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Ethical Criticism and the Challenges Posed 
by Innovative Poetry

Hank Lazer

Academic Affairs, University of Alabama

138 Blount Living-Learning Ctr, 870257, Tuscaloosa, AL 35487, USA

Email: hlazer@bama.ua.edu

Abstract  3rofessor Nie has led the way in developing the ¿eld known as ethical 
criticism. Much of the writing in this newly emerging ¿eld has focused on modern 
works of ¿ction and on the ethical dimensions and decisions of ¿ctional characters.  
A reading of innovative American poetry poses a range of interesting questions and 

challenges for the development of ethical criticism. In this essay, I offer a range of 

questions that might enlarge and critique the methods and scope of ethical criticism.  

As one e[ample, , cite the challenges presented by the work �and life� of *eorge 
Oppen. More fundamentally, I will problematize or re-locate the ethical dimension 

— following upon Emerson’s language about spiritual experience — from the 

second�hand reading of ¿ctional works to a sense of the reader�critic engaged in 
first-hand ethical experience, choices, and action through a multi-dimensional 

engagement with innovative poetry. I also present an example of how such ethical 

criticism might work through the reading of a poem by /arry (igner. ,n addition, 
, trace some parallels �of the particular ethical epistemology involved in reading 
and engaging innovative poetry� to the considerable ethical and epistemological 
differences in the contemporaneous writings of &onfucius and /ao 7]u �thus 
briefly contrasting Confuciansim and Daoism and pointing toward the imprecise 

and enigmatic nature of knowing found in Daoism�.
Key words  ethical criticism; innovative poetry; Lao Tzu; Larry Eigner; *eorge 
Oppen; limitations of understanding

Author  Hank Lazer has published twenty�two books of poetry, including Poems 

Hidden in Plain View �����, in (nglish and in )rench�, N24 ������ and N18 

������, Portions ������, The New Spirit ������, Elegies & Vacations ������, and 
Days ������. Selected Poems and Essays of Hank Lazer, completed by a group of 

translators and with a Preface by Nie Zhenzao, was published by Central China 

Normal University Press in 2015. Lazer’s Selected Poems have also been published 

in Italy and will be appearing shortly in Cuba. In 2015, Lazer was selected to 
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receive Alabama’s most prestigious literary prize, the Harper Lee Award, for 

lifetime achievement in literature. +is books of criticism include Opposing 

Poetries �two volumes, ����� and Lyric & Spirit: Selected Essays 1996-2008 ������.  
With &harles %ernstein, he edits the Modern and &ontemporary 3oetics Series for 
the University of Alabama Press. Lazer retired from the University of Alabama 

in January 2014 from his positions as Associate Provost for Academic Affairs, 

Executive Director of Creative Campus, and Professor of English. 

Ethical Criticism and the Challenges Posed by Innovative Poetry 

When good is near you, when you have life in yourself, it is 
not by any known or accustomed way� you shall not discern 
the footprints of any other; you shall not see the face of man; 

you shall not hear any name; — the way, the thought, the 

good, shall be wholly strange and new. — Emerson, Self-

Reliance �����

Thus far, ethical criticism has applied perspectives, questions, concepts, and 

historical and cultural conte[ts primarily to the study of works of fiction and 
drama. I wish to begin by saluting Professor Nie for his internationally noteworthy 

and celebrated development of this field of study!
1 �And , am honored that he 

has written a Preface for the Chinese translation of my Selected Poems.
2� , wish 

to expand the range of consideration in ethical criticism, principally through 

an investigation of some ways that such criticism might proceed with regard to 

modern and contemporary poetry, and most especially with regard to innovative 

contemporary poetry.

,f we begin by setting the groundwork for an ethical criticism, we must do so 
by attending to the nature of the activity as established by Professor Nie. As noted 

in a recent article in The Times Literary Supplement �³)ruitful &ollaborations: 
ethical literary criticism in &hinese academe,´ by William %aker and Shang 
%iwu, �� -uly ����� — which in and of itself is an indication of the international 

importance of 3rofessor Nie¶s work — ethical criticism refers to

an approach that reads, analyzes and interprets literature from an ethical 

perspective. ,t takes literary te[ts as its very object of analysis, and aims to 
shed a new light on a variety of relationships depicted by literature such as 
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man�woman and him�herself, humans and others, humans and nature, and 
humans and society, from an ethical perspective. ����

%aker and Shang in the TLS article go on to summarize:

Speci¿cally, ethical literary criticism embraces the following ¿ve aspects: ��� 
it investigates the moral values of writers and their historical backgrounds 
and the connections between writers’ own moral values and those ethical 

values projected in their creative output� ��� it investigates the relations 
between moral phenomena e[isting in a writer¶s work and in reality, the moral 
inclinations, and the social and moral values of that work� ��� it e[amines 
the effects of that work¶s moral values as e[erted on readers and society, and 
readers¶ evaluations of the moral thoughts of writers and their works� ��� it 
evaluates the inÀuence of writers¶ and theirs works¶ moral inclinations on other 
contemporary writers and literature� and ��� it uncovers the moral features 
of writers and their works and aims to e[plore various issues concerning the 
relations between literature and society or literature and writer from an ethical 

perspective. ����

My talk today really represents a development and e[pansion of that ¿fth area of 
ethical criticism. And my remarks may be seen as a continuation of those made by 
my good friend &harles %ernstein in his talk at the �rd &AA3 conference, ³3itch 
of 3oetry´ �which appears in Forum for World Literature Studies, Vol. 7, No. 3 

September ���� ��������, speci¿cally &harles¶ sense of poetics and poetic practice 
as dialogical and his contrasting of ethics with morality wherein ³poetics cannot 
claim the high ground of morality or systematic theory´ �����. As &harles develops 
his perspective in ³3itch of 3oetry,´ poetry involves an ethics of non�utility and 
is participatory in art�making without ulterior purpose. Most interesting of all, 
since &harles is rarely thought of as a ³spiritual´ poet, his perspective in ³3itch 
of 3oetry´ is remarkably consonant with /ao 7]u¶s ethics in the Dao de jing �an 
ethics that I will return to later and contrast somewhat with the ethics of Lao Tzu’s 

contemporary, &onfucius�:

3oetry makes nothing happen «, manifest in the cracks �delays, blanks� 
between words and the frictions of gift. A gift �this gift� is a present made 
present; as for reciprocity: nothing is given in return.

Mine is a homely poetics, both odd�looking �unattractive, disagreeable, 
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low� and intimate �even private�. ����� 

(thical criticism is important for �at least� two reasons: ��� it is a Chinese theory of 

literary criticism, and thus it alters, challenges, and enlivens �from a very particular 
cultural and historical perspective� the range of international conversations and 
writings about literature and the value of literary study �at a time, perhaps, when 
the practicality of literary study is being treated by the public and by university 

planners and administrators somewhat skeptically�� and ��� it inevitably returns 
us to a fundamental set of Tuestions �often bypassed as our critical considerations 
become more ³sophisticated´ and speciali]ed and professionali]ed"� about why we 

read, and about the value of studying literature and reading literature �particularly 
so�called dif¿cult literature� intensely and carefully.

When , gave a keynote address at the �nd &AA3 conference, in Wuhan, , 
advocated the study of two 20

th
 century American poets who were, I felt, under-

represented in &hinese considerations of American poetry: *eorge Oppen and 
Larry Eigner. That address — subsequently published in Foreign Literature Studies 

�Wuhan, &hina�, 9ol. ��, No. � �October �����: ���� as ³7he 3eculiarities of the 
Making of &ross�&ultural /iterary +istory: 3oetry of *eorge Oppen and /arry 
Eigner,”— might also, retrospectively, be considered as a type of ethical criticism, 

asking the Tuestion what else needs to be included in an emerging &hinese 
version of American Literary History, particularly in the domain of modern and 

contemporary poetry. )or there is an ethics that pertains to which poetry is, through 
te[tbooks, anthologies, translations, of¿cial literary histories, and syllabi, allowed 
or likely to be read. , am pleased to report that in the past couple of years, the 
situation with regard to Oppen in China is changing somewhat, as Xiaosheng 

<ang¶s translation of Oppen¶s most important long poem, ³Of %eing Numerous,´ 
has been published in China. 

3

Oppen’s poetry still does provide an extremely interesting and provocative 

instance of how ethical criticism might establish its relationship to modern 

American poetry. One might begin by considering Oppen¶s work from a 
biographical perspective — just as one engages the choices made by characters in 
works of ¿ction and drama, thinking about the historical circumstances of choices 
that Oppen made as poet and person, most especially his affiliation with the 

Communist Party — an af¿liation that obviously has a radically different meaning 
in America than in China! — which necessitated his leaving America to live for a 

substantial period of time in Mexico. Oppen was only able to return to the US once 

the Mc&arthy (ra persecution of &ommunists ceased in the late ����s. One might 
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also reÀect on Oppen¶s decision to remain silent as a poet for twenty�¿ve years. Or, 
one might think about a less well known refusal that Oppen made. Once he returned 
to writing and publishing poetry, Oppen¶s work eventually did receive recognition.  
,n ���� he was awarded the 3ulit]er 3ri]e for his book Of Being Numerous. While 
most poets choose to cash in on such success — developing reading tours and 

speaking engagements �with signi¿cantly enhanced fees due to the receipt of this 
prestigious national pri]e� — Oppen chose to cancel a developing reading tour, 

preferring to work on his writing.
If we turn to Oppen’s poetry itself, while there are many locations for 

contemplation of the ethical dimensions raised by the poems, I would simply point 

to two particular instances. )irst, in ³Of %eing Numerous´ one of Oppen¶s central 
considerations is the dialectical and complex relationship between singular and 

collective identity. After noting the shipwreck and subseTuent ³rescue´ of Robinson 
Crusoe, Oppen writes,

Obsessed, bewildered

%y the shipwreck
Of the singular

We have chosen the meaning
Of being numerous. �Section �, O%N� 

And just as Mao in &hina gave ongoing consideration to the ideal relationship of 
intellectuals and artists to the people, Oppen too wonders and faces the distinct 

possibility that ³µWhether, as the intensity of seeing increases, one¶s distance from 
7hem, the people, does not also increase¶´ �section �, O%N�,4

 causing Oppen to 

wonder as well ³if to know is noble´ �section ��, O%N�. ,t is this comple[ and 
unÀinchingly honest consideration of how to honor simultaneously one¶s singularity 
and one’s commitment to a human collective that runs throughout Oppen’s poetry.

Second, in ³7ill Other 9oices Wake 8s,´ the last poem in Primitive ������, 
Oppen¶s last published book, the concluding lines are a small but crucial revision of 
some very famous lines from 7. S. (liot¶s ³7he /ove Song of -. Alfred 3rufrock,´ a 
revision which is absolutely essential to understanding how Oppen’s ethics differs 

radically from modernists such as Pound and Eliot. In Oppen’s poem, Eliot’s 

alienation and fear of engagement with humanity — ³7ill human voices wake us, 
and we drown” — becomes ³till other voices wake� us or we drown´ �p. ���, New 

Collected Poems�. )or Oppen, the voices of other human beings, far from being 
something threatening that might drown us, are precisely that which rescues and 
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awakens us. One other noteworthy revision by Oppen is of Shelley¶s classically 
romantic and fabulously grandiose notion that ³poets are the unacknowledged 
legislators of the world,´ which, in Oppen¶s hands becomes, in the poem ³Disasters,´ 
³legislators�� of the unacknowledged�� world´ �����. ,t is that unacknowledged 
world that , will return to later in this talk, particularly as , consider the Daodejing.

In Eigner’s poetry, as with Oppen’s, the biographical aspect is crucial. Eigner 

was born with a severe case of cerebral palsy. His mobility was profoundly 

restricted �he was wheel�chair bound his entire life�, and he had only the use of one 
¿nger and a thumb for the writing and spatial arrangement of his poetry �which has 
been published in a superb 4-volume edition by Stanford University [2010], with 

a Selected 3oems forthcoming in ���� from the 8niversity of Alabama 3ress¶s 
Modern and &ontemporary 3oetics Series, which , co�edit with &harles %ernstein�. 
The introduction of a biographical perspective places the reading of Eigner’s 

work within the realm of disability studies. ,t also asks us to consider what we 
mean by ³the body´ and its relationship to poetry, and to human consciousness. 
We might also think about — and attempt to embody ourselves — the heroism 

and persistence involved in Eigner’s production of an astonishing body of poetry 

— over �� books and broadsides� — and a very e[tensive correspondence. �,n 
fact, in a graduate seminar , taught a few years ago, -enifer 3ark, a ¿ne poet and 
student, did embody Eigner’s physical mode of composition, typing her research 

presentation as (igner did, with limited use of one ¿nger and a thumb, while using 
an old manual typewriter. It proved to be a superb learning experience, for her, and 

for us� 3erhaps such work might be thought of as a very precise embodiment of 
ethical criticism"�

But often the considerations brought to bear on our reading and critical writing 

activities are, as Emerson would say about how we approach spiritual experience, 

at second�hand. (merson¶s repeated call for spiritual e[perience at ¿rst�hand begins 
rather dramatically in his introduction to ³Nature´:

Our age is retrospective. It builds the sepulchers of the fathers. It writes 

biographies, histories, and criticism. 7he foregoing generations beheld *od 
and nature face to face� we, through their eyes. Why should not we also enjoy 
an original relation to the universe" Why should not we have a poetry and 
philosophy of insight and not of tradition, and a religion by revelation to us, 

and not the history of theirs" ����

,n ³7he Divinity School Address,´ he insists that our fundamental insights and 
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intuitions ³cannot be perceived at second hand´ �����. ,nterestingly, in that same 
essay, (merson suggests that ³(urope has always owed to oriental genius its divine 
impulses´ �����.

7he shift in emphasis that , will be proposing in the remainder of my talk is 
from studying and analyzing the ethical decisions and actions of others to thinking 
of oneself as already in the process of being an ethically engaged subject/agent. 

�3erhaps the ¿ctional or dramatic character of greatest interest is the reader�critic"�
,nnovative poetry changes radically the nature of the reader¶s �and teacher¶s� 

authority in relation to the text. In the uncertainty, indeterminacy, and necessarily 

heuristic nature of such reading, there is a profound epistemological and ethical 

shift that takes place. �, would also argue that this kind of knowing not�knowing is, 
as presented in Lao Tzu’s Daodejing, an essentially Daoist mode of thinking.�

When , begin to think about ethical criticism, and how it might be practiced 
in the territory of innovative American poetry, , begin to take a few steps back so 
that I’m not immediately engaged in a series of ethical questions, observations, 

and decisions that already plunge me into the text itself and the ethical positions 

of the words, characters, and voices of the text. In other words, there are a variety 

of ethical moments, many of which occur and exist prior to the acts of reading and 

interpretation. Nonetheless, these too are critical ethical moments. And at this point 

, must note that my talk is addressed simultaneously to two different audiences, 
an American audience and a &hinese audience, each working under very different 
institutional and pedagogical circumstances.

)or e[ample, ethical decision�making with regard to poetry might be said to 
begin with a professor who is constructing a course and a syllabus. Many readers of 

poetry — particularly students who are not and will never be poets or specialists in 

the ¿eld of contemporary poetry — have a naïve assumption that poems somehow 

e[ist principally in anthologies and te[tbooks. �, believe it was David Antin who 
said ³anthologies are to poems what ]oos are to animals«´� (ven before we are 
thinking about the ethical positions taken within a particular poem, we need to 
consider the �small, or miniscule� economic domain of poetry. ,f the teacher has 
students encountering poems only in te[tbook�anthologies, then an ethical decision 
has been made that deprives readers of the knowledge and feel of what an actual 
book of contemporary poetry is. And if such books rarely make any money — for 

the publisher and the poet — the reader-student is also deprived of an important if 

bafÀing set of economic and ethical Tuestions, such as, why would anyone devote 
a substantial portion of his�her life to poetry �writing and publishing� when the 
economics of it is not viable, or at least not given to pro¿t" �As my poet�publisher�
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business�man�friend -ames Sherry puts it, ³what¶s the Tuickest way to reduce the 
value of a blank sheet of paper" %egin to write a poem on it«´� ,n the micro�
economic ecosphere of contemporary poetry, a few classroom adoptions of a book 
published by a small or independent press can have a substantial impact. The same 

is not true of anthology adoptions or book adoptions for volumes published by 
huge mainstream corporate entities �such as Norton, or Macmillan, or .nopf«�. 
Such classroom choices also have an impact on the poet¶s visibility �and ability to 
arrange paid readings, and campus visits�.

(ven within an anthology�te[tbook, the teacher faces a range of ethical 
decisions, nearly all of which might be deemed to fall under the heading of the 

ethics of diversity. Although in American political-ethical rhetoric, diversity 

usually means identity-centered difference — numbers of poets of color, poetry by 

women, poetry by /*%47 authors, perhaps some regional considerations, some 
class considerations — rarely do we foreground the equally important ethical 

consideration of the otherness of aesthetic difference.
5 �7he anthology�te[tbooks 

themselves over the past forty years have shown increasing sensitivity to the 

former, more prevalent dimension of diversity, though only a small amount of 

consideration to aesthetic diversity.�
The teaching of new poetries also places the professor in a radically different 

position of authority, or non-authority, as the consideration of such poems is often 

profoundly collaborative, heuristic, and improvisationally exploratory.  

Many years ago, in fact, when I was still an undergraduate student in the late 

����s, , ran into a statement that has stayed with me: the student is educated by 

what the teacher is, not by his (or her) talk. Such a statement, I believe it comes 

from &arl -ung, as it has resonated for me over many years, in my work as a 
teacher, a poet, and a critic, reminds me that it is not the postures we strike, not 
the didacticisms that we espouse, it is what we do in action — in the case of the 

classroom, in full view of the students — that is most pedagogical. )or me, that 
ethical dimension of my conduct �as that fused identity of teacher, poet, and critic� 
takes on a particular urgency in relationship to what, especially in poetry, but also 
in music and the visual arts, is contemporary, i.e., of the present. Thus, what a 

teacher might manifest amounts to an ethics of attention and choice" 7here is an 
important ethics of engagement with the present that is crucial to the decisions and 

choices of a teacher-poet-reader-critic.

If we return for a moment to the TLS article about ethical criticism, we will 

¿nd another important set of considerations, particularly as ethical criticism asks us 
to re�think the very nature of being human:
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Ethical literary critics argue that, in the history of human civilization, human 

beings have undergone a two-step selection procedure: natural selection and 

ethical selection. … But what truly distinguishes humans from other animals 

is the second selection: ethical selection, which helps to endow human beings 

with reason and ethical consciousness. This eventually turns them into ethical 

beings. �������

, would like to make the argument that it is ethical to seek to understand better — 

through poetry — consciousness itself. Or, to put it more broadly, ethics amounts to 

a sincere and dedicated effort toward a deeper and better understanding of being.

An emphasis of ethical criticism that merits some consideration, if ethical 

criticism is to have a life within the full range of poetic practice, is the place of 

reason. In the TLS article the authors discuss what is referred to as ³the Sphin[ 
factor”:

The Sphinx’s combination of a human head and an animal body suggests, 

¿rst of all, that the most important feature of a human image lies in its head, 
which stands for reason as a result of the evolutionary process, and reason is a 

decisive factor that enables human beings to be human beings. ����

While homo sapiens is one common definition of human being, one might also 

�by way of -ohan +ui]inga¶s book, Homo Ludens: A Study of the Play Element 

in Culture, from ����� choose to call us homo ludens, emphasizing the ludic or 

complex elements of playfulness that are equally characteristic of human beings.  

While in no way am , denying the value and importance of reason, there is also 
a compelling case to be made for an ethics which acknowledges and honors the 
limitations of reason, the humility and necessity of not�knowing, and the inherently 
incomplete nature of human knowing. �As , have been hinting, such a parado[ical 
affirmation lies at the heart of Daoist thinking, of /ao 7]u¶s Dao de jing, as 

opposed to the societal and behavioral pronouncements of &onfucius.�
Drawing on %iwu Shang¶s ³(thical &riticism and /iterary Studies: A %ook 

Review Article about Nie¶s Work´ �CLCWeb: Comparative Literature and Culture 

��.�� ����@�, the perspective that , am eager to critiTue is the professed opposition 
or seeming incompatibility of ethical and aesthetic considerations:

«against the prevailing argument which sees literature as ³an art of 
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language´ or as ³an ideology of aesthetics,´ Nie considers literature as ³an 
art of te[ts´ and ³a uniTue e[pression of ethics and morality within a certain 
historical period´ �(thical /iterary &riticism and Other ,ssues ��. )urther, 
according to Nie the primary function of literature is not aesthetics, but ethical 

enlightenment and education. These seemingly radical conceptions are now 

beginning to affect some traditional arguments about literature. Signi¿cantly, 
some college te[tbooks on literature and literary history in &hina have been 
compiled from an ethical perspective. ���

%ut , don¶t think literature �and our relationship to it� presents us with a binary 
choice between ethics OR aesthetics. Of course, ethics matters. %ut ³aesthetics´ is 
not simply a matter of super¿cial �and changing� stylistic fads and adornments �like 
clothing accessories that go with each cultural era�. At heart, aesthetics — how 

we go about our writing now — is epistemological and ontological. ,t involves �or 
ought to� the most serious of temporal �and ethical� matters: an attempt to engage 
reality as human consciousness at a particular time e[periences it� �Again, this is 
why I much prefer Lao Tzu’s Daodejing to Confucius’ Analects, for the former is 

much less prescriptive, less moralistic, more of an epistemological and ontological 

investigation which acknowledges its own limitations to speak with finality and 
clarity.�

As one of America¶s great �and , suspect little known in &hina� poet�
philosophers David Antin has stressed throughout his many years of talk�poems: 
the present is difficult to locate, and it is most especially difficult to locate the 

artistic present. ,n ³how long is the present,´ Antin says,

      i have a taste

            for the present …

      its a strong and peculiar

       taste            and the present is a dif¿cult thing to have a taste for
              its very dif¿cult because       in satisfying it the Tuestion
       i always have to ask myself is         what is the present and
            how long is it"       how long is the present"
       thats a question

   i take very seriously as a poet           i have a very strong commitment
      to the idea of the present �����

One might argue that at the heart of ontology, and of Zen practice, and of the Dao 
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de jing, is ¿nding and developing a feeling for and a partial understanding of the 
present, of the moment, of our speci¿c residence in this moment in time. Yet, most 

literary activity — teaching, anthologies, te[tbooks, review�writing — is nostalgic 

and directed toward a seemingly more understandable past, a reading of and in 

te[ts where the conventions of e[pression and meaning�making have a comfortable 
�even if comple[� manner of signification. One might call such an approach 
incomplete, or perhaps even unethical.  

Among American critics, the most important and best at elucidating 

noteworthy contemporary writing is Marjorie 3erloff �whose activity in developing 
the &AA3 conferences has been crucial��. ,n preparing this talk, , returned to 
Marjorie¶s ground�breaking ���� book, The Poetics of Indeterminacy: Rimbaud 

to Cage. Marjorie understood then, in noting that ³Rimbaud was probably the 
¿rst to write what , shall call here the poetry of indeterminacy´ ���, that to write 
about innovative poetry would necessarily involve considering the very nature of 

signi¿cation itself �which, , would contend, is also fundamental to the Daodejing�.  
7hus 3erloff comes to write about works that are ³endlessly frustrating our longing 
for certainty´ and writing and art projects that ³derive their force from their 
refusal to µmean¶ in conventional ways´ ����. �As you will see when , turn to the 
Daodejing, it is perhaps a profoundly Chinese epistemology or ontology to engage 

what is enigmatic and indeterminate and paradoxical in its nature — a cosmos and 

an e[perience of being that evades ¿nal pronouncements, and is thus best suited to 
the Àe[ible modes of saying that are essential to poetry"� 3erloff, one of the ¿rst 
to recogni]e the importance of Antin¶s work, notes that Antin declares ³ µ the one 
thing I believe a poet ought to do is respect what he doesn’t understand, respect its 

unintelligibility¶ ´ �����. 7he profoundly heuristic nature of the truly new, the truly 
present�engaged poetry, will always seem and feel to us, initially, to be bafÀing.  
And it will also compel us to re�investigate what we mean by ³meaning´ itself.

3erhaps the best writing ever on the dif¿culties of locating the artistic�aesthetic 
present occurs in *ertrude Stein¶s lecture ³&omposition as ([planation´ ������.  
7hough Stein¶s concern is principally with beauty, the reception and rejection of 
new works in new modes of artistic composition �due to the allegedly irritating 
nature of the new�, and the subseTuent strangely rapid transition in the perception 
and appreciation of the work from outlaw to classic, her remarks, like Antin¶s and 
Perloff’s, also point to an ethics of locating or searching for the artistic present.  

)irst and foremost, such activity — trying to find the artistic present — matters 

for reasons that are ontological: ³7he only thing that is different from one time to 
another is what is seen and what is seen depends upon how everybody is doing 
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everything. 7his makes the thing we are looking at very different and this makes 
what those who describe it make of it, it makes a composition´ �Selected Writings, 
����. %oth the work of art and how we conduct our lives are called by Stein 

compositions: ³(ach period of living differs from any other period of living not in 
the way life is but in the way life is conducted and that authentically speaking is 
composition´ �����. 7hus, to know the present modes of composition would give 

us insight into what we see, the nature of our present life in time, and how we are 

conducting �or composing� our lives. Why does this not happen" /a]iness: ³and as 
every one is naturally indolent why naturally they don¶t see´ �����. As , have been 
suggesting, this lack of awareness of present modes of new composition is a serious 
pedagogical matter, and thus an ethical matter. It might also be argued that how we 

respond to the otherness — the strangeness — of innovative art mirrors or rhymes 

with our treatment of human beings �and cultures� whose otherness and difference 
challenge our compassion and acceptance. Our response to textual difference — to 

the new composition — is no doubt every bit an occasion steeped in ethics as it is a 

merely cognitive or interpretive moment.

Another way to think about the composing of our lives takes us into the murky 
terrain of that elusive term consciousness. I would suggest — at the risk of being 
unfashionably sincere and naked — that ultimately poetry is ³about´ consciousness 
— really, a manifestation of consciousness. Which is also why poetry must and 
does continue to change �and why, as Stein, Antin, 3erloff, and %ernstein advocate, 
we ought to pay plenty of attention to newly emerging modes of composition�.  
Because the nature of human consciousness — perhaps at no time in human history 

as today — is changing. And poetry is, at heart, part of our effort to understand, 

e[plore, and manifest that �changing� consciousness. 3oetry allows us to develop 
a feel for consciousness, which is inextricable from a deepened awareness of being 

and time, and deepened awareness and knowledge of the ongoing composition 
which we call perception.

While , have been advocating attention to such manifestations in the present 
— to innovative poetry of this moment — the roots, particularly in Chinese 

literature, for such a function for poetry and for writing generally go very deep.  

While /ao 7]u¶s Dao de jing includes plenty of advice about how to govern 

effectively, the enduring strength of this work �which other than the %ible may be 
the most translated work on earth"� is in its simply stated and in¿nitely comple[ 
engagement with the nature of being. As David Hinton suggests in his introduction 

to /ao 7]u¶s work,
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Although its inexplicable nature is a central motif in the Tao Te Ching, we 

might approach /ao 7]u¶s Way by speaking of it at its deep ontological level, 
where the distinction between 3resence �%eing� and Absence �Nonbeing� 
arises. « 7he ontological structure of Way is replicated in the structure of 
human consciousness, thoughts arising from the same generative emptiness 

as the ten thousand things. … It is here in the depths of consciousness that 

Way can be e[perienced directly through the practice of meditation. <ou 
can watch the process of Way as thought burgeons forth from the emptiness 
and disappears back into it, or you can simply dwell in that undifferentiated 
emptiness, that generative realm of Absence. �������

/ao 7]u¶s consideration of the Way �Dao� contrasts sharply with the more practical, 
behavioral engagement with Way found in his contemporary &onfucius¶ Analects.  

Raymond Dawson, in his introduction to the Analects, suggests that Confucius uses 

the Way ³to refer either to the ideal course of conduct for an individual or to an 
ideal political organi]ation´ �[[iv�[[v�. ,n the Dao de jing, we study the Way for 
its own sake, and to engage a generative emptiness that may help us to understand 
better our own nature.

Throughout Lao Tzu’s Dao de jing, we find advocacy of an ongoing 

engagement with the nature of consciousness, a deepening awareness of being, 

which is a mirroring of wu wei �and which does carry with it ethical and behavioral 

and even governmental implications, though that is not his primary focus�: ³,f 
you¶re nothing doing what you do� all things will be governed well´ ��.������ ���  
)rom /ao 7]u¶s perspective, nothing else can ³compare to sitting still in Way¶s 
company´ ���.��� ����. +e could also be describing the often ve[ing e[perience of 
encountering a new mode of contemporary art, an innovative poetry that de¿es our 
e[pectations and habits. +e asks, ³Who¶s murky enough to settle slowly into pure 
clarity,� and who still enough to awaken slowly into life"´ ���.������ ���.

What we encounter in the Dao de jing is analogous to the reading experience 

of innovative poetry — an enigmatic encounter that requires patience, open-

mindedness �in =en terminology, beginner¶s mind�, and the development of an 
ability �negative capability"� to live in uncertainty and with an ethical humility 
that suggests the incompleteness of our understandings. Thus the Dao de jing 

begins, ³A Way called Way isn¶t the perennial Way.� A name that names isn¶t the 
perennial name´ ��.���� ���. And yet, ³Way remains hidden and nameless,� but it 
alone nourishes and brings to completion´ ���.������ ���. /ao 7]u¶s great poem 
is a cautionary tale regarding the perils of success, power, and will, and thus it 
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carries with it serious ecological and political implications, which, of course, 

are thus also pedagogical and ethical implications. It is poetry — much like the 
best of contemporary innovative poetry — that both asks us to give it our fullest 
effort, intellect, and attention, all the while reali]ing, ³7he further you e[plore, the 
less you know.�� So it is that a sage knows by going nowhere,� names by seeing 
nothing,� perfects by doing nothing´ ���.���� ���.

7hus , am proposing an additional dimension to what we think of as ethical 
criticism, and it involves a reading process that, by necessity, is inconclusive, 

not confined to what is reasonable, and knows Tuite certainly that certainty will 
not be the outcome. If it yields conclusions, they will not be Confucian nuggets 

of wisdom; they will be conclusions that undo themselves. It is an ethical not-

knowing, which, nonetheless, is what ethical learning amounts to: an ongoing 
conversation, ever leading to more questions and more comments. To conclude, 

let me illustrate what such ethical criticism might look like by reading a poem by 
Larry Eigner.

May   ��  ��          � � � �

paper

 a cut map

      beautiful

        land

            beds

                  tree

                    the air

                          to dance in

  time

        what ground

                         stretches out

               dancing, you feel like
                              dancing

          so many winds blowing

  forest    the mind

                         Àight
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   the sun

      on the open

          then the earth

    wall

 �The Collected Poems of Larry Eigner, Volume III 1966-1978, �����

Larry Eigner’s poetry presents us with a perpetual changing of direction, often 

a swerving from word to word, from line to line. The page becomes a highly 

malleable �seemingly infinitely so� locale for an instance of grace of mind, a 
turning about that is highly particular, idiosyncratic �and a perhaps simultaneously 
universal"� movement of consciousness in a comple[ relationship with language.

At nearly every moment of (igner¶s ���� we have the possibility, and often 
the actuality, of a change in direction. Perhaps our own engaged questioning allows 

us to move with the movement of his poem. ³paper´ — is it this paper, that is, the 

one where the poem is being written" Or perhaps the paper that is, as the ne[t line 
suggests, ³a cut map,´ and is a poem, this poem, then a kind of ³cut map´" cut out 
or from what" And the poem calls it ³beautiful´ — is the beauty what we are seeing 

emerge as the poem delineates itself, or is it something else that is more generally 

beautiful" What follows is a discrete series of things, a brief descending catalog — 

³land� beds� tree� the air´ — are they, each, what is beautiful, or perhaps they are 

beautiful, as the ne[t line suggests, ³to dance in.´ %ut how does one dance in �or 
with� a series of descending general nouns" 3erhaps the poem is the moment of our 
dancing, a poem that swerves, that delights in its own possibilities of movement, ³to 
dance in� time,´ the dance, then, being a moving in space and time. 7he dance takes 
place at least two times: in the time of the poem’s composition, and in the time of 

our reading of it �as we dance with and in its movement, its turning�. 
Our being, then, takes place here, in space and time, in a place of ³land´ and 

³beds´ and ³tree´ and ³the air,´ and we dance and we are upon ³what ground´ 
— the place that ³stretches out,´ and which calls to us to consider ³dancing, you 
feel like�dancing.´ 7hat ground — as in +eidegger¶s thinking — is defined by 

our relationship to being and time. The ground, then, is a mixture of something 

we think through and about, at once familiar, present, and profoundly strange 
and enigmatic. A known place, but eTually an ignored and unknowable thing, 
inextricably part of our own enigmatic nature. A ground that we may glimpse or 

sense in some poems.

7hese lines then are perhaps a kind of consecutive descent — a cascade, a 

waterfall — of an ongoing line of thinking, an initial direction of movement that 
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does not swerve or sway too far from its initial impulse and its initial direction. But 

then there is that last line of this section: ³so many winds blowing.´ What winds"  
7hat general ³western wind´ of an ongoing poetic tradition" A wind that might 
be upon and across ³land´ and ³beds´ and in a ³tree´ and essential and resident 
of ³the air´" Or perhaps the ³so many winds blowing´ is true for any instant of 
consciousness, especially one manifesting itself on ³paper� a cut map´"

After a considerable open space — the largest of the poem, this ³cut map´ 
cut from an instance of awareness in space and time — we encounter the most 

remarkable turn of the poem: ³forest the mind.´ ,t is an apposition, which, in 
retrospect — the shift in direction allows us to look back — has been mildly 

implicit earlier in the poem, so that we now might consider another understanding 

of ³what ground´: a support or space or entity that allows us to hold in awareness 
³land´ ³beds´ ³tree´ and ³the air,´ and to dance with these seen and named locales.  
7hat forest�mind, wherein we ¿nd ³so many winds blowing´ — and this goes to the 

heart of much of Eigner’s poetry which can be read as an ongoing phenomenology, 

a mapping or engaging of the rapidity of perception and the complexity and grace 

of seeing’s dance with language and naming. It is an exhilarating sense of mind, 

which moves us upward perceptually, to ³Àight´ and ³the sun,´ a dancing ³on the 
open,´ which, ultimately, comes back down to ³then the earth� wall.´

3erhaps it is the lack of connectives from word to word and even more so 
from line to line, perhaps it is the lack of a typical authorial pronoun that makes 
the poem on the page feel like a mobile, like a suspension of words and phrases of 
varying weight, in charged and multiple relationships to one another. Thus from 

almost every line to the next, we are either shifting or re-directing our attention 

or taking a leap, learning as we read the poem — and tutored precisely by the 

painstaking arrangement of the words on the page — how to travel a similar 

perceptual path.

4uite ama]ing, inspiring, and pertinent, then, to consider that (igner, in spite 
of his severe case �from birth� of cerebral palsy, composed over �,��� poems, 
³producing his typescripts on his ���� Royal manual typewriter using only his 
right index finger and thumb to create shifting constellations of words in space 

whose musical and visual designs are realized in a language at once immediate and 

highly abstract´ �editors¶ jacket note, 9ol. ,,,�.
As we take this second major turn in our reading — an exploration and 

recognition of the poet’s physical state, and a shift toward an embodied sense of 

the poem’s composition — perhaps our reading of the poem changes somewhat. In 

light of (igner¶s cerebral palsy and the dif¿cult process of typing his poems, do we 
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read lines like ³dancing, you feel like� dancing´ differently" Do we read differently 
knowing he could not dance, or does the poem itself become that dancing �which, 
perhaps, is how we would read the poem all along without the re-consideration 

brought about by our knowledge of the poet¶s physical circumstance�" Do we 
return early in the poem to the cascade of general nouns and see now that ³beds´ 
is Tuite different than ³land,´ ³tree,´ and ³the air,´ and may indicate, obliTuely, the 
poet¶s physical location"

As (mmanuel /evinas has suggested, ³we e[ist in a circuit of intelligence 
with the real´ �Entre Nous ��. ,nnovative and somewhat baffling contemporary 
poetry offers us a place, in language, to experience and respond to —without 

mastery — the complexity of the real. Or, as Lao Tzu writes,

+onoring Way and treasuring ,ntegrity
isn’t obedience to command,

it¶s occurrence perennially appearing of itself. ���. ll. ���, ��� 

,n reading this one poem by /arry (igner, , am sketching an ethical reading 
practice based on humility and limitation, as we come up against our not�knowing 
�try as we might to know�. Such reading places us within an ethics of parado[ 
and doubleness — of profound curiosity and delving, along with the recognition 

of the partial and indeterminate nature of the activity. That ongoing conversation 

where we collaborate in articulating our observations and questions, our tentative 

e[pressions of signi¿cation and meaning, is knowing, and its generative questions 

and limitations are a respectful and ethical way of being in the world.

Notes

�. 7his essay is an e[panded version of the keynote address that , presented in -inan on 

November ��, ����, for the �th &onvention of the &hinese�American Association for 3oetry and 

Poetics.

2. Selected Poems and Essays of Hank Lazer, &entral &hina Normal 8niversity 3ress: ����. )or 

Professor Nie’s Preface, see pp, 1-7.

�. ³=ui Wei 4un 7i.´Poetry Monthly �October �����: �����. +efei:3oetry Monthly 3ress, ����. 

4. Oppen is quoting from a letter sent to him by Rachel Blau DuPlessis.

5. At the 4
th
 CAAP conference, I note with great pleasure the contributions of participants Dr. 

Maryemma *raham and Dr. /auri Ramey, each of whom in their presentations, pedagogy, 

and publishing have done noteworthy work to promote both elements of diversity. The two 



anthologies —Every Goodbye Ain’t Gone: An Anthology of Innovative Poetry by African 

Americans ������ and What I Say: Innovative Poetry by Black Writers in America ������, edited 

by Lauri Ramey and Aldon Nielsen — provide tremendous resources for and evidence of the 

great variety and excellence of innovative poetry by African American poets.
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Abstract  The concept of ethical criticism has always had its roots in ancient 

*reek tragedy and its Aristotelian interpretation. 7he tragic plot reveals the ethical 
choices of the characters and provokes an ethical response on behalf of a listener. 
7he idea that literature is a medium where readers can safely ful¿ll e[periments of 
thought with human behavior and the consequences of various ethical choices can 

be reduced from the analysis of Aristotle’s Poetics, which is an analysis of *reek 
tragedy. The ethical cosmos of a tragedy, however, is obviously different from 

that of historiography. The paper analyses the pseudo-historiographical rewriting 

of the 7rojan war by the so�called Dictys &retensis �which became the source of 
knowledge about the 7rojan war for the (uropean tradition for centuries, until 
the Renaissance�. 7hat te[t elaborates many events for which the main sources 
are tragedies by Aeschylus, Sophocles, and mostly Euripides. Characters in a 

tragedy make very dif¿cult decisions and take them seriously. ,n the (phemeris, 
they do not seem to realize moral dilemmas or that they have to choose, but act 

spontaneously in accordance with their direct interests or desires. Their motives 

become increasingly mean as the war develops a demoralizing effect on them.

Key words  ancient *reek tragedy� pseudo�historiography� Aristotle, (uripides� 
Sophocles; Dictys Cretensis; ethical choice. 
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7he concept of ethical criticism has its roots in ancient *reek tragedy and its 
Aristotelian interpretation. This is rather logical, given that Aristotle can be 

regarded as the founder of the philosophical subdiscipline of ethics. Although Plato 

did discuss ethical problems too, it was Aristotle who coined the name and wrote 

the first completely discursive books on the topic: the Nicomachean Ethics, the 

Eudemian Ethics, and the Magna Moralia. At the same time, he is also the founder 

of western literary criticism with his Poetics, which discussed tragedy almost 

exclusively, and approached it essentially from the viewpoint of ethics. Tragedy 

for him is the imitation of human action, which is always already an ethical issue, 

processed by ethical choices of the dramatic agents, interpreted and evaluated by 

the audience on ethical grounds. 7his original link between the philosophical and 
literary ¿elds of research made ancient *reek tragedy an e[perimental site of ethics 
and ethical criticism. 

In her search for the ethical-philosophical that appears in literature, on the 

basis of the presupposition that literature offers plenty of experimental answers 

to the Aristotelian key Tuestion of ethics, namely ³+ow shall we live"´ Martha 
Nussbaum focused e[clusively on narrative, and mostly on novels �Nussbaum 
�����. Many have critici]ed this approach, partly because it uses a very narrow 
notion of literature, leaving large areas undiscussed, partly because the focus 

on plot simply misses the literariness of literature, which was for a long time 

and maybe still is the object of literary criticism since its foundation as modern 
academic discipline by the Russian formalists. What , would like to do in this paper 
is plot�centered ethical criticism, which, however, does justice to the literariness in 
so far it investigates the consequences of transposition from one literary genre to 

another in the creation of a rather different ethical cosmos.

7he transposition , discuss happened in a strange literary work usually referred 
to as Dictys &retensis, although it is not a title, but the name of the ¿ctitious author. 
7he name of the real author or forger is unknown. 7he well�developed narrative 
frame makes it the most successful and probably most interesting ancient literary 
forgery �Speyer, (isenhut ���. ,t is a prose narrative, a memoir of a �fictitious� 
eyewitness of the 7rojan war. Dictys of &rete is said to have been a *reek soldier 
in that war. 7he *reek te[t was written in the �st

 century CE, but we only have two 
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papyrus fragments from it �*rendell, +unt 	 *oodspeed, Nr. ���� %arns, 3arson, 
Rea 	 7urner, Nr. �����. +owever, a /atin translation was made in the �th

 century 

&(, which has survived. On the basis of the *reek fragments we know that the 
Latin was written in a much more elevated style, which can be seen in many places 

to be imitating Sallust, the most popular Roman historian in the 4th century CE. 

The Sallust quotations usually appear as moralizing or psychological additions 

to the *reek original �Noack ������. +owever, according to the translator¶s 
introductory note, the second half of the narrative �on the return of the *reeks� 
was severely abridged. We can describe the genre of this te[t as novelistic pseudo�
historiography. 7he *reek�/atin title is Ephemeris belli Troiani, which can be 

translated as the journal of the 7rojan war. Ephemeris is also the name of an 

ancient genre, called commentarius in Latin, a collection of notes that a prominent 

historical figure can publish as raw material for future historiographers without 

much rhetorical elaboration �%omer �������. 7he work thus has historical or 
historiographic interest and attitude. 

We should keep in mind how Aristotle highlighted the difference between 
historiography and poetry: ³the former relates things that have happened, the latter 
things that may happen,´ ³i.e. that are possible in accordance with probability or 
necessity´ �Aristotle ����b��� and ����a���b��. ,n antiTuity nobody doubted 
the historicity of the 7rojan war and its prominent characters, but since the �th

 

century �or even earlier� intelligent people have been pu]]led by the fact that all 
the accounts were written by poets �Merkle, Die Ephemeris... ��� and contain 
many obviously impossible, marvelous elements. The Dictys account offered a 

seemingly reliable narrative �with the claim of being written by an eyewitness, the 
type of source regarded as having the highest authority in antiTuity�, containing 
e[clusively the kind of events that could appear in historiography too. 7he 
previously accessible sources �epic poems and tragedies� may have told what may 
have happen, but Dictys ¿nally claimed to tell what had really happened around 
Troy. 

7he Dictys account is in reality ¿rst and foremost a rewriting of belletristic 
te[ts, the +omeric and cyclic epics �cf. Merkle Die Ephemeris..., passim�. +omer¶s 
two epic poems, the Iliad and the Odyssey tell only a fraction of the stories of the 

7rojan war. 7he former covers the events of some days from the ninth year of 
the war, the latter the return of 8lysses with retrospective accounts of the sack of 
7roy �with the wooden horse�, the adventures of 8lysses after the war, the return 
of Menelaus, and the death of Agamemnon. There were about a dozen other epic 

poems on the 7rojan war and other mythical topics �the epic cycle�, which have 
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been lost, but were available in antiquity. They were regarded as having much less 

poetic value than +omer. And for many events the best�known and most highly 
evaluated source of information was tragedy, about a dozen pieces by Aeschylus, 

Sophocles and Euripides. The Dictys account transposes those events from the life 

world �and ethical world� of poetry to that of historiography, but since it is in fact 
pseudo-historiography, it shows the latter world in an extreme, slightly belletristic, 

even more characteristic form.

7he most detailed narrative which takes its plot from a tragedy is that of 
Iphigenia in Aulis. In Euripides’ tragedy both Menelaus and Agamemnon had to 

make very dif¿cult ethical choices before the tragedy, and both change their minds 
in the ¿rst scene to choose differently in the same dilemma. ,n fact, Agamemnon 
changed his very ¿rst decision already before the tragedy. 7he *reek army is ready 
to sail to 7roy, but there is no wind. 7hey are told �by the gods through prophets� 
that for the departure and the successful campaign in Asia, Agamemnon must 

sacrifice his daughter Iphigenia. The elected commander has to choose between 

loyalties to the male community and to his own family, between the values of 

the society and his more limited life circle. Since both loyalties are valid and 

of utmost importance, both possible choices are equally legitimate and equally 

wrong. Dismissing the army and canceling the war means the denial of his duties 

and values as a king and a hero, while if he kills his own child, he betrays his role 
as a father and the head of a family. The gods do not offer an easy choice, which 

makes it a real ethical dilemma. )irst Menelaus and Agamemnon agreed to sacri¿ce 
,phigenia, sending a letter to Agamemnon¶s wife asking her to send the girl to 
Aulis. Then Agamemnon changed his mind, trying to send another message to his 

wife withdrawing the ¿rst reTuest. ,n the ¿rst scene of the drama, Menelaus and 
Agamemnon have an argument about that second decision. Menelaus still wants 

to sacri¿ce his niece. )or him the decision is, however, Tuite different. +e is the 
bene¿ciary of the campaign, which has the purpose to get his wife back. Due to 
the argument, however, he changes his mind and accepts that he should not let 

his niece, a blood related member of his family, be killed in order to regain an 
unfaithful wife and punish an adulterer. He is willing to call off the war. During 

their fight, however, Agamemnon also changes his mind and accepts �again� the 
viewpoint of male society. )rom that point on he wants to make the sacri¿ce. 

Achilles, the greatest hero of the *reeks, a demigod, learns that ,phigenia 
has been tricked into coming to the camp under the pretense that she is supposed 
to marry him. He is so upset about his name being used for such a mean and 

undigni¿ed purpose that he decides to prevent the sacri¿ce by all available means. 
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+owever, he comes to reali]e that all the *reeks, including his own soldiers, are 
determined to perform it. +is ¿nal decision is to ¿ght against the *reeks till death, 
even if it is futile, but he will not endorse their action. He renounces the loyalty 

towards his community when he finds their ethical decision unacceptable. But 

at this point, on the verge of a catastrophe, Iphigenia realizes that she also has a 

choice. Instead of being a passive victim and waiting for men to decide her fate she 

decides to willingly sacri¿ce herself for the good of the *reek male society.
We can see that characters in a tragedy make very dif¿cult decisions and take 

them seriously. They invest immense energy in pondering the values they want to 

represent in the world and suffer profoundly because of those value conÀicts. 7hey 
are willing to die if it is the price they have to pay for the values they have chosen. 

9ery little of these ethical dilemmas has been kept in the Dictys account. One 
of the basic differences is that it is not the wind and the campaign that are at stake, 
but the lives of the *reek soldiers who are being killed by an epidemic. An inspired 
seer informs the leaders that ,phigenia¶s sacri¿ce is the only possible cure. ,n this 
dilemma Agamemnon has to choose not between values but between killing one 
person and letting thousands die. However, for him this is not a dilemma here: from 

the first minute he consequently refuses to sacrifice his daughter. Therefore the 

*reeks depose him as general�in�chief and create a four men corps to run the army. 
Ulysses secretly goes to Mycenae with a false letter about the wedding of Achilles 

and Iphigenia and brings the girl to the camp. Menelaus, without any moral 

hesitation, starts performing the sacri¿ce, when a voice from the woods prevents 
it. In the meantime Achilles has received a letter and gifts from Iphigenia’s mother 

revealing the trick his name had been used for. +e runs to the place of the sacri¿ce 
to stop it, but since it has already been called off, no conÀict develops. What we 
can see from this summary is that the characters do not realize the moral dilemmas 

or that they have to choose. They respond to any situation instantly and without any 

kind of deliberation. 7he choices they make, however, can be interpreted as good, 
more or less. What is completely missing, however, is any interaction between 
Achilles and ,phigenia, and conseTuently any self�sacri¿cing deliberation on their 
behalf. Achilles tries to intervene here violently, but since he has not checked 
the *reeks¶ mode in advance, this does not mean willing death for him. +e does 
not confront the whole army, but only a fraction of it in a sudden Àare of anger, 
which is his basic characteristic. And there is no word about ,phigenia making 
any decision on her own. Those decisions that are visible here are represented 

as morally good. Agamemnon¶s stubborn refusal to sacrifice his daughter makes 
him appear a better father than anywhere else in the mythological tradition, while 
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Menelaus and Ulysses are lauded by the narrator for saving the army. But all this 

is in the ¿rst book and at the beginning of the war. 7he whole narrative e[plains 
the decline of the *reeks as a result of the demorali]ing effect of the war itself �cf. 
Merkle Artless..., and in more detail Die Ephemeris...�. 

We can see this in the story about Aja[ތ death, best known from a tragedy by 
Sophocles. %efore the stage action started, Achillesތ weaponry has been awarded to 
8lysses, which upsets Aja[ so much that he decides to kill the *reek leaders. 3allas 
Athena prevents this by tricking him into believing that some sheep and cattle are 
Menelaus, Agamemnon and 8lysses. At the beginning of the tragedy Aja[ reali]es 
what he has done in his madness, and that he has become ridiculous in the eyes of 

the *reek community, so he decides to commit suicide. +is concubine, 7ecmessa, 
tries to dissuade him in vain. In the last phase of the tragedy, Agamemnon and 

Menelaus deny any funeral rites to Aja[, but 8lysses convinces them to allow the 
burial of the corpse, since one should respect a noble enemy in his death. 

Before comparing this plot to the transformations of the Dictys narrative, let 

us reconsider what Aristotle wrote about the decisions. In the Poetics the notion 

appears in his analysis of character. &haracter is a word of *reek origin, and the 
usual translation of the one Aristotle uses here, namely ethos, from which the word 

ethics comes. 7he *reek word character was to become a notion of philosophy one 
generation later, with the work Characters by Aristotle’s disciple Theophrastus. 

The Aristotelian ethos has a rather different meaning from its modern English 

translation, since it is not the whole personality, but as it is de¿ned, ³according to 
which we say that the people in action are of a certain sort´ �����a����. A little bit 
later a more detailed de¿nition is offered: ³&haracter is which reveals decision, of 
whatever sort� this is why those speeches in which the speaker decides or avoids 
nothing at all do not have character´ �����b�����. ,n the main analysis, however, 
Aristotle declares that characters in a tragedy should not be of ³whatever sort.´ 
)rom one of the preliminary de¿nitions of tragedy we know that ³comedy prefers 
to represent people who are worse than those who exist, tragedy people who are 

better´ �����a������. And it must be an ethical Tuality he is speaking about, since 
³everyone differs in character because of vice and virtue´ �����a����. 7herefore 
we expect people represented in tragedy be good, better than those who exist. And 

this is e[actly what Aristotle reTuires: ³the characters should be good. 7he tragedy 
will have character if, as we said, the speech or the action makes obvious a decision 
of whatever sort� it will have a good character, if it makes a good decision´ ����� 
a������. ,t goes without saying that a decision inÀuences the evolution of the plot, 
therefore morally good decisions also can result in a tragic catastrophe. Since 
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characters in the tragedy should be good, they should choose virtue and never vice. 

In the case of Iphigenia we have already seen that sometimes one has to choose 

between too virtuous options, both of which may have terrible consequences. 

What can we say about the decisions in Sophocles¶ Aja[" 7he story started 
with the decision to award Achilles’ armor to Ulysses, but since that happened 

before the tragedy and the motives are not clarified, there is no character in this 

decision. 7hen Aja[ decides to massacre all the *reek leaders. 7his may seem a 
bit harsh. %ut the ³most obvious Tuality of tragic conÀict is its e[tremity: it does 
not ordinarily admit of compromise or mediation´ �%urian ����. 7he archaic 
heroes do everything for timê, to be respected by society� if they sacri¿ce their life, 
they do it not so much for the survival, success or well-being of the society, but 

for the respect they achieve through that. 7herefore if Aja[ had simply accepted 
humiliation, which means deprivation of respect on behalf of the society, it would 

not be a virtuous decision. 7o take his revenge may be virtuous, but destroying the 
society whose respect he wants to gain is problematic both logically and morally, 

and the latter dilemma was very probably understood in all its dimensions by the 

contemporary audience of the democratic Athens.

His second decision, to commit suicide because he cannot face ridicule and 

humiliation once again without any chance of vengeance, is characteristic of the 

old *reek values �the so�called shame culture�, and shows some tragic grandeur. 
7he leaders¶ final decision to provide an appropriate funeral for Aja[, who had 
been the second greatest *reek warrior during the war, is obviously a morally good 
decision, and what is surprising that Menelaus and Agamemnon can be convinced 

only with some dif¿culty. 7he idea comes from 8lysses, who admits that Aja[ was 
his enemy, nevertheless he is able to show real generosity. 

In the Dictys account it is not Achilles’ armor but a very holy statue of Athena 

that is awarded to 8lysses instead of Aja[, which is a minor difference. +owever, 
Ulysses has good reasons to claim the statue, since it was him who furtively 

brought it from Troy before the capture. But it is not the reason why he is rewarded. 

After the sack of 7roy, Aja[ wanted +elena to be e[ecuted, because she had caused 
so much pain to the *reeks, but Menelaus was still in love with his wife. 8lysses 
played a key role in giving her back to Menelaus safely. 7he narrator and a part of 
the army interprets this decision as putting personal desire before the community’s 

interests. Some soldiers, however, try to flatter 8lysses by scolding Aja[, who 
declares he will take bloody vengeance on those who insult him. )rom his 
perspective we cannot see any moral problem: he does not want to kill everybody, 
and does not want to take revenge on the whole army because of a decision he 
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cannot accept. He only declares that he will protect his dignity. Then something 

une[pected happens: ³At daybreak we found Aja[, out in the open, dead� upon 
closer investigation we discovered that he had been killed with a sword´ ��.��, 
Dictys, A Journal..., ����. Nothing is said about divine intervention, madness, 
shame or suicide. The latter cannot be completely excluded. It will never be clear 

how Aja[ died, but public opinion is summari]ed as follows: %oth leaders and 
privates were extremely upset, which soon resulted in revolt, because everybody 

was frustrated about Aja[ having been assassinated furtively by Agamemnon¶s 
circle. Political assassination, petty crimes with low intentions: that is characteristic 

of the *reek leaders after the war, without any residue of tragic grandeur.
7he characters of tragedy have time to speak about their decisions. ,n Dictys¶ 

political-historiographical cosmos they act immediately, without hesitation, and the 

readers are given only the narrator’s speculations about the motives, which tend 

to be presented as mean. Even if the choice is factually the same as in a tragedy, 

the decision is morally wrong here because of the lack of deliberation, because 
the ³heroes´ do not reali]e that they have to choose between values, but act 
spontaneously in accordance with their direct interests or desires.  

We may deduce even from Aristotle¶s insights that different literary genres 
imply different ethical worlds, if we combine his idea that tragedy represents 

people better than us, while comedy those worse than us, with his definition of 

character as the manifestation of good or bad ethical choices. In tragedy good 

people make good choices, while in the comedy bad people make bad choice, 
which are tautological descriptions, since people are good or bad exactly because 

of their good or bad choices. ,n the transposition of the story of the 7rojan war 
from the tragic to the historiographic discourse we see remarkable changes in the 
ethical value of the same decisions of the very same people. To choose the same for 

a different reason is not the same decision to be sure. The different genre, however, 

hardly seems to represent different kinds of choices, but rather different decision 
making processes, different attitudes towards the challenges of ethical choice.  
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Abstract Tom Stoppard’s thirty-first theatrical play, The Hard Problem received 

its world premiere at the Dorfman Theatre,The National Theatre, on London’s 

South %ank on �� -anuary ����. 7his is Stoppard¶s ¿rst play for the theatre since 
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Tom Stoppard’s latest theatrical play The Hard Problem received its world premiere 

at the Dorfman 7heatre, 7he National 7heatre, on /ondon¶s South %ank on �� 
January 2015. Running without an interval for about an hour and forty minutes it 

was Stoppard¶s ¿rst play for the theatre since his e[cursion in Rock ‘n’Roll ������ 
into what might have been had his parents remained in what is now the Czech 

Republic and survived the Second World War. +e also used, as he does in Rock ‘n’ 

Roll, the music of 3ink )loyd for his play for radio Darkside broadcast on BBC 

radio �� August ����.
The Hard Problem is Stoppard’s thirty-first theatrical play and has much 

in common with its creator>µ@s concerns since his first play Rosencrantz and 

Guildenstern Are Dead ������: chance, ³choice,´ the roll of the dice determining 
what happens in life. His latest play received an overwhelmingly hostile critical 

response. One of the elements the critics objected to being far too many cultural, 
scienti¿c, and literary references past and present, but those who know several of 
his plays realize that The Hard Problem is no different from other Stoppard plays in 

its interte[tuality. 7his one works on different levels depending upon the audience¶s 
inter-textual awareness. Alistair Macaulay has written that most or all Stoppard 

plays are about epistemology — about the various ways in which our brains 

apprehend and address the world, the range of possibilities whereby experience and 

thought become knowledge«. And the nature of knowledge — what has been lost, 

forgotten, mistaken" ² is an abiding theme.´1 ,n ³)irst 3erson,´ his programme 
note to the National Theatre run, Stoppard writes that “The Hard Problem is what 

the Australian philosopher David Chalmers, called the mystery of consciousness; 

that is, the problem of e[plaining the phenomenon that we have subjective )irst 
Person experiences.”

2
 Or to express this differently is there anything that transcends 

the material in the sense of mind as brain" 
In the opening scene of The Hard Problem, Spike the 8niversity lecturer who 

is having an affair with +ilary his younger student tells her ³7he game is not about 
you … it’s about a statistical tendency. It’s about survival strategies hardwired 

into our brains millions of years ago´���.3
 The play explores dramatically this and 

other observations, assertions that for instance, to Tuote Spike again that ³culture, 
empathy, faith, hope and charity, all the Àip sides of egoism come back to biology´ 
���, do they" +ilary tells Spike that ³9irtue´�whatever that is �³is not science. <ou 
can’t get an ought out of an is. Morality is not science. So there must be something 

else, which isn¶t science. Which science isn¶t. What is it"´ ����. 4uestions of this 
nature are Stoppard’s preoccupation in The Hard Problem.

In The Hard Problem Stoppard grapples with fundamental human and 
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scientific Tuestions. 7o cite the description of the play found on the back cover 
of the paperback edition: ³+ilary, a young psychology researcher at a brain� 
science ,nstitute, is nursing a private sorrow and a troubling Tuestion at work, 
where psychology and biology meet. If there is nothing but matter, what is 

consciousness"´ 
I am assuming that most of my readers will not be familiar with the play. So it 

seems appropriate to describe ¿rst in some detail the ³plot´ such as it is, ³characters´ 
such as they are, dramatic conflicts, if any, ideas that are presented, and ethical 

positions asserted.

 At its beginning the designer Bob Crowley’s representation of the brain 

dominates the stage and Bach’s cerebral fugal music is heard. The lights then 

come up on ³7wenty�two´ year old +ilary, an undergraduate student, and her tutor 
Spike ³about thirty´ ��� — soon they will be lovers — who are arguing about 

game theory and rationality. Hilary is being prepared, coached for an interview 

at a prestigious %rain ,nstitute. +ilary¶s major is psychology, and her tutor�lover 
Spike a scienti¿c materialist. While she believes in *od and ³the good,´ Spike is 
engaged in a dualistic activity: at the same time as intellectually debating with her 

and coaching her, he is trying to get her into bed. Spike tells her — using unlikely 
words for a seduction� that ³culture, empathy, faith, hope and charity, all the Àip 
sides of egoism, come back to biology, because there just ain¶t anywhere else to 
come from e[cept three pounds of grey matter wired up in your head like a map of 
the London Underground with eighty-six billion stations connected thirty trillion 

ways, hard wired for me ¿rst´ ���. 7his ¿rst scene, in common with the remainder 
of the play, is replete with ethical issues such as sleeping with a student, the nature 

of altruism, the nature of the rational. At the conclusion of this ¿rst scene +ilary 
³starts getting undressed´ alone ���.

The second of eleven scenes opens with the opposite of ideas of the rational: 

³+ilary «kneeling silently at the side of her bed, saying her prayers.´ Spike enters 
³barefoot, wearing a girly wrap�over negligee too small for him, showing bare 
calves´ ���. &learly the two come together physically but their minds are far apart. 
The rest of the scene consists of their intellectual squabbling in some of the longest 

speeches or rather declarations of positions in the play: over ³)orgiveness´� the 
techniTues to be used to get accepted by the prestigious .roll ,nstitute for %rain 
Science, the research centre ¿nanced by a billionaire who has made his money in 
hedge�funds. Subjects discussed include ³consciousness,´ and what it is, ³pain,” 

³sorrow,´ what the brain is, intentions, survival reÀe[es, amongst other concerns. 
7he scene concludes with +ilary crying and needing ³a miracle´ ������.
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Scene three is set in ³7he .roll ,nstitute for %rain Science´ ���� at which 
+ilary and Amal, a &ambridge educated ,ndian with a maths degree and working 
on a Master’s degree in biophysics, are being interviewed for it appears the same 

position. We learn that +ilary studied 3sychology at /oughborough 8niversity�
the name evoked laughter amongst the status conscious, clearly educated audience 
when I saw the play on the 7

th
 April 2015 at London’s National Theatre. This wasn’t 

the only ³in´ reference and allusion to receive laughter or murmurs of recognition. 
,ndeed a criticism of the play amongst the reviewers in the %ritish ³intellectual´ 
newspapers, and journals such as The Guardian, The Daily Telegraph and the 

Times Literary Supplement to name but three reviews,
4
 is that there is too much 

of this kind of name�dropping in the play and that ³what¶s presented is less drama 
than diagram´ �TLS� )ebruary �, ����: ���. ,n this third scene between +ilary 
and her competitor Amal competition between them seems non-existent. There is 

little dramatic conÀict between the two speakers: both are more representatives of 
ideas and status: she’s from Loughborough, perceived as third rate; he’s from the 

top of the academic pecking order ² &ambridge� she is more unsettled about the 
ethics of the institute; he is a dedicated materialist. Information about them, their 

backgrounds is conveyed rather than their character traits.
This third scene includes as one of the interviewers, Julia, who was at school 

with Hilary. Coincidence is a dramatic device frequently found in Stoppard’s 

drama in addition to the collision of opposites which pervades his drama, from 

Rosencrantz andGuidenstern Are Dead ������, to Jumpers ����� and beyond. 
7o take three instances: in Jumpers musical comedy and moral philosophy are 

ju[taposed with acrobats and academic philosophers. 7here is the collision of the 
opposites of the surrealistic and the notions of realism in Travesties ������. ,n 
the magni¿cent Arcadia ������, probably the play of Stoppard¶s that will last the 
longest, ideas of art and science shift between the early nineteenth century and the 

late twentieth century, and Newtonian physics is a bed fellow with Chaos theory. In 

The Hard Problem Julia reveals that Hilary whilst at school became pregnant, had 

a baby girl that she gave up for adoption. In such a decision-an ethical as well as 

pragmatic one- there is the pathos and sadness of The Hard Problem. Towards the 

conclusion of this third scene Jerry appears: the last lines of the scene revealing that 

his name is on the Institute for Brain Science building.

9ia a stage direction, the audience learns in the fourth scene, that ¿ve years 
have gone by: -erry enters, laughing into his cell phone. +e is eating breakfast 
with his daughter Cathy whom the audience subsequently learns in the scene is 

adopted. The other character who actually appears in the scene as distinct from 
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being talked to on the phone is Amal. +e nervously reminds his boss, who has 
told him that he pays him to keep Tuiet, that, in words reminiscent of Stoppard¶s 
personal sentiments on the stock market ³the market is a belief system with a short 
memory, and it’s averaged on highly correlated billion-dollar bets and trillions on 

side bets which are going to go wrong together. I mean to zero. You pay me for my 

research.´ -erry confesses that his success depends upon ³&onfidence. %elief. ´ 
+e doesn¶t pay Amal ³to post it like a fridge magnet on the reception desk.´ Amal 
responds ³but , wasn¶t wrong.´ -erry¶s response is ³you were early, which is the 
same thing.´ Amal replies >rather shocked@, ³you¶re going short the market"´ +is 
boss’s reaction is peremptory and contemptuous typical of his attitude to Amal, his 

employee whom he dismisses: ³use the service stairs´ �������. Stoppard distrusts 
the market and invested in property and art and other investment opportunities.5

This encounter at the end of the fourth scene between Amal and Jerry must 

strike a note to readers aware of for instance the ���� dramatic swings and 
instability in the &hinese and other stock markets. ,ndeed one of the strengths 
of The Hard Problem is one the one hand Stoppard’s ability to describe and 

to discuss pertinent ethical issues such as the challenge presented to us facing 

machines that are capable of wit, charm and resourcefulness and on the other hand  

Stoppard’s uncanny ability to anticipate, to act as an old-fashioned seer or prophet. 

Indeed Jerry the highly successful capitalist of the play, in his reactions to his 

research assistant displays feeling and emotion. +e doesn¶t totally act as a market 
manipulator but as a human with feelings, with sensibilities.   

7he ¿fth scene takes place in the working environment of the ,nstitute with its 
employees staring at screens and ³On a screen, (laine, a young woman, is visibly 
and audibly reacting to receiving a series of >simulated@ electric shocks.´ New 
characters are introduced: Leo an employee and another employee Bo described 

as ³a young &hinese�American woman´���� whom the audience learns towards 
the end of the scene graduated from Shanghai — the text doesn’t indicate which 

University in that huge city — Caltech and also has a Master’s degree from 

&ambridge in the 8.. %o is one of the few co�workers whom +ilary appears 
to communicate with and she exhibits sympathy to her point of view. Hilary for 

instance tells %o that they are not ³testing for empathy´ but for ³Motivation. (goist 
motives and altruistic motives. Sel¿sh and unsel¿sh. 7here¶s a commonsense view 
that we¶re sel¿sh by nature, and unsel¿sh when we override our nature, basically 
by culture. What do you think"´ %o¶s response refers to ³it¶s good to be good, , 
don¶t see that it matters what makes you good´ to which +ilary replies ³it might 
matter if people who are out for themselves think they¶re justi¿ed by biology´ ����
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���.
 In the meantime Jerry is on a tour of the building with his adopted daughter. 

Hilary is describing a child custody experiment she used to do at Loughborough 

involving parents from different backgrounds. 7his e[periment led to the surprising 
result that the less well-off parents should be granted their custody. At the 

conclusion of the scene +ilary reasserts her belief that ³,t was a miracle´ ���� that 
she gained employment at the Institute.

7he si[th scene takes place ³in an empty space´: +ilary and her old school 
friend -ulia talk during a 3ilates session. -ulia tells +ilary that -erry has an adopted 
daughter named Catherine of a similar age as the daughter Hilary had given up for 

adoption. She asks +ilary whether she misses her daughter. +ilary has not thought 
of her daughter for a long time and in any case ³swapped her for a doctorate´ ����, 
and tells -ulia of her �+ilary¶s� need to believe in *od. 

7his si[th scene provides an illustration of the kind of aesthetical and ethical 
concerns that arise in coming to terms with this Stoppard drama. There is what may 

be perceived to be a pretentious reference to ³*|del¶s 3roof.´ 8rsula, a lesbian co�
worker, appears at the scenes end and tells +ilary ³<ou wouldn¶t know *|del¶s 
3roof if it had suspender¶s in Selfridge¶s window´ an apparent joke that fell flat 
at the matinee , attended. 8rsula is responding to +ilary¶s Tuestion to her: ³Will 
you show me how *|del¶s 3roof means a brain can¶t be modelled on a computer"´ 
����.

In a newspaper interview with Camilla Turner published in the Daily 

Telegraph Tom Stoppard has expressed frustration with his current audiences and 

their sense of humour. +e has had ³to dumb down his jokes so that the audience 
understands them.” In a question and answer session with the director of The Hard 

Problem, Sir Nicholas +ytner, Stoppard observed that ³,t¶s very rare to connect an 
audience except on a level which is lower than you would want to connect them 

on.´ Additionally he commented ³<ou could raise it a notch and you might lose 
an eighth of them. It’s to do with reference and allusion.” He changed a scene in 

The Hard Problem three times during its preview performances in order to make a 
speci¿c allusion more and more evident on each occasion.�

Probably Stoppard hadn’t in mind the reference to the fashionable store 

Selfridges in /ondon¶s Regent Street. Whether Stoppard is specifically referring 
in his comments to the references to ³*|del¶s 3roof´ is unclear. )or those who 
don¶t know, to put it very simply ³*|del¶s ontological proof is a formal argument 
for *od’s existence by the mathematician .urt *|del �����±�����´ �Wikipedia�. 
Do we accept Stoppard’s position that he needs to dumb down his allusions, his 
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interte[tuality or is he making ³egotistical´ assumptions that his previous audiences 
for instance got it when the watched his work and audiences watching his new play 
do not" 7he aesthetic�critical issue is that such references may appear pretentious, 
inserted and lack dramatic appeal: the ethical issues are that such references to 
fundamental concerns in ethics and the branch of philosophy dealing with ethics 

remain undeveloped in his drama and especially in The Hard Problem. 

In The Hard Problem the setting is again changed. Scene seven is back to 
+ilary and Spike. 7his time they are together in 9enice and in various states of 
dressing or undress. 7he scene opens with +ilary ³saying her prayers´ ���� and 
concludes with her weeping in the shower. She asks for Spike¶s observations on a 
paper she has written. There are the usual Stoppard witticisms, rhetorical questions 

and topical allusions: is se[ better at one 8niversity rather than another" Spike has 
moved from Loughborough to University College London. There is a prescient 

reference to a University College London Nobel prize winner and a celebration 

in his honour.
7 +ilary restates her position in her e[planation of her paper. )irstly 

that ³materialism is in trouble´� secondly that ³there is no science that says beauty 
is truth or truth beauty´� thirdly +ilary asks ³what is to be done with the sublime 
if you¶re proud to be materialist"´� fourthly ³what does materialism remind you 
of" ,t¶s a faith.´ Spike¶s reply is that ³it¶s pathetic to rely on a supreme being to 
underwrite what you call your values´����. ,t emerges that +ilary is crying for the 
loss of her daughter now aged thirteen whom she conceived at the very immature 

age of ¿fteen. +ilary asks Spike to pray for &atherine, her daughter: +ilary hopes 
and wants the adoptive parents to be kind to her. Spike¶s clearly selfish reaction 
is that prayer would be pointless. He is entrapped within his ego, as, to a lesser 

extent Hilary is in hers but she shows at least awareness for the welfare of another, 

Catherine.

The next scene, eight returns to the Institute and its computer screens. Hilary 

spells out the signi¿cance of the title of the play in the conte[t of a discussion with 
Leo, who it subsequently emerges is her immediate boss, on the paper she presented 

in 9enice. )or /eo her paper was ³about *od.´ )or +ilary her paper was ³about 
the hard problem. It says every theory proposed for the problem of consciousness 

has the same degree of demonstrability as divine intervention. So- psychologically-

they’re equivalent.” Hilary’s attitude, she is informed by Leo, has cost her a 

promotion: ³,f you hadn¶t outed yourself as a &artesian dualist >a position that the 
mind and the body are not the same, are not identical] you could’ve ended up as a 

head of department´ �������. 
As Stoppard e[plains in his programme note ³+ilary « ,s not even convinced 
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that the brain µcauses¶ consciousness. ,n the eyes of almost all scientists « she 
is one of those sad cases known as a Nawve Sceptic�she can¶t entirely let go of 
dualism, the idea that the mind, far from being able to be reduced to functions 

of the brain, is something standing alone, something to be put to one side from 

physical brain science.´ Stoppard continues that ³+ilary ... is not much e[ercised 
by the consciousness of sensation �the ¿ve senses�: her µproblem¶ is the foundation 
of morality, of ethics, of aesthetics, of µthe good¶� in short, of value.´ As Stoppard 
reminds his readers, and audience,the concern, the Tuestion ³what is so good 

about *ood"´ is too an essential one preoccupying *eorge the professor of moral 
philosophy in his earlier play Jumpers ������. So for Stoppard the issue is far from 
being a new one. 

Reaction to Stoppard’s new play has focused on the ideas and explanation of 

*alen Strawson who discusses the issue of what he describes as the ³consciousness 
myth” and its history in a lengthy commentary in the TLS, )ebruary ��, ����. 
Naturally his explanation led to subsequent letters and responses

8
 which steered 

far away from the actual te[t of Stoppard¶s play. )or Strawson,´ 7om Stoppard¶s 
µhard problem¶ may be the hardest there is ² but it certainly is not new.´ ,n his 
concluding paragraph Strawson writes that +ilary ³challenges her amorous tutor 
Spike to e[plain consciousness and insists that µwhen you come right down to it, 
the body is made of things’ — she means physical things — µand things don¶t have 
thoughts.¶ 7here is, however, no good reason to think that this last thing is true, and 
overwhelming reason to think it¶s false´ �TLS )ebruary ��, ����: ������.

<et there are other ³hard problems´ presented in Stoppard¶s play apart from 
the problem of consciousness and its explanation. Scene eight concludes with Leo’s 

e[planation of ³a trader¶s appetite for risk´ as if he is defending the risk taking 
upon which his boss’ Empire was founded and which sustains his livelihood. A 

threnody reverberating through Stoppard’s play is indeed the question of the ethical 

nature of capitalist adventurism and risk taking ³in a roller�coaster market´ ����. 
Such a concern spills into scene nine which takes place at +ilary¶s Àat where 

she is holding a dinner party. The scene is divided into two sections. In the first 

Amal, -ulia, %o and Spike respond to 8rsula¶s Tuestion concerning ³what a hedge 
fund does.´ )or Spike it¶s a gamble in which the only winner can be -erry if the 
money is invested in .roll &apital Management. )or %o ³the ultimate motivation 
is that banking regulations don¶t apply to hedge�funds.´ With +ilary¶s entrance the 
subject moves to the reason for the dinner party which is to celebrate %o¶s initial 
publication that appeared in the ³-ournal of &ognitive Studies.´ 7here is actually 
a Journal of Cognitive Neuroscience but it appears not a ³-ournal of &ognitive 
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Studies” — providing another example of Stoppard’s inventions.
�
 Bo is one of 

three authors on the subject of ³8ltimate *oods.´ 
,n the ensuing discussion 8rsula observes that ³+ilary makes altruism sound 

as if it has something to do with morality” which leads to observations on the 

meaning of ³altruism´ that include Amal¶s comment that the word ³just means 
increasing someone else’s fitness at the expense of your own.” Discussion then 

turns to the various e[periments described in the journal article that purport to 
show that for instance ³si[�year�olds are nicer than eight�year�olds´ ������� and so 
on. In the second half of the scene there is a rare moment of physical engagement 

in the play when 8rsula punches in the face a very drunk Spike ����. Almost as 
a reaction to such overt emotional behavior, %o goes outside the room to smoke. 
+er self�con¿dence having been thoroughly undermined, she talks to +ilary who 
reali]es that %o, has rigged or skewed the data in her published paper. +ilary takes 
responsibility for the deceptive ³error´ that is >really@ not hers. ,nside +ilary¶s 
flat�apartment, at the end of the scene, a drunken Amal is holding forth ³on the 
computer models which are supposed to manage risk.´ +e confesses that ³every 
now and then, the markets behavior becomes irrational, as though it¶s gone mad, or 
fallen in love. ,t doesn¶t compute. ,t¶s only computers compute´ ����. 

So the concerns of The Hard Problem include human responsibility for 

error, altruism and egoism, emotion, the limitations of the computer, financial 

speculation. All may be viewed as differing sides of the coin-to use a metaphor 

from the opening of Stoppard’s early great play Rosencrantz and Guildenstern Are 

Dead� of the ³consciousness´ debate�the hard problem� )ollowing the relatively 
lengthy ninth scene the remaining two scenes are brief and both set in Hilary’s 

of¿ce.
 ,n the ¿rst, scene ten, /eo enters and presents +ilary with the evidence that 

the test data in the published paper have been falsified. 7o repeat, +ilary takes 
responsibility for what has occurred although she is not the initial ¿rst author. +er 
reasons for taking responsibility may be perceived as due to her empathy towards 
%o who is in love with her. According to +ilary, if %o is ¿red she will be unable to 
secure another position, another job: ³she was milking the family buffalo when she 
was eight, and is the best mathematician in the house.” Hilary tells Leo that she is 

³retracting´ the paper not adding a ³correction´ or ³an addendum.´ )urthermore 
she is resigning from the Institute to pursue a Philosophy degree. Leo tells Hilary 

that -erry has read the paper and ³said the paper was wrong´ in part because ³it 
pissed him off that his daughter’s group scored low on nice, and high on not so 

nice´�������.7his results in the revelation that -erry¶s daughter &athy is adopted 



37  Tom Stoppard’s The Hard Problem: A &onsideration � William %aker

and that she is thirteen. This penultimate scene concludes with Hilary searching 

through the filled-in questionnaires for Cathy’s questionnaire and once she has 

found it staring at it.

,n the ¿nal scene +ilary is packing to leave as she hopes to go to New <ork 
8niversity for three years, -erry, talking in less than sentences to her and to 
someone on the cell-phone named Charlie.Both Hilary and Jerry are now aware 

that Hilary is Cathy’s natural mother and Jerry half-heartedly tries to get Hilary to 

stay� he offers her money too. ³&athy barges in,´ now adolescent, putting on what 
is described in Stoppard¶s direction as a teenage ³boredom performance´ and says 
little to Hilary her natural Mother. Meanwhile on the cell phone Jerry is oblivious 

to Hilary’s emotions, engaging in his trading, and wheeler dealing. Hilary gathers 

her things and ³leaves¶´ apparently ³happy´ �������. 
It would be incorrect to say that nothing is resolved by the end of Stoppard’s 

play. Hilary has discovered what has happened to her daughter she gave up for 

adoption. She tells -erry that ³the very last thing , imagined was that &atherine was 
a rich kid´ ����. +ilary is leaving the employment she sought at the beginning of 
the play and Jerry continues to speculate. There is no resolution whatsoever to the 

³hard´ problems presented in Stoppard¶s play: to speculation, to ³consciousness´² 
whatever that may mean ² to the ³altruism´ versus ³egoism´ debate, between 
what ³nice´ and being ³not so nice´ mean and the archetypal Tuestion of the nature 
of goodness. Such concerns are nothing new and will continue to remain subjects 
of debate. The strength of Stoppard’s play in common with his other plays is that in 

various dramatic ways he continues to raise these irresolvable questions and issues. 

Stoppard’s The Hard Problem in some important ways is no different from 

his other dramatic work: his has been a continuous e[ploration of ethical issues 
and concerns. In his programme note to The Hard Problem, Stoppard writes: ³ever 
since computers became part of our lives, the µcomputational mind¶ has stirred 
strong passions from adherents, stronger … than from adherents of the religious 

doctrines of the soul.” 

Now others may in their analysis of Stoppard’s The Hard Problem focus more 

on the mind-brain dualism that they perceive to be at the core of the play, with the 

central question being can the human mind examine itself in such a way as to prove 

�or disprove� how it really works" Stoppard seems to be saying that knowledge of 
the machine will not �cannot� reveal everything about the human beings mind as 
Amal thinks, but �a weakness in the play�, Stoppard palms off that issue to +ilary¶s 
subplot with her daughter, although they are meant to be connected. Others may see 

the reference to *odel¶s theory as far from pretentious and as an echo of a central 
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concern of the play: it is math�speak that says simply that rigorous formal systems, 
because they are human made and so actually inconsistent �as are human beings� at 
the core, cannot really prove their own consistency.

10

It may be thought that drama is not the appropriate form to debate an ancient 

�and still unresolved� problem of the mind and body issue. ,n The Hard Problem 

-erry is a capitalist who mouths the good ¿ght but may be perceived as an amateur 
who dabbles in the ethical issue because he has the money, the dollars to do so. 

Jerry may be perceived as an illustration of a plot and thematic dead-end, as 

one more of those whom +ilary at first thinks has a solution, the answer. 7he 
underdeveloped mother-daughter issue feels, and seems to be to some members 

of the audience watching the play, to be the emotional heart of the play. However 

where the conclusion of Stoppard’s Arcadia blends the intellectual — emotional 

beautifully, the ending of The Hard Problem feels unsatisfying — perhaps 

duplicating the unresolved mind-body issues that the play is also about.

7o conclude, clearly Stoppard¶s work including his latest play The Hard 

Problem is fertile terrain, for critics engaged in ethical criticism: for critics who 

engage in two principal areas of thinking. ,n criticism regarded as an ³interpretive 
paradigm that explores the nature of ethical issues from their considerable roles in 

the creation and interpretation of literary works.´ And secondly ³as a philosophical 
matri[ that µrefers to the inclusion of ethical components in the interpretation and 
evaluation of art’.”

11

Notes

1. Alastair Macaulay, ³7om Stoppard, A.(. +ousman, and the &lassics,´ in “The Real Thing”: 

Essays on Tom Stoppard in Celebration of his 75
th
 Birthday �Newcastle�upon�7yne: &ambridge 

Scholars 3ublishing, �����:���.

2. 7he unpaginated National 7heatre programme� booklet to The Hard Problem a new play by 

Tom Stoppard, in addition to advertisements, sponsors listings and performance illustrations, 

contains: ³)or Nicholas +ytner¶s last months as Director of the National 7heatre, one of his 

closest collaborators, Alan %ennett, gives a personal reminiscence´ ���, ³Renp Descartes´ �25�, 

7om Stoppard ³)irst 3erson´ �������, accompanied by illustrations of ³7he 3hrenological 

Organs´ >p,��@ and ³%rain scan#3ete Saloutus�&OR%,S´ �31�, a response to Stoppard from 

Armand Marie /eroi ���,���, ³An e[change of letters with Richard Dawkins ������´ and 

Stoppard �34-37�, ³%iographies´ and photographers of the performers etc. �38-51�.

3. My references are to Tom Stoppard, The Hard Problem �/ondon: )aber and )aber, �����, 

paperback edition.
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4. See for instance Dominic Cavendish <http:��www.telegraph.co.uk�culture�theatre�theatre 

reviews����������7he�+ard�3roblem�Dorfman�review�a�major�disappointment.html>; Michael 

Billington <http:��www.theguardian.com�stage������jan����the�hard�problem�review�tom�

stoppard>� and 3eter .emp, ³7om Stoppard¶s new play on the problems of consciousness : All in 

the mind.” TLS )ebruary � ������:��.

5. 3ersonal conversation with William %aker, April �, ����.

�. Camilla Turner �Daily 7elegraph )ebruary �, �����: http:��www.telegraph.co.uk�culture�

theatre�theatre�news����������7om�Stoppard�,�have�to�dumb�down�jokes�so�the�audience�can�

understand.html

7. The news item <http:��www.theguardian.com�education������jun����nobel�laureate�sir�tim�

hunt-resigns-trouble-with-girls-comments> came after Stoppard wrote The Hard Problem. Hunt 

was awarded the 2001 Nobel Prize in physiology or medicine.

8. See ³/etters to the (ditor´ TLS March ��:�� March ��, ����: �, March ��, ����:�� and April 

�, ����.All Tuestioned Strawson¶s article on the ³&onsciousness myth.” TLS )ebruary �� ������: 

14-15.

�. )or e[amples of Stoppard¶s inventions in his work see Morgen &alderwood¶s on line article 

<http:��www.dailymail.co.uk�news�article���������Sir�7om�Stoppard�admits�inventing�Tuote�

fake�professor�programme�one�famous�plays.html�i[]]�d�%�We7�>

10. See Douglas Hofstadter, Gödel, Escher ,Bach, An Eternal Golden Braid. New <ork: %asic 

%ooks, ����. , owe this reference and other helpful observations to my colleague and friend 

3rofessor -ohn 9. .napp. 

11. See .en Womack and William %aker, ³Reading /evinasian Notions of Alterity and the (thics 

of 3lace in )ord Mado[ )ord¶s 3arade’s End ,” Forum for World Literature Studies 7:1 ������: 

88.
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Abstract  This article starts with a distinction between ethics in philosophy and 

ethics in literature. There is an opposition between the theoretical discussion 

of ethical principles in philosophy and a non-propositional representation of 

ethical issues and problems arising in life. In the central part of the article texts 

from world literature are discussed which illustrate various ways of dealing with 

ethical issues in literature: violence �+omer, Iliad� Shakespeare, Hamlet�, loyalty 
�+omer, Odyssey� Dickens, Pickwick Papers�, friendship �Shakespeare, Hamlet; 

Mark 7wain, Huckleberry Finn�, and love �-ane Austen, Persuasion�. 7hese te[ts 
furnish ample proof of the capacity of literature for presenting ethical issues. In all 

the texts discussed the ethical impact is the result of literary or esthetical devices. 

In the last part of the article an interesting recent development will be referred 

to: The extraordinary power of literature to represent ethical situations, problems 

and dilemmas has attracted the interest of philosophers. Some philosophers have 

directed their scholarly attention to literature, for instance to a philosophically-

minded novelists like -. M. &oet]ee. +ampe ������ recommends philosophers to 
put narration in the service of their philosophical work. *abriel ������ accords 
cognitive capacity both to philosophy and literature. +e speaks of complementarity 
of cognition in the two areas of writing. There is a rapprochement of philosophy 

and literature to be observed, particularly in the ¿eld of ethics. 
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the letter as a genre, intertextuality, style and stylistics, iconicity, and detective 

literature. At present he runs a research group on the flaneur in English and 

American literature. He published 7 monographs, several collections of critical 

essays and over ��� articles. +e edited Shakespeare¶s Hamlet and is currently 

working on an edition of Shakespeare¶s Henry VIII.

Introduction

Of all branches of philosophy ethics is perhaps most clearly related to the life of 

humans. *enerally ethics investigates the Tuestion of what makes, in Aristotle¶s 
definition, a happy or good life. This definition occurs in Aristotle’s treatise 

on ethics, The Nicomachean Ethics, which has retained its importance and 

signi¿cance throughout history. Since it is highly relevant for scholars who engage 
in ethical criticism, some of the essential ideas of Aristotle will be referred to. The 

philosopher insists that the goodness he is dealing with is ³human goodness”, ³the 

good for man or happiness for man” �Aristotle ����, ��� ����a�. 7he good for man 
³is an activity of the soul in accordance with virtue” �Aristotle ����, ��� ����a�, 
which is to be dissociated from mere usefulness: ³Let us, then, separate the things 

that are good in themselves from those that are merely useful” �Aristotle ����, ��� 
����b�. 7he idea that ³the perfect good is self�suf¿cient” is speci¿ed by Aristotle 
so as to include relatives and fellow-citizens:

By self-sufficient we mean not what is sufficient for oneself alone living a 

solitary life, but something that includes parents, wife and children and fellow-

citi]ens in general� for man is by nature a social being. �Aristotle ����, ��� 
����b�

So happiness �eudaimonia� is an individual¶s successful way of living, but it 
also has a social component. Martha Nussbaum ������ has taken up Aristotle¶s 
definition of ethics as being concerned with a good life in her interpretation of 

literary te[ts. 7o de¿ne ethics a little more concretely for our purposes, it can be 
said that it is concerned with right and wrong conduct in certain circumstances and 

it e[amines concepts such as virtue, good and evil, justice, friendship and so on. As 
such ethics is part of all cultures. When we speak of ethics the whole world, (astern 
or Western, knows what we are talking about, even though we may not all share 
the same assumptions. One reason for differences of ethical concepts in various 

cultures is that ethics is frequently related to religion and that many religions have 
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an inbuilt ethical component. Therefore it is difficult to formulate a universal 

ethics, although there is, regardless of cultural differences, a considerable number 

of universal concepts and values to be examined in ethics. Participating in an 

international conference on ethics and literature in .orea, cross�cultural encounters 
are facilitated, which may open new perspectives and may help us to overcome our 

inherited positions. Most important is in my opinion open-mindedness and respect 

and tolerance towards concepts of living one’s life which differ from one’s own 

inherited traditions.

The starting-point of my argument is that there is a necessity to expand the 

meaning of the philosophical term cognition or insight — *erman ³(rkenntnis´ —  

to include literature as a provider of insight or cognition. I argue that philosophy 

and literature represent two differing, but equally acceptable forms of cognition, 

propositional cognition in philosophy referring to matters of the world of facts 

and non-propositional cognition emerging in literary-fictional representations 

of the reality of life. Applied to ethics, there is an opposition between the 

theoretical discussion of ethical principles in philosophy and a non-propositional 

representation of ethical issues and problems arising in life. Now I would not say 

that statements or assertions or propositions formulated in philosophy are superior 

to non�propositional insights emerging in literature. )ollowing the philosopher 
*ottfried *abriel ������, , would like to argue that there is a complementary 
relation between two types of cognition, philosophical and literary cognition. 

We know, of course, what philosophical cognition is. ,t is the result of logical 
argument and deduction; it appears in the form of propositions that are proved by 

logical operations. By way of contrast literary cognition is non-propositional. It is 

the result of speci¿cally literary devices, i.e. meaning�generating elements of the 
text’s form such as plot, perspective, foregrounding and more basic textual features 

like synta[, diction and style. , will not e[pand these reÀections on the differences 
between literature and philosophy, since this would require a monograph.

1
 I will 

rather look at a number of e[amples from literary te[ts to demonstrate different 
ways of dealing with ethical issues in literature. , will, in other words, take a 
journey through ethically significant episodes in world literature beginning with 
Homer’s Iiad. +omer¶s works are included because a comparison with later 
European texts has a heuristic value, revealing continuities and discrepancies. After 

my analytic work , will come back to the relation of philosophy and literature.

The Moral Status of the Hero: Homer’s Achilles and Shakespeare’s Hamlet

As Aristotle points out in his Poetics, Homer’s Iliad does not cover the whole 
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story of the 7rojan War chronologically, from its beginning to its end, but the epic 
centers the action round one single theme, namely the anger of Achilles, its origin, 

its process, and its end. The reason for the anger of Achilles, who is the chief war 

hero of the *reeks, is his Tuarrel with Agamemnon, the ruler of Mycenae, who 
is their most important prince. Achilles takes e[ception to the way Agamemnon 
handles the issue of the booty the *reeks have made in raids on local towns and 
to the arrogant way in which he disregards his, Achilles’, own claim. Now there is 

one crucial point in the epic¶s initial episode on which , would like to focus. When 
Agamemnon threatens to rob Achilles of his own prize, the girl Briseis, Achilles is 

infuriated and his heart is torn ³whether to draw the sharp sword from his side >«@ 
and disembowel Agamemnon, or control himself and check his angry impulse´ 
�+omer ����, �� ��������. When Achilles, as a result of this inner conflict, is 
drawing his sword from its sheath, something signi¿cant happens. Athene, goddess 
of war, wisdom and the arts and crafts, comes down from heaven and stands behind 

him, without anybody else’s being aware of her presence:

Athene stood behind Achilles and seized him by his auburn hair. No one but 

Achilles was aware of her; the rest saw nothing. Achilles was amazed. He 

swung round, recognized Pallas Athene at once —so wonderful was the light 

from her eyes — >«@ �+omer ����, �� ��������

7his is a wonderful moment of physical action. Athene holds Achilles back 
by his blond hair and he turns round and perceives the goddess. In the ensuing 

dialogue Athene convinces Achilles to take his hand from the sword and to insult 
Agamemnon ³with words instead.´ And Achilles does indeed drive ³the long sword 
back into its scabbard´ ��������� and he admits that a hero has to respect what 
the gods say. The intervention of the goddess shows, of course, the influence of 

the gods who are an essential part of the world of Homer’s epics, but it is also a 

narrative device to stress the ethical quality of the hero. Athene would not intervene 

in Achilles’ life, if he as a character had not a moral potential. The appearance of 

the goddess is in the Iliad is a regular epiphany. The light from her eyes is awe-

inspiring to Achilles. She holds the hero back from committing a violent deed, by 
physical intervention at first and then by verbal persuasion. This early scene in 

the epic characterizes its protagonist ethically. It constitutes his ethical identity. 

He is not a ruthless, bloodthirsty fighting machine, but a complex person, who 

has his violent impulses under control. The fact that Achilles’ turning away from 

seeking his enemy¶s blood is the result of divine intervention, does not really call 



45  A -ourney through the Realms of *ood and (vil � Wolfgang *. M�ller

in doubt the autonomy of his will. +e is involved in the decision�making. ,t is 
his choice whether to follow Athene’s request or not. Also it is important that the 

goddess Athene is Achilles¶ constant companion all through the epic, just as she is 
associated with Odysseus in the Odyssey. It is not possible to separate her from the 

protagonists of the two epics. ,t is deeply signi¿cant and a cultural testimony that 
at the beginning of the ¿rst larger literary work in (urope there is a war hero who 
restrains himself from using violence.

2

,t is indeed momentous that in the ¿rst (uropean epic we ¿nd a central hero, 
an outstanding war hero who possesses ethical complexity and shies away from 

killing a man who has insulted him. 7he same holds true for the protagonist of an 
English tragedy, which was written more than 2000 years later and is sometimes 

called the epitome of (uropean drama, Shakespeare¶s Hamlet. I do not want to 

deny the enormous cultural difference between the *reek epic and the (arly 
New English drama, but there is a certain affinity of the two heroes, as far as 

their dealing with violence is concerned. Hamlet is a revenge tragedy, which 

was a popular dramatic genre in Early Modern literature. The Danish prince 

Hamlet feels it his duty to avenge the murder of his father by his uncle Claudius, 

who immediately after the murder ascended the throne of his dead brother and  

married his sister�in�law *ertrude, i.e. young +amlet¶s mother, a deed which was 
considered incest at the time. A problem is that Hamlet is quite, but not entirely 

sure, if Claudius is the murderer. So he stages a play whose plot is very similar to 

the events that happened at the court of Denmark, to test the reaction of his uncle. 
As he perceives the consternation of his uncle, who breaks off the performance 
of the play, he has the evidence he needs and is ³hot´ to kill him. ,n this situation 
a perfect opportunity offers itself to him to perform his revenge. Rushing to his 

mother’s closet, Hamlet suddenly encounters his uncle at prayer, an excellent 

opportunity to kill him, as he realises himself. Drawing his sword he says, ³Now , 
might do it pat, now a is a�praying. �And now ,¶ll do¶t. >Draws his sword.]” 

Now at a moment which all proper avengers hanker after, a moment which 
could not be better suited for the performance of revenge, Hamlet refrains from 

killing his uncle, and delivers a passionate soliloTuy: 3

Now might I do it pat, now a is a-praying.

And now I’ll do’t. And so a goes to heaven; 

And so am I reveng’d. That would be scann’d: 

A villain kills my father, and for that 
I, his sole son, do this same villain send 
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To heaven. 

Why, this is hire and salary, not revenge. 
A took my father grossly, full of bread, 
With all his crimes broad blown, as Àush as May� 
And how his audit stands who knows save heaven" 
But in our circumstance and course of thought 

µ7is heavy with him. And am , then reveng¶d, 
7o take him in the purging of his soul, 
When he is ¿t and season¶d for his passage" No� 
8p, sword, and know thou a more horrid hent:
When he is drunk asleep, or in his rage, 
Or in th’incestuous pleasure of his bed, 

At game a-swearing, or about some act 

That has no relish of salvation in’t, 

7hen trip him, that his heels may kick at heaven, 
And that his soul may be as damn¶d and black 
As hell, whereto it goes. 

�Shakespeare, Hamlet ����, �������� ,,.�.������

+e justifies his lack of action by arguments which have been discussed 
controversially by critics. +e argues that killing &laudius during prayer would 
mean that his uncle’s soul would be saved. This would not be proper revenge. 

7hus he will postpone the killing until he ¿nds &laudius in an irreligious posture, 
committing a vile action. +e will then trip him, so ³that his heels may kick heaven´ 
and his soul may go to hell. There is an interesting contrast in Hamlet in this scene 

between the violence of his language and his shrinking from action. ,n whatever 
way we may judge +amlet¶s verbal radicalism, the central fact of the scene is that 
he does not kill &laudius. /ike the infuriated Achilles he puts down his sword. 
And how many reasons he may put forward to justify his restraint, the simple 
dramatic truth is that he refrains from assassinating his enemy when he is in the 

most violently revengeful mood and when he has the best opportunity for doing so. 

This is a truth about Hamlet’s character: He is not capable to commit premeditated 

murder. 7hat is why he is disTuali¿ed as an avenger, whose business it is in revenge 
tragedy to plan and ruthlessly e[ecute murder. Shakespeare¶s Hamlet is actually 

a revenge tragedy without an avenger as a central character. +amlet is de¿nitely 
capable of acting when he is nettled and when he feels himself cornered. Examples 

are his killing of 3olonius and sending to death of Rosencrant] and *uildenstern. 
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,n the prayer�scene he says that he would kill &laudius if he caught him in a sinful 
act, in Àagranti, so to speak. +is ¿nal killing of &laudius then occurs in Àagranti. 
Having realised the extent of Claudius’ murder plot, the victims of which are 

Hamlet’s mother, Laertes and Hamlet himself, he retaliates unhesitatingly, stabbing 

him with the poisoned foil and forcing him to drink the poisoned wine. +is last 
words to Claudius ² ³+ere, thou incestuous, murd¶rous, damned Dane, � Drink 
off this potion. ³ �Shakespeare, Hamlet, ���� 9.�.�������� — are decidedly not 

the words of a man incapable of action. But he is — and this is a mark of his moral 
personality — not capable of deliberately planning and performing revenge. The 

idea of premeditated murder is alien to him. Just as in the case of Achilles it is 

the mark of a great hero that in addition to strength and prowess he possesses an 
extraordinary degree of moral awareness and that he allows his actions to be guided 

by moral criteria. Although Hamlet with his predilection for soliloquy and his 

subjectivity is essentially a modern character, he and Achilles are kindred spirits as 
far as the ethical foundation of some of their acting is concerned. 

The Representation of Loyalty in Literature: Homer’s Eumaios and Dickens’s 

Sam Weller

When Odysseus returns to ,thaca after his adventurous travels, he disguises as 
an old beggar in a tattered cloak. +e is forced to conceal his identity, because he 
does not want to alert his enemies, the suitors who have occupied the palace of his 

wife, 3enelope. As instructed by Athene, he ¿rst seeks out his favourite servant, 
the faithful swineherd Eumaois. This is a deeply moving scene. Eumaios does 

not recognize him, but treats him with warm hospitality. In their conversation 

the swineherd laments the loss of his master Odysseus. He tells how well he was 

treated by him and speaks of him in high terms. )or Odysseus it is painful that 
he cannot speak the truth and has to dish up a false story. ,n this touching scene 
something extraordinary happens in narrative terms. The Odyssey is except for the 

interpolated I-narratives, an authorial narrative, or, to put it another way, it is third-

person narration with an omniscient narrator. Now in the scene under discussion 

the narrator refers to Eumaios in the third person and at the same time he addresses 

him with the second�person ³you´ and his name. +ere is a longer passage:

And you, (umaeus, the swineherd, said in reply, µStranger, it is not right for 
me to turn away any stranger, even one in a worse state than you are, for 

strangers and beggars all come in =eus¶ name, and a gift from folk like us is 
none the less welcome for being small. Servants cannot make large gifts when 
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they are always in fear of their overbearing masters. I mean these new ones; as 

for my old master, the gods have set their faces against his return. He would 

have looked after me properly and given me possessions, and a cottage and a 
bit of land, and a wife that any man would be glad to have, as a kind master 
does for a servant who has worked hard for him and whose work heaven has 
prospered, as it prospers the job , toil for. <es, the .ing would have rewarded 
me well for this, had he grown old in ,thaca.¶ �+omer, Odyssey, 182-183; 

%ook ��� 

7he passage Tuoted is a self�presentation of the speaker. +e presents his ethos as a 
host, who, in spite of his poverty and under untoward circumstances, welcomes a 

strange beggar as a guest and praises his lost master, Odysseus, who would have, as 

he declares, taken care of him and rewarded him for his hard work, had he grown 
old in Ihaca. The poignant effect of this speech is, of course, caused by the fact that 

Odysseus is, unbeknownst to the swineherd, present in the scene as a disguised old 
man. Classical philologists are usually not interested in the narrative intricacies of 

the texts they study. But in this instance the fact that the narrator steps out of his 

role as a distanced teller of the story and directly addresses the swineherd, is an 

expression of sympathy and, perhaps, even love for this character. It is the narrative 

peculiarity of the scene — the parado[ical conjunction of the second and third 
person pronoun in the reference to the swineherd — in which the moral caliber of 

the character and loyalty as a value are emphasized, which is actively demonstrated 

later when he helps his master to clear Helena’s house of the evil suitors. 

Now , will again take a leap over two thousand years, this time to adduce 
an instance of a servant¶s loyalty in a 9ictorian work, &harles Dickens¶s comic 
novel The Pickwick Papers �����������. 7he master�servant relation between 
the corpulent Mr. 3ickwick and the lean Samuel Weller is a transformation of 
&ervantes¶ constellation of Don 4ui[ote and Sancho 3an]a, which inverts the 
physical build. 7he master¶s rounded body structure ¿ts the warm�hearted, cheerful 
disposition which characteri]es Mr. 3ickwick, who is averse to physical activity. 
%y way of contrast, Sam Weller is tall and gaunt. +e is dressed in a dandyish way 
with a striped waistcoat with black sleeves and glass buttons, a bright handkerchief 
wound round his neck and a hat thrown carelessly on one side of his head. +e is 
extremely astute, witty, agile and absolutely loyal to his master, with his sharp mind 

and sense of reality the opposite of the idealistic 3ickwick.
,n the relation between 3ickwick and Weller Dickens highlights the tension 

between idealism and realism. ,t is Weller who reali]es his master¶s inability to 
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deal with the wiles and deceits of the world and infallibly helps him out of dif¿cult 
situations. With his witty comments and invented proverbs Sam Weller is the soul 
of The Pickwick Papers as a comic novel. In a conversation with another servant 

¿gure, -ob 7rotter, Sam Weller characteri]es the relationship between himself and 
his master:

µMr. Weller,¶ said -ob, with real tears in his eyes, for once, µ, could serve 
that gentleman till I fell down dead at his feet.’

µ, say�¶ said Sam, µ,¶ll trouble you, my friend� None o¶ that�¶
-ob 7rotter looked ama]ed.
µNone o¶ that, , say, young feller,¶ repeated Sam, ¿rmly. µNo man serves 

him but me. And now we’re upon it, I’ll let you into another secret besides 

that,¶ said Sam as he paid for the beer. µ, never heerd, mind you, nor read of in 
story�books, nor seen in picters, any angel in tights and gaiters — not even in 

spectacles, as , remember, though that may ha¶ been done for anythin¶ , know 
to the contrairey — but mark my vords, -ob 7rotter, he¶s a reg¶lar thourough�
bred angel for all that� and let me see the man as wenturs to tell me he knows 
a better vun.¶ �Dickens ����, ���� &hapter ���

 

7he narrative techniTue Dickens applies in this passage has to be taken into 
account. This is not a regular eulogy. Sam’s avowal of loyalty to his master and 

his praise of him is given in a dialogue between two servants and the pathos 

of his words is mitigated by the use of &ockney dialect and the humour of the 
scene. Sam’s praise of his master in the context of the Victorian servant milieu 

is worlds apart from the sentiments expressed by Eumaios in the Odyssey, but 

the absoluteness of loyalty is what the two figures have in common. Loyalty is 

obviously an ethical value which is universal, and I believe it is appreciated all 

over the world, Western or (astern. 7o give at least one e[ample of the comic 
nature of Sam Weller¶s conduct, the lawsuit in the centre of the novel¶s plot will 
serve. Mr. 3ickwick is falsely sued for breach of marriage promise to his landlady 
Mrs. %ardell, who is incited by the vicious lawyers Dodson and )ogg to take legal 
action and thus get money out of 3ickwick. When Weller is called to the bar as a 
witness, he comically exposes the corrupt lawyers. As sergeant Buzfuz wants to 

get evidence out of Weller, he asks him, ³<ou were in the passage, and yet saw 
nothing of what was going forward >on the upper Àoor@. +ave you a pair of eyes, 
Mr Weller"¶ Weller answers with the µmost eTuanimity and simplicity of manner´:
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µ<es, , have a pair of eyes,¶ replied Sam, µand that¶s just it. ,f they wos a pair o¶ 
patent double million magnigifyin’ gas microscopes of hextra power, p’rhaps 

, imight be able to see through a Àight o¶ stairs and a deal door� but bein¶ only 
eyes, you see, my wision¶s limited.¶ �Dickens ����, ���� &hapter ���

This answer dumbfounds the interrogator and amuses the spectators and, of course, 

the readers. ,t is Sam¶s intention to do ³Messrs Dodson and )ogg¶s case as much 
harm as he conveniently could, and saying just as little respecting 3ickwick as 
might be´ �����.

The Representation of Friendship in Literature: Hamlet and Horatio, Huck 

Finn and Jim

)riendship is an important topic in ethics, for, as all theorists and commentators 
agree, there is no good or happy life without friendship. ,n Shakespeare, who dealt 
with practically all the problems and emotions humans are faced with, friendship is 

a great topic. There is, for instance, the relationship between Romeo and Mercutio 

in Romeo and Juliet or the relationship of Brutus and Cassius in Julius Caesar. 

And there are instances of female friendship, notably that of Rosalind and Celia in 

As You Like It, a fact which is noteworthy, because since classical times friendship 

tended to be exclusively a male affair. I will choose the relationship between 

Hamlet and Horatio, because Hamlet’s attitude towards friendship seems to be 

much steeped in Aristotle’s discussion of the topic in his Nicomachean Ethics. )or 
Hamlet it is of essential importance to have a friend. He is isolated at the Danish 

court and subjected to a system of espionage operated by .ing &laudius and his 
councillor Polonius, so that he cannot trust anybody. It is a great disappointment to 

him to see that his school�mates Rosencrant] and *uildenstern allow themselves to 
be used as tools in the control system of the state. And he is shocked that his love 
Ophelia seems to be used by her father Polonius to sound him out, which explains 

his misogynic attack against her in the so�called Nunnery Scene. (ven when he 
delivers his great soliloTuy ³7o be or not to be,´ he is eavesdropped by 3olonius, 
without the prince being aware that he is spied on.

An intriguing document of Hamlet’s appreciation of his friend and of 

friendship in general is to be found in Act III, 2 where the dialogue of Hamlet and 

Horatio passes into a monologue of praise, a eulogy in fact. Hamlet praises his 

friend as the best interlocutor he has ever had, just a man � As e¶er my conversation 
cop¶d withal´ �Shakespeare, Hamlet, ����, ���� ,,,.�.������ and, denying that he is 
Àattering, he makes a great speech in praise of his friend:
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  Nay, do not think , Àatter,
               )or what advancement may , hope from thee
  That no revenue hast but thy good spirits

  7o feed and clothe thee" Why should the poor by Àatter¶d"
  No, let the candied tongue lick absurd pomp,
  And crook the pregnant hinges of the knee
  Where thrift may follow fawning. Dost thou hear"
  Since my dear soul was mistress of her choice,

  And could of men distinguish her election,

  Sh’ath seal’d thee for herself; for thou hast been

  As one, in suff’ring all, that suffers nothing,

  A man that )ortune¶s buffets and rewards
  +ast ta¶en with eTual thanks� and blest are those
  Whose blood and judgment are so well commeddled
  7hat they are not a pipe for )ortune¶s ¿nger
  7o sound what stop she please. *ive me that man
  That is not passion’s slave, and I will wear him

  In my heart’s core, ay, in my heart of heart,

  As , do thee. >...@ �Shakespeare, Hamlet, ����, ��������  ,,,.�.������

7he main points in this monologue are the denial of Àattery in friendship, friendship 
as the result of free choice, the necessity of moral excellence in a friend, and the 

spirituali]ation of friendship indicated in the references to the ³soul´ and ³the 
³heart¶s core.´ All these criteria are discussed in Aristotle¶s Nicomachean Ethics in 

the section dealing with friendship. It seems as if Hamlet had got acquainted with 

Aristotle¶s ethics during his studies at Wittenberg. 7he moral Tualities mentioned in 
+amlet¶s monologue are absent at the court of Denmark in the play, at which lying, 
simulation, dissimulation and deceit are the rule. Once aspect, which Aristotle 

investigates in his ethics is the question, if friendship is possible between people 

of different social status, especially between master and slave. Hamlet and Horatio 

are completely aware of the difference between them as to rank and wealth, but 
nevertheless their relation is founded on attachment and mutual respect. This 

state of things ties in with Aristotle’s conceding that in spite of social difference 

friendship can be possible. This seems to be the case in the relationship between 

Hamlet and Horatio. Yet one linguistic feature in the dialogue has still to be 

commented. +amlet constantly addresses +oratio with the pronoun ³thou,´ which 
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in Early New English suggests intimacy or lower status, while Horatio uses the 

pronoun ³you´ and the formula ³my lord´, when he addresses +amlet. 7his may be 
dif¿cult to understand for Asian readers in whose languages personal pronouns are, 
as far as , know, not so important. According to my knowledge, which is e[tremely 
limited, the Chinese language has a difference between the usual second person 

pronoun ³ni´ and the polite pronoun ³nin´. As far as Shakespeare¶s Hamlet is 

concerned, the use of the different pronouns has an indexical function. Only at the 

play’s end does Horatio address Hamlet with the intimate second person pronoun 

³thou�thy´:

Now cracks a noble heart. *ood night, sweet prince,  
And Àights of angels sing thee to thy rest. 
�Shakespeare, Hamlet, ����� 9.�.��������

In these lines, which are perhaps the shortest apotheosis in all literature, the 

friendship of +amlet and +oratio ¿nds its ful¿lment. 
, will now come to my second e[ample of friendship, taken from Mark 

Twain’s Huckleberry Finn ������, set in the region along the Mississippi in the 
8nited States at the time before the &ivil War. ,t is a friendship between two boys 
who have run away from their home town in Missouri, +uckleberry )inn, who is a 
kind of good�hearted social mis¿t, and -im, Miss Watson¶s black slave, who plans 
to Àee from his mistress who wants to sell him to other owners. -im plans to make 
his way to the town of Cairo in Illinois, a free state. As the friendship between the 

two boys is growing, +uck decides to support the runaway slave, which brings him 
into a conÀict with the values of society. +uckleberry )inn thinks a good action, 
i.e. setting a slave free, to be a crime. In the novel the vision of the protagonist-

narrator is subjective and specifically limited, in so far as he does not on an 
intellectual level recogni]e the dilemma which he has to cope with. Mark 7wain 
makes his protagonist¶s soul the battle�ground of conÀicting forces. +is placing the 
psychomachia, a battle fought between the forces of evil and the forces of good, 

within the soul of a boy is an innovative achievement. +uck¶s problem emerges 
already on a linguistic level. Although he is an outsider, he has internalized social 

norms, which are mirrored in his language. Thus his intention to set free his friend, 

the slave -im, appears to him as a crime, a ³low�down thing,´ ³nigger stealing,´ in 
fact, and in religious terms, a ³sin,´ on account of which his conscience torments 
him: ³7he more , studied about this the more my conscience went to grinding me, 
and the more wicked and low�down and ornery , got to feeling´ �7wain ����, ���� 
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&hapter ���. +is attempt to pray fails — ³the words wouldn¶t come´: 

Why wouldn¶t they >the words@" ,t warn¶t no use to try and hide it from 
Him. Nor from me, neither. […] It was because my heart warn’t right; it was 

because I warn’t square; it was because I was playing double. I was letting 

on to give up sin, but away inside of me I was holding on to the biggest one 

of all. , was trying to make my mouth say I would do the right thing and the 

clean thing, and go and write to that nigger’s owner and tell where he was; but 

deep down in me , knowed it was a lie, and +e knowed it. <ou can¶t pray a lie 
— , found that out. �7wain ����, ���� &hapter ���.  

+uck )inn believes his conduct to be morally bad, when it is actually good. +is 
inner turmoil is the result of a conÀict of two value systems which co�e[ist in his 
consciousness, a conflict which pains him, but which is not intelligible to him. 

What happens in the child¶s consciousness is, to use +abermas¶ terms, a battle 
between of¿cial morality and individual ethics. On the one hand, there is +uck¶s 
true heart ³deep down´ which prompts him to save -im, while, on the other hand, 
the norms of society and religion — under the name of ³conscience´ — put 

pressure on him, so that his intuitively good moral decision is called in doubt and 

he is made to feel guilty. ,n a much�Tuoted monograph +enry Nash Smith speaks 
of an opposition in +uck between ³a sound heart´ and ³a deformed conscience´ 
�Nash Smith ����, ��������. ,n this mental crisis, in which the categories of good 
and bad are jumbled and in which +uck seems to lose the sense of his identity, he 
believes that his heart is not ³right´ and that he is ³playing double´ �����, but he 
ultimately relies on a moral substance ³deep down´ in him which remains intact 
in spite of all his doubts and self-incriminations. He does the right thing, believing 

that he is ³wicked´ ����� and that through his conduct he is going to ³hell´ �����. 
7he depiction of +uck¶s mental crisis and moral confusion derives its authenticity 
from the voice of the narrator. ,t is ¿rst�person narration which makes possible the 
credible presentation of the situation of a character who, without anybody else’s 

help, goes through the experience of a moral crisis.

Love — The Representation of Kind Acts in Jane Austen’s Persuasion

When we deal with the literary treatment of ethical issues, a chapter on -ane Austen 
is required, a writer who is considered to be one of the outstanding moralists 

in the history of the novel. Since she hardly ever expresses her moral attitudes 

in propositional statements, it is necessary to examine her narrative art. That is 
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why she is an exemplary case for ethical criticism. Placing her art in the tradition 

of Anglo-Scottish moral philosophy — Shaftesbury’s Characteristics of Men, 

Manners, Opinions, Times ������, +ume¶s Treatise of Human Nature �����������, 
Smith’s Theory of Moral Sentiments ������ — may yield some af¿nities, but this 
does not lead into the heart of her art. )or an ethical appreciation of her art it is 
absolutely necessary to take into account the speci¿c point�of�view narration which 
she invented. Point-of-view narration — as it emerges in her novels — usually 

has a more or less covert narrator. Action is presented as seen through the eyes 

of a character, who is a reÀector or internal focali]er, but not a narrator. As far as 

the depiction of moral issues is concerned, the explicit presence of the narrator 

and his�her authority as a dispenser of moral attitudes and values is reduced. ,n 
Austen’s Persuasion ������, for instance, the moral Tuality of &aptain Wentworth¶s 
actions is perceived only by the protagonist, Anne Elliot, and the reader, who gets 

hardly any information outside her point of view. Similarly, the hypocrisy of Mr. 

Elliot is only transparent to the protagonist, who, to use Henry James’s term, is 

an ³intense perceiver.´ As a typical e[ample of the presentation of action in the 
novel, , would like to turn to a passage from &hapter � of Persuasion, in which the 

protagonist, Anne Elliot, is in an uncomfortable situation, being busy about her ill 

nephew and at the same time troubled by his little brother, who clings to her neck. 
Remonstrance of other persons present in the room is of no avail, but suddenly she 

is relieved:

In another moment, however, she found herself in the state of being relieved; 

some one was taking him from her, though he had bent down her head so 
much, that his little sturdy hands were unfastened from around her neck, and 
he was resolutely borne away, before she knew that &aptain Wentworth had 
done it. �Austen ����, ��� &hapter �� 

7he action is presented entirely from the subjective point of view of the protagonist. 
She feels that something is happening to her, as the passive construction ³she found 
herself in the state of being relieved´ indicates. With her limited vision, which is 
caused by her kneeling position by the sick child, she cannot perceive the author of 
the action, as is shown in the use of the inde¿nite pronoun — ³some one was taking 
him from her.” Maria Edgeworth recognized the point-of-view technique avant la 

lettre in this passage, writing to a friend: ³Don¶t you see &aptain Wentworth, don¶t 
you in her place feel him, taking the boisterous child off her back as she kneels by 
the sick boy on the sofa´ �Tuoted in Austen ����, ����. Only at the very end of 
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the passage does Anne come to reali]e that it was &aptain Wentworth who helped 
her. 7he point�of�view techniTue is here emphasi]ed by a synta[ of suspense �)ill 
�����. 7he resolution of the relatively long sentence coincides with the moment 
of recognition in what is a remarkable instance of iconic structuring. After this 
incident she has to mentally digest the incident, which is represented in a passage 

of internal focalization, beginning with a narrative description of her inner life: 

³+er sensation on the discovery made her perfectly speechless. She could not even 
thank him. She could only hang over little &harles, with most disordered feelings” 

����. 7hen the form of narrative report changes over to free indirect style, as she 
tries to interpret the incident: ³+is kindness in stepping forward to her relief —  

the manner — the silence in which it had passed — the little particulars of the 

circumstances >...@´ ����. /ater the narrator takes over again, referring to ³such a 
confusion of varying, but very painful agitation, as she could not recover from” 

����. 7he poignancy in the representation of the incident derives from the special 
situation in which Anne (lliot ¿nds herself. She regrets having, under the pressure 
of her family and her mentor /ady Russell, rejected her ¿ancp, &aptain Wentworth, 
seven years earlier and now encounters him again. 7hus a little act of kindness on 
his side throws her into a tumult of conÀicting emotions. 7he passage is an e[ample 
of the representation of an action from a character’s limited point of view. The 

technique of limiting the angle of vision to one character’s perception and focusing 

on this character¶s inner life results in an intensi¿ed e[pression of moral action and 
the reaction it stimulates.

The incident from Persuasion evinces a remarkable shift from the 
representation of physical action to the depiction of inner life. The emphasis is on 

the mental reaction which an action causes. With this innovation Austen proves to 
be one of the founders of the psychological novel. Another example of Austen’s 

shift from e[ternality to interiority is the episode in which &aptain Wentworth 
secures a seat in the carriage of Admiral Croft for Anne, who is fatigued after a long 

walk in the country �&hapter ���. +er reaction to &aptain Wentworth¶s kindness 
is represented in a long passage predominantly written in free indirect style, the 

beginning of which runs as follows:

Yes, — he had done it. She was in the carriage, and felt that he had placed her 

there, that his will and his hands had done it, that she owed it to his perception 

of her fatigue, and his resolution to give her rest. She was very much affected 

by the view of his disposition towards her which all these things made 

apparent. This little circumstance seemed the completion of all that had gone 
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before. She understood him. He could not forgive her, — but he could not be 

unfeeling. �Austen ����, ��� &hapter ���

Anne (lliot understands Wentworth¶s action as a sign of his moral sensitivity. 7he 
whole passage is an attempt to interpret his conduct as a mixture of his resentment 

at her having ³jilted´ him and of his genuine kindness. ,n the course of her 
reÀection on Wentworth¶s motives, phrases such as ³pure, though unacknowledged 
friendship´ and ³his own warm and amiable heart´ emerge, and Anne¶s emotions 
are referred to as ³so compounded of pleasure and pain, that she knew not which 
prevailed´ ����. 7hough Anne is never shown to own it to herself, the reader 
realizes that she is still — or again — in love with Wentworth and that she loves 
him for his moral excellence and the warmth of his heart. The passage achieves 

psychological analysis not from the superior position of an omniscient narrator, 

but from a focus within the character. The two examples from Austen reveal deep 

ethical cognition of a kind, which is not accessible in philosophical treatises.

Results, Perspectives

Although all te[ts �or rather e[cerpts of te[ts� adduced in this article are as ethical 
in substance as may be they differ most strongly from philosophical treatises in 

the ¿eld of ethics. 7his alone provides proof of the contention put forward at the 
beginning of this study, namely that philosophy and literature realize two different 

kinds of cognition. While in philosophy cognition is produced by way of logical 
argument and deduction and formulated in the form of propositions, cognition is 

in literature achieved in the form of ¿ctional te[ts which deal with human issues 
and problems that are presented in an esthetical form. In all the texts discussed 

in this article the ethical impact is the result of literary or esthetical devices. In 

the passage from the Iliad it is the use of the goddess Athene soaring down from 

heaven in order to prevent Achilles from killing his enemy and to ask him to 
convert his intended angry action into vituperation. In a similar situation Hamlet 

puts back his sword into the scabbard, in this case without divine intervention. 
The dramatist employs soliloquy to show his protagonist venting his anger and his 

hatred against his enemy in violent language. Again action is converted into words. 

— The example of loyalty from the Odyssey shows Eumaios revealing his loyalty 

to Odysseus by delivering a eulogy on his apparently lost master. The narrator uses 

the change of the pronoun ³he” to ³you” in order to express his sympathy for the 

loyal servant. Sam Weller in Dickens¶s Pickwick Papers also makes a speech in 
praise of his master, but in the cockney dialect and addressed to another servant. 
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+e supports 3ickwick in the court�room, when his master is falsely accused, and 
ridicules the proceedings by his wit, which produces comic effects. — ,n the ¿rst 
e[ample dealing with friendship, Shakespeare
s Hamlet, the dialogue between 

Hamlet and Horatio changes into a monologue, a speech, in which the prince 

celebrates his friend Horatio, summoning up arguments occurring in Aristotle’s 

theory of friendship. In the second example, Huckleberry Finn, Mark 7wain uses 
monologue within I-narration in order to present the contradictions in a boy’s mind 

whose humanity makes him perform the right action of saving a black boy, when he 
actually believes that he is committing a sin. — 7he ¿nal e[ample deals with little 
chivalrous actions in -ane Austen
s Persuasion, whose ethical impact is engendered 

by the novelist’s masterly use of point-of-view.

The panorama of texts — or rather parts of texts — discussed in this article 

illustrates various ways of dealing with ethical issues in literature. They furnish, 

I hope, substantial proof of the capacity of literature for presenting ethical issues. 

Now the extraordinary power of literature to represent ethical situations, problems 

and dilemmas has recently attracted the interest of philosophers. In a situation 

felt as a crisis of mainstream philosophy, some philosophers have directed their 

attention to literature. ,n a monograph, which is a ¿erce indictment of traditional 
philosophy and its assertiveness, Michael Hampe has turned to philosophically-

minded novelists like -. M. &oet]ee as an antidote to what he believes to be the 
stagnation of academic philosophy. He recommends philosophers to put narration in 

the service of their philosophical work. Another philosopher is the above�mentioned 
*ottfried *abriel ������, who accords cognitive capacity both to philosophy and 
literature. His argument is commendable in that, as far as cognition is concerned, 

he concedes eTual right of e[istence to philosophy and literature. +e speaks of a 
complementarity of cognition in the two areas of writing. His monograph has a 

chapter entitled ³7he 7ruth of /iterature"” �³Wahrheit der Dichtung"”� and another 
chapter with the title ³Literature and Morality” �³Dichtung und Moral”�. +e 
investigates individual literary te[ts with regard to the kind of cognition reali]ed in 
them. &onversely, he also looks at literary forms of representation in philosophical 
te[ts. What is to be perceived here is a rapprochement of philosophy and literature, 
particularly in the ¿eld of ethics. A cooperation of the two forms of discourse —  

philosophical and literary-critical discourse — is certainly to be welcomed. At any 

rate, ethical literary criticism is a fruitful new departure in literary studies. ,ts ¿eld 
of investigation is inexhaustible and it attracts other disciplines such as philosophy, 

psychology, political sciences and sociology.
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Notes

�. )or a more theoretically�oriented article see M�ller ������, for a morally�oriented contribution 

=hem]hao ������.

2. There are, of course, other sides to Achilles in war. But a further moving scene occurs, 

when after +ector has been killed by Achilles, Achilles and 3riamos, +ector¶s father, have a 

conversation, in which the former weeps for his father’s death and the latter for the death of his 

son. 

�. )or reasons , cannot specify here , Tuote the Arden (dition of +arold -enkins ������ and not 

the edition replacing it by Ann 7hompson and Neil 7aylor ������.
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England, Canada and Australia, 1850-1915. +illel, M.������ ³,conic Australia in 
Alison /ester¶s Are We 7here <et"´ in A.M. Ommundsen �ed� Looking Out and 

Looking In: National identity in Picturebooks of the New Millennium. Hillel, M. 

������ ³She faded and drooped as a Àower´: &onstructing the &hild in the &hild�
rescue /iterature of /ate 9ictorian (ngland in A. *avin �ed� The Child in British 

Literature: Literary Constructions of Childhood Medieval to Contemporary. 

Speaking at the Sydney Writers¶ )estival in ����, author .athryn +eyman claimed 
that ³the act of fiction is an intrinsically ethical act because it reTuires me to 
Tuestion my own beliefs and to engage deeply with the world´ �³+ow Novelists 
(ngage with the World¶ Sydney Writers¶ )estival´�1

. In a similar vein, children’s 

author %rian &aswell has said that he feels books ³can help provide a pointer to the 
sorts of coping strategies which young people need to develop if they are to deal 

successfully with the complex and daunting society we have bequeathed to them” 

�Ttd. in Nieuwenhui]en ����. 3art of developing these strategies is to think about 
issues, and to formulate a moral and ethical code of their own. In an article in the 

major newspaper in Melbourne, Australia, the Age, revealed that the Humanist 

Society of Victoria was arguing for an innovative approach to studying ethics in 

primary schools, claiming that: ³,t¶s never too early to tackle life¶s big Tuestions´ 
and lobbying for children ³to be given the opportunity to unpick moral and ethical 
dilemmas in a way which encourages deeper thinking´ �(vans 15�. +owever, it is 
important to realise that, in the context of discussions about literature and ethics, 

that children’s literature has, across its history, given young readers the stimulation 

to consider ethical and moral dilemmas.
2

What Maureen Whitebrook has claimed for adult novels is also applicable 
to children¶s literature: ³many modern novels pose basic Tuestions about human 
e[istence, including its political aspects, and depict the dilemmas which make 
moral and political demands on human beings … novels are particularly good 

at showing the necessity of making choices, the psychological pressures on the 
individuals who face them, the moral dilemmas involved and the consequences, the 

political effects of reactions to those problems´����. 7his article will consider how 
a range of writing for young readers in Australia deals with a number of ethical 

issues. In particular, I want to focus on a number of areas which might appear to 

challenge what has traditionally been seen to be suitable for books for young reader 
— refugees and family violence, leading to homelessness and the Aboriginal ³stolen 
generations” in Australia. It should be pointed out, however, that social issues — 

including family violence and homelessness — were common topics in children’s 
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literature in the nineteenth century, so the books , want to consider here can be seen 
as part of a continuum.

This article comes at a time when the reading matter for young people — the 

ethics of such writing and the public’s ethical response to it — is under scrutiny in 

New Zealand and elsewhere following the banning of Ted Dawe’s Into the River in 

that country. 7he book was banned following a protest from a conservative lobby 
group called )amily )irst who objected to some of the language and the depictions 
of drug use and sexual activity. The reactions of many writers around the world to 

this ban was interesting and revealing of attitudes to what is regarded as acceptable 

in writing for young readers: Scot *ardner, an Australian writer, said: ³%ooks, 
especially those for adolescents, need to be true to the world. With due diligence, 
anything present in the world we inhabit is fair game for an author.” 3aula %oock, 
and award�winning New =ealand writer wrote: ³When my daughter was young 
we guided her choices at the library. Now she¶s older, we trust her to make her 
own. ,f she reads something that confuses or even shocks her, well, that¶s like a 
scraped knee. 7hat¶s how we grow. )amily )irst don¶t trust parents like me. 7hey 
don’t trust the writers, the libraries or the schools, and most of all, they don’t trust 

the children´ and a final Tuote from Man %ooker pri]e winner (leanor &atton: 
³When , was a young adult , cherished those books that took me seriously, that 
acknowledged the world was a complicated and often troubled place.´ 3

 

All these responses embrace the idea that literature can — and should — 

both challenge and support young people in their interaction with the world around 

them and the development of their own social and ethical stance on the issues 

confronting them.

One of the ethical issues for us as critics and reviewers of books is to consider 
how well such books present the ethical dilemma to their readers so that the 
readers can Tuestion the issues around them. 7he works , want to consider in this 
paper have all had a widespread readership and a number have been winners in 

a variety of awards. As 7.A. )aunce has argued, ³Most would agree that great 
literature provides problematic and engaging situations in which people can 

vicariously e[perience their ethical views being tested´�����. )urthermore, as 
)aunce also points out, there is a long tradition of ³the literary author as social 
critic and reformer´ �����. )aunce is considering what he calls canonical literature 
for adults. I would argue that literature for young readers can pose similar ethical 

dilemmas, asking the reader to test their views on these matters. ,ndeed as a web 
resource for teachers dealing with the issue of refugees puts it: ³Sometimes, the 
media misrepresents refugees and asylum seekers, creating stereotypes and fuelling 



62 )orum for World /iterature Studies � Vol.8 No.1 March 2016

myths and misunderstandings. Education is incredibly important in combating 

this. At a time where one in every 100 people in the world has been forced to 

flee persecution, violence or war, it is crucial for students to understand the 

contemporary issues affecting refugees.”
4
 

%ooks and other forms of literature for young readers can play a vital part 
in this education, developing understanding and empathy. Morris *leit]man, an 
award�winning Australian writer for young people, has said of his work that he¶s 
³always reminded, no matter how different one of my characters is from me on the 
surface, how we’re all pretty much the same underneath. It’s a way of pointing out 

that even when a character seems to be totally different to us that we’re sharing the 

same feelings. And that’s what we do when we read, we share the emotions that 

the characters have. That reminds us how similar we are. As well as being very 

entertaining, it’s also very useful when there’s a lot of fear and suspicion around 

about people who appear to be different.” 
5
 

)urthermore, he has written, his stories ³are always told through the eyes 
and heart of my main characters.” 

�
 In his Boy Overboard, this means that we read 

through the point�of�view of -amal, an Afghan boy forced to Àee his country with 
his family to try to reach safety in Australia. 7hey have to leave all they know 
because Jamal’s mother has, with the support of her husband, been running a 

school in their house, a school which educates girls, something that is forbidden by 

the government. The danger of this occupation is highlighted when their house is 

blown up. *leit]man is thus raising an ethical Tuestion very early on in the book 

— that of gender equality and the importance of education for all. Jamal and his 

family face many dangers in their bid for safety using all the money they have to 

buy tickets from people smugglers on boats which are overcrowded and far from 
seaworthy. Jamal and his younger sister Bibi are separated from their parents and 

their plight is exacerbated when, in the middle of the ocean, the smugglers refuse 

to travel any further until each person on the boat gives them more money or 

valuables eTuivalent to the sum they are demanding. 7heir journey is a perilous one 
altogether and even when they arrive at the safety of land, the freedom they longed 

for is not as they imagined.
 7

David )indlay in his review of Boy Overboard, picking up *leit]man¶s own 
point about stories and other forms of writing allowing us to see that people are 

essentially the same, remarked about this book: ³it raises Tuestions of gender 
discrimination, human rights, cultural difference — concluding that we are basically 

the same. -amal and %ibi may eat different food, speak a different language, wear 
different clothes, but in the end, like us, they want a happy, unhassled life« in 
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other words to use a term much abused by politicians and commentators µa fair 
go’.”

8 Australians have always prided themselves on allowing everyone a ³fair go´ 
but *leit]man is asking us if this is now more myth than reality.�

*leit]man also considers the moral responsibility of the writer. ,n the same 
interview , Tuoted from earlier, he says that he always makes sure his young 
characters are equipped with things which help them to cope with the problems 

with which they are confronted — personality traits such as optimism, for example 

— otherwise it wouldn’t be fair to put them in that position. 

At one stage in the boat journey, -amal notes that ³this area here under the 
deck is awash with water. ,t¶s up to our knees. , hope the boat isn¶t leaking. ,¶ve 
asked the sailors, but they don¶t seem to know what , mean. , don¶t think ,¶ll 
say anything to %ibi >his little sister@ and the others. , don¶t want to make them 
an[ious´ �*leit]man ����. (ven in this brief section we see -amal¶s essential 
compassion and goodness — an implied contrast to the people smugglers manning 

the boat. It also reveals something of his naivety too, though — his expectation of 

receiving an answer from the sailors is child�like and reminds us that he is actually 
a child. He and his sister are children who are entitled to protection and even this 

short e[tract encodes the lack of ethics of the adults who e[ploit them.
-acob %ugan]a, in his work on education, ethics and literature, reminds us 

that in literature, ³the reader is invited to imagine him�herself in the place of the 
characters in the novel. Empathy has a clear ethical function … an interpretative, 

passionate-intellective exercise, based on which one tries to comprehend the 

situation of another human being´ �����.
This is precisely what world-renowned Australian illustrator Shaun Tan 

is doing in his wordless picture book, The Arrival. One of the essentials for all 

humans in a quest for happiness is the need for a sense of belonging. Sometimes, 

as 7an points out, this has to be reinvented. )or migrants and refugees, this 
reimagining may be required across a broad range of experiences in their lives. Not 

only do they have to leave their homeland and reinvent themselves in the culture 

of the new homeland, but in order to do so, they need to reinvent themselves in 

terms of a new school, a new job, a new house and new relationships with those 
around them. 7hinking about the way he conceived of this book, 7an reÀects on 
the essential humanity of us all and indicates his thoughtful and ethical approach 

to a subject which has often engaged him, that of a ³stranger in a strange land´ and 
how that affects a person’s sense of self when even the most ordinary, everyday 

action becomes strange �7an, ³Strangers in Strange /ands´ ���. 7he full discussion 
of 7an¶s research for this book and his own family background on which he drew, 
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makes fascinating reading and can be found at ³Strangers in Strange /ands´ in 
Storylines: the Inside Story.

This strangeness and uncertainty which Tan discusses in Storylines, is 

reflected in the illustrations of the book. )urthermore, 7an describes how he 
rejected the idea of a conventional picture book, instead deciding ³that a longer, 
more fragmented visual sequence without any words would best capture a certain 

feeling of uncertainty and discovery” that is so much part of the migrant experience 

�7an, ³Strangers in Strange /ands´ ���. One large illustration provides a striking 
e[ample of how this can be achieved pictorially. With its towering and threatening 
imagery, dwar¿ng the two refugees, encodes the fear and uncertainty very strongly 
and the vectors formed by the towering, windowless blocks, enclose and threaten 
the two tiny ¿gures cowering in the middle.

Helping us to understand the uncertainty further, is the sepia tone of the 

illustrations and the mysterious creatures which appear in some. These encode 

both fear and anxiety — and at the same time how a child can sometimes be more 

adaptable than adults, as a child sometimes appears in the illustrations, apparently 

Tuite accepting of these creatures. )urthermore, there is, as 7an himself has said, 
no real ³guidance as to how the images might be interpreted´ �7an, ³Strangers 
in Strange /ands´ ���. We, like the migrants depicted, have to try to make sense 
of the unfamiliar and search for meaning where this is not clear. 7his book deals 
with every migrant�refugee who is a stranger in a strange land. No�one is named 
so the experience Tan is depicting could be that of anyone who has had to leave 

their homeland. The endpapers give us images of many different people of all 

nationalities, often denoted by items of dress. Anyone, it is saying, might be 

displaced from their home at some stage.

Why are these people Àeeing" We are given no de¿nite answer, but there are 
depictions of escape, of the devastation of war, of forced labour in factories among 

other things, all of which highlight the multitude of reasons why there are so many 

displaced people in the world today. 

+omelessness of a different kind is another ethical issue tackled in a number 
of Australian books for young people. %oth Steven +errick¶s The Simple Gift 

and /ibby +athorn and *reg Rogers¶s Way Home deal with the issue of youth 

homelessness� +errick¶s book is a verse novel, an interesting medium to choose. 
3oetry can transform and shape people¶s thinking and understanding and help the 
reader to stand in the shoes of another. +errick¶s poetic novel is told from the point�
of-view of three characters, Billy a sixteen year-old escaping from family violence. 

Caitlin, a middle-class girl who befriends him and Old Bill, an alcoholic grieving 
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the death of his beloved wife and daughter. 7he focalising of the book moves 
between the three and we learn that Billy is homeless as a result of his father’s 

violence �� year�old %illy is knocked to the ground by a punch from his father, a 
violation of the protective relationship which should have existed between the two; 

the violence escalates and Billy spends days in his bedroom avoiding his father.  

7he starkness of the analogy which comes to %illy¶s mind signi¿es how impossible 
his home life had become:

The wind and rain

Hits you in the face

With the force of a father¶s punch. ���� 

,n a few, well�chosen words, +errick makes us understand the violence of %illy¶s 
home life and that the violence undercuts any real notion of home as a place of 

safety and warmth. 8nlike his father, however, %illy is an essentially good young 
man who helps Old %ill drink less, who allows him to share his bitter memories 
and who makes sure he eats properly. ,n other words, he offers Old %ill the simple 
gift of friendship, caring for and about him when society doesn’t, seeing beyond 

the dirty, drunken e[terior to the real man beneath and refusing to label Old %ill as 
a no-hoper as he himself had been labelled. 

+errick has described what he regards as heroism and how his characters 
display that trait — ³within the story they do something of great value, that is a 
little thing - give friendship and hope to an old hobo [as in The Simple Gift ] or 

bring a father and grandfather together �in 7om -ones� «7hese simple little things 
… are done by ordinary people, in a quiet unobtrusive way, and … requires[s] 

compassion and love and respect … they are far more heroic and necessary than 

any world-record sporting achievement. And … cannot be measured in dollars and 

cents.´ On his imagery he writes: ³Maybe the secret to writing an effective and 
striking image is empathy — putting yourself in the place of each character.” 

10

Once again we have an author emphasising that both the writer and reader 

need to respond in an empathetic and ethical way to the characters using literature 

to understand ethical issues not, as %rynhildsvoll points out, ³in the light of rational 
arguments, but in the light of narrative and stories´�����, which, as he further 

argues, is a very effective medium.

Another book which deals with youth homelessness, this time a picturebook 
for older readers, is Way Home by the award-winning combination of Libby 

+athorn and *regory Rogers, ¿rst published in ���� but reprinted several times, 
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including in a paperback edition in ����. ,n writing this work, +athorn said she 
undertook a lot of research about homeless young people and was distressed by 
the stories. She ³wanted to create a work « which might go towards changing 
things for some of those kids at least. 7his book is not for street kids so much as 
it is for the middle class kids who know all the comforts of home´ �Roberts and 
Nicoll Teacher’s notes No pagination �. So once again, we have a book designed as 
a consciousness�raising document, almost a protest document. 7he book follows 
Shane and his cat through the streets — menacing and dark — to the place he calls 

home. Not surprisingly, interviews with homeless young people suggest they often 

feel unsafe. The menace for Shane is exacerbated by another group of street boys 

who chase him past piles of rubbish and whose shadows loom large and sinister on 

the wall behind him. +ome is a kind of cave constructed in the middle of a rubbish�
strewn gap between derelict buildings. 7he book is thus challenging readers to 
consider what constitutes a ³home.´ 7he child clearly has no adults in his life, so 
has none of the nurturing and warmth which are usually associated with notions of 

³home´ but he has tried to decorate his space, a concept which is both admirable 
and pathetic. The pathos is emphasised by the boy in his turn giving comfort and 

shelter to the stray cat he has found. Why, we must consider, is society not offering 
the same to him" 

7he illustrations in this book are crucial to the construction of the story. 7he 
illustrator, *regory Rogers, had something of an ethical dilemma in deciding how 
to illustrate this book. ,n a conference presentation he remarked:

&an an illustrator make the story of a young street kid acceptable to an 
audience that probably hasn’t and may never have any experience of homeless-

ness ² an audience that can afford to buy the book" , had to consider that if , 
softened the visual impact it could misrepresent the intentions of both author 

and illustrator. %ut if , was totally uncompromising , could risk alienating and 
outraging the audience, therefore destroying any hope of communication and 

empathy for them. �Rogers ����

,n fact his illustrations form a major part of eliciting our response to the homeless 
hero of the book and our Tuestioning of a society which allows a child to live in 
these conditions. 7he jagged edges which cross each page are reminiscent of torn 
paper and of the litter which surrounds the boy. )urthermore, the tearing signi¿es a 
metaphoric tearing away of the cover with which society likes to shield itself from 
the unpleasant truth of youth homelessness. In addition, the frequent depictions 
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of rubbish encode society’s willingness to abandon such a child, to throw him 

on the metaphorical scrapheap. In a way which reflects nineteenth-century waif 

novels, Way Home is also about class. 7here is a marked contrast between the 
affluence denoted by the high-rise buildings, clean streets and restaurants Shane 

runs past and the area of slums, rubbish and makeshift shelters in which he lives. 
We know nothing of Shane¶s background or why he has become homeless, but his 
homelessness reduces him to the class of the poor and socially disadvantaged. On 

occasion, like the children in nineteenth�century waif novels, the boy looks through 
brightly-lit windows which denote the wealth and social interaction from which he 

is excluded. 

([clusion is a word also applicable to the ³Stolen *enerations,´ a term used to 
describe the many, many Aboriginal children excluded from their families, indeed 

often forcibly removed from their families 

and placed in institutions and foster homes, often not knowing their parents 
were alive or searching for them. 7hey were taught to reject their Aboriginality, and 
often e[perienced abuse and deprivation. ,n ���� the &ommonwealth *overnment 
undertook an inTuiry into the Stolen *enerations as these children had come to be 
known. +undreds of Survivors gave evidence of their e[periences and a report of 
the extent of these practices was made public.

11
 

Eventually, in 2008, in a highly symbolic and moving gesture, the Prime 

Minister of Australia, .evin Rudd, apologised to the Stolen *enerations, an 
apology which reads, in part:

We apologise especially for the removal of Aboriginal and 7orres Strait 
Islander children from their families, their communities and their country.

)or the pain, suffering and hurt of these Stolen *enerations, their 
descendants and for their families left behind, we say sorry.

To the mothers and the fathers, the brothers and the sisters, for the 

breaking up of families and communities, we say sorry.
And for the indignity and degradation thus inÀicted on a proud people 

and a proud culture, we say sorry. ���

7he 3rime Minister¶s apology makes clear that the practice of child removal was 
unethical, even though it was lawful under Australian law at the time.

Somewhat earlier than this, children were given the opportunity to reflect 

on the ethics of the issue through their literature. The Australian Screen website 

describes the film adaptation of Doris 3ilkington *arimara¶s Rabbit-Proof 
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Fence, as being, for ³many white Australians, this popular ¿lm was the ¿rst direct 
emotional e[perience of what it meant to be one of the µstolen generations¶.”

12
 

However, readers of The Burnt Stick by Anthony +ill, ¿rst published in ����, 
were being asked to reÀect on the pain of separation and to consider what a child 
would feel in the circumstances when he was taken from his family. 7he book is 
a ¿ctional account of one such incident of a child being removed from his mother 
and the heartache and devastation felt by both. John Jagamarra, the child in the 

story, is taken from his mother and brought up in a Mission, a place, which the 
reader is told, is ³very beautiful´ �Hill ��. %eauty does not, however, compensate 
for the fact that this place is not home. 7he phrase ³it was not like home´ �Hill 

�� is repeated several times throughout the book. At the Mission, -ohn and the 
other children are not taught the song, dance and traditions of their people; they 

are not told of their Dreaming stories and they did not learn how to ¿nd yams and 
other edible plants or how to hunt a kangaroo. 7heir culture was lost as was their 
language as the people in the Mission did not know the Aboriginal languages and 
the children were not allowed to speak them. And perhaps, most devastatingly for 
the children kept at the Mission station, they do not have their families there — 

their mothers, grandmothers, siblings, cousins. They are not on their own country, 

the land they know and love.
,n a scene particularly designed to make the reader consider the ethical issues 

of taking the children and the ethical issue of the law that allowed this to happen, 
we are told of two policeman and the ³%ig Man from Welfare´ arriving at the 
Aboriginal camp with a truck which ³had a kind of wire cage on the back, with a 
gate that padlocked and canvas blinds that rolled down if the sun got too hot, or 
if they didn¶t want you to see if anyone were locked inside´ �Hill ���. 7he choice 
of words is important here. 7he description of the truck is reminiscent of that of 
a dog�catcher, rounding up unwanted strays. 7he truck is also prison�like with a 
padlock, suggesting that the authorities knew that the children taken would try to 
get out and return to their mothers, despite the stated belief that ³they would soon 
forget´ �Hill ��. 

When -ohn is taken he ³struggled and wept for his mother, but the %ig Man 
held him tight and would not let go´�Hill ���. /ike any child he cried ³, want 
my mother´ �Hill ���. 7he loss is as devastating as a death and -ohn and his 
mother grieve for each other and, as an adult, having not seen his mother again, 

-ohn vows to try to ¿nd her ³no matter how many years it took´ �Hill ���. +ill¶s 
depiction of the dictatorial way the children were taken is corroborated by ¿rst�
hand accounts from the people who were taken both in recorded interviews and 
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in books such as Jinangga by Monty Walgar, a book published by Aboriginal 
publishing company, Magabala %ooks. ,n this book Walgar writes: ³When , 
was brought out there >to the Mission school@, in ����, it was de¿nitely against 
my will, and against my mother¶s will. « Native Welfare ruled our lives. « 
They ruled and ruined our lives … when they came to get me they came with a 

policeman «´ ����.
7he impact of +ill¶s book is strengthened by the black and white illustrations 

by Mark So¿las. 7here is a full�page illustration, for e[ample, when -ohn is taken 
of sinister and menacing booted feet approaching across the dry earth of the 

Aboriginal camp and the prison aspect of the truck is heightened by another full�
page illustration which emphasises the ominous looming cage. 

Other writers have used poetry to bring the matter of the Stolen *enerations 
to young readers. Speaking at a celebration in honour of American poet Robert 
)rost, 3resident -ohn ). .ennedy said: ³When power leads man towards arrogance, 
poetry reminds him of his limitations. When power narrows the areas of man¶s 
concern, poetry reminds him of the richness and diversity of his e[istence. When 
power corrupts, poetry cleanses. )or art establishes the basic human truth which 
must serve as the touchstone of our judgment´ �qtd in Wolfe ��. 3oetry can thus be 
seen as a powerful medium of social comment and for questioning those in power 

and the laws they make.
/orraine Mafi�Williams, compiler of a collection of Aboriginal poetry for 

young readers entitled Spirit Song, wrote in her introduction: ³Written words 
have enabled us to lay bare the truth, to reveal the anger, the frustration and the 

determination of our people´ �Ma¿�Williams [iv�. 7he poems deal with a range of 
subjects such as celebrating an Aboriginal person¶s closeness to the land, culture, 
Aboriginal identity and the Stolen *enerations. Re[ Marshall¶s poem called 
³De¿ning &olour´ asks us all to recognise the essential humanity of each other in 
a poem which is somewhat reminiscent of Shylock¶s speech in Act �, Scene � of 
Shakespeare¶s The Merchant of Venice when, as a -ew, he asks:

+ath not a -ew hands, organs, dimensions, senses, affections, passions"
fed with the same food, hurt with the same weapons, subject
to the same diseases, healed by the same means,

warmed and cooled by the same winter and summer, as

a &hristian is" ,f you prick us, do we not bleed"13

Expressing some of the same sentiments, Marshall’s short poem reads:
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&olour is only skin deep
&ut the Àesh and the blood will seep
)rom black, white, brown and yellow
Or even some ordinary kind of fellow
Whose blood may be shed
With the end results being red.  �Marshall ���

There are a number of powerful poems reflecting on the issue of the Stolen 

*enerations in this book such as (va -ohnson¶s ³3rotection´ ³*one were our 
children to missionary�*one was our land and the power to be free´ �-ohnson ���. 
Seamus +eaney has described the way that people can recognise ³that some part 
of the meaning of their lives is lodged in the words and cadences of cherished 

passages of verse´ �+eaney [iii�. Aboriginal poets, in the Ma¿�Williams collection, 
have written poems which give meaning and provide understanding for readers on 

the issue of the removal of Aboriginal children from their families. 

%ob Randall, an elder of the <ankunytjatjara people and therefore one of the 
traditional owners of 8luru is himself a member of the Stolen *enerations. +e has 
written a song called ³My %rown Skin %aby 7hey 7akem Away´ which has been 
described as ³an anthem for the Aboriginal people,´ 14

 becoming what Heaney has 

described as a cherished piece of verse. 

7he lyrics of the song are reproduced as one of the poems in Ma¿�Williams 
book. 7he story is narrated by a ³young preacher´ who recounts his encounter 
with ³A young black mother�+er cheeks all wet´ �Randall ���. 7he anguish of the 
woman and the powerlessness of women in her situation are strikingly depicted in 
a stanza which reads:

Between her sobs

I heard her say

3olice bin takem
My baby away

)rom white man boss
That baby I have

Why he lettum
7ake baby away. �Randall ���

7his verse perfectly captures the woman¶s feelings and debunks the idea that 
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women whose babies were taken would ³get over it.´ She has been e[ploited by 
her boss who, when it comes to the removal of the child, does nothing to protect 

her. 

7he poem goes on to tell how the child was taken to a children¶s home and 
given a new name but would cry each night ³Mummy ± Mummy�Why they take 
me away´ �Randall ���. *iven that Randall was taken from his mother in just the 
way this poem describes, one can imagine that writing this was very emotional. )or 
the reader it raises many ethical questions on belonging, the right of a government 

to remove children, the ethics of changing a child’s name and therefore his identity 

and inflicting loss and devastation on the child and his family. Another question 

which arises from these narratives about the Stolen *enerations is whether the 
promised ³better life,´ bringing up the ³children as white as could be´ �-ohnson ��� 
was in fact a reality. If we consider it important for contemporary Australian young 

people to be aware of this aspect of our history, the literature written for them can 

play an important part in developing that understanding.

/ooking at a library catalogue after one puts in ³literature and ethics´ as 
a research term, reveals a multitude of entries on a range of topics including 

literature, ethics and the law, ethics and business through literature, cultural 

identity, literature and ethics and using literature to teach ethics. 7he books and 
poetry which I have considered in this paper all deal with ethical issues which we, 

as readers, are reTuired to respond to. Martha Nussbaum has said that ³storytelling 
in childhood teaches us to « ask Tuestions about the life behind the mask´ �Ttd. 
in .ingwell ���. All of these books contribute to that broader understanding of 
their readers.All of the authors have displayed what Hitoshi Oshima gives as his 

de¿nition of an ethical author ³one who cares for the ethical dimension in life, and 
who e[presses it in one way or another´ �����. +is de¿nition of an ethical critic is  
³one who takes care to ¿nd such value which makes a literary work ethical, the one 
who appreciates it in a way that allows readers to share it´�����. , have discussed a 
range of books and poetry written for young Australians in the last thirty years that 
deal with topical, ethical issues — refugees homelessness Stolen *enerations — 

and deal with these through prose, verse and illustration. I hope I have done so in a 

way which lived up to Oshima¶s de¿nition and which has given the readers of this 
paper insights into the way the creators of the books and poetry have dealt with the 
ethical issues they chose to tackle.   

Notes
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1. See https:��www.themonthly.com.au�video������july���������������christos�tsiolkas�ale[is�

wright�kathryn�heyman�how�do�novelists�engage" 

�. , considered the way selected books for children could do this in Unlocking Ideas: Thinking 

with Picture Books. 

3. See http:��www.stuff.co.n]�entertainment�books����������into�the�river�eleanor�catton�john�

boyne�john�marsden�and�more�speak�out where all of these authors, and others, expressed their 

views.

�. See http:��www.refugeeweek.org.au�resources�����BRWBResource.itB&h�.pdf.

5. See http:��www.abc.net.au�rollercoaster�therap�interviews�s�������.htm.

�. See http:��www.bing.com�videos�search"T morris�gleit]man�boy�overboard� interview. 

�. , have discussed the image of the sea in Australian books including the image of a dangerous 

sea journey for a refugee family in ³%efriending Sea &reatures and -ourneying 7hrough /ife: 

Images of the Ocean in Australian Children’s Literature”.

8. See http:��www.startts.org.au�media�Refugee�7ransitions�Refugee�7ransitions�,ssue����book�

review.pdf.

�. , have written elsewhere on the representation of refugees in Australian picturebooks in 

³Welcoming strangers: the 3olitics of Othering in 7hree Australian 3icturebooks.´

10. See http:��www.stevenherrick.com.au�notes.htm.

11. See http:��stolengenerationstestimonies.com�inde[.php�aboutBstolenBgenerations.html.

12. See http:��aso.gov.au�titles�features�rabbit�proof�fence.

��. 7his can be found in any edition of Shakespeare¶s The Merchant of Venice. I used the New 

3enguin Shakespeare edition ������. 7he Tuotation in this edition can be found on p.���.

14. See http:��www.globalonenessproject.org�library�interviews�song�brown�skin�baby�they�

took�me�away. 
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Abstract  During the ¿rst decade of the ��st
 century, there appeared a dystopian 

boom in (nglish adolescent literature market, where a series of dystopian ¿ction 

were published and approvingly accepted by both readers and critics. The dystopian 

boom conveys a common anxiety over the status quo of contemporary society and 

a pessimistic prospect of science application in the future. The original purpose 

of science is to meet the survival and development needs of human beings, but 

it is now improperly applied and becoming a threat to human civilization. The 

nightmare caused by severe environment pollution, destructive nuclear war and 

technological autocracy is the inevitable offspring of technology abuse, which is 

the major theme of contemporary dystopian ¿ction intended for the young adults. 
With great panic and alarming power the dystopian ¿ction e[presses the an[iety 
over the ever increasingly pessimistic prospect of science development, and thus 

warns readers of the social, environmental, ethical or technological crisis ahead of 

them. The dystopian nightmare in contemporary adolescent fiction is rich in ethical 

value in that it helps its reader socialization, telling them what the world is like and 
how they should behave in it. 7he ethical value of adolescent dystopian ¿ction lies 
in its didactic message that helps to promote readers’ level of social cognition and 

capability of making ethical choice. 
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During the first decade of the 21
st
 century, there appeared a dystopian boom in 

(nglish adolescent literature market, where a series of dystopian fiction were 

published and approvingly accepted by both readers and critics. The fact that the 

sales volume of Suzanne Collins’s Hunger Games ��������� is overtaking that 
of Harry Potter ����������� and The Divergent ��������� trilogy by 9eronica 
Roth gained a global adolescent audience indicates that dystopian fiction is a 

popular genre in contemporary literary field. The dystopian boom conveys a 

common anxiety over the status quo of contemporary society and a pessimistic 

prospect of science development in the future. The original purpose of science and 

technology is to meet the survival and development needs of human beings, but it 

is now improperly applied and becoming a threat to human beings. The nightmare 

caused by severe environment pollution, destructive nuclear war and technological 

autocracy is the inevitable offspring of technology abuse, which is the major theme 
of contemporary dystopian ¿ction published in (nglish speaking countries. With 
great panic and alarming power the dystopian fiction expresses the anxiety over 

the ever increasingly pessimistic prospect of science development, and thus warns 

readers of the negative effect of science application.

The Dystopian Turn in Adolescent Fiction

7he term ³dystopia´ derives from the word utopia, which was originally coined by 
7homas More in ���� in his well known work entitled Utopia. 7he word ³utopia´ 
has generally two implications: it is usually used to refer to the ideal society that 

is spatially or temporarily set in a distant world; meanwhile, it is also employed 

to refer to the kind of literary genre that represents an ideal or desirable social 
blueprint. Similarly, the word ³dystopia´, which was ¿rst used by -ohn Stuart Mill 
in his speech delivered to the %ritish +ouse of &ommons in ����, also has two 
opposite implications. That is, dystopia can be used to refer to either an imagined 

dark society or a literary genre representing nightmarish social vision. Dystopian 
world generally appears in science fiction and are often used to warn readers of 

the social, environmental, ethical or technological crisis, which could potentially 

develop toward a dystopian situation in the future if they are left unaddressed. 

What the dystopian ¿ction describes is not a future world in which we would like 
to live, but one we are trying to escape from, and the main factor leading to the 

nightmarish prospect is science and its improper application. 

There are both scientific and fantastic elements in dystopian writings, but 

dystopian fiction differs from science fiction or fantasy in that dystopian fiction 
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attaches far more importance to social and political critique. Instead of constructing 

a bright blueprint, the dystopian ¿ction describes a gloomy future for the human 
beings, with anti-scientism being the dominant theme. By focusing on the critique 

of society that is set in a future world, dystopian fiction provides readers with 

fresh perspectives on problematic social practices that might otherwise be taken 
for granted. ,n this paper, , work on the assumption that the contemporary turn to 
dystopian writing is largely due to the contemporary problems, and that dystopian 

¿ction is kind of projection of social and ethical crisis in real world. 
As a literature genre, dystopian ¿ction is closely related to the social ethos in a 

special society. 7he shift from utopias to dystopias in literature reÀects the shift of 
social thinking and people¶s attitude toward science and its application. During the 

18
th and ��th

 century, people generally held a relatively optimistic attitude toward 

future. Their optimistic view of the world is largely based on two social theories: 

rationalism and evolutionism. The rationalists believe that the human being could 

create a marvelous future with their rationality or reason. As Elliott argues, ³To 

believe in utopia one must believe that through the exercise of their reason man 

can control and in major ways alter for the better their social environment´ ����. 
The evolutionists hold that not only the human themselves, but also the social 

organization and moral order could evolve to a perfect state, so there will be 

an admirable prospect awaiting the human. 7his kind of optimistic mood was 
projected in literature, and spawned a new genre, utopia, which presents the reader 
with a desirable vision. +owever, there appeared a pessimistic ³dystopian turn´ 
during the ¿rst decades of the ��th

 century, when the heavy casualties of the wars, 

political totalitarianism and technology abuse led to widespread skepticism and 
question of utopia, which gave rise to dystopian narratives. 7he dystopian ¿ction 
conveys a common anxiety over the pessimistic prospect of the future. %ooker 
observes that ³The modern turn to literary vision of future as nightmare is one of 

the most revealing inde[es to the an[ieties of our age´ ����.
Some writers during the ¿rst decades of the ��th

 century were doubtful about 

utopia. ,n such dystopian works as Aldoous +u[ley¶s Brave New World ������, 
*eorge Orwell¶s 1984 ������ , and <evgeny =amyatin¶s We ������, people ³have 
been suspicious not only of the possibility of utopia, but its very desirability, 

eTuating conventional utopias with paralysis and stagnation´ �%ooker ���1��. 
The hint that the utopian fulfillment of all desires will necessarily bring about a 

dehumanizing stagnation is a common motif that runs throughout the 20
th
 century 

dystopian literature. In the fictional world constructed by Huxley or Orwell, 

for example, the utopian dream has been realized, but it only turns out to be a 
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nightmare. 3owered by the horrors of two world wars, the Na]i�like totalitarian 
regimes, and the nuclear holocaust, the 20

th
 century literature has generally 

envisioned utopia as undesirable, for the ful¿lling of utopian dream always brews 

dystopian nightmare. 7he dystopian te[ts like Brave New World have been far 

more inÀuential than the utopian te[ts of the earlier centuries. (ven such genres 
as science ¿ction, which is largely optimistic with the technological advancement, 
have taken a dystopian turn in the second half of the ��th century. ,t is the dark and 
nightmarish vision rather than ideal and desirable vision of future that provides 

modern writers with rich source materials and writing motivation. In a climate 

of widespread pessimism, recent decades have seen a rise of dystopian mood in 

popular literature as a whole. The commonest motifs in the dystopian texts include 

representing war sufferings, criticizing totalitarian regimes and warning against 

technology abuse. 

As an important branch of literature, the juvenile fiction is undoubtedly 
inÀuenced by the particular social conte[t and ethical climate. 7he novels written 
for young readers before the 20

th
 century are generally optimistic with happy 

endings. Especially in science fiction for young adults, technology is generally 

employed to support the utopian vision. However, the second half of the 20
th
 

century, when people came to doubt and question the technology progress and 

its effect on human society, witnesses the birth of dystopian ¿ction for the young 
adults. Susan Hinton’s The Outsiders ������, which describes the problematic 

polarization between the rich and the poor in the cities and its effect on the young 

boys, is generally accepted as the ¿rst adolescent dystopian ¿ction. During the last 
three decades of the 20

th
 century, some excellent dystopias intended for the young 

adults such as Out There������, Brother in the Land������ and The Giver������ 
were published.

If the writing and publishing of dystopian fiction intended for the young 

adults is sporadic during the second half of the 20
th
 century, then it has become a 

dystopian boom during the past decade in the 21
st century. -ohn *reen, an American 

novelist and literary critic, comments the phenomenon in his essay ³Scary New 
World´ published on New York Times in ����. *reen points out that ³>t@he past year 
has seen the publication of more than a dozen post-apocalyptic young adult novels 

that e[plore what the future could look like once our unsustainable lifestyles cease 
to be sustained´ ���. Such works as Feed ������, Exodus ������, How I Live Now 

������, Uglies ������, Little Brother ������, Delirium������, Maggot Moon�2012�
are on the list of e[cellent dystopian ¿ction for young adults published in recent 
years. Amid this rising sea of dystopias, two trilogies stand apart as the ³best�loved´ 
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works: The Hunger Game trilogy ����������� and Divergent trilogy �����������. 
They are particularly popular among the youngsters and have been adapted for 

movies. 

Dystopian Nightmare in Contemporary Adolescent Fiction

/iterature works, as the mirror or the lamp that reÀects social reality, are deeply 
rooted in the historical and social content in which they are produced. The 

dystopian texts seem to transcend the time and space, but in fact they are still 

subject to the circumstance in which they are produced. ,n %ooker¶s words, 
³imaginary societies in the best dystopian ¿ction is always highly relevant more 
or less directly to real world societies and issues´ ����. 7he recent phenomenon of 
dystopian boom is undoubtedly relevant to the destructive application of science, 

which is supposed to serve human beings rather than threaten or even destroy 

them. Despite the fact that there are some obvious surrealistic elements in it, the 

dystopian ¿ction for young adults is essentially realistic, for it deals with the real 
life issues like political issues, environmental pollution and nuclear wars fuelled 

by science and technology. Actually, the contemporary anxiety over science and 

its application is projected through the social and ethical nightmare that the young 

protagonists are facing in dystopian fiction. In this sense, the dystopian writing 

is kind of artistic response to contemporary social problems. 7he issues e[plored 
by contemporary adolescent dystopian ¿ction can be roughly classi¿ed into three 
categories: response to the ethics concerning science and its application, anxiety 

over contemporary environmental catastrophe, and reflection of war and its 

destructive effect. 

)irstly, the moral failing associated with science and its improper application 

to politics is a common motif in the totalitarian dystopian ¿ction. ,n the imagined 
dystopian world, the rulers suppress individual will or personal wish in the name 

of public welfare. The political dystopian writers manage to achieve a dramatic 

effect by presenting the totalitarian practice in an e[aggerated way. ,n such ¿ction 
as The Giver ������ by Lois Lowry, the protagonist Jonas, a twelve-year-old boy, 

gains epiphany or insight into the dark Tuality of a seemingly utopian society. 
The totalitarian rulers in The Giver manage to eradicate the citizens’ emotion and 

memory with the help of advanced technology so that the citizens are free from 

any sufferings, pains, or pleasure. As a result, the citizens in this dystopian world 

are living ³a life without color, pain or past´ �/owry ����. 7he dystopian narrative 

suggests that the eradication of human memory or difference would not naturally 

lead to social equality, but lead to ³a catastrophic narrowing of the imaginative 
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spectrum´ �Wend�Walker ����. 7he improper ethics or beliefs in terms of governing 
the society tend to diminish the social diversity and vitality with the technological 

devices. As a result, the whole society is controlled by advanced technology and 

rigid mechanism, and the citizens as a whole are degenerated into a being without 

any emotion, passion, memory, or imagination. The scientific and technological 

achievement is meant to bring about convenience and comfort to the people, but 

it eventually provides the rulers with convenient tools for mental surveillance and 

psychic control. In the same manner, what Ally Condie represents in his dystopian 

text Matched ������ is the problem resulting from technology advancement which 
is employed by the rulers as the means of social manipulation. In the dystopian 

world constructed by Matched, computer is the right tool used by the rulers to 

control everything, including the citi]ens¶ study and work. (ven such issues as 
love or marriage are determined by computer system. In this computer-dominated 

society, the social or ethical relationship among the society members is not based 

on blood bond or emotional attachment, but con¿gured by a ³fail proof´ program. 
7he heroine .asia, for instance, is matched to a boy when she is �� according to 
the personal data stored in the database. Similarly, West¿eld¶s Uglies and Veronica 

Roth’s Divergent present us with a similar technology-controlled world as Matched 

does. In the world constructed by Uglies trilogy, all the young people aged �� 
have to accept a plastic surgery which not only beauti¿es all the young adults, but 
also tampers with their brain structure, so much so that the young citizens can be 

better mentally surveilled. The plastic surgery based on biological technology, 

is intended to remove the difference and inequality between people. As a result, 

the programmed life that the citizens live in this technology-controlled society is 

universal and uniform rather than diverse and harmonious. ,n this ³beautiful new 
world´, the ³Sameness´ or the so�called ³social harmony´ is bought at the price of 
free choice and social diversity. The autocratic practice is unethical, for human’s 

complicated emotion and free will make it impossible to live a programmed life. 
We always ¿nd the protagonists struggling to destabili]e sameness and redeem the 
ethical failings of his society toward the end of the dystopian ¿ction. )ree choice is 

valued and ethical order is reconstructed. As &arter ). +anson puts it, the dystopian 
¿ction articulates ³a radical reshaping of the future´ �������. 

Secondly, the improper ethical values concerning the relationship between 

environment and human are mirrored in the environmental dystopian ¿ction. 7he 
environmental or ecological crisis is a common theme in contemporary dystopian 

¿ction for the young adults. As -enkins notes, ³many books for children and young 
teenagers have made modern ecological concerns the focus of the plots´ ����. 7he 



81  Dystopian Nightmare in &ontemporary Adolescent )iction � Wang ;iaolan

environmental catastrophe is the inevitable consequence of modern environmental 

ethics which misinterprets the earth as the inexhaustible resource or boundless 

trash bin. Environmental destruction is the severest consequence that the modern 

human beings are to endure. )aced with the deteriorating environment, many 
intellectuals express their concern about the social prospect. The dystopian boom 

is the artistic response to the global deteriorating ecological situation. The gloomy 

ecological prospect is reflected in such environmental dystopian fiction as Saci 

Lloyd’s The Carbon Diaries 2015 (����� and The Carbon Diaries 2017 (�����, 
which has its plot set in the near future, namely, in 2015 and 2017. The Carbon 

Diaries represents contemporary environmental ethics and its consequence: the 

increasingly warm climate, the alternative occurrence of flood and drought, the 

freTuent earthTuake and volcanic eruption, etc. Only after the irreversible disaster 

had occurred did the government realize the severity of the consequence. As a 

kind of remedial measure, the governments rigidly restrict each citi]en¶s emission 
of CO2 through monthly carbon ration, which brings horri¿c inconvenience to the 
public. The climatic and ecological problems depicted in The Carbon Diaries are 

much more alarming than what the of¿cials and scientist currently believe, which 
serves as a warning to the decision makers. 7he movie entitled 2012 is kind of 
movie edition of Julie Bertagna’s Exodus ������ and Susan %eth 3feffer¶s The Last 

Survivors �����������, which present similarly post�apocalyptic vision: stormy 
tsunami, flooding calamity, burning drought, and the natural catastrophe like 
earthTuake and volcanic eruption, which instantly turn our beautiful homestead 
into horrible inferno. The most alarming and severe consequence of environmental 

catastrophe is that the human civilization thoroughly collapses overnight. What the 
human are losing is not only the beautiful and comfortable living environment, but 

also the environmental ethics that the human and the environment should coexist 

harmoniously, which is what the writers’ are appealing through their writings. 

7he boom of the ecological dystopian ¿ction is the result of the writers¶ reÀection 
of the increasingly severe environmental problems, and the artistic expression of 

environmental ethical dilemma, which provoke readers to examine our living style 

and arouse their awareness of responsibility. 

Lastly, the destruction caused by technology-armed modern warfare is also 

the great concern of the dystopian fiction for the young adults. During the cold 

war, there appeared some novels that represent the nuclear war and its destructive 

consequence. Robert C. O’Brien’s Z for Zachariah ������ and -ean 8re¶s Plague 

99 ������ are the case in point. During the ¿rst decade of the ��st
 century, the local 

wars broke out in many parts of the world, especially in the Arabian countries. The 
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dystopian fiction representing nuclear war mirrors the intense and complicated 

political situation in recent years. )or instance, Roseff¶s How I Live Now ������ 
is a war novel, in which the battle¿eld is set in (ngland. 7he novel describes the 
tragic war and its physical injury and mental trauma on a young American girl 
Daisy and her British cousins. Through Daisy’s eyes, readers can vividly perceive 

what is happening on the battle ¿eld and what kind of calamity the common people 
are suffering. 7he writers attempt to make the young readers, who are growing 
up in the false propaganda of warfare, come to comprehend the truth of the war. 

Through Daisy’s refugee experience and the soldiers’ casualties, the writer manages 

to covey such message to readers: the war is not a ³great and justi¿ed´ cause as 
it is propagated, but a brutal game played by the politicians so as to ³make you 
lose everything you own and cherish´ �Rosoff ����. In similar manner, a critical 

attitude toward the war is clearly expressed in Philip Reeve’s Mortal Engines 

������. Mortal Engines describes the destructive conseTuence of a ³Si[ty Minute 
War´, a nuclear war lasts only sixty minutes but it turns the whole continent into 

a wasteland. The nuclear war deprives most people of their living resources. To 

survive the nuclear disaster, a Nomad leader named Nikola 4uercus designs a 
system known as ³Municipal Darwinism.´ in which all the cities became immense 
vehicles named as Traction Cities, and must consume one another so as to survive. 

7he ethical principle ³survival of the strongest´ is practiced in this post apocalyptic 
world, so ³the great Traction City lumbers after a small town, eager to strip it of all 

assets and move on´ �Reeve ���. 7he war�related dystopian ¿ction conveys to the 

young readers that the artfully propagated war is nothing but a cruel practice of the 

jungle law in human society. 
The people in different historical context have different attitude toward utopia. 

7he dystopian society depicted in the above mentioned works might be regarded 
as the utopian society by readers in the 18

th
 century. The developing history of 

human civilization indicates that it is impossible for the human to realize the 

utopian dream, for the standardized happiness in utopian society is achieved at 

the expense of individual choice, which is against the free will of human being. 

In the contemporary technology-dominant society, people rely so much on the 

convenience and comfort brought about by technological advancement that they 

ignore the negative effect science brings. The adolescent dystopian writers are 

sensitively aware of the conspiracy between technology and politics and respond 

to it through their artistic writing. Different from the works intended for the little 
kids, which aim to construct a fantastic fairy world for readers, the novels intended 
for the young adults aim to provide its readers with ³various useful knowledge to 
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comprehend the society and life correctly´ �Nie, ³)undamental )unction and &ore 
9alue of /iterature´ ��, so that the young readers have chances to insight different 

social phenomena. With its alarming and warning power, the contemporary 
adolescent dystopian fiction serves to lead the young adults, who are standing 

before the threshold of the adulthood, to become rationally mature. 

The Ethical Value of Dystopian Narratives

Reading plays an important role in the process of a child’s initiation, for the reading 

experience during childhood and adolescence is profoundly influential. As Neil 

Sinyard observes, ³7he inÀuence of early books is profound so much of the future 
lies on the shelves: early reading has more influence on adult than any religious 

teaching´ ����. 7he literary works intended for different age groups have different 
style and content, and would undoubtedly exert quite different effects on readers. 

7he works designed for the little children are comparatively pure and simple, 
with few dark elements. 7he adolescent readers, by contrast, may have much 

more chances to encounter the less agreeable experience such as pornography, 

violence, family breakdown, war, and death in their reading. (ntering the stage 
of adolescence, teenage readers may discover that the simple literary works they 
used to read do not match the complexity of their new experience. As a result they 

demand that stories not only embody their wish and fantasy, but also help them 

adapt to their future life. The literature for the young adults has ethical value in 

that it helps its reader socialization, telling them what the world is like and how 
they should behave in it. &edric &ullingford argues that ³popular novels reflect 
something about the nature of the audience´ ���, so the popularity of the dystopian 
¿ction reÀects the nature of adolescent readers, who are standing at the threshold of 
the adulthood and are eager to gain necessary knowledge about the adult world and 

their future life. 7he ethical value of adolescent dystopian ¿ction lies in its didactic 

message that functions to help the adolescent’s socialization. To be specific, 

dystopian ¿ction helps to promote readers¶ level of social cognition and capability 
of ethical choice, which , would like to illustrate in the following paragraphs.

)irst of all, the message embedded in adolescent dystopian fiction helps to 

promote readers¶ social cognition. When e[amining the transformative effect 
of dystopian fiction on adolescent readers, Carrie Hintz holds that it can ³help 
adolescent readers cope with difficult political and social ideas within a context 

they can understand´ �����. Since adolescent readers have very limited real life 
e[perience, reading could be an effective compensation to their lack of e[perience. 
Readers tend to interpret the fictional text according to their life experience and 
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level of understanding. Entering the scary new world sketched in dystopian ¿ction 

helps readers better comprehend the complexity and versatility of their future life. 

Dystopian fiction for young adults is the literary genre ³with an adolescent hero 
or heroine seen coming to terms with the world and self´ �+unt ����. 7hrough 
reading dystopian fiction, the young readers gain the indirect experience of life, 

which helps them grow from naivety to maturity. ,n this sense, dystopian ¿ction is 
the sociali]ation te[tbook for the young adults before their entering the adult world, 
for these texts provide them with some useful experiences with which they have 

few opportunities to encounter in their daily life. )or the young readers, the process 
of reading novel is a journey in which they detach themselves from their daily life 
and enter the protagonist’s world, sharing the protagonist’s sadness and happiness. 

The extreme environmental catastrophe, severe political struggle and serious 

ethical problem described in dystopian ¿ction are the experience that the teenagers 

can hardy encounter but are sure to help them become rationally mature. These 

post-apocalyptic novels are didactic in that they meet the reader’s mental needs to 

understand the adult society.

Then it is safe to argue that the message conveyed through dystopian 

fiction helps to promote adolescents¶ capability of making ethical choice. Maria 
Nicolajeva notes that the literature for the novice reader has the potential to ³convey 
ethical knowledge ..., evoke readers cognitive and affective responses to the ethical 
issues raised in the te[ts´ �����. 7he e[perience gained from reading is one of the 
sources that help readers to develop their capability of rational judgment. Reading 
in childhood and adolescence, to some extent, helps a child develop into a rational, 

competent and socialized being. The social experience and life wisdom conveyed 

through literature are concrete and perceptible, which lays a solid foundation for 

the teenagers to reach the state of mental maturity, and make rational choice at the 
critical moment of life. 

The adolescent dystopian ¿ction share the characteristics of bildungsroman, 

which narrates how a child undergoes the journey of awakening from innocence 
and ignorance, and becoming psychologically mature through trails and 

tribulations. ,n dystopian ¿ction, ³political and social awakening is almost always 
combined with a depiction of the personal problems of adolescence´ �+int] ����. 
7hese adolescent heroes or heroines always ¿nd themselves in harsh environments 
or in some unfriendly social situations where they must make ethical choices. 

*enerally speaking, the adolescent heroes or heroines are usually faced with two 
kinds of choices at the critical moment of their adolescence. One is to rebel and 
fight against the existing social or political order, and go toward maturity in the 
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process of struggling against the social evils as the protagonists do in Hunger Game 

or Magot Moon. Another is to learn to live in a world of resources deprivation and 

become mature while coming to terms with the world and self as the protagonists 

do in How I Live Now. In this sense, the adolescent dystopias are following the 

tradition of bildungsroman, which represents how a young protagonist awakens 
from naivety or innocence, has to shoulder the social or familial responsibility 

imposed on him or her, and grows mature in the hardest test of life. No matter 

presenting struggle for rights in a totalitarian society or struggle for survival in 

a post apocalyptic world, theses novels provide readers with an opportunity to 

comprehend different social roles and behavior modes, and opportunity to observe 

the society from a transitional zone, so that they may learn to deal with some social 

problems and make ethical choice in a more rational way. 
)or the young readers who are Tuickly growing up, reading is much more than 

an activity of amusement or enjoyment. Reading is subtly inÀuencing readers, who 

acquire the didactic message that there might be storm as well as sunshine in the 

society they are going to enter. What the young readers learn from the dystopian 
te[ts is that we cannot enjoy a happy and peaceful life until we undergo the kind 
of Phoenix Nirvana as the protagonist does in the dystopian fiction. They may 

¿nd out through reading that there is both happy life as the fairy tales depicts and 
nightmarish one as the dystopias narrates awaiting them, which can mentally or 

psychologically prepare readers well for their future life in adulthood. 

Conclusion

The phenomenon of dystopian boom results from many factors. The publishers, 

writers and readers contribute together to the dystopian boom in the past decade. 

)irstly, the joint effort made by contemporary writers and publishers to market 
the novels helps to enhance the sales volume of this genre, which determines 

the market and economic value of these novels. Secondly, this genre presents 
environmental deterioration, political totalitarianism and warfare disaster, which are 

the fundamental concern and anxiety of contemporary society. Consequently, they 

not only provide writers with writing motivation, but also arouse the reader’s echo. 

Last but not least, the dystopias tally with young readers’ cognition requirement 

and psychic needs, providing the youngsters who are to enter adult society with a 

window to see the society. Shen Shi[i, a well�known &hinese animal novel writer, 
holds that the novel written for the teenagers should be different from that for 

small children in that adolescent literature is expected to help readers comprehend 

the adult society in which they are going to be a member soon. Shen argues that 
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³Youthhood is a threshold in our life. That one leaps over the threshold means 

he or she has to walk out of the aseptic area and enter the normal atmospheric 

environment filled with all kinds of virus and bacteria´ ����. )or the adolescent 
readers, the popular dystopian ¿ction is the kind of atmosphere with Àoating virus 
or bacteria, which helps them to improve their mental immunity and prepare them 

well for the future life in adulthood.  

Works Cited

%ooker, M. .eith. The Dystopia Impulse in Modern Literature. Westport: *reenwood 3ress, 

����. 

Cullingford, Cedric. Children’s Literature and its Effects. /ondon: &asell, ����.

Elliott, Robert C. The Shape of Utopia: Studies in a Literary Genre. Chicago: U of Chicago P, 

����.

*reen, -ohn. ³Scary New World.´ New York Times. 7 Nov. 2008. �� )eb. ���� 

    �http:��www.nytimes.com������������books�review�*reen�t.html"pagewanted all	Br �!.

+anson, &arter ). ³7he 8topian )unction of Memory in /ois /owry¶s 7he *iver.´ Extrapolation 

� ������:�����.

Hunt, Peter. An Introduction to Children’s Literature. O[ford: O[ford 83, ����.

+inta, &arrie. ³Monica +ughes, /ois /owry, and <oung Adult Dystopias.´ The Lion and the 

Unicorn � ������: ����2��.

-enkins, (lwyn. ³Adult Agendas in 3ublishing African )olktales for &hildren.´ Children’s 

Literature in Education � ������: ������.

Lowry, Lois. The Giver. New <ork: %antam Doubleday Dell, ����.

Nicolajeva, Maria. Reading for Learning: Cognitive Approaches to Children’s Literature. 

Cambridge: CUP, 2014. 

². ³(thical /iterary &riticism: On )undamental )unction and &ore 9alue of /iterature´. Foreign 

Literature Studies � ������: ����.

—. Introduction to Ethical Literary Criticism. 3eking: 3eking 83, ����. 

Reeve, Philip. Mortal Engines. New <ork: +arper &ollins, ����.

Rosoff, Meg. How I Live Now. /ondon: 3enguin %ooks, ����.

Shen, Shixi. The Artistic World of Animal Fiction. Shanghai: -uvenile 	 &hildren¶s 3ublishing 

House, 2010.

Sinyard, Neil. Graham Greene: A Literary Life. %asingstoke: 3algrave, ����.

Wend�Walker, *raeme. ³On the 3ossibility of (lsewhere: A 3ostsecular Reading of /ois /owry¶s 

Giver Trilogy.” Children’s Literature Association Quarterly � ������:������.

䍙Ա编辑φᶞ䶟᯦ 



The “Substantivization” of Modern in Late 

Victorian Literature and Victorian Liberalism

Olga Polovinkina

Comparative Literature Department, Moscow State University for the Humanities

Miusskaya sT. �, Moscow, *S3��, ������, Russia
Email: olgapmail@mail.ru

Abstract  The article concentrates on the problem of legitimization of the modern 

age in the late Victorian literature. The evolution of the idea of modern in the late 

9ictorian time was stimulated by liberal thinking, namely Social Darwinism, new 
ideas of religion and Mill’s idea of the liberty of thought and discussion. This 

revolution in the ways of thinking emphasi]ed the value of transient moments and 
produced a new type of writing accentuating the ³true present.´ On the other side, 
the new value of modern was seen as a characteristic feature of the national life, as 

a result modern acTuired great signi¿cance, and a new feeling arose ² of dynamic 
and rootless way of being.

Key words  modernity� moderni]ation� liberalism� 9ictorian era� *. *issing� *.%. 
Shaw� O. Wilde� %. Stoker� (nglishness
Author  Olga Polovinkina is Professor of Comparative Literature Department 

at the Moscow State 8niversity for the +umanities and a researcher at the *orky 
,nstitute of World /iterature. She writes on the literary, cultural and intellectual 
history of the 8SA and *reat %ritain since c. ����.   

The modern philosophers, while postulating the main traits of modernity as an 

epoch, concentrate their attention on the legitimization of the modern age. As H. 

%lumenberg observes, ³the problem of legitimacy is latent in the modern age¶s 
claim to carry out a radical break with tradition, and in the incongruity between 
this claim and the reality of history, which can never begin entirely anew´ �����. 
Jürgen Habermas points out that self-grounding of modernity is a consequence 

of this claim: ³it has to create its normativity out of itself´ ���. 7his factor came 
to consciousness in the ��th

 century when the modern gradually acquired its own 

signi¿cance without looking back to the past and its norms. ,t¶s essential to have it 
in mind while discussing the evolution of the idea of modern in the Victorian era.
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+abermas says, ³,n the (uropean languages of the modern age the adjective 
µmodern¶ only came to be used in a substantive form in the middle of the nineteenth 
century´ ���. +e means the name of the epoch. 7he substantive form of the 
adjective modern eTual to *erman Moderne �the modern time� did not appear in 
the English language. Moderne is translated by the noun modernity. Nevertheless, 

a sort of ³substantivi]ation´ of modern happened in the late�9ictorian literature. 
The English word substantive as the )rench substantif and the *erman Substantiv 

means ³noun,´ but as an adjective it means ³being a totally independent entity,´ 
³real rather than apparent,´ ³belonging to the substance of a thing.´ Otto (spersen 
cites the following de¿nition from the preface to the New and Improved Grammar 

by William +a]litt ������: ³a substantive is « the name of a thing « considered 

as subsisting by itself´ �Ttd. in -espersen ����. ,n the %ritish mind the modern 
was not considered as ³subsisting by itself´ for a long time. As an adjective or as 
a noun, mostly used in plural form �modernes�, the word modern was a part of the 

antithesis ³modern ± ancient´ or ³the modernes ± the ancients´. Only in the second 
half of the ��th

 century modern began to be perceived as something independent, 

something like Delos, an island which had Àoated freely in the seas before =eus 
attached it with a chain to the sea Àoor. 

William *ladstone used this metaphor while talking of modern thought. He 

said in the address delivered in the /iverpool &ollegiate ,nstitute ������: ³«free 
thought, of which we now hear so much, seems too often to mean thought roving 

and vagrant more than free� like Delos « drifting in the seas of *reece, without a 
root, a direction, or a home´ �Ttd. in Stoddart ��. Walter 3ater opened his notorious 
³&onclusion´ to The Renaissance with a similar statement: ³7o regard all things 
and principles of things as inconstant modes or fashions has more and more 

become the tendency of modern thought´ �����. *ladstone took a classical image 
appealing to the old idea that the authority of ancients should be a home of thought, 

and dismissing modern thought as drifting without any support; Pater in his turn 

treated the modern as it is, free from any correlations with the past, and even more 

± like mutable by nature.

Delos

7he ³substantivi]ation´ of modern in the 9ictorian mind was facilitated by the 
evolution of liberal thought, with Social Darwinism and new ideas of religion 

included. 7he Reform Act of ���� resulted in the /iberal 3arty win of the ���� 
general election and in the spread of liberal ideas in the future decades. ³7he 
radical spirit´ of the new epoch made nervous many contemporaries. %enjamin 



89  7he ³Substantivi]ation´ of Modern in /ate 9ictorian /iterature � Olga 3olovinkina

Disraeli wrote in the preface to his collected works: ³,t cannot be denied that the 
aspect of the world and this country, to those who have faith in the spiritual nature 

of man, is at this time dark and distressful´ �Ttd. in Stoddart ��. +e believed that the 
main threat were those factors, which put forward the turbulent modernization of 

the national life beginning with the 1870s: the ideas of natural science, textological 

approach to the Bible, liberalization of all areas, from religious to political life, 

prosperity of *reat %ritain attended by ³materialism´ as they named it, and we¶d 
rather call it ³consumerism.´ 

As -. Stoddart comments, ³Disraeli¶s dark predictions might « have been 
seen as the broodings of an ousted politician, forecasting anarchy under the new 

/iberal regime.´ %ut the same way of thinking was demonstrated by the leader of 
the /iberal 3arty. ,n the named Address *ladstone said: ³, doubt whether any such 
no[ious crop has been gathered in such rank abundance from the press of (ngland 
in any former year of our literary history.” According to Stoddart, he had in mind 

such works as +. Spenser¶s The Principles of Psychology ������, describing human 
mind as submitted to the biological laws, D. ). Strauss¶s Der alte und der neue 

Glaube ������ (nglish translation by M. %lind, �����, advancing materialism of 
modern science, and W. Reade¶s The Martyrdom of Man ������ with its accent 
on political liberalism and Social Darwinism. As *ladstone summari]ed them, 
the works ³boldly proclaimed to deal with root´ and cultivated the ³delight of 
following the free thought´ �Ttd. in Stoddart ��.

The idea of free thought, which captivated minds in the 1870s, was largely 

framed by statements formulated in J. S. Mill’s On Liberty ������. &hapter ,, was 
devoted to ³the liberty of thought and discussion.´ Mathew Arnold in The Function 

of Criticism at the Present Time ������ treated the notion of free thought from the 
aesthetic point of view. Arnold interprets criticism as any topical statement, any 

³fresh and true idea,´ ³a disinterested endeavor to learn and propagate the best 

that is known and thought in the world´ ����. According to Arnold, ³in modern 
times´ literature represents this kind of discourse� since ³life and the world 
being in modern times very complex things, the creation of a modern poet, to 

be worth much, implies a great critical effort behind it´ ����. 7his effort aims at 
recapitulating modern ideas, for ³the creative power´ involves the ideas, ³current at 

the time,´ ³not merely accessible at the time´ ����. Arnold speci¿es: such idea may 
be ³not absolutely true, yet true by comparison with that which it displaces´ ����.

Speaking of the modern, Arnold often uses the adjective current, which means 

³happening or e[isting now: belonging to or e[isting in the present time.´ *eorge 
*issing used the word ³current´ to name a fictional maga]ine in his novel New 
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Grub-street ������� he depicts as an unprecedented up�to�date edition, ³current 
Current.” 

New Grub-street is an important part of the late-Victorian discourse of the 

modern. Structurally it is founded on the opposition ³ancient´ ² ³modern´ serving 
a reference point of the reflection on modernity in the novel. *issing tells the 
story of two friends, both of them are writers. Jasper Milvain represents different 

aspects of the modern world� ³unpractical artist´ (dmund Reardon is absorbed in 
the world of classical literature. He is a connoisseur of classical writers; he spends 

all his royalties on the tour to *reece and ,taly, being delighted by the opportunity 
to study the ancients. While reading from +omer a scene ³where Odysseus speaks 
to Nausicaa´ he thinks: ³7+A7 was not written at so many pages a day, with a 
workhouse clock clanging its admonition at the poet¶s ear´ �����. ,t is impossible 
for Reardon to turn writing into ³trade´ as Milvain calls it� he can¶t bear the 
pressures of the modern era, and he is ruined. As for Milvain, he is doomed to 

success. *issing introduces him to the reader as ³an alarmingly modern young 
man´ ����. +e does writing ³to earn money,´ that¶s why he puts aside novels and 
chooses journalism, producing ³marketable stuff´ ² smart essays, which can 
make him a popular and inÀuential author. Milvain builds his career and eventually 
becomes the editor of The Current. 

+ighlighting the modern nature of -asper Milvain, *issing depicts him 
standing on the bridge over the railway line and watching in ecstasy the train 

below, bursting ³with dread force and speed.´ +e confesses to Marian: ³,t enspirits 
me. ,t makes me feel eager to go back >to /ondon@ and plunge into the ¿ght again´ 
����. ³Dread force and speed,´ ³a blinding rush´ are Milvain¶s in his desire to win 
and in the destructive effect of his actions. As M. %eaumont and M. -. )reeman 
observe, ³in the cultural imagination of the Western world the railway has ¿gured 
historically both as a celebration of modernity and as a critiTue of it´ ����. 7he 
author obviously enjoys the power of train appearing in the sunlit steam, and 
Milvain’s optimism and energy, but the picture of modern urbanized England 

indubitably loses to the enchanting illusion of +omer¶s *reece.
*issing believes it important to date Milvain¶s epoch with precision: he is 

a ³man of ����´ ���. 7he early ����s was turning point in the history of mass�
media. ,n ���� there were �� daily newspapers in *reat %ritain, by ���� there 
were ��� of them. )or a long time newspapers were read aloud in the coffee�
houses. ,n the late ����s the newspapers became much cheaper, and with the help 
of the new mass readership turned one of life essentials. W. 7. Stead memorably 
said of press: ³«the only true throne in (ngland, the editor¶s chair´ �Ttd. in Saab 
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���. %ut the inÀuence of newspapers was not only political, it changed the reading 
audience. With the /iberal 3arty coming to power )orster¶s (ducation Act ������ 
and other Elementary Education Acts were introduced, aiming at the spread of 

mass education. Eventually much more people were literate, and the Victorian 

phenomenon of family reading for entertainment and instruction disappeared. In 

���� 7he Daily &hronicle observed that the majority of (nglishmen read nothing 
but newspapers. 7he career of ³an alarmingly modern young man´ in *issing¶s 
novel is connected with the growing inÀuence of press� journalism, being oriented 
on the transitory, is represented as the very embodiment of the modern.

In New Grub-street modernity with its non-stop renewal is constantly 

and ruthlessly displacing the authority of the past with its high ideal of beauty. 

Milvain’s marriage to Reardon’s widow Amy at the end of the novel has symbolic 

meaning. Milvains displacing Reardons ² this is *issing¶s idea of moderni]ation 
of culture, attended with the process of commercialization of literature. The 

triumph of modernization in the novel is absolute because of the way of writing 

*issing chooses� his ideal is ³honest reporting.´ One of the characters, +arold 
%iffen, considers even =olaistic way of writing insuf¿cient: ³=ola writes deliberate 
tragedies; his vilest figures become heroic from the place they fill in a strongly 

imagined drama´. 7o be really modern a novel should ³deal with the essentially 
unheroic, with the day�to�day life of that vast majority of people«´ �����.

“Crystallization” of the Present

,n the ����s %ernard Shaw used journalism as a metaphor of the modern, 
³ephemeral half´ �&h. %audelaire� of creative writing. ,n the preface to his review 
of Nordau’s Entartung ������ named The Sanity of Art ������ he developed 
Arnold¶s thought on connection between literature and topical issues. ³-ournalism 
is the highest literature for all the highest literature is journalism´, since ³what the 
journalist writes about is what everybody is thinking about´ ��, ��. 

All prominent writers, Shaw states, from Plato and Aristophanes to 

Shakespeare and ,bsen, were topical, and they ³are still alive and at home 
everywhere among the dust and ashes of thousands of academic punctilious, 

archeologically correct men of letters and art who spent their lives haughtily 

avoiding the journalist vulgar obsession with the ephemeral´ �The Sanity of Art 

����. Actuality lies at the core of %ernard Shaw drama theory, discussion being its 
chief element. 

Discussion was presented as an ideal form for a periodical by the founder 

and secretary of the liberal Metaphysical Society ����������� and the editor of 
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the Nineteenth Century -ames 7homas .nowles. ,n his letter to *ladstone he saw 
editor as an ³utterly impartial´ coordinator, recapitulating ideas, akin to Mathew 
Arnold¶s critic, on the ground that ³full and free discussion is the best way for 
arriving at and disseminating 7ruth´ �Ttd. in Stoddart ��. 

The spirit of discussion was transposed to the British variant of new drama. 

,n the reworked edition of The Quintessence of Ibsenism ������ Shaw spoke of 
discussion as of the most important innovation by Ibsen, which changed drama 

profoundly: ³7he technical novelties of ,bsen and post�,bsen plays are, then: ¿rst, 
the introduction of the discussion and its development until it so overspreads and 

interpenetrates the action that it ¿nally assimilates it, making play and discussion 
practically identical«´ ���������. 

%ut Shaw is Tuite different from Mathew Arnold, speaking of ideas, ³current 

at the time.´ Arnold implies modern philosophical ideas of the world� he speaks of 
different kinds of epochs: there are ³great creative epochs´ of national intellectual 
flowering, as Shakespeare¶s time was� and there are epochs with very few ideas 
and no opportunity for the individual talent, ³because, for the creation of a master�
work of literature two powers must concur, the power of a man and the power 
of the moment´ ���,���. Shaw implies topical social issues, ³human concern.´ 
,n the preface to the ¿rst edition of Mrs. Warren’s Profession he says: ³«, have 
spared no pains to make known that my plays are built to induce, not voluptuous 
reverie but intellectual interest, not romantic rhapsody but human concern´ �����. 
Shaw¶s dramas are based on the conÀict of ideas, which are related to his role as a 
prominent member of the )abian Society, a participant of political discussions� his 
dramas discuss the possibility of ¿nancial independence for women �Mrs. Warren’s 

Profession, �����, 9ictorian passion to ideali]ation �Candida, �����, economics as 
a source of morality �Major Barbara, �����, social hierarchy and its actual basis 
�Pygmalion, ����� etc. )or some time Shaw thought of ,bsen as of a social prophet, 
akin to the )abians �The Quintessence of Ibsenism ����. 

,n the essay ³7he 7echnical Novelty in ,bsen¶s 3lays´ Shaw underlined, that 
³in the new plays, the drama arises through a conflict of unsettled ideals´ �The 

Quintessence of Ibsenism ����. 7he new plays are all about current and actual, 
about issues, topical for the audience, its ordinary day�to�day life: ³Now an 
interesting play cannot in the nature of things mean anything but a play in which 

problems of conduct and character of personal importance to the audience are 

raised and suggestively discussed´ �����. 7he topical issues not merely attract 
attention of the audience, they involve it into discussion, and thus a new type of 

theatrical illusion emerges.
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Shaw tells the story of staging Mrs. Warren’s Profession in the preface to the 

play. ,t happened eight years after the play was finished in ����, because of its 
scandalous assumption that prostitution is a part of economic issues, and not an 

evidence of wickedness. 7he review published in the St. James Gazett said: ³7he 
second act contains one of the boldest and most specious defenses of an immoral 

life for poor women that has ever been written´ �Wansley�. Shaw describes the 
press response as ³moral panic,´ as a result, ³the power of distinguishing between 
the work of art on the stage and real life of the spectator is confused´ �Wansley�. 
One critic left the theatre at the midst of the performance, damning Sir *eorge 
&rofts, the drama¶s character. ³What a triumph for the actor, Shaw e[claims, thus 
to reduce the jaded /ondon journalist to the condition of the simple sailor in the 
Wapping gallery, who shouts e[ecrations at -ago and warnings to Othello not to 
believe him�´ �Mrs. Warren’s Profession ����. 9irtually this is the very effect 
Shaw¶s dramas should have, but it¶s the e[change of opinions, that makes the 
dividing line between the auditorium and the stage disappear. 

Discussion, assimilating the action, ruins the usual temporal characteristics 

of the play. Capturing the audience, conflict of ideas replaces the history, 

which develops in chronological sequence, from one event to another. Thus 

³crystalli]ation´ of the present takes place: not those events, that have already 
happened or those, that lie ahead, matter, now the most important element of the 

play is opinion, which spectators acTuire with the action going on, ³a free play of 
the mind” by both sides of the footlights. On the other hand, the time being that is 

represented in the drama obtains great importance; as Javier Ortis says, it points 

towards the future: ³«while ,bsen is highly sensitive to the pressure that the past 
has on the present� Shaw sees the present in relation to what kind of future it is 
leading towards. ,n other words, ,bsen¶s plays are seTuels� Shaw¶s prologues´ �Ttd. 
in Orti] ����. ³&rystalli]ation´ of the present shifts the focus, leads the author away 
from the realistic representation, typical for the plays of Arthur Pinero, for example. 

The characters in Shaw’s plays are not realistic; they are not even the embodiments 

of different ideas, but just those who talk. 7he function of speeches in Shaw¶s 
plays is akin to the function of arias in the opera� 7homas Mann compared Shaw¶s 
dramas to operas �Ttd. in Obra]tsova ����. As -. *assner observes, Shaw ³drew 
close to the freedom of presentational as against the stringencies of representational 

art « he turned to µmusical form¶ in discussion drama, composing plays in the 
manner of a theme and variations«´ �����. 

Oscar Wilde in his dramas also ³turned the %ritish drawing room into a 
forum´ �*assner ����. %ut in these plays discussion is outweighed by ³the 
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free play of mind�´ this time it implies intellectual wordplay. ,n Wilde¶s plays 
³disinterestedness,´ as Mathew Arnold understood it, is a kind of +ellenism� this 
notion continues Arnold’s reflection on the importance of the ancients for the 

modern culture. Arnold considers British adherence to duty as one of the two main 

tendencies of human e[istence� he names it +ebraism in his essay ³+ebraism and 
+ellenism´ �Culture and Anarchy, �����. Arnold defines +ebraism as striving 
for action, strict submission to moral duty, self-control, and seriousness — the 

typical Tualities of the 9ictorians. +e thinks that it¶s time to balance +ebraism with 
+ellenism� +ellenism is ³the thinking side in man´ �����, it implies capability ³to 
see the things as they are´ �����. +ellenism is ³an unclouded clearness of mind´ 
����� �Arnold associates it with the *reek idea of human nature�� it suggests the 
modern freedom of thought. At the same time +ellenism means ³seeing things in 
their essence and beauty,´ ³going back upon the actual instincts and forces which 
rule our life´ ������ that¶s why +ellenism became the slogan of %ritish decadence. 
Arnold admits that some ³moral weakness,´ ³rela[ation or insensitivity of the 
moral ¿ber´ is a part and parcel of +ellenism �����.Witticisms in Oscar Wilde¶s 
plays involve the game with moral norms of the late-Victorian time; they are vital 

for his dramas. 7heir parado[ical nature provokes the audience to share the ways 
the author¶s mind works. +is dramas are full of the drawing�room conversations, 
exhibiting play of the mind. They stop the action, producing the retardation effect, 

as a witty talk of Sir Robert &hiltern and Mrs. &heveley in the ¿rst act of An Ideal 

Husband ������. Mrs. &heveley¶s responses to Sir Robert &hiltern sound as if 
the only purpose of his remarks is to provide her with an e[cellent opportunity to 
display capability to create witticisms:

Sir Robert Chiltern: «%ut may , ask, at heart, are you an optimist or 
a pessimist" 7hose seem to be the only two fashionable religions left to us 
nowadays.

Mrs. Cheveley: Oh, I’m neither. Optimism begins in a broad grin, and 

Pessimism ends with blue spectacles. Besides, they are both of them merely 

poses.

Sir Robert Chiltern: <ou prefer to be natural"
Mrs. Cheveley: Sometimes. %ut it is such a very dif¿cult pose to keep 

up.

Sir Robert Chiltern: What would those modern psychological novelists, 
of whom we hear so much, say to such a theory as that"

Mrs. Cheveley: Ah! the strength of women comes from the fact that 
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psychology cannot explain us. Men can be analysed, women . . . merely 

adored.

Sir Robert Chiltern: <ou think science cannot grapple with the problem 
of women"

Mrs. Cheveley: Science can never grapple with the irrational. That is 

why it has no future before it, in this world.

Sir Robert Chiltern: And women represent the irrational.

Mrs. Cheveley: Well�dressed women do. ���������

-eff Nunokawa compares Wilde¶s characters, speaking parado[es, to the 
ventriloTuist¶s dolls ����. 7heir author, highly estimating the art of conversation, 
virtually stands behind them. As discussion in Shaw¶s dramas, witty remarks with 
their brilliant theatricality provide ³crystalli]ation´ of the present, provoking the 
shift of accents and dismissing the impression of illusory realism — the optics, 

denied by -ohn Ruskin¶s ³innocence of the eye.´

“Modern” Means “English”

Nevertheless Wilde was not inclined to treat his works as modern. )or him 
³modernity of form and modernity of subject�matter´ were inseparable from ��th

 

century realia. In The Picture of Dorian Gray ������ contemporary life is described 
as utilitarian, ³thoroughly well�informed´, depressing with hopeless seriousness, 
dullness, and passion to moral instructions. +is essay ³7he Decay of /ying´ 
������ announces, that everyday life and all its constituents lie out of the hori]on 
of the beautiful� it is a subject�matter for speculations of ³a common pamphleteer 
or a sensational journalist´, not for the art of literature ����. Modernity cannot be 
regenerated with purely artistic effort� when it breaks into the art, it vulgari]es it. 
%ut condemning ³foolish attempts to be modern´, Wilde is eager to be ahead of 
his time, since ³it is only the modern that ever becomes old�fashioned´ ����. 7his 
witticism shows a new way of understanding the modern as ³separating itself from 
itself´ �+. R. -auss�, in other words as containing within itself the potential past. 

The modern thought was described as open to the future by John Morley, a 

journalist and then a /iberal statesman, in On Compromise ������: 

7he right of thinking freely and acting independently, of using our 
minds without excessive awe of authority, and shaping our lives without 

unquestioning obedience to custom, is now a finally accepted principle in 

some sense or other with every school of thought that has the smallest chance 



96 )orum for World /iterature Studies � Vol.8 No.1 March 2016

of commanding the future. ���

%ritish liberals were enchanted with the image of drifting thought not so long. )ree 
thought soon was intertwined with the idea of progress, suggesting permanent 

movement from the present to the future. -ournalist and writer Walter %agehot 
connected this openness to the future with discussion in Physics and Politics ������. 
+e considers ³constant disposition to change,´ ³improvement´ to be the main 
feature of the modernized world, opposing the British culture to the traditionalist 

�,ndian� culture, ³regulated by ancient usage´ �����. Discussion is proclaimed a 
basis of the modern civili]ation: ³«the mere putting up of a subject to discussion, 
with the object of being guided by that discussion, is a clear admission that that 
subject is in no degree settled by established rule, and that men are free to choose 
in it´ �����. %agehot motivates the necessity of freedom of thought and opinion 
for the social and political life by Darwinist conceptions. As Stoddart recapitulates 

this point: ³7he µpeculiarity of arrested civili]ation is to kill our varieties at birth 
« before they can develop¶, only when µthe chain of custom¶ was broken by a 
µgovernment of discussion¶ could societies develop and improve´ ���. 

The tendency to equal modern and English became stronger to the end of the 

century. In the 1880s Englishness was already associated with the modern era, 

moderni]ation, not with the archaic ³childhood.´ 7he main characteristic of the 
English national character now is the capability to change instead of preservation 

of certain traits for long ages. The idea of one nation was put ahead by the Liberal 

Party since the struggle around the first Reform Act. Then the English national 

character was attributed to the Anglo-Saxon heritage: their striving to freedom, 

self-government and communities. In 1841 Thomas Arnold in his inaugural lecture 

in Oxford said: 

We, this great (nglish nation, whose race and language are now overrunning the 
earth from one end of it to the other, — we were born when the white horse 

of the Saxons had established his dominion from the Tweed to the Tamar. So 

far we can trace our blood, our language, the name and actual divisions of our 

country, the beginnings of some of our institutions. So far our national identity 

extends; so far history is modern, for it treats of a life which was then, and is 

not yet e[tinguished. ����

7his idea was also formulated by -ohn M. .emble in his History of the Saxons 

in England �����, new ed. ������ he stated that Anglo�Sa[on social and political 
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principles were the original source of the modern social and political principles. 

7he partisans of this conception �among them was -ohn Richard *reen, whose A 

Short History of the English People ������ was authoritative for almost �� years� 
considered that all basic elements of the (nglishness were formed by ����. Mathew 
Arnold called them ³teutonomaniacs.´ ,n the late ��th century ³teutonomania´ was 
seriously challenged. In The Expansion of England ������ -. R. Seely proved that 
the English national character was to a great extent the consequence of such events 

as the ¿rst settlements in the New World and coloni]ation, the ��th
 century Civil 

War, supremacy in the seas, the industrial revolution. Nonconformist liberals, S. 7. 
*ardiner among them, considered 3uritan virtues, inÀuential in the ��th

 century, to 

be the crucial factor in the formation of the English national character. Even later 

period was chosen by the New Liberals, who believed the 18
th and ��th

 century’s 

economical process to be the most important.

,n ����s the %ritishness and *reat %ritons are on the agenda. 7he nation is 
widely thought to be based on the ethical and social principles, and not on the 

ethnicity. 7he supreme position of the (nglishman �%riton� is e[plained by his 
ability to rule, and also by his moral and intellectual superiority, his self�suf¿ciency, 
self-reliance, spirit of enterprise, education — the qualities, acquired in the process 

of modernization.   

7he (nglishness �%ritishness� is eTualed to the modern in %ram Stoker¶s 
Dracula ������, being widely e[amined today as an ³imperial gothic.´ Stephen D. 
Arata characteri]ed Dracula¶s striving to (ngland as ³reverse coloni]ation´ �����. 
+e understands ³reverse coloni]ation´ as an e[pression of ³geopolitical fears´, 
the late�9ictorian an[iety about the (mpire and its future �����. %ut it should be 
noted, that there is at least one more reason, for ³the archaic Dracula´ �-ohnson ��� 
strives to get to England in vampire need of constant renewal, modernization with 

its cult of novelty implies such a possibility. Dracula himself resumes the situation: 

³, long to go through the crowded streets of your mighty /ondon, to be in the 
midst of the whirl and rush of humanity, to share its life, its change, its death, and 

all that makes it what it is´����. (ngland is represented in the novel as a dynamic 
country �most of the journal entries are made in the trains�, urbani]ed, humane, 
with modern ways of economic and social life, in other words, as the essentially 

modern country. The Count tries to appropriate its modes of life, but fails — in the 

same way as he fails to master the contemporary English. The Count’s real being 

is the same for several centuries. ,t is a ¿[ed life �or rather death� circle, related 
to some strict hierarchal order. Dracula practices ³reverse coloni]ation´ of a sort 
while involving his pursuers into this circle, placing them low in the hierarchy. The 
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symbol of this type of being is +arker and Dracula night trip: the calqche rushes at 
full speed, but +arker notices that they pass the same places again and again. Such 
is fruitless rapidity of the dead — attached to the past — world. At the beginning 

of the novel as the action moves eastward trains begin to be late, the time stops. 

As for England, here trains function to a high degree of accuracy. The railway 

timetable ² %radshaw¶s *uide ² is a highly important symbol of this novel, for 
speed of the modern world, being embodied in trains, the underground, steamboats, 

telegrams, allows the heroes coordinate their activities and thus resist the Count. 

And otherwise — the only late telegram obviously becomes the cause of Lucy 

Westenra¶s death. Newspaper cuttings play an important role in the reconstruction 
of events. Newspaper is one more symbol of the modern world and its constant 

renewal, since the news instantly appears to outdate the next day.  

At first sight, Dracula’s pursuers are indistinguishable from one another in 

their modernity. But close reading shows that the American adventurer Morris has 

only one feature: he is an action man. While others continue talking in Dr. Stewart 
study, he has already shot at the bat on the window-sill. The pursuit is headed by 

Van Helsing, moving swiftly between Amsterdam and London. Though Seward 

calls him ³one of the most advanced scientists of his day,´ this ³philosopher and a 
metaphysician´ prefers magical actions. 9an +elsing speaks of ³sterili]ation´ while 
consecrating the earth with a wafer; transfusion of blood with his help reminds of 

some magical manipulation of sexual character; hypnotizing resembles spiritualistic 

practice. +e is ignorant of stenography� all his knowledge has ancient treatises 
as its source. +is most ef¿cient tools are a cruci¿[, the +ost and decadent garlic 
Àowers. 9an +elsing¶s +olland is the same land of -esuits it was, for e[ample, in 
the 17

th
 century; you can get the Host or an Indulgence there. 

Speaking of (nglishmen, Doctor Seward plays a role of an observer, a usual 
¿gure in the ��th century literature with its adherence to ³cases.´ +e puts down his 
observations in the most unusual way: he makes his entries on a phonograph. As 
-ennifer Wicke claims, ³Seward¶s diary constitutes immateriali]ation of a voice, a 
technological zone in the novel, inserted into a historical point where phonography 

was not widespread « but indicative of thing to come´ �����. /ord *odalming 
shows some features, with which English nobles are associated in the national 

myth, but rowing and sailing are replaced with a little steamboat. But on the whole 

he is pushed aside. 7he real antipode of ³the archaic´ &ount is a democratic hero, 
the Tuiet, ³business�like gentleman´ -onathan +arker. 

On the first pages of the novel +arker, travelling in 7ransylvania, is called 
³(nglishmen,´ ³(nglish,´ ³the (nglish +err.´ ,ndeed, he is represented as an 
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ideal (nglishmen from the point of view of the ����s. %ishop &reighton in The 

English National Character ������ enumerated ³the characteristics of the modern 
(nglishman´: ³An adventurous spirit, practical sagacity, a resolve to succeed, a 
willingness to seek his fortune in any way, courage to face dangers, cheerfulness 
under disaster, perseverance in the sphere which he has chosen«´ �Ttd. in Mandler 
����.

Speaking of -onathan +arker, we have nothing to add to this portrait, e[cept, 
perhaps, his tendency to keep going. +e is literally a modern businessman: he 
makes the entries into his journal in the train, easily deals with documents etc. +e 
can stenograph brilliantly, and stenography is another symbol of modernization: 

it means speed and cryptography, which ³the archaic Dracula´ cannot decipher, 
and it is a way to put everything in order. Memorably, the &ount takes only one 
step against his pursuers: he burns the cylinders of Seward’s phonograph and 

documents, typewritten by Mina and put in order by her and +arker. ³7he archaic 
Dracula´ knows nothing about the possibility of copying� Mina proudly reports to 
Doctor Seward, that her typewriter has this function.

-ohnson remarks: ³«one can see the insistence throughout the te[t of the 
fundamental value of recorded, empirical knowledge in the fight against the 
mysterious unknown´ �������. 7his kind of knowledge is represented in the ¿rst 
place by the figure of +arker, whose entries help to clarify the events. At the 
beginning his aim is to improve his education� +arker writes down every detail of 
his journey, as one should do while writing in the genre of travel. +e is well�read 
in history �history of 7ransylvania, in particular�, physiognomics, he even speaks 
*erman.

7rying hard ³to keep up with -onathan¶s studies,´ the young teacher Mina 
Murray also improves her skills, and her education makes Tuite an impact into 
defeating of Dracula. ,t is Mina who constantly systemati]es the entries, making 
³words´ ² the dispassionate testimony against Dracula ² out of ³the anguish of 
Seward¶s heart,´ that was ¿[ed in the modulations of his voice on the phonograph. 
It is Mina who gathers newspaper cuttings and classifies the Count according to 

/ombroso¶s and Nordau¶s ideas of criminals. And Mina, like +arker, is an e[emplar 
of the (nglish woman: hardly awaken from the hypnotic trance, she already asks 
if anybody would like some tea. Making tea was one of the most important social 
functions of a woman in the British society. Her perseverance, moral strength 

plus her skills of a ³new woman´ �at this period ³new woman´ was a symbol of 
everything modern in the %ritish society� predetermine the victory of the modern 
over the ³archaic´ &ount. 7hough at one moment +arker says bitterly: ³the old 
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centuries had, and have, powers of their own which mere µmodernity¶ cannot kill´ 
����, ³modernity´ and the associated (nglishness is represented as having great 
potential. Author takes the side of moderni]ation, which is consecrated with the 
&hristian ethics �as -ohn Stuart Mill understood it�, and suggests such liberal values 
as sensibility, goodness, education, democratic thinking.

The development of liberalism is admitted to be the crucial factor in the 

process of modernization. Political and ethical ideas, religious attitudes of the 

British liberalism had a direct effect on this process. But the revolution in the ways 

of thinking, which was provoked by the liberal ideas, is also of great importance� it 
emphasized the value of transient moments. This revolution produced a new type 

of art: discussion plays are much closer to Ulysses, than it may seem. On the other 

side, the new value of modern was seen as a feature of the national life, as a result, 

the modern acTuired great signi¿cance, and a new feeling arose ² of dynamic and 
rootless way of being.

Note

�. )or details see Orti], -avier. Bernard Shaw’s Ibsenisms. Revista Alicantina de Estudios 

,ngleses � ������:�������.
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Abstract  3at %arker, one of the most important contemporary %ritish novelists, 
has been dedicating herself to the depiction of various kinds of trauma throughout 
her oeuvre. In her novel Another World, she explores how war-induced trauma 

is transferred from the older generation *eordie to the younger generation Nick. 
7hrough %arker¶s narration of the transference of war�induced trauma from one 
generation to the ne[t, it can be seen that WW, has brought great sufferings to the 
%ritish people who have been involved with the *reat War and personal trauma 
engendered by it could lead to communal or collective memory of trauma of the 

whole nation. 

Key words  transference; war-induced trauma; collective memory of trauma

Author  Liu Humin is Associate 3rofessor of )aculty of (nglish /anguage and 
&ulture, *uangdong 8niversity of )oreign Studies. +er major research interests are 
in contemporary %ritish and American ¿ction and *reco�Roman mythology. +er 
recent publications include ³8nspeakable War�engendered 7rauma ² (strangement 
and ,solation in %arker¶s /ater )iction´ �Journal of Shanxi Youth Vocational 

College, �����, ³8nspeakable Sufferings ² A Study of War�induced 7rauma in the 
/ater )iction of 3at %arker´ �Journal of Huazhong Normal University, ����� and 
³Walking Out of Shadow and Regaining A New /ife ² An ,nterpretation of the 
Borderline Personality Disorder in Border Crossing and Double Vision´ �Journal of 

Hubei Adult Education Institute, �����.

3at %arker is the author of �� novels written within a span of �� years. Although 
she is not a prolific writer, her oeuvre has earned her a high literary reputation 

and she ³is situated among the most important novelists of the twentieth century 
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and into the twenty�¿rst century in %ritain´ �%rannigan ��. %y means of her pithy 
narration, %arker probes into the damage that individuals, communities, and, 
indeed, the British nation have suffered, showing her concern with the postwar 

British society. In spite of various settings of her stories — whether in the late-

twentieth-century urban centers or in the trenches, war hospitals, or sanatoriums 

of the )irst World War, %arker concentrates her attention on the delineation of 
trauma invariably across her writing, which is summed up by %rannigan as, ³one 
of the themes which runs throughout %arker¶s oeuvre is the vulnerability of human 
society, and the vulnerability of human life´ ���.

The Transference of War-induced Trauma in Another World

In her novel Another World, %arker e[plores her freTuently�dwelt�on topic, war�
induced trauma, and how such trauma is successfully transferred from the older 

generation *eordie, a WW, veteran, to the his grandson Nick who has never been 
to the battle¿eld. 

7rauma, as Allan <oung has remarked, ³is a disease of time´ ���. As time 
passes by, many things can be forgotten. However, trauma induced by wars can last 

forever even after those who have been to the battle¿eld pass away. War�induced 
trauma can be transferred from the older generation to the next through words, 

emotions and e[perience: ³7ransference of traumatic responses can continue for 
generations. )amily relationships and the children of survivors are deeply affected 
by their parents’ experience, as manifested in depression, mistrust, and emotional 

constriction brought on by excessive parental suffering and attempts to control 

their children´ �9ickroy ���. ,n Another World, the transmissibility of trauma from 

the older generation to the younger is well e[empli¿ed in the case of *eordie and 
Nick. *eordie, a ����year�old veteran, goes to the )irst World War together with 
his own brother Harry, but returns alone. Upon his return to his home country, he 

has always been molested by the recurrent nightmares of seeing the horrifying and 

screaming mouth of his own severely-wounded brother Harry, into whose heart he 

stabs a knife to stop his pain. +e repeats the nightmare even decades after the end 
of the war, especially on the verge of his death. 7o him, the effect of the *reat War 
shows no sign of being laid to rest, especially when the screaming mouth of his 

dead brother keeps recurring to trouble him in his nightmare: ³+arry disappears, 
bit by bit, like the &heshire cat, until only the screaming mouth is left. Night after 
night he feels himself falling towards that mouth´ �Another World ����. War�
induced trauma is like the screaming mouth of +arry that is big enough to swallow 
him. 7he pain and torture engendered after killing his own brother with his own 
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hand and bearing witness to so many brutalities on the battle¿eld have become the 
murder-induced haunting in the present and an ever-lasting trauma in his memory 

that can never be erased. 

7he striking images of ³mouths´ have been adopted by %arker in her later 
novels to symbolize trauma and horror at least three times. In Regeneration, she 

depicts for the ¿rst time the image of the mouth of a severely traumati]ed soldier 
&allan as he is being given the treatment of electroshock to be restored to speech. 
&allan has lost the ability to speak after being shell�shocked on the battlefield. 
When he is sent to the hospital to be cured of his aphasia, Dr. <ealland applies 
electroshock on him so as to force him to articulate a sound. 7he tortured ³mouth´ 
of the speechless &allan being treated by Dr. <ealland with the use of electroshock 
therapy lingers in Dr. Rivers¶ nightmare and is referred to ³an oral rape´ by him 
�����: ³+e was in the electrical room, a pharyngeal electrode in his hand, a man¶s 
open mouth in front of him « )or a second the dream was so real that he went 
on seeing the chair, the battery, the tortured mouth´ �����. 7he image of +arry¶s 
screaming mouth in Another World again becomes the symbol of trauma as it 

represents pain and sufferings of a dying man Harry after being severely wounded 

on the battle¿eld. )or the rest of his life since his return, *eordie has been having 
the same nightmare and he always wakes up screaming. Worse than that, he used 
to wet himself in bed before he wakes up. +is guilt of killing +arry sei]es him 
and never makes him feel alleviated. Only before he dies does he manage to 
muster his courage to tell Nick, ³, killed +arry´ �Regeneration 7rilogy ����. ,n 
her presentation of trauma in Double Vision, %arker uses for the third time the 
singularly disturbing images of mouths in *oya¶s paintings to represent the carnage 
of war and an outraged conscience in the face of death and destruction. ³*oya is 
depicted to be exemplary of an artist committed to the ethical representation of war 

and terror…The mouths in his paintings cry out to be heard, and produce a roar 

which cannot be ignored´ �%rannigan ����. %y choosing the paintings of *oya 
which have become testimonies of the horrors of wars, she wants to form a contrast 

between the terror of the carnage represented in *oya¶s paintings and the terror of 
the wars the war reporter Stephen covers. The images of the mouths depicted in 

three novels, which symbolize man’s pain and trauma when confronted with wars, 

have become one arresting feature in %arker¶s later ¿ction that cannot be ignored 
or forgotten. When people are in pain, they will cry out by instinct. %y creating 
different ³mouths´ that have become the eTuivalents or synonyms of trauma, she 
successfully conveys both the physical and mental sufferings of her characters.

%arker not only employs the images of mouths to represent trauma, but also 
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applies the image of a mirror in Another World to symbolize the transference of 

trauma from one generation to the ne[t. 7he transference of *eordie¶s trauma onto 
Nick is testi¿ed in the discovery of *eordie¶s shaving mirror in Nick¶s bathroom 
after the funeral. 7he mirror, which accompanies *eordie throughout the war and 
is subseTuently used for shaving by him every morning, becomes part of Nick¶s 
inheritance from his grandfather. As a legacy of *eordie¶s object from the war that 
has been inherited by Nick after his grandfather¶s death, the mirror symboli]es 
the passing of war-induced trauma from the old to the young, as expressed by 

Whitehead in his book, ³,n the subtle movement of the mirror from *eordie¶s 
bathroom to Nick¶s, %arker symboli]es the transmission of *eordie¶s trauma to the 
next generation, so that his terrible secret continues to haunt and disturb the family 

line´ ����. 
7he mirror, small as it is, serves as an indispensable object in conveying the 

trans-generational trauma among two generations. Throughout the novel, there 

have been quite a few descriptions of the mirror at three different stages. As a 

child, when Nick asks his grandfather to take down the mirror so that he can look 
into it, only to ¿nd that ³the reÀection that peered back at him was blurry, swollen, 
distorted by the irregularities in the metal, never the clear reflection you got in 

glass´ �Another World ���. When his grandfather is lying in bed on the verge of 
death, Nick looks into the steel mirror and ¿nds that ³it doesn¶t reÀect his face´ 
�Another World ����. And immediately after the death of his grandfather, he walks 
slowly along to the bathroom and looks again into the mirror, finding himself 
estranged from the reÀection: ³the face that stares back at him is nothing like his 
own´ �Another World ����. 7he description of the steel mirror at three vital periods 
is intended by %arker to reÀect the ubiTuity of trauma in both *eordie and Nick¶s 
life. When Nick is young, what he sees in the mirror is something blurry, swollen 
and distorted, which bespeaks that he cannot truly understand his grandfather¶s 
trauma as a child. +e is not old enough to perceive the pain of coming back from 
the war. (ven before and after his grandfather¶s death, Nick is still unable to see 
clearly his own reÀection in the mirror, which symboli]es that he does not want 
to e[perience the same trauma as e[perienced by his grandfather. Nick¶s inability 
to see clearly his own reÀection in the mirror and his failure to recogni]e his own 
image in the mirror suggest that the younger generation refuses to take over the 
burden of the traumatic past of the older generation as it is so hard and painful to 

shoulder. 

7o *eordie, the mirror is Tuite signi¿cant as it accompanies him from the war 
until his death, ³7he mirror had gone with him through )rance, but it couldn¶t have 
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been sentiment that bound him to it, for he avoided everything else to do with the 

war´ �Another World ���. ,t is a riddle why *eordie keeps only the mirror with 
him while avoids everything else to do with the war. He remains silent about his 

war experiences, especially about his extremely gut-wrenching memories of how 

he stabs to death his severely wounded brother: ³As a young man just back from 
)rance, *eordie refused to talk about the war, and avoided all reminders of it«
refused all Tuestions. When obliged to speak stammered so badly he could barely 
make himself understood´ �Another World ���. *eordie¶s silence about his past 
reveals his agony of touching upon the topic of ¿ghting in the war, and when he 
cannot avoid speaking about it, he chooses to stammer, which makes his words 
hard to be comprehended. It is clear that he does not want to be understood as he 

deliberately keeps his past a secret from others. +e keeps silent about the war and 
even when he walks, he would walk a long way just to avoid the war monument. 
+owever, despite his attempt to forget about the war, he keeps the mirror with him 
until he dies. +ere %arker deliberately employs the mirror to serve as a connection 
and junction between the traumas of two generations. As the mirror enters into the 
life of Nick after his grandfather¶s death as a legacy from the latter, the trauma of 
the old is successfully grafted onto the young despite his refusal and resistance 

to perceive his grandfather’s trauma. He has never been prepared to accept what 

has been implanted into his memory by force, just as ³he failed to prepare him for 
the annihilating abstractions of 7hiepval´ �Another World ���. ,t is interesting to 
learn that %arker, by writing about the solidity of the mirror, intends to imply the 
impossibility of trauma to be laid to rest: ³it �the mirror� didn¶t break. *randdad 
dropped it on the floor once, to show that it didn¶t break´ �Another World ���. 
8sually mirrors are easy to be broken. +owever, in the novel, the mirror cannot be 
broken even when it is deliberately dropped on the Àoor. 7he unbreakable mirror 
symbolizes the long-lasting power of trauma that refuses to be elided from the 

memories of the traumatized. 

7hrough the image of the mirror being inherited by Nick after his grandfather¶s 
death, %arker e[plores the signi¿cance of trans�generational war�induced trauma 
from the older generation to the younger, which has become a reality in the post-

war British society. The transmission of trauma among generations is not only 

shown in her adoption of images, but also e[plicitly related by %arker in the novel. 
%efore Nick feels his grandfather¶s trauma, Nick ¿nds it hard to communicate with 
him about the )irst World War. +is main access to the war is through his visit to 
the war cemeteries in )rance with his grandfather, after which he is greatly affected 
by his grandfather¶s shocking e[periences at 7hiepval. 7his very visit serves as a 
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direct vehicle for the transference of his grandfather’s past trauma to him, where 

the traumatic memories are transplanted into him, ³*eordie was attempting to graft 
his memories on to Nick ² that¶s what the visit was about ² and perhaps, in spite 
of Nick¶s resistance, he¶d come close to succeeding´ �Another World ���.

Although Nick has resisted keeping his grandfather company to )rance for 
many years, he has no reason to refuse it this time for if he doesn’t go with his 

grandfather to the cemetery in )rance, probably there won¶t be any more chances 
as his grandfather is already ��� and is becoming older and weaker, ³No time 
for a man of *eordie¶s age to be travelling, but they both knew this would be his 
last time, and that if they didn’t seize the chance to go together then, they would 

never go at all. *randdad¶s last, Nick¶s ¿rst, visit´ �Another World ���. *eordie¶s 
visit to the war cemeteries digs out something painful in him and it seems never 

possible for his trauma to be resolved, especially when he stands there looking up 
at his brother +arry¶s name, ³his lips moved, causing Nick to wonder what could 
be left to say after so many years´ �Another World ���. +is seeing of his brother¶s 
name becomes the return of the repressed to his once traumatized mind. The past 

traumatic memories and haunting intrude into his present life like flood again, 
unstoppable, despite his unwillingness to relive it.

*eordie¶s reaction to the discovery of his brother¶s name on the cemetery 
monument is painful, similar to what %arker has e[pressed on her visit to the )irst 
World War grave sites in )rance, ³Once you ¿nd and identify a name that is known 
to you, it opens the past in a different kind of way´ (On the Ghost Road). The 

e[perience of seeing a familiar name on the cemetery monument is like peeling 
the scar off a newly-recovered wound. As the third generation of his grandfather, 

Nick¶s visit to )rance seems to be a continuation of the war�induced trauma of 
his grandfather. As he follows his grandfather, it seems that the trauma of his 

grandfather has been transferred to him, ³)ollowing in *eordie¶s footsteps, he 
walked across the grass and up the steps to the stone of sacri¿ce, feeling the weight 
of that e[perience heavy on the back of his neck´ �Another World ���. 7hrough 
the lines, it is easy to detect how Nick gradually perceives and understands his 
grandfather¶s trauma after his visit to the cemetery in )rance. +is being forced 
to accept his grandfather’s trauma is a heavy burden for him to shoulder. After 

*eordie dies, Nick continues to relive his grandfather¶s trauma for the rest of his 
life.

What¶s more, %arker skillfully represents the transmission of trauma from 
one generation to the next through the depiction of three cases of fratricide in 

Another World. 7he murder of his brother +arry by *eordie on the battle¿eld is 
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doubled in the later discovery of the murder in the )anshawe family that takes 
place in the house, which Nick newly moves into. 7he uncovering of the painting 
of the )anshawe family on the wall leads to the revelation of the murder of one 
toddler James by his half siblings Robert and Muriel who once live in the same 

house almost eighty years ago. 7he fratricide in the )anshawe family parallels the 
subseTuent one to befall Nick¶s youngest son -asper by his half siblings *areth and 
Miranda. /uckily enough, the fratricide in Nick¶s family is interrupted at the right 
moment and prevented from happening. 7he ³coincidence´ of similar fratricide 
that occurs in three families is by no means a coincidence in her novel. By relating 

on the three cases of fratricide that take place within a gap of eight decades apart, 
she implies the concomitance of trauma in the society and the possibility of 

trauma being transferred from the old to the young. 7he surfacing of *eordie¶s 
murder of +arry and the revelation of the )anshawe murder together with the 
subseTuent intended fratricide in Nick¶s family project that ³*eordie¶s wartime 
legacy troublingly and painfully plays itself out in the present´ �Whitehead ���. 
%y drawing on the discourse of trauma, %arker reconfigures history as a site of 
traumatic haunting and suggests the pervasive inÀuence of the unresolved effects of 
the past. As Whitehead holds, ³7rans�generational haunting offers a powerful ¿gure 
for writers who wish to explore the impact of traumatic events on those who were 

born after´ ����. %arker¶s ingenious blending of three cases of fratricide in one 
novel powerfully dramatizes the notion of trans-generational haunting and trauma, 

and successfully represents the lasting effects of traumatic events that clearly do 

have a signi¿cant effect on those born later. 7he family secrets of the three families 
that are hidden or unresolved are passed later to the next generation and remain 

buried within them.

Another World is not the only novel in %arker¶s later ¿ction that dwells on the 
theme of the transference of war-induced trauma, there are quite a few that also 

touch upon the same theme and the theme is common in many other war novels, 

including some memoirs or novels on American 9ietnam War or the +olocaust. 
,n the history of the )irst World War, it was common for trauma to be 

transferred among the combatants, ³« shell shock was clustered in groups and 
fostered by weak command«trauma is once more marked by the now familiar 
mystery of transpersonal affective transmission´ �/uckhurst ���. 7he transference 
of war-induced trauma can be also found in many soldiers and military doctors 

who appear in %arker¶s Regeneration trilogy, of whom the case of the military 

psychiatrist Rivers is the most typical. In treating his patients who suffer from 

shell shock, Rivers finds himself unable to dismiss the reality of their ghosts. 
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At the end of the trilogy, he also sees the ghost of the witch doctor Njiru in his 
hallucinations whom he meets in Melanesia, and it seems that he is marching on 

the ³ghost road´ like his patients as well. +is contraction of the same traumatic 
symptom of having hallucinations can be demonstrated by MaCann’s theory on the 

transference of trauma: ³7rauma is contagious. ,n the role of witness to disaster or 
atrocity, the therapist at times is emotionally overwhelmed. She experiences, to a 

lesser degree, the same terror, rage, and despair as the patient. The phenomenon is 

known as ³traumatic countertransference´ or ³vicarious ³traumati]ation´ �Mc&ann 
����. And +erman¶s statement also e[plains why Rivers is infected by the same 
traumatic symptoms as his patients do: ³+earing the patient¶s trauma story is 
bound to revive any personal traumatic experiences that the therapist may have 

suffered in the past. She may also notice imagery associated with the patient’s story 

intruding into her own waking fantasies or dreams´ �����. Another typical e[ample 
of contracting war-induced trauma is Paul in Life Class, an art student who shows 

great enthusiasm as the other %ritish civilians and joins in the war as a volunteer for 
the Belgian Red Cross, tending on the mutilated, dying soldiers from the front line. 

+e has become an eyewitness of many disturbing scenes: ³+e went to one hospital 
where there were ¿ve hundred men lying on the straw, covered in piss and shit ² 
some of them hadn’t had their wounds dressed in a fortnight. No anesthetics, no 

disinfectant, nothing. Whole place stank of gangrene´ �Life Glass ����. Watching 
the severely wounded soldiers left to survive for themselves due to lack of drugs 
or medical services makes him feel grieved. +is heart aches a lot whenever being 
exposed to scenes of bloody deaths. His trauma derives not only from bearing 

witness to the sufferings of the wounded men, but also from his reluctance and even 

resentment of watching the soldiers return to the front to be killed again after their 
recovery, ³7he staff resented having to nurse somebody back to health in order for 
him to be shot. Obviously, this might be the fate of many of the patients, but only 

on the battle¿eld´ �Life Glass ����. 7he trauma of the soldiers is then transferred to 
3aul simply through his e[perience of bearing witness to their pain as he takes care 
of them as a volunteer.

Across %arker¶s later ¿ction, there is a doubling of characters and the theme 
of transference of war�induced trauma. 7he iconoclastic )irst World War combatant 
%illy 3rior in the trilogy transforms into the ����year�old veteran *eordie in 
Another World, then changes into the war reporter Stephen in Double Vision 

and finally evolves into Paul in Life Class. On these figures, war-related trauma 

continues from one person to the next, from one generation to the next, and from 

the )irst World War to the modern wars. 7he theme of war�induced trauma has 
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been repeated across the six novels, and many similar symptoms concomitant with 

trauma have been duplicated repeatedly. )rom the depiction of war�induced trauma 
across her later fiction, it is not difficult to see that trauma can be transferred 

among soldiers, from patients to doctors, from soldiers to volunteers, from those 

who have been to wars to those who stay at home and at last from generation to 

generation. Thus, it is possible that personal trauma engendered by wars could lead 

to communal or collective memory of trauma of the whole nation. 

,n the history of American 9ietnam War, the transmission of trauma from the 
fathers to their children has been recorded in many memoirs. In Danielle Trussoni’s 

memoir Falling Through the Earth, one of the New York Times¶ 7en %est %ooks of 
����, she provides a real picture of her father¶s unresolved trauma from 9ietnam 
which results in his eccentric and abusive behavior. After the divorce of her 

parents in her early adolescence, she chooses to live with her unloving, unlovable, 

thoroughly unsympathetic father who always brings her to a local bar and drinks 
a lot to numb his traumatic mind. Young as she is, she shows understanding 

and perception of her father’s inner pain after his terrible experience of being a 

volunteer tunnel rat in 9ietnam: ³, believed that the war had taken him from us. ,t 
was an amorphous monster that would grab hold and pull us into it, kicking and 
screaming. 9ietnam claimed Dad¶s past, his future, his health, his dreams´ �7russoni 
����. Danielle¶s father, like many other young American volunteers as tunnel 
rats, armed with little more than a pistol and a flashlight, has to crawl through 

booby traps and utter darkness, without knowing what will happen to them around 
the next corner as they try to clean out the systems they have discovered. Being 

constantly threatened with the imminent death that will come at any moment makes 
her father return with mental scars that never really heal. 

As a devoted and considerate daughter, Danielle is able to perceive the inner 

trauma of her father which in turn is transferred to her as well. At last, with the help 

of a guide, her trip to Vietnam to experience what her father has gone through in the 

tunnels of Vietnam enables her to see through the enormous impact of trauma on all 

veterans and their children as well: ³Although twenty thousand American children 
were orphaned by the war, it was only when , looked at my own life that , saw the 
hole that 9ietnam created for all of us´ �7russoni �������. 7hrough Danielle¶s own 
unspeakable e[perience as a child of a veteran who has been completely ruined 
by his disturbing experience in Vietnam, it is easy to discover that her father’s 

trauma has been transmitted to her unconsciously. The trans-generational trauma 

between the two generations, holds Ryan, suggests that ³many of the emotionally 
and psychologically damaged Vietnam veterans inflicted upon their progeny a 
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childhood at least as painful and empty as that endured by the children of the 

soldiers who never came home´ �Ryan ���. 7he pain brought to the later generation 
by their returned veteran-fathers equals that by the dead ones. In a word, so long as 

the fathers join in the war, they will bring about almost the same sufferings to their 
children, whether they survive or die in the war.

The transference of war-induced trauma is not an exclusive experience 

to the families related to the )irst World War or the 9ietnam War. Any family 
that has been involved in the wars cannot escape from such influence. In the 

research symposium on ³7ransmission of 7rans�generational 7rauma´, the study 
result reveals how Holocaust experiences may be unwittingly transmitted across 

generations: ³&hildren¶s minds can be unwittingly imprinted by the +olocaust 
experiences of prior generations … Children’s own physiologies, sensations, 

feelings, behaviours and attitudes alternate between imbibing and rebelling against 

parents’ over-silent or over-loud responses. In either case they are drawn into their 

parents’ traumas, and are secondarily traumatized by them.”
2
 

These researches concerned with Holocaust experiences also point out that 

massive traumas are often so unbearable that they are pushed out of awareness. 

³7raumas became untellable, unspeakable dark black holes. <et no matter how 
hidden, physiological, emotional, behavioural, and attitudinal fragments, especially 

if triggered by circumstances reminiscent of the trauma, flooded into the visible 

world”.
3 All these traumatic nightmares related to either World War ,, the 9ietnam 

War or +olocaust will inevitably lead to the tragic outcome of the transference of 
war-engendered trauma, although in different forms or symptoms.

,n the case of %arker, she is definitely also a victim of trans�generational 
trauma. Her step-grandfather and stepfather’s war-induced trauma has been 

unwittingly transmitted to her and has left such a far�reaching inÀuence on her that 
she has been showing consistent interest in the *reat War and the trauma arising 
out of it. )rom her first war novel Regeneration published in ���� to her latest 
one Life Class launched in ����, she has obtained a strong enthusiasm in the )irst 
World War. 7hrough her novels, it can be detected that she has never escaped 
from the shadow of being brought up in a veteran’s family. The portraiture of the 

traumatic characters in her works is the very representation of her step�grandfather 
and stepfather, and the elaboration of the unspeakable trauma of her characters is 
indeed the real projection of that of her kinsmen. )or her, war�induced trauma has 
been transferred from her father and grandfather’s generation to her and has left an 

inerasable scar on her, just as what she depicts in Another World the war-induced 

trauma has been transferred from *eordie to his grandson Nick.
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Collective Memory of Trauma

If trauma is transmitted from individuals to the whole community and even the 

whole people, from one generation to the next, it constitutes the communal or 

collective memory of trauma for the whole nation. Neal has once argued, ³A 
collective trauma grows out of the shared experience of a deplorable event that falls 

outside the range of ordinary human experiences…An extraordinary event becomes 

a national trauma under circumstances in which the social system is disrupted to 

such a magnitude that it commands the attention of all major subgroups of the 
population´ �Neal ���. 9eterans who come back from the trenches of two world 
wars, soldiers of the 9ietnam War, survivors of the atomic bomb and the +olocaust 
all share a kind of visceral and often untranslatable and indecipherable memories 
of horror. Such traumatic experiences are not individual experiences, instead they 

are shared by a large number of people who are of a nation, or even of different 

nations and races. Although the experiences they share cannot be truly shared with 

others �at least not at the same level of understanding, and not with the same sense 
of recognition�, trauma engendered by the wars cuts across ethnic lines and will 
never cease to surface so long as victims of the wars e[ist. 7herefore, this kind of 
war-induced trauma becomes universal to all people who have been involved with 

them. Since trauma can be transmitted from one generation to the next through 

speech, behavior or emotions, from one historical era to the next through historical 

te[tbooks, literary works and records of various kinds, it becomes a communal 
trauma that remains in the collective memory of a people, a nation or even of the 

whole world. 

7he *reat War is the ¿rst large�scale war that has claimed the lives of millions 
of people and has for the first time rendered such a disastrous impact not only 

physically but also mentally upon the people of that time and their later generation. 

As Michail remarks, ³7he popularity projected scale of the sacri¿ces e[perienced 
by the %ritish during the *reat War was reÀected by the features attributed to the 
Western front: great numbers, great losses, e[treme sacri¿ces in futile battles, and 
e[treme material and psychological pressures in the trenches´ �Meyer ����. After 

the end of it, the conÀict of the *reat War has taken shape in the collective memory 
of many (uropean or Western people. 7hus the war�engendered trauma of many 
individuals, including veterans or civilians whose relatives have died in the war, has 

been turned into that of a community, becoming a collective memory of trauma for 

the whole nation. -ust as /uckhurst holds, ³7he *reat War brought mass conscript 
armies into vast, static environments of near perpetual bombardment. Shell shock 
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therefore µde¿nes for the ¿rst time«mass trauma¶´ ����. 
Winter has e[pressed his own opinion on the power of trauma to generate a 

communal memory of trauma, ³,f traumas pose a special challenge to remembrance 
±and create special bonds among those who were there ² they are definitely 
not uniTue in their power to generate a community of memory´ ����. )or some 
veterans, their traumatic e[periences are just nightmares that return repeatedly to 
haunt them, so they are keen to leave them behind. As they feel unable to ³react 
to the overwhelming pressure of public discourse´, they ³chose to retreat to their 
private memories, accepting their exclusion from the collective memory of the 

war that was building up without their consent”. However, for others who want 

to ³counteract that feeling of e[clusion´, they chose to engage in ³actions to 
incorporate their private memories into the broader collective memory´ �Meyer 
����.

,n %arker¶s later ¿ction on wars, she writes of the trauma sustained by many 
soldiers, military doctors, war journalists, volunteers and even civilians whose 
kinsmen die in the wars, and the building up of their trauma is turned into the 
collective memory of trauma of the whole British people during and after the 

war. In the Regeneration trilogy and Life Class, she elaborates on the wartime 

individual trauma of volunteers and soldiers who are serving and fighting for 

the national honor in the *reat War, while in Another World and Double Vision, 

she dwells on the post�war individual trauma of the veteran *eordie and the war 
journalist Stephen. %y taking two major characters *eordie and Stephen in the two 
novels as representatives, she alludes to the trauma of many other veterans and war 

journalists whose images and voices are e[cluded from her fiction, and implies 
that the combination of many individuals’ traumatic memories will eventually be 

turned into the collective memory of trauma. -ust as Neal says, ³7he traumas of the 
past become ingrained in collective memories and provide reference points to draw 

upon when the need arises´ �Neal ��. 7hrough the creation of these characters and 
the depiction of their trauma, she successfully incorporates their private traumatic 

memories into the broader collective memory of trauma and universalizes the 

trauma of the whole nation. 

7he e[periences of the )irst World War lead to a collective trauma shared by 
many from all participating countries. )or many subseTuent years, people mourn 
over the deceased, the missing, and the many disabled. Many combatants return 

with severe mental trauma. Many more return with few after�effects. 7he )irst 
World War has a lasting impact on social memory. Many %ritish people consider 
the )irst World War to be a signaling of the end of 9ictorian (ngland, and across 
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(urope many regard it as a signi¿cant turning point in history. When the war broke 
out, a generation of hot-blooded young men in Britain enlisted themselves in it, 

displaying a kind of unprecedented enthusiasm to ¿ght for the glory of their nation, 
their heads full of high abstractions like +onour, *lory and (ngland. ,n Another 

World, *eordie also e[presses the same feeling, ³7here was men fought in that war 
who were struggling to keep a roof over their family¶s heads. ,f you must know, 
, used to think some people remembered the dead so they could forget the living 
with a clear conscience´ �Another World ����. +owever, their dreams and ideals 
were battered and smashed to pieces as they witnessed a vast number of innocent 

comrades�in�arms killed in stupid battles planned by impotent generals. 7hose who 
survived the bloody slaughter became shell�shocked, disillusioned and agoni]ed 
by their war e[periences. As a result, they started to reject the values of the society 
that had sent them to war and those old men at home who had lied to them and 

had preached to them about ¿ghting to make the world safe for democracy. When 
they woke up from the nightmares of the war, they found themselves unable to 
make a smooth reentry into civilian life and continued to suffer from trauma, thus 
the wartime experiences were turned into collective trauma shared by almost all 

the veterans who had survived the war. Such feelings and emotion are shared by 

*eordie as well when he returns from the war: ³7hat and the hypocrisy« , thought 
we¶d been conned, love. �/aughs.� , knew we¶d been conned´ �Another World 

����. )or most people, the legacy of the )irst World War is still lingering, as Dan 
7odman writes at the beginning lines in his paper ³Remembrance´, ³7he guns 
fell silent on �� November ����, but the minds and voices of those who had lived 
through the *reat War did not. 7he scale of the war, and the damage it caused, 
demanded that it should be remembered”. Even for those who have lost their lives 

in the war, their voices should not be forgotten, ³So too did the imagined voices of 
the dead, who, it seemed vital, must be rescued from the anonymity of total war by 

an effort of memory´ �+oward ����. 
7odman once remarks, ³Remembrance is an issue for all post�war societies´ 

�Ttd. in +oward ����. 7he )irst World War has been over for nearly a century, and 
most of its veterans have all died out at the turn of the new century, thus few are 

left who can remember the war. However, remembrance persists in the minds of 

the people whose nations have been involved in the war. There is still a long way 

for them to go before time can heal their pains, for wars have posed problems of 

recollection and remembrance for those who have participated in or been to the 

war �like characters *eordie, 3aul and Rivers in %arker¶s works� or those who 
have not e[perienced it �like Nick�. /ike many veterans who return from the wars 
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remember their traumatic e[periences until they die, *eordie has been haunted by 
his war e[periences all his life. As the veterans inÀuence their progeny and transfer 
their trauma to them consciously or unconsciously, which makes their personal 
e[perience a communal one, *eordie is ³remembering a communal myth rather 
than a personal e[perience´ �Another World ����.

7he transference of war�induced trauma among generations makes it possible 
to turn many individuals’ personal trauma into the communal or collective trauma 

of a people or a nation, as has been e[plored by %arker in her later works. 7he 
collective remembrance will never fail to exist beyond the boundary of lived 

memory. 3ages on the history books on the wars can be turned over to avoid 
remembrance of historical trauma, however, the communal or collective memory 

of trauma will, never, fail to exert its influence on the minds of the people ever 

involved with the wars and scarred by the lingering legacy.

Notes

�. 7he project ³7he Narration of 7rauma in the /ater )iction of 3at %arker´（*D��;WW��）is 

funded by the ���� Annual -oint Development 3roject of the ��th )ive�<ear 3lan of 3hilosophy 

and Social Science of *uangdong 3rovince.

�. ³7ransmission of 7rans�generational 7rauma´, 3art of Symposium ³,ntergenerational 

communication� working with +olocaust trauma¶s legacy across three generations´. Web. ��th 

-une ����. 

3. Ibid.
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Abstract  The aesthetic and epistemological implications of time consciousness 

have been profoundly treated by Samuel %eckett throughout his writing for forty�
¿ve years. 7ime, in %eckett¶s two masterpieces Waiting for Godot and Endgame, 

functions not as an escape from the present by means of the fullness of memory, but 

as a sad reminder of the past cut off from the present experience. As a reminder of 

the past, ³yesterday´ is the only time process observed to reveal the fullness of the 
characters’ memory and existence. In Endgame, ³yesterday´ is a melancholy which 
evokes the break�up of a relationship of Nagg and Nell, +amm and his parents, 
and Clov and Hamm and their tragic memories they put behind; while in Waiting 

for Godot ³yesterday´ is the merciless and insidious Àu[ of time which uncovers 
the metamorphosis throughout the limited lifespan of Vladimir and Estragon. On 

the other hand, though %eckett projects the e[istence of the characters within the 
frame of ³yesterday,” he puts a few characters to the center, both metaphorically 

and realistically. Characters’ egocentric depiction is interrelated to the modernity 

and what the two world wars introduced: the individuality and alienation of the 

characters in the modern community. 7his paper aims to reveal %eckett¶s narration 
of ³yesterday´ as a history narrative and the depiction of egocentric characters to 
show the challenge for existence in his two magna opera: Endgame and Waiting for 

Godot. 
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There is no escape from the hours and the days. Neither from tomorrow nor 

from yesterday, because yesterday has deformed us, or been deformed by us. 

>...@ We are not merely more weary because of yesterday, we are other, no 
longer what we were before the calamity of yesterday. �%eckett Proust �� 

          

As it is clear from the statements above, Samuel %eckett categori]es time ]one into 
three as yesterday, today and tomorrow in which human beings are physiologically 

evoked in the aim of a guarantee of gaining recognition for the physical presence 

of their own. As a defender of e[istentialist philosophy, %eckett e[emplifies the 
view that man¶s e[istence is certi¿ed through the physical and concrete presence of 
space and time; there are hours and days, there is yesterday and tomorrow, there is 

now and then within the limited lifespan of human beings; the man is presented as 

a man directing time or directed by time on the life stage.

%eckett often stresses ³yesterday´ as a period of time. He queries the 

interaction between the decomposing body�the essence of man and the phenomenon 

of ³yesterday.” Within each period of time left behind, man is metamorphosed 

into somebody else: the essence of man is also deformed or transformed. Man 

reveals his existence through a new transformation. This transformation is a result 

of the calamity of yesterday; in other words, the calamity of the two world wars 

that introduced the project of modern men. +ere and now, yesterday introduced 
a newly�proven being: an egocentric modern man. %eckett portrays the modern 
man who points himself just to the center� a man who mirrors the so�called 
individualistic and humanist perspectives of harsh, old and rotten World Wars. 
%eing the only timeframe revealed in both plays, yesterday is analytically conjured 
with the depiction of egocentric characteri]ation through which %eckett toughens 
the politics of existence. Man lives in a single timeframe to which he strongly 

clings� life revolves around a speci¿c time: yesterday and the dialogues come out 
to be monologues or soliloTuies �words spoken by egocentric characters�. (ach 
character has his own duty: to challenge the dichotomies of outside world to 

establish the truth that he is in the center, for that reason he exists. There is no any 
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other timeframe upon which to base his idea of e[istence other than ³yesterday.” 

7here is no any other place�space in which to root the politics of his e[istence other 
than ³the center.´ Man e[ists in ³yesterday,´ and he e[isted in ³yesterday.” Man 

e[ists in ³the center´, and he e[isted in ³the center.”
Considering these points of views, this paper intends to reveal Samuel 

%eckett¶s portrayal of ³yesterday´ as a reminder of the �perhaps� long�awaited 
past experiences of Nagg and Nell, Clov and Hamm, Vladimir and Estragon and 

their egocentric affairs to emphasize men’s thirst for existence. In this context, 

the paper will try to evaluate the merciless and insidious Àu[ of time, its impact 
on the bodily putrefaction of man within man’s survival through his lifespan from 

childhood �though %eckett is inclined to use an inde¿nite ³beginning´� to senility. 
7he paper will ¿rstly pay attention to the time phenomenon and its representation 
within %eckett¶s e[istentialist perspective: ¿rst, a physical body composed of Àesh 
and bones� second, a spiritual body that takes form of an essence and spirit. ,n 
the second phase of the paper, I will e[emplify %eckett¶s stereotypical characters 
in terms of their representation of bodily putrefaction and spiritual loss within 

the limits of ³yesterday´ in which time is revealed to have no circulation, and 
we will show how characters are centered to the point. 7hat will take us to the 
individualization of each man in modern society.

Beckett’s Time Dilemma: Yesterday as Melancholy and Flux of Time

7he interrelations between time�e[istence and past�present are focal issues that 
Samuel %eckett stresses. Oxford English Dictionary de¿nes time as ³the inde¿nite 
continued progress of existence and events in the past, present, and future regarded 

as a whole.” Considering the continuity and wholeness of the unique elements of 

time as e[pressed in this dictionary de¿nition, %eckett¶s perception of the time as 
a whole and in a continued progress reveals not only his philosophical inquiries 

such as ³who are we"´ and ³why are we chosen"´ but also his obsession with 
human and ³being.” Stressing -ean�3aul Sartre¶s often�repeated dictum, µµ([istence 
precedes essence¶¶ �Ttd. in Walkey ���� within his works, %eckett predominantly 
focuses on the latter: essence. In Endgame, Nagg and Nell are staged as moribund 

characters stuffed into dustbins and unconscious of time phenomenon. They are 

characteri]ed as the samples of ³e[istence;´ two physical bodies composed of Àesh 
and bones, having mortal defects, nibbling biscuits baby�like, having no teeth, 
mourning indifferently, and thirst for familial interest. The metamorphoses in their 

physical appearances are directly associated with ³yesterday´ in which the measure 
of durations of events and the intervals between these events reflect spiritual 
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putrefaction: the corruption and corrosion of the essence. The dialogue between the 

two characters represents this joint putrefaction:

NAGG: ,
ve lost me tooth.
NELL: When"
NAGG: I had it yesterday.

NELL (elegiac): Ah yesterday.

(They turn painfully towards each other.) 

�The Complete Dramatic Works ���
          

7he physical corruption �losing tooth� is automatically linked with time �yesterday� 
and time is, though indirectly, associated with spiritual agony �elegiac manners�. 
Nagg¶s and Nell¶s reciprocal and painful looking at one another represents their 
longing for their own nostalgic past. 7hey yearn for the past and the past �which is 
thoroughly sTuee]ed into yesterday timeframe� reminds their spiritual loss. 

Another thing to be emphasi]ed is the ³inde¿niteness´ of timeframe. 7he very 
starting point of ³yesterday´ is not clearly indicated. 7his ³inde¿niteness´ echoes 
an unspecified sign of past e[periences of %eckett¶s characters. 7he characters 
are portrayed to have an unknown past� there is no clear background information 
related to their former identity. The only timeframe to question their previous 

identity is ³yesterday.” %eckett constantly uses this time image to portray backs 
and forths between yesterday and now to represent the �un�limited period of time. 

There seems a flux of time, and as e[pressed by Anthony 8hlmann ³The time-

image, >«@, presents the Àow of time �which is not simply monodirectional from 
past to present but involves flu[�´ ����. <esterday as a time image is noticeably 
revealed in Waiting for Godot as well. Estragon’s unconsciously-uttered statements 

have a close connection with their previous social life and identity: 

ESTRAGON: We came here yesterday.
VLADIMIR: Ah no, there you
re mistaken.
ESTRAGON: What did we do yesterday"
VLADIMIR: What did we do yesterday"
ESTRAGON: Yes.

VLADIMIR: Why . . . �Angrily.� Nothing is certain when you¶re about.
ESTRAGON: In my opinion we were here. 

�The Complete Dramatic Works ���
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When they Tuestion their past, or interrogate their ³yesterday,” they seem to be 

unaware of what really happened the day before. %eckett links this mental dimness 
or loss of consciousness in close connection with ³indefiniteness´ of timeframe 
in which ³Nothing is certain«´ �The Complete Dramatic Works ��, ���. The 

beginning of yesterday is inde¿nite� as a matter of fact, there is an ambiguity about 
the e[istence of ³yesterday.” Estragon searches for what they did yesterday, while 

it is replied with the same question by Vladimir. Though they forward the same 

Tuestions �What did we do yesterday"�, their mimicry is also different from each 
other in that they both are really unaware of what they did yesterday; however 

Estragon is worried about what happened while Vladimir is worried about not 

being able to answer to the question related.

%ut 9ladimir and (stragon, like all human beings, e[ist in other sets of circles: 
living organisms subject to the cycles of time, on a round planet, orbiting the 
sun. Within the cage of that circle their possibilities are limited. 7hey have 
been born, they will live for a term and then die; but at the same time that they 

acknowledge these facts they resist them by recreating and asserting meaning 
in the face of the fundamental negative constraints that de¿ne their condition. 
�*raver ���

7ouching on Aristotelian terms and emphasi]ing the dramatic links, Richard 
Schechner, in his article ³7here¶s /ots of 7ime in Godot,” underlines the breakage 
of these Aristotelian links in Waiting for Godot and focuses on ³discontinuity of 
time´ �����. 7his discontinuity of time has something to do with a ¿[ed circulation 
of daily activities in which Estragon and Vladimir are not at one with. Though they 

do not remember what they did yesterday, 9ladimir¶s confident statements �that 
(stragon is mistaken, or the uncertainty when (stragon¶s about� reveal his fear of 
time loss �is there time actually"�. 7his unintentional forgetting ³represents time in 
that we arrive at an understanding of time not by being shown time directly but by 

being shown a line of action which necessarily involves the passage of time in its 

unfolding �an empirical progression�´ �8hlmann ���.
The question whether there is something called time, apart from the 

discontinuity just mentioned, is dealt in accordance with the tragicomic 
appearances of %eckett¶s characters on the stage. 7he e[istence of something called 
time is revealed through the dialogues between the characters and ³7he pairing of 
characters — those duets — links time and space, presents them as discontinuous 
coordinates´ �Schechner ����.
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In Endgame, ³yesterday´ is addressed as a reminder of tragic memories and 
melancholic history which evokes the break�up of a relationship of &lov and +amm 
they put behind. 7ouching on the same issue, and taking into attention Mircea 
Eliade’s categorization of time phenomenon referred as time for religious men and 

for secular men, .atherine +. %urkman puts forth that in Waiting for Godot all time 

becomes ³the same day´ ����, which seems to be the same in Endgame as well. The 

vast distance between the time during which dialogues are held and the previous 

time before the dialogues is very evident. 

HAMM: <esterday� What does that mean" <esterday�
CLOV �violently�: 7hat means that bloody awful day, long ago, before 
this bloody awful day. I use the words you taught me. If they don’t mean 

anything anymore, teach me others. Or let me be silent.

�3ause.� �The Complete Dramatic Works, ���

&lov¶s description of ³yesterday´ as ³long ago, before this bloody awful day´ 
evokes the longevity of the same day: yesterday. 7he description given within 
the meaning of yesterday recalls some bad reminiscences of the past �bloody and 
awful�. &lov¶s remark that ³I use the words you taught me. If they don’t mean 

anything anymore, teach me others. Or let me be silent” reÀects some ambiguities 
within their approaches. If they mean nothing, then, it may be put forth that 

yesterday is nothing: there is nothing called yesterday. +owever, ³[…], the only 

thing that seems to retain its solidity is the present´ �*raver ���.

Egocentrism: I am in the Center, Therefore I Exist 

Since Rene Descartes¶ famous dictum ³Cogito ergo sum” �, think, therefore , e[ist�, 
many differing points on the ontological reÀection of e[istence and the meaning 
of life have been reformulated by different scholars worldwide. Terry Eagleton, 

in The Meaning of Life, refers to Aristotle’s Nicomachean Ethics, Nietzsche’s 

The Will to Power, Heidegger’s Being and Time, Sartre’s Being and Nothingness, 

Wittgenstein¶s Tractatus Logico-Philosophicus, Schopenhauer’s The World as Will 

to emphasize some philosophical views on the notion of existence and the meaning 

of life ������. As for literature, the reflection of reality and unreality has been a 
matter of debate since the classical period. That to what extent the relationship 

between the characters and the textual events to real life events is have been 

e[plained through different theories and orientations. ,n ancient *reeks, Aristotle 

regarded the representation of nature as mimesis — “imitative representation of 
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the real world in art and literature´ �Oxford Dictionary� ² while 3lato argued 
the opposite opinion through diegesis —“the �fictional� world in which the 
situations and events narrated occur´ �3rince �����. %uilding their ideas on these 
two opposite opinions, modern authors have mostly tried to reÀect the un�reality 
through the ³individual�s�,” and they have gone towards the texts questioning the 

individual’s status in life. 

Depicting man as a stand�alone Self in nearly all his works, Samuel %eckett, 
as a ³postmodern modernist´ �Abbott ���, Tuestions the physical presence and 
ontological existence of man’s authenticity on a piece of land which is revealed to 

be ³the world´ itself. %esides emphasi]ing man¶s individuality, %eckett stresses on 
man¶s Self and degrades man into ³a ball of emotion and thought´ entrapped in his 
body — entrapped in the horns of a dilemma: the mind and the heart. As expressed 

by Thomas Postlewait, in Self-Performing Voices: Mind, Memory, and Time in 

Beckett’s Drama, ³7he mind and its words attempt to take the measure of the body¶s 
e[istence, trying to tell how it is and was and will be, now and forevermore´ ����� 
in %eckett¶s works. ,t is precisely at this point to cite (agleton: ³Meaning is no 
longer a spiritual essence buried beneath the surface of things. But it still needs to 

be dug out, since the world does not spontaneously disclose it´ ����. 3araphrasing 
(agleton, it becomes clearer that what %eckett would like to show is to ³dug out 
and unravel those that are buried beneath the surface of things.´ %eckett¶s depiction 
of the characters, the stage, and the vehicles are observed to be close reminders of 

³real life´ though they are revealed to be far away from real�life characters. %eckett 
represents every character to stand for a universal Tuality of human being. )or 
+amm, who is ³&enter>ed@, in an armchair on castors, covered with an old sheet´ 
�The Complete Dramatic Works ���, life is composed of his own interests: the 
orders, insults, self�centered activities. +amm¶s anthropocentric tendency is not just 
an e[aggerated depiction of a typical character� %eckett¶s anthropocentric depiction 
of him signi¿es a typical position of the modern man. 7his anthropocentricity is 
also a humanistic and modernistic perspective of %eckett¶s own view. %eckett 
portrays a stage on which the centered individual is sublimed: %eckett echoes the 
dictum 3rotagoras once uttered: ³Man is the measure of all things´ �Ttd. in Nuyen 

����. 
7he reality of life is addressed by %eckett through an e[act depiction of 

individual man. %eckett emphasi]es man¶s e[istence and his Self via a portrayal of 
his body’s unity: not a fragmented self, but a self that is integrated with the body. 

Considering the stage as a silhouette of human being, Hamm, who stands in the 

middle of the scene, represents three central parts of the human body: the mind, 
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heart, and reproduction organs. A man’s life is directed through these three parts 

of body, each directs differently and accordingly; however, the coordination of the 

two parts is sometimes applied. %eckett often uses this mind�heart coordination 
to e[emplify man¶s e[istence, his superiority to the other living creatures. Within 
the depiction of an analytical and emotional man, %eckett ¿guratively reveals the 
reality of life in human evolution. Real life is the life that is performed on the stage 

�remember Shakespeare¶s motto: All world¶s a stage, and all the men and women 
merely players«�. Whether it is a life like that of &lov¶s who is in search of a more 
meaningful one that is invisible without a telescope, or it is a life like that of Nagg¶s 
and Nell¶s who are stuffed in trash bins, living a ³trash life,´ the reality is the thing 
that we are in the actual moment and the thing that we try to direct by means of our 

thoughts �mind� and emotions �heart� at that e[act moment: this is what %eckett 
portrays. Considering Hamm’s and Clov’s following dialogue:

HAMM: Why do you stay with me"                   �4uestion ��
CLOV: Why do you keep me"                            �4uestion ��
HAMM: 7here¶s no one else.                              �Answer to 4uestion ��
CLOV: There’s nowhere else.                              �Answer to 4uestion ��
�3ause.� �The Complete Works ��� 

The author does not only put forth a logical inference, but he also exhibits an 

emotional result. 7he answer ³7here¶s no one else´ to the Tuestion ³Why do 
you stay with me"´ and ³7here¶s nowhere else´ to the Tuestion ³Why do you 
keep me"´ complete each other in close connection with mind and heart �logic 
and emotion�. What %eckett addresses is the reality of man¶s insistence on unity 
of mind and heart, the reality of human’s desperation, the reality of his need of 

someone with such feelings and ideas, the reality of his thirst for someone who 

can share his loneliness and desolation in the modern world. These depictions are 

addressed by %eckett to reveal the reality of man¶s e[istence, his being in need of 
help from infancy to senility: %eckett emphasi]es the search for the meaning of 
life of human being who is ruled by his heart and mind.The other character, Clov, 

portrayed as a caretaker, has also some idiosyncrasies with universal features. 7his 
character symbolizes the desperateness of the modern man, the reminiscences 

of the past days, and the inability of the human body. Representing today’s 

monotonous human life and human relationships, Clov manifests this feature via 

his repetitive and intimidating statement addressed to +amm: ³,¶ll leave you´ 
�The Complete Dramatic Works, respectively ��,��,��,��, ��, ��, ��, ��, ����. 
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7his statement is not only an e[pression of threat but also a representation of weak 
human relationships which echo the people who look after their own interests. ,t 
is also a metaphorical statement mirroring the idea of Clov’s anthropocentric or 

egocentric status. Depicting Hamm and Clov as modern men who continue to live 

on their own in one room, %eckett e[hibits the mutual relations of +amm and &lov, 
and emphasi]es the fact that they both need each other� in fact, %eckett depicts the 
fact that people cannot tolerate loneliness. &lov¶s asking +amm ³Do you believe 
in the life to come"´ �The Complete Works ��� reveals a ³double entendre´ which 
takes us to both Aristotle¶s mimesis and Plato’s diegesis. This sentence is uttered by 

a ¿ctional character in a ¿ctional world� however, identi¿cation with this character 
through a close connection with his utterances makes us lose ourselves in the 
world hereafter. %eckett¶s subtle diction and his philosophical views are echoed 
within each of his sentences. 7hough the two ¿gures believe that ³/ife goes on´ 
�The Complete Dramatic Works ���, their desperately Tuestioning the reality of life 
e[empli¿es a contradictory standpoint. +e >%eckett@ attempts to show in his drama 
internal consciousness as e[ternal event, thus adapting his self�reÀective language�
concerned as it is with the limits of knowledge, the body as prison, the mind as 
prisoner, and life as an unful¿lled Tuest for meaning to a mimetic mode. In other 

words, he is holding a mirror up to the act of reÀection �3ostlewait ����. Hamm 

is dissatisfied with &lov¶s previous description of the world as ³=ero´ because 
+amm
s search for e[istence and meaning appears to be denied by the word ³=ero.” 

The egocentric characterization is all over again revealed in Estragon and 

Vladimir in Waiting for Godot. The two characters reveal some dialogues which 

cover contrasting points. Estragon and Vladimir, each with an individualist 

perspective, take their words to the center. 7hey merely speak to each other, 
whether meaningful or not. This may be considered within Piagetian interpretation 

of cognitive developmental stage of human being. This developmental stage is 

titled as ³collective monologue´ by 3iage, though he veri¿es this developmental 
stage for the preschool children� collective monologue is the stage ³so long as 
the child talks about himself without collaborating with his audience or without 
evoking a dialogue´ �Ttd. in -unefelt ���� that is, children are chatting to each other 
in sequence, but each child is entirely unaware of what the other is saying. This is 

an egocentric approach. This is also true for Estragon and Vladimir. In the play, 

both characters recurrently speak to each other� however, many dialogues disclose 
a meaningless, empty, inconclusive result. Here an example:

VLADIMIR: /et¶s wait till we know e[actly how we stand.
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ESTRAGON: On the other hand it might be better to strike the iron 
before it freezes.

VLADIMIR: ,¶m curious to hear what he has to offer. 7hen we¶ll take it 
or leave it.

ESTRAGON: What e[actly did we ask him for"
VLADIMIR: Were you not there"
ESTRAGON: I can’t have been listening.

VLADIMIR: Oh « nothing very de¿nite.
ESTRAGON: A kind of prayer.
VLADIMIR: 3recisely. �The Complete Works ���

It is not of any significance to create an evocative speech, but to enhance the 

evidence that ³, speak, therefore , am.´ %oth (stragon and 9ladimir do stress their 
turn to speak. Who speaks is to the front. Who speaks is to the center. 7his is just 
what 3ostlewait concludes: ³&aught in time and space, %eckett¶s characters use 
language and number, however inadeTuately, to de¿ne the basic stuff of empirical 
reality: who, what, where, when, and how´ �����.

As it is noticeably seen, Samuel %arclay %eckett conceives ³yesterday´ as 
the merciless and insidious Àu[ of time, the inde¿niteness, the reminder of past, 
and the metamorphosis. On the other hand, he confirms that ³yesterday´ is the 
discontinuity of time, the guarantee of background identity and social life, the 
proof of the present, and the basic veri¿cation of e[istence. 7hrough the depiction 
of &lov and +amm and 9ladimir and (stragon, %eckett establishes that modern 
man, as a result of the harsh consequences that the new world order brought, is 

the lonesome person on the planet who aspires to guarantee his existence. Modern 

man strives to put himself to the center. 7o establish man¶s position, %eckett brings 
the only timeframe — yesterday — together with the central stature of man’s 

being. Yesterday is not only an emblematic agenda that foregrounds the revelation 

of man’s politics to survive, but, it is, at the same time, a central time concept 

which is conceptualized to announce the unique existence of an egocentric or 

anthropocentric creature: man. 7o be to the center is to root the notion that ³, am.´ 
%eckett creates highly challenging characters to make them speak the modern man, 
and they say ³, speak, therefore , e[ist� , am in the center, therefore , e[ist.´ 

Note

1. Some parts of this paper were separately presented at the International Semiotic Conference 
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�dankaya 8niversity� and the �rd ,nternational %akea Symposium �*a]iantep 8niversity�. 
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Abstract   ,n /acanian theory, the %orromean knot is formed by the three linked 
rings of the Imaginary, the Symbolic, and the Real such that each ring controls 

and blocks the other two from drifting apart. /ater, /acan introduces the Sinthome 
as the fourth ring for subject analysis. 7his paper concentrates on a condition in 
which the rings fall apart. 7erms of the orders �RS,�, together with the Sinthome, 
are discussed e[emplifying %orges¶s ³)unes, the Memorious,´ seeing it a literary 
representation of the %orromean de�knot. 7he article also considers itself with 
a discussion about postmodernism as a social and cultural condition for the 

%orromean knot unmade, unfolded, and unwrapped.
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story collection titled Ziagan Shast �7he /ife of ��¶s�. 

Introduction

-orge /uis %orges is considered, ¿rst and foremost, in relation to Magical Realism 
and postmodernism. )antasy, mystery, and philosophical contemplation are 
inseparable elements of his fiction. +is works blur the lines between reality and 
fantasy, te[t and literary work, writer and reader, literature and philosophy. +e has 
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novel ideas on imagination, ¿ctionality, truth, reality, translation, and criticism. +is 
works delve into issues that have never been under the direct focus of literature. 
Most of them take the issues of time, labyrinth, infinitude, possible worlds, etc. 
as their subject matter and not only give them a literary sense but also develop 
them further. +is ¿ctions both enter these issues into the domain of literature and 
represent the capacity of literature to go beyond limits of their former fields of 

study. 7hus, these approaches in his works give his writing a special style and 
character: philosophical in dealing with different worlds; fantastic in referring to 

dreams and imagination; mysterious when concerning with mirrors and labyrinths; 

and blended in taking into account distinctive genres and issues. +is Ficciones 

������ which includes some of his notable and anthologi]ed ¿ctions such as ³7l|n, 
Uqbar, Orbis Tertius,´ ³3ierre Menard, Author of the 4ui[ote,´ ³The Library of 

Babel,” etc. represent above�mentioned characteristics in his literary works. 
7his study focuses on ³)unes, the Memorious.´ ,t is the tale of ,reneo )unes 

who becomes capable of remembering every image, word, memory, or better to 

say, everything after he falls from a horse and injures his head. 7his study is a 
/acanian analysis of µ%orromean knot¶ in the story. 7he idea has always been that 
Borges posits his stories on philosophical theories. In this article, the argument is 

not whether %orges posits ³)unes, the Memorious´ on /acan¶s philosophy and 
Psychoanalysis, but rather to analyze the story in regard to Lacanian theory. It 

has two objectives: firstly to study orders �the imaginary, the symbolic, and the 
Real� introduced by -acTues /acan and their interlocked relationship in his theory 
µ%orromean knot¶� and secondly, to cast light on the idea that the postmodern is 
a condition when the interrelation between orders is undone. Thus, this study is 

mapped firstly by introducing Lacanian psychoanalysis and reviewing Lacan’s 

concepts of the Imaginary order, the Symbolic order, the Real, and the Borromean 

knot. /ater, the article seeks to e[amine %orges¶s ¿ction ³)unes, the Memorious´ 
following structure of subject in terms of the three orders. And lastly, it attempts to 
e[plore the postmodern as a condition when the knots come undone. 

The Three Orders and the Sinthome

Lacanian reasoning and ideology flourished in mid-twentieth century to cover 

vast areas of study as a critical theory. Scholars often categorize the Lacanian 

non-traditional psychoanalysis theory as generally consisting of three phases of 

the Imaginary, the Symbolic and the Real. The Imaginary order, as a pre-verbal 

stage, is the ³world of images,´ the ³world of perception´ �7yson ���. As the title 
speaks for itself, the ,maginary order provides the child with an illusory sense 
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of supervision and master power as a result of an unbreakable bond with his�
her mother� ³a union of mutual satisfaction´ �ibid�, or what /acan labels as the 
desire for mother. The importance of the Imaginary stages lies in two interesting 

factors, the ¿rst of which focuses on the way the child¶s senses, although highly 
illusive, do emerge as independent of Lingual supports, and later points to the 

child¶s e[perience, as his�her very ¿rst and initial version of a social e[perience. 
Next comes the Verbal stage, which concerns itself with Lacanian Symbolic and 

Real orders. Symbolic order can be regarded as a socio-culturally pre-structured 

world of intended symbolism, in which the child¶s primary e[periences of break 
from the previous illusive world of images occur through ³the e[perience of loss´ 
�7yson ���. ,nterestingly enough, according to /acanian psychoanalysis, the ³use 
of language in general, in fact implies a loss, a lack, because , wouldn¶t need words 
as stand-ins for things if I still felt that I was an inseparable part of those things” 

�ibid ���, since one needs words to reflect up on concepts. ,t worth noting that 
language primarily suggests a sense of separation to the child through the subject 
of ³,,´ as an independent entity and not united with anyone else which then tends to 
intensify its domain by associating and attributing socio-cultural codes of gender, 

nationality, religion, etc. In line with his notion of Repression, Lacan proposes his 

famous theory of language acquisition, through assimilating it with the unconscious 

in construction process. He asserts that both notions operate under the service of 

the primary lost object. /acan also, bene¿ts from the symbolic and metaphorical 
nature of language as a proof to reÀect up on the notion of absence or the loss. ,n 
a broader scope, Symbolic order functions as the phase which ³dominates human 
culture´ �7yson ���, by having indulged the social values and ideological systems, 
to which an individual¶s emersion happens. And ¿nally the third and the last phase 
is the Real order. As another sub-category of the Verbal stage, the Real order lives 

as a highly complex concept. The Real is what exists beyond our comprehension, 

hence, fluctuating our previous sense of environmental mastery and supervision. 

7he Real is the ³uninterpretable dimension of e[istence� it is e[istence without 
the filters and buffers of our signifying, or meaning�making system´ �ibid�. ,n 
other words, the Real is the pure sense of an individual’s experience, independent 

of socio�cultural boundaries or the man�made system of meaning making and 
de¿nable logic. 

)ollowing /acan¶s model of developmental psychic, he showed opulent 
interest in the discussion of the three interrelated phases of the Imaginary, the 

Symbolic and the Real. He proposed a three-dimensional model of the spheres in 

which each phase is drew as a ring. However, the rings represent rims, or holes in 
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a ³body,´ around which desire Àows. /acan¶s idea here is that the psyche is itself 
a ³body´ or space whose boundaries are de¿ned by its rims. 7he ¿gure that these 
rims form, the navel of /acan¶s psyche, is known technically as a %orromean 
knot´ �Wertheim ��. Wertheim also refers to the psychoanalytical de¿nition of the 
/acanian %orromean .not as:

>.@nots are objects composed of a single ³closed curve in space that does not 
intersect itself anywhere.´ Objects like the %orromean which are composed 
of more than one interlinked element are thus not technically knots but rather, 
they are ³links.´ +owever, the longevity of the %orromean ¿gure¶s designation 
as a knot means that it is interchangeably known as the %orromean knot, the 
%orromean link, and even the %orromean rings . . . We may also add a fourth 
ring to the configuration, to derive a figure known as the %orromean lock.  
�Wertheim ��

Hypothesized after Lacan’s encounter with James Joyce, the existence of the 

fourth ring seemed inevitable to Lacan, however, it is paradoxically interesting to 

mention that the fourth link added as lock, rather than an interrelated link. /acan 
calls the fourth link the Sinthome, to further de¿ne it as the comple[ which must be 
unlocked and resolved in order for a human psyche to operate based on its normal 
psychological bases. As a surrealist, he believed in psychoanalysis, mostly as a 

practice of ³philosophy and the arts, and later to mathematics´ �+omer ��, rather 
than a medical practice. ,n this way, analysis for /acan is ³the operation of this 
unlocking ² the separation of the Sinthome from the body of the psychic link´ 
�Wertheim ��.

Borromean (De)Knot in “Funes, the Memorious”

,n his later seminars, /acan uses the %orromean knot to picture and clarify 
the interconnections between the three orders of the Real, the Symbolic and 

the Imaginary. Each ring represents one of the three orders such that they are 

interjoined and tied, while each has its speci¿c and e[clusive elements, property, 
and condition at the same time. 7he %orromean knot is a union of three rings in 
such a way that a single ring intersects and interferes in the domain of other rings. 

They are structured in a way that each ring holds the other two from falling apart. 

7he structure of the %orromean knot is such that by undoing or unchaining of any 
one ring will release all the others. 7he %orromean knot is developed and e[plained 
in different seminars by Lacan and is provided by distinctive theoretical points of 
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view. +owever, as /uke 7hurston maintains, ³a certain structure is seen to repeat 
itself: in the knot, three terms are bound together by a fourth, which is at once a 
part of the knot and parado[ically beyond it´ �³,neluctable Nodalities´ ����. 7his 
fourth knot or ring is the Sinthome that holds other three knots together. As the 
three orders of Real, Symbolic, and ,maginary constitute the structure of subject, 
the Sinthome prevents the subject from drifting apart by separation of�from each 
order. Thus, the Sinthome’s function is beyond meaning. The idea is that each order 

in the development of subject may become disrupted or unbalanced �as each knot is 
in continuous threat to be undone� and the Sinthome here functions as safety knot 
that keeps knots together.

Lacan does not mention anything about a condition where the fourth ring or 

knot is undone and unchained or he does not prospect e[plicitly what may happen 
under this condition. Nevertheless, it is not a far-fetched possibility and can be 

demonstrated and justified through his ideas on subject and the three orders. 
7he possibility of such a condition is e[pressed in ³)unes, the Memorious´ by 
Jorge Luis Borges. In the story, everything starts with falling from a horse and 

head injury. )alling from a horse is important as far as it is the event that all 
conseTuences should be seen through. )alling from the horse is parallel to falling 
of the Sinthome apart from other knots. 7he idea is that there may be events or 
conditions in which the ring that holds human subjectivity in proper order and 
appropriate condition becomes unchained. By drifting the Sinthome’s apart, there 

is the condition of %orromean de�knot in which the three orders of Real, Symbolic, 
and ,maginary fall apart. %orges in ³)unes, the Memorious´ demonstrates 
%orromean de�knot and the state of subject for in the three orders after getting 
undone from each other.

7he Sinthome designates lack, trouble, gap, departure, inconsistency, 
digression, inhibition, and restriction. They are permanent on experiences of 

subject that are connected in one way or another with the three orders. 7hey are 
necessities of e[istence and life of subject. 7he Sinthome holds the orders in knot 
through these e[periences. 7hus, with the unchaining of the Sinthome, every lack, 
departure, deviation, and constraint is removed. After the incident in ³)unes, the 
Memorious´, )unes is free of these e[periences. +e is able to remember everything 
in detail and he is not in restrictions of forgetting. He is competent in system-

making and he has no boundary in language. +e is encircled with information 
in a way that he is surrounded with everything that influences perception and 

understanding. His life is consummated, indiscrete, inseparate, and connected in 

a way that seems he is in union with the Other. The main fact in his problematic 
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subjectivity is that he feels no impossibility, incompleteness, or inconsistency 
�Solano�Suare] in The Later Lacan �������. 7hese features are an integral part of a 
subject who is in perpetual endeavor to reach the Other. 7he Sinthome is identical 
with lack in a way that it is involved in a never�ending process of replacement and 
substitution in order to ful¿ll lack. As far as there is lack which is part of the three 
orders of Real, Symbolic, and Imaginary, the Sinthome is unavoidable, and in so 

doing there is no subject without the Sinthome �Soler in Cambridge companion ���. 
,n the story, )unes is a person who does not feel any lack either in his memories 
or in his relationship with language. The idea is that the Sinthome always replaces 

lack with something else which is followed by jouissance. 7he Sinthome is the 
knot of bringing satisfaction although it is partial and temporary. 7his is the reason 
)unes is in continuous suffering. As he does not have any lack in his perceptions 
and understanding, he cannot replace something for it in order to feel jouissance. 
+e is in pain as he stays in dark smokes and is not able to sleep, to focus, to 
generali]e. Another point is that jouissance has different conditions that are related 
to three orders of Real, Symbolic, and ,maginary. As Soler in ³7he 3arado[es of 
the Symptom in Psychoanalysis” adds:

,f the symptom designates whatever participates in jouissance, it may or 
may not be in conformity with the norms of discourse� jouissance has more 
than one modality. We have to distinguish along with the jouissance of the 
pure letter �something symbolic transformed into something real� and the 
jouissance of meaning �a mi[ture between symbolic and imaginary elements�, 
that which is neither of the letter nor of meaning. A jouissance that remains 
alien to any form of symbolization, that in no way reaches the unconscious 

but may haunt the imaginary form of the body, is what we may call the Real. 

7here are thus not just one but three modes of jouissance, which leads to 
another Tuestion: are they linked or not" ,n fact, the %orromean knot provides 
an answer. ����

,n fact, the %orromean knot gives answer to )unes¶ problem in a way that this 
condition does not provide him with normal and regular subjectivity. +e is not 
able to e[perience any kind or modality of jouissance relevant to the three orders. 
)unes has problems with letters, meaning, and symboli]ing due to the fact that the 
Sinthome linking the orders together is separated.

7he Sinthome gives means to subject to create identity. )unes is not able to 
de¿ne a self�identity after falling from horseback due to the fact that he becomes 
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all other. +e comes to be mere reÀection and projection in a way that he is not able 
to individuate himself. +e is a state that everything Àows into him, ¿ll him up, and 
make an image into him without the possibility of conception. +e is suffering from 
mass of thoughts, senses, and perceptions that burden on him. In a normal way, 

these burdens are circulating in mind but in him, they occupy a space and make 
property. In so doing, he is encumbered with non-essential inputs. The mass of 

thought and senses inÀame him and he gradually feels losing self�unity. ,n other 
words, where the procedure should be from inputs to deciphering to meaning, 

and there to making identity, in )unes it is interrupted because of the Sinthome 
separated. 7hus, there cannot be subject or self in )unes and his mind and body 
become just a storage and burden of images and senses. 

The RSI in Borromean De(knot) in “Funes, the Memorious”

Now the question is what happens to the orders of the Real, the Symbolic, and the 

,maginary when the Sinthome is drifted away" ,t is obvious that with separation of 
the Sinthome that knots together the three orders, the other knots relevant to orders 
will become disconnected. 7here, each order works independently that in one way 
or another inÀuences the subject, as )unes reveals ³that before that rainy afternoon 
when the blue�grey horse threw him, he had been what all´ subjects ³are: blind, 
deaf, addlebrained, absent�minded´ �%orges ���. ,n this condition, the released 
orders function in retrospect and irregular as %orges represents about )unes in the 
story. 

It is possible to say that Lacanian Real is the most remote imagination of the 

human being to attain what is inaccessible. There can be some attempts and some 

achievements in ful¿lling it, but the Real is untaken and cannot be occupied. )unes 
enlists some of these prodigious accomplishments regarding memory ³recorded in 
the Naturalis historia: &yrus, king of the 3ersians, who could call every soldier in 
his armies by name; Mithridates Eupator, who administered the law in the twenty-

two languages of his empire; Simonides, inventor of the science of mnemonics; 

Metrodorus, who practiced the art of faithfully repeating what he had heard only 

once´ ����. (ven these memories are not that much ama]ing to )unes. With history 
and time passing, it seems the reality demands something to go beyond limits of 

time and place for the reason that the Real is somewhere beyond limitations �of 
time, place, etc.�. With the assumption of the Real knot separated from other knots, 
the argument is not that the subject can have access to the Real. ,n this case, the 
subject becomes the target of more limitations of the reality, although seemingly 
)unes is limitless in memory and perception. /ittle by little, )unes is prisoned in 
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details, forms, images, shapes, numbers, signs, and ciphers. It is implied in Lacan’s 

ideas that the Real functions a gradual development and progress for the reality. 

With its absence, subject of the reality becomes confused, perple[ed, purposeless, 
and useless. Where the Real is ³an absolute fullness, a pure plenum devoid 
of the negatives of absences, antagonism, gaps, lacks, splits´ �Web: Stanford 
(ncyclopedia of 3hilosophy� with )unes¶ own statements ³, alone have more 
memories than all mankind has probably had since the world has been the world.´ 
And: ³My dreams are like you people¶s waking hours.´ And again, toward dawn: 
³My memory, sir, is like a garbage heap.´ 

It can be concluded that he is in pseudo-Real or stimulated-Real in a way that 

it seems there is no absence, hole, break, discontinuity, de¿ciency. 7his condition 
brings about ³indefatigable´ reality for him which is ³a multiform, instantaneous 
and almost intolerably precise world´ ����. ,n /acan¶s idea, the Real is resistant 
to recognition, e[perience, and perception that urges and pressures the subject 
to attain unknown and impossible. ,t drives the subject to think and achieve with 
effort. +owever in the case of losing the Real knot and its replacement with 
stimulated�real, the subject feels superiority and dominance and stops him from 
development as it is the similar in )unes who With no effort, he had learned 
(nglish, )rench, 3ortuguese and /atin. , suspect, however, that he was not very 
capable of thought. 7o think is to forget differences, generali]e, make abstractions. 
,n the teeming world of )unes, there were only details, almost immediate in their 
presence. In other words, one of the main implications regarding the order of Real 

is competency and capacity of forgetting. The Real of Lacan is a state forgotten; 

it is inaccessible due to the fact that it is forgotten. The balance between memory 

�part of the process in the ,maginary order� and forgetting is the necessity of 
a proper subjectivity. )unes suffers from disproportion between memory and 
forgetting which can be projected to disproportion between the ,maginary and the 
Real �%ell ������. 7he proper subjectivity and mentality is guaranteed with proper 
relationship between the Imaginary and the Real and their interconnection in the 

%orromean knot as Soler sates ³7he disease of ³mentality´ is another conceptual 
innovation generated from the %orromean knot� it designates an emancipation of 
the ,maginary unburdened of the Real´ ����.

The Symbolic is the order related to language and speech. One of Lacan’s 

main contributions to psychoanalysis is probably his idea on the state of language 

and unconscious. +e believes ³the unconscious is language, meaning that language 

is that which makes up the unconscious´ �)ink ��. ,n the story, ³when he >)unes@ 
fell, he became unconscious,” it seems his unconscious state is not momentary 
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because of accident, yet becomes permanent due to the fact that ³when he came to, 
the present was almost intolerable in its richness and sharpness´ ����. 7hus, )unes 
is all in unconscious. Unconscious is characterized by repression. No repression is 

seen in )unes¶ new state after falling from horse. +e is never conscious to himself 
and surrounding� the boundary which is upon the subject by dependence of the 
orders to each other through the Sinthome. Another reason for saying that )unes 
is in his ultimate unconscious is that ³7he unconscious cannot forget, composed 
of ³letters´ working, as they do, in an autonomous, automatic way� it preserves in 
the present what has affected it in the past, eternally holding onto each and every 

element, remaining forever marked by all of them´ �)ink ���. )unes¶ attempt to 
define his memories by ciphers indicates the same function unconscious does 

in working through past and letters. When it is said that )unes is a subject in 
his unconscious, the implication is not that normal subjects are separated from 
their unconscious. But what is meant is that unconscious is not present to normal 

subjects all the time as it is for )unes. )unes is incapable of forgetting and 
detaching from unconscious. In other words, Lacan believes in human being as a 

split subject between conscious and unconscious. <et, )unes is the total subject of 
unconscious. What )unes¶ plan and accomplishment, in regard to language, tells 
reader that )unes¶ ability of language is paraly]ed as: 

/ocke, in the seventeenth century, postulated �and rejected� an impossible 
language in which each individual thing, each stone, each bird and each 

branch, would have its own name� )unes once projected an analogous 
language, but discarded it because it seemed too general to him, too 

ambiguous. ����

The Symbolic is an order signifying the importance and function of language 

to the human subject. /anguage is pre¿gured in absence as a system in chain of 
signifying in which every signifier refers to another signifier. %ut )unes makes 
a system of language where every signifier is independent and autonomic, and 

the chain of signifying is abandoned. Another important fact about the Symbolic 

order is that it emphasi]es on lack as the main element in language in a way no 
signi¿er has a lasting e[istence since it is the subject of other which is the object 
of perpetual change. Where human being is subject to lack with language �or any 
other system of symboli]ation� through his delivery to habits, practices, rules, laws, 
connections, norms, orders, and structures, )unes is resistant as he makes a speci¿c 
kind of enumeration and a language which is as private as possible. +is lack is 
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ful¿lled through signi¿ers that he creates� they are signi¿ers that signify everything 
to him and nothing to collective order. +e attempts to be resistant to lack by the 
way of causing clash to systems of signification. In this way, language loses its 

collective and conventional feature and is expanded to particulars resulting from 

many images and perceptions. So, with a private language, communication fails 

due to the fact that there are many signi¿ers unfamiliar to others. 7his is the way 
with a nominalist, as Stewart mentions: 

the most real things are the particulars which he >)unes@ perceives with his 
sensory apparatus and which he stores in his memory. The fundamental 

characteristic of knowledge according to nominalism is, of course, 
particularity since it is concrete particular images or representations which are 

given in perception and memory. ����

7he ,maginary order is even more crucial for subjectivity as it is the order that 
binds the Symbolic and the Real to each other due to the fact that it is the register 

that shapes reality for a subject in a way that /ibbrecht says ³one thing is certain: 
without the imaginary there can be no human reality as such´ �Lacanian Terms 

���� a reality based on the mistakes of the Symbolic and the Real to one another. 
,n other words, mistakes bring about misrecognitions and miscognitions �they are 
typi¿ed as distorted and transitivised� that con¿gure reality for subject. Regarding 
none[istence of mistake in )unes because of fault and dysfunction in his orders 
of the Symbolic and the Real, the Tuestion is what happens to his reality" Simply, 
his knowledge of reality becomes paranoiac due to fact that there is no consistency 
of image for him. )unes is trapped in inconsistency of images such as ³the forms 
of southern clouds,´ ³mottled streaks on a book,´ ³outlines of the foam raised by 
an oar,´ ³in dreams,´ ³a circle drawn on a blackboard, a right triangle, a lo]enge,´ 
³changing ¿re and its innumerable ashes,´ ³many faces of a dead man´ ������ that 
frames before his eyes Tuickly and nonstop.

The Imaginary is accompanied by the premise of the unitary image, legacy 

of mirror stage, prepare for real mastery in the subject. 7hus, the real mastery 
becomes an everlasting illusion in subject that anticipates recognition and access 
to that totality. 7his illusion is replaced by objects of other in real and is signi¿ed 
through signifiers through language. In other words, the effect of the Imaginary 

order is the possibility of reaching and having the original image. )unes feels 
having the experience of the original image and total unity. He recognizes of his 

self as unified and integrated. 7hereby, it can be concluded that )unes is in the 
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state of an infant before the experience of mirror stage. He is not able to obviously 

separate his , from other. ,t is the reason his state seems like an ideal state. )unes 
is not able to distinguish himself from the world, to recognize the lines of his body 

from other forms in surrounding, to see the self separate from other things.

7his process of retrospect �of course mentally and imaginatively, not 
biologically� in the orders to the mirror stage of )unes can be justified as a 
reduction of subjectivity to mere ,. +is , ³is a �false� unity consisting of´ image ³in 
which various �ideal� images are overlaid and amalgamated´ �&hiesa ��� such that 
)unes confuses them with himself. 7he shortcut from )unes¶ life and his memory 
can be abridged to Roudinesco¶s article on the mirror stage ³7he Mirror Stage: An 
Obliterated Archive,” where he is able to remember everything. This experience 

is not just limited to imaginary story narrated by %orges. 7here have been many 
reports from near-death experiences from different people in different spots of 

the world in which they see frames of their life and memories that passed before 

their eyes. Or in religious ideas, there is an understanding and insight that people 

are asleep or in dream but wake up upon death. )unes¶ near�death e[perience 
�falling from horse� and at last death are literary reading of %orges to these reports 
and insights. %ut )unes¶ story is an e[ample for falling in %orromean knot at an 
individual level. &an falling in %orromean knot be a collective condition"

Borromean (De)Knot and Postmodern Condition

Samuel %eckett¶s writings resist to world making which is fundamentally linguistic. 
His writings reduce human being and his relations to bareness where there cannot 

be a stable system for identi¿cation that language is one of them. +is characters 
are not able to detach themselves from the burden of self in order to enter into the 

realm of society. Therefore, they become estrange to history, time, and space as 

what happens and they sense is just e[istence of Now. Robert &oover, a postmodern 
author, blurs the boundaries of image, ¿ction, and real with proposing alternative 
narratives in order to represent the gap between events and their interpretations 

which is signi¿cant to identity and identi¿cation. &oover, in other words, depicts 
unpresentability. +is ¿ctions are like language games played on real and ¿ctional 
characters that they ¿nd themselves in disordered and disorgani]ed world. William 
+. *ass concerns in his novels with the relationships of language, body, and mind. 
+is ¿ction Emma Enters a Sentence of Elizabeth Bishop’s is about a girl who hates 

her body and becomes the object of language in a way that she leaves her self 
and becomes an absolute alterity; or better to say an utter signifier. Most of the 

postmodern literary works concerning traumatic effects of events such as war and 
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colonialism also prefigures e[perience of %orromean de�knot. .urt 9onnegut¶s 
Slaughterhouse-Five represents the traumatic effect of war on memory and 

conseTuent time cracks. 7he linguistic and spacial problems embedded to )riday¶s 
identity are the direct effect of colonialism that Coetzee points in his novel Foe. 

The hyperreality of the worlds of images and language calls to mind Borromean 

de�knot in 3aul Auster¶s The New York Trilogy as these worlds seems to loosed 

and separated from each other. What is significant to these postmodern works is 
the presence of events that result in %orromean de�knot in which time and identity 
shatter. 

)rom the viewpoints of theoreticians on postmodern condition, it is possible 
to say that it is a condition in which %orromean knot is fallen, and it vehemently 
influences and dominates human subjects. 7erms of unmaking, unwrapping, 
unfolding, and unpresentability entailed with terms such as decentering, 

dissemination, destabili]ing, and deconstructing can justify de�knot in postmodern 
condition. Unpresentability is one of the main features of postmodern condition 

that undermines every attempt for representation, modes of following, and 

mimesis. 7he subject is trapped in manifold plays and interplays which promise 
attainment of the Real which are in fact pseudo�Reals. ,t takes place by the fact 
that the signifier is released from its commitment to signified which has been 

the principle of representation. 3ostmodern condition ³e[tends the reign of the 
signifier into culture in general and poses a more radical µloss¶ of the signified� 
it casts doubt on the function and ability of language to organize and control 

meanings in socio-cultural domain; it recasts the role of the social mass as held 

within the reason of ideology; and it emphasizes consumption, seeing it as a play 

which constantly eludes the rational e[planation of theory´ �Postmodern Literary 

Theory ����. SubseTuently, the assumption that there is the Real preceding to 
signification and resisting to symbolization is abandoned, and the world is filled 

with many simulated�Reals that substitutes the Real. )or this, ³¿rst the referent �the 
world outside the te[t� disappears. 7hen the signi¿ed and we are left in a world of 
radically µempty¶ signi¿ers. No meaning. No classes. No +istory. -ust a ceaseless 
procession of simulacra´ �+ebdige ����.

Ways of world making, which in /acanian point of view is prefigured in 
language, is not possible anymore. In other words, postmodern condition with 

%orromean de�knot is against pre¿gurativism, against forms, models, and modes 
that influence and prolong human relations, practices, hypothesis, intentions, 

decisions, and actions. In so doing, all conventions, customs, usages, laws, orders, 

authorities, and rules are abandoned and delegitimized. In other words, it is a 
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condition in which there is resistance to codes of ciphering and frameworks that 
have been de¿ned as modes of classi¿cation and categories through which the acts 
of naming, theorizing, including, and excluding are played. As a result, there cannot 

be a stable system. 

It can be said with %orromean de�knot, the inner space of the subject becomes 
a whole, unbroken and undivided, while the outer space of subject is characteri]ed 
as fragmented, partial, and plural. Subject, thus, is in generali]ed immanence 
dominated by unconscious. He is not able to detach himself from what is within 

his self to go beyond. In other words, self becomes a whole with no divisions, 

partitions, distinctions, hierarchies, and classes. The boundaries and lines between 

self and things disappear and the subject sees himself part of an image which is 
in appearance unified but made up of many other images. Where the subject is 
supposed to create a relationship between his I and the world, he is absorbed in the 

identi¿catory process of dissolving into images and things. ³7hus the µ,¶ is nothing 
more than a ¿ctive entity, an optical illusion, a hologram hanging in the air, created 
at the Àickering point where the la]er beams of memory and desire intersect. 7he 
subject simply ceases«this is the 3ostmodern &ondition´ and this is ³the µdeath of 
subject¶´ �+ebdige ����. 

This condition is the realm with autonomy of images. The reality is not 

available through signifiers �this phase is not reachable at all� but the images 
constitutes a reality which is two-dimensional and flat. The dimension of 

symbolization is not feasible because detachment and separation from the world of 

image is not possible. 7hus ³no larger unities are possible beyond the single image, 
the isolated statement, the individual body, the individual µtrend¶´ �+ebdige ����. 
Because of the fact that the distinction between I and other is not possible, the 

subjects in this condition are all others as Sardar believes ³everything is a mirror�
image of the other´ �Postmodernism and the Other ��. 7he others are by no means 
the memory of what Lacan calls unconscious. In other words, in this condition, 

the only language-oid is the language of particulars derived from images which 

undermines communication, the main function of language.

In Lacanian theory, the assumption is that history comes forth with the 

subject¶s registry to the Symbolic with language and speech. As this process is 
impaired or becomes impaired with %orromean de�knot in postmodern condition, 
the subject is unfamiliar with time and space. So in terms of +ebdige, the subject is 
in the ³Renewal of the Now´ �����. 7he past is the memories combined by chance 
with no value for sequence and synchrony. Myers believes, relying on Lacanian 

theory, that ³it is only with the disappearance of the subject, in the object, that the 
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subject can emerge at all, just as it is only with the disappearance of history, in the 
present, that history too can ¿nally emerge´ ����. +owever and interestingly, with 
%orromean de�knot, the object disappears in the subject, time and space into the 
body where ¿nally the subject is ¿lled with memories, images, and objects.

Notes

1. The Other refers to two additional types of otherness corresponding to the registers of the 

Symbolic and the Real. 7he ¿rst type of Other is /acan¶s ³big Other´ qua symbolic order, namely, 

the overarching ³objective spirit´ of trans�individual socio�linguistic structures con¿guring the 

¿elds of inter�subjective interactions. Relatedly, the Symbolic big Other also can refer to �often 

fantasmatic�¿ctional� ideas of anonymous authoritative power and�or knowledge �whether that 

of *od, Nature, +istory, Society, State, 3arty, Science, or the analyst as the ³subject supposed 

to know´ >sujetsupposp savoir@ as per /acan¶s distinctive account of analytic transference�. %ut, 

as already becomes evident in /acan¶s ¿rst few annual seminars of the early ����s, there also 

is a Real dimension to Otherness. This particular incarnation of the Real, about which Lacan 

goes into greatest detail when addressing both love and psychosis, is the provocative, perturbing 

enigma of the Other as an unknowable ³x,” an unfathomable abyss of withdrawn-yet-proximate 

alterity.´ �Ttd. from http:��plato.stanford.edu�entries�lacan.�

�. ,n /acanian term, jouissance is a pleasure followed by pain ³As such, it refers to a ful¿llment 

that is necessarily merely temporary, and that must therefore always be sought anew´ �Wolfreys 

���.

3. Libbrecht states in Lacanian Terms that ³the imaginary is the only µconsistency¶ man has´ ���� 

that Lacan points to in his later seminars.
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Woman in the ,ndian society upholds a parado[ical position which can be 
understood by her deep physical degradation in actual life along with a high 

idealization of her in the form of abstract thoughts. This is clearly understood by the 

fact that, at times, she is referred to as reincarnation of goddess Laxmi, Saraswati, 

Durga etc, and on the other hand she has to undergo continuous subjugation and 
oppression. ,n the ,ndian society wife has been addressed as ³Ardhangini” and 

woman’s motherhood has been eulogized. This dual position was to some extent 

the outcome of external factors such as the Aryan invasion, the impact of Muslim 

culture and the British Empire, but the real perpetrator was the own deep rooted 

tradition and thinking which became stringent with the passage of time. As stated 
by -awaharlal Nehru, the status of women in any civili]ation reÀects the standard 
of the society of any nation, A.S. Altekar agrees when he opines, ³One of the best 
way to understand the spirit of a civilization and to appreciate its excellences and 

realize its limitations is to study the history of the position and status of women in 

it´ ���.  
Saraswati Mishra in her book Status of Women, refers to The National 

&ommittee¶s report on the status of women in ,ndia submitted in ���� as, ³Status 
refers to a position in a social system or sub-system which is distinguishable 

from and at the same time related to other positions through its designated rights 

and obligations. 7he knowledge about the status of any section of the society 
may be obtained through its ³roles¶ patterns and their importance as well as the 
conseTuently achieved privileges and symbols of speci¿c respect´ ����.

,ndian Woman was denied eTual rights in marital, familial, social, educational, 
economic and political fields; therefore, her subordinate status prevailed. 
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)ortunately, the initiatives taken by the &hristian missionaries to propagate their 
religion and Macaulay’s advocation of education turned out to be a boon in 

disguise. It also turned out to be a revolutionary period in the history of women’s 

liberation. 7he factors like patriarchal joint family system, polygamy, Sati, 

widow re-marriage, child marriage, Purdah system, denial of education to the girl 

child, attracted attention of the British government as well as Indian reformers. 

(minent reformers like Raja Ram Mohan Roy, ,shwar &handra 9idyasagar, 
Dayanand Saraswati, .eshub &handra Sen, *opal .rishna *okhale, Ramkrishna 
3aramhansa, Swami 9ivekananda and others tried to bring about unprecedented 
awakening among women. )or the upliftment of women in ,ndia, certain laws 
like &hild Marriage Restraint Act was passed in ����, which raised the age 
for marriage of girls to 14 years. Besides removing the evils of child marriage 

they also concentrated on encouraging girl’s education, which helped them in 

understanding and comprehending their own freedom and independent personality. 

The Sati system was declared a crime on 14
th December ���� and the +indu 

Widow Remarriage Act of ���� removed all the legal barriers in the path of widow 
remarriage. ,n ����, +indu Women¶s Right to 3roperty Act was passed to safeguard 
¿nancial security of +indu women. Apart from these reformative measures, Mrs. 
Annie Besant’s efforts to promote women’s education resulted in the establishment 

of the )ederation of 8niversity of Women in ����. Although these initiatives were 
not able to bring the intended results but they did succeed in creating resurgence 

among the Indian women. The Indian woman experienced an air of freedom and 

the beginning of a new life. On the call of Mahatma *andhi it became easier for 
women to leave their homes� they became aware of their capacity to work and it 
provided them a platform to articulate themselves. 

+owever, in the last �� years after freedom, some revolutionary changes were 
observed in the status of woman in ,ndia. Within three years of ,ndependence, 7he 
Constitution of India was formulated which materialized Pandit Jawaharlal Nehru 

and Mahatma *andhi¶s conviction in giving an eTual status to the ,ndian woman. 
According to the Indian Constitution a woman shares the same freedom of speech, 

protection of life and fundamental rights as an Indian man. Since independence, 

Indian woman has traveled a long way, conquered several barriers but there are 

still many unconquered frontiers, especially, issues related to women. The process 

of change initiated during the British regime, gathered momentum after India’s 

independence and inÀuenced the society and the ,ndian woman to a great e[tent. 
Industrialization led to the establishment of numerous industries which resulted in 

the migration of people from villages to industrial areas. This process of migration 
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became one of the reasons behind the disintegration of joint families. 7he breaking 
of the joint families and growing urbani]ation had another signi¿cant reverberation 
in the social practice of the traditional Indian society. But as an outcome of the 

process of industrialization parents soon realized the importance of education and 

training which automatically helped increasing the age of marriage for boys and 

girls. (ducation brought a signi¿cant change in woman¶s attitude and practices. As 
*irija .hanna notes,

The Indian women though conditioned by tradition, custom, public opinion 

and religious belief is showing a remarkable change as a result of education. 
Whether a typical housewife or a working women or a combination of both, 
women today have acquired a multitude of new functions while retaining 

Tuite a few old ones. 7he change in women has been remarkable though not 
revolutionary. ����� 

,n the ����s ,ndustriali]ation allured people to migrate in large numbers from 
rural areas to industrial cities in search of livelihood and better amenities. In order 

to provide better facilities, the middle-class educated women of these displaced 

families opted to work and this paved the way for economic emancipation in which 
women became as important as men in contributing to the family income. This 

changed situation urged women to play different roles their life as a result of which 

their behavior deviated signi¿cantly from that of the pre�independence women. 
Thus, the image of the present-day middle class Indian woman is one who 

is pro¿cient in every sphere of life. (ducated and skilled is what has become the 
expected image of today’s woman in India. She is not a liability or a slave but an 

eTually responsible member of her family. Sudhir .akar in his essay ³/iberalisation 
has &hallenged our Ossi¿ed 7raditional ,dentity” opines,

Another driving force behind changes taking place in many areas of social 
life is the middle-class Indian women. The women’s role as the prime 

mover of social change was made possible by two developments-one, an 

accelerated revision of the traditional view on the education of a daughter 

which encouraged higher education for girls and thus made their participation 

in work life possible, and� two, the growing ¿nancial needs of families, partly 
due to their higher consumption aspirations which welcomed the woman’s 

contribution to the family income, even when her work went beyond such 
traditional occupations as that of a teacher or nurse. ����
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Hence, it is observed that education, industrialization and modernization played a 

vital role in improving the status of the Indian woman. Literature too, depicts the 

signi¿cant changes in the image of ,ndian woman in the various te[ts written by 
the Indian writers. The conventional image of a silent and submissive follower is 

transformed and is replaced by a more con¿dent and intelligent woman. She is not 
the silent subordinate of her male relative, nor is she a blind self abnegating wife. 

Modern woman is portrayed as a sensitive and thinking being capable of walking 
shoulder to shoulder along with her male counter part. She is capable of articulating 

her opinion on issues, and is well aware of her surroundings, her limitations if 

any, and is con¿dent enough to assert her individuality. 7he transformed image of 
Indian woman has become a frequent recurring phenomenon in a number of novels 

written by Indian writers. Bai aptly details the change as, 

Women as an individual with throbbing pulse, feelings, and aspirations, 
involved in the vortex of life that is complicated, demanding and exhausting 

makes her appearance in the novels by women writers. 7he appearance of the 
fully awakened woman, prepared to accept the challenges in order to live a 
meaningful life is a recent phenomenon in ,ndian�(nglish literature. ����

Today, a woman wants to be treated as an individual and refuses to carry the burden 

of traditional bondages which have shackled her freedom since time immemorial. 
She readily confronts the traditional obligations bestowed upon her. Her 

individuality has given her new perspective towards life. She believes in having 

a career and financial independence rather than depending upon the institution 

of marriage as the ultimate settlement. /iterature reÀects life that is lived around 
us. These real life observations become inspiration for our novelists too, for their 

creativity, and therefore we observe the same chronological shift in the image of 

woman depicted in the writings of the Indian women novelists. This shift is further 

established by Meena Shriwadkar in the following words, ³Woman¶s emergence 
in society from the house and from ignorance by education was a phenomenon 

that could not long be disregarded and the writers did show an awareness of this 

phenomenon´ �����.

Image of Indian Woman in Indian English Fiction

Education came to be realized not only as a vital instrument for general 

amelioration of the Indian society, but it also acted as a very powerful medium 
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in improving the status of Indian woman. Indian woman came in contact with 

the western ideas and culture which imbibed in her the urge to achieve economic 

stability along with educational enlightenment. Her hitherto dormant thirst for 

knowledge and recognition found a new e[pression through education. +er covert 
capabilities were tapped that lay dormant because of disuse. This new spirit 

inspired Indian woman to experiment in different fields and establish her talents 

which included writing literature in English language as well. Indian society with 

a history of more than 3000 years, has undergone many vigorous changes and 

these changes have created their own relative signi¿cance, and the one segment of 
Indian society that has perhaps been most affected is Indian woman. The traditional 

image of ,ndian woman is, one who is an epitome of sacri¿ce and suffering. She 
is considered a monument of patience and devotion, a self-less bestower of love 

and affection. ,n ,ndia, ³«with its strong bend for tradition, woman was e[pected 
mainly to live for others than for herself because µothers¶ controlled and moulded 
the social structure´ �Shriwadkar ����.

,ndian (nglish )iction produced by the early ,ndian Women Novelists 
portray complex and multifaceted image of Indian woman. She is shown to be 

enacting various roles — of a mother, a wife, a daughter and a sister; woman 

as Shakti, protecting good and destroying evil, and so on. However, the image 

of ³«traditional woman, the Sita Savitri type, was at once, easy and popular, 

particularly because the male dominated society was always willing to applaud and 

appreciate. It has, therefore, naturally pervaded more and lingered longer in Indian 

literature«´ �Shriwadkar ����. 7hese presentations by the earlier male novelists 
fail to bring the real women with her strength and weakness, and even inÀuenced 
the creativity of early women novelists. It was only with the appearance of the 

female novelists after ����¶s that the real ,ndian woman is said to have come alive. 
As observed by eminent scholar and critic 3rof. R. S. 3athak,   

,ndian ¿ction in (nglish has been enriched by several highly talented women 
novelists including .amala Markandaya, Anita Desai, Nayantara Sahgal, 
Attia Hosain, Santha Rama Rau and Shashi Deshpande. They have written 

of ,ndian women, their conÀicts and predicaments against the background of 
contemporary ,ndia. While doing so, they have analysed the socio�cultural 
modes and values that have given Indian women their image and role towards 

themselves and the society. The changing contexts have placed these women 

writers in an unenviable position. Their chief contribution consists of their 

exploring the moral and psychic dilemmas and repercussions of their women 
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characters along with their efforts to cope with the challenges and achieve a 

new harmony of relationship with themselves and their surroundings. ����

,ndian women novelists like .amala Markandaya, Ruth 3rawer -habvala, 
Nayantara Sahgal, Anita Desai gave a distinct dimension to the image of woman 

in ,ndian (nglish )iction. ,n their works the modern woman is seen struggling 
to shred the burden of inhibitions imposed on her since ages. Though the much 

honored ³Sita Savitri” image still upholds the scepter, it is to the credit of these 

women novelists that we come across a life size picture of the contemporary 

woman with all her longings and aspirations, hopes and frustrations. They explored 

the areas of woman’s plight, raised issues related to the emancipation of their spirit, 

depicted their transformation from traditional to modern as well as analyzed the 

silent corners of their psyche. %ai remarks woman as an ³individual with throbbing 
pulse, feelings and aspirations, involved in the whirlwind of life´ ���� that is 
complicated, demanding and e[hausting manifests in the novels of ,ndian Women 
Novelists. It is in their writings that we come across woman who aspires, attempts 

and strives to be her true self. 

,n the novels written by the %ig 7hree, we ¿nd the stereotype or the traditional 
image of woman, who accepts ful¿llment only through sacri¿ce and suffering. 7hat 
women are ³« mysterious, women are fascinating, women are strange, women are 
whimsical, women are irrational´ �³Deshpande interview with Dickman´ ���� was 
the general depiction by the male novelists. Of course, exceptional deviations from 

the accepted norms were seen �Rosie in R. .. Narayan¶s The Guide and *auri in 
Mulk R. Anand¶s Gauri� in a few novels written by the male novelists. %ut often 
the repeated image that was depicted was where women were not given individual 

identity. Their existence was seen in relation to either their men or to the society. 

They were considered as the silent observer of the happenings. Their existence 

went unnoticed and they remained the silent sufferers for no fault of theirs. They 

remained the subservient followers as the men and the society outlined and 

fabricated their orchestration. But with the passage of time, the age old image of 

woman seems to be slowly blurring and gradually transforming into the new image. 

3athak elaborates on the distinct portrayal of women characters by ,ndian women 
novelists by stating,

7he earlier novels by ,ndian women novelists project the traditional image 
of woman. But as times changed, the portrayal became realistic with a thrust 

on her sense of frustration and alienation. The characters created by them, 



150 )orum for World /iterature Studies � Vol.8 No.1 March 2016

like their creators, were torn apart by the conÀicting forces of tradition and 
modernity. Their crisis of value adaptation and attachment with family and 

home pulled them asunder. 7he plight of the working woman was still worse, 
aggravated by her problems of marital adjustment and Tuest for and assertion 
of her. ����

.amala Markandaya is the earliest of the top�ranking women novelists, who 
attracted the spot light with her very ¿rst novel Nectar in the Sieve ������, which 
deals with the theme of rural poverty and a woman’s constant struggle to survive. 

She projects traditional women characters, belonging to various strata of society 
and they occupy the central stage in most of her works. %ai throws light upon 
.amala Markandaya¶s portrayal of female characters as, ³+er women are well�
drilled in the tenets of Indian ethos. Hence they accept the prevalent social norms 

and moral codes to a large measure. They possess an admirable strength to face the 

calamities of life and are adept at the wisdom of compromise and adjustment´ ����.
Ruth Prawer Jhabwala is considered an outsider insider as she came to India 

at the age of �� after her marriage with a 3arsi architect. ,n her works To Whom 

She Will ������ and Esmond in India ������ she e[poses the follies and foibles of 
the young girl with a mild touch of satire. +er works show her awareness of the 
changing position of woman and her attitude in accordance to the cultural changes 

in the society. Jasbir Jain in her essay on Nayantara Sahgal commends the strength 

of Sahgal’s female characters by adding that, 

Placed within domesticity her early heroines gradually move on to wider 

spaces, areas of competition and face problems of survival and this movement 

blurs the boundaries between the home and the world, rather than submit to 

the separation between them. The self is always in question as the individual 

struggles with the imposition of roles which tradition and convention thrust on 

her. �����

Anita Desai is undoubtedly one of the major stalwarts among ,ndian (nglish 
novelists. +er works like Clear Light of Day ������, In Custody ������, 
Baumgartner’s Bombay ������, Journey to Ithaca ������, Fasting Feasting ������ 
and The Zig Zag Way ������ after ����, give us a clear understanding of her 
broadened oeuvre. ,n her earlier novels, she e[perimented with varied themes like 
domestic disharmony, psyche of a working male, trauma and suffering of ,ndians 
settled abroad, self-exile and spirituality, gender discrimination etc. 
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Anita Desai provided a uniTue distinction to ,ndian (nglish )iction through 
her stream-of-consciousness technique and interior monologues. Through this 

techniTue Desai e[amines the working of inner and outer thought process of a 
human mind. She pioneered the trend of e[ploring the psychological state�condition 
of Indian woman which was till then an undiscovered realm. Her writings present a 

kaleidoscopic image of the inner turmoil within the psyche of her protagonists. +er 
women characters are introspective, hypersensitive, occasionally eccentric, who 

live in the world of fantasy. Desai probes deep into the dark interiors of the human 
psyche and successfully portrays the problem of isolation and alienation in modern 

society. To some extent her female protagonists are unable to connect to the society, 

and therefore, feel tormented by their own consciousness that lead them to the 

problem of hyper sensitivity. D. Maya in her essay on Anita Desai writes, ³She may 
not be called a pioneer in ¿ctionali]ing the ,ndian woman¶s cause. %ut can claim 
the uniTue distinction of giving a new dimension to ,ndian (nglish ¿ction « which 
shifted the focus to the une[plored realm of the female psyche´ �����.

Meena Shirwadkar in her book Image of Woman in Indo-English Novel 

comments, ³Writers appear not to have paid much attention to the recent 
phenomenon of the educated earning wife and her adjustment or maladjustment 
in the family´ ����. Shashi Deshpande completely revolutioni]ed this une[plored 
realm with her writings as she examined the anguish and conflict of modern 

educated Indian woman caught in the conflict between tradition and modernity. 

Deshpande is the most confident voice exploring individual and universal 

precedents through her female protagonists. In treating woman as an individual, she 

highlights subtleties of human behavior based on the subconscious and conscious 

mind. Her protagonists are in search of self-fulfillment and they negotiate their 

identities within the family and society. Deshpande’s female protagonists are 

depicted as human beings able to think and raise Tuestions which women had 
never dared to ask. ,n spite of being born in the traditional families, these women 
protagonists wish to move out of the limited space of their marital homes and have 

a career and an individual identity of their own. 

7he new generation of novelists whose works appeared after ����¶s like 
Arundhati Roy, Manju .apur, Namita *okhale, and Shobha De have concentrated 
on the plight and problems of women in diverse section of the Indian society. 

They present female characters as educated aspiring individuals caged within the 

confines of a male dominated society. They successfully expose the challenges 

through which ,ndian women passes in their attempt to attain self�ful¿llment. 7heir 
canvas for portrayal of women characters is widespread as it includes women from 
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,ndian traditional backgrounds to those who have migrated to foreign countries. 
Hence, while analyzing the changing status of woman in India we find 

that the traditionally imposed image of woman better known as ³Sita-Savitri” 

image has undergone a major change. ,ndian woman today cannot be defined 
as silent, subservient and sacrificing being. She is an individual with her own 

voice, aspiration and identity. (ven ,ndian (nglish )iction celebrates the new 
,ndian woman by unraveling various aspects of her personality. Whether it is her 
open quest for self or her uninhibited acceptance of her sexuality, the new Indian 

woman has become the favorite of ,ndian (nglish ¿ction written by women. 7he 
contemporary women writers are not only writing about the new woman, but are 

voicing the feelings and aspirations along with the burden and frustration of today’s 

modern educated, middle-class woman. Thus, this whole process of change in 

the image from traditional to modern has culminated into a new image of woman 

which the ,ndian (nglish )iction has helped to de¿ne.

New Woman

7he idea of New Woman has its genesis in centuries old feminist struggle. 7he 
break from the traditional image time and again led to the creation of New Woman. 
,n the ,ndian conte[t New Woman can be understood by the words of 8sha %ande 
and Atma Ram. In Woman in Indian Short Stories-Feministic Perspective, they 

uphold,

«the ³New Woman´ is one who, shorn of her µfeminine mystiTue¶, is aware 
of herself as an individual, she is free from her traditional, social and moral 

constrictions and is able to live with a heightened sense of dignity, and 

individuality. 7he ³New Woman, then, is the product of a new economic order 
in which woman casts aside her µinvisibility¶, comes out of the metaphorical 
purdah and avails of the opportunities provided by education, enfranchisement 

and employment. She, with her male counterpart, struggles for achievements 

in the professional and economical spheres, and deconstructs the image of a 

submissive, repressed and self-effacing being, the picture that emerges is of a 

self-reliant, emancipated and happy individual, a person, sexually uninhibited 

intelligent, con¿dent and assertive. ����

4uestioning is the first step towards resistance and it is essential for the growth 
of an individual. 7he New Woman with her awareness of self and the world has 
learnt to voice her dissent and has recognized her unique potential. She is a self-
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realized confident and assertive woman who is fully aware of her strengths and 

weaknesses, her dreams and aspirations, and most importantly her feelings and 
desires. 7he New Woman has gradually established that she too has wishes, likes 
and dislikes and that these are as important for her as they are for a man. +er 
awareness of her secondary position and the extent of oppression within the family 

and society make her introspect and understand her individuality. %eing well aware 
of her inner strength, the new woman tries to actualize her true self, and does not 

endorse the archaic thinking which de¿nes a woman¶s e[istence in the following 
words, ³/ike a slave while working�serving� a minister when counseling�advising� 
*oddess /akshmi in her looks�personality� the earth in forbearance�endurance� a 
mother while feeding; Rambha, the celestial prostitute, in bed; these six are the true 

characteristics of an ideal wife �Ttd. in 8ma ����.
)ocused on discovering an autonomous identity she recogni]es the futility 

in being an acquiescent, self-abnegating daughter, sister, wife or mother. She 

does not feel insecure of the privileged position enjoyed by her brother rather her 
underprivileged position in the family strengthens her resolve and determines her to 

strive for her own individual goal. 7wo distinct strands that worked in this process 
of image �re� construction are education and economic independence. ,n spite of 
social and cultural limitations the new woman is focused on re- instating the self 

that would withstand the impact of gender discrimination. Her awareness of her 

mental and physical capabilities helps her ascertain her expectation from marriage, 

family and her own life, which were until now decided by the male members of 

family. Hence, she has started accepting herself as an indispensable member of the 

family and not as the ³other.´    
On the basis of the above changes witnessed in the Indian woman, the New 

Woman in the ,ndian society can be de¿ned as a woman who possesses three main 
Tualities. )irst, she is self�reali]ed, second, she is a non�conformist Tuestioning 
tradition and third, she is self-reliant, an independent individual. 

Shashi Deshpande and Manju Kapur as the Pioneers of Change 

The aforementioned traits clearly emerge in the female lead characters of Shashi 

Deshpande¶s and Manju .apur¶s work. Shashi Deshpande and Manju .apur are 
two eminent contemporary novelists of India. Their writing celebrates the essence 

of being an Indian woman and have persistently voiced the process of their 

evolution. While Deshapnde is the daughter of a renowned regional dramatist, 
Sri Ranga and was fortunate to grow in an environment suffused with literary 

discussions, Manju .apur¶s job of (nglish 3rofessor at Miranda +ouse &ollege, 
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a prestigious college of Delhi 8niversity, kept her connected with literature. What 
brings them together is their pre-occupation with paradigm shift in the attitude of 

woman in the Indian society. 

Disillusioned with the condition of the archetype women around them, 

the heroines of Shashi Dehapande and Manju .apur vehemently pursue 
self� reali]ation. ,n the words of Deshpande, ³What is self� reali]ation but an 
understanding of the restrictions and regulations you live under´ �³,nterview with 
Romita &haudhary´ ���" %y confronting and accepting their individual self, these 
female characters become more determined and display courage to decide for ³self´ 
which eventually leads them towards gratification in life. According to Shashi 

Deshpande, ³the solution cannot be µgiven¶, because it is µself�bound¶, in other 
words, it depends on the individuals concerned- it depends on the fiber of their 

self. A deeper awareness of the self leads to the understanding of its true nature” 

�Ttd. in Mala ���. ³No education and money, nothing can help you to live a better 
life. , think it¶s more important to know what you are. Without that knowledge 
you cannot survive. <ou cannot live at all. <ou are just surviving. Once you have 
knowledge the possibilities are endless´ �³Deshpande interview with 3allavi´ ����. 
%y knowing their real self these protagonists temporarily withdraw themselves to 
their interior resources which ultimately provide them the necessary sustenance and 

strength to face their problems in life. The discovery brings about a positive change 

in their attitude which guides them to perceive the unresolved crisis in their life in a 

different way. Lise Ee Jia Lau in her article summarizes the growth of Deshpande’s 

protagonists as, ³%y the end of the novels, most of Deshpande¶s protagonists 
who have been brought up on ma[ims like ³A husband is a sheltering tree´. +ave 
found enough strength and con¿dence within themselves«the female protagonists 
becomes self�aware, undergoes the process of self�development�self�improvement, 
and eventually achieves self�ful¿llment´ �����.  

Shashi Deshpande’s most celebrated character, Jaya of That Long Silence 

transforms into a mature person when she realizes that her life is her own and 

she is responsible for her troubles in her life. ,t was due to her weakness of 
resolve that she failed to articulate and assert her own desires. She realized her 

lack of commitment to her own dreams and aspirations and led a life de¿ned by 
her husband. After this realization Jaya starts analyzing her circumstances from 

a different perspective. She becomes free from all inhibitions and decides to 

reconstruct her devastated and tattered life once again. Deshpande’s other heroine, 

Manjari or -iji from Moving On is an assertive individual from early adolescence. 

She rebels against her parents by marrying Shyam and giving up her medical career. 
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7hough -iji¶s rebellious nature helps her to ful¿ll her passionate needs and desires 
to some extent but, it was only after her realization as an individual that she truly 

anticipates her responsibilities. 7hus, self�reali]ed -iji decides to control and take 
charge of the happenings in her life. She ¿ghts to become independent emotionally 
and ¿nancially, in order to build a better future for herself and her children. most of 
the heroines of Deshpande like 8rmi, ,ndu, Sumi, Aru show an inclination towards 
independence which comes due to self realization or awareness of their individual 

needs. Her writings seem to portray the evolution of the protagonists from the 

state of confusion and bewilderment to the level of fully realized individuals, 

who display courage and con¿dence in accepting their life with all the strengths 
and shortcoming. Devi, the epitome of this process of continuous evolution, is a 

fully realized individual from the very beginning of her life. The strength of her 

personality, her individuality and her undaunted attitude to achieve happiness 

marks her as a new woman. Devi unabashedly transgresses every social dogma by 
her liaison with a married man. 

Manju .apur¶s protagonists display a mi[ed yet a much emancipated attitude 

towards their individuality. Her first protagonist Virmati of Difficult Daughters 

encapsulates an important trait of a new woman. +er ¿ercely independent nature 
and obsessive love for her Professor, a married man entails her to transgress the set 

norms of the society. Throughout the novel, Virmati never retreats from her dreams 

and desires, and ultimately when she achieves it, she accepts the relationship with 

all its challenges. Virmati truly establishes herself as one of the most emancipated 

spirits in ,ndian (nglish )iction. Astha in A Married Woman starts realizing a void 

in her mundane life as she was often made to realize her limited space, by words 

like, ³3lease keep to what you know best, the home, children, teaching´ ����. +er 
road to selfhood leads her through the unconventional relationship with a woman. 

(ven though this act of Astha uproots the traditional dictates, .apur justi¿es it as,

What she is trying to do is to juggle her own needs and desires with those of 
her family. She does this by having an affair with a woman, and it only works 
temporarily. It is not as though she has a very happy relationship with her lover 

or that she uses this relationship in order to leave her family. Her children are 

her primary obligation. She is trying to get some personal happiness out of 

that space. �³Manju .apur interview with 9andana 3athak´ ����    

However, from the open end of the novel we can conclude that Astha’s return to 

her family is only a temporary retreat, as her search for real meaning of life or the 
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attainment of ultimate happiness remains an unful¿lled dream for her. .apur¶s ne[t 
protagonist, Nina of The Immigrant is a self realized person from the beginning 

of the novel. She is an independent individual who marries a dentist Ananda, and 

migrates to Canada with a heart full of dreams. However, after a short span of 

isolated and discontented living, Nina forays toward rediscovery of self. 

Living side by side of these new women, there are few minor characters 

like Sulu, Ajji, 9imala, .usum, 9irmati¶s mother, 3rofessor¶s first wife, who 
provide a striking contrast to the degree of change observed between them and our 
enlightened ³New Woman.´ 7heir traditional mindset signi¿cantly sets them apart 
from the new woman. 

+ence as projected by these two novelists, self�reali]ation or awareness 
of true self is integral for changing the attitude of women towards oppressive 

customs. 7he years of subordination and a con¿ned life has created a limited space 
for women. Therefore, unless there is self-realization, any transgression from the 

circumscribing conditions would lead to only temporary ful¿llment. 
Awakened from the slumbering state of subjugation and peripheral e[istence 

perpetuated by the society and the lawmakers, ,ndian woman shows significant 
signs of transformation in her attitude. Equipped with education, enlightenment 

and self-discovery these revolutionary women protagonists of Shashi Deshpande 

and Manju .apur confront the restricting forces which arbitrate their path of self�
growth. 7he protagonists like ,ndu, -aya, Astha and Nina try hard to conform to the 
existing traditional structure but are compelled to revolt when their existence as an 

individual is reduced to a mere object. 7he other protagonists like 8rmi, Aru, -iji, 
Devi and Virmati, disseminate the spirit of non-conformity from their early days. 

7hey are the embodiment of individuals who think and Tuestion every single rigid 
imposition that constricts them from achieving their goal in life.

7he New Woman is awakened to the futility of the various long�preserved 
notions and taboos and has started opposing them. Her educated, speculative mind 

compels her to question the traditions and customs which are responsible for her 

subjugation. *ender bias which starts right from the cradle and the stultifying life 
of a girl compels her to raise a voice of dissent against such traditions that make 
her the custodian of family honor. She questions the dual morality of patriarchal 

system which grants freedom for boys and restriction for girls. She is intolerant 

towards woman¶s subjugation in marriage which makes her completely subservient 
to her husband who in turn is allotted a position eTuivalent to *od. She refuses 
to toe the line of the ideal ,ndian woman who is submissive, sacri¿cing and self�
effacing. Hence she raises her voice wherever she is suppressed in the name of 
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tradition or patriarchy. 7hus the new woman ³is standing up, asking discomforting, 
unconventional, unnerving questions, she is exploding the myth of motherhood, 

subverting the myth of purity and virginity.” 
34She speaks to break the silence 

which since time immemorial has been misinterpreted as her behavioral quality. It 

is important to state over here that the new woman is not against all traditions but 

refuses to adhere to those traditions which constrict and suffocate her existence. 

However, it is also very prominent that none of these protagonists rebel or 

resist patriarchy simply because of their aggressive and intolerant behavior. Nor 

do they rebel just to be simply pronounced as whistleblowers. 7hese women of 
substance use their thinking power to analy]e the present situation and when 
certain norms become an obstacle in their growth they break the norms without 
hesitation. 7hey are simple and ordinary individuals and look for a happy life, but 
the conventions of the society creates inconvenience in their lives. As mentioned 

earlier, they are self�suf¿cient and con¿dent about their capabilities, and believe 
in relying on their innate abilities; therefore, they resist the dominating doctrines 

which try to limit their future. Manjari, Devi, 9irmati, Astha, and Nina reject the 
traditional concept of purity of woman and look for se[ual gratification. 7hese 
protagonists display the ability to make their decisions and live to fulfill these 
dreams, because they believe in themselves and their decision. 

In their pursuit to strive for their self-fulfillment these non-conformists 

undergo several challenges both in the home and society. The process becomes 

even more painful as their refusal to abide by the customi]ed framework does not 
assure happiness for them. 

All the female characters of the two novelists can be broadly classi¿ed into 
four groups. 7he ¿rst section belongs to the innumerable minor female characters 
in the si[ novels who present a striking contrast to the female protagonists of 
the novel. By accepting their dependence on the male members of their family, 

as their destiny, they propagate themselves as the custodians of tradition. The 

archetypical women live their life as ordained by the society and accept it as their 

destiny. Hence, the question of resentment or articulation never arises. A number 

of such prototypes are found in the novel 

Daughter’s and A Married Woman. &haracters like -aya¶s Aunts, Mohan¶s mother, 
.usum, Malu, .asturi and Astha¶s mother represent the common fate of a number 
of such females. They believe in the existing structure of the society where the 

Tuestion of a woman¶s personal identity does not e[ist and ³the husband is like a 
sheltering tree«´ �That Long Silence ����. 

The second category of female protagonists accepts their fate without 
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questioning the impositions levied on them. It is only in few instances that they 

assert their individuality. They are not very different from their submissive 

predecessors but once in a while they do assert themselves. 3rotagonists like 
Jaya and Astha accept the conventional relationship with its limitations but feel 

dissatisfied in a number of situations where their own wishes clash with the 

desire of their family members. This conflict creates some imbalance in their 

traditionally structured family and, therefore, they are unable to revolt. It also arises 

as a conseTuence of their inability or the lack of courage to voice their dissent. 
However, their growing unhappiness and restlessness with their situation compels 

them to assert their will. Although, they cannot be categorized as independent 

individuals but they can be acknowledged as those who are on the road to 
emancipation. 

The third group comprises of those enlightened women who Deshpande 

describes as, ³7he women who go to work, the women who take decisions, the 
women who take charge of their lives´ �³Deshpande interview with Romita 
&houdhary´ ����. )or them, the superiority of the patriarchal norms does not carry 
any importance at all. What interests them is their freedom of choice, opinion, 
thought and action. They want to be allowed to live their life on their own terms. 

Self�ful¿llment and happiness are what they seek in life. 3rotagonists like Devayani 
and -iji �Manjari� believe in self�reliance and do not want to be maneuvered by 
the dos and don¶ts but make their own rules. 7heir individual happiness is their 
ultimate longing. They willingly accept the consequence of their decision and want 

to be left with their own peace.

Whereas, the fourth section of protagonists truly e[udes high self�esteem. 
7heir high self�esteem and fiercely independent nature empowers them to keep 
looking for greater goals. 7hey do wish to have a healthy family life, but their 
assertive nature never allows them to be satis¿ed by the traditional e[pectations of 
their family. 7he protagonists like 9irmati and Nina try to ¿t in an ordinary married 
life but discontented they look for happiness elsewhere. 

In our conventional society the identity of woman often gets diffused, 

shadowed and even merged as they are referred not by their names but by their 

relation to men in their lives i.e. ³daughter, sister, wife and mother of so and 
so.´ 7he New Woman is an individual with capacity to reflect on her position 
and speak for herself. (conomic independence furnishes the New Woman with 
heightened confidence which provides her the courage to stand on her own and 

demand independence in terms of decision making. As Manjari of Moving On 

poignantly states, ³Once having tasted freedom, , cannot get back into the harness 
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again´ �����. 7he new woman frames her own opinion based on her observations 
and wishes to take decision regarding her career, marriage, se[uality and life. As 
compared to the traditional image of woman, new woman is a conscious human 

being and believes in independent identity. She asserts her individuality and resists 

being treated as an ³object´ or ³property´ by the patriarchal society. 7hus, the new 
woman eTuipped with education, intelligence and determination is willing to take 
her own responsibility and understands the importance of economic independence. 

Supporting this thought Deshpande once stated, ³7oday, , believe that a woman 
should have her own source of income. Society never gives a woman her due 

unless she has money to call her own. It’s unfortunate, but it’s also a hard fact of 

life´ �³My Money´ ���.
,ndian Women novelists mainly, Shashi Deshpande and Manju .apur have 

added a new dimension to ,ndian (nglish )iction by highlighting the change in the 
,ndian woman. 7heir protagonists break their silence and articulate their thoughts 
which signify assertion of self and liberation. %reaking the silence, asserting the 
individual self, Tuestioning the patriarchal order and searching for self�ful¿llment 
occupies the centre of focus in the literary works of these novelists 7heir writing 
highlights the place and position of the contemporary women in the Indian society. 

They authentically portray the feeling of frustration and alienation faced by women.  

7heir portrayal of woman in ,ndian (nglish ¿ction is a shift from the silent sufferer 
and up holder of the traditional values of family. They have successfully conveyed 

the process of change and the attitudinal transformation of woman from a mere 

³object´ to a ³thinking person.´ ,n doing so, they have clearly given a de¿nitive 
mould to the Indian woman, with her three distinct qualities of self- realization, 

non-conformity and self- reliance.
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Abstract  7he -apanese tea ceremony, also known as chado, embodies the values 

of impermanence, imperfection and incompleteness. These values are translated 

into the practices of the tea ceremony in a regulated manner, through the concepts 

of sukiya, roji and ichigo ichie. Sukiya which represents asymmetric characteristics 

is seen in the structure of the tea house and utensils, roji is expressed through 

boundaries for the purpose of signifying differences or creating intimacy and, 

ichigo ichie encapsulates the entirety of the experience as a single chance in a 

single meeting to receive a lesson about life. This article aims to show how the 

Japanese worldview, interpreted through the principles of the tea ceremony is 

appropriated in +aruki Murakami¶s novel Sputnik Sweetheart (2002). Through a 

symbolic encounter with the tea ceremony, the concepts of sukiya, roji and ichigo 

ichie are employed to analyse the characters in Sputnik Sweetheart. These concepts 

are appropriated to character study by examining their idiosyncrasies, relationships 

and the unique experiences they encounter. By this way, the novel transfers the 

Japanese tea ceremony and its underlying worldview to literature. 
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Introduction 

7he -apanese tea ceremony, known as chado in Japan, which began as a traditional 

practice amongst -apanese monks in the ��th
 century, has evolved over time and 

place to conform to the purposes of man. Reports capture the various reasons for 

engaging in the tea ceremony, which include, to symbolise peace between Japan 

and the 8nited States of America in remembrance of the 3earl +arbour attack of 
���� and as a form of therapy to help the survivors of the )ukushima tsunami and 
earthTuake tragedy bond with each other.1 

Undoubtedly, the tea ceremony holds within it meaningful properties which 

bring about reconciliation and healing in people, as its underlying principles are 

to create an awareness of the impermanence, imperfection and incompleteness of 

the world we live in. Japan manifests these tenets in its culture through various 

forms ranging from architecture, garden designs, flower arrangement, culinary 

and the cultural arts such as theatre and paintings. Each of these cultural activities 

has adapted the Japanese worldview in its own manner. Our focus is on the tea 

ceremony and we intend to discuss how its basic concepts are articulated through 

literature. 7o enable this, we will analyse the characters in +aruki Murakami¶s 
novel, Sputnik Sweetheart (2002), for the ways in which they express the 

-apanese worldview. 7he references to the -apanese cultural worldview in Sputnik 
Sweetheart is symbolically presented through the tea ceremony and will be traced 

through the principles of sukiya �asymmetry�, roji �boundaries� and ichigo iche 

�chanced meeting�.
Murakami, an outstanding contributor to the world of story�telling, is read 

in almost every continent, as his stories have been translated into 43 different 

languages �Rubin ��. &ontemporary critics have assigned Murakami a global 
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status, and refer to him as a cosmopolitan cultural writer. +is works appeal to the 
masses because they remain accessible, eluding the confines of time and place 

�Auestad ���. Murakami, moved by two major catastrophes in -apan� the .obe 
earthTuake and Sarin gas attack in ����, realised that there were comple[ities 
within his society that he needed to understand. +e then determined that his works 
would be more culturally and socially committed to Japan, and was prepared to do 

e[tensive research to ³learn more about the -apanese as a ³form of consciousness´ 
�Murakami, 2001: ����. 7he resolution to engage with his society saw him shift the 
focus of his narratives from passive introspection to re-connecting with meaningful 

engagements in his culture. As a result, he ventured into writing Underground 

�����), a journalistic essay about the -apanese psyche. Murakami¶s commitment 
to his cultural roots e[tended to his ¿ctional work, as soon after, he wrote Sputnik 

Sweetheart, which Rubin comments carries within it ³that sense of imperfection, 
the incompleteness of self�knowledge´ �����. Arguably, the essence of the -apanese 
worldview permeates the novel and warrants an analysis. 

In the following section, we will elaborate on the history of the tea ceremony, 

its fundamental principles and the adaptation of these principles to other disciplines.

The Japanese Tea Ceremony

-ennifer Anderson in her book An Introduction to Japanese Tea Ritual traces the 

history of tea to A.D. 805-815 when Buddhist priests on their return from China 

introduced tea to the Japanese monasteries.
2 7he monks served tea to each other 

as a form of spiritual renewal, joining in worship of purity and re¿nement. %y the 
11

th
 century, the tea ceremony became a lavish event organised by the aristocrats 

and included a contest to ¿nd the best tea. ([pensive &hinese utensils were utilised 
and rituals that complemented the Chinese culture were practised. Thereafter the 

tea ceremony spread to the courts and military and became a ritual infused with 

materialistic values. The elite warriors of Japan used the tea ceremony to enhance 

their status and power.

To establish a clear distinction between the tea rituals practised in the 

monasteries with that practised in the courts, Dogen =enji �A.D. ���������� a 
Buddhist priest dictated regulations to administer the preparation of tea in the 

temples. Murata Shuko �A.D. ����"������ further enhanced these rules and was 
instrumental in imbibing the Japanese culture into the tea ritual by adding elements 

of =en and aesthetics. %y the ��th century, Sen no Rikyu �A.D. ����������, noted 
as -apan¶s eminent tea master, revolutionised the tea ceremony by making it a 
simple ritual that required attention to detail. He too was inspired by the aesthetics 
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which celebrated the beauty and natural forces of nature. Anderson further explains 

that after World War ,,, the tea ceremony became a way of preserving and teaching 
cultural practices and values and continues to be embedded into the social fabric of 

-apan, evidenced through schools established by Rikyu¶s grandsons that teach the 
tea ritual dictated by his philosophy. 

7he tea ceremony is practiced continuously to master its rituals which ful¿ls 
a greater cause in mastering life itself. In present day Japan, most families seldom 

hold tea ceremonies in their houses. Instead, both men and women attend various 

tea persuasions which teach the practices of the tea ceremony and eventually 

perform the ceremony with members of these schools. The education consists 

of the preparation of tea including lighting the charcoal fire and caring for the 

utensils used. Students also learn the traditional art of poetry and drawing, wood 

craftsmanship, pottery and gardening. 

,n the book The Japanese Tea Ceremony: Cha-No-Yu, Arthur Sadler 

describes the elaborate preparations and steps involved in the tea ceremony.
3 
The 

tea ceremony takes place in an area that consists of a garden with a teahouse. 
The area is divided into three sections. The ritual begins with the guest gathering 

in the waiting room where they are served hot water. They then move to the 

middle section in the garden and wait in an arbour where the host will greet them. 

)ollowing this, they proceed to wash their hands and mouth at a stone wash basin 
before entering the third section which is the teahouse. To enter the teahouse, 

they will have to stoop at the low entrance which is structured in such a manner 

to evoke humility and eTuality. 7hey then kneel on the Àoor, greet their host and 
have a simple meal after which they return to the arbour. When the tea is ready to 
be served, they enter the tearoom again and observe the preparation of the tea after 

which they drink the tea. 7he guests then engage in conversations on the Tuality 
and beauty of the utensils and decorations.  

The tea ceremony was established as a culture in appreciation of beauty 

through the =en master Rikyu. *uided by the -apanese practice of transferring 
philosophical lessons to one another through feelings and action, rather than 

words, Rikyu endeavoured to create a deliberate and meticulous practice that 
ensured the time, place, exterior and interior paraphernalia as well as the steps in 

preparing tea captured the essence of Japanese aesthetics. In this study, only three 

aesthetic concepts will be discussed: sukiya, roji and ichigo ichie. The embodiment 

of the aesthetics in the tea ceremony is reflected through the architecture of the 

teahouse and the various utensils used in preparing tea, in the sukiya style. Okakura 
defines sukiya as ³the abode of the asymmetrical´ ���� , elaborating that the 
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arrangement and construction of the imperfect room caused one to contemplate 

on its characteristics and imagine what it would look like if it were perfect. 7his 
experience strengthens the appreciation for the beauty of nature. The garden path 

which leads to the teahouse is known as roji. 7he aesthetics of roji is incorporated 
through the spatial arrangement of the garden which is carefully structured to 

create boundaries. Okakura e[plains that the roji ³was intended to break connection 
with the outside world, and to produce a fresh sensation conducive to the full 

enjoyment of aestheticism in the tea�room itself´ ����. 7he boundaries distinguish 
what lay outside their lines with what is inside. It creates a need to differentiate 

between these two entities. Boundaries also signal an awareness of moving closer 

to the tea house and drawing into the intimacy of its experience. The third aesthetic 

concept is ichigo ichie. The entire experience of participating in the tea ceremony 

incorporates this concept which means one chance, one meeting. Each ceremony 

is treated as a single unique experience as the time spent during the occasion is 

considered impermanent. Every ritual and movement is unhurried as it is steeped in 

etiquette and require observation and sensory prowess. 

The tea ceremony encapsulates the reality of the Japanese worldview revealed 

through the appreciation of the ephemeral nature of time, and the contemplation of 

the imperfect and incomplete, making the ceremony a valuable e[perience for life.
4 

Due to its intricate association with the Japanese culture, the tea ceremony has been 

explored by various disciplines and has been found to be closely associated with 

psychological and spiritual growth as it requires quiet contemplation away from the 

busyness of life. )ling suggests that the tea ceremony which is an elaborate event 
requires repeated actions that are associated with mind and body coordination.

5
 

Mastery of these rituals eventually creates a sense of calmness and is a form of 

stress-management. 

Anthropological studies have discussed the religious aspects of chado, by 

analysing its symbolic rituals and connecting it to the larger framework of e[istence 
of human life. Anderson asserts that the practice of tea is a mediator between the 

cosmos and man, and that its rituals transcend religious beliefs, reiterating the 

grandmaster Sen Soshitsu ;9¶s statement that ³7ea is the practice or reali]ation of 
religious faith, no matter what you believe in´ �����. .ondo further points out that 
the rituals which include repetitions, sequences, sensory media and boundaries are 

imbibed for the sake of creating an e[perience apart from the regular routine of the 
world.

� ,n modern day -apan, weekly classes on the tea ceremony cater to a large 
proportion of the -apanese population. %oth men and women take meticulous care 
in studying the rituals for the attainment of self-actualization. Mori who did a focus 
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study on women and their purpose for studying chado reveals that the tea ceremony 

ful¿ls the plan for self�development.7
 It helps to prepare women for marriage, use 

time productively and develop creative skills. 
The tea ceremony has also impacted architectural studies as the specific 

requirements for the tea setting which include its physical environment and the 

way it interacts with the environment, alludes to sustainable elements in designing. 

,so]aki, et al. argue that architects have used these principles in designing space 
by incorporating engagement with the ¿ve senses and the use of building materials 
which embody the aesthetics of the tea ceremony.

8 7schirky and ,kawa developed 
a framework incorporating the values of the tea ceremony for the service industry.

�
 

They introduced concepts on the mental attitude required while serving tea and the 

idea of equality of status between host and guest as accorded by the ceremony, to 

improve the quality of service in hotels.

During the medieval period, -apanese literature was greatly inÀuenced by =en 
Buddhism and themes were dedicated to the philosophy of impermanence captured 

through the creative works.
10

 The classical literature, mostly written as poems 

were dedicated to enhancing the beauty of nature. The power of the language and 

sounds in the poems worked on the principles of suggestion, irregularity, simplicity 
and perishability.

11
 These ideals were transferred to other artistic forms such as 

paintings and theatre. The tea ceremony which was one of the symbols of culture 

imbibed some constructs of the Japanese aesthetics found in literature.

Sputnik Sweetheart

In this article, we aim to show how the tea ceremony shifts from a tangible 

setting to a fictional setting in the form of a narrative. The study of chado from 

the perspective of various disciplines have sought to explain the meaning of the 

ceremony, the reasons for engaging in it, and the aesthetic principles, which can be 

adopted and assimilated through behaviour or creative production. These elements 

also appear to be replicated in fiction, which is another form of communication 

within culture. )ollowing *eert]¶s suggestion that culture is a ³historically 
transmitted pattern of meanings embodied in symbols, a system of inherited 

conceptions expressed in symbolic forms by means of which men communicate, 

and develop their knowledge about and attitudes towards life´ ����, the literary 
te[t, can also be taken as one of these symbolic forms. Analysing a literary te[t for 
the concepts of the tea ceremony suggests a new way of appreciating the culture. It 

provides a new encounter of participating in the tea ceremony by reading a novel. 

In Sputnik Sweetheart, Murakami interweaves three concepts of the tea 
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ceremony: sukiya, roji and ichigo ichie. At the outset, Murakami creates the 
setting for the tea ceremony by demarcating the inner world and outer world 

through the narrator .. Similar to the roji that signals one is entering a different 

world, Sputnik Sweetheart begins with a young man stepping out of his present 

thoughts to enter into an altered premise ¿lled with memories. ,n his recollection, 
. details the story of Sumire, a girl he secretly loves, and the events that lead to her 
disappearance. 7he narrative begins with a description of Sumire feeling ³a love of 
truly monumental proportions” for Miu �Murakami, 2002: �� , a woman �� years 
older than her and the eventual rejection by Miu, when this love is e[pressed. ., 
through his observations, highlights the sukiya or unsymmetrical attributes within 

himself and that of Sumire and Miu. He also describes experiences of crossing 

boundaries or roji to initiate intimacy, and ichigo ichie moments which reveal a 

new understanding of the self for each of them.

The novel Sputnik Sweetheart, will be discussed by examining the three main 

characters, Sumire, . and Miu. 7he characters will be analysed for their inner and 
outer attributes which reflect asymmetrical qualities in relation to the aesthetics 

of sukiya. When the characters engage in a relationship with each other, the 
boundaries that are demarcated in the relationship will be compared to the concept 

of roji. And ¿nally, selected e[periences similar to ichigo ichie that have impacted 

the characters will be analysed. On the whole, all these concepts personify a tea 

ceremony ritual through ¿ction.

Sukiya: The Asymmetrical Attributes of Sumire, Miu and K

Murakami creates characters that complement the tone and mood of the tea 
ceremony through the qualities of sukiya which embody the essence of asymmetry. 

Sukiya commands the ability to draw one’s attention to participate in understanding 

the beauty and harmony of asymmetry. Sukiya appears as physical or abstract 

embodiments in the characters and are described through their appearance and 

behaviour. 

Sumire, the main character is described by . as not ³e[actly a beauty´ 
�Murakami, 2002: ��. +er mouth was too wide and her nose too small and she was 
³as thin as one of those war orphans´ ���. She dressed up awkwardly, like a male 
character in .erouac¶s novel, with oversi]ed coat, rough boots and unmatched 
socks. 7he description of her outward appearance e[empli¿es the Tuality of sukiya 

that Sumire possesses. Her facial features are alluded to asymmetric qualities as 

her mouth and nose do not appear to be proportionate on her face. Her body weight 

is below normal although she is from a working�class family living in the city. 
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Comparing her to a war orphan creates a distorted image. And, although a woman, 

she opts to cross dress and in addition, selects clothes that do not compliment her 

body. +ere, the appearance of Sumire is e[aggerated to show her jagged traits.
Additionally, Sumire’s internal characteristics further strengthen the idea of 

sukiya as seen through the fragmented perception that she has of herself. . e[plains 
that Sumire’s mother, mesmerised by Mozart, named her after the title of his piece, 

which means violet in -apanese. When Sumire discovered that the lyrics spoke of ³a 
callous shepherd¶s daughter trampling down a hapless little violet in a ¿eld´ �ibid. 

���, she detested her name. +er name represents a delicate Àower and is connected 
to her mother’s love. However, when she chooses to associate it with violence, the 

hatred for something which she owns, inadvertently creates an irregular identity. 

This further transfers into her inability to stay focused, as she quits college 

to become a writer, but, lacks the discipline to produce substantial work. +er 
asymmetrical perception of herself also leads her to develop sexual desires for the 

same se[ as seen in her attraction towards Miu, ³+ere , am in love for the ¿rst time 
in my life, aged ��. And the other person just happens to be a woman´ �ibid. ���.

The quality of sukiya is further enhanced through the other female character, 

Miu. When Sumire unabashedly tells Miu that she wants to be like her, Miu startles 
her by responding ³)ourteen years ago , became half the person , used to be. , wish 
, could have met you when , was whole´ �ibid. ���. Miu narrates how an encounter 
she had in her past has caused her to become the asymmetrical person that she is 

with the inability to reveal her true self:

I was still on this side, here. But another me, maybe half of me, had gone over 

to the other side. 7aking with it my black hair, my se[ual desire, my periods, 
my ovulation, perhaps even the will to live. �����

Although sexually desirable, her sexual desires were abated and caused an 

imbalance in her life. She says ³, haven¶t been able to give myself to anyone in this 
world´ �����. She marries to live up to the norms of society but is unable to live a 
ful¿lling married life. +er innate talent for music is suppressed to build a career in 
business. A few months after Sumire¶s disappearance, . happens to catch a glimpse 
of Miu in 7okyo and sees in her ³an empty shell´ �����. Once again Miu evokes a 
sense of asymmetry as the void in her personality creates a sense of intrigue, even 

as she continues to exist. 

7he sense of asymmetry is represented by the final character ., a school 
teacher, whose professional behaviour is Tuestionably wanting. . reveals his 
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instinctive sexual desire for the opposite sex and explains that he gratifies his 

needs when the opportunity arises, having many partners whom he has sexual 

relationships with, including a student¶s mother whom he meets twice a month. . 
confesses ³,f people discovered , was sleeping with the mother of one of the kids 
in my class, , could lose my job´ �����. . is conÀicted as he realises that what he is 
doing is unethical yet he resigns to it. 

The central idea of sukiya is to facilitate inspection into what is conceived as 

beautiful and is only revealed when one comes to terms with its uniTueness. /ike 
the tea-room that is built from rough material or the tea bowl that is uneven and 

Àawed, beauty can only be found when these Tualities are appreciated. 7his essence 
of sukiya is represented through Sumire’s irregular physical features and her 

conÀicted self, making her intriguing and endearing. When . chooses to describe 
these asymmetrical features in her, in actual fact he has learnt to value her beauty 

on a personal level. Through Miu, attention is drawn to her asymmetrical existence 

as she continues to live through the routine of life. Through this observation, 

the beauty of life amidst its harshness is learnt to be appreciated. And ¿nally, . 
personifies the asymmetrical values that society lives by. Having this distorted 

ethical conduct causes . to inspect himself. +e reasons that in order to understand 
the self, he has to decide ³+ow important the world outside is to me, how , 
maintain a sense of equilibrium by coming to terms with it. That’s how I’d grasp a 

clearer sense of who , am´ ����.
The three characters individually represent a distinctive quality of sukiya, 

which when placed together fortify and create an atmosphere similar to the 

tea ceremony. The following section discusses the concept of roji in Sputnik 

Sweetheart. 

Roji: Crossing Boundaries, Building Boundaries

As mentioned, the tea ceremony takes place in a setting that is demarcated by 
symbolic boundaries. The boundaries in the garden path signal leaving the outside 

world to enter into an inner world. The boundaries systematically create a need 

to segregate what is on either side of the line as it sets limits on the behaviour 

and emotions. As the participant approaches the tea house, the boundary between 

the garden and an intimate place is created by the tea house. The tea-room in the 

house, has low ceilings, small entrances and subdued lighting, making it a secluded 
physical vacuum, designed for intense contemplation. Here, intimacy is contained 

and preserved. When the host and the guest engage in drinking tea, intimacy is also 
created as they exchange conversations and discuss the entire experience. 
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The relationships that are formed in Sputnik Sweetheart centre on Sumire 

who is the common person with whom . and Miu share a bond. 7he triangular 
relationship in which . is attracted to Sumire and Sumire to Miu signifies 
boundaries in the relationships which create an intimate and dynamic exchange, 

resulting in a new way of understanding life. 

. and Sumire are ¿rst acTuainted at college. . is immediately drawn to her 
and becomes her con¿dante. 7he relationship crosses the ¿rst boundary, moving 
from being casual friends to close friends when Sumire chooses to sleep over at his 

apartment occasionally. Within the con¿nes of this friendship, their conversations 
become broader and deeper as they spend hours talking about various topics 
and intimate details. +owever, . laments that Sumire does not cross the se[ual 
boundary as she has no hint of ³romantic feelings >for him@ let alone se[ual 
interest´ ����. .¶s attraction to Sumire however, does not disrupt the harmony in 
the relationship, even when he ³is sei]ed by a violent desire´ ���� to make love 
to her. ,ndeed, he admires her from afar, saying that there is ³something special 
about her´ ���. +e even longs for the oddly timed phone calls he receives from 
her, as conversations with Sumire enables him to ¿nd answers about himself. 7he 
relationship suggests the interdependent motives that point to the fact that Sumire 

enables . to understand that these boundaries are inevitable and yet hold within 
them the potential to change .¶s perspectives and respect himself. 

. is realistic in his views, noting that when you ³remove everything 
pointless from an imperfect life«it¶d lose even its imperfection´ ���. As such, 
his relationship with Sumire and the boundaries created, defines his being. As 

mentioned earlier, Sumire had the ability to make . change his perspective on his 
future plans. When he realises that she had decided to forgo the past and not be 
entrenched in despair, he resolves to do the same. 

On his return to 7okyo, his student¶s mother who is also his lover asks him 
to accompany her to a supermarket where her son &arrot, had been caught shop�
lifting. After the incident, . spends some time talking to &arrot privately, but 
admits that he is actually using &arrot as a decoy, to ³think aloud´ �����. As he 
examines the boundaries in his life, he begins to differentiate between what is right 

and wrong. By doing so, he symbolically creates boundaries to understand himself 

better by getting into the core of his being and evaluating his values. Through his 

encounter with &arrot, he realises that ³unless you find the fundamental cause 
and treat that, the same problem will surface later on in a different form´ �����. 
When he meets &arrot¶s mother again, he resolves to end the affair, and learns to 
segregate and respect his profession by erecting boundaries in his sexual pursuits, 
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as he realised the conseTuences it may have on &arrot and himself. . says, ³, don¶t 
think it¶s right that ,¶m part of the problem. , can¶t be part of the solution if ,¶m part 
of the problem´ �����.

. moves on to recall Miu, whom Sumire was attracted to. Sumire encountered 
Miu for the ¿rst time at a wedding reception and ³in the instant Miu touched her 
hair, Sumire fell in love´ ���. Despite Sumire¶s declaration that she ³isn¶t much to 
look at´ ���� Miu who is drawn to Sumire¶s alluring irregular features, pulls her 
chin, ga]es at her face and assures her that she is very attractive. When asked to 
describe her practical skills, Sumire lists all her negative traits. Despite this, Miu 
offers her a job and when the intrigued Sumire Tueries, Miu e[plains ³, like your 
face, the way you look´ ����. When they meet again, Miu holds Sumire¶s hand and 
persuades her to work for her. 

Miu initiates the boundary for the purpose of creating an atmosphere of 

closeness that empowers Sumire to e[plore her inner self. When Miu ga]es at 
Sumire, Sumire sees her reÀection in Miu¶s eyes and feels ³her soul being sucked 
into the other side of the mirror´ ����. 7hough e[citing, she is intimidated by it. 
Miu has the capability of drawing Sumire into an empty space that creates the 

impetus for quiet, inward-inspection. In this vacuum, Sumire attempts to change 

herself, explore her sexual desires, and eventually disappears into another space in 

the world to continue her journey of endless opportunities.  
The intimate space created by Miu firstly, enables Sumire’s entire outward 

appearance to change. Miu hands down some used but fashionable clothes, shoes 

and cosmetics for Sumire to wear to work. Sumire also begins to overcome her 
smoking addiction. All these prove to be a struggle for her as when she meets 
. again, who remarks that she is hardly recognisable, she e[presses her fear of 
losing herself and of not knowing what the future may hold. 7his fear is repeated 
in a letter she writes to . while on tour in (urope with Miu. She says, ³, have 
this strange feeling that , am not myself anymore´ ����. )orced into a place of 
intimacy, every action, thought and feeling that Sumire has, magnifies and her 

desire for sexual intimacy escalates as she increasingly becomes attracted to Miu. 

She observes Miu ³coming out of the bath with a towel wrapped around her« of 
her changing her clothes´ ���� and her body on the beach, where they spend time 
swimming and sun-bathing in the nude, and this leads her to have sexual fantasies. 

The relationships that the characters develop with each other once again 

reveals the crossing of boundaries to create intimacy or the need to build boundaries 

to demarcate differences that result in a change of perspective. Confronted 

with reality, the characters learn to embrace the challenges, decide on what the 
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boundaries signify in the relationships that they have and seek to understand the 
values each holds and through them, develop a deeper understanding of the self. 

The final section is on the ichigo ichie experience described in the novel that 

support the idea of one chance, one meeting for a revelation of the impermanence 

of life. 

Ichigo Ichie: A Chanced Meeting for S

Murakami narrates an ichigo ichie experience for all three characters in the novel 

for various reasons that ultimately support the concept of the transient nature of 

time. The tea ceremony is valued as an ichigo ichie experience as the encounter 

may never be repeated, at another time or place, or with another person, making it a 
meaningful, reÀective e[perience.  

Miu the oldest of the three characters, experienced an ichigo ichie moment 

when she was studying piano in )rance. She took leave for a business trip in a 
small town in Switzerland where she met an elderly Latin man and felt sexually 

threatened by him. The feeling overpowered her to the extent that she felt 

delusional and sensed the whole town turning against her. Late one night, she rides 

the )erris wheel at the amusement park and is abandoned by the attendant. 7he 
e[perience of being stuck in a )erris wheel forced Miu to encounter a defining 
moment in her life. The space she was caught in was high in the air away from the 

ground. 7he time was after midnight, surrounded in darkness. 
)rom high up, she was able to view her apartment through a pair of binoculars 

and was horri¿ed to see herself in her apartment, having se[ with the /atin man 
she detested. ³, was right here, and another me was over there. And that man ²
)erdinando ² was doing all kinds of things to me over there´ �Murakami, 2002: 

����. 7he e[perience was so mortifying to the degree that a permanent record of 
this encounter was imbedded in her� she e[plains ³it was meaningless and obscene, 
with only one goal in mind ² to make me thoroughly polluted´ �����. When 
she is found the ne[t morning, she is taken to the hospital and treated for shock. 
8pon seeing herself in the mirror, she faints as she reali]es that ³the white�haired 
woman starting back at her was herself´ �����. At that point, Miu µvanished¶. She 
though was uncertain ³which me, on which side of the mirror, is the real me"´ Miu 
accepted the fact that ³something was missing from >her@. Something absolutely 
critical, though >she@ didn¶t know what´ �����. 

The incident caused her to delve into herself and she realizes that what 

she lacked was ³human warmth´ �����. ,n her pursuit of e[cellence, she had no 
sympathy for those who were under achievers. The ichigo ichie experience was a 
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revelation of the impermanence of life for Miu, the reality that physical appearance 

and capabilities are temporary and can vanish without warning. As such, Miu had 

to learn to appreciate each day of her life.

Sumire’s ichigo ichie experience occurred when her suppressed sexual desires 

for Miu were finally revealed. /ate one night, on the *reek island they were 
vacationing on, Sumire enters Miu’s room after encountering a nightmare. Miu 

allows Sumire to share her bed in order to comfort her, but Sumire overcome by 

her sexual desires, begins to caress Miu. Although Miu allows this momentarily, 

she eventually resists Sumire. Sumire apologises saying. ³,t¶s just that , like you. 
,¶ve worried about it for so long, and , had to try´... >Sumire, then@ ³sobbed into 
her pillow for the longest time´ ����� after which she left the room to be alone. 
That night, Sumire disappears. Sumire’s confrontation with her own self about 

her desires towards Miu, is revealed in this experience. She dares to express her 

feelings for Miu and acts on them. Unable to face the outcome, she disappears. 

After reading her documents, . concludes that Sumire e[pressed ³the will to 
move forward, the struggle to make a new start´ �����. She had found an ³e[it «
from this side to the other´ �����. 7his scene signi¿es the essence of impermanent 
feelings and the ability and opportunity to begin something new when these 

feelings are not reciprocated. Miu further concurs by stating that: 

in the end [we are] no more than lonely lumps of metal on their own separate 

orbits…when the orbits of these two satellites of ours happened to cross paths, 

we could be together. Maybe even open our hearts to each other. But that was 

only for the briefest moment.in the next instance we’d be in absolute solitude. 

8ntil we burned up and became nothing. ����� 

The description by Miu of them being satellites, reinforces the nature of a chanced 

meeting between strangers who for that brief moment are required to value the 

experience as it may never recur.

After . is informed that Sumire had disappeared, he travels to the *reek 
island to search for her. Late one night, he hears music coming from a mountain 

and decides to investigate. As he approaches the source of the music, he encounters 

a strange ichigo ichie e[perience of losing himself, ³my real life had fallen asleep 
somewhere«´ �Murakami ����. +e is sucked into the deep ocean surrounded by 
sharp images which he refuses to look at to understand as he says ³meaning is ¿[ed 
to the temporal, and the temporal was trying to force me to rise to the surface” 

�����. . did not want to accept the meaning of the moment at that point. 
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. returns home dejected. /ate one night, he receives a mysterious phone call 
from Sumire, weeks after her disappearance. She asks him to fetch her from the 
phone booth that she used to frequent. Seconds later, the call disconnects. At that 

moment of ihcigo ichie, one chance, one meeting, he realises that even though 

he had not seen her for some time and was worried that she had been missing, he 

had not actually lost her because they were still attached in many other ways. The 

memories that he had were prominent reminders of her. He comes to realise that 

nothing is permanent, that ³a feeling of immeasurable emptiness´ ����� is all that 
is left behind. People will not be permanent in our life, but memories of them will 

live on. In the last few paragraphs of his narrative he concludes:

Maybe, in some distant place, everything is already, quietly, lost. Or at least 

there exists a silent place where everything can disappear, melding together in 

a single, overlapping ¿gure. And as we live our lives we discover ± drawing 
towards us the thin threads attached to each other ± what has been lost. �����

)inally, he says, ³,¶m in no hurry. 7here¶s no need to rush. ,¶m ready. , can go 
anywhere´ �����. 7he appreciation for the transience of e[istence and the fact that 
Sumire is cherished because she is evanescent, brings the tea ceremony to an end as 

. has come to understand that this is the reality of life.

Concluding Remarks

&learly, a reading of Murakami¶s work which appropriates the concepts of the 
tea ceremony, reveals a deeper understanding of the way of life from a Japanese 

perspective. The novel illustrates the interdependent relationship between the 

characters and how they represent the principles of the tea ceremony. In its essence 

the beauty of life can be found in imperfection which Murakami identi¿es through 
Sumire. When the oddity of Sumire¶s looks and behaviour are pri]ed, she becomes 
exceptionally endearing and special. Miu represents the resilience of imperfect 

characters that strive to be a part of this world, and that warrant appreciation. 

And . personi¿es the imperfect behaviour of humans, a reality which needs to be 
acknowledged and duly addressed.

All three characters bond intimately through the relationships they forge. 

Sumire¶s ¿lial relationship with . empowers him to understand the impermanence 
of life and the need to be accountable. Sumire made an impact on .¶s life because 
she was within reach yet impossible to possess. The thoughts that she leaves 

him with make him realise that he should change to be a better person and a role 
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model to his students. Miu invites Sumire into the con¿nes of a small and empty 
space which offers opportunities for her to achieve self-realisation in privacy. The 

experience though is not the sum of life and creates a sense of incompleteness 

as she realises that life must continue and the experience must be used as an 

impetus for the next step in the discovery of life. The ichigo ichie moment that the 

characters experienced serves to reveal a deeper understanding of the impermanent 

nature of life. As nothing could be held onto, be they personal attributes, emotions 

or people, the one message that is consistent is the need to trudge forward and 

embrace life. Sputnik Sweetheart which first appears as a love story with sexual 

desires gone awry offers a deeper and subtle understanding of the Japanese 

worldview. Not only does the novel bring to life the qualities of the tea ceremony, it 

also gives a new perspective to this cultural ritual, in this respect reÀected through 
the characters. 

)inally, a close inspection of the title of the novel alluding to the Sputnik 
space shuttle further strengthens the ideals of the Japanese worldview. The title 

creates an imagery of an object orbiting in the dark void, rotating in an infinite 
vacuum, to signify the very essence of impermanence that the Japanese culture 

embraces, similarly embodied by the bowl in the tea ceremony that represents the 

cycle of life. 7he Sputnik space shuttle also represents the teahouse, as similarly, 
it is located in a space isolated from the ³outside´ world. 7he shuttle also is a 
cramped and con¿ned space which creates an intimate ambience for reÀection and 
contemplation on the imperfection and incompleteness of life. Murakami has subtly 
infused Sputnik Sweetheart with the Japanese culture and engaged the reader in 

viewing life through the Japanese lens. As a result, a broadened frame of reference 

to the -apanese worldview is constructed. What is revealed in the end is that the tea 
ceremony inÀuences every action and behaviour, and continues to be reconstructed 
through various ways to fortify the Japanese way of life. 

Notes

1. See )rancis Markus, ³7wo years on, new psychological stresses emerge amongst survivors 

of Japan’s triple disaster,” 7he ,nternational )ederation of Red &ross and Red &rescent 

Societies, � March ����, 30 May 2015.�<http:��www.ifrc.org�fr�nouvelles�nouvelles�asia�paci¿c�

japan�two�years�on�new�psychological�stresses�emerge�amongst�survivors�of�japans�triple�

disaster�������!�� Dan Nakaso, ³With tea ceremony, hope rises to heal wounds of war,´ Star-

Advertiser, �� -uly ����, � August ���� �<https:��www.staradvertiser.com�hawaii�news�with�tea�

ceremony�hope�rises�to�heal�wounds�of�war�!�.
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2. See Jennifer. L. Anderson, An Introduction to Japanese Tea Ritual �Albany, New <ork: S8N< 

3ress, ����� ��.

3. See Arthur L. Sadler, The Japanese Tea Ceremony: Cha-No-Yu �9ermont: 7uttle 3ublishing, 

����� ��.

�. See <uriko Saito, ³(veryday Aesthetics´, Philosophy and Literature ��.� ������ ��. 

�. See Sheila )ling, ³3sychological Aspects of the Way of 7ea,´ Japan Studies Association 

Journal � ������ ��.

�. See Dorinne .ondo, ³7he Way of 7ea: A Symbolic Analysis,´ Man London ��:� ������ ���. 

�. See %arbara /.R. Mori, ³7he 7ea &eremony: A 7ransformed -apanese Ritual,´ Gender & 

Society �:� ������ ��. 

�. See Arata ,so]aki, et al., The Contemporary Tea House: Japan's Top Architects Redefine a 

Tradition (-apan: .odansha ,nternational. ����� ��.

�. See .otara Nakamura, +ugo 7schirky and <asuo ,kawa, ³Dynamic Service )ramework 

Approach to Sustainable Service Value Shift Applied to Traditional Japanese Tea Ceremony,” 

Management of Engineering & Technology. PICMET 2008 (Portland International Conference, 

����� ����. 

��. See *raham 3arkes, ³-apanese Aesthetics´ in The Stanford Encyclopedia of Philosophy, 

Winter ����,14 June. 2015 ��http:��plato.stanford.edu�archives�win�����entries�japanese�

aesthetics�!�. 

��. See Donald .eene, ³-apanese Aesthetics. 3hilopsphy (ast and West,´ Symposium on 

Aesthetics East and West ��:� ������ ���.
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FWLS Was Indexed in ESCI of Web of Science

Forum for World Literature Studies �)W/S� was inde[ed by 7homson Reuters 
in Web of Science: (merging Sources &itation ,nde[ in ����. As a new inde[ 
in the Web of Science™ Core Collection, Emerging Sources Citation Index 

�(S&,� e[pands the citation universe and reflects the growing global body of 
science and scholarly activity. ESCI complements the highly selective indexes by 

providing earlier visibility for sources under evaluation as part of SCIE, SSCI, and 

A	+&,¶s rigorous journal selection process. ,nclusion in (S&, provides greater 
discoverability which leads to measurable citations and more transparency in the 

selection process.

With an international editorial board and published by .nowledge +ub 
3ublishing &ompany /imited, )W/S publishes peer�reviewed, open access and 
original articles on topics including theoretical studies, literary criticism, literary 

history, and cultural studies, as well as book reviews in the areas of world literature 
studies, particularly, the study of literature of those neglected countries and 

culture regions. )W/S has been steadily establishing its reputation since the ¿rst 
issue of ����, which is indicated by its inde[ation in S&O38S, the databases of 
(%S&O, *ale, M/A�M/A ,nternational %ibliography� and A%(//�7he Annual 
%ibliography of (nglish /anguage and /iterature�. 

We are very e[cited that )W/S is now of¿cially recogni]ed by the 7homson 
Reuters and publications in )W/S since ���� can be tracked in Web of Science, 
which is an important step for its becoming more visible in the community of arts 

and +umanities. )or this important milestone in the history of )W/S, we would 
like to thank all he editorial board members for their advice and contributions and 
all the editorial staff for their hard and highly effective work. We especially want to 
thank all our authors for contributing their wonderful articles and all the reviewers 
for providing the top notch professional expertise. This milestone, as important as 

it is, however, is just a new beginning for our ne[t goal: to be included in Arts and 
+umanities &itation ,nde[ �A	+&,�. We will, as always, make continuous efforts 
to let W)/S be the best forum and media for scholars and authors to share their 
insights into literature studies. 






