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IN MEMORIAM

’
na

Materia est id in quo recipitur forma,
et ex quo fit quod generentur

(Aristételes, en una mala traduccién)

A poco de ver laluz ¢l volumen n® 10 de la Miscel4nea, recibiamos en el
Departamentode Zaragozalanoticia de.quenucstro querido compaticro (y firme
colaborador cn la Revista) Enrique Garcia Dicz acababa de morir. Palabras de
duclo y homcenajc s¢ siguicron entonces hasta formar metaféricos rios que
unicron a sus caudalcs no pocas lagrimas vertidas por més dc un filélogo.

Ahora, al cabo de un afio, ¥ cuando su permancncia en el Consejo de
Redaccidn viene anunciada por una pequefia y simbélica cruz, yano parcceria
scr el tiempo apropiado para mds palabras. Pero los dcbates entre la posibilidad
onodcllegaralarcalidad por mediodellcnguaje contindan. Lateoriade McHale
sobre un gnoseolégico Modcmismo frente a un ontoldgico Postmodemismo
sigue sicndo discutida. ¥ Pynchon, después de diecisicte afios dc silencio
creativo, decide publicar su cuartanovcla, Vineland, que vicne a sCf, otra vez,

lo esencial: una historia de amor y mucrte, aunque las brumas del mito y la

fantasia vuelven a superar la tragedia.
odernismo, y sobreloquetanto versaba

Existaonocsoquellamamos Postm
parccc claroqueno queremos resignarnos auna vidatan
la aparcntc muertc. Con

aparcntcmentc prosaica ni-a lo prosaico quc encicrra
perolaidca del circulo cuadrado, mitica integracion

Enrique sc vauna década,

del sery lavida, siguc rondando cn nucstras cabezas. Scan 0 no mceras palabras
las que conforman nucstros descos, los mundos s¢ supcrponcn y las frontcras
énticas aiin cacn bajo lapluma del fabulador. El ancestral héroc dc las mil caras
sobre ¢l que escribicse Joscph Campbell siguc cxistiendo en medio decl cntorno
cicntifico,atisbo litcrariode csperanza. Talvez volvamosa cncontramos, tal vez.

nos hemos cncontrado ya.

Enriquc cn sus scritos,

F. Collado




REFLEXIONES SOBRE LA ETNOPOESIA

M.Carmen AFRICA VIDAL
Universidad de Alicante

1. Origen y objetivos

El término “etnopoesia”, acufiado por Jerome Rothenberg (en 1975 se celebrd,
& bajo su direccién, ¢l I Congreso Internacional de Etnopocsia, enla Universidad
‘ : v de Milwaukee), hace referencia al lugar de encuentro entre antropologia y

pocsia. La etimologia de la palabra es intcresante. Ethnos en griego significa

|
' “otro™; por lo tanto, es la poesia de “cl otro™:

g
0 ‘ ...ethnos wasn"talways what we would now take ittobe,notanexpression
1{ ! " of what we are as groups in isolation, centering, orbiting around ourselves, but
i ) an expression instead of otherness, a sign that points from what we are or may
| become to what we aren’t, haven’t thought ourselves to be, may fear or scom..
i ) orinthe present instanice. . . is what we long for, nced, toward the complction of
ourbeing human. At that earlier time then, ethnos mcant nation, pcople, group,
orrace, not as this nation (“‘us™) but as those nations (“them™ or“others™). (Rot-

henberg 1976: 6)

Adcmi4s, para los gricgos los ethnoi cran los de [ucra de 1as ciudadcs, los

que vivian cn plena naturaleza, los salvajes, los alejados de la civilizacién.
El scgundo término clave cs “poética”. Antin lo define en funcidn dc los

i
conceptos de descubrimicnto y aventura:
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...what I take the “poetics” part of ETIINOPOETICS 10 be is the structure of those
linguistic acts of invention and discovery through which the mind explores the
transformational power of language and discovers and invents the world and
itself. (Antin 1976: 112)

Y, para Rothenberg, tiene connotaciones éticas:

Poctics, Poetry, the process of. To take that as a process of cognition, of
creation in that sense: knowing, coming into knowing what we are. To say,
articulate, our sense of being in the world, however changegul, dangerous &
slippery... live in the hope of transformation, of a deepened, heightened, sense
of who we are & where: where we have come from, where we're going... There
is... a process lo be uncovered & learned, not as “our identification in a
hierarchy of higher forms” but (Duncan again) “in our identification of the
unijverse”.

In that process, of which the ethnopoetic forms a part, we break with the
immediate, inherited past & find resources for our search, our meeting with the
future, in something vastly older: the “nature-related cultures”, as Snyder calls
them, with their roots back to the Paleolithic & the Dream-time. .. it is this
questioning, requestioning, of forms that brings us to the possibility of an
ethnopoetics. (Rothenberg 1976: 7).

Adcmés de acufiar y definir el término “etnopoesia”, Rothenberg es
editor de Alcheringa, 1a primera revista dedicada a este tipo de poesia (“alche-
ringa” es el 1érmino que los indios arunta emplean para definir el suefio cterno).
En el primer nimero se establecen los objetivos de 1a revista: “Alcheringa will
not be a scholarly journal of ‘ethnopoetics’ so much as the place where tribal
poctry can appear in English translation and can act (in the oldest and newest of
poetic traditions) to change men’s minds and lives”. Esto dltimo es importantc:
cambiar las vidas y las mentes de los hombres. Por otro lado, Rothenberg y
Dennis Tadlock comentan que hay ocho puntos que esperan llevar a cabo cn
Alcheringa:

1) explorar las poesias del hombre para llegar a un mayor conocimiento
de lo que es o puede ser un poema;

2) establecer una base para experimentos en las traducciones de poesia
oral/tribal y plantear las posibilidades y problemas de la traduccién de
culturas muy divergentes;

3) animar a los poetas a que participen activamente en la traduccién de
este tipo de poesia;

4) animaraetnélogosy lingiiistasa trabajar en dreasignoradas por las pu-
blicaciones académicas, por ejemplo, presentar las poesias tribales
como valores en si mismas mas que como datos etnograficos;
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5) seruna vanguardiaen lainiciacién de proyectos de cooperacién entre
poetas, etnélogos y otros; N .

6) volverasistemas de poesiacomplejos primitivos y explorar formas de
presentarlos en traducciones; . '

7) insistir mediante ejemplos y comentarios en la importancia de la
poesia tribal hoy, y _ . .

8) combatir el genocidio cultural en todas siis manifestaciones.

2. Caracteristicas

2.1.Lacaracteristicaprincipal dc laetnopoesia es lade intentar ser,como
dice Snyder, unacriticade lacivilizaciénmisma '(Snydcr 1977:15),enun intento
de volver a lo biésico, al origen, a la esencia (Sherman Paul 1986: viii),
entendiendo por esencia el desarrollo pleno de. la paturaleza humana. La
etnopocsia cucstiona toda convencion preestable:mda, intenta crear un arte més
responsable, en cl sentido de que responda a la vida, un_arte quc se¢ constituya a
partir dc las experiencias del ser en €l mundo, enun umvcrio que se defi ne 1’),0r
lo humano. No en vano Antin define la etnopoética como “Human chl.ws o
“People’s Poctics or the poetics of natural language™; es una poética que,
ademds, exige un orden difcrente al que hoy tencmos:

Central to and defining the poctics I am trying to suggest here is 1:he
conviction that the order man may contrive or impqse uponthethings abouthim
or upon his own language is trivial beside the divine order or natural order he

may discover in them. (Duncan 1966: 139).

De ahi que 1a etnopoética se preocupe por el concepto deaccién (“my ex-
perienceadice Rothenbergais the expericnce of everything ll‘mt happens tome
in that act””; “the poem is everything that hgpppns”) y por la idea romdntica de
]a progresiva creacién del yo, seguin la definicién de ngsha:“ L

At root, “Ethnopoetics™ has to do with the ess<_:n11ally local” incidence

of “pocsis” or acts of “making”. The word Ethno derives frgm Ingo-Euro,[’)can
seuwhich the American Heritage dictionary lists as “peoplc”, our peoplc”, we
“oursclves”, “of ourkind”zand it lives on in the word “scl;” and in thq rcflf:xwe
pronouns of “sclf-poctics”, “our kind” of poetics, which by an mcvm_ible
extension of poesis becomes that activity which has gradgally b(;comecopsmous
of itself since the Romantics’-Self-making. What d0e§ f:lhno do? Tha_t qucs-
tion translates as: What docs any local band of people living togcther do in their
poctry? Answer: They speak their name in what they do. (How many namcls of
peoples mean simply, the People?) They heal themsclves and kccP themsclves
wholc. They know who they arc. (Paul 1986: 8-9 y Quasha 1976: 65-77).
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2.2. Orra caracieristica de la etnopoética es que intenta cstablecer un
vinculo entre lenguaje y realidad, entre el 4mbito de la mente humana y su
relacién con el mundo, de ahi el interés por filésofos anti-formalistas como
Heidegger. Laidcadel metro poético como moral uorden tradicional es algoque
se rechaza como incompatible con los impulsos emocionales del pocta. A partir
de Olson, se busca una nueva metafisica: “The appearance of Olson and the
Black Mountain poets was the beginning of the end for Metaphysical Modernist
tradition” (Antin, en Paul 198: 23). El poeta construyc y descubre la realidad

fenomenoldgica, y es consciente de que la poesia es una representacion de la
realidad. :

2.3. La oralidad es un rasgo fundamental de esta pocsia, algo que ya los
Transcendentalistas apreciaron. Como dice Tristan Tzara, “el pensamiento se
crea en la boca”. Antin, por ejemplo, “define” la poesia en funcién del habla:

some time ago i was sitting in on a doctoral examination in literature where in
spite of all efforts to prevent it the conversation came round to what poctry was
everybody got depressed the student started in glumly to explain about irony and
metaphor and like a drowning man i saw it all before me “imagery” “feeling”
“metrical language” “the great references in man and nature” and gasping for
air i interrupted “look if someone came up and started talking a poem at youhou
would you know it was a poem” it may not have helped the student much but
we all felt beuer afterwards and it seemed to help me thinking about poetry as
some kind of talking you might like to say singing and thats all right with me
because properly understood singing is some kind of talking thoughidont care
much for what poets usually call singing because it seems like a boring way of
talking anyway i decided to make poems by talking (Antin 1972: 44)

Elhablacotidianaes, paraestos poetas, una manera de entrar en el ambito
de la experiencia, en un espacio abierto, una forma de evitar lo que Olson llama
“the lyrical interference of the individual ego” (Olson 1970: 47-52). Asi, se
abandonan las definiciones, porque se las considera not natural partsoflanguage
activity among human beings”, pues “we speak in utterances with little tunes not
even sentences” (Antin 1972: 41). ‘

El caricter oral de 1a etnopoesia también est4 relacionado con el mantra,
un sonido mental tan importante en la creacién como en la disolucién de formas.
Su funcién noes dnicamente expresar significados ordinarios, sino que hade ser
capazdeactivar las formas divinas invocadas. Un manira ejercesupoderno tanio
al expresar el significado segiin nosotros normalmente lo entendemos, como
mediante las vibraciones del sonido. Los primitivos, conocedores del secreto

poder de los sonidos, componian los mantras uniendo silabas simbélicas segun
ciertas leyes de los textos tintricos.
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La pocsia oral cs ademds dialégicacncl .scntid‘o dc Buber (Bub;r 191516,
Paul, 1986: 31). No sc intcnta llegar a la posesion, Sino a la conl:cmr_)vdcllc:1 lz
cxpc’rimcmacién, al conocimicnto intimo, ‘au'ng(;lcd r;? clqmg;cc S}):(S)lf r&c 12

arT: ierte launidad en multiplicidad. Lactno .
desgarradura queconvierie : | ; O nnrons
ién ¢ i s dirccta e inmediata. Entre cllo :
relacién entre el yo y el i queesd ‘ e s by
ingin j cptos, ningdn esquema, NINguNa 1magen previa, A
ningidn juego dc conceptos, ) O D omoch
i i anticipaci tro es un obsticulo. Del 1t no
{incs ni anticipaciones, todo cen , Del i no se tene Sonoc -
i i i ificsta por la expericneia. Lapala
miecnto rellexivo, sino que s¢ mani ] _ abl
tra, scgiin Buber, que cl ser humano csd obligado por un devenir incxorable,
, i i s ilusoria. :
ontra el cual toda resistencia suya ¢ S ) . _
) El didlogo que propone la pocsia responde a la raiz pS-lCORSglC?) iz
re . .66y 2 t3d ~

metafisica, bajo la ctimologia griega dcl término: filalogo no §:§’1mcrc.arln o
de palabras, sino mutualidad de accion interior. El1 i rc.zsponsablhzz}, 1sc mf f:ndc
salir de la “ro posiTION”, de ahi que estos poctas se qu’c’:Jcn dequelafi cziso 12: ¢
Occidente hayareducido ¢l pensamiento a“dialéctica”, lo cgal nopasade scs'u0
coloquio solitario de la mente que piensa —’secreto coloquio del alma consig
misma”, para decirlo con Platén. . »

Frréme acsto, Buber proponela “dialogica™, y la ctnopoética la acc;;la. Se
trata de un encuentro con una realidad mds intima, con a}go sc-tmcymtc alo qt:lc
Séerates denominé daimon. Es una postura mucho mas abu.:ru’l y ;%chfc;i n
parafrascandoaFeucrbach, podriamos dccu.que la \fcrdaderg’dlalccuca.no c "
mondlogo del pensador solitario consigo mismo, smg 1;{1‘ dlalo’zgo cr::cl)rlc]:ny:alymo

j i enaenlaesferadel “entre” co

uc dcjadescrpuradoctrinay queresuena an
gc dolér y de esperanza: “Tassume there is always an other, cven when it is only
the self alone” (Antin 1976: 115). : o _ .
Los poemas no son s6lo constructos de energia (“the going cncl?]rgy (;l['
content toward its form™) sino también “encrgy l:an(sg;r_rcd 11";%1(1)1 »;2;:;0 }13 lél:] ggla
i i the rcader” (Olson : .
ot it... by way of the poem itsclf t0... ( 11 -
gs la base):ic cstos poemas, de ahi el comentario de Olson: “all act springs from
the place where brcath comes from” (Olson 1960: 388-389).

2.4.Otro rasgo de lactnopoesia cs el de ser una poética dcl-dc§cu(‘;>r1ml‘§::;
10; la poésia se convierte en una forma de dcscubrx.r ¢l yo y larealidad, cn
m;mera de participar cn el mundo, pero no de dominarlo:

?sr %%;iiﬁng (“Man is, He acts” Olson)
man’s aclivity ,

even if the description is a delusion

it is worth

while
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for the value
he wishes to speak
stands in the world

%k k k

take what comes .
what is given

is used

the extreme

is used

express
its sense

& ok N

words
in the ceremony of manumission

David Antin, “5th separation meditation”

the central mind
seems out of place

Jerome Rothenberg, “The Dreamers”

El habla és la casa del ser abierto a la im isacié i
. ' provisacion y al instante:
language as the act of the instant”, no “as the act of thought about the instant”
(Olson 1960y 1970).El hablatiene que ver también con lanecesidad del hombre

de contar “history” (Olson 1960: 23): “I am letting you a/ story to let myself /_

think abpfn it” “and ive called this talk tunning” (Creeley 1970). Etnopoesia cs
la anjacaon que elser humanosiente porel acto de descubrir: “getonwithit,keep
moving, keep in, speed, the nerves, their speed, the perceptions, theirs, the acts,

* the split second acts, the whole business, keep it moving as fast as you can”

(Olson 1960: 388). El pocta de “In Cold Hell, In Thicket” sabe que siempre hay
un campo, unaoportunidad, y hade estar dispuesto,como Duncan cuandoevoca
aWhncheaq,aenfremarsecon lodesconocido, conlo que atin estdpordescubrir.
O, como al".lrma Antin, “I’m really looking for the right situation for discovery
and invention, and I'm more interested in looking and discovering than in
convincing or explaining” (cn Paul 1986: 53), en descubrir, sobre todo, las
propias emociones; por eso, en “Talking to Discover™ comenta que :‘thc
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invention of the self is an outcome of talking to discover, the outcome of a
discourse genre”, donde “the self is a preliterate society because it doesnt
proceed by writing and it has no absolute repository of any past event... it has
only the memory which is a way of proceeding and not a treasure trove” (Antin

1976: 116).

2.5. Para llegar a realizar las caracteristicas hasta aqui mencionadas

(critica del orden establecido, vinculacién entre riente y mundo, oralidad,

fascinacién por el concepto de descubrimiento) hace falta, sin duda, energia,
concepto éste importantisimo para la etnopoesia. Tanto el poema como la vida
deben serun“high energy construct”, no ergonsino energeia,noun artefactodel
espiritu 0 un concepto tedrico, sino un proceso vivo. El habla misma es poesia,
no un vehiculo para la poesia. Los poemas orales son “language events”
(Rothenberg), y poseen una forma organica que, segin dice Duncan de los
poemas de Whitman, evoluciona: “the ever flowing, ever Self-creative ground
of aprocess”. “I want the flow of talk” (Antin 1976: 117-118). Se busca a Vak,
a Saravasti, la diosa de 1a poesia en flujo.

Estamos ante una poética que intenta sobre todo vivir la propia vida, y no
posponerla; es una poética del lugar y del contacto, del riesgo de lo abicrto, de
las peculiaridades del momento, de la simplicidad y de encontrar el camino sin
necesidad derecurriral mapa; opuestaaloque Olson Ilama “literalists who make
maps” (1970b): “what theyve done is to isolate a spacc ouside of the one theyre
inthey have in some sense to alienate themselves and their world which they have
always been inside of” (Antin 1972: 45). La “career of literalism” es “a disease
of mind”, y produce una poética autoritaria y estatica.

Estamos ante una poética activa, llena de encrgia y caracterizada por la
generosidad de dar, que propone unanucva formade experimentar lasrelaciones
con ¢l mundo, olvidando las buscadas simetrias y ortodoxias de lamodernidad;
deahi que, por ejemplo, los “Confessional Pocts” sean una cspecie de transicion

cntre ambos movimicntos.

3.La imagen

Lactnopoesiaintenta crearuna poéticalibrederctéricay extravagancias;

~ de ahi su protesta contra la herencia inglesa y, especialmente, contra latradicién
postcliotiana. Una consecuenciade cstocs 1a vucltaauna poesia que depende de
la imaginacién y cuyo vehiculo basico es la imagen, “imagen subjetiva” cn cl
caso de Bly y Wright; “imagen profunda” en ¢l de Kelly y Rothenberg. Comoeel
primitivo, la etnopocsia prescinde de la abstraccion, se dcja llevar por la
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imaginacién y los inslintos € intenta encontrar imagenes subjetivas universales
que tengan correspondencia profunda con la vida objetivadel conocimicentoy de
la experiencia. Enel centro de tal revelacion estd la imagen, ya que, segiin estos
poctas, éste es el cdigo que empleamos para comunicamos en profundidad.
Estasimdgenes intentan precisar el instinto y el sentimiento, aunque sucompren-
sién se debilita si la imagen se convierte en abstraccién. EI'modo de organizar
las tensiones y asociaciones en el poema conduce al descubrimiento de lo
subjetivo universal. La imagen busca la espontaneidad y sigue un movimiento
interno constante de percepcion en percepcién. El sonido tiene un papel
destacado, sobre odo enla manera en que los efectos de la imagen se diseminan
por medio de ecos o resonancias.

La imagen se convierte en materia prima no sélo de la poesia, sino
también de la vida. En la poesia de Bly, por ejemplo, la imagen destruye toda
estructuraconsciente y I6gica, toda abstraccion intelectual, y antepone el mundo
interno del poctaal sentido comin del mundo externo. Como el duende de Lorca,
laimagen de la etnopoesiaes un poder y no un obrar, es un luchar y nOun pensar.
Se busca una poética orgénica, violenta, salvaje, que se desarrolla a saltos, por
asociaciones subconscientes. '

Ese interés por el inconscicnte colectivo, entendido éste como una
especie de banco de imagenes, les lleva de modo inevitable a considerar lo
primitivo como indicio de la permanencia y poder de las imagenes. Como dice
Rothenberg en Technicians of the Sacred, hay un sentimiento de unidad que
rodea al poema, un concepto de larealidad de encadenamiento, o “la solidaridad
de toda vida” de la que habla Cassirer. Asf{, Rothenberg define al poeta, con una
frase de Eliade, como un “iécnico de lo sagrado” que extrae su palabra de un
almacén colectivo.

En la misma obra, Rothenberg caracteriza este tipo de poesia como un
proceso de pensamiento imaginativo desarrollado en grado sumo y que contrasta
con las simplificaciones de la 16gica aristotélica, con sus categorias objetivas y
reglas de no contradiccién, mientras que, para el poeta americano, la tensién es
un elemento sumamente interesante con el que se entra en una fase post-16gica,
onirica, en una légica de polaridades y tensiones que quedan sin resolver,
indeterminadas. ‘

Nos encontamos ante una pocsia de laimagen profunda, del azar, poesia
proyectiva hacia un campo compositivo; el poeta como chaman y el chamén
como poeta, en una situacién visionaria abierta que se mueve hacia lo interno,
hacia una condicién primitiva comiin, pues el mundo fundamental de la poesia
es el mundo interior (cf. Bly, The Seventies). Elpoema expresa lo que acabamos
de empezar a pensar y pensamientos que todavia no hemos pensado. El poema
debe atrapar vivos estos pensamientos, capturar estos animales flexibles; la -
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etnopoesfa desea sumergirse en lo irracional del ﬂujo.vitz.ll, y €s en este aclo
esponténeo de identificacién donde esperaencontrarel significado. Hay ademas
unapegoaloparticular y concretocomo formadederrotaralamente ramonapsta
inclinada hacia la abstraccién y un intento de identificar el mito cosmogénico a
través de su presencia en el inconsciente. Es una poética que aspira a dotar de
forma al didlogo de las emociones que atan el hombre a su mundo.

La imagen profunda nace del abismo sin bordes (Rothenberg); el poeta
se sumerge entre las ramas perdidas hasta el momento de la visién. La poesia se
ocupa de cosas que se transforman y de transformar cosas. Laimagen p_rofunda
renueva la exigencia de que el poeta vaya a larealidad de las cosas mediante un
mirar hacia adentro: que el proceso de percepcion de si mismo se una en la
medida de lo posible con nuestra percepcién del mundo: “the ‘deep image’”,
comenta Rothenberg en su ensayo “The Deep Image Is The Treatened Image”,
“is the poetic image struggling with the darkness. .. the image rescued from the
lie of the unthreatcned”. _

Lapalabra“profunda”no intenta transmitir un sentido de intensidad, sino
mostrar que la direccién de'la mirada en este tipo de imagen es hacia dentro del
homre antes que fuera de €1. No es un habito de los 0jos, sino una penetracién de
si mismo para fijarse de nuevo en ¢l mundo con los ojos-dcl-sentimiento. Se ve
el universo en toda su riqueza natural coetdnea como si no hubiese diferencias
entre quien ve y las cosas que ve. El pocta descubre lo desconocido, credndolo
a partir de los vastos recursos dc su vida interior, el depésito de un mundo. de
expericncias. Asf, el poema contiene al mismo ticmpo, como dirfa Baudclairc,
al objeto y al sujeto, al mundo externo y al interno dcl artista. Lo que se busca
eslaunidad delaexperiencia. En White Sun Black Sun, por cjemplo, Rothenberg
une, ya cn el titulo, contrarios; no opta por o / o, sino por ir “into in;cr,
everything”, que estd a su vez relacionado con el acto-de crear:

1 form the light & create darkness
[ make peace & create evil
1 Yahveh do all these things

(A Big Jewish Book, cpigrafc)
4. Por una ontologia nueva

A través de lo que Bly denomina la “imagen profunda”, se llcga a unas
dimensiones psicolégicas y ontoldgicas distintas. Esaimagen hace {cfcrcnc1a al
pocma como unidad orgénica, como una forma dc ver o participar en la
experiencia. Se necesita unapocsiaque penetre en el ser human.o, que lrascwr_lc’la
¢l yo y que liegue hasta ¢l ethnos. Es una fucrza, pucs, que tienc una funcion
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moral, que hace ver al hombre lo que comparte con el resto de sercs vivos,
ayudandole asi a combatir el egocentrismo. El didlogo nos acerca a los demis,
al tiempo quc nos abre a una realidad mas comprehensiva. Las fuerzas psiquicas
y césmicas se uncn. La imagen de Bly ocupa un espacio en el horizonte de la
experiencia. Las energias de psique y naturaleza aiinan esfuerzos para alcanzar
una mayor autenticidad, pero sin egoismos, porque hay que conseguir llegar a
“the other side of despair” (Olson). El poeta vuelve alaenergia que se manificsta
en los actos de percepcién intensa, con los que se construye un espacio mental
nuevo donde la imaginacién es un refl€jo de la tierra como templo y actividad
poctica, como la casa del ser. Asi, la estética de la presencia se define porel “be
here intenscly”, porque acaba siendo la corporeizacion de la experiencia direc-
tamente presentada en el acto de aprehension.

Se declara la guerraa lo Que Olson llama, en Human Universe, “Whig-
gery”, alas asunciones puramente racionalistas del individualismo burgués. Se
buscan

Poems in which meaning & connections are left entirely (or for the most
part) unspecified, in which appearances & concatenations of words happen
because of an objective chance-operational method, not thru the immediate
choice of the poet... but constructions or event-series which allow each reader
or hearer o be visionary himself rather than the passive receiver of the poet’s
vision. Confronted by this kind of poem, the sympatheticreader orhearer (& the
poet himself as he watches the product of his chance-operational appear)

. addresses his attention primarily to each word or series of words as it happens,
without attempting consciously to find meanings beyond- those obviously
belonging to the words themselves, or 1o connect the words more than they are
already connected. (Mac Low 1972: 45)

Elénfasis recac en el acontecimiento y no en la estructura, dando pasoa
una imagen profunda en la que mente y mundo se unen y comparten la
interrelacién de todo lo que est4 vivo. El YO no es para la etnopoesia un lugar
donde almacenar y ordenar experiencias, sino una f uerza que no aspira mas que
aparticipar de laexperiencia. Elegonoes unaidentidad creada, sino un“érgano”
quereacciona frente a laexperiencia de un modo que recuerda las implicaciones
musicales y sexuales del término. El yo nocrea orden, sino que permite al poeta
aprehender lambién las energias y emociones intimas del mundo circundante,no
es una forma de control, sino un modo de entrar en “the condition of things”
(Olson 1970: 10, 28). La imagen de la personalidad se multiplica en todas
direcciones paraconvertirse noen un centro, sinoen “centralidad™ el si gnificado
dela vidaestienlascualidades y emociones inmanentes a las cosas yalosaclos;
el significado es lo que surge como presencia activa. En chino, “significado” se
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traduce por Tao. El significado depende de las respuestas de -la [nente, _las
emociones y los ritmos fisiolégicos, de ahi que el poema no debasi gnificar, sino

ser:

_ Thereis only one thing you can do about kinetic, re-enact it. Whichis wh'y
‘the man said, he who possesses thythm possesses the universe. And why artis
the onlyAtwin life has —its only valid metaphysic. Art does not seel.( to describe
but to enact... . As the Master said to me in the drgam, of thythm is image / of
image is knowing / of knowing there is / a construct. (Olson 1967: 10, 121).

Las fuerzas emergen de la oscuridad de latierra, de los dioses lawrencea-
nos (cf. Lawrence 1981: 180-213):

Wisdom is intuitive knowledge of the mind of love and clarity that lies
beneath one’s ego-driven anxieties and aggressions. Meditation is going ipto
the mind to see this for yourself —over and over again, until it becomes the mind
youlive in. Morality is bringing it back outin the way you live, through personal
example and personal action. (Snyder 1969: 92)

El lenguaje se une directamente a la experiencia de las cosas, frenteala
idea tradicional dc quc es un c6digo arbitrario impuesto. en‘este senudp, Duncan
ascgura que no ¢s un conjunto de elementos para ser mampulado§, sino poc’le‘r,
ritmo, musica que revela un proceso de descubrimiento y las relaciones organi-
cas dc las emociones expcrimentadas. Las palabras son algo tan natural como
cualquier otro componente de la experiencia: “dcfmluon ~leemos en Human
Universe— is as much a part of the act as sensation 1tse1f§ we ourselves are both
the instrument of discovery and the instrument of dcﬁmhon.”. .

Por cso vale la pena recordar aqui la distincion tripartita que Olson
establece entre topos, typos 'y tropos. Con ella se resume cll acercamicnto de la
pocsiaal cosmos. Topos hace referenciaal sitio, ala mﬂuer}m? quecl luggr pucde
tener sobre nosotros. Las danzas del topos se c’ncucntra:! intimamentc llga_das a
lo innombrable, al nacimicento a partir de un lugar, alatierra,ala presencia del

mito, a Ias relaciones orgéanicas y a las fuerzas .nalurales. Apolonio y Tyar!a
“shape together an ambiguous double backed thing as darkncss retums and is
final” (cf. Olson 1970:47-58). Lointernoylo ex'tcmo,cl“hombre)tla nalura]s@l,
lo fisico y lo psfquico, se¢ uncn en c;ll:;cfto creativo del “actual willful man”, ¢

ista de The Special View of History. o
promgo;"l)l’;s;ttdgc]nc qﬁc ver con la encrgia del entomo, con los arquetipos
psiquicos y con las “hucllas” dc la naturaleza, y dctr{xs de t_odo cllo se advicric
la influencia de Whitchcad, de su definicién d? lo primordial COMO NEX0 cntre
Jos objetos cternos, del locus de todo lo potencial que se actualizacncl proccslo
dc 1a historia. Tropos es la fucrza dinidmica de nucstra respucsta al flujo de la
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energia césmica. Olson se enfrenta asi a los conceptos de Cosmos y Cuos
tenicndo cn nente tres estadios de 1a emocién:

In the first stage of feeling, the chaos of physical enjoyment is both the
reality and the process, but as process. .. already Spirit (which is pneuma and
means breathawind, air) is operative. In the second stage, when the individual
impresses his or her sense of order on the multiples, already Desire or Eros has
begun toleaven the matter; already the vision of form (Kosmos, order harmony
the world) is operative. And in the last stage, satisfaction, when both the
enjoyment and the desire are one (the desire for form is the creative force, or
what has been usually called God), the process of feeling becomes the reality
andmanis “satisfied”. Butsuchasatisfied man isnever possibly the trope Man.
The rope Man, like the sliding concept of Chaos... is only the creature at the
second stage of feeling, which amounts to no more than the creature crowing
over his own triumph over incoherence. It is not the thing man when he has the
thing in hand, which s any one of us in the face of satisfaction. And at that point
any man or woman recedes... from his creation (Olson 1970: 51-52).

Poesis escreacion, es el proceso poélico basico, el reconocimiento de los
contrarios y su reconciliacién; Poesis son los actos lingiiisticos de invencién y
descubrimiento mediante los cuales la mente explora la fuerza del lenguaje y
llegaainventar el mundo. Lactnopoesia escudrifiala concienciay nuestra forma
de vida; su objetivo dltimo €s descubrir la estructura interna y los limites de la
mente. El poeta es un chamdn, un visionario. Nos encontramos ante una poesia

de cambios; por cso Rothenberg asegura que él se identifica con una tradicién:

que tiende a ser experimental tanto en la poesia como en la vida, afirmacién que

trae consigo implicaciones éticas, la ruptura de estructuras y formas de vida

establecidas:

In an interview with Kevin Power, he (Rothenberg) addresses theneed to
liberate the mind form fixed or confining structures and say that what the

shamans did to this end modemn poets do —those poets “involved (with) vision .

)& structure (or the breaking down & building up of structures)” (Paul 1986: 99).

Lasreflexiones éticas implicitas en la etnopoesia nos llevan a conclusio-
nes que ya Jung o Castaneda advirtieran:

‘the question is no longer to ask what the dominant disciplines can do for the

" understanding of the dominated cultures of ethnopoetics, but to ask what the
combineddisciplines and practices of ethnopoetics cando for the understanding
of our own self-colonized culture. (Benamou 1976: 5)

Lacreacion, entendida en su sentido mas amplio, es la razén de nuestra
existencia; enellay enel poema todo tiene cabida. Siqueremos llegaralaverdad

Creacién, al mundo interior, emociona
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tendremos que aprender a leer, como diria
vida creativanos lleva a la realidad de la
1 e intelectual, como respuestaa n.u§stra
sino de vivirla.

del universo y de nosotros mismos,
Duncan, ese texto que es ¢l mundo. La

conciencia del universo creador. No se trata de recitar la vida,
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USE OF METAPHOR IN ANGELA CARTER'S
"BLOODY CHAMBER" :
AS A STRATEGY FOR RADICAL FEMINISM

Maria Antonia ALVAREZ
UN.ED.

The baroque use of imagery by Angela Carter has been studied by critics who
have concentrated on the magical-realist aspects of her writing; but no mono-
graphical study has been devoted to metaphor even though, among the different
aspects of her fascinating style, metaphor places a special claim on our attention,
since this trope is a recurrent medium in her artistic vision of literature:
Moorehead (1968) calls her "aGothic writer of allegory and metaphor, mythand
symbolism."

Among Angela Carter's modern romances we may choose "The Bloody
Chamber” to show her strategy for radical feminism through metaphorical
language. This fantastic new version of the story of Bluebeard and his wives is
reminiscent of Poe's gothic style, "a story with disturbing croticism” (Rolens
1980), a tale composed of "sexuality and violence, an obsession... with sadistic
power and masochistic sacrifice” (Friecdman 1970), where "all the pervading
themes of pornography: domination, control, humiliation, mutilation, posses-

sion and murder. .. the virgin at the mercy of the tormented hero [the husband],

a conoisseur, a collector of pornography” (Duncker 1984: 10). :
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There are different ways to approach Angela Carter. We can consider her
work as a re-writing of fiction by an active reader. This seems to be Carter's
concept of her fiction: ‘

Reading is just as creative an activity as writing and most intellectual de-
velopmentdepends upon new readings of old texts. I am all for putting new wine
in old bottles, especially if the pressure of the new wine makes the old bottles
explode. (1983: 69) ’

In fact, an important clue to understanding Carter's genuinely original
stylc is to sce her as an untiring reader. In an interview by Kerryn Goldsworthy,
she justifics the relationship between the reading and the writing that one does
“partly because of not having led a very interesting life"; some grown-up lives
begin with "going down to the library and getting out a book." She recognizes
thata great deal of her "life has been spentreading, reflecting upon whatI've read,
responding toitandreacting toit in various ways." She even thinks that "the lives
of most literate people are very much bound up in the books they read,”
confcssing that for some years, between being twenty-one and thirty-nine, she
thought that "writing, all fiction, really, was about other fiction. That there was
no way out, really of this solipsism; that books were about other books." Angcla
Carter regards her own writing as "a kind of elaborate from of literary criticism"
(1985: 5). Thus, Carter re-claborates the concept of "fiction-as-autobiography”
into that of "writcr-as-reader.” This final extension of reading into writing could
be alast stage in the new interest paid to audiences by the recent "reader-response
theory,” where readers give the text life out of their own desires, and add their
unconscious loves and fears to the words and images of the book: "to put notes
from books I'm reading in my notebook" and through "endless rewrite. Endless
endlcss endless. Longhand and typewriter —but basically, endless endless rew-
rites, reworking” (1985: 7).

Before proceeding any further, we need to take some specifications as a
starting-point: a suitable and operational definiton of metaphor, differentiating
metaphorical from litcrary language and finding some theories of metaphor, and
then we will try to effect an approach to Angela Carter's powerful metaphorical
text by placing it within the context of fairy tales in order to report on the results.

1. Literal vs metaphoricalvlanguage

The line between literal and metaphorical language is not clear since
some metaphors are in the process of dying and becoming part of common
language. In Eva Feder Kittay's words, "because of the dynamic inherent in
language the metaphorical becomes literal and the language becomes metapho-
rical" (1987: 22).
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Lakoff and Johnson differentiate the literal from the metaphorical use of
language: we understand experience metaphorically "when we use an expres-
sion from one domain of experience to structure experience in another domain."”
Language whichisliteral "speaks of how we understand our experience directly,
when we see it as being structured directly from interaction with and in our
environment” (1980: 230). "Metaphorical talk,"” says Cooper, "effects a familia-
rity or 'intimacy’ between speakers, and between them and their work"; we may
uttcr ametaphor to stimulate an image, "we can alsG utter a metaphor to provoke
an interesting comparison, or to register a beautiful turn of phrase” (1986: 140).

The studics on metaphor are as ancicnt as our culture. In Aristotle's terms,
metaphor is the mark of genius, and Richards was the first to baptize the two ideas
activetogether in metaphor. He called them tenor and vehicle. The former is "the
ideaconveyed by the litcral meanings of the words used metaphorically," and the
latter is "the idea conveyed by the vehicle" (1936: 96).

Earl R. Mac Cormac dcfincs metaphorical language as that which "forces
us to wonder, compare, note similarities; it seeks to create new suggestive ways
of perceiving and understanding the world” (1985: 78). And Menachem Dagut
as "an individual creative flash of imagination fusing disparate categories of
expcerience in.a powerfully meaningful semantic anomaly” (1987: 774).

According to Richard Rorty,

The Platonist and the positivist share arcductionist view of metaphor; they
think metaphors are either paraphrascable or useless for the one serious purpose
which language has, namely, representing reality. By contrast, the romantics
have an expansionist view: they think metaphor is strange, mystic, wonderful.
Romantics attribute metaphor to a mysterious faculty called "imagination,” a
faculty which they suppose to be at the very centre of the sclf, the deep heart’s
core. (1986: 6)

For M. Blacks, a metaphor is notan isolated term, buta sentence. He calls
the metaphorical sentence frame and the words uscd-metaphorically focus or
incongruent constituent: "the frame imposes extcnsion of meaning upon the
focal words™ (1962: 39). Brooke-Rose definics metaphor as "any identification
of onc thing with another, any replacement of the more usual word or phrase by
another” (1965: 17), and Pcter Newmark thinks that the purpose of metaphor is
"to describe an entity, eventor quality morc comprehensively and concisely and
in a more complex way than is possible by using literal language” (19812: 84),
and classifics it in five diffcrent types: dead, cliché, stock, recent and original
metaphors. Nevertheless, Dagut docs not agree with Newmark's classification,
since the use of such qualifying cpithets as "original” metaphor (= metaphor
stricto sensu) and "dcad” metaphor (= polyseme or idiom), is rcally a confusing

k)
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illusion. Whatsuchqualificrs do is to give the impression of asinglc metaphorical
continuum made up of different quantitative degrees of one and the samc
linguistic phenomenon. .. in actual fact, metaphor proper is qualitativcly distin-
guished from its derivatives. (1987: 777).

~ Infact, metaphor is sustained by the needs we have 1o mark similaritics
and make comparisons, and also because of the advantage of linguisticeconomy;
that is why the four main elements in Carter’s fantastic narrativezgothic themes,
violence, a lush imagistic prose, and an undercurrent of eroticism —are better
expressed with metaphorical images. In fact, a careful reading of Carter's short
tales reveals that metaphor is at the heart of her creative process, in particular
conceming the main themes of her writing. These are deliberately chosen in
order to call the reader's attention through stylistic emphasis, extension or
repetitions animals which embody the carnal aspects of human sensuality, white
flowers that fill the rooms with lustful scent and distorted forms; magnificient
jewelstoadorn the nude virgin; the mirror as symbol of "woman-object of erotic
gaze"; Gothic mansions or castles, and inanimate objects which imitate the
appearance of life.

2. Shift of metaphorical meaning in the fairy-tale

- Nevertheless, in fairy tales, where the world is presumed to be quite
different from our own, we do not take a word in its usual sense, but according
10 certain modifications prescribed by the context:

Fairy tales deal in transformations which subvert the apparently unaltera-
ble social realities; magic translates, fragments, inverts, the lower classes are
upwardly mobile, official morality is calmly set aside, cunning and deception
pay off... but although the fairy tales present a fantastic inverted world where
every pretty chamber maid can aspire to be queen, do the hierarchies themsel-
ves remain resolutely intact? (Duncker 1984: 5)

For Angela Carter, "in the fairy tale we find a system of imagery derived

from subterranean areas behind everyday experience, and therefore the tale
cannot betray its readers into a false knowledge" (1974: 122). With its modified

. conception of our world, language is used in a literal way, and the metaphor

contrasts with literal language within that modified point of view.
Carter tells us, in her modern rewriting of the fairy tale "The Company of
Wolves," that the wolf answered the girl's questions. Thus, when we read

‘What big arms you have!

All the better to hug you with.
‘What big teeth you have!

All the better to eat you with
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we must not understand this in a metaphorical sense. In fact the wolf threatened
the girl because, as Kittay explains,

the feature [animal] in wolf was adjoined as a disjunct to the selection
restrictions on the subject of "said"; in other words, it would follow the model
fo the first mode of construal. The appropriate construal would be the displace-
mentof certain vulpine features incompatible with the transfer feature [human}.
The sentence endows the wolf with human capacities. (1987: 202)

But there is a great difference between Perrault's fairy tales and Angela
Carter's moral pornographic stories: the term "fairy tale,” which is now used to
describe the folktales orally transmitted and other literary writings of the late
scventeenth and cighteenth century, "comes from the French ‘conte de fées',"
according to Patricia Duncker (1984: 4). The fairy tales written by Charles
Perrault had alrcady existed in the unwritten tradition of folklore for many
centurics. They were skilfully retold, and, once in print, became "fixed" in forms
thathave remaincd remarkably unaltered until our own day. The great difference
between Perrault's tales and Angela Carter’'s moral pornographic stories is that
they were printed in books for children, chosen among the tales that had satisfied
generations with stories of unfortunate girls and magical transformations.
"Perrault polished and rationalised the old storics, adding the moral tags that
temper their darkness and magic with good-natured cynicism,” as Carter
explains, "put the blood-thirsty antics of Blucbeard in the barbaric past: no
modern husband, says the moral, would darc behave like that!” (1982a: 6).

An analysis of the "modern gothic” novel indicates that one new and very
popular type of romance narrative, the erotic romance, has been moving away
from traditional scx-role portrayals and valucs, tracing the evolution of the
"libcrated" woman as a whole person. Carol Thurston affirms that "in her fully
evoked state, the female persona is a New Heroine both good and sexual, and she
possesscs a passionate drive for sclf-determination and autonomy... cxhibiting
a drive for economic self-sufficiency and individual achicvement” (1987: 8).
This New Heroine is depicted as spirited, beautiful, independent, unafraid, like
ascxy Cinderella whose sexual initiation is an expcrience in self-discovery. And
this is what Angcla Carter has achieved, as B. Rolens (1980) states: she has
transformed classic fairy tales into potent adult tales; that is to say, what
differentiates Angela Carter's version from the previous versions of fairy-talcs
is the exhuberant imagination, the violent sexuality and the baroque language
full of excessive, cxaggerated metaphorical hyperbolc that she introduces in her
writing. In "The Bloody Chamber," she explains:

Now and then a starburst of lights spattercd the drawn blinds as if the
railway company had lit up all the stations through which we passed in
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celebration of the bride. My satin nightdress had just been shaken from its
wrapping; it had slipped over my young girl's pointed breasts and shoulders,
supple as a garment of heavy water, and now teasingly caressed me, egregious,
insinuating, nudging between my thighs as I shifted restlessly in my narrow
berth. (BC 8)

In fact, Angela Carter's story is a long way from the previous tale; it is
rather a decp moral-pornographic story aimed at deconstructing and then re-
constructing new images for a feminist re-writing which includes women's claim
to an active sexuality. As she explains, her stories "have relations with the
subliterary forms of pormography, ballad and drcam” (1974: 122), but her
intention seems to be different; the tales can be classified as moral pornography,
since pornographic elcments are so excessive, so foregrounded in Carter's
work... I should like to argue that their usage aids the exposé of pornography
which lies behind cultural and social myths... The heavy symbolism, the
embellished baroque style all lend irony, all foreground this activity, so that thc
intention and the achievement become clear. (Dunker 1984: 9)

The moral pornographer would be an artist who uses pornographic
material as part of the acceptance of the logic of a world of absolute sexual
licence for all the genders, and projects a model of the way such a world might
" work. A moral pornographer might use pomography as a critique of current
relations between the sexes. His business would be the total demystification of
the flesh and the subsequent revelation, through the infinite modulations of the
sexual act, of the real relations between man and his kind. Such a pomographer
would not be the enemy of women, perhaps because he mightbegin'to penetrate
to the heart of the contempt for women that distorts our culture even as he
entered the realms of true obscenity as he describes it. (Carter 1979: 20).

Thus, we can consider "The Bloody Chamber" as a feminist review of
fairy tales, as many critics have observed: "Carter's Gothic version of the tale is
a peculiar nemesis for radical feminism" (Ducker 1984: 9): retelling old fairy
tales in coniemporary language, Carter's stories differ from the originals in one

‘important way. The difference is sex, since she gives women an active part in the
stories—"In Carter's versions we are delighted to {ind women who are lusty and
clever..." (Heilbrum 1974). Infact, Angela Carter'soriginal metaphors serve her
feminist project since they disrupt conventional associations: a woman is the
saviour of the raped girl —not a man; flowers are associated 1o men —not (0
women; mirrors make women discover their identities —they are no longer a
traditional symbol of women's vanity.
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3. A thematic analysis of Angela Carter's use of metaphor

An effective study of metaphor in "The Bloody Chamber” would require
the analysis of each metaphor in its surrounding context. But it is, of course,
beyond the scope of this study to analyse all the metaphors, since the wealth of
figures to be dealt with would make thisanimpossible task for the purpose of this
essay.

Inorderto achieve our objective, we need to examine how metaphors are
constructed, how they function as effective conveyors of insight and fecling,
how they orient the reader’s interpretation. But we also need to know how these
metaphors function in each case, which has to be leamned from the surrounding
text: some metaphors, which out of context will appear to be stereotyped
metaphors, are given their original vigor within the passage, which must be
quoted at length if we are to participate in the renewal of the metaphor.

Although there are many examples of complex metaphors, a main
category in the narrative arc single metaphors —the "verb metaphor.” The exam-
ples we have found are all active verbs of movement used figuratively within a
context of personificd objects: "these inanimate objects were imitating the
appcarance of life, to mock me" (BC 23), and among these verb metaphors, a
recurrent theme is the train: "The train slowed, shuddered to a halt” (BC 11); "
..and the train began to throb again as if in dclighted anticipation of the distance
it would take me” (BC 12); ". . . the straining train leapt! its leash” (BC 12).

On the other hand, the fact that Angela Carter frequently uses both simile
and metaphor within the same passage to jointly set up an association betwecn
two realms of discourse makes it necessary to pay some attention toboth of them.

Butsince our primary aim in this study is to focus on metaphors, we shall classify

them into groups, paying attention primarily to thosc which arc rocurrcnt
throughout Angcla Carter's "The Bloody Chamber."

3.1. Animals as humans

We shall firstexamine the case of animal metaphor, since animals featurc
prominently on many levels in Carter's tales, and put at her disposal a whole
range of meanings and associations over and above literal ones. There are stock
metaphors where cagles are wild, lions arc brave, wolves are vicious or tigers are
cruel: we sclector invent a habit in an animal which intercsts us because we can
interpret it in human terms and then reapply it to our ownkind. Similarly, we can
sclect as single fcature of an animal's existence, or life-cylcle, and exploit the
coincidental parallcls with human experience. (Thompson and Thompson 1987:
47) -
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Most of the animal metaphors in "The Bloody Chamber" have symbolic
implications, since Carter's story has "the power, not only to force us to think
again,and decply, about the mythic sources of our common cultural iouchstones,
but to plunge us into speculation about aspects of our human/animal nature”
(Kennedy 1971).

" The following examples of animal metaphors present a real innovation:
while in the old fairy tales the hero who saves the raped girl is by definition
always male, here this character is embodied by the mother heroine:

Isaw a horse and rider galloping at a vertiginous speed... her black skirts
tucked up around her waist so she could ride hard and fast, a crazy, magnificent
horsewoman in widow's weeds. (BC 38)

The mother/daughter relationship frames the story from the beginning to
the end, and also makes its appcarance in the middle, when desperation is
overtaking the new bride in her solitude the first night of her marriage: "My
eagle-featured indomitable mother; no other student at the Conservatoire could
boast that her mother had... shot a man-eating tiger with her own hand and all
before she wasasoldasI?" (BC 7). Besides being courageous, the "indomitable”
mother is tender, "moving slowly about the narrow bedroom” that the girl had
left forever, "folding up and putting away all my little relics, the tumbled
garments that she would not need anymore; lingering over "this tom ribbon and
that faded photograph with all the half-joyous, half-sorrowful emotions of a
woman on her daughter's wedding day" (BC 7). And at the end of the story, after
having interpreted her daughter's enigmatic words pleading for helpz"the
maternal telepathy that sent my mother running hcadlong from the telephone to
the station” (BC 40) —she appeared in the disguise of the revengeful angel: "her
hat seized by the winds and blown out 10 sea so that her hair was her white mane,
her black lisle legs exposed to the thigh, her skirts tucked round her waist, one
hand on the rins of the rearing horse while the other clasped my father's service
revolver..." (BC 39-40). Thisisnot the classical image of the passive woman but
ahandsgme, powerful, active figure showed as a flag of the feminist movement.

AsPatricia Ducker wriles, the hand of vengeance against Bluebeard is the
woman's hand, the mother's hand bearing the father's weapon. Only the women
* have suffered, only the women can be avenged. Here Carter is transforming the
sexual politics of the fairy tales in significant ways. The mother of Bluebeard's
bride never deserts her child. She has the wisdom to give her child the freedom
demanded by sexual maturity, the freedom denied to Sleeping Beauty by her
royal parents when they seek to protect her from the fairy's curse, that her hand
shall be pierced by a spindle. (1984: 12)

Other examples of original animal metaphors to express the sexual
symbolism of the fairy talezthe animal aspects of human sexuality —are found
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in the description of the husband, the tormented, tremendously rich heéro who is
prodigal with the poor virgin at his mercy: "I I rose up on my elbow, I could scc
the dark, leonine shape of his head" (BC 8); "His voice buzzed like a hive of
distant bees” (BC 18), or "He pressed me to his vicufia breast” (BC 22).

3.2.Bluebeard’s iconography

Angela Carter does not refuse to use in her "Bloody Chamber” the same
iconography” used by Charles Perrault to describe his classic tale about Blue-
beard. Thus, she describes the new bluebeard with different literary métaphors
which contrast with each other, in order to suggest that the girl is horrified, but
also fascinated by her seducer. Is she a complicit, willing victim, who considers
her situation quite enjoyable? She seems to accept male ideas of sexuality and
masochism, but is it possible to represent a female protagonist as a victim of
sexual harassment or violence while, at the same time, portraying her as an
autonomous individual? This isone of the conflicts or dilemmas of the tale, since
"the writer points out that in innocence there is a corruption of willingness to go
in for relations of dominance” (Mills 1979). She seems to respond to this
indication —"Your thin white face, with its promise of debauchery only a con-
noisseur could detect” (BC 20) -because she admits that "for the first time in my
innocent and confined life, I sensed in myself a potentiality for corruption that
took my breath away" (BC 11), and adds: "I blushcd again, unnoticed, to think
he might have chosen me because, in my innocence, he sensed a rare talent for
corruption” (BC 20). Female sexuality acts in response to male sexuality; the girl
docs not have any sexual desire before she meets him; she is completely
innocent; thus, sexuality is a response to him. In fact, this is amale’s sexual view
of women, set on that male pornographic mould.

The husband is described as a strange creature, and the heroine almost
feels pity for him. This ncw Bluebeard is huge, enormous; hcavy, butat the same
time he is soft, quiet and white: " A huge man, an enormous man, and his eyes,
dark and motionlcss as those eyes the ancient Egyptians painted upon their
sarcophagi, ixed upon me" (BC 12); "The hcavy, bearded figure roared out
aloud, braying with fury” (BC 40); ". . . though he was a big man, he moved as
softly asifall his shoes had solcs of velvet, as if his footfall turned the carpetinto
snow” (BC 8), or "He murmured to me in a voice... like the soft consolations of
the sea” (BC 18).

In the description of the cruel hero, we find all over the text's various
mectaphors accompanicd by similes which appcar within the same contextathey
are clucs to explain the oddness of Blucbeard and to announce the tragic ending:
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I could sec his white, broad face as if it were hovering, disembodied,
above the sheets, illuminated from below like a grotesque carnival head. (BC
12) ‘

His face... still as apond iced thickly over, ycthis lips, that al ways looked
so strangely red and naked. (BC 13).

Blucbeard's fantastic castle is another important theme for the use of
mctaphors: "We live in Gothic times,” says Angela Carter in Lorna Sage's
interview (1977: 55), and Alex Hamilton writes:

inallherwork, shehas a numberof persistent images, chiefly thatof the old dark
house, usually semi-ruinous or Gothically glamorous with an umbilical cause-
way connecting the castle of the beast to the mainland. It has many associations
for her. I is the medieval conceit, the glass palace where the grail was kept; the
Castle of Perscverance; at the back of it all Plato's Cave. (1979: 15).

Thus, in our tale, Carter includes several metaphors Lo describe all the
elements of the Gothic remote castle:

And, ah! his castle. The faery solitude of the place, with its turrets of misty
blue, its courntyard, its spiked gate, his castle that lay on the very bosom of the
sea... that casle, at home neither on the land nor on the water, a mysterious,
amphibious place, coniravening the maleriality of both earth and the waves,

-with the melancholy of a mermaiden who perches on her rock and waits,
endlessly, for a lover who had drowned far away, long ago. That lovely, sad,
.sea-siren of aplace! (BC 13)

Or the interior of the castle, whose metaphors are almost lexicalized: ™.
- - no corridor that did not rustle with the sound of the sea” (BC 13).

The theme of the sea isalso presentin the novel to complete the landscape
of the castle: ". . . the mewing gulls swang on invisible trapezes in the empty
air outside" (BC 17), or "The play of the waves outside in the cold sun glittered
on his monocle” (BC 15).

. 3.3. The mirror as a.symbol

Another important theme in the story is the mirror as a symbol:

- - . the grand, hereditary matrimonial bed. .. surrounded by so many mirrors!

Mirrors on all the walls... The young bride, who had become that multizude of
girlsIsaw inthemirrors..."See, T have acquired a whole harem formyself! (BC

14)
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Angela Carter represents feminity as a male construct in The Passion of
the New Eve (1977b): first in the brutal hands of Zoro, the poct and then through
the gentle touch of the ambiguous ancient Tristessa, the l;eauufu_l ghost o( H?lly-
wood past. This same theme is developed in other stories, for instance in "The
Bloody Chamber," where she uses various literary mgtaphors thrO}lgh l‘hc
symbol of the mirror —Carter changes its traditional meaning of woman’s vanity
for that of the heroine seeing herself reflected as an object, a sight that discovers
her own identity:

Isaw myself, pale, pliant as a plant that begs to be trampled underfoot, a
dozen vulnerable, appealing girls reflected in as many mirrors. (BC 35)

"Male nudes are not erotic”, Carter writes in Nothing Sacred (1982c),
"because there is no tradition of making men into objects of the gaze whereas
whenever a woman takes off her clothes she is instantly dressed in the tradition
of the nude.” The difference between "naked” and "nude” —to be naked @s to be
without disguise and to be nude is to be seen naked by others as an object —is
clearly explained by John Berger (1977: 49-52) in his study abou_t the nude
tradition of painting, where he affirms that "the subject (a wom.an) is awarc of
being scen by a spectator: she is not naked as she is but she is naked as the
spectator sees her':

And whennothing but my scarlet, palpitating corercmained, I saw, inthe
mirror... thechild with her sticklike limbs, naked. .. bared as alambchop. (BC

15)

This unpleasant carnal desire expressed poetically with thc help of me-
taphors and similes has its antecedent in the recurrent subject of a!l European
painting of women. As Berger writes, in some versions of nude painting,

you painted a naked woman because you en joycdm looking at her, you put a:
mirror in her hand and you called the painting "Vanity," thus morally condem-
ning the woman whose nakcdness you had depicted for your own p]casurc.. Tl]c
real function of the mirror was otherwise. It was to make the woman connive in
treating herself as, first and foremost, a sight.

In this case, "this nakedness is not, however, an cxpression of her own
feelings; itis asign of her submission to-lhcowner's'fcc.lings or demapdg." Inthe
avcrage European oil painting of the nudc the prmcnpal protagonist is ncvcr
painted. He is the spectator in frontof the picturc and he is presumed to be aman:

.. .the sheercarnal avarice of it... [saw him look at me with l'ust. I drf)ppcd my
eyes but, in glancing away from him, I caughtsight of mysclf in the mirror. And
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I'saw myself, suddenly, as he saw me, my pale face, the way the muscles inmy
neck stuck out like thin wire. I saw how much that cruel necklace became me.
And, for the first time in my innocent and confined life, I sensed in myself a
potentiality for corruption that took my breath away. (BC 11)

3.4.Marriage as a bargain

There are also some metaphors on the theme of economic transaction or
bargain, a criticism of the economic basis of marriage, to reinforce the feminist
message, “the realities of male desire, aggression, force; the reality of women,
compliant and submissive" (Duncker 1984: 8): " And so my purchaser unwrap-
ped his bargain” (BC 15), or "I saw him watching me in the gilded mirrors with
the assessing eye of a connoisseur inspecting horseflesh, or even of a housewife
in the market, inspecting cuts on the slab.” At the end the girl gets rid of all the
moncy; however, she felt she "had a right to retain sufficient funds...we do well
enough.”

3.5. Plants and flowers as hermaphrodite characteristics

Another important group of metaphors and similes belong to the class of
flowcrs and plants, which Angela Carter uses on several occasions to accentuate
the odd whiteness of this Bluebeard:

Iknow itmustseem acurious analogy, aman with a flower, but sometimes
‘hescemed tome like alily. Yes. Alily. Possessed of that strange, ominous calm
of a sentient vegetable, like one of those cobra-headed, funereal lilies whose
white sheaths are curled owt of a flesh as thick and tensely yielding to the touch
as vellum. (BC 9)

She also seems (o introduce some hermaphrodite characteristics:

...his white, heavy flesh that had too much in common with the armfuls
-of arumlilies that filled my bedroom. .. with the heavy pollen that powders your
fingers as if you had dipped them in turmeric. The lilies I always associate with
him; that are white, And stain you. (BC 15)

In fact, Carter uses the theme of flowers as a strategy to disrupt conven-
tional associations of flowers with women and certain specific virtues —purity,
innocence. Among the flowers, mainly lilies are personified with the use of
metaphors: ". . . the tall jar of lilies... the thick glass distorted their fat stems so
they looked like arms, dismembered arms, drifting drowned in greenish watc"
(BC22). "Those somnolent lilies, that wave their heavy beads, distributing their
lush, insolent incense reminiscent of pampered flesh” (BC 18); or "The mass of

r
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lilies that surroundedme exhalednow, the odour of their withering. They looked
like the trumpets of the angels of death” (BC 37).

3.6. Jewels as a pornographic element

The importance of jewclsin the story —asasignof Bluebeard's high social
class and also as a pomographic element to adorn he virgin and make her more
desirable —cxplains the recurrent use of original metaphors: " A choker of rubies,
two inches wide, like an extraordinarily precious slit throat” (BC 11); ".. . and
the flashing crimson jewels round her throat, bright as arterial blood” (BC 11),
or "This ring, the bloody bandage of rubics" (BC 12). These metaphors are
stressing violent, bloody elements and they have a significant effect on the
reader.

We may conclude that a close analysis of Angela Carter's metaphors
reveals that they have a primary function in telling the story, and in conveying
its meaning. Their importance is emphasized by introducing some similcs into
the narrative account that help to develop abstract meaning,

‘When we examine metaphor within its immecdiate context, it reveals that
the metaphoric process is not only the substitution of a lexical term from onc
semantic domain for another, but there arc also other intcrnal relationships
within the larger context of the entire text: the narrative framework also comes
into play and oricnts our interpretation. This happens mainly when we analysc
Angela Carter's talcs, full of old myths and symbols that relate to each other
throughout the story. In fact, Carter's writing fascinates and bewitches the rcader
excrting hermagic cffect on him. AsJohn Mortimer says, she is "the most stylish
English prosc writer of her generation... her language is almost too perfect and
a prolonged submission to it is apt to lcave the rcader in somewhat heady
condition” (Mortimer 1982; 36).

Finally, wc agree with Patricia Duncker's idca that in this new version of
Blucbcard's fairy tale, Angela Carter follows the sexual symbolism of "Bluc-
beard's wilc penctrating the secret spacc of the bloody chamber,™ but she also
carrics a "feminist message; for the women's revolution would scal up the door
of the bloody chamber forcver” (Duncker 1984: 12). This is the scxual politics
of the story: a feminist re-shaping of Charlcs Perrault's fairy tale, re-wrillen by
astylish prosc writcr whosc message necds an identification of metaphor to be
properly interpreted.
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STRAWBERRY NOSE:

WHAT CAN A TRANSLATOR DO WITH NAMES
LIKE THIS ONE? SOME CONSIDERATIONS RELATED
TO THE TRANSLATION INTO SPANISH
OF THE UNICORN

Maria Luisa DANOBEITIA
Universidad de Granada

‘When Robert Graves claimed that English poetic education should, really, begin
with a pocm known as The Song of Amergin he was, of course, talking about
poctry; and he could be right. When such a statement seems to be equally
applicable to fictional narrative we begin to encounter problems, the more so,
when the public seems to be enchanted with novels that are full of riddles. Since
we are going to deal in this paper with the translation into Spanish, and for that
matter into any other language, of an English novel written by Iris Murdoch, The
Unicorn, and since the novel is a riddle’, we would like to enquire whether
translators, not to say readers, should be included in Graves’s asseverations. Wc
are prompted 10 ask ourselves the question because the novel’s thematic r}‘uclcus
is so much grounded on myth that unless a considerable number of points arc
clarificd to the reader, many things will probably look to him hazy and thus
dilficult to comprchend.

Novels such as The Unicorn, A Maggot, and Grimus to name only three,
arc cunningly bascd upon ancicnt poctical myths and thus themes; myths that
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offer Iris Murdoch the possibility of playing literary games; games which can be
disturbing because their ultimate meaning may clude more than one reader.
Often enough one word, or the name of one character, has different layers of
mecaning which derive from the hermetic, semiotic and functional bifurcations
inherent in the myth or myths which directly or mdchclJy are evoked by that
word or by that name.

When we look at this novel with an analytical mind we discover that we
are confronted with a conundrum. Naturally, the conundrum is part of a literary
game, but of such magnitude and with so many unrclated and related picces that
the novel embraces too many components and too many riddles which, oftcn
cnough, are not easy 1o solve. This type of hermetic literary game is fashionable
among many modecrn writers. Yet these writers unawares make the average
reader feel both a little uncomfortable and slightly incompetent because of the
hermetic nature of their novels?. Some readers may feel uneasy while trying their
hardest to comprehend the novel —not the plot, but the novel’s theme. The reader
who wants toreach the core of the novel but does not know where the picces have
come from is unlikely to react in the same way as one who knows their origins.
The latter may tend to be more annoyed than puzzled, or may fecl very impressed
by the way in which the pieces have been put together.

The myth-basednovelisthe productof knowledge. Writers like Murdoch
are not playing a game of chance. All is well controlled. They may talk about the
character’s freedom and detachment but in fact they know exactly what they are
doing. Although this could be a joke on the writer’s part the factis that, at the end
of The Unicorn, Hannah scems o be part of what Amergin is connected to; she

is the flood that kills. She is a wonder, that is to say, the unicorn. She is both Até

and the queen of the stag, symbolized by Gaze. She cannotbe separated from the
salmon and she is concemed with the power of the wind. Everything in this novel
gives theimpression of “peer[ing] from the unhewn dolmenarch” (Graves 1977:
13)%. Hannah’s story derives, in part, form the myth-of the dying god; amyth that
Murdoch uses to embrace both Paganism and Christianity. There are too many
elements pertaining to thismyth to be able to overlook it. We have aFisher King,
a figure pertaining to the myth of the Grail, a salmon, a male that must die,
although his death becomes futile because Denis walks away with both the fish

.and the dog. Deep down what Murdoch is trying to say is that there is no value
in religion because there is too much form in it, and its underlying philosophy is
that of Até, thatis to say suffering. The endless chain of suffering must be broken
because the pattern is (oo restrictive. But how? She is not the only writer who
delves into religious themes. Murdoch tries to break the pattern by giving her
rcader a formless pattern. However, the underlying force is the pattern, and thus
regardless of contingency and formlessness, unless she moves away from myth
the pattern cannot be broken.
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However, some writers, when asked about influences will plead ignoran-
ce. They do not like to be asked about sources or even about the thematic nucleus
of the novel. They seem to forget the critic’s duty. A duty which, as Northrop
Frye states, has nothing to do with value judgment but with the analysis of both
structure and theme, as he understands them?. Consequently, the influences of
both previous traditions, ideas and the like have to be considered by a serious
critic to see how they function in the construction of the theme. However, very
few writers like to discuss what lies behind their themés in the form of sources
and influences. Some will talk about both objectivity and detachment. This is
difficult to accept. If the issue of possible sources is pushed forward, the writers
of the myth-based novel will try to avoid it by asserting many things, among them
that they should not be taken seriously because they like to tease theirreader. And
here they could be right*.

Whether they are teasing or not, the truth is that they are offering proble-
matical novels; and if most readers, when dealing with the original work, feel as
if they were confronted with ariddle, with something that eludes commonplace
knowledge, we wonder how would they feel if they were reading a translation
of it? Obviously, more than one thing could happen. To find out the reactions and
intcrpretations of readers when approaching a translation of this type of novel
could be an interesting piece of research beyond the scope of this paper.

In some cases the reader cannot really perceive the existence of riddles

because they have been lost in the translation. For some readers thisevent could -

mecan missing the fun inherent in the act of unriddling. Let us not forget that
socicty has been induced, more and more, into playing games. A quick look at
any T.V. programme will serve to verify this. Others may fecl comfortable at this
loss. After all, their minds are possibly not being challenged as they would be
were they reading the original. In some cases the translator may offer a version
so as torender the reading of the novel comprehensible regardless of whether he
has to present the reader with something which is not fully identical with the text
of departurc. This, in certain cases, and with certain rcaders, should not be
bemoaned, because the act of discovering what lies at the heart of the story can
be both exasperating and depressing since the task is very difficult for an average
reader. Thus, to have a translator interpreting for the reader ambiguous and
difficult passages could be a wclcome act, cven if such action may pass
unperceived by the reader.

What a translator must do in this type of novel is a problem. The reader’s
attitude and thus reaction towards ambiguity cannot be predicted; they depend
not only upon the type of reader but upon external factors that may affect the
impact that the novel has on the reader. Thercader’sreaction is notcasy topredict
or forecast. However, we do know a curious fact: the Murdochian novel is
scldom abandoned by the reader, for with the hope of making sensc of theevents,
they keep on reading till the very end.
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So far we have been talking, in a rather broad sense, about problems
caused by the myth-based novel, the difficult novel. These are obstacles which
the present writcr has considered in much detail over several years of study.
However, that issue is not the purpose of this paper. Here we are concerned with
what we will define as the duty of the translator. The translator, when fi ully aware
of the problems inherent in a novel of this kind, must not take the easiest road,
that of offering a simplified version of the original. When the translator
elaborates on the foregoing “simplified version” he will have to depend on his
personal experience on reading the novel, and this is what he should not do
because he would be relying on a very intimate way of solving obstacles in order
to offer a coherent and a non-problematical novel to his reader. His obligation
is that of providing his readers with as many ideas or concepts as possible related
lothe interpretation of the novel based, of course, onadeep and exhaustive study
of the work in question. With this, perhaps, the sense of helplessness caused by
a problematic novel could be attenuated.

Our experience in the last few years has proved that a novel like The
Unicorn tends to fascinate young readersznot older ones. Most of our students
will claim that they like it; that they have to keep on reading. However, they
cannot go beyond that. The dilemma comes later, when question upon question
is formulated by the bewildered and fascinated student. They want to know the
message, the meaning behind the gothic-like structure of the plot. They want to
know what the characters represent, and especially Hannah. They wish to know
the significance of the unicom, as presented in this novel. They need to go
beyond the outer structure in order to get right into the main or basic idea
governing the pattemnof the thematic developmentof the story. This in itself says
enough. The novel is a problematic novel.

We are not going to claim that we have solved the riddle posed by the -

novel’s theme, although we are more and more convinced that its thematic
nucleus is no other than myth making. We do not have all the answers. What we
have is a number of instruments which have been manipulated by the author, no
more, and all of them point directly towards the process of myth making. When
the questions are formulated all we do is to offer the student both the instruments
and itsoriginal meaning. Therestis their job. They have toput the pieces together
as well as they can,

To put the pieces together must be the translator’s duty while informing
his readers about the significance of the pieces. What the reader does with the
instruments should not be the translator’s primary concern. After all he did not
write the novel, and thus he is dealing with somebody else’s tools. Certainly, the
reader may or may not use them, but the chances are that most readers, or at least
enough of them, will be glad to have at their disposal as many tools as possible
in order to understand the primary mechanism that governs both the structure and
the thematic development of the story.
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A translator of a Murdochian novel must offer his readers explanations
about what is difficult to understand. Very few translators are willing to do so,
and therefore we cannot help worrying about the lack of explanatory footnoting
so common in many translations. Consequently, with the hope of offering some
of the correlatives inherent in afew codes, we are going to consider the semiotic,
hermetic and functional bifurcations innate in thc names of some of the
characters in The Unicorn. This consideration should illustrate some of the

difficulties to be faced by a translator if he dares to undertake the task of -

translating this novel. These are problems that will require of the translator an
uncommon knowledge, the type of knowledge that could be expected only from
a specialist in literary analysis. : .

The name of the central character of the novel is Hannah; an enigmatic
creature who serves to give the title to the novel®. To have a clear picture of
Hannah is difficult, and the first time Miss Taylor tries to depict her in a letier to
her boyfriend she scems to be unsure of how to do it: “Mrs. Crean-Smith is
youngish and beautiful and spiritual-looking in a rather fcy way” (TU 27). The
description of Hannah, filtercd through Marian Taylor’s apprehension of her, is
rather elusive; something to be expected because, as she says, at Gaze everything
happens to be “a sort of,” “morec or less,” and in a “rather” whatever “way.” She
is right. The language she uses to describe Hannah fits admirably well with the
general tenor of the novel. She is not young but “youngish,” She is “spiritual-
looking,” but not like a Madonna or a saint, but in “a rather fey way.”

The sentence quoted, at first sight, may look simple but when it comes to
its translation, itisnot an easy one. Fora Spanish translator the problematic word
is “fey,” for there are various possibilities for its translation. On looking at the
Collins English Language Dictionary we can read that “someone who is fey
behaves in a vague, strange, and silly way. Used of people’s ideas and beha-
viour.” Thisis finc, butif we look at the Oxford Dictionary of English Etymology
we shall {ind something clsc: “fey, (arch. dial.), fated to die, dying.” A Spanish
person may look at a bilingual dictionary (Vox, Diccionario), and there he will
be givensomething that is quite close to thatof the Oxford Dictionary: “Fey, adj.
(esc.), que ha de morir, moribundo.”

The translator, perhaps a little desperate, could take a look at the Random
House Dictionary ofthe English Language, the unabridged edition, and there he
will discover other possibilitics besides the oncs already mentioned. For exam-
ple, “1 Brit. Dial. doomed, fated to die. 2 Chicfly Scot. appearing to be undcr a
spell; marked by an apprchension; elves, fairies and other fey creatures. 4 Being
in unnatural high spirits, as werc formerly thought to precede death.” To decide
which onc of these options could be the right onc is a difficult task; and so there
may bc other options apart from using a dictionary: consulting a native spcaker.

Curiously cnough, two native spcakers were quite surprised by the
meaning of “doomed to dic,” and for them the correct word could be that of
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“timida,” that is to say “shy” in Spanish. In addition to this the next opinion was
that of somebody who looks harmless and is actually rather crafty. With this we
could not solve the problem. A third consultation gave us the meaning of
somcone who is not but seems to belong to the land of facrie. When we asked the
first two informants how would they translate the quotation into Spanish they
could not do it.

In view of the theme of the novel and of constant allusions to the land of
the dolmen and to the land of the Celtic Other-World besides many other lands,
we wcre inclined to think that the last option could be the corrcct onc.
Consequently, we could translate the word “fey” as “criatura sobrenatural.”
When we mentioned, for a second time, the problems caused by this word to our
firsttwo informants, they could not see them, for according to them any average

-well-educated English-speaking person would think in terms of somebody who
isaliule timid. In spite of this, when asked again to try to translate thisquotation,
the results were the same: they could not see a proper way of transferring the text
into Spanish.

This was not the reaction of our third informant, who was less confident
about the meaning of this word and more inclined to see in it a greater variety of
meanings. After considering who the writer is, he thought that we should pay
attention to what most critics acceplt as right regarding the writer: that “Iris
Murdoch tends to employ stock fairy tale, mythic and gothic devices and
transform them into literary correlatives of [her} philosophical vision of life”
(Kuchl 1969: 346). With this in mind we felt that, on the surface, there was not
much choice left. We thought that the narrator, through Miss Taylor, was hinting
at the type of lady described by C. S. Lewis in his work The Discarded Image:

With the *“Fairy Damsels” of our third Milionic passage we reach a kind
of Fairy who is more important for the reader of medieval literature and less
familiar 10 modern imagination. And it demands from us the most difficult
response. The Fairy Damsels are “met in forest wide.” Met is the important
word. The encounter is not accidental, they have come to find us, and their
intentions are ‘usually (not always) amorous. They are the fées of French

. Romance, the fays of our own, the fate of the Iialians. . . . These High Fairics
display a combination of characteristics which we do not easily digest. On the
one hand, whenever they are described we are struck by their hard, bright, and
vividly material splendour. We may begin, not with a real Fairy, but with one
who merely looked as though he came “of fairie,” from the fairy realm®.

English writers and English readers seem 1o be quite familiar with this
type of lady. We can hardly say the same thing about Spanish readers. We have
1o explain, again and again, to our students, that fairies are not what they think
they are, and that for this very same reason, in faerie tales, the adjective “good”
is used to qualify a fairy in order to distinguish her from a malevolent one.

STRAWBERRYNOSE... 39

Hannah, in view of the way she kills Gerald, could be as the narrator
indicates, a killer-lady of the type of La Belle Dame Sans Merci. She could also
be a“sortof goddess,” touse Murdoch’s language, of the type presented by Yeats
in The Wanderings of Oisin. She could be more dangerous than that, evil, similar
to the creatures presented in Yeats’s The Land of Heart' s Desire. Regardless of
how we look at the problem, we are predisposed to think that readers who are
familiarenough with the literary development of creatures who belong, or appear
to belong, to the land of faerie, will see in the word “fey” a signal indicating

danger. A code that offers more than one way of encoding it. By being the killer-
lady, Hannah becomes a number of other things which, at the same time, are not
altogether unrelated. Once more we are confronted withaproblem whichderives
from information: data that will be more available to English readers than to
Spanish oncs. An Englishreader who knows enough about history willrecall that
after the accession of James I to the throne, fairies were considered to be fallen
angels. This information will hardly be familiar to a Spanish reader, ans so we
are confronted not only with problems related to language and literary tradition,
but to culture and history.

With the word “fey” we have a faint glimpse into the clever usage of
Janguage attained by Murdoch. The word “fey,” when evaluating the manncr in
which Hannah kills herself, covers the meaning of “doomed to die.” This layer
of meaning could be expected, for more often than not the killer-lady belongs to
the land of Death, and thus she embodies a form of death. Fey meaning “doomed
todie” takes full force from the fact that she isnot a frec person, but someone who
hasbeen living, already for scven years, within the walls of Gaze because she has
tricd to kill her husband. Thus, in a way, she is already a dead person. She looks
harmless and she is capable of killing. When we are told that Denis Nolan is in
the habit of taking into her room little creatures such as “snakes™ and “bats” a
certain amount of distrust is aroused in the reader. With this distrust Hanna’s
possiblc baseness comes to the surface for, generally speaking, these kinds of
beasts belong to a world of witchcraft and thus demonology.

Her first name is Hannah; and according to Peter J. Comadi, Hannah “is
ariddling palindrome” (1986: 122). Obviously, Murdoch expects us to discntan-
gle it. Such a task would induce us to do several things. We could begin
connecting her name with that of the mother of the Virgin Mary. This connection
is not apparent till the reader perceives the existence of an anagram in her name,
that of Christ’s name. To associate her name with that of the Virgin Mary is
something that for ccrtain readers is rather distressing because Hannah has not
known her husband, in the Biblical sense of the word, for scven years, and what
is even worse, Hannah has been unfaithful to her husband while he has been
engaged in homosexual practices. Disturbing or not, the rcader has to accept it.
In casc of doubt he nceds only to consider the name that has been given to onc
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ve female characters in the novel; a character that appears asa perlpherdl
izabeth.

Elizabeth, according to Effingham, makes witty commentarics dbout
love’, and Elizabeth, according to St. Luke’s Gospel, is the mother of St.
: Baptist and the cousin of the Virgin Mary. To complete the picture, the
f the girl that is hired to take care of Hannah is Marian, who later on in
31is called by Gerald Maid Marian. In the name of Marian, as in the name
iah, we have multiple layers of meaning related to the main theme of the
f we understand it correctly, which is that of reenactment of myth. A few
es of how these layers of meaning derive from a single name will serve
rate our point:

Mr. E.M. Parr writes tome [Mr. Graves] thatAn is Sumerian for “Heaven”
and that in his view the Goddess Athena was another Anna, namely Ath-enna,
an inversion of Anatha, alias Neith of Lybia; also that Ma is a shortening of the
Sumerian Ama, “mother,” and that Mar-ri means the fruitful mother from rim,
“to bear a child.” Mari was the name of the goddess on whose account the

Egyptians of 1000 B.C. called Cyprus “Ay-mary,” and whoruled at Marionthe -

Euphrates (a city sacked by Hammurabi in 1800 B.C.) and at Amari in Minoan
Crete. So Ma-ri-enna is “the fruitful mother of heaven,” alias Miriam, Marian
or Mariandyne, the “leaping Myrrhini” of Troy, and Marianne: a word of triple
power. But the basic word is Anna, which confers divinity on mere parturition
and which also seems to form part of Arianrhod’s name. (Graves 1977: 371)

Bearing in mind this quotation, what becomes evident is the fact that

can function as a surrogate figure of Hannah, in one and many of

i’s symbolic aspects. Thisis nota coincidence, and here, as in many other

2s, Murdoch shows a prodigiousknowledge of mythic matcrial which she -

great advantage.

Murdoch is not an exception. James Joyce playfully celebrates Anna’s
ality in his Anna Livia Plurabelle. Indeed if one needs a single, simple,
sive name for the Great Goddess, Anna is the best choice. The idea that
ichoice is a deliberate one hardly needs questioning®. The same must be
»ut Murdoch, for her world is fully populated by characters whose names
sither from Anna or Mary. The implications inherent in such names serve
e Anna 1o figures pertaining to the mythical world of the dying god, or
1king, in this case Peter, Hanna’s husband.

Many modern writers tend to make ample usage of this myth. Although
awhile to see thisaspectin Joyce’s Ulysses, more than one critic has seen
sin this light. In Murdoch’s case the influence is very obvious. The myth,
rstated, the making of new myths by means of the elaboration of old oncs
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seems to be the one that acts as the centripetal force that not only unifies but
governsother myths, becoming thus variations of asingle unit. This isacode that
falls back on both the concept of death and suffering: endless suffering which
somehow cannot be exorcized from society, for it forms part of a heritage upon
which our Western civilization rests.

When confronted in this novel with the names of the female characters,
the reader may feel as if he were being manipulated by the primitive idea that the
more numerous the poetic meanings thatcould be concentrated ina sacred name,
the greater its power. Hannah has power over the reader. Hannah has been
equated by Max with the unicorn, with Circe, and with Penelope, to name only
three. The equations, if onelooks closely into the deep structure of the novel, can
be almost endless. We would like to add that Hannah can be equated with the
Morrigan, among others, although this connection is more implicit than explicit.
Furthermore, Hannah’s name, when bearing in mind the double “n” in the
middle, has five letters. The possibility of counting the double “n” as a single
letter is supported by the fact that her double barrelled surname has two lots of
five letters. Five is a number that is sacred to Venus besides being a magical
female numbe®. And 15 is a number that is sacred to Innana. It is not a
coincidence that Criseyde’s name, when looking at the value of letters in the
Secretum Secretorum, is equal to 15, To enhance the picture, the name of the
femalc gaoler of Hannah is Violet Ever-Creech, and although we are not going
to deal here with the conundrum inherent in her name, we would like to indicate
that violets sprang from the blood of Attis, a dying god who was the beloved of
Cybeles.

There is a fifth woman living at Riders, whose name is Alice. The other
spelling of Alice is Alys, who is “the goddess of the sepulchral island of
Alyscamps” (Graves 1977: 396). Furthcrmore, “the Somersetshire. witches
called their God Robin, and ‘Robin’s son of Art’ was the Devil of Dame Alice
Kyteler, the famous early fourteenth-century witch of Kilkenny, who used
sometimces to take the form of a black dog” (Graves 1977: 396). A dog is given
to Denis Nolan by Alice at the end of the novel. There are other literary echoes
suchas those of Alice in Wondcrland. Thus, what we have is a pentad of femalcs
whose names arc very important for the elaboration on or interpretation of old
myths and its consequences.

Considering what has been so far discussed, the reader can hardly be
surprised upon lcarning that Hannah’s “second name is an anagram of Christ
Mecan or Christ Name” (Conradi 1986: 122). In the case of her first name we
wonder how many Protestant readers or Spanish, or Jews know that the Virgin’s
mother was Saint Anne and therefore how many readers would so easily connect
her name to Anne, Mary’s mother. With “Ana,” the tranaslator could prescrve
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her last name could not be decoded. Perhaps a wranslator with a penchant for
games would play his own private little game looking for names that could offer
the riddle to a Spanish reader.

Todo this we must depart from a set of vowels and consonants that would
yield somcthing like “Nombre de Cristo” (“Christ’s name™). There are several
ways of playing with the set of vowels and consonants forming “Nombre de
Cristo.” We could come up with something like Mrs. Bremno Crosti or Mrs.
Trisco Bronme, for example. The anagram could be preserved, but what do we
do with the different layers of meaning inherent in “Smith,” which are so
important for the thematic development of the novel? Indeed, there is nothing 1o
be done. There is no way (o preserve both the anagram and the layers of meaning
inhcrent in the second part of her family name.

As usual with Murdoch, there is something which is not only clever but
devious in herchoice. With Crean-Smith, apart from Christ’s anagram, we have
becn presented with correlatives that lead straight into pagan deities and thus to
clements which are antagonistic to Christianity. Smith serves to connect Hannah
with beings who belong to both fire festivals and smith-craft. Also, it promoties
Hannah (o the position of wife to Vulcan and Hephaestus: “In Italy Vulcan was
said to be lame and to walk with the help of high-heeled gold shoes, because he
was identified with Hephaestus, 4 Pelasgian deity from Lemnos, who like Talus
was hurled down from a height” (Graves 1977:331). We cannotdivorce Hannah
from figurcs such as the ones mentioned in this quotation. Nothing is casual
about this, since the names are part of a complex picture composed by a dense
net which slowly catches, as if it were a game, the novel’s theme.

Hannah is part of it all: of a world from poetic myth, of a pagan past and
of a world that derives its philosophy from the Judeo-Christian tradition. With
this in mind, how can a Spanish reader get to the meanings inhcrent in Hannah’s
name? And the more so when its full significance derives form the meanings
innate in the names of the other female characters! The truth is that most likely
he cannot do so. We know this for a fact. Most of our students of English, upon
reading the novel, cannot sece much in her first name and even less her last name.
There are good reasons for this. Works such as The Golden Bough are almost
unknown in Spain. Spanish students, unlike English students, have not been

.Jbrought up in aculture in which the waste land is a primary symbol. Even if The

White Goddess appears to be a popular book, what is well known is its title, for,
and precisely due to a lack of background knowledge, very few students can go
beyond the first ten pages.

Cultural factors do play an important role in any given tradition. The
Unicorn is fully impregnated in a cultural heritage that can be found not only in
the medieval romances but even in pre-Romantics such as Blake''. We are aware
of the fact that we are talking about elements which derive, in part, from a
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Hellenic and Judeo-Christian tradition. However, the point is that in England
-not o say Canada for that matter— these facts have been treated, by certain
writers, in ways which are almost alien to many Spanish readers.

This may be difficult to believe, but so far not one single Spanish student
of mine has been able to see much in the fact that Peter is a crippled person.
Hannah’s husband is a maimed being, and maimed precisely because Hannah
has “hurled him down from a height.” The name has been well selected, for in
Hannah we have phonetic echoes of Maia, Vulcan’s wife, who is a rather
malevolent creature. The point is very important. The question lies in how the
translator can preserve it all. “Crean,” at the same time, leads the reader into
Cromn-Cruaich, an ancient Irish god of the race of the Fomore, to whom
sacrifices were offered in the time of the dolmen'2,

There are further connections; and so many that they would bring further
confusion into the issue at hand, the translation of this novel. Notwithstanding,
one more example will not hurt. When Effingham arrives at Riders, Alice has
created upon his bed a figure made out of shells. He looks at it and ponders,
recollecting the idea of a woman who has been made out of flowers. A woman
madec out of flowers that can be connected to Hannah appears in The Mabinogion.
(Radice 1979). The cause of this creation is Arianrhod, and Hannah’s name is
part of Arianrhod’s name (Graves 1977: 371). The point will be better undcrs-
tood if we keep in mind that Blodeucdd, the {flower maiden, kills her husband in
a bathtub, which again confronts us with a recurrent themc in Iris Murdoch’s
novels, death by water. For cxample, in A Fairly Honourable Defeat™ Hilda's
husband dies in a swimming-pool. In The Sea, The Sea the young boy Titus
drowns in the sea. In The Philosopher’ s Pupil the tormented philosopher, again,
suffers death by water. There are more cases of this type of death, but these three
will serve to illustrate our point. What is important is to realize that Pcter,
Hannah’s husband, besides being maimed, at the end of Lhc novel has to die by
walcr,

In The Unicorn death by water acquires the same symbolic idea as that
cmbodicd in the death by water of Blodeuedd’s husband; death caused by a
treachcrous and unfaithful wife. -

So far we have been dealing with the names of female characters, and
cspecially with that of Hannah. And if we think that there are problems when
translating this name, we havc furiher obstacles when it comes to the other four
femalce figures.

There are many mystcrious characters in The Unicorn, but perhaps the
most intriguing onc —apart from Gerald— is Denis Nolan, a sort of Fisher King.
His name is as much of a riddlc as that of Hannah, although in this casc it takcs
alittle longertorealize whatlics behind hisname. Denis, very muchlike Hannah,
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belongs to the race of the “fey.” Our first glimpse of him is as elusive as that 0f
Hannah:
By the passing glow Marian saw a shortish man about herownheight who
was holding a large tin bowl. He had the dark hair and blue eyes of the region.
Indeed Marian saw, as he turned towards her, before the lamp passed, sapphire
blue eyes. (TU 22) '

This passage should not offer difficulties to the translator. Nevertheless,
he must pay attention to the emphatic “indced” and to the colour of his eyes, for
the colour of his eyes relates, directly or indirectly, to the meanings that may be
attached to his name. “Indeed” indicates the possibility of doubting the fact that
hiseyes are “sapphire”blue. And so, under no circumstances must the translator
omit “indecd” because this leads the reader into various roads related to his role
within the novel’s thematic development.

One of the implications is very obvious for an English reader. Peter,
Hannah’s husband, left Gerald Scottow because he “fell in love with an
American boy called Sandy Shapiro” (TU 111). There is an overt imilarity
between “sapphire” and “Shapiro,” although one is a homosexual and the other
aman whokeeps himselfa virgin. One of the clues to the understanding of Denis
Nolan lies in the colour of his eyes. Ezekiel indicates that sapphire is the colour
of God’s throne, and in the Talmudic tradition the Mosaic laws were carved in
lapis lazuli. With this in mind we expect Nolan to be a perfect creature, and in
a way heis.

In order to be Hannah’s faithful servant he needs to be chaste. This
seems to be the point behind his purity, contrasting with Peter’s love for Shapiro.
However, as the theme of the novel unfolds, one has the feeling that it is the very
opposite, since Denis’s chastity seems to derive from Hannah’s enforced
chastity. On the surface nothing is more appropriate 1o keep his chastity that 1o
use the power of a sapphire, a stone that has been obliquely mentioned by means
of the colour of his eyes, because this stone, according to many lapidaries, is
thought o be good for preserving oneself chaste. The twistor irony lies in the fact
that nothing can keep Denis Nolan chaste other than Hannah’s chastity. Once
Hannah is possessed by Gerald, sexuality is awoken in almost everybody in the
story as if they were extensions of Hannah’s transgression.

 InDe proprietatibus rerum, written by Bartholomaeus Anglicus, we can
rcad the following:

And alle auctours accordey in yis poynt and meney yat ye saphire is a
precious stone yat louey chastite. yerfore lest ye effecte yerof be ylette in eny
wise by his vnclennesse yat him berey, hit nedey yat him yat him berey lyue
chaste as yis sawe meney: ‘But he yat him berey semey most chaste’*s,
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Information that is similar to this can be found in The Book of Secrets of
Albertus Magnus. With this information it will not be difficult to see Denis, at
asymbolical level, as the carricr of this stone, since the stone is partof him. The
contingency derives {rom the futility inherent in being the stone’s carrier, a fact
that is not fully expected by the reader. Consequently, the translator has to be
carcful and translate with the greatest accuracy this passage, for it relates to the
significance of his name. To translate “sapphire blue,’ by “deep blue” or “dark
blue” would be a serious mistake.

There are other correlatives that link the colour of Denis’s eyes to his
name. Inhis firstname, Denis, we have the Pseudo-Dionysius, the greatadvocate
of the concept of unknowing to reach God. This concept, up to a point, seems to
govern Denis’s life. His personal evaluation of Hannah is based on faith rather
than knowledge. One of the most illustrative works of this concept of knowing
through unknowing can be found in The Cloud of Unknowing, written in the late
fourtecnth century’®. To recall the existence of this work is important, for
although the reader may not know about the Pscudo-Dionysius, he may know,
if he is well read, something about the basic idea behind this medieval work so
that he will be able to conncct Denis with this principle. To do so is not casy,
however; Murdoch’s demands on her readers are very high. Some rcaders may
or may not see much relevance in Denis’s first name but the writer seems to
expect of him to sec both the relevance and the futility of this connection.

With Dcnis’s name we have been presented with clements which link
Hannah to Denis or vice versa. We have aChristian link, but we must not forget
the pagan correlatives innate in Dionysus. In addition to this, we have St. Denys,
who was beheaded. St. Denys’s myth may lead the reader into the original
problem of the novel’s theme: the creation of new myths. This theme prompts
the rcader to question how and when the myth began; and, what is most
important, if therc is any possibility of erasing the myth. There is a remarkable
similarity between the way in which both Denys and Osiris were dismembered.
This is a fact that has not ¢scaped the critics:

Thus [Osiris’] heart was at Athribis, his backbone at Busiris, his neck at
Lelapolis, and his head at Mempbhis. As often happens insuch cases, some of his
divine limbs were miraculously muliiplied. His head, for example, was at
Abydos as well as at Memphis, and his legs, which are remarkably numerous,
would have sufficed for séveral ordinary mortals. In this respect, however,
Osiris was nothing to St. Denys, of whom no less than seven heads, all equally
genuine, are extant. (Frazer 1971: 481-2).

This connection prompts the rcader to consider the severcd head of St. Denys,
an important theme for Murdoch whosc significance comes to the surface with
full force in her novel A Severed lead". In addition to St. Denys, Dionysius and
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Dionysus, we have another figurc to consider, Giordano Bruno, known as the
Nola; and Bruno, when studying the works of Hermes Trismegistus, arrived at
avery diffcrent conclusion from that of Dionysius. For the Nola the best way of
apprehending God could be found in a return to what he saw as the font of the
true origin of religion, the Egyptian rcligion. Here the tension that characterizes
the novel based on the struggle between old myths and modem ones is well
expounded because Denis’s surname is Nolanasimilar to the Nola. Murdoch, in
part, uses the Nola as a model for Denis, while leaving Denis with nothing other
than the possibility of being the only and sole containerof the ingredients of the

- myth,

The concatenations innate in the name of Denis Nolan are amazing. He
is also the keeper of the fish, that is, the Fisher King, and thus the custodian of
the Grail. And the Grail, if Denis is its custodian, has to be no other than Hannah,
wherefore another dimension emerges to be attached to the myth or myths
embodicd in the person of Hannah. Hannah proves to be the conscious instru-
ment that gives life to the myth or myths with the idea of becoming something
behond the ordinary, something beyond the human level. This something must
be accepted and even worshipped by the ones who need myths to keep
themselves alive because they are empty, rejecting thus their own reality and so
the formlessness inherent in the act of existing.

There is more to Denis Nolan than this. He is the singer, and in his last
name there is a pun with No-lan[d]. Most certainly the pun will be lost in the
translation, and we have reasonable doubts about the possibility of having
readers who, when reading the translation, will be capable of elucidating so many
levels of significance. To this we should like to add that the task of the translator
isrendered very difficult by the fact that even the thematic nucleus of the novel
isdifficult to elucidate. In this case, we are afraid that the only solution is that of
a solid introduction to the novel. Some more information should be added by
means of notes, the translator’s notes.

If so far we have been considering problems and the difficulties inherent
in their solution, the worst, or part of the worst, comes with the name of the
goldfish that Denis looks after. In our first encounter with Denis we saw him
carrying a tin bowl in which he had a goldfish. The name of this little fish is
Strawberry Nose, obviously another riddle. We could begin the unriddling 1ask
with the fact that because it is a goldfish we can associate it with certain myths

concerning the perils of the soul. These myths can be extended to Hannah, and

possibly to her husband, Peter.

There are many stories of persons or creatures who cannot be killed
because their souls are hidden in the stomach of a salmon or a goldfish. One of
the best-known is that of Bidasari (Frazer 1930: 147-8), whose soul resides
within the stomach of a goldfish that lives in a pool. Again the reader, and the
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translator, could question the validity of this connection, and, once more, there
is enough evidence in the novel’s theme to prove that the connection is correct.
The novel begins when a cycle of seven years is about to end, an event which
causes the return of the salmon that has been absent during these years. The'
salmon, like the goldfish in thestory of Bidasari, is the container of Curoi’s soul.
And he, like Blodeuedd’s husband, is killed by the instigation of his own wife,
Blathnat:

There was ina Spring on the side of the side of Sliab Miss a salmon which
appeared only at the end of seven years, and in the belly of the salmon was a
golden ball, and in the ball was Curoi’s soul, and only his own sword could cut
the ball. Cuchulain carried out the necessary measures, and Curoi died crying
no secret to women. (Loomis 1967: 14)

With the salmon’s return we have gone back to the original theme, that
of Hannah, as a mythic creature, who at the end of a term causcs the death of her
husband. By kecping in mind the implications inherent in the salmon'® it is
natural to deduce that somebody’s soul resides within the belly of the goldfish.
Thequestion is, whose? The unriddling of the fish’sname does not throw enough
light onto the problem. .

We could begin the task of elucidating the significance of this name with
“strawberry.” This is not the first time that Murdoch employs strawberries (o
suggest something or somebody related to a mystical being, good or evil, and
thus to religion. In The Time of the Angels Pattic’s drcss has been described in
the following terms:

The whitish cotton smock bulkily tucked up to the elbows, which she
wears over her jumper and skirt patterned with red strawberries. (Murdoch

1983:7) '

The connection could prove to be rather interesting considering the theme
of thisnovel, fallen angels, and its possible relationship with the “fey”-world of
Gaze, since fairics were taken to be fallen angels. In The Time of the Angels
Murdoch has been more emphatic about the colour of the strawberries, which is
red; and this hue, according to Frazer in his work Folklore in the Old Testament,
must be linked to Adam and Eve because Adam was formed with red clay.

The concept of creation could be expanded, for in the making of the
flower maiden, according to Taliesin, raspberries werc used. On the other hand,
if we separate the name into its three components, “straw” plus “berry” plus
“nose,” what we have is loaded with meaning. The straw is'an element related
to Hannah’s anagram, for the straw is the stcm of the grain, after drying and
threshing. Here we have an oblique, not to say perversc reference to the dying
god. As it is well known, straw is used to cover trees and the like in order to
protect them (rom- harm, and a straw-man is burncd, in many countrics,
throughout Europe, signifying the death of the old spirit of the corn,
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With the berry we have similar problems, since it is an element that leads
us directly to Maid Marian and the May Festivals. May was the month of
enforced chastity, something that even Ovid took seriously in his De Fasti when
itcame 1o his daughter’s marriage. In addition 1o this, May is the time of the year
inwhich the hawthorn blossoms and therefore May is the month of the hawthom.
This tree is sacred to female divinities for its berries are white, during the month
of May, red,and cventually black. In “nose” we have a pun that provesto be most
relevant for, according to Max, Hannah’s imprisonment relates to Até, thatis to
say, to the type of suffering that is passes onto others, becoming thus a
psychological trap that is most dangerous and difficult to avoid.

With “nose” we are moving into a world of lust, eros, traps and thus
fairies. This becomes cvident when we realize that in the word “nose” we have
an important meaning related to both a deadly trap, or slip knot for the hanged
man'. The lace or the “noose” can be taken as the instrument that binds, in other
words, as Venus’s trap. The word “nose” relates to snarcs, entrapments, quarries,
victims and executioners. All this correlates to game playing, the type of game
thatonly death canend, since the conceptof anoose ora lace cannot be separated

from courtly love; and one of the many masks that Hannah puts on is that of the

ideal lady to be worshipped by Effingham. By now the problem inhcrent in the
translation of “Strawberry Nose” will be more than apparent. From a linguistic
point of view, the dilemma cannot be resolved, for although the pun innate in
“nose” may be detected by a Spanish reader with knowledge of Italian or Latin,
with “strawberry” there is nothing to be done: nothing other than to insert a note
clarifying the bifurcations of meaning inherent in the name of the goldfish.
Details of this nature cannot be part of a general introduction, regardless of how
exiensive the tranglator tries to make it. These are details that cannot be
overlooked for they are part of the structural meaning which renders the thematic
nucleus of the novel both poetic and complex.

Something similar to this could happen with Maid Marian, for although
many Spanish readers, we believe, are familiar enough with the figure of Robin
Hood, we wonder how many of them are so acquainted with Maid Marian.
Probably very few. For some critics Robin Hood is a historical character married
toa girl called Matilda and whose name was changed into Maid Marian. She was
both the Queen of Misrule in the May Festivals and unfaithful to Robin Hood.
For others, Robin Hood belongs 1o the realm of myth:

A recent investigator of the legend, and a very able one, denies 1o Robin
Hood any traceable historical origin. One theory is that he was from the
beginning, and that he is in fact a mythological figure, whose name but fainly
disguises either Woden in the aspect of a vegetation deity, or a minor wooded
spirit, Hode, who also survives in the Hodeken of German legend®.
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With the correlatives inherent in Robin Hood, again, we have been
presented with contradictory facts. Gaze belongs to a waste land and so hardly
any trees can be seen there. By having neither trees nor vegetation, the figure of
Maid Marian is out of place. Marian, at Gaze, may have been the Queen of
Misrule, but under no circumstances the bride of aminor wood spirit since there
are no trees in Gaze’s land. The bride of a Fool or scapegoat would make more
sense if we think in terms of her sexual union with Denis Nolan, the fool, the
sublime fool of Hannah’s game, ant this probably the orie who wears the “hood.”

There are more hermetic and semiotic bifurcations than the ones mentio-
ned here. Perhaps two more considerations pertaining to the world of Maid
Marian will serve to close our argument related to the linguistic impossibilities
posed by the translation of this novel. There is no way of translating The Unicorn
without facing the inevitability of a tremendous loss. Exactness solves very little
with a novel of this kind. To know as much as possible about Maid Marian is
uscful for it serves to throw light on the novel’s theme. This cannot be expected
from a Spanish reader. An English reader can link Marian to Heracles or
Dionysus because “He [Heracles or Dionysus] performs an annual green
marriage with the qucen of the woods, a sort of Maid-Marian” (Graves 1977:
125). Marian, as the narrator suggests with the use of “a sort of,” can be both
Marian and a “sort of” Maid-Marian. The point takes full force when Denis
Nolan ends up losing his virginity with Maid Marian, thus giving further
significance to his first name, Denis. We can see this, but how can a translator
convey this to a Spanish reader, since much of the meaning of the novel’s theme
derives from codes inherent in the language, and thc language is English?

Denis’s relationship with Marian embodies no more than one of the
Murdochian characteristic twists upon which the theme of the novel takes shape.
Tomiss thiskind of twistis asad business, for by bypassing it the reader, unaware
of it, cannot evaluate the methods uscd by the writer: methods which constitute
systems that are repctitive enough for they can be found not only in this novel,
but in all of Murdoch’s other works. Iris Murdoch, once she manages to strike
theright key, does so again and again. The problem is that the same kcy docs not
always produce the same sound, and so we are faced with the element of
contingency. We recognize the key but we cannotalways foresee its sound. The
rcader must become familiar with variations for they are pieces that go into the
making of her fabric, thc Murdochian world.

One of the ways in which some of the pieces of the total fabric are helpf{ul
for discovering the colour of the fabric is that of uncarthing the implications
cognate to the names of her characters. We should include objects, the objects
which form the sctting of a given character, as Hannah with her mirrors, pampas
grass, dry honesty and the like. Names, objects, physical actions and the like
become like sct picces within Murdoch’s literary world. The picces become
familiar and full of mcaning as the readcr becomes more and more accustomed
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to Murdoch’s land. This can hardly be the case with a Spanish reader. Very few
will rcad more than two of her novels, and none of them has had, so far, thechance
of following her literary development, becoming thus familiar with her world.
Her world, we believe, cannot be perceived with enough clarity when depicted
in a language other than her own. In another language it can be at best a
counterfeit, nothing more.

Iris Murdoch is clever when it comes to the allocation of the picces in
order to create a whole unit, that is to say, anovel with atheme. She is fascinated
and probably intrigued by figures such as Giordano Bruno, and so much so that
even one of her novels has been titled after him, Bruno’s Dream. Bruno is an
almost peripheral character, the emblem of deathone of her favourite topics:
—surrounded by life, which is no more than the struggle to be alive, knowing that
one exists.

Murdoch is fond of using many things in her works such as soiled
clothing, children who become orphans at a very early stage in their lives,
cluttered rooms, people dying —especially of cancer, Polish refugees, ormaments
on mantlepieces, ladies connected to the Bloomsbury Group, homosexuals,
death by water, the sea, twins, brother and sister, pcople who are half Jewish,
kidnapping and the like. This sounds simple, but if we keep in mind thateach one
of the mentioned codes does have a specific meaning within Murdoch’s world,
we have to understand the implications inherent, shall we say, in the name of the

dog that has been kidnapped, for the act of kidnapping the dog may take on a.

different meaning from novel to novel. Even certain names having apparently a
mystical import appear, again and again, in her novels. The problem is that the
name, apart from having similar correlatives, can function differently according
to the novel’s theme. Anna in Nuns and Soldiers is a good person, the Murdo-
chian saint or Mystic, while Hannah is mysticism corrupted. Hannah, trying to
live according to the myth inherent in her name, becomes nothing, amyth. Anna

rejects the implications connate with her name and so she moves towards

goodness.

Murdoch’sland s full of ladies called Anna or Mary and full of gentlemen
whose names are those of Peter, James, or Gerald. This penchant for certain
names derives, in great part, from her heavy usage of elements pertaining 10 a
land of poetic myth; from her obsession with religious elements, from her lack

of faith in human nature and from her notion of good and evil. In addition to this,

we must consider Murdoch’s interest in anthropology and its problems when
applicable 10 our own time. Furthermore, we must not forget her philosophical
understanding of both existence and humanity.

Many are the literary devices used by Murdoch; tools which she cleverly
usesin order to create a puzzling, exasperating, dark and unique world. A world
that is humorous but bleak. There is nothing wrong with the type of literary
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devices that Murdoch uses. They can cause problems but an educated English
reader may guess some of her sources. The problem emerges, and with tremen-
dous force, when one is trying to convey her peculiar world in a language other
than her own. The dilemma is a serious one and there is no theory related to the
craft of translation capable of solving it. Not even the most advanced computer
can do it.

Whether we like it or not, to render Murdoch’s universe into a different

language cannot be done. We don’t presume to have discovered anything new. -

We have tricd to translate a number of passages and, as far as translation goes,
there is nothing wrong with them. However, knowing what is in the text of
departure and what is in the text of arrival, we have to admit that the problem is
greater than we could foresee at the beginning, and with it the greater our sense
of failure.

There is only one way out of this problem, that of a good introduction to
the novel, and footnotes to clarify difficult points such as the ones we have
mentioned here. To know the fish’s name, if we keep the original name, would
mean nothing to a Spanish reader. By giving its equivalent in Spanish, “Nariz de
Frcsa,” we are solving nothing and we know it. Murdoch is an English writer
playing with all the possibilities inherent in the Janguage she is using. Thus, one
way or other, unless we resort to introduction and to notcs the reader will be
doomed to be arcader manqué even if he wishes to be amore or less active one,
playing his own game with Murdoch’s litcrary game?,

NOTES

1. Iris Murdoch, The Unicorn (1977; rpt. London: Triad Panther, 1984). As far
as we arc awarc, thc novel has not been translated into Spanish. In fact, considering the
number of novcls written by Iris Murdoch, very few have been translated into Spanish.
We have asked anumber of booksellers about the impact of Iris Murdoch’s novels upon
Spanish rcaders, and according to them it is unimportant. We have asked some readers
—not young readcrs~what they thought of El Principe Negro (The Black Prince) and the
gencral answer was: a strangc and wcird novel. Probably this responsc is based on cultural
problems. The attitude of the younger reader is not quite the same. They like Murdoch’s
novels. Their attitude will be discussed later; however, the young reader’s reaction is one
of insecurity: many reported that they were not sure whether they understood, for
cxample, The Unicorn. ’

2. Herc we are not using the word “average” in a derogatory way. By “average”
we mean the reader who approaches anovel with the aim of entertaining himself or hersclf
and thus not with the idea of analyzing it. We arc aware of the origins of the novcl and
ol its main purpose, that of amusing not an elite but a widc range of public.
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3. Frye 1970,1973. As time goes on we are more inclined 10 think that litcrary
criticism, as Frye slales, cannot be confined o theory but 1o both understanding of the
theme and how the theme has been structured.

4. A wriler who skilfully tries Lo avoid both critics and commentators is John
Fowles. When asked about his themes he claims, again and again, that he must not be
taken Loo scriously becausce he likes w tease his reader. He insisted on this point when
astudent of mine interviewed him during his conferences at Zaragoza. In Iris Murdoch’s
case iLis easy torealize that her theories, at imes, do not seem to fit in with her fictional
world. Fully aware of this, she does not only tease her readers, but herself, as the writer.

5. Thenovel’s tide is significant enough. But there is more 1o the unicorn than
the symbol of Christ. To begin with, itis considered 10 be a male: a wrathful creature that
could only be appeased if its head rests on the lap of a virgin. Theinversion makes sense,
for after all the only virginal creature ins Denis Nolan. Moreover, since the unicom is a
mythical creature, so must Hannah be. Thus, there is nothing in Hannah 10 be taken
scriously either by the reader or by her attendanits for she belongs 10 the realm of fiction.
Sce T. H. White (1954).

6. Lewis 1971:130-31. For further information on this topic see Arrowsmith and
Moore (1984); Paracelso (1983). _

7. Wenever sce Elizabeth. However, she is mentioned by the narrator a number
of times. She is concemed about courtly love because she fears that Effingham is not
really in love with Hannah but in love with the idea of purity inherent in loving a woman
in this fashion.

8. A good study of the literary impact of Frazer’s Golden Bough on Joyce's
Ulysses can be found in the last chapter of Vickery (1976).

9. Iwishtothank Dr. Patricia Appleton who, when wriling to me, brought tomy
attention the numerological implication inherent in Hannah’s last name. In addition to
this she told me that there is a town in Somersct called Evercreech, which means yew tree.
Her information is very important when taken in conjunction with the layers of meaning
inherent in Violet’s name.

10. Forthe meaning of bothnumber 5 and number 15 see my article“The Swalowe,
the Egle and the Bor of Troilus and Criseyde’s Oneiric World” (forthcoming).

11. AsFrye (1970) indicates, Blake could forcsce the myth of the dying god with
atremendous lucidity before Frazer produced The Golden Bough. Furthermore, hecould
sec the“White Goddess” Cybeles as the one who orders the killing of Atis; akilling which
involves much sadism and thus j joy.

12. See Arbois de Jubanville (n.d.: 73-77).

13. Murdoch 1986: 423-4. In this novel the bad characier’s name is Morgan; and
Morgan pfompls the reader to think about the malevolent Morrigan and thus death.

14. The importance of Denis’s chastity is immense. Inmy 1989 article I discuss
the relevance of Denis’s virginity in the episode of Hannah’s hair cutting.

15. Trevisa 1975: 871. The information given by Albertus Magnus (1973: 48) is

" very similar. If a Spanish reader happens to consult the most common lapidary, that of

Alfonso X, he will miss this point, for this stone “es la picdra a que dicen ceminez, que
quiere decir en Caldeo llorador, porque el que la trae consigo tiene deseo de llorar y es
wriste” (1968: 58). However, the information is very useful because Denis Nolan is asad
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person. Denis’is the person who loves Hannah best, so that our last picture of him is that
of sadness. .

16. Pseudo-Dionysius was a Christian who never moved beyond the boundarics
of orthodoxy. “The hymns of Orpheus and the ancient Magi are not diffcrent from the
cabalistic Arcanaand from the Orthodox tradition. What Orpheus calls gods, Denis [that
is, Pseudo-Dionysius] calls Powers, and the Cabalists call numerations” (Yates 1964:
139). We have chosen this specific quotation because Denis, in a way, functions as an
Orphic figure, since he is the one who sings, and whatis even: morc the one whomanages
with his singing todisturb Hannah. Themain conceptionof God, acoordmg to Dionysius,
can be summarized with the following quotation: “God, says Dionysius, is above Bonitas,
above Essentia, above Vita, above Veritas, above all his other names, so that in a sense
he has no name” (Yates 1964: 125). This view was not rejected by the Fathers of the
Church. “For example the English fourteenth-century Cloud of Unknowing, in which the
anonymous author following The I{id Divinity of Denis, puts himsclf under a cloud of
unknowing within which, with a blind stirring of love, he rcaches forth towards Deus
Absconditus” (Yates 1964: 124). We cannot say the name of the Nola who took a very
unorthodox posture to both Hermes and The Hymns of Orpheus while < announcing
himself as onc who has had an experience of a kind now repressed” (Yates 1964: 279).
Scc The Cloud of Unknowing and Other Works (Radice 1980: 51-198).

17. “In ancient Irish poctry the skulls of men freshly killed were called “the mast
of the morrigan,” that is to say, of the Fate Goddess Anna in the guisc of a sow” (Graves
1977: 375). In a way Hannah is another version of Honor Klein in A Severed Head. A
number of comments related to the study of A Severed Head scrve 1o cast some lightonto
both the significance of the unicom and the role played by Morgan le Faye and thus of
Morgan in A Fairly Honourable Defeat. The theme of the severcd head can be linked to
the beheading game as presented in Sir Gawain and the Green Knight and thus to courtly
love. Alice P. Kenny, “The Mythic History of a Scvered Head, Modern Fiction Studies
394-5.

18. Inthe salmon we have many layers of meaning. Salmon in Celtic and Nordic
mythology represents somcthing similar to the raven, namely wisdorn and the knowledge
of the future. Sec Von Franz (1980: 212-13). Thereturnof the salmon, after seven years,

is significant because “from the Scottish witch-ballad of True Thomas, it appears that

seven years was the normal term for the Quecn of Elphaine's consort to reign, and the
Scottish witch cult had closc affinitics with Primitive Thessalian religion” (Graves 197
128).

19. “Onc important meaning of Lace is the OED ltalian Laccio, and Spanish
Amcrican Lasso, ultimatcly from Latin Laquens of which the principal meaning is noose.
But specifically a noose (i.c. with some kind of knot, usually a running one) is often
intended. InTtalian, the primary mczmmgs of laccio arc noose, slip-knot” (Hicatt 1970:
119).

20. Chambers 1978, 1:175. Theoriesrelated to thehistorical aspect of Robin Hood
werc writlen alter Chambers wrote these two volumes. Generally speaking, Robin Hood
belongs to both worlds, that of history and that of myth. This could explain Murdoch’s
intcrest in the oblique allusion to his person by means of Miss Taylor.
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EL PROCESO METAFORICO
EN OSCAR AND LUCINDA,
DE PETER CAREY

M2 Teresa GIBERT
UN.E.D.

Cuando Roman Jakobson expuso su teoria sobre la estructura bipolar del
lenguaje, obscrvé que cada autor revela su estilo personal y sus preferencias
verbalcs al mancjar los dos tipos de enlace gencradores del discurso (Jakobson
1956: 55-82). Dado que un tema pucde suceder a otro a causa de su mutua
semejanza o bicn gracias a su contigiiidad, los procedimicntos corresponden al
desarrollo metafdrico y al metonimico respectivamente. Aunque en la conducta
verbal de caracteristicas normales—es decir, noafectada por trastornos afasicos—
opcran ambos procesos, sucle prevalecer uno de cllos. Al estudiar estas dos
predilcccionces lingiiisticas opucstas, Jakobson puso de relieve la primaciade la
metifora en las escuclas litcrarias del romanticismo y del simbolismo, {rente al
predominio de la mctonimia en ¢l realismo. Ademaés, afirm6 que ¢l principio de
la scmajanza (metilora) rige la pocsia, micntras que la prosa sc desarrolla ante
todo por contigiiidad (mctonimia).

Tomando como punto de partida talcs considcraciones, David Lodge ha
venido aplicando la distinciéon de Jakobson como instrumento para analizar
diversos textos literarios (Lodge 1984:271-2). Desde The Modes of Modern
Writing (1977),Lodge hacmplcado repetidamente el concepto cn muchos de sus
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cnsayos y parcce haberlo tenido en cucnta al utilizar 1a metdfora y lametonimia
cn sus obras de ficcién. En ocasiones, ha aludido a la forma cn quc los
postmodcrnistas han parodiado las cstralegias metaléricas y mctonimicas para
intentar liberarse de su tirania (Lodge 1981a: 10-4). Otras veees, el critico ha
establecido comparaciones cntre géncros, cscuclas, tendencias y cscritorces
individuales para detcrminar ¢l predominio de uno de los polos (Lodge 1981c¢:
72-74). Cifiéndosc al campo dc la ficcién moderna, Lodge ha usado la clave de
Jakobson para explicar cémo las novclas realistas construyen una scrie de
equivalencias sin violar el cardcter ilusorio de la vida que nos presentan (Lodge
1981b: 21). Con una insistencia casi obscsiva, los cnsayos rcunidos ¢n cl
volumen Write On vuclven sobre la misma idea (Lodge 1988a:114, 165, 198).
El interés de Lodge por la cuestién ha llegado a adoptar tales dimensioncs, que
en su dltima novela —Nice Work (1988)—1o divulga entre sus lectores ponicndo
enbocade laprotagonistala cxplicacion teéricadel principio, scguidadcalgunos
ejemplos précticos (Lodge 1988b: 123, 156-7).
Cuando acabé la lectura de Nice Work (finalista para cl Prcmio Booker
1988) ¢ inicié inmediatamente lade Oscar and Lucinda (ganadoradel galardén),
me resultd incvitable interpretar la segunda recorcando la primcra. Al pasar las
péginas, cra tentador ¢l comprobar la vigencia de la distincion jakobsoniana
aplicdndola a una novela reciente, adn no scpul tada bajo el peso de la crudicion.
De ahi surgi6 la idca de redactar ¢l presente trabajo, cuya finalidad consisic cn
descubrir algunos rasgos del cstilo de Peter Carcy mediante ¢l cxamen del
proceso metaférico desarrollado a través de su novela Oscar and Lucinda.
Aunque laacciénde Oscarand Lucindasc sitiaamediadosdel siglo X1X,
el narrador —contemporinco nucstro—con frecuencia s manificsta abieriamcn-
te como un intruso, contemplando desde cl momento actual los hechosentoncces
acaccidos, e incluso reflexionando sobre las dificultades técnicas de cscribirhoy
una novela acerca de los avatares de su bisabuclo, cl Reverendo Oscar Hopkins,
y la confrontacién de éste con Lucinda Leplastricr. Los protagonistas nacicron
en 1841, ¢lenInglaterray cllacn Australia, perono scconocen hastaquecn1865.
ambos spben a un barco con dircccién a Sydney. La primera -y quizas lamejor
(Bainbridge 1988: 19)—partc del libroesuna largaseriedcreveladorasanécdotas
sobre la infancia y adolescencia de Oscar y Lucinda. A los veinticuatso afios de
edad, ¢l encuentro fortuito cnire ambos personajes cambia radicalmente clcurso
dc sus vidas. :

Alo largo de lanovela, ¢l narrador emplea metéforas de manera bastante
homogénea. A menudo las pone en la menic dc los personajcs y, en ocasioncs,
hace que ellos las utilicen de manera explicita cn laconversacién. En una de sus
numerosas intromisiones, ¢l autor nos advierte que no debemos interpretar
metaféricamentc el hecho que nos acaba de referir (Carey 1988: 324). Tras
contar c6mo un comensal fracasa en su intento de retirar ¢l mantcl sin tirar los
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objetos que hay encima, el narrador teme que sc entiendacl truco frustrado como
una alcgoria de lo que va a suceder a Oscar y que se vea en la salsera rota un
simbolo del dafio que aguarda al reverendo. Por lo cual, intenumpicndo
b{'uscamente el hilo del relato, y evidenciando asf la naturaleza ficticia de su
discurso, el narrador desestimatal posible lectura y aclara que, si nos empefiamos
en hz.illar una metifora, deberiamos imaginarnos la mesa llcna de vajilla. Pero ni
siquicra en tal caso scria corrccta la equivalencia; para.scr exactos, deberiamos
pensaren unamesabajola fucrzadestructoradc unasicrraode un hacha. Aunque
cInarradorno vuclveaclucubrar sobre su cleccién de metiforas, cste comentario
—situado hacia la mitad dc 1a novela— hace que cl Iector sca mas conscicnte del
modo en que Carcy emplea las estratcgias metaléricas.

' CflSi todos los similcs de Oscar and Lucinda sirven para describir la
apariencia fisica de los personajes, definir su carécter, denotar sus sentimicntos
o rlatar sus acciones™ El uso de las metdforas afiade precisién, al mismo ticmpo |
que estimula la imaginacién del lector haciéndole percibir sensorialmente
muchos d.c los mensajes?. De los cinco sentidos, ¢l que recibe mayor cantidad de
informacion cs la vista. Como cjemplo de simil referido al tacto, podemos citar
la comparacién de las inertes manos de Dennis Hassct con juguetes de trapo
(28_ 1 ) Con refercencia al gusto, cs significativa la comparacion del servicio
religioso celebrado por el reverendo Hopkins con un trozo de pan sin mantequi-
lla, en la medida cn que ni uno ni otro cxcitan cl apetito de quicnes los reciben
§3Q7). Otras metd(loras tienen la funcién de transmitir al lector las sensaciones
intimas dc los pcrsonajes, generalmente dificiles de formular. Ese cs cl caso de
la sensacidn de vacio que sufre Lucindaen sus brazos y en su pecho, expericncia
que lc hace sentirsc como si sélo fuera un molde (444). ’

El examen dc los “vchiculos” —en terminologia de I. A. Richards (1936:
96)— de las metiforas emplcadas por Carcy cn csta obra revela un prcdomini(;
ab§olulo dp las imdgencs animales, que suman un totil de cincuenta. De cllas
scis sc ref icren a peces. Los guerrcros sc asemcjan a peces de afilados dicntcs’
(172); los jugadores hacicndo apucsta concentran toda la fucrza de sus cucrpos
cnsus bocas, como los peces cuando sc alimentan (297); alguien observa que cl
vicario cn una iglesia de cristal quedard a la vista del piblico como si fucraun
pezcn un acuario (425). En una mctifora muy claborada, Oscar llcgando a las
orllla§ del Bellinger —al término de una azarosa cxpedicién— aparcce como un
salmén a punto dc entrar cn las aguas del rio donde va a frezar y morir, agotado
por 9] ‘csf uerzo, delgado, con la picl de color rojo brillante, con un cuerpo quc
manificsia la espléndida fealdad del riunfador (471). Esta analogia del salmén
gdcmz’l.s de indicar cl estado fisico de Oscar, ¢s todo un presagio de su [ulurc;
mm’cdlalo, cs dccir, de cémo va a cngendrar un hijo y fallccer poco despuds cn
el rio. Pcro, antes de desaparccer por completo, ¢l narrador todavia ticne la
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oportunidad de.comparar a Oscar, cmbadurnado dc ungiicntos curativos de
diferentcs tonalidades, con un pez tropical (499).

Ademds de los peces, Peter Carey cila otras especies marinas. Oscar
contempla la cara de su padre centrando su atencién exclusivamente sobre la
boca de éste, que le recucrda una anémona de mar, de labios rojos rodedos por
unafrondade filamentos negros(19). El propioOscar parcce un cangrejo, segin
Lucinda, por la forma-de moverse (257), hasta cl punto de que clla llcga a
llamarlo Reverendo Crab (301).

Ouros similes tiene como objeto diferentes tipos de aves. Por cjemplo, ¢l
tratamiento que dan a las mujcres los hombres irlandeses ~humillados durante
siglos por los soldados inglcses— sc equipara al cobarde maltrato que lasaves de
corral suelen infligir a las criaturas mas débiles (88). El orgulloso Wardley-Fish
pasea cn cl ambicnic de las carreras de caballos como un gallo (116). Un obrero
de la fabrica dc cristal se mucve con rapidez inclindndose, con movimicntos
iguales a los dc un estonino sobre una rama (228). Los 0jos d¢ Mrs Smith son
tan inexpresivos como los de un pijaro (337). La dclicada cuestién que va a
abordar cl astuto Mr Jeffris —con sutiles artes de predador—es como un pajarito
apuntode serapresado (405). Las ropas de colores chillones que visic laanciana
Miriam evocanel estridente plumaje de unloro feoy vicjo (502). El papel de poca
calidad —sobre ¢l que hace mucho ticmpo Lucinda escribi6 una carta— presenta
unas motas parccidas a las del huevo de chorlito (507).

Los animales domésticos mas comuncs sirven como vchiculo de otras
metiforas. Lucinda se comporta como un gato solitario, que sicmpre s¢ acerca
a mas de una puerta, pucs frccuenta dos hogares distintos (154). El padre del
narrador, algo bebido, comenta que su mujer caminaba alrededor la valla de una
iglesia-como un perro orinando alrededor de una cerca (3). Cuando Mr Stratton
entraen las comodas habitaciones de sus amigos cn Oxford, actia como el perro
que se colocaenfrente de lachimencay se arrellana con placidezcn unasillaque
lc estd prohibida, haciéndose ¢l sordo (119). Tras unacmbarazosa situacion, Mr
D’ Abbs vuelve a una pucrta que nunca debid abrirse como si fucra un perro al
que no se lc permite la entrada cn ¢l salén (357).

Los personajes comparados con un animal ¢n un determinado momento
pucden ser objeto de otras analogias con animales distintos mds adelante. Asf,
poco después de haber comparado a la madre dcl narrador con un perro, se la
asimilacon un camello, por tener la costumbre de inclinar la cabezacon un gesto
desdefioso (5). También, ademds de poner de relieve ¢l parecido con un perro,
el narrador observa que, si Mr Stratton hubicra sido un caballo, nadic hubiese
dcbido apostar por él, porque manificsta los siguicnics indicios: muestra el sudor
dondc todos lo ven, ticne ojos de cicrta [icrcza, estd a punto de echar el cerrojo
delaverjacuando sumujer todavianoha cerrado lapucriade lacasa, y da patadas
juntoalacntrada impacientemente mientras su €Sposa SC apresura para SCguir sus
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pasos (332). En otra ocasién, Mr Stratton no se atreve a preguntar directamente
aOscar cémo ha conscguido dincro, y por ¢so se comporta como un ratén cn un
rodapié, pardndose, sobresaltindose y cscabulléndose (214). En ¢l comedor dcl
barco, Lucinda también sc sicntc como un ratén, cohibida ante los cuatro
oficiales que la acompaiian (227). Al dedn, timido y asustadizo, se le compara
con un concjo (322). También picnsa en un conejo, de laboratorio, sometido a
experimentos con corricnte ¢léctrica, ¢l temeroso Oscar, cada vez quec mira la
cara del poderoso Mr Jeffris (461). En otro momento, Oscar, igualmente
intranquilo, mucve los dedos como una mantis rcligiosa (189). Mis tarde, cn
medio de la naturalcza salvaje de Australia, Oscar sc ve a si mismo como un
escarabajo en los sangricntos intestinos de un extrafio animal (463). Tras la
muerte de su madre, la joven Lucinda sc ve obligada a vestir unas ropas quc le
disgustan, por lo cual inientaarrancar los volantes del vestido como un ignorante
animal sc quitarfa un vendaje de la pata (99). Después de haber lorado, Lucinda
picnsa que tendrd los ojos como un lirén (379).

Ademds dc servir para expresar el cardcter de los personajcs, sus rasgos
fisicos y sus acciones concretas, las metdforas animales pucden referirse a otras
cosas. Por cjemplo, Mr Dight no prepara su scrmén, sino que lo lleva consigo
como si fucra un conjunto de moscas sobre la espalda empapada de sudor, sin
darse cucnta, hasta que, al ver a los pecadores desde el piilpito, las moscas salen
volando furiosas (406). Las antiguas historias dc cardcter sagrado que existcn cn
clcampoaustraliano cuando llegan los misioncros con la Bibliacn sus manos son
tan pcquefias &y, por consiguicnte, tan imperceptibles para cllosz como los
artrépodos transparentes que viven cn las charcas o como las pulgas en las
briznas dc hierba (492). El papcl de una antigua carta sc parcce al cuerpo dc una
libélula muerta hace mucho ticmpo (506).

Hay dos alusiones a las serpicntcs, aunque de naturaleza muy distinta.
Scgiinlaprimera, el invicrno sc extiende como una serpicnte cn el agua (127-8).
Algiin tiempo después, Oscar escribe una carta acerca de los peligros del juego
y manificsta su arrcpentimicnto por haber pucsto en las confiadas manos de Mr
Stration una serpicnte cuyo veneno ya conocia €l mismo, por haber sufrido con
anterioridad los perniciosos efcctos del vicio (341). En otro momento, s¢
compara la pasién por ¢l jucgo con un monstruo que exige alimentos continua-
mente (182)°. En cambio, la pasién amorosa s¢ asemcja a una bestia que pucde
scr calmada c incluso convertirse cn décil (428). Oscar percibe su propia lujuria
como los parésitos quc viven cn los intestinos de los cerdos, por lo cual intenta
ahogarla con el agua de las Sagradas Escrituras y con meditaciones acerca del
inficrmo (428). f

Elmar, y més concrctamente ¢l terror ante los peligros que supone, ¢s un
temarecurrente cn cstanovela. Son muy numecrosas las metdforas con las cuales
clautor poncdcrelicve el temor de Oscar, quicnasociacl mar con lamucerte desde
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que su padre arroj6 al agua las ropas de su madre mucrta y las olas devolvicron
alaplaya los trozos de tela como si fueran algas (14). Desde entoncees, ¢l mar Ie
huele a muerte. Aunque, por su miopia, Oscar s61o ve una especic de sabana de
raso grisdcco, percibe esta realidad aparentemente décil bajo la forma de un ti gre
dormido (18). Lasensacidn de estar sobre clmares igual alade encontrarsc sobre
un foso lleno de serpicntes silbantes (19). Otra imagen igualmente amenazadora
presenta al mar como una ameba, como un protoplasma que abre sus brazos
salados para atrapar al hombre cn su interior (19).

El ndmero de similes quc tienen por objeto distintos tipos dc plantas cs
muy inferior al de los animalcs. El pelo de Oscar crece horizontalmente, como

‘esosdrboles azotados por ¢l viento que algunos pintores ilalianos representancn

sus cuadros (13). El pequefio Oscar piensa que Mr Stratton tiene la aparienciade
una verdura lacia, cortada hace demasiado tiempo (44). Un pafiuclo asoma por
el bolsillo de una chaqueta como un manojo de narcisos de los prados ¢n un
florero deteriorado (109). Lucinda observa el zapato y la espinilla dc Oscar
moviéndose como una rama quc sobresalicra debajo de la mesa (259). Cuando
Oscar ticne la tentacién de seducir a Lucinda, sicnte que el diablo le arrcbata cl
almacomo unmelocotén maduro (428). Una mujer de la localidad comenta que,
alacabar laexpedicion, lacarade Oscarestd agrictada y peladacomo lascoriezas
de unas plantas que crecen en las zonas pantanosas Jjunto al rio Bellinger (487).

Pocas son, pero bastante curiosas, las metdforas queticnen como vchicu-
lo algunas partcs del cuerpo. Las estacas de una vieja cerca se van soltando al
igual que se caen de las encias los dientes cariados (92). En una pclea, el cuerpo
de Oscar sale expelido dc la taberna como si fucra un diente (478). Mr Jeffris
compara la peligrosa accién de entrar dircclamente en los territorios poblados
por aborigencs con la dc meter lamano desnuda en una colmena (412). Durantc

- sus pesadillas, Oscar sucfia con escenas sangrientas cn las que percibe las

carrcteras como si fucran intenstinos de animales sacrificados (460) y los rios
como los despojos que utilizan los carniceros para hacer salchichas (464).

Un grupo aparte estd formado por las mctdforas en las que se hace
referencia a determinadas profesioncs. Por cjemplo, Mr D’ Abbs mucstra los
planos de la iglesia que s¢ va a construir como si fucra un comerciante tratando

. de vender una pieza de tcla (416). Cuando Lucinda rechaza tales planos, Mr

d’Abbs reacciona dramaticamente, como un actor apufalado en ¢l escenario
(418). En otra ocasién, Lucinda se sicnte como el atlcta que, habiéndose
lesionado un misculo, no sientc el dolor hasta mucho después, cuando se cnfria,
y entonces el sufrimiento Ic resulta insoportable (319). A Lucinda, la idea de
visitar la fdbrica de cristal le proporciona un placer anticipado, similar al que
experimenta un fumador de tabaco cuando sale de la iglesia (328). Oscar sube
por el rio Belinger como un ciego que avanza por la nave central de Notre Dame
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(492). Al final dc 1a novela, Oscar se sicnte cnfermo y lleno de remordimiento,
como un borracho después de una juerga (509). .

En dos ocasiones, cuando Lucinda sc cree amenazada, huye. Laprimera,
comoun clicnte que, micntras csperaante la ventanilladel banco, teme que haya
atracadorcs en la cola (218). La scgunda, como un ciudadano honrado que
percibe a un carterista tras él (370). En otro momento, Lucinda se sicnte
humillada e impotente, como un nifio arrastrado callc abajo por un perro grande
que vatirandode la corrca (373). Toda la vida dc Lucindacs un juego pf:li groso,
por lo cual Mr Ahcarn lo contempla al igual que un adulto mira a un nifio ajeno
cntreteniéndose con un vaso de cristal; la persona mayor sabe que no ticne
derecho a intervenir, pero aguarda con inquictud la caida, con la esperanza de
poder alcanzar cl vaso antes de que se rompa cn el suelo, incapaz de descansar
o dc Ieer cl periédico por miedo dc lo que pudicra pasar (423). También a Mrs
Stratton la comparaba su padre con un nifio, porque a clla lc gustaba buscar la
verdad cn sus discusioncs, defendicndo largamente una determinada posicién
hasta que ellamisma de repentce la destruia con sus propios argumentos; es decir,
eracomo ¢l pequciio que pasa cinco horas construyendo un castillodc arcnapara
destruirlo €1 solo a continuacién (47). Los obreros de la fabrica de cristal
preparan los cmbalajes en unacscena parccidaalaque formaria un grupo infantil
rodcado dc cajas cn una mafiana-de Navidad, micntras quc ¢l mayor de todos
ellos, Oscar xcon voz de nifio dc coroza: da instrucciones y sc comporta como un
crio que no pucde abandonar sus juguctes por un instantc (439-40). Frente al
elevadoniimcrode similes refercntes anifios, en lanovela slo hay uno que ticne
por objcto a un padre: cuando los trabajadores rechazan a Lucinda, ella s¢ ve
dominada por una pasién scmcjante a la dc un padre que, en un arrcbato, querria
estrellar coantra cl suelo al hijo que no cesa de berrerar (228). _

Excepcional y sorprendente resulta un simil de csta novcla en el que cl
tenor dc la metifora cs una cosa inanimada y ¢l vchiculo una persona: la fabrica
estd velada por la sombra como la cara de un.desconocido bajo un sombrero
(137).Por el contrario, ¢l proceso inverso cs muy frecuente. Lucinda, aparente-
mentc inmdvil, pero llena de energia en su interior, esti cargada de clectricidad
cstilica como una vara dc ébano frotada con la picl de un gato (83). En una fria
habitacién, con las cortinas ccrradas, Lucinda sc imagina a si misma como un
retrato colgado cn la oscuridad dc la sala (177). En una casa de jucgo chm’a,
Lucindasesicntetanligeray limpia comosi fuerapapcldcarroz y, poco dcspl{cs,
cuando sus miembros picrden rigidez, ticne 1a sensacién de habersc convertido

cnunamuficcade trapo (300). En lapaginasiguente, ¢l narrador describe a Oscar
(sorprendidopor clinesperado encucntro con Lucindacnlacasade jucgq) como
un muficco de ventrilocuo, como una marioncta dc la que sc hubicra retirado la

mano repentinamente y asf hubicraquedado desplomada, sincolumna vertebral,

incapaz de levantar ni siquiera un brazo (301).
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A menudo, clautor representa las caracteristicas [isicas de Oscar median-
tc comparacioncs con diversos objetos. El adolescente sc sienta como un haz de
palos, un alpende de largos huesos (19). Aterido dc [rio, encoge los hombros
dando la impresion de querer enrollar su cucrpo delgado como unahojade papel
camso (115). Su amigo Wardley-Fish lc dice abicrtamenic quc parecc un
espantapajaros (118). Cuando Oscar s¢c da cucntade que sus compaficros s¢ estin
ricndo dc €1, sus mejillas quedan lisas al igual que ¢l barro del alfarero cuando
s¢ aplasta con un [uerte paletazo (351). Todos sus movimientos revelan su
delgadez y aspecto hucsudo. Incluso, cuando toma una copa, utiliza dos dedos
como si fueran pinzas (426).

El autor utiliza un procedimicnto idéntico para describir los gestos de
Lucinda, quc sicmprc manificstan sus cmociones intimas. Asi, cuando se
mantienc inmévil planeando unaaccién brusca, mantiene sus brazos estirados y
rigidoscomo una trampa apunto dedispararse (127). Alborde del llanto, sus ojos
brillan como piedras cn el agua (145). Con una mezcla de rabia y dolor, la cara
de Lucinda tras el colapso parece una carta arrugada cn una papclera (372).

Los principalcs objetos emplcados como vehiculo de las metiforas en
esta obra forman tres grupos: utensilios domésticos, armas y artes dc navegacion
o de pesca. Cada uno dc cstos grupos cs representativo de uno de los tres temas
que, entretejidos, configuran la narracion: el clemento cotidiano de la novela de
costumbres, la violencia de la accién y la omnipresencia del mar. _

Comoejemplo de tipicametdforade contenido doméstico, podemos citar
los términos con los que el narrador describe la sibita aparicién de Mr Ahearn
en casa de Lucinda a una hora intempestiva, con objcto de soltar a la joven su
plan, como sidicho plan fuera una servilleta usada por el propio Ahcarn y como
si Lucinda tuviera que llevarla al lavadero (425). Las cmocioncs del padre dc
Oscar quedan al descubicerto ante 1os ojos de su hijo como si fueran cuchillos y
tenedores sobre un mantel blanco (217). Los sentimicntos de Oscar y Lucindase
incorporan en laconversacién que ambos entablan como si fucran flecos sucltos
de hilos prcciosos tejidos en la trama de una gruesa alfombra (413). Y, aunque
enOscar and Lucindano son frecuentes las metdforas que tiene como objetolas
prendas de vestir, hay una que merece ser mencionada. En una de las intromisio-
ncsdel narrador; éste comentaque su madre, como la mayoria de las mujeres, cra
consciente de que el significado explicito de una frasc es s6lo el abrigo, micntras
que el significado real estd oculto bajo sus pafiuclos y botones (190).

Las metdforas que reflejan mayor agresividad ticnen como vehiculos
armas blancas o de fucgo. Cuando Oscar, aterrorizado, contcmpla cl mar y cl
cielo, obscrva que en éste se extiende una franja dorada, como una daga
abandonada cn un alféizar (19). Mr. Jef[ris @ajeno a la ironia y al sarcasmo,
deseoso de emprender aventuras en territorios inexploradose- era tan directo
como un cuchillo (169). Prccisamente ¢s €1 quien se imagina a los guerreros
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como peces con dientes afilados como cuchillos (172) y ¢l mismo ¢s quicn
responde a Lucinda con una contestacién como un disparo de pistola (412).

Pucsto quc el mar domina toda la novela, nada tiene de extrafio que,
adcmds de ser éste sujeto de muchas metéforas, sca también objeto de otras. Asf,
Mr Hassct adviertc determinados indicios y deriva conclusiones, como la
personaque adivina la presencia dc una roca invisiblc gracias a las espirales que
cn 1a Iejania forma 1a superficie dcl mar (174). Sobrc la rcpisa de la habilacién
de Oscar hay una bandeja inclinada como si fucra un aparcjo dc pescar expucsto
en cualquicr ticnda de unaccalle principal (106). Enlacocinade Lucinda hay una
prenda de ropa femenina extendida como una red de pesca (424). Lucinda ha
aprendido un truco consistente cn mirar con calmaasu alrededor antes de hablar,
procedimiento cquivalente a echar el ancla para no ser arrastrada por una
tempestad de cmociones (243). La parte superior del cucrpo de Mr Borrodailese
balancea como cl palo mayor de un bergantin anclado cn plena marcjada (245).

Ahora bicn, aunque aprecicmos temas recurrenics, no s posible &y
quizis tampoco descablez clasificar mecdnicamente las metéforas que Peter
Carcy utilizaalolargode sunovela. Sin haber pretendido hacer unarecopilacion
exhaustiva de todas ellas, hemos cxaminado las mas significativas, tratando de
agruparlas temiticamente. Elandlisis de tales metdforas ponc de relicve algunos
rasgos distintivos del estilo del autor, su capacidad de obscrvacién, su imagina-
ci6n visual y su habilidad para scleccionar comparacioncs —por lo general poco
usualcs—que intensifican las percepciones y centranconcxactitud laatencién de
los Icctores.

Scria interesante situar cl tratamiento de las metdforas de Oscar and
Lucinda dentro del contexto general de los escritos de Carey, comparando los
procedimicntos cmplcados en csta novela con los que ¢l ha venido utilizando cn
obras anteriores. También scria descable valorar ¢l uso de la metonimia, para
completar asi la visién dec cada polo desde la perspectiva del opuesto. Sin
cmbargo, dichas tarcas exceden los limites del presente trabajo, que o(rcccr_nos
como preliminar de un estudio més amplio, actualmente cn fase de claboracidn.
En cualquicr caso, a través de cstas paginas sélo tratamos de ofrecer unz‘nmodcslz}
aportacién a la ingente labor que la comunidad cientifica intermacional csta
desarrollado en cste campo y de la cual son bucna mucstra los 4.193 titulos que
J. P. Noppen ha compilado cntre 1970 y 1985, continuando la cmpresa que
iniciara Warren Shibles con su bibliografia de 1971.

Volvicndo a la tcoria de Roman Jakobson segiin la cual la metédforarige
la poesfa, micntras que Jamctonimia dominala prosa, concluircmos su girigndo
quc la abundancia y la variedad dc metdforas presentes cn Oscar and Ltfcm.da
quizs pucdan considerarsc como algunos de los aspectos que han contribuido
a otorgar una cicrta cualidad poética a csta magni fica picza dc prosa®.
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NOTAS

1. Aunquescamos conscicntes delaimportante diferencia formal entre los con-
ceptos de simil y metéfora, cn el presente trabajo ambos términos se emplean como
sinénimos, pues tal distincién resulta irrelevante en ¢l contexto de la teorfa jakobsoniana
que estamos aplicando. - :

2. Cfr.lateoria “no aristotélica” de Lisclotte Gumpel: “I begin with the startling
assertion that the traditional metaphor does not exist in language, any more than does solar
movement across the sky. Like this movement, metaphoris based on sense impressions”
(Gumpel 1984: XII).

~ 3. Obsérvese la importancia de la pasion por ¢l juego alo largo de Oscar and
Lucinda, una actividad que Carey (inspirado por Pascal) com paraconlafereligiosa. Clr.
las declaraciones del autor: “I remembered what Pascal said about belicf in God being a
gamblezand when I (ind two things that fitlike that, itinterests me.” (Gracber 1988: 19).

4. Nétese que Jakobson, al ¢lucubrar sobre los polos metaférico y metonimico
(similitud-contigiiidad), establece la oposicién pocsia-prosa y no verso-prosa. “The
principle of similarity underlies poetry; the metrical parallelism of lines or the phonic
equivalence of rhyming words prompis the quiestion of semantic similarity and contrast.
. - . Prose, on the contrary, is forwarded essentially by contiguity. Thus, for poctry,
metaphor, and for prose metonymy is the line of least resisiance and, consequently, the
study of poctical tropes is direcied chiefly toward metaphor.” (Jukobson 1956: 81-2).
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TRAGEDIA, CONFUSION Y FRACASO
EN THE JEW OF MALTA

José Manuel GONZALEZ
Universidad de Alicante

I would have brought confusion on you all

(5.5.87)

The Jew of Malta es una obra de teatro tanoriginal como compleja y dificil'. Ello
le viene, en primer lugar, por ser una obra altamente subjctiva (Kocher 1962: 4)
y con un marcado sello personal, dondc Christopher Marlowe, su autor, nos
vuelve a manifestar sus intereses dramdticos y temdticos permanentes. Su
complejidad inherente se acentdaal clasificarla y catalogarladentro de un género
dramitico detcrminado, dado que “Few plays have becn given more namcs:
tragedy, comedy, mclodrama, farce, tragical-comical, farcical-satirical, “terribly
serious’ or ‘tediously trivial’; “terrifying’, it seems, cannot be too heavy atcrm,
nor ‘absurd’ too light2. Si a csto unimos su “uncvenncss of tone and incongruity
of effect” (Bevington 1964: 144) , podremos hacernos un juicio valorativo mas
objetivo de ladificultad reiterada que cncicrra. Esto nos obliga a serradicalcs en
nucstro cstudio y en nuestros planteamicntos de investigacion, para, de esta
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manera, poder ofrccer una interpretacion fiable de la misma. Lo que pretende-
mos, pues, es llegar a suradicalidad iltimay definitiva, preguntdndonos con W.
Sanders “What is actually in the play?”, porque “to ask this question... is o
discover a great deal more than a vulgar anti-semitism and a melodramatic
Machiavellism” (Sanders 1968: 40). Para ello nos centraremos ¢n el analisis de
lariqueza temdtica que conticne, puesto que en este caso “Plot is more important
than anything else™.

Lo religioso, una vez mds, vuelve a convertirse en preocupacién funda-
mental para el joven Marlowe. Pero tampoco aqui va a poder resolver su
acuciante problemadtica religiosa. Su angustiosa 'y obsesiva duda existencial
seguird abierta, sin respuesta, incluso mas agudizada. Las palabras de Machevill
en el prélogo de la obra, cuando dice “I count religion but a childish toy / And
hold there is no sin but ignorance”, pueden prestarse a una interpretacion
equivoca. No estamos ante un presupucsto filoséfico, el cual vaya a explicitarse
o explicarse posteriormente, pero que ya, y desde el principio, se da por sentado.
Se trata mas bien de un aserto que hay que contrastar, probar y analizar con
detalle para conocer su verdad y autenticidad. En esto, precisamente, va a
consistir el empeiio de Marlowe, en convencerse y demostrar, a través de la
representacién escénica, su consistencia y certeza. Por ello deberiamos ser méis
cuidadosos al describir y delimitar el profundo ateismo marloviano. Estamos
ante una postura existencial inquisitiva que se revisa y matiza, y no ante una
posicién critica negativa, cerrada y consumada. No podemos olvidar que la
religién “was the core of Marlowe’s thoughtand feeling” (Kocher 1962: 7), y que
- Marlowe incluso lleg6 a estudiar teologia en Cambridge (Weil 1977: 2). Esmas,
y segun H. S. Bennett, Marlowe escribi6 parte de The Jew of Malta “with the
Bible before him” (Hunter 1978: 64). Ella era y suponia un centro de indudable
interés vital. Intent6 convencerse de su viabilidad, pero al final tuvo que desistir
en su esfuerzo. Quiso comprender sin creer y tuvo que ceder en su sobrenatural
empeiio. De esta forma lo religioso se convirtié en la frustracién mas lacerante
de su existencia. Por eso se puede entender, desde esta perspectiva, que
“controversy about religion was the ruling passion of his soul” (Kocher 137),y
estopuede explicarel esmero y cuidado que Marlowe pone en la seleccién de sus
argumentos teatrales, siempre en consonancia y en sintonia con sus inquietudes
+ 'y preocupaciones mds decisivas. Tampoco la obra que nos ocupa va a cambiar
su vision de loreligioso. Suintento vaa quedar de nuevo baldio. Suescepticismo
yano se va a centrar en una determinada manifestacion religiosa, sino que vaa
alcanzar de lleno cualquiera de sus variadas expresiones y concreciones. El
tratamiento de lo religioso en la obra se centra basicamente en la confrontacién
dramética entre judaismo y cristianismo, cargadade una concentrada ironia y de
una critica demoledora. El enfrentamiento se da ya en la segunda escena del
primer acto, cuando Femeze hace saber a Barabas que por ser judio, y “like
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infidels”, ha de contribuir al pago del tributo exigido por los turcos, debiendo
entregar lamitad de sudineroy posesiones. Ante laimperiosidad y trascendencia
de 1a exigencia no le queda otro recurso que apelar a la fe del gobernador de
Malta. “Is theft the ground of your religion?” porque bajo ningiin concepto est4
dispuesto a abjurar de sus creencias y convertirse al cristianismo, evitando, de
ese modo, el despojo de sus bienes. La infranqueable barrcra entre Barabas y
Ferneze, entre judaismo y cristianismo, se ird agrandando hasta llegar a ser
insalvable. Laencmistad fratricidaanida yaen lomés profundo de sus corazones.
De ahoraen adelante, y hasta el final, el odio entre ambos serd a muerte, siendo
la profesi6n religiosa de cada uno de ellos 1a responsable ultima de su distancia-
miento. Es evidente que el debate religioso que aparece en la obra es etinente-
mente préctico. No se discuten ni se ponen en tela de juicio los planteamientos
tedricos correspondientes, sino que lo que se discute, critica y expone es la
vivencia y puesta en prictica de lo religioso. La religién, desde este punto de
vista, adquiere un marcado acento mercantilista y manipulador. Es otro bien de
consumo mds con el que se puede traficar segin el dictamen de las diferentes
circunstancias. hay una visién inmanente y materialista de 1a misma. Se utiliza
y manipula para la consecucién de otros fines, con lo cual se la viene a despojar
de su csencia més definitiva y caracterizadora. Barabas, sin duda, es el maximo
representante de una concepcion remunerativa y especulativade loreligioso. La
riqueza y la prosperidad material parecen ser la basc y el fundamento de una
actitud religiosa dependicnte y religada con la divinidad. Ellas resumen y
expresan con creces los dones recibidos y los anhelos buscados de toda
expericnciareligiosa: \

Thus trowls our fortune in by land and sea,
And thus are we on every side enriched:
These are the blessings promiscd to the Jews,
And herein was old Abram’s happiness:
What more may heaven do for earthly men
Than thus to pour out plenty in their laps,
Ripping the bowels of the earth for them,
Making the sea their servant, and the winds
To drive their substance with successful blasts? (1.1 .105-113).

Una visi6n de la religién como ésta no puede ser convincente ni tener ex-
pectativas de compromiso. Una confianza en los cielos como dispensadores de
prebendas y riquezas acaba por terminar. El suefio de Barabas, apenas sofiado,
sc rompe y se difumina, porque con sus poscsioncs deberé contribuir al pago del
tributo a los turcos. Y por si fuera poco su casa sc convertird en convento para
uso de los cristianos. Sin embargo €l siguc pensando que la abundancia material
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es el signo mds distintivo de la profesion religiosa, sicndoazc6mo no&palrimo-
nio exclusivo de los judios. De esta manera poverty y wealth son mucho mds
que meros indicadores de diferencias econémicas y sociales, viniendo a ser lo
que define y distingue a un cristiano de un judio. Todo, pues, gira y se reduce al
brillante relucir del oro. La trasposicién que se ha llevado a cabo es del todo
pertinente. Asi nos encontramos con que “Money is religion” (Steane 1964:
177).Y en consecuencia la religion mas auténtica y verdadera serd aquella que
ofrezca una mayor retribucién econémica y una rentabilidad més beneficiosa.
Paralelamente; y junto a la penuria de recursos materiales, existe una fe
deficiente y precaria. Lo econémico, pues, relativiza todo, siendo el referente
fundamental y el elemento contrastivo de todo comportamiento religioso. Sin
riqueza la fe no puede ser fuerte y desarrollarse. “A Christian poverty” conlleva
la falta de “fruits in all their faith”. Sin embargo es interesante hacer notar c6mo
esta concepcion de la religién no es sélo la de Barabas, no es dnicamente
sostenida por los judios. También los cristianos son especialmente sensibles a
profesar un utilitarismo mercantilista de lo religioso. Serd uno de los represen-
tantes de la oficialidad eclesi4stica, Friar Jacomo, quien ponga de relieve lo
importante y apetecible de los bienes terrenales sin los cuales la conversién no
parece ser plena y total. Es més efectiva y definitiva, si va acompariada de otros
bienes més tangibles y perecederos. “I shall convert an infidel, / and bring his
gold into our treasury” (4.1. 161-162). La ambicién de los tesoros del judio
guarda unaestrecha relacién con el hecho de su conversién. Ambas expectativas
est4n al mismo nivel, implicandose mutuamente. La una parece ser la condicién
para la consecuencia de la otra. Sin embargo esta manipulacién y adulteracién
de la religi6n se va a poner contra sus usuarios y adeptos, porque ella no es
garantia de prosperidad y bienestar interminable. Cuando no.cumple su come-
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dissemble it” (1.2.300). Las apariencias y el engafio han de ser tales que no debe
caber duda alguna sobre su veracidad y realidad. Para describir esta actitud
judaica basica se recurre acitas evanggélicas. Hay, pues, que ser “as innocent and
harmless as a lamb” y al mismo tiempo “to have more of the serpent than the
dove” (2.3.36-37). Todos los que rodean a Barabas y viven bajo su techo han de
acatar, sin paliativo alguno, este principio constitutivo de sus creencias y
précticas religiosas. En caso contrario han de morir, como les sucede a Abigail
y a Ithamore, sus seres mas cercanos y queridos, pero que una vez que son
conscientes de la monstruosidad de sus acciones y velan por sus intereses
personales, deciden romper con la falacia y la mentira, y ser y actuar por ellos
mismos. Ellos han sido manipulados por el judio para llevar a cabo sus
maquiavélicos planes dedestruccién, venganzay engafio; pero finalmente se dan
cuenta de que los que engafiaban habian sido engafiados. Estas son las palabras
de lamento de Abigail por sucomplicidad en la hipocresia y maldad de su padre
paraenfrentar a Ludowick y a Matthias, y que acabara con la muerie de ambos:
“O wretched Abigail, what hast thou done?”(2.3.324). Son el resultado del
reproche que ella misma se hace ante la catistrofe que se avecina, por lo que
decide vivir en autenticidad consigo misma convirtiéndose al cristianismo y,
para mayor desgracia y ofuscacién de Barabas, profesando en un convento.
Intimamente unida a esta actitud hipécrita, y como consecuencia de ella, se
encuentra unaacentuadaintransigencia que, siendo originariamente religiosa, se
extiende a todas las manifestaciones vitales, desembocando en odio atroz y en
desprecio insultante, donde todo, incluso la manipulacién y el abuso, esta -
permitido. Asi habla el judio a su hija:”Use him as if he were a Philistine. /
Dissemble, awear, protest, vow to love him, /He is not the seed of Abraham...”
(2.3.232-35). Todo estd justificado contra aquéllos que no pertenecen alaestirpe

elegida; mds ain para quienes son “Gentiles” y ante quienes “We turn into the ‘l‘i
air to purge oursclves” (2.3.47). Y curiosamente la razén que se arguye para ;
defender este comportamiento injurioso es de cufio religioso: “This offspring of i
Cain, this Jebusite / Thatnever tasted of the passover,/Nore’er shall see the Land
of Canaan, / Nor our Messias that is yet tocome...” (2.3.305-8). Este odio no es ‘\‘
exclusivo de Barabas, aunque en €l adquiera sus tonalidades mas tragicas y i
agresivas. Ferneze también odia al judio, sibien de una forma menos apreciable {
y mas sutil y sofisticada, y por motivos mas practicos que religiosos. Por ello su
alianza, al final de la obra, y a pesar del deseo positivo e interesado del judio, no
vaa ser posible ni factible. El cristiano no es capaz de cumplir 1o que se propone,
después que la maldad de Barabas ha urdido con todo ingenio y agudeza la
muerte de Ludowick, su hijo. En la obra, de este modo, no se satisface ni una i
postura ni otra. Tanto el cristianismo como el judaismo sobre todo, parecen ::;ii
contravenir una recta inteleccién y vivencia de lo religioso. En ambos casos ' ‘:H‘
predomina una visién material, superficial y externa de la religién. No creemos 1

i tido especifico y su funcién correspondiente y no se tiene en consideracion su
“R i dimensi6n espiritual, se transforma en un sinsentido existencial que irremedia-
"‘ blemente conduce al fracaso y al despojo. Barabas, en definitiva, es victima de
“ ‘ 1 la adoracién de su becerro de oro. Su judaismo deja mucho que desear, siendo

i ‘ tan s6lo expresion de su estatus social y de su poderio econémico. La religién ha
! ‘ pasadoa seralgoextemo y anecd6tico. No es un valor primario detcrminante del
! e i . comportamiento humano. Se llega asi a un fariseismo ilimitado donde la

L hipocresia es la norma ética fundamental. Marlowe sabe por sus conocimientos
teolégicos adquiridos en Cambridge que es la caracteristica esencial del judais-
mo biblico, y también la del judio maltés, tal y como se presenta en la obra. Es
curioso observarcémo Barabas proyecta sobre los demds, sobre los cristianos en
concreto, su conducta falsa y retorcida. Ellos, segiin €l, dejan mucho que desear
en sus actuaciones, que no son precisamente un dechado de claridad y transpa-
rencia. En ellas s6lo hay “malice, falsehood, and excessive pride” (1.1.119). La
hipocresia s¢ entiende como un radical aparentar, “As first mean truth and then
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que un refugio siempre abierto y accesible, cuando las circunstancias son
adversas. Su maldad se puede calificar de monstruosa y maquiavélica, al no I
conocer limite alguno. Su mismo fisico revela su ser. Su aspeclo parece scr *
consecuencia de una deformacién de la naturaleza humana, siendo la formay - I
tamario de su nariz su rasgo mas llamativo y extraiio, incluso para lthamore, su ‘
cémplice en el mar: “O mistress! 1 have the bravest, gravest, secret, subtle botle- 1
nosed knave to my master, that ever gentleman had!” (3.3.9-10). Su monstruosa |
aparienciaes delo mésraroy peculiar: “The monsterisa composite figure. Partly i
it is the ethnic stereotype of the Jew...; partly the stock figure of the usurer” “‘
(Sanders 1968: 38). Con un fisico asi, sus acciones no podian ser sino las de un ‘
“wicked Jew” (4.1.24). Su forma de ser y de actuar guarda una estrecha relacién i
con la figura de Aaron y de lago, de los que bien podria ser modelo y origen. Sin .

embargo, podemos decir que su potencialidad maligna es pasiva, se realiza

cuando se siente acosado y sin salida. S6lo se comporta con monstruosidad

inaudita en las ocasiones limite. No es de su esencia el continuo perpetrar el o
crimen y la destruccién como puede ser €l caso de Aaron, a quien Shakespeare
no concibe sino haciendo y tramando el mal. El no busca conflictos ni enfrenta- |
mienots. Lo que dnicamente le interesa es su dinero; pero cuando se ve asediado,
entonces no repara en nada, recredndose en sembrar el odio y la muerte, y
mostrando una habilidad y una preparacién sorprendentes paralaimprovisacién

que Marlowe en esta ocasi6n sea “not a defender of Jews, he is an attacker of
Christians” (Kocher 1962: 130). No se trata ni siquiera de un ataque; es més bien
unaexposiciénirénicade dos formas de entender y practicar larcligién, peroque
no pasan de producir desencanto, asi como confusién y aversién. A Marlowe
s6loparece quedarle, como a Barabas, gritar con todas sus ansias y fuerzas: “help
me, Christians” (5.5.71).
La apreciacion de Abigail de que “There is no love on earth” (3.3.47)
expresa y resumc el tono tragico de The Jew of Malta, porque todo estd
- supeditado a aparentar y poseer. De aqui que el desastrc y el descalabro
existencial sean lo previsible. Lariqueza y el poder lo son todo. Por eso el tinico
movil posible scrd el placer. Se actia por el “hermoso placer de los dineros™
(2.1.68). Ante ellos se renuncia a todo y por ellos se esta dispuesto a todo.
Asistimos, ya dcsde el principio, a una consagracién césmica de las riquezas, a
su exaltacion infinita y total, “Infinite riches in a little room” (1.1.37). Su
presencia y posesion se experimenta como una experiencia transcendental
consumativa. Ellas, en principio, pueden ser 1a solucién parala plenarealizacién
del hombre. Hay, pues, un regusto positivo y una aceptacién de la acumulacién
de interminables riquezas. En esto puede que resida ladiferencia mas apreciable
entre Barabas y Volpone. Para éste el amasar bienes es expresién de su tacafieria

il y estrechez, que poco a poco le van encerrando en su-alcoba. Se trata de una o Ui ' D
i experiencia individual y cerrada (cf. Steane 1964: 167-68), fruto de un exacer- y lamaquinaci6n de sus sangrientos planes. A tanto llega su perversidad que no
repara en envenenar a su propia hija por haber decidido entrar en un convento:

bado egoismo. En la vivencia del judio encontramos algo distinto. Marlowe i
quiere que caigamos en la cuenta de la bondad y la felicidad que el posecr . !
conlleva. Es un acontecimiento que supera y rebasa los limites espacio-tempo- f*)_" but Ithamore seg’s‘ &"“I‘}l;‘:" 1‘
rales dados. Por otro lado lo que siente Barabas por su oro es amor. Goza con su (.;flsafl lfglggufnp:;o:a oilce ught _ i‘

mirada e incremento, para lo cual invierte, compra y recauda. En €l no sélo hay Whose operation is to bind m foct |
ik - mezquindad o tacafieria, sino un desmedido amor por las riquezas. Ellas son las And poison deeply: yet nm’appcar‘ : w
}u i‘ causantes del materialismo crematistico de la obra y las que determinan todo In forty hours after it is ta’en. (3.4.67-72) ‘

JEE comportamicnto y toda situacién. “It is gold that determincs peace or war” \

(Stcane 1964: 169). La inconsistencia ética y existencial que advertimos en los

J
Una vez mds Barabas se ayuda de Ithamore, su fiel sirviente, para llevar EM:

personajes hace que picrdan intensidad draméticay no sean sino merasreprescn-
tacioncs y personificaciones de valores y, sobre todo, de contravalores. La
deficiente caracterizacion de las dramatis personae, posiblemente su deficiencia
* més acusada y criticable, nos hace remontarnos a la puesta en escena de las
moralidades. El mismo Barabas es la encamacién del vicio, o mejor “vice
secularized” (Bevington 1964: 150). Su maldad es connatural con €1, conforma
lo mis profundo e intimo de su ser. Es-malvado por naturaleza. Lo religioso en
él es algo secundario, pertencciente a otro nivel menos relevante y sobresalicnte
dc su personalidad. El mal es prioritario en ¢l alo demas. La religion no ¢s mas

a cabo su venganza. Es curioso hacer notar como el envenenamiento es una de
sus formas mds recurridas de destruccién. Se utiliza aqui y también en 1a muerte
de Ithamore, Bellamira y Pilia-Borza. Se usa para hacer desaparecer a los seres
mds queridos. ;Serd acaso un rasgo de piedad? Es dificil imaginarlo, dadas las
caracleristicas de la personalidad del judio y de los sentimientos que anidan en
sucorazon. Parece ser mas bien queestainfeccion y envenenamiento fisicos sean
muestra y expresion de la podredumbre y de la corrupcion que se palpa y siente
en todo el devenir escénico de The Jew of Malta. Esta puede ser la razén tltima
y definitiva del fracaso y del desencanto que nos transmite la obra. Nada escapa

quc un instrumento, un medio, mas privilegiado si sc quicre, del que se sirve para a la contaminacién existencial que asola al mundo y que infecta a toda la i

aparcntar un status y beneficiarse de una determinada situacion social, ala vez ‘ w
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naturaleza. Silos valores no existen, si lareligién es falaciay apariencia, se debe
ala corrupci6n del hombre y del universo. La muerte es la tinica salida posible
que queda para librarse del sinsentido del existir, ya que todo parece fracasar.
Incluso la venganza, muy. socorrida en la representacién dramética, tampoco
conduceanada. Al contrario, ella vaaser laque vaaprecipitar los acontecimien-
tos. .
El tema de la venganza gozaba de una gran popularidad en la época
isabelina. El piblico reclamaba este tipo de teatro, que tenia sus pertinentes
repercusiones éticas y sociales. Precisamente, su interés residia en la relacién
que guardaba con algunas de las cuestiones entonces més debatidas, comoerael
tema del honor (Ford 1976: 334). La venganza que hallamos en este caso no es
de esta clase. No se trata de un ajuste de cuentas para vengar el agravio sufrido.
Es mas destructiva y radical. Se ajustarfa més a la definicién que de ella da
Thomas Hobbes en su Leviathan. Para €l es “the retribution of evil for evil”
(Hobbes 1962: 163). Su papel es decisivo para la trama argumental de la obra:
“Revenge is of vital importance because it (inevitable disaster) and its results
motivate the actions of the protagonist throughout the major portion of the play”
(Bowers 1959: 108). Lo que mas llama la atencién es.que ¢lla es un presupuesto
de la situacién escénica. Se parte de ella como una actitud concomitante con la
enemistad existente entre judios y cristianos. Hay, pues, un clima de venganza
contenida anterior al desarrollo de la accién, siendo uno de sus antecedentes
fundamentales. Noesalgo que se improvisa, sino algo que afloraconreiteracion
y que mantiene la trama argumental. Sin ella, The Jew of Malta perderia gran
partc de su interés dramdtico. Es interesante observar c6mo la venganza,
omnipresente de principio a {in, ala vez que se va intensificando y agudizando,
sc¢ va hacicndo mis ostensible y evidente. Al comicnzo existe una gran reserva
hacia clla. Parcce ser la carta que Barabas y Ferneze quieren jugar, pero que
esperan el tiempo propicio y la ocasion oportuna para ejecutarla. Buscan por
todoslos medios que sca una venganzarefinada y lomés sutil posible, puestoque
lo transcendente y decisivo es que pasc desapercibida. Tiene quedar lasensacion
de que se actiia por otros méviles y con otros fines. El fariseismo, la hipocresia
y los intereses politicos van a ser la fachada que esconda un desmedido y casi
obsesivo af4n vengativo. La venganza, en este caso, no resulta ser tan primaria,
natural y sangricnta como en The Spanish Tragedy de Thomas Kyd (cf. Clemen
1961: 142 ss). El imperioso deseo de vengar quc corroe y perturba se manifiesta
en toda su desnudez y fuerza en €l acto segundo. Es cuando el judio Barabas nos
da a entender con una contundencia inesperada sus propésitos vengativos, “But
I have sworn to frustrate both their hopes, / And be reveng’d upon the (asidc)
Govemnor” (2.3.147-8). Al llegar Matthias, €l auténtico y sentido amor dc
Abigail, nos conficsacuél cs suresolucién. Suhijano serdparaninguno. Notanto
por odiar a los cristianos cuanto por ser ¢l momento idénco para licvar a cabo su
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venganza, no sobre Ludowick, sino sobre su padre, centro privilegiado y tnico
de su ficbre vengativa. Barabas se va a convertir en un consumado maestro de
Jo que dariamos en llamar la venganza indirecta. El quiere evitar, por todos los
medios, una confrontacién directa por el gobemnador, para asi hacerla m4s
despiadada y cruel, y para, al mismo tiempo, evitar toda sospecha, por minima
que ésta pudiera ser. Para ello todo medio es licito, incluso hasta el jugar con los
senlimientos mds intimos y profundos de su propia hija. Hay que hacer notar
c6mo el piblico conoce con antelacién el complot vengativo, mientras que los
personajes involucradosen la representacién dramatica lo desconocen, e incluso
no tiencn la mas minima sospecha al respecto. Marlowe se cuida mucho de que
haya unarevelacién progresiva, para, de esta manera, despertar y mantener vivo
elinterés dramdtico y paraque no decaigala tension del discurso teatral. Paraello
recurre con frecuencia a las aclaraciones que el mismo Barabas hace de si yde
su corpportamiento. Esto, junto con sus monélogos, son la clave paraconocer sus
maquinaciones y sus verdaderas intenciones, porque en su actuar, y también
cuando se trala de la venganza, siempre hay una dualidad de estructuras. Por un
lado estaria lo que llamariamos la estructura superficial de su conducta, lo que
aparece, perono es. Mientras que por otro lado estaria la estructura profunda, que
seria 1a que en definitiva motivaria las diferentes formas de actuacién y laque
justificariay daria sentidoa su universo de valores éticos. Una vez queel proceso
vengativo se ha puesto en marcha, es imposible detenerlo. Mi4s aiin si la
adversidad se cicrne sobre el judio, que ya no puede escapar a su destino como
consecuencia de su practica destructiva y falaz. Al final su ansia vengativa es
universal. No conoce restriccion alguna, ni distincién de credos, edad o sexo. Su
furia desatada es irrefrenable:

What, all alone? Well fare sleepy drink.

I’ll be revenged on this accurséd town;

For by my means Calymath shall enter in.

I'l1 help to slay their children and their wives,

To fire the churches, pull their houses down,

Take my goods too, and seize upon my lands:

I hope to see the Governor a slave,

And, rowing in a galley, whipped (o death. (5.1.61-68).

La tragedia est4 servida. Es curioso observar c6mo aqui aparece con
diafana claridad el objetivo prioritario y bésico de la actitud vengativa de
Barabas, su obsesién maquinativa; pero que queda un tanto difuminada dentro
de ese contexto de venganza general que guarda proporcién con la maldad que
anidaen lo més hondode €1y con su radical opcién de posesién ilimitada, y sobre
todo exclusiva, de riquezas. Ya se encuentra fuera de si. El ello es incapaz de
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controlaral desafiante y mostruosoego. Ahoraescuando conocemos al genuino
judio. Las formalidades y los disfraces han desaparecido. Lo més horrendo e
inhumano es previsible y posible. El mal ya ticne identidad propia: 1a del judio
de Malta. Sin cmbargo, esto va a servir para poco. Es mis, ello va a suponer su
inmediato y fulminante fin. Ferneze es consciente de lainmensidad y desintegra-
cién de su poder maligno y no puede hacerle concesién alguna. Su muerte es una
necesidad. Su cterna venganza en perpetua maquinacién no ha solucionado nada.

Laelecciénde un contravalor pararealizar sus planes tampoco hadadoresultado.

Tan s6lo ha servido para contagiar 1a obsesién vengativa a los otros personajes,

consiguiéndose asi el climax dramético. La infeccion Ilega a todos; pero resulta
mds llamativa y sorprendente esta ansia de revancha en la bella y décil Abigail,

quienest4 dispuestaallevar acabo “extreme revenge” (3.3.42). Laconfusiénde
nuevo se haapodcrado del escenario. Los personajes parecen sery actuar contra
natura. Las circunstancias hacen que se comporten de un modo extrafio ¢
inesperado. El maly el caos que Barabas siembrae incita crean un ambiente tenso
y enrarecido, donde todo estd abocado al desastre y a la nada.

Lo politicoesotro de los puntos de interés que pone anuestraconsideracion
The Jew of Malta. El término policy aparece con cierta profusién en ella,
teniendo, en principio, un sentido amplio. Se sucle entender por €l unaactuacion
concreta que se pretende realizar. En este sentido l1a utilizan tanto Ithamore, “O,
my master has the bravest policy” (3.3.12) como Abigail, “Was this the pursuit
of thy policy” (3.3.37). Hay una concepcién eminentemente prictica de lo
politico concstasignificacién general. Noes una teorfaa aplicar, sinounaaccion
programada concreta y particular que se ejecuta para la consecucién de un fin
determinado y dcfinido. Pero también hay un tratamiento més especifico y no
menos intercsante de lo politico entendido como aquello relativo al poder,
llegindose a concebir como-una profesion especializada que requiere una
dedicacién y una preparacién. La misma palabra policy sc utiliza para refcrirse
acsta forma especial de actividad pablica. Barabasasilo reconoce, “Ay, policy?
that’s their profession, / And not simplicity, as they suggest” (1.2.163-164). La
politica es complejidad y engafio. Hay una clara contraposici6n entre lo que se
dice y lo que sc hace. Las apariencias también son fundamentalcs en lo politico,

.y ante lo cual el sagaz judio se pone en guardia. Su afirmacién adquiere una

rclevancia cspecial, dado quc es una repeticién irénica de 1a frase anteriormente
dicha por uno de los caballeros. “And that will prove but simple policy”
(1.2.162). Lapolitica parecc tener algo de maquiavelismo. Es dificil aquilatarcl
conocimiento que del mismo tenfa Marlowe, puesto que “Elizabethans knew
little of Machiavelli at first hand” (Bawcutt 1978: 11). En todo caso ¢l maquia-
velismo que encontramos en la obra no seria puro, académico, sino que scriade
un marcado cardcter popular (Bawcutt 1978: 11), distorsionado 'y adultcradopor
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los ataques de Gentillet y otros hacia €1 mismo. Es posible que algunas escenas
de The Jew of Malta hayan sido tomadas de /I Principe. Ello podria ocurrir ¢n
elaclo quinto, cuando Barabas invita a Calymath a un banquete con la intencién
de matarle. Esta trampa es muy parecida a la que se menciona en el capitulo VI1II
del libro de Maquiavelo, donde Fermo invita a los ciudadanos mas representa-
tivos y cualificados de la ciudad a participar en un 4gape, lo que aprovecha para
asesinar a 10dos, y de esta forma conseguir ¢l dominio de la ciudad. Pero
igualmente podria estar tomada del Libro de los Macabeos, cuando al final del
libro primero Ptolomeo usa la misma estratagema para terminar con Simén
Macabeo y dos de sus hijos. Fuera de toda hip6tesis y con una mayor probabi-
lidad es muy posible que Marlowe tuviese un cierto conocimiento de esta obra,
pues “Itis clear that Marlowe had at least some knowledge of the political and
the controversial writings of his day” (Bawcutt 1978: 25). Ya en el mismo
prélogo hay un intento de exposicién resumida del maquiavelismo. Es evidente
a todas luces que no estamos ante una presentacion precisa y rigurosa de sus
presupuestos y principios; pero si se puede observar que comparte una preocu-

pacion semejante y una posicién critica parecida con la teoria maquiavélica,

tratando y considerando los temas maquiavélicos basicos relativos a la politica
y a la religion. Pero la presencia de Maquiavelo no se limita a esto. Barabas

podria ser uno de sus personajes mas representativos, encarnando y practicando

algunas de sus idcas fundamentales, como podrian ser la perversidad congénita,

la justificacién de cualquier medio para la consecucién de un fin y la politica de
aparicencias. La gran diferencia estaria en que, en esta ocasién, nos movemos

dentro de intcreses exclusivamente econémicos y dentro de una marcada

caracterizacidnreligiosa. Con su actuacién el maquiavelismo se extiende y cobra

una fuerzay expresividad dramdticas: Sin embargo el judio no es el origen de su
presenciacinfluencia. Estd en el ambiente antes de que se inicie laaccién teatral.
Machevill antecede a Barabas.

La division politica fundamental que existe en la isla de Malta alo largo
de la representacion es la de conquistadores y conquistados o la de gobernante
y gobernados. Hay un enorme abismo entre el poder oficial constituido y los
siibditos en cuestién, que sélo han de obedecer, aunque ello suponga, en el caso
del judio, una injusticia que clama al cielo. Ante esle sistema politico concrelo
no queda otra salida que la aceptacién y la sumisién. O se est4 de un lado ode
otro. Barabas es consciente de la disyuntiva politica:

Why let ‘em come, so they come not to war;

Or let ‘em war, so we be conquerors:

(aside) Nay, let “em combeat, conquer, and kill all,

So they spare me, my daughter, and my wealth. (1.1.153-156)
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~Dada la importancia y transcendencia de lo econémico, lo politico se NOTAS ) ‘;‘
diluye y queda confundido. Pricticamente la politica queda reducida a la . ‘

economia. Todo se mira y se mide por el oro. Ello va a explicar el fracaso final i
compartido de mandatarios y mandados, de cristianos, turcos y judios. Tan s6lo 1. Para M. C. Bradbrook es “one of the most difficult of Elizabethan plays” ”;
DelBosco, el vicealmirante espafiol, sabe lo que es politica y actiaen consecuen- (Leech 1964: 120). i
“cia, “.Thereforc beruled by me, and kecp t]_1e gold” (2.2.39). Su.elecci(’)n esladel | . 2. Sicane 1964: 166. Sin embargo parece ser que la critica se decanta por
politico. Le intercsa sobre todo el dominio y el control de la isla. Lo demds es interpretar esta obra como una farsa, cuya naturaleza, en iltimo 1érmino, se remontaria
secundario. No tiene inconveniente en pactar y dejar el oro para el gobernador a lzfs moralidades y a los interludios, donde el vicio aparecia personificado (Eliot 1932; ‘:
y sus seguidores, porque lo fundamental est4 asegurado. Supera la tentacién de Spivack 1938). Es inleresante notar a este respecto la posicién critica de W. Sanders, s

quien viene a matizar las posturas de T. S. Eliot y de C. Lamb (Sanders 1968: 38).

compartir riquezas y poder, porque ello precipitaria los acontecimientos y 3. Crai e’ !

anticiparia el desastre. No sucede lo mismo con Barabas, quien confiesa que los estudio raik 1966: XIV. La edicién de Craik serd la que utilizaremos en el presente
judl’os.“comc not to be king_s” (1.1.131), pero que al final no puede resistir 1a 4. Ello explica el que “Marlowe mocks his heroes in a remarkably suble
tentacién del poder, consiguiendo ser nombrado gobernador por Calymath. La fashion”, y larelacién del dramarurgo con el piiblico, que tiene una doble verti eriltc “one

politica es el tnico recurso que le queda, cuando ha sido despojado de todo. Es satiric and the other tragic” (Weil 1977: 5).
laformade recuperarloperdido. Y enesto vaaresidir su dltimo y masJamentable ‘

error. Su alianza con Ferneze, su etcrno enemigo, va asignificar su muerte y mas
estrepitoso fracaso al utilizar los recursos econémicos como medios politicos. ' i
Politica y economia son dos esferas diferentes que se complementan; pero que ‘

nunca s¢ pueden confundir, ya que pertenecen a planos distintos de la realidad. REFERENCIAS ‘\H‘
Esta exuberancia, relevancia y prioridad de lo econémico se puedc justificar por %
la proliferacién mercantilista que tuvo lugar en aquella época con laaperturade ' L,
nucvos mercados y que en la obra tiene un cumplido y ficl reflcjo®. Por cso BAWCUTT,N.W.,ed. 1978. The Jew of Malt a .By Christopher Marlowe. Manchester i
Barabas picnsa que la politica es algo que se puede comprar, almaccnar y ‘ UP. ‘ : ‘
manipular. Su politica particular y peculiar de apariencias y de engafio de poco BEVINGTON, D. M. 1964. “The Jew of Malta”. En Leech 1964.
lchascrvido. Lapoliticatiene unadimensién social y piblica escncial que nunca BOWERS, F. T. 1959. Elizabethan Revenge Tragedy 1587-1642. Gloucester (MA):
existi6 para él y ante la que sus inmensas riquezas y suefios de oro han de Peter Smith, ‘
someterse y acatar. Por fin se da cuenta de que no lo pucde todo. Sin embargo - CLEMEN, W. 1961. English Tragedy Before Shakespeare: The Development of ;
ya es demasiado tarde. Su tragedia es ya historia irrcversible. Dramatic Speech. London: Methuen.  Reimp. 1980. ki
La complcjidad tensa y complicada de The Jew of Malta termina crz1 la CRAIRKC’i’Ir;le"Q%" 1966.The Jew of Malsa. Por Christopher Marlowe. London: Benn. 1}1‘1\”‘}
simplicidad dc la nada. La profusién y abundancia matcrial acaban con todo. ’ S - .
Parcce que Marlowe sigue con sus mismas dudas y sospechas. El fracaso y 1a Euog;g; rsz;n:lgsai;eer:Z li‘::c | 9123 T.S.Eliot, Selected Essays, 1917-1932. London:
confusién siguen sin solucién. Nilo espiritual (rcligién) nilo material (riquezas) FORD. Boris. ¢d 1576 T}:g Pe lic.‘an Guide to Enlish Lit v i i
. pueden librar al hombre de su sinsentido existencial. De ahi que lo grotesco y lo H’annon;lsw; i Pc.nguin nglish Literature. Vol. 2. 1959, u:,
irénico traten de aligerar y suavizar el sostenido tono pesimista de la obra. La HOBBES, Thomas. 1562. Lev'iathan. London: Collins il
corrupcién alcanza tanto a lo personal como a lo social. La tragedia dc Barabas HUNTER, G. K. 1978. Dramasic Identities and Cultural Tradition Studies in Shakes
llega a convertirsc en la tragedia de Marlowe. Por eso ¢l fracaso de The Jew of peare and His Contemporaries. Liverpcol UP. -
Malta es un fracaso compartido. KOCHER, Paul H. 1962. Christopher Marlowe: A Study of His Thought, Learning and ‘;;‘
- Character. 1946. New York:  Russell and Russell. ,
LEECH, C,, ed. 1964. Marlowe: Twentieth Century Views. Englewood Cliffs (NJ):-
Prentice-Hall. CL
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LAS DIMENSIONES TEXTUALES !
Y EL PROCESO DE LECTURA

Carlos INCHAURRALDE BESGA
Universidad de Zaragoza

La importancia de la enseiianza de la lectura, como una de las destrezas i
lingiiisticas basicas, est4 fuera de toda duda. Mucho se ha escrito sobre su y
metodologia, que en el campo de la ensefianza del inglés ha sido estudiada por ‘i‘“
autores diversos. Los profesionales de la ensefianza de una segunda lengua il
tienen-mucho material al que acudir, pero tan importante como el método esel nE
“porqué”. Eneste articulo expongo dos cuestiones de interés en este campo: (a) i
la constatacion de que, ademas de la posible coexistencia de sistemas de signos
distintos, existen dos tipos de estructuracién que secomplementan en todo texto,
y (b) un intento de explicacién del proceso psicol6gico que se da en la lectura, :f*\j‘
basdndome en los modelos de funcionamiento de la memoria m4s conocidos. il
Dos cuestiones que intento compaginar en un tratamiento conjunto, pues
considero que se explican mutuamente.

1. La multidimensionalidad del texto.

1.1. Signos conceptuales y signos contornuales.

El aspecto mas inmediatamente aparente del texto (y por texto aqui en- i
tenderemos predominantemente el texto escrito, con todas las posibilidades de
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iconicidad que el medio grafico presenta) es su caracter espacial. El texto ocupa
un espacio, a lo largo y a lo ancho de la pagina impresa, lo cual no es sino
consecuenciadelalinealidad del lenguaje. Elejeespacial permite de estamanera
almacenar lapotencialidad del eje temporal, posibilitando asi sureproducciénen
cualquier momento.

Sin embargo, esto no da cuenta por si solo del espacio ocupado por un
texto. Para ello deberemos hablar del grado de contornualizacién. En todo texto
coexisten dos sistemas designos: un sistema de signos conceptualesy unsistema
de signos contornuales (cf. Busquets 1977), de los cuales el primero hace
referencia al lenguaje escrito como sistema de signos lingiiisticos, y el segundo
nos refiere a los signos de tipo gréfico, auditivo, visual, etc. En este sentido, ¢l
juego de caracteres gréficos escogidos para representar un texto produce una
determinada contornualizacién. El distinto tipo de letra en titulos, notas a pie de
pagina, elc., presentard grados diferentes dc contornualizacion.

Signos contornuales seran también las ilustraciones y fotografias que
acompaifian el texto, integrando de esta manera dos sistemas de signos que se
refuerzan mutuamente, y cuya coexistencia, como veremos, serd muy importan-
te para el adecuado procesamiento del lenguaje escrito. Esto es asi por ser una
réplica reducida de lo que més adelante llamaré el hipertexto cognitivo.

La relacién que se establece entre estos dos sistemas de signos (S1y 82)
puede presentar distintas variantes:

(a) Tanto S1 como S2 nos remiten a otro sistema SO, del tipo que sea,
aunque aparentemente tanto S1 como S2 no tengan una relacion
dirccta.

(b) S1 nos remite a S2, pero no viceversa.

(¢) S2nos remitc a S1, pero no viceversa.

(d) S1 nosremitc aS2y S2 nos remite a S1.

Como ejemplos de estos casos podriamos tener los siguientes:

(@ Unarescfiade una pelicula acompafiada de la fotografia de unaescena
de ésta, de la cual no se hace mencién en el texto.

(b) Una descripcién de un experimento en la cual se hace referencia a un
grafico con determinados resultados.

() Una fotografia acompafiada de unas lineas que la explican.

"(d) La noticia de algo ocurrido, lo cual también es mostrado en’una
fotografia que recoge esc momento, y que ticnc como pic una explica-
cién de a qué se refiere.

Llcgados a estc punto, habria que decir también que este tipo de rclacio-
nes sc podriadar entre dos sistemas similarcs (dos sistcmas de signos conceptua-
les, por cjemplo), y quc este tipo de relaciones se presta a una jerarquizacion y
al establecimicnto de una red de relaciones entre sistemas de signos distintos,

B
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llegando a conformar un texto global que vincule todos los sistemas en distintos
niveles.

1.2. La dimension sintagmdtica del texto.

Sin embargo, disponemos de unos criterios fisicos y graficos para poder
establecer la autonomia relativa de unidades textuales independientes. Un
panfleto, un libro, un articulo, quedan delimitados fisicamente —también tem4-
licay estructuralmente, lo que trataremos més adelante—por medio de la demar-
caci6n del medio en que se manifiestan y también por medio de recursos de tipo
grafico. La dclimitacién de las oraciones por puntos, la agrupacién de éstas en
pérrafos, y la integracién en unidades superiores de distintos tipos —capitulos,
secciones, actos, etc.— proporcionan criterios separadores ¢ integradores que
culminan con el establecimiento de una entidad, aiin superior, cerrada.

Estetipode disposicién fisica es producto del caracter lineal dellenguaje,
ya mencionado, que va acotando el texto principal en subtextos que recojan
subunidades informativas bien definidas.

La disposicion gréfica lineal se corresponderd con una organizacion es-
tructural de tipo sintagmatico: los grafemas —que se asociarian (1) con los sonidos
del lenguaje hablado- se articulan en palabras, las cuales se agrupan, y acaban
formando sintagmas, proposiciones y oraciones completas. Estas oraciones
enleras se engarzan entre si por medio de conectores discursivos y otros recursos
formales que reflejan una estructura tematica subyacente. En este sentido, la
dicotomiamacroestructura temdtica-superestructura esquemdtica de Van Dijk
(1985: 69) muestra muy bien el fenémeno que se da aqui: la organizacién
tematica del texto (la macroestructura) motivari la disposicién del texto a nivel
superficial, sicmpre dentro de unos determinados prototipos esquematicos (la
superestructura esquematica).

1.3. La dimensién paradigmdtica del texto.

Pero no sélo existe una dimensién sintagmatica del texto. También
tenemos una dimensién paradigmadtica, gue la complementa, y que también es
importante anivel estructural. En el plano formal, la existencia de paralelismos,
repeticiones, redundancias, ritmo, aliteraciones, etc. de cualquier tipo, contribu-
ye a crear esa unidad peculiar que la poesia explota tan bien (cf. Levin 1983).
Pero también aparecen otros aspectos de tipo paradigmatico: desde el nivel
oracional, donde coexisten unas estructuras 1dgica, temdtica e informativa, una
modalidad y una fuerza ilocutiva, hasta el nivel textual discursivo, donde
fenémenos como la cohesion y 1a coherencia ponen en relacién integradora las
distintas partes del texto. Dentro de la cohesién tenemos fenémenos como la
deixis, lacohesién léxica, las conjunciones, las sustituciones, la elipsis (Halliday
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y Hasan 1976; cf. Gutwinski 1976). Mientras estos recursos son m4s explicitos
en el texto, engarzando lo formal con lo temético, la coherencia se apoya en
estrategias interpretativas. Segiin Widdowson, estd basada en “the capacity of
the reader (or hearer) for inferring propositional content that is not explicitly
stated and illocutionary value which is not explicitly indicated” (1978: 44-45).
Por lo tanto, iria manifestindose en el procesamiento textual.

A pesar de que esta distinci6n entre cohesién y coherencia es discutible,
y de que quizas una y otratan sélo sean dos polos de un mismo fenémeno, si que
podriamos asumir, para nuestro propésito, que la cohesién crea una unidad de

tipo intratextual, y que lacoherenciaestablece esta unidad a partir de conexiones

extratextuales.

Dos aspectos que merecen ser comentados y que tienen que ver con la
dimensién paradigmaética del texto serdn la estructuracién semdntica y la
estructuracién comunicativa. Volviendo a la distincién entre macroestructura
temdtica y superestructura comunicativa, habra que decir que dentro de la
primera hay que separar la estructuracién del contenido seméantico —que a partir
del significado de unidades léxicas aisladas va estableciendo una red de signi-
ficados de acuerdo a c6mo se relacionan entre si—de una estructura basada enla
funcién comunicativa—que también se articula enlazando las distintas intencio-
nes expresadas en las diferentes oraciones hasta llegar a la intencién global dcl
texto, su macro-acto de habla (macro-speech-act) (cf. Van Dijk 1977).

1.4.Dos tipos de texto. Expectativas estructurales del lector.

Tras este rdpidorepaso de lamultiplicidad estructural del texto, en el que
he querido resaltar la existencia de dos dimensiones que actiian conjuntamente,
lasintagmadtica y 1a paradigmatica, mostrar¢ la importancia que a nivel metodo-
l6gico puede presentar esta distincion para su aplicacion a la ensefianza de
idiomas.

Por un lado, habria que decir que los distintos tipos de texto pueden
ordenarse en una escala de acuerdo con la importancia proporcional que una y
otra dimensién tengan como factores creadores de estructura. Como lipos
representativos tendremos, por unlado, textos con unaestructurasecuencial muy

. clara (un ejemplo podrian scr las narraciones). En el otro cxtremo, textos donde

la circularidad y los recursos formales de tipo unificador son importantes (aqui
los poemas son buenos ejemplos):

Narracién Poemas

Dimensién paradigmadtica

Dimensidn sintagmatica
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Los ejemplos citados —narraciones y pocmas— son representalivos pero
no son los tinicos. Hay que tener en cucnta que existen muchos otros tipos de
tex10, que no liencn nada que vercon lo literario, adecuados a’estos dos extremos.
Unarecetade cocina presenta una estructura secuencial muy clara, mientras que
la lista de ingredientes que la acompaiia estd cstructurada de acuerdo con su
conformacion grafica y recursos de cohesién léxica. Es cohesiva, pero no
secuencial. Son dos subtextos representativos de dos tipos de estrucuturacion
diferentes. De la misma manera, el grado de representatividad puede ser muy
variado: hay narraciones con mucho componente descriptivo, esttico, y poemas
con alta narratividad.

Lo importante aqui es que 1a naturaleza tan diferente de su estructura es
sentida como tal por el lector normal, pues utiliza unas expectativas estructura-
les distintas segiin se le presente un tipo de texto u otro. Esto estd apoyado por
cstudios como los de Meyer (1975) y Urquhart (1984). También ha sugerido el
trabajo empirico que cito a continuacion. Este consta de varios experimentos en
los cuales, a pesar de que no se utilizé un grupo control, los datos obtenidos
presentaban muchos puntos en comiin con los obtenidos por Urquhart (1984) en
un trabajoparecido utilizando dos tipos de textos, narrativos y descriptivos. Sin
embargo, sobre todo por lo que respecta a la lectura de poemas, se necesitarian
resultados complementarios.

En dos de los experimentos, llevados a cabo con alumnos,' aparecian
resultados congruentes con la hipétesis: en el primero de ellos, desarrollado con
dos grupos, se le presentaban a los sujetos dos textos en inglés que originalmente
mostraban una estructura muy clara de resolucion de problemas (problem-
solving) (cf. Jordan 1984, a propésito de este Lipo de estructuracion). En esta
estructura, la secuencialidad tematic —que se manifiesta en la organizacion
discursiva—es muy fuerte: consta de cuatro partes principales, ordenadas en una
sccuencia —una situacién, un problema, una solucién a ese problema, y una
evaluacién de esa solucién.

El segundo de los textos, una pequeiia narracién, habia sido manipulado
de tal manera que sus pérrafos aparecian en un orden distinto del normal,
quedando la estructura original totalmente alterada. '

Lo sorprendente es que, a pesar de todo, tras ser consultados sobre dénde
situaban las distintas partes de la estructura, los sujetos tendian a situar la
situacién al principio, seguidamente la solucién, y finalmente la conclusion,
tanto en el texto 1 como en el texto 2 (ver tabla 1).
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Tabla 1

Texto 1
Ne@ parrfo 1 2 3 4 5 6
Ne réspucstas |
Situacion 15 0 0 0 0 0
Problema 11 3.0 0 0 0
Solucién 0. 8 5 4 0 0
Evaluacién 0 0 4 6 6 6

Texto 2
Ne parrfo 1 2 3 4 5 6

»m @ e 6 @ @

N® respuestas
Situacién v 14 1 1 1 1 0
Problema 7 10 0 0 0 1
Solucién 0 3 2 12 0 0
Evaluacion 0 0 0 1 3 -6

* *Los nimeros entre parénicsis indican el n® de parrafo previo a la reordenacion

Otro aspeclo curioso €s que, en una prueba de 5 preguntas de compren-
si6n con tres respucstas posibles a leegir para cada una, ¢l grupo del texto 1 se
mostré mas uniforme en sus respucstas, mostrando una mejor comprension que
¢l grupo del texto 2. Es importante recalcar aqui que se explicaron convenicn-
temente todas las palabras y expresiones que no comprendian (ver gréfico 1).
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Concluyendo: apesar de que lacomprension quedé bastante deterioradacn
el grupo 2, las expectlativas estructurales cran muy claras, por lo que el lexto [ue
interpretado de acuerdo a éstas, aun cuando el orden natural habia sido alterado.

En ouro cxperimento, también con otros dos grupos de¢ aluminos,? s¢
presentaron dos poemas con su estructura completamente alterada, pues las
estrofas habian sidocambiadasde lugar. Las ordenacionesoriginales propucstas
por los alumnos son las que aparccen en la tabla 1. Sélo hubo coincidencias en
1as siguentes ordenaciones: poema 1, 8 respuestas para el orden BACD; pocma
2,cuatrorespuestas paraclorden BDECFA. Ningunadelas dos cralaordenacion
original. En el resto de los casos, las propucstas cran unicas (ver tabla 2).

La conclusién que s¢ desprende de estos resultados es que es muy dificil
imponer un crilerio de tipo sccuencial claro cn textos que, como los pocmas,
basan m4s su estructura €n Otros recursos.
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Tabla 2 .

Poema 1. Orden correcto: CAD B Poema2. CBFAED

Respuestas N Respuestas Ne
1° Preescolar 12 Preescolar
BACD 2 BDECFA 1
CBAD 1 ACBEFD 1
CADB 1 DEBCFA 1
BCAD 1 AEBDCF 1
CABD 1 " AFEBDC 1
ACBD 1 EBDADF 1
BECDFA 1
22 Humanas 2° Humanas
BACD 6 BDECFA 3
ADCB 1 BCFEDA 1
BCAD 1 BFCDEA 1
CABD 1 BCFDEA 1
FBCDEA 1
CFBDEA 1
CEDFBA 1
BEDCFA 1
BCDFEA 1

La peculiar estructura de la poesia ya ha sido comentada ampliamente cn
la literatura disponible. Asi, por ejemplo, si seguimos a Levin, “uno de los
atributos de la poesia . . . consiste en la especial unidad de su estructura™ (1983:
21-22). Respecto a esta estructura, Levin nos dird:

Nuestro anilisis . . . pone de relieve la existencia de unas estructuras que
son peculiares al lenguaje de 1a poesia y que ejercen una funcion unificadora
sobre €l texto en que aparecen, . . . a las que hemos dado el nombre de
aparcamicntos (couplings).

Esta nocién, siguendo con Levin, “es 4til para explicar una experiencia
comin: el hecho de que la poesia mucstre una caracteristica tendencia a la
pcrmancncia en la mente humana”. Esta observacion ¢s de una importancia
fundamecntal para nucstra considcracién de cémo scllevaa cabo ¢l proccsamicn-
to dc este tipo de texto.
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2. El procesamiento textual

Existen en la actualidad distintos modelos del proceso de lectura, como
los de Goodman (1975, 1988), Rumelhart (1977), Stanovich (1980), etc.,
incluso formulaciones para la descripcién y comparacion de estos modelos de
lectura (cf. de Beaugrande, 1981). Teniendo en cuenta esta circunstancia, mi
intencién aqui no es establecer un nuevo modelo, sina resaltar el papel que el
funcionamicnto de la memoria puede tener en el proceso lector. Para acercamos
al problema del procesamiento textual desde un punto de vista psicolégico,
comenzaré con una propuesta explicativa de Kintsch y Van Dijk (1978). Esltos
autores partirdn de la distincion entre macroestructura 'y microestructura (Van
Dijk 1978), siendo la primera larepresentacién semantica global y la segunda el
conjunto de relaciones interfrasticas a nivel superficial. El paso de la segunda a
la primera se lleva a cabo por medio de unas macrorreglas de supresion
(deletion), generalizacion (generalization)y (re)construccion ((re)construction)
(Van Dijk 1977, 1985). El proceso psicoldgico sugerido es el siguiente:

Lasproposiciones del texto son abstraidas amedida que se procesan, pero
s6lo unas cuantas pueden ser almacenadas en un retén (buffer) de memoria de
capacidad limitada. Por eso, el retén se llena de varias proposicioncs en cada
ciclo, de las cuales sdlo se seleccionan algunas, para conectarlas con las que
entren en el ciclo siguiente. De esta manera, las proposiciones se van uniendo,
encadenandose por medio de recursos de cohesién y cohercncia, y al mismo
tiempo abstrayendo lo esencial. El proceso es lineal, pero el resultado recoge la
macro-estructura textual. Es esta naturaleza psicolégica, subjetiva, del procesa
de lectura lo que lleva a Van Dijk a decir que

(...) we should not simply say that a text ‘has’ a macrostructure, but that such
a structure is assigned to the text by a writer orreader. In this sense, . . . themes
or topics are cognitive units. They represent how the text is undersiood . . . and
how relevancies are stored in memory. (1985: 76).

Van Dijk continiaexplicindonos cémo las distintas representaciones del
mundo en lamemoriadel sujeto condicionan este proceso. Pero también dard im-
portancia a factores exlrasubjetivos, textuales, los cuales interpretara el sujeto
por medio de macroestrategias. Hablando del lenguaje periodistico nos dir4:

(...) readers use expedient macrostrategies for the derivation of topics from a
text. Fornews discourse, these strategieshave important textual devices tohelp
build the thematic structure. (Van Dijk 1985: 77).

Todo esto hace clara alusién a los dos tipos de conocimiento que, dentro
de la teoria de los esquemas, se podrian separar en esquemas de contenido y
esquemas formales. Por un lado las representaciones de tipo conceptual, y por
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otro las representaciones de tipo formal (las expectativas estructurales), operan
sobre el procesamiento textual. ‘

A la luz de la ciencia psicoldgica actual, serd conveniente ver en qué
términos se puede explicar todo esto, y ver qué conclusiones se pueden
desprender. Para ello, me referiré en primer lugar a distintas facetas del
funcionamiento de 1a memoria humana.

.3. El funcionamiento de Ia memoria durante la lectura.

Las teorias més actuales de la memoria parten dc la divisién de esta en
distintos modelos de almacenamiento. Atkinson y Shiffrin (1968) distingufan en
su funcionamiento las caracteristicas formales, estructurales, por unaparte; y los
procesos de control por otra. Este funcionamiento se manifiesta en tres tipos
distintos de almacenamiento: sensorial, a corto plazo, y a largo plazo (cf.
Sebastidn 1983).

A pesar de que esta concepcién tedrica en su modelo inicial ha sido
criticada, el planteamiento original sigue estando vigente, aunque con variacio-
nes y reformulaciones, por lo que lo utilizaremos como.guia en esta exposicién.

3.1 El almacenamiento a corto plazo.

El primer estadio consiste en el almacenamiento sensorial, momento en
el que 1a imagen visual o auditiva queda recogida y conformada durantc unos
instantes (fracciones de segundo) para posteriormente ser incorporada sclectiva-
mente al almacenamiento a corto plazo. Dado que desde el punto de vista
lingiiistico esta primera etapa carece de interés, pasaremos directamente a la
siguiente.

El almacenamiento a corto plazo (short-term memory) se manificsta
como trasceridentalmente importante en el procesamiento textual. Este es ¢l
retén temporal del cual hablaban Kintsch y Van Dijk en su explicaci6n del pro-
cesamicnto textual. Atkinson y Shiffrin (1968) concibieron su codificacién
como exclusivamente auditivo-verbal-lingiiistica, pero estd ampliamente deo-
mostrado que también queda codificada en este almacén informacién de tipo
visual (Brooks 1968; Posner y Keele 1967; Phillips y Baddcley ]971 Shepard
y Metzler 1971; etc.).

Esto es muy importante, pues permite la integracién y pucsta en relacion
de sistemas dc signos diferentes, posibilitando un procesamiento en €l que la
contornualizacién textual juegue un papel importante.

El almaccnamiento a corto plazo tiene unas caracteristicas peculiares: ¢s
un almacenamiento limitado y temporal, en el cual parece que lainformacién se
almaccna agrupada en bloques (como demostré Miller, 1956), de aqui la
importancia de los elementos cohesivos en el nivel superficial textual para una
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agrupacion y abstraccién adecuada de las proposiciones que se van procesando.
Se le han atribuido otras propicdades, pero muchas de cllas han sido sometidas
a discusion. )

El énfasis del modelo original en una concepcidn estitica ha dado paso
a un replanteamicnto como memoria de funcionamiento (working memory)
(Baddeley y Hitch 1983), solucién que le da un papel mas dindmico a este tipo
de almacenamiento. En esta nueva concepcion, el sistema es mas flexible, y cl
procesamiento y almacenamiento son dificiles de dis tinguir.

También tenemos algunos aspeclos de interés para el tema que nos ocupa
en esie nuevo modelo. En particular, el hecho de que se haya descubierto un
subsistema separado para el procesamiento visual (Brooks 1967, 1968; Badde-
ley etal. 1974; Kroll et al. 1970) hace que tengamos en cuenta que en la lectura
el factor visual es muy importante como integrador de signos concepluales y
signos contornuales. Por el contrario, la vinculacién de lenguaje hablado—no
escrit—con imagenes seguiria un proceso diferente, pues se utilizarian dos sub-
sistemas distintos a la vez.

Este modeclo permite explicar algunos aspectos concretos. Cuando se
interpolan actividades, s6lo se dara el reemplazamiento de unos elementos por
otros cuando se clasifiquen en una mismacategoria, 1o que no siempre es asi. Esto
explica por qué hay partes y elementos de un texto que se recuerdan mejor que
olros, independicntemente de si vienen antes o después. Su recuperabilidad
depende de cémolos hayamoscategorizado y de laimportancia que les hayamos
dado.

EnBaddcley y Hitch (1983: 525), estos autores nos ofrecen un intento de
explicacién de cémo se da el proceso de lectura en el nifio. Partiendo de una
divisién de la memoria en funcionamiento en tres partes —el sistema central, el
lazo articulatorio o “retén fonémico”, y 1a agenda viso-espacial—, planiean la
posibilidad de que los grafemas se asocien a los sonidos correspondientes,
pudiendo aprovechar asi el lazo articulatorio (registro sonoro) y no sélo la
agenda viso-espacial (registro visual). Este es un proceso que se da claramente
en los lectores adultos, y que explica que el conocimiento de la pronunc;acnén
ayude al procesamiento textual.

3.2. El procesamiento a largo plazo.
El tercer tipo de almacenamiento, el de la memoria a largo plazo (long-

term memory), queda constituido por toda la informacién que se incorpora de
manera permanente. Aunque en un primer momento la manera en que esta

informaci6n se organizaba estaba considerada como un proceso pasivo (Tulving'

1966), dltimamente se ha reconocido la importancia de esta organizacion para
una recuperacion adecuada de los contenidos.
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Hasta que Tulving no hizo la distincién, en 1979, entre memoria episo-
dica y memoria semdntica, los estudios sobre este tipo de almacenamiento sélo
hacian alusién al primero de los dos subtipos citados. Esta memoria episédica
estaria ligada al momento concreto en el que se adquirieron-los contenidos
correspondientes y a las propias experiencias del sujeto. Por el contrario, la
memoria semantica comprenderia conocimientos no ligados a ningin momento
ni circunstancia concreta. Estas diferencias deberian repercutir en el modo de
almacenamiento y recuperaci6n de la informacién correspondiente.

Losestudios sobre lamemoria episGdica se han basado esencialmente cn
analizar los procesos de conocimiento y recuerdo (cf. Mandler 1981, por
ejemplo) y el mecanismo de recuperacién de la informacidn. Dado que este tipo
de memoria vincula al individuo con la experiencia del mundo exterior, es
previsible pensar que existe un mecanismo que posibilite la transferencia de
informaci6n hacia la memoria semdnticas, para su incorporacién en las estruc-
turas superiores de conocimiento. :

Por lo que respecta a la memoria scmanhca que organiza nuestro cono-
cimiento del mundo, habri que decir que se han propuesto dos tipos principales
de modelos. Por un lado tenemos los modelos de redes, y por otro los modelos
de rasgos.

La primera persona que sugirié un modelo de red fue Quillian (1968),
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Lo mas interesante de este modelo desde el punto de vista psicol6gico es
el hecho de que la recuperabilidad de los distintos conceplos dependera de su
situacién cn la red y del ndmero de nodos que deba recorrer el proceso de
bisqueda. De acuerdo con eslo, se tardard mds tiempo en procesar las propieda-
des mas generales que las especificas, puesto que aquéllas se almacenan en el
término supraordenado. Wilkins (1971) demosiré que esto no €s siempre asi,
pues existen otros factores que deben ser tenidos en cuema, comola frecuencia’
de uso de los distintos témminos.

Rips, Shoben y Smith (1973) también obtuvieron datos que se contrade-
cian con los de Quillian. Por esto es por lo que propusieron un nuevo modelo de
memoria seméntica, basada en conjuntos de rasgos y no en redes. En este
modelo, los conceptos son almacenados como agrupaciones de rasgos, loscuales
pucden ser de dos Lipos, definitorios y caracteristicos. Los definitorios incluyen
el concepto dentro de una categoria superior, mientras que los caracteristicos lo
destacan frente a otros conceptos perienccientes a la misma categoria,

Un modelo que también ha sido motivo de criticas. Por un lado, se hace
dificil determinar los rasgos definitorios, e incluso si estos son posibles (Collins
y Loftus 1975). Asismismo, de acuerdo con la capacidad humana de formar
bloques (chunks) con los conceptos, la representacién en forma de rasgos
motivaria unarecuperacién mas lenta cuando existe m4s informacién almacena-
da, lo que claramente no s asi.

adelantdndose a la distincién terminolégica de Tulving entre los dos tipos de
almacenamicnto a largo plazo. En un modelo de red los conceptos estdn organi-
zados jerdrquicamente, y un concepto se puede representar como un nodo (node)
‘ il en una red mis amplia. La relacién entre conceptos subordinados y superordi-
i nados puede ser directa, o bien mediada a través de otros conceptos de la red.

En cualquier caso, un defecto criticable en ambos modelos serfa el con-
siderar las categorias como entidades discretas, ficilmente delimitables, cuando
sabemos que cn el mundo real hay ejemplos més claros de una catcgoria y 1
ejemplos menos claros. La pertenencia a una categoria es algo gradual, y los H
limites de la categoria no estan claramente definidos, sino que son borrosos. I
Rosch (1973,1975,1977,1978) nos expone el problema y establece laexistencia
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bastante m4s sofisticacién que ¢l original de Quillian: Collins y Loftus (1975)
presentan una propuesta con un diccionario separado delared conceptual..en esta
red, 10s nexos se organizan segiin el grado de relacién o conexién seméntica. Los
conceptos se ponen en relacién por medio de sus propiedades comunes, por lo
que cuantas mas compartan més relacionados estaran.

Eltexto es unapequeiia estructura de conocimientoque, aunquelimitada, '

también reproduce este tipo de estructuracién reflejada en los modelos. Por esto
es por lo que se han desarrollado modclos de redes mds 0 menos ortodoxos que
pucdan dar cuenta de las relaciones intratextuales, de la misma manera que
ocurre con las estructuras de conocimiento. Asi, tcnemos modelos como el de
Schanketal. (1973), Simmons (1972), de Beaugrande (1980), etc., los cualeshan
sido utilizados, principalmente, en estudios de lingiiistica computacional.

No s6lo se ha intentado ver la misma estructura de la organizacién del
conocimiento en los textos. Los estudios sobre la activacién de estructuras de
conocimiento al procesar lenguaje natural han puesto en evidenciala existencia
de distintos tipos de estas estructuras en el almacenamiento alargo plazo. Segin
las propuestas existentes, el conocimiento no se organiza de una manera tinica,
sino que existe una variedad de organizaciones que posibilita el procesamicnto
de distintos tipos de informacién que se dan simultineamente. Esto es la teoria
de los esquemas (schemata theory).

Minsky (1975, 1977) nos habla de representaciones del conocimiento
que él llama marcos (frames). Estos adoptan 1a forma de redes donde aparecen
unos determinados “casilleros” que pucden adoptar distintos valores. En escn-
cia, describen objetos y acciones prototipicas.

Schanky Abelson (1977a,1977b) reformulanlos escenarios (. scenarios)e
los marcos que represcntaban accioneszen términos de guiones ( scripts). Estos
describen acontccimientos rutinarios simples, y en su representacion existen
casilleros para roles, propiedades y acciones. El uso de guiones en el procesa-
micnto textual fue estudiado con ordenadores, dando resultados interesantes.

El término “cscenario” es usado con posterioridad por Sanford y Garrod
(1981) que ven a éste como un marco o situacién a partir del cual pueden ser
activados determinados rolcs y acciones.

‘ En nucstra memoria seméntica también aparecen organizadas de alguna
"manera nuestras cxpectativas sobre objetivos (goals) y planes ( plans). Estas
expectativas también pueden ser activadas al procesar discurso. Se ha llegado
incluso a formalizar historias en cstos términos (cf. Lehnert 1981).
Finalmente, es intercsante hacer notar que no sélo disponemos de con-
figuracioncs del conocimicnto de tipo conceptual, que sélo ayudan a interpretar
el contenido textual. También disponemos de informacién almacenada de tipo
formal,que nos ayuda aactivar cxpectativas sobre lo que habremos de ecncontrar
cn ¢l texto y sobre cémo estard distribuido.

o
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Esto reflcja la distincién ya citada entre esquemas de contenido y
csquemas fqnnalcs. Enestesentido, las “gramaticasde historias” (cf. Thorndyke
1977, por ¢jemplo) constituyen un cjemplo de este tipo de informacion.

3.4. Informacion multicodigo.

Un dltimo aspecto de interés es el hecho de que la informacién almace-
nada no es solamente informacién de tipo verbal o proposicional, sino que
también puede coexistir con informacién de tipo visual . En este sentido, hay
varias hipétesis: la hipétesis de codificacién dual (Paivio 1971), la hipGiesis
radical de capacidad para formar imigenes mentales (Shepard y Cooper 1982;
Kosslyn 1981), la hip6tesis conceptual-proposicional (Pylyshyn 1983), etc. En
esencia son dos actitudes encontradas: frente a los que proponen la coexistencia
de ambos c6digos, existen quienes propugnan un cédigo inico que represente a
ambos.

' La posibilidad de un cédigo dual abre la puerta a una propuesta de
“h}penexlo cognilivo”. Eltérmino “hipertexto”esta deliberadamente tomado de
la mf_orméLica, Yy, apesar de su falta de una definicién precisa, podria decirse que
consiste en un texto “global”, con capacidad ilimitada, donde se pueden poner
enrelacién los elementos méslejanos, y donde todo tipo de informacién, en todos
los formatos imaginables, coexiste. Imaginémonos un gigantesco fichero donde
hay almacenados documentos, frases. sueltas, experiencias, imdgenes, eic., y
“?d? tipo de informacién procesable. Esta informacién aparece relacionada de
distintas maneras, de acuerdo a la experiencia personal del individuo. En esta
concepeién quedarian integradas conjuntamente la memoria episédica y la
memoria semantica. De acuerdo con esto, la coexistencia de dos cédigos, el
coplomual y el conceptual, en un mismo texto, es procesable e integrable en el
“hipertexto cognitivo” del lector. De la misma manera, 1a existencia de elemen-
tos del texto en el “hipertexto” hace que éstos sean puestos en relacién con
nucvos clementos que ayuden a dar sentido al texto, posibilitando inferencias
que permitan comprenderlo. En esencia, éste es el proceso “Top-pown / BoTTOM
upP” que sc da al activar los esquemas de conocimiento (cf. Brown y Yule 1983:
2_34). Esta concepci6n también permitiria darle una importancia al contexto
situacional del lector en el proceso de lectura. :

4. Conclusiones.

' Todo este repaso de las distintas teorias sobre la organizacién del cono-
cimiento en relacién con el proceso lector no ha tenido otro objeto que el de
resaltar dos aspectos. En primer lugar, la importancia de laconiextualizacién en
su sentido mas amplio. Un texto escrito no es simplemente lenguaje impreso,
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sino también el medio y las circunstancias en las que se manifiesta, asicomolos
distintos c6digos que lo acompafian (que son interpretados conjuntamente por la
memoria, segiin los modelos expuestos). Elalumno procesa todo esto y lointegra
en sus estructuras de conocimiento. De aqui 1a importancia de huir de la artifi-
cialidad impuesta por el entorno de la clase extranjera y la artificialidad que
impone un texto no auténtico, donde muchas veces no se respeta la posibilidad
de disponer de un cédigo miiltiple. ’

El segundo punto al que me referiré es la distincion, mencionada en la
primera seccién, entre ladimensién sintagmatica y la dimension paradigmatica.
Ambas dimensiones reflejan dos procesos diferentes y complementarios que se
dan al leer el texto, recogidos en los modelos de memoria comentados. Por un
lado, el procesamiento sintagmdtico, que va recogiendo linealmente el texto
implicado, y por otro lado el procesamiento paradigmatico, que va contrastando
lo recogido en el almacenamiento a corto plazo con las organizaciones superio-
res existentes en el almacenamiento a largo plazo. La importancia de uno u otro
tipo de procesamiento en la lectura de los distintos tipos de textos a los que me
he referido est4 por demostrar, pero quiz4 ahi radique la clave del modo tan
diferente con que el lector aborda unos y otros textos.

NOTAS

1 De estos dos experimentos, el primero de ellos, con materiales en prosa, fue
exhaustivamente descrito en Inchaurralde y Rodriguez-Maimén 1987. También se hace
una descripcién ripida del experimento en Inchaurralde y Rodriguez-Maimén 1989.

2 Elsegundo experimento, con materiales en verso (poemas), aparece descrito
en Inchaurralde y Rodriguez-Maimén 1989.
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LA ESTRUCTURA INFORMATIVA
EN LA DOBLE CODIFICACION DEL LENGUAJE PU-
BLICITARIO

M? Nieves GUALLAR ABADIA
Universidad de Zaragoza

De entre los sistemas de comunicacién al alcance del hombre 1a publicidad es,
sin duda, aquél que se caracteriza por tener una mayor proyeccion y dinamismo
asi como por una mds variada gama de posibilidades de aplicacién. El poder de
la publicidad, hoy por hoy, es un hecho evidente. De aqui que el lenguaje
publicitario se haya convertido en sugestivo objeto de reflexién para especialis-
tas de muy diversos campos: psic6logos, sociélogos y, sobre todo, lingiiistas,
quienes, siendo los promotores y conductores de este interés interdisciplinar, han
enriquecido el estudio del fenémeno publicitario con sus aportaciones.
Elobjetivo del presente estudio es contribuir al desentrafiamiento de este
lenguaje tan simple en forma como complejo en contenido; lenguaje donde se
entremezclan cédigos y codificaciones, donde lo verbal y 1o visual se unen para
formar un todo indisoluble. Es por ello por lo que nuestro analisis va a centrarse
en ambos elementos. Para llevarlo a cabo nos hemos basado en un corpus de
textos publicitarios extraidos de revistas de divulgacién (semanales y mensua-
les) tanto espafiolas como inglesas publicadas a partir de agosto de 1987 hasta
el momento presente (septiembre 1989). Tras una primera reflexién general
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sobre el fenémeno publicitario con el fin de acercar al lector a la complejidad y
riqueza del tema de nuestro articulo, pasaremos a analizar, m4is concretamente,
las estrategias visuales y verbales de las que se sirve el publicista para granjearse
el beneplacito del receptor y ver asi culminada su meta inicial: el consumo del
producto.

En la eleccién de colores, formas, encuadres, asi como en aquélla de
vocablos y frases, €l publicista no deja nada al azar. Mediante el hébil empleo de
técnicas visualcs puede enriquecer laimégenpuiblicade su articulo; técnicasque
permiten desprender del mensaje y, por consiguiente, del producto en si un
mundo de contenidos subyacentes que se escapan a simple vista y que no
obstante van a condicionar de forma detcrminante su éxito en el mercado. Lo
mismo ocurre en lo referente al componente escrito. Cualquier eslogan publici-
tario, por simple que éste sea, es el resultado de la aplicacién de un cimulo de
estrategias que recorren desde la estructuracion gramatical hasta la seleccion de
vocablos o el nimero de los mismos. v

A la hora de analizar el texto publicitario en inglés-espafiol nos ha
parccido conveniente realizar nuestro anélisis no desde una perspectiva pura-
mente gramatical, que correria el riesgo de reducir el texto publicitario a un
listado de tiempos verbales, predicaciones y estructuras inconexas, sino desde
una perspectivafuncional centradaen el contenido, en laestructura informativa
de los textos y capaz de dar cuenta del “dinamismo comunicativo” de los
elementosque los conforman. Es ésta una visién introducida por primera vez por
lingiiistas de laEscuela de Praga, y continuada posteriormente por Halliday yco-
laboradores. De acuerdo con esta vision, toda lengua posee diferentcs maneras
dc organizar el mismo mensaje, de comunicar el mismo contenido proposicio-
nal. Lo que cl hablante hace a la hora de emitir un mensaje es elegir entre las
opciones que su lengua le ofrece aquélla que més se adeciia al contenido que
desca expresar. Asi, no s6lo es significativo el qué se dice sino también el cémo

sc dice, puesto que la forma en la cual el mensaje es expresado posee un
significado propio, més sutil si se quiere, que revierte y contribuye a complctar
el propio contenido proposicional dc dicho mensaje. Si bicn esta visién del
lenguaje en términos de estructura informativa se ha venido aplicando tradicio-

. nalmente sobre el componente verbal de forma exclusiva, nos ha parccido
convenicnie y enriquecedor extenderlay emplearla como base deandlisis sobre
el otro importanic componente del mensaje publicitario: el visual.

Una vez marcados los objetivos, pascmos pues a ver qué se esconde tras
esa puerta tan accesible a primera vista como, a la vez, dificil de atravesar,
constituida por ¢l anuncio publicitario.

Sihayalginrasgoquedclineal lenguaje publicitario independientemen-
te de la lengua cn la que sc emita, éstc cs, sin duda, su caracter unidireccional;
oS Cncontramos antc un emisor quc transmitc cicrta informacion a un receptor
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anénimo a quicn no se le da la oportunidad de responder, replicar o rebatir
argumentos. Todo encuentro interpersonal lleva implicita una oportunidad de
com un{cz_lcién quc se materializard o no, exclusivamente, si ésaesla voluniad de
los parucipantes. En el lenguaje publicitario,donde emisor y receptor mantienen
una relacion asimétrica, 1a posibilidad se ha de transformar en un hechoreal: en
comunicacion efectiva. ‘

. El emisor publicitario es un comunicador que .actiia movido por un
objetivo esencialmente practico, vender.un producto, y un claro prop6sito
persuadir: ,

El publicitario. . . trabaja pensando: “Este es mi pensamiento,usted debe
aceptarlo y actuar de acuerdo con lo que le pido™, si éste hecho no se produce,
la publicidad no sirve porque su mévil es HACER TOMAR ACTITUDES.
(Lorente 1987: 54)

_ Esenlacomunicacién publicitaria donde el “poder persuasivo™ del len-
guaje sepone de manifiesto m4s claramente; donde la capacidad de un enunciado
0 imagen para provocar en elreceptor un determinado comportamiento se hace
mas gvxdcme. Nos enfrentamos, de este modo,con un emisor que hace de la
manipulacién del receptor una eficaz arma de trabajo; manipulacién que hemos
de entender en la doble acepcidn del término, a saber:

1) Manipulacién como empleo y transformacién de una materia prima,
palabras e imigenes en este caso, en un determinado producto final, el
anuncio publicitario.

2) Manipulacién como control soterrado de los deseos y aspiraciones del
piiblico receptor, como manejo de imigenes y locuciones para la
c’onsccucién de lo que en pragmética se denomina “el efecto perlocu-
tuvo”.

. El propagandista se propone convencer y conmover', y para ello opera
directamente sobre los sentimientos del receptor; mds que crear emociones lo
que h@ce esestimular o evocar aquellas yaexistentes en su auditorio y que mejor
encajan en sus planes. Es “el mago de la sugestion™; juega con las frustraciones,
deseos y carencias de su publico, y si éstos no existen los creara para dar
coherencia a su propuesta, para que su producto se revele como la esperada
panacea capaz de dar satisfaccién; de aqui la importancia de que el publicisia
conozca lomis perfectamente posible a su piblico; porque, aunque no pueda dar
gustoalatotalidad del mismo, sabe bien que elimpacto de su mensaje dependera
del uso que haga de las creencias y deseos colectivos, de c6mo maneje los
resortes que mueven y motivan a su auditorio.

) People respond to-persuasion that promises to help them in some way by
satisfying a want orneed. That’s why the persuader must think in terms of the
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persuadee s needs as well as his or her own. . Persuasion is a reciprocal
process in which both parts are dependent upon one another. . . . Communica-
tion effects are the greatest where the message is in the line wn.h the existing
opinions,beliefs and dispositions of the receivers.

(Jowett y O'Donell 1986: 24-5,116)

En publicidad, el emisor se sirve de canales artificiales que actian de in-
termediarios entre 1 y el receptor. Esta artificialidad es otro condicionamiento
importante ya que la inexistencia de contacto personal y la seguridad de no tener
réplica inmediata permiten al emisor actuar de una forma agresiva en un intento
de dirigir el comportamiento del receptor en una determinadadirecciny, lo que
es mds importante, sin que éste dltimo se sienta ni ofendido ni manipulado.
Radio, TV, revistas... cadamedio lleva implicito, por la cantidad de sentidos que
participan,un mayor o menor grado de penetracién. Cuantos mds sentidos
intervienen y m4s intensamente operan,més posibilidades tiene el mensaje de
llegar a 1a mente del auditorio. Cada medio supone asi una plataforma acondi-
cionada con elementos y accesorios diferentes; la clave est4 en saber extraer al
maximo la calidad de percepcién, los recursos de cada uno de ellos.

En la comunicacién persuasiva y por tanto en la publicidad, que es
persuasién porexcelencia, intervienen elementos pertenecicntes a muy diversos
c6digos: 1o visual, lo sonoro, se articulan junto al mensaje linguistico y contri-
buycn de forma diferente al sentido del mismo. Dos son los cédigos predominan-
tes en el anuncio publicitario (inglés-espafiol), el verbal y el visual.

En todo anuncio el entramado visual ha dec ser di4fano, preciso, y lo
mismo ocurre con el entramado literario: pocas palabras pero cuidadosamente
escogidas, porque un anuncio debe ser un “lclegrama visual”, unaauténtica pro-
vocacién basada cn conseguir y encontrar la méxima concenLracwn posible en
imégenes y palabras.

(Cémo captar laatencién de unlector? Conunencabezamiento o cslogan
que se ajuste a la personalidad piblica de la marca, que hable de sus beneficios
y ayudearetencrlaen la mente; con unaimdgen nueva,insélitao incluso graciosa
que, Icjos de molestar al receptor, le agrade. La adecuacién de imagen y texto a
la marca y peculiaridades de! producto es esencial para la consecucién del
proposito de todo publicista: vender.

La publicidad forma parte del producto,”es el producto” ; paraobtenercl

éxito cs necesario una bucna personalidad pablica: que encaje con la formade
pensar, sentir y actuar del tipo de piblico al que el producto va destinado®.

En lincas generales, toda oferta de venta que es lanzada al mercado escl
resultado de lasintesis de dos factores: utilidady deseo. Cadaproductocscreado
bicn para desarrollar una determinada actividad o finalidad préctica, bien para

|
|
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colmar una aspiracién o desco del auditorio receptor, o bicn para ambos fincs;
lo normal es que uno de estos dos factores predomine sobre el otro. Laexistencia
de ambos clementos y el tanto por ciento cn que €sLos aparecen no ¢s solo una
caracteristica del producto, sino que ademas transciende a la forma en que dicho
producto es presentado y, por consiguiente, al iexto ¢ imagen publicitarios. Asi,
cuanto mayor sea el predominio del factor “utilidad”, mayor profusion textual
se empleara a la hora de anunciarlo; mientras que cuanto mayor sea el predomi-
nio del factor “deseo”, la comercializacion del producté se realizard mediante
textos mds breves.

El mejor ejemplo para ilustrar este segundo caso lo constituyen los
anunciosde productoscomocolonias y licores. Lareduccién del texto esextrema
y larazén de ello es clara: en el momento de comprar una colonia o un licor, el
consumidor no toma una decisién transcendente; sabe que si el aroma o el sabor
no le gusta puede tirar la botella y cambiar de marca la préxima vez, de ahi la
importancia de rodear al producto de una imagen atrayente por si misma; una
imagenque evoque e incorpore no sélo los caracteres del producto, sino también
los de un entormo, un mundo real o no pero lo suficientemente atractivo.para la
asegurar la fidelidad del consumidor al producto.

The task of the advertiser is to favourably dispose viewers to his product,

hismeans, by and large, to show asparkling version of that productin the context .

of glamourous events. The implication is that if you buy the one, you are on the
way to realizing the othereand you should want to.
(Goffman 1979:26)

Dado el predominio delaimagen eneste tipo de anuncios, nos haparecido
interesante en primer lugar analizar qué resortes, qué estrategias son las que

utiliza el propagandista para controlar el potencial de ese lenguaje visual ; hasia .

qué punto faclores como espacio, color, luz, forma, se combinan y funcionan
como engranajes conformando lo que podriamos denominar una nuevaretdrica
visual. Es en los anuncios de estos dos productos donde la capacidad provoca-
dora y el poder atrayente del mensaje publicitario se dejan en manos de la
imagen; una imagen que condensa en formas lo que el eslogan no dice en
palabras. Asi, el anuncio estdndar de esta clase de productos viene a seguir el

siguiente esquema: en un primer plano aparece una figura con los caracteres que

el propagandista pretende asociar al producto: una mujer elegante y sensual, un
hombre musculoso; también es frecuente el empleo de iméagenes seriadas
evocando ambientes selectos, informales, deportivos segun sea laideaa predicar
del articulo.

Estas figuras aparecen ocupando lo que he denominado una “posicion
tematica”. Nos hemos permitido aqui adoptar términos como tema/rema que

normalmente se emplean al hablar de la estructura informativa del lenguaje, en.
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cuyo dmbito se define “tema” como aquel elemento/s sobre el cual gira ¢l
mensaje y que, generalmente, tiende a ocupar posiciones iniciales. “The theme
isthe starting point ofan utterance . ..whatisthematised in asentenceis,insome
sense,what the sentence is about” (Brown y Yule 1984: 126, 132). En ¢l campo
delmensaje visual el concepto de temano se ajusta totalmente adicha definicién
y laraz6n es obvia: el lenguaje escrito se rige por un claro principio de linealidad
que no es extrapolable al plano visual. Ante un estimulo visual, la mirada del
espectador no se mueve de izquierda a derecha sino que tiende a dirigirsc al
centro para ampliar posteriormente, y casi de forma instantdnea, su radio de
captacion; tiende a concentrarse en el objeto que por su situacién, tamafio y
forma llama mé4s la atencién y que, generalmente, coincide con aquél colocado
en una posicién central dominante. Este objeto rodeado de sus caracteristicas
propias es el que se erige visualmente como elemento temdtico. Complementan-
do dicha figuracentral, esmuy frecuente lareprescntacion del logotipo asociado
a la marca que, normalmente, se sitda en una posicién remdtica o secundaria;
marca / logotipo que, ya empleada como tema 0 como rema visual, es siempre
de alguna forma “focalizada”, realzada, mcdiante el contraste de colorcs, el
juego tonal o el empleo de una rotulacién especial y caracteristica con el fin de
quc la asociacién “marca-producto-personalidad piblica del producto” (Fig. 1,
2).

Mencién especial merece el uso del color y forma, clementos que operan
de manera diferente segin el carécter del auditorio-receptor del mensaje. En
anuncios dc perfumes femeninos es comun la aparicién de figuras humanas,
gencralmente mujeres, sobre fondos que armonizan en color con los colores y
formas de la marca, del producto y que incluso se asocia con su aroma:
tonalidades rosas, amarillas dominan los fondos de anuncios de colonias
florales; cl verde o el azul son muy empleados cn colonias deportivas mientras
que el negro, rojo y ocre tienden a predominar en los perfumes. Es frecuente,
también, el uso de punteados y difuminados dando una sensacién de ligereza,
suavidad y frcscura; recursos estos que, en cambio, no aparecen en anuncios
dirigidos al piiblico masculino caractcrizados por ¢l empleo de colores fuertes,
yacélidos o frios, pero siempre puros, nitidos, sin velados. Estos son factores que
contribuyen a crear una sensacion de f[uerza, precisamente la idea que el
publicista pretende predicar e imprimir a su ofcrta de venta.

Un contraste similar se puede obscrvar en la seleccién de marcos, de
encuadres:en anuncios de colonias de caballcro, el producto y su envoltorio son

frecucntemente tematizados y focalizados visualmente no s6lo mediante un

contrastc tonal, sino también a través del empleo dc encuadres rectos, cuadrados
o triangulares; los primeros con un claro significado asociado: rectitud, solidez,
como también ocurre con los segundos: accion, tensién, movimicnto. En
perfumes femeninos, sin cmbargo, predomina cl uso de formas y marcos circu-
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lares, ovalados, ondulados . (generalmente asociados con ideas tales como
proteccion, calor, ternura, calidez) acompafiando y evocando de forma arménica
el envoltorio y la presentacién del producto. En ocasiones, es el propio cuerpo
femenino el que actia como marco rodeando al objeto presentado y, por
consiguiente, comunicando una visién del producto como algo delicado, como
un objeto precioso digno de atencién, 1o que Goffman denoming “the femininc
touch™ (Fig. 3,4, 5): “Women more than men are pictured using their fingers and
hands to trace the outlines of an object. This ritualistic touching is to be
distinguished from the utilitarian kind that grasps, manipulaies or holds”
(Goffman 1979:29).

Alaluz de lo anteriormente expuesto podemos afirmar que el publicista
hace uso estratégico de la agudeza y el acento, técnicas visuales que emplea con
un claro propdsito: manejando hibilmente la primera conseguira que la imagen
sea nitida, facilmente inteligible y descodificable o bien difusa creando asi un
ambiente mas calido e intimo; mediante la segunda (acento), realzard aquella
parte de la imagen que desea perpctuar en la mente del recepior.

{Qué ocurre en anuncios de aquellos otros productos en los que cl
elemento objetivo-practico (factor utilidad) domina sobre el elemento subjetivo
(factor deseo)? A modo de ejemplo tomaremos los anuncios dedicados al
mercado del automévil que ¢s, quizas, el mas claro exponente de este tipo de
productos. La persona que compra un coche lo podré hacer, si se quiere, para
culminar unaaspiracion personal o integrarse en el mundo o circulo social al que
se asocia dicho producto, pero por encima de todo lo compra con una finalidad
practica.

Si hojeamos los anuncios de automdviles que aparecen en las revistas
veremos que suelen seguir un esquema similar: en un primer plano, se sitda una
gran fotografia del coche en cuestion que se erige en tema y foco visual
intimamente ligado con cl logotipo de la marca que suele ocupar una posicién
remdtica, pcro que siempre esla presente. Se coloca el coche, por lo general,
sobre fondos claros (blancos, grises especialmente) creando una sensacion de
nitidez, claridad, e incluso de pulcritud, a la vez que consiguiendo un engrande-
cimiento del producto; éste dltimo tiende a adoptar tonalidades puras, fuertes y
calidas (rojo, verde, negro) con el finde hacerel contraste visual mdsimpactante.
No se tiende a usar imigenes auxiliares que puedan distraer la atencién del
consumidor de la figura central haciéndole sombra; de aparecer, ocupardn
posiciones marginales no erigiéndose nunca en foco visual. Especialmente
interesante resulla el empleo preponderante de enmarcamientos cuadrados y
rectangulares asi como el uso de un marco dentro de otro marco con cl
consiguiente efecto focalizador-condensador.

Otro elemento caracteristico que llamala atencién es la gran cantidad de
texto, en términos comparativos, que acompaiia este tipo de anuncios. Podemos
decir que todos ellos parecen seguir una estructura similar: tras un titular mas o
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menos atrayente, con mayor o menor “gancho”y una buena fotografia del
modelo, el lector se encuentra con un extenso subtexto donde se le informa de
los pormenores de la maquina, sus caracteristicas generales y prestacioncs:
motor, potencia, consumo, equipamiento...(Fig.6, 7). ;Por qué ese emplco de
una imagen fuerte y dominante? ;Por qué esta descripcion minuciosa? Porque
el publicista sabe quc ,tras el primer impacto visual,si Ja imagen es lo suficien-
temente atractiva, el lector va a estudiar la oferta detenidamente. Porque, en
resumen, la combinacién del atractivo de la imagen con la precisién y correcta
seleccién de la informacién del mensaje es 1o que va a determinar el €xito final
del publi-propagandista: la compra del producto, culminacién de aquel efecto
perlocutivo que mencionamos anteriormente.

Cabe preguntarse ahora si estas técnicas, estas estrategias que hemos
visto desplegadas en el componente icénico publicitario, son extrapolables al
componente verbal tan importante, a su vez, cnestc tipo de comunicacién. ;Qué
hay tras un eslogan publicitario? ;Existe alguna razon que fundamente la es-
tructuracién gramatical, 1a seleccién de vocablos, en suma, laelaboracién deun
texto publicitario en el momento de la creacién de una campaiia, de un anuncio?

Al analizar un corpus numeroso de anuncios y esloganes publicitarios lo
primero que llama la atencién es el cardcter recurrente, la reiteracién de
determinadasestructuras asi comoel posicionamiento de determinados conteni-
dos en lugares concretos de esas estructuras. La adopcion de estas formas y
contenidos especificos por parte del publicista no es producto de una cleccién
gratuita, sino dc una decisién sabiamente meditada, una eleccion (choicc)
plenamente significativa®. Las paginas siguicntes pretenden dar luz sobre las
causas que fundamentan esa eleccidn significativa del publicista, ahoraa nivel
de texto escrito, no de imagen, mediante el estudio de esloganes publicitarios en
los que dichaelecci6n se materializa. Tomaremos como punto de referenciauna
visién del texto, omejor, de la oracién o eslogan (ya que por lo general el eslogan
suele ser una oracién de dimensiones més bicn breves) no en términos de sujcto,
objeto y predicado sino de unidades de informacién. Ademés de usar fa
dicotomia tema-rema, ya antes aplicada al &mbito visual, definiéndose el rema
en esta ocasién como aquéllo que se predica del tema, haremos referencia a los
siguientes conceptos: '

1) Informacién nueva (new) —aquella que suponemos desconocida por
parte del receptor y que tiende a situarse en posiciones reméticas— e
informacién dada (given), susceptible dc ser obtenida a través del
contexto textual o situacional que envuelve al mensaje. '

2) Elemento focal / elemento no focalizado: aquél elemento mds promi-
nente desde ¢l punto de vista informativo y que normalmente vicne
marcado por un acento nuclear.
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Dos son las estructuras basicas que tienden a emplearse en los eslégancs

publicitarios, a saber:

1) TEMA REMA (Foco)
(MARCA) (FABRICANTE/VALORES,
IDEAS BASICAS APREDICAR
DEL PRODUCTO)

“103 BOBADILLA, Luz en tu copa.”

“1900, hay que moverse”.

“Un.CAMPARI, cae bien”. : :

“LAWSONS, light up your evening with a great scotch”.

“ELNETT, the finest hairspray used by the finest hairdressers”.
“THE NEW ASTRA BELMOT CD. Rather more gear than the ghia”.
“DELIGHT, the pleasure is mine”.

2) TEMA REMA (Foco)
(IMPERATIVO, F. VERBAL, (MARCA)
GRUPO NOMINAL)

“Share the secrets of CARDHU”.

“Obviously... BAUME & MERCIER”.

“Laugh at the passage of time... ANAGENESE .”
“Nothing feels like BACARDI RUM”.

“El tono lo da el negro, FREIXENET”.

“Algo en el aire recuerdaa LOEWE.”

“Deseada como un OASIS”.

“La satisfaccién se llama BX.” .

Tanto en un caso como en otro, la estructura temdtica nos presenta la
eleccién que el emisor ha hecho respecto a los elementos del mensaje; la
estructura informativa y la eleccién del foco, si bien realizada por el mismo
emisor, representa la materializacion de opciones dirigidas al receptor. Estudie-
mos con detenimiento 10s esquemas anteriormente expueslos:

» En ambos casos el foco recae en el rema (end-focus principle). El
publicista reserva asi posiciones finales para los elementos focalizados; su
decisién tiene un fundamento: el foco, por lo general, expresa el punto
informativamente mis importante y que tiende a coincidir con informacién
nueva. En aquellas camparias de introduccién de productos en el mércado se
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observa, tanto en inglés como en espafiol ,una preferencia por colocar la marca
del producto en posicién remético-focal mientras que en aquellas de productos
yaconocidos, dichaposicién se reservaalas ideasy valores que el propagandista
desea asociar con su producto y que contribuiran a dotarlo de una personalidad
piiblica propia. En el primer caso,”la novedad” viene a constituirla el propio
producto ; en el segundo sin embargo, la “novedad” ya no es el producto en
sizconocido de antemano por el receptorasino una cualidad, un beneficio que
sc puede derivar del mismo. Lo que interesa al publicistanocsla transmision de
una informaci6én mas o menos novedosa / original, sino que ¢l receptor retenga
el nombre dc 1a marca y, al menos, uno o dos caracteres relacionados con la
misma de aqui lo similar de los esquemas y cstructuras empleadas. '

» En los esléganes publicitarios apreciamos a su vez c6mo se reservan
posiciones finales aaquellos elementos e ideas que el propagandista quicre que
el receptor recuerde. Para que el mensaje tengaimpactoen lamente del auditorio
ha de estar adecuado con las limitaciones del mismo. El receptor, y el publicista
esconsciente de cllo, recuerda mejor aquélloque oye o lee en dltimo lugar, aquél
elemento que es mas recurrente; de aqui csa tendencia a reservar posicioncs
finales a la marca o a los valores connotados segun sca el objcto perseguido.

« En ocasiones, las posiciones finales vienen a ser ocupadas por las partes
mas complejas del mensaje, predicaciones més elaboradas (end-weight princi-
ple):

“HUBORG, Don’t let the good things of life to pass-by”.

“HEINNEKEN, When you makeagreatbeer you haven’ttomake a great

fuss” v

No obstante este tipo de estructuras no es especialmente frecuente dado
el grado de simplificacién que en forma o contenido suele caracterizar al
lenguaje publicitario.

Las p4ginas precedentes han pretendidorealizar unaaproximaciéndesde
una perspectiva distinta a un fenémeno tan cotidiano como es el mundo
publicitario. Nuestro objetivo ha sido abrir una puerta para ver qué se esconde
entre los bastidores de un fenémeno capaz de revestirse de tan brillante
parafcrnalia,un fenémeno que no es s61o un amasijo informativo de balances de
produccién, sondcos de mercado o estrategias persuasivas.sino que ademas es
creacion, que es en definitiva una forma de arte.

Thercarc alotof greattechnicians in advertising. And, unf ortunately,they
talk the best game. They can tell you that people in an ad. will get you greater
readership. They can tell you that a sentence should be this short or that long...
They can give you fact after factafter fact. They are the scientists of advertising.
But there’s one little rub. Advertising is fundamentally persuasion and persua-
sion happens 10 be not a science but an art‘.
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NOTAS

"1 Laretérica clasica sefialaba la existencia de dos vias retéricas: una intelectual
(fidem facere, convencer), que a su vez se desarrolla a través de dos lineas diferentes,
narratio y argumeniatio, y otra afectiva (animos impelere, conmover). El publicisia ha
de ser consumado maesiro en ambas vias.

2 Lorente 1987:15. Laimportancia de acompafiar al produclo de una adecnada
campaiia es esencial puesto que lodo anuncio representano sSlo un medio, un vehiculo
de acceso directo al objeto de consumo, sino que se convierte, como L. Dobrow sefiala,
en una extensién del propio producto: “A great advertising campaign imparts a special
quality, an intangible but important extra value to the product being advertised. The ads.
become more than effective sales 10ols, they become an extension of the product iisclf.
In fact a great campaign not only sells the product, it sells itself” (L.Dobrow 1984:80).

3 Es en el contexto publicitario donde la nocién de “choice”, propia de la
gramatica sistémica, se manifiesta central. De acuerdo con esta corriente, que da
prioridad a las relaciones sistémicas o paradigmaticas en contraste con la gramadtica
generativa circunscrita al mbito sintagmatico, el hablante de toda lengua lleva a cabo
conlinuamente opciones, elige de entre las posibilidades que sulenguale ofrece aquellos
sistemas que més se adecdan al contenido que desea expresar asi como al contenido
situacional que rodca dicha expresién.

4 Dobrow 1986:20. Dobrow recoge ensu libro este comentario de Bill Bernbach,
quien puede ser considerado el padre del imperio publicitario de Madison Avenue y
fundador de 1a agencia Doyle Dane Bernbach.
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REVISTAS '

Inglesas: Cosmopolitan, She, Woman, Time, Newsweek. o

L Espafiolas: Hola, Diez Minutos, Especial Dominical de los Diarios: Heraldo de
' Aragon, ABC, El Pais, Cambio 16,

[ ‘ Primera Linea.

Fig.1.- Obsérvesecoémolamarca aparcce ocupandounaposicionrematicadoble (parte
superior y parte inferior sobre el propio producto). La caracteristica grifica,
propia de la empresa (C. Dior) y utilizada en 1a comercializacién de 1odos sus 1
articulos, contribuye a la demarcacién del producto. i
Predominio de clementos visuales sobre clementos textuales muy propio de
productos cuyo consumo obedece a faclores més subjetivos que objelivos o
précticos.




Fig.2.— Extremasimplificacidn textual. )
Nétese que 1a marca de 1a bebida aparcce doblemente focalizada: 1) mediante
un contrastc tonal claro/oscuro; 2) y mediantc un contrastc cspacial: las letras sc
agrandan accrcando matcrial y figuradamente cl nombre del producto al lector
consumidos

Fig.3.— Unbuen exponente de cémo se anuncia un articulo deseado por si mismo mis
quc por su utilidad. La modelo aparcce en posicién temélica evocando los
valorcs connotativos aderivar del producto el cual ocupa unaposicién remadtica
(&ngulo inferior). Como es propio en anuncios dirigidos hacia un piblico
femenino, hay un predominio de lineas curvas dando scnsacién de ligereza,
calidez asi como un uso de contornos puntcados, poco precisos (levedad, sua-
vidad...)




LA NOUVELLE EAU DE TOILETTE POUR HOMME

WESSAINT/AURENT

Fig.4.— En contrastc con laF. 3 cn cste anuncio obscrvamos un predominio dc lincas
rectas y voliimencs cuadrados y rectangulares asi comocontornos perfectamen-
te dibujados creando unasensacién de fucrza, estabilidad y solidez; valores que,
bien ¢l mismo hombre o la mujer que compra para €l ¢l producto, descan ver
asociados ala figura masculina.
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Fig.5~ Nuevamenle, lineas curvas, estructuras envolvenies, uso de punteados y vela-
dos contribuyen a crearun impresién de levedad, frescura, suavidad. Obsérvese
que en esta ocasion la propia figura femenina actia como marco rodeando al
productoen simismo; praductoque, situado en elcentrode laimagen, ocupauna
posicién tematica siendo a su vez realzado mediante contraste tonal.




Forests play a 'vital role in purifying the air we breathe. Yet,
ironically. man-induced pollution in the air is causing forests to
wither and die. For this reason, we build cats that combine low
fuel consumption with ke, elean emission. Cars equipped with a
highly efficient catalyzer. Like the Nissan Bluebird. In a world
hecoming increasingly aware of the requirements of the environ-
ment., the Bluebird makes a very sensihle choice. It provides
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sight of the trees. All because
of a very simple reason. In our

many years of making cars.

we've found that the more a vier
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Nissan...it's only natural.
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WHAT THE FORESTS TAUGHT
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Fig.6.— Tanto cn cstc anuncio como en ¢l prescntado a continuacion encontramos cl
tipico cxponcnte de mensajes creados para la comercializacion de productos
donde cl factor practico predomina. Sc caractcrizan por su gran prolusién
textual. El modclo queda destacado mediante contraste de color (color frio/
cilidos) y sc huyc dc encuadres circularcs para ofrecer una vision dirccta
dclproducto enla cual predominan las lincas rectas con susignificado asociado
deresistencia, invulnerabilidad. ‘
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NO EXPERIMENTS PLEASE, WE’RE BRITISH:
POSTMODERNISM AND CONTEMPORARY FICTION
IN BRITAIN

Randall STEVENSON
University of Edinburgh

I wantto emphasize the element of logical and historical
consequence rather than sheer temporal posteriority.
Postmodermnism follows from modemism, in some sense,
more than it follows afrer modernism. (Brian McHale,
Postmodernist Fiction)

Somany novelists still write as though the revolution that
was Ulysses had never happened. . . Nathalie Sarraute

once described literature as a relay race, the baton of -

innovation passing from one generation to another. The
vast majority of British novelists has dropped the baton,
stood still, tumed back, ornot even realised that there is
arace. (B. S. Johnson, Aren’t You Rather Young to be
Writing Your Memoirs? )

“The first impulse of every critic of postmodernism,” Thab Hassan recently
suggested, “is still torelate it 1o the semanteme incontains: namely, modernism”
(1987:214). As Hassan’scomment half-implies, it may in some areas be time for
criticism 1o move on form the task of defining postmodernism in relation to its
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antecedents. Yet in the British context such-a move is probably still premature.
The negative views B. S. Johnson expresses above are fairly widely shared:
Malcolm Bradbury points to the existence of a general critical assumption that
after the work of the modernists, the “experimental tradition” in Britain may
simply have lapsed (Bradbury 1973: 86). This critical assumption, and its
origins, are worth examining further. The “first impulse” Hassan defines,
however, remains an essential one. Any study of postmodernism in Britain must
first of all establish that there really is something to study; that a literature does
existin Britain which can be seen, in Brian McHale’s terms, as the “logical and
historical” consequence of the earlier initiatives of modernism.

For the purposes of tracing their later consequences, these initiatives can
be usefully separated into three areas. Firstly, modernist fiction’s most obvious
and celebrated innovation lies in its focalisation of the novel within the minds or
private narratives of its characters. Stream of consciousness and a variety of other
devices are used to transcribe an inner mental world at the expense of the external
social experience most often favoured in the conventional realistic forms of
earlier fiction. Virginia Woolf’s demand, in her essay “Modern Fiction” (1919),
that the novel should “look within” and examine the mind thus becomes one of
the summary slogans of modernism. In the same essay, Woolf suggests that the
movement within consciousness shows life as something other than “a series of
gig-lamps symmetrically arranged” (Woolf 1966: 106): a second distinctive
feature of modernist fiction is its abandonment of serial, chronological conven-
tions of arrangement. The extended histories of Victorian fiction are replaced in
Ulysses (1922) and Mrs Dalloway (1925) by concentration within a single day
of consciousness: random memories incorporate the past, rarely chronologi-
cally. Time itself becomes inconceivable in terms of clocks and calendars.
Shredding and slicing life, in Woolf’s view, menacing it with monotony and
madness, in Lawrence’s, clocks provide for modernist fiction more of a threat
than a sense of order and regularity.

A more general sense of difficulty in sustaining order and regularity in
the early twenticth century underlies Lily Briscoe’s comments in To the
Lighthouse (1927) when she remarks that an artist’s brush may be the “one
dependable thing in a world of strife, ruin, chaos” (Woolf 1973: 170). Lily’s
painting also works in the novel as a figurative analogue for the conduct and
conclusion of Woolf’s own narrative processes, her own imposing of order on
chaos. Joyce’s A Portrait of the Artist as a Young Man (1916), Wyndham
Lewis’s Tarr (1918), and Marcel Proust A la recherche du temps perdu (1913-
27)more directly and obviously portray the life and artisticcommitments of their
authors. As these works emphasise, a third distinguishing feature of modernism
is an interest in the nature and form of art which occasionally cxtends, sclf-
reflexively, towards the novel’s scrutiny of its own strategics.
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This third aspect of modenist innovation is the one whose “logical and
historical” consequences are clearest and easiest to trace in later writing. B. S.
Johnson’s wish to see the baton of innovation initiated by Ulysses carried
forward can actually be satisfied, in this area, by looking no further than
developments Joyce made himself. Even in A Portrait of the Artist as a Young
Man, Joyce’s scmi-autobiographical hero wonders whether he may not love
“words better than their associations” (Joyce 1973: 167). Competition between
love of words and of the world they seek to represent expands in Ulysses. In one
way the novelisa final triumph of realism, representing character more inwardly
and intimately than ever previously. On the other hand, Ulysses is at least partly
an autoteli¢ novel, its hugely extended parodies raising as much interest in its
ownmeans of represcntation eand in the linguistic resources of fiction generallyz
as in anything which they may represent. The balance shifis very much further
in favour of the latter area of interest in the “Work in Progress” with which Joyce
followed Ulysses. Its constant, playful, inventive forging of a self-contained
language can be summed up by the novel’sown phrase, “say mangraphique, may
say nay por daguerre!” (Joyce 1971: 339). “Work in Progress” is primarily
‘graphique,” not ‘pordaguerre’: itis writing, writing for itself, notas daguerroty-
pe or any other semi-photographic attempt to represent reality. In Qur Exagmi-
nation Round his Factification for Incamination of Work in Progress (1929),
Eugene Jolas comments: :

The cpoch when the writer photographed. the life about him with the
mechanics of words redolent of the daguerrotype, is happily drawing to its close.
The new artist of the word has recognised the autonomy of language. (Jolas
1972:79).

Eventual publication of “Work in Progress” as Finnegans Wake in 1939
provides a convenicnt date 2if not for the success of the novel itself, too abstract
and esoteric to sustain much attention during the war years which followedz at
least for critics and literary historians. Many have followed Jolas in seeing
Joyce’s ‘autonomy of language’ and ‘new art of the word’ marking a decisive
break with earlier epochs of fiction, initiating a postmodernist writing which
extends, but into markedly new areas, the initiatives of its predecessor. Ihab
Hassan talks of Finnegans Wake as “a ‘monstrous prophecy of our postmoder-
hity’... both augur and theory of a certain kind of literature” (Hassan 1987: xiii-
iv). Christopher Butler takes After the Wake (1980) as the tide of his “Essay on
the Contemporary avant Garde.” Joyce’s development toward Finnegans Wake
also helps confirm the general distinction Brian McHale establishes in Postmo-
dernist Fiction between modernism, dominated by epistemological concerns,
and postmodernism, focussed around ontological oncs. Stephen Dedalus’s
unccrtamly about the relations which can be sustained between word and world
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show-in A Portrait of the Artist as a Young Man the epistemological concerns of
modernism. In Finnegans Wake, the breach between word and world isno longer
a matter of doubt or negotiation, but of some certainty, even celebration. As
McHale suggests, any “stable world” the text projectsis atbest fragmentary, and
generally “overwhelmed by the competing reality of language.” The “auto-
nomy” of this language establishes Finnegans Wake as an almost purcly
linguistic domain, a self-contained world, ontologically disjunct (McHale 1987:
234). :

If such developments in Finnegans Wake were an augur and a prophecy,
what did they prophecy; what literature did they inaugurate? What authors
relayed the baton of innovation Joyce himself carried forward from Ulysses
through ‘Work in Progress’ into Finnegans Wake? Two other Irish writers
served as intermediaries between Joyce and later developments within Britain.
Aware of Joyce’s work throughout its progress, Samuel Beckett was naturally
one of the first to recognise the significance of its “autonomy of language.”
Beckettremarks in Our Exagmination Round his Factification for Incamination
of Work in Progress that Joyce’s work is “not about something: it is that
something itself” (Beckett 1972: 14) and he goes on in the central part of his
ocuvre, the trilogy Molloy, Malone Dies, The Unnamable (1950-52) to create a
kind of autonomy of his own @as the Unnamable remarks, “it all boils down to
aquestion of words. .. all words, there’s nothing else” (Beckett 1979: 308,381).
Each of the trilogy’s aging narrators compensates for failing powets by endless
spinning of evasive artifice in words, yet each anxiously foregrounds and
negotiates with the inadequacies of the linguistic medium he employs.Language
and the nature of narrative imagination thus become central subjects of the
trilogy. Any “stable world” it presents s further overwhelmed by the progressive
revelation of each narrator as only an imaginative device of a subsequent one in
a succession of evasions leading towards the unnamable author and the depths
of an impulse to articulate which can neither rest nor ever consummate its
desires.

Flann O’Brien’s At Swim-Two-Birds (1939) follows comparably in the
Wake of Joyce. Its narrator finds Joyce “indispensable” and the novel in which
he appears is partly a pastiche of “Work in Progress.” Joyce’s material suppo-
sedly unfolds in the dreaming mind of a Dublin publican: the story O’Brien’s
narrator tells concerns a publican who operates his imagination altogether more
systematically, locking up his fictional characters “so that he can keep an eye on
them and see that there is no boozing” (O’ Brien 1975: 11, 35). Unfortunately for
his system, they break free while he sleeps and take over his story themselves.
Like Beckett’s trilogy, though in much lighter vein, At Swim-Two-Birds thus
becomes astory aboutaman telling a story about storytelling. Each work extends
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the “augury” of Finnegans Wake: each work is a postmodernist paradigm, a
prophecy of the self-reflexive foregrounding of language and fiction-making
which has become a central, distinguishing characieristic of postmodernism.
This is a characteristic which has appeared increasingly widely in post-
war British fiction. In The Alexandria Quartet (1957-60), for example, Lawren-
ce Durrell’s narrator Darley sets up and discusses acsthetic paradoxes, including
onesaffecting the textin which he figures, quite ofien enough to justify Durrell’s
view that as a whole “the novel is only half secretly aboul art, the great subject
of modern artists.”' Anna Wulf, Doris Lessing’s narrator in The Golden
Notebook (1962), highlights and demonstrates the problems of writing, dividing
trascription of her experience into various notebooks and commenting fre-
quently on the nature and validity of each. In The French Lieutenant’s Woman
(1969), John Fowles (or a version of him) intrudes famously —or notoriously—
into Chapter Thirteen to discuss his tactics and emphasise that “this story I am
telling isall imagination. These characters I create never existed outside my own
mind.” Similar intrusions by authors commenting on their own practice and pro-
ceedings, or enacting in their texts problematic relations between language,
fiction and reality, also appcar in the work of Christine Brooke-Rose, Muricl
Spark, Giles Gordon, Rayner Hepenstall, David Caute, John Berger, B. S.
Johnson, Alasdair Gray, Julian Barnes and others. Alain Robbe-Grillet, admired
in The French Lieutenant’ s Woman as a mentor of Fowles’s own tactics, once
suggested that “Afier Joyce... it seems that we are more and more moving
towards an age of fiction in which... invention and imagination may finally
become the subject of the book™ (Robbe-Grillet 1975: 46-7, 63). There is
evidence that in Britain this epoch has now arrived. A certain sclf-reflexivencss
even finds its way into otherwise realistic novels, such as Anthony Burgess’s

Earthly Powers, as if no contemporary novel could quite be complete without

least a moment of creative hesitation and self-examination.

This proliferating self-examination, however, has often been seen as
unlikeable, irresponsible tendency in contemporary literature. As Linda Hut-
cheon suggests, there are now t0o many critics to list who find postmodernist
writing “a form of solipsistic navel-gazing and empty ludic game playing”
(Hutcheon 1988: 206). To these critics, postmodernism’s self-reflexiveness
seems a renunciation, in favour of a sterile narcissism, of the novel’s potential
to shape and assimilate the world for its readers. It is sometimes suggested not
only that postmodernism scarcely exists in Britain, but that it would not be a good
thing even if it did: like structuralism, it is seen as a form of literary rabies, to be
confined to the continent for as long as possible. Postmodernism’s self-reflexi-
veness can be defended, even on the grounds of responsibility upon which
dismissals of it are usually based. A fuller reply to negative criticism of
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postmodernism, however, can be made with the further evidence of a brief
survey of waysin which postmodernism has followed from modernism’s second
area of innovation, in chronology and structure.

In 1926, Thomas Hardy remarked forlornly of contemporary modernist
writing “They’ve changed everything now... We used to think there was a
beginning and a middle and an end” (qtd. in Woolf 1953: 94). Beginnings,
middles and ends have become still more problematic, even suspect, in recent
fiction. For William Golding, for example, in Pincher Martin (1956) thcy
become in a sense almost simultaneous. Pincher Martin performs an extrcme
form of modemism’s abbreviation of the span of narrative into single days,
* reflecting the whole life ot its protagonist supposedly within the single moment
of his death. Lawrence Durrell sustains in his own way what he calls his
“challenge to the scrial form of the modern novel,” presenting the same set of
events succesively from three different points of view in The Alexandria Quartet
to create a novel “not travelling from a to b but standing above time.””? Rayner
Heppenstall, in The Connecting Door (1962) estublishes two different eras in
which his characters exist simultaneously, and, in a later novel, Two Moons
(1977) concurrently sustains stories set in two different months, one appcaring
on all the left-hand pages of the novel, the other on the right. A similar double-
narrative tactic is employed by Brigid Brophy’s In Transit (1969), and somct-
hing comparable is undertaken by Peter Ackroyd in Hawksmoor (1985), which
scts alternate chapters in contemporary and in early eighteenth-century London.
Two fairly distinct narratives also appear in Alasdair Gray’s Lanark, whose
individual books are presented in the order 3, 1, 2, 4. Somewhere in the middle
of the fourth book, Gray includes an Epilogue, in which he invites readers to
follow the textin one order but think about it in another. Like Gray’s protagonist,
readers of Lanark —readers of postmodemist fiction generally— are likely to get
lost in an Intercalendrical Zone. Strange, unstable orders of reading are perhaps
most startlingly introduced by B. S. Johnson. His Alberto Angelo (1964) has
holes cut in its pages so that readers may see into the future, whilc his celebrated
novel-in-a-box, The Unfortunates (1964) is made up of loose-leaf sheets,
intended, as a note on the box explains, “to be read in random order.” '

_ Suchrandom or non-serial ordering thoroughly fragments the middles of
some recent fiction: equal irrevcrence for convention appears, sometimes
explicitly, in its beginnings and endings. Flann O’Brien and Samuel Beckett
once again appear transitional figuresin this postmodcrnist direction. Beckelt’s
Molloy expresscs it, for cxample, when he remarks “T began at the beginning,
like and old ballocks, can you imagine that?” (1979: 9), whilc Flann O’Bricn’s
narrator commcnts “one beginning and onc ending for a book was a thing I did
not agree with” and goes on to offer “three openings entircly dissimilar” (1975:
9). John Fowles, in his turn, invites rcaders to choose between three differcnt
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endings to The French Lieutenant’ s Woman..InG. (1972), John Berger shuns
defining endings,and defining order in fiction generally, remarking “the writer’s
desire 1o finish is fatal 10 the truth. The End unifies. Unity must be established
in another way” (1973: 88).

Berger’s views relate to a specifically political motivation variously
apparent throughout the novel. The whole text has a fragmentary, indefinite
quality. Its vague story is juxtaposed with much histerical, even statistical
documentation in paragraphs whose scant narrative connections are further
exposed by their widely separate layout on the printed page. This disjunctive,
unfinished quality challenges readers to establish an order which the text does
not entirely provide for them. Far from finding, as in conventional fiction, a
coherent, structured refuge from the shapelessness of life, reader of G. are —as if
ata Brecht play—bereft of securc containment within illusion, and forced to take
responsibility, conceptually at lcast, for the reshaping ofreality beyond the page.
Through the gaping openings between the novel’s paragraphs, they are distur-
bingly re-inserted into the processes of history and power.

G. in this way helps refute some of the opponents of postmodemism. One
of its most powerful adversaries is Fredric Jameson, who suggests postmoder-
nism is “an alarming and pathological symptom of a society that has become
incapable of dealing with time and history” (Jameson 1983: 117). G., on the
contrary, seems anything but reluctant to deal with time and history, using
postmodernism’s freedom to challenge literary forms and structures as a means
of integrating into the texta much wider challenge to institutionalised forms and
structures of power within society atlarge. Such politically-engaged postmoder-
nisms rarer in Britain than elsewhere. Comparable tactics, however, are used by
David Caute in The Occupation (1971), and in a novel Caute admired as a
“landmark” in “coherent social comment,” The French Lieutenant’s Woman.
(Caute 1972: 252-3). Fowles takes from Marx his epigraph about emancipation,
and, like Berger, uses textual strategics to enforce upon readers an unusually
direct engagement with this wider theme in the novel. Separate endings impose
by formal means a need for freedom and responsible choice, also learned
painfully, in personal and social terms, by Fowles’s prolagonist.

Not all the novels mentioned above are as concerned with political or
social comment as G. or The French Lieutenant’s Woman, but few are only
empty, ludic, or disjunct from history. Fractured, non-serial forms in the texts
mentioned suggest a concurrence with conditions of contemporary history
summed up in Italo Calvino’s Ifon a Winter’ s Night a Traveller (1980), which
remarks that

the dimension of time has been shattered, we cannot love or think except in
fragments of timeeach of which goes off along its own trajectory and immedia-
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tely disappears. We can rediscover the continuity of time only in the novels of

~ that period when time no longer seemed stopped and did not yet seem to have
exploded. (Calvino 1982: 13)

Calvino’s comments help connect the history of twentieth-century narrati-
ve with the wider history of the century itself. Time, for the Victorian age, did
not seem stopped, but —for writers such as Wells at least— purposively and
positively progressive, a feeling reflected in the chronological continuity, firm
resolution and frcquent Bildungsroman form of their narratives. For the moder-
nists, on the other hand, history seemed not progress but nightmare, and the clock
itself a threat. More recent events and technologies have expanded this sense of
fragmentation and discontinuity, contributing to a fractured, accelerated, plural
life withinawayward,even apocalyptic history. These conditions postmodernist
art is often held to reflect. It may not, however, do so as automatically and
unhealthily as Jameson’s idea of postmodernism as a “pathological symptom™
suggests. Modernism attempted to contain the dark encrgics of historical
nightmare within subtle structures and complex chronologies; that is, by radica-
lising form. Postmodemism not only radicalises forms but almost satirises them,
exposing their incapacitics to connect with reality and the possibilities for
distortion which result. In one way, as Jameson suggests, this can be seen as
evasive,anegation of art’spotential to confront the challenges of life and history.
In another way, however, it can be seen as responsibly encouraging readers to
challenge for themsclves cultural codes and cstablished patterns of thought,
including some of those which make contemporary history so intractable. Anage
of consumerism, and of powcrful manipulation by mass media, creates the need
for what Nathalic Sarraute calls an “Age of Suspicion”; for scepticism about the
means and motives through which the world is constructed and communicated.
Postmodernism scrves such scepticism. B. S. Johnson’s The Unfortunates, for
example, could scarcely go further in-the creation of what Roland Barthes calls
scriptible fiction. Readers can hardly remain passive consumers, or be seduced
by the covert ideologics, of a text they have literally had to piece togcther, page
by page, for themsclves. Without going as far as The Unfortunates, the forms of

each of the novels mentioned introduce a comparable questioning of conventio- .

nal patterns and cxpcctations, often heightened by novelists’ explicit commen-
tary of their own activity. Easily as such writing can, on occasion, include the
narcissistic or the vacuously ludic, it has at Icast the capacity to be seriously —or
wittily— challenging, an enabling enhancement of its rcader’ vision and decisi-
VCNCSS.

This sort of challenge is in some ways further extended by developments
of the third arca of modemism’s initiatives, its internalisation of narrative pers-
pectives. Joyce’s usc of strcam of consciousncss was often thought at the time
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an achievement $o outstanding as to deter imitation: Ezra Pound, for example,
suggested “Ulysses is, presumably ... unrepeatable. .. you cannot duplicate it”
(1922: 625). Some of the authors who have dared adopt Joyce’s methods have
done so neither by duplicating nor by radically reshaping them, but by adapting
them to reflect heightened or malfunctioning consciousnesses rather than
relatively normal oncs. The atmosphere of the Nighttown, “Circe” section of
Ulysses extends further into recent writing than that of, say, Molly’s soliloquy
in“Penelope,” emphasising in several novels the warping, unreliable way reality
isrepresented within the mind. Readers of Malcolm Lowry’s Under the Volcano
(1947), for example, are introduced to a herd of buffaloes which quickly turn out
to be mercly the phantoms of a drink-sodden mind. Beckett’s failing narrators
manage in their torrents of words to sustain only unstably an existence on a
strange edge of death and silence, adrift in “who knows what profounds of mind”
(Beckett 1984: 288). JeanRhys, in Good Morning, Midnight (1939) transcribes
amind strangely ustrung by loneliness, in a mixture of thoughts and memories
recorded in a variety of tenses and stream-of-consciousness and interior-
monologue styles. Though her technique clearly derives from the modemists, it
isadapted into a unique, subtle form of her own. Later novelists have continued
to stretch the stream of consciousness in similar directions. Christine Brooke-
Rose’s Such (1966), for example, like some of Beckett’s narratives, follows
movements in a mind of weirdly diminished vitality, transcribing a whirling

chaos of images which invade consciousness at the point of death. B. S.

Johnson’s House Mother Normal (1971) uses the contents of eight minds at or

close to this point, and one “normal” perspective, to express a multi-faceted

range of inteérpretative possibilities created by a single event in an old people’s

home. The impairment of faculties suffered by its inmates is carefully, even

graphically, represented by the text, —for example, one character who dies, or

perhaps falls asleep, leaves only blank pages to represent the extinction of her

CONSCIOUSNESS.

Though Pound found Ulysses “unrepeatable” he suggests that “it does
add definitely Lo the international store of literary technique” (1922: 625). Many
later novelists have benefited from this store, and from other forms of modemist
facility inrendering individual consciousness. The example of Virginia Woolf’s
interior monologue has been at least as useful in this way as Joyce or Dorothy
Richardson’s stream of consciousness, most immediately to Rosamond Leh-
mann and Elizabeth Bowen in the thirties, as well as to later writers, women
perhaps especially, such as Anita Brookner. It is important, however, o distin-
guish this work from the fiction of, say, B. S. Johnson and Christine Brooke-
Rose. Neither Rosamond Lehmann nor Anita Brookner, for example, should
really be called postmodernist, since they follow after modernism, adopting
something of its idiom and methods, without, as McHale suggests, following on
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from the work of the modernists by not only adppting their idiom but adapting
it into recognisably new and separate extensions of their own. It is worth trying
to retain, in the ways McHale suggests, limits to the meaning of the term
postmodernism. Umberto Eco complains “Unfortunately, ‘postmodern’... is
applied today to anything the user happens to like” (Qtd. in Hutcheon 1988:42):
as he suggests, the term is increasingly used in the media to signify little more
than vague approval of what is new and striking in contemporary culture.
Understanding of the nature and variety of this culture is better served by more
careful engagement with the “semantcme” postmodernism contains; with fuller
investigation of the “logical and historical” sources of certain innovations and
new fashions. As the survey above suggests, some of the developments in recent
British writing can be traced not only gencrally butquite specifically, each major
area of modernist initiative carricd forward through intermediary writers in the
thirties into particular phases of continuing cxperiment.
, The original pointof the survey, however, was not, or notonly, tosuggest
how specifically and illuminatingly the term “postmodernism” can be applied to
the British context, but simply as an answer to B. S. Johnson’s fear that the baton
of innovation had been dropped altogether. On the evidence of the range of
writers discussed, this is not the case. Yet such a conclusion may raise more
questions than it answers. If postmodernism does exist in Britain, how strongly
and significantly does it exist, and why has it often been overlooked? How and
why has British writing acquired its “no experiments plcase” reputation? What
origins, and what final justice, can be found for the critical assumption that, as
Bradbury expresses it, “the expcrimental tradition did shift or lapse” in Britain
after modcrnism?

Bradbury goes on toexplain that this “shiftor lapse” is “usually identificd
with the thirties, when realism and politics came back” (1973: 86). This view of
the decade is now very widely accepted, and with reason: political and other
stresses at the time did encourage in many quarters a rejection of modernism in
favour of documentary, realistic forms more obviously attuncd to contemporary
crisis. Nevertheless, several of the cxpcrimental novelists mentioned above
actually began their carecrs in the thirties; Samuel Beckett, Lawrence Durrell,
Malcolm Lowry, Flann O’Brien, and Jean Rhys each having published atleast

a first novel by the time Finnegans Wake appeared in 1939. The emergence in -

the thirtics of such writers, in touch with and impressed by the modcrnists,
suggests any lapse in the experimental tradition at the time was not a complete
one. With the partial exception of Durrcll, however, none of the writcrs
mentioned carricd forward an encrgy for cxperiment into a latcr age by working
in Britain. Lowry wrote in Mexico and Canada, hardly completing a novel after
Under the Volcano, begun in the latc thirtics. Beckett mostly ceased writing in
English after Watt, completed in the carly forties. Jean Rhys virtually disappca-
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red as an author between 1939 and 1966, and Flann O’Brien’s At Swim-Two-
Birds similarly passed through a penumbra of neglect between first publication
in 1939 and a popular re-issuc in 1960.

The various shifts or lapses in their carcers may be the symptoms, or
results, of an indifference toward experimental writing within Britain, perhaps
undcrstandable enough during the war and immmediately post-war years. An in-
difference of thiskind is clearer in the fiftics, and can even be seen to have been
deliberately fostered at the time. The title of Rubin Rabinovitz’s study, The
Reaction against Experiment in the English Novel, 1950-1960 (1967), sums up
part of the mood of the decade. “Realism and politics™ (or at least social issues)
came back almost as strongly as in the thirties, in the work of writers who often
dropped the baton of innovation like a hot potato, vehemently rejecting moder-
nism and experiment. William Cooper, for example, suggested that for his
contemporaries, “the Experimental Novel had got 1o be brushed out of the way
before we could get a proper hearing” (qud. in Rabinovitz 1967: 6-7) and C. P.
Snow explained in 1958 that “one cannot begin to understand a number of
contemporary English novelists unless one realises that to them Joyce’s way is
at best a cul-de-sac” (Snow 1958: iii)

These vicws reflect what has since been recognised as a “prevailing
ideology” in “the British literary-journalistic establishment” of the fifties —in
which Snow’s influence as a reviewer played a considerable part. In his essay
“The Presence of Postmodernism in British Fiction,” Richard Todd adds that
although this literary-journalistic establishment emphasised certain quite genui-
ne characteristics in the writing of the ume, it conveniently ignored others.
Passing over more innovative authors such as Lawrence Durrell or William
Golding, it helped establish a sort of myth of the fifties, to the elfect that the
complexities and indulgences of modemism had been sensibly rejected in favour
of thoroughgoing return to traditional, realist style, and (o the true subject of the
novel, class and social relations. Todd points outhow limiting this myth, and the
literature it supporicd, have been. As a result of the fiflies’ return to

naive social realism in a minor key... a potentially crippling form... it still
remains the case the present-day discussion of British fiction is strongly
influenced by a widely-held conviction that we are dealing with a literature in
decline. (Todd 1986: 100).

Though the next decade quickly reversed the conservatism of the fifties,
the notion that British fiction lacks experimental energy, or even just quality, still
survives; a partially accurate picture, based upon a lapse in the experimental
tradition less complete than suggested at the time.
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An important form in which the experimental tradition did survive,

during the fifties and since, is indicated by Todd when he discusses the

“employment within realistic narrative of metafictional or intertextual devices”

(1986 102). Many other critics have noticed this sort of combination: Malcolm
Bradbury, for example, pointing to the existence of

a generation of writers the best of whom have taken the British novel off into
avariety of experimental directions. .. whichhave challenged and reconstituted
the mimetic constituents of fiction while not dismissing its realistic sources.
(1973:229)

Many members of the current generation of British writers, including

older, established authors whose careers began in the fifties, show in single
novels or at various points in their careers an attraction towards expcriment as
well as tradition and realism. The linguistic inventiveness of Anthony Burgess’s
A Clockwork Orange (1962), for example, highlights an admiration for Joyce
which its author shows less clearly elsewhere in his work. Much of Irs
Murdoch’s fiction seems informed by her view that the nineteenth century is “the
great era of the novel” (1977: 27) yet The Black Prince (1973) exhibits a
thoroughly postmodernist concern with the process and validity of imaginative
writing, its own included. The Sea, the Sea (1978) similarly broods upon the
capacity of its own language and structure to contain reality which can be
obscured as much as illumined by the illusions of art. Angus Wilson’s No
Laughing Matter (1967) presents a huge family saga much in the manner of
Galsworthy or the Victorians, yet it also contains alternating narrators, dramatic
interludes, sustained parodics, and frequent reflections on its own narrative

technique and difficulties. In Rites of Passage (1980), William Golding creates

acomparable combination. Though the narrative is broadly realistic, it parodics

eighteenth century styles in ways whichextend intoa self-reflexive, postmoder-

nist scrutiny of the power and validity of writing itself. Combinations of this sort

continue to appear in the work of a younger generation of British novelists.

Martin Amis, for example, remarks: :

Icanimagine anovel thatis as tricksy, as alienated and as writerly as those
of, say, Alain Robbe-Grillet while also providing the staid satisfactions of pace,
plot and humour with which we associate, say, Janc Austen.Inaway,limagine
that this is what I mysell am trying to do. (1978: 18)

Amis’s Other People (1981) demonstrates the possibilities he outliness.
Firmly, satirically based in contemporary London, it also has a fracturcd time-
scheme and an indecipherable, detective-story plot which recalls Robbe-Grillet
and the nouveau roman.. In Shutlecock (1981) Graham Swift provides a further
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example of realistic narrative which also sustains postmodernist anxieties and
examinations of the relation between writing and reality.

All these combiantions, recent and current, suggest the continuing
validity of the picture of British fiction David Lodge presented in 1971. In his
essay “The Novelist at the Crossroads™ Lodge sees most British authors
hesitating between, or combining in a variety of ways, the possibilities of amain
road of tradition —"the realist novel... coming down through the Victorians and
Edwardians”—and alternatives offered by modernism and the developmentsthat
have followed it (Lodge 1971: 18). This may seem a reassuring picture, a balm
to B. S. Johnson’s fears. Modemist innovation and the revolution that was
Ulysses, far from being ignored, continue to expand the range of possibilities for

British writers, encouraging new forms and combinations to sophisticate and

diversify conventional resources. On the other hand, there are ways in which
such a picture is much less than wholly reassuring. Rather than being sustained
by a vibrant, developing expcrimental tradition, the revolutions of modernism

“may simply have been absorbed by an engrained, infrangible, realist tradition

which rarely does more than appropriate a few of the more alluring additions
Joyce and others made to “the international store of literary technique.” Indi-
rectly, Todd emphasises this latter possibility by presenting postmodemnism as
a “presence,” as something amalgamated with more rcalistic modes in British
writing, rather than a fully autonomous force in itself. This view is developed in
away which partlyreduplicates the misleading tactics he identifics at work in the
fiftics. Critics at that time excluded authors inconvenient for their picture of a
general return to tradition: Todd himself has little to say about authors such as
B. S. Johnson and Christine Brooke-Rose, mostly on the grounds that they
belong toacounter-cultural avant-garde never identified with the mainstream of
British writing. On the whole, this is unhelpful. Although they do lie outside the
mainstream —indced, because they lie outside it—authors such as B. S. Johnson
have at the very lcast an important exemplary function, keeping open a wide
spectrum of possibility even for authors who may not always wish to go so far
in such radical directions themselves. v

Nevertheless, although it is not a reason to pass over them as Todd does,
a limiting factor in the work of experimental novelists in Britain does seem, as
he suggests, that they are consistently consigned to marginal rather than mains-
tream positions. Many of those mentioned above —Rayner Heppenstal, David
Caute, Giles Gordon, as well as B. S. Johnson and Christine Brooke-Rose—
exercise a very tenuous hold over the attention of the British public. It is only
occasionally, as in the case of Fowles or Durrell, for example, that postmoder-
nism has gencrated the kind of respect and popularity enjoyed by authors such
as Thomas Pynchon, Italo Calvino and Gabriel Garcia Marquez. The success of
such authors has probably contributed to the view that the inspiration for
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postmodernism in Britain hasoften had to come from foreign models rather than
anative tradition of this form of writing, or even much of a disposition towards
it. The baton of innovation, in this view, may not have been altogether dropped,
but sometimes has to be carried by another.team before the British outfit can
continue its own rather erratic course down the tracks of literary history. The
other tecam in question —the main one, anyway-— is the French, whose new phi-
losophies and related experiments in fiction have often helped sustain the initia-
tives of modemnism since the Second World War. The example of Alain Robbe-
Grillet, who acknowledges a debt 1o Joyce as well as to Sartre and Gide, offered
from the late fifties onwards a renewed incentive to experiment at a moment
when British writers might have felt themselves particularly distanced from
modernism. In John Osborne’s Look Back in Anger (1956), Jimmy Porter may
indicate a real feature of the contemporary scene when he complains that his
Sunday newspaper contains “three whole columns on the English Novel. Halfof
i’sin French” (Osbome 1978: 10). Since the fifties there hasbeen afifthcolumn
of British writers who demonstrate and often acknowledge their admiration for
French writing, Alain Robbe-Grillet and the nouveau roman in particular. John

Fowles, a student of French literature while at university, talks in The French -

Lieutenant' s Woman of “the lessons of existentialist philosophy” and of working
in “the age of Alain Robbe-Grillet and Roland Barthes. .. the theoreticians of the
nouveau roman” (Fowles 1977: 63, 105). Christine Brooke-Rose, a bilingual
teacher of English at the University of Paris, translated some of Robbe-Grillet’s
fiction into English and attempted in some of her early novels —Out (1964) and
Such (1966), for example— to transfer into English writing some of the charac-
teristics of the nouveau roman. This attempt also informs the work of Rayner
Heppenstall, an acquaintance of Michel Butor and Nathalie Sarraute who
employs in The Connecting Door the chosisme and frustration of conventional
orders and expectations of plot which fcature generally in the nouveau roman..
Several other writers have been attracted by it, in the sixties and seventies:
Douglas Oliver, in The Harmless Building (1973), for example; Muriel Spark,
atseveral stagesin her fiction, and Giles Gordon, who follows the second-person
narrative of Michel Butor in La Modification (1957), making “you” the protago-
nistof his Girl withred hair (1974). David Caute alsorecords—and showsinThe
Occupation — an admiration for French writing, though his fiction reveals a
further strain of influence from postmodernist United States fiction. This also

- appears widely in the work of other authors: in Thomas Hinde’s spaced-out

metafiction High (1968); in Andrew Sinclair’s road-novel Gog (1967); even in
some of the more conventional writing of David Lodge and Malcolm Bradbury.

At least until recently, however, France has remained the principal
external influence on postmodernist fiction in Britain. Even the French language
scems to exercise a kind of ownership over the terminology of experiment.
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Though there is no real reason not to talk of “the new novel,” the term nouveau
roman has always been reatined, perhaps for a certain alluring forcign frisson..
Similarly, English has never chosen to find an equivalent term for avant-garde.
There may in this be some covert asumption that postmodernist writing, like
cooking —or rather cuisine— is something best left to the French. There may even
be an emblematic quality in the image which Fowles records as the inspiration
for The French Lieutenant’s Woman; of Sarah Woodru{f poiscd on an extreme
southerly edge of England, staring across the Channel toward an imaginary
lover. Her desires might be seen as figurative of more general feelings among
postmodernist British authors, seeking inspiration and affection less often 10 be
found within their own shores.

This tendency to look abroad for inspiration is not new, of course. It isno
more a feature of postmodernism than of the modernism which preceded it, very
often the work of exiles or displaced persons. Centred around the work of an
Irishman living in Trieste, Zurich and Paris, modemist fiction —through strongly
an anglophone phenomenon- had fairly few significant practitioners of British
nationality and domicile apart from Virginia Woolf. In one way, this contributes
to a view that, even before shifts and lapses in the thirties and fifties, Britain has
always had an improverished experimental tradition, repeatedly requiring o
borrow from France, Ireland, the United States or wherever, 10 compensate for
a bakrupicy of energies in the domestic context. This, however, may be 10
perceive only as a weakness within the British scene something which may more
interestingly be considered an incentive, even a necessary condition of moder-
nist and postmodemist writing generally. Like many other aspects of twentieth-
century thoughtand culture, both modernism and postmodermism negotiate with
the problem that “we can know the real,” as Linda Hutcheon puts it, “only
throughsigns,” and, based on arbitrary relations between signifier and signified,
language and sign may sheer away from the reality they seek Lo represent
(Hutcheon 1988: 230). In Brian McHale’s model, an epistemologic anxiety
results for modernism, which seeks new forms to engage with a problematic,
fugitive, but still reachable external reality. Ontologically-centred postmoder-
nism largely abandons this quest, highlighting the inadequacies of systems of
representation which assume the possibility of valid contact with an ulterior
reality. In either case, modernist or postmodernist, underlying strains, epistemo-
logic orontologic, are likely to be particularly focussed by experience of foreign
language or culture. Immersion in a foreign language environment, confronta-
tion with an alien yet apparently self-consistent, effective system of words,
confirms the sense of arbitrariness in the relation of signifier and signified,
encouraging the nature of language and representation to install themselves, self-
reflexively, as subjects of enquiry within fiction. More straightforwardly,
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- awareness of another nation’s literature helps to create for authors a sense of the
_particular character and limitations of their own, encouraging the pursuit of

alternatives and possibilities for innovation and change. If experimental nove-
lists metaphorically stare across the Channel, it is not only because they hope
some valuable contraband —fresh styles from France— may be smuggled through
English literary customs. It is because aspects of foreigness itself, of vision
focussed by contact with other nations and languages, may be a crucial encou-
ragement to the sort of writing they produce.

A peculiarity of the British context —and possible strength for its [uture—
is that this sort of encouragement may be found without even looking across the
English Channel, though generally by looking away from England. A look
across the Irish Sca finds Stephen Dedalus defining a particular sort of foreigness
in A Portrait of the Artist as a Young Man when he meets an English priest and
reflects that

Hislanguage, so familiar and so foreign, will always be forme an acquired
speech. I have notmade or accepted its words. My voice holds them atbay. My
soul frets in the shadow of his language. (Joyce 1973: 189)

The result of this *“fretting” against the English language and itsaccepted
forms—acontinuing experience during Joyce’stiem in Trieste, Zurich and Paris—
appears in the range of parodies in Ulysses and the revolutionary linguistic of
Finnegans Wake. The outstanding inventiveness of Irish literature may be owed
in part to a continuing sense of existence in the shadow of an English language
and culture authors may wish to adapt rather than acept. Writers from areas
within Britain are likcly to experiencc comparable feclings. Particularly while
the affluent, Conservative-dominated South-East grows increasingly apart from
the restof the country, yet retains control over the language and idcology of most
of its mcdia, a sense of separatcness and of the need for separate forms is likely
to result clsewhere. This is espccially likely in Scotland, for example, where
strong feelings of cultural, linguistic and political autonomy have always
existed. Alasdair Gray’s Lanark gives evidence of the evolution of forms which
may be the result. Around a core of traditional urban realism, Gray projects a
serics of fantasics and fractures of conventiony as a means of confronting
Glasgow’s chronic deprivation, economic and imaginative. Ron Butlin’s bri-
Iliant sccond-person narrative, The Sound of my Voice (1987) suggests Scottish
writing may continue to devclop a postmodcrnist idiom. Graham Swift’s

Waterland (1983) shows the appropriatcness of this idiom cven within the

South-East of England, providing a sctting can be found remote enough to
establish the “contesting of centralisation of culture through the valuing of the
local and peripheral” which Linda Hutchcon considers an important constitucnt
of postmodernism (Hutcheon 1988: 61).
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Another sort of foreign or peripheral experience may exist for British
wrilers even within London itself. Virginia Woolf in her Bloomsbury circle
could hardly have been closer to the metropolitan heart of England, yet she, too,
found a forcigness within it, deliberately defining herself as an alien. She
remarks in A Room of One’s Own (1929)

If one is a woman one is often surprised by a sudden splitting off of cons-
ciousness, say in walking down Whitehall, when from being the natural
inheritor of that civilisation, she becomes, on the contrary, outside of it, alicn
and critical. (Woolf 1977: 93)

“Splitting off of consciousncss” and the alien, critical attitudes which
result help 10 account for departures from convention particularly marked in
women’s writling at many points throughout the twenticth century, and conti-
nuing as a strong area of postmodcmist development. The Golden Notebook
offers akind of paradigm or anatomy of inclination to innovation created by the
particularity, the foreigness, of women’s experience. Aliernatives to male
discourse, particular forms of expression, are sought throughout, and the formal
consequences of “splitting off of consciousness” repeatedly enacted and discus-
sed. Many women authors extend the sort of metafictional sclf-scrutiny which
The Golden Notebook so extensively sustains, Eva Figes’s novels, for example,
often raising self-referential questioning of their own representational validity,
and Muriel Spark teasing several of her hcroines with unsettling awareness of the
processof their own creation. Doris Lessing’s later transition into science fiction
writing indicates another complete alternative to realistic conventions, fantasy
offering a strategy for escaping altogether the obligation to express a male-
dominated world. Fantasy has continucd to interest several other contemporary
women writers, such as Emma Tennant and Angela Carter, in this way.

Fantasy is also an important component in the work of other writers who
occcasionally employ a postmodernist idiom —Brian Aldiss in his Joycean
Barefoot in the Head (1969) or the nouveau roman Report on Probability A
(1968); J. G. Ballard in The Unlimited Dream Company (1979); Christopher
Priestin The Affirmation (1981); even D. M. Thomas in The White Hotel (1981).
Fantasy also figures centrally in the work of Salman Rushdie, its interfusion with
more prosaic material demonstrating Rushdie’s incorporation into the novel in
English of the exuberant magic realism developed by South Americans suchas
Gabriel Garcia Marquez. Rushdie’s background and career also indicate a
further area of foreigness, and of promise, for postmodemist fiction in Britain.
Largely as a legacy of empire, the English language has spread very widely

across the world. For many of its current speakers —some, like Rushdie,
immigrants to Britain—itremains a language foreign as well as familiar, and the
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culture and conventions it sustains consequently matters for challenge and
reformulation. Culturally and linguistically, Britain offers a nexus of increa-
singly plural possibilities, a promising ground for a postmodernism which may
in the future develop more strongly in Britain than it has hitherto. Increasing
cultural complexities suggest Lodge’s image of the crossroads might even be
brought up to date —and given, appropriately, a faintly foreign [lavour— by
suggesting that post-imperial Britain may become increasingly asortof spaghet-
ti junction, heterogeneous styles and registers meeting, intertwining, competing
or coalescing.

The potential of such a situation is expressed in a diffcrent way by Brian
McHale through reference to the work of Mikhail Bakhtin. Bakhtin traces the
polyphonic nature of the novel —the “system of languages” which compete
within it— back to the practice of popular camival. McHale sees the parodic,
convention-breaking form of postmodernism as the particular heir of such
practice; as an essentially “carnivalised literature.™ Not cvery critic shares this
confidence in the carnivalesque capacities and subversive energics of postmo-
dermnism. A. Walton Litz, for exemple, relates the term postmodernism to the
semanteme it contains in a particularly pessimistic way, suggesting that “like
post-mortem or post-coital,” it implics that “the fun is over” (1986: 1142). In
Britain, it may not be. Temporary, partial scleroses in the fiftics encouraged
gloomy prognoses, but the British novel is neither dead nor as indisposed to
innovation as its critics have sometimes supposed. Mixing the familiar and the
foreign, new and potentially productive connections may be taking place in a
number of areas. Much of the fun of postmodernism may be still tocome. Anew
race of novelists may result, making it possible to refute with more confidence
than hitherto B. S. Johnson’s fear that the British novel has never fulfilled the
huge potential created by the irruption of modernism upon the literature of the
twentieth century.

For their help in writing this essay, I am very grateful to my colleagues Tony
Lopez and Sarah Carpenter.

NOTES

1. A view Durrell accepts in his interview in Cowlcy 1963: 231. '

2. Lawrence Durrell, The Alexandria Quartet (1957-60); preface and p. 198.

3.  Bakhtinsuggests that “The language of thec novel is asystem of languages that
mutually and idcologically interanimate each other” (1981: 47), an idca further explained
throughout The Dialogic Imagination. McHale 1987: 172.
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