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Zbornik radova @ast profesorice Snezane Bilbije

PREDGOVOR

Ovaj zbornik radova predstavlja izraz najdubljegtpuwanja i zahvalnosti koje
kao studenti i kolege osjamo prema profesorici Snezani Bilbiji. Talaw,
ovim zbornikom Zelimo da obiljezZimo 42 godine rad®5 godina Zivota
profesorice Bilbije, koje je naj¢en dijelom provela upravo na Odsjeku za
anglistiku Filozofskog fakulteta u Sarajevu.

Gotovo svi koji se bave anglistikom u Bosnhi i Hegoeini znaju ko je
profesorica Bilbija. Ime profesorice Bilbije stdfpo zajedriki nazivnik na
brojnim lingvistickim konferencijama i st&inim skupovima Sirom regije. Ona
je most koji spaja i ono za Stesto mislimo da je nespojivo. Kada je ideja o
objavljivanju ovakvog jednog zbornika bila tek u¢etku, svi s kojima sam
razgovarala o mogmosti westvovanja u ovom projektu bili su bez izuzetka
oduSevljeni njime. NaZalost, morali smo na nekéimaograntiti uceke u
ovom zborniku, i izbor je pao ndanove Odsjeka za anglistiku u Sarajevu i
doktorande profesorice Bilbije, Sto je u krajnjeshadu rezultiralo s 19 radova
iz razlicitih filoloSkih disciplina. Najprimjereniji n&n izraZzavanja zahvalnosti
prema svome mentoru i kolegi u akademskoj zajedpeisie objavljivanje
nawnih radova u njegovu ili njendiast. Profesorica Bilbija je mnoge od nas
zaduzila svojom namom kompetencijom, erudicijom, entuzijazmom,
ljubavlju prema lingvistici, zalaganjem za dobrog¥tog matinog Odsjeka, a
nadasve svojom ljudsk&3d. Ponosna sam Sto sam bila doktorand profesorice
Bilbije i njen asistent, i sretha sam Sto mi sezpauprilika da zajedno s
kolegicama i kolegama priredim ovaj zbornik.

*%k*k

Zbornik u ¢ast profesorice Bilbije se sastoji od radadlanova Odsjeka za
anglistiku u Sarajevu kao i od radova doktoranadafegorice Bilbije sa
univerziteta Sirom Bosne i Hercegovine. Zbornik spadlijelili u dva dijela: u
prvom dijelu nalaze se radovi iz polja knjizevnathrijskih nauka i
kulturoloSkih studija, dok drugi dio sadrzi radoiz razlicitih lingvistickih
disciplina.

viii



A Festschrift for Professor Snezana Bilbija

FOREWORD

This festschrift is an expression of the deepegpeet and gratitude that we
have for Professor Snezana Bilbija, as her studamiscolleagues. With this
festschrift, we would also like to celebrate PretesBilbija’s 42 years of
academic career and 65 years of life, which formiwest part she has spent at
the English Department of the Faculty of Philosoph$arajevo.

Almost everyone in Bosnia and Herzegovina whosedemic interest is
English linguistics knows who Professor Bilbija iBhe name of Professor
Bilbija is a common denominator of numerous lingaiconferences and
symposia throughout the region. She is a bridge dbanects what we often
think cannot be connected. When the idea of publisbuch a festschrift was
merely in its inception, everyone | talked to abdbe possibility of
participating in this project was delighted withaxception. Regrettably, we
had to limit the participation in this festschigttmehow, and it was decided to
include the members of the English Department iraj8ao and her doctoral
students, which eventually resulted in 19 contidng from different
philological disciplines. The most fitting tributedo one’s supervisor and
colleague in the academia is to publish an ariiclkeis or her honour. Many of
us are in Professor Bilbija’s debt for her professi competence, erudition,
enthusiasm, love of linguistics, dedication to wedl-being of her Department,
and, above all, her humanity. | am proud to havenbBrofessor Bilbija’'s
doctoral student and assistant, and | am happyte had the opportunity to
assemble this festschrift together with my collesgu

*%k%k

The festschrift for Professor Bilbija consists @intributions by the members
of the English Department in Sarajevo as well agrdmutions by her doctoral

students from universities throughout Bosnia andzefgovina. We have

organised the festschrift in two parts: the firattpcontains articles from the
field of literary, historical and cultural studieshile the second part contains
articles on various linguistic disciplines.
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U prvom dijelu zbornika sustemo se sa Sirokom lepezom radova koji se bave
razlicitim aspektima knjizevnosti, historije, kultureiinfia. Tako IfetaCiri¢-
Fazlija u svome radu razmatra kako pdéma scenska sredstva mogu
funkcionirati kao znak nestabilnog identiteta, &ng analiza zashiva se na
Beckettovoj dramiKrappova posljednja vrpc&ao i Egoyanovoj filmskoj
adaptaciji te jedn®inke. Srebren Dizdar bavi se u svome radu novim
knjizevnim (pod)Zzanrom kojeg naziva ,pikcija“ — amBno spoj svih vrsta
piktoralnih iskaza sa fikcijskim narativima i takdvara vrata jednom novom
pristupu knjizevnom djelu, kao i tekstu ¥ep U radu Lejle Mulati susréemo

se s pdom o vezi kralja Henrija VIl i Anne Boleyn, ovauppreko romana
Bring Up the Bodiesutorice Hilary Mantel, koji ,manipuliSe iskustvemii
performativnim aspektom kulturne i historijske @&t dok istovremeno
svjesno crpi interpretativne resurse novohistdrigie misli. Zvonimir
Radeljkovt  piSe o  prijevodima ameke  knjizevnosti na
bosanski/hrvatski/srpski od 1875 do danas, kao njibovom utjecaju na
knjizevnost na ovim prostorima. Rad Sanje Sao&thavi se predstavljanjem
Afroamerikanaca u amekom filmu u 20. stoljéu, i to od péetka do kasnih
80-ih godina.

U drugom dijelu zbornika nalaze se radovi koji imajazliite predmete
prowavanja i rezultat su razltih teorijsko-metodoloSkih pristupa lingvistici.
Kamiah Arnaut-Karovi govori o morfosintakgkim i semanttkim svojstvima
-en/-ed participa u engleskom jeziku, odnosno o prediketjvi atributivnoj
funkciji ovih participa. Zeljka Babki nas u svome radu upoznaje s
vrednovanjem pomi kompjutera i razmatra mo@uosti primjene ovakve
vrste testiranja u Bosni i Hercegovini kada je tamju Wenje engleskog kao
stranog jezika. Rad Adija Fe§a ,bavi se konceptom druStvene klase kao
zn&ajne sociolingvistike varijable TV komedije* i ukazuje na zZiggnu ulogu
ove varijable u ustanovljavanju koncepta ovakvilisgmi stvaranju diskursa
TV komedije. Ljerka Jeféi analizira odabrane dijelove govora Baracka Obame
unutar okvira socio-kognitivnog pristupa u kikoj analizi diksursa s ciljem da
otkrije n&ine izrazavanja, impliciranja i presuponiranja zaatJ radu Olje
Joji¢ razmatra se upotreba poredbenih struktura u kdsatrim razgovorima
humoristtkih serija, odnosno ,r@ni interakcije poredbenih konstrukcija sa
kontekstom  koji rezultiraju agresivnim oblicima hora." Nejla
KalajdzZisalihove razmatra zajedtka i pojedingna svojstva u prijetém
pismima koja se odnose na izbor pundmita i nepunoznénih leksema i
znakova kojim se izraZzava prijetnja, kao i pitakfga se odnose na primaoca
prijetete poruke, a vezano za lokucijske, ilokucijske ilgarcijske aspekte
sadrzaja prijet@e poruke. Rad Maje KujundZbazira se na teoriji da je jénia
upotreba u tekstu uvjetovag#alackom publikom kojoj je namijenjen, pa se
tako polazi od pretpostavke da frekventnost upotrebe pasiva kao formalnog
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In the first part of the festschrift we find a widariety of contributions that
deal with different aspects of literature, histocyjture and film. Thus, Ifeta
Ciri¢-Fazlija examines in her paper how theatrical propy function as signs
of volatile identity, and her analysis is basedBatkett's playKrapp’s Last
Tape as well as on Egoyan’s film adaptation of thie-@at play. Srebren
Dizdar deals in his paper with a new literary (g@ye, termed ‘piction’ — i.e.
a hybrid of all sorts of pictorial expressions dintional narratives, and thus
opens the door to a new approach to literary wanki text in general. In the
article by Lejla Mulalé we find the story of the relationship of King Hgnr
VIIl and Anne Boleyn, this time through Hilary Mais novelBring Up the
Bodies which “foregrounds the experiential and perfoireatenergy of
heritage, while consciously drawing on certain relsa of New Historicist
thought.” Zvonimir Radeljkovi writes about translations of American
literature into Bosnian/Croatian/Serbian from 183%he present day as well as
their influence on the literature of this regionhel contribution by Sanja
Sostaré deals with the representation of African-Americamg\merican film
from the beginning of the #&entury to the late 1980s.

The second part of the festschrift comprises doutibns which investigate
different issues and are results of different tegoal and methodological
approaches to linguistics. Kamiah Arnaut-Katodiscusses morphosyntactic
and semantic properties an/-edparticiples in the English language, i.e. the
predicative and attributive functions of these ipiptes. Zelika Bahi
introduces us to computer-based assessment andnesathe possibility of
applying this type of testing in teaching English @ foreign language in
Bosnia and Herzegovina. Adi F&ja contribution “deals with the concept of
social class as an important sociolinguistic vdeiabf TV comedy” and
suggests that this variable has played an importalet in establishing the
concept of this type of TV shows and the discowkdV comedy. Ljerka
Jeftic analyses prominent fragments from a speech bycBatdbama within
the framework of sociocognitive approach to CritiBascourse Analysis in
order to identify how knowledge is expressed, ieglor presupposed. Olja
Joji¢'s article examines the use of comparative congstmg in scripted sitcom
conversations, specifically, “the ways comparateastructions interact with
context to generate aggressive forms of conversatichumor.” Nejla
Kalajdzisalihove examines some common and specific properties refath
letters involving the choice of functional and rfomctional lexemes, and signs
used to express threat, as well as some issuesimgéhe receiver of a threat
message in relation to locutionary, illocutionandaerlocutionary aspects of
the content of a threat message. Maja KujutisiZiontribution is based on the
theory that the language use in a text is conditioby the audience for which
it is intended, and therefore the initial hypotkasithat the frequency of use of

Xi
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jeziénog stila biti uvjetovana socioekonomskim profilafitalacke publike
analiziranih primjeraka britanske dnevne Stampdjama Marjanow istraZuje
mogunost primjene modela tematske strukture, koji ggrb primjenjuje na
engleski jezik, na srpskom kao jeziku sa slobodréoiom rij&i. Rad Jelene
Markovi¢ analizira tzv. epistertiku upotrebu progresivnog glagolskog oblika u
akademskom engleskom jeziku i zaklje da je ova upotreba u potpunosti
opravdana u kontekstu akademskog metajezika, gdyeldivno produzava
glagolsku situaciju, a samim tim je i naglaSavalidseOkii¢ u svome radu
analizira modalni glagokhall u pravnom registru¢ija je upotreba tokom
proteklih trideset godina znatno reducirana, Stalgeelo do kreiranja tzv.
shall-free verzije pravnog engleskog. Merima Osmankaatializira izvjeStaje
Visokog predstavnika u Boshi i Hercegovini s cilieda pokaZe kako
inherentno negativne lekR&e jedinice mogu da se koriste kao sredstva za
postizanje ofe strategije predstavljanja sebe u pozitivnom Byjetirugog u
negativnhom svjetlu u politkom diskursu. Rad Amire Sadikavii Selme
buliman svojom analizom uspjeSno opovrgava tezu prevedivosti poezije
Maka Dizdara na primjeru odabranih dijelova prijgaoFrancisa R. Jonesa,
koji je na engleski preveo Dizdarovoamenog spav@. Rad NataSe
Stojakovt bavi se upotrebom glagolskog¢itaa i vremena u hipotékom
pricanju tokom perioda modernog engleskog, g@mu se koriste primjeri od
prve polovine 16. do petka 21. stoljga da bi se istrazilo Sta hipotto
pricanje moZe pokazati u pogledu promjena koje su gediie u glagolskom
sistemu engleskog jezika. Edina Spagonurija se u svome radu bavi jezikom
reklama o finansijama na CNN-u, pieému analizira lingvistki zanimljivu
pojavu u reklamiranju, a to su znakdija se konvencionalna zéenja javljaju

u novom kontekstu, navoéieprimatelje poruke na nove veze u Zeaju i
asocijacijama.

*k*k

Na kraju ovog predgovora zahvalila bih 8anovima Urdivackog odbora
prof. dr. NedZadu Leki, doc. dr. Amiri Sadikéyprof. dr. Sanji Sostatii doc.
dr. Kseniji Kondali na pom® pri urelivanju ovog zbornika. Posebnu
zahvalnost dugujem kolegici dr. NataSi Stojakowia tehntkom uretenju
zbornika. | posljednje, ali najvaznije, zahvaljujea joS jednom profesorici
SneZani Bilbiji za njen predani rad.

Merima Osmankadi

Xii
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the passive as a feature of formal style will benditioned by the
socioeconomic profile of the reading audience ef British daily newspaper
issues analysedlatjana Marjanovi explores the possibility of applying the
model of thematic structure, which has been typicapplied to English, to
Serbian as a language with free word order. Thetribotion by Jelena
Markovi¢ analyses the so-called epistemic use of progressvb forms in
academic English and concludes that this use isebnjustified in the context
of academic meta-language, where it subjectivelgreds a verbal situation,
which is thus also emphasised. Melisadkexamines the modal veghall in
the legal register, the use of which has been feignily reduced in the last
thirty years, thus leading to the creation of tbecalledshall-free version of
legal English. Merima Osmanka&di analyses reports by the High
Representative in Bosnia and Herzegovina in orderdémonstrate how
inherently negative lexical items can be used asns@f achieving the overall
strategy of positive self-presentation and negatotber-presentation in
political discourse. The analysis in the article Aayira Sadikowt and Selma
buliman successfully refutes the thesis that thetrgoef Mak Dizdar is
untranslatable on the example of a selection frotramslation by Francis R.
Jones, who translated DizdaBsone Sleepdnto English. The contribution by
NataSa Stojakovi deals with the use of mood and tense in hypothletic
narrative in the period of Modern English usingrapées from the first half of
the 16" century to the beginning of the ®2tentury in order to explore what
hypothetical narrative may show in respect to tienges that took place in the
verb system of English. Edina Spagomurija’s article deals with the
language of financial advertising on CNN and aredys linguistically
interesting phenomenon in advertising, which isnsigvhose conventional
meanings appear in a new context and induce thevercof the message to
new links in meaning and associations.

*%k*k

At the end of this foreword, | would like to thatile members of the Editorial
Board, Prof. NedZad Leko, Dr. Amira SadikgvProf. Sanja Sostariand Dr.
Ksenija Kondali for their help in preparing thistschrift. | particularly wish to
thank my colleague Dr. NataSa Stojakofor the technical preparation of the
festschrift. And finally, but above all, | wish tbank Professor SneZana Bilbija
once more for her dedicated work.

Merima Osmankadi
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Prof. dr. SneZana Bilbija — biografija i bibliografija

Prof. dr. SneZana Bilbija dena je 6.1.1949. u Zemunu. Diplomirala je na
Odsjeku za engleski jezik i knjizevnost na Filokof® fakultetu u Sarajevu
1972. godine. Odbranila je magistarsku tezu podvoaz Odstupanje od
prelaznosti kod engleskih glagolapod mentorstvom prof. dr. Ranka
Bugarskog, na FiloloSkom fakultetu u Beogradu 19ytine i stekla zvanje
magistra filoloSkih nauka. Doktorsku disertacijudpoazivomPronominalni
anaforicki proces u savremenom engleskom jeziket pod mentorstvom prof.
dr. Ranka Bugarskog, odbranila je na FiloloSkonuftu u Beogradu 1983.
godine.

Na Odsjeku za engleski jezik i knjizevnost Filozafg fakulteta u Sarajevu
patinje da radi kao stkimi saradnik 1972. godine, da bi 1973. bila izabrana
zvanje asistenta, a 1977. u zvanje viSeg asistéhtavanje docenta biva
izabrana 1983. godine, 1992. u vanrednog, a 20683lavnog profesora.

Profesorica SneZana Bilbija je u stalnom radnomosednna Filozofskom
fakultetu u Sarajevu bila od 1972. do 1994. godinppnovo od 2003. do
danas. Na Filozofskom falkultetu u Ni&8i Univerziteta u Podgorici radila je
od 1995. do 2000. godine, a na Filozofskom fakultétiverziteta u Is&nom
Sarajevu od 2000. do 2003. godine. Gostovala jepkadava na Univerzitetu
u Istetnom Sarajevu, Univerzitetu u Banjoj Luci, Univeetit ,DZemal
Bijedi¢“ u Mostaru i Melunarodnom univerzitetu Burch u Sarajevu.

Profesorica Bilbija je dosad uspjeSno izvela 12td@nada i 19 magistranata
na Univerzitetu u Sarajevu, Univerzitetu u stom Sarajevu, Univerzitetu u
Banjoj Luci i Univerzitetu ,DZemal Bijedi' u Mostaru.

Profesorica Bilbija bila jélan Sarajevskog lingvistkog kruzoka (SALK-a) od
1986. do 1989. godineClan je redakcijeRadovi Filozofskog fakulteta
Istocnom Sarajevu, kao i Udruzenja za primijenjenu lietiku u Bosni i
Hercegovini. Prof. dr. SneZana Bilbija bavi se setikam, pragmatikom i
sociolingvistikom, i objavijuje radove iz tih obtas Ucestvovala je s
izlaganjima na 18 n&uaih konferencija u Bosni i Hercegovini i inostranst

Xiv
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Professor Snezana Bilbija — biography and bibliograhy

Prof. SnezZana Bilbija was born on 6.1.1949 in Zen@he graduated from the
Department of English Language and Literature effaculty of Philosophy in
Sarajevo in 1972. She defended her master's thekd Odstupanje od
prelaznosti kod engleskih glagolainder the supervision of Prof. Ranko
Bugarski, at the Faculty of Philology in Belgrade 1977 and acquired the
degree of Master of humanities in philology. Shéedded her doctoral thesis
titted Pronominalni anafoiki proces u savremenom engleskom jezégain
under the supervision of Prof. Ranko Bugarskihat Faculty of Philology in
Belgrade in 1983.

She started working at the Department of Englishguage and Literature of
the Faculty of Philosophy in Sarajevo as an asdisita 1972, and was

promoted to a teaching assistant in 1973, and if¥ 1® a senior teaching

assistant. She became an assistant professor & a89&ssociate professor in
1992 and a full professor in 2003.

Prof. SneZana Bilbija was an employee of the Facaft Philosophy in
Sarajevo from 1972 to 1994, and so she has beenZ@®3 to the present day.

At the Faculty of Philosophy in Nik&i University of Podgorica, she was
employed from 1995 to 2000, and at the Faculty ifoRophy, University of
East Sarajevo, from 2000 to 2003. She was or has &evisiting professor at
the University of East Sarajevo, University of Babuka, University “DZemal
Bijedi¢” in Mostar and International Burch University iar@jevo.

Professor Bilbija has successfully supervised 1&atal students and 19 MA
students at the University of Sarajevo, UniversityfEast Sarajevo, University
of Banja Luka and University “DZemal Bijediin Mostar.

Professor Bilbija was a member of the Sarajevo Wwistic Circle from 1986 to
1989. She is a member of the editorial board ofRbpers of the Faculty of
Philosophyin East Sarajevo, and the Association for Appligaguistics in
Bosnia and Herzegovina. Prof. SneZana Bilbija’'sdandc interests are
semantics, pragmatics and sociolinguistics, andhsisepublished papers from
these areas. She has presented papers at 18 ooeferen Bosnia and
Herzegovina and abroad.
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MEMORY EDITING AND FRAGMENTED
IDENTITY IN SAMUEL BECKETT'S KRAPP'S
LAST TAPE, A SEMIOTIC APPROACH *

Abstract: This paper intends to demonstrate how the propapé-recorder,
used as a device to select certain pieces of parsaemory and intentionally
repress others, functions as a theatrical sign\aflaile identity. The analysis
is based on the text dfrapp’s Last Tapeand the film directed by Atom
Egoyan, the information on which is provided in firet two sections of the
paper. Successive analytical parts look into treatter of Krapp and how his
appearance, his gestures (non-verbal language vidiai opposition to his
duologues), and his conduct with the key prop ef @he-act play expose the
volatility and disintegration the character seekednceal.

Key words dramatic text, dramatic character, film adaptatiorops, theatrical
sign, fragmentation, memory editing, Theatre ofAlhsurd

INTRODUCTION

Recalling one’s past and/or personal memories frageiently been exploited
as topics in 20 century British and American drama, so much thaythave
led to the creation of a specific form of memoraypthrough which authors
such as Tennessee William#larold Pintet and Arnold Weskérhave their
characters explore daunting personal traumas, pittenvalidate the past, or
seek to explain wearisome and frustrating presgneimembering (false) past
incidents. Alternatively, numerous Anglo-Americdreatres and authors have

1 A version of this paper was first presented in 204t the Third International
Conference on Re-Thinking Humanities and Socia¢isats: Politics of Memory, held
at the University of Zadar, Croatia.

2 For exampleThe Glass Menagerid 944.

% His playsNo Man’s Lang 1975, oBetrayal 1978.

“ Best known in this form iBenial, 1997.
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re-examined historical events or the collectivetpasd even employed real
historical and mythical figures from the past tokia the issue of construction
of identities and to rectify stereotypical reprdsgions of marginalised
groups.

However, it was Samuel Beckett who relentlesslyl@ea the correlation
between a lack of distinct and stable identity, auditeration of personal
history/ies through the inability to commit to memo through selective
memory, and intentional suppression of memory\Witing for Godat 1955;
Endgame 1958; Krapp’s Last Tape 1958). Language games and non-
sequiturs, histrionic narrating, and the utilizatioof sound-recording
technology in performance, along with a minimaligise-en-scene, are not
only constituent elements of Beckett's style, butmaans to embody the
aforementioned theme.

KRAPP'S LAST TAPE: THE DRAMATIC TEXT

Krapp’s Last Tapas one of the later dramatic texts of Beckett 8tdlt retain a
full human being as their character, even thoughwidl be expounded on in
the article, Krapp is to be clustered with thoseck&d#tian characters who,
losing their own particularity and individualitytopped signalling a single,
unique human being and have grown into an abstractin allegory for all the
humanity in an absurd world (as is the case witteloBeckett's characters).
The text ofKrapp’s Last Tapavas written in English in 1958, and premiered at
Royal Court Theatre in London that same year (etckgtt, 1966). According
to Sarah West, Beckett became personally involveld thre production of his
text as he developed a vast affection for it (cfesty 2008: 43-44). He
envisaged it as a play for one specific voice, thize of the actor Patrick
Magee who starred at the premiere (Beckett, 195G@nd the working title of
this one act solo-performance, the first play Béickeote in the first person
monologue, was “The Magee Monologue” (cf. West,80€8). The drama of
this one-person-show is comprised of an old, hafpoking, unkempt man
listening to the memories of his past experienad estapades he himself has
been making on a portable tape-recorder for ouwty faears or longer, and his
attempting, yet failing, to record a new one ondheasion of his 69birthday.

® Such as L. Hugheon't You Want to Be Free2937 or C. Churchill'sSTop Girls
1991.

® The years refer to the debut of the plays in Ehglirhese three pieces are taken as an
illustration for the thematic quest, although alinal$ of Beckett’'s oeuvre displays the
given paradigm.
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The spectators observe as this solitary, decrepgainly figure moves around
the cluttered pile of his spools-diary entriessdananas, tries to decipher now
perplexing descriptions in a ledger, rewinds arsl farwards tapes, indulges
his alcohol addiction, makes offensive and mockiagharks at his earlier
selves, discards segments of his personal histofyeing simultaneously
auditor and editor of his memories and his Past. The naligihmise-en-scéne
consists of nothing more than a darkened room, svigmall desk covered with
reels of tapes centre-stage and, most significamtlytape-recorder with a
microphone, the prop which remains in the limelightroughout the
performance, thus indicating its own symbolic inmpaoce and semiotic
function.

Although Beckett committed his whole career to $bhbject-matter of memory
or rather to the inability of humans generally twdke recollections of past
incidents at their own will (as shown Waiting for Godot along with their
wilful and wistful endeavours to curb unwanted dksinf past experience and
obliterate personal history/ies (asEndgame or Happy Day$ within a wider
thematic scope, it iKrapp’s Last Tapdhat most overtly examines the subject
of memoryper sg and the correlation between uninterrupted menaoiy the
creation of a stable identity or generation of aique and functional
personality. This could not be possible without tieav portable technology
that Beckett revelled in having been introducediftaye are to believe West.
The device of tape-recorder and technology of seendrding that Beckett
was fascinated with provided the author a meank witich he could pair up
voices, memories and reactions of one and the gmrson from different
temporal & spatial zones at one time, in a sindicg within a seemingly
realistic setting, and thus physically and visuallgbody the theme.

KRAPP'S LAST TAPE: SCREEN ADAPTATION

The film adaptation oKrapp’s Last Tapés a part of the 200Beckett on Film
Project in the Production of Blue Angel Films/Tyrone Puctions for Radio
Telefis Eireann and Channel 4, starring actor Jétrt and directed by Atom
Egoyan, who was faced with an extremely challengirsly. Egoyan needed to
adapt a stage play to the medium of film withoutkimg any vast directorial
decision and cutstaking into consideration not only his own pergpe and
experience but that of John Hurt who had previoimslyersonated Krapp on a

" Or more precisely “character-cum-auditor” (We€10@: 11).
8 Any director attempting to stage or film a textBgckett has to apply for the rights to
and is bound by the Beckett estate.
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three-dimensional theatrical stage. The collabonatproved fruitful and
Egoyan succeeded in keeping most of the text intagking only a few minor
editorial cuts (such as Krapp’s fumbling with keytshe very beginning of the
play and the scene in which Krapp, quite intoxidateomes back onstage
singing about a “day [being] over/ [and] night ...ading nigh” (Beckett,
1966: 19). Egoyan mostly focused on camera worlds tenabling a more
intimate connection of the viewers with the chazaand creating a more
approachable and legible piece without being “sirely filmic” (Hurt in
Beckett on Film Project, wéb The film consists of 9 shots altogether without
any soft transition in between; the first shot & rhinutes long, the last one
takes 20 minutes. Throughout the film the camenaaisning right-centre-left
as the tape plays, or slightly zooming in or oubiider to re/orient the audience
watching it, and to enhance the image of Krapp m&uing about the past. The
close-ups are those of Krapp and/or of the tap®rdec, attempting to
emphasize Krapp’s concentration or “dream-like eStats he turns from a
reactive to passive to reactive listener (both secame from West), as well as
the magnitude of the tape-contents & the moments/lath tape-recorder
metamorphoses from an object/the prop into a persi@ment and is treated by
Krapp accordingly. As Krapp’s listening posturemstionless, at times even
excruciatingly still, most of the transformationsorh passive to reactive
listening to the dream-like states are given awayhe subtle movements of
the head, “gaze [that] controls the body” (Chdfiért West, 2008: 54) and
hand gestures that close-up shots bring to lightyih be explained shortly.

CHARACTER OF KRAPP

Any analysis examining the issue of identities, aspecially this analysis,
focusing on memory editing enabled by the usemoa and comprehended as
a sign of an unstable identity, must begin withugstion of who Krapp is,
what he is like, what his dreams are, his misfatuand, thus, his drama. The
stage directions and Krapp’s first stage appearauaceéot reveal much; as
stated before Krapp is a 69-year-old, clumsy maith @ dishevelled exterior
whose first action is to sit still for a moment atod“heave a sigh” (Beckett,

° The interview with the actor is given as a com@etary piece of information on the
website of the Project but not included in the ihaddenda of the DVD collection.

19 The reference is to Pierre Chabert, the actoectbr and theoretician who adapted
modernist novels and plays to stage. In 1975 Chatmes cast by Beckett for the role
of Krapp and consequently discussed this experiéug privilege) of his in an article

“Samuel Beckett as director”, published in the edlon Theatre Workbook 1, Samuel
Beckett'sKrapp’s Last Tape (edited by James Knowlson)
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1966: 9) before he begins to fumble in his pocHletsking for his keys,
opening & closing the desk drawers in order to famtl eat a banana or two
(depending on the version of the text/ its adaptytand then repeat the given
string of actions for about the opening 15 to 20nutés of the
performance/film. Even when Krapp begins his mogo# (since he develops
dialogue with his earlier selves a bit later in fit&y) the readers and spectators
do not learn much, for he reads from a ledger f@mgavords such as “spool”
(as if taking pleasure from the sheer utterancéh@fword), “the little rascal”,
“the little scoundrel” (all in Beckett, 1966: 10)1mentioning different
numbers, and contents/descriptions of his recosdiHg muses over the phrase
“memorable equinox”, first unable to read it, ahdrt obviously puzzled by it,
and finally reaches the title of the tape the auckewill be listening to several
times, together with Krapp. Then he puts on the tapd all listen to the 39-
year-old Krapp narrating about eating bananasnisg to even older tapes
and his even younger self, musing over the membtyisodying mother and
her viduity (the word he can read but cannot urtdatsand has to look up in
the dictionary), different women he has encountearsdi their eyes, the episode
with a girl in the punt; basically the year(s) tipsssed. When present-tense
Krapp stops the tape and endeavours to record acoewnemoration of yet
another birthday and another year in his life, tHerwe realise that Krapp is a
lonely man, a creature of habit, who, friendlesegs to himself and has the
tapes and the tape-recorder as his sole compangraedainment. Unable to
continue with the recording as he has “[n]othingay, not a squeak” (Beckett,
1966: 18), Krapp resumes listening to his ‘FarewellLove’ and ends his
actions in the exact same way he began them: gsittimotionless, staring
before him” (Beckett, 1966: 20).

To an inattentive observer the bulk of informatimight be lost, such as the
detail that Krapp is a failed writer (cf. Becketf66: 18), hence his relish for a
histrionic narrative; the fact that he is a conictmty figure, who although he
repeats that “[he] would not want them [the bestrgeback” (Beckett, 1966:
20) wonders whether he could have been happy wnda/girl-in-the-punt
(Beckett, 1966: 18) and sits motionless, gazinguwasly while the tape is
running in silence, not even detecting it. A kean and eye will not fail to
notice that Krapp is a conflicted, even tormentethiwho has the past and the
memories at his disposal at a reel's end, yet darewollect them at will
though he might want tb and cannot or will not reconnect to his past,
purposefully skimming and scanning through his iges and his past selves,
scorning and rejecting them, not allowing the cmmition of remembrances

™ Instances of the so called inaccessible “voluntaeynory” (cf. West, 2008: 62-63).



Ifeta Ciri ¢-Fazlija

and the accompanying progression of his identitiy fornund? 1989:;
Langbaun®®, 1977; Levy” in Ehlers, 2008; MayodX 1965). In this play of the
late 1950s Beckett generated a character who ismiptunstable to begin with
(noticeable in the way he behaves with the taperdss and in his angry
outbursts) but further fragments his inner self adentity by interrupting
himself, mocking his earlier selves, discardingtpasmories, mechanically
editing the tapes (and thus the memory) he listenas he suppresses the
unwanted ones and selects to rewind certain oftegreatedly (cf. Levy in
Ehlers, 2008). As Levy declares: “By editing histp&rapp divides himself
into a succession of individuals” (Levy in Ehle2608: 6).

If one briefly examines Krapp’s behaviour and tneztt of the spools/tape-
recorder, one will realize that Krapp is far fromirlg an amiable person. He is
an ill-tempered man who has developed a very irtéraad cordial bond with a
sound-recording device, having failed at estalligtand maintaining thriving
relationships with other human beings. He dispklythe mannerisms and the
“tendency of a solitary person to enjoy affectietationships with objects”
(Beckett in West, 2008: 50). In the opening scaithough afterwards he
ridicules himself for doing the very thing, Krapglishes in uttering the word
spool and smiles happily (cf. Beckett, 1966: 10 @ven gives his tapes pet
names: “the little rascal,.the little scoundrel” (Beckett, 1966: 10-11). Ot
other hand, when, at the beginning of the playadwdentally knocks off a box
of spools which interrupts his focus and listenikgapp violently sweeps the
other spools and ledger off the table, cursinghatmt The reaction reveals
Krapp as an aggressive, impulsive and impatient, jiame to angry outbursts.
His next explosive incident comes closer to the ehnthe tape when, growing
irritated with his 39-year-old self, Krapp “impatity winds the tape forward”
(Beckett, 1966: 16) hoping to pass over that gavhich 69-year—old Krapp is
reminded of his younger self's ambitions and ides¥#en he realises the
episode is still in full swing Krapp curses at thpe, winds it further forward,
switches the tape on, grasps the subject matt@nviaried, curses even more

12|n his article, Alfred Hornung compares and costsahe art of Bernhard, Federman,
and Samuel Beckett, with particular emphasis gigeBeckett’'s portrayal of dramatic
characters’ disintegration: full human figures wimonologise turn into disembodied
voices and finally into nothingness.

13 Robert Langbaum treats the concept of identityBickett's ouvre where the
characters symbolically represent the lack of iitgnt

14 The entry refers to Eric P. Levy’s bodkapped in Thought: A Study of Beckettian
Mentality which discusses Beckettian mimetic presentatiohusfian existence in two
novels and three plays by Beckd#tdlloy, Unnamable Waiting for Godot Endgame
andKrapp’s Last Tapg

15 Mayoux talks of Beckett’s minimalist art and cheteaisation.
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loudly and repeats the action until he reachegthiet where the disembodied
voice is narrating the girl-in-the-punt experientteat appeases him. West
accurately notices that irate episodes are sigfsootempt for himself as he is
now, as well as for his idealistic younger self’ 8%, 2008: 51). Krapp is
perturbed while listening to his 39-year-old voroecking and laughing at the
resolutions of their 29-year-old equival€ntand joins him at laughing and
mocking the plans, wants and decisions of his erasklves. Even the attempt
to record his 69 birthday diary-entry infuriates Krapp, since heuisable to
come up with anything perceptive and rants abaibbiched novelistic career,
the episode with the prostitute Fanny, his speianatregarding whether he
could have been happy had he taken a differentituife and getting annoyed
with his powerlessness to curb the desire to rdligepast. After a moment of
rumination, Krapp abruptly “bends over machine,tehgs off, wrenches off
tape, throws it away” (Beckett, 1966: 19). He isddiinful of himself, the state
he is in, the man he has become, or failed to becawer his incapacity to
prevent wondering what if, and although he decldfidsgank God that's all
done with anyway” (Beckett, 1966: 17), Krapp desi@ “relate to his past. He
listens to the words of his earlier self, seekimdintk somehow to his lost past
memories” (Boyd, 2010: 7).

NON-VERBAL LANGUAGE

Krapp’s posture and the treatment of the tape-dsgowhile listening to “the
words of his earlier self” (op.cit.), additionalttest to the volatility of his
character and his identity. His listening postusedescribed by Beckett:
“leaning forward, elbows on table, hand cupping ®avards machine, face
front” (Beckett, 1966: 11). Any time Krapp is engsed in the contents of the
tape, when he is actively listening, this rigidtgtg position remains unaltered.
At times when he slips into a dream-like statejdadly any time Bianca, her
eyes, and the girl at the railway station are bhougp, Krapp’'s position
changes with a slight head movement upwards ant éges’ reaction: “stares
front” (Beckett, 1966: 11). When he is particularymersed into the unfolding
narrative, such as the case of the girl-in-the-gidode, Krapp's head steadily
descends, arms and hands concurrently creep faapeerecorder and he even
closes his eyes. Krapp appears as if hugging tledhime or rather resting on it
as if he is trying to bring the memory of the gilbser to his heart and mind.

16 Resolutions such as eat fewer bananas, drink les® a “less engrossing sexual
life” (Beckett, 1966: 13), the very same decisi@d@®year-old Krapp repeats and
constantly breaks, as is evident from present @8-ptd Krapp’s actions.
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The hugging posture discloses two things, namedy Krapp is capable of
tenderness (but only to his tape-recorder, as tisemet a living soul around),
and the truth about his tragedy:

His gentle gestures belie his words, and perhapsghis ambivalence
which has led him to sadness. The most tragic asgdtrapp’s life
may not be so much what he has failed to achievetes he has
pushed away or let go. (West, 2008: 55).

The tragedy of the aged Krapp, painfully foregraeshdn the discrepancy
between his verbal and non-verbal behaviour, thegeis not merely that he
has failed to develop any fulfilling relationshiptbrather in the fact that he
personally drove potential partners and friendsyaweich is precisely the
motivation for this character to endeavour editihg memories and his own
past.

PAST MEMORIES EDITED

Unable to either effectively relate to his memoréss seen in the voluntary
memory episodes (falling short of summoning up risferents to “the black
ball”, “the dark nurse” or “memorable equinox”, oot comprehending the
word “viduity” used by his earlier self) or else boiry them (as involuntary
memory episodes when the dream-like states comen Upm unawares
expose), Krapp literally “interrupts the tape retmy instructs it to go back, to
go on” (West, 2008: 50) as he switches it off andwinds it backwards and
forwards, swears at it, converses with it, laughg, deels and fondles it. He
opts for certain memories, and glosses over otketscting some and rejecting
and suppressing others. Examining the contentiseofrtemories Krapp retains
we realise that he dwells most on the girl-in-theMpepisode, though there are
others that he listens to with care — for exampke rnemory of Bianca that
propels him into a brooding mood and of his motttgng which, as Ehlers
mentions (Ehlers, 2008: 7), his earlier self fragtagalmost as if to make it
more bearable, by stating: “Her moments, my momegisuse) The dog’s
moments” (Beckett, 1966: 15). Those pieces of mgrtimat Krapp discards by
fast-forwarding the tape are all about failingift &t large, as stated before, not
because of the opportunities missed but thosexpibeed to the full.

Both the 39- and the 69-year-old ‘Krapps’ contimyi&dit the memory of the
past and the past itself by mocking their earlielves, passing derisive
comments, cutting themselves short, “mechanicallglifing] on the memories
he relishes and forget[ting] the memories he hasecto hate” (Ehlers, 2008:

10
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5). This sorting out of the memory, the compartrakratiort’ of the events,
the resuscitation of the seemingly valuable andyténg rid of irritating, and
probably painful, memories prevents Krapp from ld#&hing a functional and
complete individuality, and once more provides euitk of the volatility of his
character.

CONCLUSION

Krapp’s Last Tapds not the only Beckett drama or text which exefothe
subject matter of memory, fragmented and lost ileatand eradication of
personal histories, but it is the one which moahgparently discusses these
themes. Although its only character, Krapp, doesdwanything profoundly
dramatic, not even fulfil the promise from thedii he still serves as a
theatrical embodiment of a human being living inadrsurd universe. His life
gone amiss, running in circles, listening to assbrslices of his past and
mechanically editing his memories, Krapp reveats tifts in his identity the
very act of making the records, and listening Enthwas to conceal. Through
the rewinding and fast-forwarding, through the wesssful attempt to record a
new tape, through Krapp’s mannerisms and treatroethe key prop of the
play, and by following closely the episodes sel@cad those rejected, one
gets a glimpse of Krapp’s unsound character, hasnming past and stagnant
present life, morsels of his escapades and persxpadriences, the dormant
desires and the tragic scope of his life. The seendrding device surpasses
the object, metaphorically takes the position dbmaged-for companionship
and stops being a mere piece of equipment. Itsisusice of memory, a means
to hang on to one’s past and alter it, a placectopartmentalize events as it
best fits Krapp’'s current life, yet sadly preverttsrial of his past or
reconnection to lost memories. Jumping at the piateof the then new
portable sound-recording technology, Beckett ttwreetonstructed a play that
uses the tape-recorder to vividly portray yet aeofractured and dehumanized
personality.

" The term comes from Ehlers (cf. Ehlers, 2008).
18 As Krapp does not succeed in recording hi& &8niversary diary entry, that is, his
last tape.

11
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REDIGIRANJE PAMCENJA | FRAGMENTACIJA
IDENTITETA U DJELU SAMUELA BECKETTA
KRAPP’S LAST TAPESEMIOTICKI PRISTUP

Sazetak

Clanak namjerava prikazati &ime kako poméno scensko sredstvo
(magnetofon), upotrijebljeno kao sredstvo odabicgeginih instanci knog
sjetanja i namjernog potiskivanja drugih, funkcioniraokznak nestabilnog
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identiteta. Analiza je zasnovana na dramskom tekstppova posljednja
vrpcai Egoyanovoj filmskoj adaptaciji jedidmke koje se predstavljaju u prva
dva segmentélanka. Potom se analiziraju lik dramskog lika, mjedzgled,
geste (odrazi neverbalne komunikacije koji su utkepunktalnom odnosu sa
njegovim dijalozima), te njegovo tretiranje i odnsa najvaznijim scenskim
pomagalom da bi se razotkrila nestabilnost i degrzcija IEnosti koju
dramski lik pokuSava prikriti.

Kljucne rijeci: dramski tekst, dramski lik, filmska adaptacijanmpéno scensko
sredstvo, teatarski znak, fragmentacija, rediggganéenja, Teatar apsurda
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CAN PICTION BE CONSIDERED ASA NEW
FORM OF LITERARY EXPRESSION?

Abstract: In the ever-changing contemporary world of digdaald information
technology there is a need to take into considmrdtiybrid works that combine
textual, pictorial, graphic, audio, video and othkaital segments in the new
cross-bred form of ‘piction’ — a hybrid constructefl ‘picture’ and ‘fiction’.
The paper tries to offer some views on this evg\vénb-genre and to present
some of its features as a point of reference ariddudeliberation.

Key words: piction, hybrid form, (sub)-genre, fiction, digitabmanities

A NEW LITERARY HYBRID (SUB-)GENRE BETWEEN
FICTION AND NON-FICTION?

There seems to be an urgent need to re-think soagitional notions on
literary genres, or, even more, their subspecié® fecent decades of both
writing creative literary works and their respeetigritical interpretations,
and/or theoretical deliberations what could havenbmcluded under such a
label; had mostly effaced invisible boundaries e 'high’ and ‘low’ forms
of literature. The same can be said of yet andtheitional division within the
prose works: fictional and non-fictional ones. hetvariety of sources that
dealt with literary scholarship within the Englighitten critical books, fiction
usually included short stories, fables, fairy talesvellas and novels if having
been composed in prose, or diverse forms of p@atdyplays, which had been
marked by verse; and, in the case of drama, aglieloat least until the more
recent times, when these two latter genres opepefruprose as well. The
main difference between fiction and non-fiction wseen in the domain or
territory they seemed to occupy. According to sadriterion, fictional works
were made up, invented or imagined by their autreince they had not dealt
with events, people or any other factual elemeat ¢ould label them as ‘real’,
even when they came dangerously close to the sukéael of reality in their
precise or accurate renderings, or even mere gésas of people or events
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that had actually existed. On the other hand, maieh focused on the people,
events, places, and ideas deemed to be real et tr@actual facts. However, it
was often emphasised that such an version or mesNn could be either
correct or not, or it could give either a true afsé account of what it was
dealing with within the types of non-fiction, suchs autobiographies,
biographies, diaries, travelogues, memoirs, jogrndlistories, almanacs,
essays, reports, letters, memos and newspapdesiris well as, literally, any
kind of text that the authors of such accountséwmtestly believed them to be
truthful at the time of their composition. Or, tatgt more bluntly, fictional
works belonged to the area of ‘fine arts’, wherdgs non-fictional ones were
confined to the vast category of everyday, nontexgi(if not often rather
boring!), somewhat ‘plebeian’ documents of all land

Things started to become more complex and complicathen renowned
public personalities, such as Sir Winston Churchild won the Nobel Prize
for Literature in 1953 for his six-volum@emoirs,® or when authors, such as
Truman Capote, referred to his 1966 bookCold Blood as the first non-
fiction novel. Although many credited Churchill wifine writing skills and
style, the citation offered by the Nobel Committeeuld be equally as
puzzling: “for his mastery of historical and bioghécal description as well as
for brilliant oratory in defending exalted humanues”. Three years earlier,
the Nobel Prize for Literature went to philosopls#r Bertrand Russell, with
such a wording: “in recognition of his varied angngicant writings in which
he champions humanitarian ideals and freedom afighis? It is, perhaps,
surprising that, in the definition stipulated byethlobel Committee, one can
find that “under the term ‘literature’ shall be cprised, not only belles-lettres,
but also other writings which, by virtue of theiorin and method of
presentation possess literary valdeClearly, both Russell's and Churchill’s
books on diverse topics did not belong to ‘tradisib fictional works, but
Capote’s statement indicated that boundaries wegehing to be blurred. Or,
they became more flexible, since literature begamt¢lude almost anything
printed of any kind, as it can found under the lmegaaf ‘literature’ in The
Oxford English Dictionary: “Literary productions as a whole; the body of
writings produced in a particular country or pefjods well as “the body of

! In addition to many newspaper articles, Churchitls a prolific writer of books,
having written in his career a novel, two biograshithree volumes of memoirs, and
several histories.

2 The Nobel Prize for Literature in 1950. Accessed litp://www.nobelprize.org
[nobel_prizes/literature/laureates/1950/index.html

% Lars GyllenstenThe Nobel Prize for Literature, trans. Alan Blair. Stockholm: The
Swedish Academy, 1987, p. 15.
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books and writings that treat of a particular satijé In the subsequent
decades, Post(-)Modernist fiction did everythinglémolish (deconstruct?) the
imposed barriers, almost as ancient as the Gredit aV&Lhina, and yet as
fragile as the Berlin Wall that went down in 1989.

The latter event had often been perceived by cqueany thinkers of all kinds
as the true beginning of Globalisation, which waskad, among other things,
by explosion of information technologies, most mdgathe Internet. As an
enormous telecommunications system, or the netwoirknetworks that
consisted of millions of private, public, academnicisiness, and government
networks, ranging from local to global scope; théeinet had transformed
traditional communications media, including telepbomusic, radio, film, and
television, but it also influenced printing indystproducts, such as
newspapers, magazines and books. It could be mextithat, historically, the
wordinternet was used, un-capitalized, as early as 1883 agbaanel adjective
to refer to interconnected motions. One hundredsykeer, its initial definition
or usage began its unprecedented expansion in wrdercome the first global
mega-system of cyberspace. It soon initiated majbanges in human
perception of reality, since ‘virtual reality’ crealenvironment that could
simulate physical presence in places in the realdwor imagined worlds,
primarily through visual experiences on computenitars or similar screens.

GLOBAL CHANGES AFFECTED LITERATURE AND ITS
TEXTUAL FORMS

In terms of literature and its primarily textualrfies, the spread of Internet
caused them to adapt themselves gradually yetspemdlly to the newly created
virtual environment of enormous possibilities tthex intricate features of
website technology, or, had them reshaped intogihggand web feeds. It
certainly forced them into motion, in the way qugimilar to photography
towards the end of f9century, when ‘motion pictures’ or film broke dffe

limitations of static photos and captured the imagon of the whole planet.

However, photographs survived until our days, alimeich changed from these
old sepia prints. So did the books, or newspapmrshe film for that matter,
when television threatened quite seriously to thribwn the museum of
forgotten inventions. In a way, such a resistarroeqal that new technologies
could not simply replace, or totally discard prexgpstill functional ones. Such

* “Literature” in The Oxford English Dictionary, 2" edition, vol. 8. Oxford: Clarendon
Press, 1989, p. 1029.
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changes did not come out of the blue. Despite tlcelarated pace and overall
domination of information technology and its diverproducts, particularly
gadgets that had become indispensable objectemyday use, similar to what
wrist watches used to be in the past; the prevfoums proved to be much
more resilient. It should be taken into account twhappened in similar
circumstances in the process of transformationdffatted different ‘products’
of a kind: “The new technology transforms the ahdl @roduces a hybrid. Both
continue to exist, but in a new wayinstead of reading on paper, one can now
use affordable electronic devices that serve asorabmation of a huge
bookstore, library, news office, channels of comioation, or the means of
creating new literary forms and styles.

It almost goes without saying that the Internet entiee distribution of books,
and especially fiction, totally open, and, in moases, free, in the same sense
as as the oldest and highly popular digital librRrgject Gutenberg, after its
appearance in the cyberspace in 1971, made pulrizia texts more readily
available. Many similar projects, usually sponsdogdvell-stocked University
libraries in English-speaking countries, followettlaopened up their stacks to
millions of computer users, both academic and reademic ones. Needless to
say, other areas of human activities, most notablrts and humanities, saw
this opportunity to create virtual galleries andsewms, where their exhibits
could be presented even to those who rarely wesuth places. One such
example was Smith College, Northampton, in the evestpart of
Massachusetts, USA, and its Museum of Arts, whisha joint effort of seven
academic institutions in vicinity, gathered thoussof artefacts, but its online
database contained millions of images on divergacso offered ‘as an
educational resource for the public for non-commaérceducational and
personal use only, or for fair use as defined ny.faEach record is equipped
with necessary information about the object in tjoas with a number of
possibilities to cross-reference data and havdailee insight, if desired.

PICTORIAL TURN INVADES TEXTUAL SUPREMACY

It soon turned out that mere fictional or non-fictal texts were just a suitable
starting point for interesting experiments in temhditerature. As if the overall
course of events somehow led to this situatiorthAttime when some authors

® “The Impact of the Internet on Literaturdittp://lukethebook.me/post/6797683887
[the-impact-of-the-internet-on-literatur@ast time accessed on November 23, 2013).
® As duly mentioned on their webpagdettp://museums.fivecolleges.ed(last time
accessed on November 27, 2013).
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spoke of ‘literature of exhaustion’ in 1960s, ankew there were no signs of
any new directions literary production might takethe near future, there were
much discussion of ‘textuality’ in the contemporacyitical reflections.
Burgeoning theories of linguistics, semiotics, dnigt and other interrelated
disciplines interpreted ‘society as a text’, whieltcording to Richard Rorty,
meant a new, linguistic turn in the overall histofyphilosophy. Rorty saw the
history of philosophy as periods when certain d@ninissues had been in
focus, only to be replaced by new ones. For hira, ahcient and medieval
philosophy had dealt, primarily, in things, wherefiem seventeenth to
nineteenth century philosophers were mainly coregkrnwith ideas.
Contemporary theories centred on words but withsmrable plausibility,
claiming that “Nature and its scientific represéiotas are ‘discourseg’.In
response to these ideas, one of the most promimepbnents of visual culture
in our age, W.J.T. Mitchell, described yet anothkift in the domain of the
sphere of public culture and a number of discifginé the human sciences as
‘pictorial turn’® Mitchell traced various lines of thought in"26entury on this
subject, ranging from Charles Peirce’s semioticsl &felson Goodman’s
‘languages of art’, to the works by Wittgensteireridda, Foucault, to mention
only those more famous ones he had referred toingasstablished a proper
academic dialogue and commenting on diverse aftfudn theories on
representation, Mitchell underlines that his un@gding of ‘whatever the
pictorial turn is’ should not be seen as returm toaive mimesis or a renewed
metaphysics of ‘pictorial presence’, but, rathers &a postlinguistic,
postsemiotic rediscovery of the picture as a complaerplay between
visuality, apparatus, institutions, discourse, bediand figurality® It is
important to see diverse practices of observatorgpectatorship, as equally
deep problem as various forms ofading, which includes decipherment,
decoding, interpretation; and “that visual expereror ‘visual literacy’ might
not be fully explicable as the model of textualit)”

Without going deeper into theoretical consideratiai Mitchell and other
writers important to the phenomenon of visual aeffy it seems more

" Rorty wrote on these issues in his bodke Linguistic Turn: Recent Essays on
Philosophical Methods. Chicago: The University of Chicago Press, 1967d an
Philosophy and the Mirror of Nature. Princeton: Princeton University Press, 1979.

8 W.J.T Mitchell. The Picture Theory. Chicago and London: The University of Chicago
Press, 1994, p. 11 et passim.

° Ibid, p. 16.

1% bid.

1 Such as Griselda Pollock, Stuart Hall, Roland Best Jean-Francois Lyotard,
Rosalind Krauss, Paul Crowther and Slavoj ZiZzek,Lisa Cartwright, Margaret
Dikovitskaya, and Nicholas Mirzoeff.
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appropriate to focus on real impact contemporagtioin, which had already
started to become blended with a number of norofial texts; received from
these new technologies. The similar process toakeptoncurrently in other
segments of culture that had become ever so detiwanats nature. Music
can serve as appropriate example. In previous fimesic could be enjoyed
only by the privileged few — either those who couclompose it or read its
coded symbols (notes), or those who could havéuthey to be present at the
time of its actual performance. Phonograph andorad, later on, tape
recorders of all kinds brought music to diverseiemncks and also to the most
distant places on earth, thus effacing the bouaddsetween races, nations,
classes or generations in the similar manner mrirbeoks had helped
spreading of literacy and reading habits in gengrdahe past 500 years. The
ever-increasing popularity of rock bands from 1960sas well as accessibility
to music and its recorded forms, boosted peoplm fidverse backgrounds to
compose, or even more, to play music on their dwith the new possibilities
of digital technologies ‘electronic music’ producadimaginable number of
works that kept on playing virtually around the alo If one adds to this a
continuous presence of music in contemporary hufives, almost equally
enormous number of discotheques, or open air conegrues that attract
millions of young people across the globe, it i$ swarprising to observe that
multiple hybridized forms of musical expressiontusgted the world in early
21 century. Almost anybody could make (or fake?) miusi

DIGITAL HYBRIDIZED FORMS OF ‘PICTION’

The similar thing was also happening in literatuhgpridized fiction in
particular. Since all kinds of media can be eamide digital and uploaded,
the creativity of millions of Internet users causedny new forms of fiction to
evolve over a rather short span of time. They ithetutraditional films, comic
books, and video games, but also developed inteeacbmputer games or
computer-generated comics. Dedicated and loyadvi@ts of specific fictional
sub-genres gather around fan forums, produce atefcihmange various
derivative stories in order to share them and gasti similar products to
populate the cyberspace. In contrast to solitdgntad authors of the past, the
new technology enabled virtually anyone with enosgtls and ideas to start
the new creative space on their own called webtogsimply blog. Blog
apportions some virtual space and its creator shaisgher entries or ‘posts’
with a number of other users ready to follow it.tlUB009, blogs were usually
the work of a single individual. Sometimes theyaaited a small group, and
often covered a single subject. They developedeaifsp type of blog fiction,
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where a story is delivered through a blog eitherflash fiction’ or ‘serial
blog’, but more recently, a collaborative fictioagan to emerge in numbers. It
is written by different authors, who produce a wtor a sequence. As if
someone started a thread and others continueddeewbe story adding new
details and making it more interesting to go ottoag as it could. Need one to
be reminded at this point that the original mearihthe word textu’ (in Latin,

it means ‘fabric’, the product of a weaving prodesad been proposed by
Roman philosopher Quintilian, who, in l®ok on Speeches, advised authors
that “after you have chosen your words, they mastveaved together into a
fine and delicate fabric'2 The latest trend seems to be a creation of “multi-
author blogs” (MABs), where large numbers of aushcontribute their posts,
but the final version is professionally edited.

Although the basis for such developing virtual ferof fiction remains safely
in the narrative; or in the stoper se, in addition to textual elements or parts,
these entries often appear in a variety of multimddrms. Depending on
imagination, technological and other constituengnsents, they cannot be
simply labelled as ‘books’, since there is a blamgniindustry of e-books
anyway, but a new term should be proposed. Due hir tobvious
postmodernist hybrid nature and inclusion of bathidnal and non-fictional
elements, the possible answer is to be found elB@wltsince these products
rely a lot on visual, pictorial backdrops, becaasmere text is certainly not
good enough to express their versatility, and stheg often combine film or
video-clips, photos, or comics in quite unusualhtégues of collage and
pastiche; one can propose yet another mixed orichybrm —piction. The
word refers both to gictus (painted thing, picture) and #ctus (made-up,
feigned, false, fictitious, ‘non-real’); or, rathat does aspire to cover such
multimedia presentations or accounts that bringhfeuch kinds of creative
works, embedded both in fiction and non-fiction{ bBlso outgrowing them by
a diversity of interconnected mosaic-like pieces.

It may sound paradoxical that such an advancedtdabical age, as a matter
of fact, repeats, or, in some peculiar way, goak lta the earliest forms of
human artistic expression. Cave paintings thatdraginated 32,000 years ago
could be interpreted as non-fictional, i.e. ‘retidis records of what prehistoric
human beings managed to catch on their hunting,;trip, they could be
understood as their wishful thinking — what theypéd to hunt down in future,
thus imagining or inventing the fictitious storiasned to reconnect their past
exploits with their future adventures. In a waytspictorial narratives can be
taken as semi-fiction, or half-fiction, since thegn also be imagined as a

12 Marcus Fabius Quintilianuslnstitutio Oratoria, trans. H. E. Butler. Vol. 2.
Cambridge: Loeb-Harvard UP, 1980.
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fictional description, or, rathede-piction, based on a true story. Depiction is
defined as a non-verbal representation, wherengistor images are considered
to be viable substitutes for things seen, remenaberémagined. When uttered
or written down in words, depiction becomedescription, which happens to
be a very useful tool when dealing with all kindsliterary texts. Without
going into more recent theories of pictorial sef®tor iconography, or a
number of other equally applicable critical schoafighinking on these issues,
ranging from the most ancient to the more recemspsuffice it to say that
‘piction’ embraces all these evolving forms of uat genres and their sub-
genres in order to remain as open and flexibleoasiple.

Of course, other hybrid names came to mind. Iftoieel to join ‘literature’ and
‘picture’, the result might be not so successfipietuliture’, or ‘literpicture’.
Perhaps an analogy to abbreviated terms such ad.iBror ‘Chick Lit’ could

be offered as ‘Pict Lit", but it did not sound cuitight either. On the other
hand, one should mention that a variation on naviegyhad already been
used in a guessing word game called ‘Pictionary\way back as 1985. Teams
of players try to identify specific words from carthat contain appropriate
drawings, which serve as clues to the right ansfed since one could not
avoid the most recent developments in the diggehmology, let it be known
that an application called ‘piction’ had been clating for some time with
users of smart phones. It has been advertised assimple
camera application that allows user to add textagnof photos and share it
with other people and their networks. The combimedtd here comes as a
mixture of a ‘picture’ and ‘caption’, which stanfis a title or brief explanation
accompanying an illustration, cartoon, poster, gohatograph It primarily
serves as an identification of what is seen on ghetograph, which is
reminiscent of times when such information was dufitten on the back of
photos as prints. Nowadays it is superimposed erntiage making it a kind of
a digital postcard or greetings message. The giateimains central, since its
appearance that is important, and the text is adlging information in the
shape of ornamented letters (fonts), thus keepiath Isegments Vvisibly
separate.

It is not the case with the term proposed here. @hphasis is on a fusion of
multiple features, where their combination produaesew unity, or work. As
much as one can easily recognise certain segmepEts in the new hybrid,
they tend to lose their original characteristicd areate, hopefully, something
else. In such a process there is ho dominant majireg segment. Nor does it
necessarily favour pictorial over textual eleme@mce, due to the nature of
technological mastering of all combined elemerits,dbjective is not to strive
towards an exquisite, elevated, ‘high’ piece of ane may also easily exclude
possible theoretical considerations, such as diteess’ or ‘picturerariness’ as
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modes of identification. It may be safely said tihall depends on any author’s
initial urge how to deal with its material and imaation. It also seems that a
rather totally open eclectic attitude prevails,csinthe necessary elements for
constructing the work of piction can be taken frasnmany sources one might
be able to handle under given circumstances. Bessdene common well-
known features that had been made readily avaifaiuhe the overall legacy of
humankind nowadays understood as pertaining to ybiselusive ‘global
culture’, any regional or distinctly local featurae freely mixed in. They add
a specific, easily noticeable flavour of both theéhar's personality, his/her
individual and collective background and make thetignal work, in a
broadest sense, original, or, at least, differemmfother similar products. On
the other hand, by including those elements thatfamiliar for most people
who share the similar interests, piction can tadkaous protean forms of sub-
genres. It comes as no surprise that ‘low’ formspofular’ culture prevail
over more sophisticated specimens of books, usuafgrred to ‘high’
literature or belles lettres. In this sense, it is closer to subversive, unaeld
fictional products, which had existed concurrenthyough centuries as a
specific form of counter-culture, or the culturetbé masses. In some parts of
the former colonial world, such as in India or Afj it grew into a lucrative
industry of popular titl€d based on simple plots, highly didactic in natam
yet intertwined with elements of romanticised loveglence or sentimental
excesses of all kinds. In the countries of ‘devetBprinting industry, such a
demand created a huge market for kitsch, trash wp fiction. In the
explanation offered by Clive Bloom, who rightfulprgues in his boolkCult
Fiction: “Pulp is not only descriptive term for certain mdblishing produced
on poor quality paper, but it is also indicative adrtain attitudes, reading
habits and social concern$’lt stands for much more, since it does not limit
itself only to traditional love stories, detectivirillers, horror or mystery
narratives, or science fiction for that matteroffiers a number of possibilities
for combing and re-combining almost anything intoeav and exciting form.
Pictional authors relied on these features wheatioig this unique hybrid.
They mix into their structure many elements of sh&tories, fables, fairy
tales, novels, plays, poetry, but they also usepomants from comics, feature
films, graphics, TV clips or any other video-maggricomputer programmes
such as Power Point presentations or similar telepltnat integrate text and
picture(s), often combined with music scores eit@rowed or of their own.
Since all these elements have been compressedpiopajate technological

13 Onitscha market literature is probably the besivkm having originated in cheap
presses in western Africa and producing millionsittds and copies of diverse topics.
14 Clive Boom. Cult Fiction: Popular Reading and Pulp Theory. Basingstoke and
London: Macmillan Press, 1996, p. 3.
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form, they can also be labelled as ‘digital fictidih is another area of interest
that raised concerns among contemporary theonstpeactitioners, who try to
seek answers in interconnected disciplines of hitieanbrought together
through the use of computer technologies. One efgioneers in the field,
Roberto A. Busa, summarized his views on the issue:

Humanities computing is precisely the automationewséry possible
analysis of human expression (therefore, it is eitply a “humanistic”

activity), in the widest sense of the word, fromgieuo the theater, from
design and painting to phonetics, but whose nuclemains the
discourse of written texts.

Such an approach has been centred on detailedtici@malysis, whereas
piction wants to point out to the hybrid acts ofaginative creation and the
possibilities of their critical interpretation ihe widest sense, as well as their
‘place’ in contemporary literary production. Whagewthe final result, one is
faced with a different kind of digital ‘image’. Theord itself is ambiguous,
since it can refer to traditional physical objesttch as a painting or a sculpture,
or to the mental, psychological aspect of its s énters into a highly unsafe
territory of dreams, memories or perception. A ngtriof digital images
combined or interlaced with larger or smaller segimef texts, then, become a
creative backdrop for this new, evolving mosaidgbrid forms. It may be yet
as early to start categorising them, or, even wotgemake presumptuous
theories of their true ‘nature’ or directions theguld or should take in a
foreseeable future. A few things seem to be cedtthis point: the digital age
has already managed to transgress the imposed dmemdetween diverse
forms of artistic expression and to ‘pack’ the idist products of its own into a
whole array of, perhaps, not so ‘great’ forms, batany case, vibrant and
interesting. They continue to grow and to findgmtitals and possibilities there
where the traditional fictional forms had never aethrto experiment. Or
pictorial forms, for that matter.

IS THERE FUTURE FOR PICTION?

The only ‘normal’ question is: “What is to be dohePhere seem to be several
potential scenarios, if not the true answers. Onthe@m tends to ignore the
technological advancement and to keep to establigbans, as a kind of
vintage collector who only cares about specifidqeeor type of product. No

15 Susan Schreibman, Ray Siemens and John Unswatth) (& Companion to Digital
Humanities. London: Blackwell Publishing, 2008, p. 10.
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doubt there will be enough people who will contirtoeread books on paper,
or, in a slightly modified situation, as e-texthiat will secure for a while new
titles of a limited number of professional writénsthe usual sense of a word.
The majority will succumb to new trends and fashlde hybrid products that
will, eventually, become the common thing, as fteaturies ago, when printed
texts had totally replaced handwritten manuscrifitshould be remembered
that these two textual traditions were, at timésely illuminated with a limited
number of pictures, although the industrial mantufiaeg of books gradually
eliminated the need for colourful illuminations. éghhad been considered
rather costly and were replaced with sketches dackiand-white drawings,
not unlike caricatures highly popular in Britishitezhs in 18" and 19' century.
They survived in comic books, in much the similaarmer as coloured pictures
found their way into books for children. Althoughey are still printed in
millions of copies and still enjoyed by childrentbkt age, it is unlikely they
will be able to endure the competition with teclugdtal gadgets, such as
tablets, minicomputers, or smart phones. Once Hgeai electronic devices
becomes more prevalent in schools against thetibadily printed textbooks,
the battle for traditional modes of literature vigé lost.

However, the hope dies last. It cannot be predietgd any certainty if this
new sub-genre will eventually come into existennd produce a number of
digital forms worthy of analysis and critical deditation. If by any reason that
cannot be seen at the moment, it does not develdause enough qualities
to be considered as an academic point of inteitasiay remain as yet another
experiment that has been lost in virtual cyberspace
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MOZE LI SE PIKCIJA SMATRATI NOVIM
OBLIKOM KNJIZEVNOG IZRAZA?

Sazetak

U doba gotovo potpune dominacije elektronsko-infatighkih tehnologija
pocele su se pojavljivati nove hibridne forme kojeikta elemente fikcijskih i
nefikcijskih tekstova u kombinaciji sa raznovrsnistikovnim, graftkim,
video, pa i audio segmentima u nastojanju da, puiaierneta i njegovih
korisnika na blogovima, promoviraju svojevrstanoisk u knjizevnom iskazu.
U radu se prati postepeno narastanje ove pojaye skoodréuje kao ‘pikcija’,
odnosno spoj svih vrsta piktoralnih iskaza sa f#kem narativima, vé
dobrano hibridiziranih postmodernidtim zahvatima u tekstove svih vrsta.
Digitalne tehnologije su podstakle brojne korisnéeom svijeta da kako u
individualnom, a u novije vrijeme, sve viSe i u déklivnom naporu ponude
brojna djela u pokuSaju da se predazdosada3nja tradicionalna shvatanja o
prirodi i vrstama knjizevnih i drugih umjetfkih djela u multimedijalnim
oblicima.

Kljucne rijeci: pikcija, hibridni oblik, (pod)-zanr, fikcija, ditalne
humanistéke znanosti
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HISTORY, HERITAGE AND LITERARY
THEORY IN HILARY MANTEL'S BRING UP
THE BODIES

Abstract: Due to lack of historical evidence, the story oh#iHenry VIII and
Anne Boleyn has always inhabited the amorphous domfthe historical
imaginary rather than geometrically shaped histbfi@ctuality. Hilary Mantel,
twice winner of the Booker Prize for two novelsttlaae part of a trilogy on
Thomas Cromwell’s version of Tudor court intrigusgnages to defamiliarize
one of England’s most controversial stories by dvgj the matrix of romance
and cleverly exploiting the subversive tools ofitagie. The aim of this paper is
to show how her latest nov@ring Up the Bodieq2012) foregrounds the
experiential and performative energy of heritageilevconsciously drawing on
certain strands of New Historicist thought. In dpso, the author positions her
novel within the spacious, unmapped borderlandsvdxst popular and
academidistorying

Key words history, heritage, Hilary Mantel, New Historicisqerformativity,
Thomas Cromwell.

INTRODUCTION

The courtship between King Henry VIII and Anne Baleas well as their
marriage, and Anne’s execution due to charges oftery, have always
inhabited the amorphous domain of the historicabgmary rather than
geometrically shaped historical factuality. Lack loktorical evidence has
loosened the boundary between fact and fictionclvig why this aspect of the
Tudor past has been re-imagined in countless roenaoeels, film adaptations,
miniseries and documentaries. The generic matrixoohance feeds both
Hollywood blockbusters and literary re-enactmeritslenry’s fickle heart and
Anne’s fall due to ruthless ambition and/or womapésverlessness in a male
dominated world. Desperate pursuit of love andtigali power, though each is
almost indistinguishable in our perception of theddr court, perfectly fit the
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framework of romance. However, this seemingly ubfamatic marriage of
story and its generic counterpart is not apolitiaal it raises many issues
concerning our enduring fascination with romancettie postmodern 21
century, while it also foregrounds the ideologibatkground of the romance
genre.

The complexities of genre affiliation are not liedtto the domain of Tudor-
inspired literature. They ineluctably haunt the Imeaof history and its
unacknowledged other — heritage. In the words afidbhowenthal, distinction
between history and heritage is vital since “higtexplores and explains pasts
grown ever more opaque over time; heritage claria@sts so as to infuse them
with present purposes” (2009: xv). An example dd thistinction in relation to
the early Tudor period may be found in the histedriaccounts of Geoffrey
Elton and Simon Schama. On the one hand, the sthatort of the “old
school” historian Geoffrey Elton to assemble anaarof Thomas Cromwell as
a visionary statesman who helped transform the rpavg bodies of England,
thus steering England towards a secular democr@dyofinell, 2013: 26),
exudes the spirit of Leavis's “moral seriousnesgiidal of great English
literature and history. On the other hand, Simoha8ta, who extends his
historical expertise and academic authority to thepular medium of
television, creates, in his mega popular documgngarHistory of Britain
(2000) brilliant miniatures of Henry and Anne and intenges them with
extracts from old films dealing with the vagaridsHenry’s heart and reign.
Furthermore, Schama inscribes in his televised teham Henry VIII and the
Reformation an idea of the unwilling but inevitabtapitulation of all
historians, including himself, to the figure of timscrutable Anne Boleyn who
appears to be key to England’s Reformation.

Although Elton’s and Schama’s pursuit of (Tudoigtbry seems to occupy the
space of history and heritage respectively, inggstn contrast will certainly

“dim the convergences” by conveniently separatitg tacademic and

“popular” approaches to the study of the past. Bostorians/approaches aim
to show things “as they were”, using their narmtigols in such a way as to
construct a particular kind of story, which is whgwenthal concedes that they
“are less dissenting ventures than disparate viewgiq2009: 168).

Hilary Mantel, twice winner of the Booker Prize fovo novels that are part of
a trilogy on Thomas Cromwell's version of Tudor dotrigues, manages to
defamiliarize one of England’s best known storigsaboiding the matrix of
romance and cleverly exploiting the subversive gaufl heritage. The aim of
this paper is to show how her latest no®ing Up the Bodies(2012)

foregrounds the experiential and performative eneof heritage, while

consciously drawing on certain strands of New Hiistst thought. In doing so,
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the author positions her novel within the spaciousmapped borderlands
between popular and acaderhistorying

EMPLOTTING AND STAGING HISTORY

In a stimulating survey of the performative turntie study of history, within
the larger context of cultural studies, Peter Bunmkeokes Hayden White's
notion of historical emplotment as a dramaturgimabel for the representation
of the past. While this mode of representation itnthe imposition of a
particular plot onto the raw material of historieatents, the agency so given to
an historian is that of an emplotter. In the cabdlantel’'s novel, which is
entirely focalised through the character of Thortaemwell, the notion of
stagingof history gains a new dimension.

Cromwell was Henry’'s Master Secretary whose lowthbiand undivided
loyalty towards the disgraced cardinal Wolsey mhie highly unpopular at
the court, but it was exactly these aspects ofifieishat made him privy to the
most diverse kinds of knowledge. Following in thetSteps of Geoffrey Elton,
who tried to redeem Cromwell from the confines bé thistorical role of
villain, Mantel created a striking portrait of a masthose mind gave form and
meaning to haphazard events that resulted in Edgldmmeak from Rome. She
used the elements of the historical plot createathgr historians in order to
examine villainy as a construct of a particulardkiilence, in an age steeped
into religious strife and superstition and deeplhgrae to all things foreign,
Cromwell's knowledge of law and banking, as wel hbility to converse in
many languages, earned him the label of impostoictwHater gained
Machiavellian stature.

Physical and mental robustness, as well as a pgzZlinoral emptiness”
(Lethbridge, 2012: 28), give Mantel's Cromwell dilidy to transcend existing
historical interpretations of the early Tudor pdriand occupy the position of
an emplotter and a stage manager. He is the ce&amatiousness and moving
force of the narrative but his power over the rtaveais not exhausted in these
realist conventions. It is fully unveiled in hisily to will history by
imagining it and to manage controversial situatibgsimposing a particular
plot line on shapeless events and facts.

In order to illustrate the performative quality bifstory in the novel and
Cromwell’'s role of emplotter, | will discuss theigpde dealing with Henry’'s
alleged death due to a fall from a horse and thmdil caused by the very idea
of his death. The king falls while trying to demtrage his virility in jousting

and stops breathing long enough for everyone tokthie is dead. The
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commotion in Cromwell's mind, caused by his ability imagine instantly
different versions of the future without Henry, ghens his perception of the
way the courtiers behave. The king's body is laideopiece of ocean-blue
cloth — a seemingly uninjured, perfect body polthat no one dares to touch.
Although the body politic is beyond touch, Cromwedlisters every gaze,
word and thought of the courtiers whose bodies ramils incessantly twitch
with the excitement of plotting. More than anyorsegthe Duke of Norfolk,
Anne Boleyn’s uncle, wants to seize the momentdaidh the throne now that
Anne is pregnant and unfit to rule. Cromwell fetkle invisible movement in
the space around the king and he seems to

body out ... his girth expands, even his height.tl&d he occupies
more ground (170). ... Norfolk is now buzzing frasdle to side, a
maddened wasp, and as if he were a wasp the omoekenk from

him, eddying away, than swaying back. The duke ésizato him;

he, Cromwell, bats the duke away (Mantel, 2012)172

It is in that moment that he sees a flicker onkimg’s face and “puts his hand
on the king’s chest, slapping it down, like a mamthclosing a deal. Says
calmly, ‘The king is breathing™ (Mantel, 2012: 1)/ An “unholy roar” ensues
from the protagonists of this historical moment ethiCromwell breaks into
meaningful thoughts and words and mercilessly pntgs and classifies. He
controls the historical tide and reduces it to agkei gaze at the Boleyn
expressions around him. “They look numb, bemuséeirTfaces are pinched
in the bitter cold. Their great hour has passedorbethey realised it has
arrived” (Mantel, 2012: 173).

Analogies between society and the theatre haveyaltvaen made, but now the
old dramaturgical model is reinterpreted with thiserof postmodernity.

Drawing of analogies is now replaced by removalbofindaries between
society and the theatre, which allows for a certhiiity of their relationship

(Burke, 2005: 41). This is nowhere more appareahtm the dynamics of

courtly life in 18" century England. Cromwell’s performance in the vabo
mentioned episode is exquisite given that themoislefinite script for him to

follow once he enters the stage, i.e. the tent svfiee king’s body is laid. He
dissolves into several people so that he is a paeig a stage director who
channels the reactions of other protagonists, anabaerver with curious taste.
Mantel's narrative, filtered through Cromwell’s miousness, is markedly
performative; it does not simply tell us what hapge but it transforms a piece
of realist prose into an enactment of ritual whbeebodies and language of all
protagonists bring history pungently to life. Tlesvfmoments during which the
shadow of death is cast over the king create awador the courtiers who do
not know which role to take now that the sourc@aiver, towards which they
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all gravitate, is likely to be extinguished. Thgutative ritual dance of the
courtiers turns into a discordant movement and @maony of voices and
interpretations before the eyes of Thomas Cromwsih enters the tent with
several improvised scripts in his head and a daggeked amongst his
garments, should all of his scripts fail.

The theatrical model of representation perfectly fhe experiential aspect of
heritage in its immediacy and evocativeness. Lohartites the example of a
guide at an Israeli settlement museum who saysuidsts, “We are not here to
teach history, to do the teachers’ work. Let thearn history at school. We are
here for the experience” (2009: 167-8). Althougisitempting to discard this
approach as simplistic, one cannot deny that wecanstantly smothered by
similar offers of living the experience of histoyistory channels advertise
their programmes under slogans such as “Historyemexkery day”; recent
feature films such a¥he King’s Spee¢h(2010) andThe Iron Lady(2011)
claim they depict truthful accounts of renownedufigs in British history, such
as King George VI and Margaret Thatcher, wheredsost of books and
documentaries try to redeem Princess Diana frotortyisWwe need not look far
from home to find similar examples: in April 201tRe London-based tourist
agency “Political Tours” announced a ten-day tduBasnia and Serbia which
would enable “war tourists” to experience “curreffairs at first hand”. In an
ironic summary of this war heritage tour, a BosHiann correspondent dthe
Guardianbrings up the controversial nature of heritage:

There is lunch to be had in the mountains overlogl8arajevo, from
where the city was shelled to cinders, a picnicarie to Srebrenica
and dinners with local genocide survivors, plus busgs along the
old frontlines (Mar¢, 2012).

This is a fine example of one country constructing history of another by
imposing a particular interpretative framework,tiis case a set of Western
European notions about Bosnia, in order to commodif tourist-friendly

version of former Yugoslav history. Doing so willnltence Western
Europeans’ sense of gratitude for their privilegitstance from the Balkans’

It is interesting to note that the actor playitg tmain role in this film about the
historical George VI is Colin Firth, who is primigriknown as Jane Austen’s Mr.
Darcy. His performance in the 1995 BBC miniseriesde and Prejudiceas well as
an impersonation of a modern-day DarcyBindget Jones’s Diaryturned him into a
genuine cultural icon which, apart from celebratimgle sensitivity, promotes a
romanticised notion of quintessential Englishndswe cultural and historical heritage
embodied in Colin Firth’s Mr. Darcy unavoidably l@ees an intertext within the film
narrative of King George VI which is also centresbumd the notion of national
identity.
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troubled past, and a sense of pride in being pathe nation which helped
resolve the conflicts. It is easy to identify wighnumber of historians, both
local and foreign, who believe that communicatingtdry to a “broad”, i.e.
uninitiated, audience “inevitably simplifies the ssage” for the “truth is too
complex” so that “real” history should rather bé ® the professionals (De
Groot, 2006: 396). That, however, reduces a midtiglof interpretations to a
monologic vision of academic history whose discigty borders are somehow
interchangeable with its moral prerogatives andefoee equally limiting.

Even though a comparison between Cromwell’s theatriarrative, a political
tour through Bosnia and Schama’s documentary mesn darfetched, there is
one important similarity. The performative naturk @romwell’s acrobatic
wielding of English history, visiting authentic tosic sites in Bosnia with
acknowledged experts, and surrendering oneselfegntio the filmic and
poetic reconstruction of bygone times in Schamasudhentary may be
reduced to one common denominator. Namely, thesgoves of heritage seem
to offer the reader/tourist/viewer an individualpexience of the past and a
sense of freedom from the restraints of acadersiiline.

The notion of an individual experience and freedomconsumers of history
is, nevertheless, a carefully orchestrated illugioounded in a clear sense of
authority. In other words, Mantel's Cromwell is amnipresent enactor and
interpreter of the history created at Henry's caunb gives us the illusion of
privileged knowledge and experience. His office hasdiscernible limits so
we see him supervising Henry’s guilt-ridden dreashé\nne and disciplining
them into a clear cut meaning. The reluctant irklof Henry’s feelings for
Jane Seymour, his next queen, is emplotted intdléuvering by Cromwell in
the interest of England’s political stability. Likése, when the king no longer
needs Anne, Cromwell conjures real lovers out afjifinents of gossip, thus
feeding the king's imagination and providing him tlwiimages and
formulations of Anne’s adultery. An appearance eélity is willed into
existence as Anne’s lovers, “phantom gentlemartfinfj by night with
adulterous intent” (Mantel, 2012: 350), turn ingak shivering human bodies
awaiting execution. Cromwell becomes a master ahfdms who makes sure
the indictment is staged as a speaking image ot ks that the
parliamentarians, the king, and the reader not oe#d about Anne’s kisses
and embraces with her lovers but also imagine argéerience” them, thereby
authenticating Cromwell’s version of history.

The pleasure and the comfort that we, as readersyedfrom Cromwell’s
authoritative voice can be discerned in the caefpllanned itinerary of the
Bosnian “political tour”, where the aura of autheity is lent by the presence
of “Louis Sell, a former US diplomat who worked tre Dayton peace-accords
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and served repeatedly in Yugoslavia” (Political r&du Similarly, Simon
Schama instructs the viewers to lose themselvéelnio the poetic power of
his televised reconstructions of the past “withauoy inkling of their return trip
to the contemporary” (Schama, cited in De Groo&®399). In doing so, he
objectifies his interpretation of the past, closihgff from the influence of
alternative voices in a way similar to the New iCstwho turned poetry into
artefacts whose meaning could be fathomed only hH®y €ritic. Schama
engages the viewer in an emotional and visual éxpes of history but, in the
words of De Groot, “for all Schama'’s celebrationtloé popularising potential
of television for history he still wants to be tfman in charge of telling us how
things were” (2006: 399).

NEW HISTORICIST SCRIPT FOR CROMWELL'’S
PERFORMANCE

The performativity inherent in Mantel's represeimatof history may also be

recognized in the New Historicist patterns of iptetation that inform her

portraits of Henry VIII and Thomas Wyatt. This ighly pronounced in the

peculiar dynamics of courtly life whose protagosistre constantly tossed
between the realm of the private and the publih@ir pursuit of “power, gain,

gossip, titles, favours, rewards and entertainméwtaller, 1993: 14). The

dynamics of the relationship between private andipypersona, the centrality
of the monarch’s physical and political body asoenthant source of power to
which all courtiers are irresistibly drawn, as wal the role of poetry as a
vehicle of self-fashioning and power struggle amifiar interpretative tools of

the New Historicists. Mantel weaves these imageksliaguistic codes into her

theatrical narrative, which results in an evocatd@uble-awareness of her
writing.

More so than anyone else, Mantel's Cromwell insiuaty feels and exploits
this internal division that defines his role aseafprmer and a stage manager, a
private man and a public presence. This is howxp&ams it:

You can insist on separation, if you must: go tarycabinet and say,
‘Leave me alone to read.” But outside the room, yean hear
breathing and scuffling, as a seething disconteiit® up, a rumble
of expectation: he is a public man, he belongssowhen will he
come forth? You cannot blank it out, the shuffletloé feet of the
body politic (Mantel, 2012: 281).
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Moreover, Cromwell seems to be the mediator betwbenking’s physical
body and the king as a body politic, as he is keentare of the shifting
boundary between these two realities, “The kingglybis borderless, fluent,
like his realm: it is an island building itself eroding itself” (Mantel, 2012:
297). The issue of the king and queen’s abilitprimduce a male heir and by so
doing provide political stability for England, trsforms their bodies into
common property and a discursive field where ssosied linguistic codes exert
political power. Cromwell is acutely aware of thiggeriness of that discursive
space as well as the ample opportunity it leavesnfanipulation, which is
obvious from the following passage:

He is the overlord of the spaces and the silerttesgaps and the
erasures, what is missed or misconstrued or simyranslated, as
the news slips from English to French and perhajsLatin to
Castilian and the Italian tongues ... to India, wehthey have never
heard of Anne Boleyn (Mantel, 2012: 366).

It is, therefore, no surprise that the only courf@ whom he has a particular
affinity is Thomas Wyatt, a poet redeemed from drisal and literary
obscurity by the New Historicists. Wyatt's poem “@#o List to Hunt” and in
particular Stephen Greenblatt's interpretationtpfare powerful intertexts in
Mantel's narrative. Cromwell's ability toead gaps and silences in Wyatt's
poetryzdisturbs the novel’'s seemingly mimetic made creates ruptures in its
tissue:

The deer in “Whoso List”, commonly identified as @nBoleyn, is an object
of the poetic persona’s pursuit and desire, a éridgr his severe self-scrutiny
and a body not to be touched for it has been ckhimeCaesar, i.e. the king.
The poem’s meaning, however, remains suspendedbetthe historical Anne
and the concept of power which is as elusive andijprasent as Anne.

Greenblatt has pointed out “the central place arfiglation” (1984: 145) in the
study of Wyatt's work, for his ambassadorial expece taught him how to
slide in and out of a foreign culture, i.e. how use language to fashion
elaborate identities. “Whoso List” is a loose tfatisn of Petrarch’s “Una

candida cerva”, but it is also a superb performancte art of evasion and
subversion, which enables the poet to freely tisarethe domain of the
individual and the public, thus refusing to tame theaning of the poem and

2 Simon Schama also refers to “Whoso List to Huitt”the part of his documentary
dealing with Anne Boleyn, which may signal the stmotransition of the poem from
contemporary theory to heritage. The theorised @naf Anne Boleyn, as an
incarnation of power struggle, seems immensely t@ildg to various interpretations of
history.
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its historical referent. The poem’s confessionatetds deeply misleading
because it constantly oscillates between “perfomeamand truth-telling,
rhetoric and revelation” (Falconer, 2010: 278).

When the hunt for Anne’s phantom lovers beginks [irecisely Wyatt’s ability
“not to confess his need but to conceal it” (Man2€l12: 284) that enables him
to slip through the language and reality of thedimdent, in spite of his alleged
intimate relationship with Anne. This gains a parar resonance in light of
the courtiers’ insecurity caused by the Treasonohdi534 when “it became an
act of treason to convey, even if only in spokerrdspa desire to harm the
king, his queen or his heir” (Robinson, 2008: 18)an attempt to explain the
poet's power over language and history, Cromwelbatertain point even
enacts an imaginary interrogation of Wyatt:

You point to the page, you tax him: what about tinis, is this true?
He says, it is the poet’s truth. Besides, he claism not free to
write as | like. It's not the king, but meter th@instrains me. And |
would be plainer, he says, if | could: but | museg to the rhyme
(Mantel, 2012: 348).

Interestingly, the personal pronoun *he”, whichaisignifier for Cromwell's
deep mind throughout the narrative, here becomdistinguishable from the
mind of another supreme performer in the novel eritéis Wyatt — whose self-
fashioning, just like that of Cromwell, is fully acted in language

CONCLUSION

Hilary Mantel’'sBring up the Bodiesuccessfully combines diverse approaches
to history. This plurality may be read even froma ffhysical positioning of her
text between a dedication to Mary Robertson, whigtedes the novel, and an
Author's Note at the end. Significantly, Mary Rotsen is a dedicated
Cromwell scholar who helped Mantel with her reskae that her name is an
academic reference which validates Mantel's versibrhistory before the
reader embarks on a fictional journey to the paste Author's Note is
positioned outside the narrative but this sepamai® undermined by the
novel's final words, “There are no endings. If yihink so you are deceived as
to their nature. They are all beginnings. Herens"dMantel, 2012: 407). The
playful ending indicates that the Author’'s Note hiigpe the beginning of a
new narrative, apart from the obvious fact thamnticipates the third sequel of
the Cromwell trilogy.
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Furthermore, Mantel's words in the Note curiouslgh@ the rhetoric of
Cromwell and Wyatt when she says that she doeslaiph any authority for
her version, but is simply making a proposal. Jist her two supreme
performers, who write themselves and then disctaemselves, Mantel cannot
resist the allure of emplotting the only pieceefttthat is ostensibly authentic.

Representation of the past in this novel drawshertheatrical and experiential
aspect of heritage in order to invoke the dynarofasourtly life in 18™century
England. The realist mode of writing, as well ae thols and strategies of
heritage, imply the presence of a (harrative) aitshavhich ensures coherence,
continuity and a sense of teleological vision. Heare a liberal humanist
precept of the novel's/author's moral vision is icesly undermined by
Cromwell's “moral emptiness”, which nonetheless slo®t invalidate the
power of his historical vision. The dominant idegital thread in the novel is
defamiliarized by the intertextual presence of rstoricist notions of power,
sexuality and language and their relevance for rataleding courtly culture.
The influence of contemporary literary theory onriéd's narrative sometimes
results in haunting textual presences, such as dhathomas Wyatt who
evolves into a pastiche-like figure who feeds upntical interpretations of his
poetry.

The dynamic blend of academic history, heritage lgrdary theory has won
Mantel both popular and critical acclaim and, jlilse her main protagonist,
she carefully guards the boundaries of her texdgedally when it comes to
their translation into other media. That is prolablhy she refused the
advances of Hollywood film makers and chose insteadhave her novels
adapted into a six-part series for the BBC andagesplay (Davies, 2012). It
appears that Cromwell’s incarnation of Englishnes&l his consummate
theatrical skills will ensure the novel’'s cultusdterlife.
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HISTORIJA, BASTINA | KNJIZEVNA TEORIJA U
ROMANU HILARY MANTEL BRING UP THE
BODIES

Sazetak

Prica o engleskom kralju Henryju VIII i Anne Boleyn jeal je od
najkontraverznijih poglavlja u engleskoj historifibog nedostatka historijskih
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dokaza, ova pEa oduvijek je pripadala prostorima historijske inmagije i
neumoljivo izmicala imperativimé&injeni¢ne koherentnosti i zaokruZenosti.

Britanska autorica Hilary Mantel, dvostruka dolgtni knjizevne nagrade
Booker za dva romana koja su dio iste trilogijpjsgje ovo poglavlje historije
iz ugla Thomasa Cromwella, kraljevog sataniziramogistra. Mantel uspijeva
ocuditi svijet dvorskih intriga tako Sto se udaljawd matrice romanse i vjesto
koristi subverzivne koncepte kulturne i historijdiaStine.

Cilj ovog rada je da pokaze kako njen posljednjnan, Bring Up the Bodies
(2012.), manipuliSe iskustvenim i performativnimpektom kulturne i
historijske bastine, dok istovremeno svjesno cnpiierpretativne resurse
novohistoricisttke misli. Na taj n&in, Mantel pozicionira svoj roman unutar
neobiljeZenog, neprohodnog prostranstva koje dpelpularnu i akademsku
historiju.

Kljucne rijeci: historija, Hilary Mantel, novi historicizam, perimativnost,
Thomas Cromwell.
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CULTURAL ENCOUNTERS:;
BOSNIAN/CROATIAN/SERBIAN WRITERS
AND AMERICA !

Abstract: This paper will discuss the appearance of tramsiatfrom American
literature in Croatian, Serbian and Bosnian, fra@#3Ltill the present, and their
impact on the creative writing in these territoriéswill discuss the probable
reasons for the appearance of translations of fépewiorks and non-
appearance of others, the quality (or lack of dquabf translations, and the
importance of translators. It will explore formswhich American influences
appear in the fiction and poetry of Bosnia, Croatid Serbia, as well as certain
Balkan echoes in American literature.

Key words: translation, influence, American literature, BasiCroatian/
Serbian literatures.

| want to discuss the appearance, and impact otlaaons from American
literature on literary works in South Slavic langea such as Bosnian,
Croatian, and Serbian (BCS). In other words, wiagipens when two or more
civilizations, very unlike each other, meet on atisac ground and start
communicating. On the other hand this issue of ediffices is rather
complicated. One could conceivably assume thatthes certain similarities
between the Balkan countries and the US, at leata multi-cultural texture
on which they are based. One could also argueotte@bf the large differences
between America and the Balkans lies in the faett tthe Anglo-Saxon

! The majority of data for this study was obtainednf a bibliographical study,
Bibliografija rasprava, ¢lanaka i knjizevnih radovyaJugoslavenski leksikografski
zavod, Zagreb, 1956— , especially from vol. Historija stranih knjizevnost{History
of Foreign Literatures
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(WASP) writers were until recently absolutely doarmm in the culture of the
US, whereas in the Balkans it is not easy to malesaich generalizations, to
find any nationally dominant group of writers. So, spite of these relative
similarities and differences, as well as the alsotlistance, geographic and
cultural, there have been points of contact, soamg but some quite strong,
connecting the writing in the Balkans and the USrolighout the twentieth
century, long before the arrival of NATO troops @ahd UN administration in
the region, literature, together with other artaswhe strongest tie between the
United States of America and the Balkan countries.

It is a notorious fact, however, that the Englishduage had no firm foothold
in these parts in the TQ:entury and earlier, unlike German, Hungariariglte
Turkish, even French and Russian. Neverthelessfitsie major American
author translated into the common language (BCPeaned relatively early,
and the translator's choice did not quite confoonthte public tastes of either,
the country of origin or the recipient country. \i¢hLongfellow was at the
summit of his popularity and recognition, while JaRussell Lowell was still
highly respected in the US, the Croatian trans|gtossibly under the influence
of French symbolists, especially Baudelaire, setédor the first translation
from the American English Edgar Allan Poe’s poemhéTRaven”. It was
published in 1875 in the Zagreb literary magazifienac(The Wreathwhich
was at the time edited by August Senoa, a majoatmo historical novelist,
whose father was Czech and mother Slovak. It iseqouossible that Senoa
himself translated Poe, since it is known that @swhim who afterwards
translated two poems by Longfellow: “The Slave’s&m” and “Old Clock on
the Stairs”, of which the latter, at least in daé, reminds of “The Raven”. But
more significantly Senoa’s own poem “At the Cariiiy&Na poklade”) about
the death of a child resembles not only Goetheitkt@aig”, but in its macabre
tone Poe’s poems as well.

The third American poet to be translated gives rdication of a Balkan
instinct to recognize literary values, even wheaythvere shockingly non-
conformist. Articles on Walt Whitman, namely, stattto appear in BCS
periodicals as early as 1897, only five years dfterpoet’s death, and the first
translations were soon to follow in 1900. Thesdyewhitman translations
illustrate some of the difficulties their transletavere having in the uncharted
sea of American language and culture: for instance place the author is
referred to as Uolt Vajtman. Yet one of the firshitthan’s translators was Ivo
Andriee, the first and only writer in BCS to be aded the Nobel Prize for
literature in 1961. His translations of Whitman'sems appeared in 1912 in
three Sarajevo magazin&gsanska vilaGlasnik andOmlading while he was
still in high school, and a few months later asbheame a freshman at Zagreb
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university, studying scien&eFurther more, in 1921, to mark the centenary of
Whitman’s birth, André published a very well informed and perceptive gssa
on Whitman which holds its own even today. Anottdritman’s translator, in
the nineteen forties was a very well-known Croatoet, one of its best
modernists, Tin Ujevi.

The subsequent appearances of translations of Bwv@lre Prince and the
Pauperin 1908, Upton Sinclairdhe Junglefranslated adlocvara (meaning
“swamp”) in 1911, and Bryant’s poem “Thanatopsis”10913 are quite logical,
and present a rather conventional choice. Onerratbaders about what was
left out. Not only was there no translation of Hagme till the 1950s; he
wasn’t even mentioned anywhere, and in this seass fworse than Melville
who has one honorable mention in a magazine arfidlere is surprisingly
little of Emerson: his essay on Shakespeare app@atd24, and then nothing
until after 1945. An article about Thoreau got jshed in 1899, but this
interest did not develop, aWdaldenappeared in BCS only in 1982.

The period of 1920s brought very little news in tBES acquisition of
American literature. The first novel by James FenenCooperThe Last of the
Mohicans,got translated in 1927, once again by an impor@mwatian writer,
Vladimir Nazor, very much interested in nature &dl\as heroes from the past.
But the Thirties displayed a burst of interest ispecial section of American
literature. While all the translations and criticeimments in magazine articles
on American literature before that sprang primafiym a literary interest, a
curiosity for transatlantic literary developmentisere were obvious political
overtones in the Thirties in the selection of wstand books to be translated.

Three most popular writers in the Thirties, Jackdon, Upton Sinclair and
Sinclair Lewis, reflect the search for values digfg from the mentality that
prevailed in the Kingdom of Yugoslavia. Jack Londeas the most translated
American writer in Yugoslavia then; thirteen of Hisoks appeared between
1927 and 1935. Upton Sinclair and Sinclair Lewikofeed closely with nine
books each between 1927 and 1939. Other Americdarsvivell known and
widely read were John Dos Passos whbkmhattan Transferappeared in
1933, and!12 Parallelin 1939.

The translators of this large segment of socididiichad different degrees of
knowledge of English. Some admitted they were tedimg from German

translations, and others did it clandestinely, mlag some knowledge of
English, but relying for their text mostly on theeap and readily available
German paperback editions of American authors,Téngchnitz editions. The

2 See Miroslav Karauladani Andriag Prosveta, Beograd, Svjetlost, Sarajevo, 1980,
p. 106-107.
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guality of most translations was consequently dpppalat the time there were
no reliable dictionaries of the English/BCS langemgand so the translators
lacked tools as well as language skills. But irtespif a number of not-quite-
adequate translations, in spite of humerous thkmnges in a typically German
manner — London’dohn Barleycorpfor instance, was renamé&dalj alkohol
(King Alcoho) — it is a fact that American literature was reawd discussed by
many Croats, Muslims and Serbs between the twodwers. It is also
important to mention that these books were sometitrenslated by leading
Serbian and Croatian writers. There was even ngwespaolemics about the
quality of translation of American fictidnand the ideas and techniques of
American social novelists must have contributedaup considerable degree to
experiments and solutions of Yugoslav writers.

Still, from a purely literary or esthetic point efew, readers in BCS were
largely uninformed about major modernist developtmém American literature
during the 20s and the 30s. A novel by Ernest Hgmay, A Farewell to
Arms appeared in 1938, badly translated from Germad paobably therefore
remained almost unnoticed. F. Scott Fitzgerald meger even mentioned in
print, and William Faulkner, although mentioned encwas likewise
untranslated, as were T. S. Eliot, Ezra Pound, f&an Jeffers, Robert Frost,
or Sherwood Anderson. These were just unknown naffries main criterion
for selection of books to be translated was ideglbgit also the probability of
commercial success: this is probably the reason Wenry James was
unknown, while Anita LoosGentlemen Prefer Blondegppeared in translation
as early as 1927, only two years after its Amerjzalplication.

The Second World War and the period of severalsyatier it brought a halt to
most kinds of publishing except the political of=tween 1945 and 1950,
when Russian and politically correct Communist [®dkminated, there were
only two works of American fiction translated, botéflecting the inherent
polarity between realism and romanticism, espacfatim the point of view of
people of former Yugoslavia who mostly did not hameugh to eat. These two
were Margaret MitchellsGone with the Windvhich appeared in 1946, and
Steinbeck’sOf Mice and Menn the next year.

During the following decade, in the 1950s, aftee threak with the USSR,
English language was for the first time introducedo elementary and
secondary schools as a language of choice. Bundst impressive feature of
the period was an unprecedented burst of translatiergy, making available

® See Omer HadZiselimayiPoruke i odjeci: Ametki socijalni roman u kritici na
srpskogrvatskom jedom podrdju od 1918. do 1941. godin&vjetlost, Sarajevo,
1980, p. 47-50.
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to former Yugoslav readers books from all over wwld. It seems obvious
that the period of waiting under the dominatiorf'siicial realism” caused the
intensity of the consequent liberation of BCS adiurhis was the time when
the leading English and American modernists becawadable in BCS, such
as Eliot and Pound whose poems we first read asmd¢ees in inspired, if not
always accurate, translations of Antun Soljan asmuh ISlamnig. It was in this
period that most gaps in the knowledge of Amerid®nature were closed: in
that decade more than 30 books by major Americahoasl came to be
translated. And yet, all these writers, the classaod the contemporaries,
appearing in BCS for the first time, were far froging the most read segment
of American literature. From the point of view bet“general reading public”
Luis Bromfield, Pearl Buck and, surprisingly enougheodore Dreiser, were
among the most popular American writers, and theirks were sold in great
sets which must still adorn with their ornamentéddimngs many homes in
what used to be Yugoslavia. But the most populaewrmands down, was still
Jack London, whose works appeared in 48 separétensdduring the Fifties
in BCS, probably reflecting the nostalgia for ldgr tastes of the past. The
second most popular author of the Fifties was Z@mnay whose Western
novels appeared in 10 editions, mirroring the reapgpnce of American
movies, in particular westerns, on Yugoslav screens

It was in the Fifties as well that first signs ofmarican influence on popular
culture began to appear. Blue jeans, together Aitlerican music became the
landmark of the age. The younger generation listeslenost exclusively to

American music, first in the form of jazz, enormigupopular in the dance-
halls and on the radio in the middle and late €sftiand later on in the form of
rock'n’roll. All this, of course, influenced and lped the reception of

American literature. It was in the early Sixtieatth kind of official recognition

of American literature took place: several Ameridzooks were introduced
into the literary curricula of elementary and higgihools as obligatory reading,
includingLeaves of Grass, Light in AuguafjdThe Old Man and the Sea.

Towards the end of the millennium, the periods leetwthe original dates of
publication of American books and the appearandbetranslation tended to
become shorter, especially during the SeventiesEgldaties, and it became a
matter of course to expect books successful in Agado be translated. Apart
from the popular culture in which science fictiaietective stories, comics and
such movie version originals likEhe Love Storyand Godfatherdominated,
most of major American writers from the period beeaavailable, in some
cases almost complete, as with Saul Bellow, whdeee Die of Heartbreak
appeared in Sarajevo in 1990. One expects nowddagse bestsellers, even
strange ones as Frank Mc Cousgela’s Ashesr John Gray'sVlen Are from
Mars, Women Are from Vents appear in translation soon after its original
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publication. But is there any literary impact inistinteraction? What are the
literary results of numerous translations?

Not counting the recent transplants, such as Aleksta Homen, Semezdin
Mehmedinow, or Josip Novakovich, who haven't quite become Aoam yet
in spite of their success there, there is at least prominent echo from the
Balkans materialized in the contemporary AmericastpCharles Simic, born
in Beograd, Serbia in 1938, but raised and educatedmerica, who is
emeritus professor in the English Department ofversity of New Hampshire,
and is widely anthologized. He was also the fiftadd. S. Poet Laureate and
received the fellowships of Guggenheim and MacArtRoundations. His
poems sometimes show a successful blend of botheaks of his past — his
Balkan history and his American experience — itlating thus the merits of
multiculturalism as well as the essential cosmdaanism of modern culture.
This is one of his poems:

The Lesson

It occurs to me now

that all these years

| have been

the idiot pupil

of a practical joker.
Diligently

and with foolish reverence
| wrote down

what | took to be

his wise pronouncements
concerning

my life on earth.

Like a parrot

| rattled off the dates

of wars and revolutions.

| rejoiced

at the death of my tormentors
| even become convinced
that their number

was diminishing.

It seemed to me

that gradually

my teacher was revealing to me
a pattern,

that what | was being told
was an intricate plot

of a picaresque novel
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in installments,

the last pages of which
would be given over
entirely

to lyrical evocations

of nature.

Unfortunately,

with time,

| began to detect in myself
an inability

to forget even

the most trivial detail.

| lingered more and more
over the beginnings:
The haircut of a soldier
who was urinating
against our fence;
shadows of trees on the ceiling,
the day

my mother and |

had nothing to eat....
Somehow,

| couldn’t get past

that prison train

that kept waking me up
every night.

| couldn’t get that whistle
that rumble

out of my head....

In this classroom
austerely furnished

by my insomnia,

at the desk consisting

of my two knees,

for the first time

in this long and terrifying
apprenticeship,

| burst out laughing.
Forgive me, all of you!
At the memory of my uncle
charging a barricade
with a homemade bomb,
| burst out laughing.

* http://articles.latimes.com/1998/jul/26/books/bk2DIAccessed Sept. 26, 2013.
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The obviously Partisan uncle from this poem, a megihhero illustrating
absurdities of history, is somehow vitally connedie ghosts of Stephen Crane
and Robinson Jeffers, to the American poetic hggitaand the two worlds
blend into a new whole.

If one searches for echoes of American literataréhe works of writers in

BCS, one shall discover that there are at leasttyyes of influence. The first
one is of broad cultural impact: it often reachbd Balkans through other
foreign literatures and is therefore rather diffido pinpoint, or to show in a

specific instance. One such example is the Whitsguee free verse which
since 1920s permeated a great deal of poetry in, B@B its unrhymed lines

of irregular length, catalogues of images and mgkrhythms. Yet it seems that
it was chiefly introduced through the direct infhoe of French symbolists like
Rimbaud or Laforgue, who probably drew on Whitman.

The other type of influence can be discovered im pinesence of certain
thematic or stylistic parallels in the works of B&&d American writers. Such
cases might sometimes be just coincidences, butettoes the textual
evidence seems to be so strong to indicate morettted. Let me start with a
novel whose very title, translated into Englisteagly shows its model: it runs
The Strange Story of the Great Whale, Also KnowBigsMac This satiric
novel, by Erih KoS§, Serbian-Jewish writer, appeaedBCS in 1956. Its
translation into English was published in 196Zhe post-modern ironic
reference to Big Mac of MacDonald prominence isidettal, since the book
appeared in the Balkans more than a decade béferbrand-name arose in
America (1968). The plot of the novel has almoghimg to do with Melville's
Moby Dick or the Whalexcept for the overwhelming presence of a whale in
the story, a dead one this time. The story linesdi® this: a whale had been
caught in the Adriatic, and it was shown all oJe tountry. People were very
excited about it, all except the unnamed narratbig refuses to see it or even
discuss it, thinking the topic trite and tasteless a result his friends leave, his
girlfriend deserts him, but all that makes him onigre fanatical in his refusal
to have anything to do with the whale. In the emolyever, he does give in,
and he goes to see the whale, but only after apleehave stopped caring
about it, since they have found some other moreowgate attraction, and the
stinking carcass is left to sanitation engineersdigpose of. The parallel
between Moby Dick and Big Mac consists mainly of giving symbolic
importance to the whale, endowing it with a unieérseaning, and there is of
course a similarity between the narrator and Mielgl Bartleby. Instead of
guoting from ancient and modern literary and sdiiertiexts about the whales

® Erih Ko$, The Strange Story of the Great Whale, Also Knowigdviag New York,
Harcourt, Brace, 1962.
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as Melville did, Ko$ quotes extensively from daiwspapers, achieving
basically the same effect, with a touch of modeutgarity thus stressing the
situational irony.

Another example of an influence more tonal thammiduic is the impact of T.
S. Eliot’s poetry on a number of modern poets irSBChope to illustrate the
extent and scope of Eliot's presence, by givingeaample from the poetry of
Croatian poet Daniel Dragoj&viThis is the last stanza of Dragoj&gi poem
“On the Deck” in the translation of Jovan Hréséind Bernard Johnson:

Hands on the rail and a firm horizon.

Needed hand, voice of another dawn

Which knows our weakness and our own misfortune,
We might have pitied that we were so young

With strength but not humility. We know.

But we still didn't push away the cup, the bitteallv
Please don't allow this blindness, arrogance.

Thy Will be doné®

Further on it is necessary to mention the styligtftuence of Hemingway's
fiction on writers in BCS. Here is a section fronstary by the well-known
Serbian writer Antonije Isako& which seems to me to strongly resemble
Hemingway's method. It should be added that Isakolike Hemingway,
writes mostly on war. This is from a short storylexdh “April's Fool Day” (“U
znaku aprila”Paprat i vatra,1962) translated by Bernard Johnson:

The train had only five carriages. The officers avar the first two,
behind the engine, and they all had the same ii@sign their
shoulders — violet epaulettes. There were boatthercarriages’ tin
roofs and the oars had been fastened down with ¢imeis stuck out
of the windows like short sticks. There was a cordi hum from the
crowd which had assembled in the small area betweentation and
the iron barrier, and the people were all the torening forward to
look inside the forbidden military train.
The Engineer Corps, where are they going? Up tdrtm or to the
rear?

Will there be another train, will there be one fisf?

How the hell do | know?

You're polite, aren’t you? ...

Shut up, old man, what are you doing here with ywitinered
legs. Your throat’'s much too wrinkled and your giehoking you.
Just take a look at that nose of yours, go on,tdanshy.

® Daniel Dragojevi, “On the Deck”,New Writing in Yugoslaviaed. by Bernard
Johnson, Pengiun Books, Middlesex, England, 19709 p
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There’s not enough room, you'll crush that woman.
What a way to speak to an old man... Times ardyrbatd’

I cannot continue listing examples of such infleavithin this short article.
Let me just list a few random ones: one of the Besbian novelists and worst
politicians, DobricaCosk in one of his war novels entitle@ivisions (Deobg
published in 1961, polyphonically structured withnd) sections of interior
monologue in the stream of consciousness technigtreduces an American
colonel from the South whose name happens to bersarA major Bosnian
writer, MeSa Selimo¥i, once told me that he was trying to recreate the
Faulknerian perspective in his books on Bosnia.

There’s also special case of literary symbiosisjenaossible by the Fulbright
program and other forms of scholarly exchange betwAmerica and the
Balkans appearing in a novel by a Serbian conteamporiter Milan
Oklopdzi, published in 1981, with the title in EnglisBa. Blues.This is in
essence an American novel, written in BCS. Okloptdis not only the story
of his own life, but in adeja vusense his story repeats and mirrors the
biography of Jack Kerouac as already told in thelsiagraphicalOn the Road
(1957). It portrays California in the Seventiesd akmerican-Balkan dreams
concern drugs, fast cars, unlimited sex, travehwienty of Jack Daniels, in
other words not very much different from ambien€derouac’s novels. But
this was only foreshadowing of what was going tpgdem in the mid and late
Nineties.

It would be an oversimplification to conclude thatters in BCS who show
American influence, even in the case of Oklopdiiere only trying to imitate
their American models. The elements they took fiemmerican literary works,
whether stylistic or thematic, almost in all cagesjuired new meanings in
their new venues, due to a complete change of pirtusl and physical
context, sometimes quite different from the meandafigthe original. They
suffered a sea-change and become allotropic foather than substances they
originally were. And they are precious as such. Féry fact that such literary
exchanges can and do exist reveals two basic fhetsever-increasing global
importance of American literature, as well as awreasing openness of writers
in BCS to stimuli from great writers of the worl8o a lot of rich material
appeared in a kind of cultural symbiosis which whlopefully and
teleologically lead to the kind &eltliteratur Goethe dreamed about.

" Antonije Isakow, “April Fool's Day”, Bernard Johnson (ed.New Writing in
Yugoslaviap. 23.
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KULTURNI SUSRETI:
BOSANKI/HRVATSKI/SRPSKI PISCI | AMERIKA

Sazetak

Ovaj ¢lanak govori o pojavljivanju prevoda iz amiké knjizevnosti na
bosanskom/hrvatskom/srpskom jeziku od 1875. do sjaka&o i o njihovom
uticaju na knjizevnost na ovim prostorima. Tu sepravlja o vjerojatnim
razlozima pojave oddenih djela, dok se druga nisu pojavljivala, o kedliili
slabosti prevoda, i o ztaju prevodilaca. Takier se ispituju oblici ametkih
uticaja na prozu i poeziju Bosne, Hrvatske i Stbijao i izvjesni balkanski
odjeci u ametikoj knjizevnosti.

Klju¢ne rijeci: prevodi, uticaj, ametka knjizevnost bosanska/hrvatska/srpska
knjizevnost
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REPRESENTATIONS OF
AFRICAN-AMERICANSIN AMERICAN
CINEMA

Abstract: The paper explores the development and modificatd film
stereotypes about African-Americans through thetohjs of American
cinematography. It focuses on three American mowiest have either
perpetuated and reflected the prevalent raciabatgpes already existing in
pre-cinematic entertainment forms (D.W. Griffitiee Birth of A Natiorirom
1915), or introduced the new ones, no less proliienfd. Kramer’'s,Guess
Who's Coming to Dinnerfrom 1967) or achieved a more differentiated
depiction in the black independent cinema of the 28" century (S. Lee’®o
the Right Thingrom 1989).

Key wordsfilm industry, race, African-Americans, historyestotypes, silent
movie, interracial marriage, independent black wiae

INTRODUCTION

From the very beginnings of the American film indysin the early 28
century, immense popularity of the film as a newisac form has launched a
debate about ethical concerns. Then as now, iV8#% and elsewhere, moral,
political or cultural implications of the cinematiworks have engendered
highly sensitive reactions of the public. On the tvand, the attention has been
repeatedly drawn (particularly by the more consgreavoices) to the
manipulative power of the film language, imagesrm@ssages, that is, to the
danger of easy youth or mass indoctrination by harmleologies, dubious
worldviews or socially unacceptable values. Ondtier hand, filmmakers and
more progressive social groups have always defettdadselves by insisting
on artistic ‘freedom and autonomy’ as well as om ithtseparability of text and
context, i.e. on the mutual interplay of art arsviider social context, arguing
that the interdependence of film and society iswa-way process where
movies simultaneously shape and mirror social pime, particularly in the
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sense that they reflect and confirm both the dffigi accepted norms and
values and the unwritten social rules, thus sejp@rahe normative from the
non-normative practices. With regard to movies @soscultural documents,
there is a discernible tendency in the movies eflttie 28 century towards
stronger and more frequent questioning of the vpceed norms and
conventions, for example by problematizing the fimsiof the marginalized or
less influential social groups or individuals. Aetsame time, such pronounced
critical attitude has been accompanied with a simiésponse in the field of
cultural studies, including film studies, to théeet that early artistic forms and
contents have undergone re-examination and revisoom the perspective of
the affirmation of the Other (referred to as theeftity politics’ in the Anglo-
American cultural theory), whether the Other bentdied as women,
particular marginalized ethnic, religious or racigroups, gay/lesbhian
population, or any other groups excluded from trenstream for any given
reason.

In the specific context of the American cinemasthpproach significantly

intercedes with the question of the position of iddn-Americans in the

American society, that is, their celluloid represéions, in the sense that early
movies are being read as the documents of culBiemkotypization. It has

become a commonplace in the film studies to poirit the undisputed and
indispensable role the American cinema played éndifining of the American

dream by creating and perpetuating the Americanghsmabout themselves
and about America as a place from which nightmaresties and troubles are
banished, in which justice and human bonds alwagsail, and in which a

peculiar blend of robust individualism and unreseérvcommunal spirit

guarantees the range of freedom and economic prgspgherto unseen in the

world history.

Daniel Leab, a well-known culturologist whose reskancludes stereotypical
representations of African-Americans in the Amari@anema has indicated
that from its beginnings ‘the American film industeft the black out of that
[American] dream, either by ignoring him or by pa8ng him as an object
incapable of enjoying it because of a nature theg wot quite human’ (Leab,
1976: 2).

THE BIRTH OF A NATION

What connects all stereotypes about African-Amescaised in the early
American cinema was the intention to dehumanizeckblpopulation by
reducing them to the half-human or sub-human speaieother words by the
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attempts to present their humanity as incompletekihg, always under the
guestion mark, which has historically been proved efficient method in

discrediting the undesired social groups. Amerfilamthat in the period 1890-

1915 became the most popular entertainment formttnas from the outset
serviced the creation and perpetuation of racigrestypes. The early
American film took over many stereotypes about kdafrom the earlier

theatrical-musical forms such as the minstrel shamsl vaudeville. The

minstrel show was a popular antebellum genre thated life of blacks in the

American south through a mixture of the burlesghemorous sketches,
singing and dancing. Typical protagonists wereeillite, lazy, good-natured,
dumb, infantile and irresponsible blacks who wastiegir time away in a

predictable way, namely either dancing their witdrican’ dances or stealing
chicken or watermelons, gin drinking and disfiggrignglish language. Later
theatrical forms of the late T%entury, alongside with the figure of a silly,
unreliable servant from the minstrel show, sometinmeroduced a ‘positive’

stereotype of the ‘faithful retainer’, a selfleggure born to serve, diligent and
doglike in his fidelity to his white master’'s familat all times bent on

contributing only to the master's welfare and Hesto any idea of racial

equality.

Two further theatrical stereotypes introduced ia pieriod were the figures of
the ‘brute’ and the ‘tragic mulatto’, both extremelegative in their perception
of the black man as a menace to the establishe Wwhgemony, a projection
of the whites’ fears of the black retribution, esfling to a certain extent a
paranoid social context created by the white man&sistence on racial
segregation and discrimination. Black brute is tbluigracterized by the inborn
desire to abuse, humiliate or harm whites, inclgghysical violence, murder
or, frequently, the rape of the white woman. Thdatta is inevitably shown a
tragic figure, a victim of the race mixing, wheiis Wwhiteness accounted for all
good qualities that were tragically neutralizedwoped out by the evil black
blood. The goal of this stereotype in showing thelatto as an abnormal
creature was to discourage miscegenation.

The first feature films from the early ®@entury took over and perfected all
the above-mentioned stereotypes, so that the dmpiof African-Americans
on the screen was as uniform and predictable aghén pre-cinematic
production, leaving no room for modifications o feenturing outside the
standard and widely accepted social and cultueshéwork that rested on the
axiom of the inborn white supremacy, hence on thleebin the necessity of
keeping racial relations within the boundaries oigéd, unchanging hierarchy.
David Wark Griffith’'s movie The Birth of A Nation(1915) is a fitting
illustration of the above-mentioned. This three+hanovie has not only
reconfirmed and unified all the existing stereotyadout African-Americans
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(it can be read as an encyclopedia of racial stgoes), but it reconfirmed,
justified and rationalized a systemic racism in Amgerican society. The movie
enraged the African-American population, both ifdiMls and organizations
such as the National Association for the AdvancenaénColored People —
NAACP), but also the white liberal society, it ghaned racial tensions, and
caused serious riots and protests in many Ameraides. For the African-
Americans this movie signaled that at the beginmifghe 28 century they
were still excluded from the American dream, tlsatthat the American myth
in the year 1915 was still exclusively white. Gtiffs skillful use of new
cinematic techniques (e.g. quick change of scemashieve a dramatic ‘cross-
cutting’ effect, the use of close ups and fadedtis shooting of long, slowed-
down scenes such a seven-minute scene of chasegenih a suicide, etc.)
made this movie a technologically and artisticalighly accomplished work of
art for its time (and therefore still regarded adaark in the development of
world cinematography), but as such it was also kiyicecognized as a
powerful weapon in the popularization of racistates and used by the Ku
Klux Klan for the recruitment of new members. Theuwe is basically
Griffith’s film version of the story about the caass progress and consequences
of the American civil war 1861-1865 from the whrteist viewpoint through a
story about the intertwined destinies of a soutlaard a northern family. This
silent movie begins with an intertitle which uneggally identifies the main
cause of the civil war: ‘the bringing of the Afritéao America planted the first
seeds of disunion!, whereby the entire movie magnt be perceived as a
skillfully construed elaboration of that thesis.riddn-Americans, perceived as
an un-American, savage, anticivilizatory elemeng, i@presented as the chief
hindrance to the unification of the American natamd a threat to the Union.
The movie’s first part shows friendship between Hums of the northern
Stoneman and the southern Cameron family, as wsell double love story
between the sons and daughters of two families.idyikis broken by the civil
war in which one Stoneman and two Cameron boysAdistin Stoneman, the
father of the northern family, is an important goél figure in Washington and
an abolitionist and desegregationalist whom the elser victory of the North
in the civil war enables to aggressively promote litical views. The first
part ends with Lincoln’s assassination, while teeand part communicates the
essence of Griffith’s racist message. This parixshthe reconstruction in the
South based on Stoneman’s principles of egalitsmarand racial equality,
issuing a warning about what might happen if whitewe to become that
politically irresponsible as to hand over the pedit decision-making power
and the voting right to black people. Scenes otllanarchy in Piedmont,
South Carolina, the home of the Camerons duringitviewar, abound in the
second part: the arrival of black militia to Piedrhand their bursting into the
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Cameron house, the assault on the father Camehen,plundering and
vandalism of blacks, the hiding of the white wonmetthe cellar, the killings of

whites on the streets of Piedmont and alike, stopmdy by the arrival of

white rescuers — the Confederate forces. The saanbkck terror after the
civil war include discrimination against whitesjeafblack people, thanks to
Austin Stoneman’s policy, gain equality. In Griffis version, liberation of the
blacks brings nothing but black terror, abuse amahiliation of whites (e.g. in

a scene blacks are seen pushing whites off thewalke insulting and

threatening them) and the punishing of blacks IagaWwhites and the old
system.

Griffith certainly does not miss the opportunity tohastise political
shortsightedness of abolitionists and white literegpresented in the movie by
Austin Stoneman. The inadequateness of the whigedi policy toward blacks
that enabled them to become sheriffs, judges, dampantary representatives,
is shown in the scene of parliamentary sessionouttsCarolina, in which
black men are shown as savages utterly incapabt@vitized or politically
responsible behavior. Black men are shown withrthare feet on the table,
gobbling down whiskey and meat, and discussinde@alization of interracial
marriages, simultaneously throwing lascivious, ams glances towards the
white people in the gallery with unmistakable megssthat the desire for racial
equality is motivated by the black man’'s lust fhie twhite woman. This
implication was intended to frighten the white aurdies into believing that the
fight for racial equality primarily stemmed from ethdesire for sexual
domination over the white woman. Interracial mayeiavas here used as a
euphemism for sexual control of the black man dwer white woman, and
through it for the black man’s humiliation of théite man, which for Griffith
was unnatural and abominable. Beside the scenegirghdlack anarchy and
savagery, Griffith included the earlier theatristdreotype of the tragic mulatto
through the figure of Silas Lynch. Lynch is the Himist Stoneman’s
protégé, insofar as Stoneman’s inappropriate priemobf black rights
forwards Lynch’s political career to the effect tthgynch becomes the main
instigator of black anarchy in Piedmont after ther vilas Lynch is shown as a
shrewd rogue who abuses Stoneman’s naivety andngsed wanting both
political domination over whites and Stoneman’sgldar Elsie. Griffith once
again focuses on the lusting for the white womaongside with the will for
political power, as the main motivation of the Idavil-doers, thus using this
particularly touchy issue to stimulate hatred anstmst of the white audiences
toward the black race. He also condemns the fawdish of the white
abolitionists like Stoneman whose fight for racguality directly endangers
the white women’s honor, or, as in Stoneman’s ealdr case, his own
daughter’'s honor, practically handed over into ¢tavs of the evil mulatto.
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Lynch ends up proposing to Elsie Stoneman, annagruss wish to make her
the queen of his Black Empire, locking her up ie House after being rejected
and issuing orders for the forced marriage prejmrst Lynch’'s female
duplicate is a cunning, morally doubtful mulattodiaq Brown, Stoneman’s
house keeper and perhaps a lover, which might Exptés unnatural
advocation of the rights of black people.

Griffith likewise takes over the negative stereetyqf the brute through the
figure of Gus, a former Camerons’ slave, a prodiidhe ‘dark doctrines’, as
the accompanying intertitle reads, who vents higekd instincts by chasing the
youngest Camerons’ daughter through the woods @ ahove-mentioned
seven-minute scene and forcing her to save hemswti rape by throwing

herself off the cliff. The lust for the white womas shown here in its most
direct and most shocking form. That the white mawar against racial

equality is basically the war for the honor of thieite woman, i.e. that the law
and order protecting the white woman are possihlg im the society resting

on necessary racial segregation and inequalithasvs in one of the closing
scenes, where the father Cameron holds a gun adam®ther daughter's
head, prepared to kill her should the black chabarst into the cabin where
the Camerons have escaped.

Beside the evil, menacing figures, the movie inocafes lighter but just as
diminishing stereotypes from the early minstrel veboand theater. For
example, a scene in the first part shows a grouplafes on the Cameron
plantation who are overjoyed to entertain the Camgrand their northern
guests with their dancing during a two-hour dinbegak after a day’'s hard
work in the fields (from six to six, as the intéddisuggests).

Another stereotype used is that of the faithfuhiredr, here an obese, elderly
black woman, a servant of the Camerons, who remaiya to her beloved
masters during the wild looting of the black mdiin Piedmont. In one of the
scenes she helps Mr. And Mrs. Cameron escape fredm®@nt and physically
assaults a black soldier to protect the Camerons.

In Griffith’'s cinematic depiction of the Americanivié war, the order is
reinstated only after the founding of the Ku KlujaK, glorified as a modern
white man’s knightly order resolute in defense ehge and freedom. They
represent the main force that reestablishes théurala order of white
supremacy, thus defending the white women’s ho@diffith refers to the Ku
Klux Klan as ‘the organization that saved Southnfrthe anarchy of black
rule’, imposing the conclusion that the ‘birth ofnation’ could come about
only after the northern and southern whites agreedkeep blacks under
control. Thus, with the Klan’s aid North and Souwtercome their earlier
political hostilities, ‘united again in common de$e of their Aryan birthright’.

56



Representations of African-Americans in Americameoha

It is noteworthy to point out that Griffith achieven this movie a somewhat
more complex depiction of the black people than wasnary in his time (as
well as many decades later). Paradoxically, in emsjing negative
stereotypes of the evildoer and the brute motivatedavage instincts, Griffith
has, beside demonizing, invested his black figwiés a certain dimension of
humanity, no matter how twisted, which in itselpresents an exception in a
long history of film stereotypization of African-Agnicans in the American
cinema. However, it is by no means a recommenddborhis movie, but
serves as an illustration of the scope of discratam in society and on the
screen of the age. Anyway, Griffith's movie, debed by the African-
American author Oliver Killens as ‘Hollywood’s firpowerful weapon in war
against the black American’ (Leab, 1976: 22) hatommnately established
standards of cinematic representation of Africaneficans based on a range
of one-dimensional stereotypes who prevailed faades up to the 1960s.

GUESS WHO’S COMING TO DINNER

The above-mentioned negative film stereotypes abimeitAfrican-American
served to underline his animalistic nature, while tighter stereotypes about
dumb bimbos or good-natured but limited faithfuhvemts entirely robbed
black characters of any traces of integrity or dignThe only mentionable
exception in the early J0century was the opus of the first African-American
director Oscar Mischeux. However, it was only i ttO60s that new social
movements and theories, such as the Civil Rightwement, feminism,
initiatives for black emancipation ranging fromeapeful diplomacy of Martin
Luther King to the more radical doctrine of Malcobhand his Nation of
Islam, then the anti-Vietham war activism, gay nmeet, hippy subculture
and rock'n’roll, liberalized and redefined tradia values. At the root of all
these initiatives was the awareness about the sigces social change that
implied a reassessment of traditional hierarchieltions within the family, at
the work place, in education, politics, art etcord with the demands for
gender equality, freedom of sexual orientation,rtgbts of ethnic groups etc.,
the time has finally come to openly discuss thdatassue in the US, as a
particularly touchy subject in the American soci€lifie achievements such as
desegregation, voting right and alike, which weeeg repeatedly challenged
by the conservative racist groups and lobbied, ditll not mean that genuine
racial equality was attained. Racial issues in W# of the 1960s included
countless contradictions, while the increased leggjuality was not
automatically leading to full-blown social equalidy to the changed awareness
of individuals. An important question remains wilegtlthat process has ever

57



Sanja Sostati

been completed in the USA, or whether the conteargohmerican society is
truly ‘post-racial’ as some theorists would haveFtm industry has certainly
documented these social changes along with therganoying contradictions,
so that the cinematography in thel960s saw a bexaky from earlier

stereotypical representations of African-Americakisthe same time it created
the new ones.

An ample illustration of the new one-dimensionarsbtype of the 1960s was
the protagonist in Stanley KrameiGuess Who’s Coming to Dinngt967), a
movie that focused on a controversial subject wrmacial marriage between a
white woman and a black man. However, the veryttzat the director decided
to tackle this sensitive issue indicated a charggeuial climate. The turbulent
socio-historical background of the movie involvdee tpassing of the Civil
Rights Act in 1964 which outlawed racial segregafio public places, as well
as the 1965 protest marches in Alabama leadinbagassing of the Voting
Rights Act. In the same period a series of upgetpolitical assassinations
followed all of which were to a greater or lessgteat linked to the racial
issue: J. F. Kennedy’s in the Republican Dallasl®63, and then Martin
Luther King’s and Malcolm X’s. In the year of theowie’s release (1967)
interracial marriage was still banned in sixteen efices states, while the
Loving vs. Virginia case made the headlines, endgliith the historic ruling of
the Supreme Court on the lawfulness of interragialriages that allowed a
white American Loving and his black bride move bé&zkheir native Virginia
which they had had to leave to avoid imprisonmené do the Virginia
restrictive anti-miscegenation laws. In view of tipelitical climate and
tensions surrounding racial issues, Kramer's moejgresented an unusual
move in Hollywood that secured the director supmsrtiberal viewers and
critics. The movie was praised as groundbreakingthi@ history of the
American cinematography, as the first Hollywood'swuie with a progressive
antiracist message. Yet, Donald Bogle, in his stidihe film stereotypization
of African-Americans, points out that the reformigtirit of the 1960s made
many movies released in the decade culturally Bagmit per definition, in that
they inevitably reflected the challenges in the Agan society caught up in
the cultural transition. Many of these movies, ithg Guess Whao's Coming
to Dinner, simply were a blend of the old and the new, pkong an equally
mixed response, so that the ones praised the rfmviis courageous venturing
into the new territory, while the others claimed vias not essentially
progressive since it merely presented the old walime new disguise. In
particular, the movie provoked enraged responsehef African-American
community and, partially, of the white liberals fts watered-down, unrealistic
treatment of the important subject. The actor SidReitier who played the
main role, Hollywood'’s first African-American blagkegastar, soon became a
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favorite target of the African-American fury. Peitis Hollywood success (e.g.
he became the first black Oscar-winning actor anrtain role in 1963) made
him unpopular in parts of the African-American coomity that accused him
of coopting with the dominant white culture and thellywood system and of
betraying his race and the idea of racial emanicipdiy accepting lucrative
roles that had little or nothing to do with the lityaof racial relations in the
country. Some labeled him ‘the white man’s niggatiuding to the historical
film stereotype of the faithful retainer, some dam as ‘too white’, pointing at
the roles he played in the period 1963-1967 thatthieir opinion were
impersonations of black men shaped by the whit@le&operception of black
men. His character of Dr. John Prentice in Kramentsvie is unrealistically
ideal, more caricatural than genuinely affirmatiee, as Boogle emphasizes,
his role represented a version of ideal black ntaat, tfrom the African-
American perspective at least, seriously undermimésl position of an
undisputed star.

The movie begins with a white girl returning fronacation to her San
Francisco home and her liberal, affluent parentdh \ai black boyfriend she
announces she plans to marry. Despite initial test®, especially from the
fathers of the two families, the movie has a happging, while the girl's
father Matt Drayton, played by Spencer Tracy, peslihe must give his
consent to the marriage, if he is to confirm ingticee his theoretical support of
the racial equality. Ironically, just like the alfimnist Austin Stoneman from
The Birth of A Nation(but with a different outcome), Drayton has an
opportunity to test his political convictions oretimost sensitive issue of his
own daughter’'s future. The future son-in-law Premtplayed by Poitier is
perfect, with impeccable biography, tidy, sensibéelucated, intelligent, a
Nobel Prize candidate, a dedicated altruist engagexdd projects for Africa,
handsome, well-behaved, eloquent, leaving the fddnayton no option but to
admit that the only reason for refusing him wouddHis own racial prejudices.
Sarcastic comments by the film’s detractors anticersaw in this the implicit
belittling of the blacks, claiming that the only ya black character could be
worthy of a white bride was if he was unrealisticglerfect as a fairy-tale
prince.

Finally, the character of Tillie, the Draytons’ bkahousemaid, embodies the
old stereotype of the faithful retainer. Tillie nastrustful toward Prentice and
makes it clear to him that she sees him as a gtauble-dealer, and warns him
she watches him, so he will not be able to deckereas he did the Draytons.
Tillie, in her loyalty to the Draytons and readisds confront people of her
own race for their benefit, is basically a moderodification of the old stock

character. In line with the stereotypization, Eilis disinterested in her own
emancipation, and rejects the Civil Rights activism silly fashion and
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temporary modern craziness, condemning Prentice Bggro who elevated
himself above his race. Tillie's character, as wadl Prentice’s, has been
created primarily for the average white movie-tbegoers, with the intention
to make it less difficult for them to accept a dting subject of interracial
marriage, since Tillie wants to maintain the stamso, while Prentice
advocates desegregation in an unrealistically gootitanner, except when
arguing with his own black father. Besides, Praxicbrilliant university
education crowned with a PhD in medicine and argjiecareer have had little
foundation in the American reality of the 1960s,iesthmay have proved
particularly irritant for the African-American awtice. Furthermore, the fact
that the final word in the movie is given to theitelman, the future Prentice’s
father-in-law Drayton, suggests that elderly whitales are more capable of
abandoning their prejudices than the black men fiteemsame generation (such
as Prentice’s father), which seems to demonstrgtersority of whites, as they
are shown as the ones who adapt faster to chamgefaster overcome their
prejudices.

DO THE RIGHT THING

After a series of unconvincing, halfway committedliwood movies of the
1960s such a&uess Who's Coming to Dinneatliscredited by the black and
white progressive audiences and critics as naiesbapist (e.g. &lew York
Times article ‘Why Does White America Love Sidney Paqaiti&o?’),
representations of African-Americans on the sciieetihe early 1970s shifted
in new directions, but they still did not bring alb@n essential change. While,
on the one hand, reality finally started seepirtg limerican cinema, namely
the reality of race riots, militant black movemewidespread discrimination,
growing crime rates, urban prostitution and drudiettbn particularly tied to
the black neighborhoods in the American cities sashNew York and Los
Angeles etc., a more recent image of the Africanefioan, on the other hand,
remained quite one-dimensional in a new way, ina$nas race became hip
and sold the movies, while the growing interesthe black experience went
hand in hand with attempts of the young whitesntiadte the black street and
ghetto slang. However, this interest in black (sultire remained rather
superficial as did the true understanding of thsitmm of black people. This
time, the dumb servant or the evil mulatto or etlen Poitieresque handsome
and exemplary black man were replaced by the lekshed and cooler black
superspade: musculous, attractive, supersexi sedncéhe 1970s, the new
stereotype was applied to a wide range of maleachens, so that the typical
black character of the early 1970s was an intailigeynical, invincible
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detectiv Shaft from the popular samenamed policdleth More problematic
and more negative variation of the black superspadeninated the
‘blaxploatation’ film wave of the early 1970s, pdgmuamong black audiences,
which showed the main protagonist as a cool anti-lného lives outside the
law, a womanizer and irresistible macho lover, antng warrior of the black
ghetto abiding in the world of gamblers, drug atkliand drug dealers,
drunkards, and thieves, in the manner of Sweetli@rk Sweet Sweetback's
Badass SongUnfortunately, a new stereotype deprived the cafn-American
of humanity by creating another caricature instet@ffering an image of a
genuinely multilayered personality. Still, despitee shortcomings of the
blaxploitation movies with their oversimplified dlaaters and glorification of
life determined by the ghetto rules, violence aed, svhich associated all
African-Americans with vice and lawlessness, theswies for the first time
brought the black ghetto to the American screem, the Hollywood film
camera for the first time, no matter how superfigiand temporarily, looked
into the world on the social margin that has beesiueled from the American
myth of middle class (largely white) welfare. Yehet interest in the
blaxploitation movies rapidly ceased, partly duethhe improved financial
situation in the film industry, no longer dependentthe blaxploitation movies
for attracting large numbers of profit-securing didlaviewers. On the other
hand, many  African-Americans objected to undifféistad
(mis)representation of black people through the afsblaxploitation clichés
(similar stereotypes are nowadays used in the djprhusic video clips).

At about the same time, the first serious attengitsa more distinct and
complex articulation of the black/African-Americaiiim aesthetics were
accompanied with the founding of organizations cl#d against the
stereotypization of African-Americans in the Amariccinema. This included
Jesse Jackson’s People United to Save Humanity SHPWr the Coalition

Against Blaxploitation — CAB, or the Blacks Agaild¢arcotics and Genocide —
BANG aimed against the ‘mental genocide’, thathg glorification of crime

and drug culture typical of the blaxploitation mewi

Finally, the 1980s saw a new generation of Afriéganerican filmmakers who
formulated a new African-American film aesthetitaajnched an independent
African-American film production, hired African-Amean actors and
actresses and, for the first time in the historyAsherican film, showed
authentic black characters in authentic situatiassentuating racial issues but
always placing them in a wider social context, whihe destinies of the
featured protagonists, although African-Americanerev also universally
human. Spike Lee belongs to flmmakers from thisegation who successfully
combined commercial interests and artistic concdris movieDo the Right
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Thing (1989) appropriately illustrates some major pooftshe new black film
aesthetics.

Building up on the blaxploitation tradition in whianovies were set in urban
black ghettos, Spike Lee situates his film stories the New York
neighborhood of Brooklyn and focuses on its blatkabitants. In this manner
he creates a new genre of the so called ‘hood mavimovie set in an urban
area inhabited prevalently by black people. As slige’'s movies resemble
hip-hop video clips and musicals of the 1980s fom®n the microworlds of
Bronx and Brooklyn, including the graffiti art, ragmd hip-hop music and a
popular street dance ‘breakdance’. In many waysoBym is the main
protagonist of Lee’s movies or major Lee’s blackamnscape.

The simple storyline of Lee’'s movie shows differeways in which young
Brooklyn African-Americans, Mookie, Radio Raheendduggin’ Out, cope
with existence on the social and economic margimvels as with the white
discrimination embodied in the New York police asdme neighborhood
whites or with the tensions and challenges of rowilttiralism.

Lee foregrounds differentiated, multilayered, coemplAfrican-American
characters from Brooklyn’s urban routine of thes1&880s. He is interested in
the destinies of ordinary individuals in Brooklymda in their everyday
problems and temptations, while the movie's aci®timited to twenty-four
hours in Brooklyn on the hottest day in the yealid& socio-political and
economic background, including questions about plessible causes of
Brooklyn’s social and economic deterioration ortloé economic and cultural
downtown decay, that is, pointing at the connectibthis phenomenon with
the beginning of deindustrialization in the lat&’@8, when factories were first
moved out of American downtowns and cities and theatside the US, is not
shown directly or explicitly, but the theme is hieain an indirect manner
through the individual stories and interaction afo&lyn inhabitants. Lee
creates characters with a lot of empathy and utatedgg but refrains from
sentimental romanticizing. At the core of Lee’s reois the analysis of racism
and its possible causes and consequences as well pgssible ways of
overcoming racism in the urban, late-20th-centunyefica.

As an established chronicler of the marginalizatbi\frican-American urban
population, Spike Lee quickly attained fame andyaity among the African-
American audiences, hungry for the authentic figpresentations of African-
American experience, but he also drew attentioa phart of white audiences
and critics, which proved crucial for his succebBlus, Spike Lee became a
true media star of the 1980s and 1990s and prolthblynost popular and the
most influential Afro-American film director in thieistory of American film.
His movies have launched a heated debate in theddoSerning the painful
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racial issue and sharpened the white people’s awasefor the difficult
position of African-American urban subclass, whadne tdeindustrialization
excluded from the capitalist job market and thugrided of work that might
secure a decent living. Divided response from wittiie African-American
community saw Lee either as an authentic voicehef inarginalized and
underprivileged urban African-Americans (a view rgua by most white
critics), or as a director who has failed to offiesufficiently clear picture of the
causes of severe social problems in black urbaghberhoods (e.g. Rhines
Jesse Algeron) thus partly confirming the white dfédclass stereotypes about
African-Americans in showing that black people'siuee was partly self-
inflicted due to their notorious irresponsibilitigck of discipline and work
ethics and alike.

Still, it is undisputable that Spike Lee showedhwi lot of empathy all
complexity of living as the young Brooklyn Africalmerican and undermined
one-sided stereotypes which nourished fears ampicsois of the whites toward
this social group. He showed that Brooklyn is netraty the world of violence,
drugs and hopelessness, but that its inhabitaethiaman beings capable of
compassion, tenderness and tolerance. Lee's chdaratton reflects urban
black culture and the worldview of the young, urbarevalently unemployed
African-Americans without standard education andeacl existential
perspective, left to the street, who are both tleémrs and the carriers of the
consumer mentality, and as such define themselvesigh the graffiti, hip-
hop, music and clothing.

Lee implicitly shows that many of them are steejpeidleness and leisure, but
regardless of the lack of steady income (exceptkdpahey wear trendy T-
shirts and sneakers, indirectly hinting that theneyocomes from drug dealing
or alike. Therefore, clothes and music, in linehvtthe protagonists’ life style,
represent the main method of characterizationldbal radio station speaker
Radio Raheem is wearing a T-shirt with the insmiptBed Stuy’, the name of
the neighborhood he comes from and in which the iends set, which
identifies him as a person belonging in the comityulookie is wearing a T-
shirt with Jackie Robinson’s name, which even betbe action begins points
at his ambivalent position between the African-Alwem and the Italian
neighborhood communities, because Jackie Robinsas the first black
American League baseball player, i.e. a person aiered the history of
American baseball as the first who crossed therheirrier. Likewise, Buggin’
Out’s radical afro-nationalism is signaled by hisHirt and shorts with African
patterns and his African-inspired hair style.

At the same timeDo the Right Thingeverberates with the Public Enemy song
‘Fight the Power’ which represents an authenticioain-American voice and
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attitude of the Brooklyn inhabitants with regard tteeir position — wanting

change and feeling powerless or incapable of (d#ipgnon the personal
viewpoint) real change. In this way, Lee promot@s-Hop as a legitimate
expression of the African-American self-awarenessl @he urban youth

(sub)culture, that during the late 1980s and tky 4890s started to overcome
racial barriers, gaining popularity among both kland white young people.
Radio Raheem is additionally defined precisely kjnb associated with this
song and hip-hop subculture, with his ghettoblastecoming a powerful

weapon of the urban music guerilla and the defeenti-racist stance. For the
unemployed Raheem deprived of perspective makitgermecomes the only
possible act of resistance, indicating African-Aimc@n presence and non-
acceptance of social invisibility.

In the neighborhood, music wars are essentiallyualtpolitical as well as
territory wars. This is obvious in the scene wheedheem with the help of his
ghettoblaster (his powerful music) competes withreup of Puertoricans. A
quarrel over music tastes between Raheem andn®&dtato-American pizzeria
owner for whom Mookie’ works as a pizza deliveryygillustrates that the
dispute is a cultural warfare over the right to ’'sm@vn physical and mental
space that music symbolizes.

Do the Right Thinghows how real frustration of the Brooklyn inhahis (of
all races) over their life on the margins, combinégth the hellish heat of the
New York summer, leads to the escalation of viodkeaod hatred. The first
serious sparks fly during the apparently harmless$ far Brooklyn ordinary
guarrel between Sal and gloomy, dissatisfied BugQim over Sal's ‘wall of
fame’. Buggin’ Out criticizes Sal for refusing taciude on his wall the pictures
of famous African-Americans along with the picturet Italo-Americans:
Robert de Niro, John Travolta, Joe di Maggio, Fr&mhkatra etc. Buggin’ Out
states that Sal should accept that since blacks basome a majority group in
Brooklyn and Sal's most numerous, if not the omystomers, they deserve
more respect. On that occasion, Mookie is as usuah embarrassing position
of the mediator between the opposed sides, bedmusmist be loyal to Sal as
his employer and throw Buginn’ Out out of the pizador instigating unrest,
on the other hand he symphatizes with his friend whrns him that he should
‘stay black’, i.e. not betray his race. This indesathe complexity of the
position of black people who are condemned asonsaiby their own people
whenever they try to find their place in the whitan’s world in accordance
with the rules imposed by whites.

Racial and ethnic tensions in the neighborhood elangly escalate, because
the radical Buginn’ Out does not accept Sal's righhang on the wall of his
pizzeria the pictures he wants to, calling on ewmgasion for the boycott of
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Sal's pizzeria, which generally does not elicit egrious approval by other
blacks. However, in a scene which represents thginbig of violence

escalation, Buggin’ Out finds understanding in thiéent but frustrated

Raheem, who already had a quarrel over music vathhat same day.

Soon thereafter an open hostility between the tn &al breaks out in the
pizzeria. Sal smashes Raheem’s ghettoblaster ahdeRaattacks Sal, which
leads to the ensuing chaos in the neighborhoodh \Wi¢ arrival of police
events get out of control after a white policemariuglly strangles Radio
Raheem while on duty. Raheem’s murder is Lee’scdicomment on the
brutality of the system and widespread racism, ihiabn countless real cases
when African-Americans lost their lives under dulsocircumstances in
contacts with the police, such as the Brooklyn bitaats Eleanor Bumpers and
Michael Stewart.

Finally, violence culminates with the burning doand demolishing of Sal's
pizzeria. Mookie finds himself in the center of gheevents, being the only
African-American in the neighborhood who, working @ pizza delivery guy
for Sal, daily crosses, as Paula Massood states, vVariety of visible and

invisible borders with which people stake theiria on the neighborhood’
(Massood, 2003: 137). Like the baseball player i@gaBobinson who crossed
the racial barrier and whose name Mookie is weaondhis T-shirt, Mookie

feels on his skin, figuratively and literally sp@ak both the privileges and the
pressures derived from his role of the mediatoth&lgh Mookie basically

does not support radical afro-nationalism advocdigdBuggin’ Out, after

Raheem’s murder he decides to side with his comipinyi throwing the first

garbage bin through the shop window of Sal's piazeand thus open the last
act in the all-day spiral of violence.

Mookie’s dilemma lies in him having to do the righing (as the movie title
suggests), that is, make a right decision, whike mhovie’s main message
seems to be that, due to the complex intertwineragrdcial, ethnic, political
and class factors, it is extremely hard to know tikaright and what is not
right. Did Mookie do the right thing in directinbd rage and the frustration of
the black mass to the pizzeria, that is, was §alt in seeing this act as treason,
or was Mookie right in so doing after all becausis tvay he certainly saved
Sal's and his sons’ lives, redirecting the accunedaage of blacks toward the
physical object. Was that kind of retribution foatikem’s murder appropriate?
Is everything to be blamed on Buggin’ Out’'s radsral and the fact that
Buggin’ Out talked Raheem into the confrontationhw$al? Does Sal deserve
the punishment for his intolerance toward blacls34dl a racist and is Mookie
to a large extent a betrayer of African-Americateiasts who makes a right
choice only when he decides to side with his pebpte there any quality
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solution for Mookie who loosely respects the Anglmerican work ethics and

guards his permanent job for the minimal wage~?aét,lan important question
is emphasized at the movie’s beginning and endingugh the contrasting of

the pacifist and the radically-nationalistic resp®rio racism embodied in the
strategies of Martin Luther King and Malcolm X, whby Lee reminds that in

the late 20th-century-America the racial issue as from easy solutions,

perhaps suggesting that the new solutions miglsblbight somewhere between
or entirely outside these two positions.

Particular merit of the movie is in Lee’s reluctarto define racial issues in a
superficial way by referring to simplistic formujabut instead insists on
showing a wide range of reactions to the compleditye inside both the
African-American and Italo-American communities. €Bke reactions range
from Buggin’ Out’s radical afro-nationalism and tkaracism, or radical white
racism (the policeman and Sal's older son Pinograwore moderate views
which despite mistrust allow for a possibility @lative understanding, shown
in the unusual relationship between Sal and Moakiein the friendship
between Mookie and Sal's younger son Vito), to ppégsand resignation of
the elderly generation of the Brooklyn African-Anwans (Mother Sister and
Da Mayor) which may be interpreted as a historozatome of the experience
of slavery and segregation. Anyway, Spike Lee shibtiere are neither simple
solution nor absolutely reliable explanations af tauses or consequences. To
those who criticized him for the lack of interesthe profound socio-economic
analysis he replied he was not a sociologist onegtst but an artist, and to
those who criticized him for embarrassing the whitedle class he replied it
was high time whites came to terms with the repreg®ns of the American
society from the African-American viewpoint and epted reality, displaying
on such occasions a distinct political stance asttical-racial consciousness.

The complexity and authenticity of Lee’'s movie Haeen confirmed in its
ending, insofar as he avoids a cheap happy-endirguperficial optimism,
taking into consideration the givens of Americarstpmdern, postindustrial
reality, socially devastated urbanscapes, racidl cdass tensions and leaves
open the question about the future race and othations in the US. He
identifies the absence of vision and nihilism as itiain hindrance and burden
for the future, yet through the relationship betwédookie and Sal in the
movie’s closing scene, taking place in the morrafigr the riots, he points at a
fragile hope in the future of a difficult but preas friendship. After the mutual
blame game (Sal accuses Mookie of treason and MadoKkiurn accuses Sal of
insensitivity, because Sal will be refunded by ittmirance, while Raheem lost
his life) two of them continue together and stabuilding a bitter-sweet
professional-private relationship.
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With the movies like this Spike Lee became an uitalie reference in every
serious survey of the development of the Africanetican cinematography
and independent film industry but also of a morfedintiated and more
realistic depiction of the African- Americans andcial relations in the
American cinema. That such depiction is pessimigidy reveals the
uncompromising attitude of the author who rejeaautified versions of the
American racial reality, for which reason his mavieay seem extreme only to
the less informed European viewers. Spike Lee dtaree thaDo the Right
Thing cannot possibly have a happy-ending, because ther@ happy-ending
in the reality and that it could be only in the Kwalood version that Sal and
Mookie might end up kissing each other, holdingdsaand singing ‘We are
the World': ‘that's what gets me mad about this ¥ehAmerican myth, that it
doesn’t matter what color you are, creed or natighand as long as you're
American, you'll be treated the same and viewedstiree. That's a lie. It's the
biggest lie ever perpetrated on the people in thty of mankind. None of
my work is going to reflect that’ (Rhines, 19961)1

For everything stated so far it seems appropri@tend this essay by referring
to another Spike Lee's movie, namelBamboozled (2000), that
straightforwardly speaks of the ubiquitous racisnside the American
television industry of the late 20century, where the old minstrel show
stereotypes are being revamped and the marketsppiy and economic
profitability instigate not only racism but alsckaof knowledge about one’s
own roots as well as the cooptation of African-Aic@n artists and their
capitulation before new forms of economic, raciadl @ultural discrimination.
Lee suggests that despite hundred years of theagenent of the American
film, the old stereotypical image of the African-&ncan survives with
appalling tenacity in the media space at the millem’s beginning. On the
other hand, Spike Lee’s movies represent a neviiegahapter in a race saga,
proving it is possible to achieve a differentiateéepiction of the African-
Americans and the complex racial issues in the US.

BIBLIOGRAPHY

1. Bogle, Donald. Toms, Coons, Mulattoes, Mammies, and Bucks: An
Interpretive History of Blacks in American Filmidew York: Continuum,
1996.

2. Leab, Daniel JFrom Sambo to SuperspadBoston: Houghton Mifflin
Company, 1976.

67



Sanja Sostati

3. Massood, Pauldlack City Cinema: African-American Urban Experieac
in Film. Philadelphia: Temple University Press, 2003.

4. Rhines, Jesse Algeromlack Film/White MoneyNew Brunswick, NJ:
Rutgers University Press, 1996.

PREDSTAVLJANJE AFROAMERIKANACA U
AMERICKOM FILMU

Sazetak

Od samih péetaka razvoja filmske industrije u SAD qakom 20. stoljéa
ogromnu popularnost filma pratila je debata o mujlodgovornosti tog
novog umjetnikog Zanra, te je javnost, onda kao i danas, s inone
osjetlivo¥u reagirala na moralne, potitie ili KkulturoloSke implikacije
odreienih filmskih sadrZzaja. S jedne strane se oduviidazivalo na
manipulativnu mé filmskog jezika, filmskih slika i poruka, s drugea
medusobno proZzimanje umjetnosti i Sireg druStvenograkpri ¢emu se odnos
izmedu filma i druStva promatra kao dvosmjeran procekojem filmovi
istovremeno oblikuju svijest jednog druStva alii syiegovo ogledalo u smislu
da odraZavaju uvrijeZzene vrijednosti ili nepisamavpa. Ovakve debate se,
izmedu ostaloga, prelamaju preko pitanja poloZaja Afredkanaca u
amertkom drustvu, odnosno njihovog predstavljanja nagskom platnu.

Rana filmska ostvarenja se u tom kontekstilaju kao dokumenti
stereotipizacije. Film D. W. Griffith&aZenje nacije(The Birth of A Natiohiz
1915. godine najbolje pokazuje da su prvi dugordeiréilmovi s paetka 20.
stoljeta preuzeli i nadogradili sve stereotipe koji su d¢ prisutni u pred-
kinematografskim oblicima zabave, poput ‘minsttehs-a’, vodvilja, mjuzikla
i puckog teatra: lik neodgovorne lude, lik vjernog sludig nasilnika i lik
tragicnog mulata/mjeSancRaienje nacijese tako danasta kao enciklopedija
rasnih stereotipa tj. kao film koji je potvrdio, repdao i racionalizirao
sistemski rasizam u am&kom drustvu, te je, nazalost, ustanovio standarde
prikazivanja Afromarikanaca na filmu zasnovane ednpdimenzionalnim
stereotipima koji su prevladavali decenijama, syd 960-ih.

68



Representations of African-Americans in Americameoha

Na valu liberalizacije ametkog druStva 1960-ih kada dolazi do ozbiljnijeg
propitivanja i redefiniranja tradicionalnih vrijedsti pod utjecajem brojnih
novih pokreta i doktrina kao Sto su pokret zadgreska prava, feminizam,
pokreti za emancipaciju Crnaca, antiratni aktivizanipi subkultura itd. U
osnovi svih ovih inicijativa bila je svijest o pebi druStvene obnove koja je
pretpostavljala dokidanje tradicionalnih hijeraskih odnosa u porodici, na
radnom mjestu, u obrazovanju, politici, umjetnostijsci itd., dakle u drustvu
opéenito. Tako je najzad doSlo vrijeme da se neuvijpragovori i 0 rasnom
pitanju u SAD kao izuzetno bolnojdd amertkog drustva. Film je biljezZio
ove drustvene promjene ali i protiwjeosti, pa je tako doSlo do razbijanja
griffithovskih stereotipnih prikaza Afroamerikanacali su istovremeno
stvoreni novi, moderniji, stereotipi. Dobra ilusiijia jednodimenzionalnosti
novog pozitivnog stereotipa 1960-ih je glavni muBkiu filmu S. Kramera
Pogodi ko dolazi na veru (Guess Who's Coming to Dinnde 1967. Glavna
tema filma je méurasni brak Crnca i bjelkinje, a safiajenica da se reZziser
odlwio tematizirati to osjetljivo pitanje u godini u jkp je meiurasni brak jos
uvijek bio protuzakonit u Sesnaest andkihi drZzava govori ponesto i o
promjenjenom drusStvenom ozja u SAD-u 1960-ih. Méutim, iako je dio
liberalne javnosti podrzao film kao prelomni tregutu historiji amexikog
filma, kod dobrog djela afroameékie, ali i bjel&ke, populacije, gledalaca i
kriticara ovaj film je izazvao negativhe reakcije zbo@gsvpo njihovom
misljenju, nerealistinog i razvodnjenog pristupa ovoj vaznoj temi. Nakon
serije blijedunjavih poluangaziranih holivudskiinfova iz 1960-ih koje je,
poput viSepomenutog, créka i bjela&ka progresivna kritka diskreditirala kao
naivno eskapistke, te nakon novog vala tzv. ‘blaxploatation’ film@1970-ih
koji su stvorili novi stereotip crnog antiheroja maci zakona tj. novu
karikaturu liSenu viSedimenzionalnosti, 1980-ih igad se javlja nova
generacija afroameikih reZisera koja formulira novu afroam#a filmsku
estetiku, pokrée neovisnu afroameku produkciju, angaZira afroameke
glumce i prikazuje autertie afroametike likove.

Najzn&ajniji reZiser iz te generacije, Spike Lee, je aSpp objedinio
komercijalni interes i umjettdku dimenziju, te je njegov filn¢ini pravu stvar
(Do the Right Thingiz 1989. godine pogodna ilustracija nekih glavtataka
nove estetike neovisne afroand&s filmske produkcije. U prvom planu su
diferencirani, viSeslojni afroameki i drugi likovi iz urbane svakodnevice
Brooklyna kasnih 1980-ih godina. Leeja zanimajubsue obénih pojedinaca
u Brooklynu i njihovi svakodnevni problemi i iskuga, dok je Sira socio-
politicka i ekonomska pozadina, ukdjyjuéi pitanje propadanja gradske jezgre i
deindustrijalizacije dotaknuta indirektno, prekalindualnih préa i rasne i
klasne interakcije radiitih stanovnika ove newyorskeetvrti. U osnovi filma
je analiza rasizma, njegovih magiu uzroka i posljedica, te pitanje magosti

69



Sanja Sostati

ili nemogwnosti njegovog prevazilazenja u urbanoj Americi rias 20.
stoljea. Posebna vrijednost ovog filma leZi u tome Ste loelbija rasnu (i
drugu) problematiku definirati povrdno uz paim@dnostavnih formula, ve
prikazuje lepezu reakcija na sloZzenu realnost unuafroamerike i
italoameréke zajednice. Filmovima poput ovog S. Lee je posteraobilazna
referenca u svakom ozbiljnom prikazu razvoja kakwmwuisne afroameike
kinematografije tako i diferenciranog prikazivamjdroamerikanaca i rasnih
odnosa u ametkom filmu. Da su ti prikazi priino pesimisgni ili
nedogmatski govori o beskompromisnosti autora kajbacuje za%erene
verzije amerike rasne stvarnosti i umjesto jeftinog sretnog &etka uzima u
obzir datosti ametke postmoderne, postindustrijske realnosti, souijal
devastiranih urbanih krajolika, rasnih i klasnitpe#osti, te ostavlja otvorenim
pitanje buddih rasnih odnosa u SAD-u.

Klju¢ne rijeci: filmska industrija, rasa, Afroamerikanci, hisfari stereotipi,
nijemi film, meiurasni brak, neovisna créla kinematografija
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A BRIEF SURVEY ON THE GRAMMATICAL
CATEGORY OF -EN/-ED PARTICIPLES

Abstract: This brief survey on the morphosyntactic and seiogrbperties of
-en/-edpatrticiples aims at a more detailed insight aniebeinderstanding of
the -en/-ed participial forms occurring in the attributive aruredicative
function. The paper analyses whether there is amelation betweenen/-ed
participles in both above-mentioned distributiossice such a correlation is
present in the case of the majority of central edjes. Since en/-ed
participles are the deverbal lexical units, thelysis is mostly focused on the
extent to which these participial forms preserve @ahgument structure of the
verb base. It has been noted that, while the patdaly used en/-ed
participles must be the result of morphosyntacperations of inflection in
which the en/-edsuffix is attached to the verb base as the gramaiaharker
for aspect or voice (which depends on the type iathdsis in which they
occur), and this process most probably takes prasgntax, their counterparts
used in the modifying, i.e. attributive, functicathough partially preserving
the argument structure of the verb base showingéh®antic orientation to one
of the arguments, cannot always be related to thdigatively used ones. The
-en/-edsuffix attached to the verb base, in order to seduas the attributive
modifier, seems to be the derivational suffix ahe morphological operation
presumably takes place in the lexicon, not in synfagood indicator for this
may be the fact that the correlation between théigyales in the attributive
and the predicative function does not always eaistl therefore, the participial
attributes should be observed and analysed aevet of the lexeme and not as
the equivalents of their predicatively used coyrdés, which clearly belong to
the category of verbs, with the exception of thgiedicative function in
subject-complement constructions, in which it im@$t impossible to identify
whether theen/-edparticiple is an adjective or a verb.

Key words: -en/-edparticiples, attributive function, predicative fition,
diathesis, derivation, inflection
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1. INTRODUCTION

The -en/-edparticiple, traditionally calledpast participlé is usually defined
as a word derived from a verb but used as an adpeftee Crystal, 1985 and
Lyons, 1968: 250). Although the traditional termast participlé seems
inadequate since it involves the grammatical caiegb tense in spite of the
fact that the en/-ed morpheme is, in fact, the grammatical marker foe t
perfective aspect and not for tense, it is stitll@ly used in linguistic literature
studying the grammatical and semantic featurebefen/-edparticiples in all
their distributions.

As stated in the above definition, these participlghare the syntactic
distributions with both, verbs and adjectives. heit predicative useen/-ed
participles participate in the formation of perfeet tenses, passive
constructions as well as subject-complement coctébns. In addition, many
of the en/-ed participles also occur in their modifying functione. as
attributes/adjuncts within the noun phrase. If theye not already achieved
their full adjectival status and adjectival intesfation (denoting a property
of...), such astired, excited, disappointednd the like, which can easily be
tested by a number of linguistic tests such asiritensifiervery, prefix un-,
modification by the expressidmoweverand the like (see Quirk et al., 1985;
Siegel, 1973; Bresnan, 1978, respectively etc.)erwthey are used in their
attributive function, the semantic interpretatioh -en/-ed participles, most
often called adjectivals, is frequently related tmtadjectives proper but to
verbs. Whatever interpretation they might havehegiactive or passive, when
occurring as the attributes within the NP, they eegy often related to their
verbal counterparts used in relative clauses:

D lost property = property that has been lost
(2) the escaped prisoner = the prisoner who has estaped

For these reasongen/-edparticipial forms are often ambiguous between dpein
adjectives and verbs.

However, we claim that such a correlation betwdss €n/-ed participles,
attributively used, and the ones in the predicafivection does not always
exist and that the attributively useen/-edparticiples should be observed as
the lexical units formed by the morphological opierss of derivatiofy which

! The above examples are taken from Quirk et aB%1813).

2 That the en/-edsuffix is a productive derivational and not neeeg inflectional
morpheme can be supported by a number of denonaidigctives which do not
produce interpretational ambiguities like the dbatren/-edforms:a woodertable; a
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implies the processes in the lexicon, whereas thdigatively used ones are
nothing but verbs marked for either perfective aspe passive voice by the
morphological operations of inflection at the symitalevel. This claim will be
illustrated by examples that can show that soemé-edadjectival participles
are possible while the corresponding diathesisois and vice versa, not all
types of diatheses have the corresponding adjég@aréciple that can be used
as an attribute at the NP level. This paper aimshow this asymmetry
between the diathetic paradigm and the lexicalgeateof en/-edparticiples.

2. THEORETICAL BACKGROUND

The above-stated definition thagn/-edparticiples (just like ing participles)
are the words derived from a verb and used as tagiecimplies that
participles may be categorially neutral between texical categories: verbs
and adjectived.However, in the most recent linguistic researdhethe fields
of morphology and syntax there are different stamap with respect to the
formation of-en/-edparticiples. Those used as attributes are nove\asdi to be
a product of different processes such as conver@oesnan, 1978) or the
morphological operation of null-affixation (Lieber980; Levin and Rappaport,
1986; Kratzer, 1994 etc.), or syntactic operationghich the-en/-edsuffix is
attached to the VP for verbal og #r adjectival participles (Jackendoff, 1977;
Abney, 1987) or Y is dominated by AspP for “verbal’ as opposed to
“adjectival” participles that have no projection thie top (Embick, 2004).

There is yet another problem closely relatedeta’-edparticiples. That is the
term used to refer to this fuzzy lexical categdiye traditional term, still wide-
spread, not only in conventional grammars but mldmguistic papers, is “past
participle” and it covers almost all types and dabses ofen/-edparticiples in
all their distributions.

However, sinceen/-edparticiples share almost identical distributiorthalboth,
verbs and adjectives, different terms can be fodad their different
distributions. While they are traditionally callégast participles” in their
verbal distribution and predicative function, thenfusion about their

beardedman; a_green-eyeldoy, a talentedvriter, a_handickappedhild etc. When the
denominal en/-ed forms are used either attributively or predicdtivethey
unambiguously refer to the state/property ascriiedthe subject. In subject-
complement constructions, just like in their atttibe distribution in the NP, they are
clearly adjectives denoting a property of a noun.

® Progressive ing participial forms also show the categorial anderiptetational
ambiguity between being nouns and verbs.
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categorial identity arises, to a much greater dxteten they occur in the
attributive function within the noun phrase. Instliistribution they are called:
participial adjectives (Quirk et al., 1985: 413jjextival passives (Huddleston
and Pullum, 2002: 1436), past participles (Langack€91, Parsons, 1990,
Levin and Rappaport, 1986, Ackerman and Goldbedg6) etc.

Semantic discussions abowin/-edparticiples, particularly in their attributive
position, are mostly concerned with their semapotientation and semantic
explanations aimed at making the distinction betwem/-edparticiples with

“verbal” and those with “adjectival” interpretatiolVhen they participate in
the formation of different types of diatheses, wan dind terms such as
“passive participles”, “perfect participles” ancetlike. The newly introduced
term for -en/-ed participles used as attributes or predicates & shbject-

complement constructions is the term “resultatieThey are defined as
“those verb forms that express a state implyingevipus event” (Nedjaljkov

and Jaxontov, 1988: 6).

A resultative participle is also explained as the ¢that “characterises its head
by expressing a state that results from a preveuent” (Haspelmath, 1994:
159).

However, the attempts to explain the very natuteggammatical behaviour of
-en/-edparticiples and the disputes as to whether theyarbs or adjectives
continue. Therefore, precise identification andnsamuently, their proper
categorization either as verbs or adjectives a distinct and specific lexical
category is not in sight yet. The aim of this paiseto show that there is not
always a correlation between the samap/-edforms derived from the same
verb base when they are used in their attributivepredicative function. In

other words theen/-edparticiples which are used as attributes shoutdbeo

observed and grammatically analysed in the same wasytheir verbal

counterparts in the relative clause as shown ineka&mples (1) and (2),
although Quirk et al. (1985: 413) claim that “whéere is a corresponding
verb, attributively used -ed forms usually havespasmeaning.”

* Haspelmath (1994: 159-161) defines the resultgtiaticiple (referring to the ones
used as attributes or in the subject-complemenstoaction) as the expression which
characterizes its head “by expressing a staterdstlts from a previous event”, as
stated above. In other words, if used as an attilw the NP,-en/-ed participle
characterizes a participant by “affectedness”,hiyemeans of a resulting state only if
the previous event affected or changed it somelow the abused child; the wilted
dandelion).
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3. SOME REMARKS ON THE TERMS USED FOR
THE CATEGORY OF PARTICIPLES

The traditional, still widely used, term for therpepial forms in English is
“present participle” for those formed by the sufiig and “past participle” for
those ending in theen/-edsuffix. The above terms involve the referencehto t
grammatical category of tense in spite of the thet the suffixesing and
-en/-edare the grammatical markers for aspect (progresaind perfective,
respectively) and not for the category of tenseatThis claim is true can be
easily supported by a number of examples showiagttte ing suffix refers to
simultaneousness whatever the time frame of theract the main clause is:

3) She lay in bed thinkingbout what to do. (past time reference)

(4) She is lying in bed_thinkingabout what to do. (present time
reference)

Since en/-ed suffix is the marker for the perfective aspecterthen/-ed
participial forms usually refer to “previousness” the state resulting from
some previous event, whatever the time frame ofttti®n in the main clause
is:

(5) Covered with mud, we walked down the street.
(6) Covered with mud, we are walking down the street.

These are the reasons for which the most recayqistic sources use various
terms for-en/-edpatrticiples. In their predicative use they ardechlperfect
participles, passive participles or resultativetipgoles depending on the type
of diathesis in which they occur (active, passiveubject-complement). When
used as attributes i.e. modifiers of nouns at tRel&Vel, they are treated as
adjectivals (hybrid category) and the terms usecrwkthey occur in this
function are: participial adjectives, adjectivalspaes, past participles or
resultatives as already stated in the previousosect

® Contrary to ing participles that refer to simultaneousness, whetethe time
reference in the main clause might be, the abownples of the en/-edpatrticipial
form “covered” may be ambiguous as to the timereafee. The participlecbvered”
may be understood as dynamic — the reference tprthéous event/action -after we
had been covered with mual) as stative (the state resulting from the pnevievent) in
which case the interpretation of the time refereéadbe same as expressed in the main
clause.
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4. SYNTACTIC DISTRIBUTIONS AND FUNCTIONS OF
-EN/-ED PARTICIPLES

Since en/-ed participles are considered to be the deverbal doused as
adjectives, they are expected to share the gramahgtioperties of adjectives.
This is true to a certain extent because the ntgjofi-en/-edpatrticiples indeed
share almost all the same distributions and graimelaproperties with
adjectives.

Their distributional similarities may be seen ie #idjectival functions. Namely
they are almost clearly adjectives in:

1. attributive functionthe embarrassed womaif/the content woman, a
tired old manéf. a strange old man, excited childreh/ obedient
childrenetc.

2. predicative function in subject-complement condtams:

(7) The woman was embarrass€. The woman was happy
(8) The old man was tirecCf. The old man was sick
9) The children are excitedf. The children are obedient.

3. object complement function (or predicative elemeintsthe small
clauses):

(10)  She found the front door locke@f. She felt her mouth dry.

4. substitutes for the noun phrase (in the functidrhe subject or direct
object) just like any other adjective used pronatin(with a generic
reference)®

(11) The injuredwere transported to the hospital.
vs. They transported the injuréalthe hospital.
cf. The olddo not understand the young

Distributional similarities with verbs can be seentheir predicative uses
where they occur in:

(12)  The convict has escapdactive diathesis)

(13) The boy was/got killedby the burglars) (passive diathesis)

® Huddleston and Pullum (2002) call these phrasasetf heads” since the noun is
deleted but implied.

78



A brief survey on the grammatical categoryerfi/-edparticiples

The well-known ambiguity arises from the identisatface structure of passive
and subject-complement construction. It is almogiassible to disambiguate
constructions such as:

(14)  The window was brokerCf. The window was clean.
(15) The boy was killedCf. The boy was sad

Where the en/-edparticiple shows distributional parallelism withljectives
but can have both, passive as well as resultagiatie) interpretation.

However, despite the above-stated distributionahilarities with both
categories, adjectives and verbs, there are sostiébdtions in which they fail
to overlap with adjectives:

1. Causative constructions formed by the vdrhgeandget
(16) He had/got his car repaire@f. *He had/got his car new

2. Passive constructions with the expanded predicat#aming the
subject complement:

(17) Tom was electedhairman. Cf. *Tom was hapmhairman.

Though in the majority of the above-stated distiiims -en/-ed participles
overlap with adjectives and verbs, there are maaynples showing that some
-en/-edparticipial forms that are possible in the pretii@afunction (whether
interpreted as verbs or adjectives) are not passibkhe attributive function
(when they function as adjectives but may have laatjectival and verbal
semantic interpretation) and vice versa. Thereftrere is not a consistent
correlation between the diathetic paradigm andéhé-edparticipial form that
may still retain its verbal (dynamic) interpretatioFor this reasonen/-ed
participial forms in the attributive function, wieethey modify a noun within
the NP, should be observed and analysed as thmlaxiits originating from
the lexicon and merged with the noun directly, aatlas the correlatives of the
verbs occurring in the relative clause as illustiah the examples (1) and (2).
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5. -EN/-ED PARTICIPLES AND VALENCY RETENTION?

Since the base for the derivation of the parti¢ifgams is a verb which is,
semantically, always the unsaturated expressiois, Gompletely natural that
the verb base retains its valency and argumenttates even when the
participial form is used in the modifying functiare. as the attribute in the NP.
With the progressive participles used as attribies argument structure is
much better seen:

(18) a wine-producing region
(19)  arugby-playing surgeén

The argument structure of the verr®duceandplay in the above examples
used for the derivation of the above patrticipiahie in the attributive function
is clearly preserved though they function as thelifrexs within the NP. The
problem with participial attributes is the fact tivarbs may not function as the
modifiers at all:

NP — (det) A+ N
*NP — (det.) V + N

The problems with theen/-edpatrticiples used attributively is their frequent
passive interpretation, which means that the agentment is suppressed by
the passive morphemen/-ed. For this reason, majority oén/-edparticiples
derived from transitive verbs are patient-orieraad therefore called “passive
participles”. However, this is not necessarily thie since en/-edparticiples,
when used as attributes, may have a different seenanentation since they
are not restricted only to transitive verbs. Nameén/-ed participles, when
occurring in the attributive function within the Nihay be derived from
different types of verbs and may have different &t orientation showing
that they partially retain the valency of the vedse. The following examples
are taken from different sources including: Quitkag, 1985: 413; Bresnan,
1978: 8 and 2001, 34-35; Kibort, 2005, and somesatected from Collins
Harper Corpus “Collins WordbanksOnline”:

" The semantic orientation of resultative participleas been the subject of many
linguistic studies dealing wih the world languag&he above section is just a brief
survey. For details see Haspelmath, 1994; Nedjalgwod Jaxontov, 1988; Bresnan,
2001; Kibort, 2005, Ackerman & Goldberg, 1996 etc).

8 The examples are taken from the corpus “Collingdfianks Online”.

° For details about passive morphology see Chomk®®1(: 121) and Cook & Newson,
(2003: 196)
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(20)
(21)
(22)
(23)
(24)

Attributive -en/-ed participles derived from the intransitive verb the
only argument of which is an agent (and sometinmesx@eriencer):

The escapegrisoner
The departeduests
The surrenderenhilitants
a failedwriter

a grownman

The above examples show that tea/-edparticiples derived from such verbs
may be either agent-oriented or experiencer-oriente

2.

(25)
(26)
(27)
(28)
(29)

Attributive -en/-ed participles derived from the intransitive
unaccusative verbs the only argument of whichpatgent or a theme:

elapsedime

a collapsedung
a frozenriver

the fadeccurtains

a vanishedivilisation

These examples show that tle@/~edparticiples derived from such intransitive
verbs may be either patient-oriented or theme-tetkn

3.

(30)
(31)

Attributive -en/-edparticiples derived from transitive verbs are most
often patient-oriented and to a much lesser exteey can also be
oriented to the agent:

the confessechurderer

the confessedrime cf. The murderdnas confessed the crime

We may conclude that it is possible to derive thetigipial forms that can
function as the modifiers of the noun from all typd verbs, but they may have
different semantic orientation. The only exceptesae the middle verbs (in the
terminology of Quirk et al., 1985: 735). Althoughete verbs are transitive,
they may not be passivized, nor can they be usadbase for the derivation of
-en/-edpatrticipial forms:
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(32) *the resembleanother
cf. She resembles her mother. vs. *Her motherssmbled by her.

(33) *the hadroom
cf. He has a nice room. vs. *A nice room is hachhy.

It is obvious that the resultative participles [zt retain the valency of the
verb and preserve its argument structure, exprgssersemantic orientation to
one of the participants in the event. However, pitesof this strong verbal
force that en/-edpatrticiples may retain from the verb base, they stil be
used as the attributes in the NP in spite of tleé tfzat verbs may not function
as modifiers. Depending on the semantic orientabibthese participles they
may have either active or passive interpretatioth are therefore frequently
related to their predicatively used counterpartsatThe attributively useen/-
ed participial forms do not always have a correlatath the type of diathesis
in which their verbal counterparts occur and thetytare the product of the
processes in the lexicon, will be shown in thediwihg sections.

6. TYPES OF DIATHESES

A diathesis conceptualizes the way in which actyaltactic
dependencies relate to predicate’s argument strectand
encompasses arguments and diathetic grammaticatioel
(Avgustinova, 2000: 85)

According to the above definition the different égpof diatheses involve

different ways in which the arguments of the prating verb are mapped into
the structure of the clause. The diatheses whiebepve the argument structure
of the predicating verb but they do it in two difat ways are active and
passive diathesis. In the former construction therao alternation in the

position of the arguments in relation to the prating verb, and the latter is
realized by rearrangement of the argum@nishich results in the change of
the syntactic functions of the NP arguments whilesprving the argument
structure:

(34) The burglarsilled the boy (active)

9 The rearrangement of the arguments in the prooéseerivation of passive
constructions involve syntactic processes of pramnotand demotion of the NP
arguments — for details see Tallerman (1998).
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(35) The boywas killed by the burglarg¢passive)

Another type is the reduced diathesis involvingutihn of the number of
arguments and it is usually achieved by reflexiiiga impersonalisation,
medio-passive constructions and the fike.

The third type of diathesis is the extended diashieswhich the new argument
is introduced and embedded into the sentence. Thase causative
constructions.

The problem in English arises between tee/-edparticiples and either their
verbal or their adjectival interpretation when used the predicating

expressions in the reduced passive diathesis (inlmthe agent phrase is not
expressed) or in the subject-complement constnudtiovhich the prototypical,

and the most frequent predicating element, is ggctde.

7. TYPES OF DIATHESES VS -EN/-ED PARTICIPIAL
ATTRIBUTES

In all the above-stated types of diathesa¥-edparticiple may occur as the
predicating verb. In active diathesis then/-ed participle is the predicating
verb participating in formation of all perfectivenises. In the process of
derivation of the passive diathesien~ed participle participates in the
formation of the passive predicate. In other wdtdsay occur in active and
passive constructions as well as in subject-comghtmonstructions.

The section explaining the semantic orientation-erfi/-ed participles has
shown that a large number @&n/-edparticiples used as attributes are patient-
oriented, while the number of agent-oriented osesiich more restricted. In

™ For more details about the diathetic paradigm Aegustinova (2000). What she
calls reflexivisation is present in Bosnian/Croatierbian when the expression “se”
(prototypical reflexive) is used in some constroies such asCipele_seprave od koze
(Shoes reflexmake of leathdr However, this particle is in fact the “passivaticle” —
for details see Ranovi (2003). Ritanovi also discusses impersonal particle “se”
occurring with some verbs in certain contexvdje_sesamo sjedi i pda o0 proslosti
(Here refelex.only sit and speak about pastiedio-passive or the reduced type of
diathesis in English can also include the clausedized as active diathesis in their
surface representation and the predicating verthdsintransitive unaccusative verb
with a single argument — a patient or a theme.
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other words the majority oken/-edparticiples have passive interpretation, and
therefore, they are frequently referred to as “pasparticiples”. The aim of
this paper is to analyse whether there is a cdivelebetween theen/-ed
participles used in both distributions: predicatisad attributive. Such a
correlation exists for the category of central atijes. Namely, the majority of
adjectives can be used in both functions: attrteutand predicative. If the
-en/-ed participles are treated as adjectives when usedhén attributive
function then there should be an equivalence iir timéerpretation in both
distributions and they should be classified inregle syntactic category — the
category of adjectives. However, it is quite cléaat they sometimes act as
verbs and sometimes as adjectives. For this reasnfigdparticiples should
be thoroughly studied to be properly identified.at lthis approach can be
helpful to a certain extent will be demonstratedtiy text below, which will
show that the correlation between tee/-edparticiples within the NP and the
type of diathesis in which they may function as phedicates does not always
exist in spite of the fact that they are very oftemerpreted by the
corresponding relative clause as illustrated byetteamples (1) and (2).

1. -en/-edpassive participles in the attributive functiore grossible but
the passive diathesis is not with the unaccusatems, which are
always intransitive and have only one argumenpateent:

(36) the wilted lettuce (Haspelmath, 1994; Bresnan, 2001
cf. The lettuce has wilted. vs. *The lettuce hasrbeilted

2. -en/-edpassive participles in the attributive functiore arot possible
but the derivation of the passive diathesis ishwhe:

a) Promotion of the indirect object (argument: benafig):
(37)  The captured bird was shown the way out.
cf. | have shown the captured bird the way outiacounterpart)
vs. * the shown bird
b) Promotion of the adverbial of place (argument: limrg:
(38)  This bed was slept in last night.
cf. Somebody has slept in this bed. (active copatey
vs. * the slept-in bed

3. Passive diathesis is always possible with the midpoal verbs, but
passive attributes are very rarely derived fromhsterbs:
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(39) The boy was laughed at by everybody.
cf. Everybody laughed at the boy. (active countdjpa
vs. * the laughed-at boy

4. However, both, passive attribute and passive ds&lege possible with
phrasal verbs:

(40)  The installations have been built in. Cf. The Birilinstallations
5. Neither is possible with “middle verbs” (see Quétkal., 1985: 735)

(41)  *Her mother is resembled by her. Cf. * the resemiivi®ther
vs. She resembles her mother.

8. SOME RESTRICTIONS AFFECTING SOME OF
THE -EN/-ED PASSIVE PARTICIPLES

A certain number of passiveen/-ed participles are not acceptable in the
attributive position unless preceded by the appatpadverbial modification:

(42)  arecenthybuilt apartment block
(43) amuchadmired writer
(44)  brutally killed people

These en/-edpassive attributes are obviously equivalent tar ttedative clause
counterparts:

(45) the apartment block (that has been) built recently
(46)  the writer (who is) very much admired
(47)  the people (who were) killed brutally

Such adverbially premodified passiveenf-ed participial attributes are
sometimes treated as compounds (see Biber, 199%m#d1973; 2001; Plag,
2003). Ackerman and Goldberg (1996) and Bresnar0l(R@xplain this
phenomenon by pragmatic condition of informativeneBo be sufficiently
informative, such expressions require modificatidBesides, we might
conclude that this phenomenon fits into the prilecipf economy and full
interpretation, since such adverbially premodified/-ed passive participles
have the same quantity of informativeness as tlaéivre clause. In this way, at
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the structural level, instead of the embedded ivelatlause there is the NP
constituent without postmodification. This syntacttrategy enables full

interpretation and, at the same time, the redt@fictause is open to some other
pieces of information, which, consequently, incesasthe degree of

informativeness of the entire utterance.

However, some of theseen/-ed passive participles that have verbal
interpretation even though they function as attdéby can be gradable, and
some cannot. For some useful tests that can hsfimgliish those with verbal
and those with adjectival reading see Arnaut-Kar@29008).

9. CONCLUSION

It is clear that both, the type of the diathesid #me en/edparticipial form
which is used in the attributive function partialpreserve the argument
structure of the verb. However, it is also obvidhat the en/-edparticiples
used as the modifiers of the nouns, i.e. attributethe NP are subject to a
greater degree of semantic restriction. They as&icted mostly to the most
prominent arguments (agent/experiencer and patiemte) which, at the
clause level, function either as subjects or diodgécts. However, the patient-
oriented participial attributes are much more feaguthan the agent-oriented
ones. The resultativeer/-ed attributes are almost never oriented to the less
prominent arguments such as recipient or locathinthe same time, these
arguments can function as the subjects of the y&asiathesis by a process of
passive transformation. Therefore, there is natresistent correlation between
the modifying en/-edparticiples and those used in the predicativetfancFor
the above reasonsen/-edparticiples in these two distributions — attrilveti
and predicative — should not be treated and ardlgsesquivalents. This is the
additional evidence proving that thenf-ed suffix is indeed a derivational
morpheme attached to the verb base in the lexidenwhe en/-edparticiples
function as the modifiers, in which case they diyemerge with the noun in
the process of forming larger structures, i.e. NRshe same time, the same
morpheme attached to the verb in different typediatheses fails to change
the syntactic category. In this case tle@/-edmorpheme is a syntactically
relevant inflectional morpheme when attached towvdd in the formation of
the diathesis of the respective type. This proggssumably takes place in
syntax, not in the lexicon. Whether the derivatigracesses in the lexicon are
the result of the morphological operations of coswm, as claimed by
Bresnan, 1978 or null-affixation (Lieber, 1980; irevand Rappaport, 1986;
Kratzer, 1994 etc), or syntactic operations in Whin/-edsuffix is attached to
the VP for verbal or Yfor adjectival participles (Jackendoff, 1977; Abney
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1987) or \§ is dominated by AspP for “verbal” as opposed tdjéatival”
participles that have no projection on the top (E#k2004) is still the subject
of theoretical discussions. This brief survey ot tmorphosyntactic and
semantic properties oen/-edparticiples aims at a more detailed insight and
better understanding of this fuzzy category of vgdrdtheir major distributions
and functions.
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KRATAK PREGLED GRAMATICKE
KATEGORIJE-EN/-ED PARTICIPA

Rezime

Budwi da -en/-ed participi u engleskom jeziku vr3e viSestruke fujekc
ucestvujiei i u tvorbi aktivne i pasivne dijateze, kopulativnkonstrukcija,
modificirajuéi imenice na nivou imetke sintagme itd. literatura obiluje
razlicitim nazivima za ovu hibridnu kategoriju rdjie (participni pridjevi,
adjektivalni pasivi, prosli participi, rezultativrparticipi i sléno). Oni su
predmetom opseznih lingvigkih istrazivanja usmjerenih na njihovu pravilnu
identifikaciju i kategorizaciju. Kao i pridjevi, dyparticipi se javljaju u dviema
glavnim distribucijama i funkcijama — atributivnopredikativnoj. Buddi da,
kao deverbativna kategorija rje ¢ak i u atributivnoj funkciji, djelimino
¢uvaju argumentsku strukturu glagola iz kojeg swedeni, ¢esto se njihova
atributivna funkcija dovodi u vezu sa predikativnd@da su upotrijebljeni u
odnosnoj reéenici. Tema analize je postojanje korelacije i@meen/-ed
participnih parova upotrijeblienih u ove dvije fuije. Uateno je da
atributivno upotrijebljeni en/-ed particip, za razliku od svog predikativno
upotrijebljenog para, podlijeZze é&m stepenu sematitog ograntenja. Dok
njegov predikativno upotrijeblijen par moze vrSitinkciju predikacijecak i
kada je subjekat pasivnetemice manje prominentan argument (kao Sto je npr.
primalac ili lokacija koji se, na nivou analize kaifja u aktivnoj dijatezi,
realizuju kao indirektni objekat ili adverbijal) th® je atributivho upotrijebljeni
-en/-ed particip ograrden iskljwivo na modifikaciju imenica koje imaju
prominentne semawke uloge (agens ili pacijens/tema) i koje se naouiv
recenice realizuju u funkcijama subjekta odnosno dive§ objekta. Dakle, u
atributivnoj funkciji se najeXe javljaju en/-ed participi sa semarikom
orijentacijom na pacijensa/temu, i do manje mjer@ agensa. Njihovi
predikativni parovi, bez obzira na vrstu dijatezktivnu ili pasivnu), nisu
ogranteni semantkom ulogom subjekta. Zbog postojanja ove asimeirije
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nekonzistentne korelacije iz atributivnih i predikativnihen/-edparticipa,
Sto nije sldaj sa véinom centralnih pridjeva, postoji potreba da séativno
upotrijebljeni en/-ed participi posmatraju neovisno od svojih predikativn
upotrijebljenih parova. Odsustvo pomenute koreda@d dobar pokazatelj da
atributivni participi, vrlo vjerovatno, jesu produkmorfoloskih operacija
derivacije koje se odvijaju u leksikonu. Njihovieglikativno upotrijebljeni
parovi imaju jasniju glagolsku interpretaciju ptemu je en/-ed sufiks
sintakséki relevantan morfem kojim se obiljeZavaju grarmkitirelevantna
obiljezja kao Sto su pasivno glagolsko stanje WiSeni glagolski vid, u
zavisnosti od tipa dijateze u kojoj se takav pgric oblik javlja. Problem
pravilne interpretacije i identifikacije u predikatoj funkciji i dalje je otvoren
u reduciranoj pasivnoj dijatezi koja je gotovo it&ma kopulativnoj
sintakstkoj konstrukciji u kojoj je prototigini predikativni izraz pridjev. Kada
Su u pitanju atributivno upotrijebljenén/-edparticipi, pitanje n&na njihovog
nastanka, odnosno da li je tije konverziji, nultoj afiksaciji ili nekoj drugoj
vrsti morfoloSke operacije i dalje je predmetomiopB teorijskih rasprava i
analiza. Ovaj kratak pregled morfosintakdh i semanttkih osobina en/-ed
participa ima za cilj da pruzi detaljniji uvid i aguéi bolje razumijevanje ove
hibridne i dosta nejasne kategorije ¢ije1 njenim glavnim distribucijama i
funkcijama.

Klju¢ne rijeci: -en/-ed participi, atributivha funkcija, predikativha fucifa,
dijateza, derivacija, infleksija
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COMPUTER-BASED ASSESSMENT —
A PERSONAL VIEW

Abstract: When dealing with issues on computer-based assesim Bosnia
and Herzegovina, one is prone to thinking of adbdig. Even though
research tells us that computers are widely usethéyacademic population,
when testing and assessment of foreign languageoaeerned, the results are
quite the opposite. Computer-adaptive tests adosdy used in FLT practice
in Bosnia and Herzegovina, usually with studeniaglbigh-stakes proficiency
tests. This paper tries to compare one of the tesgd in practice with data of
previously researched tests and it summarizesiticen§s in order to try to
pave the path for some future, in-depth researacheommatter. It also attempts
to emphasize need for introduction of this type tefting into everyday
teaching practice in our country.

Key words: testing, validity, reliability, washback

INTRODUCTION

Assessment puts in front of us the dilemma whetharse standardized, pre-
fabricated tests or teacher-made ones. Diving timoincessant pros and cons
of each of these would mean entangling oneselfant&byrinth, knowing that
there is a very little chance of finding the wayt.olhe market itself puts in
front of us a range of ready-made tests, availableand every time we need
them. Furthermore, we, as assessors, can relyeaeshlts of the test, for there
is very little doubt present in our minds as fattes main characteristics which
every test should possess are concerned. We téfie gtanted that teams of
people who prepare and administer tests go throaighthe procedures
necessary in order to comply with the needs ofssssent. The main aim of
this paper is to take one of the CBT tests usdlddmegion and compare it with
other similar tests in order to describe benefiid potential problems with this
sort of assessment.
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ISSUES DISCUSSED

Even though, at first, it seems quite unusualytddresearch on something that
a CBT should have as a default, the idea to contpats has emerged because
there has been need felt to establish whethehaligsues which are usually
taken into consideration when designing a test meadly been used to their
maximum.

CAT (computer-assisted testing), according to Wiakd Fei Fei (2008: 354),
presents “technologically advanced assessment mesasu. which use

sophisticated algorithms to move examinees fromit@me to the next based on
the examinee’s performance on the last item”.

When discussing alternative assessment, its prop®eenphasize that it is not
enough to evaluate tests according to their validiliability and objectivity,
but also in the light of their trustworthiness, dit#lity and audibility (Huerta-
Macias 2002: 340). Still, after participation inC8T test, the necessity has
been felt to investigate it on the basis of itseggahqualities.

Bachman and Palmer (1996: 18) refer to these aguhlities of test usefulness
and even give an equation for it: usefulness =abdlty + construct validity +
authenticity + interactiveness + impact + practigal

They refer to validity as to whether a test measwrbat it is supposed to
measure, and therefore, several particular types validity can be
differentiated. Content validity is focused on é$thing whether all aspects
which the test claims to be measuring are coveZedstruct validity is focused
on determining whether all the items are directeth@asuring the same thing
or, as Brown (1996: 295) claims, “the degree toclwha test measures what it
claims, or purports, to be measuring”. Unlike contealidity, with which it is
often mistakenly equated, face validity tries ttablish whether the test items,
on the surface or subjectively, look like realistises of what is being
measured. Concurrent validity institutes whetheres on other measures of a
construct are similar to those they are achievinghe test taken, the main
point here being that both measures are done aathe time.

Bachman and Palmer (1996: 19-20) define reliabiliag consistency of

measurement” and claim that “reliability can be sidared to be a function of
the consistency of scores from one set of testdestdasks to another”. There
are several types of reliability, out of which wellvmention the following

ones: test/retest reliability or repeatability, wlnitries to establish the
possibility of non-existence of variation in datdem, for example, students
take the same test during a short time frame withinstruction or feedback
between testing; internal consistency, where thasmm@ment is aimed at
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establishing the correlations between differennieof the same test, i.e. the
test is split in two and the scores for each hithe test are compared with one
another for the presence of consistency, which vootan that the items are
likely measuring the same thing; inter-rater rdligh where two raters
evaluating language use independently should agitbeeach other.

Washback, positive or negative, also known as baskw curriculum
alignment, test feedback, test impact and measunedn&en instruction, is,
according to Brown and Hudson (1998: 667) “the affef testing and
assessment of the language-teaching curriculumisheglated to it”. Cohen
(1994: 41) broadens its domain by adding to theonodf “how assessment
instruments affect educational practices and I&lieBachman and Palmer
(1996: 31) note that impact is made both on stwdand teachers. As they
claim, “test takers can be affected by three aspeicthe testing procedure: 1.
the experience of taking and, in some cases, qfapireg for the test, 2. the
feedback they receive about their performance entdht, and 3. the decisions
that may be made about them on the basis of tlesir dcores”. A far as
teachers are concerned, it is extremely importamt them to feel and
experience that what they teach is relevant toinggstthus lowering the
possibility of occurrence of negative impact ortrimstion.

Bachman and Palmer (1996: 37) define practicalitygamatter of the extent to
which the demands of the particular test specifiaat can be met within the
limits of existing resources”. The types of resasr¢they mention are human,
material (space, equipment, materials) and timegldpment time, time for

specific tasks).

TEST DESCRIPTION

Some years ago | was a speaking instructor at tarnetionally funded

English-language teaching project. The idea of ghgect was to teach the
local army officers English as a part of future pe@tion in Partnership for
Peace. The officers had eight classes a day fdvéweeeks, and every week
they took a CAT (computer adaptive test), which tnese not only to monitor
their progress, but also to give the final mark.

The teachers also took the test, once at the biegimmd once at the end of the
course. No one registered the scores that the éeagfained. It was just
important to note down that they took the test, &mat they took it twice.

There were no explanations given as to why it wasedand whether the results
would be used for any further analysis, which reglin teachers’ extremely
relaxed (and sometimes nonchalant) attitude towaotls the test itself and the

93



Zeljka Babé

results scored. Still, all of the teachers (theezenfour of them) stated that they
passed the test with flying colours.

The examinees were all between 25 and 30 yeararmldall of them finished

university. They have never learned English beftug, they were all fairly

proficient in French, German or Russian. They wadtenales and there were
40 examinees in total, separated in five groupsgit.

The test consisted of 50 multiple-choice tasksnigagrammar, but there was
also a part in it which dealt with reading-compmatien. Like all computer-

adaptive tests, this one also adapted itself aouptd the answers given. The
students were pre-trained to work on computers digguaccompanying CDs
for the course they took (REWARD) and some chosggrmet web pages. The
scores were collected after each test and were asaglidelines for future

work and as a starting point for choosing the pgudints for future (more

advanced) courses.

The multiple-choice tasks consisted of:

a) 20 sentences that needed to be filled in with amg of the offered
grammatical forms (A, B, C, D), which ranged froemses to some
basic word-formation skills (recognition of adjeets as opposed to
adverbs, nouns as opposed to verbs, etc.),

b) 10 tasks consisting of 2-3 conversations; the emaees had to chose
between sentences A, B, C, which all were the pgssed topic of the
conversation (weather, traffic, etc.),

c) 20 sentences dealing with grammatical/vocabulayes (A, B, C, D).

The test was always taken on a laptop computerstilndents were not given

chance to retake it, and it was timed. All the sentd had to take the test
precisely at the time arranged by the instructoessexcuses whatsoever were
allowed. The students who did not take the testewmstantaneously failed

regardless of the reason(s) which prevented them §itting the exam.

The instructors did not have access to the comptiere was an outer
administrator of the test, who was the only pensbi knew the password for
entering it, and there was no pre-conception oetlaet layout of the test itself.

The decision of using such kind of assessment amiding was made solely by
financiers, even though the teachers and instrsictoggested that the results
should not be parts of the final score. The redsorthat was obvious from
their point of view, for the students were all agmner / pre-intermediate
level, and it was quite difficult for them to follosome of the instructions
(which were all in English). Also, some of the dimss the computer asked
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covered aspects of grammar they had not dealt aatti,in that case, students
had to guess the answers.

DATA DISCUSSION

Unlike the COPI speaking test (Norris 2001), wheréhe beginning of the test
one chooses the level which he/she is to take ifbegi pre-intermediate, etc.),
it was up to the administrator (with the help oé tteacher of the group) to
select the level and administer the test appragyiafit this point one should
stop and raise the question of concurrent valigitygt retest reliabilityActually

it was raised at the time by asking the administréd let some people (20 of
them of different language ability) take the tesiceé in a span of couple of
hours. All of them scored differently in both tesds it is obvious that factors
concerning personalities of the examinees neee t@ken into consideration.
Still, test reliability, when administering a téstsuch a manner, should entail
that the questions asked in these two separate vedee not exactly the same,
even though, due to programming of algorithms, thwye probably of the
same difficulty.At least, this is what the theory would like ughak. In order
to make sure that items are really at the samd, lese conducts pilot testing
involving a very large number of people, sometiraesn thousands. Still, one
cannot avoid the feeling that with some makers ahputer adaptive tests
these requirements are not met as precisely asstimyld be, and even more,
many of them do not publish the test d&ko, the level of motivation in the
second test was quite high, for two-thirds of exa®as scored higher on the
second test, which can be explained as a positaghback of the first test in a
way that they felt the will and the urge to perfdoetter, i.e. the motivation for
getting better grades was quite high.

As far as concurrent validity is concerned, scodiffgrently on progress tests
as opposed to CAT can also mean that studentditineos prepared to take a
bit more complex tasks, so what the instructorsikhbave done was to widen
the syllabus with some additional exercises, ntt throse from the textbook.

The construct measured in such a way should berdiog to my opinion,
dealt with utmost caution. By answering questions by one and pressing
DONE button after each question, there is no tigfe for revision. From a
personal experience in taking both kinds of assessifpaper and pencil and
CBT) | have to say that quite a number of timeavéhchanged my answers at
the very last minute of the test (mostly succeggfubecause | realized that
something was wrong with them. One somehow feelsttie tests, which are
timed and still let you reconsider your answergvpr more beneficiary on
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examinees, for when you know that the next quessigoing to be selected by
the computer according to your previous answens,ddefinitely feel under
pressure and negative feelings and attitudes t@mnthet test and the things you
are being tested start to emerge.

When reading Bannerji (2003) one notices that tleators of CBT TOEFL
have taken into consideration the fact that it wopé quite useful to have a
tutorial or demonstration at the beginning of thstt That certainly creates a
positive washback; firstly, it provides more tinar the examinee to surpass
the nervousness and anxiety, and, secondly, seéiagjthe actual tasks look
like will definitely raise confidence. CAT, on thather side, begins with a
window in which people write their names and suresafter which time
starts to elapse and the first question pops upeftleeless, | would like to
emphasize that my personal opinion is that thelprolis not with the test, but
those who administer it. This test presupposeswhakever takes it knows all
about it and is familiar with the layout and waysloing it. It was probably the
inexperience of the administrator which made hiroidke that the test should
be administered without any previous explanatioreden Still, it is quite
dangerous to indulge oneself in such experimewotswe are working with
human beings and, at the end of the day, it isunioterest that they start
appreciating and liking what we have been teachim. The dangers of
negative washback, always lurking from the cornarst never be kept out of
mind for all testing.

As | have previously mentioned, the reasons giwersiich an approach (the
examinees are trained on progress tests on CDsloamausible, for these are
only progress tests which refer to issues deah imithe textbook. Having this
in mind, we can definitely say that in this caseefavalidity is extremely
questionable, i.e. the test does not serve toateat has been taughtamely,
this kind of assessment is difficult to grasp wilealing with it (especially for
the first time and with lower levels). The rangel a&cope of understanding of
L2 and limited grammar and vocabulary do not preaesolid base for weaker
students (even with higher levels). Even the goadsohave to deal with
negative washback, for the results in the firstptewf tests are usually below
their expectations and do not correspond to thds@rogress tests. This
problem can be solved easily by letting the stuslgiet familiar with the test
layout (maybe even letting them take one withoatgressure of it being taken
as a part of their overall performance).

Having in mind the fact that all the students exsadiwere computer literate,
the anxiety or computer-related problems are nqilexsized as sole problems
for most of the poor results. Still, one has teetako consideration the fact that
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possible anxiety does not have to be connected fWathiliarity / non-
familiarity with the use of computers (Bannerji 300

One more thing should be added: all the studerdweth extremely negative
attitude towards this kind of testing, which is argtandable, for they felt they
were learning English for the sake of results whicluld be given to them by
a machine, and not because they would need it eir fiature work. This
negative washback was enhanced by the fact thatathdnad military ranks,
they were accustomed to giving orders, and nowr tidestinies” somehow
depended on this machine. The “human” factor ititgplays a big role in the
society | live in, and the absence of it (in a wlagre is no one they can ask for
clarification, support) is still not accepted posty.

Even though this particular test raised quite afatoncerns, its practicality is
obvious. The test can be administered wheneverathainistrators or the

students want to; the question of space and tirsettted, for all they need is a
table and a chair. The taking of the test is vegyspnalized, which is quite
beneficiary for overcoming inhibition. Students mahbe complaining that the
person who made the test put some difficult quastn purpose. It also gives
the students a feeling of privacy and enables tfmus on the work itself,

which is sometimes difficult to do when doing attesa group. At the same
time, the teacher can work with the rest of thesclan something different,
while some students do the test. The adaptabitibcerning when to take the
test and the adaptability of the test itself acowydo the student’'s answers
should be emphasized as the most beneficiary thisgparticular test offered

to those who took it.

Having said all this, | have a feeling that in timarticular case, the main
problem was actually administering, not the teselit If special attention is
paid on preparing the students for it, if they aczustomed and properly
informed about the tasks they are to perform, mkhhat the test will have
quite the different impact and it will be acceptpdte warmly.

CONCLUSION

The comprehensive conclusion would require thebéistament of the purpose
of assessment which has been described above. Sanmie has the feeling
that this particular CBT has all three purposegngfdive, summative and
diagnostic) interwoven, without any clear boarddesined and established.
According to Fisher and Frey (2007: 4), formatissessments are ongoing
reviews and observations in a classroom used toowepnstructional methods
and provide student feedback, and summative arel wseevaluate the
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effectiveness of instructional programs and sesvie¢ the end of a pre-
determined time. Diagnostic assessment is usetdktdify areas and difficulty
and strength that particular students demonsteztn though these issues are
rather questionable, for its diagnostic purpose @aly be understood in the
realm of self-assessment, a type of personal-regpalternative assessment
(Brown and Hudson 1998: 665). If we turn to oth&ssifications of tests
based on their purposes, for example Hughes' (1989) which he
differentiates between proficiency, achievementigdostic and placement
tests, we again somehow feel as if being put inctilede-sac. The CAT test
has obviously been designed as a progress testsdmmehow the course
designers extended its use into an overall, mullipse one, whose
effectiveness is questionable, not because ofeissgd but merely because of
the way it has been used in practice. One is ptorieinking that the decision
has been made instinctively, without considerirgygthrpose, which resulted in
some amount of dissatisfaction present with thenixees.

In their contrastive research between paper-based e@omputer-based
language tests, Choi et al. (2003: 299) set thelasion that limitations of the
paper-based tests as far as audio-visual informasicconcerned are vividly
contrasted in favour of the computer-based tesigiwlnables usage of range
of multimedia aids. They claim “this strength helggnulate reality in a
language-testing context, thus maximizing authégti@nd, presumably,
enhancing validity as well”. The feedback givereathis test is a bit different.
Even though students, at first, have been quitsfieat with the assessment
process, they have later protested because ofithard of tests taken and their
inability to perform at their best. All of them, itgl unanimously, have given
only one reason for that: the test has been dorm@mputers. Not being able to
go back and check the answers, realizing that tiexe written down the
wrong answer just seconds after they have pressedrtter button, not being
able to focus afterwards, the “coldness” of suclapproach somehow brought
back on surface the positive feelings towards papsed tests. Having in mind
the fact that the reasons for the answers may berauand personal in their
basis, the need for emphasizing them has still Belen

I will finish this small discussion by quoting adei given to me when | started
working as a teaching assistant. After meticuloaslgling and underlining all
the possible mistakes and errors in essays, | takes the test to my professor
for proofreading and validation. She never bothel@uking at my work,
utterly stunned by the redness of the paper. Shilgcasked me to sit down
and told me that if | intended to look for thingsy retudents did not know
instead of those they did, it was high time for mae look for another
profession. | still cherish that advice every tilngo any type of assessment,
oral or written. Applying advice to this small seaksearch, there is one thing
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which goes onto the surface: computer-adaptives st highly-valuable and
useful type of assessment, but, as it is the cadeaN types of high-stakes

assessment, they should be used with caution amtepce. If students are not
completely prepared for understanding and appiagiate results of the

testing process itself, the only expected outcoritleoe negative washback.
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KOMPJUTERSKI POTPOMOGNUTO
VREDNOVANJE — LICNI STAV

Rezime

Pri istraZivanju karakteristika vrednovanja uz pénkmmpjutera u Bosni i
Hercegovini ohino se razmiSlja o mognosti izvaienja takvog vrednovanja.
lako istrazivanja pokazuju da akademskidagma koriste réunare, kada se u
razmatranje uzmu testiranje i vrednovanje strapitikp, rezultati su sasvim
drugaiji. Kompjuterski samoprilagodljivi testovi rijetk@e koriste u praksi
nastave stranih jezika u Bosni i Hercegovini, iuglavnom pri polaganju
testova postignta. Ovaj rad poredi jedan od testova koji se kotigtiraksi sa
rezultatima ranijih istrazivanja i sazima rezultateiljlem da se u budnosti
otpaine sa podrobnijim istraZivanjem ove vrste testaar®n predstavija i
poku3aj da se naglasi potreba da se u nastavrépromasoj zemlji uvede i
ovaj n&in testiranja.

Kljucne rijeci: testiranje, validnost, pouzdanost, povratna mfacija
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Adi Fejzi¢

PRAGMATIC INTERPRETATION OF SOCIAL
CLASS AS A SOCIOLINGUISTIC VARIABLE
OF TV COMEDY

Abstract This paper deals with the concept of social classa important
sociolinguistic variable of TV comedy. We are tyito prove this variable
played a key role in establishing an entire conaapfV show, as well
contributed tremendously to making of the wholedisse of TV comedy.

Key words TV comedy, discourse, sociolinguistic variable, gonatic
interpretation

INTRODUCTION

The social context of modern American TV comedy (MAC) is defined
through the following variables:

1. Social class

2. Gender
3. Ethnicity
4, Race

These variables often interchange in order to defite social context of the
MATVC in ways that make it so special. The basiegfion that defines the
need for the social context treats peculiaritiespfech patterns of individuals
and groups they belong to. On the other hand, ughdt that connects the
meaning of whatever is uttered in a joke and tleeneht which foresees that
the joke would work?

It is impossible to assess which of the aforemeetiovariables is the most
dominant in terms of covering the most used spalgate in the show, but we
can safely assume that the social class is thestszdéegory for wide use since
it does not contain almost any threat for generdilip, unlike gender for
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example. In order for the audience to understarahdrfollow the context they
must accumulate a certain amount of informatiolrptd watching a certain

program, which will eventually be crucial so thatnaeded reference is
understood, accessed and approved as funny. Rilbgtibis is impossible to

assume or measure, but what we can assume isotinat isformation can be
more accessible or represented because of the&raeaultural value and

topicality. For example, it is difficult to assurtiet there is a single TV viewer
regardless to social, ethnic or any other backgtdbat is not familiar with the

basics of the religion or ideology he/she belormgsé¢gardless to the level of
education and formal schooling or foundations ef American society, culture
or establishment. Also, those elements of modemedy that producers and
script writers most count on belong to the sphémgeneral human knowledge,
conveyed via various social mechanism, on the lefi¢he nuclear family as

well as the community. It includes clichés, steypes, knowledge of pop-
culture, audio-visual information that are servedviewers with or without

their approval and final the general body of worlkndormation used by every
human being. That body includes interest in certajpic or area that is

proportional to the percentage of the topic or alfeae bear that in mind then
we can assume that a properly determined nichéeaxpanded contingent to
larger interest. We can call that factor “curremowledge” which is also

considered to be the primary interest of an indigicbr group, better known as
“trend” or “in” or “hot”.

On the other side, there is accumulated knowledgthe level of humankind
which is impervious to any alteration, negatiorupdating. That knowledge is
compiled of information conveyed through upbringiaigd education, which
makes it more stabile. We can call that knowledgmdamental” and unlike
current knowledge, it is not imperative for indivals because it is not
conveyed via same social mechanisms.

So, the percentage of these forms of knowledghemtimary memory can be
considered as valid as to why certain informat®mnderstood or not, and to
illustrate we will use an example from a show thathaps deals with these
problems the most. In one of the most popular U&osis, “The Big Bang
Theory”, the key characters are four brilliant phigs whose life problems
are not astro-physics or quantum mechanics, bugrgtahding women. Every
one of them has accumulated immense theoreticalliolge about things that
are barely taught in schools, but know so littléhofgs their peers usually talk
about.

Howard's mother: Should | ask Leonard to bring over your
homework?
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Howard: | don't have homework. I'm a grown man with
Master’s degree in Engineering!

Howard’s mother: Excuse me, Mr. Fancy-Pants. Want ra to get
u a popsicle?

Howard: Cherry, please!

Howard’s mother: | ate the cherry. All that's left is green.
Howard: You make me wanna kill myself*

One of them, whose family identity is directly aimtierculturally emphasized
as Jewish, has constant issues when communicatitiig hie mother, with
whom he stays. This twist is common and very fratjire sitcoms and as such
cannot be used as an example. But, there are twsiljp® explanations: the
first, the aforementioned, and the second, whigiagation requires additional
knowledge about American Jewish Mother. In theelattase, the context is
additionally defined by the stereotype of a permdgedispleased, over
protective mother. Since the setting is in Califayrwhich is inhabited by a
large Jewish community, one can assume that theexiois easily understood.
But the context is differently spun in case of euéers from continental US
who know a little or practically nothing about JewsJudaism. So, when a
Nebraska native Christy sleeps with Howard, shenvshwhat a typical US
Middle Eastern knows about Jews:

Howard: So, what do you say? Wanna repair to Casa \dlowitz?
Christy: What is that, like a Mexican deli?

Howard: | am sorry, | should have mentioned this edier. My
last name is Wolowitz.

Christy: Oh, ho-ho. That’s so cool. My first Jew?

As the second category that, probably, even mawrecttly portrays why this
“background knowledge” is essential, we are gomguse an example from
another type of comedy, live show, where comedake tturns doing their
routines. Since that program cannot be edited hedetis always room for
improvisation, any reaction of the audience andeottomedians cannot be
taken as a valid indicator whether the material prk@ are understood and
successful. So in “Comedy Central Roast of ChaBieeen® comedian
Anthony Jeselnik speaks to a roatdre boxer Mike Tyson and says:

1 http://bazingabigbangtheory.blogspot.com/201 1/0&testfor-howards-mother-mrs-

walowitz.html

2 http://www.big-bang-forum.de/infusions/pro_downlo@anel/download.php?catid=
2&rowstart=0 Accessed on November'332013.

% An event in honor of the actor Charlie Sheen.Hari$ comment)

* A roaster is a member of the “jury” of comediamgdias”. (author's comment)
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Anthony Jeselnik: Besides, what can you say about Mike Tyson
that hasn’t already been a title of a Richard Pryoralbum?°

The audience, and Tyson himself, gave a mild respoapart from another
black comedian roaster Patrice O’Neal, who staapplauding after a short
curse. The reason behind such a reaction of the afeshe dais is that
knowledge of Richard Pryor discography is more g with African-
American audience and some of the most famous alanex That nigger's
crazy, Bicentennial niggerInsaneand Supernigger which, if we take into
consideration Tyson’s behavior and prison senteraestitutes a joke by itself.

SOCIAL CLASS

The manner of representation of differences betvgeemal classes in sitcoms
depends of several factors:

1. Purpose of the show
2. Symbols
3. Intertext

Using these factors we can define any show, thahésr presence and absence
can show how much social class is crucial for dedjrihis type of context. We
analyzed original shows from 5 key channels: NB@&CA FOX, HBO and
Comedy Central, but we could not use sketch contmhause by definition
they do not represent a particular social-politidela in comedy, because the
sketches are not related to each other. The omlyg thie can analyze in sketch
comedy is so called “recurring character sketchd®re a character appears in
many separate, chronologically lined up episodesthan based on its profile
we can determine the social class it belongs to.

The following shows are selected because they iagd and re-aired on US
channels.

5 http://www.tumblr.com/tagged/anthony-jeselnik?befot316813301 Accessed on
November 2%, 2013.
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Table 1°
No | Name of the show Channe Genre Description
1. | Chappelle’s Show CcC H.sketch Humor  of  African-
Americans, stereotypical
satire, usually deals with
blue collar workers
2. | Chocolate news cC H.sketch Humor  of  African-
Americans, stereotypical
satire, usually deals with
blue collar workers
3. | Comedians of comedy CcC Stand up Upper middisscla
4. | Comedy central CcC Stand up Middle class
presents
5. | Dog bites man CC H.sitcom|  Middle class
6. | Dr.Katz CcC Anim Upper middle class
7. | Drawn together CcC Anim Blue collar workers
8. | Freak show CC Anim Middle class
9. | Futurama CcC Anim Upper middle class
10. | Halfway home CcC Sitcom Middle class
11. | Hollow man CcC Sketch Upper middle class
12. | Insomiac with Dave CcC H.standup| Middle class
Attel
13. | Important things with | CC H.sketch Upper middle class
Demetri Martin
14.| Last laugh CC Stand up Middle class
15.| Live at Gotham CcC Stand up Middle class
16. | Mind of Mencia CC H.sketch Middle class
17.| Naked trucker & T- CcC Sketch Middle class
Bones show
18. | Premium blend CC Stand up Upper middle class
19. | Primetime glick CC H.sitcom| Upper middle class
20. | Reno 911 CC H.sitcom Blue collar workers
21.| Lewis Black’s Root of | CC H.standup| Upper middle class
all evil
22.| The Sarah Silverman | CC H.sitcom Middle class
Show
22.| South park CC Anim Blue collar workers
23.| Stella CcC H.sketch Upper middle class
24.| Strangers with candy CcC Sitcom Upper middlssla
25.| That's my Bush CC Sitcom Middle class

® Data retrieved from a table compiled from a sitcand sketch comedy list from
http:/en.wikipedia.org/wiki/List_of Sitcom#\ccessed on November™®22013.
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26. | TV funhouse CcC H.sketcht Upper middle class
anim
27.| Upright citizens brigade CC H.sketch Middlessla
28.| Wanda does it CcC H.sitcom- Middle class
sketch
29 | Da Ali G show HBO H.standup Blue collar workers
-mock
30. | Def comedy jam HBO Standup Middle class
31.| Curb your enthusiasm HBO H.sitcom-Upper middle class
mock
32.| The life & times of Tim| HBO Anim Middle class
33.| Little Britain USA HBO H.sitcom Middle class
34.| Eastbound and down HBO Sitcom Blue collar wrzke
35.| Flight of the Conchordg HBO H.sitcon Middlasd
36.| 30 Rock NBC Sitcom Upper middle class
37.| Kath & Kim NBC Sitcom Blue collar workers
38. | Saturday night live NBC Sketch Middle class
39.| My name is Earl NBC Sitcom Blue collar workers
40.| The office NBC H.sitcom-| Middle class
mock
41.| Scrubs ABC Sitcom Upper middle class
42.| Samantha Who ABC Sitcom Middle class
43.| According to Jim ABC Sitcom Middle class
44.| Better off Ted ABC Sitcom Upper middle class
45.| American dad Fox Anim Middle class
46.| Family guy Fox Anim Middle class, with an
exception of a character
who speaks as an English
aristocrat
47.| King of the hill Fox Anim Blue collar workers
48. | Madtv Fox Sketch Middle class
49.| The Simpsons Fox Anim Blue collar workers
50. | Til' death Fox Sitcom Middle class
51.| The big bang theory CBS Sitcom Middle classadamic
language
52.| How I met your mother| CBS Sitcom Middle class
53.| Gary unmarried CBS Sitcom Middle class
LEGEND:

H.sitcom-mock — a hybrid of a sitcom and mockumenta
H.sitcom — a hybrid of a sitcom and some other E¥irg
H.sitcom-sketch — a hybrid of a sitcom a sketch edyn
H.sitcom-anim — a hybrid of a sitcom and animated
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The table says that, of the 50 programs mentiohkdse the language of blue-
collar workers, 24 describe the middle class andld€cribe the upper middle
class. This tells us that MATVC is a genre of adimary person, where such
its discourse is adjusted to such a person. Ofseguassessing the used
percentage of the language is based on the sda&ss af the character from the
show, noting that the language may vary from onieogle to another. For

example, “My Name is Earl” is a show of a man franower social class, a

profile of an American family that lives on sociaklfare from generation to

generation, usually referred to as other socialgsoas “trailer trash”. The

language of such a social group is presented thrénggjuent abbreviating of

standard language forms (presented in a form ofajpostrophe, author's

comment), through over-exaggeration of ignoranceutlgeneral terms and

cultural aspects in the USA, through using irreggl@mmatical forms or any

combination of the aforementioned:

Joy: | don't care if she's Chinese, Viethamese, oChuck E.
Cheese. She don’t need to be learnin’ no English

MATVC is designed as general population entertaminb@ol, as clumsily as it
may sound in an American context, and that is weryeshow is an overview
of an aspect of American life. Usually it is theetiof the show that describes
everything that takes place in the show, but noessarily. The show may bear
the name of the leading character — “My name id”"E&amantha Who"; it
may be the description of the topic — “Scrubs”, stees”; it may be named
after the place of the action — “South Park”; “NatnOhio”, etc, and by that
division the audience can choose whatever they like

When we talk about intertext and the way it is usecomedy shows, the basic
rule we use to stress it is parody. In the histfry S sitcoms, parody has been
the technique that launched the chain reactionhaiscdbeen responsible for the
whole line of subgroups and new comedy categotiately, the category that
is particularly popular with unproductive screertens is “spinoff”. It is a
technique of taking a popular character from aredrehow and making a new
show based on that character. Spinoff is, actutdly best indicator how much
general audience follows a show and how much aicecharacter is popular.
In the show “Cheers”, the character of a psyctdaty the name of Frasier
Crane reached such popularity that he got his atenoms, which, success and
glory-wise match the original show. However, spinsf not an authentic
parody, since the character does not undergo aiyr rohanges, if we speak
about the profile. Parody, in this case, is abbatliving environment, because
the character in the original show had limited meee space, and

7 http://en.wikiquote.org/wiki/My Name Is Eaiccessed on November®72013.
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subsequently, limited to him, positive potentialie character of Joey from
“Friends”, on the other hand, was meant to be agyaof 1980s macho men
who also cry. Since the character had reached ficient popularity as a
likeable simpleton, after the end of “Friends” Jaggt his spinoff “Joey”,

which absolutely exploited any possible flaws thigioal character had had.
Finally, the fake news parody programs “The Dailgo®” and “Colbert

Report” are designed to point out all the absweditf serious political shows
such as “Hardball” or “Larry King Show” which areeant to be a public
commentary.

What is indicative for all parodies is that theways relate to a specific social
group or class, but never to a common man, whigha@s why Dr. Frasier as
an intellectual would be an object of parody, a#l a® Joey as a Latin lover.
Parody in MATVC is a tool used to eliminate exclitsi or eccentricity, which
evens relations among humans. Finally, the sotaalsds eliminated by these
tools, if we consider that all the aforementionbdves are comedy shows and
are designed for ordinary people. Unlike parodiegivaim to eliminate class,
satire as a different comedy tool aims completelthe opposite direction, that
is, to stress the class or group, in this caseplpewho are not ignorant,
intolerant, or, on the other side, conservative apiight. Parody and satire in
1970s sitcoms aimed at those that America raisedtsasbest sons and
daughters”, that is, obedient, virtuous and neé#ileanthe biggest enemy, that
omnipresent dark force was “The Man”, that is tlseablishment. It was the
time when sitcoms regularly contained a rebel, m-ecmnformist and somebody
usually referred to as “a cool guy”. In the 1970w&as Arthur Fonzarelli — The
FonZ, a sympathetic figure somewhat resembling JamesnD&hat show,
“Happy Days”, portrayed 1950s, even though the sivaw on-air in the period
of 1974-1984, which was a sitcom practice at thetiThe character of Fonz
could not have been portrayed in a 1950s showit ks important to wait for
some 20 years to use him. The same practice wasusbn “M.A.S.H 4077”
that spoke about adventures of a mobile hospitahduhe Korean War, and it
was on-air during the war in Vietham. That is whg tharacters that did not fit
the subtext of the plot could not have been poelayhat is, their dialogues not
established or accepted."™€entury wars are characterized in American history
by movies, and more importantly for us, comedy showhich aimed to
alleviate the effect of war horrors. It particulafjoes for cartooning war
movies, because through satirical and comical amprahis type of sitcom is
set as a therapy for American public. Sitcoms sasliM.A.S.H 4077 and
“Hogan Heroes” somewhat make fun of the war andrgneso doctors in

8 http://en.wikipedia.org/wiki/FonzAccessed on November25013.
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“M.A.S.H 4077 play golf a few kilometers from tHeont line, and American
prisoners in the camp organize a fashion showoint fof inept German guards.

In the 1980s, during Reagan’s administration, thees a need for nuclear
family® in the USA, but in a different way than it was tpayed in the 1970s.
Namely, the 1970s shows stressed blood familieb wait least one parent
present, who kept the family together and undetrobnAlso, because wars
that kept the country under paranoia and in a ankiat economic crisis, the
family was considered something important becauséhe survival of the
American idea of freedom, and in such concept thexe a need for a proof of
democracy — a loveable rebel. In the 1980s, after ¢country somewhat
recovered, the rebel did not have to be a normkeredut somebody who is
more advanced than others. Such character is shov8teve Urkel from
“Family matters®®, who, at first glance, is not meant to be a rebkkre is a
character in the show, Eddie Winslow, who is supdda® be a regular Fonz-
like rebel, but in time it proved to be that Urkel'the one”. What makes Fonz
and Urkel different is clothes, which, in Fonz’'sseawas street thug clothes
with the jacket collar up, which was a sign of fébe in the 1950s, whereas
Urkel's clothes is clothes of a person who shoudd & spitting image of
somebody that Fonz is rebelling against.

In both decades, such characters gave us insightaimeed that TV comedy
both shows and proves that sitcom is avant-garasigin unlike other TV
genres that follow trends, and that in the 1970d 2880s they could be
considered a mirror image of the American socikttyas as late as the 1990s
that the concept of an individual could be discdrdBecause it was the time
when there was no more need for analyzing groupsnblividuals within the

group.
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PRAGMATICKO TUMACENJE DRUSTVENE
KLASE KAO SOCIOLINGVISTICKE VARIJABLE
TV KOMEDIJE

Sazetak

Ovaj rad bavi se konceptom drustvene klase kagapma sociolingvistike
varijable TV komedije. PokuSava dokazati da je wagjabla igrala zn&ajnu
ulogu u ustanovljavanju cijelog koncepta emisigautvelikoj mjeri doprinijela
stvaranju cijelog diskursa TV komedije.

Kljucne rijeci: TV komedija, diskurs, sociolingviska varijabla, pragmatko
tumaenje
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MANAGEMENT OF KNOWLEDGE IN
OBAMA'S SPEECH ON SYRIA

Abstract: The paper is concerned with semantic propertiethefdiscourse-

knowledge interface, that is, with the ways knowkedis related to the

structures of discourse in the example of Baracandis speech when making
the case for a military strike against the Syriasvegnment. Prominent
fragments of his speech are analyzed within thendér@ork of sociocognitive

approach to Critical Discourse Analysis in ordedétect the ways knowledge
is expressed, implied or presupposed. The analsigals that Obama
strategically presupposes and recalls sociallyesh&nowledge on America’s
greatness, might and righteousness at the sameadépieying the strategies of
persuasion and coercion to define beliefs as krayedef facts.

Key wordsdiscourse, knowledge, assertion, legitimizatioesppposition

INTRODUCTION

What was initially widely perceived and welcomedthg Western countries as
pro-democratic rebellions across the Middle East annsequently, labeled as
“Arab spring” led to serious disputes among theesppwers (US and Western
Europe on the one side and, Russia and China omttiex) following the
alleged use of chemical weapons in Syria on th& Rdgust 2013 when,
reportedly, over a thousand people were killed. dspute arose both over
which side in the Syrian conflict had used chemwabpons and over the US
led initiative to launch “a targeted military seikagainst “the Assad regime.”

At the moment of writing of this paper, the majoredible international

organization, the United Nations, has not repoitefindings about the nature
of the attack. Therefore, underlying the disputeenthe issues of legitimacy
and credibility of the parties involved — “Whosesatiurses are legitimate or
not? Whose discourses are more or less credibla®’ Dijk, 2008: 9). To put

it differently, as knowledge about anything is aatatural product, but is being
produced and used, taught and learned, and iheaktinteractions social roles,
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groups and organizations are involved, the impomaestions are the ones of
dominance, power and legitimacy.

This paper is concerned with how the US Presidggrtack Obama, formulates
his knowledge on what happened in Syria in his cpeée. “remarks”
delivered on the occasion of “making the case farilary strike against the
Syrian government.”The Washington Pqgs11.9.2013) The reason to use this
example is because ‘“language has consequencedier&din, 2002: 1)
especially the language used by the President @fobthe superpowers when
legitimating his intentions. The aim is to examihe ways Obama manages
the knowledge he claims to possess to manufactomseat for “a targeted
military strike” against “the Assad regime.”

THEORETICAL FRAMEWORK

The sociocognitive approach within Critical DiscegirAnalysis (CDA) is a
suitable theoretical-methodological framework withwhich to analyze
political speeches as a form of discourse as veelha ways “knowledge is
presupposed, implied, expressed or signaled” (vdk, 2012: 592) in a
specific example.

Which actions are to be perceived as “politicaly Chilton & Schaffner
(1997) it is a matter of interpretation yet theyime “as potentially ‘political’
those actions (linguistic or other) which involvewer, or its inverse,
resistance” (Chilton & Schaffner, 1997: 21). Thaklpolitical situations and
processes to discourse types by way of an inteatetivel, that is, “strategic
functions” the notion of which “enables analyststeXt and talk to focus on
details that contribute to the phenomena which lgeimpuitively understand as
‘political’, rather than on other functions such ths informational” (Chilton
and Schaffner, 1997: 212). Two of four strategioctions are closely linked
and prominent in political speeches: “coercion” dlegitimization”. Whereas
the former is deployed by political actors throutifcourse by means of speech
acts (commands, assertions, etc.) by setting agesdkecting topics, making
assumptions about realities that hearers are ablige accept, the latter
establishes the right to be obeyed the reasonswioich have to be
communicated linguistically (Chilton & Schaffne©97).

In the light of CDA’s concern with power and “digsive power abuse” (van
Dijk, 2005) as manifested in language (van Dijk,020 Fairclough,1995;
Wodak, 2001), power is seen as being about rektiohninequality and
difference in society and the effects of these aoiad structures. In other
words, “[flor CDA, language is not powerful on d#/n — it gains power by the
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use powerful people make of it” (Wodak, 2001:10\cl$ social power
relations are based on the privileged or prefeabaticess to, even control over
social resources by the dominant groups. As theseurces are not only
material, but also symbolic, “knowledge as wellagsess to public discourse
are among the major symbolic power resources dfeocgporary society” (van
Dijk, 2003:87). Therefore, if we were to study povead its abuse, it is of
crucial importance to understand how powerful geoapd institutions (e.g.
politicians, media, universities, etc) express amghage their knowledge in
public discourse. Also, “one of the major challengedf CDA is to make
explicit the relations between discourse and kndgdé (van Dijk, 2003: 85).
Here lies the suitability of sociocognitive apprbauthin CDA.

Van Dijk (2008) claims that “[w]e acquire most ofuro knowledge by
discourse, and without knowledge we can neithedyce nor understand
discourse” and that “discourse processing is nst @nguage processing but
also knowledge processing.” He views knowledge amtjust a discursive,
cultural or social phenomenon, but as “both cogaitind as such associated
with the neurological structures of the brain, adl&s social, and thus locally
associated with interaction between social actoig globally with societal
structures.” (van Dijk, 2003: 89) The cognitive pesties of the relation
between knowledge and discourse are explained imsteof “social
cognitions”:

‘Social cognition’ | shall define as the systemroéntal structures
and operations that are acquired, used or chamgseddial contexts
by social actors and shared by members of socialupg,
organizations and cultures. This system consists seferal
subsystems, such as knowledge, attitudes, idealogierms and
values, and the ways these are affected and browgltear in
discourseandother social practices. (van Dijk, 2003: 89)

These “mental structures” van Dijk refers to as fitaé models” and defines
them as “subjective representationseptntsor situationsin which a person
participates at a certaimoment of timeat a certainplace with other
participants (with variablédentitiesand socialroles), engaged in a specific
action and with specificgoals' (van Dijk, 2012: 588). Mental models are
essential in the production and understanding sfalirse and provide for “the
crucial interface between discourse and knowledge tlbe one hand,
communication and interaction in general on theeothuman beings are able
to ‘read the mind’ of others through plausible aftén reliable reconstructions
of the mental models of others” (van Dijk, 20129h8Knowledge is part of
context and one of the crucial functions of mentantext models is the
management of knowledge in interaction (van Dijk20in the sense that, for
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instance, speakers generally need not assert matkhow to be well known
by the recipients and hence they may presuppose itfiarmation or
knowledge in discourse. This is where room is piedifor discursive power
abuse.

DATA ANALYSIS

The data consist of prominent fragments of “Predid®@bama’s Sept. 10
speech on Syrid” The analysis benefits from considering the folluyv
guestions:

- How do language users know what knowledge must ay fne
expressed in discourse?

- Which knowledge is already known to the recipieantd hence may be
presupposed?

- What knowledge may have been forgotten by the ietip and hence
may need to be recalled?

- Which new knowledge is important and hence be esipbd?

- Which new knowledge is less important and hence nhay
marginalized in discourse? (van Dijk, 2008: 7)

As noted above, discourse processing is contratedll discourse levels by
context models that manage the expression of krimelein discourse.
Consider the opening lines of President Obama’sdpe

D My fellow Americanstonightl wantto talk toyou aboutSyria — why
it matters, and where we go from hére.

Contextually shared knowledge in this sentencexessed by the personal
pronounl referring to the current speaker, by the prongoareferring to the
audience and, more generally, the American pedpl¢he present tense of the
stative verbwant, by deictic adverionightreferring to the temporal dimension
of the setting in Obama’s context model. In terrhmfmrmation distribution at
sentence level (topic — comment), new knowledgexpessed as the comment
(Syria) with more emphasis placed on the postpositionalmsarizing clauses:
why it matters, and where we go from hdPart of this new knowledge is the
knowledge implied by means of deictic advedrereferring not to the spatial

! The entire speech can be retrieved framw.washingtonpost.com/politics/
2 Italics in the examples from Obama’s speech afieoais.
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dimension of Obama’s context model but to the cdnteodel he, that is, the
US administration has formed with regards to theasion in Syria, in
particular in the aftermath of the 21 August 20%8 of chemical weapons in
that country. In other words, the first sentencalisost entirely an expression
of Obama’s context model at the moment of delivgehiis speech.

Obama’s argumentation, i.e. management of knowlédgsdaboration of the
announced topics Syria why it matterswhere we go from hereis the object
of the analysis in the paper.

SYRIA
The following is the first paragraph of Obama’sesgie

(2) Over the past two yearghat began as a series of peaceful protests
against the repressive regime of Bashar al-Askad turned into a
brutal civil war. Over 100,000 people have beeledil Millions have
fled the country. In that time, America has workeidh allies to
provide humanitarian support, to help the modengafeosition, and to
shape a political settlement. Buthave resisted calls for military
action, becausave cannot resolve someone else’s civil war through
force particularly aftethe decade of war in Iraq and Afghanistan

This part of speech serves the purpose of recajigmgpral knowledge on Syria
shared, at least, by the American “knowledge comtyiufvan Dijk, 2012)
and it is imbued with asserted and presupposed ledge. Namely, the
nominal relative clause occurring as the subjadiai began as a series of
peaceful protests against the repressive regintgashar al-Assadasserts the
peaceful nature of the protests at the same timgupposing the nature of the
regime in power in Syria expressed by a definiteicstire the repressive
regime of Bashar al-AssadThe results of the protests are expressed by the
assertions on the nature of the consequeredsutal civil war) and on the
number of people that have been killeggr 100,00pand the number of those
who have fled the countrymllions). The last sentence in the paragraph
contains a factive presupposition (Yule, 1996: ig#he information following
the verbresisted(l have resisted calls for military actipni.e. the presupposed
information that there had been calls for militastion is treated as a fact.
Presupposed knowledge expressed by a definitesteughe decade of war in
Irag and Afghanistapfunctions as a trigger to activate the contexdeiof the
wars in Irag and Afghanistan only to reaffirm Anvam righteousness and
decency upheld in international relationge(cannot resolve someone else’s
civil war through force.
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Knowledge on hovthe situation profoundly changea Syria is new and needs
to be emphasized:

3) The situation profoundly changed, though, on AugRs$t when
Assad’'s government gassed to death over a thougseuple,
including hundreds of childrenThe images from this massacre are
sickening: Men, women, children lying in rows,ddllby poison gas.
Others foaming at the mouth, gasping for breatlather clutching
his dead children, imploring them to get up andkwval

The emphasis is achieved by means of “granulaifigh Dijk, 2012: 598)
which is an element of semantic property of a disse controlled by
underlying knowledge related to the ways discoudsescribes” the world.
That is, “all situations and events (and their cormgnts objects, people, etc.)
may be described more finely or more coarsely, witire or less detail” (van
Dijk, 2012: 598). Having in mind the context of Qs speech as specified
in the slug line — “making the case for a militesyyike against the Syrian
government” — evident is the need to opt for glarrity (marked with italics in
the quote above) in description of the ewehien Assad’s government gassed
to death over a thousand people, including hundrefischildren The
information on the agency is presupposed withingiheted temporal clause.

As regards “evidentiality” (van Dijk, 2012: 600) smcount for credibility and
the source of his knowledge abdgsad’s governmemiavinggassed to death
over a thousand people, including hundreds of cbild Obama states no
explicit sources thus blurring the line between badiefs and knowledge.
Instead, his argumentation relies on the assumphtiah President’s speeches
are based on reliable information of state agersndbe pieces of evidence are
provided by means of presuppositions followingifscverbs:

(4) No onedisputeghat chemical weapons were used in Syria;

(5) ...the worldsaw in gruesome detail the terrible nature of chemical
weapons...;

(6) The world saw thousands of videos, cell phone pictures, andasoci

media accounts from the attack...;

(7) ...we knowthat Assad regime was responsible...;
(8) ...we knowthat Assad’s chemical weapons personnel preparegif
attack...;
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