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INTRODUCTION 
 
aŀǊƛƧŀ YǊƛǾƻƪŀǇƛŏΣ ¦ƴƛǾŜrsity of Montenegro, marija13a@gmail.com 
!ƭŜƪǎŀƴŘǊŀ bƛƪőŜǾƛŏ-.ŀǘǊƛŏŜǾƛŏΣ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ aƻƴǘŜƴŜƎǊƻΣ 
alexmontenegro@t-com.me 

 
 
 

 The papers collected in this issue of Folia linguistica et 
litteraria were presented at the XIII international conference on Anglo-
American studies, titled Destination/s, and organized by the 
Department of English Language and Literature, Faculty of Philology, 
University of Montenegro, in Tivat, Montenegro, on September 8-9, 
2017. 
 The plurality in the title was meant to be an invitation to 
prospective colleagues to explore various approaches and 
interpretations of this term, expanding their choice of topics 
immensely. The suggestions for topics moved from the very broad to 
the more particular and circumscribed, but of course in no way did 
they intend to exhaust the multitude of possibilities. We have thus 
received a variety of responses that range from theoretical 
explanations of the function of particular physical destinations in the 
works of individual authors, to those of characters moving from one to 
another fictive place or within one literary zone, to works of literature 
moving through and within translation, literary periods, and cultural 
zones, to historical critical perspective on the recent political 
movements on the global plane.  
 ¢Ƙƛǎ ŎƭǳǎǘŜǊ ƻǇŜƴǎ ǿƛǘƘ ǘƘŜ ǇŀǇŜǊ ǘƛǘƭŜŘ άΨIŜ Ƙŀƭǘǎ ŀǘ ǿŀǘŜǊΩǎ 
ŜŘƎŜΩΥ aƻǘƛƻƴ ŀƴŘ {ǘŀǎƛǎ ƛƴ {ŀƳǳŜƭ .ŜŎƪŜǘǘΩǎ Embersέ ōȅ Andrew 
Goodspeed from South East European University in Tetovo, 
Macedonia. The author argues that in this Beckett's radio drama, like in 
many other of his dramas, the main protagonist's physical action is 
frustrated to allow for his numeruos mental excursions. While he 
physically remains sitting at a beach, he thinks about motion, 
movement, destinations, and death, as final destination, of a variety of 
people he has met, while the very thoughts obstruct his own motion, 
so that the paper looks into the exchange between motion and stasis, 
i.e. the character's psycho-paralysis. In ά9Řƴŀ tƻƴǘŜƭƭƛŜǊΩǎ 5ƛƎǊŜǎǎƛǾŜ 
Quest for the Maternal in YŀǘŜ /ƘƻǇƛƴΩǎ The AwakeningΣέ bƛƭǎŜƴ 
Gökçen, from Dokuz Eylul University in Izmir, explores the cultural 
context of a summer in the Creole society by a coastal area, which the 
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character spends with a motherly figure Madame Ratignolle, who 
initiates within Edna the process of the awakening of human archaic 
need for mother. The sea all the while functions as the physical and 
symbolical allure and representation of the character's need for the 
transcendent, her final destination.  
 A work of art can travel through historical, geographical, and 
cultural places, especially through translation. Thus, Giuseppe 
Barbuscia, from the University of Mostar, Bosnia and Herzegovina, 
explores the reception of Shakespeare in Italy, on the cases of two 
translations of The Tempest, to argue that literary fame is another kind 
of destination reached through the numerous choices of the translator. 
Barbuscia shows how the first edition of Shakespeare in Italian 
happened only in 1831, but never reached popularity before the 
second half of the nineteenth century. Barbuscia explains that the 
ƳŀǘǘŜǊǎ ƻŦ ŜǘƘƴƻŎŜƴǘǊƛǎƳ ŀƴŘ άŎƘǊƻƴƻŎŜƴǘǊƛǎƳέ ǿŜǊŜ ǘƘŜ ǇŀǊǘƛŎǳƭŀǊ 
reason for such a delayed reception of Shakespeare, and on the 
example of two translation of The Tempest explains how ideology and 
cultural paradigms dictate translation choices. Magdaléna Bilá and 
!ƭŜƴŀ YŀőƳłǊƻǾłΣ ŦǊƻƳ tǊŜǑƻǾ ¦ƴƛǾŜǊǎƛǘȅ ƛƴ {ƭƻǾŀƪƛŀΣ ŀǎƪΥ άIs There 
Anything Like a Universal Typology of Translation Solutions for Culture-
{ǇŜŎƛŦƛŎ LǘŜƳǎΚέ ¢ƘŜȅ ŘŜǎŎǊƛōŜ ŀƴŘ ŎƻƳǇŀǊŜ ǘƘŜ Ŝfficacies of several 
existing typologies and translation strategies, while using 
philosophically-cognitive methodology. 
 The following group of papers looks into various destinations 
of literary masters in English. Stefania Michelucci, from the University 
ƻŦ DŜƴƻŀΣ ƛƴ ƘŜǊ ǇŀǇŜǊ ά! ŎƘŀƭƭŜƴƎŜ ǘƻ ŀƭƭ ŀǳǘƘƻǊƛǘƛŜǎΥ 5ΦIΦ [ŀǿǊŜƴŎŜΩǎ 
provocative remote SoutΣέ ŜȄǇƭƻǊŜǎ [ŀǿǊŜƴŎŜϥǎ ŎƘƻƛŎŜ ƻŦ Lǘŀƭȅ ŀƴŘ Ƙƛǎ 
final destination, almost to coincide with the end of his life, the 
Etruscan tombs, depicted in Sketches of Etruscan Places (1932). 
aƛŎƘŜƭǳŎƛƛ ŀƭǎƻ ƭƻƻƪǎ ŀǘ [ŀǿǊŜƴŎŜΩǎ ŜȄǇŜǊƛƳŜƴǘŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ǘǊŀǾŜƭ 
writing genre, showing how his earliest book about Italian Alps, 
Twilight in Italy, 1916, is born onto an impressionistic desire, his 
experience of Sardinia was rendered within a diary form (Sea and 
Sardinia), while Sketches bear an approximation to scientific argument. 
Despite their stylistic difference, these three books most potently 
mirror Lawrence's attempt to search for and argue for an uncorrupted 
environment in which constructive ways of living and co-habiting may 
still me possible. LǾŀƴŀ 2ǳƭƧŀƪΣ ŦǊƻƳ ǘƘŜ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ aƻǎǘŀǊ ƭƻƻƪǎ ŀǘ 
ǘƘŜ ƛƳŀƎŜǎ ƻŦ tŀǊƛǎ ŀƴŘ {Ǉŀƛƴ ƛƴ 9ǊƴŜǎǘ IŜƳƛƴƎǿŀȅΩǎ ŦƛǊǎǘ ƴƻǾŜƭ The 
Sun Also Rises and how these, geographically close, but culturally 
contrastive, places influence the protagonists. Dubravka Kuna, from 
¦ƴƛǾŜǊǎƛǘȅ ƻŦ hǎƛƧŜƪΣ /ǊƻŀǘƛŀΣ ǘŀƭƪǎ ŀōƻǳǘ άCroatian Destinations for 
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[ƛǘŜǊŀǘǳǊŜ [ƻǾŜǊǎΦέ {ƘŜ ŀǊƎǳŜǎ ǘƘŀǘ ǘƻǳǊƛǎǘ ƛƴŘǳǎǘǊȅ ōŜŎƻƳŜǎ ƳƻǊŜ 
involved in exploiting literary destinations, as an important element of 
cultural heritage, for profit maximization. Kuna looks into brochure and 
its multiple communicative purposes, as well as analyses linguistic 
means of referring both to Croatian authors and foreign ones who 
travelled through Croatia and to their works. άDestinations: European 
tŀǘƘǎ ǘƻ 5ŜƳƻŎǊŀŎȅ ŀƴŘ 5ŜŎŜǇǘƛƻƴǎ ƻŦ !ƴǘƛ !ƳŜǊƛŎŀƴƛǎƳΣέ ōȅ Nikola 
SamardȌƛŏΣ ŦǊƻƳ ǘƘŜ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ .ŜƭƎǊŀŘŜΣ ƭƻƻƪǎ ƛƴǘƻ ǘƘŜ ōŀǎŜǎ ƻŦ 
democratic systems, which root primarily on the British 
Commonwealth, protestant states, and France. Yet, with the obvious 
rise of an anti-American feeling in Europe, the author predicts rapid 
deterioration of democracy in the border zones of this world. The 
paper looks at the forms of political and intellectual extremism, social 
and national discontent, the use of propaganda, as well as the local use 
of the anti-American feeling in political practices, as a means of 
contesting European and regional integrations. The paper uses 
examples from the context of Montenegro which sees its future 
destinations in Atlantic and European institutions and cooperation. 
 With this cluster, we hope to have opened a rich means of 
future discussions that will, as is the case in this volume, explore the 
challenging issue of a multiplicity of appearances of destination/s 
within an always revolving interdisciplinary context.  

 
 
 
 
 
 



 



Journal of Language and Literary Studies    11 

 

άIE HALTS AT WATERΩS EDGEέΥ LIFE, MOTION, AND 

IMMOBILITY IN SAMUEL BECKETTΩS EMBERS 
 
Andrew Goodspeed, South East European University, in Tetovo, 
Macedonia, a.goodspeed@seeu.edu.mk 
 

 
 
Abstract: This paper considers the relation between motion and 

vitality in Samuel Beckettôs radio play Embers. The play, in which a largely 

motionless man contemplates his life, and engages in dialogues with a woman 

who may or may not be entirely in his head, has consistently been regarded as 

being primarily enacted within the head of Henry, the central figure. Yet this 

paper deduces that Henryôs late approach to the sea indicates a significant 

element of potential suicide in the sea, which is precedented by Henryôs 

fatherôs apparent suicide in the same sea beside which Henry sits. 

 

Keywords: Samuel Beckett, Embers, motion, immobility, suicide. 

 
 
Samuel Beckett might reasonably be considered a dramatist 

whose primary dynamic characteristic is restricted motion and 
obstructed mobility. In Waiting for Godot, Vladimir and Estragon are 
physically capable of leaving, but do not; in Endgame, Hamm, Clov, 
Nagg and Nell seem effectively entombed in whatever cave or bunker 
it is that they occupy; in Happy Days, Winnie is partiallyτand then 
almost completelyτburied in sand; in Play, the three characters are 
trapped in jars; in Not I, the mouth cannot move from or even resist 
the interrogative light. Even in his radio work, motion and mobility are 
notable: All That FallΣ .ŜŎƪŜǘǘΩǎ ŦƛǊǎǘ ǊŀŘƛƻ ǇƭŀȅΣ ŘŜǇƛŎǘǎ ŀ ǿŀƭƪƛƴƎ 
journey followed by the mystery of what happened on a train journey. 
This paper seeks to investigate what relation motion and immobility 
Ƴŀȅ ƘŀǾŜ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ .ŜŎƪŜǘǘΩǎ ǎŜŎƻƴŘ ǊŀŘƛƻ ǇƭŀȅΣ Embers. 

Embers contains a significant uncertainty: does it have any 
ŜȄƛǎǘŜƴŎŜ ƛƴŘŜǇŜƴŘŜƴǘ ƻŦ IŜƴǊȅΩǎ ƳƛƴŘΚ Lǘ ƛǎ ŀ ǾŜȄŀǘƛƻǳǎ ǉǳŜǎǘƛƻƴ ǘƻ 
ǊŜǎƻƭǾŜΣ ȅŜǘ ǘƘƛǎ ŀƳōƛƎǳƛǘȅ ŘƻŜǎ ƴƻǘ ŘƛƳƛƴƛǎƘ ƻƴŜΩǎ ǇƭŜŀǎǳǊŜ ƛƴ ƭƛǎǘŜƴƛƴƎ 
to the play, nor does it substantially influence the aesthetic experience 
it provides. Whether or not one regards Henry as having some 
communication with other voices, or instead believes that all of the 
sounds and voices he hears are purely self-generated hallucinations, 
the auditor of Embers is immersed in HenǊȅΩǎ ƳƛƴŘΣ ǿƘŜǊŜ ǘƘŜ Ǉƭŀȅ 
develops. We experience what Henry experiences. Although Ronald 



12 FOLIA LINGUISTICA ET LITTERARIA: 

 
IŀȅƳŀƴ ǇǊƻōŀōƭȅ ƎƻŜǎ ǘƻƻ ŦŀǊ ƛƴ ŀǎǎŜǊǘƛƴƎ ǘƘŀǘ άEmbers is the play in 
ǿƘƛŎƘ .ŜŎƪŜǘǘ Ƴƻǎǘ ŎƭŜŀǊƭȅ ƳŀǊƪǎ Řƻǿƴ ǘƘŜ ŎŜƴǘǊŀƭ ŎƘŀǊŀŎǘŜǊ ŀǎ ƳŀŘΣέ 
(Hayman 1973: 81) it may be that he is as helpless to control what 
happens as the auditors are. 

This paper is interested in the concept of motion and stasis as 
enacted in Embers. The play is relatively simple in real or implied 
physical action: an old man, Henry, walks along the strand, then sits 
down and thinks. In his thoughts he retells himself what seems to be a 
remembered, fragmentary, creative story about two men named 
Bolton and Holloway, and then he communicates with the voice of his 

former wife, Ada, and they discuss their daughter Addie. Thus, even 
the most literal interpretation of Embers would involve little physical 
action: a man sits at the seashore, and ponders. As such, it is another 
ƻŦ .ŜŎƪŜǘǘΩǎ ŘǊŀƳŀǎ ƛƴ ǿƘƛŎƘ ǇƘȅǎƛŎŀƭ ŀŎǘƛƻƴ ƛǎ ŘŜǘŜǊƳƛƴŜŘƭȅ 
subordinate to an apparent mental polyphony.  

!ƭǘƘƻǳƎƘ ƻƴŜ Ƴǳǎǘ ŀƭǿŀȅǎ ōŜ ƳƛƴŘŦǳƭ ƻŦ .ŜŎƪŜǘǘΩǎ 
unambiguous statement in WattΣ άƴƻ ǎȅƳōƻƭǎ ǿƘŜǊŜ ƴƻƴŜ ƛƴǘŜƴŘŜŘΣέ 
(Beckett 1970: 254) it is also appropriate to note that this affirms that 
some symbols are intended. Thus, this paper interprets the drama of 
Embers as enacting, or at least implying, that the shore represents life 
ŀƴŘ ǘƘŜ ǎŜŀ ǊŜǇǊŜǎŜƴǘǎ ŘŜŀǘƘΣ ŀƴŘ ǘƘŀǘ IŜƴǊȅΩǎ ŘŜƭƛōŜǊŀǘƛƻƴǎ ōȅ ǘƘŜ 
sea may be understood as his contemplations of whether or not to end 
his life by drowning himself. This is proposed not to diminish the play 
by crude simplification and reduction to a suicide drama, but merely to 
call attention to the uncommonly recurrent applicability of this 
ŀǇǇǊƻŀŎƘΦ Lƴ ŀ ǿƻǊƪ ǘƘŀǘ !ƴǘƘƻƴȅ /Ǌƻƴƛƴ ŘŜǎŎǊƛōŜŘ ŀǎ άŀ ƘŀǳƴǘƛƴƎƭȅ 
beautiful but obscure work whose narrative development is difficult 
ŜƴƻǳƎƘ ǘƻ Ŧƻƭƭƻǿ ƻƴ ǘƘŜ ǇŀƎŜΣέ ό/Ǌƻƴƛƴ мффтΥ ппсύ ǘƘŜ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ 
proposed has at least the merit of consistency with the text, as well as 
coherence with the general structure of the work itself. The 
ƛƳǇƭƛŎŀǘƛƻƴǎ ƻŦ IŜƴǊȅΩǎ Ƴƻǘƛƻƴǎ ŀǊŜ ǘƘŜǊŜŦƻǊŜ ǎƛƎƴƛŦƛŎŀƴǘΣ ŀǎ ǘƘŜȅ 
suggest whether or not he is moving towards life, or towards death. 

It is perhaps worthwhile acknowledging, at the outset, that 
certain rather dark elements of the play will be emphasized to support 
ǘƘŜ ǊŜŀŘƛƴƎ Ƨǳǎǘ ǇǊƻǇƻǎŜŘ ōȅ ǘƘƛǎ ǇŀǇŜǊΥ ǘƘŀǘ IŜƴǊȅΩǎ ŦŜǿ Ƴƻǘƛƻƴǎ ƎƛǾŜ 
us an indication of whether or not he intends to drown himself. Those 
elements that will be emphasized are the association of the land with 
the living and death with the sea; the frequency of suicide or assisted 
suicide in the play; and the incessant need for Henry to divert himself 
from thinking about death in water, and its proximate availability to 
him. These elements are useful for this paper, but the paper also 
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eƴŘƻǊǎŜǎ .ŀǊǊȅ aŎDƻǾŜǊƴΩǎ ƻōǎŜǊǾŀǘƛƻƴ ǘƘŀǘ άEmbers is a very funny 
ǇƭŀȅΣ ƭƛƪŜ ŀƭƭ .ŜŎƪŜǘǘΩǎ ǿƻǊƪΦ .ǳǘ ǘƘŜ ƘǳƳƻǳǊ ƛǎ ǾŜǊȅ ōƭŀŎƪ ŀƴŘ ǾŜǊȅ 
sardonic [...] the darkness of the piece can only register if the humour 
leavens itέ όaŎDƻǾŜǊƴ нллфΥ мотύ. 

The play beginǎ ǿƛǘƘ ǘƘŜ ǎƻǳƴŘ ƻŦ ǘƘŜ ǎŜŀΤ ŀƭǘƘƻǳƎƘ άǎŎŀǊŎŜƭȅ 
ŀǳŘƛōƭŜΣέ ǘƘŜ ǎŜŀ ƛǎ ƘŜŀǊŘ ōŜŦƻǊŜ IŜƴǊȅ ŜƴǘŜǊǎΦ ¢Ƙƛǎ Ƴŀȅ ǎǳƎƎŜǎǘ ǘƘŀǘ 
the sea has an existence independent of Henry. But soon he arrives, as 
announced by his bootfalls on the beach shingles. He orders himself 
άhƴΗΣέ ƻƴƭȅ ǘƘŜƴ ǘƻ ƛǎǎǳŜ ǘƘŜ ƻǊŘŜǊǎ ά{ǘƻǇΗέ ŀƴŘ ά5ƻǿƴΗΣέ ǘƘǳǎ 
bringing himself from walking to a halt, to a seated position, and 
effectively ending the physical motion of the playτwith the exception 
ƻŦ ǘǿƻ ōǊƛŜŦ ǿŀƭƪǎ ƘŜ ǘŀƪŜǎ ŎƭƻǎŜǊ ǘƻ ǘƘŜ ǇƭŀȅΩǎ ŎƻƴŎƭǳsion. What is of 
importance is that he begins the play moving along or toward the sea, 
and then halts himself; almost all of the later action of the play will 
transpire beside the waters. 

His ruminations begin with the apparently insignificant 
ǉǳŜǎǘƛƻƴΣ ά²Ƙƻ ƛǎ ōŜǎƛŘŜ ƳŜ ƴƻǿΚέΣ ǿƘƛŎƘ ƘŜ ŀƴǎǿŜǊǎ ŦƻǊ Ƙƛǎ ŀǳŘƛǘƻǊǎ 
(unless specifically noted, the dramatic pauses are omitted in this 
ǇŀǇŜǊΣ ǘƻ ŀǎǎǳǊŜ ǘƘŜ ƴŀǊǊŀǘƛǾŜ ŎƭŀǊƛǘȅ ƻŦ ǘƘŜ ǉǳƻǘŀǘƛƻƴǎύΥ ά!ƴ ƻƭŘ ƳŀƴΣ 
blind and foolish. My father, back from the dead, to be with me. As if 
ƘŜ ƘŀŘƴΩǘ ŘƛŜŘΦ bƻΣ ǎƛƳǇƭȅ ōŀŎƪ ŦǊƻƳ ǘƘŜ ŘŜŀŘ ǘƻ ōŜ with me, in this 
strange placeέ ό.ŜŎƪŜǘǘ мфупΥ фоύ. Thus from the very beginning of the 
play, Embers establishes the idea that Henry is in a place of transition 
from life to death and back agaƛƴΣ ƛƴ ǿƘŀǘ ƘŜ ŘŜǎŎǊƛōŜǎ ŀǎ ŀ άǎǘǊŀƴƎŜ 
ǇƭŀŎŜΦέ IŜ ŜȄǇǊŜǎǎŜǎ ƴƻ ǎǳǊǇǊƛǎŜ ǘƘŀǘ Ƙƛǎ ŘŜŀŘ ŦŀǘƘŜǊ Ŏŀƴ ŎƻƳŜ ōŀŎƪ 
and be present.  

As he sits he again notes the association of the sea with 
questions of life and death. He addresses his father:  

 
You would never live this side of the bay, you wanted the sun 
on the water for that evening bathe you took once too often. 
But when I got your money I moved across, as perhaps you 
may know. We never found your body, you know, that held up 
probate an unconscionable time, they said there was nothing 
ǘƻ ǇǊƻǾŜ ȅƻǳ ƘŀŘƴΩǘ Ǌǳƴ ŀǿŀȅ ŦǊƻƳ ǳǎ ŀƭƭ ŀƴŘ ŀƭƛǾŜ ŀƴŘ ǿŜƭƭ 
under a false name in the Argentine for example, that grieved 
mother greatly. (Beckett 1984: 93-94)  
 
Here again, life is associated with the land, the sea with death, 

and we hear here the first suggestion that his father died in the water 
όάǘƘŀǘ ŜǾŜƴƛƴƎ ōŀǘƘŜ ȅƻǳ ǘƻƻƪ ƻƴŎŜ ǘƻƻ ƻŦǘŜƴέύΦ ¢Ƙŀǘ ǘƘŜ ŘƛǾƛǎƛƻƴ 
between life and death is uncertain and indefinite is suggested by the 
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ŦŀŎǘ ǘƘŀǘ ǘƘŜ ŦŀǘƘŜǊΩǎ ŘŜŀǘƘ ƛƴ ǿŀǘŜǊ ǿŀǎ ǎŜŜƴ ŀǎ possibly the escape to 
a new life, which delayed the decision of the probate courts; it is also 
worth remembering that Henry is affirming this story to his dead 
father, talking to his shade as though it were beside him (as it may be, 
unspeaking). Throughout the play, this early association of land with 
life, the sea with death, and the strand as the intermediate contact 
areaτǘƘŜ άǎǘǊŀƴƎŜ ǇƭŀŎŜέτwill be iterated.  

IŜƴǊȅΩǎ ǊŜŦƭŜŎǘƛƻƴǎ ƻƴ ǘƘŜ ǎŜŀ ŀƭǎƻ ǎƻǳƴŘ ǎƻƳŜǿƘŀǘ ŀƴŀƭƻƎƻǳǎ 
to the constant awareness one has of death, sometimes almost 
suppressed or forgotten, whilst at other times undeniably present. He 
ǊŜƳŀǊƪǎ ƻŦ ǘƘŜ ǎŜŀΣ ά¢ƻŘŀȅ ƛǘΩǎ ŎŀƭƳΣ ōǳǘ L ƻŦǘŜƴ ƘŜŀǊ ƛǘ ŀōƻǾŜ ƛƴ ǘƘŜ 
house and walking the roads and start talking, oh just loud enough to 
drown it, nobody nƻǘƛŎŜǎέ ό.ŜŎƪŜǘǘ мфупΥ фпύ. This leads to the 
ƛƴǘǊƛƎǳƛƴƎ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ ŀƭƭ ƻŦ IŜƴǊȅΩǎ ŎƻƴǾŜǊǎŀǘƛƻƴτwhether it is his 
monologue or his later discussion with Adaτis an attempt to drown 
out the noise of the sea, which is itself associated with death. Beckett 
ǇŜǊǘƛƴŜƴǘƭȅ ǳǎŜǎ ǘƘŜ ǿƻǊŘ άŘǊƻǿƴέ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ƛƴǘŜƴǘƛƻƴ ƻŦ Ƙƛǎ 
talking, thus verbally suggesting an association between the sea, death 
in the sea, and the ongoing narration we as auditors hear from Henry. 
The suggestion will be taken up again that one passes time in life by 
inventing stories, which is a frequent occupation for passing time in 
.ŜŎƪŜǘǘΩǎ ǿƻǊƭŘΦ 

One of the stories that he tells himself, and which he seems to 
have difficulty recalling, is the tale of Bolton and Holloway. This 
intriguing story involves Bolton, on a bitter winter night, awaiting the 
visit of Holloway, who seems to be some form of medical man. When 
Holloway arrives he finds the hangings drawn and the fire out; this, 
intriguingly, is what one would find in a house that had just 
experienced a death, a tradition of closing the home also featured in 
YǊŀǇǇΩǎ [ŀǎǘ ¢ŀǇŜΣ άL ǿŀǎ ǘƘŜǊŜ ǿƘŜƴ ǘƘŜ ōƭƛƴŘ ǿŜƴǘ ŘƻǿƴΣ ƻƴŜ ƻŦ 
those dirty brown roller affairs [Χ] I happened to look up and there it 
was. All over and done with, at lastέ ό.ŜŎƪŜǘǘ 1984: 60). Here, however, 
the death may be in the future. It seems that Bolton may be hoping for 
Holloway to give him some manner of merciful overdose; Clas Zilliacus 
ǎǳƎƎŜǎǘǎ ǘƘŀǘ ά.ƻƭǘƻƴΩǎ ƻōƧŜŎǘΣ ƛǘ ǎŜŜƳǎ ǘƻ ƳŜΣ ƛǎ ŜǳǘƘŀƴŀǎƛŀΦέ ό½ƛƭƭƛŀŎǳǎ 
1976: 86) The ǎǘƻǊȅ ǿƻǳƭŘ ǘƘǳǎ ŀǇǇŀǊŜƴǘƭȅ ōŜ ŀōƻǳǘ ŀ ƳŀƴΣ ƛƴ άƎǊŜŀǘ 
ǘǊƻǳōƭŜΣέ ŀǿŀƛǘƛƴƎ ǘƘŜ ŘŜƭƛǾŜǊȅ ƻŦ Ƙƛǎ ƳŜŀƴǎ ƻŦ ŘŜŀǘƘΣ ōǳǘ ǿƘƻ ƴŜŜŘǎ 
the assistance of a friend to obtain the deliverance for which he pleads. 
¢Ƙƛǎ Ƴŀȅ ōŜ ŀƴŀƭƻƎƻǳǎ ǿƛǘƘ IŜƴǊȅΩǎ ǎƛǘǳŀǘƛƻƴΦ IŜƴǊȅ ǘƻƻ ǎŜŜms to be 
awaiting the transition into death, as his conversations seem 
exclusively to be with the dead. Like Bolton, he waits for the visitor to 
ŎƻƳŜ όƛƴ .ƻƭǘƻƴΩǎ ŎŀǎŜΣ IƻƭƭƻǿŀȅΤ ƛƴ IŜƴǊȅΩǎ ŎŀǎŜΣ Ƙƛǎ ŦŀǘƘŜǊύΣ ōǳǘ 
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Henry is the one who must make the connection. As Ada later 
observes, when Henry states that he wanted to be with his father, 
ǘƘŜǊŜ ƛǎ άƴƻ ŘƛŦŦƛŎǳƭǘȅ ŀōƻǳǘ ǘƘŀǘΦέ IŜǊŜ ǘƘŜ ŎƭŜŀǊ ǊŜŦŜǊŜƴŎŜ ƛǎ ǘƻ 
suicide, as a means of reconnecting with the father. This echoes the 
apparent plea for help committing suicide that Bolton seems to be 
ƳŀƪƛƴƎ ǘƻ IƻƭƭƻǿŀȅΣ ŀƴŘ ƛǘ ŦƻǊŜǎƘŀŘƻǿǎ ǘƘŜ ǊŜǾŜƭŀǘƛƻƴ ǘƘŀǘ IŜƴǊȅΩǎ 
sisterτof whom we hear nothing else in the play except this factτ
άǎŀƛŘ ǎƘŜ ǿƻǳƭŘ ǘƘǊƻǿ ƘŜǊǎŜƭŦ ƻŦŦ ǘƘŜ ŎƭƛŦŦέ ό.ŜŎƪŜǘǘ мфупΥ млнύ. Suicide 
is evidently a commoƴ ǘƘƻǳƎƘǘ ƻǊ ŀŎǘƛƻƴ ƛƴ IŜƴǊȅΩǎ ŦŀƳƛƭȅΦ 

However, one interprets the Bolton and Holloway story, it 
clearly serves two functions for Henry: 1) it helps him to drown out the 
sound of the sea, and 2) it serves to pass the time, distracting him from 
other ruminaǘƛƻƴǎΦ !ǎ ƘŜ ƭŀǘŜǊ ǊŜƳŀǊƪǎ ǘƻ !ŘŀΣ άŜǾŜǊȅ ǎȅƭƭŀōƭŜ ƛǎ ŀ 
ǎŜŎƻƴŘ ƎŀƛƴŜŘΦέ DŀƛƴŜŘ ŀƎŀƛƴǎǘ ǿƘŀǘΣ ƻƴŜ ƳƛƎƘǘ ŀǎƪΦ IŜǊŜ ǘƘŜ ƻōǾƛƻǳǎ 
answer is likely the correct one, that it is time gained before death. 
¢Ƙƛǎ ǿƻǳƭŘ ŎƻƴǘŜȄǘǳŀƭƛȊŜ IŜƴǊȅΩǎ ǘŀƭƪƛƴƎ ŀƴŘ ǎǘƻǊȅ-telling as perhaps 
the hesitation of the tempted suicide. And this concept of time and 
how to employ it recurs throughout Embers. The sound of the sea itself 
ǎǳƎƎŜǎǘǎ ƻƴŜ ƻŦ ƘǳƳŀƴƛǘȅΩǎ ƻƭŘŜǎǘ ƳŀǊƪŜǊǎ ƻŦ ǘƛƳŜΣ ǘƘŜ Ƴƻƻƴ ŀƴŘ ƭǳƴŀǊ 
ŎȅŎƭŜǎΣ ǘƛŘŜǎ ŀƴŘ ƳƻƴǘƘǎΦ !ŘŘƛŜΩǎ Ƴǳǎic lesson is punctuated by the 
ƳǳǎƛŎ ƳŀǎǘŜǊ άōŜŀǘƛƴƎ ǘƛƳŜ ƭƛƎƘǘƭȅ ǿƛǘƘ ώŀϐ ǊǳƭŜǊΣέ ό.ŜŎƪŜǘǘ мфупΥ ффύ 
which is itself a tool of measurement and regulation. (I am 
ǳƴŎƻƴǾƛƴŎŜŘ ōȅ WŀƳŜǎ WŜǎǎƻƴΩǎ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ ǘƘƛǎ ǎƘƻǳƭŘ ōŜ 
ŜȄǘŜƴŘŜŘ ǎƻ ǘƘŀǘ ΨǘƘŜ ǘŀǇǇƛƴƎ ŀƴŘ ǇƻǳƴŘƛƴƎ ǎƻǳƴŘǎ ƻŦ !ŘŘƛŜΩǎ ƭŜǎǎƻƴǎ 
ǎǘǊŜƴƎǘƘŜƴǎ ǘƘŜ ŜǊƻǘƛŎ Ƙƛƴǘǎ ƛƴ ǘƘŜ ƳǳǎƛŎ ƳŀǎǘŜǊΩǎ ǇƘŀƭƭƛŎ ŎȅƭƛƴŘǊƛŎŀƭ 
ǊǳƭŜǊΦΩ [Jesson 2009: 54]) Henry thinks of horses and, rather oddly, of 
ƳŀƳƳƻǘƘǎ ŀǎ ōŜƛƴƎ ǘǊŀƛƴŀōƭŜ ǘƻ ƳŀǊƪ ǘƛƳŜΥ ά¢Ǌŀƛƴ ƛǘ ǘƻ ƳŀǊƪ ǘƛƳŜΗ 
Shoe it with steel and tie it up in the yard, have it stamp all day! A ten 
ton mammoth back from the dead, shoe it with steel and have it tramp 
ǘƘŜ ǿƻǊƭŘ ŘƻǿƴΗέ ό.ŜŎƪŜǘǘ мфупΥ фоύ ²Ŝ ƴƻǘŜ ƘŜǊŜ ǘƘŀǘ ŀƎŀƛƴ ƛƴ 
Embers death and life are permeable conditions, and that the dead can 
come back, whether they are human dead or mammoth dead. The idea 
of a horse marking time apparently stays with Henry, as he later asks 
!ŘŀΣ ά/ƻǳƭŘ ŀ ƘƻǊǎŜ ōŜ ǘǊŀƛƴŜŘ ǘƻ ǎǘŀƴŘ ǎǘƛƭƭ ŀƴŘ ƳŀǊƪ ǘƛƳŜ ǿƛǘƘ ƛǘǎ ŦƻǳǊ 
ƭŜƎǎΚέ ό.ŜŎƪŜǘǘ мфупΥ фтύ ¢Ƙƛǎ ƴƻǘƛƻƴ of passing time by standing still is 
important to this reading of Embers: if Henry is, as this paper proposes, 
considering walking into the sea to die, then every second he sits or 
stands still is indeed a second gained, and every story he tells himself is 
time gained.  

This conception also helps to explain the extraordinary number 
ƻŦ ǇŀǳǎŜǎ ƛƴ ǘƘŜ ǇƭŀȅΦ /ƭŀǎ ½LƭƭƛŀŎǳǎ Ƙŀǎ ƻōǎŜǊǾŜŘ ǘƘŀǘ άaƻǊŜ ǘƘŀƴ ǘǿƻ 
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hundred pauses are called for in the text of Embersέ ό½ƛƭƭƛŀŎǳǎ мфтсΥ 
89). .ŜŎƪŜǘǘΩǎ ǇŀǳǎŜǎ ŀƴŘ ǎƛƭŜƴŎŜǎ ŀre integral to his work, and can 
have differing causes and effects from play to play; but it is not 
unreasonable to ask whether or not they have a specific function 
unique to each play in which they appear. In Embers, it might be 
asserted, the frequent pauses enactτon an extremely regular basisτ
the sense of Henry speaking into a void, or trying to summon 
companionship from an empty beyond. Each time there is a pause, the 
lack of response by which he is greeted has two dramatic effects: first, 
the lack of reply by another character/voice emphasizes his loneliness 
and isolation. It is almost always Henry who has to break his own 
pauses, or to answer his own remarks, an observation particularly true 
if one regards Ada as having no independent identity from his 
ǘƘƻǳƎƘǘǎΦ {ŜŎƻƴŘƭȅΣ .ŜŎƪŜǘǘΩǎ ǘŜȄǘ ǎǘŀǘŜǎ ŎƭŜŀǊƭȅ ǘƘŀǘ ǘƘŜ ǇŀǳǎŜǎ ŀǊŜ ƴƻǘ 
ǘƻ ōŜ ǎƛƭŜƴǘΣ ōǳǘ ŀǊŜ ƛƴǎǘŜŀŘ ŦƛƭƭŜŘ ǿƛǘƘ ǘƘŜ ǎƻǳƴŘ ƻŦ ǘƘŜ ǎŜŀΥ ά{ŜŀΣέ 
ǎǘŀǘŜǎ ǘƘŜ ǘŜȄǘ ŘƛǊŜŎǘƛƻƴ ŀǎ ǎƻƻƴ ŀǎ IŜƴǊȅ ǎƛǘǎ ŘƻǿƴΣ άǎǘƛƭƭ ŦŀƛƴǘΣ ŀǳŘƛōƭŜ 
throughout what follows whenever pause indicatedέ ό.ŜŎƪŜǘǘ мфупΥ 
93). ¢Ƙǳǎ ǘƘŜ ǇŀǳǎŜǎ ōƻǘƘ ŜƳǇƘŀǎƛȊŜ IŜƴǊȅΩǎ ƘƻǇŜƭŜǎǎ ŘŜǎƛǊŜ ǘƻ ōŜ 
answered, and also demonstrate the hopelessness of his attempt to 
drown out the sound of the sea. In other words, every moment not 
filled with speech is a moment when the sea can be heard, reminding 
ƘƛƳ ƻŦ Ƙƛǎ ŦŀǘƘŜǊΩǎ ŘŜŀǘƘΣ ŀƴŘ ǇŜǊƘŀǇǎ ƭǳǊƛƴƎ ƘƛƳ ǘƻ Ƙƛǎ ƻǿƴΦ 

¢Ƙƛǎ ǘƘŜƴ ǊŀƛǎŜǎ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ IŜƴǊȅΩǎ Ƴƻǎǘ ƛƴǘŜǊŀŎǘƛǾŜ ǾƻƛŎŜΣ 
memory, or invention: Ada. Whether or not Ada is present to Henry in 
any sense other than his invention has remained a subject of scholarly 
debate. Ruby Cohn reasonably suggests that the lack of actual sound 
may suggest an ethereality for Ada, as Henry seems to be the only 
ǇŜǊǎƻƴ ǿƘƻ ŀŎǘǳŀƭƭȅ ƳŀƪŜǎ ǎƻǳƴŘǎ ƻƴ ǘƘŜ ŜŀǊǘƘΥ άIŜƴǊȅ ŀƭƻƴŜ Ƙŀǎ 
footsteps that we can hear over the radio. His silent father is signaled 
by no sound; the voices of his wife and daughter are preceded by no 
ŦƻƻǘǎǘŜǇǎΤ .ƻƭǘƻƴ ŀƴŘ IƻƭƭƻǿŀȅΣ ǘƘŜ ŎƘŀǊŀŎǘŜǊǎ ƛƴ IŜƴǊȅΩǎ ǎǘory, are 
possibly his creationsέ ό/ƻƘƴ мфтоΥ мтоύ. Ada, it seems certain, is dead. 
As this paper has suggested, if the land represents life and the sea 
ŘŜŀǘƘΣ ƘŜǊ ƛƴŀōƛƭƛǘȅ ǘƻ ƳŀƪŜ ŀ ǎƻǳƴŘ ƻƴ ǘƘŜ ǎƘƛƴƎƭŜ όάbƻ ǎƻǳƴŘ ŀǎ ǎƘŜ 
ǎƛǘǎέύ ŜƳǇƘŀǎƛȊŜǎ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǎƘŜ ƛǎ ŘŜŀŘΣ ŀǎ ǘƘŜ ƭƛǾƛƴƎ IŜƴǊȅ ƳŀƪŜǎ 
ǎƻǳƴŘ ǿƘŜƴ ƘŜ ǎƛǘǎ Řƻǿƴ όά{ƭƛǘƘŜǊ ƻŦ ǎƘƛƴƎƭŜ ŀǎ ƘŜ ǎƛǘǎέύΦ !ǎ ŀ ǘƘŜƳŀǘƛŎ 
echo of this, he later also knocks two stones together, then throws 
ǘƘŜƳΦ ²ƘŜƴ ǘƘŜ ŦƛǊǎǘ ƘƛǘǎΣ ƘŜ ǎŀȅǎ ƻŦ ǘƘŜ ǎƻǳƴŘΣ ά¢ƘŀǘΩǎ ƭƛŦŜΗΣέ ǘƘŜƴ ƻŦ 
ǘƘŜ ǎŜŎƻƴŘΣ ǿƘŜƴ ƛǘ ŦŀƭƭǎΣ ƘŜ ǎŀȅǎΣ άbƻǘ ǘƘƛǎ [Χ] ǎǳŎƪƛƴƎΗέ !ƭǘƘƻǳƎƘ it is 
ǳƴŎŜǊǘŀƛƴ ǿƘŀǘ ǘƘƛǎ άǎǳŎƪƛƴƎέ ƛǎ ǎǳǇǇƻǎŜŘ ǘƻ ōŜΣ ƛǘ Ƴŀȅ ōŜ ǎǳƎƎŜǎǘŜŘ 
that Henry is emphasizing the solidity of life on the earth with the 
drawing, or sucking, of the body into the sea that would be caused by 
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an ebb tide. (The play was, in the early ŘǊŀŦǘ ǾŜǊǎƛƻƴΣ ǘƛǘƭŜŘ Ψ9ōōΩύΦ !Řŀ 
responds to this strange assertion by asking an existential question: 
ά!ƴŘ ǿƘȅ ƭƛŦŜΚ ²Ƙȅ ƭƛŦŜΣ IŜƴǊȅΚ Lǎ ǘƘŜǊŜ ŀƴȅƻƴŜ ŀōƻǳǘΚέ ό.ŜŎƪŜǘǘ 
1984: 101) These are, among other things, questions that one might 
suppose someone actively contemplating suicide might ask: is there 
someone about to save me or, conversely, to impede my desire to die? 
IŜƴǊȅΩǎ ǊŜǎǇƻƴǎŜΣ άbƻǘ ŀ ƭƛǾƛƴƎ ǎƻǳƭΣέ ǊŜƛƴŦƻǊŎŜǎ Ƙƛǎ ƛǎƻƭŀǘƛƻƴΣ ŀǎ ǿŜƭƭ ŀǎ 
implying that Ada, who is said to be beside him, is not alive.  

As noted previously, several rather darker elements of Embers 
ŀǊŜ ƘŜǊŜ ŜƳǇƘŀǎƛȊŜŘ ƭŀǊƎŜƭȅ ǘƻ ǾŀƭƛŘŀǘŜ ǘƘŜ ŎƻƴǎƛŘŜǊŀǘƛƻƴ ƻŦ IŜƴǊȅΩǎ 
movements proposed by this paper. Those elements are: the 
association of the land with the living and death with the sea; the 
frequency of suicide or assisted suicide in the play; and the incessant 
need for Henry to divert himself from thinking about death in water, 
and perhaps of its immediate availability to him. These have been 
noted to draw attention to the context in which Henry makes clear 
physical motion. For most of the play, he sits on the strand and does 
not apparently move; there are, at least, no sound cues indicating 
movement, or a shifting of weight. Yet there are two times when he 
approaches the shore, and they form the core of this argument. It is to 
these two moments that we now turn our attention. 

IŜƴǊȅΩǎ ŦƛǊǎǘ Ƴƻǘƛƻƴ ŀŦǘŜǊ ǎƛǘǘƛƴƎ Řƻǿƴ ƻƴ ǘƘŜ ǎƘƛƴƎƭŜǎ ƻŦ ǘƘŜ 
sea comes during his conversation with Ada. The moment is 
ƛƳƳŜŘƛŀǘŜƭȅ ŀŦǘŜǊ ǘƘŜ άŜǾƻŎŀǘƛƻƴέ ƻŦ !ŘŘƛŜ ƭŜŀǊning to ride horses, in 
ǿƘƛŎƘ ƘŜǊ ǎǇŜŜŘ ƛƴŎǊŜŀǎŜǎ ŦǊƻƳ άǿŀƭƪƛƴƎέ ǘƻ άƎŀƭƭƻǇƛƴƎΣέ ƎƛǾƛƴƎ ǘƘŜ 
ƛƳǇǊŜǎǎƛƻƴ ƻŦ ŀ ƭƻǎǎ ƻŦ ŎƻƴǘǊƻƭΦ !Řŀ ǘƘŜƴ ŀǎƪǎ ƘƛƳΣ ά²Ƙȅ Řƻ ȅƻǳ ƎŜǘ 
ǳǇΚΣέ ǘƻ ǿƘƛŎƘ IŜƴǊȅ ǊŜǇƭƛŜǎΣ άL ǘƘƻǳƎƘǘ L ƳƛƎƘǘ ǘǊȅ ŀƴŘ ƎŜǘ ŀǎ ŦŀǊ ŀǎ ǘƘŜ 
ǿŀǘŜǊΩǎ ŜŘƎŜΦ όtŀǳǎŜΦ ²ƛǘƘ ŀ ǎƛƎƘΦύ !ƴŘ ōŀŎƪΦέ LŦ ǘƘƛǎ ǇŀǇŜǊ ƛǎ ǊƛƎƘǘ ƛƴ 
suggesting that the temptation of drowning himself motivates much of 
IŜƴǊȅΩǎ ǘƘƛƴƪƛƴƎΣ Ƙƛǎ ŀǘǘŜƳǇǘ ƘŜǊŜ ǘƻ ǿŀƭƪ ǘƻ ǘƘŜ ǿŀǘŜǊΩǎ ŜŘƎŜ Ƙŀǎ ŀ 
certain thematic resonance, as it suggests that he is tempted to try to 
build a momentum that might carry him into the sea. Yet he almost 
ƛƳƳŜŘƛŀǘŜƭȅ ǊŜŎƻƎƴƛȊŜǎ ǘƘŀǘ ƘŜ ǿƛƭƭ ƴƻǘ ŘǊƻǿƴ ƘƛƳǎŜƭŦΣ ŀƴŘ ǎƻ άǿƛǘƘ ŀ 
ǎƛƎƘέ ƘŜ ŀŎƪƴƻǿƭŜŘƎŜǎ ǘƘŀǘ ƘŜ ǿƛƭƭ ŀƭǎƻ ǊŜǘǳǊƴΥ ά!ƴŘ ōŀŎƪΦέ !ŘŀΩǎ 
remarks are almost encouraging, as though trying to spur him past the 
hesitation before drowning himself, or at least encouraging him to 
ǊŜŀŎƘ ǘƘŜ ǿŀǘŜǊΥ ά²ŜƭƭΣ ǿƘȅ ŘƻƴΩǘ ȅƻǳΚ 5ƻƴΩǘ ǎǘŀƴŘ ǘƘŜǊŜ ǘƘƛƴƪƛƴƎ 
ŀōƻǳǘ ƛǘΦ 5ƻƴΩǘ ǎǘŀƴŘ ǘƘŜǊŜ ǎǘŀǊƛƴƎέ ό.ŜŎƪŜǘǘ мфупΥ ффύ. When he gets 
to the water he stops and recolƭŜŎǘǎ όάǘǿŜƴǘȅ ȅŜŀǊǎ ŜŀǊƭƛŜǊέύ ǿƘŀǘ 
seems to be a moment of sexual contact between the two of them, 
which also roils the sea. This stops him, and he returns up the strand, 
to join Ada again.  
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This moment is significant because it shows us the closest 

Henry gets to the water until the conclusion of the play. When he first 
orders himself to stomp or stagger into audibility, at the beginning of 
the play, his proximity to the sea is only implied. The sea is noted as 
ōŜƛƴƎ άŀ ƭƛǘǘƭŜ ƭƻǳŘŜǊέ ŀǎ ƘŜ ƳƻǾŜǎ άƻƴΣέ ŀƴŘ we may certainly assume 
that the shingles on which he sits constitute the scattered rocks on the 
strand. He therefore spends the majority of the play near the water, 
ōǳǘ Ƙƻǿ ŎƭƻǎŜ ƛǎ ǳƴŎƭŜŀǊΦ ¸Ŝǘ ƛƴ ǘƘƛǎ ƳƻƳŜƴǘΣ ǇŜǊƘŀǇǎ ǿƛǘƘ !ŘŘƛŜΩǎ 
accelerating horse giving him the hope or idea of reckless momentum, 
ƘŜ ǊƛǎŜǎ ŀƴŘ ƳƻǾŜǎ ŘƛǊŜŎǘƭȅ ǘƻ ǿƘŀǘ .ŜŎƪŜǘǘ ǘŜǊƳǎ άǿŀǘŜǊΩǎ ŜŘƎŜΦέ 
Although he then returns to the shingles where Ada is, he will return at 
ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ǇƭŀȅΣ ŀƎŀƛƴΣ ǘƻ ǘƘŜ άǿŀǘŜǊΩǎ ŜŘƎŜΦέ 

Between those two approaches to the edge of the sea, 
however, Henry has several conversations with Ada. She intriguingly 
ǎǳƎƎŜǎǘǎ ǘƘŀǘ ƘŜ ǎƘƻǳƭŘ άǎŜŜ ŀ ŘƻŎǘƻǊ ŀōƻǳǘ ȅƻǳǊ ǘŀƭƪƛƴƎΣέ άǎŜŜ 
IƻƭƭƻǿŀȅΣ ƘŜΩǎ ŀƭƛǾŜ ǎǘƛƭƭΣέ ŀƴŘ άǎŜŜ Iƻƭƭƻǿŀȅέ ό.ŜŎƪŜǘǘ мфупΥ млл-101). 
These tantalizing references suggest that Holloway may in some sense 
be a real person, although the audience knowsτdoes Ada?τthat 
Holloway may be the agent of euthanasia or a pitying overdose. Yet 
Henry does not pursue this possibility, perhaps because she has urged 
him to άǎŜŜέ ŀ ŘƻŎǘƻǊΣ ƻǊ άǎŜŜ IƻƭƭƻǿŀȅΣέ ƛƴ ŀ ǇǳǊŜƭȅ ŀǳŘƛǘƻǊȅ ǇƭŀȅΦ ¸Ŝǘ 
then, as the conversation develops, he asks Ada whether or not she 
ever met his father and, as she tells him, he begins to become more 
desperate, repeatedly asking her to keep speaking, and noting his own 
ƛƴŀōƛƭƛǘȅ ǘƻ Řƻ ǎƻΥ άL ŎŀƴΩǘ Řƻ ƛǘ ŀƴȅƳƻǊŜΗ L ŎŀƴΩǘ Řƻ ƛǘ ŀƴȅƳƻǊŜ ƴƻǿΗέ 
(Beckett 1984: 103) 

!ŘŀΩǎ ǘŀƭƪΣ ŀŦǘŜǊ IŜƴǊȅ Ƙŀǎ ǊŜǘǳǊƴŜŘ ŦǊƻƳ ǘƘŜ ŜŘƎŜ ƻŦ ǘƘŜ 
water, is about whether or not she met his father, and she affirms that 
she did in fact see him at a distance, staring at the sea. Ronald Hayman 
believes this to be a crucial passage for the play, both in terms of the 
ǊŜǾŜƭŀǘƛƻƴ ƛǘ ƻŦŦŜǊǎΣ ŀǎ ǿŜƭƭ ŀǎ ǘƘŜ ǎǳƎƎŜǎǘƛƻƴ ǘƘŀǘ !ŘŀΩǎ ǾƻƛŎŜ ƛǎ ƴƻǘ 
ǇǳǊŜƭȅ ŀƴ ƛƴǾŜƴǘƛƻƴ ƻŦ IŜƴǊȅΩǎ ƳƛƴŘΦ  

 
This is crucial. She did meet his father, on the day that the old 
man was drowned, and from her description of the events of 
that day it becomes obvious to Henry that the drowning was 
suicide...if my reading is correct, the enlightenment that Ada 
ōǊƛƴƎǎ ǘƻ IŜƴǊȅ ŎƻǳƭŘƴΩǘ Ǉossibly come from a voice already 
present inside his head [...] At the end of the play, Henry is left 
alone, looking out to sea just as his father was, the day he 
drowned, and perhaps Henry too is thinking of the same 
escape. (Hayman 1973: 86-87)  



Journal of Language and Literary Studies    19 

 
 

This paǇŜǊ ŎƻƴŎǳǊǎ ǿƛǘƘ IŀȅƳŀƴΩǎ ƎŜƴŜǊŀƭ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ 
significance of this passage. It seems highly credible that this revelation 
does indicate suicide, and this interpretation would also explain why 
she insists that nothing was particularly memorable about him that 
day:  

 
¸ŜǎΣ ȅƻǳ ƪƴƻǿ ǿƘŀǘ L ƳŜŀƴΣ ǘƘŜǊŜ ŀǊŜ ŀǘǘƛǘǳŘŜǎ ǊŜƳŀƛƴ ƛƴ ƻƴŜΩǎ 
mind for reasons that are clear, the carriage of a head for 
example, bowed when one would have thought it should be 
lifted, and vice versa, or a hand suspended in mid air, as if 
unowned. That kind of thing. But with your father sitting on the 
rock that day nothing of the kind, no detail you could put your 
finger on and say, How very peculiar! No, I could never make it 
out. Perhaps, as i said, just the great stillness of the whole 
body, as if all the breath had left it. (Beckett 1984: 103)  

 
This has the sound of someone attempting to recall whether or 

ƴƻǘ ŀ ǎǳƛŎƛŘŜ ƎŀǾŜ ŀƴȅ ƛƴŘƛŎŀǘƛƻƴ ǘƘŀǘ ǿƻǳƭŘ ǎŜŜƳ άǾŜǊȅ ǇŜŎǳƭƛŀǊέ ƻŦ Ƙƛǎ 
ƻǊ ƘŜǊ ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜΣ ǎǳŎƘ ŀǎ ŀ άƘŜŀŘ ōƻǿŜŘ ǿƘŜƴ ƻƴŜ ǿƻuld have 
ǘƘƻǳƎƘǘ ƛǘ ǎƘƻǳƭŘ ōŜ ƭƛŦǘŜŘΦέ !ƴŘ ƘŜǊ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ƘƛƳ ŀǎ ƭƻƻƪƛƴƎ άŀǎ ƛŦ 
ŀƭƭ ǘƘŜ ōǊŜŀǘƘ ƘŀŘ ƭŜŦǘέ Ƙƛǎ ōƻŘȅ ƛǎ ŀ ŎƭŜŀǊ ŀǎǎƻŎƛŀǘƛƻƴ ƻŦ ǘƘƛǎ ƭŀǎǘ 
ǎƛƎƘǘƛƴƎ ƻŦ IŜƴǊȅΩǎ ŦŀǘƘŜǊ ǿƛǘƘ ǘƘŜ ŜȄǇƛǊŀǘƛƻƴ ƻŦ ŘŜŀǘƘΦ ¢Ƙƛǎ Ŧƛƴŀƭƭȅ ŀƭǎƻ 
leads Henry to imagine that Ada doubled back to the site where she 
ǎŀǿ IŜƴǊȅΩǎ ŦŀǘƘŜǊΥ  

 
Suddenly feels uneasy and gets down again, conductor: 
άChanged your mind, Miss?,έ goes back up path, no sign of 
you. Very unhappy and uneasy, hangs round a bit, not a soul 
about, cold wind coming in off sea, goes back down path and 
takes tram home. (Beckett 1984: 103)  
 

¢Ƙƛǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ŀǊŜŀ ǿƘŜǊŜ IŜƴǊȅΩǎ ŦŀǘƘŜǊ Ƙŀǎ ŀǇǇŀǊŜƴǘƭȅ Ƨǳǎǘ 
drowned himselfτάƴƻǘ ŀ ǎƻǳƭ ŀōƻǳǘΣέ ŜȄŎŜǇǘ ŦƻǊ !Řŀτreminds us that 
Henry is now in the same position, with onƭȅ !ŘŀΩǎ ǎǇƛǊƛǘ ƻǊ ǾƻƛŎŜΣ ŀƴŘ 
άƴƻǘ ŀ ƭƛǾƛƴƎ ǎƻǳƭέ ŀǊƻǳƴŘΦ 

This then leads us into the last moments of the play. This paper 
ŘƛǎŀƎǊŜŜǎ ǿƛǘƘ IŀȅƳŀƴΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ǘƘŀǘ ά!ǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ǇƭŀȅΣ 
Henry is left alone, looking out to sea just as his father was, the day he 
ŘǊƻǿƴŜŘΣ ŀƴŘ ǇŜǊƘŀǇǎ IŜƴǊȅ ǘƻƻ ƛǎ ǘƘƛƴƪƛƴƎ ƻŦ ǘƘŜ ǎŀƳŜ ŜǎŎŀǇŜέ 
(Hayman 1973: 87). The disagreement lies only in the physical position 
ƻŦ IŜƴǊȅΤ ƘŜ ƛǎ ƴƻǘ ǎƛǘǘƛƴƎΣ άƧǳǎǘ ŀǎ Ƙƛǎ ŦŀǘƘŜǊ ǿŀǎέΤ ƘŜ ƛǎ ǎǘŀƴŘƛƴƎΣ ŀƴŘ 
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Ƙŀǎ ǿŀƭƪŜŘΣ ŀƎŀƛƴΣ ǘƻ ǘƘŜ άǿŀǘŜǊΩǎ ŜŘƎŜΦέ Lǘ ƛǎ ŀ ǇŜŎǳƭƛŀǊ ǘŜȄǘǳŀƭ 
direcǘƛƻƴΥ άIŜ Ƙŀƭǘǎ ŀǘ ǿŀǘŜǊΩǎ ŜŘƎŜέ ό.ŜŎƪŜǘǘ мфупΥ млпύ. How is one to 
replicate that with a sound effect? All that Beckett suggests is the 
ǇǊŜǾƛƻǳǎƭȅ ŜƴŎƻǳƴǘŜǊŜŘΣ ά{Ŝŀ ŀ ƭƛǘǘƭŜ ƭƻǳŘŜǊΦέ ¸Ŝǘ ǘƘƛǎ ŘƛǊŜŎǘƛƻƴ ƛǎ 
consequential if it is intended to assist the actor, or the reader, to 
know how to interpret this last motion of the play.  

¢Ƙƛǎ ǇŀǇŜǊ ŎƻƴǘŜƴŘǎ ǘƘŀǘ IŜƴǊȅΩǎ ǿŀƭƪ ǘƻ ǘƘŜ ŜŘƎŜ ƻŦ ǘƘŜ ǎŜŀ 
suggests his commitment to trying to drown himself. By approaching 
the water this final time he does what his father had done, in similar 
circumstances. His previous approach to the water was accomplished 
ǿƛǘƘƻǳǘ ŀƴȅ ŎƻƳƳŀƴŘǎΣ ŀƴŘ ƻƴƭȅ ǘƘŜ ǳǊƎƛƴƎ ƻŦ !ŘŀΩǎ ǾƻƛŎŜ όά²Ƙȅ ŘƻƴΩǘ 
ȅƻǳΚ 5ƻƴΩǘ ǎǘŀƴŘ ǘƘŜǊŜ ǘƘƛƴƪƛƴƎ ŀōƻǳǘ ƛǘΦ 5ƻƴΩǘ ǎǘŀƴŘ ǘƘŜǊŜ ǎǘŀǊƛƴƎΦέύ. 
bƻǿΣ IŜƴǊȅ ǳǊƎŜǎ Ƙƛǎ ŦŜŜǘ άƻƴέ ǘƻ ǘƘŜ άǿŀǘŜǊΩǎ ŜŘƎŜΣέ ŀƴŘ ƘŜτfor the 
first time in the playτexplicitly contemplates the future. He foresees 
ŀƴ ŀǇǇƻƛƴǘƳŜƴǘ ǿƛǘƘ ŀ ǇƭǳƳōŜǊΣ ǘƻ ŘŜŀƭ ǿƛǘƘ άǘƘŜ ǿŀǎǘŜΣέ ǘƘŜƴ 
ά{ŀǘǳǊŘŀȅΦΦΦ nothing. Sunday... Sunday... nothing all day. Nothing, all 
day nothing. All day all night nothing. Not a soundέ ό.ŜŎƪŜǘǘ мфупΥ 
104). This may be interpreted as reflecting his lack of social 
connections, yet it also seems plausible that he is considering a future 
ŀŦǘŜǊ ƘŜ ƛǎ ŘŜŀŘΤ ǘƘŜ ǇƘǊŀǎŜ ά!ƭƭ Řŀȅ ŀƭƭ ƴƛƎƘǘ ƴƻǘƘƛƴƎΦ bƻǘ ŀ ǎƻǳƴŘΣέ ƛǎ ŀ 
ǊŜǎǘŀǘŜƳŜƴǘ ƻŦ !ŘŀΩǎ ŀǎǎǳǊŀƴŎŜ ǘƘŀǘ ǳƴŘŜǊ ǘƘŜ ǎŜŀ άŀƭƭ ƛǎ ŀǎ ǉǳƛŜǘ ŀǎ 
the grave. Not a sound. All day, all night, not a soundέ ό.ŜŎƪŜǘǘ мфупΥ 
101). 

hŦ ŎƻǳǊǎŜΣ ǘƘŜǊŜ ƛǎ ƻƴŜ ǎƻǳƴŘ ƭŜŦǘ ƛƴ ǘƘŜ ǇƭŀȅΥ άSeaΦέ ¢Ƙƛǎ ƛǎΣ as 
this paper has suggested, not simply a contextual sound, but it is 
Ǉƭŀǳǎƛōƭȅ ǘƘŜ ǎƻǳƴŘ Ƴƻǎǘ ŀǎǎƻŎƛŀǘŜŘ ƛƴ IŜƴǊȅΩǎ ƳƛƴŘ ǿƛǘƘ ŘŜŀǘƘΦ Lǘ ƛǎ 
also apparently a sound that he has been trying to overcome with the 
talking that has now stopped. Given that his last spoken words are 
those of the promise of the silence of a watery grave, it is not 
unreasonable to suggest that Henry may be on the verge of finally 
ending his life. Beckett is, of course, too skilled an artist to end this 
powerful radio drama with the ludicrous splashing sounds of Henry 
entering the water. Rather, Beckett leaves Henryτperhaps like 
Vladimir and Estragonτresolved to go and on the verge of action, but 
unmoving. All later movement is outside the scope of the work as 
presented. 

It must be noted again in conclusion that this interpretation is 
not intended to diminish a skilfully crafted radio play into a relatively 
simplistic suicide narrative. Rather, this paper hopes to indicate the 
significance of several brief movements, almost unnoticeable, in a 
drama that is almost entirely conducted in one stationary place. It is an 
element of the play almost unstudied, yet as this paper asserts, acutely 
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related to an interpretation of the drama. By noting that Henry does 
not merely finish the play staring at the sea, but in fact has walked to 
ƛǘǎ ǾŜǊƎŜΣ ŀƴŘ ƳǳǊƳǳǊǎ ǘƻ ƘƛƳǎŜƭŦ !ŘŀΩǎ ǇǊƻƳƛǎŜ ƻŦ ǘƘŜ ǎƛƭŜƴŎŜ ƻŦ 
death, indicates that this drama may not be a recurrent story but, in 
fact, may be the final repetition of a long process of staving off suicide. 
Henry is left, in the end, with only the sound of the sea, and as Ruby 
/ƻƘƴ ǎǳƳƳŀǊƛȊŜǎ ƛǘΣ άǘƘŜ ǎƛƭŜƴŎŜ ƻŦ ƴƻƴōŜƛƴƎ Ŧƛƴŀƭƭȅ ŘǊƻǿƴǎ ŀƭƭ ōŜƛƴƎΦέ 
(Cohn 1973: 176)     
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άON OSTAJE NA IVICI VODEέΥ ¿L±h¢Σ thYw9¢ L ah.LLNOST U 

UGARCIMA SEMJUELA BEKETA 
 

U ovome radu  razmatra se ƻŘƴƻǎ ƛȊƳŜŚǳ ǇƻƪǊŜǘŀ ƛ Ǿƛǘŀƭƴƻǎǘƛ ǳ 
radio drami Ugarci {ŜƳƧŜƭŀ .ŜƪŜǘŀΦ hǾƻƧ ŘǊŀƳƛΣ ǳ ƪƻƧƻƧ ƴŀƧǾŜŏƛƳ 
ŘƛƧŜƭƻƳ ƴŜǇƻƪǊŜǘŀƴ őƻǾƧŜƪ ǊŀȊƳƛǑƭƧŀ ƻ ǎǾƻƳ ȌƛǾƻǘǳ ƛ ǳƪƭƧǳőǳƧŜ ǎŜ ǳ 
dijaloge ǎŀ ȌŜƴǎƪƻƳ ƻǎƻōƻƳ ƪƻƧŀ ƳƻȌŜ ŀ ƛ ƴŜ ƳƻǊŀ ǎŀǎǾƛƳ Řŀ ōǳŘŜ ǳ 
ǇǊƻȊƛǾƻŘ ƳŀǑǘŜΣ ǳƎƭŀǾƴƻƳ ǎŜ ǇǊƛǎǘǳǇŀƭƻ ƪŀƻ ŘǊŀƳƛ ƪƻƧŀ ǎŜ ƴŀƧǾŜŏƛƳ 
dijelom odigrava u glavi Henrija, koji je ǎǊŜŘƛǑƴƧa figuraΦ aŜŚǳǘƛƳΣ ǳ 
ƻǾƻƳ ǊŀŘǳ ƛȊǾƻŘƛ ǎŜ ȊŀƪƭƧǳőŀƪ Řŀ IŜƴǊƛƧŜǾ ǇǊƛǎǘǳǇ ƳƻǊǳ ǎǳƎŜǊƛǑe 
ȊƴŀőŀƧŀƴ ŜƭŜƳŜƴǘ ƳƻƎǳŏŜg samoubistva u moru, a kojem prethodi 
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sugerisano samoubistvo Henrijevog oca u istom moru kraj kojeg Henri 
sjedi. 

 
YƭƧǳőŜƴ ǊƛƧŜőƛ: Semjuel Beket, Ugarci pokret, nepokretnost, 

samoubistvo. 
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EDNA PONTELLIERΩS DIGRESSIVE QUEST FOR THE 

MATERNAL IN KATE CHOPINΩS THE AWAKENING 
 
Nilsen Gökçen, Dokuz Eylul University, Izmir, Turkey, 
nilsen.gokcen@deu.edu.tr 

 
 
 
Abstract: The quest that Kate Chopinôs heroine Edna Pontellier undertakes 

in The Awakening begins in the summer she spends in Grand Isle in the sensuous 

atmosphere of the Creole society and her newly found self with Madame Ratignolle 

and Robert Lebrun. The former, whom Chopin calls mother-woman, embodies all the 

qualities of womanly beauty, virtue and motherly attachment. With her, Edna, an 

orphan who lost her mother at a very young age, awakens to an emptiness left by her 

motherôs loss, which she had formerly tried to repress. Although the novel has often 

been read from the perspective of sexual awakening, her awakening involves a deeper 

and archaic need for mother. Edna tries to satisfy her maternal yearnings first with 

Madame Ratignolle and then with Robert, who has to compete with her for priority in 

Ednaôs life. Next to these flesh and blood substitutes for mother, there is the sea, a 

stronger maternal force that murmurs to Edna in sonorous tones at the key points of 

her gradual awakening. In the end, Edna answers the entreaty of the sea leaving 

behind not only her husband and children but also the two characters that had 

substituted for her mother. At the end Ednaôs need for mother is seen to be a need for 

transcendence rather than a physical embodiment that can be found in the immanent 

world, and despite their competitive representations, both Madame Ratignolle and 

Robert Lebrun prove in the end to be digressions on her journey to her final 

destination, the sea.  

 

Keywords: The Awakening, Kate Chopin, Edna Pontellier, maternal search, 

sea, suicide.  

 
 
9Řƴŀ tƻƴǘŜƭƭƛŜǊΩǎ ǉǳŜǎǘ ƛƴ The Awakening is open to multifold 

interpretations. The ƴƻǾŜƭ Ƙŀǎ ōŜŜƴ ǊŜŀŘ ŀǎ ŀ ǿƻƳŀƴΩǎ ǉǳŜǎǘ ŦƻǊ ǎŜȄǳŀƭ 
freedom, self, or rebirth; and as one of rejection of patriarchal institutions. 
Without doubt, such readings reveal certain aspects of the novel; 
ƴƻƴŜǘƘŜƭŜǎǎΣ ǘƘŜȅ Ŧŀƭƭ ǎƘƻǊǘ ƻŦ ǎƘŜŘŘƛƴƎ ƭƛƎƘǘ ƻƴ 9ŘƴŀΩǎ ǉǳŜst in The 
Awakening ƛƴ ƛǘǎ ŜƴǘƛǊŜǘȅΦ CƻǊ ŜȄŀƳǇƭŜΣ ǊŜŀŘƛƴƎ ǘƘŜ ƴƻǾŜƭ ŀǎ ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘΩǎ 
sexual awakening has certain shortcomings. For although Robert Lebrun 
ǎŜŜƳǎ ǘƻ ōŜ ǘƘŜ ƻōƧŜŎǘ ƻŦ 9ŘƴŀΩǎ ŘŜǎƛǊŜΣ ƘŜ ǊŜǇǊŜǎŜƴǘǎ ƻƴƭȅ ŀ ŘƛƳŜƴǎƛƻƴ ƻǊ 
rather a façade of what Edna seeks. Edna simply laughs when Robert 
proposes to marry. In fact, he is the successor of other men that she was 
infatuated with as a young girl. Before him, Edna experiences powerful 
platonic impulses concerning a cavalry officer, a young gentleman engaged to 
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ƘŜǊ ǎƛǎǘŜǊΩǎ ŦǊƛŜƴŘΣ ŀƴŘ Ŧƛƴŀƭƭȅ ŀ ǘǊŀƎŜŘƛŀƴΣ ǘƘƛǎ ƭŀǎǘ ƻƴŜ ǎƘŜ ƴŜǾŜǊ ƪƴŜǿ ƛƴ 
ǇŜǊǎƻƴΦ !ƭƭ ǘƘŜǎŜ ƳŜƴ ǿƘƻ ŎŀǇǘƛǾŀǘŜ 9ŘƴŀΩǎ ŦŀƴŎȅ ƘŀǾŜ ƻƴŜ ǘƘƛƴƎ ƛƴ ŎƻƳƳƻƴΥ 
they are luring yet inherently unattainable, and her chances of a much-
sought-after communion with them are fleeting or non-existent in this 
world.1 9ŘƴŀΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ǘƘŜ ƳŜƴ ǘƘŀǘ ǎƘŜ Ŏŀƴ ŀŎǘǳŀƭƭȅ ŎƻƴǉǳŜǊ ŘƻŜǎ ƴƻǘ 
endure. Therefore, it is not completely satisfactory to regard her search as 
one of sexual freedom. 

The Awakening encompasses a more fundamental existential 
question than a mere sexual or even feminist awakening, a question related 
ǘƻ 9ŘƴŀΩǎ ƴŜŜŘ ŦƻǊ ŀ ƳƻǘƘŜǊΦ Lƴ ǘƘŜ ƴƻǾŜƭΣ ǘƘŜ ǉǳŜǎǘ ŦƻǊ ƳƻǘƘŜǊ ǊŜŦƭŜŎǘǎ ŀ 
ǉǳŜǎǘ ŦƻǊ ǘƘŜ ǘǊŀƴǎŎŜƴŘŜƴǘΣ ōƻǘƘ ǎȅƳōƻƭƛȊŜŘ ōȅ ǘƘŜ ǎŜŀΦ IƻǿŜǾŜǊΣ 9ŘƴŀΩǎ 
quest is delayed and temporarily stalled by the allure of the physical world, 
appearing most strikingly in Madame Ratignolle and Robert Lebrun, in whom 
she mistakenly and in vain seeks a perfect pre-verbal union as one has with 
ƘŜǊ ƳƻǘƘŜǊΦ ¦ƴŘŜǊƴŜŀǘƘ ŀƭƭ ƻŦ 9ŘƴŀΩǎ ŀttachments and affections, it is 
possible to trace her need and search for a mother. According to Kathleen M. 
{ǘǊŜŀǘŜǊΣ άǘƘŜ ƭƻǎǎ ƻŦ ƘŜǊ ƳƻǘƘŜǊ ŀǘ ŀƴ ŜŀǊƭȅ ŀƎŜ ƭŜŦǘ ώ9Řƴŀϐ ǿƛǘƘ ŀ 
ǇǎȅŎƘƻƭƻƎƛŎŀƭ ǾƻƛŘέ όпммύΦ ¢Ƙƛǎ ƭƻǎǎ ƎƻŜǎ ǎƻ ŘŜŜǇ ƛƴǘƻ ƘŜǊ ǇǎȅŎƘŜ ǘƘŀǘ ǿƘŀǘ 
she misses is not her own mother but an archetype, a transcendental figure 
ǘƘŀǘ ǎǇŜŀƪǎ ǘƻ ƘŜǊ ƛƴ ǘƘŜ ǾƻƛŎŜǎ ƻŦ ǘƘŜ ǎŜŀΦ 9ŘƴŀΩǎ ǉǳŜǎǘ ŜƴŘǎ ƛƴ ǘƘŜ ǎŜŀΣ 
which makes its presence felt throughout the novel and appears the most 
powerful influence on Edna. The sea is described in terms of sounds, odors 
and touchτrather  than sighτimages requiring absorption, merging and 
mixing, reminiscent of mother-child bond.2 LƴǎǇƛǊŜŘ ōȅ aŀŘŜƳƻƛǎŜƭƭŜ wŜƛǎȊΩǎ 

                                                 
1
 hƴ 9ŘƴŀΩǎ ƛƳǇƻǎǎƛōƭŜ ŘŜǎƛǊŜ ŦƻǊ ǘƘŜ ǘǊŀƎŜŘƛŀƴΣ YŀǘŜ /ƘƻǇƛƴ ŎƻƳƳŜƴǘǎΥ ά¢ƘŜ ŀŎƳŜ ƻŦ 

bliss, which would have been a marriage with the tragedian, was not for her in this 
ǿƻǊƭŘέ όмфύΦ hƴ ǘƘƛǎ ǎǘŀǘŜƳŜƴǘΣ /ȅƴǘƘƛŀ DǊƛŦŦƛƴ ²ƻƭŦŦ ǊŜƳŀǊƪǎ ǘƘŀǘ άǎǳŎƘ ōƭƛǎǎ ƛǎ ƴƻǘ ŦƻǊ 
anyone in this world. It is a romantic illusion, a dreamτdefined by its very inability to 
ōŜ ŎƻƴǎǳƳƳŀǘŜŘέ όά¢Ƙŀƴŀǘƻǎ ŀƴŘ 9ǊƻǎΣέ прнύΦ {ƛƳƛƭŀǊƭȅΣ !ƴƎŜƭŀ IŀƛƭŜȅ-Gregory states 
ǘƘŜ ƛƳǇƻǎǎƛōƛƭƛǘȅ ƻŦ 9ŘƴŀΩǎ ǉǳŜǎǘ ǎƛƴŎŜ άǘƘŜǊŜ ƛǎ ƴƻ ǇƭŀŎŜ ŦƻǊ ƘŜǊ Ŧǳƭƭȅ ǊŜŀƭƛȊŜŘ ŀƴŘ 
passiƻƴŀǘŜ ǎŜƭŦ ƻƴ ǘƘŜ ƳƻǊǘŀƭ ǇƭŀƴŜΣ ƴƻ ǇƭŀŎŜ ǿƘŜǊŜ ǎƘŜ Ŏŀƴ ōŜ ŦǊŜŜ ƻŦ ΨǎƻǳƭΩǎ ǎƭŀǾŜǊȅΩ 
ǘƘŀǘ ƛǎ ƘŜǊ ƻƴƭȅ ƻǇǘƛƻƴ όǇΦ моуύΦ  ώΧϐ {ƘŜ ƛǎ ŀ ƳŜǊŜ ƳƻǊǘŀƭ ǘǊȅƛƴƎ ǘƻ ŀŎƘƛŜǾŜ ǎƻƳŜǘƘƛƴƎ 
ŀǾŀƛƭŀōƭŜ ƻƴƭȅ ǘƻ ǘƘŜ ƎƻŘǎέ όнфсύΦ   
2
 IŜƛƭƳŀƴƴΣ ǿƘƻ ŦƻǊŜƎǊƻǳƴŘǎ ǎŜȄǳŀƭƛǘȅ ƛƴ 9ŘƴŀΩǎ awakening, calls attention to the 

maternal qualities of the sea:   
 
Neither the romantic lover (who turns out to be another conventionally minded male 
shocked at female sexual self-governance) nor Mademoiselle ReiszΩs and Madame 
RatignolleΩs female communities of sinister artists and coquettish mother-women offer 
Edna an adequate model for an alternative existence. And so she (re)turns to the 
maternal embrace of the sea, whose ΨeverlastingΩ, seductive voice has been calling her 
from the beginning (886). The ΨfeminineΩ element of the sea, with its sensual touch and 
cyclical periodicity, both inscribed into the novelΩs highly patterned, lyrical use of 
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music and swimming for the first time, Edna feels exulted and extraordinarily 
ŎƻǳǊŀƎŜƻǳǎ ŀŦǘŜǊ ǎƘŜ άǿŀƭƪώǎϐ ƛƴǘƻ ǘƘŜ ǿŀǘŜǊ ŀǎ ǘƘƻǳƎƘ ƛƴǘƻ ŀ native elementέ  
(Chopin 47; emphasis added).3 The sea continues its presence throughout the 
novel with its sonorous music and murmurings, a language that evokes in 
Edna feelings she often associates with her childhood. During the summer 
ǎƘŜ ǎǇŜƴŘǎ ƛƴ DǊŀƴŘ LǎƭŜΣ 9ŘƴŀΩǎ ǇǎȅŎƘƻƭƻƎȅ ŘŜƳƻƴǎǘǊŀǘŜǎ ŀ ǊŜƎǊŜǎǎƛǾŜ 
ƳƻǾŜƳŜƴǘ ǘƻǿŀǊŘǎ ƘŜǊ ŎƘƛƭŘƘƻƻŘΣ ǿƘƛŎƘ ƛǎ ŜǇƛǘƻƳƛȊŜŘ ŀǘ aŀŘŀƳŜ !ƴǘƻƛƴŜΩǎ 
cot. Earlier in the novel, when she goes to the beach with Madame 
Ratignolle, Edna notices that the images and thoughts from her childhood 
begin to crowd upon her imagination. Inspired by the sea and her companion, 
the picture of the green meadow that she was walking across as a child 
frequently visits her thoughts. SƘŜ ǎŀȅǎ ǘƻ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΣ άǎƻƳŜǘƛƳŜǎ L 
feel this summer as if I were walking through the green meadow again, idly, 
ŀƛƳƭŜǎǎƭȅΣ ǳƴǘƘƛƴƪƛƴƎ ŀƴŘ ǳƴƎǳƛŘŜŘέ όолύΦ !ǎ 9ŘƴŀΩǎ Ŧƛƴŀƭ ŘŜǎǘƛƴŀǘƛƻƴΣ ǘƘŜ ǎŜŀ 
signifies not a finality but open-endedness that involves multiplicity of 
meanings and associations including sexual awakening and sense of freedom 
as a woman, both transcendence / deathτǎǳƛŎƛŘŜ ƛƴ 9ŘƴŀΩǎ ŎŀǎŜτand the 
ƻǊƛƎƛƴ ƻŦ ƭƛŦŜΦ .ȅ ŜȄǘŜƴǎƛƻƴΣ ƛǘ ƛǎ ŀ ƳŜǘŀǇƘƻǊ ŦƻǊ ǘƘŜ ƳƻǘƘŜǊΩǎ ǿƻƳō ŀƴŘ ŀǎ 
such it is the great mother that gives life and nurturance. There have been 
ǉǳƛǘŜ ŀ ŦŜǿ ǎŎƘƻƭŀǊǎ ǿƘƻ ƘŀǾŜ ŘŜŜƳŜŘ 9ŘƴŀΩǎ ǿŀƭƪƛƴƎ ƛƴǘƻ ǘƘŜ ǎŜŀ ƴŀƪŜŘ ƴƻǘ 
ŀǎ ŀƴ ŀŎǘ ƻŦ ǎǳƛŎƛŘŜ ōǳǘ ŀǎ ŀ ǊŜǘǳǊƴ ǘƻ ǘƘŜ ƳƻǘƘŜǊΩǎ ǿƻƳō ŀƴŘ ŀ ǇǊƻƳƛǎŜ ŦƻǊ 
rebirth and new life freed from the confines of the material world in the 
watery depths of the womb-like sea. 

As an archetype, among a wide range of other meanings, the mother 
ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ άƭƻƴƎƛƴƎ ŦƻǊ ǊŜŘŜƳǇǘƛƻƴΣ ǎǳŎƘ ŀǎ tŀǊŀŘƛǎŜΣ ǘƘŜ YƛƴƎŘƻƳ ƻŦ 
DƻŘΣ ǘƘŜ IŜŀǾŜƴƭȅ WŜǊǳǎŀƭŜƳέ όWǳƴƎ мпύΦ ¢ƘŜǊŜŦƻǊŜΣ ōŜƘƛƴŘ 9ŘƴŀΩǎ ǎŜŀǊŎƘ ŦƻǊ 
mother, a deeper religio-existential quest exists. It is probably more revealing 
ƻŦ 9ŘƴŀΩǎ ƳƻǘƛǾŜǎ ǘƻ ǘŀƪŜ ǳǇ YŀǊŜƴ {ƛƳƻƴǎΩǎ ǎǘŀƴŎŜ ŎƻƴŎŜǊƴƛƴƎ ƘŜǊ ǉǳŜǎǘΥ 
ά²Ƙŀǘ 9Řƴŀ ȅŜŀǊƴǎ ŦƻǊ ƛǎ ǘǊŀƴǎŎŜƴŘŜƴŎŜέ όнптύΦ !ƭǘƘƻǳƎƘ ōȅ ŘŜŦƛƴƛǘƛƻƴΣ ǘƘŜ 
transcendent is not to be captured or embodied in the immanent, its origins 
ƛƴ ǘƘŜ ƘǳƳŀƴ ƛƳŀƎƛƴŀǘƛƻƴ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ ŀ ŎƘƛƭŘΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ǿƛǘƘ ƘƛǎκƘŜǊ 
mother.4 !ǎ /ȅƴǘƘƛŀ DǊƛŦŦƛƴ²ƻƭŦŦ ƴƻǘŜŘ ƛƴ ŀǎ ŜŀǊƭȅ ŀǎ мфтоΣ άώǿƛǎƘƛƴƎϐ ŀ ƪƛƴŘ 

                                                                                                            
language and rhythmic structure, acts as the pivotal metaphor of EdnaΩs awakening to 
her sexuality. (99) 
3
 All references to The Awakening will be

 
made to the 1972 Avon Books edition and will 

be entered parenthetically throughout this text.  
 

4
 This pre-verbal, symbiotic relationship underlies much of the images of a golden past, 

be it the Garden of Eden or the Golden Age, as well being the source of the 
transcendent divine. The characteristics of the Golden Age and the Garden of Eden, in 
which humans were fed without work and sweat, lived without fear and enmity, in 
harmony with all other beings, innocent of vices and sins, are reminiscent of the 
oceanic state in which the child lives without separation from the mother.   
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of pre-verbal union, an undeǊǎǘŀƴŘƛƴƎ ǿƘƛŎƘ ŎƻƴǎƛǎǘŜƴǘƭȅ ǎǳǊǇŀǎǎŜǎ ǿƻǊŘǎέ 
(467), Edna equates her lost mother with the transcendent and tries to find 
satisfaction for her platonic maternal yearnings for the transcendent in the 
world of the phenomena, especially in lovers. In other words, unable to fulfill 
a successful separation from her mother, Edna inadvertently believes that 
she can find another embodiment of the transcendent with whom she could 
relive the perfect pre-symbolic union she once had with her mother. As such 
the confusiƻƴ ƛƴ 9ŘƴŀΩǎ ƳƛƴŘ ōŜǘǿŜŜƴ ŀ ȅŜŀǊƴƛƴƎ ŦƻǊ ǘǊŀƴǎŎŜƴŘŜƴŎŜ ŀƴŘ ŀ 
perfect union with a lover can be traced back to the loss of her mother. Her 
relationship with both Robert is, for Edna, representations of her mother and 
the perfect union with her she yearns foǊΣ ōǳǘ ǎƛƴŎŜ άǘƘŜ ǎŀƛƴǘƭȅ ƳƻǘƘŜǊ 
ǿƻƳŀƴ ώΧϐ ώƛǎϐ ƴƻƴ-ŜȄƛǎǘŜƴǘέ (Streater 412) in any physical embodiment, she 
is gravitated towards the sea, whose elusiveness emblematizes the 
transcendent and her long-lost mother. 

For Edna, like any mortal, reaching transcendence is impossible just 
as she will never be able to reunite with her mother in this life. Chopin notes 
άǘƘŜ ǘǿƻ ŎƻƴǘǊŀŘƛŎǘƻǊȅ ƛƳǇǳƭǎŜǎ ǘƘŀǘ ƛƳǇŜƭƭŜŘ ώ9Řƴŀϐέ όнрύΦ hŦ ǘƘŜǎŜΣ ƻƴŜ ƛǎ 
about the immanent, of this world. The other, to which she re-awakens, has 
archaic roots in her life and is related to her transcendental yearnings that 
often take the shape of romantic longing. With her marriage to Léonce 
tƻƴǘŜƭƭƛŜǊΣ 9Řƴŀ ǘƘƛƴƪǎ ǎƘŜ Ƙŀǎ άŎƭƻǎώŜŘϐ ǘƘŜ ǇƻǊǘŀƭǎ ōŜƘƛƴŘ ƘŜǊ ǳǇƻƴ ǘƘŜ 
ǊŜŀƭƳ ƻŦ ǊƻƳŀƴŎŜ ŀƴŘ ŘǊŜŀƳǎέ ŀƴŘ άǘŀƪŜώƴϐ ƘŜǊ ǇƭŀŎŜ ǿƛǘƘ ŀ ŎŜǊǘŀƛƴ ŘƛƎƴƛǘȅ 
ƛƴ ǘƘŜ ǿƻǊƭŘ ƻŦ ǊŜŀƭƛǘȅέ όооύΦ ¸Ŝǘ ƛƴ DǊŀƴŘ LǎƭŜΣ ǘƘŜ ǇƻǊǘŀƭǎ ŀǊŜ ƻǇŜƴŜŘ ƛƴ 
response to the sensual atmosphere that surrounds her. Underneath this 
sensuality are the seductive sounds, odors, and the sensuous and enfolding 
embrace of the sea. However, before she identifies the source of the 
ƛƴǾƛǘŀǘƛƻƴ ŀǎ άǘƘŜ ǾƻƛŎŜ ƻŦ ǘƘŜ ǎŜŀ ώǘƘŀǘϐ ǎǇŜŀƪǎ ǘƻ ǘƘŜ soulέ όнрΤ ŜƳǇƘŀǎƛǎ 
added), Edna seeks an answer in the material world, namely in Robert and 
Madame Ratignolle.  

In EdnaΩǎ ƭƛŦŜΣ materialized images of maternal presences appear in 
two forms, either as actual mentors and lovers like Madame Ratignolle and 
Robert or platonic, archetypal imaginary beings associated with her 
childhood, which the sea evokes in her imagination. As already noted, the 
ǘǊŀƴǎŎŜƴŘŜƴǘ ƛǎ ƴƻǘ ǘƘŜ ƻƴƭȅ ƎǊŀǾƛǘŀǘƛƻƴŀƭ ŦƻǊŎŜ ƛƴ 9ŘƴŀΩǎ ƭƛŦŜΤ ƛǘ ƛǎ 
counterbalanced with the forces that represent the immanent / material 
world. Edna is suspended between the two forces in her journey that is 
finalized in the sea. While at one end of the axis of her search stands the sea 
that speaks to the soul, and at the other stand Robert and Madame 
Ratignolle. Both characters play key roles to turn Edna away from her 
destination, the mother-sea. Therefore, in their own ways, those two 
ŎƘŀǊŀŎǘŜǊǎ ǎǘŀƴŘ ƛƴ ƻǇǇƻǎƛǘƛƻƴ ǘƻ ŀƴŘ ǇǊƻǾƛŘŜ ŘŜǘƻǳǊǎ ǘƻ 9ŘƴŀΩǎ Ŧƛƴŀƭ 
destinationτthe sea, the mother, the transcendent.           
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aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ŦǳƴŎǘƛƻƴǎ ŀǎ ǘƘŜ ƳŀƧƻǊ ǎƻǳǊŎŜ ŦƻǊ 9ŘƴŀΩǎ 

awakening to her need for a mother. They represent the extreme ends 
ƻŦ ǘƘŜ ǊŀƴƎŜ ƻŦ ǿƻƳŀƴƘƻƻŘΦ !ƭƳƻǎǘ ŀǎ ŀ ŎƻƴǘǊŀǎǘ ǘƻ !ŘŜƭŜ wŀǘƛƎƴƻƭƭŜΩǎ 
ƭǳǎƘ ŦŜƳƛƴƛƴƛǘȅ ŀƴŘ ƳŀǘŜǊƴƛǘȅΣ 9Řƴŀ ƛǎ ŘŜǎŎǊƛōŜŘ ŀǎ άǊŀǘƘŜǊ ƘŀƴŘǎƻƳŜ 
ǘƘŀƴ ōŜŀǳǘƛŦǳƭέ όфύΣ ŜǾƻƪƛƴƎ ŀ ǎŜƴǎŜ ƻŦ ǘƘŜ ōƻŘȅ ƻŦ ŀƴ ŀƴŘǊƻƎȅƴƻǳǎ 
ōŜƛƴƎΥ ά¢ƘŜ ƭƛƴŜǎ ƻŦ ƘŜǊ ōƻŘȅ ǿŜǊŜ ƭƻƴƎΣ ŎƭŜŀƴ ŀƴŘ ǎȅƳƳŜǘǊƛŎŀƭΤ ώΧϐ 
there was no suggestion of the trim stereotyped fashion-plate about 
ƛǘέ όнтύΦ5 It is this contrast that attracts each towards the other. 
aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΣ ǘƘŜ ǉǳƛƴǘŜǎǎŜƴǘƛŀƭ άƳƻǘƘŜǊ-ǿƻƳŀƴέ ŀƴŘ ǘƘŜ 
model of feminine beauty, is reŀŘȅ ǘƻ ǊŜŎƛǇǊƻŎŀǘŜ ǘƘŜ ŎƘƛƭŘƭƛƪŜ 9ŘƴŀΩǎ 
ŀǘǘŀŎƘƳŜƴǘ ǿƛǘƘ ƳƻǘƘŜǊƭȅ ŀŦŦŜŎǘƛƻƴΥ άaŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ǿŀǎ ǾŜǊȅ 
ŦƻƴŘ ƻŦ aǊǎΦ tƻƴǘŜƭƭƛŜǊέ όмтύΦ !ǎ ƭƻƴƎ ŀǎ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ŀƭƭƻǿǎ 
Edna to dwell on her unattainable dreams, Edna is content to pass for 
her child.6 When they are first described together, accompanied with 
Robert, their sitting positions, focuses of attention, and tone of speech 
clearly indicate that Madame Ratignolle occupies the position of the 
authority of a loving mother for both Edna and Robert.7 While 

                                                 
5
 IŜƛƭƳŀƴƴ ǎǳƎƎŜǎǘǎ 9ŘƴŀΩǎ ŀƴŘǊƻƎȅƴƻǳǎ ŀǇǇŜŀǊŀƴŎŜ ƛƴ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ bŜǿ ²ƻƳŀƴ 

typology that climaxes at her twenty-ninth birthday party:  
 
The quasi-Dionysian crowning of RobertΩs younger brother Victor with a garland of 
roses, performed to a recital of Charles Algernon SwinburneΩs ΨA CameoΩ, completes 
the association with the ΨNew WomanΩ, ΨdecadentΩ and ΨandrogyneΩ (with her Ψlong, 
clean and symmetrical linesΩ [894] Edna is as androgynous in appearance as Victor). 
(95). 
6
 9ŘƴŀΩǎ ǊŜƎǊŜǎǎƛƻƴ ǘƻ ŎƘƛƭŘƘƻƻŘ ƛǎ ƴƻǘŜŘ ōȅ ŎǊƛǘƛŎǎ ǎǳŎƘ ŀǎ ²ƻƭŦŦΣ ¢ŀȅƭƻǊ ŀƴŘ CƛƴŜƳŀƴΦ 
9ǎǇŜŎƛŀƭƭȅ ƘŜǊ ŀǇǇŜǘƛǘŜ ŦƻǊ ŦƻƻŘ ŀƴŘ ƭƻƴƎ ŀƴŘ ǎƻǳƴŘ ǎƭŜŜǇ ŀǘ aŀŘŀƳŜ !ƴǘƻƛƴŜΩǎ 
cottage are meƴǘƛƻƴŜŘ ŀǎ ŘŜƳƻƴǎǘǊŀǘƛǾŜ ƻŦ 9ŘƴŀΩǎ ǊŜƎǊŜǎǎƛƻƴ ǘƻ ǘƘŜ ƛƴŦŀƴǘΩǎ ŎȅŎƭŜǎ ƻŦ 
feeding and sleeping.    
7
 The similarities between Edna and Robert underlie the attraction between the two.  

Both have lost one of their parents and the remaining one is not generous with love 
ŀƴŘ ŀŦŦŜŎǘƛƻƴ ǘƻ ƳŀƪŜ ǳǇ ŦƻǊ ǘƘŜ ƭƻǎǎΦ 9ŘƴŀΩǎ ŦŀǘƘŜǊ ƛǎ ŀ Řƛǎǘŀƴǘ ǇŀǘǊƛŀǊŎƘŀƭ ŦƛƎǳǊŜ ǿƘƻ 
does not express much affection for his daughters. Robert, Edna discovers, is not 
aŀŘŀƳŜ [ŜōǊǳƴΩǎ ŦŀǾƻǊƛǘŜ ǎƻƴΦ aŀŘŜƳƻƛǎŜƭƭŜ wŜƛǎȊ ŜȄǇƭŀƛƴǎΣ ά!ƭƛƴŜ [ŜōǊǳƴ ƭƛves for 
±ƛŎǘƻǊΣ ŀƴŘ ŦƻǊ ±ƛŎǘƻǊ ŀƭƻƴŜέ όпфύΦ [ƛƪŜ 9ŘƴŀΣ wƻōŜǊǘ Ƙŀǎ ƭƻǎǘ ǘƘŜ ǇŀǊŜƴǘ ƻŦ Ƙƛǎ ƻǿƴ ǎŜȄΤ 
Ƨǳǎǘ ŀǎ ǎƘŜ ǘǊƛŜǎ ǘƻ Ŧƛƭƭ ǘƘŜ ƎŀǇ ƘŜǊ ƳƻǘƘŜǊΩǎ ŘŜŀǘƘ ƭŜŦǘ ƛƴ ƘŜǊ ǿƛǘƘ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΣ 
wƻōŜǊǘ Ŧƛƭƭǎ ƛƴ ǘƘŜ ŀōǎŜƴŎŜ ƻŦ Ƙƛǎ ŦŀǘƘŜǊ ǿƛǘƘ aƻƴǘŜƭΣ ǿƘƻ άǿŀǎ ŀ ƳƛŘdle-age 
gentleman whose vain ambition and desire for the past twenty years had been to fill 
ǘƘŜ ǾƻƛŘ ǿƘƛŎƘ aƻƴǎƛŜǳǊ [ŜōǊǳƴΩǎ ǘŀƪƛƴƎ ƻŦŦ ƘŀŘ ƭŜŦǘ ƛƴ ǘƘŜ [ŜōǊǳƴ ƘƻǳǎŜƘƻƭŘέ όноύΦ 
For both Robert and Edna, the attachment they feel for their surrogate parental figures 
surpasses the one they feel for each other. When a letter from Montel arrives, inviting 
Robert to Mexico, Robert chooses to follow him, instead of staying with Edna. 
[ƛƪŜǿƛǎŜΣ 9Řƴŀ ƭŜŀǾŜǎ wƻōŜǊǘ ŀǘ ƘƻƳŜ ƛƴ ƻǊŘŜǊ ǘƻ ŀǘǘŜƴŘ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ 
childbirth. (In this sense, it is possible to read The Awakening ŀǎ ŀ άŦŀƳƛƭȅ ǊƻƳŀƴŎŜέύΦ 
bƻƴŜǘƘŜƭŜǎǎΣ ǘƘŜǊŜ ŀǊŜ ŘƛŦŦŜǊŜƴŎŜǎ ōŜǘǿŜŜƴ ǘƘŜ ŘŜǇǘƘǎ ƻŦ wƻōŜǊǘΩǎ ŀƴŘ 9ŘƴŀΩǎ ƴŜŜŘǎ 
ŦƻǊ ǇŀǊŜƴǘŀƭ ŦƛƎǳǊŜǎΦ CƻǊ wƻōŜǊǘΣ aƻƴǘŜƭ ƛǎ ƭƛǘŜǊŀƭƭȅ ŀ ǎǳǊǊƻƎŀǘŜ ŦŀǘƘŜǊΤ ƛƴ 9ŘƴŀΩǎ ǇǎȅŎƘŜ, 
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Madame Ratignolle sits on the rocker, busy with her sewing, the two 
sit on the steps of the porch facing each other. The embodiment of 
ŎƻǳǊǘƭȅ ƭƻǾŜΣ wƻōŜǊǘ άƘŀŘ ƭƛǾŜŘ ƛƴ ώaŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎϐ ǎƘŀŘƻǿ ŘǳǊƛƴƎ 
ǘƘŜ Ǉŀǎǘ ƳƻƴǘƘΦ  ώΧϐ {ƛƴŎŜ ǘƘŜ ŀƎŜ ƻŦ ŦƛŦǘŜŜƴΣ which was eleven years 
before, Robert each summer at Grand Isle had constituted himself the 
ŘŜǾƻǘŜŘ ŀǘǘŜƴŘŀƴǘ ƻŦ ǎƻƳŜ ŦŀƛǊ ŘŀƳŜ ƻǊ ŘŀƳǎŜƭέ όнлύΦ .ƻǘƘ ǘƘŜ ǘƻǇƛŎ 
ƻŦ ǘƘŜ ŎƻƴǾŜǊǎŀǘƛƻƴ ŀƴŘ ǘƘŜ ŦƻŎǳǎ ƻŦ 9ŘƴŀΩǎ ŀƴŘ wƻōŜǊǘΩǎ ŀǘǘŜƴǘƛƻƴ ŀǊŜ 
Madame Ratignolle. The verbal exchange between the two concerning 
wƻōŜǊǘΩǎ ǳƴǊŜǉǳƛǘŜŘ ƭƻǾŜ ŦƻǊ ƘŜǊ ŎŀǊǊƛŜǎ ǘƘŜ ǘƻƴŜ ƻŦ ƧƻƪŜΣ aŀŘŀƳŜ 
Ratignolle lightly admonishing her surrogate lover-child. Like Robert, 
9Řƴŀ ƛǎ ǘŀƪŜƴ ōȅ ƘŜǊΥ άaǊǎΦ tƻƴǘŜƭƭƛŜǊ ƭƛƪŜŘ ǘƻ ǎƛǘ ŀƴŘ ƎŀȊŜ ŀǘ ǘƘŜƛǊ ŦŀƛǊ 
comǇŀƴƛƻƴ ŀǎ ǎƘŜ ƳƛƎƘǘ ƭƻƻƪ ǳǇƻƴ ŀ ŦŀǳƭǘƭŜǎǎ aŀŘƻƴƴŀέ όнлύΦ ¢ƘǳǎΣ 
Edna clearly associates her with one of the most potent symbols of 
ƳƻǘƘŜǊƘƻƻŘΦ bŜǾŜǊǘƘŜƭŜǎǎΣ aŀŘƻƴƴŀ ŀǎ ǘƘŜ άǾƛǊƎƛƴ ƳƻǘƘŜǊέ ŀƭǎƻ 
represents an impossibility. Moreover, this figure also testifies to the 
ǎǇƛǊƛǘǳŀƭ ŘƛƳŜƴǎƛƻƴ ƻŦ 9ŘƴŀΩǎ ǉǳŜǎǘΣ ƻƴŜ ǘƘŀǘ ƛǎ ƛƴǾŀǊƛŀōƭȅ ŘŜƴƛŜŘ ǘƻ 
humans in this world.       

[ƛƪŜ ƳƛǎŎƘƛŜǾƻǳǎ ŎƘƛƭŘǊŜƴΣ wƻōŜǊǘ ŀƴŘ 9Řƴŀ άŜȄŎƘŀƴƎŜŘ 
occasional words, glances or smiles which indicated a certain advanced 
stage of intimacy and camaraderyέ όнлύΦ LƴƛǘƛŀƭƭȅΣ ǘƘŜ ƛƴǘƛƳŀŎȅ ōŜǘǿŜŜƴ 
the two is not in any sense romantic; they act like two young siblings 
competing for the attention of their mother. Not only do Edna and 
Robert look alike but they also both lack a certain sophistication and 
ƳŀǘǳǊƛǘȅΦ ²ƘŜƴ ǘƘŜȅ ŀǊŜ ƛƴ ŜŀŎƘ ƻǘƘŜǊΩǎ ŎƻƳǇŀƴȅΣ ǘƘŜȅ ǘŀƭƪ ŀōƻǳǘ 
ǘƘŜƳǎŜƭǾŜǎΥ άwƻōŜǊǘ ǘŀƭƪŜŘ ŀ ƎƻƻŘ ŘŜŀƭ ŀōƻǳǘ ƘƛƳǎŜƭŦΦ IŜ ǿŀǎ ǾŜǊȅ 
young and did not know any better. Mrs. Pontellier talked a little about 
ƘŜǊǎŜƭŦ ŦƻǊ ǘƘŜ ǎŀƳŜ ǊŜŀǎƻƴέ όмлύΦ [ƛƪŜ ȅƻǳƴƎ ŎƘƛƭŘǊen who amuse 
themselves with the small wonders of the world, they have their 
άƛƴǎƛŘŜέ ƧƻƪŜǎ ǘƘŀǘ Řƻ ƴƻǘ ŀƳǳǎŜ ƻǘƘŜǊǎ ƳǳŎƘΦ ²ƘŜƴ ǘƘŜȅ ǊŜƭŀǘŜ ǘƻ aǊΦ 
tƻƴǘŜƭƭƛŜǊ ǎǳŎƘ ŀƴ άŀŘǾŜƴǘǳǊŜέ ǘƘŜȅ ƘŀŘ ƛƴ ǘƘŜ ǎŜŀΣ άƛǘ ŘƛŘ ƴƻǘ ǎŜŜƳ 
ƘŀƭŦ ǎƻ ŀƳǳǎƛƴƎ ǿƘŜƴ ǘƻƭŘέ όтύΦ bƻƴŜǘƘŜƭess, left alone, Edna and 
wƻōŜǊǘ ŦƛƴŘ ǘƘŀǘ άƛǘ ƘŀŘ ŀƎŀƛƴ ŀǎǎǳƳŜŘ ƛǘǎ ŜƴǘŜǊǘŀƛƴƛƴƎ ŀǎǇŜŎǘέ όф-10). 

9Řƴŀ ƘǳƴƎŜǊǎ ŦƻǊ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ ŎƻƳǇŀƴȅ ŀƴŘ ǿƛǎƘŜǎ ǘƻ 
have her all to herself. Working on a portrait of Madame Ratignolle, 
Edna is actually irritated by Robert, who watches her work with her 
brushes and paints, for she does not want to be distracted by anyone 
from focusing on her female friend.  

 

                                                                                                            
ƘƻǿŜǾŜǊΣ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ƴƻǘ ƻƴƭȅ ǎǳōǎǘƛǘǳǘŜǎ ŦƻǊ 9ŘƴŀΩǎ ŘŜŀŘ ƳƻǘƘŜǊΣ ōǳǘ 9Řƴŀ 
also expects her to satisfy her transcendental yearnings.     
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During his oblivious attention he once quietly rested his head 
ŀƎŀƛƴǎǘ aǊǎΦ tƻƴǘŜƭƭƛŜǊΩǎ ŀǊƳΦ !ǎ ƎŜƴǘƭȅ ǎƘŜ ǊŜǇulsed him. Once 
again he repeated the offence. She could not believe it to be 
thoughtlessness on his part; yet there was no reason she 
ǎƘƻǳƭŘ ǎǳōƳƛǘ ǘƻ ƛǘέ όннΤ ŜƳǇƘŀǎƛǎ ŀŘŘŜŘύΦ  
 

Edna has her happiest moments of communion with Madame 
wŀǘƛƎƴƻƭƭŜ ǿƘŜƴ ǎƘŜ άhad prevailed upon Madame Ratignolle to leave 
the children behind, though she could not induce her to relinquish a 
ŘƛƳƛƴǳǘƛǾŜ Ǌƻƭƭ ƻŦ ƴŜŜŘƭŜǿƻǊƪΦ  ώΧϐ Lƴ ǎƻƳŜ ǳƴŀŎŎƻǳƴǘŀōƭŜ ǿŀȅ ǘƘŜȅ 
had escaped ŦǊƻƳ wƻōŜǊǘέ όнс-27; emphasis added). That day, Edna 
takes such pleasure in the company of her friend that she prefers to 
ǎǘŀȅ ǿƛǘƘ ƘŜǊ ǿƛǘƘƻǳǘ ƎƻƛƴƎ ƛƴǘƻ ǘƘŜ ǎŜŀΤ άǘƘŜȅ ƘŀŘ Ƨǳǎǘ ǎǘǊƻƭƭŜŘ Řƻǿƴ 
to the beach for a walk and to be alone ŀƴŘ ƴŜŀǊ ǘƘŜ ǿŀǘŜǊέ όнуΤ 
emphasis added).      

Kate Chopin describes the Creole community in Grand Isle as a 
large family, among whom Edna is an outsider and a virtual orphan. 
She is not a Catholic and she is from Kentucky. Socially isolated from 
her environment and orphaned by the death of her mother early in 
life, Edna does not act surprisingly by attaching herself to the motherly 
ŀŦŦŜŎǘƛƻƴ ƻŦ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΦ ¸ŜǘΣ 9ŘƴŀΩǎ ǎŜƴǎŜ ƻŦ ƛǎƻƭŀǘƛƻƴ ƛǎ ƳƻǊŜ 
ŘŜŜǇƭȅ ǊƻƻǘŜŘ ǘƘŀƴ ƛǘ ŀǇǇŜŀǊǎ ƛƴ ƘŜǊ ǎƻŎƛŀƭ ǊŜƭŀǘƛƻƴǎΦ ά¢ƘŜǊŜ ƛǎ 
ǎƻƳŜǘƘƛƴƎ ΨƻǘƘŜǊΩ ŀōƻǳǘ ƘŜǊ ǘƘŀǘ ǎŜǘǎ ƘŜǊ ŀǇŀǊǘΣέ ǎƻƳŜǘƘƛƴƎ ǘƘŀǘ Ŏŀƴ 
be traced back to her early childhood (Hailey-Gregory 310). She has 
always felt different since she was a little girl. Since this sense of 
ǇǎȅŎƘƻƭƻƎƛŎŀƭ ƛǎƻƭŀǘƛƻƴ ƳŀƪŜǎ ƘŜǊ ǾǳƭƴŜǊŀōƭŜΤ άƭƛƪŜ ŀƴ ŀƴƛƳŀƭ ŎǳƭƭŜŘ 
from the herd, she has also understood, however, she needs to repress 
her feelings of detachment and try to fit in her social and physical 
ŜƴǾƛǊƻƴƳŜƴǘέ όIŀƛƭŜȅ-Gregory 310). Kate Chopin clearly shows the 
divided life of Edna Pontellier, noting that the dreaming and isolated 
self is the real one and the conforming self is only the shell that she 
puts on in public (26). This fragmented identity manifests itself in the 
sudden and unfathomable waxing and waning of conflicting feelings in 
her.  

 
There were days when she was happy without knowing why.  
ώΧϐ ¢ƘŜǊŜ ǿŜǊe days when she was unhappy, she did not know 
whyτwhen it did not seem worth while to be glad or sorry, to 
be alive or dead; when life appeared to her like a grotesque 
pandemonium and humanity like worms struggling blindly 
toward inevitable annihilation. (97)     
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{ƛƴŎŜ ά9Řƴŀ ƛǎ ƭŜŦǘ ΨǳƴƎǳƛŘŜŘΩ ōȅ ŀƴ ŀōǎŜƴǘ ƳƻǘƘŜǊ ǘƻ ōǊƛƴƎ 

ƻǊŘŜǊ ǘƻ ǘƘƛǎ ŦǳƴŘŀƳŜƴǘŀƭ ŎƘŀƻǎ ǘƘŀǘ ŘƻƳƛƴŀǘŜǎ ƭƛŦŜΣέ ƘŜǊ ƛƴƛǘƛŀƭ ŦƻŎǳǎ 
ƻŦ ƛƴǘŜǊŜǎǘ ƛǎΣ ǊŀǘƘŜǊ ǘƘŀƴ wƻōŜǊǘΣ !ŘŜƭŜ wŀǘƛƎƴƻƭƭŜΣ ά/ƘƻǇƛƴΩǎ 
ǉǳƛƴǘŜǎǎŜƴǘƛŀƭ ƳƻǘƘŜǊ ŦƛƎǳǊŜΣέ ōŜŎŀǳǎŜ ŦƻǊ 9ŘƴŀΣ ǎƘe not only acts as a 
surrogate mother but also represents the possibility of realizing what is 
existentially lost to human beings and cannot be achieved yet lingers 
on in legends and dreams (Hailey-Gregory 298). Early in the text she 
ǿŀǎ ŘŜǎŎǊƛōŜŘ ŀǎ άǘƘŜ bygone heroine of romance and the fair lady of 
our dreamsέ όмтΤ ŜƳǇƘŀǎƛǎ ŀŘŘŜŘύΦ CƻǊ 9ŘƴŀΣ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ 
begins to pass for her mother, the ultimate unattainable lover that she 
can imagine. Obviously, the attraction that Edna feels towards 
Madame Ratignolle does not have its origin merely in the physical; she 
seems to Edna to be the embodiment of her dreams. Madame 
wŀǘƛƎƴƻƭƭŜΩǎ ŜȄǘǊŀƻǊŘƛƴŀǊȅ ōŜŀǳǘȅ ŎǊŜŀǘŜǎ ƛƴ 9Řƴŀ ŀ ǎŜƴǎŜ ƻŦ ŀǿŜ ǘƘŀǘ 
one feels when confronted with manifestation of the transcendent.  

 
The excessive physical charm of the Creole had first attracted 
her, for Edna had a sensuous susceptibility to beauty. Then the 
ŎŀƴŘƻǊ ƻŦ ǘƘŜ ǿƻƳŀƴΩǎ ǿƘƻƭŜ ŜȄƛǎǘŜƴŎŜΣ ǿƘƛŎƘ ŜǾŜǊȅƻƴŜ ƳƛƎƘǘ 
read, and which formed so striking a contrast to her own 
habitual reserveτthis might have furnished a link. Who can 
tell what metals the gods use in forging the subtle bond which 
we call sympathy, which we might as well call love. (26; 
emphasis added)   
 
The physical presence of Madame Ratignolle, then, is for Edna, 

an affirmative answer to the possibility of attaining the transcendent 
ƻƴ ŜŀǊǘƘΦ {ǳŎƘ ƛƴŦƭǳŜƴŎŜǎΣ YŀǘŜ /ƘƻǇƛƴ ƴƻǘŜǎΣ ƭŜŀŘ 9Řƴŀ ǘƻ άƭƻƻǎŜƴ ǘƘŜ 
ƳŀƴǘƭŜ ƻŦ ǊŜǎŜǊǾŜ ǘƘŀǘ ƘŀŘ ŀƭǿŀȅǎ ŜƴǾŜƭƻǇŜŘ ƘŜǊέ ŀƴŘ ǊŜŀŎƘ ǘƘŜ 
dreaming and romantic self that is hidden underneath the shell of 
conformity (26).  

Madame Ratignolle, however, is totally of this world and, as 
ǎǳŎƘΣ ƛƳǇƭƛŎƛǘƭȅ ƪƴƻǿǎ ǘƘŀǘ ōŜƘƛƴŘ 9ŘƴŀΩǎ ŀǘǘǊŀŎǘƛƻƴ ǘƻ ƘŜǊ ƭƛŜǎ ƘŜǊ 
inherent susceptibility to escapism. Therefore she warns Edna, at first 
indirectly, about her responsibilities in the real world, namely her 
home and children. Just as the Creole society at Grand Isle, impressed 
ōȅ ǘƘŜ ƎŜƴŜǊƻǳǎ ƎŜǎǘǳǊŜǎ ƻŦ aǊΦ tƻƴǘŜƭƭƛŜǊΣ ǊŜƳƛƴŘǎ 9Řƴŀ ǘƘŀǘ ƘŜ άǿŀǎ 
ǘƘŜ ōŜǎǘ ƘǳǎōŀƴŘ ƛƴ ǘƘŜ ǿƻǊƭŘέ όмрύΣ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΣ ƛƴ ŀ ŦŀǎƘƛƻƴ 
fitting her maternal role, continually reminds Edna of her motherly 
duties. Visiting Edna,  
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[s]he had brought the pattern of the drawers for Mrs. 
Pontellier to cut outτa marvel of construction, fashioned to 
ŜƴŎƭƻǎŜ ŀ ōŀōȅΩǎ ōƻŘȅ ǎƻ ŜŦŦŜŎǘǳŀƭƭȅ ǘƘŀǘ ƻƴƭȅ ǘǿƻ ǎƳŀƭl eyes 
ƳƛƎƘǘ ƭƻƻƪ ƻǳǘ ŦǊƻƳ ǘƘŜ ƎŀǊƳŜƴǘ ƭƛƪŜ ŀƴ 9ǎƪƛƳƻΩǎ. (17)  
 

Edna is not in the least interested in sewing for her children,  
 

[b]ut she did not want to appear unamiable and uninterested, 
so she had brought forth newspapers which she spread upon 
the floƻǊ ƻŦ ǘƘŜ ƎŀƭƭŜǊȅΣ ǳƴŘŜǊ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ ŘƛǊŜŎǘƛƻƴǎ 
she had cut a pattern of the impervious garment. (18)    
 
aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ ƛƴŘǳŎŜƳŜƴǘǎΣ ƘƻǿŜǾŜǊΣ ŘƛǎǘŀƴŎŜ 9Řƴŀ 

from her. She channels her yearnings to more challenging and more 
dangerous objects, which call her from the depths of existential 
ǿƛƭŘŜǊƴŜǎǎΦ !ǎ ƻǇǇƻǎŜŘ ǘƻ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ ŜŦŦƻǊǘǎ ǘƻ ƪŜŜǇ 9ŘƴŀΩǎ 
mind on the immanent, the sound of the sea keeps inviting her to 
ǘǊŀƴǎŎŜƴŘŜƴǘŀƭ ƛƴŦƛƴƛǘǳŘŜ ŜƛǘƘŜǊ ōȅ άǎƻƴƻǊƻǳǎ ƳǳǊƳǳǊέ ƻǊ ǎŜŘǳŎǘƛǾŜ 
ŀƴŘ άƭƻǾƛƴƎ ōǳǘ ƛƳǇŜǊŀǘƛǾŜ ŜƴǘǊŜŀǘȅέ όнпύΦ !ŎŎƻǊŘƛƴƎ ǘƻ IŀƛƭŜȅ-Gregory, 
ǘƘŜ ǎŜŀ ƛǎ ȅŜǘ ŀƴƻǘƘŜǊ ƳƻǘƘŜǊΣ ŀ άǎŜƴǎǳƻǳǎ ƻƴŜέ ŀǎ ƻǇǇƻǎŜŘ ǘƻ ǘƘŜ 
ƛƳŀƎŜ ƻŦ !ŘŞƭŜ wŀǘƛƎƴƻƭƭŜ ŀǎ ǘƘŜ άǇŜǊŦŜŎǘ ƳƻǊǘŀƭ ƳƻǘƘŜǊέ όнффύΦ8 More 
ǊŀŘƛŎŀƭƭȅΣ ŀǎ 9Ƴƛƭȅ ¢ƻǘƘ ǎǳƎƎŜǎǘǎΣ άǘƘŜ ǎŜŀ ǊŜǇǊŜǎŜƴǘǎ ƭƛƳitlessness and 
ǘǊŀƴǎŎŜƴŘŜƴŎŜΣ ŜƴŘǳǊƛƴƎ ōŜȅƻƴŘ ƘǳƳŀƴ ƴƻǘƛƻƴǎ ƻŦ ǘƛƳŜέ όά¢ƛƳŜƭȅ ŀƴŘ 
¢ƛƳŜƭŜǎǎΣέ нтпύΦ !ŦǘŜǊ ǎƘŜ ƛǎ ŦŀǎŎƛƴŀǘŜŘ ǿƛǘƘ aŀŘŜƳƻƛǎŜƭƭŜ wŜƛǎȊΩǎ 
music when Edna learns to swim for the first time, Robert notes the 
spiritual transformation in her:  

 
On the twenty-eighth of August, at the hour of midnight, and if 
ǘƘŜ Ƴƻƻƴ ƛǎ ǎƘƛƴƛƴƎ ώΧϐ ŀ ǎǇƛǊƛǘ ǘƘŀǘ Ƙŀǎ ƘŀǳƴǘŜŘ ǘƘŜǎŜ ǎƘƻǊŜǎ 
for ages rises up from the Gulf. With its own penetrating vision 
the spirit seeks some one worthy to hold him company, worthy 
of being exalted for a few hours into realms of semicelestials. 
ώΧϐ ώ¢ϐƻƴƛƎƘǘ ƘŜ ŦƻǳƴŘ aǊǎΦ tƻƴǘŜƭƭƛŜǊΦ tŜǊƘŀǇǎ ƘŜ ǿƛƭƭ ƴŜǾŜǊ 
wholly release her from the spell. (49-50)  

 
wƻōŜǊǘΩǎ ƧƻƪƛƴƎ ǊŜƳŀǊƪǎ ǊŜǾŜŀƭ ǘƘŜ ǘǊǳǘƘ ŀōƻǳǘ 9ŘƴŀΣ ǿƘƻ ŦǊƻƳ 

that night on, will be haunted with spirits of the sea. Where he does 
not strike the right chord is that this spirit is a she, not a he.   

                                                 
8
 YŀǘƘƭŜŜƴ {ǘǊŜŀǘŜǊ ŎƻƳƳŜƴǘǎ ƻƴ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ 9ŘƴŀΩǎ ǎǳƛŎƛŘŜ ƛƴ ǘƘŜ ǎŜŀΥ 
ά{ȅƳōƻƭƛŎŀƭƭȅ ǎƘŜ ǊŜǘǳǊƴǎ ǘƻ ǘƘŜ womb and the lost mother, suggesting that if she had 
ŜȄǇŜǊƛŜƴŎŜŘ ŀ ƳƻǘƘŜǊ ƛƴ ƭƛŦŜΣ ǎƘŜ ǿƻǳƭŘ ƴƻǘ ƴƻǿ ƘŀǾŜ ǘƻ ǎŜŜƪ ƘŜǊ ƛƴ ŘŜŀǘƘέ όпмрύΦ  
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¢ƻƎŜǘƘŜǊ ǿƛǘƘ ƻǘƘŜǊ ǎƻǳƴŘǎ ƻŦ ƴŀǘǳǊŜΣ ¢ǊŜǳ ǎǳƎƎŜǎǘǎΣ άώǘƘŜ 

sea] stands for a good deal that realism tries to reject. It is subjective, 
and tends to ƘǳƳŀƴƛȊŜ ƴŀǘǳǊŜ ŦƻǊ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ deepest yearningsέ 
(26; emphasis added). These yearnings for the timeless and the 
ƭƛƳƛǘƭŜǎǎ ǎŜŀ ŀǊŜ ǊŜƳƛƴƛǎŎŜƴǘ ƻŦ ǘƘŜ ȅŜŀǊƴƛƴƎ ŦƻǊ ǘƘŜ ƳƻǘƘŜǊΩǎ ǿƻƳōΣ 
ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ŘŜŜǇŜǎǘ ȅŜŀǊƴƛƴƎΦ ¸ŜǘΣ ƛǘ ƛǎ ōƻǘƘ ŀ ōŜƎƛƴƴƛƴƎ ŀƴŘ 
annihilation, and just before she refers to the seductive whispering of 
ǘƘŜ ǎŜŀ άƛƴǾƛǘƛƴƎ ǘƘŜ ǎƻǳƭ ǘƻ ǿŀƴŘŜǊ ŦƻǊ ŀ ǎǇŜƭƭ ƛƴ ŀōȅǎǎŜǎ ƻŦ ǎƻƭƛǘǳŘŜΤ ǘƻ 
ƭƻǎŜ ƛǘǎŜƭŦ ƛƴ ƳŀȊŜǎ ƻŦ ƛƴǿŀǊŘ ŎƻƴǘŜƳǇƭŀǘƛƻƴέ όнрύΣ /ƘƻǇƛƴ ǿŀǊƴǎ ŀōƻǳǘ 
the dangerous side of this possibilityΥ άǘƘŜ ōŜƎƛƴƴƛƴƎǎ ƻŦ ǘƘƛƴƎǎ ώΧϐ ƛǎ 
ƴŜŎŜǎǎŀǊƛƭȅ ǾŀƎǳŜΣ ǘŀƴƎƭŜŘΣ ŎƘŀƻǘƛŎΣ ŜȄŎŜŜŘƛƴƎƭȅ ŘƛǎǘǳǊōƛƴƎΩ Iƻǿ Ƴŀƴȅ 
ǎƻǳƭǎ ǇŜǊƛǎƘ ƛƴ ƛǘǎ ǘǳƳǳƭǘΗέ όнрύΦ 9ƴǘŜǊƛƴƎ ǘƘƛǎ ŎƘŀƻǘƛŎ ŀƴŘ ǘŀƴƎƭŜŘ 
ǾŀƎǳŜƴŜǎǎ ƻŦ ǘƘŜ ǿŀǘŜǊȅ ŜƳōǊŀŎŜ ƻŦ ǘƘŜ ǎŜŀ ƻǊ ǘƘŜ ƳƻǘƘŜǊΩǎ ǿƻƳō 
with the hope of coming out anew is always accompanied with the 
danger of death and annihilation. Yet it is in this chaos and 
entanglement with both life and death that Edna finds the only 
Ǉƻǎǎƛōƛƭƛǘȅ ƻŦ ŦǊŜŜŘƻƳΦ /ƻƳƳŜƴǘƛƴƎ ƻƴ 9ŘƴŀΩǎ ŦƛǊǎǘ ǎǳŎŎŜǎǎ ŀǘ 
swimming after listening to Mademoiselle Reisz, Treu notes that  

 
she experiences panic at the possibility of drowning, but she 
ǇŜǊǎƛǎǘǎΦ /ƘƻǇƛƴ ǘŜƭƭǎ ǳǎ 9Řƴŀ άwanted to swim where no 
ǿƻƳŀƴ ƘŀŘ ǎǿǳƳ ōŜŦƻǊŜΦέ Soon after, as she sits alone on the 
porch of their cottage, Léonce commands her to come in. For 
the first time in the novel, she defies him. Her swimming 
experience has been liberating, partly because it involves 
death.  (32)        
 
²ƘŜƴ 9Řƴŀ ǎǿƛƳǎ ŦƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜΣ άώƘŜǊϐ ǘƘƻǳƎƘǘǎ ŀǊŜ 

ΨǎƻƳŜǿƘŜǊŜ ƛƴ ŀŘǾŀƴŎŜ ƻŦ ƘŜǊ ōƻŘȅΩ ŀƴŘ ǎƘŜ ƛǎ ǳƴŀōƭŜ ǘƻ ΨƻǾŜǊǘŀƪŜ 
ǘƘŜƳΩ όǇΦ рмύέ όIŀƛƭŜȅ-Gregory 301). It is when they are alone on the 
ōŜŀŎƘ ǘƘŀǘ 9Řƴŀ ǘŜƭƭǎ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ŀōƻǳǘ άǘƘŜ ŘŜƭƛŎƛƻǳǎ ǇƛŎǘǳǊŜέ 
that the sea invokes in her mind:  

 
[T]he sight of the water stretching so far away, those 
motionless sails against the blue sky, made a delicious picture 
that I just wanted to sit and look at. The hot wind beating in 
my face made me thinkτwithout any connection that I can 
traceτof a summer day in Kentucky, of a meadow as big as the 
ocean to the very little girl walking through the grass, which 
was higher than her waist. She threw out her arms as if 
swimming when walked, beating the tall grass as one strikes 
out in the water. Oh, I see the connection now!  (29-30) 
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¢ƘŜ ƎǊŜŜƴ ƳŜŀŘƻǿǎ ŀǊŜ 9ŘƴŀΩs safe haven against the 

preaching of her Presbyterian minister father. She remembers 
άǊǳƴƴƛƴƎ ŀǿŀȅ ŦǊƻƳ ǇǊŀȅŜǊǎΣ ŦǊƻƳ ǘƘŜ tǊŜǎōȅǘŜǊƛŀƴ ǎŜǊǾƛŎŜΣ ǊŜŀŘ ƛƴ ŀ 
ǎǇƛǊƛǘ ƻŦ ƎƭƻƻƳ ōȅ Ƴȅ ŦŀǘƘŜǊ ǘƘŀǘ ŎƘƛƭƭǎ ƳŜ ȅŜǘ ǘƻ ǘƘƛƴƪ ƻŦέ όолύΦ [ƛƪŜ ǘƘŜ 
sea, the meadows pose a maternal protection from and an alternative 
ǘƻ ƘŜǊ ŦŀǘƘŜǊΩǎ ǇŀǘǊƛŀǊŎƘŀƭ ŘƻƳƛƴŀƴŎŜΦ CƻǊ 9ŘƴŀΣ ōƻǘƘ ŀǊŜ ǎƛǘŜǎ ƻŦ 
freedom from earthly bonds and a possibility of rebirth. When she 
Ŧƛƴŀƭƭȅ ƛƴǘƻ ǘƘŜ ǿŀǘŜǊ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ƴƻǾŜƭΣ ¢ǊŜǳ ǎŜŜǎ άŀ ƭŀƴƎǳŀƎŜ ƻŦ 
rebirth ŀƴŘ ǊŜōŜƭƭƛƻƴ ŘƻƳƛƴŀǘώƛƴƎϐΦ ώΧϐΦ CǊƻƳ ǘƘŜ ƳƻƳŜƴǘ 9Řƴŀ 
ǊŜƳƻǾŜǎ ƘŜǊ ǎǿƛƳƳƛƴƎ ŎƭƻǘƘŜǎΣ ǎƘŜ ŦŜŜƭǎ ΨƭƛƪŜ ŀ ƴŜǿōƻǊƴ ŎǊŜŀǘǳǊŜΩ 
ό/ƘƻǇƛƴ мфтсΣ ммоύέ όолύΦ [ƛƪŜǿƛǎŜΣ WǸǊƎŜƴ ²ƻƭǘŜǊΣ ŎƻƳǇŀǊƛƴƎ IŜǎǘŜǊ 
Prynne and Edna Pontellier, reaches a similar conclusion:  

 
the brook and the sea are places of empowerment and 
symbolic rebirth, and both women choose such alternative 
sites when they try to rid themselves of the signifiers of their 
bondage, άcasting aside that fictitious self which we assume 
like a garment with which to appear before the worldέ (Chopin 
587). (8-29). 
 
Lƴ ǎǇƛǘŜ ƻŦ ǊŜƧŜŎǘƛƴƎ ƘŜǊ ŦŀǘƘŜǊΩǎ tǊŜǎōȅǘŜǊƛŀƴƛǎƳΣ 9Řƴŀ ƛǎ ƴƻǘ 

obviously without a sense of the spiritual. She explains to her 
ŎƻƳǇŀƴƛƻƴ ǘƘŀǘ άŘǳǊƛƴƎ ƻƴŜ ǇŜǊƛƻŘ ƻŦ Ƴȅ ƭƛŦŜ ǊŜƭƛƎƛƻƴ ǘƻƻƪ ŀ ŦƛǊƳ ƘƻƭŘ 
upon me; after I was twelve end untilτuntilτwhy, I suppose until 
now, though I never though [sic] much about itτƧǳǎǘ ŘǊƛǾŜƴ ōȅ Ƙŀōƛǘέ 
όолύΦ 9ŘƴŀΩǎ ǉǳŜǎǘ ŦƻǊ ǘƘŜ ǘǊŀƴǎŎŜƴŘŜƴǘ ŎƻƛƴŎƛŘŜǎ ǿƛǘƘ ƘŜǊ ŜƴǘǊȅ ƛƴǘƻ 
womanhood around the age of twelve. Sandra M. Gilbert suggests that  

 
The Awakening is a female fiction that both draws upon and 
revises fin de siecle hedonism to propose a feminist and 
matriarchal myth of Aphrodite/Venus as an alternative to the 
masculinist and patriarchal myth of Jesus. (44)9  

                                                 
9
 bƻǘ ŜǾŜǊȅ ŎǊƛǘƛŎ ǎƘŀǊŜǎ DƛƭōŜǊǘΩǎ ǇƻǎƛǘƛǾŜ ŀǘǘƛǘǳŘŜ ǘƻǿŀǊŘǎ 9ŘƴŀΩǎ ƭŀǎǘ ŀŎǘΦ wƻōŜǊǘ ¢ǊŜǳΣ 

provides a survey of criticŀƭ ǊŜǎǇƻƴǎŜǎ ǘƻ ƘŜǊ άǎǳƛŎƛŘŜέΥ  
Lǘ Ƙŀǎ ōŜŜƴ ŀǊƎǳŜŘ ǘƘŀǘ ǎƘŜ ƪƛƭƭǎ ƘŜǊǎŜƭŦ ōŜŎŀǳǎŜ άǎƘŜ Ŏŀƴƴƻǘ ǎŀŎǊƛŦƛŎŜ ƘŜǊǎŜƭŦ ǘƻ ǘƘŜ 
consequences of sexual activity and at the same time is not willing to live without 
ǎŜƴǎǳƻǳǎ ŜȄǇŜǊƛŜƴŎŜέ ό!ƭƭŜƴ мфттΣ нотύΤ ōŜŎŀǳǎŜ ǎƘŜ Řiscovers her role as mother 
makes her continuing development as an autonomous individual impossible (Skaggs 
мфурΣ мммύΤ ōŜŎŀǳǎŜ ǎƘŜ ƛǎ Ǝǳƛƭǘȅ ƻŦ άǎǳŎŎǳƳōƛƴƎ ǘƻ ǘƘŜ ǇǊƻƳƛǎŜǎ ƻŦ ǊƻƳŀƴǘƛŎƛǎƳέ 
(Thornton 1988); because she cannot hope for significant change in American social 
ŀǊǊŀƴƎŜƳŜƴǘǎ ό9ǿŜƭƭ мфусΣ мртύΤ ƻǊ ōŜŎŀǳǎŜ ǎƘŜ Ƙŀǎ ŦŀƛƭŜŘ ŀǎ ŀƴ ŀǊǘƛǎǘΦ ώΧϐ aƛŎƘŀŜƭ 
DƛƭƳƻǊŜ όмфууΣ срύ ώΧϐ ǎŜŜǎ 9ŘƴŀΩǎ ǎǳƛŎƛŘŜ ŀǎ ƳƻǘƛǾŀǘŜŘ ōȅ ƘŜǊ ƛƴŀōƛƭƛǘȅ ǘƻ ŀŘƧǳǎǘ ǘƻ ǘƘŜ 
historical change from impressionism to modernism. Susan Wolkenfeld is certain that 
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9ŘƴŀΩǎ ŎƘƻƛŎŜ ƻŦ ŦǊiends in her childhood testifies to the hold 

that the abstract have upon her. As opposed to flesh-and blood 
aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΣ 9ŘƴŀΩǎ ŦƻǊƳŜǊ ŦǊƛŜƴŘǎ ǿŜǊŜ  

 
all of one typeτthe self-ŎƻƴǘŀƛƴŜŘΦ  ώΧϐ IŜǊ Ƴƻǎǘ ƛƴǘƛƳŀǘŜ 
friend at school had been one of rather exceptional intellectual 
gifts, who wrote fine sounding essays, which Edna admired and 
strove to imitate; and with her she talked and glowed over the 
English classics, and sometimes held religious and political 
conversations. (31) 
 
Edna is inevitably drawn to the philosophical and spiritual, but 

she cannot go beyond the stage of imitation. In terms of platonic 
discourse, Edna seeks to comprehend the world of ideas only through 
their worldly shadows, which may cause misreading of the ideas 
themselves. 

9ŘƴŀΩǎ failure in interpreting signs appears in her relationship 
with Madame Ratignolle. Unaccustomed to physical expressions of 
ŀŦŦŜŎǘƛƻƴΣ 9Řƴŀ ƳƛǎǊŜŀŘǎ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ƘŜǊΦ ά¢ƘŜ 
action was at first a little confusing to Edna, but she soon lent herself 
ǊŜŀŘƛƭȅ ǘƻ ǘƘŜ /ǊŜƻƭŜΩǎ ƎŜƴǘƭŜ ŎŀǊŜǎǎέ όомύΦ Lƴ ǘƘŜ ǇǊŜƎƴŀƴǘ ǿƻƳŀƴΣ 
who flaunts her sexuality in terms of her fecundity and motherhood, 
Edna finds an object of erotic desire.10 aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ 
affectionate and gentle caresses are meant to propose an alternative 
ǘƻ 9ŘƴŀΩǎ ǎŜŀǊŎƘ ŦƻǊ ǘǊŀƴǎŎŜƴŘŜƴŎŜΤ ƘƻǿŜǾŜǊΣ ǘƘŜȅ ŎǊŜŀǘŜ ŀƴ ŜŦŦŜŎǘ 
that Madame Ratignolle does not foresee: Edna awakens to her 
sexuality and channels her yearnings for the transcendent to an 

                                                                                                            
ά/ƘƻǇƛƴ ǇƭŀŎŜǎ 9ŘƴŀΩǎ ǎǳƛŎƛŘŜ ŀǎ ŀ ŘŜŦŜŀǘΣ ŀ ǊŜƎǊŜǎǎƛƻƴΣ ǊƻƻǘŜŘ ƛƴ ŀ ǎŜƭŦ-annihilating 
ƛƴǎǘƛƴŎǘΣ ŀ ǊƻƳŀƴǘƛŎ ǊŜŀƭƛǘȅέ όмфтсΣ ннмύΦ ώΧϐ WƻȅŎŜ 5ȅŜǊ ǎŜŜƳǎ ǘƻ ǾŀŎƛƭƭŀǘŜ ƻƴ ǘƘƛǎ ƛǎǎǳŜΣ 
ƻŦŦŜǊƛƴƎ ǘƘŜ ƛƴǘǊƛƎǳƛƴƎ ƴƻǘƛƻƴ ǘƘŀǘ άǘƘŜ ŀƳōƛƎǳƻǳǎ ǎŜŀ ǎǳǇǇorts the puzzling but 
ǿƻƴŘŜǊŦǳƭ Ǉƻǎǎƛōƛƭƛǘȅ ǘƘŀǘ ǿŜ ŀǊŜ ǘƻ ǾƛŜǿ 9Řƴŀ ƴƻǘ ŀǎ ŘŜŀŘ ōǳǘΣ ǊŀǘƘŜǊΣ ŀǎ ȅŜǘ ǳƴōƻǊƴέ 
όмффоΣ ммпύΦ tŀǘǊƛŎƛŀ ¸ŀŜƎŜǊ ǎŜŜǎ 9ŘƴŀΩǎ ŘŜŀǘƘ ŀǎ ŀ ŦŀƛƭǳǊŜ ƻŦ ƘŜǊ ƳŀƭŜ-derived 
language to sustain her (1987, 446), while Priscilla Leder blames literature itself, in that 
άǘƘŜ ǎǳƛŎƛŘŜ ŀǇǇŜŀǊǎ ƻƴŎŜ ƳƻǊŜ ŀǎ ōƻǘƘ ŦŀƛƭǳǊŜ ŀƴŘ ǘǊƛǳƳǇƘτthe failure of 19

th
 

ŎŜƴǘǳǊȅ ƭƛǘŜǊŀǊȅ ŦƻǊƳǎ ǘƻ Řƻ ƧǳǎǘƛŎŜ ǘƻ ǿƻƳŜƴΩǎ ŜȄǇŜǊƛŜƴŎŜ ŀƴŘ ǘƘŜ ǘǊƛǳƳǇƘ ƻŦ ŀ ǿƻǊƪ 
that at once evokes and exceeds those forms, swimming with its heroine toward the 
20

th
 ŎŜƴǘǳǊȅέ όмффсΣ ннрύΦ  ό¢ǊŜǳ нфύ 

10
  Edna does not, however, realize that she reiterates the dominant gender ideology 

against which she wishes to rebel, because just like the dominant ideologues of her 
day, she equates eroticism with moǘƘŜǊƘƻƻŘΦ άώ!ϐ ǇǊƻŦƻǳƴŘ ŘƛǎǇƭŀŎŜƳŜƴǘ ƻǊ ŎƻƴŦǳǎƛƻƴ 
was introduced by this accommodation [of sexual desire to procreation]: the language 
of feminine sexuality became inextricably intertwined with discourse that had to do 
with child-ōŜŀǊƛƴƎ ŀƴŘ ƳƻǘƘŜǊƘƻƻŘέ ό²ƻƭŦŦ ά¦ƴōŜŀǊŀōƭŜ [ƻƴƎƛƴƎΣέ тύΦ   
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infatuation with Robert.11 {ŜƴǎƛƴƎ 9ŘƴŀΩǎ ǊŜƭǳŎǘŀnce to follow the 
requirements of her social role and her vulnerability to the Creole 
ƳƻǊŜǎΣ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ƳŀƪŜǎ ŀ ŘƛǊŜŎǘ ǊŜǉǳŜǎǘ ǘƻ wƻōŜǊǘΥ ά[Ŝǘ aǊǎΦ 
tƻƴǘŜƭƭƛŜǊ ŀƭƻƴŜΦ ώΧϐ {ƘŜ ƛǎ ƴƻǘ ƻƴŜ ƻŦ ǳǎέ όорύΦ !ŘŞƭŜ ƛǎ ŎŜǊǘŀƛƴƭȅ ǊƛƎƘǘΣ 
for not only is Edna not a Creole nor an adult, but she alone has 
transcendental yearnings that she tries in vain to satisfy in the down-
to-earth Creole world. That is for this last reason, rather than the first 
ǘǿƻΣ ǘƘŀǘ 9Řƴŀ ƛǎ ŀƴ ƻǳǘǎƛŘŜǊ ƛƴ ǘƘŜ DǊŀƴŘ LǎƭŜ ŎƻƳƳǳƴƛǘȅΦ wƻōŜǊǘΩǎ 
aƴǎǿŜǊ ǘƻ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ ǊŜǉǳŜǎǘ ǘƻ ǎǘŀȅ ŀǿŀȅ ŦǊƻƳ 9Řƴŀ ƛǎ ŦŀǊ 
ŦǊƻƳ ǊŜŀǎǎǳǊƛƴƎΥ άǘƘŜǊŜ ƛǎ ƴƻ earthly possibility of Mrs. Pontellier ever 
taking me seriously.  You should have warned me against taking myself 
ǎŜǊƛƻǳǎƭȅέ όотΤ ŜƳǇƘŀǎƛǎ ŀŘŘŜŘύΦ ²Ƙŀǘ wƻōŜǊǘ fails to understand is 
ǘƘŀǘ 9ŘƴŀΩǎ ƛƴǘŜǊŜǎǘ ƛƴ ƘƛƳ ŘƻŜǎ ƴƻǘ ŎƻƳŜ ŦǊƻƳ ŀƴ ŜŀǊǘƘƭȅ ǎƻǳǊŎŜ ōǳǘ 
from some unearthly force that keeps entreating her through the voice 
of the sea. Once her fascination is directed at Robert, Edna will have no 
socially corrective response. Robert serves as the socially 
unacceptable, and, therefore, all the more attractive alternative to 
aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ƛƴ ǊŜǇǊŜǎŜƴǘƛƴƎ 9ŘƴŀΩǎ ǘǊŀƴǎŎŜƴŘŜƴǘŀƭ ȅŜŀǊƴƛƴƎǎΦ 

 It is worth noting that Edna is not attracted by figures such as 
Alcée Arobin and Victor Lebrun. They offer no more than lust while for 
ƘŜǊ ǎŜȄǳŀƭ ƛƴǘƛƳŀŎȅ ǘǊŀƴǎŎŜƴŘǎ ǇƘȅǎƛŎŀƭƛǘȅΦ !ƭŎŞŜ ŎƻƳŜǎ ƛƴǘƻ 9ŘƴŀΩǎ ƭƛŦŜ 
ǿƘŜƴ wƻōŜǊǘ ƛǎ ŀǿŀȅΣ ŀƴŘ άώǎϐƘŜ ǿŀƴǘŜŘ ǎƻƳŜǘƘƛƴƎ ǘƻ ƘŀǇǇŜƴτ
ǎƻƳŜǘƘƛƴƎΣ ŀƴȅǘƘƛƴƎΣ ǎƘŜ ŘƛŘ ƴƻǘ ƪƴƻǿ ǿƘŀǘέ όмнсύΦ 9Řƴŀ ƛǎ ǿŜƭƭ ŀǿŀre 
that Alcée is after another sexual feat through her; therefore, the only 
significance he holds for her is mere sexuality divorced from any 
ƛƴǘƛƳŀŎȅΦ ά!ƭŎŞŜ !Ǌƻōƛƴ ǿŀǎ ŀōǎƻƭǳǘŜƭȅ ƴƻǘƘƛƴƎ ǘƻ ƘŜǊΦ ¸Ŝǘ Ƙƛǎ 
presence, his manners, the warmth of his glances, and above all the 
ǘƻǳŎƘ ƻŦ Ƙƛǎ ƭƛǇǎ ǳǇƻƴ ƘŜǊ ƘŀƴŘ ƘŀŘ ŀŎǘŜŘ ƭƛƪŜ ŀ ƴŀǊŎƻǘƛŎ ǳǇƻƴ ƘŜǊέ 
όмнфύΦ YŀǘŜ /ƘƻǇƛƴ ŘŜǎŎǊƛōŜǎ ǘƘŜ ǎŜƴǎŀǘƛƻƴ ǘƘŀǘ ±ƛŎǘƻǊΩǎ ƪƛǎǎ ŀǊƻǳǎŜǎ ƻƴ 
ƘŜǊ ƘŀƴŘ ƛƴ ǎǘǊƛƪƛƴƎƭȅ ǎƛƳƛƭŀǊ ǘŜǊƳǎΥ ά¢ƘŜ ǘƻǳŎƘ ƻŦ Ƙƛǎ ƭƛǇǎ ǿŀǎ ŀ 
ǇƭŜŀǎƛƴƎ ǎǘƛƴƎ ǘƻ ƘŜǊ ƘŀƴŘέ όмр0). Robert Lebrun has none of the 
womanizing spirit these two men possess; not only is he genuine in his 
feelings for Edna, but his feelings stem from a need for intimacy, albeit 
different from hers. 

                                                 
11

 Lƴ 9ŘƴŀΩǎ ǘǊŀƴǎŦŜǊ ƻŦ ŜǊƻǘƛŎ ŘŜǎƛǊŜ ŦǊƻƳ ŀ ǿƻƳŀƴ ǘƻ ŀ Ƴŀƴ [Ŝ.ƭŀƴŎ ǎŜŜǎ ǇŀǘǊƛŀǊŎƘȅΩǎ 
breaking apart of female bonds that originate in mother-daughter relationship. 
Referring to Adrienne Rich, she states:  
In "Compulsory Heterosexuality and Lesbian Existence," Adrienne Rich argues that 
women's primary emotional and physical bonds (stemming from the mother-daughter 
connection) are with other women and that these drives are forcibly redirected toward 
men by various psychological, emotional, and physical methods. (290). 
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 9ŘƴŀΩǎ ǘǊŀƴǎŦŜǊ ƻŦ ƘŜǊ ŦŜŜƭƛƴƎǎ ƻŦ ŀǘǘŀŎƘƳŜƴǘ ǘƻ wƻōŜǊǘ 

coincides with her success at swimming and the first time she listens to 
Mademoiselle Reisz on the piano. Her music affects Edna like the sea: 
άǘhe very passions themselves were aroused within her soul, swaying 
it, lashing it, as the waves daily beat upon ƘŜǊ ǎǇƭŜƴŘƛŘ ōƻŘȅέ όпп-45). 
Learning to swim the same night, Edna is overjoyed with the sense of 
freedom that she associates with the sea. 

 
A feeling of exultation overtook her, as if some power of 
significant import had been given her soul. She grew daring 
and reckless, overestimating her strength. She wanted to swim 
far out, where no woman had swum before. (47) 
 

Lƴ ŦŀŎǘ 9ŘƴŀΩǎ ŀƳōƛǘƛƻƴǎ ŀǊŜ ƎǊŜŀǘŜǊΥ ǎƘŜ ǿƛǎƘŜǎ ǘƻ ǊŜŀŎƘ ǿƘŜǊŜ ƴƻ 
ƭƛǾƛƴƎ ƘǳƳŀƴ Ƙŀǎ ǊŜŀŎƘŜŘ ōŜŦƻǊŜΦ YŀǘŜ /ƘƻǇƛƴ ŘŜǎŎǊƛōŜǎ ǘƘŜ ƴƛƎƘǘΩǎ 
activities ǿƛǘƘ ǿƻǊŘǎ ǎǳŎƘ ŀǎ άƳȅǎǘƛŎέ ŀƴŘ άƳȅǎǘŜǊȅΦέ CƻǊ ǘƘŜ ŦƛǊǎǘ ǘƛƳŜ 
ƛƴ ǘƘŜ ƴƻǾŜƭ 9ŘƴŀΩǎ ƳƛƴŘΣ ŦǊŜŜŘ ŦǊƻƳ ƛƳŀƎŜǎΣ ǎǳǊǇŀǎǎŜǎ ǘƘŜ ǘŀƴƎƛōƭŜ 
and finds itself in a mystic territory, moved by an unknown power. This 
mood, however, will not remain with her long. The dreams that she 
has that night confirm for her the unattainable nature of her yearnings. 
{ƘŜ ƛǎ άŘƛǎǘǳǊōŜŘ ǿƛǘƘ ŘǊŜŀƳǎ ǘƘŀǘ ǿŜǊŜ ƛƴǘŀƴƎƛōƭŜΣ ǘƘŀǘ ŜƭǳŘŜŘ ƘŜǊΣ 
leaving only an impression upon her half-awakened senses of 
ǎƻƳŜǘƘƛƴƎ ǳƴŀǘǘŀƛƴŀōƭŜέ όррύΦ [ƛƪŜ ǘƘŜ ǎŜa, her own dreams warn Edna 
about her undertaking an essentially elusive and intangible pursuit. 
Waking up to find that she is surrounded by phenomena, Edna hopes 
to rekindle through Robert a sense of what she felt the night before. 
Her expectations from Robert, however, are doomed to failure for 
Edna from the start because he speaks as person bound to this earth 
whereas she is a human being beginning to awaken to a higher reality. 
She cannot express the sentiments she felt listening to Mademoisell 
wŜƛǎȊΩǎ Ǉƛŀƴƻ ŀƴŘ ǎǿƛƳƳƛƴƎ ōŜŎŀǳǎŜΣ ŀŎŎƻǊŘƛƴƎ ǘƻ aƻǳΣ wƻōŜǊǘΩǎ 
position as a male character makes it impossible to understand her 
words:  

 
[H]e, as another consciousness representing liberal male 
perceptions about women, not only fails to understand Edna, 
but also, consciously or unconsciously, tries to play down the 
ƛƳǇƻǊǘŀƴŎŜ ƻŦ ƘŜǊ ŦƛǊǎǘ ǎǳŎŎŜǎǎŦǳƭ ǎǿƛƳΦ ώΧϐ wƻōŜǊǘ ƛǎ ƴƻǘ ǘƘŜ 
ƎŜƴǳƛƴŜ ǊŜŀǎƻƴ ōŜƘƛƴŘ 9ŘƴŀΩǎ ŜƳƻǘƛƻƴŀƭ ŀǿŀƪŜƴƛƴƎΦ ώΧϐ .ǳǘ 
Edna mistakenly transfers her awakening onto Robert and falls 
in love with him. (109 - 110). 
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The divide between Edna and Robert is not simply or only 

ƎŜƴŘŜǊ ŘƛǾƛŘŜΣ ƘƻǿŜǾŜǊΣ ŦƻǊ wƻōŜǊǘΩǎ ŀǎǇƛǊŀǘƛƻƴǎ ŀǊŜ ŀōƻǳǘ ǘƘƛǎ ǿƻǊƭŘ 
ŀƴŘ ŦǳǘǳǊŜ ƻǊƛŜƴǘŜŘΣ ōǳǘ 9ŘƴŀΩǎ ŀǊŜ ǘǊŀƴǎŎŜƴŘŜƴǘŀƭ ŀƴŘ ǊŜƎǊŜǎǎƛǾŜΦ 

 Her attachment to Robert has the overtones of the filial 
attachment she felt for Madame Ratignolle. Just as a child does not 
distinguish between itself and the world around it, particularly its 
mother, she thinks of him as a part of herself.12 When he leaves her 
ǎƛŘŜΣ άώǎϐƘŜ ǿƻƴŘŜǊŜŘ ǿƘȅ wƻōŜǊǘ ƘŀŘ ƎƻƴŜ away and left her. It did 
not occur to her to think he might have grown tired of being with her 
ǘƘŜ ƭƛǾŜƭƻƴƎ Řŀȅέ όстύΦ ²ƘŜƴ ǎƘŜ ǊŜǘǳǊƴǎ ƘƻƳŜ ŀŦǘŜǊ ǎǿƛƳƳƛƴƎ ŀƭƻƴŜΣ 
ŦƻƭƭƻǿŜŘ ōȅ wƻōŜǊǘΣ ƻƴ ǘƘŜ άƳȅǎǘƛŎέ ƴƛƎƘǘΣ ǘƘŜȅ ǎƛǘ ƻƴ ǘƘŜ ǇƻǊŎƘ 
quietly. Chopin writes that άno multitude of words could have been 
more significant than those moments of silence, or more pregnant 
with the first-ŦŜƭǘ ǘƘǊƻōōƛƴƎǎ ƻŦ ŘŜǎƛǊŜέ όрмύΦ ¢ǿƻ ƻǊǇƘŀƴǎΣ ŘŜǇǊƛǾŜŘ ƻŦ 
parental affection, both Edna and Robert transfer their infantile 
longings for love to each other in this imitation of pre-linguistic 
ŎƻƳƳǳƴƛƻƴΦ ²ƛǘƘ wƻōŜǊǘΩǎ ŘŜǇŀǊǘǳǊŜΣ 9Řƴŀ ƛǎ ƭŜŦǘ άǿƛǘƘ ǘƘŜ ōƛǘƛƴƎ 
conviction that she had lost that which she had held, that she had been 
denied that which her impassioned, newly awakened being 
demandedέ όтсΤ ŜƳǇƘŀǎƛǎ ŀŘŘŜŘύΦ 

wƻōŜǊǘΩǎ ŀōǎŜƴŎŜ ǊŜǎǳƭǘǎ ƛƴ 9ŘƴŀΩǎ ŦǳǊǘƘŜǊ ƛŘŜŀƭƛȊŀǘƛƻƴ ƻŦ ƘƛƳ 
and shaping her memories of him to represent her existential 
yearnings. She attributes to him her desires without really expecting 
him to validate them actually. Kate /ƘƻǇƛƴ ŘŜǎŎǊƛōŜǎ 9ŘƴŀΩǎ ŦŜŜƭƛƴƎǎ 
concerning Robert in terms of both a longing for transcendence and a 
pre-symbolic symbiosis:  

 
It was not that she dwelt upon details of their acquaintance, or 
recalled in any special or peculiar way his personality; it was his 
being, his existence, which dominated her thought, fading 
sometimes as if it would melt into the mist of the forgotten, 
reviving again with an intensity which filled her with an 
incomprehensible longing.  (90; emphasis added) 
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 !ŎŎƻǊŘƛƴƎ ǘƻ ²ƻƭŦŦΣ άwƻōŜǊǘ ƛǎ ƴƻǘ ŎƻƴŎŜƛǾŜŘ ƻŦ ŀǎ ŀ ǎŜǇŀǊŀǘŜΣ ƛƴŘƛǾƛŘǳŀǘŜŘ ōŜƛƴƎΦ  
ώΧϐ ώhϐƴŎŜ ǇƘȅǎƛŎŀƭƭȅ ŀōǎŜƴǘΣ ƘŜ Ŏŀƴ ōŜ ƳŀŘŜ ƳŀƎƛŎŀƭƭȅ ǇǊŜǎŜƴǘ ŀǎ ŀ ǇƘŀƴǘƻƳΣ ŀƴ 
ƻōƧŜŎǘ ƻŦ ƘŜǊ ƛƳŀƎƛƴŀǘƛƻƴέ όά¢Ƙŀƴŀǘƻǎ ŀƴŘ 9ǊƻǎΣέ пррύΦ Lƴ ǘƘŜƛǊ ŀǊǘƛŎƭŜ άYŀǘŜ /ƘƻǇƛƴΥ 
Pre-CǊŜǳŘƛŀƴ CǊŜǳŘƛŀƴΣέ ²ŀƭǘŜǊ ¢ŀȅƭƻǊ ŀƴŘ Wƻ !ƴƴ .Φ CƛƴŜƳŀƴ ŀǊƎǳŜ ǘƘŀǘ 9Řƴŀ 
ŎƻƴǘƛƴǳŜǎ ǘƻ ƭƛǾŜ ƛƴ ǘƘŜ άΨƻŎŜŀƴƛŎ ǎǘŀǘŜΣΩ ŀ ǇŜǊƛƻŘ ƻŦ ŜŀǊƭȅ ŎƘƛƭŘƘƻƻŘ ǿƘŜƴ ǘƘŜ ƛƴŦŀƴǘΣ 
unaware of the boundaries between her own body, her ƳƻǘƘŜǊΩǎΣ ŀƴŘ ƘŜǊ 
ŜƴǾƛǊƻƴƳŜƴǘΣ ƛŘŜƴǘƛŦƛŜǎ ŜǊƻǘƛŎŀƭƭȅ ǿƛǘƘ ŀƭƭ ǘƘǊŜŜέ όорύΦ   
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Robert continues to represent the spiritual communion that 

Edna seeks until he assumes a role that establishes his separate 
identity rooted in social mores. Lƴ ǊŜǎǇƻƴǎŜ ǘƻ 9ŘƴŀΩǎ 
incomprehensible longing, Robert can only respond in a marriage 
proposal; because unable to imagine anything beyond the material, he 
is stuck in a world made up only of social customs.  

 
Edna has gone far beyond the point that Robert is willing to 
venture for loveτthat he is still held by the community belief 
in the sanctity of the marriage bond and thus the need of the 
husband to condone any loosening of this bond, and that he is 
deeply disturbed, despite his love for Edna, to find that she 
does not accept this belief. (Pizer, no p.) 
  
 Up to that point, however, Robert occupies center-stage in 

9ŘƴŀΩǎ ƭƛŦŜΦ Lƴ Ƙƛǎ ŀōǎŜƴŎŜΣ Ƨǳǎǘ ŀǎ ǎƘŜ ŘƻŜǎ ƛƴ ƘŜǊ ƭƻǎǘ ƳƻǘƘŜǊΩǎ 
absence, Edna substitutes for him with art. For example, she takes up 
painting more seriously than before and aspires to become an artist 
like Mademoiselle Reisz. However, because she never takes up 
painting for its own sake rather than a replacement, art seems to hold 
ƴƻƴŜ ƻŦ ǘƘŜ ǎƛƎƴƛŦƛŎŀƴŎŜ ŀƴŘ ŎŜƴǘǊŀƭƛǘȅ ƛƴ 9ŘƴŀΩǎ ƭƛŦŜ ŀǎ ƛǘ ŘƻŜǎ ƛƴ 
aŀŘŜƳƻƛǎŜƭƭŜ wŜƛǎȊΩǎΦ Lƴ ŦŀŎǘΣ aŀŘŜƳƻƛǎŜƭƭŜ wŜƛǎȊΩǎ ŜȄŀƳǇƭŜ ŀƴŘ ŀǊǘ 
seem to come closest to the transcendent, which Edna seeks. 
However, her maternal fantasies and yearnings misdirect her to 
Madame Ratignolle, who offers nothing other than what Edna is trying 
to escape.  

 
Mademoiselle Reisz functions as the only example of a free, 
independent woman whose hardiness Edna must emulate if 
she is to succeed and soar above άǘǊŀŘƛǘƛƻƴ ŀƴŘ ǇǊŜƧǳŘƛŎŜΦέ 
There is no question that the older woman provides Edna with 
a more viable model than Adele Ratignolle, who is, after all, 
trapped without even knowing it. (Thornton 55) 
 
Edna in fact misses an opportunity by taking art to be only an 

imitative act but not another language that connects the world and the 
ǘǊŀƴǎŎŜƴŘŜƴǘΦ wŜƛǎȊ ǿŀǊƴǎ 9Řƴŀ ǘƘŀǘ άǘƘŜ ŀǊǘƛǎǘ Ƴǳst possess the 
courageous soul. ώΧϐ ¢ƘŜ ǎƻǳƭ ǘƘŀǘ ŘŀǊŜǎ ŀƴŘ ŘŜŦƛŜǎέ όсоύΦ Edna, 
however, is only ready to go half-ǿŀȅΤ ǎƘŜ ƛǎ άŘŜǾƻƛŘ ƻŦ ŀƳōƛǘƛƻƴΣ ŀƴŘ 
striving not toward accomplishment, she drew satisfaction from the 
ǿƻǊƪ ƛǘǎŜƭŦέ όмноύΦ {ƘŜ ŀƭǎƻ ŀŘƳƛǘǎ ǘƻ ƘŜǊ ƘǳǎōŀƴŘΣ άL ŀƳ ƴƻǘ ŀ ǇŀƛƴǘŜǊέ 
(96), a self-evaluation that Kate Chopin does ƴƻǘ ŎƻƴǘǊŀŘƛŎǘΦ 9ŘƴŀΩǎ ŀǊǘ 
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ŘƻŜǎ ƴƻǘ ƳƻǾŜ ŀƴȅ ƻƴƭƻƻƪŜǊǎ ŀǎ ǎƘŜ ƛǎ ƳƻǾŜŘ ōȅ aŀŘŜƳƻƛǎŜƭƭŜ wŜƛǎȊΩǎ 
piano playing. Obviously, for Edna, painting is not an end but a means. 
It not only provides a livelihood for her but also serves as a substitute 
for the object of her desire. She goes on to announce to her husband, 
ǳǇǎŜǘ ǿƛǘƘ ƘŜǊ ƴŜƎƭƛƎŜƴŎŜ ƻŦ ƘƻǳǎŜƘƻƭŘ ŘǳǘƛŜǎΣ άLǘ ƛǎƴΩǘ ƻƴ ŀŎŎƻǳƴǘ ƻŦ 
ǇŀƛƴǘƛƴƎ L ƭŜǘ ǘƘƛƴƎǎ Ǝƻέ όфсύΦ13 Edna does know that it is not art, she 
realizes that it is not Robert or even Madame Ratignolle, but her lost 
mother, or the idea of mother that she seeks. She will soon decipher 
the inviting maternal voice of the sea and direct her quest in that way.   

  With Robert gone and her art far from capturing the essence 
of the pre-verbal connection she desperately desires, she seeks the 
mother figure that started her quest and turns her attention back to 
Madame Ratignolle. In fact, she resumes painting on Madame 
wŀǘƛƎƴƻƭƭŜΩǎ ŀŘǾƛŎŜ ŜǾŜƴ ǘƘƻǳƎƘ ƘŜǊ ƻǇƛƴƛƻƴ ƻƴ ƳŀǘǘŜǊǎ ƻŦ ŀǊǘ ƛǎ ƭŜǎǎ 
than valuable. Like a child, Edna needs someone she associates with 
her mother to approve of her pursuits. Encouraged by Madame 
wŀǘƛƎƴƻƭƭŜΩǎ ƪƛƴŘ ǿƻǊŘǎ ƻŦ ǇǊŀƛǎŜ ŦƻǊ ƘŜǊ ǘŀƭŜƴǘΣ 9Řƴŀ ǎŜƛȊŜǎ ǳǇƻƴ ǘƘŜ 
opportunity to prolong her motherly affections. The evening she 
spends with them, however, disappoints Edna immensely because she 
observes the perfect harmony that Madame Ratignolle has with her 
ƘǳǎōŀƴŘΣ ƛƴǎǘŜŀŘ ƻŦ ƘŜǊΦ ά¢ƘŜ wŀǘƛƎƴƻƭƭŜǎ ǳƴŘŜǊǎǘƻƻŘ ŜŀŎƘ ƻǘƘŜǊ 
perfectly.  If ever the fusion of two human beings into one has been 
accomplished on this sphere ƛǘ ǿŀǎ ǎǳǊŜƭȅ ǘƘŜƛǊ ǳƴƛƻƴέ όрсΤ ŜƳǇƘŀǎŜǎ 
added). However, for Edna this night turns into a disappointment, 
ōŜŎŀǳǎŜ ǎƘŜ ǿŀƴǘǎ ǘƻ ŀŎƘƛŜǾŜ ƳƻǊŜ ǘƘŀƴ άǘƘƛǎ ǎǇƘŜǊŜέ ǿƛƭƭ ƴŀǘǳǊŀƭƭȅ 
allow. She feels  

 
a pity for that colorless existence which never uplifted its 
possessor beyond the region of blind contentment, in which no 
moment of anguish ever visited her soul, in which she would 
never have the tasǘŜ ƻŦ ƭƛŦŜΩǎ ŘŜƭƛǊƛǳƳ. (93-94)  
 

Kate Chopin reveals though that Edna herself is not sure of what she 
ƳŜŀƴǎ ōȅ άƭƛŦŜΩǎ ŘŜƭƛǊƛǳƳΦέ Lǘ ƛǎ άǎƻƳŜ ǳƴǎƻǳƎƘǘΣ ŜȄǘǊŀƴŜƻǳǎ 
ƛƳǇǊŜǎǎƛƻƴέ όфпύΦ 
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 !ŎŎƻǊŘƛƴƎ ǘƻ aƛŎƘŀŜƭ ¢Φ DƛƭƳƻǊŜΣ 9ŘƴŀΩǎ ǇŀƛƴǘƛƴƎǎ ŀǊŜ ŀ ǇŀǊǘ ƻŦ ƘŜǊ ŀǎǇƛǊŀǘƛƻƴ ǘƻ 
rebel against the norms of Nature, which she associates with the Creole rules of 
marital relatiƻƴǎƘƛǇǎΦ {ƘŜ ǘǊƛŜǎ ǘƻ ŎǊŜŀǘŜΣ ǘƘŜǊŜŦƻǊŜΣ άŀƴŘ ƛƳŀƎŜƭŜǎǎ ŀǊǘ ώǘƘŀǘϐ ƛǎ 
autonomous, neither mirroring nor duplicating an external form, and it shakes Edna to 
ǘƘŜ ŘŜǇǘƘǎ ōŜŎŀǳǎŜ ƛǘ ǇǊƻǾƛŘŜǎ ŜƴǘǊŀƴŎŜ ǘƻ ǘƘŜ ǎǳōƧŜŎǘƛǾŜ ǿƻǊƭŘ ƻŦ ŦŜŜƭƛƴƎǎέ όтуύΦ 
5ŜǎǇƛǘŜ 9ŘƴŀΩǎ ŜŦŦƻǊǘǎΣ ƘƻǿŜǾŜǊΣ άώƴϐŜƛǘƘŜǊ ǘƘŜ ƘŜǊƻƛƴŜ ƴƻǊ ƘŜǊ ŎǊŜŀǘƻǊ ƛǎ ŎŀǇŀōƭŜ ƻŦ 
ƛƳŀƎƛƴƛƴƎ ŀƴ ŀǿŀƪŜƴŜŘ ǎŜƭŦ ƭƛōŜǊŀǘŜŘ ŦǊƻƳ ƳƛƳŜǘƛŎ ŎƻƴǎƛǎǘŜƴŎȅέ όуоύΦ 
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 9ŘƴŀΩǎ ƭƻƴƎƛƴƎ ƛǎ ǎǳǎǇŜƴŘŜŘ ōŜǘǿŜŜƴ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ŀƴŘ 

Robert, both of whom have proven unattainable, the former by virtue 
of her domestic commitments and the latter by being physically 
absent. It is not clear to Edna to which of these personified objects of 
desire her longing is directed. Edna refers to the object of her desire as 
ǘƘŜ άōŜƭƻǾŜŘ ƻƴŜέ ǘǿƛŎŜ ƛƴ ǘƘŜ ōƻƻƪΦ ¢ƘŜ ŦƛǊǎǘ ƻŦ ǘƘŜǎŜ ǊŜŦŜǊŜƴŎŜǎ 
takes place at the dinner, which neither Madame Ratignolle nor Robert 
attends. The second takes place after she has waited on Madame 
wŀǘƛƎƴƻƭƭŜΩǎ accouchement and is on her way to meet Robert, who, she 
finds, has left. Because Edna has announced her independence to 
Robert and left him for Madame Ratignolle in order to fulfil her 
promise to accompany her during her childbirth, there is reason to 
believe that for Edna Madame Ratignolle still has priority. It is 
ŜǎǎŜƴǘƛŀƭƭȅ ƻōǎŜǊǾƛƴƎ ƘŜǊ ƎƛǾƛƴƎ ōƛǊǘƘΣ ǊŀǘƘŜǊ ǘƘŀƴ wƻōŜǊǘΩǎ ŜƴǎǳƛƴƎ 
departure, that obliterates all hope for a communion with the beloved 
one. 

 aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ accouchement awakens Edna from a long 
yet disturbed dream that she desperately wishes to continue. This 
crucial event confirms for Edna that Madame Ratignolle has pressing 
ǇǊƛƻǊƛǘƛŜǎ ƛƴ ƘŜǊ ƭƛŦŜ ƴƻǿ ŀǎ ǘƘŜ ƳƻǘƘŜǊ ƻŦ ŀƴ ƛƴŦŀƴǘΣ ǘƘǳǎ ǎŜŀƭƛƴƎ 9ŘƴŀΩǎ 
sense of isolation on many levels. She witnesses once again that life 
begins with a prime act of separation with no return to the previous 
unity; the rest of life is built on separated and isolated individual 
existences. This event also confirms the futility and deception of love 
and sexual desire. These feelings are no more than a passing whim, the 
present beloved only being a temporary filler of a vacuum that is 
impossible to be fittingly full of any natural substance. Edna muses 
ǿƘƛƭŜ ǿŀƭƪƛƴƎ ǘƻ ǘƘŜ ōŜŀŎƘ ǘƻ ƘŜǊ Ŧƛƴŀƭ ŀŎǘ ƻŦ ŘŜŦƛŀƴŎŜΣ ά[t]o-day it is 
!ǊƻōƛƴΤ ǘƻƳƻǊǊƻǿ ƛǘ ǿƛƭƭ ōŜ ǎƻƳŜƻƴŜ ŜƭǎŜέ όмууύΦ Lƴ ŦŀŎǘ ƘŜǊ ŀǊƻǳǎŜŘ 
ǎŜȄǳŀƭƛǘȅ ƛǎ ƴƻ ƳƻǊŜ ǘƘŀƴ bŀǘǳǊŜΩǎ ǘǊŀǇ ǘƻ ŎƻƴǘǊƛōǳǘŜ ǘƻ the 
ƳǳƭǘƛǇƭƛŎŀǘƛƻƴ ƻŦ ƭƛǾŜǎ ƻƴ ŜŀǊǘƘΦ Lƴ 5ǊΦ aŀƴŘŜƭŜǘΩǎ ǿƻǊŘǎΣ άȅƻǳǘƘ ƛǎ 
given up to illusions. It seems to be a provision of Nature; a decoy to 
ǎŜŎǳǊŜ ƳƻǘƘŜǊǎ ŦƻǊ ǘƘŜ ǊŀŎŜέ όмупύΦ IŀǾƛƴƎ ŦŀƭƭŜƴ ƛƴǘƻ ǘƘƛǎ ǘǊŀǇ ƘŜǊǎŜƭŦ 
as the mother of two children, Edna realizes that rebellion against 
bŀǘǳǊŜ ŜǉǳŀǘŜǎ ǿƛǘƘ ŀƴƴƛƘƛƭŀǘƛƻƴ ƻŦ ƭƛŦŜ ƛǘǎŜƭŦΦ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜΩǎ 
ǿƻǊŘǎΣ ά¢Ƙƛƴƪ ƻŦ ǘƘŜ ŎƘƛƭŘǊŜƴΣ 9ŘƴŀΦ hƘΣ ǘƘƛƴƪ ƻŦ ǘƘŜ ŎƘƛƭŘǊŜƴΗ 
Remember them,έ ŜŎƘƻ ƛƴ ƘŜǊ ƳƛƴŘ ŀǎ ǎƘŜ ǿŀƭƪǎ ōŀŎƪ ǘƻ ŦƛƴŘ wƻōŜǊǘΦ 
Her children seem to her as the most concrete reminders of her ties to 
the material world weighing her down like an anchor to this world. She 
faces the choice of motherly responsibilities, which will mean that she 
ǿƛƭƭ ƘŀǾŜ ǘƻ ƎƛǾŜ ǳǇ άǘƘŜ ŜǎǎŜƴǘƛŀƭΣέ ƘŜǊǎŜƭŦΣ ƻǊ ƪŜŜǇ ƛǘ ŦƻǊ ƘŜǊǎŜƭf, which 
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she cannot do as a mother who has contributed to this world as long as 
she is part of it. Edna tragically acknowledges that  

 
[she] has defied the wrong thing, the mere phenomenal forms 
of the Will, not the Will itself. Hence, she is not only too late, 
insofar as she has already been άŘǳǇŜŘέ into motherhood, but 
she is too wrong in that she has inflamed rather than 
suppressed her desires. (Camfield  115)   
 

Life offers to Edna only variations on the theme of transcendence in 
lovers and in surrogate mothers, but it never reveals the transcendent 
itself. Edna tries in vain to negotiate with the rule-makers of life. As 
long as they provide an object to satisfy her unattainable yearnings, 
she is appeased. However, both Robert and Adéle prove to Edna to be 
no more than the obstacles she fights against and fake representations 
of the transcendent that defies any earthly representation. 

 Chopin announced her views on suicide in response to a 
society page interview by Post-Dispatch ƻƴ ǿƻƳŜƴ ŀƴŘ ǎǳƛŎƛŘŜΥ ά¢ƘŜ 
tendency to self-destruction is no more pronounced among society 
women than it ever was, according to my observation. ώΧϐ .ǳǘ Řƻ ƴƻǘ 
ƳŜƴ Řƻ ǘƘŜ ǎŀƳŜ ǘƘƛƴƎ ŜǾŜǊȅ ŘŀȅΚ  ²Ƙȅ ŀƭƭ ǘƘƛǎ ǘŀƭƪ ŀōƻǳǘ ǿƻƳŜƴΚέ 
ό¢ƻǘƘ ά5ƛǾƛƴŜ [ƻǾŜ ŀƴǎŘ {ǳƛŎƛŘŜΣέ мнлύΦ /ƘƻǇƛƴΩǎ ǾƛŜǿ ǘƘat suicide is not 
an issue primarily connected to femininity testifies to the fact that 
9ŘƴŀΩǎ ǎǳƛŎƛŘŜ ǎǘŜƳǎ ŦǊƻƳ ǘƘŜ ƭƛƳƛǘŀǘƛƻƴǎ ƻŦ ƘǳƳŀƴ ŎƻƴŘƛǘƛƻƴΣ ƻƴƭȅ 
worsened by the social forces in the case of women. To a considerable 
extent, Edna manages to cast off the requirements of her social role: 
She rejects the major patriarchal institutions that bind her, including 
ƳŀǊǊƛŀƎŜΣ ōƻǘƘ ƘŜǊ ŦŀǘƘŜǊΩǎ tǊŜǎōȅǘŜǊƛŀƴƛǎƳ ŀƴŘ ƘŜǊ ƘǳǎōŀƴŘΩǎ 
Catholicism, and the wealth that he brings to her life from his business. 
Before she plunges into the sea, as the last symbolic act of her 
renunciation of everything that society has bound her with, she takes 
off her clothes. Her rejection of social mores, however, does not bring 
her the long-sought sense of pre-linguistic bliss. She has to leave 
behind everything that belongs to this world. Unless she annihilates 
the last remnant of her material possession, namely her bodily 
existence, she will never be divested of her obstacles.  

 
Like the eternal self-ǊŜƴŜǿŀƭ ƻŦ ǘƘŜ ǎŜŀΣ 9ŘƴŀΩǎ ǊŜōƛǊǘƘ marks a 
return: to childhood, to the άblue-grass ƳŜŀŘƻǿέ ǿƛǘƘ άƴƻ 
ōŜƎƛƴƴƛƴƎ ŀƴŘ ƴƻ ŜƴŘέ from which she had gained so much 
plŜŀǎǳǊŜ ŀǎ ŀ ȅƻǳƴƎ ƎƛǊƭΣ ǘƻ ǘƘŜ άƻŎŜŀƴƛŎ ƳŀǘŜǊƴŀƭ ǎǇŀŎŜέ of the 
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ǿƻƳōΦ 9ŘƴŀΩǎ ǎǳƛŎƛŘŜΣ ƛŦ ǘƘŀǘ ƛǎ ǿƘŀǘ ƛǘ ƛǎΣ is a homecoming. 
(Heilmann 101)  
 

When Edna finally answers the sonorous and seductive call of the sea, 
then, she is choosing not death, but another form of life, where she 
will reunite with her mother. Her destination turns out to be her point 
of origin, her home where she belongs and where she will never feel 
orphaned or rejected; it is her native element in whose sensuous 
embrace she will feel safe and loved. At least this is what Edna hopes 
to attain with her last plunge into the absolute unknown. 
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Y!¢9 /IhtLbΩLb ¦¸!bL  (THE AWAKENING) ROMANINDA EDNA 
thb¢9[[L9wΩbLb 5h[!a.!4[L  !bb9 ¸h[/¦[¦FU 

 
YŀǘŜ /ƘƻǇƛƴΩƛƴ ¦ȅŀƴƤǒ (The Awakeningύ ŀŘƭƤ ǊƻƳŀƴƤƴƤƴ ōŀǒƪŀƘǊŀƳŀƴƤ 

9Řƴŀ tƻƴǘŜƭƭƛŜǊΩƛƴ ŀǊŀȅƤǒƤ DǊŀƴŘ LǎƭŜΩŘŀ YǊŜƻƭΩƭŜǊƛƴ ǘŜƴǎŜƭ ŀǘƳƻǎŦŜǊƛ ƛœƛƴŘŜΣ 
Madame Ratignolle ve Robert Lebrun ƛƭŜ ȅŜƴƛ ōŜƴƭƛƐƛƴƛ ƘƛǎǎŜǘǘƛƐƛ ȅŀȊƤƴ ōŀǒƭŀǊΦ 
/ƘƻǇƛƴΩƛƴ άŀƴƴŜ-ƪŀŘƤƴέ ŘƛȅŜ ƴƛǘŜƭŜŘƛƐƛ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ŜǊŘŜƳƭƛƭƛƐƛȅƭŜΣ 
ƎǸȊŜƭƭƛƐƛȅƭŜ ǾŜ ŀƴƴŜƭƛƐƛȅƭŜ ǘƻǇƭǳƳǎŀƭ ƻƭŀǊŀƪ ƻƴŀȅƭŀƴŀƴ ǘǸƳ ƪŀŘƤƴƭƤƪ ƴƻǊƳƭŀǊƤƴƤ 
ōŀǊƤƴŘƤǊƤǊΦ !ƴƴŜǎƛƴƛ œƻƪ ŜǊƪŜƴ ōƛǊ ȅŀǒǘŀ ƪŀȅōŜǘƳƛǒ ƻƭŀƴ Edna, annesinin 
ƪŀȅōƤƴŘŀƴ ƪŀƭŀƴΣ ŘŀƘŀ ǀƴŎŜƭŜǊƛ ōŀǎǘƤǊƳŀȅƤ ōŀǒŀǊŀōƛƭŘƛƐƛ ōƻǒƭǳƐŀ ǳȅŀƴŀǊŀƪ 
ōǳƴǳ ƎŜƴœ ƪŀŘƤƴƭŀ ǀǊǘƳŜȅŜ œŀƭƤǒƤǊΦ wƻƳŀƴ œƻƐǳ ƪŜȊ ōƛǊ ƪŀŘƤƴƤƴ ŎƛƴǎŜƭ ǳȅŀƴƤǒƤ 
ƻƭŀǊŀƪ ŜƭŜ ŀƭƤƴǎŀ ŘŀΣ 9ŘƴŀΩƴƤƴ ǳȅŀƴƤǒƤƴƤƴ ŀǊŘƤƴŘŀ ŘŀƘŀ ŘŜǊƛƴ ǾŜ ŀǊƪŀƛƪ ōƛǊ ŀƴƴŜ 
özlemi bulunur. Edna bu özlemini önce Madame Ratignolle, sonra da 
9ŘƴŀΩƴƤƴ ƘŀȅŀǘƤƴŘŀ ǀƴŎŜƭƛƪ ŀƭŀōƛƭƳŜƪ ƛœƛƴ ƻƴǳƴƭŀ ȅŀǊƤǒŀƴ wƻōŜǊǘ ƛƭŜ 
ƪŀǇŀǘƳŀȅŀ œŀƭƤǒƤǊΦ !ƴŎŀƪΣ ǊƻƳŀƴŘŀ ōǳ ƪŀƴƭƤ ŎŀƴƭƤ ƛƴǎŀƴƭŀǊŘŀƴ œƻƪ ŘŀƘŀ ƎǸœƭǸ 
ōƛǊ ŀƴƴŜƭƛƪ ƎǸŎǸ ƻƭŀƴ ŘŜƴƛȊΣ ǳȅŀƴƤǒƤƴŘŀƪƛ ŘǀƴǸƳ ƴƻƪǘŀƭŀǊƤƴŘŀ 9ŘƴŀΩȅŀ ƪŃƘ 
ƳƤǊƤƭǘƤƭƤ ƪŃƘ ȅǸƪǎŜƪ ǘƤƴƤƭƤ ōƛǊ ǎŜǎƭŜ ŦƤǎƤƭŘŀǊΦ {ƻƴǳƴŘŀΣ 9Řƴŀ ƘŜƳ ƪƻŎŀǎƤƴƤ ǾŜ 
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œƻŎǳƪƭŀǊƤƴƤΣ ƘŜƳ ŘŜ aŀŘŀƳŜ wŀǘƛƎƴƻƭƭŜ ǾŜ wƻōŜǊǘΩƤ ƎŜǊƛŘŜ ōƤǊŀƪŀǊŀƪ denizin 
œŀƐǊƤǎƤƴŀ ǳȅŀǊΦ {ƻƴǳœ ƻƭŀǊŀƪ ŀǊŀƭŀǊƤƴŘŀƪƛ ƎǀǊǸƴǘǸŘŜƪƛ ǊŜƪŀōŜǘŜ ǊŀƐƳŜƴΣ ōǳ ƛƪƛ 
karakterƛƴ 9ŘƴŀΩƴƤƴ ƎŜǊœŜƪ ƘŜŘŜŦƛ ƻƭŀƴ ǾŜ ŀǒƪƤƴƭƤƐƤ ǎƛƳƎŜƭŜȅŜƴ ŘŜƴƛȊŜ 
ȅƻƭŎǳƭǳƐǳƴŘŀ ȅƻƭŘŀƴ ǳȊŀƪƭŀǒǘƤǊŀƴ ƎŜœƛŎƛ ŘǳǊŀƪƭŀǊ ƻƭŘǳƐǳ ƎǀǊǸƭǸǊΦ   

 
Anahtar sözcükler: ¦ȅŀƴƤǒ (The Awakening), Kate Chopin, Edna 

tƻƴǘŜƭƭƛŜǊΣ ŀƴƴŜ ŀǊŀȅƤǒƤΣ ŘŜƴƛȊΣ ƛƴǘƛƘŀǊΦ 
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SHAKESPEARE'S RECEPTION IN ITALY:  
TWO TRANSLATIONS OF THE TEMPEST. A CASE STUDY 
 
Giuseppe Barbuscia, University of Mostar, Bosnia and Herzegovina, 
g.barbuscia@gmail.com 

 
 
 
Abstract: Literary fortune, as eternal and immutable as it might seem 

in some cases, is always the result of a complex process of mediation, made of 

refusals, negotiations, misunderstandings, even feelings of repulsion and 

devotion. In other words, literary fame is rather a destination than a destiny. If 

Shakespeare acceptance in Europe was an exceptionally tortuous journey, him 

crossing the Alps proved even more problematic. All through the eighteenth-

century Shakespeareôs presence in Italy was virtually non-existent, while the 

first translation of his complete works only appeared in 1831. The first 

performance of a Shakespeare play to ever be attempted in Italy was staged 

around 1843, proving a remarkable fiasco. Two more decades will have to pass 

before a play meets the audienceôs applause, namely Ernesto Rossiôs staging of 

Othello in 1856. From that point, also thanks to the influence of melodrama, 

Shakespeareôs slow process of canonization was on its way to completion. 

The Italian case proves useful to understand how the processes literary 

canonization work. This paper analyzes what reasons may have led the Italian 

literary system to be so exceptionally resistant to Shakespeare, exploring how 

matters of ethnocentrism and chronocentrism are often at work when analyzing 

canonization.  

Finally, the contrastive analysis of two translations of The Tempest 

(Leoniôs from 1815 and Carcanoôs from 1860) will show how translation 

choices are dictated by the translatorôs ideology, thus often mirroring the 

cultural paradigms of the period in which they are produced, but also how 

fundamental they are in shaping those paradigms and ignite cultural change. 

 

Keywords: Shakespeare, translation, manipulation, Italy, 

canonization, The Tempest, Leoni, Carcano, chronocentrism, ethnocentrism. 

 
 
 Shakespeare's reception in Italy 
{ƘŀƪŜǎǇŜŀǊŜΩǎ ǘǊŀƴǎƭŀǘƛƻƴǎ ƛƴ ŜƛƎƘǘŜŜƴǘƘ ŀƴŘ ƴƛƴŜǘŜŜnth 

century Italy 
 
LŦ {ƘŀƪŜǎǇŜŀǊŜΩǎ ǇǊƻŎŜǎǎ ƻŦ ŎŀƴƻƴƛȊŀǘƛƻƴ ƛƴ 9ǳǊƻǇŜ ǿŀǎ 

notoriously problematic, the diffusion of his work in Italy started even 
later and encountered considerable difficulties (Baretti; Bloom xv; 
Collison-Morley; Graf; Morandi; Zvereva). In the eighteenth century, 
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Shakespeare was only just beginning to be taken into account in 
Europe, also thanks to VoltaireΩs influence (who later became a harsh 
opponent of the English playwright), while in Italy he was almost 
completely neglected. In the first half of the century there is only one 
mention of Shakespeare, in the preface of Antonio ContiΩs own play Il 
Giulio Cesare: άSasper [sic] is the Corneille of the English, only far more 
irregular than Corneille, though, like him, he is full of great ideas and 
noble sentimentsέ (Collison-Morley 6). 

Shakespeare was completely unknown to Italians, except to 
those gentlemen who travelled to Britain and became acquainted with 
the English stage. Collison-Morley suggests that 

 
the best proof of the absolute ignorance of Shakespeare that 
prevailed on the other side of the Alps during the early years of 
the eighteenth century is the fact that a man of Apostolo 
ZenoΩs vast learning could write a music-drama, Ambleto 
without ever having heard of Hamlet. (Collison Morley 4) 

 
The first translation of a Shakespeare play appeared only in 

1756 by Domenico Valentini, published in Siena with the title: Il Giulio 
Cesare, Tragedia Istorica di Guglielmo Shakespeare. Some more 
attention was being paid to Shakespeare starting from the second half 
of the century. A translation of Hamlet was completed in 1768 by 
Alessandro Verri, who also translated Othello in 1777. An event of 
major significance was the publishing of the French translation of the 
complete Shakespeare in twenty volumes, between 1776 and 1783. 
Considering that every educated Italian could at least read French, 
while very few knew any English, Pierre LetourneurΩs Théâtre de 
Shakespeare represented the only way to access Shakespeare's 
complete works for most cultivated Italians. Around that time, the 
debate on ShakespeareΩs value as a playwright was growing ever more 
lively and bitter. By the turn of the century Shakespeare was a hot 
topic in Italy, as well as in the rest of Europe, with a few enthusiastic 
admirers and a disdainful majority. In 1798 a Venetian noblewoman, 
Giustina Renier Michiel, published a selection of plays that she had 
translated, including Coriolanus, Macbeth, and Othello. She had 
undertaken a systematic translation of Shakespeare since she was very 
young, but only those three plays were chosen for publication and we 
do not know the extent of the entire corpus.1 These works were not 

                                                 
1
 An anecdote on this woman and her translations has Napoleon as a protagonist. 

During a visit of the emperor to Venice in 1807, she was signalled to him as a translator 
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particularly remarkable, they were in prose and they were actually 
done from LetournerΩs version rather than from English, but they had 
some circulation at the time and they represent the first attempt of an 
extensive translation of Shakespeare. This task was to be better 
accomplished in 1814 by Michele Leoni, who managed to publish seven 
tragedies, mostly in verse: Julius Caesar, Hamlet, Romeo and Juliet, 
Cimbeline, Macbeth, Richard III and The Tempest, to which Othello was 
added in 1825. LeoniΩs translations did a lot to popularize Shakespeare 
in a moment when the debate on the English writer was at its height. 
The first decades of the nineteenth century were fundamental for 
Shakespeare's fame in Italy, as the influence of the Romantic 
movement was bringing about more favourable opinions, while the 
new generations were more open to accept some of ShakespeareΩs 
features that were inadmissible but a few years before. Still, the 
process was all but smooth. LeoniΩs was the widest corpus of 
Shakespeare translations that was ever published until the publication 
of the first complete Shakespeare in Italian by Carlo Rusconi in 1831. 
The early 1830s were a prolific moment for translations: Valletta, 
Soncini, Barbieri and Nicolini translated, in the same period, several 
the single most popular plays, while Giunio Bazzoni and Giacomo 
Sornani published together a collection of six translations. This adds up 
to a total of thirteen single translations, plus RusconiΩs complete 
corpus, only between 1829 and 1830, a clear sign of how seriously 
ShakespeareΩs position in the Italian literary system was changing. No 
other translations were afterwards made though, with the exception of 
CarcanoΩs, who published a selection in 1843, then expanded it in 1857 
and finally published the complete works from 1875 to 1882, the 
second complete edition in Italy, as well as the last one in the 
nineteenth century. 

 
Theatre productions, melodrama, ballet 
 
Even if after the 1830s there are no other significant 

translations to signal, at this point the corpus of translated works is 
quite consistent, with the most popular tragedies counting several 
versions. This does not imply that ShakespeareΩs question was settled. 
The first theatre production of a Shakespeare play, by Gustavo 
Modena, came as late as 1843 (the date is approximate) and it was the 
paragon of the perfect fiasco. Another attempt was made in 1850, in 

                                                                                                            
ƻŦ ǘǊŀƎŜŘƛŜǎΦ IŜ ŀǎƪŜŘ άwŀŎƛƴŜΣ L ǎǳǇǇƻǎŜΚέ ōǳǘΣ ŀǘ ƘŜŀǊƛƴƎ ǘƘŜ ŀƴǎǿŜǊΣ ƘŜ ǘǳǊƴŜŘ Ƙƛǎ 
back upon her in spite (Collison-Morley 78). 
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Padua, but again unsuccessfully, until Ernesto Rossi performed Othello 
at Teatro Re in Milan, the same stage and the same play that had seen 
his master fail miserably about a decade before. This time the play was 
applauded and other productions followed that same year as well as in 
the next ones. Shakespeare was being widely accepted in the last 
decades of the century and his position in the Italian cultural system 
was only bound to grow. Another complete edition by Diego Angeli 
was published in 1911 and many other translations followed, including 
at least six more complete collections, with a significant increase from 
the 1960s. Only the sonnets had to wait until 1944 to be translated by 
Giuseppe Ungaretti, with very few other translations following, only 
one of which before the 1980s. 

The relationship between Shakespearean drama and Italian 
melodrama, as well as ballet or other forms of adaptation, deserves a 
separate mention, as it followed a different course than that of 
translations and critical reception. Opera in nineteenth century Italy 
was as popular as drama in Elizabethan England and creativity in the 
area of melodrama was in constant ferment compared to the generally 
stale theatre production of those days. Up to about fifty compositions 
are directly or indirectly connected to ShakespeareΩs works. Even 
though this number is pretty high, the first that was directly derived 
from a ShakespeareΩs play, which is Verdi's Macbeth on PiaveΩs 
libretto, is only dated 1847, about the same time when theatre 
performances were starting to be attempted. Ballet adaptations were 
somehow more precocious, the first being a Macbeth by dancer and 
choreographer Francesco Clerico, in 1802. There is also evidence of a 
Hamlet that was prohibited in Parma four years earlier, due to political 
concern of the authorities, who did not appreciate the number of 
assassinations in that story. There is also a quantity of theatre 
adaptation that often responded to the attempt of making 
ShakespeareΩs stories formally more acceptable to a public that was 
very hostile towards ShakespeareΩs chaotic and heterogeneous style 
and to the complete negligence for the Aristotelian units in the English 
drama. Even though they are mostly forgotten now, some of these 
adaptations were quite successful if Melchiorre Cesarotti judged 
Conti's Cesare superior to Shakespeare's (Collison-Morley 27). 

Whatever their quality, however, they had some role in 
familiarizing the public with Shakespeare. It is necessary to point out 
that not all of these adaptations had Shakespeare as the main source, 
or even as a source at all, and derivations are not always so neat and 
easy to track. Shakespeare was himself a re-writer, so those stories 
that we now recognize as eminently Shakespearean, often had wider 
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circulation in other versions rather than in ShakespeareΩs plays, 
especially up to the eighteenth century. The case of Zeno's Ambleto 
has already been mentioned and, yet, it is neither a surprising nor an 
uncommon one. ContiΩs Cesare was not a direct adaptation from Julius 
Caesar, but its writer had Shakespeare well present in mind. Bellini had 
probably never even read Shakespeare but derived his I Capuleti e i 
Montecchi (1830) from Della ValleΩs Giulietta e Romeo, which bears 
resemblances with Shakespeare's play but could also have been 
inspired by any of the many re-writings of the story (Italian or French). 
Bandello's novella itself, the primary source of all these re-writings,2 
had all but a marginal position in the Italian literary system of that 
time. These few examples should give a perspective on the high level 
of intertextuality Shakespeare's play were moving in. 

 
The problems of ethnocentrism and chronocentrism in textual 

exchange 
 
The difficulties of Shakespeare reception in Italy emerge clearly 

from this brief overview. Before trying to account for this fact, 
however, it will be necessary to address some problems on how 
questions related to canonization are approached in literary criticism. 
When trying to explain any criticism that is hostile to Shakespeare, a 
number of recurrent arguments appear frequently. These usually imply 
some form of blindness on the side of eighteenth and nineteenth 
century audiences and critics, some inability to recognize and 
understand a true genius that could not be reduced into the ready-
made categories of the time. Some of the most popular arguments are 
the attachment to the Aristotelian units or to other conventions of a 
stale dramatic tradition (Baretti; Graf 318; Collison-Morley 6-7, 23-25, 
43, 91). 

Even though many of these arguments are valid, they do not 
give a very satisfying idea of how Shakespeare might have been read in 
the eighteenth and nineteenth centuries. Assuming a privileged point 
of view over the past is a form of cultural centrism that too easily 
dismisses decades of critical debates that also involved some of the 

                                                 
2
 Bandello's version (dated 1554) is the one that popularized the story in Italy and 

abroad, but it was directly inspired by Luigi da Porto's Historia novellamente ritrovata 
di due nobili amanti (1530). This, in turn, was derived from the semi-comical Novella 
XXXIII (Mariotto e Ganozza) by Masuccio Salernitano (published posthumously in 
1476), the very first source of the story that we know of. Masuccio's settings, names 
and tones are very different, but the plot is basically the same. Da Porto's version is 
similar in structure to Bandello's, but less famous. 
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most brilliant minds in Europe. The implied logic behind this stance is a 
tautological one: those whose judgement was different from ours were 
wrong because their judgement was different from ours. If we are the 
true depositories of the Shakespearean truth, any different 
understanding is a misunderstanding, it is given no credit and needs to 
be explained as a paradox. 

Irina Zvereva, in an article of 2013, tried to analyse some of the 
possible reasons for Shakespeare's scarce fortune in Italy, concluding 
that the most likely explanation was Italy's closure, even snobbery, to 
other cultures. She suggests the existence of an Italian myth of cultural 
superiority, a sort of conceited attitude that made it more difficult to 
introduce other cultural instances in a country that only accepted its 
own past as a model. A good part of her claim is based on some replies 
to an article of 1816 by Madame de Staël that invited the Italians to be 
more open to recent English and German poetry, as it could be a spring 
of new ideas to renovate a somewhat stale tradition. The replies were 
often harsh and pointlessly patriotic (all the translations, from this 
point on, are mine): 

 
How can she expect that the Italians, whose ears are 
embalmed with the divine singing of a Tasso, a Petrarca, a 
Dante, a Metastasio and of a thousand other sublime swans, 
could find pleasure in those! (Zvereva 263) 

 
Even if it is true that there was, in Italy, some resistance to 

Romantic ideas (or Madame de Staël would not have felt the need to 
write such an invitation), this kind of remarks does not even approach 
a description of the cultural situation in the country. The first problem 
with this theory is the significance of comments like this. Written by 
unidentified readers of a Milan paper, these statements are probably 
not much different in quality and tone from the comments that today 
flood social networks, news portals or YouTube pages with 
ethnocentrism, misquotations and hate-speech. Whether this 
comparison appears plausible or not, such comments are evidently  
But even if we gave any credit to them, there are countless instances 
of the opposite attitude. Already in the eighteenth century many 
Italian intellectuals were looking up to Britain as a model of civilization 
and prosperity. This remark by Alessandro Verri, one of the greatest 
enthusiasts for England and Shakespeare, speaks for itself: 

 
It is natural to our amour propre to regret our inferiority as a 
nation, but reason is on the side of the English. They are 
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markedly superior to the rest of the Continent of Europe and 
are right to treat foreigners as slaves. (Collison-Morley 31) 

 
This is probably one of the most extreme examples of a trend 

that was by no means uncommon. The admiration for England was not 
primarily of literary nature, but did not exclude literature in any way. 
Many British writers enjoyed very high status and had prompt 
reception in Italy. Milton was admired from the start, Swift was 
commonly read and Pope was probably one of the most appreciated 
British writer. Addison's Cato was held among the highest tragedies in 
the modern world, while there are several attempts to produce Italian 
equivalents of his Spectator. Gray and Young were translated and 
imitated frequently enough, while MacphersonΩs Ossian had countless 
admirers who classified it among the masterpieces of mankind, 
together with Dante, Homer and Milton's works. Translations were not 
uncommon either. In the eighteenth and nineteenth centuries there 
are at least fourteen complete Italian translations of Paradise Lost, 
whereas the failed or partial attempts amount to at least another six. 
Some of the translators are among the most eminent intellectuals of 
the time, like Ranieri de' Calzabigi or Ugo Foscolo. Lazzaro PapiΩs 
version is commonly read and studied even today, as it is Foscolo's 
translation of SterneΩs A Sentimental Journey (Zvereva 259-60; 
Collison-Morley). If there was a prejudice in Italy, then, it was not 
generalized but specifically addressed to Shakespeare. Dismissing 
thorny criticism because it is in contrast with present day literary 
ǾŀƭǳŜǎ ǘƘǊƻǳƎƘ ǘƘŜ ŀǎǎǳƳǇǘƛƻƴ ǘƘŀǘ ŀƴ ŜƴǘƛǊŜ ŎƻǳƴǘǊȅΩǎ ŎƻƴǾƛŎǘƛƻƴ ƻŦ 
ŎǳƭǘǳǊŀƭ ǎǳǇŜǊƛƻǊƛǘȅ ǿƻǳƭŘ ǇǊŜǾŜƴǘ {ƘŀƪŜǎǇŜŀǊŜΩǎ ŀŎŎŜǇǘŀƴŎŜΣ ƛǎ 
probably an easy way to solve the question, but also a simplistic and 
widely incomplete one. 

What has been said clearly should not imply that Shakespeare 
was not misunderstood in eighteenth century Italy. But if it is true that, 
ǘƻ Ǉǳǘ ƛǘ ǿƛǘƘ .ƭƻƻƳΣ άŜǾŜǊȅ ǊŜŀŘƛƴƎ ƛǎ ŀ ƳƛǎǊŜŀŘƛƴƎΣέ ŀ ōŜǘǘŜǊ ǿŀȅ ǘƻ 
address the question would be to investigate what these misreadings 
consisted in. Shakespearevs works were very estranging for the Italian 
audience and they often made an extremely upsetting impression. The 
circumstances of the first performance of a Shakespeare play in Italy 
can illustrate this very effectively. Gustavo Modena was probably the 
most appreciated actor in Italy in the nineteenth century, with a steady 
international reputation (Collison-Morley 152).3 In the 1840s, he 

                                                 
3
 Genevieve Ward considered him the best actor she had ever seen (Collison-Morley 

152). 
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decided to perform Othello at Teatro Re in Milan and the outcome was 
disastrous. The audience was expecting to see a tragedy but, when 
they saw Roderigo and Iago shouting in the street to warn Barbantio 
against the Moor, using sexual jokes and racist epithets, they started 
laughing and whispering, not knowing if they were watching a tragedy, 
a comedy or a farce. Soon it was impossible to continue the 
performance and curtains were drawn. Even though at least seven 
translations of Othello had been circulating in Italy for more than fifty 
years, the greater theatre public did not appreciate the abrupt changes 
in tone and register that is so common in Shakespeare. Ernesto Rossi, 
ModenaΩs pupil, made a fresh attempt more than a decade after, with 
more careful preparations and a very different outcome. First of all, he 
opted for a different translation, as LeoniΩs, the one used by his 
ƳŀǎǘŜǊΣ ǿŀǎ ƴƻǘ ǘƻ Ƙƛǎ ǘŀǎǘŜΣ ōŜƛƴƎ άǘƻƻ ƳǳŎƘ ŎƻƴŎŜǊƴŜŘ ǿƛǘƘ ǘƘŜ 
ǘƛƳŜǎΣ ǘƘŜ ǘŀǎǘŜΣ Ƙŀōƛǘǎ ŀƴŘ ŎǳǎǘƻƳǎ ƻŦ ǘƘŜ ǇǳōƭƛŎέ ό/ƻƭƭƛǎƻƴ-Morley 
155). 

He liked Rusconi's enough but thought a stage performance 
should use a verse translation rather than a prose one, so he 
commissioned one from Giulio Carcano. The translation was ready in 
1852 but Rossi felt he had to travel to Paris and London, where he saw 
some performances and met actor Charles Keanes. The production was 
only ready in 1856 but, this time, the Teatro Re responded positively. 
ShakespeareΩs plays thus moved from reading rooms to the stage for 
the first time. 

The concerns of the wider theatre audience, on the other 
hand, had also been the concerns of the most cultivated reading 
public. The debate on Shakespeare had been animated by some 
judgements that frequently recurred. The readers of that time 
generally did not fail to notice what beauty was in Shakespeare's 
works, but they could not forgive his faults, which they perceived as 
much greater. The absence of the unities was seen as unbearably 
unrealistic, the mingling of comical and tragic elements, often in close 
contact, was inconceivable, the mix of poetry and prose was felt as 
clumsy. In the span of a few lines Shakespeare could go from very low, 
even trivial passages to the highest and most memorable ones, from 
banality to sublimity, a fundamental word in the aesthetic criticism of 
the time. Most readers simply could not bear it. The problem of 
ShakespeareΩs faults, however, was not absent from favourable 
criticism either. Even the enthusiasts felt they had to provide a 
justification for them, but they perceived that those were neatly 
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surpassed by his merits (Collison-Morley 90).4 Many scholars tried to 
solve the problem by pointing out to the most troublesome sections as 
spurious additions. Some translators, as we will see, consequently felt 
entitled to obliterate entire passages from the texts. 

The fact that Voltaire hugely influenced, or even prejudiced, 
Shakespeare criticism is very often, and quite correctly, observed. 
Voltaire was an opinion leader of tremendous authority and surely 
many judgements simply followed his own. This argument, though, is 
valid both ways and ShakespeareΩs works later enjoyed the support of 
equally influential intellectualsτsuch as, for instance, Goetheτwho 
determined their success in the European canon. Such a thing as an 
unprejudiced opinion hardly exists at all and, yet, a judgement is not 
necessarily diminished by the fact that it is expressed within a given 
paradigm. On the other hand, it is equally iconoclastic to declare 
Shakespeare a genius when the few who know him consider him a 
barbarian without taste, as it is to judge hiƳ άŀ ŘŀƳƴ Ŧƻƻƭέ5 (Webster 
25-26) when the mainstream opinion has consecrated him to the 
highest place in modern literature. 

The number of quotes that could exemplify the nature of the 
Shakespeare debate is virtually countless. The instance that is given 
here has  particular significance. Ippolito Pindemonte remarked that 

 
what is good in the tragedies of Shakespeare appears as very 
good because it is found among much bad. Some flowers are 
better liked in a wild field. True genius Shakespeare did not 
have, as genius does not split from taste. An ignorant he was 
not, but he had no faculty of invention. (Graf 325) 

 
Pindemonte was a fine poet and translator, his version of the 

Odissey is commonly read in Italy even today and his opinion is 
interesting for at least two reasons. First of all, it summarizes the most 
common contemporary attitudes towards Shakespeare, without being 
a lavish repetition of other ideas. Secondly, in spite of this remark, 

                                                 
4
 ά²Ƙƻ ŘƻŜǎ ƴƻǘ ǎŜŜ ǘƘŜ Ŧŀǳƭǘǎ ŀƴŘ ŜȄǘǊŀǾŀƎŀƴŎŜǎ ƻŦ 5ŀƴǘŜ ŀƴŘ {ƘŀƪŜǎǇŜŀǊŜΚ ¸Ŝǘ ǿƘƻ 

does not feel his mind broadened and ennobled by reading these sublime authors.έ 
¦Ǝƻ CƻǎŎƻƭƻΣ ά[ŜǘǘŜǊ ǘƻ Giambattista Giovio,έ мп ƧŀƴΦ мулфΣ ό/ƻƭƭƛǎƻƴ-Morley 90). The 
parallel with Dante is very interesting. Even though the two have quite a different 
history in their appreciation in Italy and Europe, as well as different positions in those 
systems, both were undergoing a process of re-evaluation in literary criticism at the 
beginning of the century. 
5
 άhƘΣ ǿƘŀǘ ŀ ŘŀƳƴŜŘ Ŧƻƻƭ {ƘŀƪŜǎǇŜŀǊŜ ǿŀǎΗ,έ DΦ.Φ {Ƙŀǿ ƛƴ ŀ ƭŜǘǘŜǊ ǘƻ aǊǎ /ŀƳǇōŜƭƭ 

(Webster 25-26). 
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Pindemonte actually translated Shakespeare and the character of his 
translations is revelatory. He selected and translated only a few 
significant passages from several plays, as a sort of Shakespearean 
anthology. This choice is an emblematic statement: for Pindemonte, 
and for many of his contemporaries, the only way to make 
{ƘŀƪŜǎǇŜŀǊŜ ŀŎŎŜǇǘŀōƭŜ ǿŀǎ ǘƻ ƪŜŜǇ ǘƘŜ άƎƻƻŘέ ŀƴŘ ŘƛǎŎŀǊŘ ǘƘŜ άōŀŘ,έ 
ǘƻ ǎŜƭŜŎǘ ǘƘŜ άǎǳōƭƛƳƛǘȅέ ŀƴŘ ŜȄŎƭǳŘŜ ǘƘŜ άǘǊƛǾƛŀƭƛǘȅ.έ6 This tendency to 
clean Shakespeare is very evident, as we will see, even in the extensive 
translations, especially the earliest ones. 

The terms of the Shakespeare debate and his controversial 
canonization were approximately the same all around Europe and the 
Italian case, despite being particularly delayed, does not seem, in 
substance, so peculiar. As for the problem of translations, moreover, it 
has to be noted that they do not always find a direct place in a given 
culture, even when the text involved is extremely influential and 
unquestioningly accepted. The first complete English translation of 
DanteΩs Divine Comedy, for instance, was published in 1814, Petrarch's 
Canzoniere, arguably the most influential poetic text in Europe, only in 
1854, while BandelloΩs Novelle, that inspired at least four plays of 
ShakespeareΩs,7 only appeared in English in 1890. Notwithstanding, all 
these texts kept on being influential in the British culture for centuries. 
Texts simply circulate in many rewritings of so many kinds that 
translations are often not even perceived as necessary. TextsΩ ways are 
infinite. 

 
Two translations of The Tempest: a case study 
 
The Tempest is a particularly interesting text in our study, 

because it is loaded with elements that might have been problematic to 
readers and challenging to translators. It is an unusual Shakespearean 
play, where magical elements are abundant, Christianity and paganism 
are mixed together, and the comical sections are considerable. It is also 
very visionary, almost of Romantic conception. 

Here we will have a brief look at two translations: the one by 
Michele Leoni (1815) and the one by Giulio Carcano (published 1857-
59, here in the 1860 edition). LeoniΩs version is not particularly 

                                                 
6
 ¢ƘŜǎŜ ǘŜǊƳǎ ŀǊŜ ǳǎŜŘΣ ŀƳƻƴƎ ƻǘƘŜǊǎΣ ōȅ /ŀƭȊŀōƛƎƛΥ άIŜ ƳƛȄŜŘ prose with verse and 

the trivial with the sublime, but with this peculiarity, that his trivial is that of the 
ŎƻƳƳƻƴ ƘŜǊŘΣ Ƙƛǎ ǎǳōƭƛƳŜ ǘƘŀǘ ƻŦ [ƻƴƎƛƴǳǎΦέ ό/ƻƭƭƛǎƻƴ-Morley 44-45). 
7
 Romeo and Juliet, Cymbeline, Twelfth Night and part of Much Ado about Nothing. 

Also Webster, Fletcher, Massinger and Marston were influenced by Bandello's stories. 
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qualitative, but it is extremely interesting because it is the very first 
translation of this play and it will illustrate some peculiarities of the 
earlier approaches to Shakespeare. CarcanoΩs is a later and more 
mature version that will show how those tendencies evolved through 
the years. Both translators had a very significant role in ShakespeareΩs 
reception, being the first and the last to translate a conspicuous corpus 
in the nineteenth century. The over forty years that separate them 
weigh as centuries in critical attitudes towards the author. Leoni's 
versions are those of the harshly debated and controversial 
Shakespeare, CarcanoΩs are those of the canonized Shakespeare. 
Leoni's are the translations of ModenaΩs fiasco, Carcano's are those of 
Rossi's success. 

 
Humour, puns, wordplay 
 
The comical scenes are probably among the most challenging 

to translators for several reasons. Humour is often culture-specific and 
difficult to be transferred across cultures or even across time within 
the same culture. The significant usage of puns in The Tempest makes 
this scenario obviously more difficult. To this, another contingent 
reason should be added. Puns and other such comical devices were 
pretty unpopular in nineteenth century Italy, not because they were 
alien to its tradition, but because they were too much in it. Italian 
Commedia dell'Arte used such repertoires abundantly and, while this 
genre had its time of acclaim and international prestige, it finally wore 
out and became quite repetitive. The fact that The Tempest bears 
similarities with a Commedia dellΩArte play8 (Vaughan) makes the 
scenario more interesting, as it might have made the play more 
familiar for the Italian audience, but also potentially less interesting. 

It is not surprising, therefore, that Carcano feels the need to 
justify the presence of puns in a footnote at their first occurrence, in 
the opening part of the second act: 

 
Some critics believed such puns to be interpolated by the 
actors themselves. In fact, it should be observed that Mr. 
Shakespeare, perhaps in no play more than in this one, proved 
himself sober in the use of such puns and wordplay. (Carcano 
394) 

                                                 
8
 Vaughan and others identified striking resemblances between Prospero and 

Pantalone, Pulcinella and Caliban, while Stephano and Trinculo have their equivalents 
in Arlecchino and Brighella (Vaughan). 



56 FOLIA LINGUISTICA ET LITTERARIA: 

 
He, nonetheless, tries to render them as closely as possible. 

άIŜ ǊŜŎŜƛǾŜǎ ŎƻƳŦƻǊǘ ƭƛƪŜ ŎƻƭŘ ǇƻǊǊƛŘƎŜΣέ όThe Tempest 2.1.10) based 
ƻƴ ǘƘŜ ǇŜŀŎŜκǇŜŀǎ Ǉǳƴ ƻŦ ǘƘŜ ǇǊŜŎŜŘƛƴƎ ƭƛƴŜΣ ōŜŎƻƳŜǎ άLƭ ŎƻƴŦƻǊǘƻ Ǝƭƛ 
ǎŀ ōǳƻƴƻ κ /ƻƳŜ ȊǳǇǇŀ ǎǘŀƴǘƜŀέ όάŎƻƳŦƻǊǘ ǘŀǎǘŜǎ ƎƻƻŘ ǘƻ ƘƛƳΣ ƭƛƪŜ 
stale soup,έ /ŀǊŎŀƴƻ нмсύΣ ǿƘŜǊŜ ǘƘŜ pun is actually lost but the joke 
remains, with the addition of a sarcastic remark and an attempt to 
ŎƻƴǎƻƭƛŘŀǘŜ ǘƘŜ ŜŦŦŜŎǘ ƻŦ άŎƻƭŘ ǇƻǊǊƛŘƎŜέ ǿƛǘƘ ŀƴ ŜǾŜƴ ǎǘǊƻƴƎŜǊ 
άǎǘŀƴǘƜŀέ όǎǘŀƭŜύΦ ! ŦŜǿ ƭƛƴŜǎ ōŜƭƻǿ ǿŜ ŦƛƴŘ ǘƘŜ ŜȄŎƘŀƴƎŜΥ 

 
Gonzalo 
When every grief is entertained that's offered, 
Comes to the entertainer--  
Sebastian 
A dollar. 
Gonzalo 
Dolour comes to him, indeed: you 
have spoken truer than you purposed (Tmp. 2.2.16-20). 

 
The pun dollar/dolour9 is made possible by the double meaning 

ƻŦ άŜƴǘŜǊǘŀƛƴŜǊέ ŀǎ ǘƘŜ one who suffers (entertains) grief or an 
innkeeper. The dialogue is translated: 

 
Gonzalo 
Se al dolor che su noi viene  
Diam esca, allor s'addoppia, e ci rapporta... 
Sebastiano  
Una doppia  
Gonzalo  
È, di ver, doppio dolor  
E diceste più ver che non pensate. 
(-Gon. If we feed the grief that come to us, then it doubles, and 
it gives back -Seb. A coin/A double -Gon. It is, in truth, double 
grief, and you spoke more truly than you think. Carcano 394) 

 
¢ƘŜ Ǉǳƴ ƛǎ ǎƻƳŜƘƻǿ ƳŀƛƴǘŀƛƴŜŘ ǘƘǊƻǳƎƘ ǘƘŜ ǿƻǊŘ άŘƻǇǇƛŀ,έ ŀ 

coin used in several Italian states from the sixteenth to the nineteenth 
ŎŜƴǘǳǊȅΣ ōǳǘ ƻǘƘŜǊǿƛǎŜ ǎƛƳǇƭȅ ƳŜŀƴƛƴƎ άŘƻǳōƭŜέ ƛƴ ƛǘǎ ŦŜƳƛƴƛƴŜ ŦƻǊƳΦ 
The translator still felt that further clarification was needed and added 
another footnote explaining the original wordplay. The first part of that 

                                                 
9
 /ŦΦ YƛƴƎ [ŜŀǊ нΦпΦптΥ ά.ǳǘ ŦƻǊ ŀƭƭ ǘƘƛǎ ǘƘƻǳ ǎƘŀƭǘ ƘŀǾŜ ŀǎ Ƴŀƴȅ ŘƻƭƻǊǎ ŦƻǊ ǘƘȅ ŘŀǳƎƘǘŜǊǎ 
ŀǎ ǘƘƻǳ Ŏŀƴǎǘ ǘŜƭƭ ƛƴ ŀ ȅŜŀǊΦέ 
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scene keeps, in CarcanoΩs version, a high rhythm and a playful tone, 
not distant from the English text. In Leoni, we observe a completely 
different approach. 

 
Insults, profanities and lower register 
 
Even though both translators use unrhymed hendecasyllables ς 

the standard choice to render English iambic pentameters and vice-
versaτLeoniΩs verse is a lot more regular and shows from the very 
beginning a clear effort to ennoble the unpredictable Shakespearean 
matter. The result, usually quite longer than the English text, is 
excessively mellifluous and pompous. The first line of the scene we just 
looked at, from 

 
Beseech you, sir, be merry (Tmp. 2.1.1) 
becomes 
Datti pace, signor; e su tua fronte  
Si distenda il seren del tempo antico. 
(Be at rest, sir, and on thy brow / let the clear sky of old stretch 
out. Leoni 48) 

 
ǿƘŜǊŜ άǎŜǊŜƴέ ōƻǘƘ ƳŜŀƴǎ ŀ ŎƭŜŀǊ ǎƪȅ ŀƴŘ ǇŜŀŎŜ ƻŦ ƳƛƴŘΦ {ƛƳƛƭŀǊƭȅΣ ŀ 
very simple 

 
Prithee, peace (Tmp. 2.1.9) 
can expand into 
Deh, cessa omai! Fa ch'io rimanga in pace. 
(Prithee, cease now! Let me stay at peace. Leoni 48) 
 
Leoni is obviously trying to adjust the text to a different poetic 

standard, using the rhetoric of his time to produce a more harmonious 
and regular work. Some parts of the play simply could not adjust to 
that standard, so they were completely obliterated. From this line, the 
conversation with the puns and jokes is simply omitted and the play 
resumes when Gonzalo and Alonzo talk more seriously about their 
present situation. An omission is also a precise translation choice, and 
a very significant one, as it can reveal the translator's ideology more 
evidently than other choices. 

The handling of low-tone passages, especially where insults 
and profanities are present, is, therefore, especially interesting. In the 
agitated opening scene of the play, the tension of the shipwreck is 
conveyed through an excited and violent dialogue. LeoniΩs rendering 
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has melodramatic tones and loses the fragmentary character of the 
9ƴƎƭƛǎƘΦ Lƴ {ƘŀƪŜǎǇŜŀǊŜΩǎ ǘŜȄǘΣ !ƴǘƻƴƛƻ ǎǇƛǘs out a: 

 
Hang, cur! Hang, you whoreson, insolent noisemaker! 
We are less afraid to be drowned than thou art (Tmp. 1.1.43-
44). 
 
This is considerably smoothed down in Leoni's: 

 
Un vincolo di fune  
Ti soffochi la strozza, ente malnato,  
Senza pudor, senza pietà! Men duole  
Per certo a noi che a te lo andar sommersi. 
(May a ropeΩs tie / Choke thy throat, uncouth being, / 
Shameless and pityless! Being sunken / is surely a lesser pain to 
us than is to you. Leoni 5) 
 
Carcano makes harder efforts to strengthen the curses, that 

are profusely dispensed in the scene, but within certain limits. His 
version of the same lines is: 

 
±ŀΣ ǘΩŀǇǇƛŎŎŀΣ ƻ ǘǊƛǎǘƻ  
Schiamazzator ribaldo! D'annegarci 
Temiam manco di te! 
(Go hang yourself, wretched / rogue noismaker! The drowning 
/ we fear less than you. Carcano 386) 
 
ά±ŀΣ ǘΩŀǇǇƛŎŎŀέ ƛǎ ŘŜŦƛƴƛǘŜƭȅ ƳƻǊŜ ŎƻƭƭƻǉǳƛŀƭΣ ƛƳƳŜŘƛŀǘŜ ŀƴŘ 

ƭŜǎǎ ŀŦŦŜŎǘŜŘ ǘƘŀƴ άǳƴ ǾƛƴŎƻƭƻ Řƛ ŦǳƴŜ ǘƛ ǎƻŦŦƻŎƘƛ ƭŀ ǎǘǊƻȊȊŀ,έ ōǳǘ άǘǊƛǎǘƻέ 
όǿǊŜǘŎƘŜŘύ ƛǎ ǉǳƛǘŜ ŀ ōƭŀƴŘ ǊŜƴŘŜǊƛƴƎ ƻŦ άǿƘƻǊŜǎƻƴΦέ Despite the 
effort, profanities were inadmissible for nineteenth century prudish 
publishing conventions, so the translator opted for a blander 
alternative. 

Most lexical choices in both translations conform to the 
language of contemporary drama and poetry (Abbatelli), but this 
tendency is much stronger in Leoni, who leans a lot more towards 
melodramatic and lofty solutions. This attitude often translates into a 
tendency to delete semantic areas that are not fully admitted in the 
artistic standard of the time, including those words that refer too 
precisely to concrete objects of our world. More vague or general 
terms are usually preferred to those. The first scene obviously abounds 
with nautical references that neither translator refuses to render 
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concretely enough, but only to some exteƴǘΦ ¢ƘŜ ǿƻǊŘ άŎŀōƛƴǎ,έ ŦƻǊ 
ƛƴǎǘŀƴŎŜΣ Ƙŀǎ ŀ ŎƭƻǎŜ ŜǉǳƛǾŀƭŜƴǘ ƛƴ /ŀǊŎŀƴƻϥǎ άŎŀǎŜƭƭƛΣέ but is 
systematically bypassed in Leoni, either through omission or 
ŎƛǊŎǳƳƭƻŎǳǘƛƻƴΦ ά!ƴȅ ŜƳǇŜǊƻǊ ǘƘŀǘ ŜǾŜǊ ǘǊƻŘ ƻƴ ƴŜŀǘϥǎ ƭŜŀǘƘŜǊέ ƛƴ 
нΦнΦтлΣ ōŜŎƻƳŜǎΣ ƛƴ /ŀǊŎŀƴƻΣ άǉǳŀƭ ǎƛŀ sovrano / Che i più morbidi cuoi 
ǎϥŀŘŀǘǘƛ ŀƭ ǇƛŜŘŜέ όŀƴȅ ƳƻƴŀǊŎƘ κ ǿƘƻ Ŧƛǘǎ ǘƘŜ ǎƻŦǘŜǎǘ ƭŜŀǘƘŜǊ ƻƴ Ƙƛǎ 
foot. Carcano 400). The reference to the animal is lost in favour of 
άƳƻǊōƛŘƛέ όǎƻŦǘύΣ ǿƘƛŎƘ ŎƻƴǾŜȅǎ ƳƻǊŜ ƳŜŀƴƛƴƎ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘΣ ƘƛƴǘƛƴƎ 
at the economic value of the shoe. Still, the translator wants to 
recuperate what is lost, again through an explanatory footnote. Leoni, 
on the other hand, rejects all treading and shoes, cows and feet, and 
ƎƛǾŜǎ ǳǎΥ άŎƘŜ ƛƭ ǇƛǴ ǇƻǎǎŜƴǘŜ κ wŜ ŘŜƭƭŀ ǘŜǊǊŀ ƛǊƴŜ ǇƻǘǊƛŀ ǎǳǇŜǊōƻέ όǘƘŀǘ 
the most powerful / King on earth could be proud of him). Proud kings 
ŀǊŜ ƻōǾƛƻǳǎƭȅ ŀ ƳƻǊŜ ŀŎŎŜǇǘŀōƭŜ ǎǳōƧŜŎǘ ǘƻ [ŜƻƴƛΩǎ ǇƻŜǘƛŎǎ ǘƘŀƴ ǎƘƻŜǎ 
ƳŀŘŜ ƻŦ ŎƻǿΩǎ ǎƪƛƴΦ 

Some of the most visually strong metaphors produce very 
different approaches in the two translations. 

 
A solemn air and the best comforter 
To an unsettled fancy cure thy brains, 
Now useless, boil'd within thy skull (Tmp. 5.1.58-60). 
 
[Ŝƻƴƛ ƻǇǘǎ ŀƎŀƛƴ ŦƻǊ ŀ ŘŜŎƛŘŜŘ ŀǘǘŜƴǳŀǘƛƻƴΣ ǎƻ ǘƘŜ άǳǎŜƭŜǎǎ 

ōǊŀƛƴǎέ ŀƴŘ ǘƘŜ άǎƪǳƭƭέ ǘƘŜȅ ōƻƛƭ ƛƴǎƛŘŜΣ ōŜŎome a more abstract and 
ŎƭŜŀƴŜǊ άƛƴǘŜƭƭŜǘǘƻ ƛƴ ŘƛǎƻǊŘƛƴŜέ ό[Ŝƻƴƛ моуύΦ /ŀǊŎŀƴƻΣ ƻƴ ǘƘŜ ƻǘƘŜǊ 
hand, chooses to remain as literal as possible and tries to preserve the 
disturbing image. 

 
¦ƴΩŀǊƳƻƴƛŀ ǎƻƭŜƴƴŜ  
E quanto può di turbato cerébro  
Esser conforto, il tuo risani, or fatto  
Inane e tal che dentro il cranio bolle. 
(A solemn harmony / As much as it can be a comfort to an 
unsettled brain / May yours heal, that now is made / useless 
and such that it boils within thy skull. Carcano 413). 
 
Even if the syntax is a bit clumsy and not immediately 

suggestive as in the English, the lexical choices show an effort to 
reproduce the same images without trying to tone them down. 
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Lyricism 
 
Finally, it is worth to look at some of the most lyrical and 

intense passages, to observe how the two translators handle the 
highest points of Shakespearean writing. Prospero's lines on the 
dissolution of the theatre of dreams and illusions as a metaphor of this 
life, are among the most famous and memorable in the play. Even 
here, Leoni shows the same tendency to sublimate the text into 
ǎƻƳŜǘƘƛƴƎ ƳƻǊŜ ŜǘƘŜǊŜŀƭ ŀƴŘ ŜƭƻǉǳŜƴǘΦ ά!ƴŘΣ ƭƛƪŜ ǘƘŜ ōŀǎŜƭŜǎǎ ŦŀōǊƛŎ 
of this vision, / The cloud-ŎŀǇǇϥŘ ǘƻǿŜǊǎέ όTmp. 4.1.151-52) turns into 
άCǊŀƎƛƭƛ ŀƭ ǇŀǊ Řƛ ǉǳŜǎǘŜ ŀŜǊŜŜ ƭŀǊǾŜΣ κ [Ŝ ǘƻǊǊƛΣ ŎƘŜ ƭŜ ƴǳōi han per 
ŎƻƴŦƛƴŜέ όCǊŀƛƭ ƭƛƪŜ ǘƘŜǎŜ ŀŜǊƛŀƭ ǎŜƳōƭŀƴŎŜǎ κ ¢ƘŜ ǘƻǿŜǊǎΣ ǘƘŀǘ ƘŀǾŜ ǘƘŜ 
ŎƭƻǳŘǎ ŀǎ ōƻǳƴŘŀǊƛŜǎΦ [Ŝƻƴƛ мноύ ǿƘŜǊŜ άƭŀǊǾŜέ όǎŜƳōƭŀƴŎŜǎύ ƛǎ 
decidedly a Latinism and an archaism, while the towers have a more 
ƳŜƭƭƛŦƭǳƻǳǎ άŎƻƴŦƛƴŜέ όōƻǳƴŘŀǊȅύΣ ǊŀǘƘŜǊ ǘƘŀƴ ŀ άŎŀǇέΦ !ƭƭ ǘƘŜ ƭŜȄƛŎŀƭ 
ŎƘƻƛŎŜǎ ǘŜƴŘ ǘƻ ŀ ƭƻŦǘȅ ǎǘȅƭŜΣ ƭƛƪŜ άŘŜƭǳōǊƛέ όǘŜƳǇƭŜǎύΣ ŀƴƻǘƘŜǊ [ŀǘƛƴƛǎƳΣ 
ǿƘƛƭŜ άǎƘŀƭƭ ŘƛǎǎƻƭǾŜ κ !ƴŘΣ ƭƛƪŜ ǘƘƛǎ ƛƴǎǳōǎǘŀƴǘƛŀƭ ǇŀƎŜŀƴǘ ŦŀŘŜŘΣ κ 
[ŜŀǾŜ ƴƻǘ ŀ ǊŀŎƪ ōŜƘƛƴŘέ όTmp. 4.1.154-56) becomes, with a quasi-
baroque circumlocuǘƛƻƴΣ ά{ŜƴȊŀ ƭŀǎŎƛŀǊ ŘƛŜǘǊƻ ŀƭƭŀ ǎǳŀ ǊƻǾƛƴŀ κ ¦ƴ 
segno pur, che l'universo attesti / AllΩƛƴŦƛƴƛǘƻΣ ŀƴŘǊŁ ŘƛǎŎƛƻƭǘƻ ŀƭ ƴǳƭƭŀΦέ 
(Without leaving behind its ruin / Even a sign, that vouches for the 
universe / To the infinity, will be dissolved into nothingness. Leoni 
123). The famous lines 

 
We are such stuff 
As dreams are made on, and our little life 
Is rounded with a sleep (Tmp. 4.1.156-58). 
 
becomes 

 
DeΩ sogni al par, nostra sustanza è vana;  
E sovra il breve cerchio della vita  
Con perpetua vicenda il sonno posa. 
(Just like dreams, our substance is empty; / And upon the brief 
circle of life / with perpetual succession sleep rests. Leoni 123) 
 
The delicate and simple beauty of these verses is here 

transformed into a kind of philosophical gloss, with additions like 
άƴƻǎǘǊŀ ǎǳǎǘŀƴȊŀέ όƻǳǊ ǎǳōǎǘŀƴŎŜύ ŀƴŘ άǇŜǊǇŜǘǳŀ ǾƛŎŜƴŘŀέ όǇŜǊǇŜǘǳŀƭ 
succession), that seems to respond to some explanatory urge. 

Carcano is committed to a closer rendering of the text 
 



Journal of Language and Literary Studies    61 

 
E noi compon la stessa,  
Sostanza inane, onde son fatti i sogni;  
E dal sonno cerchiata è questa nostra 
Picciola vita. 
(And we are made of the same / inane substance, whence 
dreams are made; / And circled by sleep is this our / little life. 
Carcano 410) 
 
The inclination to specify or expand the sense, through words 

like άŎƻƳǇƻƴέ ƻǊ άƛƴŀƴŜΣέ is not completely absent, but it is 
considerably attenuated, and this version retains a lot of the sublunar 
beauty of Shakespeare's verses. 

 
Conclusion 
 
To conclude, Leoni's and CarcanoΩs translations are very distant 

in terms of approach to the source text and translation choices. They 
belong to different aesthetic worlds but they effectively represent 
some specific attitudes of their own ages. Leoni seems too intent on 
purifying and assimilating Shakespeare to the poetic standards of his 
time. This kind of manipulation is not necessarily objectionable per se, 
but Leoni's attempt generally leads to clumsy results which failed to 
create a significant Shakespearean text in Italian. Trying to produce a 
more acceptable Shakespeare at the cost of sacrificing much of his 
nature, Leoni ultimately failed to achieve either acceptance in the 
target culture or authenticity. Still, his translation has the great merit 
to be the first in Italy and for years it was the only Tempest that many 
Italian readers could access to. The idea of Shakespeare that they 
might have derived from it perhaps did not help ShakespeareΩs fame in 
Italy, but it nonetheless introduced him in the Italian literary system. 
Carcano proved to be a more skilled mediator. His translation proceeds 
from a completely different attitude and, though his verse is a lot more 
regular than ShakespeareΩs and it partially preserves some of the 
previous tendencies, it testifies a different approach and a new 
understanding, which results into a more authentic rendering. What 
emerges from this analysis, therefore, is not only the fact that different 
approaches from different paradigms produce different translations, 
but also that the translations themselves are the engines that promote 
new attitudes and, in part, bring about paradigm shifts. It seems 
evident that literary works do not possess a universal value but that 
the latter is assigned within a specific system and is subject to change 
in time. Literary fame is not a destiny, but a destination. It is not the 
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necessary unveiling of an absolute truth, the absence of which can only 
be treated as a paradox, but rather a construction which may or may 
not take place and that can assume many forms. The main focus about 
{ƘŀƪŜǎǇŜŀǊŜΩǎ ŎŀƴƻƴƛȊŀǘƛƻƴ ƛƴ LǘŀƭȅΣ ǘƘŜǊŜŦƻǊŜΣ ǎƘƻǳƭŘ ƴƻǘ ōŜ άǿƘȅ ŘƛŘ 
ƛǘ ƴƻǘ ƘŀǇǇŜƴΚέ ōǳǘ ǊŀǘƘŜǊ άƘƻǿ ŘƛŘ ƛǘ ƘŀǇǇŜƴΚέ ¢Ƙƛǎ ǎŜŎƻƴŘ ǉǳŜǎǘƛƻƴΣ 
which is what this work has tried to address, proves to be more useful 
as it eliminates chrono-centric attitudes, is based on actual textual 
analysis rather than conjecture and, ironically, also provides interesting 
ƛƴǎƛƎƘǘ ǘƻ ǘƘŜ ŦƛǊǎǘ ƻƴŜΦ ¢ƘŜ ŦŀŎǘ ǘƘŀǘ [ŜƻƴƛΩǎ ǘǊŀƴǎƭŀǘƛƻƴ ƻŦ Othello was 
ǳǎŜŘ ōȅ DǳǎǘŀǾƻ aƻŘŜƴŀ ƛƴ Ƙƛǎ Ǌǳƛƴƻǳǎ ǇǊƻŘǳŎǘƛƻƴΣ ǿƘƛƭŜ /ŀǊŎŀƴƻΩǎ 
marked the first success of a Shakespeare play, indicatesτat least in 
part, since the all-important aspects of performance, production etc. 
are not analysed hereτhow important the translations were in 
mediating Shakespeare to the Italian audience and literary system.  
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LA RICEZIONE DI SHAKESPEARE IN ITALIA: DUE TRADUZIONI DE LA 
TEMPESTA COME CASO DI STUDIO 

 
La fortuna letteraria, per quanto possa talvolta parere 

immutabile, è sempre il frutto di un complesso processo di mediazione, 
fatto di rifiuti, negoziazioni, fraintendimenti, e persino sentimenti quali 
repulsione o devozione. In altre parole, la fama letteraria è una 
destinazione piuttosto che un destino. Se la fortuna di Shakespeare in 
Europa seguì un percorso decisamente tortuoso, la sua accettazione in 
Italia risulta ancor più problematica. Per tutto il Settecento, non vi è 
praticamente traccia di Shakespeare nella penisola, e la sua prima 
traduzione appare solo nel 1831. La prima messa in scena risale al 1843 
circa, rivelandosi un completo fiasco. Solo dopo un ventennio, con la 
rappresentazione di Othello da parte di Ernesto Rossi nel 1856, 
Shakespeare incontra il plauso del pubblico. Da qui in poi, anche grazie 
ŀƭƭΩƛƴŦƭǳǎǎƻ ŘŜƭ ƳŜƭƻŘǊŀƳƳŀΣ ƛƭ ƭŜƴǘƻ ǇǊƻŎŜǎǎƻ Řƛ ŎŀƴƻƴƛȊȊŀȊƛƻƴŜ ǎƛ 
avvia a compimento. 

Lƭ Ŏŀǎƻ ŘŜƭƭΩLǘŀƭƛŀ ǎƛ ǊƛǾŜƭŀ ǳǘƛƭŜ ǇŜǊ ŎƻƳǇǊŜƴŘŜǊŜ ƛƭ 
funzionamento dei processi di canonizzazione. Questo lavoro si 
propone di investigare le ragioni di una tale refrattarietà da parte del 
sistema letterario italiano, ed esplorare come meccanismi di 
ŜǘƴƻŎŜƴǘǊƛǎƳƻ Ŝ ŎǊƻƴƻŎŜƴǘǊƛǎƳƻ ǎƛŀƴƻ ŀƭƭΩƻǇŜǊŀ ƛƴ ǘŀƭƛ ǇǊƻŎŜǎǎƛΦ 

LƴŦƛƴŜΣ ǳƴΩŀƴŀƭƛǎƛ ŎƻƴǘǊŀǎǘƛǾŀ Řƛ ŘǳŜ ǘǊŀŘǳȊƛƻƴƛ ŘŜ La tempesta 
(quella di Leoni del 1815 e quella di Carcano del 1860) mostrerà quanto 
le scelte di traduzione siano dettate daƭƭΩƛŘŜƻƭƻƎƛŀ ŘŜƭ ǘǊŀŘǳǘǘƻǊŜ Ŝ 
riflettano i paradigmi culturali delle epoche in cui sono prodotte, ma 
ŀƴŎƘŜ ŘΩŀƭǘǊŀ ǇŀǊǘŜΣ ǉǳŀƴǘƻ ǎƛŀƴƻ ƛƳǇƻǊǘŀƴǘƛ ƴŜƭ ŘŀǊŜ ŦƻǊƳŀ ŀ ǘŀƭƛ 
paradigmi e avviarne il cambiamento. 

 
Parole chiave: Shakespeare, traduzione, manipolazione, Italia, 

canonizzazione, The Tempest, La tempesta, Leoni, Carcano, 
cronocentrismo. 
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Appendix 

A chronology of Shakespeare's translations, performances and 
adaptations in Italy in the eighteenth and nineteenth centuries 

 
 The following chronology covers the eighteenth and nineteenth 
centuries, and is divided into translations, adaptations of different kinds 
(ballet, opera or drama) and stage productions. The list of translations is, as 
far as my knowledge goes, exhaustive, while for the other categories only the 
first and the main events are registered. 
 

1726 
Antonio Conti, Il Cesare. This was neither a translation nor a direct 
adaptation, but Conti knew Shakespeare and his Julius Caesar. First 
mention of Shakespeare in the eighteenth century. 

1756 
Domenico Valentini, Il Giulio Cesare, Tragedia Istorica di Guglielmo 
Shakespeare. The first Italian translation. 

1768 Alessandro Verri, Amleto. Unpublished. 

1776-1783 
Pierre Letourneur (1737-1788), Théâtre de Shakespeare, 20 vols. First 
complete translation in French and the only source for many Italian 
readers and even some translators. 

1777 Alessandro Verri, Otello. Unpblished. 

1798 A ballet on Hamlet is prohibited in Parma for political reasons. 

1798 
Giustina Renier Michiel, Opere drammatiche di Shakspeare (sic) 
volgarizzate da una dama veneta: Ottello o sia il Moro di Venezia, 
Coriolano, Macbeth. 

1802 
Francesco Clerico, Macbeth ossia I due spettri al convito, ballet 
adaptation performed in Milan. 

1804 Salvatore Viganò, Coriolano, ballet adaptation. 

1811 
Ippolito Pindemonte, Saggi di Eloquenza Estratti dal Teatro di 
Shakespeare (extracts) 

1814-15 
Michele Leoni, tragedies (mostly in verse): Giulio Cesare (1811), 
Amleto, Romeo e Giulietta, Cimbelino, Macbetto, Riccardo III, 
Tempesta, Otello (1825). 

1817 Monti comments negatively on an adaptation of Hamlet 

1818 
Salvatore Viganò, Otello, ballet adaptation on music by Rossini and 
others. 

1826 
Cesare della Valle, Giulietta e Romeo (adaptation, inspired Bellini's 
opera). 

1829-34 Ignazio Valletta, Giulio Cesare (1829), Otello (1830), Coriolano (1834). 

1830 Giuseppe Nicolini, Macbet 

1830 Virginio Soncini, Otello and Macbeth 

1830 Antonio Cherubini, Le Tombe di Verona ossia Giulietta e Romeo, ballet. 

1831 Gaetano Barbieri, Romeo e Giulietta 
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1830-1 
Giunio Bazzoni and Giacomo Sornani, Otello, Macbeth, Re Lear, La 
tempesta, Sogno di una notte di mezza estate, Romeo e Giulietta 

1831 Carlo Rusconi: complete works (in prose) 

1843 Giulio Carcano, Teatro scelto di Shakespeare 

ca. 1843-6 
Gustavo Modena interprets Othello in Milan. The production is a 
complete fiasco. 

1847 
Francesco Maria Piave, Macbeth (for Verdi), first to attain to the 
Shakespearean text rather than previous or successive sources. 

1850 Alemanno Morelli unsuccessfully plays Hamlet in Padua. 

1856 
Ernesto Rossi plays Othello and then Hamlet in Milan. First successful 
representation of Shakespeare. He used Carcano's translations, 
especially made for this production in 1852. 

1856 Tommaso Salvini successfully plays Othello in Vicenza and Venice. 

1858 
Rossi plays Macbeth in Venice and King Lear in Turin, other productions 
follow. 

1858 Luigi Gualtieri, Shakespeare, a biographical play on Shakespeare. 

1857-59 Giulio Carcano: selected plays (3 vols.) 

1865 Arrigo Boito: Amleto (libretto for Franco Faccio) 

1869 
Andrea Maffei, Otello and La tempesta. Perhaps translated from 
Schiller. 

1870 
Cristoforo Pasqualigo, La tempesta, I due gentiluomini di Verona, Otello 
(1887). 

1875-82 Giulio Carcano: complete edition, 12 vols. 

1887 Arrigo Boito, Otello (libretto for Verdi) 

1893 Arrigo Boito, Falstaff (libretto for Verdi) 
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IS THERE ANYTHING LIKE A UNIVERSAL TYPOLOGY OF 

TRANSLATION SOLUTIONS FOR CULTURE-SPECIFIC 

ITEMS?  
 
aŀƎŘŀƭŞƴŀ .ƛƭłΣ !ƭŜƴŀ YŀőƳłǊƻǾłΣ tǊŜǑƻǾ ¦ƴƛǾŜǊǎƛǘȅΣ {ƭƻǾŀƪƛŀΣ 
alena.kacmarova@unipo.sk 

 
 
 
Abstract: Rendering culture-specific items (CSI) into another 

language has always been a challenge for translators for obvious reasons: CSIs 

are context-dependent text elements carrying a connotative meaning in the 

source culture. For the same reason, several typologies are available, like 

Newmarkôs (1988), TomaszkiewiczËs (1993), ValdeonËs (2008), or PedersenËs 

(2011). Newmarkôs typology has been generally accepted by experts in 

translation studies and translation pedagogy.  Tomaszkiewicz´s (1993) eight 

strategies are based on exploring subtitling in films; Valdeon´s taxonomy 

(2008) based on audiovisual mode comprises strategies resulting from 

preservation and from substitution. Pedersen´s taxonomy (2011) involves 

source-language-oriented and target-language-oriented ones. These can be 

juxtaposed with Pymôs (2016) taxonomy, which he calls a typology of 

translation solutions for many languages. He (ibid) assumes them to be 

behavioral, problem-based, potentially conscious, intersubjective and starting 

from the most general and basic translation solution: to change something. 

With the arrival of something new, a couple of questions may arise: Why do 

we need still another classification? How is this approach different? Our basic 

premise is that Pymôs typology is more user-friendly (i.e. translator-friendly). 

The present paper aims to compare and contrast the existing typologies and in 

doing so streamline the current trend in the translation theory. 

 

Key words: culture-specific item, translation strategies, translation 

solutions, film dialog, Pym (2016), Pedersen (2011), Valdeon (2008), 

Tomaszkiewicz (1993), Newmark (1988) 

 
 
Introduction 
 
Lǘ ƛǎ ŀȄƛƻƳŀǘƛŎ ǘƘŀǘ ŀ ǘǊŀƴǎƭŀǘƻǊΩǎ ƛƴǘention is to communicate 

the message without first reaching for a theoretical explanation. 
However, the tradition of translating bears witness to numerous 
typologies of translation strategies. The latest contribution is the 
taxonomy of translation solutions proposed by Pym (2016). One may 
ŀǎƪ ǿƘȅ ǿŜ ǎǘƛƭƭ ƴŜŜŘ ŀƴƻǘƘŜǊ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴΣ ǿƘŜǘƘŜǊ ƻǊ Ƙƻǿ tȅƳΩǎ 
approach is different from those before him. Further questions that 
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arise are what purpose all the typologies serve, what role they play in 
actual translating, whether they operate as practical mechanisms or 
whether they are mere theoretical constructs. The present study aims 
to contribute a critical overview of typologies of culture-specific items 
(hereinafter abbreviated as CSI) and translation strategies so that we 
can tentatively state whether or not the existing typologies are 
functional, in the sense of bringing actual benefit in the process of 
translating (here, namely CSIs). We are interested in to what extent 
some of the strategies are or are not constructive in contributing the 
true message when translating from one language into another.  

The present study represents a critical overview of the 
terminology of translation strategies that can be applied in translating 
culture-specific items. Firstly, culture-specific items are defined to 
illustrate the complex nature of the translation strategies to be used 
ό{ŜŎǘƛƻƴ мύΤ ǿŜ ǊŜŦŜǊ ǘƻ bƛŘŀΩǎ όмфтрύΣ ±ƭŀŎƘƻǾ ŀƴŘ CƭƻǊƛƴΩǎ όмфулύΣ 
bŜǿƳŀǊƪΩǎ όмфууύΣ ŀƴŘ bƻǊŘΩǎ όмффтύ ǘŀȄƻƴƻƳƛŜǎ ƻŦ /{LǎΦ {ŜŎƻƴŘƭȅΣ 
the evaluation of the typologies of translation strategies, by means of 
conceptualization process, is presented (Section 2). Within the latter, 
ǿŜ ŘŜǾƻǘŜ ǎǇŀŎŜ ǘƻ bŜǿƳŀǊƪΩǎ όмфууύ ǘŜǊƳƛƴƻƭƻƎȅ ŀƴŘ Ƙƻǿ ƛǘ ǿƻǊƪǎ ƛƴ 
ǇǊŀŎǘƛŎŜΤ ǿŜ ŎƻƳǇŀǊŜ bŜǿƳŀǊƪΩǎ ǘȅǇƻƭƻƎȅ ǿƛǘƘ ǘƘƻǎŜ ōȅ 
Tomaszkiewicz (1993), Valdeon (2008), and Pedersen (2011); we give 
ŀƴ ƻǾŜǊǾƛŜǿ ƻŦ tȅƳΩǎ ŀǇǇǊƻŀŎƘ όнлмсύΤ ŀƴŘ ƭŀǎǘƭȅΣ ǿŜ ƛƴǘŜǊǊŜƭŀǘŜ tȅƳΩǎ 
approach (2016) and those by Newmark (1988), Tomaszkiewicz (1993), 
Valdeon (2008), and Pedersen (2011).     

 
1 Culture-specific Items 
 
In recent years, a culture-specific item has been receiving much 

attention from various fields of study. It has been approached by 
experts in lexical semantics, phraseology, translation studies, language 
acquisition, and the like. For this reason, several taxonomies have 
appeared and the mere concept has received several tags. It follows 
that more definitions are in use, which makes it complicated to find a 
universal one. A useful approach might be interpreting a CSI as a 
linguistic sign with its three components: signifier, signified, and 
referent. Our understanding is that a signifier represents a form, i.e. a 
label; signified represents the content; and the referent represents the 
mere exemplification.  

Signifier is represented by terms used for naming a culture-
specific item, which varies with authors in the following way. Nida 
(1975) calls them cultural features; Newmark (1988) tags them either 
foreign words or cultural words; Vlachov, Florin (1980) use the term 
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realia; Nord (1997) calls them alternatively culture markers or 
culturemas; the latest approach is found in Sipko (2010) who names 
them linguoculturemas.  

Signified represents the content named by the above terms, 
which again varies with authors. Nida (1975), Vlachov and Florin 
(1980), Newmark (1988), and Nord (1997) consider different criteria 
for classification of what their idea of the term/signifier of CSI 
comprises; hence, their signified is represented by the bulleted items 
in Table 1. 

 
bL5!Ωǎ όмфтрύ /ǳƭǘǳǊŀƭ 
features  

 Ecology 

 Material culture 

 Social culture 

 Religious culture 

 Linguistic culture 

±[!/Ih± ϧ C[hwLbΩǎ όмфулύ wŜŀƭƛŀ  

 Geographic realia 

 Ethnographic realia 

 Social and political realia 

 Modern realia  

 Historical realia 

 Local realia 

 International realia 
b9²a!wYΩǎ όмфууύ 
Foreign/cultural words 

 Ecology (fauna, 
flora, winds, prairie) 

 Material culture 
(food, clothes, houses, 
...) 

 Social culture 
(work, leisure) 

 Politics and 
administration 

 Gestures and 
habits 

bhw5Ωǎ όмффтύ /ǳƭǘǳǊŜ ƳŀǊƪŜǊǎΣ ŎǳƭǘǳǊŜƳŀǎ 

 CMs with a phatic function (greetings, 
address, silence) 

 CMs with a referential function (social 
life, institutions) 

 CMs with an expressive function 
(affect, social values) 

 CMs with an appellative function 
(gestures, cognitive scripts/frames) 

 Ecology/Lifestyle/History/Cultural 
heritage 

Table 1 Taxonomy of CSI inventory 

 
The referent is the mere exemplification in a specific context. 

The following examples can serve the illustration; they originate in the 
dramedy series Gilmore girls 2000 ς 2007.  

 
(1) Rory: Ugh, that's so Nick at Night. 
(2) Lorelai: You look like you were swallowed by a kilt. 
(3) Rory: I mean, I know it's kind of cliché to pick Moby 
Dick as your first Melville but... 
(4) Rory: Okay. I love being a private school girl. 
(5) Rory: Jessy called an ambulance. 
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In our discussion above, CSIs are treated as linguistic signs. The 

interrelationship between the three components can be explicated as 
follows. In example 1, Nick at Night names a show most probably 
unknown outside the USA, thus specific of this culture. For this reason, 
it represents social culture (Nida 1975, Vlachov and Florin 1980, 
Newmark 1988); and it is a CM with a referential function (Nord 1997). 
In example 2, kilt represents material culture (Nida 1975, Newmark 
1988), ethnographic realia (Vlachov and Florin 1980), or a CM with a 
referential function (Nord 1997). In example 3, Moby Dick implies 
social culture (Nida 1975, Vlachov and Florin 1980, Newmark 1988) and 
it is a CM with a referential function (Nord 1997).  In example 4, in 
private school girl in the context provided by the episode concerned, 
the reference is being made to a uniform, hence material culture (Nida 
1975, Newmark 1988) or ethnographic realia (Vlachov and Florin 
мфулύΤ ǿƘŜƴ ŀǇǇƭȅƛƴƎ bƻǊŘΩǎ ǘȅǇƻƭƻƎȅ όмффтύΣ ǿŜ Ŏŀƴ ǎŜŜ ŀƴ ƻǾŜǊƭŀǇ 
between a CM with a referential function and lifestyle culturema. In 
example 5, ambulance embodies linguistic culture (Nida 1975) or a CM 
with an appellative function (a cognitive frame) (Nord 1997). Table 2 
offers the summary of the differences in the classification of the 
studied CSIs. The complex nature of these linguistic signs only 
presupposes their being bump situations in the process of translating. 

 
 Nida 

(1975) 
Vlachov, Florin 
(1980) 

Newmark 
(1988) 

Nord 
(1997) 

Nick at Night social c. social c. social c. CM with ref. function 
Kilt material c. material c. ethnogr. r. CM with ref. function 
First Melville social c. social c. social c. CM with ref. function 
Private 
school girl 

material c. material c. ethnogr. r. CM with ref. function, 
lifestyle culturema 

Ambulance  linguist. c. -- -- CM with appellative f. 
Table 2 Classification of the studied CSIs 

 
2 Translation strategies 
2.1 Newmark (1988) 
 
In the translation studies, the typology of translation strategies 

most often referred to is that by Newmark (1988), since it has become 
generally accepted and adopted terminology. Here, we refer to our 
micro corpus of five CSIs and provide its translation into Slovak in order 
ǘƻ ŜȄŜƳǇƭƛŦȅ ǘƘŜ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ bŜǿƳŀǊƪΩǎ όмфууύ ǎǘǊŀǘŜƎƛŜǎΦ ¢ƘŜ 
dubbed version of the audiovisual text concerned offers the translation 
outcomes given below. Each example contains five pieces of 
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information: 1) the original English statement from the studied 
dramedy series, 2) the authentic Slovak statement, 3) its literal 
translation into English (so that the language structuring can be 
obvious), 4) our assessment of the translation strategy the translator 
ŎƘƻǎŜΣ ŀƴŘ рύ ŀ ŎƻƳƳŜƴǘŀǊȅ ƻƴ ǘƘŜ ǘǊŀƴǎƭŀǘƻǊΩǎ ŘŜŎƛǎƛƻƴ ƛƴ ǘŜǊƳǎ ƻŦ 
retaining or avoiding content, form, or both.  

 
Example 1  

1. Rory: Ugh, that's so Nick at Night.  
2. Rory: Ach to je také banálne.  
3. Oh, this is so banal. 
4. generalization  
5. The original expression and the translated expression 

do not share form; however, the content is shared, though at first 
sight it might not seem so. The translator managed to express the 
content ς a Slovak viewer would not know of the show, so the 
translator rightly opted for an expression that the idea of which 
would correspond with the message of the show. 

 
Example 2 

1. Lorelai: You look like you were swallowed by a kilt. 
2. [ƻǊŜƭŀƛΥ ±ȅȊŜǊłǑ ŀƪƻ ~ƪƽǘ v sukni.  
3. You look like a Scotsman in a skirt. 
4. omission + explication (with a shift) 
5. The original expression and the translated expression 

share neither content nor form. The content of the Slovak 
translation is simplified since the reference to an oversize kilt is 
missing. The form differs in that the English original is a passive 
structure with a by-agent and the Slovak version is a prepositional 
phrase.  

 
Example 3  

1. Rory: I mean, I know it's kind of cliché to pick Moby 
Dick as your first Melville but...            

2. wƻǊȅΥ ±ƛŜƳΣ ȌŜ ƧŜ ǘƻ ƻǘǊŜǇŀƴé ǇƻǾŜŘŀǙΣ ȌŜ Moby Dick je 
ƳƻƧŀ ƻōƯúbená ƪƴƛƘŀΧ 

3. L ƪƴƻǿΣ ƛǘΩǎ ƪƛƴŘ ƻŦ ŀ ŎƭƛŎƘŞ ǘƻ ǎŀȅ ǘƘŀǘ Moby Dick is my 
ŦŀǾƻǊƛǘŜ ōƻƻƪΧ 

4. borrowing  
5. the outcome shares both content and form (because it 

is imported) 
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Example 4  

1. Rory: Okay. I love being a private school girl. 
2. wƻǊȅΥ 5ƻōǊŜΦ ¢ŜǑím sa Řƻ ǘŜƧ ǑƪƻƭȅΦ  
3. CƛƴŜΦ LΩƳ ŜȄŎƛǘŜŘ ŀōƻǳǘ that school. 
4. generalization 
5. The original expression and the translated expression 

partially share both form ς ǘƘŜ ǎŜƳŀƴǘƛŎ ŜƭŜƳŜƴǘ ΨǇǊƛǾŀǘŜΩ ƛǎ 
omitted, which is justifiable due to different conceptualization of 
ǘƘŜ ŎƻƳǇƻǳƴŘ ǇǊƛǾŀǘŜ ǎŎƘƻƻƭ ƛƴ 9ƴƎƭƛǎƘ ŀƴŘ ǎǵƪǊƻƳƴł Ǒƪƻƭŀ ƛƴ 
Slovak. Due to cultural differences, the content could not be 
retained and needed tailoring.   

 
Example 5 

1. Rory: Jessy called an ambulance. 
2. Rory: Jessy zavolal *ambulanciu. [the proper Slovak 

equivalent is sanitka/záchranka/rýchla pomoc] 
3. Jessy called a *ŘƻŎǘƻǊΩǎ ƻŦŦƛŎŜ.  
4. literal translation, *improper  
5. The original expression and the translated expression 

share form, however, they provide completely different 
conceptualization, hence the Slovak expression is considered a 
ǘǊŀƴǎƭŀǘƻǊΩǎ ƭŀǇǎŜΦ  

 
The translation strategies we identified in the chosen examples 

demonstrate their varying functionality. They were identified based on 
the evaluation of how much of the form and content ς two facets of a 
CSI as a language sign ς was retained and with what effect. Table 3 
summarizes the classification of the referents and translation 
strategies based on their content and form. The summary is only 
illustrative; it is not meant to represent research on CSIs, let alone 
large-scale. Rather, it serves as a platform for research into 
streamlining the terminology of translation strategies. Furthermore, it 
hints vertical and horizontal relationships between and/or among the 
present concepts. In the table, the tinted area represents the focus of 
our study; more precisely, a benchmark with which other typologies of 
translation strategies are compared and contrasted in the following 
section/s.    

 
 referent content+form 
 Classification of CSIs Translation 

strategies 
 Nida Vlachov, Newmark Nord Newmark 
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(1975) Florin (1980) (1988) (1997) (1988) 

Nick at 
Night 

social c. social c. social c. CM with ref. 
function 

generalization 

Kilt material 
c. 

material c. ethnogr. r. CM with ref. 
function 

omission + 
explication 
(with a shift) 

First 
Melville 

social c. social c. social c. CM with ref. 
function 

borrowing 

Private 
school girl 

material 
c. 

material c. ethnogr. r. CM with ref. 
function, 
lifestyle 
culturema 

generalization 

Ambulance  linguist. 
c. 

-- -- CM with 
appellative f. 

literal 
translation, 
*improper 

Table 3 Classification of the studied CSIs and utilized translation strategies 
 

 2.2 Newmark (1988) versus Tomaszkiewicz (1993), Valdeon 
(2008), and Pedersen (2011) 

 
Since Newmark (1988), other typologies have appeared. Out of 

them, the typologies by Tomaszkiewicz (1993), Valdeon (2008), and 
Pedersen (2011) seem relevant to us, as the present study makes 
references to examples of CSIs in film dialog. Tomaszkiewicz (1993) 
proposed eight strategies based on exploring the subtitling in films. 
Valdeon (2008) suggested seven strategies falling into two groups ς 
preservation and substitution: preservation of CSI and that of an 
international item; substitution with a target-culture item, with 
corrupted forms of the target culture item (on the term corrupted, cf 
Valdeon 2008), with superordinate item, with an international item, 
and with a different source-culture item. Pedersen (2011) offered 
seven strategies falling in two groups: source-language-oriented and 
target-language-oriented.  

/ƻƴǘŜƴǘǿƛǎŜΣ ¢ƻƳŀǎƪƛŜǿƛŎȊΩǎ όмффоύΣ ±ŀƭŘŜƻƴΩǎ όнллуύΣ ŀƴŘ 
tŜŘŜǊǎŜƴΩǎ όнлммύ ǎǘǊŀǘŜƎƛŜǎ ŀǊŜ ƛŘŜƴǘƛŎŀƭ ǿƛǘƘ bŜǿƳŀǊƪΩǎ όмфууύ 
strategies of omission, borrowing, equivalence, literal translation, 
adaptation, generalization, substitution, and explication; though for 
some, the above authors use different labels. From our perspective, in 
ǘƘŜ ŎƻǊŜ ƳŜŀƴƛƴƎΣ ǘƘŜȅ ƻǾŜǊƭŀǇ ǿƛǘƘ bŜǿƳŀǊƪΩǎ ƛƴ ǘƘŜ ǿŀȅ ǇǊŜǎŜƴǘŜŘ 
in Table 4. The tinted areas mean the absence of a generally accepted 
ǎǘǊŀǘŜƎȅ ƛƴ ǘƘŜ ŀǳǘƘƻǊΩǎ ǘȅǇƻƭƻƎȅΤ ǘƘŜ ǿƘƛǘŜ ŀǊŜŀǎ ƳŜŀƴ ǘƘŀǘ ǘƘŜ ŀǳǘƘƻǊ 
uses an identical term; and the white area with a caption means that 
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the author recognizes a generally accepted concept, yet uses a 
different term for it. In the below table, these different terms are 
matched with generally accepted terms based on our understanding of 
their core meaning. We indexed one strategy with an asterisk to 
suggest its double occurrence; i.e. its possible double 
conceptualization ς either identical with equivalence or with 
substitution by virtue of the context requirements. 

  
Generally accepted 
terms 

Tomaszkiewicz 
(1993) 

Valdeon (2008) Pedersen 
(2011) 

OMISSION/DELETION     
BORROWING  Preservation of 

CSIs; 
Preservation of 
an international 
items  

Retention  

EQUIVALENCE  *Substitution 
with a target-
culture item 

 

LITERAL 
TRANSLATION 

  Direct 
translation  
a)calque, 
b)shifted 

ADAPTATION  Substitution with 
corrupted forms 
of TC item 

 

GENERALIZATION Naturalization 
of the original  

Substitution with 
a superordinate 
item 
Substitution with 
an international 
term 

Superordinate 
term or 
paraphrase 

SUBSTITUTION Replacement 
with deictics  

Substitution with 
a different SC 
item 

*Substitution 
with a target-
culture item 

 

EXPLICATION Paraphrased 
explanation  

 Specification: 
a) addition  
b) completion 

Table 4 Similarities and differences of the existing typologies 

 
 If the above strategies are applied to our illustrative corpus of 

CSIs, the outcome is Table 5. It provides the summary of how the 
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translation strategies given in the typologies of Newmark (1988), 
Tomaszkiewicz (1993), Valdeon (2008), and Pedersen (2011) can be 
applied to our examples. In the filled boxes are the tags used by 
respective authors. If the tag is absent (a short dotted line is used 
instead), it means that the author does not recognize this category in 
his typology. If the tag is present in the box, it means it corresponds 
ǿƛǘƘ ǘƘŜ ǘǊŀƴǎƭŀǘƻǊΩǎ ŘŜŎƛǎƛƻƴ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ǇǊƻǾƛŘŜŘ ōȅ ǘƘŜ 
communicative situation. In our illustrative corpus, one example is very 
specific, which is why an asterisk is used. Even though the category is 
ǇǊŜǎŜƴǘ ƛƴ ǘƘŜ ŀǳǘƘƻǊΩǎ ǘȅǇƻƭƻƎȅΣ ƛǘ ŘƻŜǎ ƴƻǘ ŎƻǊǊŜǎǇƻƴŘ ǿƛǘƘ ǘƘŜ 
decision that the translator took. For example, Tomaskiewicz uses the 
term naturalization instead of generalization; however, in this very 
example, naturalization is not the result of the translation process. It 
follows that one strategy will not necessarily cover all seemingly similar 
communicative situations; moreover, a CSI may not automatically be 
matched with one strategy in all communicative situations in which it 
occurs.   

 
 Translation strategies 
 Newmark (1988) Tomaszkiewicz 

(1993) 
Valdeon 
(2008) 

Pedersen 
(2011) 

Nick at Night generalization *  *  *  
Kilt omission + 

explication (with a 
shift) 

omission + 
paraphrased 
explanation 

--- omission + 
specification 
(addition) 

First Melville borrowing borrowing preservation  Retention 
Private school 
girl 

generalization naturalization 
of the original 

substitution 
with a super-
ordinate term 

Superordi-
nate term 

Ambulance  literal translation, 
*improper 

literal 
translation 

--- Direct transl. 
shifted 

Table 5 Translation strategies applied to CSIs 

 
2.3 Pym (2016) 
 
The observation on the applicability of translation strategy to a 

CSI and a communicative situation directs our attention to an 
important fact. Pace Newmark (1988), Tomaszkiewicz (1993), Valdeon 
(2008), and Pedersen (2011), CSIs occur in so many communicative 
situations that it may as well be impossible to find a matching 
translation strategy from those discussed. The latest contribution to 
the typologies of translation strategies is the taxonomy of translation 
solutions proposed by Pym (2016). He intentionally moves from the 
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concept of strategy to the concept of solution. Pym (ibid) differentiates 
strategies from solutions based on some characteristics; he (ibid, p. 
175, his italics and single quotation marks) assumes that solutions, 
rather than strategies, are  

Χ ōŜƘŀǾƛƻǊŀƭ όƴƻǘ ƴŜǳǊŀƭύΣ ƭƛƴƎǳƛǎǘƛŎ όǳǎŜŘ ǿƘŜƴ 
manipulating texts), goal-oriented (they are solutions), 
problem-based (they start from trying to solve a local textual 
problem, not on the level of the whole text), potentially 
conscious (they are not routine, background activities), 
intersubjective (they can spread through a community of 
translators, which iǎ ǿƘȅ ǘƘŜȅ ŀǊŜ ΨƳŜƳŜǎΩύΦ    
tȅƳ ŀŘƻǇǘǎ /ƘŜǎǘŜǊƳŀƴΩǎ όмффт Lƴ tȅƳ нлмсύ ōƻǘǘƻƳ-up 

approach, starting from the most general and basic translation 
solution, i.e. changing something. 

In his typology of translation solutions, Pym (2016) draws on 
what the translator might be considering: copying the source language 
item, changing its form (expression), or changing its content (tinted 
areas in Table 6). These three mapping operations are further reflected 
in seven categories, see Table 6. Each can be subdivided into further 
subcategories according to the purpose of the translation, language 
pair conditions, and the like. They do not represent an exact taxonomy; 
ǊŀǘƘŜǊ ŀƴ ƻǇŜƴ ǎȅǎǘŜƳ ŎƻƴǎƛǎǘŜƴǘ ǿƛǘƘ ǘƘŜ ǘǊŀƴǎƭŀǘƻǊΩǎ ƴŜŜŘǎΦ  

 
Translation solutions 
Copying Expression change Content change 
Copying words Perspective change  Text tailoring 
Copying structure Density change  
 Compensation   
 Cultural correspondence  

Table 6 tȅƳΩǎ ǘȅǇƻƭƻƎȅ ƻŦ ǘǊŀƴǎƭŀǘƛƻƴ ǎƻƭǳǘƛƻƴǎ 

 
He (ibid.) views the process of translating to be operating on 

two modes: a cruise mode and a bump mode. The former refers to the 
άƴƻǊƳŀƭ ǳǎŜ ƻŦ ƭŀƴƎǳŀƎŜ ǎƪƛƭƭǎΣ ǊŜŦŜǊŜƴŎŜ ǊŜǎƻǳǊŎŜǎΣ ǇŀǊŀƭƭŜƭ ǘŜȄǘǎΣ 
ƛƴǘǳƛǘƛƻƴ ώΧϐ ǎƻ ƴƻ ǎǇŜŎƛŀƭ ǎƻƭǳǘƛƻƴǎ ŀǊŜ ƴŜŜŘŜŘέ όtȅƳ нлмсΣ ннлύΦ ¢ƘŜ 
bump mode, in his view, is a situation when a translator needs some 
help, and this is when the proposed solutions should be contemplated. 
In his (ibid) view, whenever a translator can rely on his/her language 
skills, available language and encyclopedic material, and intuition, a 
typology appears to be irrelevant. It may prove to be of assistance 
solely in critical situations. He presents a typology accounting for what 
a translator actually needs during translating a text. 
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¢ƘŜ ŀōƻǾŜ ŎƭŀƛƳǎ ƳŀƪŜ ǳǎ ōŜƭƛŜǾŜ ǘƘŀǘ tȅƳΩǎ ǘȅǇƻƭƻƎȅ ƛǎ ƳƻǊŜ 

user-friendly, i.e. translator-friendly in that he offers terms that are at 
once narrow and broad; narrow in the sense of being direct about the 
route to be taken, and broad in the sense of allowing for options within 
certain limits but not being too rigorous. We consider translating a CSI 
to be a typical bump situation, when the translating process does not 
go smoothly, and a crutch is necessary. He (ibid) suggests that three 
questions be asked: Should I keep the form? Do I need to change the 
form? Do I need to change the content? Instead of advocating a 
theoretical construct (not necessarily overtly expressing the mere 
ƻǇŜǊŀǘƛƻƴ ǘƻ ōŜ ŀŘƻǇǘŜŘύΣ ƘŜ ŜȄǇƭŀƛƴǎ ǿƘŀǘ ƛǎ ƎƻƛƴƎ ƻƴ ƛƴ ŀ ǘǊŀƴǎƭŀǘƻǊΩǎ 
mind. In in addition to the above discussed translation strategies, Table 
7 presŜƴǘǎ ƻǳǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ Ƙƻǿ tȅƳΩǎ ǘǊŀƴǎƭŀǘƛƻƴ ǎƻƭǳǘƛƻƴǎ Ŏŀƴ 
be applied to the examples from our illustrative corpus. The table 
Ǉƻƛƴǘǎ ƻǳǘ ǘƘŜ ŜŦŦƻǊǘƭŜǎǎ ƴŀǘǳǊŜ ƻŦ tȅƳΩǎ ǘȅǇƻƭƻƎȅ όнлмсύΦ ¢ƘƻǳƎƘ ƴƻǘ 
specifically intended for CSIs, we believe it has the potential to 
compete with the existing approaches and has high chances of being a 
practical guide in finding solutions to translation problems, or to what 
Pym (2016) calls bump situations.  

 
 Translation strategies Tr. solutions 
 Newmark 

(1988) 
Tomaszkiewic
z (1993) 

Valdeon 
(2008) 

Pedersen 
(2011) 

Pym 
(2016) 

Nick at 
Night 

generalization *  *  *  Content 
change 

Kilt omission + 
explication 
(with a shift) 

omission + 
paraphrased 
explanation 

--- omission 
+ 
specificat
ion 
(addition
) 

Expression 
change 

First 
Melville 

borrowing borrowing preservat
ion of a 
CSI 

retention Copying  

Private 
school girl 

generalization naturalization 
of the original 

substituti
on with a 
super-
ordinate 
term 

Superord
i-nate 
term 

Content 
change 

Ambulance  literal 
translation, 
*improper 

literal 
translation 

--- Direct 
transl. 
shifted 

Copying  

Table 7 Translation strategies vs translation solutions applied to CSIs 
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нΦп tȅƳΩǎ ¢ȅǇƻƭƻƎȅ όнлмсύ ǾŜǊǎǳǎ ¢ȅǇƻƭƻƎƛŜǎ ōȅ bŜǿƳŀǊƪ 

(1988), Tomaskiewicz (1993), Valdeon (2008), and Pedersen (2011) 
 
The comparison presented above takes us to the evaluation of 

ǘƘŜ ŎƻǊǊŜǎǇƻƴŘŜƴŎŜ ōŜǘǿŜŜƴ ǘŜǊƳƛƴƻƭƻƎȅ ŎƻƴǘŀƛƴŜŘ ƛƴ tȅƳΩǎ ǘȅǇƻƭƻƎȅ 
and in the typologies by Newmark (1988), Tomaskiewicz (1993), 
Valdeon (2008), and Pedersen (2011). Based on the establishment of 
conceptualizatioƴΣ tȅƳΩǎ ǎƻƭǳǘƛƻƴǎ ŜƴŎƻƳǇŀǎǎ ǘƘŜ ǘǊŀƴǎƭŀǘƛƻƴ 
strategies as presented in Table 8.    

 

Translation solutions 
Pym (2016) 

Translation strategies  
Newmark (1988), Tomaskiewicz (1993), Valdeon 
(2008), and Pedersen (2011) 

Copying 

Copying words 
 
Copying 
structure 

Newmark  Transference, Borrowing, Literal 
translation 

Tomaskiewicz  Literal translation, Borrowing  

Valdeon Preservation of international items  
Preservation of culture specific items  

Pedersen Direct translation, Retention  

 

Expression 
change 

Perspective 
change 

Newmark Transposition, Modulation 
Tomaskiewicz  Adaptation 
Pedersen  Slightly adapted (TL-adjusted ) form 

Density change 

Newmark  Descriptive equivalent, Functional 
equivalent, Paraphrase, Recasting 

Tomaskiewicz  Generalization/neutralization of the 
original, Explication or a paraphrased 
explanation of the cultural term 

Pedersen  Generalization (superordinate term 
or paraphrase), Specification 
(addition and completion) 

Compensation Newmark Compensation  

Cultural 
correspondence 

Newmark  Cultural equivalent 

Tomaskiewicz Equivalence 

 

Content 
change 

Text tailoring 

Newmark  Reduction, Expansion, Notes, 
Additions, Glosses 

Tomaskiewicz  Omission/Replacement of the 
cultural term with deictics 

Valdeon  Substitution with a superordinate 
term, S. with an international item, S. 
with a different source culture item, 
S. with a target-culture item 

Pedersen  Substitution (cultural or 



Journal of Language and Literary Studies    79 

 
situational) 
Omission 

Table 8 Translation solutions vs. translation strategies 

 
The table offers our understanding of content correspondence 

between the terms concerned. In addition, it makes clear, for example, 
that Pederson does not consider expression change (i.e. change of the 
form) in his typology. To substantiate the content correspondence 
between the terminologies concerned, we used the socio-cognitive 
conceptualization process the essence of which lies in accounting for 
and aligning three sub-processes: frame establishment, encoding, and 
ŎƻƴǘŜȄǘǳŀƭƛȊŀǘƛƻƴ ό.ƛƭłΣ YŀőƳłǊƻǾłΣ ±ŀƶƪƻǾłΣ нлмтύΦ 9ǎǘŀōƭƛǎƘƛƴƎ ŀ 
frame means defining a broader context into which the term belongs. 
Encoding implies the explanation of what the term stands for so that 
pre-understanding can be supported. The contextualization of the term 
is done through exemplification, whether by means of vocabulary 
sample, discourse sample, or a specific procedure embodying the 
solution of a specific communicative situation. The first two, thus, 
represent the cognitive side; the third one represents the social side of 
conceptualization. The below conceptualization is based on Pym (2016, 
pp. 224 ς 231). 

 
1. COPYING 
Frame  TRANSLATION SOLUTIONS 
Encoding it is based on imitation the original sound, 

word, etc., from the smallest to the hierarchically higher structures 
Contextualization, see  
copying words/structure 
 
Copying words/structure 
Frame COPYING 
Encoding  it is based on the usage of an expression that 

imitates the sounds, word structure, or orthography/script, prosodic 
features, fixed phrases, text structure 

Contextualization 
 literal translation, calque, international vocabulary, borrowing 
 
2. EXPRESSION CHANGE 
Frame TRANSLATION SOLUTIONS 
Encoding it is based on changing the form in the sense 

of:  
 1. changing a perspective, 
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 2. changing the density of the expression,  
 3. compensation of the expression, 
 4. cultural correspondence 
Contextualization, see  
1. Perspective change 
2. Density change 
3. Compensation 
4. Cultural correspondence  
 
Perspective change 
Frame EXPRESSION CHANGE (a type of translation solutions) 
Encoding it is based on seeing a referent or object from 

a different angle, these processes make part of it:  
a) changing sentence focus; 
b) changing semantic focus;  
c) changing voice;  
Contextualization 
a) changing active sentences to passive, positive statements 

to negative ones, verbal structures to nominal ones, changing 
directionality, etc. 

b) changing culture values  
c) in the sense of tone, or changes in register, e.g. pronoun 

structure (tous/vous), imperative vs. we in recipes, I vs we to indicate 
authorship in papers, etc. 

 
Density change 
Frame EXPRESSION CHANGE (a type of translation solutions) 
Encoding ƛǘ ƛǎ ōŀǎŜŘ ƻƴ ŎƘŀƴƎƛƴƎ ǘƘŜ άǇǊƻȄƛƳƛǘȅέ ǘƻ ǘƘŜ 

referent: 
a) generalization,  
b) specification,  
c) explicitation/implicitation,  
 d) resegmentation, i.e. using different amount of text to 

cover the same information. 
Contextualization 
a) using a hyperonym 
b) using a hyponym 
c) expressing the same idea by different grammatical means 
d) cutting a complex sentence into two shorter ones 
 
Compensation  
Frame EXPRESSION CHANGE (a type of translation solutions) 
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Encoding it is based on opting for a new linguistic level:  
a) either a new place in text added 
b) or a new level of expression added, 
Contextualization  
a) footnotes, endnotes: explicitation + compensation, addition 

+ compensation 
ōύ ǎǳƎƎŜǎǘƛƻƴ ǘƻ ǘƻǳǎ ŀŘŘǊŜǎǎ όάaƾȌŜƳŜ ǎƛ ǘȅƪŀǙέύ ǾǎΦ άaȅ 

ŦǊƛŜƴŘǎ Ŏŀƭƭ ƳŜ .ƛƭƭΦέ 
 
Cultural correspondence  
Frame EXPRESSION CHANGE (a type of translation solutions) 
Encoding it is based on looking for  
a) corresponding idioms  
b) corresponding culture-specific items 
Contextualization 
a) Ϧǘƻ ŎŀǊǊȅ Ŏƻŀƭ ǘƻ bŜǿŎŀǎǘƭŜϦ Ǿǎ ϦƴƻǎƛǙ ŘǊŜǾƻ Řƻ ƭŜǎŀϦ 

(the latter in English: carry wood to the woods)  
b) Sookie: I've got to make strawberry shortcake for 200 

people. I think I'm gonna need strawberries.  
    {ƻƻƪƛŜΥ !ƭŜ ŀƪƻ ƳłƳ ǳǇƛŜŎǙ jahodový ƪƻƭłő ǇǊŜ нлл ƯǳŘƝ ōŜȊ 

jahôd. [the literal translation into English would be strawberry pie] 
 
3. CONTENT CHANGE 
Frame TRANSLATION SOLUTIONS 
Encoding a translation solution based on the content of 

the expression so that the message is communicated in line with the 
target culture and its audience/readership 

Contextualization, see Tailoring 
 
Tailoring 
Frame CONTENT CHANGE (a type of translation solutions) 
Encoding it is based on accommodating the content to 

the social, geographical, cultural, etc. circumstances 
Contextualization  
 addition, omission, censorship, updating, correction, etc.     

 
The description of the notions was based on three pieces of 

information: the broader context (the umbrella term it falls within), the 
definition of the term, and the exemplification of the term. Such a 
procedure has made available detailed information about the term and 
made it possible to compare the scope and content of individual terms.  
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Conclusion 
 
 CSIs are distinctive material for translation due to their 

heterogeneous nature. This is also a reason for their being a 
problematic area in the translation process, or what Pym calls άbump 
situationsέ (2016, p. 220). The history of translation studies witnesses 
many attempts in setting typologies and identifying categories that 
would capture their unpredictable character. The diversity and range 
of existing taxonomies that CSIs fall within anticipate the complex 
nature of their translation. Each CSI is so distinctive that it may as well 
ŘŜǎŜǊǾŜ ƛƴŘƛǾƛŘǳŀƭƛȊŜŘ ŀǇǇǊƻŀŎƘΦ Lƴ ŀ ǘǊŀƴǎƭŀǘƻǊΩǎ ŜƴŘŜŀǾƻǊ ǘƻ ǘǊŜŀǘ ǘƘŜ 
CSI as appropriately as possible, s/he needs to make proper choice 
from an array of alternatives. We conducted a study on existing 
terminologies of translation strategies and their conceptualizations in 
order to streamline theoretical support that a translator can resource 
to when necessary. 

tȅƳΩǎ όнлмсύ ǘȅǇƻƭƻƎȅ ƻŦ ǘǊŀƴǎƭŀǘƛƻƴ ǎƻƭǳǘƛƻƴǎ Ƙŀǎ ǇǊƻǾŜŘ ƛǘǎŜƭŦ 
to account for a language unit as a bilateral language sign with its 
signified and signifier, i.e. content and form. His terminology seems to 
work universally, as in our case, it suffices to cater for CSIs and the 
English-Slovak language pair. In his attempt to simplify the procedure 
of translation he asks the basic questions related to the two facets of a 
linguistic sign ς form and content. This is reflected in his terminology ς 
he offers three general areas copying (form), expression change (i.e. 
changing signifier), content change (i.e. changing signified).   

hǳǊ ōŀǎƛŎ ǇǊŜƳƛǎŜ ǿŀǎ ǘƘŀǘ tȅƳΩǎ ǘȅǇƻƭƻƎȅ ǿƻǳƭŘ ōŜ ƳƻǊŜ 
user-friendly (i.e. translator-friendly). The analysis has shown that 
Pym's concepts can be applied to specific lexis (like CSI), to a specific 
mode (like film dialogue), and to the Slovak language. In general, they 
are more transparent and more consistent in the perspective used as 
they do not combine translator's and reader's perspectives. Hence, we 
assume they are more easily applicable in the translating process and 
more readily applicable in teaching translation strategies; or rather 
solutions, as Pym calls them, since he claims that they show that our 
primary concern is a solution, not the strategy {the route a translator is 
taking). 
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EXISTUJE UNIVERZÁLNA TYPOLÓGIA PREKLADATE]{Yº/I wL9~9bN 
Y¦[¢¨wb9 ~t9/LCL/Yº/H VÝRAZOV? 

 
˽͔͔͍ͪͦ͒ ͔͙͙͒ͤͼ ͔ͫͨͼ͙ͺ͙;ͤ·ͻ ͒͡Ύ ͯ͟͡Έͭͯͪ· ͤ͊ ͎͚͒ͪͯͦ 

Ύ͘·͟Σ ͍͔͎ͫ͒͊ ͋·͡ ͔͚ͨͪͦ͋ͣͦ͡ ͒͡Ύ ͔͔͍ͨͪͦ͒;͙͍ͦ͟ ͨͦ ͨͦͤΎͭͤ·ͣ 
͙ͨͪ;͙ͤ͊ͣΥ ͙ͦͤ ͔ͦͤͭͫͭͤͦ͟͟-͍͙͙͊ͫͣ͘·͔ ͔͍ͭͫͭͦ͟·͔ Ή͔͔ͣͤͭ͡·Σ 
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͔ͤͫͯ΅͙͔ ͙͍ͦͤͤͦͭ͊ͭͤ͟·͚ ͫͣ·ͫ͡ ͍ ͙ͫͻ͚ͦ͒ͤͦ ͯ͟͡Έ͔ͭͯͪΦ ˽ͦ ͚ͭͦ ͔͗ 
͙ͨͪ;͙͔ͤ ͒ͦͫͭͯͨͤ· ͔ͤͫͦ͟͡Έͦ͟ ͙͎͙͚ͭͨͦͦ͡Σ ͙ͭ͊͟ͻ ͊͟͟ bŜǿƳŀǊƪ όмфууύΣ 
¢ƻƳŀǎȊƪƛŜǿƛŎȊ όмффоύΣ ±ŀƭŘŜƻƴ όнллуύ ͙͙͡ tŜŘŜǊǎŜƴ όнлммύΦ 
͙͎͙́ͨͦͦ͡Ύ bŜǿƳŀǊƪa ͋·͊͡ ͍ ͼ͔ͦͣ͡ ͙ͨͪͤΎͭ͊ Ή͔͙ͫͨͪͭ͊ͣ͟ ͍ ͙ͦ͋͊ͫͭ͡ 
͔͔͍ͨͪͦ͒͊ ͙ ͔͎͎͙͙ͨ͒͊ͦ͟ ͔͔͍ͨͪͦ͒͊Φ ˤ͔ͦͫͣΈ ͔͎͙͚ͫͭͪ͊ͭ ¢ƻƳŀǎȊƪƛŜǿƛŎȊa 
όмффоύ ͍ͦͫͤͦ͊ͤ· ͤ͊ ͙ͯ͘;͔͙͙ͤ ͙͍ͫͯ͋ͭͭͪͦ ͍ ͺ͙͡Έͣ͊ͻ. T͊ ͙ͫͦͤͦͣ͟Ύ 
±ŀƭŘŜƻƴ όнллуύΣ ͍ͦͫͤͦ͊ͤͤ͊Ύ ͤ͊ ͙͍͙͊ͯ͒ͦͯ͊͘͡Έͤͦͣ p͔͙͔͗ͣΣ ͍͟͡Ό;͔͊ͭ 
͔͎͙͙ͫͭͪ͊ͭ ͍ͫΎ͊ͤͤ͘·͔ ͫ ͫͦͻ͔͙͔ͪ͊ͤͤͣ ͙ ͔͊ͣ͘΅͔͙͔ͤͣΦ T͊ ͙ͫͦͤͦͣ͟Ύ 
Pedersena όнлммύ ͍͟͡Ό;͔͊ͭ ͔͎͙͙͊ͭͦͪ͟ ͙͔͙͍ͦͪͤͭͪͦ͊ͤͤ·͔ ͤ͊ po͒ oͤ  ͚
Ύ͘·͟ ͙ Ύ͘·͟ ͔͔͍ͨͪͦ͒aΦ ˮͻ ͣͦ͗ͤͦ ͍͙ͫͦͨͦͫͭ͊ͭΈ ͫ ͙͔͚ͭ͊ͫͦͤͦͣ͟ ˽͙ͣ͊ 
(Pym-a) όнлмсύΣ ͦͭͦͪͯ͟Ό ͦͤ ͤ͊͘·͍͔͊ͭ ͙͎͙͔͚ͭͨͦͦ͡ ͔͔͍ͨͪͦ͒;͔͙ͫ͟ͻ 
͔ͪ΄͔͙͚ͤ ͒͡Ύ ͎͙ͣͤͦͻ Ύ͘·͍ͦ͟Φ ˻ͤ ό2016ύ ͔͎͔ͨͪ͒ͨͦ͊͊ͭ͡Σ ;ͭͦ ͙ͦͤ 
͍͔͔ͨͦ͒ͤ;͔͙͔ͫ͟Σ ͔ͨͪͦ͋ͣͤ͡·͔Σ ͔ͨͦͭͤͼ͙͊͡Έͤͦ ͔ͫͦͤ͊ͭ͘͡Έͤ·͔Σ 
͙͔ͤͭͪͫͯ͋Ά͔͙͍ͭͤ͟·͔ ͙ ͙ͫͻͦ͒Ύ ͙͘ ͎ͫ͊ͣͦͦ ͦ͋΅͔͎ͦ ͙ ͍͎ͦͫͤͦͤͦͦ 
͔ͪ΄͔͙ͤΎ ͒͡Ύ ͔͔͍ͨͪͦ͒͊Υ ;ͭͦ-ͭͦ ͙͔͙ͣͤͭ͘ΈΦ ˿ ͨͦΎ͍͔͙͔ͤͣ͡ ;͔͎ͦ-ͭͦ 
͍͎ͤͦͦͦ ͔ͣͦ͗ͭ ͍͙ͦͤͤͯͭ͘͟Έ ͔ͤͫͦ͟͡Έͦ͟ ͍͍ͦͨͪͦͫͦΥ ͊͘;͔ͣ ͤ͊ͣ ͤͯ͗ͤ͊ 
͔΅͔ ͦ͒ͤ͊ ͙͊ͫͫ͟͡ͺ͙͊͟ͼ͙ΎΚ ˴͊͟ Ήͭͦͭ ͨͦ͒ͻͦ͒ ͙ͦͭ͡;͔͊ͭͫΎΚ ˹͊΄͊ 
͍ͦͫͤͦͤ͊Ύ ͔ͨͪ͒ͨͦͫ·͊͟͡ ͊͘͟͡Ό;͔͊ͭͫΎ ͍ ͭͦͣΣ ;ͭͦ ͙͎͙ͭͨͦͦ͡Ύ ˽͙ͣ͊ 
(2016) ͔͔͋ͦ͡ ͯ͒ͦ͋ͤ͊ ͒͡Ύ ͨͦ͡Έ͍͔ͦ͊ͭ͘͡Ύ όͭΦ eΦ ͒͡Ύ ͔͔͍ͨͪͦ͒;͙͍ͦ͟ύΦ 
˹͊ͫͭͦΎ΅͊Ύ ͪ͊͋ͦͭ͊ ͍͔ͤ͊ͨͪ͊ͤ͊͡ ͤ͊ ͍͔͙͔ͫͪ͊ͤͤ ͙ ͍͔͙͔ͫͦͨͦͫͭ͊ͤ͡ 
ͫͯ΅͔͍ͫͭͯΌ΅͙ͻ ͙͎͙͚ͭͨͦͦ͡ ͙ ͔ͭͣ ͫ͊ͣ·ͣ ͯͨͪͦ΅͔͙͔ͤ ͔ͭͯ͟΅͔͚ 
͔͔ͭͤ͒ͤͼ͙͙ ͍ ͔͙͙ͭͦͪ ͔͔͍ͨͪͦ͒͊Φ 

 
 ˴͡Ό;͔͍·͔ ͍ͫͦ͊͡Υ ͔͙͙͒ͤͼa ͔ͫͨͼ͙ͺ͙;ͤa ͒͡Ύ ͯ͟͡Έͭͯͪ·Σ 
͔͎͙͙ͫͭͪ͊ͭ ͔͔͍ͨͪͦ͒͊, ͔ͪ΄͔͙ͤΎ ͒͡Ύ ͔͔͍ͨͪͦ͒͊Σ ͙͎͒͊ͦ͡ ͺ͙͡Έͣa, Pym 
(2016) (˽͙)ͣ, Pedersen (2011), Valdeon (2008), Tomaszkiewicz (1993), 
Newmark (1988). 
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 Abstract: From his first travel book Twilight in Italy (1916) to the 
posthumously published Etruscan Places όмфонύΣ [ŀǿǊŜƴŎŜΩǎ ǘǊŀǾŜƭ ǿǊƛǘƛƴƎ 
shows a continuous experimentation with the genre, which in his hands, 
always escapes any fixed scheme. In spite of their stylistic difference and the 
variety of images and contents, his travel books lay bare a common intention, 
ǿƘƛŎƘ ƛǎ ǘƘŜ ŀǳǘƘƻǊΩǎ ŀǘǘŜƳǇǘ ǘƻ ŜǎŎŀǇe the wasteland of mechanization and 
industrialization, the upsetting, fragmented world of Europe at the time of 
World War I, and to find an ideal place for a rebirth, a palingenesis, a place 
(remote in space and, in the case of Etruscan Places, also in time) where 
human beings could live an harmonious relationship with Nature, with the 
Other and with the Self. 
 
 Keywords: D.H. Lawrence, destination, exile, travel writing, time, 
space, contamination, culture, nature, otherness, Etruria, Rome, authority. 

 
 

 Introduction 
 
 The British writer D.H. Lawrence (1885-1930) is an extremely 
prolific artist whose production includes, besides a group of paintings, 
many literary works belonging to all genres. He was also a writer in 
transit who, at the beginning of the 20th century, travelled all over the 
world: in the short span of his life Lawrence visited many countries, 
encountering and adjusting to a variety of places and cultural realities 
(Sri Lanka, Australia, Mexico, New Mexico, etc.). In Europe, he stayed 
for varying lengths of time in Germany, France, Switzerland, and Spain, 
but it was only in Italy that he chose to live, settling in different places 
(from the beautiful Lake Garda in the North of the country, to Sicily, to 
isolated, uncouth, and at that time little known places, such as 
Picinisco in the Abruzzi mountains and Sardinia, to the beautiful 
countryside of Tuscany). Many of his journeys and sojourns also 
provided the inspiration for his work, including travel writings (Twilight 
in Italy, Sea and Sardinia, Sketches of Etruscan Places), as well as short 
stories, novels, and poems (ά{ǳƴ,έ ά{ƳƛƭŜ,έ !ŀǊƻƴΩǎ wƻŘ, The Lost Girl, 
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ǘƘŜ ǇƻŜƳǎ ά/ȅǇǊŜǎǎŜǎ,έ ά¢ƘŜ {ƘƛǇ ƻŦ 5ŜŀǘƘ,έ etc.), and other non-
fictiƻƴŀƭ ǿǊƛǘƛƴƎǎ όά5ŀǾƛŘ,έ άCƛǊŜǿƻǊƪǎ ƛƴ CƭƻǊŜƴŎŜΣέ άCƭƻǿŜǊȅ ¢ǳǎŎŀƴȅέ), 
to mention just a few.1 
 [ŀǿǊŜƴŎŜΩǎ ŦƛǊǎǘ ƧƻǳǊƴŜȅ ǘƻ Lǘŀƭȅ ǘƻƻƪ ǇƭŀŎŜ ƛƴ мфмнΣ ƻƴŜ ƻŦ ǘƘŜ 
most important years in his life, when he left England, with its 
philistine, repressive culture, and his job as a teacher, and went first to 
Germany and then to Italy with a married woman, Frieda Weekley 
(born von Richthofen). They spent eight months in Gargnano on Lake 
Garda, an experience which is recalled in the essays collected in 
Twilight in Italy (1916). Not only was he attracted by the place and the 
people, but he also got involved in the literary and artistic turmoil 
which was taking place in Italian culture at the beginning of the 20th 
century.2 Suffice it to think of Marinetti and Futurism, with which he 
developed a sort of love-hate, attraction-rejection relationship, and 
which was destined to have an enormous influence on his life and 
work, an influence which is still, in my opinion, underrated by critics. It 
is in the last years of his life, in the bucolic peace and serenity of the 
Tuscan countryside, at the Villa Mirenda in Scandicci, near Florence 
that Lawrence experiences a period of intense artistic creativity in spite 
of the illness which is slowly gnawing at his body. Here he completes 
his last novel, [ŀŘȅ /ƘŀǘǘŜǊƭŜȅΩǎ [ƻǾŜǊ (1928), a challenge to the 
prudery of his countrymen, but also an attempt to outline the way to 
regeneration to the Western World, a way which is also pointed to in 
the collections of poems Pansies, Nettles and Last Poems, as well as in 
his paintings.3 
 

1. A Tiresome Journey to an Underground World 
 
In spite of the weakness caused by his illness, in 1926 and 1927 
Lawrence visits some Etruscan sites with his American friend, the 
painter Earl Brewster; the interest in the Etruscans had been 
stimulated by a former visit to Tuscany in September 1920. The poem 

                                                 
1
 I would like to add that Twilight in Italy has been chosen and selected by John Carey 

for his Guide to the 20
th

 ŎŜƴǘǳǊȅΩǎ Ƴƻǎǘ 9ƴƧƻȅŀōƭŜ ōƻƻƪǎΣ CŀōŜǊΣ нлллΦ 
2
 He tried (successfully) to learn Italian: he had a teacher in Gargnano, and could write 

letters in Italian when he was staying at the Villa Mirenda in 1927/28. See for example 
his letters to Giulia Pini in The Letters of D.H. Lawrence, vol. VII, 1928-1930, edited by 
Keith Sagar and James T. Boulton, Cambridge:  CUP, 1994. He also translated from 
Italian the novel Mastro Don Gesualdo and some short stories by the famous Sicilian 
writer Giovanni VergŀΣ ŀƴŘ !Φ CΦ DǊŀȊȊƛƴƛΩǎ Story of Doctor Manente. 
3
 Cfr. John Worthen, D.H. Lawrence: The Life on An Outsider, London: Counterpoint, 

2005. See also The Cambridge Biography of D.H. Lawrence, 3 vols. by John Worthen, 
Mark Kinkead-Weekes and David Ellis, Cambridge:  CUP, reissue edition, 2014. 
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ά/ȅǇǊŜǎǎŜǎέ όмфнлύΣ ά¢ƘŜ ǳƴŘŜǊƭƛǾŜǊŀōƭŜ ǎŜŎǊŜǘΣ κ 5ŜŀŘ ǿƛǘƘ ŀ ŘŜŀŘ 
ǊŀŎŜ ŀƴŘ ŀ ŘŜŀŘ ǎǇŜŜŎƘΧ,έ written as a result of that visit to Tuscany, 
as well as a passage in the travel book, Sea and SardiniaΣ ŀōƻǳǘ άthe 
ǎǘǊŀƴƎŜ ΨǎƘǊƻǳŘŜŘ ƎƻŘǎΩ of the Etruscans,έ are a kind of poetic 
expression of the interpretation he would subsequently develop 
(Lawrence 2008: 27).4 
 The interest in the Etruscan world had also been stimulated by 
such authoritative texts as The Cities and Cemeteries of Etruria, (1907) 
by George Dennis,5 Etruskiche Malerei (1921) by Fritz Weege, Roland 
!ǊǘƘǳǊ [ƻƴǎŘŀƭŜ CŜƭƭΩǎ ōƻƻƪ Etruria and Rome (Cambridge, 1924), as 
well as the Italian Etruria Antica by Pericle Ducati (1925), which 
Lawrence quotes in Sketches of Etruscan Places, constantly questioning 
their scholarly interpretations. He had also been attracted by emerging 
studies on ancient civilizations, by anthropological texts such as Sir 
WŀƳŜǎ CǊŀȊŜǊΩǎ The Golden BoughΣ WŀƴŜ IŀǊǊƛǎƻƴΩǎ Ancient Art and 
Ritual (1913), and Emile 5ǳǊƪƘŜƛƳΩǎ The Elementary Form of Religious 
Life, which he read with great interest and from which he developed a 
ƪƛƴŘ ƻŦ άǊŜƭƛƎƛƻǳǎ ȅŜŀǊƴƛƴƎέ όŀŎŎƻǊŘƛƴƎ ǘƻ aŀǊƪ YƛƴƪŜŀŘ-Weekes). The 
contact with the past was for Lawrence an important stage in the 
development of his ŘǊŜŀƳ ƻŦ ŀŎƘƛŜǾƛƴƎ άwholeness,έ that is, a total 
harmony between body, mind and soul. In the foreword to his second 
book on his theory of the unconscious, Fantasia of the Unconscious, 
Lawrence attributes to ancient civilizations some kind of deep life 
knowledge, which is completely lost and unknown to modern 
humanity: 
 

I honestly think that the great pagan world of which Egypt and 
Greece were the last living terms, the great pagan world which 
preceded our own era once, had a vast and perhaps perfect 
science of its own, a science in terms of life. In our era this 
science crumbled into magic and charlatanry. But even wisdom 
crumbles [...] Then came the world flood [Χ]. The refugees [Χ]. 
Fled [Χ]. and some like Druids or Etruscan or Chaldeans or 
Amerindians or Chinese, refused to forget, but taught the old 

                                                 
4
  See D.H. Lawrence, The Poems, edited by Christopher Pollnitz, Cambridge: CUP, 

2013. 
5 
5ŜƴƴƛǎΩǎ ǘǊŀǾŜƭ ōƻƻƪ is very personal and lively, full of vitality and humour. Massimo 

Pallottino wrote in his monumental work Etruscologia (1942) that Dennis was an 
explorer, who approached the remains as evidence of a living people. 
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wisdom, only in its half-forgotten, symbolic forms. (Lawrence 
2014: 54)6 

 
It was only during his last Italian sojourn in Tuscany that Lawrence 
seriously thought of the Etruscans as a possible subject for a book, and 
planned a visit to Etruscan sites, which were not very far away. 
 In the spring of 1926 he visited Perugia and the National 
!ǊŎƘŀŜƻƭƻƎƛŎŀƭ aǳǎŜǳƳΣ ŦŀƳƻǳǎ ŦƻǊ ƛǘǎ 9ǘǊǳǎŎŀƴ ¦Ǌƴǎ όά9ǘǊǳǎŎŀƴ ǘƘƛƴƎǎ 
[Χ] have a great attraction for me: there are lovely things in the 
9ǘǊǳǎŎŀƴ aǳǎŜǳƳ ƘŜǊŜέ [Lawrence 1989: 464]), and he planned to visit 
ŀ ŦŜǿ ŎƛǘƛŜǎ ŦƻǊ ǘƘŜ ōƻƻƪ ƘŜ ƘŀŘ ƛƴ ƳƛƴŘ ǿƘƛŎƘ ƘŀŘ ǘƻ ōŜ άƘŀƭŦ ǘǊŀǾŜƭ-
ōƻƻƪΣ ƘŀƭŦ ǎŎƛŜƴǘƛŦƛŎ ǘƻƻέΥ 
 

What I should most like to do, for the trip, would be to do the 
western half of the Etruscans ς the Rome museums ς then Veii 
and Cività Castellana and Cerveteri ς which one does from 
Rome ς then Corneto, just beyond Cività Vecchia in Maremma 
ς then the Maremma coast-line and Volterra [Χ] If there were 
time, we might get to Chiusi and Orvieto ς we could see. I have 
a real feeling about the Etruscans. (Letter to Earl Brewster, 6 
March 1927, Lawrence 1989: 649-650)7  

 
Owing to ill health, Lawrence was unable to visit all the sites he had 
hoped to see, and he wrote only six of the twelve sketches he had 
originally planned. The book he had envisaged thus remained 
unfinished, though the six completed essays were collected 
posthumously as Etruscan Places. Four of the essays were published 
separately in the periodicals Travel in America and World Today in 
Britain. 
 

2. ά¢ƘŜ 9ǘǊǳǎŎŀƴǎ ǿŜǊŜ ȅƻǳƴƎ ƛƴ ǘƘŜƛǊ ǾƛǘŀƭƛǘȅέΥ 
[ŀǿǊŜƴŎŜΩǎ 5ŜǎǘŀōƛƭƛȊŀǘƛƻƴ ƻŦ !ǳǘƘƻǊƛǘŀǘƛǾŜ IƛǎǘƻǊƛŀƴǎ 
 
 The fact that so little was known about the Etruscans and their 
ŎƛǾƛƭƛȊŀǘƛƻƴ ƘŜƭǇŜŘ ǘƻ ǎǘƛƳǳƭŀǘŜ [ŀǿǊŜƴŎŜΩǎ ƛƳŀƎƛƴŀtion and curiosity, 
and gave him the opportunity to interpret freely the Etruscan remains 

                                                 
6
 Cfr. D.H. Lawrence, Phychoanalysis and the Unconscious and Fantasia of the 

Unconscious, edited by Bruce Steele, Cambridge: CUP, 2014. 
7
 Corneto was an ancient name for a town which developed near the old Etruscan city; 

the Fascist regime restored the Roman name. 
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in terms of those symbols which best expressed his own ideas. For 
centuries historians, archaeologists, linguists and scholars had tried to 
penetrate the mystery of the Etruscans, to explain their origin, to read 
their language, to interpret their symbols. Lawrence was inevitably 
tempted to try his own interpretation of that ancient world and came 
to see the Etruscan civilization as the symbol of a lost vitality. By 
travelling backwards in time, he tried to recapture the spontaneity and 
the sense of wonder which he had perceived in the culture of the 
Native Americans and which he felt had been an important feature in 
the life of the Etruscans. He was inspired by a civilization that had lived 
according to an ideal of life which seemed to correspond to his own: 
the Etruscan culture represented the old order, the pagan world 
retaining all the virtues he associated with the pre-Christian world, 
which he felt he had experienced in Cornwall during the years of World 
War I: 
 

It seems as if the truth were still living here, growing like the 
sea holly. ώΧϐ L Řƻ ƭƛƪŜ /ƻǊƴǿŀƭƭ ώΧϐ hƴŜ Ŏŀƴ ŦŜŜƭ ŦǊŜŜ ƘŜǊŜ ώΧϐ 
feel the world as it was in that flicker of pre-Christian Celtic 
civilization, when humanity was really young. (Lawrence 1982: 
492, 495)  

 
For Lawrence, ǘƘŜ 9ǘǊǳǎŎŀƴǎ ǿŜǊŜ άȅƻǳƴƎέ ƛƴ ǘƘŜƛǊ ǾƛǘŀƭƛǘȅΣ ȅŜǘ ǘƘŜȅ 
were also the keepers of the old, great secret of life, and when finally 
he came to write his book, they were to symbolize naturalness, 
spontaneity, and simplicity ς aspects of a civilization which was 
antithetical to the modern, mechanical, and corrupted one. The old 
ǎŜŎǊŜǘ ƳŜƴǘƛƻƴŜŘ ƛƴ ǘƘŜ ǇƻŜƳ ά/ȅǇǊŜǎǎŜǎέ ǿŀǎ ƭƻǎǘ ǿƛǘƘ ǘƘŜ 9ǘǊǳǎŎŀƴǎΣ 
and so  ŦƻǊ [ŀǿǊŜƴŎŜ  ƘǳƳŀƴ ōŜƛƴƎǎ ŀǊŜ ƴƻ ƭƻƴƎŜǊ ŀōƭŜ ǘƻ 
ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǊŜŀƭ ƳŜŀƴƛƴƎ ƻŦ ƭƛŦŜΥ ά²Ŝ ŀǊŜ ǊŜŀƭƭȅ ŦŀǊΣ ŦŀǊ ƳƻǊŜ ƭƛŦŜ-
ǎǘǳǇƛŘ ǘƘŀƴ ǘƘŜ ŘŜŀŘ DǊŜŜƪǎ ƻǊ ǘƘŜ ƭƻǎǘ 9ǘǊǳǎŎŀƴǎέ όLawrence 1982: 
118). 
 [ŀǿǊŜƴŎŜΩǎ ƻǿƴ 9ǘǊǳǎŎŀƴ ǘƻǳǊ ǘƻƻƪ ǇƭŀŎŜ ŀ ȅŜŀǊ ƭŀǘŜǊΣ ƛƴ !Ǉril 
1927, when Lawrence visited Cerveteri, Tarquinia, Vulci and Volterra 
and recounted his impressions in a series of essays, Sketches of 
Etruscan Places. 
 Sketches of Etruscan Places has a special place among 
[ŀǿǊŜƴŎŜΩǎ ǘǊŀǾŜƭ ōƻƻƪǎ: as he himself explained, he wanted to write a 
work ǿƘƛŎƘ ǿƻǳƭŘ ōŜΣ άƘŀƭŦ ǘǊŀǾŜƭ-book, half scientific tooΦέ Sketches of 
Etruscan Places gives details of the route one has to follow to reach 
each place, the means of transportation available, the topography of 
the area, hotels and eating places, and so on. This is, however, only 
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άƘŀƭŦ ǘƘŜ ōƻƻƪέ (Lawrence 1989: 412). ¢ƘŜ ƻǘƘŜǊ ΨƘŀƭŦΩ ƎƛǾŜǎ ŘŜǘŀƛƭŜŘ 
information about the structure of the tombs and archaeological 
treasures found there, about museums and their contents, along with 
some historical notes on the Etruscan world. This part is therefore, as 
Lawrence defined it, more scientific, or  ōŜǘǘŜǊ  ƛǘ ƛǎ ŀ ǉǳŜǎǘƛƻƴƛƴƎ ƻŦ 
the established scientific authorities on the subject. 
 As Lawrence wrote in a letter to Millicent Beveridge about 
wƻƭŀƴŘ !ǊǘƘǳǊ [ƻƴǎŘŀƭŜ CŜƭƭΩǎ ōƻƻƪ from 1924, Etruria and Rome: 
 

IŜΩǎ ǾŜǊȅ ǘƘƻǊƻǳƎƘ ƛƴ ǿŀǎƘƛƴƎ ƻǳǘ ƻƴŎŜ ƳƻǊe the few rags of 
information we have concerning the Etruscans: but not a thing 
ƘŜ Ƙŀǎ ǘƻ ǎŀȅΦ LǘΩǎ ǊŜŀƭƭȅ ŘƛǎƘŜŀǊǘŜƴƛƴƎΥ L ǎƘŀƭƭ Ƨǳǎǘ ƘŀǾŜ ǘƻ ǎǘŀǊǘ 
in and go ahead, and be damned to all authorities! There is 
really next to nothing to be said, scientifically, about the 
Etruscans. Must take the imaginative line. (8 June 1926; 
Lawrence 1989: 473) 

 
 No original written sources on the history of the Etruscans 
have survived, and early writing about them was filtered through the 
culture of their conquerors, the Romans. From the very beginning of 
his book, Lawrence firmly rejects the view of prestigious nineteenth-
century historians such as Theodor Mommsen, who was preoccupied 
ǿƛǘƘ ǘƘŜ ŎŜƭŜōǊŀǘƛƻƴ ƻŦ wƻƳŜΩǎ ƎǊŀƴŘŜǳǊ ŀƴŘ ǿŀǎ ƛƴŎŀǇŀōƭŜ ƻŦ ƎƛǾƛƴƎ 
an unbiased account of the Etruscans.   
 ά! ƎǊŜŀǘ ǎŎƛŜƴǘƛŦƛŎ ƘƛǎǘƻǊƛŀƴ ƭƛƪŜ aƻƳƳǎŜƴ ƘŀǊŘƭȅ ŀƭƭƻǿǎ ǘƘŀǘ 
the Etruscan existed at all. Their existence was antipathetic to himέ 
(Lawrence, 1992: 9).8 Such historians had transmitted the image of the 
Etruscans as a depraved, weak people who deserved to be wiped out 
by Roman expansion.9 This consideration helped Lawrence to follow 

                                                 
8 
Theodor Mommsen (nobel prize 1902), Romische Geschichte (1-3, 1854-56, 8 vols. 

Munchen, 2001), The History of Rome, trans. W.P. Dickson, 1894, reprinted in 1996, 
ǾƻƭΦ LΣ ŎƘŀǇǘΦ фΣ ά¢ƘŜ 9ǘǊǳǎŎŀƴǎΣέ ǇΦ мрлΥ ¢ƘŜ 9ǘǊǳǎŎŀƴǎΩ άǊŜƭƛƎƛƻƴ ǇǊŜǎŜƴǘƛƴƎ ŀ ƎƭƻƻƳȅ 
fantastic character and delighting in the mystical handling of numbers and in wild and 
horrible speculations and practices, is equally remote from the clear rationalism of the 
Romans and the genial image-worship of the HellenesΦέ Lawrence ironically writes 
ŀōƻǳǘ ƘƛƳΥ ά¢ƘŜ tǊǳǎǎƛŀƴ ƛƴ ƘƛƳ ǿŀǎ ŜƴǘƘǊŀƭƭŜŘ ōȅ ǘƘŜ tǊǳǎǎƛŀƴ ƛƴ ŀƭƭ ŎƻƴǉǳŜǊƛƴƎ 
Romans. So being a scientific historian, he almost denies the very existence of the 
Etruscan people.έ (Cfr. Lawrence, 1992: 9) 
9 
Especially the women who, because of the freedom, independence and public role 

they had, shocked Greek and Roman travellers and historians who considered them 
lost women, prostitutes. 
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Ƙƛǎ ƻǿƴ άƛƳŀƎƛƴŀǘƛǾŜ ƭƛƴŜέ (Lawrence 1989: 473).10 His artistic 
sensitivity enabled him to treat his subject with a special, lively, 
intuitive insight never shown before by any Etruscologist, as one of the 
most important scholars in the field of Etruscan Studies, Massimo 
Pallottino, has pointed out.11  
 The Etruscans have inspired powerful pulsing pages in 
contemporary literature, especially English Literature, like Lawrence in 
Etruscan Places, as well as Huxley in his novels, Those Barren Leaves 
and Point Counter Point, through which the interpretation of Ancient 
Etruria symbolically turns into a celebration of the lost world, of a 
humanity which was spontaneously natural, happy, living within and 
through the body, opposed to the rational and moral order of the 
Greek and Roman civilization and culture, as well as Christian. 
όaŀǎǎƛƳƻ tŀƭƭƻǘǘƛƴƻΣ ά[Ω9ǘǊǳǊƛŀ Řƛ IǳȄƭŜȅ Ŝ [ŀǿǊŜƴŎŜΣέ in the catalogue 
of the exhibition, [Ŝǎ 9ǘǊǳǎǉǳŜǎ Ŝǘ [Ω9ǳǊƻǇŜ 1992). 
 

The scholar who will one day write that history of Etruscans art 
which has not yet been written, will have to take into account 
[ŀǿǊŜƴŎŜΩǎ ƻōǎŜǊǾŀǘƛƻƴǎ ǿƘƛŎƘ [Χ] contain a much more valid 
critical quality [Χ] than the many huge volumes published by 
well-known archeologists [Χ] The Etruscologist cannot ignore 
the charm that the object of his studies exerts in the world of 
culture so widely [Χ] In this respect [Χ] science may once more 
acknowledge his debt to poetry. (Massimo Pallottino, Scienza e 
ǇƻŜǎƛŀ ŀƭƭŀ ǎŎƻǇŜǊǘŀ ŘŜƭƭΩ9ǘǊǳǊƛŀ, a lecture written in 1957 and 
published as an Introduction to the Italian Edition of Etruscan 
Places, Paesi Etruschi, 1985, ed. Giovanni Kezich, Siena: Nuova 
Immagine Editrice, p. 26). 

 
 
 
 

                                                 
10 

Lawrence seems to be partly in the tradition of George Dennis, whose Cities and 
Cemeteries of Etruria ƘŜ ƘŀŘ ǊŜŀŘ ȅŜŀǊǎ ōŜŦƻǊŜΦ 5ŜƴƴƛǎΩǎ ǎǘǳŘȅ ƻŦ ǘƘŜ 9ǘǊǳǎŎŀƴǎ ƛǎΣ ƭƛƪŜ 
[ŀǿǊŜƴŎŜΩǎΣ ǾŜǊȅ ƭƛǾŜƭȅΣ ŀƴŘ ǎƘƻǿǎ ŀƴ ƛƴǘŜǊŜǎǘ ƴƻǘ ƻƴƭȅ ƛƴ ǘƘŜ ŀǊŎƘŀŜƻƭƻƎƛŎŀƭ ǊŜƳŀƛƴǎΣ 
but alǎƻ ƛƴ ǘƘŜ ǇŜƻǇƭŜ ƳŜǘ ƛƴ ǘƘŜ ǘƻǳǊ ŀƴŘ ƛƴ ǘƘŜ άƭƛǾƛƴƎέ ǇƭŀŎŜǎ ǾƛǎƛǘŜŘΣ ŀǎ ƘŜ ƎƛǾŜǎ ŀ 
description of the inhabited modern towns. As Simonetta de Filippis points out in her 
Introduction to Sketches of Etruscan Places, compared to The Cities and Cemeteries of 
EtruriaΣ ƘƻǿŜǾŜǊΣ [ŀǿǊŜƴŎŜΩǎ ōƻƻƪΣ Ƙŀǎ ŀƴ ŀŘŘƛǘƛƻƴŀƭ ŦǳƴŘŀƳŜƴǘŀƭ ǉǳŀƭƛǘȅΣ Ƙƛǎ ƛƴǘǳƛǘƛǾŜ 
insight into the lost culture. 
11 

 [Ŝǎ 9ǘǊǳǎǉǳŜǎ Ŝǘ ƭΩ9ǳǊƻǇŜ staged in Paris in 1992 and in Berlin in 1993 (published in 
Italy as Dƭƛ 9ǘǊǳǎŎƘƛ Ŝ ƭΩ9ǳǊƻǇŀ, Milano: Fabbri 1992, pp. 150-152). See also Jean-Marc 
Irollo, Gli Etruschi. Alle origini della nostra civiltà, Bari: Dedalo, 2008. 
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SFIDARE L'AUTORITA: IL SUD REMOTO E PROVOCATORIO DI D.H. 
LAWRENCE 

 
 Dal primo libro di viaggio Twilight in Italy (1916) al postumo 
Etruscan Places (1932), i libri di viaggio di Lawrence mostrano 
ǳƴΩƛƴŀǊǊŜǎǘŀōƛƭŜ ǎǇŜǊƛƳŜƴǘŀȊƛƻƴŜ Ŏƻƴ ƛƭ ƎŜƴŜǊŜ ƭŜǘǘŜǊŀǊƛƻ ŘŜƭla 
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letteraturea di viaggio, che esula sempre da ogni schema.  Nonostante 
la loro diversità stilistica e la loro molteplicità  di immagini e contenuti, 
i libri di viaggio lawrenciani svelano un fine comune, ossia il tentative 
ŘŜƭƭΩŀǳǘƻǊŜ Řƛ ŦǳƎƎƛǊŜ Řŀƭƭŀ  ƳŜŎŎŀƴƛȊȊŀǘŀ Ŝ ƛƴŘǳǎǘǊƛŀƭƛȊȊŀǘŀ ΨǘŜǊǊŀ 
ŘŜǎƻƭŀǘŀΩ ŘŜƭ ǾŜŎŎƘƛƻ ŎƻƴǘƛƴŜƴǘŜΣ Řŀƭƭŀ ǎŎƻƴǾƻƭƎŜƴǘŜ Ŝ ŦǊŀƎƳŜƴǘŀǘŀ 
realtà europea della prima Guerra mondiale e di trovare un luogo 
ideale per una rinascita, una palingenesi, un luogo spazialmente e, nel 
Ŏŀǎƻ ŘŜƭƭΩǳƭǘƛmo libro di viaggio anche temporalmente, remoto, dove 
ƭΩŜǎǎŜǊŜ ǳƳŀƴƻ Ǉƻǎǎŀ ǾƛǾŜǊŜ ƛƴ ŀǊƳƻƴƛŀ Ŏƻƴ ƭŀ bŀǘǳǊŀΣ Ŏƻƴ ƭΩŀƭǘǊƻ Ŝ Ŏƻƴ 
se stesso. 
 
 Parole chiave: D.H. Lawrence, esilio, letteratura di viaggio, 
tempo, spazio, contaminazione, cultura, natura, alterità, Etruria, Roma, 
autorità. 
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PARIS AND SPAIN IN ERNEST HEMINGWAYΩS NOVEL THE 

SUN ALSO RISES 
 
LǾŀƴŀ 2ǳƭƧŀƪΣ ¦ƴƛǾŜǊǎƛǘȅ ƻŦ aƻǎǘŀǊΣ ǎƪŜƎǊƻΦƛǾŀƴŀϪƎƳŀƛƭΦŎƻƳ 

 
 
 
Abstract: Ernest Hemingway was born in Oak Park, Illinois yet he 

wrote more about other places than about his birthplace. His first novel The 

Sun Also Rises has Paris and Spain for the setting. It starts in Paris, culminates 

in Spain, and ends with Jake and Brett leaving Spain. In Hemingwayôs novel, a 

group of friends wanders from place to place with no fixed destination showing 

that they are the lost generation with no aim in their lives. This paper will show 

how this group of friends is affected by their destinations with modern, cool 

Paris that mutes and controls their passions and Spainôs fiesta where they go 

berserk. In Hemingwayôs novel, Paris and Spain are the two ends of the 

spectrum. In Paris one can see everything  from homosexuals to prostitutes, 

and Spain is more traditional and looks down on Brett because of her hairstyle 

and her wardrobe. One perceives Paris and Spain as romantic places, yet 

Hemingway shows that Paris is the place of twisted sexuality while Spain is 

more conservative. 

 

Keywords: Paris, Spain, destination, lost generation, bullfight, fiesta. 

 
 
 Hemingway was born and raised in Oak Park, Illinois, but he 

was more attracted to other places such as Paris or Spain. Paris of his 
time was popular among Americans and many expatriates lived there. 
Hemingway spent six years in Paris in the 1920s. It was this city that 
made him famous and in six years there he crafted his style. In this city 
he met his tutors Gertrude Stein and Ezra Pound who instructed him 
on writing; he made friends with Sylvia Beach whose Shakespeare and 
Company bookstore and lending library made possible for him to read 
modern fiction; in Paris he met the Irish exile James Joyce; he became 
friends with the Fitzgeralds, and Francis Scott Fitzgerald helped him a 
lot with his advice and by introducing him to other influential people. 
During the 1920s, the decade that the French call Les annees folles 
όάǘƘŜ ŎǊŀȊȅ ȅŜŀǊǎέύ όYŜƴƴŜŘȅ мфуύΣ tŀǊƛǎ ǿŀǎ ǘƘŜ ŎŀǇƛǘŀƭ ƻŦ ƘƛƎƘ 
modernism. Picasso and Duchamp, Stravinsky, Poulenc, and Satie, 
Breton, Proust, Stein, and Joyce experimented in modern art, music, 
and literature (Kennedy 198). Those who lived there during those years 
were extremely lucky. As Hemingway later acknowledged in A 
Moveable FeastΥ ά¢ƻ ƘŀǾŜ ŎƻƳŜ ƻƴ ŀƭƭ ǘƘƛǎ ƴŜǿ ǿƻǊƭŘ ƻŦ ǿǊƛǘƛƴƎΣ ǿƛǘƘ 
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time to read in a city like Paris where there was a way of living well and 
working, no matter how poor you were, was like having a great 
ǘǊŜŀǎǳǊŜ ƎƛǾŜƴ ǘƻ ȅƻǳέ όǉǘŘΦ ƛƴ YŜƴƴŜŘȅ мфу).  

 Those early years in Paris he spent with his first wife Hadley 
ŀƴŘ Ƙƛǎ ǎƻƴ ά.ǳƳōȅΦέ IŜƳƛƴƎǿŀȅ ƘŀŘ ƳŀǊǊƛŜŘ IŀŘƭŜȅ ƛƴ {ŜǇǘŜƳōŜǊ 
1921 and three months later they sailed to Paris on the advice of his 
mentor Sherwood Anderson who gave him the letters of introduction 
for Stein, Pound, and Beach (Kennedy 198). Anderson convinced him 
that the Left Bank is the place to launch his career. According to the 
ŀǳǘƘƻǊΩǎ ǇƻǎǘƘǳƳƻǳǎƭȅ ǇǳōƭƛǎƘŜŘ ƳŜƳƻƛǊΣ ƘŜ ŀƴŘ IŀŘƭŜȅ ƘŀŘ άǘƘŜ 
ƭƻǾŜƭȅ ƳŀƎƛŎ ǘƛƳŜέ όǉǘŘΦ ƛƴ YŜƴƴŜŘȅ мффύ Ƴƻǎǘly in Europe until 
IŜƳƛƴƎǿŀȅ ŦŜƭƭ ƛƴ ƭƻǾŜ ǿƛǘƘ IŀŘƭŜȅΩǎ ŦǊƛŜƴŘ tŀǳƭƛƴŜ tŦŜƛŦŦŜǊΦ 5ǳǊƛƴƎ 
those years he published two chapbooks (Three Stories and Ten Poems 
and in our time), a story sequence, In Our Time, and his first novel, The 
Sun Also Rises. The couple took an apartment on the rue Notre-Dame-
des-Champs. During that year he completed three of his finest short 
stories: Indian Camp, {ƻƭŘƛŜǊΩǎ IƻƳŜ, and Big Two-Hearted River 
(Kennedy 199). 

 Life in Paris changed Hemingway; he wanted to succeed so 
badly as a writer and felt trapped in a marriage to an older woman. 
tŀǊƛǎ ǿŀǎ ŜȄŎƛǘƛƴƎ ŀƴŘ ƘŜ άǊŜƭƛǎƘŜŘ ǘƘŜ ŀǘǘŜƴǘƛƻƴ ƻŦ ŎƘƛŎΣ ǎŜȄǳŀƭƭȅ 
ŀŘǾŜƴǘǳǊƻǳǎ ǿƻƳŜƴέ όYŜƴƴŜŘȅ мффύΦ ²ƘŜƴ ƘŜ ƳŜǘ 5ǳŦŦ ¢ǿȅǎŘŜƴ ǿƘƻ 
was the model for his Brett Ashley, Hemingway was smitten and 
Hadley was desperate since he openly flirted with Duff (Barlowe 28). 
Duff was modern, sexually adventurous woman that attracted 
Hemingway and that type of woman was more likely to be found in 
Paris than in other places. 

 tŀǊƛǎ ƻŦ IŜƳƛƴƎǿŀȅΩǎ ǘƛƳŜ ǿŀǎ ǇǊƻƎǊŜǎǎƛǾe and had over 
eighty feminist societies representing more than sixty thousand 
members (Martin 68). Many of the women Hemingway encountered in 
Paris embraced sexual freedom, including Gertrude Stein, the 
legendary lesbian hostess of the most stimulating salon for writers and 
artists in Paris. Paris offered freedom and no one was judgmental 
there: Jake takes a prostitute for a dinner and brings her among his 
friends, Brett hangs out with homosexuals, Mike is a bankrupt and a 
drunk but no one holds it against him. In Paris, people are accepted as 
ǘƘŜȅ ŀǊŜΦ IŜƳƛƴƎǿŀȅΩǎ ǎŜƴǘŜƴŎŜǎ ƳŀƪŜ ǳǎ ǾƛǎǳŀƭƛȊŜ ōŜŀǳǘƛŦǳƭ tŀǊƛǎƛŀƴ 
streets with their lights, people dancing in the bars, and Parisian night 
world. Sexuality is not taken seriously but as something fun with no 
boundaries. However, Jake is irritated by the group of homosexuals 
that arrive with Brett, which shows that Jake is not perfectly okay with 
this urban setting and sexual freedoms that Paris offers.  
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 tŀǊƛǎ ƻŦ IŜƳƛƴƎǿŀȅΩǎ ǘƛƳŜ ƛǎ ǘƘŜ ǇƭŀŎŜ ƻŦ ōƭǳǊǊŜŘ ƎŜƴŘŜǊ 

relations. Hemingway mentions a controversial dance hall frequented 
ōȅ ƘƻƳƻǎŜȄǳŀƭǎ ŀƴŘ ƭŜǎōƛŀƴǎΦ IŜƳƛƴƎǿŀȅΩǎ ŎƘŀǊŀŎǘŜǊǎ Ǿƛǎƛǘ ǘƘŜ ŘŀƴŎŜ 
hall in the Pantheon Quarter, and it is there that Jake unexpectedly 
meets Brett. From the moment when Jake meets Brett, the 
atmosphere is getting more and more charged until it culminates in 
Spain. The impotent Jake escorts a prostitute, while the oversexed 
Brett arrives with a group of homosexuals. When the two decide to 
leave together, taking a taxi to the Pare Montsouris, they follow a 
ǊƻǳǘŜ ǘƘŀǘ IŜƳƛƴƎǿŀȅ ƪƴŜǿ ǾŜǊȅ ǿŜƭƭΦ ¢ƘŜȅ Ǉŀǎǎ ǘƘǊƻǳƎƘ άŀ ŘŀǊƪ 
ǎǘǊŜŜǘ ōŜƘƛƴŘ {ǘΦ 9ǘƛŜƴƴŜ Řǳ aƻƴǘΣέ ǘƘŜ ǊǳŜ 5ŜǎŎŀǊǘŜǎΣ ǿƘŜǊŜ ǘƘŜ 
author had rented a writing studio for a short time in early 1922 
(Kennedy 203). The taxi then passes the Place Contrescarpe, the hub of 
the neighbourhood in which the Hemingways first lived and a place 
described in the opening paragraph of A Moveable Feast (Kennedy 
203). WŀƪŜ ŀƴŘ .ǊŜǘǘ ŎƻƴǘƛƴǳŜ ƻƴǘƻ άǘƘŜ ŎƻōōƭŜǎ ƻŦ ǘƘŜ ǊǳŜ 
aƻǳŦŦŜǘŀǊŘΣέ ŘŜǇƛŎǘŜŘ ƛƴ ǘƘŜ ƳŜƳƻƛǊ ŀǎ άǘƘŀǘ wonderful narrow 
ŎǊƻǿŘŜŘ ƳŀǊƪŜǘ ǎǘǊŜŜǘ ǿƘƛŎƘ ƭŜŘ ƛƴǘƻ ǘƘŜ tƭŀŎŜ /ƻƴǘǊŜǎŎŀǊǇŜέ (A 
Moveable Feast 3 qtd. in Kennedy 203). Those streets reveal the inner 
conflict inside Hemingwayτthey remind him of the happy time with 
Hadley but they also reveal his inner deǎƛǊŜ ǘƻ άƎŀȊŜ ǘƘŜ ŜǊƻǘƛŎ Ǉƭŀȅ 
ŦǊƻƳ ǿƘƛŎƘ ƘŜ Ƙŀǎ ōŜŜƴ ŎǊǳŜƭƭȅ ŜȄŎƭǳŘŜŘέ όYŜƴƴŜŘȅ нлоύ ōŜŎŀǳǎŜ ƻŦ 
his marriage to Hadley. Life in Paris is exciting and sexually charged, yet 
Hemingway, just like Jake, cannot fully enjoy it. 

 Paris at that time was progressive and Hemingway witnessed 
the appearance of the New Womanτa woman who was no longer the 
housebound nurturer but an educated woman who valued her 
autonomy and did not automatically subscribe to the values of the 
family; frequently, she was single and had a career. This New Woman is 
a challenge to the traditional social structure, and she can be seen in 
ǘƘŜ ŎƘŀǊŀŎǘŜǊ ƻŦ [ŀŘȅ .ǊŜǘǘ !ǎƘƭŜȅ άǿƘƻ Ƙŀǎ ǎǘŜǇǇŜŘ ƻŦŦ ǘƘŜ ǇŜŘŜǎǘŀƭ 
ŀƴŘ ƴƻǿ ǊƻŀƳǎ ǘƘŜ ǿƻǊƭŘέ όaŀǊǘƛƴ суύΦ .ǊŜǘǘ ƛǎ ŘǊŜǎǎŜŘ ŦŀǎƘƛƻƴŀōƭȅΣ 
has short hair, and uses wardrobe to emphasize her sexuality.  

 WŀƪŜ ŀƴŘ .ǊŜǘǘΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇ ƛǎ ǇŜŎǳƭƛŀǊΤ ǘƘŜȅ ŜƳōƻŘȅ ƴŜǿ 
gender relations. Jake is the one who is impotent and who cries when 
alone in his bedroom and Brett is the one who excessively drinks, 
swears, and changes sexual partners. The 1920s are the period of 
gender reversal and sexual confusion and this can be seen in their 
relationship. While Brett and other characters sometimes behave 
irresponsibly, Jake is the reasonable one in the group. He tolerates 
other peopƭŜΩǎ ŦƻƻƭƛǎƘƴŜǎǎΤ ƘŜ Ǉŀȅǎ ǘƘŜ ǇǊƻǎǘƛǘǳǘŜ ŜǾŜƴ ǘƘƻǳƎƘ ƘŜ ŘƻŜǎ 
ƴƻǘ ǎƭŜŜǇ ǿƛǘƘ ƘŜǊΤ ƘŜ ŀŎŎŜǇǘǎ .ǊŜǘǘΩǎ ǎŜȄǳŀƭƛǘȅ ǘƘŜ ǿŀȅ ƛǘ ƛǎ ŀƴŘ ƘŜ 
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comes to her rescue at the end of the novel even though she does not 
deserve it. Brett resembles a traditional man in her sexual expectations 
and Jake resembles a traditional woman in his sexual unavailability and 
Ƙƛǎ ǳƴŎƻƳǇƭŀƛƴƛƴƎ ǘƻƭŜǊŀƴŎŜ ƻŦ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ ǊŜŎƪƭŜǎǎ ōŜƘŀǾƛƻǳǊΦ 
Different gender roles between them mirror sexual confusion in the 
society at large. Traditional moral standards have disappeared and the 
emphasis is not on love anymore but on casual meaningless sexual 
arrangements. 

 Although it seems that Paris was a perfect place to live in since 
it was modern, artistic, and liberal, Hemingway saw its bad sides as 
well. His ambivalent attitude toward Paris can be seen almost at the 
beginning of the novel in one of the descriptions of Paris: 

  
 It was a warm spring night and I sat at a table on the terrace 

of the Napolitain after Robert had gone, watching it get dark 
and the electric signs come on, and the red and green stop-
and-go traffic-signal, and the crowd going by, and the horse-
cabs clippety-clopping along at the edge of the solid taxi 
traffic, and the poules going by, singly and in pairs, looking for 
the evening meal. (The Sun Also Rises мпф мрнύ  

 
The first part of the sentence describes a night in Paris and the 

pictures one visualizes are pleasant: the night is warm, it is spring, he 
enjoys the night, there are electric lights slowly turning on. However,  
the second part of the sentence is completely different: poules (which 
is French for young promiscuous women) are passing by the café. This 
ǎŜƴǘŜƴŎŜ ǇŜǊŦŜŎǘƭȅ ŜȄǇƭŀƛƴǎ IŜƳƛƴƎǿŀȅΩǎ ŦŜŜƭƛƴƎǎ ŀōƻǳǘ tŀǊƛǎΦ tŀǊƛǎ ƛǎ ŀ 
modern and liberal city, but there is the other side of modernism and 
liberalism: sexuality went wrong. Prostitutes are on the street near the 
café and it is seen as a normal thing.  

 In this part of the novel, there are other instances of 
IŜƳƛƴƎǿŀȅΩǎ ŀƳōƛǾŀƭŜƴǘ ŀǘǘƛǘǳŘŜΦ WŀƪŜ ƛǎ ǎǳǊǇǊƛǎŜŘ ǘƻ ƘŜŀǊ ǘƘŀǘ 
Georgette (the prostitute) does not like Paris and through her words 
one can see the other Paris: dirty and sick. She says:  

   
 ά²ƘŀǘΩǎ ǘƘŜ ƳŀǘǘŜǊΚ ¸ƻǳ ǎƛŎƪΚέ              
 ά¸ŜǎΦέ              
 ά9ǾŜǊȅōƻŘȅΩǎ ǎƛŎƪΦ LΩƳ ǎƛŎƪΣ ǘƻƻΦέ όSAR мтн мтоύ 
 
Her words imply sexual corruption and the spread of sexual 

diseases which is the counter effect of progressive and modern ideas 
of Paris. However, her words also have another meaning: every 
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character in the novel is sick. They either have a real illness (just like 
Jake who was wounded in the war) or they suffer from other 
άŘƛǎŜŀǎŜǎέτmoral (Brett), financial (Mike), or emotional (Cohn and 
WŀƪŜύΦ .ǊŜǘǘ ǎǳŦŦŜǊǎ ŦǊƻƳ ŀ ƳƻǊŀƭ άŘƛǎŜŀǎŜέ; she is promiscuous and 
ŘƻŜǎ ƴƻǘ ŎŀǊŜ ŀōƻǳǘ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ ŦŜŜƭƛƴƎǎΦ aƛƪŜ ǎǳŦŦŜǊǎ ŦǊƻƳ ŀ 
ŦƛƴŀƴŎƛŀƭ άŘƛǎŜŀǎŜέ; he is a bankrupt and a drunk whose debts are piling 
ǳǇΦ /ƻƘƴ ŀƴŘ WŀƪŜ ǎǳŦŦŜǊ ŦǊƻƳ ŀƴ ŜƳƻǘƛƻƴŀƭ άŘƛǎŜŀǎŜέΥ ǘƘŜȅ ŀǊŜ ƛƴ ƭƻǾŜ 
with Brett but their love is not returned. This general sense of malaise 
is symptomatic of a post-war condition. When Jake brings Georgette 
ŀƳƻƴƎ Ƙƛǎ ŦǊƛŜƴŘǎΣ WŀƪŜΩǎ ŀŎǉǳŀƛƴǘŀƴŎŜ CǊŀƴŎŜǎ /ƭȅƴŜ ŀƴŘ  DŜƻǊƎŜǘǘŜ 
talk about Paris: 

   
άIŀǾŜ ȅƻǳ ōŜŜƴ ƛƴ tŀǊƛǎ ƭƻƴƎΚ 5ƻ ȅƻǳ ƭƛƪŜ ƛǘ ƘŜǊŜΚ ¸ƻǳ ƭƻǾŜ 
tŀǊƛǎΣ Řƻ ȅƻǳ ƴƻǘΚέ  
 άbƻΣ L ŘƻƴΩǘ ƭƛƪŜ tŀǊƛǎΦ Lǘϥǎ ŜȄǇŜƴǎƛǾŜ ŀƴŘ ŘƛǊǘȅΦέ             
άwŜŀƭƭȅΚ L ŦƛƴŘ ƛǘ so extraordinarily clean. One of the cleanest 
ŎƛǘƛŜǎ ƛƴ ŀƭƭ 9ǳǊƻǇŜΦέ            
άL ŦƛƴŘ ƛǘ ŘƛǊǘȅΦέ           
άIƻǿ ǎǘǊŀƴƎŜΗ .ǳǘ ǇŜǊƘŀǇǎ ȅƻǳ ƘŀǾŜ ƴƻǘ ōŜŜƴ ƘŜǊŜ ǾŜǊȅ ƭƻƴƎΦέ  
 άLΩǾŜ ōŜŜƴ ƘŜǊŜ ƭƻƴƎ ŜƴƻǳƎƘΦέ              
 ά.ǳǘ ƛǘ ŘƻŜǎ ƘŀǾŜ ƴƛŎŜ ǇŜƻǇƭŜ ƛƴ ƛǘΦ hƴŜ Ƴǳǎǘ ƎǊŀƴǘ ǘƘŀǘΦέ 
DŜƻǊƎŜǘǘŜ ǘǳǊƴŜŘ ǘƻ ƳŜΦ ά¸ƻǳ ƘŀǾŜ ƴƛŎŜ ŦǊƛŜƴŘǎΦέ όSAR 
нно ннуύ 
 
This conversation between Frances and Georgette shows two 

contradicting opinions on Paris. Georgette has the sense that 
something is wrong with this urban space. Since she gets in contact 
with people of Paris who are mostly sick and twisted, she sees Paris as 
dirty and sick, but Frances who is upper-class does not understand that 
there is another side of Paris. When Georgette says that Paris is dirty 
Frances takes it literally and says that Paris is the cleanest city in all 
Europe and that the people are nice.  

 Robert Cohn does not like Paris either. Cohn wants to go to 
South America because he feels that he does not live his life to the 
ŦǳƭƭŜǎǘΥ άΨ[ƛǎǘŜƴΣ WŀƪŜΣΩ ƘŜ ƭŜŀƴŜŘ ŦƻǊǿŀǊŘ ƻƴ ǘƘŜ ōŀǊΦ Ψ5ƻƴΩǘ ȅƻǳ ŜǾŜǊ 
get the feeling that all your life is ƎƻƛƴƎ ōȅ ŀƴŘ ȅƻǳΩǊŜ ƴƻǘ ǘŀƪƛƴƎ 
ŀŘǾŀƴǘŀƎŜ ƻŦ ƛǘΚ 5ƻ ȅƻǳ ǊŜŀƭƛȊŜ ȅƻǳΩǾŜ ƭƛǾŜŘ ƴŜŀǊƭȅ ƘŀƭŦ ǘƘŜ ǘƛƳŜ ȅƻǳ 
ƘŀǾŜ ǘƻ ƭƛǾŜ ŀƭǊŜŀŘȅΚΩέ όSAR ммт ммуύΦ Iƛǎ ǿƻǊŘǎ Ŏŀƴ ŀǇǇƭȅ ǘƻ ŜǾŜǊȅ 
character in the novelτthey are watching the life goes by and they do 
nothing about it. His attitude is typical of the lost generation who 
witnessed the war and cannot go back to living the normal life. Jake 
reveals that he has got certain problems as well and gives Cohn an 
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ŀŘǾƛŎŜΥ άΨ[ƛǎǘŜƴΣ wƻōŜǊǘΣ ƎƻƛƴƎ ǘƻ ŀƴƻǘƘŜǊ ŎƻǳƴǘǊȅ ŘƻŜǎƴΩǘ ƳŀƪŜ ŀƴȅ 
ŘƛŦŦŜǊŜƴŎŜΦ LΩǾŜ ǘǊƛŜŘ ŀƭƭ ǘƘŀǘΦ ¸ƻǳ ŎŀƴΩǘ ƎŜǘ ŀǿŀȅ ŦǊƻƳ ȅƻǳǊǎŜƭŦ ōȅ 
ƳƻǾƛƴƎ ŦǊƻƳ ƻƴŜ ǇƭŀŎŜ ǘƻ ŀƴƻǘƘŜǊΦ ¢ƘŜǊŜΩǎ ƴƻǘƘƛƴƎ ǘƻ ǘƘŀǘΦΩέ όSAR 
мнп мнрύ Iƛǎ ǎŜƴǘŜƴŎŜ ƛǎ ǘƘŜ Ƴƻǘǘƻ ƻŦ ǘƘŜ ƴƻǾŜƭΥ ƴƻ ƳŀǘǘŜǊ ǿƘŜǊŜ ȅƻǳ 
ƭƛǾŜΣ ȅƻǳǊ ǇǊƻōƭŜƳǎ ǿƛƭƭ ƴƻǘ ŘƛǎŀǇǇŜŀǊΦ IŜ ŦǳǊǘƘŜǊ ŀŘǾƛǎŜǎ /ƻƘƴΥ άΨ¢Ƙƛǎ 
ƛǎ ŀ ƎƻƻŘ ǘƻǿƴΦ ²Ƙȅ ŘƻƴΩǘ ȅƻǳ ǎǘŀǊǘ ƭƛǾƛƴƎ ȅƻǳǊ ƭƛŦŜ ƛƴ tŀǊƛǎΚΩέ όSAR 127) 
and his words are ironic since all of them are stuck and cannot go on 
with their lives. Cohn considers Paris boring which is absurd since Paris 
at that time was the centre of art, modernism, and urban night life. He 
has inner restlessness which cannot be cured by anything. 

 Jake and his friends live a comfortable life in Paris; they party 
and drink, and it seems that Jake is carefree, however, the Paris section 
which comprises onethird of the novel reveals his impotence which 
ƭƛƳƛǘǎ Ƙƛǎ ǊŜƭŀǘƛƻƴ ǘƻ .ǊŜǘǘ ŀƴŘ άƘŀǳƴǘǎ Ƙƛǎ ǘƻǊǘǳǊŜŘ ǇǎȅŎƘŜέ όYŜƴƴŜŘȅ 
202). Nobody knows about this except Brett. Jake admitted to Cohn 
that he had problems as well, but he did not reveal the problem itself. 
Jake is tornτhe wants Brett and she wants him, yet their relationship 
is impossible. Although he is impotent, he still possesses sexual desire. 
It is impossible for him to find a girlfriend or a wife and, since he is 
aware of that, he finds Georgette, a prostitute, to make him company 
and to serve as a substitute for a wife he does not have. He takes her 
ǘƻ [ŀǾƛƎƴŜΩǎ ǊŜǎǘŀǳǊŀƴǘ ƻƴ ǘƘŜ ōƻǳƭŜǾŀǊŘ aƻƴǘǇŀǊƴŀǎǎŜ ǿƘŜǊŜ 
IŜƳƛƴƎǿŀȅ ŀƴŘ IŀŘƭŜȅ ŘƛƴŜŘ ŦǊŜǉǳŜƴǘƭȅ ƛƴ мфнп нр όYŜƴƴŜŘȅ нлнύΦ 
After expressing initial disapǇƻƛƴǘƳŜƴǘ DŜƻǊƎŜǘǘŜ ǎŀȅǎΥ άΨLǘ ƛǎƴΩǘ ōŀŘ 
ƘŜǊŜΦ ώΦΦΦϐ Lǘ ƛǎƴΩǘ ŎƘƛŎΣ ōǳǘ ǘƘŜ ŦƻƻŘ ƛǎ ŀƭƭ ǊƛƎƘǘΩέ (SAR 16). Taking 
Georgette to the restaurant reveals how lonely Jake feels due to his 
wound. 

 Although he lives in a Left Bank apartment on the boulevard St. 
Michel, he divides his time mostly between his office on the Right 
Bank, where he works as a newspaper correspondent, and 
aƻƴǘǇŀǊƴŀǎǎŜΣ ǘƘŜ άvǳŀǊǘŜǊΣέ ǿƘŜǊŜ ƘŜ ƘŀƴƎǎ ƻǳǘ Ƴŀƛƴƭȅ ŀǘ ŀ άƴŜǿ 
ŘƛǾŜΣέ ǘƘŜ /ŀŦŜ {ŜƭŜŎǘ όǿƘƛŎƘ ƻǇŜƴŜŘ ƛƴ мфнрύ όYŜƴƴŜŘȅ нлоύΦ ¢ƘŜǎŜ 
two ŀǊŜŀǎ ǎƛƎƴƛŦȅ άƻǇǇƻǎƛƴƎ ǎǇƘŜǊŜǎ ƻŦ ŀŎǘƛǾƛǘȅΣ ǘƘŜ ƻƴŜ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ 
labor, responsibility, and male camaraderie, the other, leisure, excess, 
ŀƴŘ ǎŜȄǳŀƭ ƛƴǘǊƛƎǳŜέ όYŜƴƴŜŘȅ нлоύΦ CƻǊ ŜƛƎƘǘ ŎƘŀǇǘŜǊǎΣ WŀƪŜ ƳƻǾŜǎ 
back and forth between the Right Bank and the Left; at day he sticks to 
his work routine, and at nigh he succumbs to his desires. The novel is 
ŎƘŀǊƎŜŘ ǿƛǘƘ WŀƪŜΩǎ ŘŜǎƛǊŜΦ IŜ Ŏƻƴǎǘŀƴǘƭȅ ŘŜǎƛǊŜǎ .ǊŜǘǘΣ ȅŜǘ ǎƘŜ 
constantly walks off with someone else. He always returns to the 
Quarter to witness scenes of seduction and betrayal. There he 
άǇŀǊǘƛŎƛǇŀǘŜǎ ǾƻȅŜǳǊƛǎǘƛŎŀƭƭȅ ƛƴ ǘƘŜ ŎƛǊŎǳƭŀǘƛƻƴ ƻŦ ŘŜǎƛǊŜέ όYŜƴƴŜŘȅ нлоύΦ 
In the daytime on the Right Bank, Jake can control his feelings for 
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Brett; at night, on the Left Bank, it is a different matter. Repeatedly, 
Jake returns to the bars and cafés of Montparnasse and becomes a 
regular customer at the Select: 

 
In the cafés, he witnesses the glances, gestures, and innuendo 
of sexual negotiation; yet barred by his injury from bedroom 
sports, he affects detachment and irony. JŀƪŜΩǎ persistent 
return to Montparnasse betokens something more akin to self 
contempt, a recurrent exercise in flagellation. (Kennedy 204) 
 
 During the Paris section, Jake visits the Café Select three times. 

Each time he witnesses the seduction and betrayal. His first visit occurs 
after the taxi ride with Brett which reveals that they love each other 
ōǳǘ Ŏŀƴ ƴŜǾŜǊ ōŜ ƭƻǾŜǊǎΦ CƛƴŘƛƴƎ ǘƘŜƳǎŜƭǾŜǎ ǎƛǘǘƛƴƎ ƛƴ ǘƘŜ ǘŀȄƛ άƭƛƪŜ ǘǿƻ 
ǎǘǊŀƴƎŜǊǎΣέ όSAR 350) they go to the Select. There, Brett seduces Count 
Mippipopolous ŀƴŘ WŀƪŜ ŘŜŎƛŘŜǎ ǘƻ ƭŜŀǾŜ ŎƻƳǇƭŀƛƴƛƴƎ ƻŦ ŀ άǊƻǘǘŜƴ 
ƘŜŀŘŀŎƘŜέ όSAR 378). In his apartment, he curses Brett and cries 
before falling asleep.  

 ¢ƘŜ ƴŜȄǘ ǘƛƳŜ ǿƘŜƴ ƘŜ Ǿƛǎƛǘǎ ǘƘŜ {ŜƭŜŎǘ ƘŜ ƻōǎŜǊǾŜǎ ŀ ƭƻǾŜǊǎΩ 
quarrel between Cohn and his mistress, Frances Clyne. Frances is angry 
because Cohn wants to break up with her. Jake does not realize that 
/ƻƘƴ ƛǎ ƭŜŀǾƛƴƎ CǊŀƴŎŜǎ ŦƻǊ .ǊŜǘǘΣ ŀƴŘ ǿƘŜƴ ƘŜ ŀƴŘ .ǊŜǘǘ ŀǊŜ ŀǘ ½ŜƭƭƛΩǎ ƛƴ 
Montmartre, a nightclub featuring black jazz, the drummer waves at 
.ǊŜǘǘ ŀƴŘ ǎƘƻǳǘǎΥ ά¸ƻǳ ŎŀƴΩǘ ǘǿƻ ǘƛƳŜφέ (SAR 911) which foreshadows 
Brett leaving Jake for Cohn. Jake feels terrible dancing close to Brett 
ŀƴŘ ƘŜ Ƙŀǎ άǘƘŜ ŦŜŜƭƛƴƎ ŀǎ ƛƴ ŀ ƴƛƎƘǘƳŀǊŜ ƻŦ ƛǘ ŀƭƭ ōŜƛƴƎ ǎƻƳŜǘƘƛƴƎ 
repeated, something that [he] had been through and that now [he] 
must go thǊƻǳƎƘ ŀƎŀƛƴέ (SAR 915). He is constantly tense because of 
his desire for Brett yet that desire is never fulfilled and he always ends 
being disappointed. His desires bring him only pain and he feels as in a 
nightmare. 

 5ǳǊƛƴƎ .ǊŜǘǘΩǎ ōǊƛŜŦ ŀōǎŜƴŎŜ ŦǊƻƳ tŀǊƛs, Jake enjoys a respite 
from pain in the company of his fishing buddy, Bill Gorton. Jake takes 
.ƛƭƭ ǘƻ ŘƛƴŜ ŀǘ aŀŘŀƳŜ [ŜŎƻƳǘŜΩǎ ǊŜǎǘŀǳǊŀƴǘ ƻƴ ǘƘŜ LƭŜ {ǘΦ [ƻǳƛǎ ƻƴ ǘƘŜ 
Seine. They admire Notre Dame and go back through the Quarter 
around the Place Contrescarpe which is the same way Jake and Brett 
drove in a taxi. Jake, now free from sexual pressure, enjoys the 
ƭŀƴŘǎŎŀǇŜΦ IƻǿŜǾŜǊΣ ƘŜ ŀƎŀƛƴ ƎƻŜǎ ōŀŎƪ ǘƻ ǘƘŜ {ŜƭŜŎǘ ŦƻǊ άŀƴƻǘƘŜǊ ǎŜƭŦ-
ǇǳƴƛǎƘƛƴƎ ŜƴŎƻǳƴǘŜǊ ǿƛǘƘ .ǊŜǘǘέ όYŜƴƴŜŘȅ нлсύΦ ²ƘŜƴ ǘƘŜȅ ŀǊǊƛǾŜ ŀǘ 
the café, he ƛƴǎǘŀƴǘƭȅ ƴƻǘŜǎ ƘŜǊ ǇǊƻǾƻŎŀǘƛǾŜ ŀǇǇŜŀǊŀƴŎŜΥ ά.ǊŜǘǘ ώΦΦΦϐ ǿŀǎ 
ǎƛǘǘƛƴƎ ƻƴ ŀ ƘƛƎƘ ǎǘƻƻƭΣ ƘŜǊ ƭŜƎǎ ŎǊƻǎǎŜŘΦ {ƘŜ ƘŀŘ ƴƻ ǎǘƻŎƪƛƴƎǎ ƻƴέ (SAR 
78)τƘŜǊ ōŀǊŜ ƭŜƎǎ ǎƛƎƴƛŦȅ ƘŜǊ ǎŜȄǳŀƭ ŦǊŜŜŘƻƳΦ .ǊŜǘǘΩǎ ŦƛŀƴŎŜΣ aƛƪŜ 
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/ŀƳǇōŜƭƭΣ Ŏƻƴǎǘŀƴǘƭȅ ǊŜǇŜŀǘǎΥ άΨL ǎŀȅΣ .ǊŜǘǘΣ ȅƻǳ are ŀ ƭƻǾŜƭȅ ǇƛŜŎŜΩέ 
(SAR 1104) and this reminds Jake of what he can never have. Outside 
the Dingo Bar on the rue Delambre Brett admits to the weekend that 
she has spent with Robert Cohn in San Sebastian and inflicts more pain. 
With this episode ends the Paris section of the book and the group 
leaves for Spain. 

 Months before The Sun Also Rises hit the bookstores in 1926, 
the Hemingway marriage was in shambles. The first part of Paris was 
definitively over. After his marriage to Pauline in May 1927, 
Hemingway moved into a fashionable apartment on the rue Ferou, 
near the place St. Sulpice. He avoided the cafés of Montparnasse and 
instead frequented Deux Magots and the Brasserie Lipp in St. Germain 
(Kennedy 208). He had been already tired of the expatriate scene. He 
ǿǊƻǘŜ ǘƻ WŀƴŜ IŜŀǇ ƛƴ мфнр ǘƘŀǘ ǘƘŜ Ŏƛǘȅ ǿŀǎ άƎŜǘǘƛƴƎ ŀƭƭ ǎƘƻǘ ǘƻ ƘŜƭƭέ 
ŀƴŘ ǎŜŜƳŜŘ ƴƻ ƭƻƴƎŜǊ άƭƛƪŜ ǘƘŜ ƻƭŘ Řŀȅǎέ όǉǘŘΦ ƛƴ YŜƴƴŜŘȅ нлфύΤ ƛƴ 
early 1926 he wrote from Schruns, promising to visit friends in Paris in 
!ǇǊƛƭ ƻǊ aŀȅΣ άōŜŦƻǊŜ ǘƘŜ ώǎǳƳƳŜǊϐ ƛƴǊǳǎƘ ƻŦ ǾƛǎƛǘƛƴƎ 9ƭƪǎέ όǉǘŘΦ ƛƴ 
Kennedy 209). Hemingway made little use of Paris as a fictional setting 
during the late 1920s. In 1933, five years after moving to Key West 
with his second wife, Pauline Pfeiffer, Ernest Hemingway revisited 
Paris. His return seeƳŜŘ άŀ ōƛƎ ƳƛǎǘŀƪŜέ όǉǘŘΦ ƛƴ YŜƴƴŜŘȅ мфтύΦ {ƻƳŜ 
old friends had killed themselves, others clung to the past by scribbling 
ƳŜƳƻƛǊǎΣ ŀƴŘ ŜǾŜǊȅƻƴŜ ǎŜŜƳŜŘ άǾŜǊȅ ŘƛǎŎƻǳǊŀƎŜŘέ όYŜƴƴŜŘȅ мфтύΦ IŜ 
ŎƻƳǇƻǎŜŘ ŀ ǘǊŀǾŜƭ ƭŜǘǘŜǊ ŦƻǊ 9ǎǉǳƛǊŜ ƳŀƎŀȊƛƴŜ ŀōƻǳǘ ǘƘŜ άƎƭƻƻƳȅέ 
mood of the city (Kennedy 197): 

 
Paris is very beautiful this fall. It was a fine place to be quite 
ȅƻǳƴƎ ƛƴ ŀƴŘ ƛǘ ƛǎ ŀ ƴŜŎŜǎǎŀǊȅ ǇŀǊǘ ƻŦ ŀ ƳŀƴΩǎ ŜŘǳŎŀǘƛƻƴΦ ²Ŝ ŀƭƭ 
ƭƻǾŜŘ ƛǘ ƻƴŎŜ ŀƴŘ ǿŜ ƭƛŜ ƛŦ ǿŜ ǎŀȅ ǿŜ ŘƛŘƴΩǘΦ .ǳǘ ǎƘŜ ƛǎ ƭƛƪŜ ŀ 
mistress who does not grow old and she has other lovers now. 
  She was old to start with but we did not know it then. 
We thought she was just older than we were, and that was 
attractive then. So when we did not love her any more we held 
it against her. But that was wrong because she is always the 
same age and she always has new lovers. (qtd. in Kennedy 197) 
 
In this letter, he comments on his years in Paris and realizes 

that it is over and it can be never the same again. 
 Another destination mentioned in The Sun Also Rises is Spain. 

In the second sentence of his last book, The Dangerous Summer, 
Hemingway claimed to like Spain better than any country except his 
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own, and privately he said he loved Spain more than any place 
(Josephs 221). Allen Josephs further writes:  

 
In a section cut from the galleys of Death in the Afternoon, he 
explained that he had loved three peninsulas: northern 
Michigan, where he had spent his childhood summers hunting 
and fishing; Italy, where he had served as an ambulance driver 
in World War I; and Spain. (221)  
 

Michigan was ruined by cutting of its forests; Italy was ruined by fascists, 
thus, Spain was the only good country left. He was attracted to Spain 
ōŜŎŀǳǎŜ ƘŜ ōŜƭƛŜǾŜŘ {ǇŀƛƴΩǎ ǇŜƻǇƭŜΣ ŜǎǇŜŎƛŀƭƭȅ ǇǊƛƻǊ ǘƻ ǘƘŜ {ǇŀƴƛǎƘ ŎƛǾƛƭ 
war, were homo naturalisτpeople who lived in harmony with nature 
(Josephs 222), and that opposition between homo naturalis and homo 
progressus can be seen in the Spain section of the novel.  

 The first important visit of Hemingway to Spain was in 1923 
when he visited Spain twice to watch corridas (in May and June) and 
the second time in July to attend the great fiesta of San Fermin in 
Pamplona (Josephs 222). In 1924 Hemingway spent June and July in 
Spain and after the fiesta went to the mountain town of Burguete 
where they had fine trout fishing in the Irati River.  

 In July 1925 Hemingway was in Pamplona for the third time, 
now with a new group of friends, and this experience he would turn 
into the fictional basis for The Sun Also Rises. With Hemingway and 
Hadley at the fiesta were Donald Ogden Stewart and Bill Smith, with 
whom Hemingway had fished in Michigan. Lady Duff Twysden was also 
ǇŀǊǘ ƻŦ ǘƘŜ ƎǊƻǳǇ όbŀƎŜƭ уфύΦ {ƘŜ ǿŀǎ ōǊƛƎƘǘ ŀƴŘ ōŜŀǳǘƛŦǳƭΣ ǿƛǘƘ ŀ ōƻȅΩǎ 
haircut, and was going through a divorce. Her intended, Pat Guthrie, a 
Scotsman fond of wine, and Harold Loeb, who had been the first 
Jewish student at Princeton, were also there (Nagel 89). They all 
watched the bullfighting skill of Cayetano Ordonez (the model for 
Pedro Romero), who fought under the name Nino de la Palma. Lady 
5ǳŦŦΩǎ ǇǊŜsence created tension and caused men to fight over her, 
including Hemingway who exchanged blows with Loeb. Before the 
fiesta started he returned to Burguete to fish, only to find that 
lumbermen had run logs down the river, destroying the fishing. 

 The group of friends travels from France to Spain to attend the 
fiesta. When they come there, they immediately blend in. They find 
café Iruña which is the counterpart for café Select in Paris. The 
ŀǘƳƻǎǇƘŜǊŜ ŀǘ ŦƛŜǎǘŀ ǊŜǎŜƳōƭŜǎ άŀ ǿƻƴŘŜǊŦǳƭ ƴƛƎƘǘƳŀǊŜέ όSAR 3257); it 
is noisy and crowded; people are dancing on the streets; there is 
drinking and singing: 
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The fiesta was really started. It kept up day and night for seven 
days. The dancing kept up, the drinking kept up, the noise went 
on. The things that happened could only have happened during 
a fiesta. Everything became quite unreal finally and it seemed 
as though nothing could have any consequences. It seemed out 
of place to think of consequences during the fiesta. All during 
the fiesta you had the feeling, even when it was quiet, that you 
had to shout any remark to make it heard. It was the same 
feeling about any action. It was a fiesta and it went on for 
seven days. (SAR нмфт ннлмύ 
 
IŜƳƛƴƎǿŀȅ ǿǊƛǘŜǎ ǘƘŀǘ άŀƭƭ Řŀȅ ŀƴŘ ŀƭƭ ƴƛƎƘǘ ǘƘŜ ŦƛŜǎǘŀ ƪŜǇǘ ƻƴέ 

(SAR нпорύ ŀƴŘ άŦƛŜǎǘŀ ƪŜǇǘ ǳǇ ǿƛǘƘƻǳǘ ŀƴȅ ǇŀǳǎŜέ όSAR 2441) meaning 
they never slow down; no matter how tired they are, they do not stop 
partying. It is fun yet it is like a nightmare since they can never stop it. 
Under the influence of fiesta no one can control the passion. Fiesta and 
bullfighting provoke intense feelings in Jake and his friends, and beside 
it, there is also their own personal corrida with Brett as a matador and 
the rest of them as bulls. The tension is evident: Mike is blunt and 
constantly insults Cohn while the rest of them try to calm them down.  

 ¢ƘŜȅ ŀƭƭ ǎǘŀȅ ƛƴ ǘƘŜ ƘƻǘŜƭ ƻŦ aƻƴǘƻȅŀΣ ŀ {ǇŀƴƛŀǊŘ ǿƘƻ ƛǎ WŀƪŜΩǎ 
friend. Montoya is a big fan of bullfighting just like Jake and he often 
hosts other aficionadosτbig lovers of bullfighting. Spaniards are 
extremely friendly and they accept the group as their own. Jake and his 
friends behave as they are at home and when they see painted on the 
ōŀƴƴŜǊ άIǳǊǊŀȅ ŦƻǊ ²ƛƴŜΗ IǳǊǊŀȅ ŦƻǊ ǘƘŜ CƻǊŜƛƎƴŜǊǎΗΣέ wƻōŜǊǘ /ƻƘƴ 
ŀǎƪǎΥ άΨ²ƘŜǊŜ ŀǊŜ ǘƘŜ ŦƻǊŜƛƎƴŜǊǎΚΩέ ŀƴŘ .ƛƭƭ ǎŀȅǎΥ άΨ²ŜΩǊŜ ǘƘŜ 
ŦƻǊŜƛƎƴŜǊǎΩέ όSAR 2192 2194). Although Spaniards are cheerful 
ōŜŎŀǳǎŜ ƻŦ ǘƘŜ ŀǊǊƛǾŀƭ ƻŦ ŦƻǊŜƛƎƴŜǊǎΣ WŀƪŜΩǎ ŦǊƛŜƴŘǎ ŀǊŜ ƴƻǘ ǘƘǊƛƭƭŜŘΥ      

 
 ά[ŜǘΩǎ ǘŀƪŜ ǘƘŜ ōƻǘǘƭŜ ŀƴŘ ŎƻƳŜ ōŀŎƪ ƭŀǘŜǊΣέ .ƛƭƭ ǎŀƛŘΦ  
 άL ŘƻƴΩǘ ǿŀƴǘ ǘƻ ǎƛǘ ƘŜǊŜ ƻƴ ŀ ƴƛƎƘǘ ƭƛƪŜ ǘƘƛǎΦέ              
 ά[ŜǘΩǎ Ǝƻ ŀƴŘ ƭƻƻƪ ŀǘ ǘƘŜ 9ƴƎƭƛǎƘΣέ aƛƪŜ ǎŀƛŘΦ άL ƭƻǾŜ ǘƻ ƭƻƻƪ ŀǘ 
ǘƘŜ 9ƴƎƭƛǎƘΦέ              
 ά¢ƘŜȅΩǊŜ ŀǿŦǳƭΣέ .ƛƭƭ ǎŀƛŘΦ  
 ά²ƘŜǊŜ ŘƛŘ ǘƘŜȅ ŀƭƭ ŎƻƳŜ ŦǊƻƳΚέ            
  ά¢ƘŜȅ ŎƻƳŜ ŦǊƻƳ .ƛŀǊǊƛǘȊΣέ aƛƪŜ ǎŀƛŘΦ  
  ά¢ƘŜȅ ŎƻƳŜ ǘƻ ǎŜŜ ǘƘŜ ƭŀǎǘ Řŀȅ ƻŦ ǘƘŜ ǉǳŀƛƴǘ ƭƛǘǘƭŜ {ǇŀƴƛǎƘ 
fieǎǘŀΦέ              
  άLΩƭƭ ŦŜǎǘŀ ǘƘŜƳΣέ .ƛƭƭ ǎŀƛŘΦ όSAR 2596 2600) 
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Their contempt towards foreigners is funny because they are 

foreigners themselves. In the novel the people from Biarritz are always 
mentioned in a negative way; they are seen as the opposite of local 
people: they are conceited, always wearing sports clothes, and not 
comprehending Spanish culture. When they watch bullfighting, 
IŜƳƛƴƎǿŀȅ ŘŜǎŎǊƛōŜǎ tŜŘǊƻ wƻƳŜǊƻΩǎ ƎǊŜŀǘƴŜǎǎ ŀƴŘ Ƙƛǎ ǘŀƭŜƴǘΥ  

 
Romero did always, smoothly, calmly, and beautifully, what he, 
Belmonte, could only bring himself to do now sometimes. The 
crowd felt it, even the people from Biarritz, even the American 
ambassador saw it, finally. (SAR омпт омпфύ   
 

tŜŘǊƻ wƻƳŜǊƻΩǎ ǘŀƭŜƴǘ ƛǎ ǎƻ ƎǊŜŀǘ ǘƘŀǘ ŜǾŜƴ ǇŜƻǇƭŜ ǿƘƻ Řƻ ƴƻǘ 
understand bullfighting can see how magnificent Pedro Romero is. The 
people from Biarritz present the modern world or homo progressus 
versus Spaniards who represent homo naturalis. 

 Although Spaniards like having foreigners aroundτthey cheer 
to them, drink with them, and behave friendly, they are distrustful of 
everything foreign. Unlike other Spaniards, Montoya trusts Jake 
because he sees that Jake understands bullfighting and how valuable it 
ƛǎ ƛƴ ǘƘŜ {ǇŀƴƛǎƘ ǿƻǊƭŘΦ IƻǿŜǾŜǊΣ WŀƪŜΩǎ ŦǊƛŜƴŘǎ ŀǊŜ ǘȅǇƛŎŀƭ ŦƻǊŜƛƎƴŜǊǎ 
whose lifestyle Montoya does not approve but he accepts them 
because of Jake:  

 
Montoya could forgive anything of a bull-fighter who had 
aficion. He could forgive attacks of nerves, panic, bad 
unexplainable actions, all sorts of lapses. For one who had 
aficion he could forgive anything. At once he forgave me all my 
friends. (SAR мууо муурύ  
 
 Montoya consults Jake on the matter of Pedro Romero and in 

that way shows his trust. Montoya and Jake are aware of Pedro 
wƻƳŜǊƻΩǎ ǾŀƭǳŜ ƛƴ ǘƘŜ {ǇŀƴƛǎƘ ǿƻǊƭŘ ŀƴŘ ǘƘŜȅ ŀǊŜ ŀŦǊŀƛŘ ǘƘŀǘ ŦƻǊŜƛƎƴŜǊǎ 
who do not understand Spanish values will corrupt and destroy 
Romero:  

 
ά[ƻƻƪΣέ ǎŀƛŘ aƻƴǘƻȅŀΦ άtŜƻǇƭŜ ǘŀƪŜ ŀ ōƻȅ ƭƛƪŜ ǘƘŀǘΦ ¢ƘŜȅ ŘƻƴΩǘ 
know what hŜΩǎ ǿƻǊǘƘΦ ¢ƘŜȅ ŘƻƴΩǘ ƪƴƻǿ ǿƘŀǘ ƘŜ ƳŜŀƴǎΦ !ƴȅ 
foreigner can flatter him. They start this Grand Hotel business, 
ŀƴŘ ƛƴ ƻƴŜ ȅŜŀǊ ǘƘŜȅΩǊŜ ǘƘǊƻǳƎƘΦέ ώΦΦΦϐ άIŜΩǎ ǎǳŎƘ ŀ ŦƛƴŜ ōƻȅΣέ 
ǎŀƛŘ aƻƴǘƻȅŀΦ άIŜ ƻǳƎƘǘ ǘƻ ǎǘŀȅ ǿƛǘƘ Ƙƛǎ ƻǿƴ ǇŜƻǇƭŜΦ IŜ 
ǎƘƻǳƭŘƴΩǘ ƳƛȄ ƛƴ ǘƘŀǘ ǎǘǳŦŦΦέ όSAR нпсс нптоύ  
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However, Jake himself betrays Montoya and Spanish values 

when he introduces Brett to Pedro Romero:  
 
Just then Montoya came into the room. He started to smile at 
me, then he saw Pedro Romero with a big glass of cognac in his 
hand, sitting laughing between me and a woman with bare 
shoulders, at a table full of drunks. He did not even nod. (SAR 
нрпп нрпсύ  
 

Brett is a modern woman who drinks, swears, and sleeps around and 
she can corrupt Pedro Romero. Montoya disapproves it just like the 
other local people. When Jake introduces Pedro Romero to Brett they 
ŀǊŜ ƴƻǘ ƘŀǇǇȅΥ άIŜ ǎŀǘ Řƻǿƴ ŀƴŘ ƭƻƻƪŜŘ ŀǘ ƘŜǊ ŀŎǊƻǎǎ ǘƘŜ ǘŀōƭŜΦ L ǿŜƴǘ 
out. The hard-eyed people at the bull-fighter table watched me go. It 
was not pleasantέ όSAR 2714). They believe that everything foreign is 
bad, including women, too.  

 tŜŘǊƻ wƻƳŜǊƻ ƛǎ ŀǿŀǊŜ ƻŦ {ǇŀƴƛŀǊŘǎΩ ƻǇƛƴƛƻƴ ƻƴ ŦƻǊŜƛƎƴŜǊǎ 
thus he hides that he can speak English:        

     
ά¸ƻǳ ƪƴƻǿ 9ƴƎƭƛǎƘ ǿŜƭƭΦέ 
ά¸ŜǎΣέ ƘŜ ǎŀƛŘΦ άtǊŜǘǘȅ ǿŜƭƭΣ ǎƻƳŜǘƛƳŜǎΦ .ǳǘ L Ƴǳǎǘ ƴƻǘ ƭŜǘ 
anybody know. It would be very bad, a torero who speaks 
9ƴƎƭƛǎƘΦέ             
ά²ƘȅΚέ ŀǎƪŜŘ .ǊŜǘǘΦ             
άLǘ ǿƻǳƭŘ ōŜ ōŀŘΦ ¢ƘŜ ǇŜƻǇƭŜ ǿƻǳƭŘ ƴƻǘ ƭƛƪŜ ƛǘΦ bƻǘ ȅŜǘΦέ όSAR 
нсфу нтлпύ 
 
He is an excellent bullfighter and Spaniards appreciate his 

bullfighting skills. Art of toreo has a special place in Spanish culture and 
it is more than just a good show. As Allen Josephs, a world-renowned 
Hemingway scholar, says:  

 
Many think of toreo as a sport. It is not. It may be described as 
a spectacle, a ritual, a ceremony, a sacrifice, or an art, but 
never as a sport. And as Hemingway well knew by the time he 
wrote the novel, toreo was often described within Spain as the 
tragedy of the death of the bull. (229)  
 

Hemingway understood the Spanish sense of toreo and believed that 
the Spanish way of life was best exemplified in toreo. 

 Toreo moved Hemingway as nothing ever had. Joseph claims 
that Hemingway best described that experience in the passage in 
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Death in the Afternoon which describes faenaτthe final series of 
passes before the kill, in which the matador uses the muleta to 
manoeuvre the bull into a position to stab it between the shoulders, 
cutting the aorta: 

 
The faena that takes a man out of himself and makes him feel 
immortal while it is proceeding, that gives him an ecstasy, that 
is, while momentary, as  profound as any religious ecstasy; 
moving all the people in the ring together and increasing in 
emotional intensity as it proceeds, carrying the bullfighter with 
it, he playing on the crowd through the bull and being moved 
as it responds in a growing ecstasy of ordered, formal, 
passionate, increasing  disregard for death that leaves you, 
when it is over, and the death administered to the animal that 
has made it possible, as empty, as changed and as sad as any 
major emotiƻƴ ǿƛƭƭ ƭŜŀǾŜ ȅƻǳΦ όнлс нлтύ 
 
Hemingway describes faena using words such as ecstasy, 

emotional intensity, disregard for death which leaves you empty, 
changed, and sad as any major emotion leaves you. Josephs explains it: 
ά¢Ƙŀǘ ƛǎ ǘƘŜ {ǇŀƴƛǎƘ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ŎƻǊǊƛŘŀΦ !ƴŘ ǘƘŀǘ ƛǎ IŜƳƛƴƎǿŀȅΩǎ 
context, the primordial and mythic context that stands in opposition to 
ǎƻ ƳǳŎƘ ƻŦ ƻǳǊ ǿƻǊƭŘέ όнопύΦ  

 Jake understands the Spanish sense of toreo, but Brett does 
ƴƻǘΦ ²ƘŜƴ ǎƘŜ ƎƻŜǎ ƻŦŦ ǿƛǘƘ tŜŘǊƻ wƻƳŜǊƻ ǎƘŜ ƭŜŀǾŜǎ ōǳƭƭΩǎ ear in the 
hotel drawer together with the cigarette-stubs. She does not 
understand Spanish values and, in the end, Pedro Romero is indeed 
hurt; the relationship with Brett brings him nothing good. He ends up 
wounded both emotionally (Brett leaves him) and physically (Cohn 
beats him up). 

 Differences between France and Spain can be seen in Brett and 
tŜŘǊƻ wƻƳŜǊƻΩǎ ǊŜƭŀǘƛƻƴǎƘƛǇΦ ¢ƘŜȅ ŀǊŜ ǘƘŜ ǘǿƻ ŜƴŘǎ ƻŦ ǘƘŜ ǎǇŜŎǘǊǳƳΣ 
just like France and Spain. Brett is a modern woman, and Pedro 
Romero is a traditional Spaniard. They are both beautiful and attracted 
to each other, yet they cannot function together because of their 
cultural backgrounds. Their relationship works for a while, but 
eventually, Pedro Romero wants to change Brett and turn her into a 
proper Spanish woman. Although she is beautiful he is ashamed of her 
ǿƘƛŎƘ ƘǳǊǘǎ .ǊŜǘǘΥ άΨLǘ ǿŀǎ ǊŀǘƘŜǊ ŀ ƪƴƻŎƪ Ƙƛǎ ōŜƛƴƎ ŀǎƘŀƳŜŘ ƻŦ ƳŜΦ IŜ 
was ashamed of me for a while, you knowΩέ όSAR орнн орноύ. He 
wants her to be more traditional, to change her hair and behaviour: 
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  άhƘΣ ȅŜǎΦ ¢ƘŜȅ ǊŀƎƎŜŘ ƘƛƳ ŀōƻǳǘ ƳŜ ŀǘ ǘƘŜ ŎŀŦŞΣ L guess. He 
wanted me to grow my ƘŀƛǊ ƻǳǘΦ aŜΣ ǿƛǘƘ ƭƻƴƎ ƘŀƛǊΦ LΩŘ ƭƻƻƪ ǎƻ 
ƭƛƪŜ ƘŜƭƭΦέ             
  άLǘΩǎ ŦǳƴƴȅΦέ             
 άIŜ ǎŀƛŘ ƛǘ ǿƻǳƭŘ ƳŀƪŜ ƳŜ ƳƻǊŜ ǿƻƳŀƴƭȅΦ LΩŘ ƭƻƻƪ ŀ ŦǊƛƎƘǘΦέ 
(SAR орнп орнсύ 
  
However, Brett, with her chic hair and wardrobe, drinking, 

swearing, partying, and changing lovers fast, can never be a traditional 
woman. Although she likes Pedro Romero, she leaves him because she 
cannot change.  

 When the group leaves Spain Jake is alone in Bayonne and 
finally enjoys some peace and quiet. Although Jake likes it in Spain, he 
believes Spain is dangerous because people are not rational. In France  
άǘƘŜǊŜ ǿŀǎ ŀ ǎŀŦŜΣ ǎǳōǳǊōŀƴ ŦŜŜƭƛƴƎέ όSAR 3376). Jake contemplates life 
in France which he finds much simpler than in Spain where people are 
too passionate, emotional, and have strong opinions and values: 

 
The waiter seemed a little offended about the flowers of the 
Pyrenees, so I overtipped him. That made him happy. It felt 
comfortable to be in a country where it is so simple to make 
people happy. You can never tell whether a Spanish waiter will 
thank you. Everything is on such a clear financial basis in 
 France. It is the simplest country to live in. No one makes 
things complicated by becoming your friend for any obscure 
reason. If you want people to like you you have only to spend a 
little money. I spent a little money and the waiter liked me. He 
appreciated my valuable qualities. He would be glad to see me 
back. I would dine there again some time and he would be glad 
to see me, and would want me at his table. It would be a 
sincere liking because it  would have a sound basis. I was back 
in France. (SAR 3388)      
 
Lƴ CǊŀƴŎŜ ƘŜ ƛǎ άǎŀŦŜΣέ ƘŜ Ŏŀƴ Ŝŀǎƛƭȅ ƳŀƪŜ ǇŜƻǇƭŜ ƭƛƪŜ ƘƛƳ ŀƴŘ 

there are no friends like Montoya whose values he can betray. 
Modern, cool Paris controls and mutes their passions. In France people 
ŀǊŜ Ǌŀǘƛƻƴŀƭ ŀƴŘ ǊŜǎŜǊǾŜŘΤ ƴƻ ƻƴŜ ŜǾŜƴ ƪƴƻǿǎ ŀōƻǳǘ WŀƪŜΩǎ ǿƻǳƴŘ ŀƴŘ 
his impotence. When Brett writes to Jake that she needs his help, he 
has to go back to Spain and considers himself a fool for going back 
there yet he still goes there to comfort devastated Brett:  
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I hated to leave France. Life was so simple in France. I felt I was 
a fool to be going back into Spain. In Spain you could not tell 
about anything. I felt like a fool to be going back into it, but I 
stood in line with my passport. (SAR 3399)  
 

Although it seems that nothing has changed, when Brett contemplates 
Ƙƻǿ ǘƘŜȅ ŎƻǳƭŘ ƘŀǾŜ ōŜŜƴ ŀ ƎǊŜŀǘ ŎƻǳǇƭŜ ƛŦ ƛǘ ǿŜǊŜ ƴƻǘ ŦƻǊ WŀƪŜΩǎ 
wound, it is iƳǇƭƛŜŘ ǘƘŀǘ WŀƪŜ ŘƻŜǎ ƴƻǘ ōŜƭƛŜǾŜ ƛǘ ǿƘŜƴ ƘŜ ǎŀȅǎΥ άΨLǎƴΩǘ ƛǘ 
ǇǊŜǘǘȅ ǘƻ ǘƘƛƴƪ ǎƻΚΩέ όSAR 3611) 

 In the novel, Hemingway offers his view on France and Spain. 
Both countries have their pros and cons. While France is modern, 
liberal, and artistic, it has got ƴŜƎŀǘƛǾŜ ǎƛŘŜǎ ŀǎ ǿŜƭƭ  ǇŜƻǇƭŜ ŀǊŜ 
alienated, reserved, and dissatisfied. Spain has got a beautiful nature, 
friendly people, and bullfighting, however, it is too intense for Jake. 
Changing destination might not solve the personal problems of Jake 
and his friends, but at least it offered a fresh perspective; to quote 
IŜƴǊȅ aƛƭƭŜǊΥ άhƴŜΩǎ ŘŜǎǘƛƴŀǘƛƻƴ ƛǎ ƴŜǾŜǊ ŀ ǇƭŀŎŜΣ ōǳǘ ǊŀǘƘŜǊ a new way 
of looking at thingsέ όнрύ. 
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t!wL½ L ~t!bLW! ¦ whMANU {¦b/9 {9 thbh±h w!7! ERNESTA 
HEMINGVEJA 

 
9ǊƴŜǎǘ IŜƳƛƴƎǿŀȅ ǇƻǘƧŜőŜ ƛȊ hŀƪ tŀǊƪŀ ǳ LƭƭƛƴƻƛǎǳΣ ƳŜŚǳǘƛƳ 

ǾƛǑŜ ƧŜ Ǉƛǎŀƻ ƻ ŘǊǳƎƛƳ ƳƧŜǎǘƛƳa nego o svome rodnome mjestu. Pariz i 
~ǇŀƴƧƻƭǎƪŀ ƳƧŜǎǘƻ ǎǳ ǊŀŘƴƧŜ ƴƧŜƎƻǾƻƎŀ ǇǊǾƻƎ ǊƻƳŀƴŀ Sunce se 
ǇƻƴƻǾƴƻ ǊŀŚŀ. U Hemingwayevom romanu grupa prijatelja besciljno 
ƭǳǘŀ ƻŘ ƳƧŜǎǘŀ Řƻ ƳƧŜǎǘŀ ǇƻƪŀȊǳƧǳŏƛ Řŀ ǎǳ ǳƛǎǘƛƴǳ ƛȊƎǳōƭƧŜƴŀ ƎŜƴŜǊŀŎƛƧŀ 
ƪƻƧŀ ȌƛǾƛ ȌƛǾƻǘ ōŜȊ ƛƪŀƪǾƻƎŀ ŎƛƭƧŀ ƛ ǇƭŀƴŀΦ hǾŀƧ ǊŀŘ ǇƻƪŀȊŀǘ ŏŜ ƪŀƪƻ 
ǇǊƻƳƧŜƴŀ ŘŜǎǘƛƴŀŎƛƧŜ ǳǘƧŜőŜ ƴŀ ƎǊǳǇǳ ǇǊƛƧŀǘŜƭƧŀΥ ƳƻŘŜǊƴƛΣ ƘƭŀŘƴƛ tŀǊƛȊ 
ǳǘƛǑŀǾŀ ƛ ƪƻƴǘǊƻƭƛǊŀ ƴƧƛƘƻǾŜ ǎǘǊŀǎǘƛΣ Řƻƪ ǑǇŀƴƧƻƭǎƪŀ ŦƛŜǎǘŀ őƛƴƛ Řŀ ƻƴŜ 
ǇƻŘƛǾƭƧŀƧǳΦ ¦ IŜƳƛƴƎǿŀȅŜǾƻƳ ǊƻƳŀƴǳ tŀǊƛȊ ƛ ~ǇŀƴƧƻƭǎƪŀ ǇƻǘǇǳƴŜ ǎǳ 
ǎǳǇǊƻǘƴƻǎǘƛΦ tŀǊƛȊ ƛ ~ǇŀƴƧƻƭǎƪŀ őŜǎǘƻ ǎŜ ŘƻȌƛǾƭƧŀǾŀƧǳ ƪŀƻ ǊƻƳŀƴǘƛőƴŀ 
ƳƧŜǎǘŀΣ ƳŜŚǳǘƛƳ IŜƳƛƴƎǿŀȅ ŏŜ ǇƻƪŀȊŀǘƛ ƛ ƴƧƛƘƻǾŜ ƴŜƎŀǘƛǾƴŜ ǎǘǊŀƴŜ 
ƪŀƻ Ǒǘƻ ǎǳ ŀƳƻǊŀƭƴƻǎǘ tŀǊƛȊŀ ǘŜ ƪƻƴȊŜǊǾŀǘƛǾƴƻǎǘ ~ǇŀƴƧƻƭǎƪŜΦ ¦ 
ōƻŜƳǎƪƻƳŜ tŀǊƛȊǳ ƳƻƎǳŏŜ ƧŜ ǾƛŘƧŜǘƛ ǎǾŜ  ƻŘ ƘƻƳƻǎŜƪǎǳŀƭŀŎŀ Řo 
ǇǊƻǎǘƛǘǳǘƪƛΣ Řƻƪ ǘǊŀŘƛŎƛƻƴŀƭƴŀ ~ǇŀƴƧƻƭǎƪŀ ƎƭŜŘŀ ǎŀ ȊƎǊŀȌŀƴƧŜƳ ƛ 
őǳŚŜƴƧŜƳ őŀƪ ƛ ƴŀ .ǊŜǘǘ ƛ ƴƧŜƴ ǎǘƛƭ ƻōƭŀőŜƴƧŀ ƛ ŦǊƛȊǳǊǳΦ  

 
YƭƧǳőƴŜ ǊƛƧŜőƛΥ tŀǊƛȊΣ ~ǇŀƴƧƻƭǎƪŀΣ ŘŜǎǘƛƴŀŎƛƧŀΣ ƛȊƎǳōƭƧŜƴŀ 

generacija, borba bikovima, fiesta. 
 
 
 
 
 



Journal of Language and Literary Studies    111 

 

CROATIAN DESTINATIONS FOR LITERATURE LOVERS 
 
Dubravka Kuna, University of Osijek, dkuna@ffos.hr 

 
 
 

Abstract:  Tourism texts provide a rich repository of national images and 

representations because of their abundant use of various components of cultural 

heritage. As an important element of cultural heritage, literature significantly 

contributes to the tourism discourse. Prominent writers and their literary works 

frequently generate interest in particular places and give rise to literary tourism. 

This type of tourism includes the interrelated practices of marking and visiting 

locations associated with certain writers and their work (Watson 2009, 2). 

The brochure is a promotional genre typical of the tourism discourse.  

It has multiple communicative purposes; it is primarily informative, but 

conveys promotional and persuasive messages at the same time (Bhatia 2004, 

95).  In the context of the tourism industry, the brochure aims to persuade 

target readers to visit particular locations and consume offered services.  

Based on the brochures printed by the Croatian National Tourist 

Board, this paper aims, first, to determine which writers are presented as 

prominent figures of Croatian literature and which literary or cultural 

manifestations are associated with them. Secondly, it aims to investigate how 

world literature is exploited to promote Croatian destinations. Finally, the 

article attempts to analyse the lexico-grammatical resources and text-patterning 

(Bhatia 2013) referring to books and authors in the given brochures.  

 

 Key words: national identity, tourism discourse, cultural heritage, 

literary tourism, genre  

 
 
 Introduction 
 

A tourist discourse is a fertile source for the researchers of 
national identity as it often highlights the supposedly most distinctive 
features of the culture of a particular nation (cf. Frew and White 1-10). 
Such representations include the elements of tangible cultural heritage 
such as buildings and historic places, monuments, artefacts etc. 
(UNESCO. Tangible Cultural Heritage) as well as those of intangible 
cultural heritage like oral traditions and expressions (including 
language), performing arts, social practices, festive events etc. 
(UNESCO. Intangible Heritage domains). Although an interest in 
literature may not seem as the most obvious or common reason for 
tourist travels, literary sites in some countries are very popular tourist 
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destinations. In Great Britain, for example, they are comprehensively 
described in guidebooks and labelled on road maps (Watson 2006, 5).  

Croatia has turned into one of the most attractive European 
holiday destinations and it is among the top EU countries according to 
the results of tourism growth (Total Croatia News). Departing from the 
premise that Croatia has earned these results by placing emphasis 
primarily on its natural attractions and tangible cultural heritage, the 
author was interested in researching the status of literature in the 
Croatian tourist offer. Therefore, the primary goal of this paper was to 
examine the representations of Croatian and world literature in the 
brochures on the website of the Croatian National Tourist Board. 
Additionally, the paper aims to study the language used to refer to the 
literature in the analysed brochures.  

 
 Theoretical framework 

 
Motivations for tourist travelling are known to be diverse. 

According to Al-Haj Mohammad and Mat Som (41), the review of past 
studies shows that motives underlying tourist travels are mostly based 
on two types of factors, i.e. push or pull factors. Push factors refer to 
the internal forces of the individual travellers while pull factors refer to 
the external forces of the destination features. In other words, people 
travel because they are pushed by their intrinsic motivation or pulled 
by the perceived attractiveness or expectations of a destination. 
Crompton (qtd. in Al-Haj Mohammad and Mat Som 41) distinguishes 
seven socio-psychological or push motives (escape, self-exploratory, 
relaxation, prestige, regression, kinship-enhancement, and social 
interaction) and two cultural or pull motives (novelty and education).   

Tourists visit literary places for diverse reasons and Herbert 
(314-15) distinguishes four types of motivation. Firstly, tourists may be 
attracted to places in which writers lived or worked. Secondly, they 
want to see places which provided settings for literary works. 
Furthermore, they may be attracted to a particular literary place 
because they feel emotionally connected with it. Squire (qtd. in 
Herbert 314-15) points out that a visit to a particular place may evoke 
memories or emotions from a particular period of their lives. Finally, 
they may be attracted to a particular place for some important or 
dramatic event from a writer's life not necessarily related to their 
literary work.  

Given the motivation for literary tourism, its definition 
necessarily presumes establishing connections between literature and 
places. Squire (qtd. in Hoppen, Brown, and Fyall 39) denotes it as 
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άǇƭŀŎŜǎ ŎŜƭŜōǊŀǘŜŘ ŦƻǊ ƭƛǘŜǊŀǊȅ ŘŜǇƛŎǘƛƻƴǎ ŀƴŘκƻǊ ŎƻƴƴŜŎǘƛƻƴǎ ǿƛǘƘ 
ƭƛǘŜǊŀǊȅ ŦƛƎǳǊŜǎέΦ ²ŀǘǎƻƴ όнллфΣ нύ ƛǎ ƳƻǊŜ ŜȄǇƭƛŎƛǘ ŀōƻǳǘ ǇƻƛƴǘƛƴƎ ƻǳt 
ǘƘŀǘ ƭƛǘŜǊŀǊȅ ǘƻǳǊƛǎƳ ƛǎ ŀƴ ƛƴŘǳǎǘǊȅ ŀƴŘ ƘŜ ǊŜŦŜǊǎ ǘƻ ƛǘ ŀǎ άǘƘŜ 
interconnected practices of visiting and marking sites associated with 
ǿǊƛǘŜǊǎ ŀƴŘ ǘƘŜƛǊ ǿƻǊƪέΦ IŜ ŀŘŘǎ ǘƘŀǘ ǘƘŜ ōǳǎƛƴŜǎǎ ƻŦ ƭƛǘŜǊŀǊȅ ǘƻǳǊƛǎƳ ƛǎ 
not as easy and uncomplicated as it often seems to be. Hoppen, 
Brown, and Fyall (41-2) report that an extensive review of literature 
generally indicates two broad groups of literary places: real-life places 
related to the writers e.g. birthplaces or gravesites and imagined 
places related to their literary works. Mintel (qtd. in Hoppen, Brown, 
and Fyall 41) proposes two additional groups of literary places and 
these are related to literary festivals and bookshop tourism. 

Drawing on various studies dealing with reasons underlying literary 
tourism, the influence of literature upon tourists and several existing 
typologies, Busby and Shetliffe (11) propose the following forms of 
literary tourism: 

 
Å aspects of homage to an actual location 
Å places of significance in the work of fiction 
Å appeal of areas because they are appealing to literary or other 

figures 
Å the literature gains popularity in a sense that an area becomes 

a tourist destination in its own right 
Å travel-writing 
Å nostalgia 
Å film-induced literary tourism 
 
The reason why literature is recognized as an important segment 

of the tourist industry is that it plays an important role when the 
culture of a particular nation is defined. Any discussion on an ethnic 
community or a nation rests on the notion of common culture as one 
of its defining attributes (Smith 1999, 13). Elements of common culture 
such as myths, symbols, values, memories, rituals, customs and 
traditions have twofold functions: they mark out the outer boundaries 
of a state-nation but they also unify their members, shape their 
relations and coordinate their activities (14).  

Edensor (15) argues that national elites and governments consider 
that institutions such as national theatres, galleries, museums, etc. 
represent "the national badges of high cultures". In a similar vein, 
national canons comprising authors such as Shakespeare, Goethe or 
various schools of painting are believed to represent "exemplary 
species of national genius" (141). Verses, passages or images from such 
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literatures or paintings are used in politics, sports or the advertising 
industry to exemplify national attributes and have become a part of 
popular culture. Edensor (ibid.), however, adds that nowadays there is 
no uniform opinion on what forms the national canon. In addition to 
the forms of "high" culture, national identity may be identified in forms 
which are typically considered "low" or popular culture such as film 
and television products, popular music or even fashion. He (142) points 
out that:  

 
Global news networks, tourist marketing, advertising, films and 
television all provide often stereotypical representations of 
otherness which feed into forms of national belonging by 
providing images which can be reworked in (re)constructing 
ΨƻǳǊΩ ƛŘŜƴǘƛǘȅ ŀǎ not like this otherness. 
 
Edensor (84-5) compares tourism to theatre as it, similarly to 

the theatre, encourages the production of various kinds of stages for 
displaying the nation. Hence, in order to compete in the global market 
national tourism strategies advertise their major attractions. Literature 
is potentially one of them as prominent writers and their literary works 
often spark interest in particular destinations and thus induce literary 
tourism.  

In a similar vein, Smith (1990, 184-5) claims that national 
cultures nowadays use literature, music and other cultural resources in 
competition for adherents and prestige at various regional and 
international levels. While Smith points out that this competition 
additionally contributes to the power of the national idea, average 
tourists have been well aware that this competition has been largely 
present in the contemporary tourist industry. 

 
 Methodology 

 
The results of this research rest on the analysis of six brochures 

available in 2017 on the website of the Croatian National Tourist 
Board: Croatia. Full of Life (FoL), Full of Stories (FoS), Camping (C), Full 
of Islands to Discover (FoI), Full of Flavours (FoF), and Small and Family-
run Hotels (H). They are single-authored (FoL, C, H), co-authored (FoI, 
FoF) and for one the author/s are not stated (FoS).  

The Croatia. Full of Life brochure may be said to present the 
umbrella brochure because it provides an overview of all Croatian 
regions and general information on tourist attractions ranging from 
natural and cultural heritage to gastronomy and presenting all types of 
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leisure activities. The Full of Stories brochure provides more detailed 
and specific recommendations on what to visit or see, e.g. nature, 
architected sites, gastronomy, cycling and walking trails etc., followed 
by concrete suggestions for the various regions of Croatia. The other 
four brochures are more specialized and focus on particular sectors 
within the tourist industry although they often contain a variety of data 
not directly associated with particular brochure profiles.1 

The brochure is a common genre in tourism discourse.  The 
genre analysis drew increased attention after Swales' (1990) seminal 
work Genre Analysis: English in Academic and Research Settings. He 
defines a genre as a class of communicative events which share the 
same communicative purposes as well as similar structure, style, 
content and intended audience (58). Bhatia (2004, 29) points out that 
in the real world, genres often cross disciplinary boundaries and 
overlap as it is often the case with reporting genres, promotional 
genres, academic introductions etc. The brochure belongs to the 
colony of promotional genres and it has multiple communicative 
purposes as it is both informative and promotional at the same time 
(62, 95). It typically employs persuasive language and in the context of 
the tourism industry it should persuade the target readers to visit 
particular destinations and consume offered services. The study of 
visual images or the page layout is beyond the scope of interest of this 
research. 

 The data analysis of this paper is largely based on the 
methodology of critical genre analysis (CGA). The CGA is similar to 
another field of enquiry, i.e. critical discourse analysis (CDA), in the 
sense that it shares the critical perspective as an obvious similarity (see 
Bhatia, 2017, ch. 2). In addition, both analyse language at various levels 
of complexity (cf. Reisgl and Wodak 94 and Bhatia 2013, 66-84). 
However, while the CDA focuses on social practices and "aims to 
investigate critically social inequalities as it is expressed, constituted, 
legitimized and so on, by language use (or in discourse)" (Wodak and 
Meyer 10), the CGA  aims to develop the ability to "demystify, 
understand, explain and account for the kinds of professional practices 
in which specialist users are engaged in their everyday professional 
life" (Bhatia 2017, 27). The following are some key questions asked by 
analysts employing the CGA (10-11): 
 
 

                                                 
1
 In 2018, two more brochures were uploaded:  Road and tourist map of Croatia and 

Full of well-being.  



116 FOLIA LINGUISTICA ET LITTERARIA: 

 
Å Why do professionals write the way they do? 
Å What is the nature of their professional objectives? 
Å What is the role of language in the achievement of such 

objectives? 
Å ²Ƙƻ ŎƻƴǘǊƛōǳǘŜǎ ΨǿƘŀǘΩΣ ΨǿƘŜƴΩ ŀƴŘ ΨƘƻǿΩ ƛƴ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ 

discursive constructions? 
Å What other discourses and genres are interdiscursively 

exploited in the construction of professional genres?  
 
This paper will attempt to answer two sets of questions. The first 

set of questions relates to literature in the analysed brochures and it 
tries to determine (i) which writers are presented as prominent figures 
of Croatian literature (ii) how world literature is exploited to promote 
Croatian destinations and (iii) which literary or cultural manifestations 
are associated with Croatian and world literature. Another set of 
questions deals with linguistic analysis, in particular with (i) the analysis 
of lexico-grammatical features used to refer to the Croatian and world 
literature and the analysis of text-patterning (Bhatia 2013, 66-73) as 
well as (ii) the study of the interdiscursivity of the genre.2 

 
 Literature and Croatian Destinations 
 Croatian writers/literary works  

  
The writer most commonly associated with Croatia, more 

ǇǊŜŎƛǎŜƭȅ ǘƘŜ ƛǎƭŀƴŘ ƻŦ YƻǊőǳƭŀΣ ƛǎ aŀǊŎƻ tƻƭƻ όмнрп - 1324)3, a world-
renowned explorer and a travel writer: 

 
It [Croatia] is the home of the necktie, the parachute, the 
ǘƻǊǇŜŘƻΣ ǘƘŜ ƳŜŎƘŀƴƛŎŀƭ ǇŜƴŎƛƭΣ ώΧϐ Marco PoloΣ ώΧϐ (FoS 4)4 
This was the case of YƻǊőǳƭŀ-born Marco Polo, the legendary 
traveller who in the 13th century revealed China to the 
Western world. (H 12) 

 
Marco Polo is commonly believed to have been born in Venice 
(Encyclopedia Britannica), while Croatian academic circles state that his 

                                                 
2
 Due to the number and the range of the analysed brochures, the move analysis is 

beyond the scope of this paper. For studies including the move analysis of tourist 
ōǊƻŎƘǳǊŜǎΣ ǎŜŜΣ ŦƻǊ ŜȄŀƳǇƭŜΣ mȊǘǸǊƪ ŀƴŘ  ŀŦŀƪ ƻǊ [ǳƻ ŀƴŘ IǳŀƴƎΦ 
3
 All years of the birth and death of the writers in the paper are cited from Hrvatska 

enciklopedija.  
4
 All brochure citations are cited in their original forms. In the Croatian versions of 

brochures, Marco Polo is spelt Marko Polo. 
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ǇƭŀŎŜ ƻŦ ōƛǊǘƘ ƛǎ ŜƛǘƘŜǊ ±ŜƴŜǘƛŀ ƻǊ YƻǊőǳƭŀ όHrvatska enciklopedija) or 
unknown (Leksikon stranih pisaca 844). Both Croatian sources note 
that his alleged Croatian origin draws on the document from the 15th 
century. Moreover, he is not included in the Lexicon of Croatian 
Writers (Leksikon hrvatskih pisaca) but is recorded among the foreign 
writers (Leksikon stranih pisaca). However, the analysed tourist 
brochures neglect the dispute about his birthplace and almost 
unanimously (see section Linguistic analysis) declare that Marco Polo 
ǿŀǎ YƻǊőǳƭŀ-ōƻǊƴ ŀƴŘ YƻǊőǳƭŀ ƛǎ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ the Town of Marco Polo 
(FoS 40) or Marco Polo's City (FoL 74). Given the conventions of 
brochures, in particular their communicative (and commercial) 
purposes, the disregard of this dispute is not surprising and is probably 
not the result of ignorance.5  

The Mediterranean part of Croatia and in particular its 
southern part is represented by a series of distinguished Croatian 
ǊŜƴŀƛǎǎŀƴŎŜ ǿǊƛǘŜǊǎΥ aŀǊƪƻ aŀǊǳƭƛŏ όмпрл - мрнпύΣ aŀǊƛƴ 5ǊȌƛŏ (1508 - 
мрстύ ŀƴŘ tŜǘŀǊ IŜƪǘƻǊƻǾƛŏ όмпут - мртнύ ŀǎ ǿŜƭƭ ŀǎ LǾŀƴ DǳƴŘǳƭƛŏ 
(1589 - 1638), one of the most notable representative of the Croatian 
baroque (BarokύΦ aŀǘƛƧŀ LƭƛǊƛƪ ±ƭŀőƛŏ όмрнл - 1575) is linked to Istria and 
more contemporary Vladimir Nazor (1876 - 1949) both to Istria and 
Dalmatia. The former is a 16th-century Croatian Protestant theologist, 
Church historian and philologist born in Labin (±ƭŀőƛŏΣ aŀǘƛƧŀ LƭƛǊƛƪ) and 
the latter is a ǿǊƛǘŜǊ ŀƴŘ ŀ ǇƻƭƛǘƛŎƛŀƴ ōƻǊƴ ƻƴ ǘƘŜ ƛǎƭŀƴŘ ƻŦ .ǊŀőΦ 

As for the continental part of Croatia, the writer most 
ŎƻƳƳƻƴƭȅ ƳŜƴǘƛƻƴŜŘ ƛǎ LǾŀƴŀ .Ǌƭƛŏ aŀȌǳǊŀƴƛŏ όмутп - 1938), best 
known as the author of children's literature. 

 
όΧύ ǿƘƛƭŜ ǘƘŜ hƎǳƭƛƴ CŜǎǘƛǾŀƭ ƻŦ CŀƛǊȅǘŀƭŜǎ ŎŜƭŜōǊŀǘŜǎ ǘƘŜ ǿƻǊƪ 
ƻŦ LǾŀƴŀ .Ǌƭƛŏ aŀȌǳǊŀƴƛŏΣ ŘŜǎŎǊƛōŜŘ as the Croatian Andersen, 
as well as legends and fairytales of the wider area. (H 153) 

 
LǾŀƴŀ .Ǌƭƛŏ aŀȌǳǊŀƴƛŏ ƛǎ ǘƘŜ ŀǳǘƘƻǊ ƻŦ ǘƘŜ ŦƛǊǎǘ /Ǌƻŀǘƛŀƴ ŎƘƛƭŘǊŜƴϥǎ ƴƻǾŜƭ 
2ǳŘƴƻǾŀǘŜ ȊƎƻŘŜ ǑŜƎǊǘŀ IƭŀǇƛŏŀ (1913) and she reached her literary 
peak with the collection of fairy tales tǊƛőŜ ƛȊ ŘŀǾƴƛƴŜ (1916) with 
characters taken from Slavic mythology (.Ǌƭƛŏ-aŀȌǳǊŀƴƛŏΣ LǾŀƴŀ). In 
addition, she was nominated for the Nobel Prize in literature twice and 

                                                 
5
 In the analysed corpus, there is one reference to Marco Polo in which he is not 

mentioned by name but is referred to as "the famous traveller" (FoL 72). In addition, in 
the text section Welcome to Croatia!/Useful information repeated in five out of six 
ōǊƻŎƘǳǊŜǎΣ /Ǌƻŀǘƛŀ ƛǎ ŘŜǎŎǊƛōŜŘ ŀǎ ϦǘƘŜ ƘƻƳŜ ƻŦ ώΧϐ aŀǊŎƻ tƻƭƻϦΦ aŀǊŎƻ tƻƭƻ ǿŀǎ 
counted only the first time when mentioned (FoS 4).  
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was the first woman to be elected as a correspondent member of the 
Yugoslav Academy of Science and Arts in 1937 (ibid.). Even though all 
of the above-mentioned information were not given in the brochures 
and the same ones are repeatedly listed, her work is given 
considerable space compared to other writers mentioned in Table 1. In 
the analysed corpus, she was referred to as a famous children's writer 
even in the context of the accommodation units (Small and Family-run 
Hotels).6 

With regard to other Croatian writers associated with 
particular destinations or regioƴǎΣ aŀǊƛƧŀ WǳǊƛŏ ½ŀƎƻǊƪŀ όмуто - 1957) is 
strongly associated with the city of Zagreb which inspired her famous 
historical series ¢ƘŜ ²ƛǘŎƘ ŦǊƻƳ DǊƛő (C 138).  

 
ώΧϐ ŀǊŜŀ ƛƴǎǇƛǊŜŘ ǘƘŜ /Ǌƻŀǘƛŀƴ ǿǊƛǘŜǊ aŀǊƛƧŀ WǳǊƛŏ ½ŀƎƻǊƪŀ ǘƻ 
ōŜƎƛƴ ƘŜǊ ŦŀƳƻǳǎ ǎŜǊƛŜǎ Ψ¢ƘŜ ²ƛǘŎƘ ŦǊƻƳ DǊƛőΩ ǿƛǘƘ ǘƘŜ 
ƘƛǎǘƻǊƛŎŀƭ ƴƻǾŜƭ Ψ¢ƘŜ {ŜŎǊŜǘ ƻŦ ǘƘŜ .ƭƻƻŘȅ .ǊƛŘƎŜΩΦ7 (C 138)  
 
Information on writers' literary works as in the example above 

ƛǎ ǎŎŀǊŎŜΦ ¢ƘŜ Řŀǘŀ ƻƴ ǎƻƳŜ ƻǘƘŜǊ ǿǊƛǘŜǊǎ όŜΦƎΦ ¢ƛƴ ¦ƧŜǾƛŏΣ муфм - 1955) 
come down to stating facts about their places of birth and not 
providing a single piece of information on their literary work. 
aƻǊŜƻǾŜǊΣ 5ǊŀƎǳǘƛƴ ¢ŀŘƛƧŀƴƻǾƛŏ όмфлр - 2007), a notable poet is not 
even said to be a writer; his house is declared as one of the Slavonski 
Brod attractions (H 179) but an average foreign tourists would not 
even recognize that this is an attraction related to a distinguished 
Croatian writer. Besides, an interesting situation was noticed in the 
ŎŀǎŜ ƻŦ aŀǊƛƴ 5ǊȌƛŏΦ Lƴ ǘƘŜ /Ǌƻŀǘƛŀƴ ǾŜǊǎƛƻƴ ƻŦ ǘƘŜ ōǊƻŎƘǳǊŜ ό/ мнсύΣ ƘŜ 
is reported to have been one of the greatest comedy playwrights of 

                                                 
6
 Accommodation units bearing names of the writers (e.g. /ŀƳǇ ±Ŝƭƛ WƻȌŜ) and 

products (e.g. Hektorovich wine) were not counted in this section but analysed in the 
section on language. In addition, manifestations bearing the names of the 
writers/literary characters were not included in this table but in the section on literary 
and festival manifestations.  
Multiple recording of the writer within the same location or the same context was 
counted as one (e.g.  The Cave of Odysseus in the Mljet Nation Park can be reached by 
a small boat or by swimming, and allegedly Odysseus himself Χ (FoI 103)  
7
 In Zagreb, the interactive theatre night tour ¢ŀƧƴŜ DǊƛőŀ ({ŜŎǊŜǘǎ ƻŦ DǊƛő) is performed 

in Croatian and English from May to September. This tour is based on "historical facts, 
ǊƻƳŀƴŎŜŘ ƘƛǎǘƻǊȅ ǘŀƪŜƴ ŦǊƻƳ ǘƘŜ ƴƻǾŜƭ ōȅ aŀǊȅ WǳǊƛŏ ½ŀƎƻǊƪŀΣ ŀƴŘ the famous urban 
legends" and provides an opportunity for tourists "to get to know the history of Zagreb 
ŀǎ ǘƻƭŘ ōȅ ǘƘŜ ƎǊŜŀǘ /Ǌƻŀǘƛŀƴ ƴƻǾŜƭƛǎǘ aŀǊƛƧŀ WǳǊƛŏ ½ŀƎƻǊƪŀϦ όƛōƛŘΦύΦ ¢ƘŜ ǘƻǳǊ Ƙŀǎ ōŜŜƴ 
recognized and rewarded for its originality and quality and it offers an excellent 
example of how cultural heritage, i.e. literature may be promoted. 
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Dubrovnik. It is also added that the Great Onofrio Fountain, one of the 
Dubrovnik attractions, is mentioned in his work Novela od Stanca. In 
the English version of the brochure, the Great Onofrio Fountain is 
ƳŜƴǘƛƻƴŜŘ ōǳǘ 5ǊȌƛŏ ŀƴŘ Ƙƛǎ Ǉƭŀȅ ŀǊŜ ƴƻǘΦ ¢Ƙƛǎ ƛǎ ŜƛǘƘŜǊ ǘƘŜ ǊŜǎǳƭǘ ƻŦ 
unintentional omission in translation or the belief that this data would 
be of no value (or is too specific) to foreign tourists.8 In another case, 
the information provided on a specific writer (i.e. a fictional character) 
is not set into the appropriate context; the town of Motovun in Istria is 
ƭƛƴƪŜŘ ǿƛǘƘ ǘƘŜ Ǝƛŀƴǘ ±Ŝƭƛ WƻȌŜ όI муύΣ ǘƘŜ Ƴŀƛƴ ŎƘŀǊŀŎǘŜǊ ƻŦ ŀ ǎƘƻǊǘ 
story ±Ŝƭƛ WƻȌŜ (1908) by Vladimir Nazor. However, neither the name of 
the writer nor any literary context for his mentioning is provided: 

 
In one such town, Motovun ς possibly the most beautiful of all 
ς ǘƘŜǊŜ ǊŜǎƛŘŜǎ ŀ Ǝƛŀƴǘ ǘƘŜȅ Ŏŀƭƭ ±Ŝƭƛ WƻȌŜΦ LŦ ǘƘŜǊŜ ƛǎ ŀƴȅōƻŘȅ 
who has not yet seen him, it is only because they have not 
visited the Motovun Woods, where the giant searches for 
truffles. (H 18) 
 
Even though this tale has been part of the Croatian school 

curriculum for decades, it still might cause confusion among some 
Croatian tourists, let alone among foreign ones. An additional sentence 
ŀŎŎƻǳƴǘƛƴƎ ŦƻǊ ǘƘŜ ǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ ±Ŝƭƛ WƻȌŜκ±ƭŀŘƛƳƛǊ bŀȊƻǊ ŀƴŘ 
Motovun, as the setting of the story, would provide valuable help.   

 

                                                 
8
 ¦ǎƛƴƎ ǘƘŜ ŜȄŀƳǇƭŜ ƻŦ aŀǊƛƴ 5ǊȌƛŏΣ CƻȄ όнллпύ ŜȄǇƭƻǊŜǎ Ƙƻǿ /Ǌƻŀǘƛŀƴ ƭƛǘŜǊŀǊȅ ƘŜǊƛǘŀƎŜ 

can be turned into a cultural tourism product.  

 FoL FoS C FoI FoF H 

Marco Polo 
όYƻǊőǳƭŀύ 

+++ ++++ + ++ + +++ 

LǾŀƴŀ .Ǌƭƛŏ 
aŀȌǳǊŀƴƛŏ 
(Ogulin, 
Slavonski 
Brod) 

+ +    ++++++ 

Petar 
IŜƪǘƻǊƻǾƛŏ 
(Stari Grad - 
Hvar) 

+  +   + 

aŀǊƛƴ 5ǊȌƛŏ 
(Dubrovnik) 

 +    + 

LǾŀƴ DǳƴŘǳƭƛŏ 
(Dubrovnik) 

  +   + 
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Table 1 Croatian writers and literary works 
 

 World Literature 
 
World literature has also proved to be related to Croatian 

tourism. The study revealed that both foreign writers and world-
renowned literary characters are employed in order to make particular 
Croatian destinations even more attractive and desirable. Drawing on 
the above presented typology of literary places (Hoppen, Brown, and 
Fyall 41-2), we may discuss author-related literary places and fiction-
related literary places. In the analysed corpus, the author-related 
literary places usually refer to locations in which an author spent a 
certain period of time. For example, James Joyce lived and worked 
from October 1904 until March 1905 in Pula (Pula+). Similarly, 
Casanova visited Vrsar in 1743 and 1744 and recorded his visits in his 
memoirs (Vrsar Tourist Board).  

 
James Joyce, the famous writer, stayed in Pula in the early 20th 
century and today many writers still visit the city during the 
well-known book fair. (C 17) 
 

Vladimir 
Nazor/Veli 
WƻȌŜ  
(Postire-.ǊŀőΣ 
Motovun) 

     ++ 

¢ƛƴ ¦ƧŜǾƛŏ 
(Vrgorac) 

  +    

Dragutin 
Tadijanovƛŏ 
(Slavonski 
Brod) 

 +    + 

aŀǊƛƧŀ WǳǊƛŏ 
Zagorka 
(Zagreb) 

  +    

aŀǊƪƻ aŀǊǳƭƛŏ 
(Split) 

  +   + 

aŀǘƛƧŀ ±ƭŀőƛŏ 
Ilirik (Labin) 

 +     

Ivan Goran 
YƻǾŀőƛŏ 
(Lukovdol) 

+      
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Even though the relatively brief stays of these two renowned writers 
are not taken to be particularly relevant in their life or literary career, 
this information is used to enhance the tourist potential of these two 
towns. 

The fiction-related literary places refer to characters and places 
in written works. In the analysed corpus the legend of the Argonauts as 
well as Hamlet and Odysseus have been recorded. After a long and 
vain pursuit of Jason and the stolen Golden Fleece, the people of 
Colchis decided not to turn back home once they had arrived to the 
shores of Istria (FoL 32). This is accounted for by the statement: "There 
is something in her magic, like in no other place in the Mediterranean" 
(32). In a similar vein, Odysseus is believed to have been held captive 
on the island Mljet by the nymph Calypso:  

 
If you have ever been inspired by the legend of Odysseus, held 
captive on an island by the nymph Calypso and have wondered 
what the famous Ogygia looked like, then the island of Mljet is 
the place for you. Located in the southernmost part of Croatia, 
the island has scenery that appears only in picture books of the 
ǿƻǊƭŘΩǎ Ƴƻǎǘ ōŜŀǳǘƛŦǳƭ ŦŀƛǊȅ ǘŀƭŜǎΦ όCƻ[ тнύ 

 
Hoppen, Brown, and Fyall (39) report that Hamlet and Odysseus are 
two most influential fictional characters in world literature.  

Some Croatian places provided settings for written works, e. g 
the Istrian town of Pazin for J. Verne's novels: 

 
Although hidden in the peaceful heart of the Istrian peninsula, 
Pazin is known all over the world thanks to the fantasy novelist 
Jules Verne, who chose this town as the site of one of his 
stories. (H 39) 

 
Finally, the analysis of this corpus suggests that non-native writers are 
mentioned in the context of giving additional support and credibility to 
the claims about the beauty of particular destinations in the brochures, 
as in the case of George Bernard Shaw who seems to have been an 
enthusiastic advocate of Croatian tourism: άThose who seek paradise 
on Earth must come to DubrovnikΣέ So wrote George Bernard Shaw, 
smitten by the beauty of the Ŏƛǘȅ όΧύ όCƻ[ тлύ 
 
 

 
 



122 FOLIA LINGUISTICA ET LITTERARIA: 

 
 FoL FoS C FoI FoF H 

George 
Bernard 
Shaw 

(Kornati, 
Dubrovnik) 

++  +   + 

Jules Verne 
(Pazin) 

 +    ++ 

Odysseaus 
(Mljet) 

+ + + +   

Giacomo 
Casanova 

(Vrsar) 

+  + 
 

 +  

Hamlet 
(Dubrovnik) 

+  +    

James Joyce 
(Pula) 

  +    

Dante 
(Pula) 

+      

Jason and 
Argonauts 

(Istria) 

+      

Diomedes 
(Rogoznica) 

   +   

Alberto 
Fortis 
όtǊǾƛŏΣ 
~ƛōŜƴƛƪ 
region) 

  +    

Athenaios 
(Agatarhid) 

(Vis) 

    +  

 
Table 2 World Literature 

 
 Literary and theatre manifestations 

 
The Full of Stories brochure provides a vast variety of 

information concerning Croatian tangible and intangible cultural 
heritage with a section explicitly listing all major events in various 
regions (70-73). The manifestations related to literature may be 
broadly divided into two categories: (i) manifestations that are 
explicitly related to the respective writers or literary characters and (ii) 
manifestations within theatre days, festivals or cultural summers. The 
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first category comprises manifestations such as Days of the Fairy tales 
ƻŦ LǾŀƴŀ .Ǌƭƛŏ aŀȌǳǊŀƴƛŏ, 5ŀȅǎ ƻŦ aŀǊƪƻ aŀǊǳƭƛŏ, Casanovafest, Veli 
WƻȌŜ 5ŀȅǎ, Traditional Meeting of Karl May Fans, Marco Polo Festival. 

The other category refers mostly to festivals which feature 
various literary, theatre, musical and other manifestations. These 
festivals certainly host some of the aforementioned Croatian and 
foreign writers but do not explicitly name them. The festival most 
commonly mentioned is the LƴǘŜǊƴŀǘƛƻƴŀƭ /ƘƛƭŘǊŜƴΩǎ Cestival (~ƛōŜƴƛƪύ, 
followed by the Dubrovnik Summer Festival and The Ulysses Theatre 
Season (National park Brijuni).  

The International Children's Festival was first held in 1958 and 
it draws on three components - children, the festival and the city 
(aŜŚǳƴŀǊƻŘƴƛ ŘƧŜőƧƛ ŦŜǎǘƛǾŀƭ). It is a multimedia cultural manifestation 
which presents the best works for and by children. (ibid.). The 
Dubrovnik Summer festival was founded in 1950 and it comprises a 
theatre repertoire, music program, operatic as well as ballet and dance 
performances (5ǳōǊƻǾŀőƪŜ ƭƧŜǘƴŜ ƛƎǊŜ). The exclusiveness of the 
ambience and the event was confirmed by numerous guest 
performances of world-renowned artists at the Dubrovnik summer 
festival (ibid.). Dubrovnik, or more precisely the Lovrijenac tower, the 
fortress outside the Dubrovnik walls, is said (C 126) to provide the 
perfect setting for Hamlet:  

 
Climb up the Lovijenac Fort, which doubles up as one of the 
most beautiful stage-ǎŜǘǎ ŦƻǊ ǘƘŜ Ǉƭŀȅ ΨIŀƳƭŜǘΩ ōȅ ²ƛƭƭƛŀƳ 
Shakespeare. 

  FoL FoS C FoI FoF H 

Days of the 
Fairy tales of 
LǾŀƴŀ .Ǌƭƛŏ 
aŀȌǳǊŀƴƛŏ 
(Slavonski 
Brod) 

  +       + 

Days of Marko 
Maruƭƛŏ ς
theatre days 
(Split)  

  +       + 

Casanovafest 
(Vrsar) 

  + +       

Veli WƻȌŜ Days 
(Motovun) 

  +         
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Table 3 Manifestations related to particular writers/literary characters 

 
The inland is reported to offer a series of literary and theatre 

manifestations such as Our Dear Kaj or Kajkavian Culture Week. 
Zagreb, being the capital city hosts the Zagreb Histrionic Summer, the 
Festival of World Literature, the World Theatre Festival, the 
International Puppet Theatre Festival and Evenings on DǊƛő. It is also 
reported that cultural summer events take place in numerous cities 
and towns from June to September (FoS 71). The list of manifestations 
in Table 4 is not exhaustive as some other manifestations that have not 
been reported may also include performances related to literature. 
The only book fair mentioned as a possible tourist attraction is the one 
in Pula (C 17). 

Traditional 
Meeting of  Karl 
May Fans 
(Starigrad 
Paklenica) 

  +         

Marco Polo 
Festival 
όYƻǊőǳƭŀύ 

  +         

  FoL FoS C FoI FoF H 

International 
/ƘƛƭŘǊŜƴΩǎ 
Festival 
ό~ƛōŜƴƛƪύ 

+ + + +   

Dubrovnik 
Summer 
Festival  

+ + +    

The Ulysses 
Theatre 
Season 
(NP Brijuni) 

 + +  +  

Days of Hvar 
Theatre (Hvar) 

     + 

Our Dear Kaj 
(Sv. Nedjelja) 

 +     

Kajkavian 
Culture Week 
(Krapina) 

 +     
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Table 4 Manifestations within theatre days, festivals or cultural summers 

 
 Miscellaneous 

 
The other destinations less directly related to literature and yet 

frequently mentioned (in five out of six analysed brochures) are the 
DƭŀƎƻƭƛǘƛŎ ŀƭǇƘŀōŜǘ ŀƴŘ ǘƘŜ .ŀǑƪŀ ǘŀōƭŜǘΣ ϦǘƘŜ ƭŀǊƎŜǎǘ /Ǌƻŀǘƛŀƴ ǿǊƛǘǘŜƴ 
monument in old Glagolitic script, dating from the 12th century" (FoL 
42). Three theatre buildings were pointed out as worth seeing: those in 
½ŀƎǊŜōΣ ~ƛōŜƴƛƪ ŀƴŘ {ǘŀǊƛ DǊŀŘ όIǾŀǊύΦ ½ŀƎǊŜō ƛǎ ŀƭǎƻ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ 
Slavoljub Penkala, the inventor of a fountain pen. Zadar was 
mentioned as the town in which the first Croatian novel was written, 
and where the first newspapers in the Croatian language were printed. 
Finally, the film series "Winnetou" and Croatian locations related to it 

Zagreb 
Histrionic 
Summer 
(Zagreb) 

 +     

Festival of 
World 
Literature 
(Zagreb) 

 +     

World Theatre 
Festival 
(Zagreb) 

 +     

International 
Puppet 
Theatre 
Festival 
(Zagreb) 

 +     

Evenings on 
DǊƛő (Zagreb) 

 +     

Festival of 
Fairytales 
(Ogulin) 

 +     

Actors in 
Zagvozd 
(Zagvozd) 

 +     

Split summer 
(Split) 

 +     

Legendfest in 
tƛŏŀƴ όtƛŏŀƴύ 

 +     
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exemplify film-induced tourism (cf. Busby and Heines). The films based 
on the characters and stories of the German writer Karl May have been 
made at the Plitvice Lakes, on the Velebit mountain and on the 
Zrmanja river.  

 
 Linguistic analysis  

 
At the phrase level, adjectives expressing exceptional beauty, 

tradition, uniqueness etc. of destinations or attractions associated with 
literature are commonplace in the analysed brochures: 

 
ώΧϐ ǿƘŜƴ ǘƘŜ traditional Summer Festival turns the entire old 
town into an enchanting setting for this quite unique stage in 
ǘƘŜ ǿƻǊƭŘΣ ώΧϐ όCƻ[ тлύ 
 
Boasting the largest island town square on both sides of the 
Adriatic, one of the first communal theatres in Europe, built in 
ƭƻƴƎ ƎƻƴŜ мсмнΣ ώΧϐ όCƻ[ спύ 
 
immortal 5ŀƴǘŜ όCƻ[ онύΤ IŀƳƭŜǘΩǎ immortal ǿƻǊŘǎ Ψ¢ƻ ōŜ ƻǊ  
 ƴƻǘ ǘƻ ōŜΧΩ όCƻ[ тлύ 

 
Given the genre and its communicative purposes, the large number of 
highly positive adjectives was expected.  Bhatia (2013, 71) argues that 
the most important strategy in advertising discourse is a positive 
description of the product. Since the adjective is the most useful 
linguistic device for this purpose, this results in the high number of 
noun phrases as they typically incorporate adjectives (ibid.). .ƭŀȌŜǾƛŏ 
ŀƴŘ {ǘƻƧƛŏ (64) report that some of the most common "verbal clichés" 
in Croatian promotional materials are "peaceful country, untouched 
nature, crystal-clear sea, unspoiled fishing villages, small Dalmatian 
towns, lush islands and islets, rich cultural heritage." They also point 
out that, in the past, the image of Croatia as a tourist destination was 
generally built on natural beauties, sea and climate while the 
rebuilding of the Croatian image has comprised various aspects of 
ecology and culture, which is evident from their research results (e.g. 
unspoiled fishing villages, rich cultural heritage). In addition to this type 
of noun phrases, the present study has also noted the ones drawing on 
the renaming of towns after famous writers e.g. the "Casanova" town 
for Vrsar (C 16) or YƻǊőǳƭŀ - the Town of Marco Polo (FoS 40). 

Appositive noun phrases are also frequently employed in the 
analysed corpus. Biber et al. state that they are "typically non-
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restrictive in meaning; they provide descriptive information about the 
head noun but are not needed to identify the reference of the head 
noun" (638). This is illustrated by the example below:  

 
The Renaissance home of this writer, Tvrdalj Castle, is the most 
famous monument in Stari Grad itself. (C 113) 

 
Research findings indicate that various discourses may merge within 
one single sentence in order to present as much information as 
possible. Since appositive noun phrases are "a maximally abbreviated 
form of postmodifier" (Biber et al. 639), they seem to be a convenient 
linguistic device for providing additional information which may be 
quite different in nature from the information supplied by the 
dominant discourse. In the example below, food and literature 
discourses merge. The result of this interdiscursivity is that the 
information on the writer presented in the form of an appositive noun 
phrase may sound as a casual and relatively unimportant remark 
compared to far more extensive information on dishes: 

 
Given the inevitable local fish and seafood, it would be worth 
tasting delicacies with recipes dating back to the time of Marko 
aŀǊǳƭƛŏΣ the father of Croatian literature, who was born in 
Split. (C 111) 
 
At the clause level, numerous examples of relative clauses have 

been recorded. In many cases, they provide additional information on 
the antecedent and convey non-restrictive meaning.   

 
The town has been linked with Giacomo Casanova, who stayed 
ǘƘŜǊŜ ǘǿƛŎŜ ŀƴŘ ǊŜŎƻǊŘŜŘ ƛǘ ƛƴ Ƙƛǎ ōƻƻƪ ΨaŜƳƻƛǊǎΩΦ (C 16) 
~ƛōŜƴƛƪ ƛǎ ǿŜƭƭ-ƪƴƻǿƴ ŦƻǊ ƛǘǎ LƴǘŜǊƴŀǘƛƻƴŀƭ /ƘƛƭŘǊŜƴΩǎ CŜǎǘival, 
which for decades has been held there from late June to early 
July. (C 102) 
 
The conditional clause also seems to be quite common in the 

tourist discourse, in particular the type which combines the conditional 
and imperative: "Finally, if you are one of those who enjoy writing 
postcards with your fountain pen, or noting down impressions of your 
ƧƻǳǊƴŜȅǎ ƛƴ ȅƻǳǊ ƴƻǘŜōƻƻƪΣ ǊŜƳŜƳōŜǊΧϦ όCƻ[ фпύ ƻǊ ǿƘƛŎƘ ŎƻƳōƛƴŜǎ 
the conditional and subjunctive, as in the example below:  
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If you want to experience the atmosphere ƻŦ YƻǊőǳƭŀΣ Ƴŀȅ ǘƘŜ 
good winds bring you here in July, when the city plays host to 
the International Festival of Song and Wine, celebrating the 
ŦŀƳƻǳǎ ǘǊŀǾŜƭƭŜǊ ώΧϐ (FoL 70-72)  

 
In terms of mood, the imperative is common in a tourist discourse. 
Imperative clauses typically urge the addressee, who is usually omitted 
but understood, to do or not to do something (Biber et al. 219). Yet, in 
the context of tourist discourse, it is not used as a command or order 
but as a suggestion or an invitation.  

 
Discover [Χϐ ǿƘŀǘ ƛƴǎǇƛǊŜŘ ǘƘŜ CǊŜƴŎƘ ǿǊƛǘŜǊ WǳƭŜǎ ±ŜǊƴŜ ǘƻ 
locate the plot of one of his novels in Pazin. (FoS 7) 
±ƛǎƛǘ ǘƘŜ ŀƴŎƛŜƴǘ ƘƻƳŜ ƻŦ ǎŜŀŦŀǊƛƴƎ ƻƴ ǘƘŜ ǇŜƴƛƴǎǳƭŀ ƻŦ tŜƭƧŜǑŀŎ 
ƛƴ ǘƘŜ aŀǊƛǘƛƳŜ aǳǎŜǳƳ ƛƴ hǊŜōƛŏΣ ǘƘŜ ŎǊŀŘƭŜ ƻŦ ǎŜŀ ŎŀǇǘŀƛƴǎΤ 
ƛƴ YƻǊőǳƭŀΣ ǘƘŜ ōƛǊǘƘǇƭŀŎŜ ƻŦ aŀǊŎƻ tƻƭƻΤ (FoS 36) 
 
Stance markers do not seem to be common in the analysed 

corpus. Epistemic stance markers are a major semantic category of 
stance markers and they are employed to express how a speaker 
perceives the status of information in a proposition (Biber et al. 972). 
They can mark a degree of certainty, actuality, precision, or limitation 
or they refer to the source or perspective of knowledge for the given 
information (ibid.). In the ŎŀǎŜ ƻŦ ŜȄǇǊŜǎǎƛƴƎ ǎǘŀƴŎŜ ƻƴ YƻǊőǳƭŀ ōŜƛƴƎ 
the birthplace of Marco Polo, only one instance has been recorded.   

 
¢ƘŜ ƭŀǊƎŜǎǘ ǎŜǘǘƭŜƳŜƴǘ ƛǎ YƻǊőǳƭŀ ǘƻǿƴ ƛǘǎŜƭŦΣ which is believed 
to be the birthplace of Marco Polo. (C 127)  

 
In the example above, the passive verb followed by a complement 
clause is used to indicate both perspective and the source of 
knowledge. Such a construction is ambiguous with the respect to 
whether it marks the stance of the writer or the third party (cf. Biber et 
al. 977). In addition, the adverbial "according to the legend"(C) has 
been used to indicate the source of knowledge on several occasions. 
The lack of certainty or doubt is expressed by the adverbial allegedly: 

 
The Cave of Odysseus in the Mljet Nation Park can be reached 
by a small boat or by swimming, and allegedly Odysseus 
himself found shelter in it after being shipwrecked (FoI 103)  
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In terms of conceptual metonymy, most common nouns 

derived by metonymic recategorization from proper nouns of writers 
or characters refer to different types of wine (cf. Brdar 92). Hence, the 
type of wine traminac bears the name of a famous novel Zlatarevo 
zlato (DƻƭŘǎƳƛǘƘΩǎ DƻƭŘύ ōȅ !ǳƎǳǎǘ ~ŜƴƻŀΣ ŀƴŘ ǘƘŜ ǘȅǇŜ ƻŦ ǿƛƴŜ ǊƛŜǎƭƛƴƎ 
bears the name of the main female character from the very same novel 
(DƻǊŀ YǊǳǇƛŏŜǾŀ). Prosecco bears the name Hektorovich, after the 
ǊŜƴŀƛǎǎŀƴŎŜ ǿǊƛǘŜǊ tŜǘŀǊ IŜƪǘƻǊƻǾƛŏΣ ŀƴŘ ŀƴƻǘƘŜǊ ǘȅǇŜ ƻŦ ǿƛƴŜ ƛǎ ŎŀƭƭŜŘ 
Marko Polo. All these nouns are non-count. 

Another example of metonymy was recorded in the section on 
Croatian writers anŘ ƭƛǘŜǊŀǊȅ ǿƻǊƪǎΣ ǿƘŜƴ LǾŀƴŀ .Ǌƭƛŏ aŀȌǳǊŀƴƛŏ ǿŀǎ 
called the Croatian Anderson. This complex type of metonymy rests on 
the concept of paragon and it includes two levels of conceptual 
processes (Barcelona 23-6). The first level refers to using a certain 
proper name based on the encyclopaedic knowledge one typically has 
about it: Anderson is known to be a children's writer with an immense 
literary talent. These conceptual processes are based on the 
metonymy CHARACTERISTIC PROPERTY FOR INDIVIDUAL. The second 
level refers to ascribing the same property (having an immense literary 
talent) to the class of children's writers having, according to the 
speaker, this same property. The paragon name temporarily turns into 
a common noun resting on the metonymy (IDEAL) MEMBER/ 
SUBCATEGORY FOR CATEGORY.  
 
 Conclusion 
  

As far as Croatian literature is concerned, only basic 
information on a writer's life and works is provided in the majority of 
cases. In some cases, information is limited to the birthplace.  
Destinations associated with world literature may denote the places in 
Croatia in which some world-renowned writers spent a certain period 
of time or which are mentioned in the works of fiction. Additionally, 
famous non-native writers are mentioned in the context of endorsing 
or giving credibility to the claims about the beauty of particular 
Croatian destinations.  

The language used in tourist brochures is highly persuasive. A 
variety of linguistic features employed to fulfil this communicative 
purpose have been recorded: numerous adjectives and hence noun 
groups, imperatives used as invitations or suggestions etc.   

Given the narrow scope of information on Croatian literary 
destinations in the analysed data, it seems that so far Croatian 
literature has not been fully recognized as an important tourist 
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potential and that literature lovers will still have to wait for the 
publication of specialised brochure(s) which would promote Croatian 
literary destinations or tours.   

 
 Sources and Abbreviation: 
 
Croatian National Tourist Board. Croatia. Full of Life. Croatian National 

Tourist Board.   
 file:///D:/My%20Documents/Downloads/ImageBrosura%20HT

Z-ENG-online.pdf. Sveta Nedelja: Radin print, 2016. 22 June 
2017. (FoL) 

Croatian National Tourist Board. Full of Stories. Croatian National 
Tourist Board. Sveta Nedelja: Radin print, 2016. Web. 22 June 
2017. file:///D:/My%20Documents/Downloads/infokarta-EN-
2016-WEB.pdf. (FoS) 

Croatian National Tourist Board. Camping. Croatian National Tourist 
Board. Zagreb: Grafing ς Offset & Digital print, 2016. Web. 24 
June 2017.  

 file:///D:/My%20Documents/Downloads/ENG_2016_camping.
pdf. (C) 

Croatian National Tourist Board. Full of Islands to Discover. Croatian 
National Tourist Board. Sveta Nedelja: Printera grupa, 2016. 
Web. 22 June 2017.  

 file:///D:/My%20Documents/Downloads/ENG_NAUTICKA_HRV
ATSKA_web.pdf. (FoI) 

Croatian National Tourist Board. Full of Flavours. Croatian National 
Tourist Board.  Zagreb: Radin print, 2015. Web. 22 June 2017. 
file:/// D:/My%20Documents/Downloads/Croatian-Eno-
Gastronomy-2016-EN.pdf. (FoF) 

Croatian National Tourist Board. Small and Family-run Hotels. Croatian 
National Tourist Board. Zagreb: Kerschoffset Zagreb, 2016. 
Web. 28 June 2017.  

 file:///D:/My%20Documents/Downloads/OMH%202016%20-
%20web.pdf (H) 

 
 References: 
 
Al-Haj Mohammad, Bashar Aref Mohammad, and Mat Som, Ahmad 

Puad. "An Analysis of Push and Pull Travel Motivations of 
Foreign Tourists to Jordan." International Journal of Business 
and Management 5.12 (Dec. 2010): 41-50.  

../../../Downloads/ImageBrosura%20HTZ-ENG-online.pdf
../../../Downloads/ImageBrosura%20HTZ-ENG-online.pdf
../../../Downloads/infokarta-EN-2016-WEB.pdf
../../../Downloads/infokarta-EN-2016-WEB.pdf
../../../Downloads/ENG_2016_camping.pdf
../../../Downloads/ENG_2016_camping.pdf
../../../Downloads/ENG_NAUTICKA_HRVATSKA_web.pdf
../../../Downloads/ENG_NAUTICKA_HRVATSKA_web.pdf
../../../Downloads/Croatian-Eno-Gastronomy-2016-EN.pdf
../../../Downloads/Croatian-Eno-Gastronomy-2016-EN.pdf
../../../Downloads/OMH%202016%20-%20web.pdf
../../../Downloads/OMH%202016%20-%20web.pdf


Journal of Language and Literary Studies    131 

 
Barcelona, Antonio. "Names: A metonymic 'return ticket' in five 

languages." Jezikoslovlje 4.1 (2003): 11-41. Print. 
"Barok." Hrvatska enciklopedija. Zagreb: Leksikografski zavod Miroslav 

YǊƭŜȌa. Web. 3 March 2018.  
Bhatia, Vijay, K. Worlds of Written Discourse. London and New York: 

Continuum, 2004. Print. 
Bhatia, Vijay, K. Analysing Genre. Language Use in Professional 

Settings. Milton Park and New York: Routledge, 2013 (first 
published 1993 by Pearson). Print. 

Bhatia, Vijay, K. Critical Genre Analysis. Investigating interdiscursive 
performance in professional practice. London: Routledge, 2017. 
Print 

Biber, Douglas, et al. Longman grammar of spoken and written English. 
Harlow: Pearson Education, 1999. Print. 

.ƭŀȌŜǾƛŏΣ bŜǾŜƴƪŀ ŀƴŘ {ǘƻƧƛŏΣ !ƴŜǘŀΦ "Pragmalinguistic elements in 
tourist destination image formation." Tourism and Hospitality 
Management 12.1 (2006): 57-66.  

Brdar, Mario. Metonymy in grammar: Towards motivating extensions 
or grammatical categories and constructions. Osijek: Faculty of 
Philosophy, 2007. Print. 

Ϧ.Ǌƭƛŏ-aŀȌǳǊŀƴƛŏΣ LǾŀƴŀΦϦ  Hrvatska enciklopedija. Zagreb: 
[ŜƪǎƛƪƻƎǊŀŦǎƪƛ ȊŀǾƻŘ aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ ²ŜōΦ нт Wuly 2017. 

Busby, Graham , and Callum Haines. "Doc Martin and film tourism: The 
creation of destination image." Tourism 61.2 (2013): 105-120.  

Busby, Graham, and Ekatarina Shetliffe. "Literary tourism in context: 
Byron and Newstead Abbey." European Journal of Tourism, 
Hospitality and Recreation 4.3 (2013): 5-45.  

2ŀƭŜΣ aƻǊŀƴŀΦ ϦtƻƭƻΣ aŀǊŎƻΦϦ Leksikon stranih pisaca. Ed. Dunja 
Detoni-5ǳƳƛŏΦ ½ŀƎǊŜōΥ ~YΦ нллмΦ tǊƛƴǘΦ 

Ϧ5ǊȌƛŏΣ aŀǊƛƴΦϦ IǊǾŀǘǎƪŀ ŜƴŎƛƪƭƻǇŜŘƛƧŀΦ ½ŀƎǊŜōΥ [ŜƪǎƛƪƻƎǊŀŦǎƪƛ ȊŀǾƻŘ 
aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ   ²ŜōΦ нт Wǳƭȅ нлмтΦ 

5ǳōǊƻǾŀőƪŜ ƭƧŜǘƴŜ ƛƎǊŜΦ Ϧ5ǳōǊƻǾŀőƪŜ ƭƧŜǘƴŜ ƛƎǊŜ."  
 http://www.dubrovnik-festival.hr/hr/o-nama. Web. 4 July 

2017. 
Edensor, Tim. National Identity, Popular Culture and Everyday Life. 

Oxford: Berg, 2002. Print. 
Fox, Renata. "aŀǊƛƴ 5ǊȌƛŏ: A Case for Croatian Literary Tourism." 

Journal of Heritage Tourism 3.2 (2008): 138-153. 
Frew, E, and White, L. " Tourism and national identity: Connections and 

conceptualisations." Tourism and National Identity: An 
International Perspective. Ed. Elspeth Frew and White Leanne. 
Milton Park and New York: Routledge, 2011. 1-10. Print. 

http://www.dubrovnik-festival.hr/hr/o-nama


132 FOLIA LINGUISTICA ET LITTERARIA: 

 
ϦDǳƴŘǳƭƛŏΣ LǾŀƴΦϦ IǊǾŀǘǎƪŀ ŜƴŎƛƪƭƻǇŜŘƛƧŀΦ ½ŀƎǊŜōΥ [ŜƪǎƛƪƻƎǊŀŦǎƪƛ ȊŀǾƻŘ 

aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ  ²ŜōΦ нт Wǳƭȅ нлмтΦ 
ϦIŜƪǘƻǊƻǾƛŏΣ tŜǘŀǊΦϦ IǊǾŀǘǎƪŀ ŜƴŎƛƪƭƻǇŜŘƛƧŀΦ ½ŀƎǊŜōΥ [ŜƪǎƛƪƻƎǊŀŦǎƪƛ 

ȊŀǾƻŘ aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ  Web. 27 July 2017. 
Herbert, David. "Literary places, tourism and the heritage experience." 

Annals of Tourism Research 28.2 (2001): 312-333. 
Hoppen, Anne, Lorraine Brown, and Alan Fyall. "Literary tourism: 

Opportunities and challenges for the marketing and branding 
of destinations?" Journal of Destination Marketing 
&Management 3 (2014): 37-47.  

ϦWǳǊƛŏΣ aŀǊƛƧŀ-Zagorka" Hrvatska enciklopedija. Zagreb: Leksikografski 
ȊŀǾƻŘ aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ ²ŜōΦ нт Wǳƭȅ нлмтΦ 

Leksikon hrvatskih pisacaΦ 9ŘΦ 5ǳƴƧŀ CŀƭƛǑŜǾŀŎΣ YǊŜǑƛƳƛǊ bŜƳŜŎΣ ŀƴŘ 
5ŀǊƪƻ bƻǾŀƪƻǾƛŏΦ ½ŀƎǊŜōΥ ~ƪƻƭǎƪŀ ƪƴƧƛƎŀΣ нлллΦ tǊƛƴǘΦ 

Luo, Jing, and Huang, Tingyu. "Genre-Based Analysis of American 
Tourism Brochure." Open Journal of Social Sciences 3 (2015): 
200-208.  

aŜŚǳƴŀǊƻŘƴƛ ŘƧŜőƧƛ ŦŜǎǘƛǾŀƭΦ Ϧh ŦŜǎǘƛǾŀƭǳΦϦ aŜŚǳƴŀǊƻŘƴƛ ŘƧŜőƧƛ ŦŜǎǘƛǾŀƭΦ 
IǊǾŀǘǎƪƻ ƴŀǊƻŘƴƻ ƪŀȊŀƭƛǑǘŜ ǳ ~ƛōŜƴƛƪǳΦ http://mdf -
sibenik.com/index.php/o-festivalu/ Web. 6 May 2018. 

ϦaŀǊǳƭƛŏΣ aŀǊƪƻΦϦ Hrvatska enciklopedija. Zagreb: Leksikografski zavod 
aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ  ²ŜōΦ нт Wǳƭȅ нлмтΦ 

"Nazor, Vladimir." Hrvatska enciklopedija. Zagreb: Leksikografski zavod 
aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ Web. 27 July 2017. 

mȊǘǸǊƪΣ .ƛƭƎŜΣ ŀƴŘ  ŀŦŀƪΣ ½ŀŦŜǊΦ "Genre Analysis of a Turkish Tourism 
Brochure." The Practice of Foreign Language Teaching: 
Theories and Applications. Ed. Azamat Akbarov. Newcastle 
upon Tyne: Cambridge Scholars, 2015. 99-115. Print. 

"Polo, Marco." Encyclopaedia Britannica Online. Encyclopedia 
Britannica. Web. 30 August 2017. 

"Polo, Marko." Hrvatska enciklopedija. Zagreb: Leksikografski zavod 
aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ Web. 27 August 2017. 

Pula +. "James Joyce." Pula +Φ ¢ǳǊƛǎǘƛőƪŀ ȊŀƧŜŘƴƛŎŀ ƎǊŀŘŀ tǳƭŜΣ нлмуΦ 
http://www.pulainfo.hr/hr/where/james-joyce. Web. 8 March 
2018.  

Reisigl, Martin, and Ruth Wodak. "The Discourse-Historical Approach 
(DHA)." Methods of Critical Discourse Analysis. Ed. Ruth Wodak 
and  Michael Meyer. London: Sage, 2009. 87-120. Print. 

{ŜŎǊŜǘǎ ƻŦ DǊƛőΦ Ϧ{ŜŎǊŜǘǎ ƻŦ DǊƛőΦ ¢ƘŜŀǘǊƛŎŀƭ ƴƻŎǘǳǊƴŀƭ ǘƻǳǊ ƻŦ DƻǊƴƧƛ 
Grad." Katapult promocija d.o.o and STILU.net, 2012. Web.  14 
July 2018 http://www.tajnegrica.hr/index.php?lang=en. 

http://mdf-sibenik.com/index.php/o-festivalu/
http://mdf-sibenik.com/index.php/o-festivalu/
http://www.pulainfo.hr/hr/where/james-joyce
http://www.tajnegrica.hr/index.php?lang=en


Journal of Language and Literary Studies    133 

 
Smith, Anthony. D. "Towards a Global Culture?" Theory, Culture & 

Society 7 (1990): 171ς191.  
Smith, Anthony. D. Myths and Memories of the Nation. Oxford: Oxford 

UP, 1999. Print. 
Swales, John. Genre Analysis: English in academic and research 

settings. Cambridge: Cambridge UP, 1990. Print 
Ϧ¢ŀŘƛƧŀƴƻǾƛŏΣ 5ǊŀƎǳǘƛƴϦΦ Hrvatska enciklopedija. Zagreb: Leksikografski 

ȊŀǾƻŘ aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ ²ŜōΦ нт Wǳƭȅ нлмтΦ 
UNESCO Intangible cultural heritage. "Intangible Heritage domains in 

the 2003 Convention." UNESCO Intangible cultural heritage. 
https://ich.unesco.org/en/intangible-heritage-domains-00052. 
Web. 17 April 2018. 

UNESCO Office in Cairo. "Tangible Cultural Heritage." UNESCO Office in 
Cairo. http://www.unesco.org/new/en/cairo/culture/tangible-
cultural-heritage/. Web. 5 April 2018 

Total Croatia News. "Croatia Among Top EU Countries by Tourism 
Results Growth." Total Croatia News, 25 Jan. 2018, 
https://www.total -croatia-news.com/travel/24819-croatia-
among-top-eu-countries-by-tourism-results-growth. Web. 6 
April 2018. 

Ϧ¦ƧŜǾƛŏΣ ¢ƛƴΦϦ Hrvatska enciklopedija. Zagreb: Leksikografski zavod 
aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ ²ŜōΦ нт Wǳƭȅ нлмтΦ 

Ϧ±ƭŀőƛŏΣ aŀǘƛƧŀ LƭƛǊƛƪϦ IǊǾŀǘǎƪŀ ŜƴŎƛƪƭƻǇŜŘƛƧŀΦ ½ŀƎǊŜōΥ [ŜƪǎƛƪƻƎǊŀŦǎƪƛ 
ȊŀǾƻŘ aƛǊƻǎƭŀǾ YǊƭŜȌŀΦ Web. 27 July 2017. 

Vrsar Tourist Board. Casanova in Vrsar - /ŀǎŀƴƻǾŀΩǎ aŜƳƻǊƛŜǎ ƻŦ ±ǊǎŀǊ. 
Vrsar Tourist Board, 2018.   

 http://infovrsar.com/vrsar/dozivljaji-i-atrakcije/casanova/. 
Web. 8 March 2018. 

Watson, Nicola. J. "Introduction." Literary Tourism and Nineteenth-
Century Culture. Ed. Nicola. J. Watson. Basingstoke: Palgrave 
Macmillan, 2009. 1-12. Print. 

Wodak, Ruth, and  Michael Meyer. "Critical discourse analysis: history, 
agenda, theory and methodology." Methods of Critical 
Discourse Analysis. Ed. Ruth Wodak and  Michael Meyer. 
London: Sage, 2009. 1-33. Print. 

 
 

Iw±!¢{Y! h5w95L~¢! ½! [W¦.L¢9[W9 YbWL¿9±bh{¢L 
 

¢ǳǊƛǎǘƛőƪƛ ǘŜƪǎǘƻǾƛ ōƻƎŀǘ ǎǳ ǊŜǇƻȊƛǘƻǊƛƧ ƴŀŎƛƻƴŀƭƴƛƘ ƛƳƛŘȌŀ ƛ 
ǊŜǇǊŜȊŜƴǘŀŎƛƧŀ ƧŜǊ ǳ ǾŜƭƛƪƻƧ ƳƧŜǊƛ ƪƻǊƛǎǘŜ ŜƭŜƳŜƴǘŜ ƪǳƭǘǳǊƴŜ ōŀǑǘƛne. 
YƴƧƛȌŜǾƴƻǎǘ ƪŀƻ ǾŀȌŀƴ ŜƭŜƳŜƴǘ ƪǳƭǘǳǊƴŜ ōŀǑǘƛƴŜ ȊƴŀőŀƧƴƻ ŘƻǇǊƛƴƻǎƛ 

https://ich.unesco.org/en/intangible-heritage-domains-00052
http://www.unesco.org/new/en/cairo/culture/tangible-cultural-heritage/
http://www.unesco.org/new/en/cairo/culture/tangible-cultural-heritage/
https://www.total-croatia-news.com/travel/24819-croatia-among-top-eu-countries-by-tourism-results-growth.%20Web.%206%20April%202018
https://www.total-croatia-news.com/travel/24819-croatia-among-top-eu-countries-by-tourism-results-growth.%20Web.%206%20April%202018
https://www.total-croatia-news.com/travel/24819-croatia-among-top-eu-countries-by-tourism-results-growth.%20Web.%206%20April%202018
http://infovrsar.com/vrsar/dozivljaji-i-atrakcije/casanova/


134 FOLIA LINGUISTICA ET LITTERARIA: 

 
ǘǳǊƛǎǘƛőƪƻƳ ŘƛǎƪǳǊǎǳΦ Lǎǘŀƪƴǳǘƛ ǇƛǎŎƛ ƛ ƴƧƛƘƻǾŀ ƪƴƧƛȌŜǾƴŀ ŘƧŜƭŀ őŜǎǘƻ 
ǇƻōǳŚǳƧǳ ƛƴǘŜǊŜǎ ǇǊŜƳŀ ƻŘǊŜŚŜƴƛƳ ƳƧŜǎǘƛƳŀ ƛ Ǉƻǘƛőǳ ƪǳƭǘǳǊƴƛ ǘǳǊƛȊŀƳΦ 
hǾŀƧ ǘƛǇ ǘǳǊƛȊƳŀ ǳƪƭƧǳőǳƧŜ ǇǊŀƪǎǳ ƻōƛƭƧŜȌŀǾŀƴƧŀ ƛ ǇƻǎƧŜŏƛǾŀƴƧŀ ƭƻƪŀŎƛƧŀ 
ƪƻƧŜ ǎŜ ǇƻǾŜȊǳƧǳ ǎ ƻŘǊŜŚŜƴƛƳ ǇƛǎŎƛƳŀ ƛ ƴƧƛƘƻǾƛƳ ǊŀŘƻƳ ό²ŀǘǎƻƴ нллфΣ 
2). 

.ǊƻǑǳǊŀ ƧŜ ǇǊƻƳƻǘƛǾƴƛ ȌŀƴǊ ǘƛǇƛőŀƴ Ȋŀ ǘǳǊƛǎǘƛőƪƛ ŘƛǎƪǳǊǎΦ hƴŀ ƛƳŀ 
ǾƛǑŜǎǘǊǳƪŜ ƪƻƳǳƴƛƪŀŎƛƧǎƪŜ ŎƛƭƧŜǾŜ - prvenstveno je informativna, ali 
ƛǎǘƻǾǊŜƳŜƴƻ ǎŀŘǊȌŀǾŀ ǇǊƻƳƻǘƛǾƴŜ ƛ ǳǾƧŜǊŀǾŀƧǳŏŜ ǇƻǊǳƪŜ ό.Ƙŀǘƛŀ нлмтΣ 
мпуύΦ ¦ ƪƻƴǘŜƪǎǘǳ ǘǳǊƛǎǘƛőƪŜ ƛƴŘǳǎǘǊƛƧŜ ōǊƻǑǳǊŀ ǇƻƪǳǑŀǾŀ ǳǾƧŜǊƛǘƛ ŎƛƭƧŀƴǳ 
ǇƻǇǳƭŀŎƛƧǳ Řŀ ǇƻǎƧŜǘƛ ƻŘǊŜŚŜƴŜ ƭƻƪŀŎƛƧŜ ƛ ƪƻƴȊǳƳƛǊŀ ǇƻƴǳŚŜƴŜ ǳǎƭǳƎŜΦ 

bŀ ǘŜƳŜƭƧǳ ōǊƻǑǳǊŀ ƪƻƧŜ ƧŜ ǘƛǎƪŀƭŀ IǊǾŀǘǎƪŀ ǘǳǊƛǎǘƛőƪŀ ȊŀƧŜŘƴƛŎŀ 
ovaj rad ima za cilj odrediti koji su pisci predstavljeni kao istaknute 
ƭƛőƴƻǎǘƛ ƘǊǾŀǘǎƪŜ ƪƴƧƛȌŜǾƴƻǎǘƛ ǘŜ ƪƻƧŜ ǎŜ ƪƴƧƛȌŜǾƴŜ ƛ ƪǳƭǘǳǊƴŜ 
ƳŀƴƛŦŜǎǘŀŎƛƧŜ ǇƻǾŜȊǳƧǳ ǎ ƴƧƛƳŀΦ bŀŘŀƭƧŜΣ ǊŀŘ ƴŀǎǘƻƧƛ ƛǎǘǊŀȌƛǘƛ ƪŀƪƻ ǎŜ 
ǎǾƧŜǘǎƪŀ ƪƴƧƛȌŜǾƴƻǎǘ ƪƻǊƛǎǘƛ Ȋŀ ǇǊƻƳƻǾƛǊŀƴƧŜ ƘǊǾŀǘǎƪƛƘ ƻŘǊŜŘƛǑǘŀΦ 
YƻƴŀőƴƻΣ őƭŀƴŀƪ ǇƻƪǳǑŀǾŀ ŀƴŀƭƛȊƛǊŀǘƛ ƭŜƪǎƛőƪƻ-ƎǊŀƳŀǘƛőƪŀ ǎǊŜŘǎǘŀǾŀ ƛ 
obrasce organiziranja teksta koji se odnose na knjige i autore u 
ŀƴŀƭƛȊƛǊŀƴƛƳ ōǊƻǑǳǊŀƳŀΦ 
 
 YƭƧǳőƴŜ ǊƛƧŜőƛΥ ƴŀŎƛƻƴŀƭƴƛ ƛŘŜƴǘƛǘŜǘΣ ǘǳǊƛǎǘƛőƪƛ ŘƛǎƪǳǊǎΣ ƪǳƭǘǳǊƴŀ 
ōŀǑǘƛƴŀΣ ƪƴƧƛȌŜǾƴi turiȊŀƳΣ ȌŀƴǊΦ 
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nikolasamardzic@gmail.com 

 
 
 
Abstract: Democracy comprises free elections and media, efficient 

government and civic society, prevailing private or corporate ownership, free 

trade and market economy, trans-border integration and cooperation. National 

and social utopism usually tend to relativize, or contest one of the above 

mentioned democratic braces. As modern democratic roots rest in former 

British Commonwealth and protestant states (maybe together with France), the 

future destination of liberal consensus still depends on interconnections 

between the democratic European states and the U.S. If the democratic core 

fails, the peripheries will surely rapidly deteriorate. Contemporary European 

Anti-Americanism mainly refers to inherent European issues: EU common 

market and capitalism, NATO and strategic defense from authoritarian or 

terrorist threats (Russia, China, Middle East and internal pockets of 

ñmulticulturalò political Islam). Anti-Americanism is based on lies or half-

truths on supposed political, financial and military global imperialism, moral 

disputability of capitalism, corporate greediness and debt bondage, American 

leadership in global pollution and climate change. Contemporary European 

Anti Americanism brings together political and intellectual extremism form 

both the left and the right challenging the concepts of individual, political and 

economic freedom, European concept of borders suspension and the 

development of individual freedom. The Russian hybrid war against the 

European Union is successfully using media propaganda and current social and 

national discontents. Challenging the Western liberal-democratic consensus, 

European social scientists have paved ideological paths for Russian and 

Chinese breakthroughs into Southeastern and Eastern Europe, etc. As Anti-

Americanism is locally used, in political practices, as means of contesting 

European and regional integrations, deceptions in Anti-Americanism will be 

analyzed especially in the context of new future destinations of Montenegro 

directed towards Atlantic and European institutions and cooperation.  

 

Keywords: Anti-Americanism, European Union, Russia, China, 

Montenegro. 

 
 
The accession to NATO (2017) has opened to Montenegro a 

new path to a faster development and improvement of regional 
strategic and political structure. It is necessary to emphasize that by 
joining the NATO Montenegro has established new intensive ties with 
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the U.S. and Britain. Montenegro is thus approaching the U.S. and 
British spheres of influence, primarily in the eastern Mediterranean. In 
global affairs, the U.S. and Britain remain the most desirable 
destinations for the immigrants. Their respectable political systems, 
institutions, values are role models of democratic dynamics and social 
mobility. On the other hand, the interpretations of the U.S. conduct in 
international relations, together with British political exclusivities and 
remembrances colonialism, represent the U.S. and Britain as 
disputable or controversial from the perspectives of backward 
developing states.  

Montenegro has made huge steps towards democratization 
and admittance into the Euro-Atlantic world. However, the acceptance 
of liberal democracy and integration was facing local, regional and 
global resistance. Montenegro was leaving the communist period 
during decade of violent Yugoslav disintegration, and emerged again as 
a society deeply divided over all the important dilemmas of the past 
and the future: relations with Serbia and other former Yugoslav 
neighbors, the questions of national identity, attitudes toward 
communism and contemporary European politics, attitude towards the 
U.S. and Russia. In global terms, the path to the future emerged in 
contradiction with the general trends as between 2000 and 2015 
democracy was eroding around the world, and the rise of anti-liberal 
policies and leadership was welcomed both from the right and the left 
even ƛƴ ²ŜǎǘŜǊƴ ŘŜƳƻŎǊŀŎƛŜǎΦ ά9ǳǊƻǇŜ ƛǎ ǘǳǊƴƛƴƎ ŀǿŀȅ ŦǊƻƳ ǇƻǿŜǊΣ ƻǊ 
to put it a little differently, it is moving beyond power into a self-
contained world of laws and rules and transnational negotiation and 
ŎƻƻǇŜǊŀǘƛƻƴέ όYŀƎŀƴ пύΦ 5ŜǾŜƭƻǇƳŜƴǘ ƻŦ 9ǳǊƻǇŜŀƴ ¦ƴƛƻƴ both in terms 
of enlargement and in terms of strengthening political influence was 
halted following a major 2004 integration of eastern European and 
Mediterranean states, and the integration of Romania, Bulgaria and 
Croatia in 2007 and 2013 respectively. Political regression in Russia and 
Turkey and their strategic threats are causing worrying processes, new 
nationalisms and the rise of political religion. Populists and nationalists 
ǘƘǊƻǳƎƘƻǳǘ ƻŦ ǘƘŜ ŦƻǊƳŜǊ ¸ǳƎƻǎƭŀǾƛŀ όά²ŜǎǘŜǊƴ .ŀƭƪŀƴǎέύ ŀǊŜ ŘǊŀǿƛƴƎ 
their appeal from popular social or national disappointment and 
opposition to representative democracy, rule of law, capitalism and 
economic globalization. In such a context, by no means, a rising anti-
Americanism emerges as a fundamental element of resistance to 
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European and regional integration, and the inclusion of in the area of 
the Euro-Atlantic influence.1  

Anti-Americanism implies rejection of American policies, 
hostility to American values and way of life, and dislike of the? 
Americans.2 Contemporary anti-Americanism developed under the 
impressions of the U.S. strategic weaknesses after the period of 
American unilateralism in international relations (1991-2001). The 9/11 
terrorist attack was driven both by Middle Eastern and Western 
European anti-American groups also linked by political Islam. The leftist 
intellectual circles in social and political sciences were pointing the 
alleged frustrations in largely unsuccessful integration and assimilation 
in Western European societies. After the 9/11 Americans have suffered 
ŀ άŘƻǳōƭŜ ŎǊƛǎƛǎ,έ ƻƴŜ ŘŜǊƛǾŜŘ ŦǊƻƳ ǘƘŜ ŜȄǘŜǊƴŀƭ ŀƴǘƛ-Americanism, and 
the other by internal self-doubt and division (Stam, Shohat xi). The 
Western liberal-ŘŜƳƻŎǊŀǘƛŎ ŎƻƴǎŜƴǎǳǎ ǿŀǎ ƛŘŜƴǘƛŦƛŜŘ ǿƛǘƘ άƴŜƻ-
ƭƛōŜǊŀƭƛǎƳέ ŀǎ ŀ ŘŜǊƻƎŀǘƻǊȅ ǘŜǊƳ ŀƛƳŜŘ ǘƻ ŘŜlegitimize and condemn 
the U.S. foreign policy and American capitalism. The economic crisis 
from 2007-2008 further challenged the U.S. leadership in the Western 
world and even the concepts of free trade and market economy.  

 
In the most general sense, the contemporary Anti-Americanism 

is generated by the belief that the U.S., the first and only global 
superpower, has entered the process of irreversible decadence, that all 

                                                 
1
  ά!ƴ ŀƴǘŀƎƻƴƛǎƳ ǘƻ ǘƘŜ ¦ƴƛǘŜŘ {ǘates that is systemic, seeing it as completely and 
ƛƴŜǾƛǘŀōƭȅ ŜǾƛƭΦ ! ǾƛŜǿ ǘƘŀǘ ƎǊŜŀǘƭȅ ŜȄŀƎƎŜǊŀǘŜǎ !ƳŜǊƛŎŀΩǎ ǎƘƻǊǘŎƻƳƛƴƎǎΦ ¢ƘŜ ŘŜƭƛōŜǊŀǘŜ 
misrepresentation of the nature or policies of theUnited States for political purposes. A 
misperception of American society, policies, or goals which falselyportrays them as 
ǊƛŘƛŎǳƭƻǳǎ ƻǊ ƳŀƭŜǾƻƭŜƴǘέ όwǳōƛƴ L·ύΦ  
2
 ά¢ƘŜ ǎŜŎƻƴŘ ŘƛƳŜƴǎƛƻƴ ƻŦ !ƳŜǊƛŎŀƴ ǇƻǿŜǊ ǘƘŀǘ ǘƘŜ CǊŜƴŎƘ όŀƴŘ ŀ ƴǳƳōŜǊ ƻŦ ƻǘƘŜǊ 

Europeans) are uncomfortable with is economic. Globalization and the promotion of 
the free market have been central to the perceptions about America, at least since the 
Reagan presidency. The American liberal model with high growth rates, high degrees 
of inequality combined with low rates of unemployment and low levels of social 
protŜŎǘƛƻƴ ƛǎ ǎŜŜƴ ŀǎ ŀ ƳŀƧƻǊ ŎƘŀƭƭŜƴƎŜ ǘƻ ǘƘŜ ŎƻƴǘƛƴŜƴǘŀƭ Ψ9ǳǊƻǇŜŀƴ ǎƻŎƛŀƭ ƳƻŘŜƭΩ 
characterized by the welfare state, high levels of public spending, and high rates of 
ǳƴŜƳǇƭƻȅƳŜƴǘΧ  !ŦǘŜǊ ǘƘŜ wŜŀƎŀƴςThatcher challenge to it in the 1980s, came the 
ClintonςBlaƛǊ ǾŜǊǎƛƻƴ ǳƴŘŜǊ ǘƘŜ ōŀƴƴŜǊ ƻŦ ƎƭƻōŀƭƛȊŀǘƛƻƴ ŀƴŘ ǘƘŜ Ψ¢ƘƛǊŘ ²ŀȅΩ ŀǎ ǘƘŜ ƻƴƭȅ 
plausible adaptation to its challenges. Meanwhile, the continental welfare state model 
ƛǎ ƛƴ ŎǊƛǎƛǎΣ ƴƻǿƘŜǊŜ ƳƻǊŜ ǎƻ ǘƘŀƴ ƛƴ DŜǊƳŀƴȅ ŀƴŘ CǊŀƴŎŜΣ ŜŎƻƴƻƳƛŎŀƭƭȅ ǘƘŜ ΨǎƛŎƪ ƳŜƴ 
of Europe. Thus, in the uneven debate between (French-ƭŜŘύ ΨǘŜǊǊƛǘƻǊƛŀƭƛǎǘǎΩ 
and (American-ƭŜŘύ ΨƎƭƻōŀƭƛǎǘǎΣ ǘƘŜ Ǉƻǎǘ-communist Eastern Europe tended, rather 
predictably, to support the latter. There is a strong correlation in Western Europe (and 
France in particular) between critics of marketization/deregulation in the 1990s, not to 
ƳŜƴǘƛƻƴ ŀƴǘƛƎƭƻōŀƭƛȊŀǘƛƻƴ ǇǊƻǘŜǎǘŜǊǎΣ ŀƴŘ ǘƘŜ ǊŜǎŜƴǘƳŜƴǘ ƻŦ !ƳŜǊƛŎŀΩǎ ŜŎƻƴƻƳƛŎ 
powŜǊ ŀƴŘ ƛƴŦƭǳŜƴŎŜέ όwǳǇƴƛƪ млнύΦ 
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the U.S. malevolent and fallacious attributes have been denounced, 
and that new world leaders have emerged as capable to suppress the 
ŦǳǊǘƘŜǊ ¦Φ{Φ ǎǘǊŀǘŜƎƛŎ ƛƴŦƭǳŜƴŎŜΦ ά!ƴƎƭƻǇƘƻōƛŀέ ƻǊ άWŀǇŀƴ-ōŀǎƘƛƴƎΣέ 
ά!ƴǘƛ-{ƭŀǾƛǎƳέ ŀƴŘ ά{ƛƴƻǇƘƻōƛŀΣέ ŀƭǘƘƻǳƎƘ ǘƘŜȅ ŀǊŜ ǇƻǿŜǊŦǳƭ ŎƻƴŎŜǇǘǎΣ 
ƴŜǾŜǊ ŀŎƘƛŜǾŜŘ ǘƘŜ ƛƳǇƻǊǘŀƴŎŜ ŀƴŘ ƛƴŦƭǳŜƴŎŜ ƻŦ ǘƘŜ άŀƴǘƛ-
!ƳŜǊƛŎŀƴƛǎƳΦέ New powers were praised, as Russia, China, Brazil, and 
India, regardless of dictatorship, corruption, political persecutions and 
violations of freedom and liberties.  

It was commonly irrelevant that the U.S. have never 
endangered the world peace, especially not as the European did 
provoking two world wars, or India and Pakistan in 1998. The U.S. also 
never massively violated basic human principles, as various regimes in 
Fascism, Nazism and Communism, or the contemporary authoritarian 
regimes, especially in BRIC and other similar states. The next paradox 
in global anti-Americanism is in the fact that American society 
integrates all ethnic and religious communities of mankind. The 
American social interaction, the assimilation process is voluntary and 
peaceful. The U.S. still appeal immigrants and migrants from all over 
the world, sometimes even those from the richest European states, 
attracted individual and economic freedom.  

European anti-Americanism is both left-wing and right-wing 
phenomenon. Socialists and communists criticize or hate America for 
its supposed lack of social care, egalitarianism or aggressive, 
άƛƳǇŜǊƛŀƭƛǎǘέ ōŜƘŀǾƛƻǊ ƛƴ ƛƴǘŜǊƴŀǘƛƻƴŀƭ ǊŜƭŀǘƛƻƴǎΦ ¢ƘŜ ǊƛƎƘǘ ƛǎ 
demonizing America for its rejection of European conservative, post-
feudal, clerical and nationalist collectivism, or for its frivolous mass 
culture. There is a shared concern that American political and 
economic individualism, culture and way of life will globally prevail, 
that American consumerism and cheap massive production will 
extinguish other economies, and that supranational USA would devour 
European identities.  

The contemporary anti-Americanism is also related to the U.S. 
retreat from Europe, as the strategic projection that after the fall of 
communism in Eastern Europe and disintegration of the Soviet Union 
the American massive strategic involvement no longer needed.3  

 

                                                 
3
 άFifty-ŦƛǾŜ ǇŜǊŎŜƴǘ ƻŦ ǘƘŜ ǿƻǊƭŘΩǎ ŘŜǾŜƭƻǇƳŜƴǘ ŀƛŘ ŀƴŘ ǘǿƻ ǘƘƛǊŘǎ ƻf all grants-in-aid 

to the poor and vulnerable nations of the globe come from the European Union. As a 
share of GNP, U.S. foreign aid is barely one third the European average. If you combine 
European spending on defense, foreign aid, intelligence gathering, and policingτall of 
them vital to any sustained war against international crimeτit easily matches the 
ŎǳǊǊŜƴǘ !ƳŜǊƛŎŀƴ ŘŜŦŜƴǎŜ ōǳŘƎŜǘΦ Ψ9ǳǊƻǇŜΩ ƛǎ ƴƻǘ ƛƴƘŜǊŜƴǘƭȅ ǿŜŀƪέ όWǳŘǘ мпύΦ 
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As America became more interventionist and unilateralist, 
much of Europe remained committed to multilateralism and 
more hesitant about any serious military intervention. United 
States interests have shifted away from Europe toward the 
Middle East, Central Asia, and China, while Europe has focused 
primarily on the expanding EU and the broader Mediterranean 
region. (Nolan 356)  
 
The anti-Americanism is also used as a functional attitude in 

order to strengthen new European national or supra-national 
identities. French philosopher Jean-François Revel considers that anti-
Americanism represents an almost totalitarian vision, according to 
ǿƘƛŎƘ ά!ƳŜǊƛŎŀƴǎ Ŏŀƴ Řƻ ƴƻǘƘƛƴƎ ōǳǘ speak idiocies, make blunders 
and commit crimes; and they are answerable for all the setbacks, all 
the injustices and all the sufferings of the rest of humanityέ όDƻƭǎŀƴ 
45). Paul Hollander points out that anti-Americanism is encompassing 
nationalism, anti-Western sentiments, a disdain for capitalism,  

 
the rejection of science, technology, and urban life, fear of 
 nuclear war, general disgust with modernity, the defense of 
traditional ways of life, and the cultural condescension of 
established elites; a predisposition to hostility toward the 
United States and American society, a relentless critical 
impulse toward American social, economic, and political 
institutions, and values; it entails an aversion to American 
culture and its influence abroad, often also contempt for the 
American national character and dislike of American people, 
manners, behavior, dress; and a firm belief in the malignity of 
American influence and presence anywhere in the world. 
(Stam, Shohat XXI-XXIX) 
 
Economic development and social transformation in the U.S. 

during the twentieth century have inspired and encouraged similar 
changes in Western Europe. European social scientists and 
philosophers have never unanimously valued these changes. However, 
despite the anti-American propaganda of intellectual elite, the postwar 
progress and integration of Western Europe have profited on 
consumerism and the growth of living standards. The new way of life, 
ƳƻǊŜ ά!ƳŜǊƛŎŀƴƛȊŜŘΣέ was massively accepted. Materialistic hypocrisy 
is one of the basic arguments of anti-Americanism. Samuel Huntington 
pointed the criticism of the mismatch between liberal principles and 
the U.S. foreign policy, as during the Vietnam War.  
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After the fall of communism started the fast and successful 

economic growth of Eastern Europe. During the nineties, it could be 
anticipated that the global economy will rescue hundreds of millions in 
Asia from the endemic misery and various forms of enslavement and 
personal unfreedom. The East European states however have been 
under strong influence of Soviet propaganda for decades, as well as the 
leftist circles in Western Europe. The communism criticized the 
political system and lifestyle in the U.S. Americans were depicted as 
individuals guided solely by material interests, uninterested in the 
collectivist values and needs of the community. Russia is an old 
spiritual nation with a long tradition. Its culture is supposedly superior 
over Western materialism. At the end of the Cold War, the official 
communist anti-Americanism was transformed into popular anti-
Americanism. In fact, even anti-Americanism was democratized. 
Obsessions, hatred, prejudices and conspiracy theories, as widespread 
ingredients of anti-Americanism, have flooded the global internet and 
even the mainstream media, even in most democratic European states.  

During the last decade of the twentieth century, anti-
Americanism was still not the dominant topic in politics, diplomacy or 
social sciences and intellectual reflection. Anti-Americanism massively 
broke after the 9/11 and the U.S. invasions of Afghanistan and Iraq, 
ǎǳǇǇƻǊǘŜŘ ōȅ ǘƘŜ ŎǊƛǘƛŎǎ ƻŦ άƴŜƻƭƛōŜǊŀƭƛǎƳέ ƻǊ ǘƘŜ Ǝƭƻōŀƭ ǿŀǊƳƛƴƎ 
environmentalist spinning deception when related to the U.S. refusal 
of the Kyoto protocol. Online, or in public debates, the American post-
war support, investments and cultural exchange were gradually 
forgotten. Even anti-Zionism and anti-Semitism were occasionally 
included into anti-American discourse.  

Increasing anti-Americanism has been documented by dozens 
of polls in recent years. Zakaria argued that anti-Americanism fills the 
ƛŘŜƻƭƻƎƛŎŀƭ ǾŀŎǳǳƳ ƭŜŦǘ ŀǘ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ /ƻƭŘ ²ŀǊΦ ΨΨ[ƛōŜǊŀƭ ŀƴǘƛ-
!ƳŜǊƛŎŀƴƛǎƳΩΩ ŜƳǇƘŀǎƛȊŜǎ ǘƘŜ ƘȅǇƻŎǊƛǎȅ ƻŦ ŀ ǎǳǇŜǊǇƻǿŜǊ ǘƘŀǘ ŜƳǇƭƻȅǎ 
the rhetoric of idealism and universalism and yet acts unilaterally and 
in self-interested ways. άSocial anti-Americanismέ criticizes the U.S. for 
its overemphasis on free market and individualism and the neglect of 
social programs. άSovereign nationalist anti-Americanismέ emphasizes 
U.S. political and military power and its frequent disregard for 
sovereign nationalism, and specially the U.S. failure to support 
nationalist movements and its disregard for sovereignty in its military 
adventures in places like Panama and Iraq. άRadical anti-Americanismέ 
includes both MarxistςLeninist and radical Islamist critiques of the U.S. 
άElite anti-Americanismέ arises άin countries in which the elite has a 
long history of looking down on American culture, as is typically true of 
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France.έ άLegacy anti-Americanismέ focuses on resentment from the 
sins committed by the U.S. As in Greece and Mexico, the current anti-
Americanism is fueled by the memories of the U.S. military adventures 
and support in favor of corrupt dictatorships. In China, the most 
consistently negative views of the U.S. are based on Chinese 
perceptions of the άcentury of humiliation,έ the U.S. support of 
Taiwan. Chinese attitudes toward U.S. counterterrorism policies are 
mixed, and images of U.S. material and cultural products are relatively 
positive (Katzenstein and Keohane 29-36).  

ά!ƴǘƛ-American sentiments had been latent in Europe and 
elsewhere before the anti-ƎƭƻōŀƭƛȊŀǘƛƻƴ ŘŜōŀǘŜέ όWƻƘŀƴǎǎƻƴ мнуύΣ ǎǘƛƭƭ 
Anti-Americanism is randomly equaled with anti-globalization. There 
are also American opponents of globalization, the unfair trade concept 
which contributes to the U.S. trade deficit and the loss of jobs due to 
overseas imports from the cheap labor economies. The critique of 
globalization has become the predominant form of anticapitalism in 
the post-Communist era. Anti-globalization is also about a positive 
advocacy for expanded political restrictions on the economy. 

The collapse of the Soviet Union and its satellite states 
supposedly ended the history of the planned, state-ran economy idea 
and practice. The critiques of globalization and neo-liberalism have 
filled the empty space left by the previous communist, left-wing critics 
of capitalism. The critiques of open market and free trade economy 
mostly ignored the historical failure of the communist enterprise, 
abandoned even by the communist China.  

The critiques of globalization involve the efforts to reassert the 
primacy of territory over free trade, and of the state over economy, 
and to strengthen regimes of state ownership and regulation. Anti-
globalization advocates the reassertion of the power of the state 
against the freedom of the market. 

The significance of the U.S. both in global politics and global 
economy fed not only anti-Americanism but also anti-globalization 
movements as inseparable from hostility to the spread of the global 
American influence. Jean Baudrillard, a French sociologist, philosopher, 
cultural theorist and political commentator claimed that the anti-
globalization, including terrorism, is the result of globalized modernity. 
Terrorism is not, he argues, the result of some exterior force that 
ƻǇǇƻǎŜǎ ƳƻŘŜǊƴƛȊŀǘƛƻƴ ōǳǘ άǘƘŜ ǾŜǊŘƛŎǘ ŀƴŘ ǘƘŜ ǎŜƴǘŜƴŎŜ ǘƘŀǘ ǘhis 
ǎƻŎƛŜǘȅ ŘƛǊŜŎǘǎ ŀǘ ƛǘǎŜƭŦΦέ ²ƛǘƘ ǊŜƎŀǊŘ ǘƻ лфκмм ǘƘŜǊŜ ƛǎ άŀ ǘŜǊǊƻǊƛǎǘ 
imagination in all of us [...] Basically, they did it, but we wanted ƛǘΦέ  
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He saw the perpetrators of September 11 acting out his own 
dreams and the dreams of others like him. He gave those 
attacks a sort of universal warrant: άHow we have dreamt of 
ǘƘƛǎ ŜǾŜƴǘΣέ ƘŜ ǿǊƻǘŜΣ άhow all the world without exception 
dreamt of this event, for no one can avoid dreaming of the 
destruction of a power that has become hegemonic. [...] It is 
they who actŜŘΣ ōǳǘ ǿŜ ǿƘƻ ǿŀƴǘŜŘ ǘƘŜ ŘŜŜŘΦέ Casting 
caution and false sympathy aside, Baudrillard saw the terrible 
attacks on the United States as ŀƴ άƻōƧŜŎǘ ƻŦ ŘŜǎƛǊŜΦέ The 
terroriǎǘǎ ƘŀŘ ōŜŜƴ ŀōƭŜ ǘƻ ŘǊŀǿ ƻƴ ŀ άŘŜŜǇ ŎƻƳǇƭƛŎƛǘȅΣέ 
knowing perfectly well that they were acting out the hidden 
yearnings of others oppressed by the United States' order and 
power. To him, morality of the U.S. variety is a sham, and the 
terrorism directed against it is a legitimate response to the 
inequities of άglobalizationΦέ ό!ƧŀƳƛ ртύ  
 
Anti-Americanism is also a postcolonial phenomenon, and 

derives from the belief that the U.S. is the central villain in the 
contemporary world, regardless of the fact that the U.S. have urged 
their Western European partners to speed up the process of 
decolonization. (Indian nuclear arsenal is not the fault of the respective 
LƴŘƛŀƴ ƎƻǾŜǊƴƳŜƴǘǎ ōǳǘ ƻŦ ǘƘŜ άǿŜǎǘŜǊƴŜǊǎέ ǿƘƻ ƛƴǾŜƴǘŜŘ ǘƘŜ 
weapons as claimed Arundhati Roy). Three important streams flow into 
ideological anti-Americanism in the former Third World: nationalism, 
Marxism, and Islamic fundamentalism. Nationalism is the most 
universal and easily merges with the other two. It encompasses efforts 
to develop a sense of internal cohesion and unity, to build institutions 
capable of socializing diverse ethnic and religious groups and impose 
basic common and shared values. Marxism is the most intellectually 
consistent of the streams of ideological anti-Americanism, but it 
derives much of its political force from the critique of imperialism. 
From the perspective of anti-Americanism, Islamic fundamentalism is 
also related to the new global anti-Semitism. Even strong strategic U.S. 
allies, Pakistan, Jordan and Turkey, show deterioration of favorable 
views of the U.S. after 2006. Public in Albania, Azerbaijan, Bangladesh, 
Egypt, Iran, Jordan, Morocco, Pakistan and Turkey may approve the 
American democratic system, but the problem arises with American 
foreign policies and interventionism, and sometimes even in cases of 
lack of interventionism. However, around the half of Turks and 
Moroccans still claim that those who immigrate in the U.S. will gain a 
better life. After World War II the U.S. gradually pushed off Britain and 
France as previous major colonial powers in the Middle East, and 
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although showed sympathies for local national aspirations and 
liberating movement, urging the end of colonialism, the overthrowing 
of the elected government in Iran in 1953 and invasion of Lebanon in 
1958 created an initial picture of American anti-communist 
interventionism. Local attitudes towards the U.S. were also shaped by 
the support of Israel, becoming especially strong during the sixties. 

Anti-Americanism is, however, more than a mere criticism of 
American world policies a basic, substantial stand on political, 
economic or value system. Anti-Americanism includes a general 
rejection of individual liberties, democratic governance and free 
market capitalism, rejection of democratic ideals and preference for 
various forms of authoritarianism (Cole 1120). The crisis of the global 
liberal consensus lasts from about 2001 regardless the China accession 
into WTO and the significant reduction of world poverty. The 
worldwide support to authoritarian leaders legitimized violent 
dictatorships in Russia, China, and Venezuela, and their political clones 
emerge even within the EU. Russian and Chinese regimes are globally 
engaged in corruption of politicians, media and academics. The severe 
economic crisis that started in 2007 launched a debate on the social 
efficiency of free market economy. The principles of economic 
freedom were undermined by the U.S. government itself while bailing 
out the failed banks and hedge funds. And although the U.S. actions in 
Iraq, Afghanistan and Lybia were actually threatening the 
consequences of British or European continental colonialism and 
Soviet interventionism, the U.S. again emerged as solely responsible 
for the local social disorder internal, religious radicalism, political 
dictatorship and tribal violence. The demonization of Israel, another 
form of anti-Americanism, remains a persistent denial of Palestinian 
terrorism and political thuggery.  

 
The differing threat perceptions in the United States and 
Europe are not just matters of psychology, however. They are 
also grounded in a practical reality that is another product of 
the disparity of power and the structure of the present 
international order. (Kagan 33) 
 

European Anti-Americanism and wrong shiŦǘƛƴƎ ƻǊ ŦŀƛƭǳǊŜǎ ƻŦ hōŀƳŀΩǎ 
and current administration have also caused the actual strategic 
weakness of the EU. The EU leads a vague and hesitant foreign and 
security policy, especially in relations with those alien powers which 
endanger the European democratic order, the freedoms and the rule 
of law as Russia, China and Turkey. The crisis of democracy is obvious 
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both within the core (Germany, Italy) and in the later associated states 
that are more open to the corruption of political system and 
authoritarian style of political management (Greece, the Visegrád 
Group etc). Nationalism, clericalism or statism regained their lure. Anti-
Americanism as ideological epitome often unites extreme left and 
right. The EU weakness, populism and corruption opened the path to 
Russian aggression on Ukraine and strategic pressures on the Baltic 
ŀƴŘ ǘƘŜ .ŀƭƪŀƴǎΣ ŀƴŘ ǘƻ ǘƘŜ άbŜǿ {ƛƭƪ wƻŀŘέ /ƘƛƴŜǎŜ ŎƻǊǊǳǇǘƛƻƴ 
project aimed to endanger the EU economy and democracy with 
dumped exports and the purchase of political elites.   

Between 2000 and 2015 democracy was otherwise eroding 
around the world. EU integration, transatlantic cooperation, peace and 
steady economic growth are directly threatened by Russia, Turkey and 
international Islamic terrorism. Russia is bluffing the war against the 
terror while cooperating with rogue states as Syria and Iran. Russia still 
seeks to achieve the nineteenth century strategic intentions in order to 
compensate its lags in democratic and social achievement. The broader 
and secured access to the Baltic is to be provided by threats and 
intimidation. The broader and secured access to the Black sea is to be 
initially provided by the forceful division of Ukraine and occupation in 
Crimea. Russia was also backing the unsuccessful attempts of illegal 
and unconstitutional political changes in Macedonia and Montenegro. 
Bosnia is divided between Russia and Turkey, and their constituent 
nations are becoming trivial puppets in the new structure of strategic 
relations.  

Returning to the chosen Montenegro in the context of both 
global and local, regional anti-Americanism, Montenegro abandoned 
the post-Soviet paradigm of Yugoslav disintegration adopted by Serbia 
and the former Yugoslav federal army in 1991, with the expectance of 
Russian restoration as the great power and major player in 
international relations. And while in Serbia this strategic vision 
remained alive, Montengro has decisively assumed a firm position by 
joining NATO and allying with the U.S. Montenegro has set destination 
guided by the logic of the developed democratic world instead of the 
logic of contemporary political regression.  
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h5w95L~¢!Υ 9±wht{YL PUTEVI U DEMOKRATIJU I OBMANE 

ANTIAMERIKANIZMA 
 
Demokratija podrazumeva slobodu izbora i medija, efikasnu 

ǾƭŀŘǳ ƛ ƎǊŀŚŀƴǎƪƻ ŘǊǳǑǘǾƻΣ ǇǊŜǘŜȌƴƻ ǇǊƛǾŀǘƴƻ ƛƭƛ ƪƻǊǇƻǊŀǘƛǾƴƻ 
ǾƭŀǎƴƛǑǘǾƻΣ ǎƭƻōƻŘƴǳ ǘǊƎƻǾƛƴǳ ƛ ǘǊȌƛǑƴǳ ŜƪƻƴƻƳƛƧǳΣ ǇǊŜƪƻƎǊŀƴƛőƴǳ 
ƛƴǘŜƎǊŀŎƛƧǳ ƛ ǎŀǊŀŘƴƧǳΦ bŀŎƛƻƴŀƭƴƛ ƛ ǎƻŎƛƧŀƭƴƛ ǳǘƻǇƛȊƳƛ ƻōƛőƴƻ ƴŀǎǘƻƧŜ Řŀ 
relativizuju, ili ospore neku od gore navedenih demokratskih potpora. 
Yŀƪƻ ƳƻŘŜǊƴƛ ŘŜƳƻƪǊŀǘǎƪƛ ƪƻǊŜƴƛ ǇƻőƛǾŀƧǳ ǳ .ǊƛǘŀƴǎƪƻƳ YƻƳƻƴǾŜƭǘǳ i 
ǇǊƻǘŜǎǘŀƴǘǎƪƛƳ ŘǊȌŀǾŀƳŀ όƳƻȌŘŀ ȊŀƧŜŘƴƻ ǎ CǊŀƴŎǳǎƪƻƳύΣ ōǳŘǳŏŜ 
ƻŘǊŜŘƛǑǘŜ ƭƛōŜǊŀƭƴƻƎ ƪƻƴŎŜƴȊǳǎŀ ƛ ŘŀƭƧŜ ƧŜ ǳ ȊŀǾƛǎƴƻǎǘƛ ƻŘ ǳȊŀƧŀƳƴƛƘ 
ǾŜȊŀ ŜǾǊƻǇǎƪƛƘ ŘŜƳƻƪǊŀǘǎƪƛƘ ŘǊȌŀǾŀ ƛ {!5Φ ¦ƪƻƭƛƪƻ ŘŜƳƻƪǊŀǘǎƪƻ ƧŜȊƎǊƻ 
ƪŀƻ ǘŀƪǾƻ ōǳŘŜ ǇǊƻǇŀƭƻΣ ǇŜǊƛŦŜǊƛƧŜ ŏŜ ǎŜ ǎƛƎǳǊƴƻ ǳōǊȊŀƴƻ ƻōǊǳǑŀǾŀǘƛΦ 
Savremeni evropski antiamerikanizam pre svega se odnosi na 
ƛƴƘŜǊŜƴǘƴŀ ŜǾǊƻǇǎƪŀ ǇƛǘŀƴƧŀΥ ȊŀƧŜŘƴƛőƪƻ ǘǊȌƛǑǘŜ ƛ ƪŀǇƛǘŀƭƛȊŀƳ ǳ 9¦Σ 
b!¢h ƛ ǎǘǊŀǘŜǑƪŀ ƻŘōǊŀƴŀ ƻŘ ŀǳǘƻǊƛǘŀǊƴƛƘ ƛƭƛ ǘŜǊƻǊƛǎǘƛőƪƛƘ ǇǊŜǘƴƧƛ όwǳǎƛƧŀΣ 
YƛƴŀΣ .ƭƛǎƪƛ ƛǎǘƻƪ ƛ ǳƴǳǘǊŀǑƴƧƛ ŘȌŜǇƻǾƛ αƳǳƭǘƛƪǳƭǘǳǊƴƻƎά ǇƻƭƛǘƛőƪƻƎ 
islama). Antiamerikanizam se zasniva na obmanama ili poluistinama o 
ƴŀǾƻŘƴƻƳ ǇƻƭƛǘƛőƪƻƳΣ ŦƛƴŀƴǎƛƧǎƪƻƳ ƛ ǾƻƧƴƻƳ ƎƭƻōŀƭƴƻƳ ƛƳǇŜǊƛƧŀƭƛȊƳǳΣ 
ƴŀ ŜǘƛőƪƻƧ ǳǇƛǘƴƻǎǘƛ ƪŀǇƛǘŀƭƛȊƳŀΣ ƴŀ ƪƻǊǇƻǊŀǘƛǾƴƻƧ ǇƻƘƭŜǇƛ ƛ ŘǳȌƴƛőƪƻƳ 
ǊƻǇǎǘǾǳΣ ƴŀ ŀƳŜǊƛőƪƻ ƭƛŘŜǊǎǘǾƻ ǳ ƎƭƻōŀƭƴƻƳ ȊŀƎŀŚŜƴƧǳ ƛ ƪƭƛƳŀǘǎƪƛƳ 
ǇǊƻƳŜƴŀƳŀΦ {ŀǾǊŜƳŜƴƛ ŜǾǊƻǇǎƪƛ ŀƴǘƛŀƳŜǊƛƪŀƴƛȊŀƳ ƻƪǳǇƭƧŀ ǇƻƭƛǘƛőƪŜ ƛ 
ƛƴǘŜƭŜƪǘǳŀƭƴŜ ŜƪǎǘǊŜƳƛȊƳŜ ƭŜǾƛŎŜ ƛ ŘŜǎƴƛŎŜ ƛǎǘƻǾǊŜƳŜƴƻΣ ƛȊŀȊƛǾŀƧǳŏƛ 
ƪƻƴŎŜǇǘŜ ƛƴŘƛǾƛŘǳŀƭƴŜΣ ǇƻƭƛǘƛőƪŜ ƛ ŜƪƻƴƻƳǎƪŜ ǎƭƻōƻŘŜΣ ŜǾǊƻǇǎƪƛ 
koncept brisanja granica i razvoja individualnih sloboda. Hibridni rat 
wǳǎƛƧŜ ǇǊƻǘƛǾ 9ǾǊƻǇǎƪŜ ǳƴƛƧŜ ǳǎǇŜǑƴƻ ƪƻǊƛǎǘƛ ƳŜŘƛƧǎƪǳ ǇǊƻǇŀƎŀƴŘǳ ƛ 
ǘŜƪǳŏŀ ǎƻŎƛƧŀƭƴŀ ƛ ƴŀŎƛƻƴŀƭƴŀ ƴŜȊŀŘƻǾƻƭƧǎǘǾŀΦ LȊŀȊƛǾŀƧǳŏƛ ȊŀǇŀŘƴƛ 
liberalno-ŘŜƳƻƪǊŀǘǎƪƛ ƪƻƴŎŜƴȊǳǎΣ ŜǾǊƻǇǎƪƛ ŘǊǳǑǘǾŜƴƛ ƴŀǳőƴƛŎƛ ǳǘǊli su 
ƛŘŜƻƭƻǑƪŜ ǇǳǘŀƴƧŜ Ȋŀ Ǌǳǎƪƛ ƛ ƪƛƴŜǎƪƛ ǇǊƻŘƻǊ ǳ WǳƎƻƛǎǘƻőƴǳ ƛ Lǎǘƻőƴǳ 
9ǾǊƻǇǳΦ .ǳŘǳŏƛ Řŀ ǎŜ ŀƴǘƛŀƳŜǊƛƪŀƴƛȊŀƳ ǳ ƭƻƪŀƭƴƛƳ ƻŘƴƻǎƛƳŀ ƪƻǊƛǎǘƛ 
kako bi se osporile evropske i regionalne integracije, obmane 
ŀƴǘƛŀƳŜǊƛƪŀƴƛȊƳŀ ōƛŏŜ ǊŀȊƳŀǘǊŀƴŜ ǇǊŜ ǎǾŜƎŀ ǳ ƪƻƴǘŜƪǎǘǳ novih 
ōǳŘǳŏƛƘ ƻŘǊŜŘƛǑǘŀ /ǊƴŜ DƻǊŜ ǳǎƳŜǊŜƴƛƳ ǇǊŜƳŀ ŀǘƭŀƴǘǎƪƛƳ ƛ ŜǾǊƻǇǎƪƛƳ 
institucijama i saradnji.  

 
YƭƧǳőƴŜ ǊŜőƛ: antiamerikanizam, Evropska unija, Rusija, Kina, 

Crna Gora. 
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UPUTSTVO AUTORIMA 
 

 
tƻǑǘƻǾŀƴƛ ŀǳǘƻǊƛΣ 
 
Prilikom pisanja i predaje rada molimo da se rukovodite 

ǎƭƧŜŘŜŏƛƳ ǳǇǳǘǎǘǾƛƳŀ.  

 Radovi se predaju u elektronskoj formi u Word formatu, na 
adresu foliaredakcija@gmail.com. 

 Obim őƭŀƴƪŀ ǘǊŜōŀ Řŀ ōǳŘŜ ƻƎǊŀƴƛőŜƴ Řƻ ƳŀƪǎƛƳŀƭƴƻ т 000 
ǊƛƧŜőƛ ukljuőǳƧǳŏƛ ƴŀǎƭƻǾΣ ǾŀǑŜ ƛƳŜ ƛ ǇǊŜȊƛƳŜΣ ƴŀȊƛǾ ƛƴǎǘƛǘǳŎƛƧŜΣ 
spisak bibliografskih referenci, apstrakte na dva jezika, naslov 
ƴŀ ƧŜȊƛƪǳ ǇǊŜǾƻŘŀ ŀǇǎǘǊŀƪǘŀ ƛ ƪƭƧǳőƴŜ ǊƛƧŜőƛ ƴŀ ƻōŀ ƧŜȊƛƪŀΦ 

 bŀ ǇƻőŜǘƪǳ ǊŀŘŀ ŘŀƧŜ ǎŜ apstrakt όŘƻ олл ǊƛƧŜőƛύ ƛ Řƻ мл 
ƪƭƧǳőƴƛƘ ǊƛƧŜőƛ ƴŀ ƧŜȊƛƪǳ ƴŀ ƪƻƧŜƳ ƧŜ Ǉƛǎŀƴ ǊŀŘΦ Lǎǘƛ ǇƻŘŀŎƛ 
ispisuju se na kraju teksta na jednom od svjetskih jezika 
όŜƴƎƭŜǎƪƻƳΣ ƴƧŜƳŀőƪƻƳΣ ŦǊŀƴŎǳǎƪƻƳΣ ǊǳǎƪƻƳΣ ƛǘŀƭƛƧŀƴǎƪƻƳύΦ 

 Kada je u pitanju formatiranje ǘŜƪǎǘŀΣ ƳƻƭƛƳƻ ǇƻǑŀƭƧƛǘŜ ǊŀŘ ǳ 
formatu B5, odnosno 6.9'' x 8.9'' ili 176 x 250 mm. Ukoliko se 
koristite slikama ili tabelama, ǾƻŘƛǘŜ Ǌŀőǳƴŀ Řŀ ǎŜ ǳƪƭƻǇŜ ǳ 
isti format. 

 DǊŀŦƛőƪŜ ǎŀŘǊȌŀƧŜ molimo Řŀ ƴŜ ǑŀƭƧŜǘŜ ȊŀǎŜōƴƻΣ ǾŜŏ ƛƘ 
ǳƪƭƧǳőƛte u tekst kao integrisanu sliku. 

 /ƛƧŜƭƛ ǘŜƪǎǘ ǘǊŜōŀ Řŀ ōǳŘŜ ǳǊŜŚŜƴ ōŜȊ ǇǊƻǊŜŘŀΦ ±Ǌǎǘŀ ǎƭƻǾŀ ƧŜ 
Calibri 11. 

 Dalje formatiranje teksta svedite na minimum ili se korisitite 
jednoǎǘŀǾƴƻƳ ƻǇŎƛƧƻƳ αbƻǊƳŀƭά, koju nudi Word program 
όǳƪƭƧǳőǳƧǳŏƛ naslove i podnaslove).  

 Podnaslovi treba da budu odvojeni jednim redom od 
prethodnog teksta, napisani polucrnim fontom (boldovani) i 
navedeni prema konvencijama jezika na kojem je napisan 
rad.  

 Isticanje ǳ ǘŜƪǎǘǳ ǾǊǑƛ ǎŜ ƛǎƪƭƧǳőƛǾƻ ǳǇƻǘǊŜōƻƳ kurziva 
(italics), a nikako polucrnim (boldovanim) fontom, 
navodnicima, ǇƻŘǾƭŀőŜƴƧŜƳ, s p a c i o n i r a n j e m, 
verzalom (ALL CAPSύ ƛ ǎƭƛőƴƻΦ  

 Koristite navodnike ƻŘǊŜŚŜƴŜ ƴƻǊƳƻƳ Ƨezika na kome je 
ƴŀǇƛǎŀƴ ǊŀŘΦ aƻƭƛƳƻ Řŀ ǳ ǊŀŘǳ ƴŜ ƳƛƧŜǑŀǘŜ ǊŀȊƭƛőƛǘŜ ǘƛǇƻǾŜ 
ƴŀǾƻŘƴƛƪŀΦ bŀƧőŜǑŏŜ ǎŜ ǳǇƻǘǊŜōƭƧŀǾŀƧǳ ŘǳǇƭƛ ƴŀǾƻŘƴƛŎƛΣ Řƻƪ 
se polunavodnici ('m') koriste jedino unutar navodnika. 
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 Citat ƪƻƧƛ ƧŜ ŘǳȌƛ ƻŘ ǘǊƛ ǊŜŘŀ ǾŀǑŜƎ ƪǳŎŀƴƻƎ ǘŜƪǎǘŀ ǳǇƛǑƛǘŜ ƪŀƻ 
pƻǎŜōƴƛ ǇŀǎǳǎΣ ǳǾǳőŜƴ ƛ ƻŘǾƻƧŜƴ ƧŜŘƴƛƳ ǇǊŀȊƴƛƳ ǊŜŘƻƳ ƻŘ 
ǇǊŜǘƘƻŘƴƻƎ ǘŜƪǎǘŀ ƛ ǘŜƪǎǘŀ ƪƻƧƛ ǎƭƛƧŜŘƛΦ ¦ ǘƻƳ ǎƭǳőŀƧǳ ƴŜ 
koriste se navodnici.  

 Izostavljanje originalnog teksta unutar citata, odnosno elipsa, 
ƻȊƴŀőŀǾŀ ǎŜ ǎŀ ǘǊƛ ǘŀőƪŜ ǳƴǳǘŀǊ ǳƎƭŀǎǘƛƘ ȊŀƎǊŀŘŀ ς [ΧϐΦ 

 Lŀƪƻ ǘƻ ǾŀǑ ƪƻƳǇƧǳǘŜǊǎƪƛ ǇǊƻƎǊŀƳ ǇƻƴŜƪŀŘ ƴŜ ǊŀŘƛΣ ƳƻƭƛƳƻ 
Ǿŀǎ Řŀ ǇǊŀǾƛǘŜ ǊŀȊƭƛƪǳ ƛȊƳŜŚǳ ŎǊǘŜ ός), koja razdvaja dva dijela 
ǊŜőŜƴƛŎŜ, i crtice (-), ƪƻƧŀ ǎǇŀƧŀ ŘǾƛƧŜ ǊƛƧŜőƛΦ 

 Bibliografske reference navoditi po MLA obrascu (MLA 
Citation Style). 

 
Detaljnije uputstvo nalazi se na adresi www.folia.ac.me. 

 
¦ǊŜŚƛǾŀőƪƛ ƻŘōƻǊ 
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INSTRUCTIONS FOR CONTRIBUTORS 

 
 
Dear authors, 
 
While writing and preparing your papers for submission, please 

respect the following instructions:  
 

 Submit your papers electronically in Word format, to the 
following address: foliaredakcija@gmail.com 

 The length of your work must not exceed 7000 words, 
including the title, your name and the name of your institution, 
the list of references, two abstracts (in 2 languages) and key 
words. 

 An Abstract (up to 300 words) and up to 10 key words should 
precede the paper and be in the language in which the paper is 
written. Translate the same information in one of the world 
languages (English, German, French, Russian, Italian) and 
repeat it at the end of the text. 

 Formatting of text, please make sure it fits into the B5, that is 
6.9'' x 8.9'' or 176 x 250 mm format of the journal.  

 The whole text should be single-spaced. The preferable font is 
Calibri 11.  

 Further formatting should be minimal (including titles and 
ǎǳōǘƛǘƭŜǎύΣ ǇƭŜŀǎŜ ǳǎŜ ǘƘŜ ƻǇǘƛƻƴ άbƻǊƳŀƭέ ȅƻǳǊ ²ƻǊŘ ǇǊƻǾƛŘŜǎ 
ǳƴŘŜǊ ǘƘŜ ǘƛǘƭŜ ά{ǘȅƭŜέΦ 

 Subtitles should be separated by one empty line from the text 
preceding it, and by one empty line from the text following it. 
They should be written in bold letters and should respect the 
norm of the language of the paper. 

 Graphics, tables, illustrations, pictures should not be sent 
separately but as part of the papers and as integral images, 
making sure they fit into the B5, 176x250mm, format of the 
journal. 

 Emphasis is provided exclusively by the use of italics, and NOT 
ōȅ ōƻƭŘ ƭŜǘǘŜǊǎΣ άŘƻǳōƭŜ ǉǳƻǘŀǘƛƻƴ ƳŀǊƪǎΣέ ΨǎƛƴƎƭŜ ǉǳƻǘŀǘƛƻƴ 
ƳŀǊƪǎΣΩ ƻǊ underlining, s p a c i n g, ALL CAPS, etc. 

 Use quotations marks consistently and as required by the 
norms of the language in which the paper is written. In most of 
ŎŀǎŜǎ ǘƘƻǎŜ ŀǊŜ ŘƻǳōƭŜ ǉǳƻǘŀǘƛƻƴǎ ƳŀǊƪǎ όά έύΦ ¦ǎŜ ǎƛƴƎƭŜ 
ǉǳƻǘŀǘƛƻƴǎ ƳŀǊƪǎ όΨƳΩύ ƻƴƭȅ ǿƛǘƘƛƴ ǉǳƻǘŀǘƛƻƴǎΦ 
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 Quotations longer than three lines of your typed paper should 
be inserted as a separate paragraph and separated by one 
empty line from the text preceding it and the text following it. 
When these quotations (paragraphs) are inserted like this do 
not use quotation marks. 

 Avoiding parts of original text within quotation, or ellipses, 
should be marked by the following siƎƴΥ ώΧϐΦ 

 Do not confuse dash ( ς ), which separates two parts of 
sentence, with hyphen ( - ), which connects two words. 

 Use MLA citation style for bibliographical references. 
 
For more details please visit www.folia.ac.me. 
 

Board of Editors 
 

 

 

 


