as a
humanist, as he advocates a more anthropocertiticdattowards
life. The problem is that the village inhabitants ot regard Zé
do Caixao as a ‘social rebel’ against the strustuvkich bind the
peasant societies. He is seen as an uncompronfigurg, driven
purely individualistic motives. Although in the fienal dimension
Zé do Caixao is regarded as an evil chracter,esdwmt mean his
actions were considered social crimes by the filewers. On the

23 Donato Totaro, ‘A Meia-Noite Levarei Sua Alma (Midnight I'll Take your Soul,
1963)’, inSouth American Cinema: A Critical Filmography, 191894 ed. by P. Rist and
T. Barnard (Austin TX: University of Texas Pres398), pp. 137-39, at p. 138.

24 Hobsbawn, p. 64.
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contrary, the character’s public success and populauggests
tremendous audience identification.

Paradoxically as it might appear, Zé do Caixdoalaa be read
as the mean face of the Establishment, an agehedtructures of
power. A symbol of this domineering, all-pervasmesence, he
imposes his will on ordinary people. By exposin@&8lian apathy
in the face of injustice and by mocking nationalidie, the
director provokes his audience. When it comes axzian reality,
Zé do Caixao’s style of horror is more disturbingan any
Dracula, Mummy or Frankenstein monster could eve, b
Hollywood creations that, as Vinicius de Moraesngmiout, are
considered somewhat outlandish in Brazil, havittgelconnection
with national reality?® Projecting the horrendous on to the ‘other’,
as a way of displacing national anxieties in time apace, was —
and still is — a cliché in Hollywood cinem&Mojica does not
resort to devices such as ancient curses, or ttceao foreign
threats in order to create horror (unlike, say, ises\Blood Feast
which is about an Egyptian murderer), and it iss tmtimate
reflection of a national reality that makes hisml more
effectively horrifying. Thus, in the case &t Midnight entirely
set within a Brazilian dimension and in its presd¢imie, the
audience can readily link film to context and gasdmprehend its
metaphorical potential. In other words, the hom@sgoetween
the fictional world and ongoing conflicts — and thay the
character subdues and stands in for social groopsa ifast-
changing Brazil — form the basis of an accessiblegarical
dimension in the film.

Zé do Caixao in the Margins of Global Culture

In 1967 Mojica releasedhis Night I'll Possess your Corpsea
follow-up to the first Zé do Caixédo feature. A fakements from
the earlier film are put into play again, namelysZgbsession with

25 V/inicius de Moraes, ‘Sangue de Pantera’ [194310ilCinema de Meus Olhosd. by
C.A. Calil (Sao Paulo: Companhia das Letras, 1991), pp. 242-¢¥6, dt p. 243.

26 Mark JancovichRational Fearspp. 303-04.
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having a son by the ‘superior woman’, the femaleliactually
superior to what Zé regards the mediocrity of thazidian people.
There are, however, significant deviations fromfirs film. This
time round, Zé's performance again resembles thatamw
Expressionist character in a dramatic black-andeavirorld, but
his obsession is now far more exaggerated. Theralsie an
attempt to expand Zé's reach as a horror film mlldn order to
reinforce  horror conventions (and thus to engageremo
emphatically with Hollywood horror cinema), Mojidaings in a
new narrative and cultural apparatus.

This Night explores conventional horror topoi: the mad-
scientist’s laboratory with its operating tablegsthing lights and
hi-tech sounds; the horribly deformed and vicioige-«kick; and
even a torch-wielding village mob which chases ©éGhixao
through the forest and pushes him to death in anpnv@nly for
him to return in the sequel). The presence of saphi, which can
be typically seen in many Universal horror moviesd the
increase in the number of set-pieces are due tlatger budget at
Mojica’s disposal for the making of this film. Arghly, the tour
de force here is a colour interlude in which Zé@mixado has a
nightmare vision midway through the film, in whible is dragged
into a grave by a bizarre creature and ends upeih Hilmed in
bleeding colours, the sequence leaps out vividiynfthe previous
black and white footage. Zé do Caixdo finds himself a
Dantesque Hell where the damned are cursed toitgtéocked
into the walls of icy caverr&.

Despite the introduction of some elements fromsitakorror
films, This Night is not composed entirely of borrowings.
Obviously, from a technical point of view, Mojicawdd never
make Zé do Caixdo comparable to the monsters adfitilgwood
industry. The marks of economic limitations areciised in the
film’s excessively grainy images and occasionakiggasounds,
for example. What makes Zé do Caixao different froine

27 In theDivine Comedythe ninth circle or the centre of Hell is a frodaeke reserved for

those who committed the ultimate sin: treacheryeelell is subdivided in four sectors
reserved for 1) traitors to their kindred 2) trastéo their city, country or political party 3)
traitors to their guests 4) traitors to their loedsl benefactors.
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Hollywood tradition is not only its place at the mgims of the
Hollywood industry, but also the aspects which give character
a local identity and show his dialogue with his Blian audience.
This Nightmakes a parodic use of Hollywood horror, accemgat
and distorting elements of its nature, an off-keproduction
offering both a humorous outlook on the Braziliarahility to
emulate Hollywood glossy films, and a way of cadstag on their
success® Mojica proposes a conceptualised cinema in whieh t
precariousness of production values speaks anabgotipoverty
and the difficulties of making films in BraZ.

Intentionally marginal, Mojica’s methods of film-kiag
involve a more experimental cinematic language tithe
customary modes used by the 1960s Hollywood fildustry. As
a consequence some memorable horror scenes emengehiis
cinema of experimentation. Though the use of t@ng animals is
a well-established horror filtopos Mojica makes unprecedented
use of spiders and snakes indigenous to Braziik&nhe obvious
piece of glass that protected Sean Connery froarantula inDr
No (dir. Terence Youngl1962), in Mojica’s hands, not only
spiders but an overwhelming quantity of other cyeeqawlies are
made to interact with the actors. Thus, while inlfAwood these
animals read as ‘exotic’ (such as the armadillosnsen the
vampire’s Transylvanian castle in BrowningBracula), for a
Brazilian spectatorship the effect is significantlifferent. Such
deadly creatures remind the audience of the tomueehanisms
employed by the dictatorship. They provoke a vegognisable
fear in the native audience and function as elesnartich can
bridge back to the socio-political realm. Their useThis Night

28 1n 1973, while discussing the historical evolutmiBrazilian cinema, film critic Paulo
Emilio Salles Gomes states Brazilian “creative padty for copying”. See: Paulo Emilio
Salles Gomes, ‘Cinema: A Trajectory within Underelepment’, inBrazilian Cinemaed.
by R. Johnson and R. Stam (Columbia: Columbia Unsitye Press, 1995), pp. 244-56,
here at p. 244.

29 Glauber Rocha, regarded as one of the best Braairectors of all time and leader of
the Cinema Novomovement, was a fan of Mojica’'s Zé do Caixdo. Rosaw many
similarities between his ‘aesthetics of hunger’ &mgjica’s films. See: André Barcinski
and Ivan FinottiMaldito, pp. 155-56.
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can be paralleled to the extra-diegetic contex eeference to the
climate of persecution and torture then reigningiazil.

In real life, the dictatorship was banning artigtid journalistic
production. The military motto at the time was ‘Bifalove it or
leave it’. This political repression culminated Drecember 1968,
when the military President Costa e Silva signed #&i-5
(Institutional Act 5) overriding the Congress. Whaippened then
was a toup within the coup which granted additional power to
even more reactionary sectors of the army. Amorgy Alet's
draconian measures was suspension of the righaloéas corpus
for anyone charged with crimes against nationaliisigc Torture
now occurred under presidential decree, carriedogud number
of security agencies such as, DOPS/DEOPS, OBAN thed
notorious DOI-CODI (‘DOI’ is a word-play in Portugae for ‘this
hurts’). The bookTorture in Brazilcollected statements of victims
who had, for example, been placed in a cubicle \dthboa
constrictor to keep company’ (p. 21), and of othetso had a
substance thrown in their faces that they ‘tooké¢osome kind of
acid’ (p. 22)%® It is not fortuitous that the modes of torture Zé
Imposes on his victims are identical to the atresipracticed by
the military police during interrogation. Taken fmorhis Night
the stills reproduced above re-enact such militaryures: girls
prostrate in a gloomy dungeon with a snake impletesour from
Zé (figs 1a-c), and Zé burning the face of a gitthwa chemical
product (figs 2a-c).

Mojica’'s use of creatures and poisons is a referetm
government-sponsored methods of police repressioift p
during the 60s and still routine even in the 80Be Bimilarity
between the violent scenarios goes on. Among dédomiques in
used by the military reported were beating and r@ssaulters
using their bodies or objects to penetrate thami¢ttorture using
insects and animals, strangling, and drowrdinggain, Mojica’s

30 Archdiocese of S&o Paul®orture in Brazil pp. 16-25.

3l Amnesty InternationalTorture in the EightiesMartin Robertson (Bath: Pitman, 1984),
pp. 62—77 and pp. 148-50.
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echo of such torture techniques can be seen istillfeeabove (figs
3a-3f).

Mojica daringly represents torture scenes which tueress
censorship were kept from the public eyes, but Wwimonetheless
inhabited the imagination of most Brazilians. In echo of his
time, Mojica restages the many and varied bes&alknowingly
practiced in the ‘horror houses’ of the militaryvgonment. For
such boldness he had to overcome serious obstaabeder to see
This Night released. His original cut, showing Zé do Caixao
screaming ‘I don’t believe in God’ as he dies, hade changed
into a ‘more positive’ messagéThe film was subjected to cuts in
several scenes although not banned altogether.itBabp film’'s
moralistic finale, the images in shown throughdw harrative are
not less potent because they are explained aw#yea¢nd. The
conciliatory ending cannot erase the impact ofirtieges.

From Sadistic Undertaker to Denizen of Nightmares
and Hallucinations

Ritual of the Sadisté1970) a.k.aAwakening of the Bea$1985)
is perhaps Mojica’'s greatest film in terms of -clotea
development. Due to its anti-religious discourseygetaking
imagery and general debauchergjtual of the Sadistsvas
permanently banned by government censors. To Hystte film
has never had a legitimate theatrical release.ilfited for fifteen
years, it had to be renam@davakening of the Beast order to be
released in video in 1985, not uncoincidently theary the
dictatorship officially ended.

Despite such hindrances, Zé do Caixdo was becoming
increasingly popular and, in 1970, was attractiogecage in a
range of media. This period also marks the begmron the
partnership between Mojica and Rubens Franciscohéttic a
prolific pulp fiction writer and long-lasting colbrator. In this

32 André Barcinski and Ivan Finotfijaldito, pp. 164-70.
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partnership, Lucchetti wrote literary stories andnitechnical
scripts which Mojica interpreted and adapted to sheeen with
very different results. Together they produced retya of material
including films, TV programmes, radio sketches andhic books
in which the character Zé do Caixdo appeared a®sh and
occasional commentator on the action of the stdfieghe
blasphemous Zé had become a multi-media sensatwhia fame
spread across the country, sparking a huge amdwundroversy
among the government, the public and journalists.

In previous films, Zé do Caixado had been portragedan evil
villain but still depicted as human. This time amduhe is
presented as an entity capable of transcending pthesical
dimension and disturbing people’s dreams. Capitgison the
character’s popular success, Mojica here seekdeate Zé's
status as Brazilian bogey-man by making him they \rbject-
matter of people’s fears. The attempt seems to paick off as in
Brazil, even those who have never watched a Zé @gaG film
will have heard something about the character. twist of self-
referentiality, Awakeningalso shows Mojica as a character, the
film-maker briefly brought into a scene to explaimt Zé do
Caixao is merely a character invented by him. Mojiand
Lucchetti make use of self-parody in various scenalso
interpolating the film footage with clippings frordé’'s TV
appearances and showing people reading Zé do Caixauc
books.

Awakening opens with a series of non-linear vignettes that
display sexual perversion and drug use in 1970giBxa society.
The vignettes include a disturbingly long close-afpa needle
entering a vein, a girl who is penetrated to dedth a staff by a
guy dressed as Moses, and an upper-class lady wfoyse
caressing the belly of a pony while watching heughder having
sex with the butler. After the vignettes, a jump-ceveals that
action is happening at a roundtable discussiortherset of a TV
show. The viewers realise that the scenes weralgcexamples

33 76 do Caixdo comics were drawn by illustrator NRasso using an elaborate mixed-
media technique which blended ink drawings and giraiphs.
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taken from a psychiatric thesis about the effectdafigs on
people’s mind. Ultimately, to prove his hypothedis his
colleagues, the doctor explains how he convinced volunteers
to undergo LSD experimentation. His methodology olaed
taking the voluntaries to a variety of evocativerimmnments — a
wild night-club, an avant-garde theatre performarmed a
screening of a Zé do Caixao film. It is agreed fihle made the
most impression on the subjects and then the LS&xtion is
administered. To illustrate the ‘trip’, Mojica agachanges the
film stock from black-and-white to colour. The sabaent
hallucinations are brought to life via psychedelicematography
and cacophonous sound effects. Each subject ispoaied to
their personal nightmare where they either encaowtéeldo Caixao
as a partner in bizarre acts or else become hisnwid@he scenes
are frantic, the editing style disjunctive, and then stocks used
by director of photography Giorgio Attili delibeedy mismatched.
Mojica brings into being horror creatures drawingpo a number
of filmic styles, a variety of music and even pilbatsed texts.
However, at this point, the psychiatrist reveale tt6D was a
placebo. Thus, the drug is presented not as thenetself, but as
a catalyst capable of awakening the dark side énsicery person
(though they did not need #j.

In this respectAwakeningsatirises contemporary theories about
media-effect, in particular the supposed influeatlorror on the
human psyche, while offering Mojica’s critiquestbe country’s
political situation, the state of film-making in &zl and the moral
hypocrisy he saw as prevalent in Brazilian socigdguably, the
pinnacle of this cultural and political appraisa when the
character Mojica says furiously:

Making a film in Brazil is like making a spacestapd sending it to
the Moon. We have no resources to make moviestranéilmmaker
must create a character. He must attack on allaseéie has to buy

34 For further reference about the context of psyehednfluenced productions of the
post-1968 era (many of which have allegorical amal@gical import at this turning point
for modernity) see, for example: James PeterBeaams of Chaos, Visions of Order:
Understanding the American Avant-garde CingiDatroit: Wayne State University Press,
1994) or the mini-documentaBsychedelic Film Effect003) dir. Allen Daviau.
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imported film stock, film stock! To recreate whatdready been
created! And show the audiences what they wane& ©therwise,
it's hopeless: the theatres will close! Revieweit sell bananas and

filmmakers will eat the peef&!

This monologue is illustrative of the complexity tifese low-

budget films. However, wherever the focus of analys placed

(intra- or extra-textually) these films speak franspace of socio-
political resistance, something clearly felt by tbensors who
refused to allow the film to be releasedlwakeningis hard to

categorise: it does not have the usual supernahgabr and,

although Zé do Caixdo symbolises evil in the fiitnis rather a

film with Zé do Caixao in it, as opposed to a ZeCGhixao film in

the strict sense. The second tilevakening of the Beaseems

more appropriate thaRitual of the Sadistgiven that the people
who supposedly took the drug awakened their beiisinw

Conclusion

This article has discussed the films of José Mdjieaiins drawing
attention to how the escalating representatiomsteen violence
in the films parallels an intensification of sociapression in real
life. Drawing on Xavier’s definition of allegory, duggested that
issues which could not be openly addressed atirtte (such as
torture and violence) were transported to thediw dimension
of the horror film, where they could be justifiesl merely generic
convention, an argument that was not always sefiicio prevent
the censoring of Mojica’s films. The blatant imag#sviolence
and torture restaged in his films speak for then-thaker’'s
opposition to the military rule. At the same tirde, do Caixao can
be located in the broad realm of the internatidwator film, as an
example of a Brazilian gothic villain. In that senZé represents a
‘mangled’ antagonist who exists between classidigovillains
and modern serial killers. This mangling can alsaibderstood in

35 Awakening of the Beastlir. José Mojica Marins, iColecdo Zé do Caixgovol. 5
(Cinemagia, 2001) [On DVD].
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terms of Mojica’s reflections on the difficultie$ making films in
Brazil, forcing directors such as Mojica into micolage that
encompasses various aspects, from the creativefuseps and
material to the re-signification of horror film top When his art
thinks global, it is always with a view to actingchl. Thus, in
spite of Mojica’s appropriation of the language aondventions of
Hollywood, his films show an approach to horror géhhighlights
aspects of Brazilian culture. His critique of Bian cultural
values focuses in particular on what a submisss®rstemming
from national religious beliefs.

Although Mojica’s films are multi-faceted culturégems and
can be read on different levels, in essence, weisf ‘power’ is a
constant presence, part of a concern with forces threaten
individuals, groups and social life in general. His do Caixao is
both rebel and torturer, exposing the workings ofver and
repression and developing in response to socialggw Though
technically modest, Mojica’s films are strangelytrancing. They
are full of images involving scenes of sadism, gatelity and but
in a surrealism going far beyond expected horrachék. The
contrast between rudimentary sets and props antidlimess of
some shots argues for an effective low-budget picked with
memorable displays of originality, ability behinldetcamera and
bravura in performance. All in all, Mojica’s filmepitomise works
of horror which linger in the viewers’ mind, forgranyone who
watches them to re-evaluate what should be coresideutting-
edge in 60s and 70s horror films.
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Arthur’'s (Scots) Scardihe Last Legion

JAMES R. SIMPSON

‘Constantyn, my cosyn, he sall the corown bere,
Alls becomys hym of kyndsife Criste will hym thole; [...]
And sythen merke manly to Mordrede children,
That they bee sleyghely slayne and slongen in watyr
Latt no wykkyde wede waxe, no wrythe one this erthe
| warne fore thy wirchipe, wirke alls | bydde.’

(The Alliterative Morte Arthurdl. 4316-23)

‘My kinsman, Constantine, shall wear the crown,
In keeping with his kinship, if Christ will allowt.i [...]
And then sternly mark that Mordred’s children

Be secretly slain and slung into the seas:

Let no wicked weed in this world take root andwéri
| warn you, by your worth, work as | bid.’

At the end of théAlliterative Morte Arthurethe dying king calls
for the murder of Mordred’s offspring, a final patchal
punishment to draw the curtain on the Old Age #mats with him.
Thus, in a motif that first appears in Malory — ané reputational
parallel to the seemingly mortal wound he bearsyafs@am the
shores of this world — the once and future kingsfies his career
problematically, if explicably, assimilated to thant-murderer
Herod, kinsman of other unhallowed mythical figuresch as
Saturn or Medea. The poem thereby seeks to clesasitory with
the most sombre chord that might be teased out fthen
interweaving and often conflicting heteroglossiasolurces that
gives us ‘the most contested of all BritoAgAt least potentially

1 Valerie Krishna (trans.), imMhe Romance of Arthur: An Anthology of MedievaltS @x
Translation ed. by James J. Wilhelm (New York: Garland, 1994)

2 Michelle R. WarrenHistory on the Edge: Excalibur and the Borders atdn, 1100—
130Q Medieval Cultures, 22 (Minneapolis and London:ivgnsity of Minnesota Press,
2000), p.xi. On history and necessity in mediedathurian literary traditions, see
especially M. Victoria GuerinThe Fall of Kings and Princes: Structure and Destion
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‘beyond the pale’ — an expression originally deaigrg that other
Hadrian’s Wall, the picket barrier separating Esiglicolonial
territory in Ireland from a hostile ‘barbarian’ beyd — Arthur’s
monstrous necessity leaves the king revealed ablingly akin to
the figures he has devoted his reign to destrogmd) excluding.
Leaving the reader with a version of Trollope’sricgou forgive
him?’, the moment seems designed to put a defeniéind to any
innocence of Arthurian legend and to underscore ‘stegte of
exception’ fundamental to kingship.In this respect, the
alliterative text’s conclusion offers a neatly suative instance of
the ‘boundary pressures’ Michelle Warren sees ekéetp in
medieval accounts of a king whose sword, Excalibigr,
emblematically central to the often murderous wofkdivision
and definition elaborated in medieval accountsasfyeBritain? In
this, accounts of the end of Arthur's reign takesithplace
alongside other traditions that look towards the @r beginning)
of the nation, Arthurian polity and its legaciespapring as a
vision of a ‘coming community’ whose glory extenoksyond the
annihilation of mere mortal bodies. Here the conspéory
structure of the messianic logic evident in Artlsupromised
future return appears in striking clarity: the darkhe end, the
more glorious the resurrection. This view extendsmf the
physical to the moral dimension: Arthur here offéhe spectacle
of an ‘ethical suicide’, taking on himself respdmbiy for the
apparently unthinkable deed that would otherwise the

in Arthurian Tragedy Figurae: Reading Medieval Culture (Stanford: &teth University
Press, 1995).

3 0On the ambiguous character of the giant-killinggkin medieval literature and thought,
see notably Jeffrey Jerome Cohédfi Giants: Sex, Monsters and the Middle Ages
Medieval Cultures, 17 (Minneapolis and London: UWmsity of Minnesota Press, 1999).
The long-standing tradition of the king's ‘exceptidrom the symbolic order is articulated
in political tracts such as John of Salisburkalicraticus (on which, see Ernst Hartwig
Kantorowicz,The King’'s Two Bodies: A Study in Medieval Politi€aeology(Princeton:
Princeton University Press, 1957)) has had considerafterlife in anthropology and
cultural theory, from René Girard/iplence and the Sacredrans. by Patrick Gregory
(Baltimore and London: Johns Hopkins, 1979)) tceKi% treatments.

4 Warren, pp. Xi—Xii.
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unfinished business hanging over future generabidrs mangle
the old phrase, ‘The king is [un]dead. Long live #ing.®

Where this tale ends reflects back to where otheatments,
whether purportedly ‘authentic’ or revisionist, ke¢e begin. Doug
Lefler's film The Last Legion(2007), based on the novel by
Valerio Massimo Manfredi, offers a dramatic visioh the last
days of the Roman EmpifeOn the eve of his coronation,
Romulus Augustus (Thomas Sangster), last descermmdahilius
Caesar, sees his parents murdered by the savade vaoiord
Waulfila (Kevin McKidd), vassal of the usurping Odma (Peter
Mullan). Spared only to be exiled on Capri, Romutusescued by
a crack team of legionaries, led by the virtuousegal Aurelius
(Colin Firth) and a mysterious ‘agent’ of the By#aa court
(Aishwarya Rai). During the rescue, the boy’s tu#mbrosinus
(Ben Kingsley), none other than Merlin in disguidggects him to
the secret location of a sword forged in Britaimidg the time of
Caesar for the hand of ‘he who is destined to yule weapon
then brought to Rome and hidden. Eventually thedioperor and
his friends make their way to Britain where, atiezlimactic battle
at one of the forts of Hadrian’s Wall in which Witdfis finally
killed by Romulus, they settle in the land, Caesddst scion
going on to beget Uther Pendragon, whom we sebdrclosing
scene conversing in the ruined ring of the fortalsywith Merlin
about the subsequent deeds of Romulus and Auréingdicitly,
we know how the circle will be made complete, ttveatened boy
begetting the child-murdering man.

My particular focus here is how the film’s pairim§ weapon
and potential victim sheds a distinctively Arthuriight on the
cultural logics underpinning varieties of violen@nd their

> Thus Arthur's act appears as the (apparently Imgndpuble of moments such as
Heinrich Himmler's 1943 justification of the murdef Jewish women and children, on
which see ZizekWelcome to the Desert of the Real: Five EssaysloSeptember and
Related Dateg¢London and New York: Verso, 2002), pp. 30-32.

6 On the ‘undead’ dimension of the father and thrgksee notably Zizek,ooking Awry:
An Introduction to Jacques Lacan through Populait@ne, October (Cambridge, MA and
London: MIT Press, 1992), pp. 20-34.

” The Last Legion: A Noveltrans. by Christine Feddersen-Manfredi (Londoan P
Macmillan, 2003).
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possible textual or visual translations and remdgyi Not least
among these is that of how the act of putting iemd€ to the
sword — whether as crime or apparent historicaéssity — marks
the edges of cultures and histories. In this desli— distinctively,
if troublingly — through a Gordian knot of questsoof masculinity
and agency, of located subaltern grapplings with [dgacy of
Rome’s cult ofvirtus and its oppositional relations to contraries
either wild or feminised, from northern barbaridansthe will of
Juno® Moreover, in formal parallel to the threats of lelce
against the innocence of children and communitieg pervade
both versions, the film likewise hacks energeticall the body of
Manfredi’'s novel. Even as Wulfila lays waste toioas, Lefler
shortens Romulus’s imprisonment on Capri and escesdirely
the novel's account of the group’s crossing of pero for
example. However, Lefler's adaptation here appeara mix of
cut-and-paste butchery and a more carefully tadgetergery
involving more complex and thoughtful re-organisat and
resturings. In the midst of this, Lefler's Excaltbappears as a
brilliantly polished, multifaceted object standingt as against its
narrative backdrop, focalising and reflecting themeinning
through the director's visual translation of Mamfirs novel.
Through this plays various roles, not least that & neat gesture
beyond the film’'s certificate rating — the swordiarrative
association with the threat to the young Romulustgoto the
child-murder that is the film’s unthinkable fantasyderpinning.

In that regard, we find ourselves faced with a amdntal
guestion. From the early days of Christianity te inglo-Norman
Voyage of St Brendato Kazantzakis’sThe Last Temptation of
Christ, there have been innumerable engagements with the
guestion of whether Judas remains forever beyondptie, but
what about Herod?n The Children of Men directed by Alfonso

8 on which, see in particular Sarah SpenRbgetorics of Reason and Desire: Virgil,
Augustine, and the Troubadouytthaca and London: Cornell University Press, 1988

9 As Zizek comments on the film version of Kazantgsknovel, ‘the final rehabilitation
of Judas as the real tragic hero of this storywhe the one whose love for Christ was the
greatest, and it was for this reason that Chrissictered him strong enough to fulfil the
horrible mission of betraying him, thus assuring #ticcomplishment of Christ’s destiny
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Cuardn (2007), the British government’s rage totkié last child
born in the barren land marks the symbolic endhaf nation,
implicitly evoking a typological pairing of Herodnd Arthur®
Likewise, in the magical Britain dfiarry Potter many things can
be changed and counterbalanced — even Severus 'Snape
apparently treacherous killing of Albus Dumbledbrethe worst
of the ‘unforgiveable’ cursesAveda Kedavra— but not
Voldemort’s project of child-murder. Here, as madear in
Harry’s naming of his sons after his two teachdesus and Judas
are ultimately brothers. More thorny would be anggestion of a
parallel between Jesus and Herod, though some @ttensquare
the circle. InStar Wars Ill: The Revenge of the Sithr. Lucas
(2005), the traumatic destruction of the Jedi sed®
transformation of Anakin Skywalker into Darth Vademn act
culminating in his (off-stage) massacre of the mfarainees,
known as ‘younglings’, the echo of the carol ‘LykalLullay’
underscoring the typological connection. Of coutlseZelig-style
insertion of the young Anakin-Vader (Hayden Chmnsin) in
place of his older self (played by Sebastian Shate)the spectral
Jedi pantheon at the end of the 2004 re-releadaucds’s Star
Wars VI. Return of the Jedierves as a sign not merely of his
redemption but indeed the fulfilment of a messiamission to
‘bring balance to the Force’. This ‘happy endingrallels the
1997 insertion of joyful citizens toppling statueSthe defeated
evil emperor, a triumph of liberal galactic demagraechoing

(the Crucifixion). The tragedy of Judas was thatthe name of his dedication to the
Cause, he was prepared to risk not only his lifeelven his “second life”, his posthumous
good name: he knows very well that he will entestdry as the one who betrayed our
Saviour, and he is prepared to endure even thahéofulfilment of God’s mission. Jesus
used Judas as a means to attain his goal, knovweirnygwell that his own suffering would
be transformed into a model imitated by milliomsifatio Christj), while Judas’ sacrifice
is a pure loss without any narcissistic benefithBps he is a little like the faithful victims
of the Stalinist monster trials who confessed tigeilt, proclaimed themselves miserable
scum, knowing that by so doing they were accompigshhe last and highest service to
the Cause of the Revolution.Tlfe Sublime Object of Ideolaghronesis (London and
New York: Verso, 1989), p. 128, note 1).

10 on Cuaron, see notably Slavoj Zizakiplence: Six Sideways ReflectipiBig Ideas
(London: Profile, 2008), pp. 20-30.
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then-contemporary proclamations of the ‘End of étigt!! In our
geopolitically cynical times, is a director famoushmbasted by
his own actors for his inability to write screeraldgue someone
audiences trust to point to the audacity of hopehea brutal
workings of providencé? In any event, if the question goes
begging here, it seems such interrogations of fthatsl of
reconciliation with regard to past ‘duty’ have dbabed more
thoughtful directors: similarly ambiguous in thisgard isGran
Torino (2008), Clint Eastwood’s elegiac reflection on timpasses
facing contemporary white American masculinity. &l&astwood
touches briefly but uncomfortably on the origin lok central
character’s alienation in the fact that he may haeé merely
obeyed questionable orders during the Korean Wiair,irdeed
committed unthinkable atrocitiegoluntarily. Yet, much to the
astonishment and perplexity of the priest hearing final
confession — who, by this stage, is fully awareéhid dimension —
the old man makes no mention of any such acts|eacs that
stands in exact parallel to Arthur’s ordér.

As the contemporary fascination with war memorabilnot
least that associated with Nazi Germany, makesr,clagects
associated with atrocity resonate with a singulad #&roubling
aura. In recent film, visions of traumatically cehtobjects are not
merely key to narrative themes, but also to theiematic art, the
outline of the weapon intruding into fantasy spath a singular

11 A debate principally centered, of course, aroumdn€is Fukuyama'stThe End of
History and the Last MarfLondon: Penguin, 1992) and Jacques Derrjagctres de
Marx: I'état de la dette, le travail du deuil et louvelle InternationaléParis: Galilée,
1993).

12 As Harrison Ford allegedly commented to Lucas,0@e, you can type this shit, but
you can't speak it.’

13 This reflection on what men can and will say, ba tultural trouble associated with
‘colourful vernacular’ is part of a wider explorati of ambivalence in Eastwood’s
account. Thus the imprint of training, history amde produce the body of the old man as
object of pity, uncertainty and derision. Yet, be tsame time, his language offers an
archaeology of former conflicts. Accordingly, thiefs narrative explores the problematic
domestication of inter-communal tensions and affest with his young Hmong
neighbour, Thao, initiated into the baffling ritagpermissions and protocols of a receding
world of a masculine sociability characterized apgarently joking) racial slurs, a
profane verbal ‘work of giants’ whose puzzling raiie about him.
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acuity quite different from the inchoate forms afck classic
instances of punitive superego irruption as thac&tof the birds
in Hitchcock’s adaptation of the Daphne du Mausesry* In
that respect, the sword carries with it an obscané ancient
precision apparent in Joss Whedo8&renity(2005), the neutral,
‘true believer’ cruelty of whose nemesis figure afpd by
Chitwell Eijofor), a mixture of special agent an@vgrnment
illuminatus cites either Roman concepts of ‘honour’ as his
paralysed victims fall (in)voluntarily onto the bR he
thoughtfully provides orThe Art of Waras he massacres
children?® Thus, if Hitchcock’s birds bear testimony to aiaisof
superego manifesting in the frenzy of maternal stweus rage,
the operative’s weapon stands for the cold precisibidea and
conviction.

But of course, sharply delineated as swords and é¢aged kin
might be, they also create irregularity and comfnsnot only in
the ragged writing of the wounds and scars thdictnbut also by
the contrastive cut they form in the visual field&at surround
them, by their fascinating and troubling concemratof the
aesthetics of line and faceted surface. In thaandegone might
also compare Lefler's production with Peter JacksoR009
adaptation of Alice Sebold’s novélhe Lovely Boned hrough its
complex and disturbing intertextual dialogue withlfréd
Hitchcock’s Psycho (1960), Jackson’s film reads in part as an
allusive and disturbing history of cinema’s chagtof the limits of
representation, locating an end of cultural and roamal
innocence in a radiantly colour-saturated 197@entral here to
Jackson’s portrait — as revealed in the victimiseotvorld vision

14 On The Birdsin this regard, see notably Zizek’'s comment3 e Pervert's Guide to
Cinemadir. Sophie Fiennes (2006).

1511 that respect, Whedon’s film appears as an mestaof the perverse afterlife of
Stoicism. As | have argued elsewherBroubling Arthurian Histories pp. 365-73),
perceptions of the reperformance of ‘Roman’ valass misreading can be seen in
theological critiqgues such as those articulatedbgustine inCity of Godand underlying
medieval romance.

16 The parallel is made all the more explicit by thievious differences between this
fantasy space, clearly modeled on the motel bathriooHitchcock’s film and the décor of
the murderer’s actual bathroom, which we see shaftér.
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of the aftermath of her rape and murder — is thetrepuntal
association of two pieces of evidence: the cutahrazor and the
gore and mud on the floor of the Kkiller's bathrooiere,
following on from Francis Ford Coppola’s vision tfe toilet
vomiting blood in The Conversation(1974), Jackson’s film
positions itself as a colour outdoing of Hitchcackrimal murder
scenée’’ The cold precision marked in the fateful razorstmnely
reflective handle and blade both contrasts andsse@ated with
the Jackson Pollock spoor of gore, mud and excrethanis the
other obscene trace of the crime’s libidinal undermgl®
However, as important a precursor as the blackvamte Psycho
clearly is to cinematic treatments of trauma, Il silggest that, in
the case offhe Last Legion’sise of such objects, we might also

17 Perhaps the key reference here is Hitchcock’s ewatation of the absolute limits of
(un)imaginable depravity and evil, in his appeaesincthe trailer for the film: ‘Oh, they've
cleaned it up. You should have seen it... So muclodblddorrible!’. Of course, the
dialogue Jackson thereby establishes with Alfrettidiock’s Psychoalso positions his
film in relation to other interlocutors such as s Ford Coppola’§he Conversation
(1974). For Zizek's exploration of the relationgvaeen Coppola and Hitchcock here see
The Pervert’'s Guide to Cinem&lowever, another point of reference here coultl be
Gus van Sant’s 1998 shot-for-shot colour remakditthcock’s original, critically derided
as ‘redundant’ but which attests to a fascinatidth Wwringing Hitchcock’s visual language
to the colour screen.

18 Unlike Sebold’s novel The Lovely BonegLondon: Picador, 2002)), in which the
murder implement is a bread-knife, Jackson postitiie razor both in the the victim’'s
visions of the aftermath of the crime and as a Mé@iGwbject in the ‘real-world’ strand.
Thus, Jackson’s imagining of Suzie Salmon’s otheldvaision of her murderer washing
himself after the crime effects a range of neaftshand transpositions, not least the
inversion whereby it is the victim who surprises Hiller, a reversal pointing to the story’s
long game of Philomena-style revenge. Jackson'seafied bathroom is covered in a
mire of mud, blood and possibly other effluvia. Kkan thereby constructs a nightmarish
scene of excremental obscenity that encodes Sebeldication of the killer's sadistic
violation and polluting destruction of his victiri:felt like a sea in which he stood and
pissed and shat’ (p. 10). Indeed, the razor becamenimal metonymic cipher for the
welter of blood. Its reflective metal handle andda standing out from the filth, the razor
is central to an engagement that travels to thendaies of the representable and
conceivable. The positioning of the implement iotérwith close-ups of the languid
gestures of the murderer as he washes himselfeirbdth forces viewers — both internal
and external — into an uncomfortable insight irite tetails of the murder. Through this,
Jackson hints that, instead of the iconic gestéifdasman Bates's frenzied stabbing, the
climax of this unthinkable scene — which it implibe perpetrator continues to savour in
fantasy — was that the victim’s throat was cut igesture whose apparent neatness and
understatement is precisely counterpointed by ¥pdosion of mire and gore that is both
evidence and a translation of the murderer’s aadistic fantasy.
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look to Hitchcock’s slightly earlier colour mastexpe, Vertigo
(1958) for another parable of how violence shapessubjective
field. Here, the mirror facets and cracks of themdas scene of
Scotty spying on Madeleine-Judy in the florist'soghoffer
another perspective on Excalibur's role in Leflergsual
rendering of the scarred and mackled face of Ardmuhnistory.

If this introduction seems somewhat pell-mell ins it
accumulation of references, | would, however, lecad source of
licence not some act of curricular barbarism sughné&roducing
modern cinema into medieval literature courses ratiter French
Arthurian tradition. In the most bizarre of histai and cultural
cut-and-pastes, the thirteenth-century prose romathe Roman
de Perceforestturns history back-to-front and inside-out: the
assassination of Julius Caesar is instigated by Qoeen of
Scotland, the knives used to kill the emperor fdrgeom the
Roman spear that killed her sBrSurely, in circumstances where
the romance afterlife ofirtus reads viral rather than virile, no act
of creative (or critical) barbarism should be dein€ry havoc and
let the games begin.

A Brief History of Romance Scars

‘Romance’ as the genre is referred to grows of that work of
rendering a cultural shift from Rome and the Madgeean to the
North, a shift paralleled by one from Latin intaethernacula#®
The strains and conflicts that are narrated, tbeital physical
mangling encoded in linguistic and generic forms. Robert
Wace’'sRoman de Bryttranslated and adapted from Geoffrey, the
ebb and flow of history has a dramatic effect oa plopulations,

911 this connection, see especially Sylvia Huot, ItGwal Conflict as Anamorphosis:
Conceptual Spaces and Visual Fields inRioenan de PerceforésRomance Studie22:3
(2004), 185-95.

20 On which see notably Suzanne Conklin Akbari, ‘Fr@ue East to True North:
Orientalism and Orientation’, iilthe Postcolonial Middle Agegd. by Cohen, The New
Middle Ages (Basingstoke and New York: Palgrave M#élan, 2000), pp. 19-34.
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such as the Trojans find in the ruined and desedtiegdom of
Leogice:

Home ne feme n'i troverent;

Tut unt trove le pais guast

Ke n’i aveit ki gaainast.

Utlage I'orent tut guasté,

Chacied la gent, I'aveir porté.

Tute esteit la terre guastine. [...]

Guaste unt trové une cité

E un temple d’antiquité. (Il. 622—-34)

They didn’t find man or woman there, they found tieole country
laid waste because there was no one to gain frorRiiates had
completely wasted it, chased away the people,ezhwif the goods.
The land was completely wasted. [...] they found sted city and a
temple of antiquity!

As Warren comments, ‘with four different forms gbiast this
landscape bears the marks of conquest as a’sdat, at the same
time, theBrut emphasises the ambiguities of this procgasiner
in Wace’s text signifies ambiguously both ‘to corquand ‘to
cultivate’. The ‘wounds’ resulting from conflictver land are still
distinct from the depredations of mere pirate$6Zb), obscene
doppelgangers of the noble, ethical conqueror. Abogly,
through conquest — as a historically mandatedg@hbje’ violence
— the land is made fertile and inhabitable. Thaitieat there is
some overarching if obscure sense to the progmessidistory,
some concern with legitimate custodianship, is whedcues
Wace’s narrative from futile, brutal tragedy if nfsom ethical
ambiguity.

Yet in the tradition associated with Geoffrey, tledation to
forces on the other side of the wall seems condigt®ne of
ambivalence. Tales of Arthur and his deeds, aseleffohen has
shown, present the race of giants as a primary dimamt of
atavistically barbaric forces, creatures repeategiynished,

21 For edition and translation, sééace’s ‘Roman de Brut’: A History of the Britishe§T
and Translation)ed. and trans. by Judith Weiss, Exeter MedieeadtS and Studies, rev.
edn (Exeter: University of Exeter 2002).

22\Narren, p. 144.
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rejected and occluded in castratory acts of deaiait, reflecting
an ongoing work of energies acting on the flesh fahdic of the
human life-world?® Like the land, British history is also marked
by potentially disfiguring presences: for Warrenad#’s history is
a warts-and-all account which ‘justifies force artttonicles the
laudable achievement of territorial expansion’ nsiegly happy to
praise the problematic trait afngin a tricksy craftiness that
borders on treachery in some presentattbiifie historical stakes
here are not inconsiderable: the quality is of seuassociated
elsewhere with Ulyssean Greeks rather than therabl® Trojans
whose lineal or spiritual ‘descendants’ are themators in the
narrative otranslatio imperii®

In terms of the narrative of political legitimacy kingdoms
following after Rome, the evocation of earlier wdsmlays a key
role. Thus, the assassination of Julius Caesanidesnatic of the
fate of Rome itself, part of a long-standing debab®ut how
reason and passions shaped or marred imperial desagd
destiny. A crucial distinction is whether Caesaségn to exhibit
control of himself in his final moment&.Thus Suetonius has

23 see reference above.
24 Warren, pp. 146-47.

25 First articulated at the court of Charlemagne givétn dynamic afterlife in twelfth-
century adaptations and continuations of Virgisneid the notions ofranslatio imperii
and translatio studii— the transfers of power and intellectual presfigen the ancient
Mediterranean to a Northern European ‘modernitgbastitute one of the most influential
medieval visions of historical and cultural change.

26 On which, see G. W. F. Hegélectures on th&hilosophy of World Historytrans. by
H. B. Nisbet, Cambridge Studies in the History afteory of Politics (Cambridge:
Cambridge University Press, 1975), particularlg®.(on Caesar). An interesting account
of the place of Hegel's arguments in nineteenthtagnhistoriography and medieval
studies can be found in Perry AndersBassages from Antiquity to Feudalisrev. edn
(London: Verso, 1997). See also especially PetéllHahe Subject of Violence: the Song
of Roland and the Birth of the Stg®loomington: Indiana University Press, 1993). tbe
cunning of reason, see especially G. H. R. Parkin8éegel, Marx and the Cunning of
Reason’ Philosophy 64 (1989), 287—302. Needless to say, Slavoj Zigakns frequently
to Hegel's concept, most notably for my purpose® eFor They Know Not What They
Do: Enjoyment as a Political FactpRadical Thinkers, 36, rev. edn (New York and
London: Verso, 2008), especially pp. 69—71 andlp@—71, although see also the reading
elaborated imhe Puppet and the Dwarf: The Perverse Core ofGilanity, Short Circuits
(Cambridge MA and London: MIT, 2003), pp. 13-30.0king later still, Zizek devotes
interesting comment in this regard to Bertolt Bitectplay, The Affairs of Mr Julius
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Caesar adjusting his clothing so as to fall moreod=usly, while
in Plutarch he lies ‘twitching from multiple wouridseduced to a
bloody, mindless lump seemingly driven by a lifergi&ing
beyond the death of reason. These Vvignettes enespsu
diametrically opposed lessons on Caesar’s lifevaitidthe debate
about his reputation and motivation continuing tlgio the Middle
Ages?’” As Geoffrey has it, the demand sent to Arthur bg t
‘procurator of the Republic’, Lucius Hiberius, aih the name of
the Senate for the renewal of tribute to Rome, actme
inaugurated by Caesar himsé#lf.Interestingly the Legate’s
justification of his authority hybridises Repubiicand Imperial
rhetorics, a Frankenstein political logic that sksaof specious
opportunism. Arthur’s response disputes the legitiynof such
claims: ‘Nothing that is acquired by force and eiote can ever be
held legally by anyone? Conveniently, although Arthur's
assertion appears questionable in light of his ogaord, he still
appears as less of a monster than Rome.

In this context, questions of language and tralosiare central
to ideas about historical change and identity, witrbarian
inflections marking the mangling of and debts tetgaultures. The
wider context is how those scars act as the tokéesgagements
with and fantasy investments in forces ‘from thkeotside of the
wall and how that opposition is mobilised in tre&ints of
historical agency. However, those scars also obtftids side of
the wall’, that is to say in civilised milieux sues the court, the
very place that seems to exclude the sort of physied rhetorical

Caesar(seeFor They Know Not What They Dop. 102-03), with Caesar cast, seemingly
barbarously reduced to a creature of Brecht's tjraagaged in stock-market speculation
and agitating theumpenproletariat

27 0n the problem of universality in Hegel in thigjaed, see Zizekror They Know Not
What They Dppp. 32-34.

28 Eor translation seBhe History of the Kings of Britaitrans. by Lewis Thorpe (London:
Penguin, 1966), here at pp. 230-31. For edition Hiséoria Regum Britannie: Bern,
Burgerbibliothek, Ms. 568d. by Neil Wright, The Historia Regum BritaniwieGeoffrey
of Monmouth, 1 (Woodbridge: Brewer, 1985).

29 History of the Kings of Britainp. 232.
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mangling deplored in Quintilian’s comparison of #&awed
prologue to a scarred fage.

Interestingly, such antigue images take on a hergd
significance in the literary traditions, a key vags here being the
first surviving Arthurian romance, Chrétien de Tesis Erec et
Enide generally dated to the 1170’s and which | hawsewssed
extensively elsewheré. Affecting a suavity and integrity of
conception lacking in those disfigured versions keav by the
lowly jongleursderided in the poem’s prologue (ll. 20—-2Eyec
also foregrounds the edgy manglings of classicdl@st-classical
sources, Latin and vernacular. Yet, though it openth a
celebration of the wealth and aura of Arthurianrcdide, of the
charismatic power of the fair face it presentshe aristocratic
world, Chrétien’s tale cuts swiftly to a scene ofitilation and
humiliation:

Erec boute le nain ensus.

Li nains fu fel, nuns nou fu plus
De la corgiee grant colee

Li a parmi le col donee.

Le col et la face a vergie

Erec dou coup de la corgie

De chief en chief perent les roies
Que li ont fait les corroies.

Il sot bien que dou nain ferir

Ne poroit il mie joir,

30 “There is no place in speech where confusion ofmory or loss of fluency is more
shaming: a faulty prooemium is like a badly scarfigzk, and it is a bad pilot indeed who
runs his ship aground while leaving harbour.” (Qiliem, Institutio Oratoria book 4,
chapter 1, 61). For edition and translation seen@iain, The Orator’'s Educationed. and
trans. by Donald A. Russell, 5 vols, Loeb Classldbtary, 124-27 and 494 (Cambridge
MA and London: Heinemann, 2001).

31 For edition, see Jean-Marie Fritz (ed. and tra@hjétien de TroyesErec et Enide’:
édition critique d'aprés le manuscrit B. N. fr. 831 ettres Gothiques (Paris: Livre de
Poche, 1992) reprinted i@hrétien de Troyes: Romanisa Pochotheque (Paris: Livre de
Poche, 1994). Translations are after William W. I&itand Carleton W. Carroll (trans.),
Chrétien de TroyesArthurian Romanceg¢London: Penguin, 1991). | would particularly
like to thank Caroline McAvoy and Gary McCaw forethrendering of Il. 217-30. My
arguments here draw on — but hopefully amplify peass of my recent studyroubling
Arthurian Histories: Court Culture, Performance ar@tandal in Chrétien de Troyes's
‘Erec et Enide; Medieval and Early Modern French Studies, 5 (BPeter Lang, 2007).
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Car le chevalier vit armeé

Mout felon et demesuré

Et crient qu’assez tost I'ocirroit

Se devant li son nain feroitExec et Enidell. 217-30)

‘Erec gave the dwarf a shove. The dwarf was asasvdould be. With
the whip he struck Erec a great blow on the neo¢’B face and neck
were striped by the blow; the welts raised by ttnansis of the whip
appeared from one end to the other. Erec knewnfell that he could
not have the satisfaction of striking the dwarfr foe saw the
armoured knight was ruthless and arrogant, andelaeed that he
would very quickly kill him if he struck the dwamh his presence.’
(trans. by Carroll)

Here, embarrassingly, only some 200 lines after stemge
entrance, the central feature of the beauty fockihie is so much
praised initially is ruined. Erec laments his mdrreeauty, a
prominent feature of Chrétien’s initial descriptiohhim (Il. 81—
104) and embodiment of the seeming distinctionisfdarly years
at court. As Erec himself comments, the dwarf'aclttleaves his
face ruined, left ‘in pieces’ (‘Tot m’'a le videpeci§ I. 236) —
much as in the same way that Arthur's body is tshattered in
the later prose texta Mort le roi Artu

‘Of all the circle you can see you have been thatrpowerful king
there ever was. But such is earthly pride that m® is seated so high
that he can avoid having to fall from power in therld.” Then she
took him and pushed him to the ground so roughdy &ing Arthur
felt that he had broken all his bones in the fatl dad lost the use of

his body and limb&?

Yet, once inflicted, Erec’s injury and any resuitirscars are
curiously effaced, never to be explicitty mentionadain. The
mixture of registers so constitutive of romancéhsn written into
his face, seemingly as an originary point of viehiah is both the
model for future manglings and the point of viewrfr which they
observed. Like Arthur's destroyed body in the dreasion, the
mangling of his face looks at the world from ouéshdstory.

321 a Mort le roi Arty trans. by Cable § 176.
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A kindred mangling characterises the Anglo-ltal@meduction
The Last Legionwhich reads both as a product of opportunistic
demographic tailoring and, at the same time, pertsgnething
more, a question about the warp and weft, the odt @aste of
national histories. What Lefler's film demonstratés that
Arthurian romance’s constellations of form and traureimprint
themselves in later chapters of the tradition, di@mng and
rewriting old conflicts in new tongues and guisesiten
positioning nations as internally divided betwed&toman’ and
‘barbarian’ re-performance. In this regard, thessilaised cast of
vernacular romance reflections on the traumaticceiisy of
historical process appears highlighted in the seglyigratuitous
excess of the barbarian atrocities in Manfredi’'svalo Their
obscene ‘ultra-violence’ seems designed to regetfadt the Goths
are no mere domesticated or castrated puppets wimse crime
otherwise is to speak ‘rough, guttural LafihKey here is the sack
of Orestes’ residence:

Even the musicians who had been delighting the tguegh their
melodies were dead now and lay with their eyes wogen still
holding their instruments. The women had been rapeéatedly as
their fathers and husbands were forced to lookbefiore their own
throats were slit like lambs at the slaughtér.

The musical instruments and the dead musicianshar&ey here,
aftermath and afterimage echoing in the most gootey
orchestrated counterpoint of calculated cruelty abestial
obscenity. This scene not merely writes its sanitio bodies, but
even overwrites in gratuitously repeated actionsthie logically
redundant but symbolically eloquent torment of okkrs about to
die. In Manfredi’s tale, barbarian cruelty runs dvih borrowed
Roman finery, mocking Rome’s attempt to harness and
domesticate such forces. However, such violence &#bpears as
an allegory of history itself, of the obscene giication inherent
in any evocation of necessity in the idea that somecent — even

33 Manfredi, p. 6.
34 Hegel, p. 17.
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a child — befae the malkyto use a Scots expression possibly
derived from the rhyming substitution razor-‘MalcoFrazer’.

Stitch that; Wulfila’s Scar in Translation

Erec shoved the dwarf. The wee man wiz a pure bgwiathe way.
Wi'his whip he wannered him in the coupon, scorimg neb an’neck
wi’ stripes. The chibmarks stood out wan fae anotkeec kent he
widnae get any jollies banjoin’ the wee shite awsthe big wide-o in
the heavy gear who wiz well tooled-up and lookée & total rocket
an'aw. Erec wiz feart he wiz fae the malky if heslgled the wee
man’s jaw in front of him. (trans. by McAvoy and Maw)

In such a context, it is interesting to reflecttbe ways in which
translators and adaptors might decide to ‘get nvatlieon the

surface, structure and language of Arthurian ta@k.any in

Chrétien’s romance, the passage cited earlier aackndered
above is perhaps the one most ripe for (modernhacedar
disfiguration, as it is precisely here that the tader of Arthurian
court business is disrupted by the arrival of Yded his party —
among them the walking grotesque that is the dwidré. failure or
refusal of these outsiders to recognise the dec@munorder of a
palace that is not theirs leads to Erec’s humdiatiFrom the
emphasis on collective regard and beauty that hetenpinned
earlier scenes, the carefully woven univocity, hegraunstable, of
Arthurian court life is thus replaced by the snand sting of
humiliations that shape the rest of the text. BEsebeaten by an
inferior in front of what might be a prospective riper

(Guinevere’s maiden), seemingly the only other tachied royal
scion at court. Witnesses look on at the scene isg@meither in

horrified impotence (the Queen) or callous indigfere (Yder).
However, the scene’s viciousness is also tingedh wiimour:

adding insult to injury, the beating itself is peeed by an ‘oh no
you won’t’ / ‘oh yes | will’ dialogue between Eremd the dwarf
(Il. 210-16), as the former tries to push past thter to

remonstrate with the knight. In that respect, altfiio seemingly
ludic or parodic, the rendering into Glaswegian ggapeak also
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articulates a parallax view inherent in the processranslation
and indeedranslatia folding one age and one set of discourses
into others, it is both travesty and faithful rendg, both joke and
serious®

In a similar way, the injury Wulfila — unwitting daarian
double and descendant of the courtly Erec — besaxemtral to
Lefler and Manfredi’s accounts of fate and histdhg mark itself
an object of textual mangling and resuturing. la tlovel, it is the
mark of a sword-cut from Aurelius during an earlyempt to
rescue Romulu¥. In the film, by contrast, the wound is inflicted
rather later: during the rescue of Romulus from rGapurelius
intervenes to block Waulfila’s pursuit of Romulusdahis party
through the palace complex. In what reads literadlya moment of
combative staircase wit, Aurelius mashes the Gdtce onto his
own axe, caught embedded in the banister rail, Mdisicharacter
‘face-butting’ his own weapon in a comic variation the move
known as &lasgow kissDifferences here between film and book
may perhaps speak of something more than the pahgtioblem
of persuading some unfortunate stuntman to takéow o the
face with a sword. The mix of no-holds-baradbbingand comic
pratfall raises questions about the gravity andreéty of both
moment and character. Quite unlike Manfredi’s actpwulfila’s
vulgar scarring here echoes other scenes of huioilianotably an
earlier mutilation inflicted by Odoacer, who cuf$ lais finger for
daring to question his decision to spare Romulnsi@ference to
Ambrosinus’s deftly duplicitous warning against nmgka martyr
of the boy). This insult-to-injury compounding seedhe
suggestion that the barbarian’s destiny is to pkgond fiddle in a
world less willing to take his doom-laden treadi@esly than in
Manfredi’'s noveF’

35 Much as this essay in a way can also read in gmthoth homage to (and, in some
regards, parody of) Eric Auerbach’s reflections Otysses’s scar inMimesis: The
Representation of Reality in Western Literafur@ans. by Willard R. Trask (Princeton:
Princeton University Press, 1974), pp. 3-23.

36 The Last Legionp. 29.

37 In that sense, Lefler's Waulfila finds an unexpekcteolfen cousin under the skin in the
form of the eponymous anti-hero / buffoon of thediegal Latin mock-epicyYsengrimus
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Such variations are woven into a more general pattd
contrasts and reversals in which novel and filml@exgdiffering
and complementary possibilities. In Lefler's adéipta Waulfila’s
subsequent arrival at Vortgyn’s court (as opposeddrtigern in
the novel) clearly troubles the pretender’'s serida@roself as not
merely rightful claimant but, indeed, subject ofojphecies
regarding the future kingship of Britain. Howeverhere in the
film the pair recognise their common cause andeymitanfredi’s
Waulfila not only kills Vortigern, but, taking hiscalp as a disguise,
supplants and impersonates him, from which folleoamours that
the aged tyrant has made a pact with the devilrahdned to lay
waste to the natioff. Such textures and choices speak of the
differences between the effects of noble, Romarrgwod vulgar,
barbarian axe, between the distinctive languageshioh different
weapons carve their writing into the flesh and i@lf history.
The contestatory accounts of Wulfila and his staistnot only
emblematise differences between novel and film, llgo
highlight the uncertainty and difficulty inherentn i the
domesticating translation of subjective barbariglemce into the
objective forces of history.

(for edition, see Jill Mann (ed. and transl,sengrimus’: Text with Translation,
Commentary, and IntroductiorMittellateinische Studien und Texte 12 (LeidenillB
1997)). Ysengrimus’s progress through the narratsreone of frustration (he never
succeeds in defeating or outwitting his would-beypof any species), mutilation (he loses
skin, feet and ears in the process) and eventustuidion as he is torn to pieces and
devoured by the sow Salaura and her litter, a demisompanied by extravagant mock
laments from various characters. As one of the sowdrde comments, ‘my mind is
numbed by a fearful tragedy, which the poet Vehgihself could hardly master’ (book
VII, Il. 489-90). The comparison is not gratuitouke Ysengrimus'sgrandiloquence is
explicitly the comic flip-side of medieval reuse tfe rhetoric and models of Latin
historiography — especially scenes of lament otgmb— prominent in more serious tone in
the work of authors such as Geoffrey, and fundaabettt medieval conceptions of
Arthurian narrative as a ‘tragedy of fate’.

38 Manfredi, p. 389-94.
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(Re)Casting Cultural Memory

Klaus the goldfish: Finally, a new body. Ooh, | wao be six-two,
blond, blue eyes... And scars... | want my factelica story>°

If weapons have their own particular associatiomsch the same
can be said about casting’s capacity to createwts genealogies
and ranges of association. Here memory operatesrrdifferently
as a trope between text and film. In this, FirtAigrelius appears
as a man both with and without a history, promdeed reduced)
to a generically war-weary and cynical veteran gando achieve
this, Lefler's screenplay eliminates the traumalycaepressed
‘back story’ Manfredi gives Aurelius as the legiopavho in his
youth unwittingly betrayed the city of Aquileia t@vulfila’s
barbarian horde. (This change also abolishes thenemion
Manfredi creates between Aurelius and Livia Pridba, novel's
Roman-Amazon female lead, who makes her first appea at
that point, rescuing and caring for the woundedlisol she is
improbably fated to meet ag&). Thus, in Manfredi’'s account,
Wulfila’s physical scar is the externalised doubleAurelius’s
psychological one: the Goth claims to rememberRbenan; the
Roman cannot bear to remember the Gbtiithe novel thus
appeals to a private world of the imagination, vehiéris perhaps
better placed to explore the complex relations betwtrauma and
memory, mapping how violence writes in the mindaedl as on
the body.

39 American Dad season 1, episode 19 (‘Finances with Wolves?), Alibert Calleros
(2006).

40 In addition, Lefler also eliminates the openingtlatand of théNova InvictaLegion,
mentioned only in passing in the film as Aureliupt®vious posting. In so doing, Lefler
eliminates the double dose of ‘survivor guilt’ Meedi loads onto Aurelius.

in compensation, Lefler's adaptation suppliesgh&agonistic link between Vortgyn (as
opposed to Vortigern in the novel) and Ambrosinirs.that sense, the repressions
underpinning the vendetta between Aurelius and Nduii Manfredi’'s novel are replaced

in the film by the back-story of pre-existing caaflbetween Ambrosinus and Vortgyn

emblematised in the injuries they had inflictedeach other during an earlier struggle on
holy ground for the possession of a sacred amustead of having Wulfila murder and

supplant the tyrant, Lefler leaves the tyrant tob&osinus in recognition of the uncanny
bond they share in the unfolding narrative.
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If Manfredi’s novel hinges on repression and recogm, the
visual logic of Lefler’'s film has its charactersrigaassociations
written on their faces in a manner more interteixtoan Wulfila’s
scar. In this, though Lefler's adaptation resultsan entirely
different back-story from his source, his reworkimgre is also a
continuation of Manfredi’'s own double naming tha&gms with
the narratorial explanation that his hero is kndwith as Aurelius
and, more formally, Aureliand8. Thus, though pasts are
eliminated, Lefler's characters also remain fregght with
overlayered and multiple histories, chief here QeiBen
Kingsley's Ambrosinus-Merlin, supported by the casf
thousands that is the lost ‘last Legion’ of thdetitrevealed as
having setted in the north of Britain and takentiCelames.

Though derived from Manfredi’s text, Lefler's doirg and
mangling of names also has a distinctively cinecndimension,
with casting and visual allusion mobilising typedaeliché to act
as a noisily ‘silent partner’ in the film’s nodscahomages. Thus,
while Kingsley appears as a druidic echo of Gantfalin Peter
Jackson’d.ord of the Ringdgrilogy (2001-2003), his fateful burn
mark also explicitly recalls the first Indiana Jerfém, Raiders of
the Lost Ark(1981). Likewise, the pairing of Sangster andh-it
previously cast alongside one another in two aafiims, Love
Actually, dir. Richard Curtis (2003) andanny McPhegdir. Kirk
Jones (2006) — constitutes a twin-pronged demogragitack that
parallels their screen relationship as older anghger brothers in
arms. At the same time, Firth also reprises hie rad iconic
romantic lead playing against Mira, whose Indiagrsion of
ninjitsu training nods as much tMission Impossibleor James
Bond as it does to medieval motifs of the Saracencess.
Meanwhile, Romulus / Uther appears as a sort ofyHaotter of
the fading Roman empire, his wide-eyed innocesedral to the
film’s revisioning of Ridley Scott'sGladiator (2000), bringing a
disarming and arguably disingenuous candour tpaott-Empire,

42 See Manfredi, p. 47.
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multiculturalist exploration of history and respdnbty.*® For
their part, McKidd and Mullan are cast effectivelyif perhaps
rather unimaginatively — as Wulfila and Odoacerales that draw
on their previous histories. Thus, although perhagiser known
from Danny Doyle’sTrainspotting McKidd also played gang-
leader Malky Johnson in Gillies Mackinnor8snall Face41996).
Similarly, Mullan appeared in Ken Loach®ly Name is Joe
(1998). In their own ways, both of these films explthe mix of
brutality and touchily ordered hierarchy that cleéease the ‘court
mentality’ coding of gang culture. Through this,flee colours
Manfredi's picture of Rome’s attempts to domesgcahe
barbarian hordes through compromise and acculturatvith
stereotypically edgy, if possibly pantomime acceartd echoes of
local feud. However, the strange attraction betw&aottish
identity and Scots language or accent as cipheth®rbarbarian
North’ and the Eternal City can then be seen in Mdi§ casting
in the BBC seriedRome(2006—-2007).

These confluences of different family trees supgetn
counterpoint and cut across the explicit crossucaltassociations
of Lefler’'s production in which the producer, Dide Laurentiis —
regally described in the title of his own biopic Hse Last Movie
Mogul (dir. Adrian Sibley (2001)) — plays an interestiogjtural
role. In that sense, one of the film’s underlyingestions is that of
how national and genre cinemas fit together incather tradition
of romance appropriation: who owns ‘sword and séfda such
ultimately ludic, B-movie circumstances, the mosmpting
answer perhaps comes from ScoKmgdom of Heaverf2007)
with Orlando Bloom’s Harfleur-with-a-bad-conscienspeech
from the walls of Jerusalem: ‘All have claim! Nohave claim!’

A key cipher here is the African Juba (Djimon Hsaun), Maximus’'s companion-in-
arms and sole survivor of the gladiatorial bandbofthers at the end of Scott's film.
Scott’s strategies are varied in this regardKingdom of Heaver{2005), the central
character’s father's exotic companions, a Germah arBaracen, are both killed in the
same engagement in which he himself is mortally nadeal. In this regard as in many
others, these films form a triangle with Rebin Hood(2010), which has no equivalent to
Morgan Freeman’s role as Robin’s companionRiobin Hood: Prince of Thievelir.
Kevin Reynolds (1991)). By contrast, Lefler followsanfredi in ‘sacrificing’ the black
legionary, Batiatus (Nonzo Anozie).
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This gives a potential context to Firth’s own raily call from the
battlements, a speech perhaps puzzlingly presentedntext as
somewhat forced, as a self-consciously theatricai&.

Scots and... Scotty: Roman(cingYertigo

From a crack in the door, Romulus could see thgetig unfolding.
[...] he saw his father challenging that beastly giaith the courage
of his despair: Orestes was wounded and fell tkhees, yet he rose
again, and fought bravely until his energies abardohim and he
finally dropped, run througf:

Odoacer (reflecting Romulus’s face back at him he tpolished
surface of his dagger): ‘Is it for you that so ma®ople have died?
Such an innocent face...Tke Last Legion

If Firth’s Aurelius seems slightly embarrassed imallying of the
troops, then part of the narrative logic here & te deputising for
Romulus and that the speech is itself an echo rikEeaeemingly
fruitless attempts to persuade the Roman setitessipport them.
However, another aspect is that the speech happarent object:
hopelessly outnumbered, the band’s last stand sig&ifulfila’s
barbarian hordes is clearly a joke. To use a phrésg is for
nobody and for nothing. Of course, what redeemsntbenent is
that the absent addressees, the eponymous ‘Lamsti’egre about

to march into view over the hill. The question bé tformer Mr
Darcy’s attempt to (rhetorically) seduce an audeemot there
brings us to a related question: was there evarees presence
less barbaric than James Stewart? Yet, this chgtynphlegmatic
actor is not only witness to parallel historiedrimnk Capra’dt’s

a Wonderful Lifg(1946) but also peers from what Zizek presents
as the fantasy netherworld that is the florist'ckba&orridor in
Hitchock’s Vertigo (fig. 1 above). Here Stewart appears caught in
a Sartrean moment of voyeurism foreshadowing the
embarrassment of his later mumbled confession gpaese to

44 Manfredi, p. 16.
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Judy’s appalled commentary on a relationship whsdre only
serves as dressed-up substitute for another woltnenof course
at this point that Hitchcock — de-lighting elsewdan visual
euphemism to the point of parody, notably in themioally
extended ‘fireworks’ scene iio Catch a Thief1955) — perhaps
stops short of a more shocking conclusion. Aftertaé romantic
hallowing of the consummation arguably serves asnmerely a
disguise for, but indeed a subjectively disingersudisavowal of
the clearly perverse, masturbatory dimension ofw8tes
fascination. Strange as this may seem, here onlet mighlight the
curious kinship between this and other scenes djaerassing
persistence, notably his confused and dogged defaincollective
and communal values in both Capr#t’'s a Wonderful Lifeand
Mr Smith Goes to Washingt@¢h939), where Stewart can no more
explain the nature of mortgages or filibuster tdegnocracy into
being than inVertigo he can articulate the conflicted basis of his
own desire.

Although ostensibly less adult a tale,Tihe Last Legionwhere
the unspoken fantasy dimension is child murder sthmgple things
are perhaps complicated in their own way. Physicalrings are
doubled by other fractures in the film's visualldiekey among
these Excalibur itself. Written into its surface asnark of the
object’'s resonance and wonder, its singular aura, sword’s
overpolished finish appears a more deliberate gigrn in light of
Lefler's play with mirrorings anathiaroscuroeffects elsewhere,
such as in Wulfila’s portentous arrival at Vortggrcourt (fig. 2
above). In that regard, an unexpected similaritgrgmas between
the shot in which Wulfila picks up Excalibur in tfieal battle at
Hadrian’'s Wall (fig. 3 above) and the moment in rAd
Hitchcock’s Vertigo in which Scotty spies on Madeleine in the
florist's.*® The pieces are falling into place: here is the peea
there is the boy. Scotty’s look emerges from a pooilusively
dissimulated by the contestatory presence of dthearities and
perspectives, a multiplicity emphasised by the itietain both

45 This scene is notably the object of comment inower works by Zizek, a notable recent
instance being his extended reading @mgans Without Bodies: On Deleuze and
Consequence@New York and London: Routledge, 2004), pp. 151-68
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wooden panelling and mirrors. While Wulfila’s comiglation of
Excalibur lacks the quasi-lyric saturation manifesHitchcock’s
tale of perverse fascination, this is perhaps femihce of degree
rather than of kind. Lefler aligns elements thagugh endowed
with their own fateful gravity, are not the entipaizzle. Like
Hitchcock’s Scotty, McKidd’'s Goth appears as thepgmet of
forces in which his efforts to assert his own calityr receives a
confusing, almost mocking response from historyh of broken
mirrors. In their own complementary ways, both sex¢éad as
romances®

A ‘McGuffin’ object in both novel and film, the rpendent
Excalibur — along with other weapons such as Odtadagger —
reflect the divided historical frames and perspestj the marks of
their agency written in the solid matter of fledtatt surrounds
them. Their role in visual organisation makes th@wuced but
noble cousins of the brown panelling that forms ‘tféstage’ /
back-room area oVertigo’s florist’s shop. Indeed, its own visual
aspect multiplies its cutting edges through theetr@hto which the
blade’s highly polished finish throws its profilintn this manner,
The Last Legiorenacts a suggestive visual vocabulary in which
events acquire significance from both their compteof patterns
dictated by the past and the future. The swordgeegives us
history cut and pulling apart at the seams or psileg and folding
together. The sword does not merely cause wouradser it is
itself a wound in history, a cut in its fabric, gamed by its very
form at the centre of a ‘parallax view’, functiogias a (grail-like)
sublime object to ‘signify border struggl€s’.

In that sense, all of human history seems to be: venereas in
the novel, the sword is the instrument of converdily noble
Wagnerian fatality through its relation to Wulfda'scar, in the
film the pristine lines of the sword become pairth the more
lumpenly ragged axe and its wound, an idiotic refatmade all

46 In that regard, however, the closer parallel wittrtigo would either be one of the
comedy Gauvain romances, suchlasChevalier a I'épéer L'Atre périlleux both of
which offer derisive visions of Gauvain’s attempidive up to the model of romance hero
for which he is the prototype.

4" Warren, p. 176.
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the more paradoxical in that, as we have sees nibi so much the
axe that creates the wound, but rather the contr@uch an
inversion of agency could be read, did space allasv,a neat
summation of long-standing debates running frongaity about
the place of Rome and Romans in reflections abastorical
process. Emblematic here is the attempt to unnakiether Caesar
was master of himself and his actions or simplyingctin
accordance with his legendarily shameful appetiéedjscussion
continued in Hegel’s praise of him as ‘man of pitas agent of
necessity and beyorfélin that regard, the central question is that
of the nature of historical agency, the identityG#esar as either
guintessential Roman or ‘barbarian within’, drawimmn the
representations of the tribes beyond the Empiretsbaries to be
found in both Caesars own writings and those oftliac

As part of this, one perhaps illuminating mirroriog Lefler’s
vision is expressed in another casting of McKidhds time as the
honest soldier and politician, Lucius Vorenus, he BBC series,
Rome Here Lucius’ implication in increasingly complexrigues
and conflicts of loyalty characteristic of thMr Smith Goes to
Romevision of the eternal city as Islington positiohgn as
simultaneously the bewildered subject and dupedpeumpf
historical forces. Likewise, his doggeldonestasincreasingly
manifests itself in violence, one key effect ofthiill be to see his
beloved (wife) fall to her death, Judy-Madeleined aNiobe
emerging in retrospect as sisters under the skust JAs
Hitchcock’s detective takes his place in a reftacton the role of
Scots and the Scottish diaspora in the multicultuvaave of
American postwar modernity, so McKidd appears dgyare of
that which remains foreign and undomesticatabléhatheart of

48 In addition to the references above, see alsah@ditler, Subjects of Desire: Hegelian
Reflections in Twentieth Century Francev. edn (New York: Columbia University Press,
1999), where she argues that Hegel's view of hystan be read in more comic than tragic
mode: ‘There is little time for grief in thehenomenologpecause renewal is always so
close at hand. What seems like tragic blindnessstout to be more the comic myopia of
Mr Magoo whose automobile careening through theyh®ur's chicken coop always
seems to land on four wheels. Like such miracujotssilient characters of the Saturday
morning cartoon, Hegel's protagonists always reabse themselves, prepare a new
scene, enter the stage armed with a new set ofogital insights — and fail again’ (p. 21).
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‘British’ identity, the role of Scotland as Englasdad conscience
that resumes classical traditions of civic oppositand externality
(played out in moments such as Caesar recrosssm&uivicon or
Antigone in her opposition to Creon) as the digtusctexture of
an ethical dis-ease at the heart of the nationthAtsame time,
McKidd's Waulfila, Lucius’'s barbarian doppelgangaritimately
finds himself caught in a world which mirrors, mecknd uses
him in its own way.

Conclusions

Swords are beautiful, with an austere perfectiolnefand proportion
— surely the very essence of bedfity.

New Orleans is among the cities most heavily matiethe internal

wall within the US that separates the affluent fréme ghettoised

blacks. And it is about the other side of the wh#t we fantasise:
more and more they live in another world, in a klaone that offers

itself as a screen for the projection of our fearssieties and secret
desiresThe ‘subject supposed to loot and rape’ is on ttieioside of

the wall®

What can a boy or a sword embody? In a sense, ik an

‘innocence’ of form, although that of the weapaeslin its sinister

‘austere perfection’, as Ewart Oakshott putd Although a scar

may be the imprint of such a weapon, its raggec exftgn traces
a less clean account of the nature of violencemRtee interstitial

spaces of its cuts, Lefler's film interrogates thgide between

different kinds of violence. The Goth invasion adrRe appears as
a response to that foundational to Roman idenditgbition and

political structures.

49 Ewart OakeshottThe Sword in the Age of Chivalrsev. edn (Woodbridge: Boydell,
1994), p. 12.

50 Slavoj Zizek,Violence: Six Sideways Reflectipigig Ideas (London: Profile, 2008),
pp. 87-88, original emphasis.

Slam grateful to Lucy Whiteley for this point.
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What Leflers film illuminates in its blend of veanular
adaptative practices that includes both Arthuriamance and
modern cinema history, is the manner in which stgrspeaks
histories, in which faces tell stories of glorystrame. AS he Last
Legion reminds us, more often than not, such trauma restsif
itself through invisibility and silence, echoing igin RosS’s
examination of French postwar consumerism, theraeparadox
here being that the smooth forms of modernity r@adcar tissues
produced by amnesiac silencings and erasdr¥st scars also
speak in the language of exclusions. Thus, in Z&eimments on
the conflicts and inequalities highlighted by tteotling of New
Orleans in 2006, the scar is both the invisible geparent
‘dividing wall’ of unspoken prejudices underpinning/hite
America’s fantasies of its black population as baiblooters and
rapists, a fear-filled ambivalence of sufficienty@r to generate a
Crucible-style outpouring of hysterical delusion, charases by
wildfire reporting of incidents later revealed asvdid of any
factual basis whatsoevet.

Lefler's ending continues this play with the themasd
preoccupations of Arthurian tradition. If, as Warildghlights, the
Roman de Bruemphasises the damage done by depopulation and
loss of settled cultivation, then the setting fomBrosinus-
Merlin’s final tale of Arthur’'s father is not withud significance.
Although still intact (unlike the elegiac evocatiohthe ‘work of
giants’ (‘enta geweorc’) in the Old English fragrhdmown as
Ruin), here the Hadrian’'s Wall fortifications appeatbl@ached
skeleton in a curiously empty landscape. Is thay’kinsolation
here reflective of the temporal break that divid@s from the
visions of community dominating the main body oé tiim? Or
are we looking as something rather more akin tohuéys

52 ‘Modernisation promises a perfect reconciliatioh past and future in an endless
present, a world where all sedimentation of so@mperience has been levelled or
smoothed away, [...] the stains of contradiction vegslout in a superhuman hygienic
effort, by new levels of abundance and equitab&rithution.’” (Kristin RossFast Cars,
Clean Bodies: Decolonisation and the Reorderingreinch Culture October (Cambridge
MA and London: MIT Press, 1996), p. 11).

53 Zizek, Violence pp. 83-85.
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allegorical dream vision of his own future fall,space beyond
mortal ken that is the location of a moment of owaéic ‘ruinous

thinking’? By means of the (editorial) cut bothniiland novel
make in history, their narrative is able to bringgéther two
individuals who never met: the boy Uther-Romuluse(future

father-adulterer) and the boy Arthur, whose unnthrface

seemingly announces a more innocent vision of Ardmupolity

than Erec’s. The boy is thus far removed from Mgkbwision of

Arthur as a Herodian child murderer, and yet atsdume time tied
to it through the motif of reversal associated withces such as
Fortune’s wheel, prominently associated with Arthuta Mort le

roi Artu: the trauma with which he was threatened is oa¢ hie

will ultimately act out.

Thus, just as Arthurian history writes the silentipjective
violence of historical forces in figures such as®s scarred face,
Lefler's film also passes over — whether for sakebevity or
certificate rating — another dimension also of nese. Crucially,
what it elides or mangles is what Geoffrey of Monntotells us
of the common fate of Uther and his ‘brother in sirnurelius
Ambrosius, last surviving son of the emperor Comste and
king of England before Uther: both are poisonedrhitors®* By
contrast, in a happy ending, Manfredi’'s Aureliuavies Britain
with Livia and returns to Italy (p. 421), carrienlthe ‘island’ that
will be Venice as Arthur will be taken to that ov&on> Thus
Manfredi abridges to save his characters from aptpotentially
even more insidious narrative of individuals of dowill as
martyrs to the pervasive toxicity of unseen working

This brings me back to the extract from Chrétides and its
two translations given at points above. Does the @gromance
read either idiomatically ‘Roman’ in its performai translation
(translatig of ancient values, or alienly barbaric in thelerce
done through what seems its subjective, provinziahglings of

54 SeeHistory of the Kings of Britainpp. 200-01 and p. 211.

55 Manfredi's postface makes it plain that his Aurslis to be identified with Geoffrey’s
character (see p. 424). His decision here appeaesmangling of its own, albeit with a
suggestion of a happy ending as Aurelius is grattiedgift of being taken away to the
‘island’, not that of Avalon in this instance, Béénice.
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both language and histoM?r is its modernity always at some
level silently and allusively dependent on a badrarwiolence
passed over in a silence that somehow finds a wawlt attention
to itself? What the Glaswegian slang renderingrecls mangling
captures — this perhaps more readily than somengibtg more
‘faithful’ translation — is partly something of theultural cringe’
of literate clerical audiences at medieval courtsd gpartly
something of romance’s idiomatically expressivéching of the
permanent problem of translating between an ‘objetviolence
of history and the fundamental barbarism of ‘sutoyeC action.
Yet what these Arthurian bookends also remind ukasviews of
history also find themselves caught between theeabses of the
serious and the tragic on the one hand and theiisgémdecencies
of comedy on the other. Between past and future; tdther-
Romulus’s renunciation of both weapon and ambitmmeclaim
the lost empire, marks a shift of literary genrattitan be
expressed in terms of the Virgilian wheedté / cursus Virgili).>’
In effect, through its staging of a transformatembrace of the
land in Britain as a break with the centrality obrRe, the film
positions Uther's gesture of renunciation as a f@mary) turn
towards a pastoral mode akin to that of tEelogues®

56 on which, in addition to Charkrabarty, see amotigeis Kathleen BiddickThe Shock
of Medievalism(Durham NC and London: Duke University Press, 19%®. 81-101;
Marcus Bull, Thinking Medieval: An Introduction to the Study tbke Middle Ages
(Basingstoke and New York: Palgrave MacMillan, 2005

5" The generic and discursive divisions and opposgiassociated with the idea of the
“Virgilian Wheel” (rota / cursus Virgili), [...] was encapsulated in an short prologue
added in Renaissance editions of theneid [...] Virgil starts off writing the pastoral
poem and ends with the epic. He begins his carétr ‘shepherd’s slender pipe (the
pastoralEclogue$, proceeds to the “farmlands” (the didacBeorgicg, and finally arrives

at the “sterner stuff of Mars” (the epfeneid.” (‘Virgil’, in The Spenser Encyclopegdia
ed. by A. C. Hamilton (Toronto: University of TotonPress and London: Routledge,
1990), p. 717).

58 This film then takes its place with another mareent vision of Britain’s medieval past
in the form of Ridley Scott'sRobin Hood(2010). Scott presents us with a vision of a
renewal of England through a communautarian rensaiibn of the North in reaction to
the tyrannically absolutist John. Here the faithl&ng’s refusal to honour the bargain
struck with him in order to save the kingdom and Hecision to outlaw and thereby
repress Robin as the major agent in the savingefd¢alm is what forces Robin out into
the green wood, where he, Marion and the merry anerenvisioned as living as medieval
Kibbutzim.
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Accordingly, multiplely divided in its vision of thlate Roman
and medieval pasts, Lefler's exploration the uneiguk cinematic
descendants of the continuingly pertineex quondam et futurus



A Touch Too Much?
Violent Abuse in Medieval Epic
and the American ‘War on Terror’

Lucy C. WHITELEY

In the early hours of 8 November 2002, in what hasome a
grotesquely iconic image, Private Lynndie Englamdiled and

gave a ‘thumbs up’ to the camera as she posedipgiat a naked,
hooded prisoner. It is just one of a long sequarigehotos taken
at the Baghdad Correctional Facility, also knowAas Ghraib. In

others, prisoners are piled on top of each othemawved with
dogs, forced to masturbate or to simulate oral Some have
electrodes attached to their genitals; some arddudied in stress
positions to metal bed-frames; all are humiliatBae photos were
exposed to the world by American news program@@eMinutes

II, on 23 April 2003. The show included a satellitgerview with

Brigadier General Mark Kimmitt, spokesman for thendtican

military in Irag, who quickly denounced the ‘rogissldiers:

The first thing I'd say is we're appalled as wélhese are our fellow
soldiers. These are the people we work with evay, é&nd they
represent us. [...] if we can’t hold ourselves spaa example of how
to treat people with dignity and respect [...] We 'task that other
nations do that to our soldiers as well.

Later in the interview he reiterated that the abuseAbu Ghraib
were not reflective of the army as an institutibnt were the work
of disappointing individuals:

! <http://www.cbsnews.com/stories/2004/04/27/601im6A4063.shtml> [accessed 21
November 2007].
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The Army is a values-based organization. — he sayie live by our
values. Some of our soldiers every day die by @lues, and these
acts that you see in these pictures may reflect abons of
individuals, but by God, it doesn’t reflect my arfy

Yet, such a disavowal of responsibility sits unlyasiith the
accounts of those involved. Sergeant Davis, who wasrt-
martialled in relation to the abuses told invedbgs from the Red
Cross that ‘it appeared Military Intelligence parsel approved of
the abuse’. And Staff Sergeant Chip Frederick, asoused,
spoke of the confusion over what was permissiblédemms of
procedure:

We had no support, no training whatsoever. And ptkasking my
chain of command for certain things...like rulesl aagulations. And
it just wasn’t happening).

With this in mind, can we really assign full respimlity for the
acts — the atrocities — of Abu Ghraib to a few ated ‘bad
apples? Can their actions simply be extricatedmfrahe
ideological system within which they were commiftet as to
justify the claim that they ‘do not reflect’ the Asmcan military
institution? Moreover, what does the inhumane tneat of Iraqi
detainees in the twenty-first century have to dthva medieval
poem?

This essay will focus on Vivien, the eponymous hefrdhelLa
Chevalerie Vivienan epic poem of thehanson de gestgenre
written around 1200. In particular, it will tackien episode in
which he blinds, maims and mutilates five hundreggns, and
sends them in a boat to Desramé, their pagan Kegexpresses
no shame or remorse for these victims and, ratherynabashed,
provocative theatricality of the act suggests i sf naive pride
captured in the expression of Lynddie England asrdcblleagues.
Like the abuses of Abu Ghraib, this act is comrditbg a military

2 <http://www.cbsnews.com/stories/2004/04/27/601ima4063_page3.shtml> [accessed
21 November 2007].

s <http://www.cbsnews.com/stories/2004/04/27/601ima4063_page2.shtml> [accessed
21 November 2007].
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subject who seems to believe he is acting legigigatand who
has apparently little notion of the real horrotlod situation.

In a further parallel, both Vivien and England attcultural
environments in which discursive constructions suasb the
essential humanity of the other/victim. The enerhgt tVivien
carves up is rhetorically dehumanised in thensons de geste
within a dichotomising framework that produces ttiigdevious,
threatening and demonic pagans) as moral negatfiveusd
(Frankish, Christian watrriors). In the rhetorictbé American War
on Terror, ‘terrorists’ (usually found in caves am around the
‘Axis of Evil’) are pitted against the upstandingnemunity of the
American/Western worldl. The violent excesses are thus
unmistakeably linked to community — as well as wmtlial —
identity.

And finally, just as Private England and her asses were
court-martialled and disciplined, so Vivien is psimed in the most
radical way possible.For in my reading, his gruesome death
cannot be viewed independently of his persistemnt excessive
violence. Both Vivien and England, by their overnioeis
identification with their military profession, shoup the cruelty
and tyranny of their institutional authority — atidht, | suggest, is
why they are so rigorously punished.

4 Richard Jackson, ‘The Discursive Construction afitlire in the War on Terror:
Narratives of Danger and Evil’ iwarrior’'s Dishonour: Barbarity, Morality and Torter

in Modern Warfare ed. by George Kassimeris (Aldershot: Ashgate,6200p. 141-68,
here at p. 165.

5 Six suspects faced prosecution in lIraq: Staff &g Ivan L. Frederick, Specialist
Charles A. Graner, Sergeant Javal Davis, Specislesgjan Ambuhl, Specialist Sabrina
Harman and Private Jeremy Sivits. Private Lynddigl&nd had been reassigned to Fort
Bragg, after becoming pregnant with Graner’s chaldgd was charged later. Seymour M.
Hersh., Chain of Command: The Road from 9/11 to Abu Ghréibndon: Allen
Lane/Penguin, 2004), p. 23; Mark Dann&oyture and Truth: America, Abu Ghraib and
the War on TerrofLondon: Granta, 2004), p. 9.
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Military Ideology and Warrior Identity

From a very early age, boys like Vivien who wererrbanto
medieval aristocratic families, were subject tceidive training
and education centring around the warrior functiBmerything
that they were taught was articulated within — ghan meaning
by — the cultural paradigm of chivalry. Maurice Keexplains
that:

The martial value system set a very high price bysjgal strength,
good horsemanship, and dexterity with weapons, @ndmpetuous
ferocity in battle. This value system was what vedl the code of
chivalry, and these military virtues were the definfeature of its cult
of honour®

However, critics — both medieval and modern — hattested to
the problematic nature of this martial educatiod &8 emphasis
on ‘impetuous ferocity’. Many young knights, left without
inheritance, joined roving groups of mercenaries;agders; those
who did inherit property sustained their social dwance by the
forced extraction of labour from peasants and silibates; worse
still, the warrior function itself was (and sti#)i predicated on the
ability to kill and maim other human beinf&verything that is
good or valuable in thehansons de gestéand in medieval
society) is linked to this ability; there is a ditecorrelation

6 Maurice Keen, ‘Introduction’, inViedieval Warfare ed. by Keen (Oxford: Oxford
University Press, 1999), pp. 1-12, here at p. 4.

" For a general overview see Richard Kaue@hiyalry and Violence in Medieval Europe
(Oxford: Oxford University Press, 1999). He noteatt‘knighthood was nourished on
aggressive impulses, [...] it existed to use its isigimrmour and sharp-edged weaponry in
acts of showy and bloody violence’, (p. 2).

8 Georges Duby discusses the way that primogendigenfranchised younger sons of
noble households ihove and Marriage in the Middle Agefrans. by Jane Dunnett
(Chicago: Polity, 1994), pp. 11-15; Peter Haiduines the violence of the chevauchées
from a lord’s castle — designed to intimidate tl@agantry in the name of exploitation in
The Subject of Violence: The ‘Song of Roland’ drel Birth of the StatéBloomington
and Indianapolis: Indiana University Press, 193%), 50-54. Pierre Bonnassie uses the
term ‘measured terrorism’ to describe thevauchéem La Catalogne du milieu du Xe a
la fin du Xle siécle. Croissance et mutations d'woeiété(Toulouse: Association des
Publications de I'Université de Toulouse-Le-MirdiB75), p. 598.
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between the number of men a knight is able to $leargn battle,
and the land, woman and wealth he is likely to wiis reputation
and prestige are tied to the same stakes. Prowdesbe praised;
to be a good knight is to be good at killing:

Qui la veist conte Aymeri aidier,
Paiens ocirre au branc forbi d’acier,
Testes et braz, et piez et poinz tranchier,
Molt le deust aloser et proisier.
(Aymeri de Narbonndl. 1173-76)

Whoever saw Count Aymeri there helping to kill pagawith his
sword of burnished steel, slicing off heads andsari@et and hands,
much must he praise and esteem him.

Because of the potentially chaotic and disruptwmeéd of these
highly trained, proud and ‘irascibly touchy’ wamsp critics have
discussed chivalry as a code of honour, or valustesy,
expounded in literature and society in order to eatine wild
instincts of the young knights, and to harnessrtbeaergy as a
power for the good.But that would seem to disengage chivalry
from the production of that violent impetuositywbuld like to
suggest that a way of thinking around these conmpdexs to take
chivalry as a ‘fantasy’ in the Zizekian sense o thord. Slavoj
Zizek, in his bookThe Plague of Fantasigexplains fantasy thus:

The standard notion of the way fantasy works witldeology is that
of a fantasy-scenario which obfuscates the trueohaf a situation:
instead of a full rendering of the antagonisms Whiraverse our
society, we indulge in the notion of society asoaganic Whole, kept
together by the forces of solidarity and co-operat?

Understood in this way, chivalry operates withie ffoems as a
fantasy-scenario that masks the truly traumaticuneatof the

9 ‘Irascibly touchy’ is a term used by Haidu, p. 8n chivalry as value system, see
Kaueper, who nevertheless highlights its deeply plexnand ambivalent nature noting
that, understood in this way, chivalry was at opcaised as a pillar of civilisation, and
‘feared as a dark and sinister force’, (p. 29).

10 Slavoj Zizek,The Plague of Fantasigdlew York and London: Verso, 1997), p. 6.
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warrior vocation, sets aside its problematics, aialvs an illusion
of social harmony to flourish. The celebrations,ddiags and
feasting that inevitably follow victory in battlen ithe poems
illustrate this process. According to this (chiv@lrfantasy, war
brings social order and communifyYet, as Zizek takes pains to
make clear, the relationship between fantasy aedRbal (the
traumatic repressed content) is not straightforvichuse it is the
fantasy itself that ‘creates what it purports tonaeal, its
“repressed” point of referenc®.Briefly, fantasy is ‘the means
whereby the psyche fixes its relation to enjoyment’ it
‘constitutes our desire, provides its co-ordinatkat is, it literally
“teaches us how to desire®.Chivalry-as-fantasy thus supports
the military ideology of the warrior aristocracy smch a way that
it teaches young subjects how to desire, induaintpem a love of
swords, horses, military glamour and so on. In pbems, this
martial desire is palpable, and the poet lingemsr dlie details of
victorious battle, describing the smooth, sweepngves of the
swords, the armour glinting in the sun, the horosnsling, the
horses braying. The knights enjoy the fight; they ‘gent aduree /
Et de bataille forment entalentee’ (‘hardy peomed fiercely
desirous of battle'lLes Narbonnaisll. 7501-02); and they Kkill
prolifically: ‘tant an ocient con lor vient a take(ithey kill as may
[of the enemy] as they desird’es Narbonnaisl. 7515, repeated
l. 7585). In this way, chivalry produces the verglent horrors it
then dissimulates with its rhetoric of honour antle glory.
Leaping forward to the twenty-first century, we lomger talk
about chivalry, yet we do still talk about behavingnourably,
about fighting with honour. As Kimmitt assertechétArmy is a
values-based organization’. In order to reprodhesé ‘values’ in
its recruits, basic training is a brutal and rigoexercise in

11 Aymeri de Narbonnends with Aymeri’'s marriage to Hermengart and & distheir
progeny; Les Narbonnaisends with the marriage of Boniface to one of Ayrseri
daughters;Le Siége de Barbastrends with Girart's marriage to the pagan princess
Malatrie.

12 7izek, ThePlague of Fantasie. 7.

13 sarah KayZizek: A Critical Introduction Key Contemporary Thinkers (Cambridge:
Polity, 2003), p. 163; ZizelRlague p. 7.
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identity reconstruction, in which youngsters arenditioned’ — or
taken apart and put back together in new Walhey are made
physically stronger, they learn martial skills,Hearn to respond
to orders without hesitation, and to admire militmrowess and
professionalism — all of which echoes the martequirements
outlined by Keeri® In addition, just as young knights were trained
to show ‘impetuous ferocity in battle’, so soldi¢oslay are given
psychological training in aggression, to help onde reluctance
to kill.*® Theorists of twentieth-century war psychology alalx
about the excitement experienced by soldiers wheg tome to
make these kills. Joanna Bourke (speaking of Watéds | and 11)
notes that this excitement or enjoyment is the peakable’
element of wat! It is doubly unspeakable in the modern context;
firstly because enjoyment is the disavowed, obscasmect of
military engagement, but also because war has bemast by a
skewed media perspective as something in which men
dissimulating the universal truth that war is abkiliing.!® Indeed,

if we recall Kimmitt’'s words once more, if men dig American
military values, they also kill by them too, asamply evident
from the overwhelming military and civilian deattiltin Iraq and
Afghanistant® Bourke further contends that kiling has ‘an
aesthetic poignancy’ because ‘slaughter [can] kenkd to an
orgasmic, charismatic experiené&@Dave Grossman likens those

14 ‘Conditioned’ is a term used by Dave Grossman ig dccount of training irOn
Killing: The Psychological Cost of Learning to Kilh War and SocietyBoston, New
York and London: Back Bay, 1996), p. 17.

15 see Joanna Bourk&n Intimate History of Killing: Face-to-Face Killgnin Twentieth
Century WarfargLondon: Granta, 1999), pp. 60-85.

16 Renata Salecl®n Anxiety Thinking in Action (London and New York: Routlezlg

2004), p.34; Grossman, pp. 13-17. Jackson furtBeggests that ‘subject to
depersonalisation, uniforms, lack of privacy, lagk sleep, disorientation, punishing
physical regimes, harsh and often capricious pumistis, and violent hazing rituals,
soldiers come to accept arbitrary and frequenttitssie violence as normal’, (‘Discursive
Construction’, p. 149).

17 Bourke, p. 2.
18 Bourke, p. xiii; compare with Grossman, ‘Killing What War Is All About’, p. 93.

19 By September 2008, the estimated total of Iragitlie as a result of the American
invasion stood at 1,267, 401. (see <http://antieean/> [accessed 20 September 2008]).

20 Bourke, pp. 2-3.
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who are not experienced in war to virgins; and pheparations
made by the uninitiated soldier to the preparatoing young boy
nervously anticipating his first sexual encourtgbrossman, like
Bourke, observes that killing involves a feeling pmdwer — and
that this can be ‘orgasmié®.Making his first kill, the soldier often
feels a sense of relief, and a release of nervensidn that is
experienced as exhilaration. The young soldier like young
knight, desires recognition, respect, admiration; desires the
approval of authority figures; the affections ofoaer; and all of
those hinge on the ability to perform effectivelyn ahe

battlefield?® That is, to kill before he is killed.

Is it really so surprising, then, when a soldieigkt goes too
far? When, in an attempt to prove that he is, iddeewarrior and
a man he goes beyond the normative, legitimatd Ewaolence?
Chivalric heroism is predicated on a relentlesspldis of
superlative strength and bravery; and built in he training a
modern soldier receives is the imperative to goohdythe call of
duty, to be better than expected. General GeorgwrParged
troops in World War 1l to ‘danorethan is required of youf* And
in Stanley Kubrick’sFull Metal Jacket which focusses on the
Vietnam war, the platoon commander expresses j@& ths
recruits have growipeyondtheir training — for, as he says, the
‘Marine corps doesn't want robots, it wants Kkillets
Furthermore, the line between ‘legitimate’ and estee violence
is very difficult to establish: at what point dogierious, chivalric
endeavour collapse into ruthless barbarity? In lleat of the
chanson de gestbattle, dismemberment and evisceration are a
commonplace, and hyperbolic killing a mark of honolm Les
Narbonnais for example, Guillaume is praised because he Kill
every pagan he chases, having first cut off thamds, feet and

21 Grossman, p. 56. See also Richard Holmets of War(London: Weidenfield and
Nicolson, 2003), p. 56.

22 Grossman, pp. 134-37

23 Holmes suggests that during war ‘sexuality is eckd’ and that wearing a uniform or
shiny armour (!) increases ‘sex appeal’, p. 93.

24 See <http://www.generalpatton.com/quotes.htmled¢ased 17 September 2008].
25 Eull Metal Jacketdir. Stanley Kubrick (1987).
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faces (ll. 6991-98). In these battles, those lefedted are shown
no mercy (‘Cil qui remestrent furent mort a hasdh@ar Crestian
nes espargnerent mie’ (‘those who remained weregotdrturous
death, for the Christians did not spare them at, dles
Narbonnais Il. 7663—-65); and those who refuse to convert are
tortured (‘Cils qui Dieu ne voult croire fu errashésmenbrez’, ‘He
who did not want to believe in God was soon dismemd, Le
Siege de Barbastrel. 7316). Christian knights are sometimes
publicly tortured to accelerate the capitulationaafity; and these
scenes certainly provoke anguish from those whoesg them,
but not moral outrag®.It appears to be a feasible battle strategy
employed by Christians and Saracens alike; it ihaes — to
foreshadow the modern parallel — ‘standard opeyainocedure’.

In the current climate, there has been much debate what is
acceptable in times of war. As Tony Judt obsertresse are many
respectable, thinking people in America today waweolir torture
‘under the appropriate circumstances and when egb those
who merit it'’. He cites the example of Alan Derslitavof Harvard
Law School who writes that ‘the simple cost-benafialysis for
employing non-lethal torture [to extract time-séinsi information
from a prisoner] seems overwhelmiri§’The Torture Papers
edited by Greenberg and Dratel, is a collectiomefmoranda and
documentation concerning the technical legalitytarfure in the
context of the war in Iraéf. What these papers make clear is that
the Bush Administration, in the aftermath of 11 teeqber, took a
series of decisions on how to conduct the so-cal&dr on
Terror'. The key was intelligence, and so the WhiHeuse
approached the justice department to establish host far
‘coercive interrogation’ could be taken before iasvconsidered

26 Aymeri of Narbonne is stabbed thirty times andugitt naked to a burning pyre i
Mort Aymeri de Narbonnél. 1356-1525); and his son Guibert is strippeéaten and
threatened with crucifixion ihes Narbonnaigll. 5017—-99).

21 Tony Judt, ‘What Have We Learned, If Anything?’Niew York Review of Boqks5:7
(1 May 2008), 16—20, here at p. 18.

28 Karen J. Greenberg and Joshua L. Dratel (&ds), Torture Papers: The Road to Abu
Ghraib (Cambridge and New York: Cambridge University Py@&05). See also Danner,
whose appendices contain similar information.
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‘torture’. Assistant Attorney General Jay S. Byladvised the
president thus:

Physical pain amounting to torture must be equivaie intensity to
the pain accompanying serious physical injury, saslorgan failure,
impairment of bodily function, or even de&th.

Such a conclusion leaves a lot of room for manoewithin the
confines of coercive interrogation. Indeed, thetphahat emerged
from Abu Ghraib were analysed by military law teamsd
criminal investigators and an appalling number loént were
deemed to fall within the rubric of ‘standard opemQ
procedure® Soldiers medieval and modern are thus allowedto g
so far down the road of violence and pain-inflintithat it seems
unsurprising — if disturbing — that they are unatdeapply the
brakes. Moreover, to exacerbate the problem, threyaatively
encouraged to suspend the humanity of their endotyns: both
Vivien and those involved in the Abu Ghraib scandpkrated
within a discursive climate in which community idiéynis forged
through the vanquishing of a rhetorically dehumedhisther.

The Discursive Dehumanisation of the Enemy

The War on Terror was declared during the chaos ftlwed
the attacks on the World Trade Centre in Septerdbet, against
a ‘devious and ruthless’ enemy (Bush, 24 NovemI®$r1? who
had attacked America out of ‘treachery’ (Bush, 2ayNM003)* A
state of emergency was announced based on the entalanger
of death, injury, mutilation and property damageatttihese

29 Memo from Jay S. Bybee (Office of the Assistantotiey General, US Dept of
Justice) to Alberto R Gonzalez (Counsel to theiBezd) August 1 200Re: Standards of

Conduct for Interrogation under 18 USC 88 2340-284Greenberg, Memo 14, pp. 172—
217), p. 172.

30 standard Operating Procedurdir. by Errol Morris (2008).

31 Richard JacksgnWriting the War on Terrorism: Language, Politiesid Counter-
Terrorism(Manchester: Manchester University Press, 20053p
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enemies threatened to wreak upon the American peBpésident
Bush categorically denied that the bombing of thanTTowers
was an isolated incident: ‘I view [9/11] as partaoktrategy by a
totalitarian, ideologically-based group of peoplehowve
announced their intentions to spread that ideolagg attack us
again’3? Of course, acts of terror are to be feared andepred
against, but to treat terrorism as something thatlinost chosen
by innately deceptive opponents is misleading. Adicg to the
Bush administration, the Trade Centre attacks werpetrated by
degenerate outlaws who happily kill innocent canls because
they ‘hate our freedoms’ (Bush, 20 September 200Hte our
value system’ (Powell, 23 September 2001), and wamtestroy
‘our way of life’.*® According to David Bromwich, the single
greatest propaganda victory of the Bush administrats ‘the
belief shared by most Americans that the rise diced Islam — so-
called Islamofascism — has nothing to do with argvjpus actions
by the United States$" Furthermore, the abstracting of individual
choices and motivations into the blanket term sfainofascism’,
with which America is at war is, in itself:

A sure sign that we have forgottére lesson of the twentieth century:
the ease with which war and fear and dogma cawg lusnto demonise
others, deny them a common humanity or the prateatf our laws,
and do unspeakable things to th&m.

Such demonisation is certainly occurring. The Bush
Administration has made a determined effort to toies the
enemy as ‘inherently dangerous, demonic, and umdege of
even the most minimal levels of human resp&cth virtually
every post-9/11 speech, President Bush suggesieththwar was

32 Speech given at John Hopkins University, 10 Ap2006. For source, see
<http://www.whitehouse.gov/news/releases/2006/026R@10-1.html>  [accessed 17
September 2008].

33 JacksonWriting the Way p. 63.

34 David Bromwich, ‘Euphemism and American Violengg@'New York Review of Bogks
55.5 (3 April 2008), 28-30, here at p. 30.

35 Judt, p. 20 (original emphasis).
36 Jackson, ‘Discursive Construction’, p. 150.
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a ‘conflict between good and evil'. In his Addrésghe Nation on
11 September 2001, he stated: ‘Today, our nation esal, the
very worst of human nature’. He later specificabgposed this
natural evil to the moral goodness of AmericansayBody who
tries to affect the lives of our good citizens wml'e(Bush, 4
October 2001). At the same time, the enemy is deimisad, cast
as ‘subhuman savages and animals that neededhionited down
and smoked out of cave¥'They live on the ‘hunted margins of
mankind (Bush, 20 October 2001), having rejectbodse values
that separate us from animals — compassion, taleramercy’
(Baker, 23 September 200°8)They are, to summarise several
other statements, faceless, inhuman, canceroussipar and
savage. Notably, in subsequent interviews with &Engdgt al, not
one of them once mentioned the humanity of thosanuphom
they had inflicted such pain and humiliation; tradlytalked solely
about ‘getting caught’ and the unfairness of theasecutior??

The idea of a sustained threat from an ill-defiee@my, lying
somewhere ‘out there’ and always likely to be phatt conniving
and waiting for the tiniest shadow of an opportynis also to be
found in manychansons de gestdhe enemy is treacherous,
deceitful and sly; full of ‘traison et de grantdele’ (‘treason and
great perfidy’La Mort, |. 1389). They employ spies, dig tunnels,
and lurk in cave® They wait for cities to be undefended before
they attack, in contrast to the open, honest, mamdn combat
preferred by the Christian warriors. These poenenabegin with
the knights relaxing, jousting, feasting, only ®Mlrought news of
a pagan army blazing a trail of devastation actieedandi! Soon

37 Jackson, ‘Discursive Construction’, p. 165.
38 JacksonWriting the Way pp. 73-75.
39 standard Operating Procedure

40 For example, just as Aymeri is told the good newfshis sons’ dubbing at
Charlemagne’s court, ines Narbonnaisa spy sets off to inform the pagan emir. With his
sons away, Aymeri's city is vulnerable (ll. 3355}6%wo spies leave Narbonne by a
tunnel to inform the emir of its vulnerability &ymeri de Narbonn@l. 3470-74).

4L see, for example, the opening stagekeoBiege de Barbastren which the knights are
relaxing, eating and jousting when news comes ofaasion.
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they are surrounded and have to fight to defenid thtg, families,
wives, religion and way of life:

Par ces .ij. [...]
Fu deffandue a force et a bandon
Crestienté entor et environ
Se cil ne fusent, de verté le dison,
Tornée fust tote a perdicion
Crestienté et la loi que tenon. (Il. 65-70)

By these two [= Aymeri and Charlemagne] [...] was i€ianity
defended around and about by force and couragleeyfhad not done
so, in truth we can say, that Christianity andl#ve we uphold would
be all turned to perdition.

Attacks from ‘out there’ are specifically cast attaeks on
Christian life itself, bringing with them perditiand evil.

In a further parallel with the rhetoric of the war terror, just as
differences in belief, agenda, and intention areieloubeneath
blanket terms like ‘terrorists’ or ‘Islamofascisthe enemy in the
cycle is also united under the term ‘pagan’. Jgfi@®hen notes
that medieval Christians often represented thegnees as a
‘force united by its single-mindedness’ and thas thbstraction
glossed over differences in ethnicity, religiousiddeand political
agenda. For, he notes, these (foreign) heterogermadiures were
‘as ethnically various and politically mutable oviteme as the
inhabitants of those lands that the Latin Christiamad left
behind’#2 This diversity is lost by a dichotomising approach
identity, in which the enemy is dehumanised ancckd in order
to articulate the moral superiority of the Chrigtisommunity.
Accordingly, the pagans are ‘la geste grifaignéhg’ griffin-like
people’,Le Siége de Barbastré 97) or ‘deable qui d’anfer sont
issuz’ (‘devils, spewed forth from Hell,es Narbonnaisl. 7226),
some have horns, blackened skin, red eyes, or fggan
proportions. In a supreme example of religious dichmisation,

42 Jeffrey Jerome CoheNedieval Identity Machinedviedieval Cultures, 35 (Minneapolis
and London: University of Minnesota Press, 2008),190-91.



200 Whiteley

one pagan warrior is even called ‘Cristamal’ whiotughly
translates as ‘Bad Christ_és Narbonnaisl. 4049).

Returning to the Zizekian theory outlined abovepggest that
this denigration of the foreigner can be thoughtaefa collective
fantasy. InEnjoy Your Sympton¥izek asserts that a collective
fantasy ‘guarantees the consistency of a sociokodgéemal edifice’,
by designating an element that cannot be integiatedhe social
structure — yet which, precisely as such, constgtuts identity
dialectically®® By transposing onto an outsider the role of fameig
body that introduces disintegration and antagonimthe social
organisation, the fantasy-image of society as cbesi,
harmonious whole is rendered possiil8arah Kay, in her critical
guide to Zizek, clarifies what he means by thistémms of
enjoyment. She observes that national feeling fiteén common
reference to enjoyment (festivals, feasting, wegslin
tournaments) and that national tensions arise fiioenfear that
some other group threatens this enjoymierithus marauding
pagans disrupt feasting and merry-making, and ristso are
plotting to destroy American family lifé.In Zizek's words, we
blame the outsider for the ‘theft of enjoyment’ ¢onceal the
traumatic fact thatwe never possessed what was allegedly stolen
from us.%” The fantasy is thus crucial in sustaining the djaln
community, in unity, inbeing | argue that Vivien and England,
with their terrible excesses, ‘traverse the faritdsgak its illusion
and so tear away at the symbolic fabric itself. ¢¢ethey suffer
terrible punishments.

43 Slavoj Zizek,Enjoy Your Symptom: Jacques Lacan in Hollywood @uod rev. edn
(New York and London: Routledge, 2001), p. 89.

44 Zizek, Enjoy, p. 90.
45 Kay, p. 138.

46 See Susan FaludThe Terror Dream: What 9/11 Revealed About Ame(igandon:
Atlantic, 2007).

47 Zizek, Tarrying with the Negative: Kant, Hegel, and thatique of Ideology(Durham:
Duke University Press, 1993), p. 203 (original eags); compare this witRlague p. 32.
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A Touch Too Much

Zizek explains that the efficacy of fantasy in sirsing the
symbolic illusion (and supporting the subject withihat illusion)
relies on distance:

An ideological edifice can be undermined by a toerdl
identification, which is why its successful funeting requires a
minimal distance from its explicit rulés.

He cites as example the filRull Metal Jacket The first half of
the film is devoted to the training of Marines ireparation for
deployment to Vietnam. The drill sergeant is craredl tyrannical,
accepting nothing less than unguestioning obedieHeeis the
perfect expression of military authority. Howevtms part of the
film ends with a soldier who ‘on account of his gdentification
with the military ideological machine’, runs amokdakills the
drill sergeant and himselt.The character who emerges as a ‘fully
constituted military subject’ is the one who marsage retain a
cool indifference towards the drill sergeant ane thilitary
machine?

Vivien, having grown up surrounded by the value<htalry,
is fired by the enthusiasm to be the best knigh€Clmistendom.
When he is dubbed he makes an oath never to cenriclo as a
step to any Saracen, or indeed any man alive:

‘Je promet, voiant vos Damedeé,

Le glorious, le roi de maiesté,

Voiant Guibor qui m’a nouri soéf,

Et voiant vos et voiant toz ces pers,

Que ne fuirai en tretot mon aé

Por Sarrazin, por Turc, ne por Escle€ChevalerigIl. 14-19)

‘| promise, in the sight of you, God, the gloriotise king of majesty,
and in the sight of Guibourc who nurtured me lolyn@gnd in the

48 Zizek, Plague p. 22.
49 Zizek, Plague p. 21.
50 Zizek, Plague p. 22.
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sight of you [= Guillaume], and in the sight of #ilese peers, that
never in all my days will | flee for a Saracen, #fTurk, or for an
infidel.’

Yet, even his uncle Guillaume — a highly-accommshknight,
and voice of military authority at this point — asks against such
absolutism, calling instead for a more nuanced &edible
attitude to chivalric duty. He tells Vivien thatette is no shame in
fleeing if you are outnumbered and your life depead it. Rather,
it is those who put themselves needlessly in damger deserve
opprobrium: ‘Qui soi oblie il est musars proveBdne est la fuie
dont li cors est sauvez’, ‘He who forgets himsalfa proven
coward. Fleeing is good when the body is saved’l§hevalerig
Il. 32—33). Vivien pays no heed and, anxious tosprbimself, sets
out on a bloody campaign to win lands, cities, glaty. He and
his men, ‘la terre gastent [...] Tlent les famesgwoties enfans’
(‘lay waste to [pagan] land, kill the women and dwnr the
children’, Il. 55-56); and there is not a day iniethVivien does
not kill and dismember men (‘Ne vost li enfes uhjeo sejorner /
De Sarrazins ocirre et decoper (‘the youngstemaidwant to rest
a single day from Kkilling and cutting up Saracerlk’71-72).
Then he sends his grotesque, taunting messagestarbDé:

Defors Cordres est venue une nef

Que li envoie Viviens I'adurez;

.V.C. paiens tretoz desfigurez,

Copé lor ot les levres et les nez,

N’i a un sol qui nait les eilz crevez,

Et les .ii. peiz et les .ii. poinz copez. (Il. 98)9

A boat arrived at Cordres which Vivien the hardpdsthere. There
were 500 pagans all disfigured. He had cut offrttyes and noses and
there was not a single one who did not have his gpeiged out, and
his feet and hands cut off.

Naturally, Desramé goes berserk, and makes anobails own:
he will not rest until Vivien is dismembered, ariteuy destroyed
in battle (Il. 56-58). He amasses the biggest aewgr seen,
marches into the Archant, and brings the Christvarriors to the
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brink of total annihilation. Vivien’s spectaculaeath in the midst
of this battle is recounted in three separate pdg&ahevalerie,
La Chanson de Guillaumend Aliscang. This is an extract from
the version found i\liscans

Vivien est en milieu de I'Archant

Et la boele li vet des cors cheant.

A ses .ii. mains la vet enz reboutent

Et prist 'enseigne de son espié tranchant,

Parmi les flans s’en vet bien estraignant,

Puis se rafiche desor son auferraftiscans Il. 68—73)

Vivien is in the middle of the Archant, and his bagvare falling out

of his body. With his two hands he tries to putthigack in; and takes
the flag from his sharp lance. Around his thighgphesses it — then he
remounts his horse.

The account pays fitting testimony to Vivien's shee
determination to go beyond the call of duty, toogofighting even
though he keeps fainting, and is blinded by paimd Aet it is also,
perhaps, a fitting punishment for the havoc he hakeashed.
Guillaume tells him in no uncertain terms that kiding and
stubborn tenacity have caused his death:

Plus avez morz de Turs et de Persant

C’onques ne fist nus hom en vostre tans.

Niés, ce t'a mort c’'onques ne fus fuiant

Ne por paiens sol plein pié reculamtligcans ll. 842—45)

You have killed more Turks and Persians that eweaa did in your
time. Nephew, this has killed you, that never dal ylee, nor for
pagans take even a step back.

Like the soldier irFull Metal Jackethis overidentification with
military ideology has led him to run amok and, likat soldier, he
will not come out of it alive. If chivalry is thehtasy-scenario that
obfuscates the true horror of military ideologyerhVivien’s
overidentification with it reveals that horror. A&y explains,
what lies ‘beyond’ ideology can never be accessedhat there is
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no position from which to view ideology objectivelRather, the
‘beyond’ is:

The moment of negation, the point of primal repssor the clash
of an irreducible antagonism — that is, of the.réal

Thus by traversing the fantasy, going beyond idgpld/ivien
closes distance between Real and symbolic, bringiegepressed
horror of the Thing into traumatic proximity withé symbolic —
revealing the underpinning obscenity of militaryeadogy and
(given that identities are constructed within it®nfines)
suggesting the illusory nature of subjectivity litsén Zizek’s
words, ‘by traversing the fantasy, the subject ptcéhe void of
his non-existence”? The breaking open of Vivien’'s body, and the
macabre horror of his evisceration figure the pmoty of the
Real, for ‘one of the definitions of the LacaniaraRis that it is
the flayed body, the palpitation of the raw, skasleed flesh®?

In my reading, the Abu Ghraib abuses similarly ewiced a too-
literal identification with the military code of aduct, and in so
doing revealed its cruel, disavowed underpinninghe T
photographs are not the ‘careless recordings efrasidistic and
psychologically ill individuals’ but rather the sttural excess of
military ideology®>* As Jackson observes, part of the reason why
the photos were so shocking to the American pubias that
‘while reflecting binaries inherent to the discaurgthey] also
severely destabilized thert? For it is the American ‘heroes’ who
are the animals, the savages, the evildoers; andditrorists’ who
look like innocent victims of American Terror. Fiiis reason, its
exponents were publicly tried and found guilty -dahe whole

Slkay, p. 136.

52 Zizek, The Ticklish Subject: The Absent Centre of Polit@atology (New York and
London: Verso, 1999p. 281.

53 Zizek, The Metastases of Enjoyment: On Women and Caus@Nigyv York and
London: Verso, 1994), p. 118.

54Jackson, ‘Discursive Construction’, p. 166.
55 Jackson, ‘Discursive Construction’, p. 166.
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episode was ‘re-made as “un-Americat?’The individuals were
cast out and shamed in order to protect the nylitastitution and
its powerful ideology.

Conclusions

It might seem unusual to place Vivien'’s story aleidg that of the
soldiers of Abu Ghraib. But in making these nawetdi touch in
this way, | hoped to help undermine the mystifynhgtoric that
assigns torture, cruelty and savagery to the matiigast, and to
justify a re-thinking of the way we understand eiote in the
present. Carolyn Dinshaw, in the coda to her boBGkiting
Medieval talks about the way that we make use of the mades
a place of (modern) abjection, whereby it ‘sigralsthe abjected
Others of this world®” Yet, as in any process of abjection, the
medieval inheres in the modern and the violenceé wea might
like to assign to a dark, forgotten (Middle) agemes back to
haunt us in the present, proving the impossibibfy absolute
categories upon which to found identity: modernihiteness,
straightness — but also Western-ness, moralityljisation>® Thus
‘getting medieval’ is a useful tool of social ansil;

Using ideas of the past, creating relations with plast, touching in
this way the past in our efforts to build selvesl @ammunities now
and into the futuré®

With Presidential elections looming, it is perhapgood time to
think about issues of identity, community and wviae. As it
stands, America today is the ‘only advanced denoycmahere
public figures glorify and exalt the military’, an&enator

56Jackson, ‘Discursive Construction’, p. 166.

57 Carolyn Dinshaw,Getting Medieval: Sexualities and Communities, Paad Post-
Modern(Durham and London: Duke University Press, 1999),89.

58 Dinshaw, p. 189.
59 Dinshaw, p. 206.
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McCain’s tour of duty in Vietnam features forcefulin his
campaigrf® But, as Judt concludes, by constructing American /
Western identity against a diabolically evil enemyge are
‘slipping down a slope’ towards unspeakable horFar. hand-in-
hand with this over-riding dichotomy, go other fantental
distinctions: between the law and exceptional aistance (in
which anything goes); and between citizens and aitirens (to
whom anything can be don®)The horrors of th&€hevalerieand
Abu Ghraib show what can happen in this space kyaw,
beyond humanity, and it is not pretty. Is it tinperhaps, to ‘get
medieval’ on the War on Terror?

%0 judt, p. 18.
61 Judt, p. 20.



Notes on Contributors

Pascale Bakeris a research student at the University of Shiffiand is
working on the representation of bandits in ninetieeand twentieth-century
Mexican literature.

Eilidh Macdonald is a research student at the University of Glasgow
working on Old French and Anglo-Norman literaturenfi the eleventh to
thirteenth centuries.

Mariangela Palladino gained her Ph.D. in English Literature from the
University of Strathclyde in 2008, and currentlyadhes Comparative
Literature at the University of Glasgow. She ispamigng a monograph on
Toni Morrison.

Noél Peacockis Marshal Professor of French at the Universftgtasgow.
He has published extensively on early modern andeoaporary French
drama, and is editor afe Nouveau Moliériste

Natalie Pollard recently gained her Ph.D. for her thesis on modgria
poetry from the University of York, where she cutig teaches English
Literature.

Victoria Reid is a lecturer in French at the University of Glasg and
recently published a monograph on André Gide. Shiesvand teaches on
late-nineteenth and twentieth-century literaturel aontemporary French
culture.

Daniel Serravalle de Sarecently gained his Ph.D. from the University of
Manchester, where he worked on the films of JosgidsloMarins. He
currently teaches at Universade Federal de SartaiGa Brazil.

James R. Simpsonis a senior lecturer in French at the University o
Glasgow, whose most recent bookroubling Arthurian Histories was
published in 2007. He writes and teaches on Olad¥Frditerature, cinema
and critical theory.

Josef Svédagained his Research Masters degree in Slavoniguzayes
from the University of Glasgow. He now works asraefance language
teacher.

Lucy C. Whiteley gained her Ph.D. from the University of Glasgow2@09
for her thesis on the Old Fren&ycle des NarbonnaisShe is currently
teaching at the Ecole Normale Supérieure, Cachan.









