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LITERARY CONCEPT “SOLEIL COUCHANT”IN J.-M. DE HEREDIA'S AND TH. GAUTHIER'S POETIC DISCOURSE

Section 1. Linguistics
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LITERARY CONCEPT “SOLEIL COUCHANT” IN J.-M. DE
HEREDIA’S AND TH. GAUTHIER’S POETIC DISCOURSE

Abstract: The article is dedicated to the investigation of the structure and means of presentation
of poetic information in the virtual reality of the poetic text, reflection issues of national and au-
thor’s image of the world through linguistic consciousness of the writer. On a material of the French
poetic discourse of the 19™ century presented by such literary works as “Soleil couchant” by J.-M.
de Hérédia and “Soleil couchant” by Th. Gauthier, is investigated specificity of functioning literary
concept “soleil couchant”.

Keywords: literary concept “soleil couchant”, information, poetic discourse.
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XYOOXXECTBEHHbIW KOHLUENT «SOLEIL COUCHANT»
B NO3TUYHECKOM ANCKYPCE X.-M. SPEOUAUT. TOTbE

Annotanus: CraTbsi IOCBSIIEHA HCCAGAOBAHUIO CTPYKTYPBI U CIIOCOOOB IIPeACTABAEHHSI IO TH-
4eCKOM MHPOPMALIUK B BUPTYAABHOM PEaABHOCTH CTUXOTBOPHOTIO TEKCTA, IpobAaeMaM 0ToOpaxe-
HUS HALJHOHAABHON M aBTOPCKOJ KapPTHH MUPA CKBO3b IIPU3MY CO3HaHMs mucareast. Ha MaTepuaae
(paHIy3CKOro MOITHIECKOTO AUCKypca 19 cToAeTHsI, IPeACTaBAEHHOTO IIPOU3BeAeHUSIME « Soleil
couchant> JK.-M. poe Opeana u «Soleil couchant> T. Torpe, paccmorpeno crenudpuxy GpyHKIHO-
HUPOBAHUS XYAOXKECTBEHHOT'O KOHIIenTa «soleil couchant>.

KaroueBbie cAOBa: XyAOXKeCTBEHHBII KOHIenT «soleil couchant>, nudopmarius, moarnyeckuit
AVICKYPC.

ITpeacTaBaeHne npupopHoro sBaeHus soleil  num (mo cyTy, PoHOBOI AOKanUM), a KaK BeAyIe-
couchant (¢p. 3ax0a cOAHI]a) B KaHBE AUTEPaTyP- IO 9AEMEHTA IOAAYM O3TUIECKON HHPOPMALHN
HOTO IIHChMA He B Ka4eCTBe ITO3THIECKOM AeKOpa-  NMPOHU3BEACHHS MPHUHAAACKUT XYAOXKEeCTBEHHO-




Section 1. Linquistics

9CTETUYECKON TPAAULIUY PPAHITY3CKOTO CTUXOTBOP-
HOT'O AMICKYpCa HauMHas C epBoi TpeTu 19 croserns.
MoOAEpPHUCTCKHUT CEOXKET 3aXOASIIETO COAHIA CBSI3aH
C MOTHBOM O3HAMEHOBAHMsI OKOHYAHUS CYTOK 4e-
pe3 oAUy HEKOTOPBIX METEO- M XPOHOIPadpHIeCKUX
KOOPAMHAT BpeMeHH. A\aHHbIM HHOPMaIIMOHHBIN
paKypc TpebyeT 06paTUTHCS K TaKOi TeMe GpPaHITy3-
CKOT'O CTUXOTBOPHOT'O AUCKyPCa MOAEPHU3MA KaK
«temps> (p. BpeMs1) — CPeAOTOUHS I1eAOH 1IeTIouKH
MOAEPHBIX OITUIECKUX CMbICAOB (UTepabeAbHbIe
crpykrypHblie moaean “fuite du temps” (J.-M. de
Hérédia “Soleil couchant”, V. Hugo “Soleils couch-
ants”, Th. Gautier “Soleil couchant”), “temps aboli”
(G. Apollinaire “Passion”, Ch. Baudelaire “Harmonie
du soir”), “éphémeére du temps” (P. Verlaine “Soleils
couchants”)), obecriednBaromux GyHKIMOHHPOBAHUE
discours de crépuscule Toro nepuoaa.

B Hameit ctaTbe HAOAIOACHHIO IIOAAQETCS 3aALH-
CTBOBAHUeE [T09THIECKOro cMblcAa “fuite du temps”
(«CKOpPOTEYHOCTb BpeMeHH, KOTOPOe MIPOXOAUT> )
B aKTyaAM3aL[IH XYAOXKECTBEHHOT'O KOHIIeNTa ppaH-
L[y3CKOM MOAEPHUCTCKOM AUTEPATyPHOM TPAAULIMMI
“soleil couchant” B TaxoM nH$OpMaLIOHHOM Ha-
noanennu — “soleil couchant magique” (na npumepe
cruxoTrBopenutii J.-M. de Hérédia “Soleil couchant”,
Th. Gautier “Soleil couchant”). 3amerym, uTo OA06-
HBII1 PaKypC IIePeAAYH II09TUYECKOM HHPOPMALIIH
OCHOBBIBA€TCSI Ha aKI|eHTUPOBAHUH PACTSIHYTOTO BO
BpPEMEHHBIX ¥ [IPOCTPAHCTBEHHBIX IPAHUIIAX BOCIIPHU-
STHSI BUSUH-HAOAIOACHUS] MOMEHTA 3aX0A COAHIIA KaK
MUCTEPUH, «IyAECHOTO IIPOSIBAEHUSI>>, IIPOBOLIUPYIO-
LIIEr0 «OLfyljeHne OeCKOHEYHOCTH» Pelpe3eHTalel
MHOTOYMCAEHHOCTH CBOUX HI0aHCOB [ 7, 109]. Tpu
9TOM B POKYyCe OITHIECKOTO COOBITHSI OKA3bIBAETCS
XyAOKECTBEHHBI1 06pa3 cymepek (¢p. crépuscule),
IPEACTABASIOLHI ACTAABHYIO U II0ITAIHYO AeCKPHUII-
LIMIO IPHPOAHOTO SIBACHIS 3aX0AQ COAHITA KaK “magie
du soleil couchant”: L'horizon tout entier s'envelope
dans l'ombre, / Et le soleil mourant, sur un ciel riche et
sombre, / Ferme les branches d'or de son rouge éventail
(Hérédia); Le soleil se coucher derriére Notre-Dame. /
Un nuage splendide a I'horizon de flamme, / Tel qu'un

oiseau géant qui va prendre l'essor, / D'un bout du ciel
a lautre ouvrait ses ailes d'or, / — Et c’était des clartés
abaisser la paupiére (Gauthier).
OAEMEHTOM-OTCYETOM IIOAAYH [IOITHIECKOTO
COOBITUS CTAHOBUTCSI AEMOHCTPALIVISL BIIEYATACHHI
(¢p. impressions) aBTOpa-HaGAIOAATEAS, KOTOPBIIT
HAXOAUTCS HA AUCTAHIIUH OT CO3€PLiaeMOr0; OH He
sBAsercs BkatouéHHbM (fp. regard lointain) B kap-
THHHYIO 3aPUCOBKY, I0AAQBAEMYIO IM AETAABHOMY
onucanuio. CoOTBEeTCTBEHHO, Y DpeAHa, UMeeM
BO3MOXXHOCTb KOHCTAaTHPOBATh OTCYTCTBHE <«je>»
B TEKCTOBOM IIPOCTPAHCTBE, a y [oThe Aupuyeckuit
repoil IPOSIBASIET CBOE IIPUCYTCTBHE B TEKCTE TOABKO
B HAYaA€ U KOHI[e CTUXOTBOPEHUSI, TA€ IIPOCAEKH-
BAETCsI €r0 MO3ULMSI OTCTPAHEHUS OT YBUAEHHOTO
(“Je me suis arrété quelques instants pour voir / Le

D«

soleil se coucher”, “Et moi, je regarde toujours, ne
songeant pas”). B aToi1 cBsi31 HeAb3s He BCIOMHHTD
BBICKA3bIBAaHIE U3BECTHOIO GPAHI[Y3CKOTO XYAOXKHHU-
ka-nmmpeccuonucta K. Moxe “Je ne suis qu'un oeil”
(¢ p. <51 Bcero Anmb raas> ), 4TO KBAAUPULHPYET
IPEACTABUTEAS HCKYCCTBA MOAEPHHICTCKOM SIIOXU
KaK «IIACCHBHOTO PErMCTPATOPA CBETOBBIX BHOPa-
nuit> [ 13; 18]. K Tomy ke, MOAEPHUCTCKUI IEPHOA,
1o MHeHMIO ¢ppaHnIify3ckoro noata Il boaaepa, mpo-
BOBTAQLIAET FOAOrPAPUIHOCTD TBOPYECKUM METOAOM
OTPaKEHUS ACFICTBUTEAPHOCTH: Pedb UAET He PO
KOIIMPOBAHHUE, A PO MHTEPIIPETALHIO SIBBIKOM «60-
Aee IIPOCTHIM>» U «OoAee CBETSIUMCS», T.e. boAee
apxum [4, 136]. B mpoaoaKeHHe Takol MO3ULHUH,
oTMevaeT ¢ppaHIysckuil mucateab C. Maaaapwme,
B MHTEPIIPETALUH XYAOXKHUKA U [I09TA PEAABHOCTD
IIpeBpAINAeTCs B «[IOBCEAHEBHYIO $peepHio>» I10-
CPEACTBOM COTBOPEHUS «MarndeCKON HAAIO3UH >
UI'POM I'PaHel CAOB U €CTeCTBEHHbBIX $eHOMEHOB
ceera [9, 81]. OTcropa U pe3yABTUPYEM TEXHUKY
«KAPTHHHOCTH>» U300paskeHNUs C TAABHBIM aKI[eH-
TOM — 00'BEKTHBHOCTb BOCIIPOU3BEAECHMUS 3aTOPOA-
Hoit (J.-M. de Hérédia) au6o ypbanucrudeckoit
('Th. Gautier) 3apuCcOBKH KOHKPETHOMN AOKaIlUH
(Bretagne / Paris). AHaAU3UpYeMble CTHXOTBOpe-
HUS TIPEACTABASIIOT COOOI MPUMepBI MPHO O e IS
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9AEMEHTOB UMIIPECCHOHUCTUYECKOTO IO3THIECKOTO
IIICbMA, KOTOPBIE NPSIMO KOPPEAUPYIOT C OAHO-
MMEHHOM TpaAuLKel GppaHIfy3CKOM XUBOIKUCH — TO,
uTo M. AexoaeH ( $p. M. Décaudin) Tak mpaBAuBO
Ha3BaA «HUMIIPECCHOHUCTCKUM BAOXHOBEHUEM »
B 10931u [ S]. CymHOCTb 3TOT0 BONpoca Kpoercs
B 0OpaleHuH K IpeAMeTaM, 06beKTaM, COCTOSIHUSIM
U T.II. B UX <IIPUBSI3KE K MUPY PEAAbHOIO> depe3
«({HKCalMI0 > TAaKOTO UX CBOMCTBA KaK CKOPOTey-
HOCTb, MUMOASTHOCTS [ S ]. [Topo6Has mepcnexTrBa
IPeACTaBAEHHS TOITHIECKO MHPOPMALIMU B BUP-
TYaABHOM IIPOCTPAHCTBE TEKCTA IOAAEPKUBAETCS
noarudeckuM cMbicaoM “fuite du temps”, dpyHxIHIO-
HUPYIOIEM B IAOCKOCTH discours de crépuscule amoxu
ppaHIy3CKOro MOAEPHU3MA.

BpeMeHHast CKOPOTEYHOCTH [TOAYEPKIBAETCS
BBIOPAHHBIM UMITPECCHOHUCTHIECKUM 0OBEKTOM
MTO3TUYECKOIO COOBITHS — 3aXOAOM COAHIIA, SIBAS-
FOIVIMCSI <« HEAOATOBEYHBIM COCTOSIHUEM IIPHPOADI>
Y TEM CaMbIM [IPUBAEKAIOIIMM XYAOKHUKOB, IIOATAA-
KUBasl UX PyKOBOACTBOBATHCS B CBOEM TBOPUYECTBE
METOAOAOTNYCCKHMHU HPHHHI/IHaMI/I BHSY&ABHOCTI/I
v uHTEMHOCTH [ 3, 13]. Takum 06pasom, u3 XuBomucu
B II093UIO IIEPEXOAUT COAEPIKATEABHO-POpMaAbHAST
AUPEKTHBA OTHOCHTEABHO OTOOPAKEHUS HHAUBH-
AYaABHO-aBTOPCKOTO BOCIIPHUSITUS ACHCTBUTEABHO-
CTH: OCHOBHBIM OO'bEKTOM IIPOU3BEACHHUS HCKYCCTBA
cranoBuTCA ocsewjeriue (Pp. lumiére), ero Bapuanuy,
a Takxke UHTeHCUBHOCTD ysema (Pp. couleur) [3,
13-14].Tlo CYTH, TIOAOOHASI MOAEPHUCTCKASI XYAO-
JKECTBEHHAS AESITEABHOCTb MOXKET CIIPABEAABO HO-
cutb HasBaHue “lart de la description’, 3a koTopsim
HaBAIOAETCS CAeAOBaHUe MPUHIUIAM (OOIIUX U AAS
AWTEpaTyphl, U AAS kuBonuck): (1) acTernueckas
AnbepaAn3arys, CHITHE OIPAaHUYEHHI C [[BETA OT
AKAAEMITIECKUX YCAOBHOCTEN AOMOAEPHOTO IIEPUOAQ,
IPUAEPKUBAIOIIUXCSI IPUMaTa GOPMBI, OIIUCAHIS €€
KOHTYpOB; (2) reHepaAusals KAPTUHHOCTH B Ae-
ckpunuuy, rae o6pas (pp. image), a He n306paxkeHne
($p. peinture), IpeACTABASETCS MOAEABIO, KAFOUEBBIM
9AEMEHTOM HOBOM, MOAEPHOM ACCKPUIITUBHON AOTHKH

[12,261-264].

B aHaAM3MpYEeMOM HaMU CAydae aKTyaAU3AL[Us
XyAOXKeCTBeHHOTO KoHIjenTa “soleil couchant” ocy-
IIECTBASIETCS PEKOHCTPYKIIUEH XYAOKECTBEHHOTO 00-
pasa crépuscule, paccmarprBaeMoro B KoHTeKcTe soleil
couchant magique. Marus 3aXopa COAHITA peTIpe3eHTH-
pyercsi 3aMeAAeHUEM AEFICTBHS BPeMEHHOTO TeYeHHsI
IIPY IIOMOIIY OCBOOOXKAEHUS OTAEABHBIX €0 IPO-
11eCCYaAbHbIX AeTaAell (CBETO-TeHeit, KOAOPaTHBa);
MCTHHHBII (OTHOCHTEABHO TIPUPOABL U HCKYCCTBA)
CMBICA 9TOTO AEHCTBA YEAOBEK MOXKET BOCIIPUHMU-
MaTb TOABKO CKBO3b [IPU3MY HAEU CKOPOTEYHOCTH
BpeMeHH, KOTOPOe OTBEACHO KAKAOMY HHAUBHAYYMY
AASI TIOUCKA TAHbI ObITHS. PEKOHCTPYKIMS XyAOXKe-
CTBEHHOTO 06pa3a crépuscule MeToporOrIIeCcKH 0be-
CIIEYUBAETCS TEXHUKON HAOAIOAEHUS 32 OTAEABHBIMU
CHUTHAAAMH AeCKPHUIITUBHOTO OIUCAHMsI, KOTOPbIE
IPOSIBASIFOT CBOE IIPUCYTCTBUE B TEKCTOBOM IIPO-
CTPAHCTBE AHAAUBHMPYEMBIX CTUXOTBOpeHwuil. Hrak,
B HAIIIUX ABYX CAyYasiX COOCTBEHHO CaMO Ha3BaHUe
IPOU3BEACHNUS BMEL[aeT IPsIMOe YKa3aHue Ha KOH-
LIENITYaAM3HPOBAHHY0 HHPOPMALJMOHHYO CYIHOCTD,
OKa3aBIIYIOCS B 00bEKTUBE IOITUYECKOTO COOBITHS,
IIOCKOABKY COAEPYKHT UMSI XyAOKECTBEHHOT'O KOHIIETI-
ta — soleil couchant. Aaaee BuuManue Pokycupyercs
Ha PACCMOTPEHMH IMO3TAITHOM, ACTAAM3HPOBAaHHOM
AECKPHIILIUY IIPUPOAHOTO SIBAEHHSI 3aX0AQ COAHIIA KAK
action en processus, action dans sa durée, 3a 1em npo-
YUTHIBAETCS ABTOPCKAsI pePAEKCHS HAA IIOITUIECKIM
cmbicaoM “fuite du temps” xax “continuité de la fuite
du temps”. O603HaYeHHASI CMBICAOBAS IIEPCIIEKTHBA
HACAeICBEHHOCMU BPeMEHHOTE CKOPOMEYHOCHU TIPO-
SICHSIETCSI HAOAIOACHUEM 32 PACIIpeAeAeHIeM II09TH-
veckoit uaPpopmanuu (auxoromus clair — obscur)
B PaMKaX A€CKPHUIIL[H HHTEHCUBHOCTH OCBEIleHHs
(pr. Iumiére) B [IEPHOA 3aX0AA COAHIIA.

OrmeTnMm, TeKCTOBOE HHPOPMAITOHHOE HaIlOA-
HeH¥e B AMLXOTOMHH clair — obscur anasorusupyercs
HMITIPECCHOHMCTCKOM XYAOKECTBEHHOM TEXHHUKE 10
MOAYASILIIY CBETA Ha TEMHOM QOHE 3 [IEABIO CO3AAHUSI
KOHTPACTOB, KOTOPbIe IPOBOLUPYIOT PeAbePHOCTD
¥ TAyOUHHOCTD H306paxenus | 8]. [Tpucnocabansas
9Ty «HMAAIO3UOHHCTCKYI0> TEXHUKY YBEAUYEHHOTO
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sHaueHus ocgewyenus [ 13,25-26] x anHaAnsy xyaoxe-
CTBEHHOTrO 00pa3sa crépuscule, MpUXOAUM K HEOHXO-
AUMOCTH HCCAEAOBAHISI MOTUBUPOBAHISI II0AOOpPa
SI3BIKOBBIX MHAEKCOB B AMXOTOMMH clair — obscur,
9TO SIBASIETCS] MAPKHPOBAHHEM XYAOXKECTBEHHOTO
koHuenTa “‘soleil couchant”.

Ha HagaapHOI cTapuu onucaHus GOKyCUpyerT-
CsI IPEACTABAEHME IIMKOBOTO BCIIAECKA CBETOBOM
AKTMBHOCTH COAHIIA, KOTOPO€ CAAUTCSI 32 TOPU3OHT
(acmexT «clair>): Les ajoncs éclatants, parure du granit,
/ Dorent ldpre sommet que le couchant allume; / Au
loin, brillante encor par sa barre d'écume, / La mer sans
fin commence ois la terre finit (Hérédia); Le soleil se
coucher derriére Notre-Dame. / Un nuage splendide a
I'horizon de flamme, / <... > — Et c’était des clartés
abaisser la paupiére (Gauthier). B ocnose us6pan-
HO¥ IIepPCIIEKTUBbI OKA3bIBAETCSI IOHUMAHKE CBETa
KaK MA€AABHOM UITOCTACH OTHsI, KOTOPbIN BBICTYIIAeT
B 9TOM CAy4ae 06Pa3ooposKAAIINM GaKTOPOM
(1,161, 166]. Y Dpeana nosTudeckas NpoAyKTHB-
HOCTH OrHsI Kak “source de lumiére” mpeacTaBaeHa
TAAQrOABHBIMU epAMHHULIAMU «allumer>, «briller>.
T'orbe ncnoab3yeT B AAHHOM QYHKIIMA HOMHUHATHBBI
«flamme>» u «clartés>.

Bocnpusitre cBeTa 3aXOASIIETO COAHIIA OCYILECT-
BASIETCSI IIOCPEACTBOM KOHIIEIITYaABHOTO [IPU3HAKA
«pureté>: uncras Kpacora (cMepTH) B Maruu «4u-
CTOrO OrHsi>». TyT MBI IMeeM A€AO C AeMaTepHaAU-
3alMer OrHs, KOTOPbIN IPUPABHUBAETCS HE K BEIlY,
a K AyXy [1,158], B uém MOsxHO YBHAETb CHMBOAM3a-
IIMIO CMEPTH — CBET 3aX0AA COAHIIA ObecrevynBaer
IIePeXO0A B MUD MEPTBBIX. B pesyabrare, cBeT 3ax0ps-
1IeTO COAHIIA IPHOOPETaeT pOAb XPOHOIpaPUIeCcKOi
KOOPAUHATbI, MApKepa B ONPEAEACHIN KOHKPETHOTO
BpeMeHHOTO MPOMeXyTKa (temps comme instant
complet, uni) — To4HO 0603HAYEHHDIIt MOMEHT ObI-
CTPOTEYHOTO IIEPEX0AQ M3 COCTOSIHIS XXUBOTO B CO-
crosiue MEPTBOro. A06ABUM, YTO ITOA XPOHOTpadu-
YECKOM KOOPAMHATOM IOHUMAEM PE3YAbTAT YACHEHHS
BPEMEHHOTI'0 II0TOKA Ha ABTOHOMHbBIE KOMIIOHEHTHI
BHYTPH LIEAOCTHON HHAUBUAYAABHO-ABTOPCKOM TeM-
IIOPaAbHOM KOHIIETILIMH.

Acriext «obscur>, B IIepByI0 o4epeab OAaropapst
HOMUHATHUBY «ombre>, TAK)Ke COOTHOCUTCS C OTHEM
B 3HAYEHHHU <HATH, OTAAASTHCS (0T Teaa)>» [2, 332]
M OKa3bIBAeTCsI HIHPOPMALIMOHHO OTBETCTBEHHBIM
32 0TOOpaKkeHHe CyObeKTUBHBIX, HHTUMHBIX HaOATO-
AEHHUI 32 MAarn4eCKON AMHAMUKOM 3TOIO ITePexXoAa:
L’horizon tout entier s'envelope dans l'ombre, / Et le
soleil mourant, sur un ciel riche et sombre, / Ferme les
branches d'or de son rouge éventail (Hérédia); Aux
corps roides et longs, aux figures étranges, / D'un fond
clair ressortaient en noir; / <... > l'église, dont l'ombre /
Sallongeait a l'entour mystérieuse et sombre (Gauthier).
IToxasaTeAbHO, YTO UIMEHHO B CBO€H IIPUBSI3KeE K CBETY
(“un fond clair”, “les branches d’'or”) Tems («ombre> )
BOCIIPUHHUMAETCSI KaK HEYTO HEAOATOBEYHOE, IIOTYCTO-
ponnee, nsmenunsoe |6, 700]. CooTBeTCTBEHHO TeHb
KaK IIPOU3BOAHOE CBETA [IOAAEPKUBAET IIOHUMAHIE
BpEeMEHHU KaK CKOPOTEYHOI'O Y€AOBEYECKOTO pecypca
B CBSI3H C €T'0 OIPAHIYEHUEM CMEPTHIO.

CaeayeT OTMETHUTD IPOAYKTUBHOCTh CHHOHU-
MHYeCKOM AMHENKH IIPUAAraTeAbHBIX «obscur =
sombre — noir», UCIOAB3YEMBIX I10 OTHOIIEHUIO
K U300pa’KeHUI0O MOMEHTA IIEPEX0AA B COCTOSIHHE
CMEePTU AEMOHCTpaler HANMEHbIIEeN HHTeHCUBHOCTH
ocsemeHnss — “le moment ou la lumiére n'est pas
intense”. IHTepecHO, 4YTO NMIIPECCHOHUCTHYECKAS
JKUBOIICH [TOAYYHAQ B CBOE BPeMsI HA3BaHHE «CBETAASI
JKMBOIIUCh >, [IOPA3KB ITYOAUKY «CBETAOTOM>» [IOAOTEH
[13, 17]. Takum 06pasom, HCIIOAB30OBAHKE XYAOXKHHKA-
MU-UMIIPECCHOHUCTaMK TEMHOM TOHAABHOCTH (cpeAH
npounx aBTopoB — Manet, Van Gogh, Ch. Blanc,
Silvestre, etc [11]) Bceraa mpuBAexaso oco6oe BHU-
MaHUe 3pUTeAell K HCKYCCTBOBEAOB. YOEAUTEABHO, YTO
MMEHHO AQHHBII CII0CO0 UCITOAB30BAACS AASL AKIIEH-
TUPOBAHMA TEMHOM o6meCTBeHHo-HCToqueCKOIFI ar-
Mocdepbl a10XHU PpPaHIy3cKOro Moeprusma [ 10, 941,
npoaynupys discours de crépuscule Toro meproaa xy-
AOKECTBEHHO-3CTETHIECKOM ACSITEABHOCTH.

IToABOASI HTOTH, OTMETHM, YTO MMEHHO B IIEPUOA
$paHIIy3CcKOro MOAEPHU3MA B CTUXOTBOPHOM AMC-
KypCe 3aKPEIASIIOTCSI CMBICAOBBIE ITAPAAAECAY MEKAY
CKOPOTEYHOCTBIO BpeMEHH, CMEPTBIO U SIBACHHEM
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CONTEMPORARY AMERICAN CHILDREN’S POETRY
AND TRANSLATIONS INTO AZERBAIJANI

Abstract: As many countries literature, it is possible to say that in the American children’s history
of poetry stands at the forefront. Although American children’s poetry has been hypothesized to
claim that native American cradles or ladders have begun, some of them say that poetry has been
preserved so far. In addition, ancient people diminished their handwork by making a hum of work,
and thus songs were created. We consider it important to briefly review the creativity of Mary Ann
Hoberman, who is the author of many poems in American children’s literature in the twentieth
centuries. The writer’s childhood poetry is characteristic of mastery, not only in terms of the theme,
the image of the world, nor in the sense of the idea. The craftsmanship of the Nobel creativity is
broad, comprehensive and multifaceted. She gives special insight into the beauty of the form, the
outward, the artistic, the poetic effect of the samples he has written for children, as he focuses on
the relevance of the subject, the simplicity of the content, the bias of the idea. That is why many of
her works are artistic-aesthetically impressive and memorable. Because examples that do not have
the beauty of the shape and the perfectly exquisite form do not attract children, their taste does not
work, they are ineffective and quickly forgotten. Mary Ann Noberman’s poetry is characterized by
the charm of the composition language and the wide range of styles. The abundance and perfection
of the artistic expression and expression tools give a special meal to his works.

Keywords: poetry, poems, translation, illustration.

Mary Ann Hoberman is known in America as
well as in a number of countries around the world,
her poems are translated into many languages and
read with great enthusiasm. Mary Ann Hoberman
was born in 1930 in Stamford. The writer currently
lives in Greenwich, Connecticut.

While studying at Stamford High School, she
began her early career and wrote for her school
newspaper. Mary Ann, who earned a bachelor’s degree
from the History Department at Smis College in
1951, was the first woman to study in college from

her generation. Later she was admitted to master
courses at Yale University in English Literature. In the
same year Mary was married to Norman Hoberman,
an architect and artist, and their three children were
born. When she took her children to the park and
observed that the legs look better when they are put
on their shoes. After returning home, Mary wrote ten
poems about the same day. Later these poems were
published as her first poem[ 1, 254-259].

Mary, who teaches writing and literature at the
college, was engaged in this work until she published
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her first book. But in 1957 her first poems collection
for her children was published in “All my shoes are
in two”. This was the second collaboration with her
husband. The work describes the different types of
shoes that children wear on their feet.

The creativity of the writer has started since in
the 50’s of the 20th century and has been going on
till today. In 1958, her second book, “How do I G0’
was published for children, and her paintings were
illustrated by her husband, Norman. In this work,
same names of vehicles for children were written
given brief information about these vehicles, like bi-
cycles and airplanes which children were interested in
more. In 1959, the writer published the book “Hello
and good-bye”. The pictures of her husband Norman
have made children more loving and fond of this
book. Later, in 1963, the writer published “What
Jim knew”. “Not enough beds for the babies” was
her latest work published in the 1960s. The writer
lived a very productive creative period in the 1970s
and 90s of the twentieth century. In 1973, the book
“Little Book of Little beasts”, “The Raucous Auk”,
“The Looking Book” books, and then in 1974, “Nuts
to You and Nuts to Me”, in 1976, “I like old clothes”,
in 1976 were published. In 1978, “A House is a House
for Me”, in 1981, “Yellow Butter, Purple Jelly, Red
Jam, Black Bread”, The Cozy Book “in 1982,” Mr and
Mrs. Muddle “in 1988 were published and became
favorite for children.

From 1990 to the present, Mary Noberman has
created works that have a strong impact on children’s
literature and children’s poetry. These books include
“Gabble Sweet Pig” in 1991, “My Song is Beautiful” in
1994, “The Penguin Lama” (1998) The Llama Who
Had No Pajama “in 2001,” You Read To Me, I Will
Read You  in 2003,” Merin’s Little Lamb “(“ Mary
Had a Little Lamb ) in 2009,” All Kinds Of Families
“and others. When she was asked about which boos
were the best for her, she typically names the five
books, “Hello and Goodby”, “The Raucous Auk’, “A
Little Book of Little Beasts”, “A House is a House for
Me and You” “Read to Me, I'll Read to You”.

The writer did not forget to advise the young writ-
ers during her interview and stated that it was first
necessary to read, read and read again. “Do not be
content with looking at everything, look closely at
it, remember your childhood, but keep in mind that
this is good for you [2, 48-49].

In addition, symbolic characters in the creativity
of the writer increase the artistic value of the poems
and the mastery of symbolic expressions and insights.
It makes poems more interesting and readable for chil-
dren. As we know, there are two main reasons for us-
ing symbols in smaller readers. First, it has the moral
and didactic nature of the pedagogical-educational
effect. Secondly, a number of symbolic images and
insights give children the opportunity to learn about
some things and events in life and introduce them to
many features of society and nature.

The book “A House is a House for Me”, published
by the writer in 1978, is one of the most widely read
and published books in the children’s literature. The
simplicity of the poem’s language also draws attention
with illustrations by Betty Frauzer besides fluidity. In
her book, the writer of the home-based tale has noted
that it is a shelter for more animals and objects, home
is not belonging to only humans. She believes that
every creature has its own home, as every man has a
house. While writing her fiction, she skillfully used
the imagination world to bring color and harmony to
poetry. Hoberman is selected not only for her work,
but also for illustrations of her books. Mary Listad
wrote about Ann’s book that Hoberman’s poetry was
very understanable when the reader was acquainted
with the work she did not need a fictitious descrip-
tion, they saw and, as it seems, everything in their
imagination [4].

The meaning of the poetic clause is accompanied
with the illustrations by artist Frauzer. The work was
highly appreciated as the best children’s book of the
year. At the end of the work, she wrote the following
in her poetry that played a special and important role
in his work: “A poem is a house for a thought and for
playing with words”
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According to Sheron Elsvit, Hoberman has cre-
ated a brilliant book, children get acquainted with
this book, and the illumination of poems encourages
readers to read books [ S, 133].

Harold Rice called the writer’s work an unusual
book. In his opinion, the writers book’s award-win-
ning reason is its illusory presentation [3, 72-73].

The Cozy Book, published in 1982, was later re-
published in 1995 in collaboration with Frauzer.
These poems, which reflect the daily regime of more
children, have been reflected in the interests of chil-
dren since they were awakened in the morning till
they went to bed.

For writer’s children’s poetry is characteristic mas-
tery, not only in terms of the theme, the image of the
world, nor in the sense of the idea. The craftsmanship
of the Nobel creativity is broad, comprehensive and
multifaceted. She gives special insight into the beauty
of the form, the outward, the artistic, the poetic effect
of the samples she has written for children, as she
focuses on the relevance of the subject, the simplicity
of the content, the bias of the idea. That is why her
many works are artistic-aesthetically impressive and
memorable. Because examples that do not have the
beauty of the shape and the perfectly exquisite form
do not attract children, their taste does not work,
they are ineffective and quickly forgotten. Mary Ann
Noberman’s poetry is characterized by the charm
of the composition language and the wide range of
styles. The abundance and perfection of the artistic
expression and expression tools give a special meal
to his works.

Her poems are read not only American children,
but also many children from the different parts of
the world try to read these poems. In Azerbaijan,
Professor of the Department of Foreign Literature
of the Azerbaijan University of Languages (AUL),
professor Shahin Khalilli, who was elected in not
only in the literature of Azerbaijan but also in world

literature, together with Saadat Aliyeva wrote a book
called “British Children Literature”. This tutorial
reflects the general view of British children’s literature,
which has a unique place in world literature, such as
independent children’s literature. Professor Shahin
Khalilli translated one of the poem “The Llama who
had no Pajam, 100 Favorite Poems” from Mary
Ann’s book, “The Folk Who Lived in the Backward
Town”, into Azerbaijan language. The translation
was published on April 23,2016, along with a few
other translations, in the 21st edition of the Literary
Newspaper of Azerbaijan. First of all, let’s look at the
poet’s English version:

The folk who live in Backward Town

Are inside out and upside down.

They wear their hats inside their heads

And go to sleep beneath their beds.

They only eat the apple peeling

And take their walks across the ceiling.

Safeguarding the fluidity and harmony of the
poetic language, Shahin Khalilli translated it into our
language as follows:

Bu gohards adamlar
Cin atina miniblar,
Papaglar1 baginda
Giribdilor yatmaga
Carpayinin altina.
Almanin igini yox,
Qabigini yeyirlor.
Désomoa bombos galib
Tavanda yeriyirlor.

She was awarded the National Book Award in
1983 and the Best Child Poetry Writer of the National
Consulate of English Teachers in 2003. Mary Ann
Noberman is the thirteenth author in this field who
got award in this field. In 2008, the Poetry Foundation
called it a laurie of child poetry. Up to forty children’s
books have been published so far. Over thirty of these

works are poems.
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THE RECEPTION AND CENSORSHIP OF
SURREALISM IN ALBANIA

Abstract: Surrealism was censured and harshly repudiated in post-war communist Albania. Even
though several Surrealist authors were important members of communist parties in France and
other countries, and even though they were prominent voices who, through their works have had
an undeniable impact on the establishment of the communist political ideals, Enver Hoxha did not
spare his ideological scissors of censorship on Surrealist literature. Heading the black list was Louis
Aragon, with whom Hoxha is thought to have met during his student years in France. The aim of this
article is to show — through the official texts and the translated texts of that period — how flagrant,
ideologically-biased and non-coherent the censorship and the perception of Surrealism were in
Albania. The censorship in Albania differed from that in other communist countries. Censorship of
Surrealism and (mis)interpretation of Surrealism in other communist countries were not as radical
as those effected in Albania. The article draws attention to a number of fragments from Surrealist
literature published in communist Albania. The purpose the authorities had in publishing these
fragments is obvious and unequivocal and is oftentimes ridiculous — even though the fate of these
works and of the Albanian intellectuals and readers who were punished and interned because they
desired to understand and relish this greatest artistic movement at the start of the twentieth century
was severe. To this day the cultural gap for the Albanian readership concerning Surrealism has not
been completely filled. The merits of that movement have not been fully revealed, considering that
whole generations were taught to discredit and reject Surrealism seeing it as experimental art, hollow
and incomprehensible. We believe that Surrealism was precisely censured because the message it
had was powerful; it promoted freedom, saw man as independent from social, political and moral
contracts, and this, of course, went against the concept of the dictatorship of the proletariat and
communist ideology, which suppressed Albania for almost fifty years and was responsible for the
country’s isolation.

Keywords: surrealism, censure, communist ideology, Surrealist literature.

Introduction
The article holds that the main reason Surrealism

period in which Surrealism came into being and fully
developed — but both before and after this period.

was rejected and/or censured in Albania is related to
the historical and cultural hiatuses that the country
has experienced during several crucial stages in the
development of the artistic output in Europe, not only
in the 1920s and, in general, the interwar years —a

Considering the Albanian social context, the artists
of the time were unable to experiment with various
forms of art, and it was impossible to implement the
principles of the emerging psychoanalysis with visual
arts, such as painting, photography or the cinema.

12
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The cultural impasse continued to hamper the elite
of Albanian artists in the post-war period, during the
dictatorship, and even during and after the 1990s,
years in which a wide conceptual gulf existed be-
tween Albanian art and the international modernist
and postmodernist art, as a result of the long-term
artistic “sterilization” as well as the deliberate ab-
sence of information. What prompted the writing
of this article is precisely the awareness that, to this
day, information on Surrealism remains scarce, even
though, our hope is that this need will gradually and
eventually be satisfied.

After World War II, on the other side of the
Curtain, where the new Socialist Empire was being
established, Surrealism was naturally seen as a reac-
tionary movement, but the reasons behind this view
were not so much related to the new aesthetic that it
propagated, to the linguistic concerns related to it,
to its dissolution of the syntax, or to the expanded
register of the forbidden words; it is not even a truly
ethical question. Anyone who dared read Surrealist
texts, to explicate them, let alone to adhere to this new
modern trend would suddenly find himself coming
under threat from the state authorities. This is what
Enver Hoxha writes about Louis Aragon in his book
“Eurocommunism is Anti-communism”:

Modern revisionism, not only in France but in
all capitalist-revisionist countries, is also attack-
ing Marxism-Leninism in the field of literature
and the arts, because it wants to use them as
means to poison the minds of people and make
them degenerate. The revisionist writers, poets
and artists too have taken the road of bourgeois
degeneration. Today it is difficult to distinguish
an Aragon from a Beauvoir and an André Stil
from a Sagan. This is not referring to a similar-
ity in style and form, but to an identity in the
content and purpose of their works which are
inspired by anti-Marxist philosophical trends,
in order to emerge on the same course, to fight
the revolution, to tame the spirits, to make them
“dead spirits”, equally degenerate.

Or:

Let us take Picasso. He was a member of the
French Communist Party till he died, but
he never became a Marxist. This is reflected
in his works, while the French Communist
Party boasted of him and the only criticism
which they made of him was for a scrawl which
was called “Portrait of Stalin”, and which his
friend Aragon published in the newspaper
“Les lettres francaises”, of which he was direc-
tor [1, p. 218].

Enver Hoxha has taken here the stance of some-
one who is able to discuss and pass judgments on art,
even though he did not belong to the realm of art.
The conception Hoxha had on literature and the arts
was the Leninist one, which, essentially precluded
the freedom of artistic creation. Without a doubt,
artists had to serve the state ideology and had to be
put under the utter control of the Party. The writers
themselves were to be party members so as to en-
sure their loyalty to the regime. As a consequence,
all communist writers or artists who departed from
this subordination were denounced as revisionist,
reactionary, and decadent, all of them at the service
of the bourgeoisie.

After Khrushchev’s slanders against Stalin,
the French Communist Party was shaken and
such intellectuals were the first to capitulate
(referring to Duras, Claude Roys — B.K.). It
launched the slogan of “complete freedom in
art and culture”, and such former defenders
of socialist realism as Aragon, André Stil, and
André Wurmser not only turned their coats
but even sold their souls and their hides to re-
visionism. Thus the French pseudo-communist
literary figures began to fall in love with the
Lukacses, the Kafkas and the Sartres. Critical
discussions began throughout the whole party
on the platform which the bourgeoisie desired,
such as, “what is the relation between literature
and ideology?” ... Speaking as an “authority’,
Roland Leroys pronounced the conclusion that,

13
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“there cannot be a specific form of proletarian
art or an art which is completely revolution-
ary”... [22,p.219].

It would be necessary, from the very start, to men-
tion that the Surrealist literary texts in Albanian have
been originally translated as illustrative extracts in few
occasional articles, as accompanying and illustrative
fragments of university lectures focusing on this im-
portant 20"-century movement, but these fragments
are virtually inexistent and unavailable in Albanian
libraries. The first published article on Surrealism
was by professor Ilia Léngu, in the monthly review
“Néntori”, in 1973, that is, 41 years before. The author
has simply titled the article as “Surrealism” but was
forced — by the editorial board — to add the words
“reactionary movement”. In it you can find several
translated poetical fragments and titles of various
poetical works, which, are, naturally, very carefully
selected or are instructively labeled as “reactionary”.
No anthology, even a minor one, or a full work of any
of the Surrealist authors has ever been published in
Albanian, whether it be a work of a poet, playwright,
prose-writer, theoretician, philosopher or any other
artist experimenting with the “unusual” Surrealist
artistic methods. Taking into account the import
of Surrealism as the largest and most important ar-
tistic movement in the previous century, scholars
have the duty to fill in this gap that exists in Albanian
scholarship on Surrealism through the publication
of serious research and professional translations of
Surrealist texts; that gap is possibly the result of both
the conceptual difficulties the readers encounter
when faced with Surrealist works as well as the total
rejection of Surrealism by Albanian scholarship until
the early 1990s.

For quite a while, in Albania, Surrealist texts and
principles have been shrouded in a cloud of uncer-
tainty, which virtually continues even in our times.
We have here in mind the psychical automatism,
which engenders the surrealist image. This image
is fostered by several factors, such as the state of
sleep, that of half-sleep (i.e., the hypnotic sleep),

the dream, the recounting of the dream, the play of
chance (or, to use a different term, objective chance),
madness, (mad) love, or the sexual liberty/libera-
tion. All of these elements were proscribed in the
literature of Socialist Realism. This explains the
selection and translation of only a handful of politi-
cally committed poems, which were in line with the
ideology of the political system in Albania and its
propaganda. Besides, such poetry collections never
included any kind of information about the Surreal-
ist movement and its followers. Here we certainly
need to keep in mind those landmark dates in the
artistic development of the Surrealist authors and
also the historical context of the political develop-
ments in Albania, which led to the steady isola-
tion of the country. It should be remembered that
Aragon ceased being a Surrealist in 1930, when he
officially withdrew from the movement after his
noted quarrel with Andre Breton. Eluard died in
1952, and the rupture with the “Soviet brethrens”
occurred in 1960. Poets which until the year 1960
were hailed as the French disciples of the engaged
art, were immediately denounced as reactionary
bourgeois, supporters of the decadent schools, and
they were anathemized “for eternity” (luckily until
the beginning of the 1990s). Here are some of the
tew titles of Surrealist works which were published
during the dictatorship in Albania:

1. Lui Aragon Poezi té zgjedhura (Poémes choisis),
pérkthyer nga Misto Treska, Ndérmarrja Shtetérore
e Botimeve Naim Frashéri, Tirané, 1960.

2. Lui Aragon Kémbanat e Bazelit (Les cloches
de Bale), pérkthyer nga Petro Zheji, Ndérmarrja
Shtetérore e Botimeve Naim Frashéri, Tirané, 1964.

3. Pol Elyar Poezi té zgjedhura (Poémes choisis),
pérkthyer nga Dritéro Agolli, Shtépia Botuese Naim
Frashéri, Tirané, 1980.

The Bells of Basel (Les Cloches de Bale) is a novel
published in 1934 and modified in 1964. In the pref-
ace the author writes:

«...le roman est demeuré le méme, mais les
yeux ont changé. Le nouveau lecteur ignore
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une foule de choses encore vivantes, en marge
du texte, il y a trente ans. » [1].

(“...the novel is just the same, but the eyes have
changed. The new reader now ignores a plethora
of living things, which swarmed in the margins
of the text, thirty years ago.”)

Aragon justifies himself in the preface, in which
the focus is more on his Elsa, something which, as
is widely known, angered so much the other Sur-
realist artists. The Bells of Basel, as well as the novels
that followed it (Les Beaux Quartiers (The Beautiful
Neighborhoods), Voyageurs de l'impériale (the Impe-
rial Voyagers), Aurélien (Aurelian), and Communistes
(The Communists), inaugurated the novel cycle called
Le monde reel (The Real World), in which Aragon is
firmly established as an author veering towards the
path of Socialist Realism.

Quand se briserent les liens entre les surré-
alistes et moi, je I'ignorais, c’était en moi le
réalisme qui revendiquait ses droits... Pour-
quoi la décision réaliste, la conscience du réel
fondent-elles la nécessité du roman? ... Le ro-
man est une machine inventée par 'homme
pour l'appréhension du réel dans sa complexité
(1]

(When the ties between the Surrealists and
myself were severed, I did not heed the fact
that the realism with me was claiming its own
rights. . . Wherefore the realist decision, the
consciousness of the real are the grounds of the
existence of the novel? The novel is a machine
invented by man so as to grasp the real in all its
complexity [1]).

The publication of the novel in Albanian is, cer-
tainly, that of the first version, published in 1934,
since the second version was published in 1964,
during the “reactionary” stage in Aragon’s writ-
ings. The year in which the Albanian translation is
published coincides with the year in which Aragon
published his second — now changed — version
in France. In the Albanian preface there is no refer-
ence to the fact that until that period (early 1930s),

Aragon had been one of the first Surrealists and that,
without him, the Surrealist movement would not
have followed that path it did. The preface vaguely
notes that the author had courageously departed
from his former association with formalism (?),
and that, by then, he was engaged in a responsible
way in a polemic against the abstract art and was
following the best tradition of the 19*-century
Realism (it is likely that with the term “abstract art”
the preface alludes to Surrealism, which is never
mentioned in the book).

Aragon has been presented to the Albanian pub-
lic as an exemplary author of the Socialist Realism,
and a novelist who follows the classical models of
realism. No other piece of information appears in
the corpus of criticism written in Albania, apart
from the first — and also the last — article of profes-
sor Léngu in the Néntori review (1973), in which
Léngu was constrained to describe Surrealism as a
reactionary movement. For the rest, the word “Sur-
realism” became a taboo, which is subsumed into the
larger category of “abstract art”, a term which itself
was largely unclear and obscure. The fact remains,
however, that Surrealism was the largest artistic
movement in France and throughout Europe that
developed in the previous century.

In general, the intellectuals who worked in the
field of artistic creativeness have played a role more
negative than positive for the French Communist
Party. Irrespective of their class origin, they com-
pleted their schooling and sought “fame”. The party
never influenced and guided them with the prole-
tarian ideology and culture. To these intellectuals
of the party it was their free, subjective, individual,
creative work, and never the true interests of the
proletariat and the revolution, that was important
[...]. The intellectuals of the French party had been
raised and inspired in the Bohemia of Montparnasse,
in “La Closerie des Lilas” “Pavillon de Flore”, “Le
Bateau-Lavoir” and in other clubs in which all kinds
of decadent trends came together, trends from which
emerged the Aragons, the Picassos, the Elsa Triolets
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and many other friends of the Lazarefls, the Tristan
Zaras, the dadaists, cubists, and a thousand and one
decadent schools of literature and art. This tradition
and this road continued uninterruptedly within the
French Communist Party, until it arrived at its 22nd
Congress at which the revisionist Georges Marchais
flaunted all the anti-Marxist corruption which had
long been festering in the French Communist Party
[22,p.221].

It can be noted that in Enver Hoxha’s work, Elu-
ard is already unquestionably established as part of
the elite of the engaged writers, having died in 1952,
much earlier than the emerging “decadence” of the
French communist artists. To Albanian readers, Ara-
gon has consecutively been a Socialist Realist writer,
then a reactionary writer, then a pseudo-revisionist,
and, eventually, after 1990,— as has always been the
case with Aragon — a poet of “a thousand faces” or,
as Ilia Léngu asserts, “To everyone his own Aragon”
[29,p.193].

The unnamed preface of the Albanian translation
of The Bells of Basel gives the following view as to
Aragon’s revisionist stance and activity:

Aragon’s revisionist stance and activity today
represent a repudiation of the path that led
him to the composition of the novel The Bells
of Basel and of several other works, which are
now rightly considered as part of the world
literature. [1, p. 13].

In such a context, the question arises as to what
is the aesthetic link between Socialist Realism and
psychical automatism in this work? Are there still
traces of the unconscious and oneiric world which
animated and swarmed the past Surrealist works
of Aragon? There certainly are, but the Albanian
scholarship of the day either pretended not to take
any notice of them or it lacked altogether the cul-
tural and theoretical framework necessary to iden-
tify them. The latter idea is highly questionable,
considering that the literary figures who dealt with
the work of Aragon, including Enver Hoxha him-
self, were familiar with and had been educated in a

Western — mostly French — intellectual cultural
context. Thus the censorship was wary, calculated
and deliberate, especially after the dictator’s own
comments on Aragon:
(...Buta day will come with orange colours...”
This is Aragon’s way of saying that he himself
and his party have abandoned the red colour,
communism. Thus the French revisionists
threw overboard the principles of the immor-
tal theory of Marxism-Leninism. Now their
party is floundering in a revisionism which
is a mixture of the old utopian theories...
[22,p.221].)

In the same paragraph of his Eurocommunism is
Anti-Communism, Hoxha cites verses from Aragon’s
poem Un Jour Un jour (One Day One Day), a poem
which Hoxha harshly and cynically condemns.

The discussion of the Surrealist authors in Al-
bania is brought to a halt at this point in history.
Albania had to wait for the overthrow of the regime
in order to explore the Surrealists again, now from
a different perspective. The reception of Surrealist
poetry has been, however, problematic even dur-
ing the years of the political transition, a transition
which seems to continue to the day. The cultural
milieu and, generally, the public awareness of “good”
literature, especially poetry, is constantly vacillating
and the critical thought has yet to reach a point of
maturity and stability in the context of the chaotic
and jarring Albanian social and political transition.
Arguably, creating a serious critique and establish-
ing an appropriate approach to the study of mod-
ern literature of the twentieth-century French, or,
generally, European literature, will be difficult. The
censorship which lasted for half a century and the
long silence have created a huge lacuna between the
Surrealist texts and the Albanian reception of these
texts. The issues related to the reception of Surrealist
works are closely linked with their non-conformist
character, and their reception is further complicated
by what can be termed as the “untranslatability” of
such texts.
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WHAT IS SHOWING (LE DONNER-A-VOIR)?— GAZED
PICTURES IN SACHER-MASOCH’S VENUS IN FURS

Abstract: This paper aims to discuss what is showing through gaze with the desire of the Other

in the light of the scopic level in Venus in Furs. There are three sections to discuss the issue of the

dialectics of the drive of gaze: first, three paintings seen and imagined by the hero; second, two

pictures grasped through the hole of the door; third, regarding engravings (the image of Venus) as

the trigger of desire.

Keywords: gaze, scopic drive,, subjectivation, object petit a, the Other.

The author of Venus in Furs, Ascher-Masoch,
proposes the term “masochism” and Lacan defines
it by arguing that masochism is different from sa-
dism but they are intimately related with each other.
Masochism is primary and sadism is derived from it;
“sadism is merely the disavowal of masochism” so
masochists prefer to experience the pain of existence
in his own body and sadists rejects pain and forces
the Other to bear it [ 5, p.186]. In the novel, Severin,
a representative of masochist, has experienced the
pain, torture and cruelty and his exquisite pleasure
results from nothing but suffering and humiliation.
In the torturous relationship with Wanda fantasized
as “Venus in furs,” he has mentioned “paintings and
pictures” seen or imagined by him many times, espe-
cially paintings with regard to the issue of torture that
fascinate him, as he says, “I went on avidly reading
tales of the most fearful cruelty; I gaze with particu-
lar relish at paintings and engravings depicting such
practice, and I notice that in every scene furs were
that attribute of the torturer” [6, p.180]. As long as
being tortured or encountering any images relating
to Venus in furs, the protagonist can never feel free
from psychological fluctuation.

To clarify the distinction between the gaze and
the eye, Lacan reveals that the relation between the
two is antinomic: “the eye which looks is that of the

subject, while the gaze is on the side of the object, and
there is no coincidence between the two” [ 1, p. 72].
To apply the idea in Sacher-Masoch’s Venus in Furs,
when Severin looks at paintings or engravings as
objects, the objects are always already gazing back at
Severin, and he even cannot see them as what Lacan
stresses in interpreting the conception of gaze, “You
never look at me from the place at which I see you” [,
p- 103]. Paintings and engravings are not only traps
for the gaze but to feed the appetite of Severin’s eyes.

Paintings might be the mirror to reflect exist-
ing circumstances. There are three main pictures
reflecting Severin’s tangled relationship with others.
These pictures or paintings noted by Severin reveals
the dialectic of the eye and the gaze in which a lure
exists. Especially, the gaze defined by Lacan is not
present at the sphere of the visible. In the eye and
the gaze, there is a split where the drive is unfolded
in the scopic field. Literally, Severin is looking at
pictures, yet the gaze is actually outside and he is
looked at like a picture ([S, p. 73 and 101]. That is to
say the hero cannot see the Other at the point that it
sees him and the gaze of the objects even gaze back
at him. In the following, three pictures (on the wall,
in the mirror and on the ceiling) will be interpreted
with the function of the gaze that operates a descent
of desire. To go further, it is a question of “a sort of

18



WHAT IS SHOWING (LE DONNER-A-VOIR)?— GAZED PICTURES IN SACHER-MASOCH'S VENUS IN FURS

desire on the part of the Other” and “at the end of
which is the showing (le donner-a-voir)” [S, p. 115].
For the protagonist, the desire originates from the
action of gaze — the desire of the Other appears
first, and the “showing” on the part of the subject is
aresponse to that preexistent desire.

Referring to the first painting, while signing the
contract concerning his slavery relation with Wan-
da, Severin gazes at a historical painting above him
as what he utters, “In my hesitation I gaze up for a
moment and only then did I realize the utter lack of
historical character in the painting above me [...]
Delilah, an opulent creature with flaming red hair,
reclines half-naked on a red ottoman, a sable cloak
about her shoulders. She smiles and leans toward
Samson, who has been bound and thrown at her feet
by the Philistines” [6, p.221].

The “contract” and “gazing up” the picture have
hinted the hero’s encounter — being dominated.
Although Severin, as a spectator, gazes up the picture
on the wall, he actually does not see what it is leading
and even follows. Between Severin and the historical
painting on the wall, there is “a stain” that secretly
dominates the gaze. In the scopic field relating to
the effect of the stain, Lacan expounds, “If the func-
tion of the stain is recognized in its autonomy and
identified with that of the gaze, we can see its track,
its thread, its trace, at every stage of the constitution
of the world” 5, p. 74].

In this matter of the visible, everything is a trap
“just as the gaze is a thing, light too is an object, one
subject to the gaze, leaving a trail back to its origin”
and in the sphere of gaze, it is not restrictedly regarded
as an exchange between an active agent and a pas-
sive object but “indicates a prior, more radical split
within the apparently active subject” [S, p.93]. In
addition to the function of gaze, the contract repre-
senting law supplies functions as well in supporting
the protagonist’s desire.

In Lacan’s cognition, the law equates repressed
desire. If there is no repression then there will be no
desire; if there is no desire and there will be no law.

Therefore, the contract between Wanda and Severin
can be taken as the support of Severing’s desire result-
ing from dissatisfaction. In addition, the historical
picture on the wall implies the next step of Severin
and other characters’ triangle relationship and the
interpretation will be disclosed in the third painting
discussed later.

Mentioning the first painting again, the male pro-
tagonist has told Wanda that he had a dream, the
same as the painting on the wall, concerning a naked
beautiful woman in black furs takes a whip before
a man who looks like a dog and a slave. Dream is
the route to one’s unconsciousness. Based on what
the hero proposes, “A very curious dream; It ap-
pears that my dream was prompted by your picture”
[6, p. 147]), the desire for being tormented by Wanda
for acquiring pleasure has been existed. The image of
Venus in furs once appears in Severin’s hallucination
and it makes him mistake that his dream has come
true. The goddess, as if transfigured, seems to bathe
in the soft glow. One evening as I was returning from
my place of worship along a wooded path I suddenly
caught sight of a figure through the screen of trees,
a woman’s form, white as stone and shining in the
moonlight. It was as though my dream had come true:
the lovely creature had come down from her pedestal
to follow me. I was seized with a nameless fear and
my heart pounded as if it would burst. [6, p. 154].

The image of the goddess becomes the trigger
of Severin’s desire from then on and such trigger of
desire also emerges in metonymic forms as what will
be discussed thereinafter.

The second picture is reflected in the mirror when
he and Wanda are caressing each other as the narrator
describes, “My eyes alighted by chance on the mas-
sive mirror that hung opposite and I let out a cry: our
reflections in its golden frame were like a picture of
extraordinary beauty” [6, p. 240]. When catching the
image of Wanda holding a whip, a symbol of phallus,
in the mirror, Severin lets out a cry and uses the word
“beauty” to describe what he has seen. Skillfully, the
image of Wanda is reflected through the mirror, and
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the relationship between Severin and Wanda is also
mirrored through the gaze. Through the gaze and
representation, one’s relationship with what is gazed
is established; however, something “slips, passes,
is transmitted, from stage to stage, and is always to
some degree eluded in it — that is what we call the
gaze” [6, p.73]. The author’s arrangement regarding
Wanda’s indirect image reflected in the mirror exactly
help readers to realize that between the gazer and
the gazed, something might transmitted or passes
because the reflected image in the mirror is not the
authentic one but still arouses the hero’s excitement.

The third painting appears when he is whipped by
the Greek man, Alexis, in front of Wanda as the hero
says, “My eyes drifted about the room and came to
rest on the ceiling where Samson lay at Delilah’s feet,
about to be blinded by the Philistines. The painting
suddenly appeared as s symbol, the timeless image of
the love, the passion and the lust of man for woman”
[6, p.268]. Apparently, such painting is imagined to
mirror the entangled triangle relationship in Severin,
Wanda and Alexis. In Lacanian reading, eyes, regarded
as media to explore the world for libido, become the
implement of scopic drive which not only seeks plea-
sure but also falls into the signifying chain. Apparently,
Delilah symbolizes Wanda; Samson symbolizes Sev-
erin; the Philistines symbolize the Greek young man.

As to Severin, pictures which are gazed through a
chink/crack in the door make the subject inscribed
in the picture, too [5, p.99]. The separating power
of Severin’s eye is exercised to the maximum in vi-
sion. In every picture, the central field cannot but be
absent, and replaced by a hole — a reflection of the
pupil behind which is situated the gaze [S, p. 108].
The following pictures grasped through a hole reflect
the subject’s desire.

Through a chink in the door, Severin sees the
statue greets him with a smile. The gaze is imagined
by him in the field of the Other. The effect of the gaze
takes place and the subject becomes the punctiform
object as Lacan points out,"From the moment that
this gaze appears, the subject tries to adapt himself

to it, he becomes that punctiform object, that point
of vanishing being with which the subject confuses
his own failure” [S, p. 83]. The imagination about
how the statue of goddess greets him with a smile
is manifested as follows, “I explored the garden and
discovered a little temple built on a mound. It was
locked, but on peering through a chink in the door
I beheld the goddess of love standing on a white ped-
estal. A shiver ran through me. She seemed to smile at
me and say: ‘Is it you? I have been expecting you™ [6,
p-218]. In the garden, Severin peers through a hole
of the temple’s door and in his illusion, the statue of
love goddess on the pedestal opens her mouth, talks
to him and expects him.

For cutting himself from the ultimate gaze, Sev-
erin brings himself into the field of illusion as Lacan
reveals, the subject “shall cut him off from this point of
ultimate gaze, which is illusory” [S, p. 77]. What the
protagonist seeks in the illusion is something where
“the illusion as such in some way transcends itself,
destroy itself, by demonstrating that is only there as
signifier” [6, p.136). Furthermore, for obtaining de-
sire and pleasure of the Other and the gaze of Other,
Severin regards the sculpture of goddess as an icon
as Lacan explains, “What makes the value of the icon
is that the god it represents is also looking at it. It is
intended to please God [...] the artist is playing with
those things, in this case images, that may arouse the
desire of God” [S, p. 113]. Watched through a crack
in the door, Wanda prays before the statue of Venus.
At night, scared of losing Wanda, Severin stealthily
follows Wanda into the garden. Through the crack of
the door, images of Venus and Wanda coexist as the
hero delineates, “I crept up behind her and watched
through a crack in the door. She stood before the
majestic statue, her hands joined in prayer, and the
light of the star of love cast a blue ray upon her” [6,
p.252]. Due to primal satisfaction resulting from the
admiration for the statue of Venus, the desire to get
along with Wanda simultaneously appears. For Sev-
erin, the gaze is the object-cause of his desire, but he
never encounters the gaze whereas the blind spot in
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his vision. According to the image of the coexistence
of Venus and Wanda, it is manifested that gaze is
symbolically situated and is an instance of the object
petit a that holds the characteristic of metonymy.
Severin’s passion is always aroused when statues
appearing in front of him. Lacan explains the connec-
tion between images, desire and vision by asserting
that this passion brings to every relation with this
image, constantly represented by my fellow-man, a
signification that interests me so much, that is to say,
which places me in such a dependence on this image
that it links all the objects of my desires more closely
to the desire of the Other than to the desire that they
arouse in me. The object in question here are those
whose appearance we expect in a space structured by
vision, that is to say, objects characteristic of the hu-
man world. For clarifying Lacan’s assertion of desire
and vision, the conception of drives helps us catch the
point more apparently. Lacan indentifies four partial
drives, including the oral, the anal, the scopic and the
invocary drive (also called sado-masochistic drive),
and the partial object, gaze, belongs to the sopic drive.
With regard to the drive, Lacan possesses dif-
ferent conception from Freud. In Freudian reading,
the drive (affected by sexuality) is a pressure which
is indeterminate about “the behavior it induces and
the satisfying object”; in Lacanian interpretation, the
drive (partial in the sense of sexulaity) relates nothing
with the dimension of biology because it can never
be gratified [2, p.214]. Hence, Lacan advocates that
all drives closely relate to desire originating in the
sphere of the subject and on the side of the Other. It
also can be revealed that the sopic drive is the par-
tial manifestation of desire which is always desire
for something else [S, p. 189]. Lacan also explains
that desire is a metonymy, a diachronic movement
form one signifier to another in the signifying chain;
therefore, the subject’s desire will diachronically fix on
another object. In addition, the purpose of the drive
is not to reach of a goal but to follow its aim, which is
to circle round the object [3, p. 165]. As to Severin,
the signifier varies all the time in the signifying chain,

containing the statue in the father’s study, the image
of his aunt (who has severe face of Venus) and the
Greek young man (resembling marble replica) to
prove that desire is really a metonymy.

As long as gazing at the image of statue, Severin
feels pleased and ecstatic, falls in love and even sub-
mits to homosexual erotic power. Statue, furs and
whips that make the hero excited involve the function
of the objet a, which is “something from which the
subject in order to constitute itself” [S, p.103]. The
Objet petit a also plays a significant part of the gaze.
Objet petit a, the trigger of desire, is an object which
sets desire in motion, especially the partial objects
which define the drives that do not seek to attain the
objet petit a, but rather circle round it. In Lacanian
reading, the Objet petit a and das Ding supply simi-
lar function: the Objet petit a, seen as the cause of
desire, is circled by the drive and das Ding is seen as
“the cause of the most fundamental human passion”
(S, p.97].

Severin associates the forbidden pleasure with
gazing at the statue of Venus. Recalling the reminis-
cence of his childhood, the hero mentions that “At
times I would steal into my father’s library, as if to
enjoy a forbidden pleasure, and would gaze upon a
plaster statue of Venus” [6, p. 173]. The element of
desire makes hero enter the father’s study on pur-
pose to enjoy the prohibited pleasure. Such behavior
of experiencing guilt through the real or imagined
violation of the moral law just corresponds to what
Lacan argues, “From an analytic point of view, the
only thing one can be guilty of is having given ground
relative to one’s desire” [3, p.319]. Besides, the statue
of Venus symbolized forbidden pleasure. The process
of signifying chain affects Severin’s “looking” and
eyes are the organ of sense and pleasure. In further
interpretation, the subject is caught by what he looks
at; Severin is grasped by the statue of Venus.

In addition, the hero enjoys being beaten by his
aunt, Countes Sobol, who has severe face of Venus—
“With the severe white face of the plaster Venus [.. .]
I played with them, hid them under the fur, held them
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in the light of the fire and could not have my fill of
gazing at them [...] I was in love solely with the fierce
beating I had received from my aunt” [, p. 175-6].
When beaten by the aunt, Severin connects her image
with the plaster Venus, and excitement and ecstacy are
triggered simultaneously. Analyzing the protagonist’s
behavior in Lacanian perspective, the aunt’s image
embraces the characteristic of “regulatory function.”
In The Four Fundamental Concepts of Psychoanalysis,
Lacan applies the concept of “the visible and the invis-
ible” and “the phenomenology of the perception” to
prove that images contain “regulatory function,” also
called “total intentionality” by Merleau-Ponty [S, p.71].
That is to say what Severin gazes at is decided by his
expectation rather than the eyes. Before something is
gazed by him, the pre-existence of the gaze has been
there. That is not the image of the aunt that makes him
excited but the pre-existence of the gaze.

Watching the German painter’s ecstatically gazing
at Wanda, who is in the painter’s work at the same
time, Severin feels pleased as well by saying “The
German stands opposite her, his hands clasped in
adoration, looking, or rather gazing ecstatically at her
face, utterly captivated by the vision before him [...]
I turn over the soil in the flower beds, so that I may
see her and feel her presence that acts upon me like
music, like poetry” [6, p.236]. When gazing at the
painter’s standing before Wanda, Severin has imag-
ined himself as the painter who worships the female
body symbolizing the image of goddess. Obviously,
with the effect resulting from lack, Severin mistakes
the painter as himself for retrieving gratification and
subjectivation. Subjectivation takes place in symbolic
order premised on the recognition of the unattain-
ability of desire. With reference to the experience of
lack, the subject is always influenced by the desire of
the Other resulting in anxiety where the objet petit a
(the cause of desire) is what falls form the subject.
As Lacan revealed, a signifier is characterized by its
representing a signifier to another subject [2, p.49].
However, if we interpret Severin’s ecstacy is result-
ing from the fantasy that he imagines himself as the

German painter, we could conclude that the subject
is trying to avoid the real of the gaze. For explaining
that the gaze is the sign of an insistence on the part of
real and subject-object relationship, Lacan expounds,
“It is here that I propose that the interest the subject
takes in his own split is bound up with that which
determines it — namely, a privileged object, which
has emerged from some primal separation, form
some self-mutilation induced by the very approach
of the real, whose name, in our algebra, is the objet a”
[S, p- 83]. As to the German painter, the operation
of the sublimation comes about with desexualization
when he takes the action to admire Wanda by ecstati-
cally gazing at her. In the process of sublimation, ar-
tistic creation that replaces the painter’s desire forced
by the sexual drive has helped him transform the
sexual drive to conform to the social value so nothing
immoral or uncommon happens to the artist in front
of a seductive female image. For self-preservation the
cause-object has been transformed from the Wanda’s
body into the activities corresponding to social moral
standards; simultaneously, the libido of the painter
has been withdrawn onto the ego for the operation of
desexualization [2, p.433]. Relating the ethic point of
view, Lacan elucidates that sublimation relocates an
object in the position of “das Ding” and it also relates
to death drive which is not destructive but a will to
create form zero, the inorganic state [3, p.212-3].
For interpreting the significance of das Ding, Lacan
borrows Freud’s assertion as follows, “The world of
experience, the Freudian world, assumes that it is
the object, das Ding, as the absolute Other of the
subject, that one is supposed to find again. It is to be
found at the most as something missed. One doesn’t
find it, but only its pleasurable association” [3, p. 52].
Freud’s das ding, equating the object petit a defined
by Lacan, supplies the function of bringing-into-
relation as a starter.

The body of the Greek young man, Alexis Pa-
padopolis, resembles marble replica and attracts
Severin’s admiration with erotic power as Severin
delivers, “I have never seen his like in the flesh, only
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his marble replica in the Belvedere: he has the same
slender, steely musculature [...] I cannot remain
indifferent to his erotic power and my heart is filled
with admiration for Socrates” [6, p.246]. Intimate
relationship between the handsome Greek young
man and Wanda once aroused Severin’s envy that
lets “the subject pale before the image of a complete-
ness closed upon itself, before the idea that the petit
a, the separated a form which he is hanging, may be
for another the possession that gives satisfaction” 5,
p- 116]. In the process, Severin looks for the gaze,
the object petit a (equating what is lacking) of the
scopic drive.

Although the male Greek is gazed by Severin,
in the scopic field, the gaze is outside and Severin is

looked at. That is to say, he is a picture. Through the
gaze, he is pictured bound with the element of lure
and this is the reason why the gazer becomes a slave as
the narrator unmasks, “My whole body trembles with
rebellion but I obey humbly, like a slave” [ S, p. 250].

In Venus in Furs, paintings and engravings supplies
gratification to Severin’s scopic drive demanded by
the gaze. Lacanian reading offers a route to apprehend
this privilege of the gaze in the function of desire and
to explore the great secret of the Other whose desire
is unapproachable. Furthermore, the gaze plays a
pivotal role in the primary part of human subjectivity.
Lacan’s psychoanalytic explanation helps us enter the
world of the intersubjectivity to realize relationship
between the subject and object.
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Abstract: In this article I analyse the fantastic and the problem of representation. Usually, the

fantastic refers to any literature without representational aspiration, that is, to non-realistic literature:

myths, legends, folk and fairy tales, utopian allegories, dream visions, surrealist texts, science fiction,

horror stories, literary fantasies and so on. I trace the fantastic by pointing towards a Lacanian three

orders (the imaginary, the symbolic, the real). I argue that rather than abjection the fantastic is

injunction; rather than exclusion it is inclusion, rather than transgression it is overwhelming

identification. In short I trace the fantastic in Lacanian concept of jouissance, in the symbolic, in

the real as primordial object of a terrible jouissance — in other words the fantastic is in the everyday.

Keywords: fantastic literature, Todorov, Lacan, Levinas, Jackson.

Usually, the fantastic refers to any literature with-
out representational aspiration, that is, to non-realistic
literature: myths, legends, folk and fairy tales, utopian
allegories, dream visions, surrealist texts, science fic-
tion, horror stories, literary fantasies and so on. In
Fantasy: The Literature of Subversion [1, 13], Rosemary
Jackson emphasises the visual, optical dimension of
fantasy, which is very close to the concept of the visual
in Lacanian psychoanalysis. As Jackson points out the
word fantastic derives from Greek phantazein — to
make visible i.e. to imagine and from the Latin —
phantasticus, ‘visionary’, ‘unreal’ The spectral imagery
outlines the topography of the modern fantastic:
mirrors, glasses, reflections, portraits, eyes which
see things myopically or distortedly, doubles — all
of which mirror some uncanny otherworldly nether
lands, forever inaccessible yet constantly intruding
into our world.

Such a visual, optical dimension of the fantastic
correlates with Lacan’s concept of the emergence of
the subject during the period he names the ‘mirror
stage’ — the alienation of the subject in the imaginary.
Indeed, the unconscious swarming with images is
usually associated with fantasy and the fantastic. In
order to separate itself from this pleasant swimming

in the pool of images, in order to experience ‘I’ as
something different from the world of objects, ‘T’
must go through the mirror stage. The mirror stage
depicts the period when a child is captivated by its
own image in the mirror, before developing the faculty
of language, recognises itself as a unity, as a single,
unified and exterior ‘T. The mirror encounter of the
child and its image serves a catalytic function which
initiates a development of the ego and a sense of self-
awareness; in other words this play with an image
structures the relation of the child to its body and to
others, in the form of an identification. But for Lacan
this identification is imaginary, it is always built on an
illusion. The subject mis-identifies the spectral ‘Other’
that gazes from the mirror as the object of desire.
This narcissistic misrecognition involves a denial of
the fragmentation of the child’s body, conceals the
lack that inflects the subject’s own coming into be-
ing, the lack which the subject will try to overcome
by entering the symbolic.

If the imaginary is usually associated with the
fantastic, then the second order, that of the symbolic,
can be viewed as realism, a realist narrative that ‘mir-
rors the reality’ In that context realist literature, as any
notion of realism, ‘believes’ in the relation between
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mirror and its reflection, between the signifier and
signiﬁed. Lacan argues, in opposition to theories
in which a unity between signified and signifiers is
stressed, that signifiers and signified are not united.
He gives priority to the signifier over the production
of the signified. Signifiers are not representations as
argued by realist representationalism, in producing
the meanings of the signified, they produce the signi-
fied itself. In this context, then, the signified does not
have a meaning outside of language, it is lost as a real
point of reference [2]. The symbolic is something
that we usually perceive of as reality’; it includes
language, law, social rituals, science, customs ... in
short, it is the world of words, of representations. In
the symbolic, the subject becomes a subject in lan-
guage and accepts the laws of language. “The symbolic
provides a form into which the subject is inserted at
the level of his being. It’s on this basis that the subject
recognises himself as being this or that’ [3,20]. But
the world of words (signifiers) fails to represent the
subject and in that way the subject becomes an effect
of the word, of the signifier. This asymmetric relation
indicates the problem of presentation. As Ernesto
Laclau and Lilian Zac put it:
Every signifier fails to represent the subject and
leaves a residue: something fails to be reflected
in the mirror-world of reflections. There is an
essential asymmetry, between projection and
introjection, for although the image is brought
in, it remains outside; the inside ‘starts’ outside.
In other words, not everything is reflected in the
image-mirror, and what remains on the other
side is the impossible, the primarily repressed.
This asymmetry points to the faults that install
uncertainty and trigger identifications. The
moment of failure marks the emergence of the
subject of lack through the fissures of the dis-
cursive chain [4, 32].
In short, the Lacanian subject is in its inception
a kind of fantasy construction; it is split, a double, a
doppelganger, it is a lack that constantly demands the
closure of an identity. Yet all of these demands of the

subject (different identifications) do not guarantee a
stable identity; T’ is always threatened by something
that eludes the armour of identity, by something in
me that is both not me and more than me, something
that cannot be represented by signifiers, but at the
same time is at the base of each representation. And
for Lacan that is the ‘real.

Of all three orders (the imaginary, the symbolic,
the real), the real is most related to the fantastic, that
is in the context of optical imagery: portraits, eyes,
mirrors, doubles, all these reflections gaze from the
unrepresentable. For Lacan the real is a phase of the
subject before or ‘after’ being written and overwritten
with signifiers, or it is an impediment, an inherent
obstacle in signification. In Lacan’s psychoanalysis
the real is not a stabile term, but constantly shifts.
Lacan illustrates this phase of the subject before the
body is broken by a symbolic order with Hieronymus
Bosch’s paintings — the nightmare of a fragmented
or dismembered body of a child caught up in the
lure of spatial identification. That body is buried in
a realm with no boundaries, of polymorphous per-
versity, as one unbroken erogenous zone undulating
and billowing through the unconscious dream-like
landscape, similar to Bakhtin’s grotesque body, the
gigantic body that can fill the earth and stars with
its juices, unconscious of any privileged zones, but
overflowing with pleasure at every pore. So too, the
Lacanian real is without zones, without highs and
lows, gaps or cracks, its fabric is woven everywhere,
its smooth, seamless surface may slide over a child’s
body as over the whole universe.

How can one reach the real? There are attempts,
like Bosch’s hellish vision, or Bakhtin’s grotesque
body, but there is no way to express this pre-linguistic
realm in the symbolic since it is always filtered by the
word. The real is not just something that precedes
language, it cannot be grasped by temporal terms:
before, now, later; its traces are always here, we may
say, it is something that has not yet been symbolised,
it resists symbolisation and yet is created by the sym-
bolic; something that cannot be signified and yet is
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shining through the very impossibility of a signifier.
To explain this presence of the real as something that
is not representable, but is still part of each represen-
tation as its internal limiter, Zizek states:
The Real is the fullness of the inert presence,
positivity; nothing is lacking in the Real — that
is, the lack is introduced only by the symbolisa-
tion; it is a signifier which introduces a void, an
absence in the Real. But at the same time the
Real is in itself a hole, a gap, an opening in the
middle of the symbolic order — it is the lack
around which the symbolic order is structured.
The real as a starting point, as a basis, is a positive
fullness without lack, as a product, a leftover of
symbolisation, it is, in contrast, the void, the
emptiness created, encircled by the symbolic
structure. We might also approach the same pair
of opposites from the perspective of negativity:
the Real is something that cannot be negated,
a positive inert datum which is insensitive to
negation, cannot be caught in the dialectics of
negativity; but we must add at once that it is so
because the Real itself, in its positivity, is nothing
but an embodiment of a certain void, lack, radical
negativity. It cannot be negated because it is already
in itself in its positivity, nothing but an embodiment
of a pure negativity, emptiness [S, 170].

For Lacan the Thing, something that is unrepre-
sentable, is mostly related to this third category, that
is to the real. It is also related to objet a as the point
where the symbolic fails to represent the real. The
signifier, the word, the symbolic, offers to the subject
stable representation, but this representation is not
capable of representing the “unity’ of the subject. With
an entering into the symbolic the subject sacrifices
something, it sacrifices an immediate access to the
real, it becomes alienated and this ‘alienation consti-
tutes the subject as such’ This lack of the subject is
productive since the subject continuously tries to fill
it, to close it with different identifications, but there
is no identification in the symbolic, in the social that
can restore the real. The real is lost forever, sacrificed

or castrated when the subject enters the symbolic but
nevertheless it is exactly this loss of fullness that forces
the subject to try to find it in the symbolic. In Lacan,
this lack of the real is the lack of a pre-symbolic, real
enjoyment, a lack of jouissance. The sacrifice of jouis-
sance, of the primordial Thing, causes desire for it and
in that context the primordial Thing becomes posited
as an external object, the ‘first outside, which remains
desirable but still impossible. This first apprehension
of reality through the desiring of the impossible Thing
forever obscures intersubjectivity. The uncanny, strange
object, the Thing in the sphere of our intimacy which
Freud calls Nebenmensch, a neighbour, designates both
separation and identity. Lacan portrays the uncanny
side of the Neighbour as something unchangeable in
the first Other, something indefinable and yet always
the same — the Thing — initially an isolated element
around which all pleasures and pains circulate. Despite
its intimacy and the subject’s total dependence on it,
the Thing is by its vary nature, something uncanny,
strange. This first outside, the Thing, decentres sub-
ject by insertion into the symbolic order. Despite its
irresistible attraction, the Thing unfolds as an object
of desirable fullness only in its absence. Prior to its loss
the Thing is completely unrecognisable, impossible
to signify, a meaningless, brute presence. Only entry
into the symbolic develops the urge to symbolise what
has been lost, all our acts of signification, culture, all
‘progress’ in science will never be adequate to represent
the unrepresentable object, the impossible nonobject
of desire.

The Thing often lurks in the impossible place; it
is in our nightmares, frozen timeless nightmares of
the ‘alien’ or Frankenstein’s creature, yet at the same
time it marks the emergence of self-consciousness,
our entry into the symbolic. But, as Lacan states,
the Thing may be also be found in mundane sur-
roundings, like an ordinary object that has become
horrifying and frightening due to its displacement.
It can appear in the most unexpected places, it can
intensify the dystopic smell of objects, that can, for
instance, only be connected by some conspiracy or
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erupt from the surface. The dystopic vision harbours
the Thing in quite unexpected places, or rather, the
Thing always appears in unexpected places. It can
occur even in the midst of comedy, in the midst of
laughter. In one of his seminars, Das Ding, Lacan sug-
gests that the third of Marx brothers, the dumb Marx
Harpo, may be the Thing [5, 55]. The mute Marx
brother’s face mirrors our absolute hesitation: we do
not know whether he presents a funny genius or a
total idiot, childish innocence or complete perversity.
This undecidability makes him monstrous. The face
with its everlasting smile thrusts everything before us
into the abyss by suspending signification. Zizek[5]
notices that this absolute undecidability — the very
impossibility of signifying the enigmatic dumbness of
Harpo’s face — makes Harpo a monstrous Thing, an
Other qua Thing, not an intersubjective partner, but
a thoroughly inhuman partner. With this face from
which emanates absolute innocence or monstrosity,
we are very close to the fantastic.

Fantastic literature constantly strives to express
this inexpressible point. For example, Edgar Allan Poe
attempts to reach the unreachable as an impossible
space of contradictions: ‘full and empty’, ‘dynamic and
static’; it resembles death... it resembles the ultimate
life In his essay ‘Mesmeric Revelation” he refers to or-
ganic, rudimentary creatures which enjoy the ultimate
life — immortality — at death, or metamorphosis.
His desire is for ‘that which was not... that which had
no form... that which had no thought; in Eureka it
is ‘where everything is swallowed up, where ‘Space
and Duration are one... neither Past nor Future... all
being Now’ [6]. All these ‘impossibilities’ with the
collapse of time and space, indicate the inexpress-
ible real, the dark, disintegrated body, or the empty
body of pleasure. This is the end of literature itself,
and this silent timeless space of the first light of the
universe is what the fantastic wants to articulate. But
how to represent the unrepresentable? Jackson argues
that Bulwer Lytton, for instance, in ‘A Strange Story’
shows that the object of fear can have no adequate
representation:

‘It’ is something without a name, without a
form; ‘it” is something unnameable, it is as ne-
gating ‘the something without which men could
never found cities, frame laws, bind together,
beautify, exalt the elements of this world’; this
pure negativity ‘It was a Darkness shaping itself
out of the air in very undefined outline’ ... its
dimensions seemed gigantic [6, 112].
Jackson comments that Lytton’s work hunts down
‘the presence of the Nameless), the unutterable Horror,
‘that DARK THING, whatever it might be’ [6]. This
shapeless, nameless, formless Dark Thing, ranging
from horrific emptiness to absolute fullness, strives
to articulate a zero point, a point of origin — the
real. The fantastic literature constantly deals with
the real, and consequently the Dark Thing is always
fantastic. Unlike realist literature, the fantastic does
not explore the mirrored reality, but the very pos-
sibility of mirroring, this shimmering glint of light
of the very beginning; light as knowledge, light not
as object but the Gnostic intimacy with life itself.
The Dark Thing is not only the unrepresentable
darkness, but it also stands at the edge of whiteness: it
can spiral into alternative reality, or into the narrative
of the origin of reality. The fantastic narrative corre-
lates with Lacan’s creation story which attributes to
the Thing a generative force of constant naming, the
signification of the unrepresentable that in spite of its
impossibility of designating the mysterious signified,
enables the process of signification itself. While it
enables language and any other system of presenta-
tion, the Thing could be only encircled through the
process of the metaphoric repetition of this original
loss. Therefore, repression of the Thing forms the
phantasmic kernel, a core of the subject’s self-identity,
or, better, it initiates a process of identification. The
Thing is the unrepresentable, the inaccessible trau-
matic element concealed by fantasy, enveloped by
elusive, unconscious libidinal economy. On the one
side fantasy has a stabilising dimension, ‘the dream of
the state without disturbances out of reach of human
depravity’. On the other side, fantasy’s destabilising
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dimension creates images that ‘irritate us’ In other
words, the obverse of the harmonious community
always produces some disconnected piles of frag-
ments that try to conceal the lack in reality itself,
to ‘fill’ the central void [7, 24]. Through fantasy we
learn how to desire the absolute Other of the subject
that can only be found as something missed, as an
absence, sometimes uncanny, sometimes sublime or
terrifying. Hence theorising about the Thing opens
up fundamental questions about the relation between
fantasy and reality.

The fantastic and the problem of representation

It seems that the fantastic has been more related
to dark than light, which testifies to the problem of
representation, and moreover to the uncanny prox-
imity to the real. If we follow our hypothesis that the
fantastic mode deals with the real qua Thing, then the
problem of representation takes a central place. Indeed,
the fantastic is produced, or the effect of the impos-
sibility of representation of its object of narration, the
Thing. Though it may be associated with or evoked by
different monstrous forms, the Thing mostly concerns
the problem of representation, namely, the impos-
sibility of its representation. Various descriptions of
monsters testify to this impossibility where the word,
the image or any signifier fails. For example, in Mary
Shelley’s Frankenstein, the creature is without a name,
it cannot be represented by a signifier [8], and this
failure of the signifier to adequately present the Thing
is intensified by emotional responses to abortive at-
tempts to define a gruesome being: ‘monster’, ‘wretch
‘daemon;, ‘demonical corpse, ‘creature) ‘hideous guest,
‘fiend, ‘Begone, vile insect’ or even ‘a thing such as even
Dante could not have conceived’ [9]. Similarly, Bram
Stoker’s Dracula describes the vampire sometimes as
the thing; there was something, ‘the Thing), wriggling
in Lucy’s body. Both Frankenstein and Dracula have
some uncanny extra thing, something ordinary and
yet out of the ordinary. This surplus is emphasised
by the narrative circulating around ‘the Thing), by
characters narrating and documenting their horror in
confrontation with the unknown. By weaving together

different testimonies we can reach ‘this unknown’: in
Frankenstein from testimonies by a scientist and in
Dracula from testimonies by lawyers, doctors and so
on. As if so strong an intrusion of the lethal unknown
into Victorian society requires reliable witnesses that
can confirm or renounce the Thing. However, the
description of the monster in a nightmare, somehow,
can never be completed; despite many details and the
very proximity to ‘the dead matter’ (‘this) ‘beside’)
the signified is punctuated with something that holds
nothing. Insecurity induces almost imperceptible yet
unbearable shivers of anxiety caused by the oscillation
between something and nothing; in this chiaroscuro
we are confronted by something that the signifier can-
not designate — the Thing! It is something uncanny,
inexpressible, unrepresentable yet present and op-
pressively near; something that puts the nonhuman
at the very core of the human, or rather, paradoxically,
something that is more human than the human. Like
bites of the undead, introducing some uncanny, strange
thing into the body of those who have been bitten, for
instance, Lucy, in Stoker’s Dracula:
Van Helsing opened his missal and began to
read ... Arthur placed the point over the heart,
and as I looked I could see its glint in the white
flash. Then he struck with all his might. The
thing in the coffin writhed: and a hideous,
blood-curdling screech came from the opened
redlips ... poor Arthur never faltered ... There
in the coffin lay no longer the foul thing that
we had so created and grown to hate ... but
Lucy as we had seen her in life, with her face
of unequalled sweetness and purity... [10]
Rather than some failure in the description of
monsters, ‘the Thing’ testifies to the impossibility
of the signifier penetrating into the mute, inacces-
sible world of things: the Thing in the coffin which
resembles Lucy, who though dead is more alive than
she has ever been and yet stays somehow outside
the symbolic, outside language, like some undefined
empty shell. This horrific empty shell, the Kantian
things-in-themselves, forever inaccessible to us, be-
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yond our experience, may be translated as into the
very obstacle within language.

The fantastic dwelling in the problem of presen-
tation arises from insecurity, from a gap between
the signifier and signified (Lacan). Unlike fantasy,
the fantastic tends to narrate this very gap. Jackson
addresses this dimension of the fantastic by play-
ing with Beckett’s observation in Molly — “There
could be no things but nameless things, no names but
thingless names’ [1, 38]. Accordingly, on one hand,
there is a representation of ‘nameless things’ in the
nineteenth century tales of fantasy and horror from
MacDonald’s Lilith and Phantastes, Bulwer Lytton’s
Zanoni and Strange Story, Maupassant’s Horla and He
to Poe’s stories, and on the other, there are classical
monsters, like Dracula or Frankenstein.

According to Jackson, in fantastic literature words
are empty signs, without meaning. In the fantastic the
signifier is not secured by the weight of the signified,
but it seems to float free. The fantastic pushes towards
an area of non-signification. It does this either by at-
tempting to articulate ‘the unnameable, the nameless
things’ of horror fiction, attempting to visualise the
unseen, or by establishing a disjunction of word and
meaning through a play upon ‘thinglesss names In
both cases, the gap between signifier and signified
dramatizes the impossibility of arriving at a definitive
meaning, or absolute ‘reality’ By hollowing out the
sign of meaning, the fantastic anticipates the semi-
otic excess of modernist texts: from Carroll, through
Kafka, to modern writers such as J. L. Borges.

Hence, apart from sublime horror in confron-
tation with the monsters of the Enlightenment,
the fantastic dwells in language. This disjunction
between word and meaning resembles Lacan’s
interpretation of language: meaning comes from
the signifier and not vice versa. As I have already
mentioned, beings like Frankenstein’s Creature and
Dracula suffer because they cannot be adequately
represented by the signifier: they are on the edge,
they can constantly be represented in new attempts
and consequently vanish. But, according to Lacan,

the metonymic sliding of signifiers is not indefinite,
it is stopped by points de caption (nodal points),
particular signifiers that halt the movement of sig-
nification, fixing the meaning of the whole chain by
linking signifiers to signifiers. However, points de
caption, although they produce stability and fullness,
cannot make an entirely stable meaning. Ernesto
Laclau and Chantal Mouffe use the Lacanian no-
tion of points de caption (nodal points) as privileged
signifiers that fix the meaning of a signifying process
to analyse the social (the symbolic). They argue
that the social does not exist as a given object, but
is always a process, always incompleteness, a fissure.
All societies and identities are constructed within
specific discursive formations and they are results
of articulatory practices. The practice of articulation
consists of different discursive attempts to fix the
meaning of the social. These partial fixations of the
social Laclau and Mouffe calls ‘nodal points’ [11].
In that context the fantastic questions points de cap-
tion, by narrating events that cannot be integrated
into the language, that is the fantastic is a literature
of radical indecision.

The fantastic (Tzvetan Todorov)

The fantastic embodies the problem of the repre-
sentation of the Thing, which lies in the gap between
signifier and signified, between the mirror and its re-
flection, a sign and its meaning. Instead of filling this
gap, there is the possibility that the mode of narrative
hinges on this very gap. It was Tzvetan Todorov who
first defined the fantastic as a genre in its own right. In
my view Todorov’s groundbreaking study The Fantastic:
A Structural Approach to a Literary Genre delineates
both the contour of the fantastic as a genre and the
possibilities of accessing the Thing. Namely, fantasy
as allegory, myth or poetry, according to Todorov,
does not belong to the fantastic genre since it does not
capture the tension between the prevailing construc-
tion of reality and its subversion. Fantasy is weight-
less, seemingly in some outer space of pure escapism,
whereas the fantastic is in constant tension, or rather
it explodes ‘reality’, it is a site of hesitancy.
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In order to illustrate this site of hesitancy, Todorov
analyses the dilemma of Alvaro, the main character of
Cazotte’s tale Le Diable Amoureux (which according
to him is the first fantastic story). Todorov’s strategy
of defining the fantastic as a site of hesitancy begins
with the description of the torments of Alvaro, a young
monk, about whether he slept with a beautiful girl Bi-
ondetta, and succumbed to the sin of flesh or whether
the event was fancy. Alvaro hesitates about whether his
relation with Biondetta was dream or reality, whether
she was a devil or a beautiful female. For Todorov this
indecision leads to the very core of the fantastic, and
the person, like Alvaro, must opt for two possible so-
lutions: either he is the victim of illusion or the event
really has taken place. However, the fantastic occupies
the duration of this uncertainty. The fantastic only oc-
cupies the duration of this process and the minute we
decide upon a single cause for the event we leave the
fantastic for a neighbouring genre, the uncanny or the
marvellous, i.e,, the uncanny, the pure fantastic that
may evolve into the horror of the ‘it thinks) the Thing
that thinks, or may be sensitised by the symbolic in
the genre of science fiction.

In a number of ways the fantastic functions as a
borderline phenomenon. Todorov’s reading of the
fantastic opens up the textual borders to interven-
tion from the reader (subject). The fantastic in this
sense becomes a site of hesitancy, of uncertainty and
disquieting ambivalence. Because the fantastic comes
to the point of interaction between two conflicting
worlds/zones/modes, the resulting narrative is always
to a greater or lesser extent on the edge between the
two. Most significant of all is the manner in which
this uncertainty is perpetuated: it is in the structure
itself. And this leads to the end of the fantastic, be-
cause Todorov designates the moment when the
state of exception becomes the rule, the possibility
of diminishing a site of hesitancy. It happens with
Kafka and according to Todorov the fantastic genre
finishes with Kafka.

Unlike previous famous accounts of metamor-
phosis occurring through magic, supernaturalism, or

potions, Gregor Samsa’s change into a giant beetle in
Kafka’s Metamorphosis is without ‘cause’ or ‘explana-
tion’ [ 12]. There are no quasi-scientific experiments
and alchemy potions, the metamorphosis just hap-
pens; it precedes the start of the tale, and then triggers
a cold, detached description of events. What is the
most surprising is that Gregor Samsa’s metamorphosis
is accommodated within the family house, and ...

no one wonders, no one is shocked. What is most
surprising is the absence of surprise, and the end
of surprise in the face of an uncanny supernatural
event designates, according to Todorov, the end of
the fantastic genre. But these succinct indications of
hesitation are drowned in the general movement of
the narrative in which the most surprising thing is
precisely the absence of surprise with regard to the
unheard-of event that has befallen Gregor Samsa...

Words have gained an autonomy which things have
lost [13, 168].

But this point of vanishing, of silence and absence
may signal a new transformation of the fantastic.
Jackson [1, 158] comments that it is a consequence
of along inward journey, namely internalisation of
myth and supernatural. She claims that the fantastic
is a discourse of telling of absolute othernnes that has
been gradually stripped of magic, myth and has been
measured by secular, scientific thought over the late
eighteenth to the late nineteenth century. Accord-
ingly, the fantastic enters the sphere of psychology,
theology, the lunatic asylum and finally politics. This
gradual displacement of a residual supernaturalism
and magic, Jackson illustrates by the ‘fate’ of the de-
monic: the transition from demonology towards
psychology, from Radical Evil to the inner human
Evil doing. This transition is evident in numerous
literary fantasies from The Castle of Otranto to Dr
Jekyll and Mr Hyde.

The absolute otherness, the Evil force, becomes
a case for a psychiatrist, or sociologist and other sci-
ences: it requires an explanation, a rational integration
into the discourse. For example, in the novel Master
and Margarita written by Mikhail Bulgakov, those
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who have encountered the Evil force, end up in a
psychiatric ward; it is a new illness that may produce
different totalitarian regimes. However, this tendency
to totally explain the Evil force, does not end the
fantastic. Frederic Jameson [ 14] suggests that the
science of Evil and transgression does not abolish the
uncanny strangeness but merely redirects the fantastic
from the late nineteenth century onwards. In mod-
ernism from Kafka to Cortdzar what is henceforth
termed the ‘fantastic’ seeks to convey the uncanny
otherness not as a presence, but rather as a marked
absence in the secular world. Thus the modern fan-
tastic is an inverted form of myth, a myth without
myth, an unknown in the known, emptiness inside
a seemingly full reality. The modern fantastic, writes
Jameson presents an object world forever suspended
on the point of meaning, forever disposed to receive
a revelation, whether of Evil or of grace. That is the
skeletal, grey world of Kafka, which is for Todorov
the end of the fantastic.

An absence of astonishment and wonderment
in confrontation with the supernatural, the demise
of a site of hesitation, the modernist marking of ab-
sence — everything revolves around a Kafkaesque
universum. But what if Kafka, instead of the end,
signals a new beginning of the fantastic? What then
is this new beginning? What if the absence of the
uncanny is the most uncanny?

A new model of the fantastic

Jackson criticises Todorov for his focusing on the
structural effects of the text, or in other words, for a
one-sided elaboration of hesitation. A site of hesita-
tion, insecurity, undecidability presupposes anxiety,
unconscious, and desire; in other words, it implies
psychoanalysis. The structure of hesitation requires
psychoanalytic treatment. Because of that, Jackson
stresses the fantastic in relation to the unconscious.
Jackson outlines the fantastic as literature of desire,
a constant effort in finding the language of desire;
desire and transgression, abject, taboos, and mostly
the uncanny. The uncanny is the central term in de-
fining the fantastic.

In his famous essay The Uncanny, Freud orches-
trates a number of examples that echo Todorov’s
thematic enumeration of the fantastic (Freud’s un-
canny arises from the tension between familiar and
unfamiliar). There is an overlap of meanings of the
word ‘uncanny’ through different languages and the
German word unheimlich inspires lengthy linguistic
discussion. The word heimlich means belonging to the
house, not strange, familiar, tame, intimate, though at
the same time what is familiar may be tucked away,
hidden, concealed, secret, ‘kept from sight’, withheld
from the other, and in that case the heimlich becomes
unheimlich: threatening, fearful, occult, uncomfort-
able, uneasy, gloomy, dismal, ghastly and so on. ‘Un-
heimlich is the name for everything that ought to have
remained ... secret and hidden but has come to light’
[1S,201]. Furthermore Freud enumerates a number
of instances of the uncanny: fear of cold corpses, being
buried alive, anxiety because of signs that we cannot
decipher; the repetition of the same thing combined
with certain circumstances: being caught in the midst
and returning again and again to one and the same
spot, fear of doubles (even Freud was terrified when
he caught his reflection in the mirror in the train car-
riage). All these and other instances evoke fear and
anxiety; fear of ancient times that seeps into reality.

Modernism extends the uncanny to the ontologi-
cal level: rather than just trepidation of the subject, the
uncanny can be the world, a nihilistic world without
God whose absence creates unbearable emptiness.
Fantasy, according to Jackson, constantly tends to
the DARK THING, to dissolution of the world, of
organic matter, of unconstrained life, to disintegra-
tion of characters, to what Freud defined in Beyond
the Pleasure Principle as the death drive, or what in
thermodynamics is called entropy [ 16, 162-195]. The
uncanny repulsion of repetition or of the return of the
same is envisaged in the pornography of Marquis de
Sade: the assemblage of bodies, of machines of plea-
sures, the collapse of difference and borders between
bodies, between organic and inorganic in order to gain
eternal pleasure. Consequently, Jackson states that
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Sade is the founder of modern fantasy. Sade’s writing
can be seen as an extreme point, towards which other
modern fantasies move and against which they can
belocated [1, 76]. Its body machines are designed to
gain the impossible self-identity in jouissance. With
its dimension of dissolution, the disintegration of
bodies, Jackson claims that the fantastic is a longing
for that which does not yet exist, or which has not
been allowed to exist. Jackson outlines the fantastic in
the tension between the symbolic and the imaginary,
and, like many others, finally designates the fantastic
in the imaginary as a pool of undifferentiated selves
as the most subversive fantasies. ...inhabited by an
infinite number of selves preceding socialization,
before the ego is produced within a social frame.
These selves allow an infinite, unnameable poten-
tial to emerge, one which a fixed sense of character
excludes in advance... the most subversive fantasies
are those which attempt to transform the relations
of the imaginary and the symbolic... [1,91]. On the
other hand the marked absence does reveal to us
some shades of vanishing presence, which suggests
that the fantastic resides in the tension between the
symbolic and the real.

If the fantastic is really a ‘literature of subversion’
then the most subversive subversion is in the sud-
den eruption of the real- that Dark Thing. With its
exploration of self-identity in the blissful state of
jouissance, the fantastic questions the roots of reality,
a zero point of creation, something that is unsayable,
inexpressible, the uncanny, sublime, not only the
fullness of undifferentiated images, of surrealistic
collages, but as pure nothingness, negativity — the
real. In other words, the fantastic pushes to the lim-
its, and these limits may be the limits of reason as
well. This signals a new route, an approach to the
fantastic from a different angle. A site of hesitation
in which the most uncanny is the very absence of the
uncanny reveals something new about structure: the
fact that the exception has become the rule. Hence,
the whole structure (often presumed as reality) can
become uncanny. According to Giorgio Agamben,

the exception as rule founds political philosophy after
Auschwitz [ 17]. He claims that this is a new phase of
totalitarian power over naked life, and the concentra-
tion camp becomes the paradigm of politics in the
twentieth century. The possibility of the uncanny
world, of some horror creeping into a structure, into
the symbolic, radically relocates the fantastic: not as
a marked absence in the secular world but as a hor-
rible fullness. It is Zizek who analyses this uncanny
threat of the real invading structure (the symbolic)
in our contemporary world, often characterised as
postmodernism. Following Zizek, I argue that the
uncanny threat is reflected in the unexpected full-
ness of the fantastic. However, this threat is related
to the ‘return’ of the problem of Evil, the devil. The
devil not only as transgression, pleasure of the flesh,
but the uncanny figure that could be elevated into
the Divine domain of the Good, and even confuse
those two domains.

By portraying some evil characters, like Don Juan,
Mephistopheles, or the Sadean laboratory of pleasure,
the fantastic narratives point towards a Radical Evil.
Jacques-Alain Miller notices that the forerunner of
the new kind of disinterested Evil, or pleasurable Evil,
devoid of divine fears and repentance, is staged in
eighteenth century literature in a number of devilish
characters ‘who dupe people and pursue evil for the
sake of evil’ [ 18, 220]. These evil seducers (Don Juan,
Mephistopheles etc) pursue evil not for the sake of
money, or any earthly pleasures, but for the sake of
Evil, pure Evil, or radical Evil.

Lacanian psychoanalysis reveals this diabolical
Evil in a quite unusual connection between a disin-
terested ethical attitude, that of Immanuel Kant and
uncontrolled indulgence in pleasurable violence, that
of Marquis de Sade. Like the fantastic exploration
of limits through the supernatural, improbable and
different transgression, Kant designates the limit of
reason, knowledge and morality. If Sade maps out
the limits of pleasure, Kant dwells on the limits of
knowledge. In his text Kant with Sade Lacan analyses
this odd couple [19, 55-76]. Why is Sade the truth
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of Kant, asks Zizek in his interpretation of Lacan’s
Kant with Sade. The main surprise is that, according
to Lacan, it was none other than the philosopher of
transcendental ideas, of lofty areas of metaphysical
limits, who was the first to outline the dimension of
what Freud later designated as ‘beyond the pleasure
principle’ Kant’s transcendental a priori, or the very
impossibility of the subject’s experience of things-in-
themselves in phenomenal, temporal-spatial frame,
corresponds to the very impossibility of experiencing
the Supreme Good, which is also unrepresentable,
forever out of consciousness. The Kantian moral
maxim ‘act only on the maxim through which you
can at the same time will that it should become a
universal law’ seeks to establish a will that will fit into
his metaphysical edifice, an a priori will like a priori
knowledge, which will be pure will, not smeared by
emotions, interests, or any pathological deviation,
without object, devoid of any content. What is most
astonishing in this establishing of pure Will, or Good,
says Zizek, is that the pure, detached form at the end
of the journey encounters or creates some ghastly,
unreal object. This pure form, however, emerges with
the suppression of the previous contents which cor-
relates to the Freudian notion of ‘primordially re-
pressed’ — representation. Zizek points out that in
Kant this repressed content is the Supreme Good, and
the Law. The form of the Law unfolds precisely in the
place of this missing representation: paradoxically,
the very form fills out its void, the form of moral Law
holds the place of the missing content. This invis-
ible reminder in the void, this presence of the form
assumes a ghastly, spectral object. This is where the
true link between Kant and Sade lies, says Zizek: in
Lacan’s naming of the ‘wiping out’ of all pathological
stains or a ‘symbolic castration. In this context, the
psychoanalytical undertone of the Law shows how
this renunciation ‘confuses’ Supreme Good and pri-
mordial loss. This loss designates a strange, uncanny
economy: the myth of castration outlines the promise
of jouissance, the promise of something in exchange
for this radical renunciation.

But Lacan stresses that this economy of exchange
of something for nothing underlines the very pre-
carious status of the symbolic, or our view of reality,
disturbed by the impossibility of incorporating the
Thing into the symbolic. By pointing out this radi-
cal loss, Zizek reveals its ontological function, that
is this carving out of the symbolic, this uncountable,
pure radical loss uncannily underlines the instability
of objects, the precarious position of any structure.
Through this castration Zizek depicts a bizarre topog-
raphy that creates any fantastic narrative (which we
have already seen in the fantastic as non-meaning):

This loss has an ‘ontological’ function: the re-
nunciation of the incestuous object changes the
status, the mode of being, of all objects which
appear in its place — they are all present against
the background of a radical absence opened up
by the ‘wiping out’ of the incestuous Supreme
Good... In the terms of [language] castration
introduces the distinction between an element
and its (empty) place, more precisely: the pri-
macy of the place over the element, it ensures
that every positive element occupies a place
which is not ‘consubstantial’ to it, that it fills
out a void which is not ‘its own’ 20, 231].

Thus in this precarious instability between the
element and its place, word and flesh, we have come
to the very core of the fantastic narrative. The modern
fantastic, from the monsters of the Enlightenment,
the Gothic novel and so on ‘show’ this insecurity,
this instability of representation. ‘It is through ‘the
limited nature of space, to which Kant referred in his
Distinctions of Regions in Space (1768), had inserted
into it an additional dimension, where incongruent
counterparts can co-exist and where that transforma-
tion which Kant called a turning over of a left hand
into a right hand’ can be effected. This additional
space is frequently narrowed down into a place, or
enclosure, where the fantastic has become the norm’
[1, 46]. This enclosure Zizek explores as a space of
desire... We can find references to that in Todorov as
well when he states that there is the fantastic element
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in the narrative that creates the fantastic. Or in other
words, there is always some gap, some leak in reality,
reality that has never been complete.

Sade is the truth of Kant, explains Zizek, because
this blind pursuit of pure form, like diabolical charac-
ters of eighteenth-century literature, produces of itself
a new, unheard-of kind of object. This new object,
the most fantastic object, outside of the spatial and
temporal dimension of Kant’s philosophical edifice, is
the most fantastic object. That object is without taste,
without smell, without temporal and spatial dimen-
sion, an impossible object that Lacan displays in his
imaginary museum as objet petit a, the object-cause
of desire. This object grows out of the very ambigu-
ity of desire, like the ancient mystic that denies any
earthly passion and interests, unaware that this denial
can produce even greater pleasure, that is, pleasure
in its denial — jouissance. This object is not what
is desired but it sets desire in motion, and because
desire is metonymical, it fuels its motion from object
to object. This objet petit a, that has sometimes been
translated into English as ‘object a’ Lacan considered
to be his most important formulation.

In that case the fantastic is inseparable from
ideology, as Zizek taught us. The fantastic then lies
in the knot of the imaginary, the symbolic and the
real, where the position of the symbolic designates
what is included and what is excluded in that which

we consider reality, that is founded on a scientific
paradigm. While Jackson defines the fantastic in the
tension between the symbolic and the imaginary,
and Todorov dwells in hesitation as the pure fan-
tastic (the uncanny) in the symbolic, I argue that
there is the shift towards the tension between the
symbolic and the real, that is, in its very indecision
the fantastic strives to express the objet petit a. In
short, the real in the structure designates a new
kind of fantastic, the horror of being transferred
to the structure, objectified, an alienation with-
out end and beginning, wearing some semi-dead
body that watches the immanent boredom of the
corporate week. As Emmanuel Levinas says, this
horror originates not so much in the fear of death
or the monster, as in being stripped of subjectivity,
depersonalized; horror turns the subjectivity of the
subject inside out, the impossibility of death, the
living dead, zombie. Consequently, unlike Todorov
and Jackson, I trace the fantastic by pointing towards
a new direction. Rather than abjection it is injunc-
tion; rather than exclusion it is inclusion, rather than
transgression it is overwhelming identification. In
short I trace the fantastic in the Thing — in jouis-
sance in the symbolic, in the Thing as primordial
object of a terrible jouissance — in other words the
fantastic is in the everyday.
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THE TYPOLOGY OF RACINE’S FEMALE CHARACTERS

Abstract: Every Racine’s woman character has both Dionysian and Apollonian beginnings,

however, these beginning manifest in each of these women in different ways depending on the

“proposed circumstances’, but not because they are different. There is no doubt, that there are no

purely elegiac characters in the Racine’s tragedies. In fact, these are complex personalities, which

always have a difficult painful internal fight.
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There is already a certain typology of Racine
heroines. They can be divided into two opposing
groups: “unhappy loved” (for example, Roxane)
and “clear” character (for example, Junie, Andro-
mache); “having a weakness” and “perfect”; “
ous” and “submissive”; “vicious” and “virtuous”.
For example, famous Russian theorist of literature
D. Oblomievsky divides Racine’s characters just
into the positive and negative (according to him,
only “Racine’s negative character is a “carrier” of
disharmonious movement”), or gives a more inter-
esting division into “abusive character, aspiring to
the outside, and the repressed, oppressed character,
which is engrossed in itself”. Turning to the question
of typology of Racine’s female characters, it should
be noted two successful ideas: Russian philologist,
editor, literary critic, theatre and literary historian
Batyushkov and French critic Pierre Robert who
wrote La poétique de Racine in 1890.

F. Batyushkov although agreed with the general
division of Racine’s female characters into two types
(positive and negative), however, he used as a basis
an image of a certain feeling and studied how this

furi-

feeling is varied depending on the nature of the actor,
he noticed the important nuances of each character.
As aresult, he analyzed the sense of mother love by
the example of Jocasta “Thebaid” Andromache “An-
dromache”, Clytemnestra “Iphigenie” and Agrippina
“Britannicus”. At the same time, Agrippina is a nega-
tive heroine. In the same category he placed Herm-
ione and Roxanne, who “partly precede Phaedra, but
these characters are not completely fused”

In a long line of positive characters are Androm-
ache, Clytemnestra, Berenice, Monima, Iphigenia,
Atalida, Junia, Esther, the critic emphasized two the
most outstanding characters, in his opinion: Berenice
and Monima. Summarizing, Batyushkov emphasized
that each of these positive type heroines, despite their
inherent individual differences, has “sense of self-con-
sciousness, the feelings of holiness, which is above the
satisfaction of selfish tendencies, and more precious
than life”; for example, “Berenice sacrificed personal
feelings for a loved one, Monima is ready to sacrifice
her live for the integrity of the feelings”

He presented Phaedra as “extremely difficult”
person, with positive and negative qualities; the
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critic defined the main features of the negative type
women by the example of Phaedra’s positive and
negative qualities. Batyushkov analyzed this char-
acter more detailed and correctly, when he found
in Phaedra the image of passion, this passion is
not attractive by itself, “not by spontaneous riot of
impressed desires, but this passion is attractive by
sufferings that are inseparable from it (...)", but at
the same time “Phaedra feeds her own feelings, she
defers only her personal impulse, she is kind of ab-
sorbingin her feelings a person she loves, whom she
even doesn'’t try to understand, to love for him, not
for herself”. So, for Phaedra her own personality is
always the center and the aim of all her actions - that
statement allowed the author to classify her as the
negative type of Racine’s women characters.

Pierre Robert offered another classification of
female characters, based on the gradation of loving
feelings experienced by the heroines. Obviously, he
divided female characters into groups, noting each
character inherent characteristics. Junius, Aricia,
Iphigenia present honest and shy love. Heroic love
is shown in the characters of Atalide, Berenice and
Monima. Crazy love is in the nature of Eriphile and
Hermione, and sensual love is expressed in the char-
acter of Roxana. Critic classified Phaedra as an im-
passioned heroines as well as Hermione and Roxane.
Andromache and Clytemnestra embody the love
of the mother, and the feminine ambition and lust
for power are the characteristics of Agrippina and
Athalie. Finally, Robert pointed out that due to dif-
ferences of passion Racine’s female characters do not
resemble each other.

In principle, these classifications can be extend-
ed, but the essence will not change. Racine is a mas-
ter of “psychological reflections, which are repelled
by one feeling to another”, so when Racine achieve
his purpose, he put in a female character, which is
more stubborn and selfish in order to emphasize
more tactful character. Thus, he put in this character,
but does not antithesize it. All his heroines inherent
pride, but not all of them have tact, by using which

they are able to think about “how their words and ac-
tions will affect other people, or disturb the general
harmony, the whole equilibrium. They seem to ask
themselves: “Won’t I break roughly in the lives of
other people, causing them unnecessary pain, which
shatter their calm, as well as it will not help me, too”

Why Racine chose his heroine a woman? Per-
haps because “a woman is the most successful incar-
nation of the most cruel threats to the habitude, even
if her depression was not recognized or formulated
in such a way”, in other words, that a woman is able
to revolt, and also, to inadequate, abnormal manifes-
tations in behavior.

In our opinion, Racine introduced one woman,
but in her various angles, he turns “to the same char-
acter, but completing it with new features in the
second time, but at the same time, he is varying the
characters”. This is one woman “character”, which we
can observe in the evolution: from a young girl to
an experienced woman, each of which loves in her
own way, according to her age, her status and situa-
tion. For example, Phaedra’s jealousy is not like the
jealousy of Hermione, and Hermione’s love is not
the same as love of Roxanne, and the reason for this
“lies rather in the difference in passion than in the
difference between the natures of each of them”.

The term “typology/classification” is not suitable
for Racine’s characters, it is simplified them. Each of
Racine’s female characters has Dionysian beginning;
we can emphasize: every character has this begin-
ning, even the one that seems to be the most har-
monious, calm, discreet, obedient and uncomplain-
ing. When we classifying characters, we make them
“poor and pale”. In fact, some heroines (for example,
Hermione, Roxane, Eriphile, Agrippina) have both
and Dionysian and Apollonian beginnings, which
are strongly developed, but Dionysian beginning is
developed a little bit stronger. For example, Herm-
ione is the most striking example of a woman who
loves passionately (as well as all of the Racine’s). Her
feelings are running high: the love is almost hate and
vice versa. In this play, all the characters are obsessed
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with a passion to the extent that they see in it only
themselves, forgetting about the possibilities of the
other actors. Hermione is proud; her pride borders
on the selfishness. Blood boils inside her, inner fire
goes to the deep end, she took a very high level in
everything, this level deprive her ability even for a
moment to look at herself and her situation from
the outside. Her passion is so close to the madness
that overshadows any other noble actions. Her love
is equivalent to the death; for her unrequited love
she is ready to take revenge at any cost: vengeance
for her is the highest proof of love. And, for exam-
ple, Berenice is capable of self-denial; she is ready
to bring her love to sacrifice for the sake of the love
itself. Hermione is not ready for these sacrifices. She
does not have an internal need to understand, that
trust the fate to the anger is careless. But sometimes
she also manages to survive the insult with dignity.
Indeed, “sometimes there is an insulted and arrogant
fine lady in Hermione, lady of society, for which the
honor, family pride play a significant role, but some-
times she again becomes miserable, suffering, of-
fended woman. Transformation one of this woman
to another is accomplished extraordinary flexible”.

Both beginnings (Dionysian and Apollonian)
are not so explicit in the other characters (such as
Monima, Junie, Aricia), so that these characters are
seemed to be harmonious. In the overall structure of
the tragedy Apollonian beginning of these characters
prevails, although there is also the Dionysian begin-
ning as well, thus it is more fully organizing the psy-
chology of the female characters. There is also non-
traditional “trio”: Atalida, Berenice, and Iphigenia. We
can a feel a clear struggle between two beginnings in
the nature of these characters, this struggle on the one
hand brings them to the character of Hermione and
Roxanne, on the other hand brings to the characters,
which are more Apollonian as “the changing of facts in
the spiritual world, their transformation, their transi-
tion into its opposite draw Racine”.

The character of Andromache, Clytemnestra and
Agrippina is the image of a mother, each of these

characters is characterized by her own small nuanc-
es. Andromache is a woman-mother. Her mother’s
love and woman’s sense of loyalty to her husband,
sense of loyalty to her internal cannot reach a com-
promise with each other. Her dual status — a widow
and a mother - has the whole duality of her nature.
She has her own internal fire, which differences her
from the fervor of Hermione, Eriphile, Phaedra, but
also differences her from the excited tenderness of
Berenice, Iphigenia, Atalida, Monima. She is char-
acterized by certain passivity, as she is no longer a
woman in love: she has already experienced her love,
which now lives only inside her, for example, this is
difference her from Phaedra. But at the same time it
we can see her internal confusion, disorder.

This woman is noble, but for the sake of her goal
she is able use a trick.

But, for example, Agrippina is not just a mother,
but also a very ambitious woman. She characterized
by the hidden feminine illusion, she is not just a poli-
tician, but she is as a woman intricate.

Phaedra is another side of women’s psychology.
Totally opposite qualities are more complete and
wide concentrate in this side. Thus, differences that
we usually make between “bad characters and noble
characters, between violent characters and tender
should not be taken as absolute”, it means that each
female character of Racine has in varying degree in-
ternal tensions, and the distinctions drawn between
these female characters are not irresistible, indeed,
it is necessary “to find a definition that is common
to complaints of Roxanne, Berenice, or Hermione,
and then we can get closer to an understanding of
the soul of Racine”, to understand the essence of his
complex creativity.

Racine by his dramaturgy of female characters
“reached the greatest perfection (...), assimilated its
sounds to the entire gamut of human voices, from
the breath of a young woman to the crying of adult-
hood, from the intermittent groan, which express
pleasure sometimes, to hidden, almost quiet human
breath chords, who fully in the prayer”. As to feel
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these emotions, it is necessary to put aside the strict
typology of Racine’s heroines in favor of diversity
and complexity and sometimes unpredictability of
the nature of these characters. Theater stage helps
to clarify a lot of things, and the stage realizes the
potency of a dramatic work.

It is necessary to pay special attention to the
problem of solar symbolism, which is one of the
central moments of the playwright creativity. In
most of his tragedies Sun shows mental state, mood
of characters. It is the embodiment of “the flame of
passion, although it is still a dark flame, illuminated
by black light, symbolizing forbidden, impossible or
unconscious’. According to the most primitive and
ancient mythologies, the human soul is divided be-

tween the world of day, masculine, and the world
of the night, female. Sunlight is the energy of con-
sciousness, while the night is the secret forces of the
unconsciousness. In Racine tragedies, sunny day is
a symbol of consciousness, higher consciousness of
God or gods, while the night is unconsciousness,
where passion is born. Racine’s Sun is a kind of per-
sonification of the sacred in the world and in the
mental life of the characters. In other words, “solar
mythology gives Racine’s tragedy her metaphysical
and ethical scope to the extent to which it contrib-
utes to the general disclosure of secrets and passions
of the soul”. For example, the “night” principle domi-
nates in “Berenice”, but in “Phaedra”, there is a domi-
nation of the “solar” principle.

References:

1. Aristotle. Poetics. Butcher S. H., Trans. — London : MACMILLAN AND CO., Limited. 1902.

2. Euripides. Hippolytus. Robert Bagg, Trans.). Oxford University Press. 1992.

3. History of Western Theatre: 17 Century to Now/Classical (n.d.) In Wikipedia. Retrieved January 18,
2017. from URL:https://en.wikibooks.org/wiki/History of Western Theatre: 17th Century to

Now/Classical

4. Racine. Phaedra. Kline A.S., Trans. URL: http://www.poetryintranslation.com/PITBR/French/

PhaedraActLhtm

5. Racine. Andromache. Kline A. S., Trans. URL: http://www.poetryintranslation.com/PITBR/French/

Andromache.htm

6. Baromxos ®. JKenckue tuns! B Tpareansx Pacuna. [Women types in the Racine’s tragedies]. Saint-

Petersburg: Tunorpadus — M. Mepxkymuiesa. 1896.

7. O6aomuesckuit A. @panuyscknit kaaccurmsm. [French Classicism]. — M.: Hayka. 1968.

8. Tomamesckuii B. Teopus auteparypsr. [loatuka. [ Theory of literature. Poetics. ]. — M.: Acnexr ITpecc.

1996.

39



Section 2. Literature

Shevchenko Tetyana Mykolayevna,

Doctorate candidate at the department of Ukrainian literature

Odesa I. I. Mechnikov National University
E-mail: shtn7S5@ukr.net

ESSAYISTIC CYCLE IN WORKS OF YURIY ANDRUKHOVICH

Abstract: The following article is about essay as a form of ensemble unity. Based on the analysis

of Y. Andrukhovich’s works, the conclusion is made about the features of this cyclic formation, as

well as its ability to develop and change.

Keywords: cycle, essay, discursive practice, structure, model.

Ilesuenxo Tamvsana HukxoraesHa
3oxmopaum xagﬁeapbt YKPAUHCKOLL Aumepamypot

Odecckuiti HayuonarvHoiil yHusepcumem umenu M. H. Meunuxosa

E-mail: shtn7S@ukr.net

3CCEUCTUYECKWUU LUK B TBOPYECTBE
IOPUA AHOPYXOBUYHA

Annoranms: B cratbe peub HAeT 0 IjHKAe 9cce Kak popMe aHCaMbAeBOro eAnHCTBa. Ha MaTepu-

aAe aHaAu3za mpousBeperuit 0. AHApyxOBHYa cAeAQH BBIBOA 00 0COOEHHOCTSIX 3TOrO LIUKAMIECKOTO

06pa3oBaHMUs KaK OTKPBITON CTPYKTYPHI, CIIOCOOHOI K Pa3BUTHUIO U H3MEHEHHUIO.
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Jcce — aKTUBHASI AUCKYPCHBHAS IIPAKTHKA B CO-
BpeMeHHO! YKPaHHCKOM AUTepaTrype, Tpebyomas
OTAEABHOTO OCMBICA€HUS U u3ydenus. HeBupaHHbIi
AOCeAe MHTepeC LIeAOH IIAeSIABI COBPEMEHHbIX YKpa-
MHCKMX ITMCaTeAeH K dCCe KaK IIPOU3BEACHHUSAM, IIPEA-
MOAQTAIOMUM OOHAKEHNEe CO3HAHIS U BOCCO3AAHIE
PedAEKTUBHOTO MBIIIACHUS, OOBSICHSIETCSI, IPEXAE
BCEro, 0COOBIM PACKpeIIOleHHeM AUTEPATOPOB K.
XX — nau. XXI B., «<0CBOOOXXAEHHEM TBOPYECKOTO
IIpollecca, AMYHOCTH IIMCAaTeAs] 3 3aIOPEHHbIX pa-
MOK MBIIIAEHHS, U3 IPecca HACOAOTHIECKHX AOTM,
KAMIIIe ¥ TpadapeToB COBETCKOM amoxu» |2, 97].

Oco6oe MecTo B 97O MAesiae 3aHuMaeT IO puit
AHApPYXOBHY, HCaTeAb HOBOTO IIOKOAEHHUS COBpEMeH-
HOM YKPauHCKON AUTEPATYPBL, P OSABUBLINN UHTEPEC
K acce (B MHTepIpeTaly aBTOPa — <« IIOTBITOK> )
¥ CO3AQBILHIT OIIPEACACHHYIO MOAEAb COOPHHKA 9TUX
IPOU3BEAECHHIL. JTa CTPYKTYpa IPEALIOAAraeT 06b-

eAVHEeHUe TEKCTOB, OITyOAUKOBAHHBIX IIOAHOCTBIO
UAM YaCTHYIHO B IIEPUOAMKE, B OTAGABHYIO KHHUT'Y YoKe
B HOBOM Ka4€CTB€, B KOTOPOM KaXKABII 9IAEMEHT 3a-
HUMaeT ONPEeAEACHHOE, TIIATEABHO IIPOAYMaHHOE
ABTOPOM MECTO, ¥ BMECTe C UHbIMU IIP OM3BEACHIAMU
CO3Aa€T eAMHCTBO HOBOTO THIIA, CTaBAIlee HOBIE,
6oAee rA0baABHBIE UACHHBIE M XYAOYKECTBEHHbIE 3a-
Aaun. VIMeHHO 1o 3TOi MOAEAU CO3AQHBI COOPHUKU
acce «/\e3opueHTalMs Ha MECTHOCTH>, < /AbSIBOA
IpsIeTCs B chIpe>, < Tyt moxoponen Panromac>,
«Mos mocaepHss TeppUTOPUS>, «/\eKCUKOH HH-
THUMHBIX TOPOAOB>.

IO puit AHAPYXOBHY TaK ke 3aAaA OTIPEACACHHYIO
MOAEAD 9CCEHUCTHIECKOTO ITUKAA KaK PIAA 9CCe, 00-
eAMHEHHBIX OTYETAUBOI HA€el, OOIIIM 3arAaBHeM,
HyMepalHel TeKCTOB, CXOKeCThI0O MOTHBOB H XKaH-
poBoro BonaomeHus. Takas cTpykTypa sipue Bcero
IIpEACTaBAEHA BO BTOPOM COOPHHUKE 3cce «/AbSBOA
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IPSTIETCS B CHIPE>>, B KOTOPOM Y€TKO MOXKHO YBHAETD
CTpeMAEeHMe IUCATEAS], C OAHOM CTOPOHBI, CTPYK-
TYpPUpPOBATh CBOU IIPOU3BEACHUS], [IOACAUB Ha OT-
A€ABHBIE TAABBI, U, C APYTOI CTOPOHBI, 00bEAUHUTD
paspo3HeHHbIe, paHee OITyOANKOBAHHBIE, TEKCTDI
B [JEAOCTHOCTb C IIOMOII[BI0 PA3HOOOPA3HBIX XYAO-
)KeCTBEHHBIX BO3MOXKHOCTe. [TepBbIit cOOpHUK acce
rcareAst «/Ae30pUeHTaIMsI HA MECTHOCTH » TAKUMHU
0COOEHHOCTSAMU He OTAUYAACSL.

IIpu aTOM, KaK MOKa3bIBAET AHAAU3 KHUIH « Abs-
BOA IIPSTIETCSI B CBIPE>, HEIPABOMEPHO IOBOPHTS,
9TO pedb MAET O LIUKAE dCCe KaK 00beAVHEHMU, B KO-
TOPOM BCe 9AEMEHTHI COEAUHEHBI TaK KPEIIKO, 4TO
BBIITAACHIE OAHOTO U3 HUX MOXXET PaspyIIUTh BCIO
cucremy. IIpaBuabHee OyaeT BecTu peub 06 3TOM
IIeAOCTHOCTH KaK O THOKOM 0Opa3sOBaHIH, AETKO IIpe-
06pasyeMOM B HOBYIO KOHCTPYKIIUIO, BEAD OIIpeAe-
AeHHBIe pparMeHTHI ITOMH LIEAOCTHOCTH CYLIeCTBYIOT
OTAEABHO HAM C AETKOCTBIO IIOIIAAAIOT B HHBIE ABTOP-
CKHe XyAOXKeCTBEeHHbIe crcTeMbl. Hampumep, nuka
«Shevchenko is OK>» (c6opaux «AbsiBoa mpsuercs
B ChIpe> ) ABASETCS TIPSMBIM IPOAOAKEHHEM 3CCe
«BAu3Ko K TekcTy» (CO0pHUK «Ae3zopueHTarus Ha
MECTHOCTH> ), 2 MOTHB o6beaunenus EBpormbl, Bo-
IAOIEHHBI C IOMOLIBIO HCTOPHH O BBIAUTOM BOAKE
CO cBeKel KpOBbIO B AyHal, peKy, TpoTeKaromyo B 10
CTpaHaX, B Pa3HBIX BAPHUALSIX BCTPEYAETCsSI B LIUKAE
acce «Kak ppi6p1 B Boae>», cOOpHUKe 3cce «AeKCHKOH
HHTHMHBIX TOPOAOB> ¥ B POMaHAX [IHCATEASL

CaeayeT OTMETHTb, 9TO LIUKA 3CCE — HE YaCTO
BCTpeyaroleecs IBACHIE B COBPEMEHHOM YKpauH-
CKO¥I AUTEpAType. DCCEUCTHI OTAAIOT IIPEAIIOYTEH e
COOPHUKY, a He LIUKAY KaK GpOpMe [pe3eHTaL1I CBOETO
TBOpYeCTBa. B GOABIIMHCTBE CAyYaeB LIKABI CO3AQ-
IOTCSI IIMCATEASIMU YK€ IIOCAE TOTO, KAK OTAEABHbIE
IpOU3BeAEHNUS OBIAU OITyOAMKOBAHBI PaHee, 1 aBTOP
pelaeT PUAATH UM HOBbIE CMBICABL, OOBEAVHUB B TO
HAY HHOe aHcaMOAeBoe eAUHCTBO. LTuka, TakuM 06pa-
30M, CTAaHOBHTCSI HOBBIM XYAOXKECTBEHHBIM AOIIOAHE-
HueM / IpeoOpa3oBaHUEM y)Ke U3BECTHBIX CMBICAOB,
HAeil, 06pa3oB, 9cceM, I3MEHEHHBIX U PACIIHPEHHBIX
aBTOpoM. VIMeHHO B HOBOM Ka4eCTBe, B COCYILECTBO-

BaHMHU CO CKa3aHHBIM paHee MAM HAITMCAHHBIM CIIe-
IIMaABHO, 3TU UAEU U 00pa3bl MPHOOPETAIOT HOBBIE
TpaHH, CTAHOBSITCS OOAee MOHSITHBI U NHTEPeCHDI
YUTATEAIO.

B tBopuectse IOpmsa ABApyXOBHYa MOXKHO BCTpe-
THUTDb LJUKABI 9CCE PA3HOTO TUIIA: M HAIIMCAHHbIE CIIe-
IIMAABHO KaK IeAocTHOCTD («Kax PBIOBI B BOAE>,
«JKuBOKOCT cepalieBUAHBIN >, «[oTdpup bens,
ITOTIBITKA a36y1<14>>), Y CKOMIIOHOBaHHbBIE aBTOPOM
y>ke Ha OCHOBAaHUH U3BECTHBIX AyAUTOPHH TEKCTOB
MAU $parMeHTOB, paHee OIyOANKOBAHHBIX B 0AOTax
mam koroHKax («Shevchenko is OK>, «Ataac. Me-
AMTAIIHH> ). B OTAGABHBIX CAYYasiX IJUKA, CO3AQHHBIH
AUTEpPaTOPOM IO OIIPEAEACHHON MOAEAH, IIepepo-
CTaeT B L]eAYIO KHUT'Y 9CCe, CO3AQHHYIO ITO TOMY ke
npunnuy. Hanpumep, aagaBUTHBIN OPSIAOK 00B-
epauHeHUs acce B ukae «loTdpup benn, nonpiTka
a30yKu>, TOCBSIEHHBII ABTOPCKOM HHTPEIPeTaLiuH
TBOPYECTBA H3BECTHOI'O HEMEIIKOTO IT03Ta-9KCIIpec-
CHOHHCTA, TPOCAEKHMBAETCS M B KHUTe 3cce «/\eKCH-
KOH UHTHMHBIX TOPOAOB>, B KOTOPOM IIPEACTaBACHO
111 Bapuanuii Ha TeMy TOPOAQ M MECTa B HeH 4eAo-
Beka pasMbliAsitonero. CBoeobpasie TBOpUECKO
MaHepsl 0. AHAPYXOBHYA YeTKO MOXKHO YBHAETD
B ITMKAAX 9CCe HAPPATHBHO-MEHTAaTUBHOTO THIIA:
3A€Ch 3aypsiAHASI HyMepaIis TeKCTOB ITepeAaeT I0-
CAEAOBATEABHOCTD TEX UAHM MHBIX OIIMCAHHBIX COOBITHIA
C IIOCAEAYIOIIUMH PA3MBIIIACHUSIMH, 0053aTeAbHBIMH
B acce ( «Maapb0opKk 1 KpecTOHOCIIBI»>, «KuBOKOCT
CepPALIeBUAHDII » ). Takoe CTPYKTYPHpPOBaHHE IIeAOCT-
HOCTH CIIOCOOCTBYeT ITOBBIIIEHHUIO YUTA0EABHOCTH
TeKCTa, OPraHU30BbIBAET, Ha IIEPBBII B3rAsIA, pPas-
PO3HEHHBIN TEKCT, HAIIOMUHAIOIUN B OTAEABHBIX
CAyYasiX MO3aUKy pepAeKCHIL.

[Tpoanaausupyem pAeTaabHee HUKA «Kak ppr6st
B BOAE> U3 COOPHHUKA « ABSIBOA IIPSIYETCSI B CBIPE>.
ITo muenwuro I IllyTs, ero HazBaHHe IPOUCXOAMT OT
ppaszeorornsma, 0603HAYAIOIIETO HEIIPOU3BOABHOE
COCTOSIHUE YeAOBEKa, €r0 yBepeHHOCTDb U OCBEAOM-
ACHHOCTD B OIIPeAEASHHBIX IIOHATHSX U SIBACHUIX
AEFICTBUTEABHOCTH, OAATOIIPUSATHYIO CPeAy Cylile-
crBoBaHMs. Tak IO. AHAPYXOBHY aKkIleHTHPYeT Ha
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COOCTBEHHOM MUPOBOCIIPUATHH, CIIOCOOCTBYIOIEM
TIOSIBACHHIO OTUX Pa3MbIIIAEHUIT» [ S ].

A\eNCTBUTEABHO, IIUKA IPEACTABASIET 060 00B-
eArHeHHe 29 KOPOTKHX acce («Iecen> ), KakAoe
U3 KOTOPBIX — pa3MblIIAeHHe Ha TeMy PeKH B pas-
HBIX aCIIeKTaxX: reorpapuiyeckoM, TOIIOAOTUIECKOM,
($OAPKAOPHOM, KyABTYPOAOTHIECKOM, PUAOCOPCKOM
U T.A. ABTOP C IOMOIIBIO NPEACTABACHHOM ITOBe-
CTBOBAaTEAbHOM MHCTAHI[UHU B 9CCE UINET «<CBOU >
pexu («Texymue ckBo3b MeHs>» [1,204]), mo-
HUMasl [TI0A 3TUM IIPEXAe BCETO MEHTAAbHYIO, AY-
XOBHYIO a0AaKTHPOBAHHOCTD C HUMH, BHI3BAHHYIO
aCCOLMAIMAMHU, BOCIIOMUHAHUAMY, YCTOMYUBBIMU
3HAaHUAMU, )KU3HCHHbBIMH B3TAIAQAMH, IECHHOCTA-
MH U T.A. K «cBonM>» pexam oH otHOCHT IToATBY,
Peitn, Aynai, Opep, Auenp, AHecTp, pa3MblIIAsIeT
0 TeX, KOTOpbIe I10 Pa3HbIM IPUYMHAM CTAHOBATCS
«He CBOUMHU >, BBICTPAaUBaeT MEHTATHUBBI O TOM, UTO
BOAHbIE APTePHUH SBASIOTCS He TOABKO TPaHHIIAMH,
HO M BO3MOXXHOCTBIO HX IIPeoAOAeHuUs. Pexu BbI-
3BIBAIOT Y IIHCATEAS] pa3HOOOpasHble aCCOLMALIUH
C TOPOAAMH, CTPAHAMH, KOHTHHEHTaMH, TUCATeASIMU
U APYTHMU IIPEACTABUTEASIMH UCKYCCTBA, COOBITHSI-
MH IIPOIIAOTO U HacTosmero. C moMomipbio IMeHHO
9TUX 00Pa30B BHICTPAUBAIOTCS ICCEMBI M KOHIJEIIThI
B ITUKAUYECKOM 0ObeArHeHUU. Bech uKA, TaKUM
006pa3oM, CTAHOBUTCS FeOIMO3THIECKON 9CCEUCTH-
YECKOH MHTEpIIpeTALMeN TMAPOAOTMYECKHMX U MHbIX
KapT, HATIOAHEHHOM ACTKOM MPOHMEN, HECAOKHBIMU
HaM€EKaMH, IOHATHBIMU 1 HPO‘-II/ITI)IBaeMbIMI/I MeTa-
popamu: «KoHeuHO, pexu SIBASIOTCSE 6AArOCAOBEHH-
€M Halllero MUPa, XOTSI HHOTAQ OBIBAIOT IPOKASITHEM.
U Bce xe ceftdac st 0 6AarocAoBeHUH. XOPOIIO, YTO
PeKH eCTh, YTO OHU OTAEASIIOT — beper oT Oepera,
AAHAIIAQT OT AAHAIAPTA, KYABTYPY OT KYABTYPBIL
Pexu — ocHoBaHMe pasHoobpasus. Ho u xoporo,
4TO peKH COEAUHSIIOT — ThI OpPOCaeIbCcs CTpeM-
TAaB B 3€A€HYIO IIPO3PAYHOCTD IAE-TO BO3AE CAMHUX
HCTOYHMKOB U, HEyTOMUMO PacceKasi COIPOTUBAe-
HHE BOADBI KBMCHCHHBIMH Ha ITAABHHUKH AAAOHSIMU,
KOTAQ-HUOYAb AOCTUTAENIb YCThSI, ACABTbI, 3aTOKH,
Oxeana» [1,210-211].

MortuB pexu Kak 00beAUHSIONIeN CyOCTaHIMN
(AyXOBHoﬁ, reoIo3TUYECKO, <1)HA0C0<1)CK0171) rpym-
IMpyeT KOPOTKHeE, Ha TIePBbII B3TAsIA, 000CO0AEHHDIE
acce B IIEAOCTHOCTD KaK OPTaHHM30BaHHOE MHOXKe-
crBo. Kaskpoe 13 mpeACTaBACHHBIX 9CCe OTChIAAET
K IIOCACAYIOIIIEMY, 3aBepIIAsICh HAeeH, HaA KOTOPOi
ABTOP Pa3MBIIIASIET B IIOCACAYIOIIEM TEKCTe, HAU Te-
3MCaMH, pa3BUBAEMBIMH B AAAbHEMNIIIeM IIPOU3BeAe-
Hun. Hanpumep, 20-e acce 3akanuuBaercs urypoi
OTBETCTBOBAHMS, IPU KOTOPOI 9K30TMHAPPATOP
(paccKasumK, CTaHOBSIMUICS MBICAUTEAEM B 9CCE), CaM
CTaBUT BOIIPOC M Ha HETO ke oTBedaeT: «HTepecHo,
C KaKOM M3 peK CBS3aHO HOAbIIIe T09TOB — ¢ PeftHoM
uAn ¢ AyHaem? AyHail mpoTekaer dyepe3 60AbIIOe
KOAMYECTBO SI3BIKOB, [I03TOMY €rO ITAHCHI KXKYTCs
6oabmmmMu. XoTs1 1 PefiH Hy HEKaK He 0OAeA€H PasHO-
obpasuem AuarekToB> [ 1,207].21-e acce passuBaer
3Ty UALIO YoKe B TepBoM npeasoskennn: «Ho Aynait
KaXKeTCsl MHe 60Aee AOATHM, TaK KaK KacaeTcs AaXKe
Hac B Ykpaunte» [ 1,207]. [lopo6Hble ocobeHHOCTH
HaOAIOAQIOTCS U B APYTHX 9CCe IUKAQ. Takum o6pazom
BBIPHCOBBIBAETCS OIIPEACACHHAS I1eTI0YKa MOTHBOB,
06pa3oB, HAeil, KOTOpbIe CHAYaAa 0003HAYAIOTCS aB-
TOPOM, a IOTOM CTAHOBSITCSI 0OBEKTOM OCMbICACHHS,
IIPH 3TOM BPSIA Al MOSKHO TOBOPUTD O IIOBTOPSIEMOCTH
MOTHBOB BO BCeX dCCe IJUKAQ, TaK KaK, Harpumep, 3-e
9cce TeMaTUYeCKU HUKAK He CBA3aHo ¢ 7-M,a 10-e —
¢ 15-m. LJuka opraHu3oBaH 0 AMHEHOMY ITPUHIIUITY,
4TO PeAKO BCTPEYaeTCs B COBPEeMeHHOM yKPaHHCKOMN
AUTepaType, BeAb HAMHOTO 4Yalje TYT OBITYIOT 3cce-
HCTHYeCKHUe aHCaMbAeBbIe 00'beAUHEHNS, CKOHCTPY-
MpOBaHHbIE TI0 3aKOHAM IT0CTMOAEPHHUCTCKOH aHTH-
HepapXUIHOCTH U PpparMeHTapHOCTH. OAHAKO M ITHKA
IO. AuppyxoBuda «Kaxk ppr6sl B Bope» He MOXKeT
IIPeTeHAOBATh Ha CTATYC COBEPUIEHHOM IJeAOCTHOM
3aMKHYTOH CTPYKTYPbI, KOO Pa3MbIIIAEHHSI O peKax
MOTYT OBITb IIPOAOAXEHBI U IIKA A€TKO MOXKET ObITh
pacIIupeH, 0 YeM pedb UAET B 28-M, MpeAIoCAeAHEM
acce: «Camoe AydIee CTUXOTBOpPEHHE — HCIPABACH-
HOe, IlepenrcaHHoe U 3adepkHyToe. Camas Aydrmnas
1033usl — HepockazaHHas. Camas Aydmasi mecHs —
He crietast. CaMmast Aydinasi ppiba — He MOMMaHHAS>»
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[1,210]. Kuura acce «/AeKCHKOH HHTUMHbIX TOPO-
A0B>, u3panHas B 2011 1., TOABKO MOATBEPXKAAQET 3TOT
$aKT, Beab B Hell IOAYIHMAY Pa3BUTHE MHOTOYHCACH-
Hble MOTHBBI IJUKAA «Kak ppIOBI B BOAe> B HOBOM,
ypOanucrudeckoM KoHTeKCcTe. OHM XXe OIpeAeAHAn
Y MHYIO 3CCEHCTUYECKYI0 PePACKCHIO C BKAIOUEHHEM
0COOEHHOCTEH «TOMOrpaduu Toro 06beKTa, KOTOPDIIT
noaBepraeTcs pepaekcuu> [3, 15], ucxops us Toro,
4TO «KOHKPETHbIEe YCAOBHS CTAHOBSITCSI OHTOAOTHYE-
CKOM IIPEATIOCBIAKOH pepAeKCHH, ee IPUHITMITHAABHON
obycaoBaeHHOCTBIO> [ 3, 15].

Hrax, ruka acce B TBopuecTBe 0. AHApyXOBH-
4a — CaMOOBITHOE U SIPKOE sIBA€HHE, KOTOPOe U BIIU-
CBIBAETCSI B CYILIECTBYIOIIUE AHCAMOAEBbIE MOAEAH,

U Pe30HHPYeT C HUMU OAHOBpeMeHHo. BaxxHo oTme-
THUTD, YTO OTIPeAeACHHBIE pOPMATHI 9CCEUCTHIECKOTO
IMKAQ B COBPEMEHHOM YKPAMHCKOM AUTEpaType K.
XX — nHau. XXI B. Ob1AM 3aAQHDBI UMEHHO 3TUM ITH-
cateaeM. OAHaKO aHAAM3 KOHKPETHBIX IJUKAOB U OT-
AEABHBIX TEKCTOB ITOKA3aA, 4TO He CTOMT BbICTPAUBATDh
AUTepaTypoBeAdecKre KAaHOHBI Ha MaTepHaAe ero
TBOPYECTBa, BeAb OHHU IIONIPOCTY HEBO3MOXKHBI, 160,
KaK CKa3aA CaM AUTEPaTOop, €r0 HaCAeAHe IIpaBHAbHee
BCETO BOCIIPHUHHUMATDb «KaK UI'DY C IPUAYMaHHBIMU
AAS cebst camoro TipaBrAamu> 4, 29, KoTOpbie BpsiA
AU TIPEATIOAQTAIOT IO9TOAOTUYECKHE AOTMBI M KAHIIIE,
Brpoyem, 3To MOXKeT CTaTh IIPEAMETOM IOCAEAYFOIIHX
HCCAEAOBAHUIM.
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Introduction. The concept of the linguistic sup-
port for military operations belongs to the sphere of
military translation theory — “a group of well-struc-
tured and summarized facts, theoretical judgments,
hypotheses and methodological provisions, coher-
ently integrated into a system by carefully selected
and terminologically refined units of its conceptual
construct, which reveal the essence and specificity of
the military interpreter’s professional duties” [ 1, 46].
As such, the object of the military translation theory
encompasses not only the traditional realm of mili-
tary translation and interpreting, but also the entire
domain of the linguistic support for forces [2, 98].

Traditionally, the research in military translation
studies was carried out in the former Soviet Union
(FSU). 1t is practically absent in the European,
American, Asian, African or Australian translation
studies. You will not find concepts/terms/entries
“military translation” or “linguistic support for military
operations” in such recognized and comprehensive
sources of translation studies as the “Routledge En-
cyclopedia of Translation Studies” (first edition of
1998 [3] and second — 2011 [4]), the four-volume
“Handbook of Translation Studies” by Benjamin

Publishers [5] or the “Oxford Handbook of Trans-
lation Studies” [6].

The term/concept “linguistic support for military
operations” is rather new for the theory of military
translation. Henceforth, the “Explanatory Transla-
tion Studies’ Dictionary” by L. L. Nelyubin [ 7], which
contains 2,028 entries from 224 sources and is con-
sidered to be one of the mostly cited academic and
reference guides in the FSU countries, does not
mention it.

Ultimately, the concept of “military translation”
itself is defined as “a special type of mediated inter-
cultural communication, carried out for the linguis-
tic support of the armed forces” [1, 45 ].

In Ukraine, we see the linguistic support for forces
as a “a complex of special measures, tasks, proce-
dures and processes of practical and fundamental
nature in the military-political, military-technical
and special military fields of the Armed Forces of
Ukraine. They are planned and carried out to accom-
plish intercultural (communicative & mediational),
linguo-geographical (informational & analytic),
military-terminological (normative & codifying),
linguo-pedagogical (didactic & diagnostic) and
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linguo-research (scholarly) functions that require
military-professional level of bilingual philological
competence of performers.” [8, 144-146]. The mili-
tary interpreter/translator is the principal actor of
the linguistic support for forces [9].

The purpose of the article is to analyze the
specificity of the linguistic support in NATO-led
military operations.

Presentation. The specificity of the linguistic
support for NATO-led operations is described in the
ALingP-1 — a non-classified allied linguistic publi-
cation [10]. ALingP-1 defines linguistic support as
“the provision of services, including translation and
interpretation, enabling persons who do not under-
stand each others’ languages to communicate with
one other” [10, A-1].

ALingP-1 covers three functional areas of the

linguistic support (translation of written material;
interpretation of speech; related tasks, such as moni-
toring audio-visual media and printed material, sum-
marizing and gist translation), which are organized
at two levels: high-level translation and interpreta-
tion provided by personnel with formal professional
qualifications or higher level skills; more limited
support provided by personnel with lower level
skills [10, 1-1].

The requirement for the linguistic support for

operations derives from the necessity of deployed
NATO headquarters and forces “to communicate
with the populations, authorities and other orga-
nizations present in their area of operations” when
they “do not speak a NATO official language and it
may be required for aheadquarters’ or a force’s entire
range of activities. It is therefore mission-essential.
Furthermore it must be of adequate quality to meet
the requirements.” [10, 1-1].

ALingP-1 gives guidelines for establishing a pol-
icy for operational linguistic support, which “must

cover support for the languages used in current area
of operations as well as potential areas of conflict
where NATO forces might be required to intervene.”
[10, 2-1]. National policies should be compatible

with ALingP-1 and “shall guide the provision of lin-
guistic support within national elements and force
structures” [10,2-1].

The policy shall also contain scaling guidelines
that will enable planners to calculate the linguistic
support personnel required to meet all expected func-
tional requirements. “Those guidelines must take ac-
count of the type of personnel that are used and fac-
tors such as the length of tours in theatre, the nature
of the operation, the need for 24-hour/7-day support
and the time needed to provide training.” [10, 2-2].

Officers conducting operational planning must

determine the language(s) used in the area of opera-

tion, as well as relevant areas such as logistic support

areas and lines of communication and areas of intel-
ligence interest. It is important to determine not only
the official language(s) used by governmental and
other authorities but also any vernacular languages
or dialects spoken by parties and local populations.
This determination will be facilitated by obtaining or
creating a linguistic map of relevant areas [10,3-1].

According to ALingP-1, the typical linguistic

support functions are: command-level relations with

authorities and parties; operations at the tactical and
other levels; human intelligence; psychological op-
erations; public affairs; legal affairs; contracting; lo-
gistics; policing; civil-military cooperation; admin-
istration of local personnel; training of indigenous
forces [10, 3—1].

Linguistic support requirements include: 1. Lan-

guage combinations required (e.g. English to French
and vice versa, Dari and Pashto to English and vice
versa); 2. Interpretation and modes (simultaneous,
consecutive and/or liaison interpretation might all
be needed at different times and in different quanti-
ties); 3. Translation and types of text (general, mili-
tary, technical and legal documents among others
might all need to be translated at different stages of
an operation); 4. Level of quality to be achieved; S.
Location where support is to be provided; 6. Duration
of the linguistic support (taking account of the phasing
of the operation) [10, 3-2].
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“The Linguistic Service must be organized so as
to provide the necessary services efficiently and ef-
fectively while ensuring adequate administrative and
technical supervision and support of the activities.”
[10,3-2].

The Linguistic Service is responsible for manag-
ing four types of personnel: professionally-qualified

civilians, non-professionally qualified civilians, mili-
tary linguists, and linguistic support staft.
Professionally-qualified civilians are transla-

tors, revisors, and interpreters [10, 3-3]. “Trans-
lators are linguists whose main job is to translate
written materials from one language to another.
Professional translators normally only translate
into their mother tongue from one or more other
languages. However, in an operation, it is likely
that it will be necessary for linguists to translate
not only into but also from their mother tongue,
generally into the working language of the head-
quarters or unit.” [ 10, 3-3]. A translator may also
perform liaison interpretation — “the interpreta-
tion of short segments of speech, generally sen-
tence by sentence, immediately after they have
been uttered, not necessarily requiring high-level
interpretation training.” [10, A-1].

Revisors are experienced linguists whose job is
to check and correct the output of translators. They
are an essential part of the quality control chain, es-
pecially when reliable, high-quality translations are
required. They also supervise the activities of and
train translators [ 10, 3-3].

Interpreters are linguists who translate speech
orally. They do this in a variety of modes (simul-
taneous, consecutive or liaison) from and to their
mother tongue. Any linguist, including transla-
tors, revisors or linguistic assistants, can perform
liaison interpretation. However, simultaneous in-
terpretation and consecutive interpretation may

only be performed by properly trained interpreters
[10, 3-3].
Non-professionally qualified civilians include

linguistic and language assistants. A linguistic assis-
tant is “an individual with some linguistic capability
employed to assist linguists in their duties and pos-
sibly to perform liaison interpretation. Examples of a
linguistic assistant’s duties: proofreading, managing
terminological databases or finding reference mate-
rials” [10, A-1].

Language assistants are personnel with limited
language ability who facilitate communication us-
ing a narrow range of vocabulary in specific circum-
stances such as guarding, searching and checkpoints.
They are not expected to provide written translations
[10,3-3].

The category of military linguists consists of pri-
mary military linguists (members of the armed ser-
vices with adequate language skills deployed to serve
mainly as linguists) and secondary military linguists
(personnel with limited language skills deployed in
their primary military role but able to undertake the
duties of language assistants) [10, 3-4].

The linguistic support staff “are personnel who
provide administrative and production support for
alinguistic service, including correction and format-
ting of revised translations, logging of requests and
general clerical duties” [10, 3-4].

Conclusion. The concept “linguistic support for
military operations” is rather new for the theory of
military translation. The specificity of the linguis-
tic support for NATO-led operations is described
in the ALingP-1 — a non-classified allied linguistic
publication. ALingP-1 defines linguistic support as
“the provision of services, including translation and
interpretation, enabling persons who do not under-
stand each others’ languages to communicate with
one other” [10, A-1].
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Abstract: With Sociolinguistics methods, through the case study in the University of Social
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1. Theoritical foundation

In teaching and learning foreign languages, there
are two class models are considered parallel to exist:

1) Bilingual class (with native-foreign language
code switching) and;

2) Monolingual class (with no native-foreign
language code switching).

At the present, the second model is considered
ideal. But in fact, in many places, the first model still
prevails because teachers and learners have the same
native language, because of on-site and economic. In
fact, there are very different attitudes towards code
switching between native and foreign languages in
the classroom. There are three different attitudes
towards this [10]. First, code switching must be
excluded from the ‘almost all’ (‘virtually all’ view);
Second, code switching should be excluded at the
‘maximal’ level (‘maximal’ view); and third, code
switching should be used as an ‘optimal’ device (‘op-
timal’ view). The first two views are based on the
opinion that the acquisition of foreign languages
is the same as that of a native language that can be
practiced in monolingual [2]. The third view comes
from the recognition of the role of code switching
as a device for understanding between teachers and

students. It is rooted in Krashen’s input hypothesis
that the precondition for the acquisition is that the
input language is guaranteed to allow the learners are
able to comprehend the lecture in a maximum level.
That view is supposed to have deep root in linguistic
theories and cognitive theory [2]. From a linguis-
tic perspective, the phenomenon of code switching
in foreign language classes is quite common when
teachers and learners share the same native language
[13]. It supports quite well for effective communica-
tion. From a cognitive perspective, there is a vocabu-
lary that exists in the subconscious mind, which is a
potential language and it will become a real language
when activated. In the foreign language classes, the
stimuli arising from the code switching behavior of
the teachers, the potential language will be activated,
becoming the language in use [2].

In addition to the theoretical foundations,
many studies that compare the effectiveness of
no code switching or code switching as a rational
strategy in the classroom have shown that in the
early stages, bilingual model is more effective than
monolingual model. At this stage, strategic use of
language is a factor that improves learning results
[4; 7]. The remediation of native language can also

48



ENGLISH-VIETNAMESE CODE SWITCHING IN TEACHING AND LEARNING ENGLISH IN VIETNAM(Case study on some English classes in USSH, VNU)

help to achieve success but does not mean that it
can succeed in every classroom and every stage, es-
pecially when the input language becomes unintel-
ligible with students.

2. Research question

Observing the situation of teaching and learn-
ing English in an artificial language environment in
Vietnam, it is not difficult to see the problems that
arise in strategies to regulate and use languages as
codes (both lecturers and students), which is Eng-
lish - Vietnamese code switching often as a common
way in teaching and learning activities. It can be seen
clearly behind the code switching behavior is the
habit of using the mother tongue in thinking before
“reacting” or practicing in foreign language due to
the weak language competence. It is common to say
that when language competence is weak, language
thinking and communicative practicing through the
translation method is a habit that is easy to obtain.
This habit greatly hinders the implementation of the
direction of teaching and learning foreign languages
from the communicative approach. However, for
various reasons, both from lecturers and students,
this habit is still very powerful in the classroom. Al-
though both theoretical and practical, people are
aware of the obvious limitations of this habit. The
problem is that, although recognizing the limitations
of language learning in the artificial environment,
although the model of monolingual classroom is
supposedly encouraging, why code switching is still
happening. That problem should be investigated and
answered in a scientific way.

To answer this question, we have studied the
situation of English-Vietnamese code switching in
teaching and learning English in Vietnam in order
to answer the following questions:

1) In the artificial language environment of Eng-
lish classes in Vietnam, how does English-Vietnam-
ese code switching express?

2) What are the causes of the code switching?

3) How is code switching seen from the perspec-
tive of both the lecturers and the learner?

3. Materials and Methods

The study is carried out on 6 English classes at
the University of Social Sciences and Humanities
for 2 years (A part of materials of the first year re-
search was used and published in the paper “Native
language in teaching and learning foreign languages”,
published in Language Journal (in Vietnam), No. 11.
2014.1SSN: 0866-7519). The method is participant
observation 45 class hours, questionnaire survey of
167 students and 22 lecturers. Besides, we discussed
with S lecturers and 6 students from the 6 classes.

Materials obtained include:

1) 45 recordings;

2) 167 questionnaires of students, 22 of lecturers
on the role of Vietnamese in the English class, atti-
tudes towards the use of Vietnamese in the teaching
and learning process and;

3) notes from some discussions with lecturers
and students.

The study uses qualitative and quantitative methods.

4. Findings and discussions

4.1. The reality of English-Vietnamese code
switching in teaching and learning activities

Observation of the 45 lessons, we found that al-
though English is the target language and the English
competence of the lecturers are high compared to
non-native speakers (The standard requirement for
English language proficiency of the National Uni-
versity of Hanoi (in which the University of Social
Sciences and Humanities is one of the members) is
7.0 IELTS according to international standards), in
the classroom, they still codeswitch the language
quite dense in teaching activities. The evidence is
that when calculating the level of use of the Vietnam-
ese word and the English word in some classes of
basic English level (equivalent to the A2 level in the
European reference frame) are randomly selected,
we found that 61.2% of Vietnamese words, 38.8%
of English words. In the teacher’s lecture, there are
only 32.1% of English words, 67.9% of Vietnamese
words. In the student’s discourse, 41.5% of English
words, 58.5% of Vietnamese words. Thus, even if the
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English competence of students is not too poor, the
language balance still tends to deviate significantly to
Vietnamese. This evidence shows the role of English-
Vietnamese code switching as a device of teaching
primarily in English classes.

These quantitative data are reinforced by quali-
tative descriptions through activities that use Viet-
namese-English code switching. For lecturers, there
are 9 main code switched activities: interpreting new
words, explaining grammars, making requests, repeat-
ing requests, showing empathy, emphasizing, changing
topics, making comments, giving game instructions. In
these 9 activities, interpreting new words, explaining
grammars, showing empathy, and game instructions are
activities with the highest percentage of Vietnam-
ese words used. For students, there are S main code
switched activities: answering, discussing with friends,
suggesting (with lecturer), interpreting new words,
playing games. In which, activities as discussing with
friends, suggesting (with lecturer) are activities that use
the most Vietnamese words. This result is shared by
many researches in the world. Studying the func-
tion of code switching between native and foreign
languages, many researchers have found many regu-
lar and popular activities that use native language
[1; 2; 3; 11, 12]. Some of the most popular special
activities include interpreting new words, explaining
grammar, making request, creating a friendly classroom
environment, showing empathy, changing topics. Our
results also share many of the findings. This shows
the similarity and popularity of code switched ac-
tivities in foreign language classes in many parts of
the world.

In addition to the activities of the lecturers, stu-
dent’s activities such as answering, discussing with
friends, suggesting (with lecturers), translating and play-
ing games also provide strong evidences. Thus, not only
lecturers but also students are influenced by the habit
of using Vietnamese, even if the acquisition of the tar-
getlanguage is the most important. Here, the following
definition of the role of the native language is relevant:
“Teachers may try to prevent students from using the native

language in the classroom but can not be able to prevent
students from thinking in their native language’ [8].

From the perspective of practicing communica-
tion skills (listening, speaking, reading and writing)
in foreign languages, it can be seen that the process
of interaction through the teaching and learning ac-
tivities we observe is mainly expressed the first two
skills (listening and speaking), especially speaking
skills. And the code switching behavior here is iden-
tified primarily through the speaking activity of the
lecturers and, correspondingly, the student’s listening
activity and vice versa. Reading activities are mainly
done on English text printed in the textbook. Writ-
ten activity is done through exercises in the form of
sentence completion, sentence formulation and es-
say writing. These two activities have no sign of code
switching behavior. However, we pay attention to the
student’s record of what was learned in the notebook.
Indeed, the observed results show that the notebook
is a place to store a lot of evidences of thinking in the
native language. With the advice of the lecturers, we
have borrowed and examined 6 notebooks from 6 of
the best students in each class. The results show that
all 6 notebooks use Vietnamese to record two main
contents of interpreting new words and explaining
grammars. In which, approximately 90% of the gram-
matical explanatory items are written in Vietnamese,
more than 70% of words are annotated in Vietnam-
ese, nearly 30% of words are annotated in English
synonyms. This data strongly supports for the survey
results on code switched activities. They suggests two
things. The first is the level of code switching in the
teacher’s lecture, which is very high in the two activi-
ties mentioned above, and students are the “secretary”
who records that in their notebooks. The second is the
habit of thinking in the mother tongue that is still very
deep not only in students but also in teachers who
have good English proficiency.

Obviously, the artificial language environment
with teachers and learners who have English as a
foreign language that strengthens and facilitates the
habit of thinking in the native language. The foreign
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language practiceis subject to a greatrestriction of the
habit. This situation further motivates the researcher
to find out the answer to the question: what has led
to those dense code switching behaviours.

4.2. Reason for English-Vietnamese code
switching in English classes

The above results are obtained from observations

subjective will of both lecturers and learners. That
fact needs to be answered because it goes against the
theoretical guidelines on how to effectively practice
communication in foreign language classrooms. The
following reasons for code switching are derived
from the subjective will of both lecturers and
learners. For lecturers, there are seven main reasons

in classrooms. They are objective reality beyond the ~ ranked from high to low:
Table 1. — Reasons for lecturer’s code switching
STT Reasons Frequency | Ratio (%)
1 The English competence of students is limited 22/22 100
2 Create understanding with students 16 72.7
3 Create a close and friendly relationship 15 68.2
4 Students are more interested and focused on lecture 9 40.9
S Easier to convey knowledge 7 31.9
6 Easier to manage and organize classes 6 27.3
7 The habit of using Vietnamese 6 27.3

Obviously, the two most common reasons for
lecturer’s code switching are the English competence of
students is limited (100% of responses) and fo create
understanding with students (72,7%). Both reasons
are related, direct or indirect, to the learner’s English
competence. Through discussions, some lecturers
said that if English competence of students is good
enough, they would be much more restrictive of us-
ing Vietnamese. However, due to student’s limited
English proficiency, lecturers are constantly under
pressure to ensure program progress, so they are al-
most obliged to use Vietnamese to meet knowledge
and skill targets for each class hour, each lesson, and
the curriculum. The third and fourth reasons con-

cern the psychological level and the interpersonal
relationship between the teachers and the learners.
Thus, following the English competence, the next
issue of concern is to create friendly learning atmo-
sphere. The reasons for the convenience of teach-
ers are only small. Surprisingly, however, very few
teachers (6/22) recognized the dominance of their
mother tongue habits - a limitation of their own.
Most of the reasons they choose to interpret their
code switching behaviours are towards students, for
students.

On the learner side, students also have their own
reasons for code switching in the classroom, in ad-
dition to some of the reasons that lecturers share.

Table 2. — Reasons for student’s code switching

No Reasons Frequency | Ratio (%)
1 The English competence of students is limited 148/167 88.6
2 Feeling the lack of confidence 123 73.7
3 The habit of thinking in Vietnamese 96 57.5
4 For general understanding 79 47.3

As noted by the lecturers, students also find
their English competence is limited and this thing

promote decisive influence of the habit of thinking
in Vietnamese. It is easy to see that the reasons are
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directly related to each other: weak language com-
petence (1) lead to lack of confidence in commu-
nication (2), lack of confidence lead to be afraid to
speak in foreign languages. This second reason lead
to habit of thinking in Vietnamese (3) freedom to
promote. Also, because of the weak language com-
petence, students have not enough confidence
to say, they use Vietnamese (code switching) to
understand each other (4). Compared to English
classes in many other countries, lack of confidence
is a fairly shared reason. Beside, the habit of think-
ing and behaving in native language is also the rea-
son all previous researchers have found in foreign
language classes in many other countries [1; 2; 3; 8;
12]. The ‘spiritual luggage’ that students bring into
the classroom on the one hand is a modest Eng-
lish competence, and on the other, mother tongue
and a background of native language thinking have
become flesh. Indeed, as suggested, lecturers can
prevent students from speaking in native language,
but can not prevent them from thinking in their
native language. To say that all trips of any person
have to start from their house, a trip to a second
language must start from the native language [2].
Even lecturers are influenced by this, even though
their English competence may be much better than
students, but the greatest language asset, the most
effective thinking tool they bring into the class-
room may still be Vietnamese.

4.3. Attitude towards English-Vietnamese code
switching in English classes

97.87% of students said that if teachers use Viet-
namese, their understanding will be higher when the
teachers use only English. But the student’s expecta-
tions also have certain conditions. These conditions
are reflected in the student’s opinions of teacher’s
code switching in classroom. Students’ expectations
of code switching in the classroom as follows: 53.3%
of students (89/167) expect English and Vietnam-
ese are used equally, 34.1% (57/167) expect English
is used more, Vietnamese only support when need-
ed, only 0.9% (15/167) expect English is used only

throughout the class hourand 0.4% (6/167) expect
English is used less but more Vietnamese.

The use of equivalents of Vietnamese and Eng-
lish supported over S0% of students. Here also, we
find a meaningful relationship between the student’s
desire and their learning outcomes. The teachers are
expected to use of equivalents of Vietnamese and
English by the group of average learning outcomes.
Using more English, Vietnamese only support when
needed is desire of the group of good learning out-
comes. 0.9% wishing to hear English throughout the
lesson are students with excellent learning outcomes.
Left, the students with the worst results (0.4% ) want
to hear the Vietnamese is mainly. This interesting
correspondence allows for the seriousness and ob-
jectivity of students in answering the questionnaire.
Because, the questionnaire of language attitude is a
type of questionnaire that contains a lot of subjective
and emotional informations. This result may be sig-
nificant for lecturers in developing their strategies, in
teaching and using language in classroom.

Share this result, some researches at English class-
es in Malaysia showing that the percentage of students
who support code switching between Malayu and
English is approximately 71%. In addition, 70% of
students think that using Malayu helps them to un-
derstand the lesson better. This positive feeling led
to a feeling of satisfaction after every lesson (68.5%),
feelings of relieved pressure (64.6%), feelings of mini-
mizing misunderstandings (62.1%) (Badrul Hisham
Ahmad 2009). Schweers’ study of English classes in
Puerto Rican is even more impressive: 88.7% of stu-
dents support teacher’s code switching, which makes
their learning English much easier [14].

From the lecturer’s perspective, most lecturers
think English-Vietnamese code switching is neces-
sary. But if they abuse the Vietnamese, the learning
outcomes will be negatively affected. As evidenced
by the fact that, in four levels of English-Vietnamese
code switching 100% of lecturers think that using
more English, Vietnamese only support when needed
is what they want. However, there is a difference
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between their subjective will and what happens in
reality because most teachers use the Vietnamese
language more than English. The data presented in
3.1 are quantifiable evidence of this difference. The
findings support Engku Haliza Ibrahim’s conclu-
sions that although many teachers do not support
code switching and try to use foreign languages only
(data from in-depth interviews), the real (in video),
they still codeswitch in a dense way in many teaching
activities [ 16]. That means, whether consciously or
not, the code switching between native and foreign
languages in the classroom is still going on for some
certain reasons.

Conclution

It can be seen that the artificial language environ-
ment with both lecturers and students in the same
mother tongue creates favorable “opportunities” for
the habit of thinking in the mother tongue to maxi-
mum impact to all interactions in class. Accordingly,
language code switching in this class model is a com-
mon behavior, not only in Vietnam but in many oth-
er countries in the world. It is worth mentioning that

although all lecturers understand that the monolin-
gual classroom model is ideal, and the code switch-
ing into the mother tongue of students should not be
encouraged due to it’s negative effects, the fact that
for different reasons, they are still code switch at high
frequencies in the lecture. And as a response, the lec-
turer’s code switching received a positive reception
from the students due to the understanding that it
brought. It is a matter of great concern and should be
pondered is the distance between the desire to build
an ideal learning environment where lecturers and
students have the only common means (foreign lan-
guage) and the reality of teaching and learning in all
artificial environments where lecturers and students
share both native and foreign languages. In these ar-
tificial language environments, the fact of teaching
and learning with code switching behaviors is regu-
lar in the teacher’s lecture and student interaction is
a huge challenge, create a distance with the desire to
build a ideal language environment for learning for-
eign languages when the learners, for some reasons,
can not come to the natural language environment.
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